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CUVANT-INAINTE

Volumul de fatd nu este doar o colectie de texte rezultate in urma unei
conferinte; este, inainte de toate, marturia unui moment de intalnire: intre idei, intre
perspective, intre discipline si, mai ales, intre oameni aflati in diferite etape ale formarii
lor academice, provenind din 6 centre universitare:

= Universitatea ,Stefan cel Mare” din Suceava (universitatea-gazda)

= Universitatea ,Dundrea de Jos” din Galati (partener in organizarea

conferintei)

=  Universitatea din Bucuresti

=  Universitatea , Alexandru Ioan Cuza” din lasi

= Universitatea ,Babes-Bolyai” din Cluj-Napoca

* Universitatea de Medicind, Farmacie, Stiinte si Tehnologie , George Emil

Palade” din Targu Mures.

Fiecare dintre cele 30 de contributii reunite in volum reprezinta produsul unei
cercetdri si totodatd un exercitiu de asumare a propriei voci in spatiul academic.
Redactate in 5 limbi (roméand, francezd, spaniold, italiand, englezd), lucrarile au fost
organizate dupa criteriul tematic in 3 sectiuni:

= Jocul linguistic, discursiv, traductiv

= Jocul literar & cultural

= Jocul digital.

Tmpreuné, cele 3 rubrici construiesc o hartd diversa a ludicului, pornind de la
fenomene familiare. Un cantec, o reclamd, un meme, un avatar, un personaj literar, o
replicd, un joc video, o marcéd identitard sau o expresie folositd de o anumita generatie -
toate sunt investigate prin metode si instrumente specifice cercetdrii stiintifice,
ilustrand forme foarte diferite ale creativitatii.

Responsabilitatea pentru continutul textelor propuse spre publicare apartine
autorilor.

Pentru uniformizarea aparatului bibliografic, citarea in text a fost utilizata in
toate contributiile, indiferent de limba de redactare.

Daniela HAISAN
Alina NACU
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LEX LUDENS — JOCUL AUTORITATIL:
LATINA JURIDICA VS. LATINA LITERARA
[LEX LUDENS — THE GAME OF AUTHORITY:
LEGAL LATIN VS. LITERARY LATIN]

Elisa-Adriana CHIVEREAN!
Universitatea de Medicind, Farmacie, Stiinte si Tehnologie
~George Emil Palade” din Targu-Mures
elissac.1584@gmail.com

Abstract: Latin has not disappeared from contemporary writing; it has instead retreated into
domains where language continues to signal authority, tradition, and intellectual control. This
paper examines how Latinisms shape the perception of prestige and clarity in two distinct yet
related contexts: legal drafting and literary writing. The central hypothesis is that Latin
expressions tend to increase perceived authority, while their contribution to clarity depends on
function. In legal discourse, Latin enhances clarity only when it conveys precise, established
concepts; otherwise, it risks obscuring meaning. In literature, Latin and pseudo-Latin rarely serve
informative purposes and instead operate as rhetorical devices, contributing to tone, irony, or
symbolic depth.

The study combines qualitative and empirical approaches. A small corpus of legal and literary
excerpts is analyzed using a coding grid that evaluates prestige, clarity, and function. In parallel,
a brief comprehension experiment compares reader responses to original sentences and plain-
language revisions. The findings suggest a consistent tension between authority and accessibility:
legal Latin often appears more prestigious but less transparent, while literary Latin is accepted as
part of a broader aesthetic or playful strategy. The paper proposes a distinction between useful
and decorative Latinisms and outlines practical principles for their responsible use in
contemporary writing.

Keywords: legal Latin, literary Latin, clarity, prestige, language play.

L. Introducere

Latina nu a dispdrut din scrisul contemporan; ea s-a retras in zone in care
limbajul continud sa semnalizeze autoritate, traditie si control intelectual. in drept,
expresiile latine pdstreazd memoria unei ordini juridice formate prin secole de
comentariu si practica (Stein, 1999). In literaturs, aceleasi formule nu mai garanteaza
precizie, ci pot produce gravitate, ironie, distantd sau complicitate culturald. Tocmai
aceastd diferentd de functie justificd o comparatie intre latina juridica si latina literara.

1 Coordonator: Asist. univ. drd. Anca RUSU.
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Intrebarea de la care porneste studiul este simpla: ce fac, de fapt, latinismele unui
text? Ipoteza de lucru este ca ele cresc, de reguld, prestigiul perceput, dar sporesc claritatea
numai atunci cand comprimd o notiune stabilizats si greu de inlocuit fira pierdere. In
drept, latina poate servi preciziei, dar poate functiona si ca mecanism de excludere pentru
cititorul neinitiat (Tiersma, 1999). In literaturd, in schimb, latina si pseudo-latina nu
urmadresc in primul rdnd transparenta: ele pot tonaliza, ironiza sau simboliza.

Lucrarea combing, de aceea, doud paliere. Pe de o parte, analizeaza un corpus
restrans de fragmente juridice si literare printr-o grild centratd pe prestigiu, claritate si
functie contextuald. Pe de altd parte, foloseste un mic exercitiu de comprehensiune,
bazat pe comparatia dintre formulari juridice cu latind si variantele lor rescrise in limbaj
mai direct. Miza nu este eliminarea de principiu a latinei, ci distingerea dintre latinisme
utile si latinisme decorative.

IL. Latina in limbajul juridic: prestigiu si claritate

In drept, cuvintele nu sunt niciodata simple instrumente. Ele nu trec prin text
doar ca sd transporte un sens, ci lasd in urmd urme de autoritate, de traditie, de
apartenentd profesionald. De aceea, latina a rdmas in limbajul juridic cu o incdpdtanare
care spune ceva important despre dreptul insusi. Nu doar despre originea lui, ci despre
felul in care isi imagineazd propria continuitate. Cand un text juridic pédstreaza inter
alia, bona fide, ex nunc sau mutatis mutandis, el nu pastreazd doar o formula veche.
Pastreaza si ideea cd legea trebuie sd pard mai stabild decat viata care o solicitd.

Totusi, ceea ce conferd gravitate nu confera automat si claritate. Aici se afld miezul
tensiunii. Latina juridicd poate fixa riguros o notiune, dar poate si ridica in jurul ei o perdea
de solemnitate care Incetineste sau chiar blocheaza intelegerea. De aceea, orice discutie
despre prestigiul ei trebuie insotitd de o intrebare mai incomodd, dar mai dreapta: pentru
cine rdmane ea limpede si pentru cine incepe sa devina o limbé a distantei?

I1.1. Rolul istoric al latinei in drept

Putine limbi sunt atdt de intim legate de ideea de lege precum latina. in
Europa, aceastd legdtura nu se reduce la o simpld mostenire terminologica. Ea priveste
insdsi formarea unei culturi juridice. Dreptul roman a ldsat in urmd nu doar institutii si
concepte, ci si un mod de a organiza rationamentul juridic, de a comprima sensul, de a
formula regulile astfel incat ele sa pard stabile si transmisibile dintr-un timp in altul.
Peter Stein (1999) a aratat limpede ca influenta dreptului roman asupra Europei nu a
fost marginald, ci constitutiva pentru multe dintre limbajele si structurile sale juridice.

Aceastd filiatie explicad de ce latina a continuat sa circule in drept mult dupa ce
a Incetat sa mai fie o limba vie. O formuld latind nu purta doar un sens, ci si garantia ca
acel sens fusese deja lustruit de secole de uz, comentariu si jurisprudenta. In acest sens,
prestigiul ei nu vine doar din vechime, ci din impresia de sedimentare. Cuvéantul pare
vechi, si tocmai de aceea pare sigur.

In spatiul englez, supravietuirea latinei juridice este deosebit de instructiva.
John Baker aratd ca dreptul englez s-a format intr-o cultura trilingva, in care latina, Law
French si engleza au coexistat mult timp, fiecare cu functii distincte (v. Baker, 2019).
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Chiar atunci cand engleza a inceput sa castige teren in practica judiciard, latina a ramas
prezentd in formule, in registre, in expresii de circulatie profesionala. Ceea ce era deja
consacrat nu se abandona usor. Dreptul, mai ales in formele lui institutionale, nu se
grabeste sd renunte la limbajul care l-a legitimat.

Dar aceastd continuitate nu este lipsitd de ambiguitate. Pe de o parte, latina a
functionat ca o limbd comuna a invatatilor. Ea a permis transmiterea conceptelor intre
spatii juridice diferite si a oferit o economie a expresiei pe care limbile vernaculare nu o
puteau, la inceput, egala. Pe de altd parte, tocmai aceastd economie a produs si un efect
de inchidere. Formula latind devenea accesibild doar celor formati si o recunoasca.
Autoritatea ei era, in acelasi timp, si un criteriu de selectie.

Peter Tiersma (1999) remarca faptul cd limbajul juridic este conservator nu doar
prin inertie, ci si dintr-o nevoie profunda de stabilitate. intr-un domeniu in care sensul
poate avea consecinte materiale, schimbarea de vocabular este adesea perceputa ca risc.
A rescrie poate Insemna a sldbi, a simplifica poate parea a pierde din precizie.

Din aceastd teama se naste, uneori, fidelitatea excesiva fatd de formulele vechi.
Latina raméne fiindcd pare cad pdstreaza intact ceva ce limba de azi ar putea sd fisureze.

Si totusi, daca istoria explicd persistenta latinei, ea nu o justificd automat in
fiecare utilizare contemporand. Faptul cd o formuld este veche si respectabild nu
inseamnd cd mai este si necesara. Aici incepe desprinderea de simpla filiatie istorica si
intrdm in intrebarea propriu-zisd a cercetdrii: nu doar de unde vine latina juridicd, ci ce

face ea astdzi, cum lucreazi in textul actual, In mintea cititorului de acum.

I1.2. Utilizarea modernd si prestigiul perceput

In dreptul contemporan, latina nu mai domind, dar continui si apard cu o
regularitate care nu poate fi ignoratd. Unele expresii au devenit atat de familiare incat
par aproape naturalizate. Bona fide, prima facie, inter alia, de facto, de jure, ultra vires, ex
parte sau habeas corpus circuld incd in hotdrari, memorii, articole si manuale. Uneori ele
sunt pastrate din economie conceptuald. Alteori, din reflex profesional. Alteori, din
ceva mai greu de masurat, dar usor de simtit: prestigiul.

Aici se schimba tonul problemei. Nu mai este vorba doar despre istorie, ci
despre perceptie. Cand intalnim o formuld latind intr-un text juridic, ea produce adesea
o impresie de rigoare chiar inainte sa fie inteleasa in mod deplin. David Mellinkoff
observa cd o parte din puterea limbajului juridic std in aparenta lui de specializare, iar
aceastd specializare se sprijind adesea pe un vocabular care separd profesionistii de
restul cititorilor (Mellinkoff, 1963). Bryan Garner (2011), dintr-o perspectivd mai
practicd si mai tdioasd, insistd cd scrisul juridic modern ar trebui sd pastreze doar acele
formule pentru care nu existd un echivalent englezesc la fel de precis. Altfel spus, latina
nu trebuie pastratd doar pentru cd sund ,,ca dreptul”.

Aceastd observatie este importantd, pentru cd ea mutd discutia din zona
reverentei in cea a responsabilitdtii. Prestigiul unei formule latine este real. El poate
crea impresia de competentd, de continuitate doctrinard, de apartenentd la o traditie
serioasd. Uneori, acest efect este util. Un termen de artd bine fixat poate spune mult in
foarte putine cuvinte. Dar existd si situatii in care formula latind nu mai adauga
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precizie, ci doar greutate retoricd. Textul pare mai sever, mai ,oficial”, mai putin
contestabil. Cu alte cuvinte, autoritatea este produsa si prin sunet, nu doar prin sens.

Aici Incepe o mica neliniste. Pentru cd prestigiul perceput nu este acelasi lucru cu
legitimitatea reald. Un text poate pdrea impecabil si totusi sd fie slab comunicat. Joseph
Kimble, intr-un studiu (1994-1995: 51-85) devenit de referintd in discutia despre plain
language, insistd cd limpezimea nu este un compromis anti-intelectual, ci o forma mai
onesta de adresare. A scrie clar nu inseamnd a sdrdci ideea, ci a refuza sd o ascunzi in
spatele unei traditii insuficient justificate. In acest punct, scrisul juridic contemporan pare
prins intre doud fidelitati. Fidelitatea fatd de mostenirea sa si fidelitatea fatd de cititor.

Si poate c4 aici se vede cel mai bine de ce latina juridicd rdmane un teren atat de
sensibil. Ea functioneazd simultan ca instrument si ca simbol. Ca instrument, poate
concentra doctrine si diferente fine de sens. Ca simbol, poate transmite prestigiu chiar
si atunci cand continutul ei este vag perceput. De aceea, folosirea ei modernd trebuie
judecatd de la caz la caz. Nu existd o interdictie absolutd si nici o absolvire generala.
Exista doar aceastd intrebare, care se repetd aproape moral: termenul acesta mai spune
ceva ce nu poate fi spus la fel de bine altfel? Dacd raspunsul este da, latina isi pastreaza
locul. Dacd raspunsul este nu, atunci prestigiul ei incepe sa semene cu o masca.
Frumoasd, poate, dar tot masca.

I1.3. Claritate, comprehensibilitate si cititorul neinitiat

Problema devine mai ascutitd atunci cand schimbam punctul de observatie si
privim textul nu dinspre autor, ci dinspre cititor. Pentru jurist, o expresie latind poate
pdrea fireascd. Pentru cel care nu apartine acestei comunitdti de practicd, ea poate
produce un mic accident de lecturad. O oprire. O ezitare. Uneori un gol.

John Gibbons, in lucrdrile sale despre limbaj si drept (1994), insistd asupra
faptului ca limbajul juridic poate functiona si ca mecanism de dezavantaj, tocmai prin
faptul cad nu este distribuit egal intre cei care participa la relatia juridica. Nu toti cititorii
intrd in text cu acelasi bagaj. Ceea ce pentru profesionist este rutind lexicald poate
deveni, pentru cititorul obisnuit, zond de opacitate. De aici apare una dintre cele mai
sensibile intrebdri ale scrisului juridic modern: cat de mult are voie un text sd ramana al
profesiei si cat de mult trebuie sa devind al celor pe care i priveste?

Réaspunsul nu este pur stilistic. El tine de insdsi ideea de acces la drept. Daca o
obligatie, un termen, o sanctiune, o conditie procedurald sunt formulate intr-un limbaj
care pare impundtor, dar nu este transparent, atunci autoritatea textului incepe sa se
sprijine pe asimetrie. Cititorul nu mai este convins prin intelegere, ci intimidat prin ton.
Tocmai aici critica plain language devine mai mult decat o preferintd stilisticd. Ea
capdtd o dimensiune etica.

Bryan Garner (2023) a transformat aceasta idee intr-un program practic de scriere
juridica, aratdnd cd precizia nu trebuie separatd de claritate, ci construitd impreuna cu ea.
Nu este nevoie ca textul sd renunte la rigoare pentru a deveni inteligibil. Dimpotriva, de
multe ori tocmai rigoarea impune renuntarea la formulele decorative si alegerea
termenului verificabil, direct, suficient. $i mai interesant este ca studiile empirice din
domeniul scrisului juridic sugereaza ca limbajul mai clar nu este perceput ca mai putin
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profesionist. Sean Flammer (2010), reluand si dezvoltand o linie mai veche de cercetare
din legal writing, arata ca judecatorii si juristii pot recepta mai favorabil textele redactate
in plain English decat versiunile incdrcate de legalese. Aici se produce o mica rasturnare.
Prestigiul pe care un autor crede ca il castigd prin opacitate nu este intotdeauna
recunoscut de cititorul competent. Uneori, el este taxat ca manierism.

Asta nu inseamnd ca toate formulele latine trebuie eliminate. Ar fi o solutie
simplistd, iar dreptul nu castigd nimic din simplism. Existd termeni care si-au castigat
locul prin densitatea lor conceptuald. In anumite contexte, res judicata, mens rea, stare
decisis sau habeas corpus nu sunt simple podoabe lexicale, ci noduri tehnice ale unei
traditii juridice. Problema nu este existenta lor, ci circulatia lor fard mediere. Un termen
specializat poate fi legitim, daca textul ii ofera cititorului o sansd reald de intelegere.
Cateodata e suficientd o explicatie discretd la prima aparitie. Alteori e nevoie de
reformulare. Important este ca textul sa nu transforme necunoasterea cititorului intr-o
conditie de functionare a propriei autoritati.

Aici, cercetarea mea se intdlneste cu partea ei empiricd. Chiar in rdspunsurile
din chestionarul aplicat pe un esantion divers s-a vazut aceastd tensiune: formulele
latine au fost adesea percepute ca mai ,serioase”, mai ,juridice”, mai impundtoare, dar
si ca mai indepdrtate, mai putin limpezi, uneori chiar ca semne ca textul nu li se
adreseazd pe deplin. Aceastd parte va fi discutatd pe larg in sectiunile metodologice si
analitice, dar era important sd o anunt aici, fiindcd ea confirma o intuitie veche: limba
dreptului este intotdeauna si o experientd afectiva. Cititorul simte dacd este primit sau
tinut la prag.

In fond, aceasta este miza adevirati a discutiei despre claritate. Nu
simplificarea de dragul comoditatii, ci refuzul unei autoritdti care se bazeazd pe
obscuritate. Un text juridic poate rdmane sever fira a fi opac. Poate fi exact fara a fi
ostentativ. Poate pdstra un termen latin atunci cand acesta este singurul care fixeaza cu
adevarat o diferentd de sens. Dar atunci cand latina devine doar reflex de prestigiu, ea
inceteaza sd mai slujeasca dreptul si incepe sd slujeascd imaginea lui. lar imaginea, in
drept, nu este niciodatd suficienta.

III. Latina in literatura: autoritate si joc

Dacda in drept latina tinde sd se prezinte ca limbd a continuitdtii si a
legitimitatii, in literaturd ea intrd in text cu o libertate mai stranie. Acolo nu mai are
obligatia de a fixa o norm4, nici de a produce un efect juridic. Poate apdrea pentru a
adanci o atmosferd, pentru a tnnobila o voce, pentru a marca distanta dintre personaje,
dintre epoci, dintre niveluri de culturd. Poate apdrea si pentru a destabiliza, pentru a
ironiza solemnitatea pe care o promite, pentru a se preface cd spune ceva definitiv,
cand de fapt joaca.

Aceasta diferentd nu trebuie redusad la opozitia comoda dintre seriozitatea
dreptului si libertatea literaturii. Literatura are propriile ei reguli de constructie,
propriile ei forme de autoritate, propriile ceremonii ale limbajului. Cand introduce
latina, ea nu o face la intdimplare. O introduce acolo unde vrea sd concentreze memorie,
prestigiu cultural, vechime, ironie sau secret. Din acest motiv, latina literard trebuie
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inteleasd nu ca simplu decor erudit, ci ca element activ al textului, capabil sa modifice
felul in care cititorul il traverseaza.

II1.1. Latina ca semn al eruditiei si al autoritdtii simbolice

In multe texte literare, latina functioneazi ca semn al unei culturi care se stie pe
sine si isi asumd aceastd cunoastere ca forma de stil. Ea poate aparea in epigrafe, in
mottouri, in formule scurte care par sd vind dintr-un timp mai adanc decat pagina pe
care o citim. Nu intotdeauna conteazd ca cititorul sa inteleagd instantaneu fiecare
cuvant. Uneori este suficient ca el si simtd cd acolo s-a deschis o altd camera a textului,
mai rece, mai veche, mai tacutd. Latina promite, prin simpla ei aparitie, cd literatura nu
vorbeste doar din prezent.

Michel Picard (1986) a scris memorabil despre lectura ca despre o forma de joc,
adicd o experientd in care cititorul intra intr-un spatiu reglat de conventii, asteptari,
ezitdri si placeri ale descifrarii. Intr-un asemenea spatiu, latina are o functie aparte. Ea
produce distants, dar si seductie. 1l incetineste pe cititor, il face s& se opreascé, sa caute,
sd intuiascd, sa accepte uneori cd nu detine tot sensul pe loc. Ceea ce in textul juridic ar
putea pdrea o piedicd devine, in textul literar, parte a experientei insasi.

Existd, desigur, si o dimensiune de autoritate simbolicd. O expresie latind in
interiorul unei naratiuni poate semnala cd lumea textului se afld in contact cu o traditie
intelectuald mai veche, cu o memorie clasicd, cu o formad de culturd care nu s-a risipit
complet. In acest sens, latina devine un marker de ethos. Nu garanteaza adevarul, dar
produce impresia unei densitdti culturale. Umberto Eco a inteles foarte bine aceasta
putere. In Il nome della rosa, ultima fraza latina, celebrul stat rosa pristina nomine, nomina
nuda tenemus, nu apare ca simplu ornament. Ea lasd in urmd un sentiment de disparitie,
de memorie pdstratd doar prin nume, de sens care nu mai poate fi recuperat in
intregime.? Tocmai de aceea, impactul ei nu este unul informativ, ci meditativ.

La James Joyce, latina are o altd texturd. Ea tine de formatia lui clasicd, de
educatia iezuitd, de familiaritatea cu limbile vechi si de plicerea de a pune aceste
straturi in miscare in interiorul prozei moderne. Studiile dedicate lui Joyce au ardtat in
mod constant ca prezenta limbilor strdine, inclusiv a latinei, nu este accidentald, ci
constitutiva pentru modul in care el isi construieste densitatea textuald si isi provoaca
cititorul (v. Baron, 2019). Latina, in acest context, nu legitimeaza pur si simplu cultura
personajelor sau a naratorului. Ea complica textura insési a lecturii.

Aici apare o idee importantd pentru cercetarea mea. In literaturs, latina nu
trebuie judecatd dupa criteriul unic al transparentei. Ea apartine unei economii mai
largi a sensului, in care obscuritatea controlatd poate avea valoare esteticd. Johan
Huizinga (2023), cand vorbeste despre caracterul ludic al culturii, insistd asupra
faptului cd jocul creeaza un spatiu separat, cu reguli proprii, in interiorul cdruia sensul

2 Umberto Eco, The Name of the Rose, trans. William Weaver (San Diego: Harcourt Brace
Jovanovich, 1983); pentru contextualizarea reflectiei lui Eco asupra titlului si a sensurilor sale
multiple, vezi si Umberto Eco, Postscript to The Name of the Rose (San Diego: Harcourt Brace
Jovanovich, 1984).
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este trdit altfel decat in ordinea utilitara a vietii curente. Latina literarad locuieste adesea
exact acest spatiu. Ea nu explicd. Ea invita.

II1.2. Pseudo-latina §i ironia in textele literare

Dar literatura nu foloseste latina doar pentru a invoca gravitate sau eruditie.
Uneori o foloseste tocmai pentru a submina solemnitatea pe care aceasta o promite. in
aceste cazuri apare pseudo-latina, acel limbaj care sund a latind fara a fi, in intregime,
lating, si care mizeazd pe recunoasterea de citre cititor a diferentei dintre aparenta si
substantd. Aici jocul devine mai vizibil, mai ironic, uneori tandru, alteori satiric.

Exemplul cel mai cunoscut este, fara indoiald, formula din The Handmaid’s Tale:
Nolite te bastardes carborundorum (Atwood, 1985). In roman, expresia apare mai intai ca
inscriptie enigmaticd, aproape ritualicd. Offred nu o intelege imediat, dar simte in ea o
forma de rezistentd. Mai tarziu, cititorul afld cad este vorba despre o pseudo-latind, un
vechi ,schoolboy joke”, tradus aproximativ prin ,Nu ldsa ticdlosii sd te doboare”.
Margaret Atwood insdsi a vorbit despre originea scoldreascd a expresiei si despre
caracterul ei deliberat fals-latin Forta ei nu scade prin aceasta revelatie; dimpotriva.
Devine si mai intensd. Autoritatea solemnd a latinei este pdstrata la nivel de sonoritate,
dar continutul ei este fisurat de ironie. Ceea ce rezultd nu este un simplu gag, ci o
formuld de supravietuire. Tocmai ambiguitatea ii da putere.

La Terry Pratchett, pseudo-latina se transformd in mecanism comic aproape
programatic. Fabricati diem, pvnc functioneazd fiindcd imitd forma mottoului latin si o
umple cu o energie recognoscibil contemporand, aproape cinematograficd.? Efectul comic
vine din suprapunerea a doud registre care, iIn mod obisnuit, nu se intalnesc. Gravitatea
heraldicd a latinei si banalitatea agresiva a expresiei pop. Aici, literatura nu doar se joaca
cu latina, ci se joacd si cu cititorul care stie suficient cat sa recunoasca jocul.

In asemenea cazuri, prestigiul latinei nu dispare, ci este pus in scend si usor
rdsturnat. Pseudo-latina functioneazd tocmai pentru ca cititorul stie, chiar vag, cd latina este
,,0 limba serioasd”. Dacd acea memorie culturald nu ar exista, gluma nu ar avea pe ce sd se
sprijine. Asta inseamnad cd si ironia depinde, intr-un fel, de supravietuirea prestigiului.

James Joyce lucreazi si el, in alt registru, cu aceastd tensiune dintre eruditie si
ludic. In A Portrait of the Artist as a Young Man si, mai tarziu, in Ulysses, latina apare ca
reflex al formatiei clasice, dar si ca limba disponibild jocului, deformarii, exhibitiei
scolare, improvizatiei. R. J. Schork arata cd relatia lui Joyce cu latina si cu cultura
romand este profundd, organicd, departe de a fi redusd la simple aluzii decorative
(Pratchett, 1989). Totusi, tocmai aceastd stdpanire ii permite jocul. Doar cine cunoaste
bine o formad isi poate permite sa o destabilizeze fara s-o piarda.

Pseudo-latina si ironia ne obligd, asadar, sd nu tratdm latina literard doar ca
semn al autoritdtii. Ea poate fi si imitatia acelei autoritdti, replica ei, caricatura ei. in

3 Pentru istoria discret ironica a formulei Nolite te bastardes carborundorum, vezi Laura Bradley,
“Handmaid’s Tale: The Strange History of ‘Nolite te Bastardes Carborundorum’,” Vanity Fair, 3
mai 2017.
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acest sens, literatura este mai lucidd decat dreptul. Ea stie ca orice limbaj solemn poarta
in sine si posibilitatea propriei parodii.

I11.3. Exemple moderne si clasice

Pentru a vedea mai limpede aceste functii, meritd s ne oprim asupra catorva exemple.

La Atwood, Nolite te bastardes carborundorum functioneazd simultan ca mister,
relicva si parola. Cititorul o intalneste mai intdi ca pe un corp strdin in text. Nu o poate
consuma imediat. Ea trebuie purtatd putin, ca un obiect gasit, inainte de a fi inteleasa. S$i
tocmai aceasta intarziere 1i da fortd. Sensul nu vine instantaneu, ci se sedimentaza.

Expresia nu lumineaza scena in mod direct, dar o incarcd afectiv. Devine vocea
unei alte femei, o urma, o formd de solidaritate intarziatd. Ceea ce pare joc de limbaj se
transformad, incet, in memorie de rezistenta.

La Joyce, expresii precum sanguinarius mendax au altd functie. Ele nu sunt
epifanii morale, ci probe de agilitate textuald. Aratd cd limbajul se poate rasuci, ca poate
purta simultan prestigiul educatiei clasice si zburdalnicia scoldreascd a unui spirit care
nu se lasd disciplinat complet de aceastd educatie. In Joyce, latina nu este tinuta sub
sticld. Ea circuld printre voci, se amestecd, uneori se compromite deliberat. Si tocmai de
aceea rdmane vie.

La Eco, efectul este mai sobru si mai melancolic. Ultima frazd din The Name of
the Rose nu cere sa fie doar tradusd, ci meditatd. Ea nu functioneaza ca gluma interna si
nici ca simplu semn al eruditiei autorului. Functioneaza ca rest. Ca ceea ce mai ramane
dupa disparitia lucrurilor. In Postscript to The Name of the Rose, Eco vorbeste deschis
despre relatia dintre titlu, excesul de semnificatii si intentia de a nu fixa un singur sens.
(v. Schork, 1997). Formula latind de la final concentreazd exact aceastd ezitare.
Literatura nu d& verdict aici; lasd in urma nume si téacere.

La Pratchett, in schimb, latina este trasa usor de méanecd si adusd in zona
comediei. Ea isi pdstreaza costumul, dar isi schimba gesturile. Cititorul recunoaste
forma solemnd si apoi izbucneste, ideal, intr-o micd recunoastere veseld: aceastd
gravitate este, de fapt, o farsa bine construitad. Aici, functia latinei este aproape didactica
in negativ. Ea ne aratd cat de usor poate fi fabricatd impresia de autoritate atunci cand
sunetul potrivit intdlneste forma potrivita.

Aceste exemple aratd cd latina literard lucreaza pe mai multe registre deodata.
Poate conferi adancime, poate crea complicitate culturald, poate produce distantd, poate
initia ironie. Rareori serveste claritatea imediatd, dar nici nu este obligatd sa o faca.
Literatura are dreptul la opacitate, atat timp cat aceastd opacitate lucreaza in favoarea
textului si nu impotriva lui. in drept, lucrurile stau altfel. Acolo, ceea ce in literaturs
poate fi farmec, poate deveni obstacol.

IV. Metodologie

Metoda aleasd pentru aceastd cercetare nu porneste din dorinta de a demonstra
cu orice pret o tezd, ci din nevoia de a vedea cat mai limpede ce anume se intampla
cand latina intrad intr-un text si schimbad, chiar si usor, felul in care acel text este primit.
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Pentru o intrebare precum aceasta, o singurd cale de lucru nu era suficienta.
Nici lectura atentd a fragmentelor, singurd, nici un mic experiment de comprehensiune,
singur, nu ar fi fost de ajuns. A fost nevoie de o metodd mixta, dar simpld in desenul ei:
apropiere de text, comparare de functii si un test discret al reactiei cititorului.

Prin urmare, cercetarea combind doud niveluri. Primul este unul calitativ si
urmadreste prezenta latinei in corpusul selectat, atat in fragmente juridice, cat si in
fragmente literare. Al doilea este unul aplicat si porneste de la un chestionar distribuit
unui esantion eterogen, alcdtuit din persoane de varste si formatii diferite, tocmai
pentru a observa ce se pierde si ce se castigd atunci cdnd un enunt juridic este rescris
intr-o formd mai directd. Fisierul de rdspunsuri confirmd aceastd diversitate: apar
respondenti din drept, litere si filologie, IT, farmacie, comunicare, istorie, management,
finante, economie, medicind, stiinte si alte domenii, din categorii de varsta care merg de
la ,Sub 16 ani” pana la ,50+”.

IV.1. Corpusul si selectia materialului

Corpusul a fost alcdtuit din doud tipuri de texte. Primul cuprinde fragmente
juridice scurte, alese astfel incat sa contind formule latine cu functie recognoscibilda. Am
urmadrit formule care apar fie in mod traditional in discursul juridic, fie in forme mai
moderne de redactare, acolo unde latina rdmane vizibild ca semn al tehnicitatii sau al
prestigiului profesional. Al doilea tip de material este reprezentat de fragmente literare
in care latina sau pseudo-latina joacd un rol textual clar, fie ca semn al eruditiei, fie ca
sursd de ironie, fie ca dispozitiv estetic.

Selectia nu a urmarit cantitatea, ci relevanta. Nu m-a interesat un inventar
exhaustiv al tuturor aparitiilor de latind, ci alegerea unor exemple suficient de
expresive incat sa permitd comparatia. Din acest motiv, corpusul juridic si cel literar au
fost gandite impreund, nu separat, ca doud suprafete pe care aceeasi limba isi schimba
functia. Intr-un caz, ea pretinde exactitate; in celilalt, poate pretinde doar ton.

In plan metodologic, aceast4 alegere se apropie de ceea ce John Gibbons numea
necesitatea de a pune limbajul juridic in relatie cu situatiile reale de intelegere si
receptare, nu doar cu sistemul sdu intern de reguli (Gibbons, 1994). La fel, Peter
Tiersma a ardtat cda limbajul dreptului nu poate fi evaluat exclusiv din interiorul
profesiei, ci si din perspectiva celor cdrora li se adreseazd, direct sau indirect (Tiersma,
1999). A duce corpusul inspre o zond comparativd, unde dreptul intalneste literatura,
nu a fost, deci, o abatere de la disciplind, ci un mod de a observa mai bine ce anume
face latina atunci cand este scoasd din confortul unei singure traditii de lectura.

1V.2. Grila de codare: prestigiu, claritate, functie
Pentru a evita impresiile vagi si pentru a da analizei o coloand vertebrald cat
mai limpede, fiecare aparitie relevanta a fost cititd printr-o grild simpld, alcdtuita din
trei axe: prestigiu, claritate si functie.
Prin prestigiu am inteles intensitatea cu care un termen latin contribuie la
impresia de gravitate, competentd, traditie sau autoritate intelectuald a textului. Nu este
vorba aici despre prestigiu ca valoare morald, ci despre prestigiu ca efect de suprafata si

H
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de pozitionare. Unele formule, chiar atunci cAnd nu sunt pe deplin intelese, fac textul sa
pard mai sigur pe sine, mai ,juridic”, mai sever.

Prin claritate am urmarit gradul de accesibilitate al expresiei in raport cu un
cititor rezonabil, non-specialist. Nu m-a interesat doar daca termenul poate fi tradus, ci
si dacd el poate fi trecut cu usurintd prin mintea celui care citeste, fara oprire, fara
confuzie, fard sentimentul ca textul se inchide asupra lui.

Prin functie am distins intre trei situatii dominante:

1. latina folositda pentru precizie, atunci cand ea comprimd o notiune greu de
inlocuit fard pierdere;

2. latina folositd pentru prestigiu sau traditie, atunci cand functia ei principala
este de a marca apartenenta textului la o anumita cultura profesionals;

3. latina folositd ca mascare sau ecran stilistic, atunci cand complicd inutil un sens
care ar fi putut fi comunicat mai direct.

Aceastd grild nu are pretentia unei obiectivitati perfecte. Ea ordoneaza un camp
de perceptii si functii care raman, inevitabil, sensibile la context. Tocmai de aceea, nu am
folosit-o mecanic. Fiecare caz a fost citit in relatie cu textul care il contine si cu publicul
probabil al acelui text. Ideea de a corela prestigiul si claritatea se intalneste, in fond, cu
una dintre intuitiile centrale ale plain legal language: aceea cd autoritatea unei formulari
nu trebuie sd fie masuratd separat de comprehensibilitatea ei. (Kimble, 1994-1995)

V. Rezultate si discutie

Dupa partea teoreticd si dupd fixarea metodei, rdméane intrebarea cea mai
simpla si, in fond, cea mai decisiva: ce s-a vdzut efectiv? Ce se intdimpld cu un text cand
latina rdmane in el si ce se schimba cand ea este retrasa, explicatad sau rescrisa? Ce spun
cititorii reali, nu doar traditia si teoriile despre limbaj?

Raspunsurile obtinute nu sunt spectaculoase in sensul zgomotos al cuvantului.
Ele nu rdstoarnd ceea ce intuiam deja. Dar tocmai de aceea sunt importante. Fiindca
confirmd, cu o formd de simplitate aproape dezarmantd, ca latina continud sa produca
un efect dublu: ridica prestigiul perceput al textului si, in acelasi timp, 1i poate cobori
accesibilitatea. in drept, aceastd tensiune este mai greu de tolerat. In literaturs, ea este,
adesea, chiar materia din care se face farmecul.

V.1. O tipologie provizorie: latinisme utile si latinisine decorative

Primul rezultat care se contureaza destul de limpede este ca nu toate formulele
latine se comportd la fel. Unele rezistd pentru ca spun, intr-adevdr, ceva greu de
inlocuit fara pierdere. Altele rezistd mai ales pentru cd sund a traditie, a profesie, a
gravitate. Cu alte cuvinte, corpusul permite deja o distinctie de lucru intre latinisme
utile si latinisme decorative.

Prin ,latinisme utile” inteleg acele expresii care concentreaza o notiune juridica
sau conceptuald bine fixatd, pentru care echivalentul in limba curentd ar cere o
perifraza mai lunga sau ar pierde exactitatea de registru. In aceasta categorie intrd, in
principiu, termeni care functioneaza ca adevdrate unitdti de sens in traditia juridica si
doctrinara. Nu orice cititor ii stipaneste, dar ei au o justificare internd puternici. In
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asemenea cazuri, problema nu este dacd termenul trebuie anulat, ci cum poate fi mediat
mai bine pentru cititorul neinitiat.

Prin , latinisme decorative” inteleg, in schimb, acele expresii care nu mai aduc
un plus real de precizie, ci mai curdnd o crestere de ton. Ele imping textul spre
solemnitate, spre apartenentd profesionald, spre un fel de severitate de suprafatd. Nu
sunt neapdrat gresite. Dar devin discutabile atunci cadnd existd un echivalent clar,
suficient si elegant in limba de redactare, iar autorul preferd totusi formula latind doar
pentru cd aceasta pare mai ,juridica”.

Aceasta distinctie nu este arbitrarad. Ea se vede si in reactiile respondentilor. Din
raspunsurile la formular reiese constant cd textul cu latind este perceput ca mai
,profesionist”, ,mai legal”, ,mai grandios”, dar si ca mai greu de urmirit, mai
indepdartat si, uneori, ca un text care nu se adreseaza deplin celui care il citeste. Un
respondent noteazd explicit cd ,termenii latini sunt mai prestigiosi, in timp ce
traducerile romanesti sunt mult mai usor de inteles”; altul spune cd formularea latina i-
a lasat impresia cd mesajul ,nu a fost destinat” lui; un altul vorbeste pur si simplu
despre senzatia de a se fi simtit ,strdin de aceastd limba”.

Aceste formule sunt, pentru mine, esentiale. Ele arata cd latina nu este primita
doar intelectual, ci si afectiv. Ea nu creeazd doar sens sau nonsens; creeaza si distantd,
sau apropiere. lar in zona juridicd, distanta aceasta conteazd. Uneori prea mult.

V.2. Prestigiul si claritatea nu cresc impreund

Un alt rezultat important este cd prestigiul si claritatea nu evolueaza paralel.
Dimpotrivd, in multe dintre exemplele analizate, ele par aproape invers proportionale.
Varianta originala a frazei juridice cu inter alia, ex nunc si ipso facto a fost perceputd, de
foarte multi respondenti, ca avand un prestigiu ridicat, dar o claritate redusd. Varianta
rescrisd, in schimb, a fost perceputd ca mult mai limpede, farda sd piarda complet
impresia de profesionalism. Datele din fisierul de raspunsuri aratd tocmai aceasta
tendintd: formularea rescrisa este aleasa in mod repetat drept mai inteligibild, mai ,pe
inteles”, mai dreaptd fatd de cititor, chiar si de cdtre participanti care admit cd varianta
latind ,sund” mai juridic.

Aici se rupe una dintre iluziile cele mai persistente ale scrisului solemn: aceea
cd opacitatea si prestigiul ar trebui sd meargd impreund. Nu este intotdeauna asa. De
fapt, o parte din literatura despre plain legal language sugereazéa ca textele mai limpezi
pot fi percepute drept mai credibile tocmai pentru ca nu par sd ascundd nimic. Joseph
Kimble a formulat aceasta foarte convingdtor atunci cdnd a aparat scrisul clar nu ca
simplificare, ci ca formd de respect pentru cititor. (Kimble, op. cit.) Bryan Garner merge
in aceeasi directie si insistd cd rigoarea nu se sprijind pe obscuritate, ci pe o alegere
exactd si economicd a limbajului (Garner, op. cit.).

Din aceastd perspectivd, rezultatele chestionarului nu fac decat sa confirme
ceva mai larg. Prestigiul produs de latina juridica este real, dar fragil. El poate functiona
ca plus de autoritate numai pand in punctul in care cititorul simte cd nu mai intelege ce
i se spune. Din acel moment, prestigiul incepe sa alunece in suspiciune. Textul pare mai
putin solid, nu mai mult. Pare ca se apara prin ton.
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V.3. Citeva cazuri de rescriere: ce se pierde si ce se salveazi

Exercitiul de rescriere a fost, probabil, partea cea mai instructiva a cercetarii. El
a ardtat foarte concret cd in multe situatii latina poate fi retrasa fard ca textul sa se
prabuseascd. Dimpotrivd, uneori tocmai aceastd retragere ii permite sensului sd apara
in intregime.

In fraza analizatd anterior, inter alia nu adiuga niciun continut real. Functiona
doar ca marcaj de apartenentd profesionald. Ipso facto, in combinatie cu ,,de reguld”, crea
chiar o mica tensiune logica: automatismul si exceptia coexistau intr-un mod stangaci.
In varianta rescris4, fraza nu a devenit vulgara, nici lipsitd de demnitate. A devenit pur
si simplu lizibila. A rdmas fermd, dar a incetat sd mai pard inchisa.

Acelasi lucru s-a observat si in exercitiile cu sinonime juridice. Participantii au

”oA

preferat aproape constant formule precum ,trebuie” in loc de , poate”, ,zece zile” in loc
de ,termen rezonabil”, ,este aplicatd” in loc de ,poate fi aplicatd”, atunci cand
contextul normativ cerea fermitate si masurabilitate. Aici latina si jargonul nu mai
functionau nici mdcar ca mostenire culturald, ci ca mod de a ldsa obligatia intr-o zona
de ceata. In clipa in care aceastd ceatd dispare, textul nu pierde fortid. Dimpotriva. El
capdtd consecintd.

Interesant este cd nici literatura nu scapa complet de aceastd logica a rescrierii,
desi acolo criteriul se schimba. Formula Nolite te bastardes carborundorum nu este ,mai
bund” dacd este tradusa imediat in text. Dacd ar fi inlocuitd direct cu sensul ei
aproximativ, si-ar pierde tocmai vibratia stranie care o face memorabild. Acolo,
amanarea sensului lucreazi in favoarea textului. Misterul are un rost. In drept, insd,
cand amanarea sensului cade asupra unei obligatii, a unei conditii sau a unui efect
juridic, ea nu mai este estetica. Devine problema.

Aici se vede foarte bine diferenta dintre cele doud domenii. In literaturs,
obscuritatea poate fi fertila. In drept, ea trebuie justificata sever. Si rareori este.

V.4. ,Jocul autoritatii”

Poate ca aici se intoarce, in sférsit, titlul lucrarii. Lex ludens nu inseamnd ca
dreptul devine frivol sau cd literatura devine solemna prin simpla prezentd a latinei.
fnseamni ci, in ambele domenii, limbajul joacd. Joacd roluri. i@i imbraca autoritatea. O
pune in scend. O exagereazd uneori. O ironizeaza alteori. In drept, acest joc este adesea
involuntar si tine de ritual, de traditie, de repetarea formelor. In literaturs, jocul e mai
constient, mai flexibil, mai putin obligat sa se justifice. Si totusi, exact aici apare
diferenta care nu poate fi ignoratd. Literatura isi poate permite si lase o formula latina
sd ramand putin in umbrd, sd produca intarzieri de sens, sa cheme cititorul intr-o zona
de ambiguitate fertild. Dreptul nu are acelasi lux. Dreptul nu poate cere ca un enunt sa
fie admirat tnainte de a fi inteles.

In lumina rezultatelor, a textelor si a reactiilor din chestionar, as spune astfel:
latina rdmane valoroasa acolo unde poartd intr-adevar sens. Devine discutabild acolo
unde poartd mai ales masca. Intre cele doud existd o diferenta find, dar importanta, si

cred cd exact aceastd diferentd meritd aparata.
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VI. Concluzie

Analiza a ardtat cd latina continud sa functioneze ca marca de autoritate in
ambele domenii, dar cu efecte diferite. In drept, expresiile latine sporesc adesea
prestigiul perceput, insd clarificd numai atunci caind numesc concepte stabile si greu de
parafrazat fars pierdere. In rest, ele pot produce distant si pot transfera autoritatea
textului dinspre sens spre ton. In literaturd, in schimb, latina si pseudo-latina nu sunt
obligate sd fie transparente: ele pot intensifica atmosfera, ironia, complicitatea culturald
sau jocul intertextual.

Raspunsurile din chestionar confirma aceasta diferentd. Formulele latine au fost
receptate frecvent ca mai serioase si mai juridice, dar si ca mai putin accesibile.
Rescrierea in limbaj direct a crescut comprehensibilitatea fird a anula impresia de
rigoare. De aici rezultd distinctia centrald a lucrdrii: intre latinisme utile, care comprima
sens tehnic real, si latinisme decorative, care conserva mai ales prestigiul.

Concluzia nu este eliminarea latinei, ci folosirea ei disciplinata. in drept, ea
meritd pdstratd numai cand adaugad precizie si cand este mediatd pentru cititorul
neinitiat. In literaturs, aceeasi opacitate poate rdmane legitima tocmai pentru ci
serveste jocului estetic. Adevarata autoritate a unui text nu std in solemnitatea lui, ci in
capacitatea de a ramane inteligibil fara a-si pierde gravitatea.
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Abstract: This paper examines linguistic variation between Generation Y (Millennials, born
1977-1996) and Generation Z (born 1997-2013), focusing on differences in lexical choice and
usage patterns. The data were collected in 2025 through a Google Forms questionnaire (28
participants) designed to capture contemporary vocabulary and usage preferences, although no
specific elicitation tasks were included, which should be taken into account when interpreting the
results. The comparative analysis shows that, while both cohorts share part of their lexicon, they
differ significantly in the frequency, distribution, and pragmatic value of specific lexical items.
These differences point to ongoing processes of lexical innovation, particularly influenced by
digitally mediated communication environments. The findings suggest that language functions
not only as a communicative system but also as an index of generational identity. In particular,
Generation Z appears to rely more heavily on globally circulating, digitally driven expressions,
whereas Generation Y maintains a more stable and locally grounded lexical repertoire. Moreover,
the acceleration of language change driven by social media contributes to increasing
intergenerational linguistic differentiation, while still allowing for areas of overlap. Overall, this
pilot study highlights the importance of examining generational linguistic variation in the
context of an increasingly digitalized communicative landscape.

Keywords: Generation Y (Millennials), Generation Z, generational difference, linguistic variation, digital culture.

1 Coordonatoare: CS III Cristina BLEORTU, Lector univ. dr. Alina-Viorela PRELIPCEAN, Prof.
univ. dr. habil. Lavinia SEICIUC.
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Introduccién

Como hablantes?, participamos activamente en la innovacién lingiiistica,
modificando y recreando continuamente los usos de la lengua en el habla (Bleortu ef al.
2025; Coseriu 1978; Weinreich et al. 1968). Estas innovaciones pueden manifestarse en
distintos niveles — fonético-fonolégico, morfosintactico y léxico— y suelen surgir en
contextos concretos de interaccién, muchas veces vinculados a necesidades expresivas,
identitarias o comunicativas especificas. En este sentido, la creatividad lingiiistica no es
un fenémeno marginal, sino un componente central del uso cotidiano de la lengua,
especialmente en contextos de alta interaccién social.

En el nivel fonético-fonoldgico, los cambios afectan a la pronunciacién (por
ejemplo, reducciones, asimilaciones o variaciéon en la entonacién). En el nivel
morfosintdctico, las innovaciones se reflejan en la reorganizaciéon de estructuras
gramaticales, como el uso de nuevas construcciones, cambios en el orden de palabras o
la extension de ciertos esquemas sintacticos. Por tltimo, en el nivel 1éxico, se observan
procesos como la creaciéon de neologismos, préstamos, cambios semanticos o la
resignificacion de palabras existentes. Este tltimo nivel resulta especialmente sensible a
los cambios socioculturales, dado que el 1éxico responde de manera inmediata a nuevas
realidades, practicas y formas de interaccién.

Es més: cada lengua se organiza en torno a tradiciones discursivas

relativamente estables, entendidas como modos convencionales de decir y de construir
sentido en determinados géneros, situaciones y comunidades (Kabatek 2015, 2018). Sin
embargo, estas tradiciones no son estaticas: estan abiertas a la variacion y al cambio,
puesto que los hablantes pueden reinterpretarlas, adaptarlas o incluso transgredirlas en
funcién de nuevos contextos comunicativos, especialmente en entornos digitales donde
las normas discursivas se flexibilizan. De este modo, las tradiciones discursivas actiian
simultdneamente como marco de estabilidad y como espacio de innovacién.
En este proceso dindmico, algunas innovaciones tienen un cardcter efimero y
desaparecen rdpidamente, mientras que otras logran difundirse, estabilizarse vy,
eventualmente, integrarse en el sistema lingtiistico o en las practicas discursivas de una
comunidad. Asi, el cambio lingiiistico puede entenderse como el resultado de la
interaccion constante entre innovacion individual y convencionalizacién social. Por eso,
el estudio del cambio lingiiistico requiere atender tanto a los usos individuales como a
los mecanismos sociales que permiten su difusién y consolidacion.

Ademas, el lenguaje constituye uno de los principales indicadores de cambio
social. A lo largo de la historia, las transformaciones en las formas de comunicacién han
acompafado los cambios tecnoldgicos, culturales y econémicos. En la actualidad, la
irrupcién de las tecnologifas digitales ha generado una aceleracién sin precedentes en la
evolucién lingtifstica, especialmente entre las generaciones mds jévenes. Este fenémeno
no solo afecta a la velocidad del cambio, sino también a su alcance y a su visibilidad,
dado que las innovaciones pueden difundirse de manera casi inmediata a escala global.

2 Queremos agradecer a la Dra. Daniela Haisan por la organizacién de la conferencia Liter@t.
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En este contexto, las denominadas generaciones Y y Z representan dos
momentos clave en la transicién hacia la comunicaciéon digital. Mientras que los
milénicos vivieron el paso del mundo analégico al digital, la Generacién Z creci6 en un
entorno completamente digitalizado. Esta diferencia de contexto ha dado lugar a
practicas lingtifsticas distintas, que merecen ser analizadas en profundidad. En
particular, estas diferencias no se limitan al uso de determinadas palabras, sino que
afectan a los modos de interaccién, a la construccién del discurso y a la gestién de la
identidad en entornos comunicativos diversos.

Por eso, el objetivo de esta investigacion es examinar cémo las formas de hablar
de estas generaciones reflejan no solo diferencias comunicativas, sino también
transformaciones mds amplias en la estructura social contemporanea. En particular, se
busca comprender hasta qué punto estas diferencias lingtiisticas estdn vinculadas a
cambios en los modos de socializacion, en las practicas culturales y en el acceso a los
entornos digitales.

Desde una perspectiva lingtiistica, se pretende identificar y describir las
principales diferencias generacionales en la comunicacion verbal, especialmente en el
nivel léxico. Asimismo, se pretende explorar cémo estas diferencias contribuyen a la
construcciéon de identidades generacionales diferenciadas y a la configuraciéon de
nuevas formas de interaccién en la sociedad actual.

En este sentido, resulta fundamental considerar que las précticas lingtiisticas
actuales no pueden entenderse al margen de los entornos tecnolégicos en los que se
desarrollan. Las plataformas digitales no solo actian como canales de transmisién, sino
como espacios de creaciéon y negociacion del significado, donde los hablantes
experimentan con formas expresivas, reformulan usos existentes y generan nuevas
convenciones comunicativas. Asimismo, la rapidez con la que circula la informacién
favorece la aparicion de tendencias lingtiisticas efimeras, pero también la consolidacién
de ciertos patrones que, con el tiempo, pueden integrarse en el sistema lingtiistico. De
este modo, el andlisis del lenguaje generacional no solo permite describir diferencias en
el uso, sino también comprender cémo se configuran nuevas formas de sociabilidad,
pertenencia y construcciéon simboélica en la era digital.

Los usos lingiiisticos de las generaciones Yy Z

La Generacién Y, también conocida como milénicos o mileniales, incluye a las
personas nacidas aproximadamente entre 1977 y 1996. Esta generacion creci6é durante la
transicion hacia la digitalizacion, lo que se refleja en una combinacién de habitos
analégicos y digitales. En consecuencia, sus practicas comunicativas integran tanto
formas tradicionales de interaccién como recursos propios del entorno digital,
configurando un estilo hibrido y adaptable.

En términos mas amplios, esta generaciéon ha sido caracterizada como
“producto de las influencias del posmodernismo”, en la medida en que tiende a
concebir la realidad no solo desde una perspectiva social, sino también individual,
otorgando un mayor valor a las opiniones y preferencias personales que a nociones
como la verdad, la razén o la ciencia, centrales en la modernidad (Cardona Giraldo et
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al. 2020: 104). Este rasgo se refleja también en el plano lingtiistico, donde se observa una
tendencia a la expresividad, la subjetividad y la negociacién constante del significado
en la interaccién.

La Generacién Z comprende a los individuos nacidos entre 1997 y 2013. A
diferencia de la Generacién Y, que vivié la transicién hacia lo digital, esta generacién ha
crecido en un entorno plenamente digitalizado, lo que influye de manera decisiva en
sus formas de comunicacién, aprendizaje e interaccién social. En consecuencia, su
relacién con la tecnologia no es instrumental, sino constitutiva, ya que forma parte de
su socializacién desde edades tempranas. En este sentido, su uso del lenguaje no solo
refleja cambios en los habitos comunicativos, sino también la emergencia de nuevas
formas de construccién discursiva.

Asi pues, como se ha sefialado “[e]l lenguaje de la Generacién Z es una manera
de comunicarse que forma parte de una nueva retérica y paradigma conceptual. Crea
cultura” (Duque Agudo et al. 2024: 103), lo que evidencia una mayor capacidad de
innovacién y de creacién de significados en contextos digitales, en continuidad —
aunque también en contraste— con las transformaciones iniciadas en la Generacién Y.
Esta capacidad innovadora se manifiesta especialmente en la rapidez con la que
adoptan, transforman y difunden nuevas expresiones, asi como en la integracién de
recursos multimodales que amplian las posibilidades del lenguaje.

En relacién con ello, la identidad generacional se refiere al sentido de
pertenencia que los individuos desarrollan hacia una cohorte generacional, basado en
experiencias histéricas, sociales y culturales compartidas.? Estas experiencias, como se
ha visto, estan profundamente marcadas por el grado de digitalizacién del entorno en
el que cada generacion se ha socializado. Segtin ENAE “Digitalizacion es implementar
tecnologias. Cultura digital es modificar la mentalidad y las précticas internas para
aprovecharlas de forma efectiva” lo que pone de relieve que los cambios no son
tnicamente tecnolégicos, sino también culturales y discursivos”.

En este sentido, aunque ambas generaciones estan vinculadas al entorno
digital, presentan formas de comunicacién distintas. La Generacién Y, marcada por su
experiencia en los primeros entornos digitales (correo electrénico, foros, blogs o MSN
Messenger), desarrolla un estilo més elaborado, en el que se combinan rasgos formales
con elementos propios de la comunicacién en linea, como abreviaturas (LOL, OMG), el
uso de conectores discursivos y una mayor atencién a la norma. Este estilo refleja una
adaptaciéon progresiva al medio digital, en la que atn se mantienen patrones
comunicativos heredados de contextos mas formales.

3 ”"Una generacion estd marcada por los hechos histéricos, politicos, mediaticos, culturales,
tecnoldgicos, que perfilan la memoria, los gustos, las practicas de los que son jévenes en ese
periodo y  que les  permiten  construir una  identidad generacional.”
https:/ /www.scielo.cl/scielo.php?pid=50718-22362012000200007 &script=sci_arttext

4 Cf. https:/ /www .enae.es/blog/ cultura-digital-que-
es#:~:text=Cultura %20digital %20es %20modificar %20la,Una %20empresa % 20puede % 20digitalizar %20su
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Por el contrario, la Generacién Z, que socializé toda su vida en un ecosistema
digital plenamente consolidado, favorece formas de comunicacién mas breves, visuales y
multimodales, caracterizadas por el uso de emojis, memes, gifs, anglicismos (cringe, mood,
random) y expresiones virales (slay, it’s giving, no cap, vibes). En este caso, la comunicacién
no se limita al plano verbal, sino que integra multiples recursos semiéticos que permiten
transmitir significado de forma mas rapida, condensada y expresiva.

De este modo, el denominado “lenguaje digital” va mas alla del plano verbal,
integrando multiples recursos semiéticos que amplian las posibilidades expresivas.
Esta integracion incluye no solo elementos visuales y audiovisuales, sino también
formas de interacciéon propias de las plataformas digitales, como la repeticién, la ironia
o la intertextualidad. En consecuencia, las diferencias entre ambas generaciones no solo
afectan a la forma de comunicarse, sino también a la manera en que construyen y
proyectan su identidad.

Mientras que la Generacién Y tiende a priorizar la claridad y la cohesién
discursiva, la Generaciéon Z enfatiza la inmediatez, la creatividad y la expresividad
multimodal. Estas preferencias reflejan distintas formas de entender la comunicacién: una
mas orientada a la estructura y otra méas centrada en el impacto y la eficiencia comunicativa.

En definitiva, el andlisis del uso lingtiistico, especialmente en el nivel léxico,
permite comprender cémo las generaciones no solo hablan de manera distinta, sino que
también configuran identidades diferenciadas en el contexto de una sociedad
digitalizada. Asi, el lenguaje se convierte en un espacio privilegiado donde se
manifiestan las transformaciones culturales, tecnoldgicas y sociales de nuestro tiempo.

Metodologia

El presente estudio piloto se enmarca en una investigacién de tipo cuantitativo
con apoyo cualitativo, basada en un cuestionario sociolingtiistico administrado a través
de la plataforma Google Forms?® en el afio 2025. El cuestionario — Generaciones Zy Y: jTu
forma de hablar dice mds de lo que crees! —fue disefiado por estudiantes de segundo curso
del Grado en Espafiol de la Universidad Stefan cel Mare de Suceava con el objetivo de
analizar diferencias lingtiisticas entre generaciones, especialmente en el nivel léxico. La
muestra estd compuesta por hablantes pertenecientes a dos generaciones que, aunque
han sido delimitadas de diversas maneras en la bibliografia, se definen en este estudio
atendiendo a los siguientes periodos de tiempo: Generaciéon Y (1977-1996) y
Generacién Z (1997-2013). Los datos se recogieron a través de la colaboraciéon de
profesores de distintas universidades de Espafia®, quienes difundieron el cuestionario
entre su alumnado, lo que permitié acceder a una muestra diversa desde el punto de
vista sociodemografico.

5 El cuestionario puede consultarse en el siguiente enlace: https:/ /docs.google.com/forms/d/1_vY-
sP_ixCXNhyDADAYt3AeqfobMdNUabIFd4HKT5_I/preview.

6 Agradecemos a Miguel Cuevas Alonso (Universidad de Vigo) y a José Luis Serrano Montes
(Universidad de Granada) por toda la ayuda. También nos ayudaron varias personas de Oviedo
para conseguir participantes.
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Este enfoque metodolégico resulta especialmente adecuado para un estudio
exploratorio, puesto que permite obtener datos en un tiempo muy corto.

El cuestionario, con una duracién aproximada de diez minutos, incluye
preguntas obligatorias de caracter sociodemografico y lingtiistico. En primer lugar, se
recogen datos como el afio de nacimiento, que permite clasificar a los participantes en
una de las dos generaciones analizadas, el género, el entorno de residencia (rural o
urbano) junto con la comunidad auténoma, y el nivel de estudios. En segundo lugar, se
incorporan dos preguntas abiertas fundamentales para el analisis 1éxico: por un lado, se
solicita a los participantes que mencionen cinco palabras o expresiones que consideren
propias de su generacion en el uso cotidiano; por otro, se les pide que expliquen el
significado de dichas palabras o expresiones. Estas preguntas permiten acceder tanto a
la seleccion léxica como a la interpretacién semantica desde la perspectiva de los
propios hablantes. El cuestionario incluye asimismo una pregunta final de
consentimiento informado en la que los participantes aceptan el uso anénimo de sus
respuestas con fines exclusivamente académicos.

El procedimiento de recogida de datos se llevé a cabo en linea durante 2025,
garantizando la participaciéon voluntaria y la confidencialidad de la informacioén.
Posteriormente, las respuestas fueron sistematizadas y analizadas con el objetivo de
comparar ambas generaciones en el nivel léxico. Para ello, se realiz6 una recopilacién y
normalizacién de las unidades léxicas aportadas, un andlisis de frecuencias para
identificar patrones de uso y una comparacién intergeneracional para detectar
diferencias en la selecciéon de palabras y expresiones. Asimismo, se llevé a cabo un
andlisis cualitativo de las definiciones proporcionadas por los participantes, lo que
permitié observar posibles variaciones semanticas y procesos de innovacion léxica. De
este modo, la metodologia adoptada permite examinar cémo las diferencias
generacionales se manifiestan en el 1éxico y como estas reflejan dindmicas méas amplias
de cambio lingtiistico en el contexto contemporéneo.

Resultados

A partir de los resultados obtenidos, se pueden plantear algunas observaciones
relevantes sobre la muestra y el uso lingtiistico de las generaciones analizadas, si bien
estas deben interpretarse con cautela debido al caracter exploratorio del estudio.

En primer lugar, la muestra estuvo compuesta por 29 participantes, de los cuales 28
cumplieron las condiciones de participacion y fueron incluidos en el estudio. En cuanto a la
distribucién generacional, se observa un predominio de una de las dos generaciones (71%
frente a 29%), lo que puede influir en la frecuencia y la diversidad de las expresiones
recogidas, asi como en la visibilidad de determinados patrones lingitiisticos.
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Fig. 1. Participantes de las dos generaciones en el estudio piloto

Variables sociales

La mayoria de los participantes procede de entornos urbanos (18), frente a un
ndmero menor de participantes de entornos rurales (10), lo que constituye un aspecto
relevante a tener en cuenta. Este predominio puede haber favorecido una mayor
presencia de innovaciones lingiiisticas y de tendencias vinculadas al entorno digital,
mas caracteristicas de los contextos urbanos. No obstante, esta distribucion también
limita la representacién de las dinamicas propias del ambito rural, que podrian
presentar patrones de uso diferentes.
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Fig. 2. Participantes segiin el entorno urbano / rural

En lo que atafie a los estudios, destaca que una gran parte de los participantes
cuenta con estudios universitarios, lo que sugiere un perfil relativamente homogéneo
en términos educativos. En concreto, quince participantes poseen un grado
universitario, cinco un posgrado y cuatro un doctorado, mientras que los niveles
restantes corresponden a dos participantes con estudios de ESO, uno con formacién
profesional y uno con diplomatura. Este aspecto puede tener implicaciones en el tipo
de lenguaje empleado, dado que el nivel educativo influye en la competencia
lingtiistica y en la exposicion a distintos registros.
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Fig. 3. Participantes segiin el nivel de estudios

En cuanto a la distribucién geografica de la muestra, los datos evidencian una
concentracion desigual de participantes segin la provincia de origen. Se observa que
algunas provincias estin mds representadas que otras, como Asturias. En particular,
esta concentracién podria explicarse, al menos en parte, por la colaboracién de
contactos en determinadas zonas —como Oviedo— que facilitaron la recogida de datos
. Esta distribucién no homogénea puede tener implicaciones en los resultados, ya que el
uso lingiiistico puede variar en funcién de factores regionales, como las
particularidades dialectales o la influencia de variedades locales. No obstante, la
presencia de participantes de distintas provincias permite identificar tendencias
generales y aporta una cierta diversidad al andlisis, aunque los resultados deben
interpretarse con cautela en términos de representatividad territorial.
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Fig. 4. Participantes segiin la comunidad autonoma
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Las palabras empleadas por la Generacién' Y

Los resultados sobre el uso de palabras en la Generaciéon Y muestran una gran
riqueza y variedad de expresiones (46 en total). Se observa una combinacién de
términos coloquiales tradicionales (“chachi”, “guay”, “tronco”) con expresiones maés
recientes o influenciadas por el lenguaje digital (“random”, “me renta”, “rayarse”).
Asimismo, muchas de estas expresiones tienen una carga emocional o evaluativa, lo
que indica una preferencia por un lenguaje expresivo, cercano y de caracter informal.

En conjunto, estos datos sugieren que el lenguaje de la Generacién Y mantiene
un equilibrio entre formas lingtiisticas heredadas y nuevas incorporaciones, reflejando
su papel como generacién de transicién. Al mismo tiempo, los factores sociales como el
entorno urbano y el nivel educativo parecen desempefiar un papel importante en la
configuracién de sus précticas lingiiisticas.

Frecuencia Expresiones usadas

1 a mayores; alucino, vecino; chachi; chapado; chungo; culpa de la
sociedad; dar palo; debuten; hola; jqué tal?; de nada; joder; meca;
mejor tarde que nunca; me parto; me piro; vampiro; mitico;
mogollén; mongolo; montar un pollo; movida; ni de cofa; pelas;
pila; planazo; postureo; quinqui; se me fue el baifo; se me fue la
pinza; ser la leche; tal cual; tronco; jViva Espafia!

2 buena(s); bro; mazo; key, makey / okay mackay; petado / petar;
iQué fuerte!; random.

3 en plan; me estoy rayando / rayar(se)/ rayar.
4 flipar / flipa; molar / mola / molar mazo.

5 tia / tio.

6 guay

Tabla 1. Uso de las palabras en la Generacion Y

Las palabras empleadas por la Generacién Z

A partir de los resultados obtenidos para la Generacién Z, se observa un
repertorio de 24 expresiones que reflejan un uso lingiiistico dindmico y fuertemente
influenciado por la cultura digital. Entre las expresiones més frecuentes destacan “en
plan” (3), “bro” (2) y “cringe” (2), lo que evidencia tanto la continuidad de ciertos
marcadores discursivos compartidos con la Generacién Y como la incorporacién de
anglicismos propios del entorno digital global. Asimismo, se aprecia una notable
presencia de términos en inglés como “crush”, “random”, “lit”, “slay” o “fuck”. Este
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predominio de anglicismos no solo responde a la exposicién constante a contenidos
digitales en inglés, sino también a su valor identitario y a su funcién como marcadores
de pertenencia a comunidades juveniles globales. Por otro lado, expresiones como “me
renta”, “no te rayes” o “pa ti, pa mi” muestran la coexistencia de formas coloquiales
locales con innovaciones recientes. Ademds, se observa una tendencia a la
simplificacion y condensacién del mensaje, lo que se traduce en el uso de unidades
breves, altamente significativas y facilmente reutilizables en distintos contextos
comunicativos. En conjunto, estos datos indican que el lenguaje de la Generacién Z se
caracteriza por su hibridacién, creatividad y economia expresiva, asi como por una

clara orientacion hacia la inmediatez y la expresividad emocional.

Frecuencia Expresiones usadas

1 barbaridad; buena vibra; crush; curro; damn; de verdad; devorar;
factos; fuck; guay; hermano; joder; lit, locura; mazo; me renta/no
me renta; no te ralles / rayarse; a ti; pa mi; random; servir (cofio);

slay; tio.
2 bro; cringe.
3 en plan.

Tabla 2. Uso de las palabras en la Generacién Z

Los resultados dejan claro que la Generacion Z habla de otra manera: su
vocabulario viene cargado de palabras y expresiones propias de internet y la cultura
global. Los usos lingtiisticos de la generacién Z, la llamada “jerga juvenil” coloquial,
constituyen “un nuevo lenguaje” en si mismo. Se trata de un sistema expresivo que no
solo incorpora nuevas unidades léxicas, sino que también redefine los modos de
interacciéon y de construccion del significado en contextos digitales. Es informal,
conversacional, heterogéneo y enormemente cambiante respecto del lugar y del tiempo
(N. Duque Agudo et al. 2024). Asi pues, los jovenes de la Generacién Z emplean palabras
como “un montén”, anglicismos y frases sacadas directamente de redes como “bro”,
“cringe”, “slay”, “random”, “lit” o “damn”. Estos elementos funcionan no solo como
recursos léxicos, sino también como marcadores identitarios y de afiliaciéon grupal.
También mezclan lo digital y lo local con cosas como “en plan” 0 “no me renta”.

En cambio, la Generacién Y sigue con un repertorio més clasico, més parecido
al espafiol coloquial de afos atras. Por eso, aparecen expresiones como “guay”, “mola”,
“flipar”, “tio(a)”, “movida” o “rayarse”, fuertemente asociadas a las formas de
expresion propias de su juventud y que, en muchos casos, han perdurado como marcas
identitarias de su grupo generacional.

Los més jovenes de la Generacién Z presentan una forma de hablar més rapida,
directa y sintética, claramente influida por la exposiciéon constante a referentes
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internacionales y a dindmicas comunicativas propias del entorno digital. Sin embargo,
los de la Generaciéon Y conservan un estilo juvenil mds tradicional, caracterizado por la
creatividad expresiva, pero con un mayor anclaje en la cultura local y en los modelos
lingtiisticos con los que crecieron.

En resumen, los datos muestran una evolucién clara: pasamos de un argot
juvenil muy ligado a lo nacional a uno cada vez méas global y abierto al inglés y la cultura
digital. Las redes sociales han cambiado el juego por completo. Antes, los cambios en el
lenguaje tardaban afios, incluso décadas. Ahora, una palabra puede ponerse de moda en
cuestion de dias. Esto ocurre porque los contenidos se viralizan, todo el mundo estd
conectado y la gente colabora creando y compartiendo expresiones nuevas.

Ademas, las plataformas digitales animan a experimentar con el lenguaje:
cualquiera puede inventar una palabra y verla circular en muy poco tiempo. Este
proceso no solo acelera la difusién, sino que también transforma la naturaleza misma
del cambio lingitiistico, haciéndolo mas efimero, dindmico y sujeto a modas pasajeras.
Del mismo modo, se observa una mayor hibridacion lingtiistica, donde elementos del
inglés y de otras lenguas se integran de forma natural en el discurso cotidiano. En este
nuevo ecosistema comunicativo, los hablantes jévenes no son solo usuarios del
lenguaje, sino también agentes activos en su constante renovacion.

Las explicaciones de las dos generaciones

Asimismo, el analisis cualitativo de las definiciones proporcionadas por los
participantes permiti6 observar diferencias relevantes en la manera de explicar el
significado de las expresiones entre ambas generaciones. En el caso de la Generacién Y,
predominan definiciones mds explicitas y cercanas al sentido convencional, como
“guay: bueno”, “molar: algo es bueno” o “heavy: algo muy llamativo o increible”, lo
que muestra una tendencia a fijar el significado de forma relativamente estable
mediante sinénimos o paréafrasis.

Por el contrario, en la Generacién Z se observa una mayor presencia de
definiciones breves, contextuales y, en ocasiones, menos sistemdticas, asi como
respuestas mas abiertas o incluso vagas (“no se puede cambiar, hay que aguantarse”).
De igual manera, aparecen definiciones que integran referencias culturales o
experiencias compartidas (“la referencia a los Simpsons es aplicarlas en la vida real”) y
comentarios de caracter mas reflexivo o identitario (“definen a mi generacién”), lo que
indica una concepcién del significado mas flexible y situada en el contexto de uso.

En conjunto, estas diferencias evidencian que, mientras la Generacién Y tiende
a conceptualizar el significado de manera mds estable y descriptiva, la Generacién Z lo
construye de forma mds dindmica, dependiente del contexto y de los marcos culturales
compartidos, lo que refleja cambios mas amplios en la manera de entender y negociar el
sentido en la comunicacién contemporanea.

Conclusiones
Lo que quisimos llevar a cabo en este articulo es un estudio piloto sobre las
palabras mas usadas por las generaciones Y y Z, con el objetivo de identificar
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diferencias léxicas y comprender cémo estas reflejan transformaciones mas amplias en
los modos de comunicacién contempordaneos. A partir de los 28 cuestionarios, es
posible extraer varias conclusiones relevantes, siempre teniendo en cuenta el caracter
exploratorio y el tamafio reducido de la muestra.

En primer lugar, los resultados confirman que existen diferencias claras en el
repertorio léxico de ambas generaciones. La Generacién Y muestra un equilibrio entre
formas tradicionales del espafiol coloquial y algunas innovaciones mas recientes, lo que
refleja su condicién de generacion de transicién entre el mundo analégico y el digital.
Por su parte, la Generacién Z presenta un uso lingiiistico méds dindmico, caracterizado
por la presencia de anglicismos, expresiones virales y unidades léxicas propias del
entorno digital global. Este contraste evidencia no solo diferencias en el vocabulario,
sino también en la manera de construir el discurso y de interactuar comunicativamente.

Ademés, el andlisis de las definiciones aportadas por los participantes revela
diferencias en la conceptualizacién del significado, siendo mas estable y descriptiva en
la Generacién Y y mas flexible, contextual y dependiente del uso en la Generacién Z.

En segundo lugar, se observa que el lenguaje funciona como un marcador clave
de identidad generacional. Las elecciones léxicas no son neutras, sino que permiten a
los hablantes posicionarse dentro de determinados grupos sociales y culturales. En este
sentido, el uso de ciertos términos por parte de la Generaciéon Z cumple una funcién de
afiliacién grupal, mientras que el mantenimiento de expresiones mas tradicionales en la
Generacién Y actiia como un elemento de continuidad identitaria.

Asimismo, los resultados ponen de manifiesto el papel central de las
tecnologias digitales en la aceleracién del cambio lingtiistico. Las redes sociales y las
plataformas digitales no solo facilitan la difusién de nuevas expresiones, sino que
también promueven la creatividad lingtiistica y la experimentacién. Como
consecuencia, el cambio 1éxico se vuelve mas rdpido, mas visible y, en muchos casos,
mas efimero. Este fenémeno contribuye a la creciente hibridacién lingiistica,
especialmente mediante la incorporacién de anglicismos en el habla cotidiana.

Por otro lado, se constata que, a pesar de las diferencias, existen también
puntos de contacto entre ambas generaciones, como el uso compartido de ciertos
marcadores discursivos (por ejemplo, “en plan”) o la presencia, aunque en distinto
grado, de préstamos del inglés. Estos elementos comunes facilitan la comunicacién
intergeneracional, aunque no eliminan completamente las posibles dificultades
derivadas de la rapida evolucion del 1éxico juvenil.

En relacién con ello, el estudio sugiere que las diferencias lingtiisticas pueden
contribuir a la aparicion de tensiones o malentendidos entre generaciones,
especialmente cuando el ritmo de cambio no es homogéneo. Sin embargo, estas
diferencias no deben interpretarse en términos de correccién o incorreccién, sino como
manifestaciones naturales de la variacion lingtifstica y del cambio social.

Finalmente, este trabajo abre varias lineas de investigacion futuras. Seria
necesario ampliar la muestra para obtener resultados mas representativos, asi como
profundizar en el andlisis de otras variables sociales (como la edad dentro de cada
generacion, el contexto geografico o el nivel educativo). De igual manera, resultaria
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pertinente explorar otros niveles de analisis —como el morfosintéctico, por ejemplo— y
examinar con mayor detalle el papel de los entornos digitales en la configuraciéon de
nuevas practicas comunicativas.

En esta linea, futuros estudios podrian incorporar metodologias mixtas maés
complejas, combinando datos cuantitativos con entrevistas en profundidad o analisis
de corpus digitales, lo que permitirfa captar con mayor precisién los matices del uso
lingtiistico en contextos reales de interaccién. Asimismo, serfa especialmente relevante
analizar el papel de variables como el género, la identidad sociocultural o el grado de
exposicién a contenidos digitales en la configuracién del repertorio léxico de los
hablantes. Del mismo modo, el estudio longitudinal de determinadas expresiones
permitirfa observar qué innovaciones logran consolidarse y cudles desaparecen,
aportando una visién mas dinamica del cambio lingiiistico. Por otra parte, convendria
prestar atencién a la dimensién multimodal del lenguaje, especialmente en el caso de la
Generacion Z, donde los significados no se construyen tinicamente a través de palabras,
sino también mediante imagenes, gestos digitales y referencias culturales compartidas.
Finalmente, estos resultados invitan a reflexionar sobre las implicaciones educativas de
estas diferencias, puesto que comprender las practicas lingiiisticas de las nuevas
generaciones puede contribuir a desarrollar estrategias pedagégicas mads eficaces y
adaptadas al contexto comunicativo actual.

En definitiva, este estudio piloto pone de relieve que el lenguaje de las
Generaciones Y y Z no solo refleja diferencias léxicas, sino también cambios profundos
en la manera en que los hablantes construyen significado, identidad y relaciones
sociales en un mundo cada vez mas digitalizado.
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LUDICREATIVITATEA SI IDENTITATEA iN LIMBAJUL TINERILOR
[PLAYFUL CREATIVITY AND IDENTITY IN YOUTH LANGUAGE]
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Universitatea ,,Dunérea de Jos” din Galati
serbucatrinel@gmail.com

Abstract: This study explores the dynamics of youth language, focusing on the interplay between
Romanian and English in contemporary communication. It examines how young speakers
creatively combine elements from both languages, engaging in code-switching and borrowing to
express identity, group belonging and cultural affiliation. The research also highlights the role of
slang and jargon as key features of youth discourse, functioning not only as tools for informal
communication but also as markers of innovation and social differentiation. By analyzing
examples from online interactions and everyday conversations, the paper investigates how
linguistic choices reflect broader social and cultural influences, including globalization,
digital media and peer group dynamics. Attention is given to the emergence of hybrid
expressions and the flexibility with which young people adapt language to suit different contexts
and audiences. The findings suggest that this mixed linguistic behavior is not random, but rather
a structured and meaningful practice that contributes to identity construction and creative
expression. Youth language thus emerges as a dynamic and evolving system, shaped by both
local traditions and global influences, and characterized by a high degree of playful creativity.

Keywords: youth language, code-switching, slang, linguistic creativity, identity.

Introducere

Una dintre cele mai importante distinctii metodologice propuse de Ferdinand
de Saussure in cursul sdu de lingvistica generald este cea dintre limbd, limbaj, vorbire.
Dupa Coseriu (1995, p. 13), ,limbajul este facultatea proprie oamenilor de a comunica
printr-un tip special de semne si o anumitd tehnicd de folosire a acestora, adica
ansamblul resurselor si al procedeelor fiziologice si psihice pe care le posedd omul
pentru a vorbi.”

In ansamblul manifestarilor de limbaj trebuie si se faci o delimitare intre ceea
ce apartine actiunii individuale, pe care Saussure o numeste vorbire, si ceea ce este
comun subiectilor vorbitori, limba. Cu alte cuvinte, vorbirea reprezinta ipostaza
individuald a limbajului, ceea ce este accidental si accesoriu, iar limba include aspectele
sociale ale actiunii verbale si reprezintd ceea ce este constant, necesar si functional.

Pe de altd parte, distingem, in cadrul limbajului, intre argou si jargon. Astfel
dupéd Rodica Nagy (2015, p. 46-47), argoul este un ,,idiom artificial”, o varianta sociala a

1 Coordonator: Conf. univ. dr. Oana CENAC.
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limbii, predominant orald, prin care un anumit numar de vorbitori isi marcheaza
apartenenta la un grup sau la o comunitate ,, marginald” si, implicit, diferentierea fata
de cultura oficiald si fatd de limba standard. Argoul cunoaste diferite ipostaze (de la
limbajul lumii interlope la cel al tinerilor). Jargonul, in schimb, este ,,orice limbaj tehnic,
cu o terminologie de specialitate: orice terminologie stiintificd (de ex., lingvisticd,
matematicd, fizicd). Prin extindere, jargonul este interpretat ca o limbad deformata, cu
multe elemente strdine, utilizatd de vorbitorii unui grup social pentru a se diferentia de
altii: unii termeni francezi, romanici sau englezi in romand, frecventi numai la unii
vorbitori.” (Bidu-Vranceanu, 2001, p. 201)

Scopul cercetarii

Tema cercetdrii este actuald si Incearcd sa surprinda cat mai multe perspective
ale dinamicii limbajului, cu precddere in randul tinerilor. Am abordat aceasta tema
pentru a intelege motivele utilizdrii cuvintelor de argou si de jargon in limbajul
tinerilor, mecanismele care conduc la formarea neologismelor, precum si efectele
negative pe care le au asupra comunicarii.

Finalitatea demersului nostru este identificarea surselor creativitatii lexicale in
limbajul tinerilor ca marcd a identitdtii personale. Ne propunem asadar sd evidentiem
principalele trdsdturi ale limbajului tinerilor, precum si influenta mediului digital
asupra modului de comunicare. Am structurat acest proiect plecand de la definirea
argoului si a jargonului, stabilirea diferentelor dintre cele doud elemente, relevand
impactul acestora la nivelul limbii.

Metoda de cercetare

Datele pentru studiul de fatd au fost colectate prin observatie, metoda care a
permis analizarea directd a modului in care tinerii utilizeaza elemente de argou si de
jargon in comunicarea cotidiand. Observatia a fost realizatd in contexte informale,
precum conversatiile din mediul online (retele sociale, grupuri de conversatie) si
interactiunile din spatiile publice frecventate de tineri. Aceastd metodd a oferit
posibilitatea surprinderii spontaneitdtii limbajului si a modului autentic in care sunt
folosite expresiile, prescurtdrile si termenii specifici grupurilor.

Argoul ca fenomen socio-lingvistic
Delimitdiri conceptuale

In decursul timpului, lingvistii romani au formulat diverse interpretdri ale
termenului ,,argou”. Acesta a fost descris ca ansamblu lingvistic, dialect, limbaj particular,
lexic marginal, o ramura sociald a limbii sau ca vocabular specific. A ajuns sa fie asociat fie
unor grupuri aflate pe o pozitie inferioard in structura sociald, fie unor clase de varsts,
precum elevii sau studentii, fie unor profesii anume. Aceste puncte de vedere evidentiaza
faptul ca ,argoul” constituie un fenomen lingvistic dificil de definit atadt in functie de
trasaturile sale, cat si din perspectiva integrérii in ierarhia stilistica a limbii.

Adriana Stoichitoiu-Ichim defineste ,,argoul” (in sens larg) ca reprezentand
sfera lexicald cuprinzatoare, in care se inscriu atat ,argoul” (conceptul in sens restrans,
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ca limbaj criptic, propriu celor aflati in conflict cu legea), cat si jargoanele unor grupuri

A

sociale, profesionale, de varstd. Pe de altd parte, ,argoul” (in sens restrans) se
intersecteazd cu unele jargoane profesionale care presupun, pe langa terminologia de
specialitate, si o0 componenta secretd. (Stoichitoiu-Ichim, 2005, p. 121-126)

Rodica Zafiu noteaza cd ,Prin argou, posibilititile estetice ale limbii sunt
folosite constient: cu pldcerea jocului, adesea umoristic, dar dezvédluind posibilitatile
ascunse ale limbii si expriméand o subiectivitate. Ca limbaj expresiv, argoul e un mijloc
de frondd, o provocare si amuzament: o zond de manifestare a creativitatii anonime.”
(Zafiu, 2023, p. 16)

Este dificil de formulat o definitie care sa cuprindad toate formele actuale, destul
de variate ale argoului: de la limbajul folosit in mediul interlop, pand la cel al tinerilor
sau al celor care, indiferent de varstd, preferda un mod de comunicare nonconformist.
Marginalizarea acestor grupuri poate sa fie reald, in cazul celor aflati in afara legii, fie
mai degrabd perceputd subiectiv, cum se intdimpla in cazul adolescentilor care isi cauta
identitatea si se pozitioneaza in contrast cu lumea adultilor.

De la semn criptic la uz lingvistic

Cercetdtorii considerd cd argoul folosit de elevi a apdrut intre a doua jumatate a
secolului al XIX-lea si primele decenii ale secolului XX. Dupd anul 1878, limbajul
infractorilor, care pand atunci fusese izolat de cel al altor grupuri sociale, incepe sa
influenteze vorbirea elevilor, contribuind la o parte din vocabularul sau.

Studiile mai vechi puneau accent pe rolul criptic al argoului, considerandu-1 un
limbaj rezervat exclusiv membrilor unui anumit grup si inaccesibil celor din afara. Desi
aspectul de secret este relevant, mai ales in contextul lumii interlope, majoritatea
formelor de argou nu functioneaza ca un cod ascuns, ci mai degrabd ca un mijloc de
consolidare a solidaritatii si coeziunii grupului. Insusirea acestui limbaj reprezints o
etapi esentiald in procesul de integrare in colectiv. In prezent argoul este folosit cu
precddere de adolescenti aflati in cdutarea propriei identitati.

Mai recent, argoul este perceput ca un vocabular parazit, pe care il folosesc membrii
unui grup sau ai unei categorii sociale cu preocuparea de a se deosebi de masa vorbitorilor.

Principalele ipostaze ale argoului

Analiza de fatd va urmdri principalele ipostaze ale argoului - ludicd, estetica,
expresiva si criptica - asa cum se manifestd ele in comunicarea tinerilor de astazi.
Scopul este de a evidentia modul in care limbajul argotic devine nu doar un mijloc de
comunicare, ci si o forma de creativitate, identitate si expresivitate.

Ipostaza ludicd evidentiazd dimensiunea jocului in limbaj. Din aceasta
perspectivd, argoul devine un spatiu al creativitatii, al inovatiei lexicale si al umorului. De
exemplu, expresii precum: ,,a o da in bard” (a gresi), ,a o arde aiurea” (a pierde vremea),
,,5-a dus pe campii rau”’ (a luat-o razna), ilustreaza tendinta vorbitorilor de a folosi metafore
si constructii inventive care inlocuiesc formulele neutre din limba standard. Aceste
expresii creeaza un efect comic si un ton degajat specific vorbirii informale.
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Ipostaza estetica se referd la valoarea stilisticd si artisticd a argoului. Prin
expresivitatea sa neconventionald, argoul imbogdteste resursele limbii si ofera
posibilitati noi de creatie literard. Expresii precum: e pe alt film”’ (este dezorientat), ,,s-a
facut zipadd” (a dispdrut), ,,astept raspunsul cind o fi primdvard” (nu ma astept sa primesc
un rdspuns prea curdnd), surprind oralitatea si vivacitatea limbajului popular,
conferind textului autenticitate.

Ipostaza expresiva reflectd forta emotionald a argoului. Prin tonul provocator
acesta permite vorbitorilor sd transmitd trdiri intense, sd exprime revoltd, ori
solidaritate. Expresii precum: ,,Azi o ardem pe la cafenea.” (a petrece timpul), ,,Am vizut
poza, mor!” (Este ceva foarte amuzant, frumos sau impresionant.) transmit o implicare
emotionald puternicd dificil de redat prin limbajul standard.

Ipostaza criptica dezvdluie functia argoului de a ascunde sensul real al
mesajului. In aceastd ipostazd argoul serveste drept cod intern al unei comunitati,
protejand informatia de cei din afard. De exemplu, in mediile scolare sau intre grupurile
de prieteni, expresii precum: ,,a dat pontul” (a spune secretul), ,a fi pe felie” (a se informa),
e pe altd planetd” (poate fi sub influenta drogurilor) au un sens accesibil doar celor
familiarizati cu limbajul respectiv. In subculturile urbane argoul poate functiona chiar ca
un cod deliberat criptic, menit sd marcheze apartenenta la un grup restrans.

In concluzie, argoul nu poate fi redus la o simpld abatere de la norma
lingvisticd, ci trebuie inteles ca un fenomen plurifunctional, in care se imbind ludicul,
esteticul, expresivul si cripticul. Prin aceste ipostaze, argoul isi confirma rolul esential
in dinamica limbii si in exprimarea identitatii individuale si colective.

Limbajul tinerilor: intre identitate si exces

Obiectivul acestui subcapitol este sd analizeze utilizarea excesiva a elementelor
de argou si motivele folosirii lor in mod exagerat. Urmatorul dialog este desprins din
conversatia a doi tineri din generatia Alpha, ambii folosind frecvent elemente de argou
puternic influentate de mediul online.

,,Matei: Profu’ ila de azi, ce film avea? Parcd voia si ne ardd pe tofi.
Toana: Lasd, cd e varzd oricum. Eu m-am dus la ord doar sd nu dea check-ul.
Alex: Same! Dupd, am fugit la o cafea, ci eram lemn.”

in acest scurt dialog, cuvantul ,film”" este utilizat cu sensul de , stare’”” pentru a
descrie comportamentul cuiva. ,,sd ne ardi’”” inseamna ,,sd ne prindd gresind” sau ,,sd ne
pedepseascid’’, ,,varzd’’ este utilizat cu sensul de ,,nu se descurcd deloc bine”, ,,check-ul”" este
utilizat cu sensul de ,,a verifica prezenta”, iar ,eram lemn” inseamna , fird energie”’. Se
recurge si la folosirea unui anglicism ,,same”” care conserva sensul din limba de origine,
insemnand ,,la fel”.

Utilizarea excesivd a argoului duce la scdderea claritdtii mesajului pentru un
vorbitor care nu face parte din acelasi grup. In timp ce argoul intireste legiturile in
interiorul grupului, exclude pe cei din afara lui, ficdnd mesajul sd fie neclar sau de
neinteles pentru publicul larg. Totodatd aduce cu sine o lipsa de respect pentru cei ce sunt
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martori la conversatie si pot asista la o situatie stanjenitoare. A fi un bun comunicator
inseamnd a sti sd adaptezi limbajul la public si la situatie. Abuzul demonstreaza o
flexibilitate limitata si o incapacitate de a comuta la un registru adecvat cerintelor.

Un alt exemplu de dialog reflectd atmosfera colocviald, plina de expresii si
termeni folositi doar in cercul lor de prieteni, care pot fi greu de inteles pentru cei din
exteriorul grupului.

»Andrei: A fost bland riu la petrecerea de aseard! A venit si Radu, dar era varzd, s-a luat de
cineva i a iesit circ.

David: Iar a ficut figuri? Omul e praf, jur. Radu fird belele nu existd.

Andrei: Lasd, cd s-a scos pand la urmd. Oricum, muzica a rupt.

David: Data viitoare md bagi si pe mine, da?

Andrei: Normal, dar si nu te faci varzd ca ultima datd.”

in acest context, cuvantul ,,bland” nu este folosit denotative, cu sensul primar, ci
cu sensul argotic de ,,grozav”. Tot in registrul argotic ,circ”, care in limbajul comun
desemneazad un spectacol, capatd sensul de ,,scandal” sau , agitatie”, ,,a face figuri” are
sensul de ,,a se da mare”, in timp ce ,,praf” se foloseste pentru a descrie o stare degradata.
Expresia ,,a se scoate” inseamnd ,a se descurca” intr-o situatie dificild, iar ,a rupe”
exprima ideea de intensitate ,,muzica a fost foarte buni”. In final, ,, a se face varzid’ se
referd la ,,a se imbita” sau ,,a se face de ris”.

Fiecare generatie a avut propriul argou. Problema apare atunci cand acest
limbaj de grup este folosit in mod exclusiv si in contexte inadecvate, ceea ce poate
indica o dificultate in a iesi din rolul de membru al grupului. In acelasi timp poate duce
la limitarea vocabularului daca este folosit in mod constant. Dacd o persoand se bazeaza
permanent pe un numadr restrans de cuvinte argotice ( ,,tare”, ,fain”, ,extra”, ,nasol”)
pentru a descrie o gama largd de emotii si situatii, nu 1si mai antreneaza capacitatea de a
gdsi cuvinte mai precise, mai nuantate.

Problema centrald apare in momentul in care acest registru inceteaza sa fie o
optiune stilistica si devine un mod de exprimare exclusiv, semnaldnd o incapacitate a
subiectului de a depdsi rolul de membru al grupului pentru a accesa registrele
superioare ale limbii. Din perspectivd psiholingvisticd, acest fenomen sugereaza o
dificultate de adaptare a eului la cerintele variate ale mediului social. Atunci cand
vorbitorul nu poate ,iesi din rol”, limbajul de grup nu mai este un cod secret sau un
semn de apartenentd, ci devine o barierd care izoleazd individul, limitdndu-i
interactiunile profesionale si civice. Mentinerea calitdtii limbii presupune efortul
constant de a selecta cuvantul exact, capabil sa redea complexitatea trdirilor umane,
asigurand astfel o evolutie armonioasd a individului atat in plan personal, cat si social.

Limbajul tinerilor in oglinda societitii

Recent, un exercitiu din manualul de clasa a VIlI-a de Limba si literatura romdnd
a circulat pe platformele de socializare si a starnit un val de controverse. Acest episod
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este un studiu de caz excelent pentru a intelege reactia sociala la utilizarea argourilor.
Cerinta exercitiului este urmatoarea:

,,Explicd sensul termenilor de jargon scrisi cu albastru si al celor de argou scrisi
cu roz in textul dat, folositi in limbajul tinerilor. Stii ci Dan e CEO in fam, cd are un vibe
plicut si cd e fire mereu. leri, a fost dead, cand neficand un exercifiu easy-peasy la mate, i-a zis
tatalui sdu, care n-a-ngeles nimic: - OK, Boomer! Esti GOAT! Promit si-nwvdy tot pentru bac.”

Fragmentul a devenit viral tocmai pentru incercarea stingace a unui sistem de
a folosi un limbaj cat mai apropiat de cel utilizat de tineri. In loc si fie perceput ca un
instrument pedagogic modern, a declansat un val masiv de reactii si critici. Multi tineri
considerd cd autorii manualului nu inteleg cu adevarat limbajul lor si ca exercitiul este
depasit. Majoritatea si-a exprimat amuzamentul profund. Exercitiul a fost perceput ca
un trist efort al adultilor (autorii manualului) de a vorbi pe ,limba lor”. Acest lucru
subliniazd existenta unui decalaj evident intre generatii in incercarea adultilor de a
patrunde in ,, lumea” tinerilor, dar nu reusesc natural.

Pe de altd parte, astfel de exercitii pot deveni instrumente utile pentru a studia
,Argoul” si ,Jargonul” cu conditia de a fi folosite cu tact. Dacd sunt prezentate artificial,
pot provoca reactii de respinge si ridiculizare, cum s-a intAmplat in acest caz. Reactia
oamenilor este puternic polarizatd: pe de o parte o respingere, dar si o incercare de
intelegere a generatiei tinere. Valul de reactii aratd tensiunea dintre dorinta sistemului
educational de a se adapta la limbajul tinerilor si perceptia publicului ca aceste incercari
pot pérea artificiale. In acelasi timp, ele evidentiaza importanta studierii argoului ca
fenomen sociolingvistic care reflecta dinamica limbii si identitatea generatiilor.

Aceastd tensiune reflectd nu doar o disputd semantics, ci o reevaluare a modului
in care institutiile statului, in special scoala, ar trebui sa gestioneze dinamica identitard a
noilor generatii. Totusi, respingerea viscerald ignord faptul ca argoul a functionat
dintotdeauna ca un mecanism de diferentiere sociald si afirmare a sinelui. Tentativa de
intelegere, manifestatd de un segment mai deschis al societdtii, recunoaste cd limbajul
tinerilor nu este o eroare, ci un cod identitar care reflecta o realitate digitald si globalizata.
Aceastd dualitate transformd limba intr-un cdmp de luptd intre traditie si actualitate.

Argoul nu este o degradare a limbii, ci un indicator precis al stérii de spirit a
unei epoci. El reflectd dinamismul social, influentele tehnologice si nevoia umand de
creativitate lexicald. Analiza acestui fenomen permite lingvistilor sa observe in timp
real cum se transformd identitatea colectivd si cum se reconfigureazad raporturile de
putere simbolicd intre generatii.

Jargonul contemporan si dinamica imprumuturilor
Aspecte generale

Cuvintele de jargon denumite si barbarisme sunt cuvinte preluate din alte limbi
cu o formd care nu este adaptatd la limba romana si care este pronuntatd in limba de
origine. Conceptul de jargon include expresii si cuvinte specifice, fiind folosit de
anumite categorii sociale cu intentia de a se diferentia de restul vorbitorilor. Jargonul
este un limbaj specializat, o variantd a limbii in functie de reperele socio-culturale sau
profesionale: ,, Jargonul cuprinde multe cuvinte si structuri de enunturi strdine sau
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pretentioase, de multe ori rezultate dintr-o atitudine cosmopolitd, din snobism, ori din
dispret fata de vorbitorii de rand." (Iordan si Robu, 1978, p. 56)

De-a lungul istoriei sale, limba roméand a intrat in contact cu numeroase alte
limbi, din care a preluat cu usurintd o mare varietate de cuvinte. Folosirea acestor
termeni strdini In comunicare a ridicat problema adaptérii lor la structura proprie a
limbii roméne. in functie de influentele exercitate in fiecare perioadd istorici, limba
romand a cunoscut influente lingvistice variate: slavonisme - provenite mai ales din
traducerile textelor religioase, grecisme , turcisme - specifice epocii fanariote, elemente
maghiare — mai ales din vremea dominatiei austro-ungare in Transilvania, franfuzisme -
caracteristice epocii moderne. In secolul al XX-lea, s-a manifestat puternic influenta
anglicismelor si a americanismelor, fenomen care a fost analizat in diverse studii si
articole ale unor specialisti precum Mioara Avram, Adriana Stoichitoiu-Ichim, Rodica
Zafiu, Georgeta Ciobanu, Cristina Athu.

Atitudini lingvistice fatd de americanisme §i anglicisme

O atentie deosebitd este acordatd in ultimii ani termenilor anglicism si
americanism. Prin termenul anglicism se intelege o expresie specificd limbii engleze;
cuvant de origine engleza imprumutat, fara necesitate, de o altd limba si neintegrat in
aceasta, iar termenul americanism denumeste un fel de a fi, expresie etc. proprie
americanilor. De asemenea, Adriana Stoichitoiu-Ichim defineste anglicismele ca fiind
Amprumuturi recente din engleza britanicd si americand, incomplet sau deloc adaptate
(ca atare, ele se scriu si se rostesc in romand intr-un mod foarte apropiat sau identic cu
cel din limba de origine) (Stoichitoiu-Ichim, 2002, p. 249-257)

Termenul mai este intdlnit in unele lucrdri cu denumirea de xenism, cuvant
neadaptat care contine grafia de origine, cuvant aloglot, strdinism sau chiar barbarism:
,,Cuvant neologic recent, preluat cu forma intactd a etimonului si neadaptat incd la sistemul
limbii romane, simtit de vorbitor ca apartindnd unui sistem lexico-gramatical strdin de
limba romana, sentiment care se manifestd, atunci cand cuvantul este folosit in scris, prin
individualizarea lui grafics, fie prin caractere cursive, fie prin subliniere, fie prin incadrarea
intre ghilimele sau prin scrierea cu majusculd.” (Bidu-Vranceanu, 2001, p. 221)

Lingvistii au opinii diferite in privinta utilizarii anglicismelor, unii fiind mai
deschisi, altii mai rezervati fatd de acestea. Cei mai multi specialisti, precum Mioara
Avram, Georgeta Ciobanu sau Stoichitoiu-Ichim, adoptd o atitudine mai permisiva fata
de prezenta anglicismelor in limbad, insd insistd asupra necesitdtii de a le adapta riguros
din punct de vedere morfologic. Mioara Avram, de exemplu, este de pdrere ca:
,Influenta englezd nu este un fenomen in sine negativ, nu are de ce sd fie mai
periculoasd decat alte influente strdine. Cunoscutad fiind marea ospitalitate a limbii
romane, dublatd de capacitatea ei de asimilare a imprunuturilor, este de presupus ca
anglicizarea va fi depdsitd, asa cum au fost depdsite in timp slavizarea, rusificarea,
italienizarea sau francizarea." (Avram, 1997, p. 173)

Sextil Puscariu face o distinctie intre doud tipuri de imprumuturi lingvistice:
necesare" si ,de lux". Imprumuturile necesare sunt acele cuvinte, expresii sau structuri
frazeologice pentru care limba romand nu dispune de un echivalent potrivit sau care
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prezinti anumite avantaje fatad de termenul autohton. In aceasta categorie se incadreazi
unele anglicisme indispensabile, deoarece nu exista corespondenti romanesti adecvati.
De exemplu: ,subscribe”, ,puzzle”, ,jazz”, ,funk”, ,rock”, ,snowboard”. In schimb,
imprumuturile ,de lux" reprezintd termeni strdini nejustificati din punct de vedere
lingvistic, folositi mai ales din dorinta unor grupuri sociale de a se diferentia prin
limbaj. Exemple de astfel de cuvinte sunt: ,advertising” (publicitate), , toast” (paine
prdjitd), ,shopping” (cumpdraturi), , company” (firmd, societate comerciald) . Fara
cunoasterea sensului anglicismului ales in vorbire, riscdim sa utilizdm constructii
pleonastice intolerabile, cum ar fi: ,bani cash”, , naratiunea unui story”. Astfel de termeni
dubleaza doar cuvintele romanesti, fara a oferi informatii suplimentare.

Pe langa vocile care sustin folosirea anglicismelor ca o dovadd a evolutiei,
existd si persoane care privesc acest fenomen cu ingrijorare. Existd voci care considera
cd noile cuvinte trebuie sd fie scrise roméneste, in toate cazurile in care e posibil fard
pierderi semnificative, orice cuvant nou preluat trebuie integrat sistemului, conform
regulilor de scriere ale limbii romane. O limba nu se imbogdteste cu xenisme.

Bilingvismul creativ: romgleza

Sub influenta globalizarii lingvistice si a expansiunii mediului digital, limba
romand a cunoscut o transformare vizibild manifestatd prin aparitia termenului
romglezd care desemneazd amestecul dintre roména si englezd in vorbirea cotidiand,
fenomen frecvent intdlnit mai ales in rdndul tinerilor, dar nu numai. Romgleza
presupune inserarea unor cuvinte, expresii sau structuri sintactice din limba engleza in
enunturi romanesti, adesea fard adaptare morfologica sau foneticd. De multe ori, aceste
imprumuturi apar nu din necesitate lexicald, ci ca urmare a dorintei de a parea modern,
conectat la cultura globali si la tendintele occidentale.

Influenta limbii engleze asupra dezvoltdrii limbajului tinerilor este un fapt
incontestabil. Desi existd unele neajunsuri, precum dificultatea de adaptare, aparitia
formelor gresite si riscul de a crea pleonasme, anglicismele aduc si beneficii. Ele
contribuie la reinnoirea continud a limbii, la imbogatirea sensurilor si expresivitatii,
precum si la modernizarea vocabularului. Influenta englezd nu ar trebui privitd ca un
fenomen negativ, atat timp cat folosirea termenilor englezesti nu devine exagerata.
Prezenta anglicismelor in vorbirea curentd raspunde unor nevoi reale de comunicare,
atat culturale, cat si practice. Problema apare doar atunci cand acestea sunt folosite in
mod excesiv.

Exemplele din limbajul curent al tinerilor sunt numeroase si variate. Formulari
precum: ,,Am dat un refresh la pagind.”, , Trebuie si-mi updatez profilul.”, ,,E super cringe.”
sau ,,Ne vedem la meeting.”, , Let’s do this ci e deadline-ul next week.” in loc de ,,Hai sa
termindm ce avem de facut pentru ca termenul limitd este sdptdména viitoare.”,
ilustreaza modul in care elementele englezesti se integreaza spontan in discurs.

La prima vedere, romgleza poate pdrea o dovadd a deschiderii lingvistice si
culturale, insd efectele sale asupra dezvoltdrii limbii roméne si asupra exprimarii
tinerilor pot fi negative. Folosirea excesivd a termenilor englezesti poate conduce la o
limitare lexicald deoarece vorbitorii ajung sd uite sau sd evite echivalentele roménesti.
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Aceasta interfata lingvisticd afecteazd coerenta si corectitudinea exprimadrii, mai ales in
scris unde granita dintre cele doud limbi devine tot mai difuza. De asemenea, utilizarea
constantd poate influenta formarea identitatii lingvistice a tinerilor, determinandu-i sa
se indepdrteze treptat de normele limbii autohtone. Utilizarea romglezei creeaza o
bariera lingvisticd intre cei care sunt familiarizati cu engleza si cei care nu o vorbesc,
conducénd la o comunicare ineficienta.

Totusi fenomenul nu trebuie privit exclusiv in termeni negativi. Romgleza
reflectd dinamismul limbii, capacitatea acesteia de a se adapta la realitdtile sociale si
tehnologice contemporane. In mediile profesionale si academice folosirea unor termeni
tehnici din engleza este adesea inevitabild deoarece acestia nu au echivalent precis in
romdand. Prin urmare, problema nu constd in prezenta imprumuturilor, ci in modul
necontrolat si superficial in care acestea sunt folosite.

Dinamica lexicului modern

Unul dintre cele mai interesante fenomene lingvistice contemporane este
imprumutul rapid de neologisme. Ne propunem, asadar, o analizd a acestui fenomen,
laolalta cu identificarea mecanismelor, a impactului si a consecintelor acestui proces
asupra limbii romane.

Integrarea unui cuvant intr-un dictionar este un proces cronofag bazat pe
criterii stricte, nu pe voga momentului. Un cuvant ajunge sd fie inclus in dictionar
atunci cand este utilizat frecvent de cdtre o comunitate larga de vorbitori, o perioada
indelungatd. La acestea, se adaugd prezenta sa in mass-media, in carti, in discursuri
publice. Lexicografii analizeazad corpusuri lingvistice din surse scrise si vorbite pentru a
demonstra cd un cuvant a patruns in stratul general al limbii, nu doar in limbajul unei
anumite comunitati.

Platforme precum: TikTok, You Tube, Instagram si Reddit functioneaza «ca
adevarate laboratoare lingvistice. Un sunet, un gest sau o expresie devin virale obtinand
expunere masivd In scurt timp. De pildd, inDicfionarul Cambridge Online sunt
inregistrate: , Skibidi” (poate descrie ceva absurd, haotic sau amuzant), ,Rizz” ( capacitatea
de a atrage atentia oamenilor sau a seduce pe cineva ), , Simp” (O persoand care are un grad
de inteligentd redus),,Sheesh” (0 modalitate de a exprima surprinderea sau
enervarea), ,Banger” (se referd la orice produs cultural care este exceptional).

In timp ce integrarea in dictionar rdmane gardianul ultim al durabilitatii lexicale,
prezenta acestor cuvinte in vocabularul activ al vorbitorilor este incontestabild. Rolul
lingvistilor si al societdtii nu este de a respinge acest fenomen, ci de a-1 intelege si eventual
de a ghida utilizarea lui intr-un mod care sa pastreze calitatea comunicarii.

Traditional, lingvistul era vazut ca un gardian al puritdtii limbii, insd in
contextul actual, rolul sau migreazd citre cel de analist al evolutiei. A respinge
fenomenul innoirii lexicale este o luptd pierdutd impotriva naturii umane. In schimb,
intelegerea mecanismelor prin care cuvintele noi patrund in limba permite lingvistilor
sd ofere recomandari, nu doar interdictii.

Societatea, la randul ei, are responsabilitatea de a nu adopta orice forma
lingvisticd care circuld. Provocarea nu este eliminarea noutdtii, ci cultivarea
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discerndmantului. Calitatea comunicdrii nu depinde de refuzul imprumuturilor, ci de
capacitatea de a le folosi acolo unde ele aduc claritate, nu confuzie.

Limba, privita ca sistem semiotic complex, se afld intr-o perpetud tensiune intre
tendinta de conservare si imperativul innoirii. in timp ce dictionarele normative
exercitd functia de ,gardian” al durabilitdtii lexicale, validand formele care au
supravietuit testului timpului si al frecventei, realitatea contemporand impune un ritm
de expansiune a vocabularului activ care devanseazd adesea capacitatea de actualizare
a instrumentelor lexicografice.

Dictionarul reprezintd chintesenta normativititii, oferind o stabilitate necesara
coeziunii sociale si culturale. Vocabularul activ, pe de altd parte, este laboratorul in care
se testeaza relevanta noilor unitdti lexicale. Prezenta incontestabild a unor termeni
neomologati in discursul cotidian nu trebuie interpretatd ca o carenta de educatie, ci ca
un rdspuns pragmatic la nevoile de denominare ale unei realitdti tehnologice si sociale
in continud schimbare.

In lingvistica modernd, perspectiva prescriptiva (cea care dicteazi ,asa da/asa
nu”) cedeazd tot mai mult teren perspectivei descriptive. Rolul lingvistului
contemporan nu mai este doar acela de a respinge intruziunile lexicale, ci de a le
monitoriza evolutia. Intelegerea etimologiei, a mecanismelor de imprumut si a modului
in care un termen se adapteaza morfologic la structura limbii-gazdad este esentiald
pentru a ghida comunitatea de vorbitori. Lingvistul devine astfel un mediator care
asigura echilibrul intre inovatie si inteligibilitate.

Calitatea comunicdrii nu deriva exclusiv din puritatea lexicald, ci din precizia si
adecvarea la context. Societatea are datoria de a cultiva un ,spirit critic lingvistic”. Acest
lucru presupune nu respingerea neologismului, ci utilizarea lui constientd, evitand
redundanta si jargonul ermetic care ar putea fragmenta spatiul public de comunicare.

Integrarea in dictionar rdmane pilonul durabilitatii, insa vitalitatea unei limbi
rezidd in capacitatea sa de a asimila noi concepte prin vocabularul activ. Abordarea
optima in fata acestui fenomen nu este rezistenta pasivd, ci o gestiune activa si educata
a resurselor lingvistice. Prin colaborarea dintre specialisti si vorbitori, limba isi poate
pdstra calitatea fard a sacrifica necesitatea de a fi un instrument de comunicare modern
si eficient.

Concluzie

Lucrarea noastra analizeazd impactul elementelor de argou si jargon asupra
limbajului tinerilor, evidentiind dinamica societdtii contemporane. Cuvintele si
expresiile preluate din engleza, adaptarile fonetice si ortografice, precum si folosirea
argoului si a elementelor de jargon in exprimdri curente ilustreaza capacitatea limbii de
a se adapta rapid la noile realitdti. Studiul limbajului tinerilor evidentiaza o realitate
esentiala: limba este un organism viu, in continud schimbare, care se modificd in functie
de nevoile celor care o folosesc. Limbajul se reinnoieste, pastrandu-si relevanta in fata
unei lumi aflate intr-o transformare permanenta.

Cum percepe societatea, in special adultii, dinamica vocabularului tinerilor?
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Pentru unii dintre adulti, limbajul tinerilor este perceput ca o corupere a limbii,
ca o lipsd de respect fatd de norma lingvistica, in vreme ce altii, il considerd a fi o forma
de maniafestare a creativitdtii si a spontaneitdtii specifice varstei. O atitudine mai
potrivitd ar fi acceptatea ca un fenomen firesc, ca o evolutie naturald care, intr-adevar,
trebuie facutd cu raspundere.

Echilibrul dintre inovatie si traditie este mentinut prin alegerea constienta a
lexicului. O limbd curatd nu este una staticd, ci una in care vorbitorul manifesta
discernamant, evitdnd jargonul redundant sau imprumuturile inutile acolo unde exista
echivalente romanesti precise. Aceastd rigoare semanticd previne degradarea coerentei
si asigurd o transmitere fideld a nuantelor de gandire. Calitatea comunicdrii devine,
astfel, o oglinda a clarititii intelectuale a comunitatii de vorbitori.

Solutia este adaptarea corectd a noilor cuvinte la sistemul gramatical romanesc.
Alegerea constientd a cuvintelor potrivite si corecte mentine limba curatd si coerenta.
Respectul pentru limba inseamna si respect pentru culturd, istorie si identitate. Limba
este vehiculul prin care se transmite memoria colectivd. Asadar, alterarea ei
nejustificatd echivaleazd cu o fragilizare a legaturii cu propriul trecut. Protejarea
integritatii limbii romane este o formd de rezistentd culturald, prin care ne afirmam
specificul intr-un context international tot mai omogen.
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JOCUL DE CUVINTE IN CANTECUL HIP-HOP ROMANESC,
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Abstract: This paper investigates the playful dimension of the contemporary Romanian hip-hop
discourse, applied through a rigorous analysis on Azi and Mdine hits by the artist Deliric. The
central objective is to attest how language play transcends mere entertainment, becoming a
pragmatic and semantic strategy of deconstructing social reality. The theoretical framework
explores the concept of playfulness and linguistic play through the prism of the studies of Johan
Huizinga, Paul Cornea and many others, establishing the necessary distinction between play and
play as a cultural institution. The analysis follows the mechanisms by which the slang and
metaphorization of somatic and technological areas (through terms such as software, buguri or
update) reconfigures the meaning and engages the receiver in active interpretive cooperation. The
research highlights that, through repetition, rhyme and willful ambiguity, hip-hop discourse
exercises its oratorical function, proposing critical flexibility over the contemporary human
condition. Through the results of linguistic analysis, it reveals that ludicrousness in hip-hop
functions as a tool of linguistic resistance, transforming urban language from a simple vehicle of
communication into a complex architecture of meanings.

Keywords: Hip-hop, playful, Deliric, slang, linguistics.

Introducere

Expresivitatea si autenticitatea fiintei umane in raport cu varietatea subiectelor
care oferd interes cultural, se manifestd adesea printr-un joc de cuvinte atent construit,
capabil sda transmitd emotie, ironie sau reflectie. Desi firea umand este destinatd
creativitdtii, procesul de creatie constd printr-o maiestrie atentd a cuvintelor, depinzand
de contextul cultural si de preocupdrile fiecdrui individ. Oamenii consumad ceea ce este
artistic, fara sa fie nevoiti sd creeze, iar creatii ludice sub orice formd de manifestare
hrianeste publicul care cautd o afirmare, emotii puternice, mesaje care si provoace
reflectie si, mai ales, sa contribuie la moralizarea societdtii. Prin arta lingvistica, nu
trebuie sd ne gandim doar la un proces de expresivitate, la limba care reprezintd un
simplu instrument de comunicare, ci la modalitatea combinatorie a cuvintelor. Jocul
cuvintelor poate reprezenta o metodd de constientizare, un spatiu ludic si de cugetare a

1 Coordonator: Prof. univ. dr. habil. Adrian CHIRCU.
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conditiei umane, transformarea banalului in revelatie, facand din fiecare frazd un prilej
de a ne recalibra busola interioara in fata complexitatii umane.

In peisajul cultural actual, limbajul artistic se intersecteazi constant cu cel
mediatic, o granitd poroasd, iar discursul hip-hop poate oferi un teren fertil pentru
exploatarea creativitdtii lingvistice si a functiilor comunicarii contemporane. Muzica
rap, un nucleu dur al acestui fenomen, reuseste - prin densitatea sa textuald si prin
libertatea expresiei - sd detind un succes impresionant in concentrarea formei ritmice si
prin poetica sa modernd si complexd. Lucrarea de fatd isi propune analizarea ludicului
ca dimensiune semanticd, pragmatica si stilisticd in discursul hip-hop romanesc, nu
doar ca un ,program” artistic interpretat pe scend sau ascultat. Ca reper vom avea
versurile lui Deliric, un univers liric am putea spune, un pilon de referintd al genului
muzical, concentrandu-ne pe versurile melodiilor Azi si Mdine. in textele sale, ludicul
transcende simplul joc de cuvinte, o arma a criticii sociale si o oglinda ironicd prin care
artistul decodeaza complexitatea conditiei umane contemporane.

Importanta elementelor ludice

Inainte de a putea realiza analiza ludicd a corpusului ales, intelegerea anumitor
cadre teoretice reprezintd o necesitate, unde conceptul de joc lingvistic raméne o
frontierd inca insuficient exploratd, iar ludicul lingvistic presupune aspecte vaste in
ceea ce inseamnd rigoarea analizei impletitd cu imprevizibilul creativitdtii. Ludicul
lingvistic nu reprezintd doar o variatie a limbajului, ci o arhitecturd complexa de
sensuri, un spectacol al semnelor care refuza tot ce este banal. Conceptul de joc preceda
matricea generatoare a culturii, nu reprezintd un simplu accesoriu dobandit pe
parcursul evolutiei si reuseste sd constituie o activitate originard ce devanseaza orice
forma complexa de civilizatie.

Cum remarca Johan Huizinga in Homo Ludens (Huizinga, 2023), jocul este o
activitate originard, precedenta elementelor culturale, prezentd chiar si in
comportamentul animalelor, care manifestd comportamente ludice fira a exista
interventia umand in procesul de invidtare. Acesta pulseaza in fiinta noastra inainte ca
primele structuri sociale complexe sa fi fost articulate. Jocul reprezintd o functie cu talc,
nu doar un fenomen si o descdrcare fiziologicd sau un automatism instinctiv,
intervenind instinctul de conservate nemijlocit, ce pune in actiune o interpretare. Prin
creatia ludicd, fiinta umana experimenteaza libertatea, creativitatea si expresivitatea,
transformadndu-l intr-un instrument de cunoastere si de comunicare. Paul Cornea
(Cornea, 1980) observa cd jocul este o inventie culturald, construitd pe baza unui acord
socio-comunicativ, pe cand joaca este o manifestare spontand, instinctiva si expresie a
unui instinct natural al pldcerii si al desfdtarii. Jocul presupune o formd de
constientizare si organizare culturald, in timp ce joaca pdstreazd dimensiunea sa
primara si ludica.

Functia jocului, asa cum o defineste Johan Huizinga, se poate rezuma la doua
aspecte esentiale: ,lupta pentru ceva sau o exhibare a ceva” (Huizinga, 2023, p. 55).
Aceste doud aspecte, competitia si expresivitatea, se pot reuni intr-un proces complex
care depaseste simpla distractie, fiind o formd de confruntare simbolicd, fie o modalitate
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de manifestare esteticd, in care reprezinta o realitate interioard. Jocul lingvistic este
folosit, de cele mai multe ori, intr-un cerc de prieteni sau intr-o adunate de oameni,
pentru a se consolida diferite legdturi intre membri. Un exemplu de joc lingvistic, in
acest context social, poate fi constituit prin diferite glume sau printr-un umor specific
inteles de un grup social restrans, ce trebuie sd rezoneze cu restul participantilor din
grup. Prin aceastd abilitate sociald, oratorul se poate indrepta cdtre un caracter
amuzant, destinat divertismentului, dar pot exista intentii ironice, care conduc spre un
caracter didactic sau zeflemitor.

Conform anumitor directii din cadrul sociologiei literaturii, au fost
experimentate situatii de oferire a publicului larg informatii de ansamblu, o provocare
intelectuald adesea expediatd prin generalizdri facile. De cele mai multe ori, aceste
incercari s-au multumit sa ofere publicului larg o panorama de ansamblu, dar lipsitd de
relieful nuantat pe care il reclaméa obiectul de studiu. Densitatea ontologicad a faptului
literar a fost neglijatd, neldsandu-se capturata in formule rigide. In aceasta cartografiere
a directiilor sociologice literare, s-a observat adesea o tendintd spre sinteze expeditive,
care sacrificd profunzimea in favoarea unei viziuni de ansamblu, lipsire de acea
adecvare nuantatd la fluiditatea obiectului literar. Fie cd s-a optat pentru descrierea
aportului national, fie cd s-a recurs la modelul structuralist al trinomului autor-opera-
public, aceste abordéri au suprapus faptului literar schema tehnici a comunicarii. Ins3,
privind din prispa ludicitatii, aceastd triadd inceteazd sa mai fie un simplu mecanism de
transmitere a informatiei, devenind un veritabil spatiu de joc:

Autorul Opera Publicul

Terenul de desfisurare a
Artizan al regulilor i Partenerul de joc

strategiilor lingvistice

Tabel 1. Schemd vizuald a trinomului autor-operd-public cu reprezentanti sugestivi conform spatiului
ludic linguistic2

In acest mod, sociologia literaturii se intalneste cu analiza ludicului in punctul
in care structura sociald si libertatea creativd se contopesc pentru a genera sens.

Aceasta perspectiva jucdusa ne permite sd privim limba nu ca pe un mecanism
rigid, ci ca pe un organism viu in plind adaptabilitate. ,, Limbajul nu este doar un mijloc
de comunicare, ci si un mediu in care prinde contur si se actualizeaza gandurile”
(Lazaroiu, 2002, p.18). Sensul cuvintelor nu pot fi reduse la o valoare fixd, determinata
exclusiv de structura gramaticald sau de semnificatia lexicald a cuvintelor; acesta este o
constructie dinamica, influentatd de contextul comunicativ si de intentiile vorbitorului.
Competentele lingvistice pot fi privite ca straturile unei compozitii muzicale, unde
sensul final nu este dat doar de notele individuale, este dat de armonia dintre ele.
Functionarea limbajului implicd mai multe tipuri de competentd: una de ordin sintactic,
legata de corectitudinea formald a enunturilor; una semanticd, ce priveste relatiile de

2 Prin acest tabel doresc o relevare sistematicd a trinomului autor-opera-public evidentiatd in studiul
lui Paul Cornea (1980), care va reprezenta un reper in analiza ludica din punct de vedere lingvistic.
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sens dintre unitdtile lexicale si una pragmaticd, prin care limbajul este adaptat la
situatiile concrete de comunicare. Adunate toate aceste particularitdti descrise, jocul
lingvistic constituie o fereastrd spre o limba mai creativa.

Deliric si hip-hop-ul

Hip-hop-ul isi are originile in Statele Unite, prin anii ‘70, la o petrecere din
sudul Bronx-ului, unde DJ-ul Kool Herc a avut ideea de a combina sunetele distincte a
doud placi de vinyl, creandu-se astfel o noud modalitate de producere a muzicii din
perioada respectiva. Dupd anul 1989, cultura hip-hop a reusit sa pdtrundd in tara
noastrd intr-un mod lent, dar cu timpul avand o evolutie constantd. Din péacate, nu a
existat o sursd de informare solidd sau mai ales un contact direct cu miscdrile
occidentale, din cauza asta, hip-hop-ul roménesc s-a dezvoltat intr-un mod particular,
adaptat noilor realitdti si mentalitati postrevolutionare. Aceastd perioada de deschidere
din partea influentelor venite din spatiul american a reprezentat un soc cultural, marcat
de nevoia de redefinire a identitatii individuale si colective.

O primd atestare romdneascéd istoricd in aria hip-hop este consideratd melodia
Banii, lansat de trupa Vorbire Directd in anul 1993. Intr-un interval scurt de timp, genul a
castigat teren considerabil pentru a deveni o formad de exprimare tot mai populara in
carierele urbane. La mijlocul anilor ‘90, stilul muzical isi afirmd identitatea prin aparitia
primelor albume semnate de formatii, precum RACLA, Parazitii sau B.U.G. Mafia, ce au
contribuit la conturarea unui stil propriu, cu mesaje sociale directe si un limbaj autentic.

In lucrarea prezentd se va urmari o analiza a doua cantece cu un rating mare in
industria muzicald: Azi si Mdine, interpretate de artistul muzical Deliric (numele real:
Razvan Eremia). Artistul si-a inceput cariera muzicald in anul 1999, prin interpretarea
de melodii in stilul hip-hop, iar pe parcursul anilor, melodiile lui incepand sa fie un
amestec de stiluri si exprimari. Intotdeauna a incercat si-si remarce publicul prin
mesajul profund al versurilor si ,daca in trecut mesajul sau avea o forma mai ascutita si
rigidd, acum rapperul urmdreste sa atingd corzile sensibile prin ritm si note
muzicale” (Ioana, fird datd, paragraful 3). Inceputurile sale in era trapului au fost de
cand era copil, stiind din totdeauna cd asta e menirea sa in viatd, declardnd intr-un
interviu de al sdu: ,Eu de mic am stiut ca-mi place treaba asta si am luat-o foarte in
serios. Stiam cd-mi place dinainte de liceu, unde am avut tatondri de a face muzicd,
cand mi-am fdcut trupa Trilogia - prima trupd oficiald cu Doc si Nwanda.” (Negreu,
2025, paragraful 28).

Deliric s-a afisat drept una dintre cele mai reprezentative voci ale hip-hop-ului
romédnesc contemporan, din purd pasiune, reusind sd combine mesajul social cu
introspectia personald si jocul lingvistic cu dimensiunea critica a discursului. Din acest
motiv, piesele Azi si Miine ofera un teren de analiza fertil pentru surprinderea modului
in care ludicul, ironia si expresivitatea argotica se impletesc intr-o viziune a realitatii.
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Trecand prin Azi si Mdine:
Argoul, un element central

In urma prezentirii cadrului teoretic al ludicului, putem observa cum
conceptul se concretizeaza in discursul artistic contemporan, luand exemplul versurilor
hip-hop, unde limbajul reprezintd un teren de analizd rodnic, din punct de vedere
ludic, semantic si pragmatic. Corpusul atent ales, alcatuit din piesele Azi si Mdine ale
artistului Deliric, oferd un exemplu elocvent al modului in care jocul lingvistic poate fi
folosit pentru exprimarea viziunii critice asupra societdtii sau o formd de auto-
reflexivitate poeticd. Versurile artistului propun o esteticd a ludicului intr-un mod bine
determinat, in care jocul cu limbajul, ironia si ambiguitatea semanticd nu urmaresc un
tip de amuzament, de a realiza un comic de situatie, de fapt, doreste o constientizare a
realitdtii inconjurdtoare, dar si interioard umana. Melodiile selectate fac parte din doua
albume diferite, amandoud realizate intr-o colaborare cu Silent Strike:

Numele piesei Albumul din care face parte Anul aparitiei
Maine Deliric x Silent Strike 2016
Azi Deliric x Silent Strike 11 2019

Tabel 2. Reprezentarea corpusului intr-o manierd vizibild

Intr-un interviu, Deliric declard cat de benefici este colaborarea cu Silent,
deoarece se simte mereu inspirat, spunand chiar ca este adus in acea stare meditativa si
poeticd: ,Muzica pe care o face el ma aduce si pe mine intr-o zona meditativa, poeticd”
(Nemethi, 2025, p.123). Prin aceastd declaratie ne ddm seama cad melodiile compuse de
artist sunt departe de a se subordona unei logici pur comerciale, unde aceasta
madrturisire relevi intentia lui Deliric de a genera un impact profund asupra
receptorului, transformand actul muzical intr-un eveniment discursiv cu o puternica
incdrcdtura reflexiva.

In alocutiunea hip-hop-ului, un element definitoriu pentru expresivitatea
discursului 1l constituie utilizarea argoului, care devine o formd de joc lingvistic.
Argoul, in sensul sdu pragmatic, functioneaza ca , 0 varianta sociald a limbii, prin care
un anumit numadr de vorbitori iti marcheazd apartenenta la un grup sau la o comunitate
,marginald” si, implicit, diferentierea fata de cultura oficiala si fatd de limba standard.”
(Zafiu, 2010, p.15). Prin intermediul argoului, Deliric creeaza o esteticd a autenticitatii,
un limbaj viu, urban, care imprumutd elemente din cotidian, tehnologie, cultura
populara si chiar registrul vulgar, dar le integreaza intr-un context poetic coerent. Cu
ajutorul argoului, limbajul poate s fie remarcat si devine un instrument al elementului
ludic prin care limbajul este reinventat, ce isi depdseste limitele si devine expresia unei
gandiri libere. Mai presupune si o strategie pragmaticd, in care artistul invitd
ascultdtorul sa participe la descifrarea sensurilor ascunse si la jocul semnificatiilor.

In analiza stilului hip-hop, limbajul devine principalul spatiu de manifestare a
ludicului, iar argoul ocupd un loc central in aceastd dinamica expresiva. Prin caracterul
inovator lingvistic neconformist, argoul presupune o libertate de exprimare transformat
adesea intr-un joc al semnificatiilor, unde sensurile sunt remodelate, iar limbajul este
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incdrcat intr-un mod cat mai creativ. Utilizarea argoului nu trebuie privitd doar ca o
marcd a oralitdtii, trebuie cadrat ca un dispozitiv poetic si pragmatic, menit sd produca
efecte stilistice, ironice sau reflexive. Poate fi considerat un teren de experiment
lingvistic, unde expresiile cotidiene capatd noi valente. Un procedeu reprezentativ
pentru limbajul argotic este metaforizarea, care ,se poate caracteriza atat prin zonele
lexicale metaforizate - cdmpurile semantice extrem de favorabile producerii unor
analogii -, cat si prin cele metaforizante: termeni care isi schimba semnificatia pentru a
desemna obiecte din campurile respective.” (Zafiu, 2010, p. 56). Aceste tipuri de
metafore sunt cunoscute pentru folosirea termenilor care desemneazd corpul uman,
insulte sau sd fie un argou interlop.

In piesa Miine chiar putem gasi astfel de metafore argotice care imbogitesc
jocul de cuvinte, fard ca limbajul sa fie unul banal, iar ascultdtorul este supus unei
analize de intelegere a contextului:

. Softuri cu buguri, carcase de roboti
Cant despre schimbare, caut update-ul.”

Corpul uman este plasat in centrul atentie prin termenul ,carcase”, identificat cu
o multitudine de defecte, care necesitd reparatii: ,,caut update-ul”, deoarece ,softul”,
asociat cu personalitatea omului sau sufletul acestuia, este plin de ,buguri”, plin de
stricdciuni. Corpul uman este comparat cu un robot, o constructie mecanica ce necesitd o
permanentd nevoie de reprogramare, relevand ironia si dezumanizarea asupra
individului. Omul este un produs al tehnologiei, intr-o lume tot mai automatizatd si
dependentd de sisteme. Termenii folositi de Deliric din sfera tehnica, ,softuri”, ,, buguri”
si ,update” redau un joc semantic intre limbajul tehnic si cel afectiv. Se simte efectul
pragmatic, critic, intrucat denuntd superficialitatea lumii moderne controlatd de
frivolitatea umand. Prezenta anglicismelor, folosite destul de des in limbajul tinerilor
doreste o rezonantd viguroasa cu noile generatii, dar fara excluderea celorlalte generatii,
iar utilizarea acestor termeni raspunde unei nevoi de sincronizare lingvisticd, prin care
limba devine mai dinamicd. in melodia Azi identificdm, cu usurintd, astfel de metafore:

,,Orb la probleme de ceva vreme,
Mut la colapsu’ din ecosisteme.”

Versurile realizeazd tot o trimitere la organele corpului uman, dar intr-o
modalitate indirectd. Fiind , orb”, doreste sd prezinte ignoranta fatd de problemele ivite,
in principal la dificultdtile care graviteaza in jurul lui cu scopul de evitare a sentimentul
de nesigurantd. Nu doar cd dificultatile sunt desconsiderate, dar propria contributie in
rezolvarea situatiilor se evapord treptat, responsabilitdtile fiind evitate, iar tdcerea
demonstreaza refuzul de participare la un sistem corupt. Termenul ,ecosisteme”
extinde sensul dincolo de sfera biologicd, facand trimitere la reteaua sociald aflatd in
plind degradare, fard a exista vreo sansa de salvare. Cu ajutorul versurilor se realizeaza
o metaford a societdtii ca organism bolnav, al caror simturi sunt complet atrofiate.
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Intentiile trap-ului

De obicei, cantecele artistilor din aria hip-hop-ului urmaresc transmiterea unor idei
personale cu observatii critice asupra societdtii in care trdim si a conditiei umane in plin
regres, printr-un mesaj plin de expresivitate si joc lingvistic, iar pragmatismul este aplicat.
Acest tip de discurs se remarcd prin autenticitate, unde artistul nu ascunde emotia sau
opinia personald, o transformd in diferite declaratii cu aspect ludic, poate chiar ironic.
Melodiile lui Deliric devin, astfel, o formd de discurs epidiatic, sau cum il denumeste
Aristotel (Dragos, 2000), discurs demonstrativ. Corpusul se adreseaza unui public larg, care
asistd la spectacolul muzical al artistului, devenind astfel martor si receptor activ, desfasurat
in timp real. In acest caz, ne putem raporta la Tabelul 1 din cadrul capitolului teoretic si pe
care il putem dezvolta conform nevoilor corpusului actual:

Autorul Opera Publicul

Sfera de desf
Artizan al regulilor era de destasurare a Partenerul de joc

strategiilor lingvistice

Audienta care consuma genul

Deliric Piesele Azi si Miine .
acesta de continut
Stabilirea
Functi jocului Spatiul de exprimare a Decodarea in propriul stil a
unctia SO L . . S
T lingvistic si metaforei, a ritmului si al sensurilor ascunse si validarea
pragmatica A L K . R .
a intentiei mesajului talcului
ironice

Tabel 3. Reprezentarea pieselor Azi si Maine conform Tabelului 1.3

Versurile detin o functie sociald, de transmitere a unei semnificatii importante,
impdrtdsind normele moralitdtii publice, pentru persuadarea auditorului, si chiar de a
obtine castigul intr-o cauzd. Prin modul in care mesajul este transmis, un mod expresiv,
estetic, creatiile lui Deliric pot fi incadrate in categoria discursului epidiatic, conform
normelor retoricii. Pe langd aceastd particularitate demonstrativd, cantecele pot
reprezenta o adresare directd cdtre o singularitate sau cdtre un public intreg. Acest tip
de pozitionare directd infdtiseaza o strategie familiar-didactic, deoarece existd o
implicare a interlocutorului, un impuls dialogal, conducand la o tendintd generald.
Formele de adresare pot fi regasite la plural cu aspect familiar, dar in cazul cantecelor
lui Deliric, adresarea mesajului este intemeiatd la singular, la un nivel comun al
oamenilor prin care se doreste identificarea auditoriului in semnificatie. In melodia Azi,
incd de la primele versuri putem observa o notd de generalitate, cu posibilitate de
interpretare de reflectie introspectiva:

,Azi Tned respir fiird mdsti,
Incd pe cer pasiri recunosti.

3 In Tabelul 3 s-a evidentiat functia pragmatica a fiecirui component din trinomul autor-opera-
public pentru observarea impactului lingvistic si care este scopul final al fiecdrui compozant.
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Azi incd ai apele vii, e de prosti!
Vrei si renunti la tot ce cunosti.”

In versurile citate depistim o semnificatie metaforici, unde jocul semantic
activeaza sensul trdirii libere, prin hranirea autenticitatii, dar presiunea interioard nu
inceteazd, intervenit nevoia de atasare a unor filtre sociale pentru integritate. Deliric
construieste o arhitecturd a fragilitdtii, unde elementele naturale - respiratia, cerul,
pésdrile si apele - Inceteaza sd mai fie simple repere ale decorului, devenind indicatori ai
unei libertdti reziduale. Adverbul ,incd” oferd un efect pragmatic, ce genereaza un
sentiment acut de nesigurantd, a carui repetitie obsesivd transformé actiunile fiziologice
banale in privilegii temporare, anticipAnd finalul. Combinat cu adverbul ,Azi” in

4

constructiile ,Azi incd respir...” si ,Azi incd ai apele vii...” se marcheazd un moment
limitd pentru aceastd libertate de care mai putem dispune. Ei bine, prin folosirea acestui
adverb, se construiesc momente decisive in strategia de comunicare bazatd pe deicticul
temporal ,Azi” corelat cu adverbul de duratd limitatd, avand particularitatea de atragere
a atentiei si marcheaza un moment de rdscruce intre prezentul trdit si viitorul colaps. Din
punct de vedere al receptiei, metoda repetitivd a adverbelor functioneaza ca un apel la
complicitatea auditoriului pentru a provoca o implicare subiectivd, in care artistul si
publicul devin parteneri in recunoasterea unei realitdti aflate la limita degradarii.

Si in melodia Mdine observam in versurile-refren o tendintd asemandtoare:

. De unde am plecat si unde am ajuns
N-am reusit sd grisesc raspuns
Oricat am strans nu imi e de-ajuns
Scopul nostru incd e ascuns.”

Versurile se regdsesc la finalul fiecdrei strofe din melodie, inaintea refrenului,
tinzand spre a fi o concluzie la ce s-a descris in intreaga strofd. Repetarea acestor
versuri la finalul strofelor creeazd o structurd circulard, ce accentueazd ideea de
stagnare si imposibilul de progres. Jocul dintre trecut si prezent, dintre ,unde am
plecat” si ,unde am ajuns”, subliniazd discrepanta temporald cu valoare simbolicd, care
ofera iluzia de evolutie a societdtii, dar rimane prizoniera acelorasi tipare de gandire si
comportament. Se simte tonul ironic cu care Deliric creeazd o forma de reflectie critica,
unde artistul nu deplange pasiv realitatea, oferda pe tava obsesiile generale ale
momentului si o supunerea unei analize lucide, in care dezamagirea capatd functie
morald. Adverbul ,oricat” desemneazd procesul indelungat pentru a-si raspunde
nemultumirilor si a tuturor indigndrilor pe care le-a acumulat pe parcursul vietii,
referitor la problematica existentei si a valorilor sociale. Aceastd valoare de insuficientd
a cunoasterii transmite sentimentul de neimplinire: ,Oricat am strdns, nu imi e de
ajuns”. Prin formularea ,Scopul nostru inca e ascuns”, se poate interpreta o metafora ce
prezintd un sens pierdut, incapacitatea colectiva de a definii clar directia umanitatii si
daca ne indreptdm spre drumul cel bun.
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In versuri descoperim ludicul

Explorarea jocului de cuvinte este esentiald pentru a intelege elementul ludic
din versurile lui Deliric, deoarece prin intermediul acestuia, textul dobandeste un
caracter usor de intipdrit in mintea ascultdtorului. Figurile de stil pot fi utilizate in scop
cognitiv, stimuldnd imaginatia ascultdtorului si il determind sd vizualizeze mai clar
situatiile descrise, dar mai ales dorinta creatorului ca publicul sd se poatad identifica cu
experientele sau emotiile din versuri. Astfel, jocul lingvistic devine un mecanism de
implicare in care artistul creeaza prin cuvinte o punte intre el si public. In piesa Azi se
poate observa repetitia pronumelui personal ,ma”, la inceput de vers: ,Ma-ntreb cu
temeri dacd mai rezitd”, ,Ma lupt cu mine sd-mi gasesc vocea”, ,Méa-ntreb cum se vede
de sus ce facem”, fiind o tehnicad de reflexivitate in care subiectul suportd actiunea, iar
cel ce sustine actul poate sa fie artistul care isi transpune gandurile si trdirile catre
public, experienta sa sentimentald. Pronumele personal ,ma” reprezintd vocea
artistului care isi expune vulnerabilitatea si isi transpune trdirile intr-o confesiune
poeticd, dar aceastd ipostazd a persoanei din versuri care se interogheaza faciliteaza o
tranzitie fluida cdtre ascultitor. Publicul devine un , partener de joc” care se regaseste in
aceste dileme existentiale, iar experienta sentimentald este universalizatd, transformand
discursul hip-hop intr-un spatiu al recunoasterii, unde lupta pentru identitate si voce
rezoneazd cu experienta subiectiva a fiecdrui receptor.

Acelasi caz identificim si in melodia Mdine: ,, Am facut pasi incet, am ramas in
urmd”, ,Am fdcut pasi rapid, ne-am rupt de turma”, ,Am noroc de aripi, nu zbor
deloc” prin care existd repetitia verbului ,a avea”, insad ceea ce lipseste din compozitia
morfologicd structurald, considerandu-l ca o elipsd gramaticald, subiectul care exercita
actiunea. Prin acest fapt, s-a pdstrat un loc de interpretare din mai multe unghiuri.
Repetitia devine un instrument prin care artistul isi exprimd dezamadgirea fatd de
propriile demersuri si fatd de realitatea sociald pe care o contempld, transformand
frustrarea in luciditate si exercitiu de constientizare. in acelasi timp, ascultdtorul este
invitat sa se regdseasca in versurile care descriu stdri si contradictii universale, proces ce
genereazd o reflectie personald asupra propriilor experiente si valori. Prin rezonanta
emotionald a repetitiei, mesajul se fixeazd mai usor in memorie si ii provoaca
receptorului o participare afectivd. Totodatd, versurile trimit spre o criticd a societatii,
ca un spatiu al incoerentei si al resemnadrii. Repetitia devine, de asemenea, un mijloc de
evidentiere a tiparelor colective si a erorilor recurente ale umanului contemporan.
Elementul repetitiv nu detine doar functia esteticd, devine un act de vorbire cu valoare
pragmaticd, constituind o legdtura intre limbaj, gandire si actiune.

Se poate observa cd Deliric adord repetitia in versurile sale, sd accentueze
anumite trdsituri sau obiecte importante, ce ne pot revela conceptii. In piesa Miine
existd o accentuare a cuvantului , pas”, construit in diferite sintagme:

. De la mersul biped la primul pas pe lund
Am ficut pasi incet, am ramas in urmd
Am ficut pasi rapid, ne-am rupt de turmd
Si pasi inapoi ce speranta de curmid
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Ci facem pasi mari peste omenire
Da pagsi prea mici pentru omenie.”

Prin repetitia cuvantului , pas” se construieste o idee complexd despre evolutia
conditiei umane, demersul acesteia in viat si toate piedicile pe care le poti intampina. In
versurile prezentate, cuvantul ,pas” poate fi nominalizat ca un nucleu semantic, un
element de coeziune care marcheaza ritmul si sensul miscarii in timp si spatiu. In prima
instantd, ,, pasul” desemneaza mersul firesc al omului, o evolutie fizicd ce porneste ,De la
mersul biped” pand la cucerirea spatiului. Capacitatea noastrd de a fi invincibili este
absolutd, dar singura piedicd identificatd este chiar propria persoand. Nu ne putem
raporta la o subiectivitate prin folosirea constantd a formei de perfect compus a verbului
»a face”, din contrd, opteaza pentru o generalizare a natiunii, prin alternanta dintre , pasi
incet”, , pasi rapid” si ,,pasi inapoi”, deoarece progresul material este dublat de o stagnare
morald, iar inaintarea nu inseamnd neapadrat evolutie. Reprezintd un procedeu prin care
se relevd un paradox dureros; in timp ce avantul material este accelerat, dimensiunea
morald stagneaza sau chiar tinde spre un regres ,curmand speranta”.

Aceasta discrepantd culmineazd in antiteza finald dintre ,pasi mari peste
omenire” si ,pasi prea mici pentru omenie”, o formulare ludicd cu strop de amdraciune
care denuntd atrofierea bunitatii si a sprijinului reciproc in favoarea unor realizari
exterioare golite de substantd eticd. Jocul lingvistic instrumentalizeaza repetitia pentru a
demonstra c&, in absenta valorilor umane fundamentale, inaintarea tehnicd nu
reprezintd neapdrat o evolutie reald, poate reprezenta o succesiune simpld a unor
miscdri mecanice.

Prin structurd putem ritma

Din punct de vedere structural, cantecele detin muzicalitate cu ajutorul
amestecului divers de rime: imperecheatd, incrucisatd, pe alocuri rima albd, dar cu un
accent pe monorimd, care, la nivelul oralitdtii, creeazd un ritm dinamic. Prin dictia
impecabild a artistului, mesajul devine clar pentru ascultdtor, iar alternanta tipurilor de
rimd intretine atentia auditivd. Deliric demonstreazd prin folosirea rimelor dorinta unui
impact sonor, monorima avant intdietate in utilizare, ducand spre o tendintd ludicd sonora.

Ne putem gandi la ideea de hipnoza la nivel fonic, prin care rima, repetitia
terminatiilor si ritmul creeazd o stare de imersiune sonora. Tonul si atmosfera pieselor
sunt alese in asa fel incat sd existe o concentrare asupra sentimentelor si a gandirii
interioare, de creare a unei atmosfere reflexive, prin care artistul examineaza lumea din
jurul sdu sau sd realizeze o incitare a publicului prin care acestia si inceapa o
retrospectie la nivelul mesajului sau chiar la nivelul propriilor sentimente. Rima nu
redd doar un procedeu formal, reprezintd un factor de unitate semanticd si afectivd,
care determind organizarea sonora a expresiei si ajutd la intensificarea trdirii. Asa cum
observam si la Nicolae Constantinescu (1973), in poezia populard, rimarea functioneaza
ca marcd de echilibru si memorie, mentindnd unitatea textului si sporind impactul
emotional al mesajului. Aplicind aceastd perspectiva asupra versurilor, Deliric reda
rima intr-un sens asemanator, fiind un mecanism de memorare si constientizare. Rima,
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pe langd cd este o formd estetica si de muzicalitate, reprezinta si un instrument
pragmatic, prin care accentueazd ideile principale, structureaza discursul si creeaza
senzatia de intensitate discursiva. Acea alternare de rime ne poate duce cu gandul la
reproducerea unei tensiuni interioare dintre ordine, controlul rational si haosul
gandurilor si al vietii.

In estetica hip-hop-ului contemporan, ritmicitatea si muzicalitatea nu constituie
simple atribute formale, reprezintd piloni esentiali ai discursului, versurile fiind
structurate pe o linie melodica menitd sa potenteze impactul mesajului asupra publicului
larg. Prin remarca lui Sorin Despot (2025), genul acesta muzical supune rima unui
veritabil regim de ,fitness” lingvistic, antrendnd-o sd genereze diverse ,acrobatii
fonetice” care sfideazd etichetdrile conservatoare de ,fandoseald decadenti”. Genul
acesta de dinamicd a rimei ca fortd constructiva este magistral ilustrata de Deliric in piesa
Azi, unde recurenta sunetelor si alternanta rimelor interne edificd un efect fonic dens, cu
dublu rol; captarea atentiei auditive si reliefarea unor semnificatii ontologice complexe:

., Zbori fird stol, ai rdmas la sol.
Tripu-i nasol, te vezi idolul lor.
Tripuri de ego, da-ntregul e gol.
Piese de lego nu leagd ce vor.”

Prin aceste versuri artistul ilustreaza perfect aceastda dinamicd a rimei ca forta
constructiva. Recurenta sunetelor si alternanta rimelor interne creeaza un efect fonic
dens, menit sd atragd atentia ascultatorului si sd accentueze semnificatia enunturilor.
Sintagma ,, Zbor fara stol” indica pierderea din colectivitate, o formd de singuratate intr-
un mod voluntar, iar contrastul dintre ,zvor” si ,sol” simbolizeaza prabusirea prin
contrastul semantic si paronimic. Simtim si o muzicalitate la nivelul paronimelor , sol” -
»stol”, dorind atentia celui care ascultd. Jocul paronimic dintre ,ego” si ,lego”
constituie o ironizare a lumii artificiale, servind drept instrument de ironizare. Ideea de
~Piese de lego nu leaga ce vor” sugereaza o societate dezbinatd, construitd din elemente
lipsite de fundamente morale. Ingeniozitatea fonetica a textului este transpusa ca un
exercitiu de stil si ca o strategie pragmaticd prin care rima devine suportul unei
radiografii lucide a aliendrii umane contemporane.

Concluzie

Analiza pieselor Azi si Mdine ale artistului Deliric a evidentiat modul in care
discursul hip-hop-ului roménesc integreaza dimensiunea ludicd a limbajului intr-un
cadru expresiv unitar, in care esteticul si moralitatea sociald nu se exclud, din contrd, se
potenteazd reciproc. Departe de a fi un simplu exercitiu de stil, jocul de cuvinte si
utilizarea argoului intr-un mod strategic printr-un amestec hibrid al registrelor stilistice
converg spre configurarea unui discurs artistic profund reflexiv, modificand orizontul
de asteptare al auditoriului printr-o maniera neasteptata.

Din perspectiva semantica si pragmaticd, ludicul in universul liric al lui Deliric
transcende functia de divertisment, impundndu-se ca un mecanism de expunere a
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realitdtii in care trdim. Prin jocul fonetic si asocierile paronimice, artistul surprinde
tensiunile societdtii contemporane printr-o maniera transformatoare a cuvantului, adica
dintr-un stil de comunicare intr-o lupd criticd. Valorificarea libertdtii lingvistice -
manifestatd prin acordarea de noi valente expresiilor cotidiene si tehnice - solidifica o
esteticd a autenticitatii, specificd nu doar genului muzica hip-hop, cat si noilor directii
de explorare semanticd din aceastd arie muzicald.

In concluzie, corpusul supus analizei ludice demonstreaza ca limbajul hip-hop
poate reprezenta un spatiu spornic pentru jocul lingvistic, oferind un contrast intre
seriozitatea criticii sociale si pldcerea creativitatii expresive. Aceastd ,functie cu talc” a
jocului lingvistic, asa cum a fost identificat in versuri, confirmd faptul ca arta genului
muzical prezentat functioneazd ca un organism viu, capabil sd reinventeze limba
standard prin invitatia publicului la o cooperare interpretativd in decodarea
profunzimii sensurilor. Astfel, discursul lui Deliric poate fi comparat cu o fereastra care
ne conduce spre o limba plind de creativitate, unde sensul este o constructie plind de
dinamism, alimentata de intersectia dintre intentia autorului si contextul comunicativ.
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Abstract: Through this article I propose to make a synthesis of the evolution of the theorization of
the direct complement starting from the 20th century to the present day. The paper reveals both
information from academic sources belonging to the Romanian Academy, collecting information
from works with a pedagogical foundation and school textbooks, precisely in order to note the
way in which theoretical notions are reflected especially in classroom teaching. From the very
beginning, based on the definitions given to the direct complement in the grammars of the last
century and of the current century, we must be aware of the changes that occur in the use of the
language. Thus, we trace the transition from two basic grammars of the 20th century towards two
grammars of the beginning of the 21st century, also taking into account the pedagogical nuances.
In this sense, we will focus on the way in which the direct complement is defined, on the regent
elements, included in both academic grammars and didactic works, also following the parts of
speech through which it is expressed, but also special situations such as the obligatory or
optional existence of the direct complement in a statement or the difference between the direct
complement and the internal direct complement.

Keywords: tradition, innovation, grammars, complementation, regents.

Se spune cd La inceput era cuvantul, iar dupd el au urmat toate celelalte. Asadar,
incd de la origini, omului ii era destinat s munceasca pentru a aduce o contributie lumii
in care trdieste de pe o zi pe alta, dezvoltand din cuvinte mici sensuri marete, creionand
sintagme pompoase, dar care, indiferent de lumina care le patrunde spre a fi descifrate,
raman la acelasi inteles simplu din care au fost gandite si prin care au luat nastere.

1. Izvoare de cercetare

Prin acest articol imi propun sd realizez o sintezd in vederea evolutiei
teoretizarii complementului direct pornind de la secolul al XX-lea pand in zilele
noastre, sinteza care va fi realizatd atat pe baza informatiilor din Gramaticile Academiei
secolului trecut, cat si pe baza celor din Gramaticile Academiei ale secolului actual.

In ceea ce priveste realizarea acestei sinteze, md voi raporta, mai ales, la
Gramatica limbii romane (Graur et al., 1963), precum si la informatiile teoretice cuprinse
in tirajul nou de la 1966 (Graur et al., 1966), trecand, totodatd, in revistd notiunile

1 Coordonator: Prof. univ. dr. Rodica-Mdarioara NAGY.
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teoretice din Gramatica din anul 2005 (Gutu Romalo, 2005), remarcand felul in care
acele informatii s-au mentinut neschimbate sau au fost addugate noi repere in noua
editie a Gramaticii Academiei din 2023.

Deci, sursele de cercetare consultate constau atat in lucrdri academice
fundamentale care stau la temeliile morfologiei si sintaxei actuale moderne, aldturi de
tratatul de sintaxd a lui Corneliu Dimitriu (1982) dar si in scrieri pedagogice, precum
sunt lucrdrile Mariei Emiliei Goian (1992), ale Marianei Badea (2025) si in manuale
scolare de clasa a VIlII-a, tocmai pentru a remarca cum se imbind teoria cu practica, cu
precddere in predarea notiunilor la clasd. Astfel, se urmareste glisarea dinspre doua
gramatici de baza ale secolului al XX-lea, spre doud gramatici de inceput de secol XXI,
avand in vedere si nuantele pedagogice. In acest sens, ma voi centra pe modul in care
este definit complementul direct, pe elementele regente ale acestuia, cuprinse atat in
gramaticile academice, cat si in lucrdrile didactice, urmarind, printre alte aspecte, si
pdrtile de vorbire prin care se exprimd, dar si unele situatii speciale cum sunt cele
legate, de exemplu, de obligativitatea sau facultativitatea existentei intr-un enunt a
complementului direct sau diferenta dintre complementul direct si complementul
direct intern.

Mai mult decat atat, spre finalul articolului, existd acea completare a informatiilor
din gramaticile academice cu cele din lucédrile pedagogice si manuale scolare.

2. Complementul direct - observatii generale
2.1. Incerciri de definire

Ceea ce individualizeazd complementul direct de alte tipuri de complemente
existente in limba romana este faptul cd apare in cadrul grupului verbal, dar si in cel
interjectional, situdndu-se pe pozitia de element subordonat in sfera relatiei de
dependentd fatd de centrul grupului, realizdindu-se ,printr-un nominal in cazul
acuzativ’ (Academia Romaénd, 2023, p. 866). Aceastd definitie este mult mai
cuprinzdtoare decat definitiile apdrute in gramaticile de dinainte, tocmai pentru ca
terminologia de specialitate a suferit unele modificari, fiind construitd cu ajutorul
cardmizilor mai moderne, dar asezate pe vechea fundatie, astfel ca informatia rdmane
neschimbatd, raportandu-se la aceeasi realitate.

Luand drept exemplu cum este definit complementul direct in vechea
gramaticd a Academiei, remarcam simplicitate si lipsa de sofisticare in exprimare, fiind
numit, ,partea de propozitie care determind un verb sau o interjectie” (Graur et al,,
1963, p. 153), pe atunci neoperandu-se cu notiunea de grup verbal sau interjectional, asa
cum am putut vedea in gramatica din zilele noastre. La fel se defineste complementul
direct si in tirajul suplimentar, din 1966, al aceleiasi lucrari. (Graur et al., 1963, p. 153)

In GALR din 2005, aflim ci acest complement apare in grupul verbal si, in
situatii mai speciale, chiar si in cel interjectional, fiind considerat un element care
functioneaza ca un subordonat , intr-o relatie de dependentd fatd de centrul grupului”
(Gutu Romalo, 2005, p. 371), avand realizare de tip prototipic, ceea ce inseamnd cd se
realizeazd printr-un termen nominal in cazul acuzativ, asa cum demonstreaza
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exemplele urmadtoare: Fata mandncd un mdr.; I-am vizut pe amdndoi la scoald.; Numesc pe
al doilea din banca de la geam sd iasd la tabld..

Din aceste definitii date complementului direct, putem observa schimbarea
terminologiei, pornindu-se de la o terminologie simpld, accesibild chiar si unui public
nespecializat, spre o exprimare elevatd, poate chiar incdrcatd, tipicd pentru secolul in
care trdim.

2.2. Complementul direct versus complementul direct intern

O deosebire remarcabild sesizatd intr-una dintre lucrdrile de bazad ale lui C.
Dimitriu este aceea cd un complement direct si un complement direct intern se disting
prin prisma felului in care se exprimd. Astfel, acest autor semnaleaza cd ,fatd de
complementul direct [...], complementul intern se exprimd numai prin substantive si
numai prin unele dintre ele” (Dimitriu, 1982, p. 251), asa cum am putut ardta in
exemplele oferite ca suport, asadar nu toate substantivele aldturate unor verbe cu care
pare cd se potrivesc ca sens pot avea statutul de complemente directe interne.

GALR din 2005 mentioneaza ideea cd unele verbe intranzitive pot intra in relatie
cu un complement direct, ,accidental” (Gutu Romalo, 2005, p. 374), iar ceea ce reiese in
urma acestei intdmpldri se numeste complement intern. Exemplele enumerate fac
referire la acelasi complement direct intern despre care vorbeste si Corneliu Dimitriu: A
dormit un somn adinc., A luptat o luptd desarti., A mers un drum obositor., f;i triieste
traiul., A visat un vis urdt., enunturi in care obiectul care suferd actiunea este atasat
imediat dupd un verb intranzitiv din aceeasi familie lexicald cu acesta. Gramatica ne
sugerezd cd aceste verbe nu sunt nici tranzitive, nici intranzitive, ci au statut de mijloc,
pentru cd, din punctul de vedere al formei, ar parea ca indeplinesc conditiile pentru a
avea statut de verbe tranzitive, insd nu prezinta caracteristici semantico-pragmatice,
verbele neatribuind complementului vreun rol tematic si, mai mult, nu se complac in
situatiile de dublare si pasivizare, asa cum se intdmpld cu verbele tranzitive, care nu
ridicd probleme. (Gutu Romalo, 2005, p. 374)

2.3. Elemente regente, mentionate in lucrdrile academice

Un aspect gramatical ce meritd a fi remarcat este cel din Gramatica Academiei
din 2023, unde se sustine in mod cert ca functia sintacticd de complement direct este
,impusd de un verb obligatoriu tranzitiv, care cere complement direct” (Academia
Romand, 2023, p. 866). in acest sens, suntem tentati sa considerdm cd noua editie a
gramaticii limbii romane indreaptd doar verbele tranzitive spre functia de complement
direct, deoarece numeste drept regente verbele personale la moduri personale, utilizate
cu frecventd, dar si formele verbale nepersonale de tipul infinitivului, gerunziului,
supinului; apoi, locutiunile verbale tranzitive constituie, aldturi de interjectiile
predicative, termeni regenti ai complementului direct, in viziunea acestei gramatici
moderne. Mai mult, in ambele lucrdri de specialitate discutate se vorbeste despre
adjectivul dator ca termen regent pentru complementul de fata.

in gramatica din 2005, in contextul caracteristicilor semantice, apar integrate
rolurile tematice pe care verbele regente ale complementului direct le pot primi. Astfel,
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apar verbe ,de tip agentiv” (Gutu Romalo, 2005, p. 372), care conferd un rol tematic
complementului direct - sub egida acestui rol, rolul prototipic ii este atribuit
Pacientului, ca in exemplele urmatoare: Inchide geamul., Citeste scrisoarea., Aranjezi
cartile in bibliotecd.. In alte situatii, de pilda in cele in care apar constructii cu reflexiv
propriu-zis sau reflexiv reciproc, Gramatica din 2005 subliniazd cd Agentul poate sa
aibd aceeasi referintd cu Pacientul, sa se refere la acelasi lucru, adica poate fi
,coreferential” (Gutu Romalo, 2005, p. 372), acesta fiind un alt rol tematic pe care
verbele regente il pot atribui complementului direct.

Iata cateva exemple care sd scoatd la iveald acest din urma: Elena se laudi (pe
sine), Mihai si Mircea se laudd (unul pe altul). In continuarea particularitatilor semantice,
apar descrise si alte roluri tematice care ii pot fi atribuite complementului direct,
precum cel de Beneficiar (Fata ajutd pe mamd la treburile casnice.), de Experimentator
(Md doare capul.), de Tinta (El ne loveste.), de Locativ (Copiii colindd ulitele satului.).
Aceste roluri apar mentionate, in aceeasi ordine de idei, si in Gramatica din 2023.
Gramatica Academiei din 2023 asociazd ,,accidental” (Academia Romand, 2023, p. 869)
unele verbe intranzitive cu un complement direct, aici fiind mentionat complementul
direct intern. Gramatica Academiei crede cd acest tip de constructii se afld la granita
dintre tranzitivitate si intranzitivitate si motiveaza aceastd alegere prin invocarea
argumentelor de ordin formal, ce trimit cdtre ideea cd verbele regente cer obiect, deci
merg pe linia tranzitivitatii, dar si a argumentelor semantico-stilistice; astfel se schimba
perspectiva de a privi lucrurile, caci este vadit faptul ca aceste verbe ,nu acceptd
dublarea si pasivizarea” (Academia Roménd, 2023, p. 869), de aceea nu pot fi in
totalitate verbe tranzitive, ci doar indeplinesc partial conditiile tranzitivitatii, prin
formalitatea lor.

In continuare, gramatica actuald a Academiei releva aspectul conform ciruia
chiar si un verb intranzitiv, ca a fi, poate fi considerat verb tranzitiv cu conditia de a
avea un complement direct care se exprimd printr-o formd cliticd in cazul acuzativ,
fiind evidentiatd, de asemenea, o insistentd in planul comunicarii orale prin inserarea
formei clitice, iar informatia oferitd este menitd sa marcheze afectiv receptorul: Talentul
nu il ai, ci il esti.

2.4. Complementul direct obligatoriu/ facultativ

Consider ca este de folos mentionarea situatiilor cAnd complementul direct este
obligatoriu sd apard intr-un enunt sau cand este element facultativ, fard a fi necesar in
mod expres sd fie introdus in enunt. GALR (2023) considerd cd, pe de o parte, pentru
multe verbe, complementul direct este obligatoriu pe langa unele verbe, fiind un
determinativ obligatoriu, fard de care verbul nu ar avea sens complet. De pildd, in
enuntul Ea spune., se poate sesiza o absentd a unui termen care ar completa intelesul, iar
acel termen este insusi complementul direct, deci trebuie exprimat: Ea spune adevdrul.

Clasa de verbe enumeratd in GALR, care are nevoie de un complement direct
exprimat, este urmatoarea, cu mentiunea ca nu este o clasa de verbe finitd, ci mai pot fi
addugate oricand si alte verbe: ,,a adduga, a atesta, a clarifica, a constitui, a da, a face, a
intalni, a mangaia, a preconiza, a pune, a reprezenta, a trimite”. (Academia Romans,
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2023, p. 868) Pe de altd parte, existd o serie de verbe pentru care complementul direct
este facultativ si nu este neapdrat sa fie exprimat, serie la care, de asemenea, se mai pot
adduga si alte verbe: ,a ara, a auzi, a bea, a lucra, a manca, a repeta, a studia, a
traduce”. (Academia Roménd, 2023, p. 868) Se pare cad aceastd serie de verbe deja
transmite o informatie suficientd si nu ar mai avea nevoie de un complement direct
atasat verbului, cdci se subintelege mesajul, de exemplu: El mdndncd (ceva).

Mai mult decat atat, atat in Gramatica Academiei din 2005, cat si in cea din
2023, atrag atentia formele verbale nepersonale de infinitiv si gerunziu, aflate pe pozitie
de elemente regente ale complementului direct, cici isi pierd autonomia in vorbire,
diferentiindu-se de verbul prototipic. Existd, totusi, contexte, in care infinitivul are
autonomie in planul comunicdrii. O situatie in care infinitivul are autonomie
comunicativd este atunci cidnd apare, adesea, ca un avertisment, utilizat in forma
negativa: A nu rupe florile!, A nu calca pe iarbi!. Asadar, infinitivul si gerunziul au nevoie,
in cea mai mare parte, de un verb predicativ de care sa se sprijine pentru a reusi sa

formeze o comunicare autonoma.

2.5. Exprimarea complementului direct prin diferite pdrti de vorbire

In ceea ce priveste partile de vorbire prin care se exprima complementul direct,
vom vedea cd existd anumite nuante in gramaticile din secolul actual, pe cand in
gramatica veche lucrurile nu sunt atat de complexe. In acest sens, in gramatica secolului
al XX-lea remarcam ca acest complement se poate exprima printr-un substantiv sau
printr-un substitut al acestuia, fiind vorba despre ,nume, adjectiv substantivizat si
numeral.” (Graur et al., 1963, p. 153) Vom oferi exemple concludente, asemenea celor
deja scrise in Gramatica: Vid o pasdre intr-un copac., Dacd vii sd iei cirtile, fi le dau pe
gratis., Voiam si gdsesc ceva in dulapul vechi. Apoi, gdsim In aceeasi sursa cd si verbele
aflate la moduri nepersonale si nepredicative constituie termeni prin care putem
evidentia complementul direct: [ncepe a vorbi despre scoald., El aude tundnd., Am de citit.
O observatie facutd este menitd sd ne informeze cd, dupd anumite verbe, cum este
verbul a invif, complementul direct poate fi exprimat prin asa-zisele adverbe cu
valoare substantivala: El invayi ruseste., adverb echivalent cu structura nominala limba
rusd. (Graur et al., 1963, p. 153)

in Gramatica din 2023, la fel ca in cea din 2005, o primd realizare a pozitiei
sintactice de complement direct in cadrul grupului verbal este numele in acuzativ, deci
realizarea prototipica. Aceastd realizare este reprezentatd atdt prin substantive, cat si
prin deictice sau anaforice pronominale sau numerale pronominale, fiind substitute ale
substantivului. Apoi, aflim cd complementul direct se exprimd si prin locutiuni
pronominale: Citeste te miri ce.; Bea cine stie ce.

Observam cd si in editia noud a Gramaticii limbii romdne se vorbeste despre
complementul direct exprimat prin nume obtinute prin substantivizarea cuvintelor
provenite din alte clase lexico-gramaticale, precum clasa adjectivului, adverbului,
interjectiei. Substantivizarea se face in doud etape: atat morfologic, prin utilizarea unor
marci flexionare tipice substantivului, de exemplu articularea cu articol hotdrat enclitic
sau cu articol nehotdrat proclitic, cat si sintactic, prin punerea cuvantului in pozitia
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cuvenitd, cea de complement direct: Am auzit un of in sald.; Dusmanii ii vor rdul.; fnva,td
franceza. Complementul direct se actualizeazd si prin forme de tip adverbial, inlocuind
denumirea limbilor strdine si fiind atasat dupa verbe de cunoastere precum a inviza, a
intelege, a sti: Invagi englezeste (limba englezd). Cu ajutorul fenomenului
substantivizdrii, in GALR ni se prezintd si alte parti de vorbire care, precedate de
prepozitia specificd acestui tip de complement, devin complemente directe. Pot fi
interjectii care se substantivizeaza prin intermediul prepozitiei pe: Scoate ,,pe of” din
enungul scris. sau chiar adjective: Pe nemernic nu-l poti destepta. in privinta claselor
lexico-gramaticale neflexibile precum adverbul, prepozitia, conjunctia, dar si pentru
unele formule de adresare, de salutare, aflim din GALR cd ,, nominalizarea in acuzativ
se obtine numai autonimic” (Academia Romand, 2023, p. 870), de exemplu: Maria spune
,bine” foarte des, in semn de politete., Adaugai , de” in propozitie,, Scoate ,$i” din sintagma
aceea., Cand intrati in clase, spunefi ,,bund ziua”.

Dupd cum spuneam, in Gramatica Academiei de astdzi se reiau si se rafineaza
constatdrile analitice anterioare. De exemplu, un element de noutate este acela ca daca
complementul direct se exprimd prin substantive cu trdsdturd semanticd [-Animat],
atunci complementul direct nu este precedat de prepozitia-i specifica: Calul bea apd de la
izvor, Mama spald hainele in magina de spdilat. Pe plan opus, identificdim usor cd la
substantivele caracterizate prin semul [+ Animat], poate apdrea sau nu prepozitia pe, in
functie de trdsdtura semanticd numitd individualizare. Asta inseamna ca, dacad vorbesc
despre un nominal oarecare cu trasiaturd semanticd [+ Uman], atunci nu vom folosi
neapdrat prepozitia pe: Gasesc elevi tn binci, dar o putem folosi daci ne referim la o anumitd
categorie de oameni, persoane deja cunoscute: Gisesc pe elevi in binci (pot fi elevii mei, pe care
7i cunosc). Cea mai evidenti formd de individualizare in care trebuie sid folosim
obligatoriu prepozitia pe, este cdnd oferim numele persoanei aldturi de care asociem
complementul direct: Gisesc pe elevul Toma in banci. In acest caz, observim ci apare si
articolul hotarat enclitic atasat complementului direct. In gramatica secolului al XXI-lea,
ni se exemplificd in continuare situatii in care poate apdrea complementul direct
exprimat prin substantiv. Una dintre situatiile semnificative este cea in care in existd o
constructie cu dativul posesiv, in care acesta se afld in stdnga verbului regent, iar dupa
verbul regent apare complementul direct: Isi cunoaste pdrintii.

2.6. Prepozitia pe - marcd specificd

Prepozitia pe reprezintd o marcd specificd acestui tip de complement, putand
apdrea Insotit sau neinsotit de prepozitie, in functie de cum necesitd situatia exprimata.
Frecvent, atunci cdnd se simte nevoia de particularizare, de individualizare, este
obligatoriu sd fie folositd, dupd cum se poate remarca in enuntul: Am vizut-o pe sora
Anei la magazin., pe cdnd in situatiile generale, atunci cand nu suntem direct interesati
de obiectul in sine, nu este necesar sd atasdm prepozitia care insoteste obiectul
exprimat: Am cumpdrat flori de la magazinul din colf..

In gramaticile actuale, prepozitia pe este prezentatd drept ,,0 marcare sintacticd
de tip analitic, adesea concurentd cu o altd marca sintacticd, dublarea clitica, cumuland
functia de marca sintactica a pozitiei de complement direct si de marcd semanticd de

70



individualizare.” (Academia Romand, 2023, p. 871) Nu trebuie sd neglijam statutul atat
de important al prepozitiei pe, care poate apdrea si pe post de prepozitie-morfem,
alaturi de celelalte: a, de si la.

3. Elemente regente ale complementului direct, selectate pe baza lucrarilor
pedagogice si manualelor scolare

Nu in ultimul rdnd, asa cum am mentionat in prima parte a articolului, aceasta
parte este dedicatd informatiilor culese si slefuite din lucrdri pedagogice si manuale
scolare, ce vin in completarea informatiilor din lucrdrile academice, pentru a oferi o
imagine de ansamblu in legdturd cu elementele regente pentru complementul direct.
Astfel, este bine cunoscut faptul conform cdruia complementului direct ii revin drept
termeni regenti verbe din categoria celor tranzitive, dar ne punem intrebarea daca doar
verbele tranzitive constituie principalele tipuri de verbe luate ca regente sau daca pot
exista situatii mai speciale in care si verbele intranzitive constituie elemente regente
pentru complementul direct.

Intr-o carte planuitd si fie culegere de exercitii, ce contine fise de lucru
individuale pentru ceea ce inseamnd analizd sintacticd, gdsim informatia conform céreia
monotranzitivele, respectiv bitranzitivele constituie elemente regente pentru
complementul direct (Goian, 1992, p. 116). Chiar din simbolistica numelor acestor doua
subcategorii, reiese cd acceptd un singur complement direct, respectiv doud
complemente directe. Pand aici, nu e vreo noutate. Apoi, citind in continuare, aflam ca
nu doar verbele tranzitive sunt considerate drept regente, cici sunt situatii in care chiar
verbele intranzitive pot primi complemente directe. In aceste situatii mai speciale,
trebuie sa tinem seama cd acestui complement direct i se adaugd particularitatea de
,intern” (Goian, 1992, p. 116), numindu-se complement direct intern si fiind exprimat
printr-un substantiv ce are legdturd semanticad cu verbul, adica substantiv care provine
din aceeasi familie lexicald cu verbul de fatd sau printr-un sinonim care sa evidentieze
clar relatia dintre acesta si structura verbald, de exemplu: A cdntat un cintec nou., A
trdit o viatd decentd., A dormit un somn adénc. Tot in aceastd lucrare ne sunt
mentionate drept elemente regente intranzitive verbele eventive, fiind vorba despre
cele care surprind o stare in schimbare a subiectului actiunii, de exemplu: Soarele
primdverii inmugureste pomii din livadd. Tot aici ni se prezintd verbele care, prin
personificare, dobandesc statutul de verb tranzitiv, de exemplu: Te fulger cu ochii.

Totodatd, si in Gramatica din 1963, si in tirajul suplimentar din 1966, apare
ideea cd pot exista aceste verbe intranzitive care au complement direct intern, prin
analogie cu verbele tranzitive, exprimand ,continutul actiunii verbului intranzitiv”.
(Graur et al., 1963, p. 157) Apoi, ca elemente regente obisnuite, apar interjectiile
predicative, iar lucrarile de specialitate ale ambelor secole privesc in aceeasi directie.

O altd observatie notabild am identificat-o in cartea Marianei Badea, Limba
romand. Gramatica actualizatd conform DOOM 3, care sustine cd verbele intranzitive nu
pot primi complement direct, ci doar cele tranzitive ,admit asocierea cu un
complement direct”. (Badea, 2025, p. 364) Aceasta mai spune cd verbele intranzitive pot
primi doar complement indirect si nu vorbeste in tratatul sau despre complementul
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direct intern. In manualul scolar de clasa a VIII-a de la Editura Art (Samihdian et al.,
2025), clasd la care se predd, actualmente, complementul direct, am surprins ce parti de
vorbire determind un complement direct, mentionate fiind ,un verb, o locutiune
verbald sau o interjectie predicativa”. (Sdmihdian et al., 2025, p. 117) Cazul acuzativ este
identificat ca fiind cazul specific acestui complement, putadnd fi insotit sau nu de
prepozitia pe, consideratd, de asemenea, marca. in manual, apare ca subordonat unui
verb la un mod personal sau unei forme verbale nepersonale, cum sunt cele de infinitiv,
gerunziu, supin, sau ca subordonat unei locutiuni verbale sau interjectii predicative.

Tot in acest manual sunt identificate partile de vorbire prin care se exprima
complementul direct, discutdndu-se despre nominale in acuzativ precum substantive ori
locutiuni substantivale, diferite tipuri de pronume, numerale cu valoare pronominald, dar
si prin verbe sau locutiuni verbale aflate la forme verbale nepersonale. Ca element de
noutate este evidentiat fenomenul dublarii, realizat printr-o forma cliticd pronominald in
cazul acuzativ, fenomen care poate fi indeplinit cu ajutorul a doud functii, anume de
anticipare, in momentul in care cliticul este antepus (I-am sunat pe toti.) sau prin reluare,
atunci cand acesta este postpus (Pe Vasile il stiu din excursie.). Reliefatd mai este topica
complementului direct, fiind amplasat, in general, dupa verb, si punctuatia, fiind notat ca
direct se confunda cu subiectul (in constructii de tipul Imi place inghetata., deseori verbul a
plicea este considerat un tranzitiv, ceea ce este gresit) si in situatii in care este confundat cu
numele predicativ (dupd un verb predicativ, urmeaza un complement direct, iar dupd un
verb copulativ, un nume predicativ).

In Gramaticile Academiei din 2005 si 2023 am identificat, in cadrul
particularitatilor sintactice, si elementele regente ale complementului direct sau ale
propozitiei corespunzatoare. Voi incepe prin a discuta despre elementele regente ale
complementului direct, care apar ca fiind aceleasi in ceea ce priveste secolul al XXI-lea,
fard a fi suferit vreo modificare intr-un interval de aproape doudzeci de ani. Mai intai
de toate, in ambele gramatici ale secolului al XXI-lea apar metionate drept elemente
regente verbele tranzitive la moduri personale, adicd la modurile indicativ, conjunctiv,
conditional-optativ si imperativ, dar si formele verbale nepersonale de infinitiv,
gerunziu si supin. Exemple in vederea sustinerii acestor aspecte teoretice sunt
urmadtoarele: Mama citeste o carte., Vreau sd scriu o poveste cu Mos Criciun., As mdnca o
prajiturd cu ciocolatd., Bea sucul mai repede!, A picta tablouri este relaxant., Vazdand filmul,
am fost captivatd de actiune., De vazut filmul dureazd mult.

Locutiunile verbale tranzitive apar mentionate in ambele gramatici drept
elemente regente pentru complementul direct: Elevul are in vedere rezultatele muncii
sale., Profesorul bagd de seamd notele bune., Voi tine minte aceastd tridare., f,ti aduc aminte
ceva.. Al treilea subpunct al discutiei despre regentele complementului direct pune in
lumind interjectiile predicative ce se comportd ca un verb tranzitiv, putdnd sa
primeascad un obiect: Iatd o pasire mdiastri!, Uite cartea de istorie!, Pleosc o palmi peste
umdr!. O nuantd subtild apare evidentiatd in ambele gramatici, fiind vorba despre
adjectivul dator, fiind un adjectiv deosebit, deoarece este singurul caz in care termenul
regent al complementului direct poate fi un adjectiv. in aceasta situatie, adjectivul aflat
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in cauzd este acela ,care acceptd un nominal-complement direct nesubstituibil prin
clitic pronominal” (Academia Romana, 2023, p. 868, Gutu Romalo, 2005, p. 373),
afirmatie care apare atat in Gramatica din 2005, cat si in cea din 2023: Imi esti dator o
iesire in oras.

Concluzii

Pe baza informatiilor de mai sus, putem incheia acest articol de sintaxd cu
cateva concluzii in ceea ce priveste complementul direct. Chiar de la inceput, pe baza
definitiilor acordate complementului direct in gramaticile secolului trecut si ale
secolului actual, trebuie sa fim constienti de schimbdrile care se produc in uzul limbii.
in ceea ce priveste teoretizarea, constatim, asadar, cd gramaticile actuale utilizeaza
aceleasi notiuni teoretice mentionate in secolul anterior, dar acestea sunt mai bine
dezvoltate, fiind mai imbogdtite cu exemple, trimitand spre noi orizonturi si deschizand
cdi pe terenul cercetdrii, reusind a fi subiectul unei noi investigatii.

In consecint, am putut urmari glisarea dinspre simplitatea notiunilor teoretice
referitoare la complementul direct emise in secolul al XX-lea, spre amploarea lor in
gramaticile secolului in care traim. In acest sens, am notat definitii, termeni regenti,
distinctii dintre complementul direct si complementul direct intern, mergand dinspre
bine-cunoscuta tranzitivitate spre intranzitivitate si am remarcat prin ce parti de vorbire
se exprimd un complement direct.

In plus, am adus in discutie si obligativitatea sau facultativitatea exprimarii
complementului direct in diferite situatii de comunicare si am trecut in revistd cateva
informatii utile despre prepozitia pe, care marcheaza complementul direct. In cele doud
gramatici care au constituit baze de cercetare pentru acest studiu am identificat rolurile
tematice care pot fi atribuite complementului direct de verbele regente, fapt ce surprinde
o noutate fata de Gramatica Academiei din 1963 si tirajul suplimentar al acesteia.

In manualul de clasa a VIII-a am surprins fenomenul dublarii si cele doud
functii care survin in urma acestuia. Sunt aproximativ aceleasi idei teoretice, dar astadzi
trebuie spuse cu mai multd rigoare si tarie, cdci din secolul al XX-lea pand astdzi,
cunoasterea stiintifici a avansat constant. Nu consider ca la tipul de complement
analizat se inregistreazd numeroase inovatii, cidci, asa cum am putut observa, gramatica
de azi urmeazd sugestiile antecesorilor, trasdtura particulard constdind mai mult in
nuantare si exemplificare, decat in inovare.
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Abstract: This research investigates the translation and adaptation of children’s songs at the
intersection of translation studies, ludic linguistics, and cultural studies. It starts from the
premise that translating this particular genre goes beyond a simple linguistic transfer and should
instead be understood as an act of artistic creation, or poiesis. Within this framework, the
translator assumes the role of a secondary author, as well as that of a language inventor,
reshaping the original text in order to make it accessible and engaging for a new audience. A
central aspect of this process is the prioritization of the ludic function of language —characterized
by rhythm, rhyme, repetition, and onomatopoeia— over strict literal fidelity. The study identifies
three major translation strategies that contribute to this creative process: compensation through
lexical invention, cultural localization, and simplification for the target audience. These strategies
allow the translator to preserve the playful and musical qualities of the original text while
adapting it to the linguistic and cultural norms of the target language. By employing these
methods, the translator ensures that the translated text maintains its didactic and entertaining
value. Ultimately, the success of such translations is measured not by semantic accuracy alone,
but by their ability to recreate the original experience of play, imagination, and musicality, thus
achieving a form of linguistic and cultural rebirth.

Keywords: transcreation, ludicity, translation strategies, cultural localization, poiesis.

Introduction

Les chansons destinées aux enfants, y compris les comptines et chansonnettes,
représentent un genre poétique distinctif et une forme textuelle et musicale d’une
importance majeure. Elles jouent un role essentiel dans le développement de la
communication et du langage, constituant des véhicules primordiaux de contenus
culturels et de notions linguistiques.

L'importance des chansons pour enfants dans la formation du langage, de
I'imagination et de la sensibilité esthétique. Les chansons et les rimes constituent une
source précieuse pour le développement linguistique, stimulant les capacités d’écoute,
la production orale et I'acquisition naturelle du langage. Grace a la répétition et au
rythme, elles facilitent la mémorisation. De plus, les chansons s’inscrivent dans la
sphere plus large du ludisme, qui constitue un facteur générateur de culture. Le jeu, lié
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a l'ordre, releve du domaine de l'esthétique et tend vers la beauté, offrant un sentiment
de joie et de détente. L’exploration et la manipulation des structures linguistiques a des
fins créatives relevent du jeu linguistique.

Le role de la traduction et de 'adaptation dans la circulation de ces textes entre
les cultures. La traduction des chansons, comptines et textes destinés aux enfants exige
un haut degré d’adaptation. Les chansons font partie intégrante de la culture d’une
communauté, et leur traduction ne se réduit pas a un simple transfert sémantique : elle
constitue une transposition culturelle et sonore. Une traduction réussie dépend de la
maniére dont s’opeére le transfert culturel et de la gestion des culturemes, afin d’assurer
familiarité et accessibilité pour le public cible. L’analyse du phénomeéne traductif releve
de la traductologie, et la traduction des chansons suppose une création artistique
impliquant une série de solutions particulieres.

L’intersection entre traductologie, linguistique ludique et études culturelles.
L’étude de la traduction des chansons pour enfants se situe a la croisée de plusieurs
domaines : la traductologie, qui distingue entre la pratique de la traduction et son
analyse ; la linguistique ludique, qui définit la chanson par sa fonction ludique fondée
sur les effets sonores, les jeux de mots et le rythme ; et les études culturelles, qui
insistent sur la nécessité d’adapter au contexte et aux normes de la langue cible. Le jeu
de langage constitue une activité axée sur l'exploration et la manipulation des
structures de la langue, et la réussite de la traduction pour enfants dépend de
I"équilibre entre contenu, créativité et simplicité.

Les objectifs de la recherche portent sur la dynamique entre texte source et
transcréation dans la langue cible : analyser la maniére dont la traduction conserve ou
transforme la dimension ludique de l'original (reconstituer I'élément féerique et le
caractere ludique fondés sur la répétition, le rythme et les onomatopées) et identifier les
stratégies traductives favorisant la créativité et 'humour enfantin (compensation par
invention lexicale, adaptation culturelle, simplification pour le jeune public). Ces
stratégies visent a préserver 'effet de jeu plutdt que le sens exact.

Partant du principe que la traduction poétique est un acte de création artistique
(poiesis), I'hypothése posée est la suivante : la traduction des chansons pour enfants
n’est pas un simple transfert linguistique, mais une recréation ludique dans laquelle le
traducteur devient auteur. Traduire uniquement les significations (traduction littérale)
constitue une erreur; la réussite exige l'affirmation d'une forte subjectivité et une
créativité accrue pour maintenir l'intérét de I'enfant. Le traducteur, en tant qu’« auteur
secondaire », faconne le texte afin de le rendre compatible avec 'univers culturel de
I'enfant et, par des stratégies comme la compensation lexicale, devient un « inventeur
de langue », transformant la copie en une renaissance linguistique.

Cadre théorique
Le jeu linguistique

Le jeu linguistique (jeu de langage ou jeu verbal) désigne cette forme d’activité
ludique centrée sur I'exploration et la manipulation des structures et des fonctions de la
langue, souvent a des fins didactiques ou créatives.
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D’un point de vue ontologique, les grandes activités primaires de la société
humaine sont, dés l'origine, pénétrées par le jeu. La langue, en tant que premier et
supréme instrument que I'’homme se forge pour communiquer, apprendre et nommer,
se développe dans le jeu et en tant que jeu.

L’esprit formateur du langage s’éléve sans cesse du plan matériel vers l'idée, et
cet acte s’accomplit toujours dans le cadre du jeu. Derriére chaque expression de
'abstrait se cache une métaphore, et dans chaque métaphore se dissimule un jeu de
mots. Ainsi, I'’humanité crée, a c6té du monde naturel, un second monde poétique
également par le biais du jeu.

Le jeu linguistique est lié a la capacité de distinguer, de définir, de constater et
de nommer, élevant ainsi les choses dans le domaine de l'esprit. Dans le processus de
création et de modélisation du monde, des phénomeénes sémantiques tels que la
synonymie se manifestent méme au sein de la terminologie médicale, assurant la
continuité des langages savants.

La langue latine utilise le terme ludus (issu de ludere) pour recouvrir
I'ensemble du domaine du jeu, incluant les jeux d’enfants, les compétitions, les
représentations liturgiques et théatrales, ainsi que les jeux de hasard. Bien que ludere
puisse s’appliquer aux mouvements des animaux ou de I'eau, son étymologie semble
liée a la notion de non-sérieux et, plus particulierement, a celle d’apparence ou de
tromperie. En revanche, jocus (la plaisanterie, la facétie) ne désignait pas un jeu
proprement dit dans le latin classique.

La ludicité textuelle

La ludicité textuelle renvoie a la qualité d'un texte ou d’une action textuelle ou
littéraire d’étre joueuse, de se dérouler selon des régles internes auto-imposées ou des
conventions de genre, et de susciter le plaisir ainsi qu’un sentiment d’évasion hors de la
réalité ordinaire, englobant a la fois les aspects de paidia (jeu libre) et de ludus (jeu
structuré). Puisque le jeu est intimement lié & la notion d’ordre, il semble appartenir au
domaine de I'esthétique. Le jeu tend naturellement vers le beau. Les termes employés
pour le décrire reléevent du champ esthétique : tension, équilibre, oscillation, variation,
contraste, rythme et harmonie. Ce sont la les deux qualités les plus remarquables que
I'homme puisse percevoir dans les choses et qu’il puisse lui-méme exprimer.

Le texte traduit, aussi étrange que cela puisse paraitre, ne conserve presque rien
du texte source. Il s’éloigne a mesure qu’il est lu, interprété et traduit, devenant un
objet d’étude a part entiére, semblable a une peinture ou a une sculpture. Le texte
poétique se distingue par une désignation de type poétique, créatrice de mondes (au
sens cosérien, energeia), et non une simple reproduction de mondes, imposant ainsi
une interprétation.

Le succes de la traduction de la littérature destinée a la jeunesse repose sur
I'équilibre du rapport contenu, créativité, simplicité et liberté dans le choix du matériau
linguistique et sémantique. Le caractére ludique du langage employé dans la littérature
pour enfants s’appuie sur les effets sonores, les jeux de mots et 'usage des tropes.
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La créativité verbale

La créativité verbale est la capacité de générer des formes, des sens et des
discours linguistiques nouveaux, originaux et inattendus, en utilisant les ressources du
langage d’une manieére libérée des contraintes de I'imitation. La créativité implique: la
richesse des productions verbales, la flexibilité, l'originalité et la capacité de
restructurer et de créer.

Le jeu linguistique agit comme un cadre structuré (parfois purement ludus) pour
exercer et atteindre des objectifs spécifiques (linguistiques ou cognitifs), tandis que la
ludicité textuelle et la créativité verbale (proches de paidia) offrent la liberté, le plaisir et
I'imagination nécessaires a I'invention de nouvelles formes et de nouveaux sens.

La créativité en traduction

La traduction, en particulier celle de la poésie, suppose une création artistique
impliquant une série de solutions particuliéres. Le traducteur doit faire preuve de
capacités accrues de créativité pour maintenir l'intérét de I'enfant, en préservant la
naturalité, la musicalité, la rime et le rythme du texte traduit, notamment dans le cas
des berceuses.

La difficulté de traduire la poésie, ou les phrases des romans proustien (a titre
d’exemple extréme), provient du fait que cette construction syntaxique possede une
logique propre, une grammaire spécifique, consciente seulement par le créateur. Une
bonne traduction exige l'affirmation d'une subjectivité, et la compréhension du texte
littéraire nécessite une lecture exercée dans la technique et 'art de l'interprétation, au
regard de ses éventuelles dimensions stylistico-sémantiques ou grammaticales.

La traductologie, discipline qui analyse le phénomeéne traductif, distingue
clairement entre traduction (I'opération pratiquée et son résultat) et traductologie
(I'analyse du phénomene linguistique et psycholinguistique). Selon la théorie de la
linguistique intégrale coserienne, la traduction constitue un type particulier d’activité
de parole, utilisant une langue pour transmettre un contenu déja donné.

L’objet de la traduction n’est pas constitué par les langues elles-mémes, mais
par le texte. Il n’est pas possible de passer directement de la grammaire et du lexique de
la langue source a ceux de la langue cible. On traduit des mots, mais seulement en tant
qu’éléments fonctionnels dans un texte.

Le contenu textuel a conserver et a transférer du texte original au texte traduit se
compose de désignation et de sens. La désignation renvoie a la réalité extralinguistique.
Le sens releve du niveau individuel du langage. En revanche, les significations (le
contenu linguistique du systéme ou du dictionnaire) ne se traduisent pas; elles
fonctionnent seulement comme outils pour transférer la désignation et le sens.

Traduire uniquement les significations (traduction littérale) constitue une
erreur qui transforme 1'opération en non-traduction. Cet acte culturel essentiel oscille
entre la «miseére et la splendeur de la traduction », étant une activité complexe,
créatrice en soi, surtout lorsqu’elle est dominée par la recherche d’équivalences. En
essence, la traduction est envisagée comme une création artistique (poiesis), impliquant
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une série de solutions particulieres. La traduction représente une mise en miroir du
texte source, une double réflexion, et le texte reflété acquiert de nouveaux contours.

Le modele cosérien distingue deux types fondamentaux de traduction, basés
sur le contenu transféré et le degré de liberté: la transposition et la version. La
transposition vise une fidélité stricte. La transposition peut et doit étre exacte, cherchant
a restituer le méme contenu que le texte source. La version ne peut étre que plus ou
moins heureuse. Elle implique l'explicitation ou la reconstruction analogique des
processus du texte source, en utilisant le matériel de la langue cible.

Dans le cas de textes a haute densité poétique ou a complexité syntaxique (tels
que la poésie ou la prose proustienne), la difficulté provient du fait que la structure
linguistique posséde une grammaire propre, consciente seulement par le créateur, ce
qui place le texte dans le domaine de I'intraduisibilité.

La traduction des chansons, comptines et de la littérature pour enfants constitue
un cas nécessitant un haut degré d’adaptation, équilibrant contenu, créativité et simplicité
du matériel linguistique. Les chansons sont fréquemment utilisées dans 1'éducation pour
développer une approche ludique de la langue. Le succes de ces transpositions dépend
de la reconstitution de l'élément féerique (dans la prose pour enfants) et de la
préservation de leur caractere ludique, basé sur les effets sonores et le rythme.

L’équilibre entre contenu et adaptation culturelle

Une traduction représentative dépend de la maniére dont le transfert culturel

est réalisé et dont les culturemes sont gérés. Les culturemes sont des unités
linguistiques complexes (mots, phrases figées, etc.) qui refletent des réalités
socioculturelles spécifiques et posent des problemes de transfert. Ils sont considérés
comme la pierre de touche a la limite de la traductibilité.
La difficulté de rendre les culturémes, qui peuvent étre des allusions culturelles,
historiques ou politiques, provient du fait que leur valeur sémantique est donnée par le
contexte extralinguistique. Les culturémes ne se manifestent pas seulement pendant la
traduction (transfert culturel), mais également en dehors du processus traductif.

Les stratégies de traitement des culturémes (qui relevent de la sphere de la version)
incluent les explicitation, omissions, gloses ou notes du traducteur. Le choix de la stratégie
(par exemple, remplacer une chanson francaise par une espagnole dans la traduction d"une
bande dessinée) dépend du genre textuel et de la finalité de la traduction.

La traduction représentative cherche a refléter le cadre situationnel et a
transposer non seulement les articulations logico-thématiques d’un énoncé, mais
également les articulations actionnelles et pragmatiques du discours.

La traduction est donc un transfert de désignation et de sens, qui doit trouver
un équilibre fonctionnel entre la restitution du contenu du texte source (fidélité
sémantique, réalisée par la transposition) et son adaptation aux normes d'usage de la
langue cible et au contexte culturel du destinataire (réalisée par la version).
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Le Chanson pour Enfants comme Genre Poétique
La chanson pour enfants (incluant également les comptines ou chansonnettes) est
une forme textuelle et musicale extrémement importante, reconnue comme un genre
poétique distinctif, en particulier dans la littérature et le folklore destinés aux jeunes ages.
On peut observer les particularités suivantes: prosodie, fonction ludique et
fonction esthétique, contenu et accessibilité adaptés a I'dge, role didactique et social.

a) Prosodie

Le jeu et la musique sont intrinsequement liés, et les chansons pour enfants
exploitent cette connexion. L’activité musicale porte en elle presque tous les signaux
formels du jeu. La chanson, étant une forme de musique, se déroule dans un cadre
délimité (strophes, mesures), est susceptible de répétition (refrain) et se caractérise par
I'ordre, le rythme et I’alternance.

La prosodie (rythme, accent et intonation) joue un role important dans
I'apprentissage de 1'écoute. Les chansons et comptines comportent des rimes, du
rythme et de la répétition, incluant méme des rimes sans sens ou rudimentaires qui
utilisent les syllabes selon le rythme des rimes de maternelle, marquant le rythme par
des instruments ou des claquements de mains. La stimulation musicale repose sur le
rythme et la mélodie et améliore 'audition, la perception et la production du langage,
le développement naturel de la parole, le rythme, I'intonation, I'intensité, 1'articulation
et la mémoire auditive. Un avantage de l'utilisation des chansons pour promouvoir le
développement de la parole et du langage est la répétition inhérente du vocabulaire.

b) Fonction ludique et fonction esthétique

Les chansons pour enfants s’'inscrivent dans le champ plus large du ludique,
facteur générateur de culture. Puisque le jeu est 1ié a 1'ordre, il se situe dans le domaine
de l'esthétique et tend naturellement vers le beau. Les termes associés au jeu (tension,
équilibre, rythme, harmonie) sont ceux utilisés pour exprimer également les effets de la
beauté. Les chansons, a l'instar du jeu, soustraient les exécutants et les auditeurs de la
sphere « ordinaire », offrant un sentiment de gaieté, de détente, de joie et d’élévation.

¢) Contenu et accessibilité

En tant que textes littéraires destinés aux enfants, les chansons possedent des
traits spécifiques de contenu et de structure.

La forme textuelle est courte et simple. La littérature pour enfants se présente
généralement sous forme de textes courts, a action simple. De méme, les chansons
utilisent des phrases courtes et simples.

Le vocabulaire et les concepts rencontrés dans les chansons pour enfants
constituent une ressource riche pour le développement linguistique. De plus, les
chansons et rimes facilitent la transition de la musique a la parole et introduisent des
mots significatifs grace aux syllabes.

Les chansons et comptines font partie de la culture d'une communauté. Par
exemple, il existe des collections de comptines du Maghreb ou d’Afrique noire,
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comprenant des informations sur le contexte culturel, la gestuelle et I'instrumentation
spécifique, avec des transcriptions et traductions des vers.

A linstar des livres destinés aux enfants, les chansons abordent des themes
centraux (famille, jouets, visite chez le médecin), explorés avec des mots et des phrases
répétitives et prévisibles.

d) Réle didactique et social

La chanson pour enfants n'est pas seulement un genre poétique, mais
également un instrument puissant dans I'éducation précoce. Les chansons sont utilisées
dans I'enseignement préscolaire (école maternelle) pour encourager la structuration et
la réflexion linguistique. Elles stimulent les compétences d’écoute, la production orale
et le développement du langage.

Les activités musicales et les chansons contribuent au développement social,
cognitif, émotionnel et comportemental. Les chansons et comptines (également
appelées formulettes) sont souvent associées a des gestes et mouvements corporels (par
exemple, jeux de doigts ou chansons mimées), ayant des implications dans la théorie de
la musicalité communicative et dans l'apprentissage a l'école primaire. Le geste,
accompagnant le son (comme dans les rimes pour la maternelle), facilite la
mémorisation. Les berceuses, chantées avant le sommeil, créent un espace sécurisé et
aident I'enfant a se familiariser avec la voix maternelle.

La chanson pour enfants, en tant que genre poétique, se distingue par sa
structure rythmique, répétitive et musicale (prosodie intense), par son caractere ludique
qui capte l'attention, ainsi que par son role indispensable dans le développement de la
communication et du langage, constituant un véhicule primaire pour le contenu
culturel et les notions linguistiques.

Analyse textuelle

Pour analyser les procédés utilisés dans la traduction et l'adaptation des
chansons pour enfants, le corpus suivant est proposé : « Stralucesti, micuti stea » / « Brille,
brille petite étoile », « Rofile autobuzului » / « Les roues de I'autobus », « La radio este un pui » /
« A la radio il y a un poussin », « Mi cheamd Gummy Bear » / « Je m’appelle funny bear », « O,
brad frumos » / « Mon beau sapin », « Hakuna Matata » et « Let It Go » / « S’est passé ».

Jeu de mots et créativité lexicale

« La radio este un pui » / « A la radio il y a un poussin »

Cette chanson repose sur la répétition, l'accumulation progressive et les
onomatopées (« miau », «glu-glu», «cucurigu »), recréant un jeu verbal auditif. La
traduction francaise conserve la structure cumulative tout en adaptant phonétiquement
les interjections («ouaf», «miaou», «glou glou»), illustrant la transposition du
ludique phonique dans le systeme de la langue cible.
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« Ma cheamd Gummy Bear » / « Je m’appelle funny bear »

La version roumaine reprend presque littéralement le texte original, avec des
rimes internes et des allitérations ludiques (« yummy, funny, norocosul Gummy »). En
frangais, le mot « funny » remplace « gummy », créant une re-sémantisation comique :
I'accent passe de la texture du bonbon a la personnalité amusante. Le traducteur

devient ici un co-auteur, générant un nouveau type d’humour.

Rime et rythme

« Stralucesti, micugd stea » / « Brille, brille petite étoile »

La structure strophique répétitive est identique, la traduction assurant le
correspondant rythmique et musical (« brille / étoile / diamant »). Le sens original
(«ce esti, nu pot afla» en roumain) disparait, mais 'harmonie phonétique et le
caractere de berceuse sont préservés.

« Rotile autobuzului » / « Les roues de 'autobus »

La traduction suit fidelement le modele original anglais, conservant les
répétitions didactiques. On observe le maintien de la structure sonore et des
onomatopées («bip bip », « vroum »), avec de légeres variations lexicales pour la
fluidité des langues vers lesquelles le texte est traduit.

Dans tous les cas, le rythme et la rime priment sur la fidélité stricte du sens afin
de maintenir la fonction musicale et ludique.

Relation signe-sens et adaptation culturelle

« Hakuna Matata »

La traduction francaise introduit des explications supplémentaires (« Mais
quelle phrase magnifique ! »), amplifiant I'expressivité. En roumain, le maintien de
I'expression africaine produit un effet d’exotisme ; la traduction adapte les répliques
pour un public enfantin (« Ce mototol esti ! ») - une forme de localisation ludique.

« Let It Go » / « S-a intamplat »

La traduction roumaine transforme l'expression de libération en une
expression narrative («S-a intdmplat »), changeant la perspective de la décision a
I'événement. Il s’agit d’'une adaptation affective, soulignant le dramatisme propre au
langage de I'enfance roumaine, au lieu de la neutralité de I'original.

« La radio este un pui »

L’adaptation frangaise conserve la structure, mais reconstruit complétement la
palette sonore des animaux, démontrant que la phonétique devient partie intégrante du
ludique translinguistique.

Les traductions pour enfants sont des transpositions culturelles et sonores, et
non uniquement sémantiques; ce qui se «traduit» est le plaisir du jeu, et non
simplement le mot.
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Analyse proprement dite
La préservation ou la perte du ludique dans la traduction

Le ludique constitue 1’'essence méme de la chanson pour enfants : répétitive,
rythmée, fondée sur la sonorité, les rimes et les onomatopées. En traduction, ces traits
peuvent étre soit préservés grace a des adaptations ingénieuses, soit perdus lorsque
I'on privilégie le sens ou 'émotion. L’analyse du corpus révele une palette variée de
solutions, allant de la conservation presque parfaite du jeu linguistique a des
transformations profondes, dictées par les différences culturelles et phonétiques entre

les langues.

« Stralucesti, micutd stea » / « Brille, brille, petite étoile »

Les deux versions réussissent a conserver le caractere de berceuse et la
structure circulaire fondée sur la répétition. Le rythme est préservé, et la rime - stea /
afla < étoile / dévoile — crée des équivalences sonores satisfaisantes. Cependant, dans la
version roumaine, 'expression « dar ce esti, nu pot afla » introduit une mélancolie
réflexive qui atténue légerement le ton ludique de l'original anglais, davantage ancré
dans la curiosité enfantine.

En franqais, le traducteur compense par la musicalité des voyelles /i/ (brille,
petite, scintilles), maintenant ainsi le plaisir auditif. Ici, le ludique se conserve par la
musicalité phonétique, méme si le sens devient plus simple. Le ludique est donc
préservé par le rythme et la répétition, mais la nuance de jeu est remplacée par une
harmonie sonore plus poétique.

« La radio este un pui » / « A la radio il y a un poussin »

Cette chanson illustre parfaitement la conservation intégrale du ludique. La
structure répétitive, progressive et cumulative (par I'ajout graduel des animaux) crée
un mécanisme ludique universel.

En roumain, les onomatopées (« glu-glu », « miau », « cucurigu », « ham-ham »)
respectent la phonétique de la langue et contribuent a un jeu auditif trés vivant. En frangais,
les équivalents sont presque parfaits : « glou-glou », « miaou », « ouaf », « cocorico ».

Le ludique ne se contente donc pas d'étre préservé: il devient
translinguistique. Les sons des animaux, bien que différents phonétiquement,
provoquent la méme réaction ludique. L'enfant francais et I'enfant roumain participent
au méme type de jeu, chacun avec les instruments phonétiques de sa langue. C’est un
cas ol le ludique est entiérement conservé, grace a I'équivalence sonore et a la structure
cumulative identique.

« O, brad frumos » / « Mon beau sapin »

Dans ce cas, le ludique est partiellement perdu. La version roumaine, avec sa
simplicité mélodique et sa répétition affective (« O, brad frumos, cu cetina tot verde »),
transmet chaleur et familiarité - des éléments d’un jeu sonore doux.

La version frangaise, en revanche, introduit des strophes supplémentaires et
des termes solennels (« roi des foréts », « foi », « lumiére »), transformant le texte en un
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chant presque religieux. Le ton change et I'innocence ludique est remplacée par un
lyrisme traditionnel.

Le rythme et la mélodie sont conservés, mais la religiosité et I’enrichissement
lexical de la version francaise entrainent une perte partielle du ludique.

« Rotile autobuzului » / « Les roues de 'autobus »

Cette traduction représente un exemple de ludique pédagogique parfaitement
conservé. Elle reprend fidélement le modéle anglais (« The Wheels on the Bus »), tout
en maintenant la structure répétitive, le rythme et la succession des actions.

En roumain, les onomatopées « fas-fas-fas », « bip-bip-bip », « vruuum » sont
extrémement expressives, tandis qu’en francais elles sont adaptées phonétiquement
(« swish swish swish », « bip bip bip »).

« Hakuna Matata » (roumain / frangais)

Les deux versions conservent le ton joyeux et le rythme dansant, mais le
ludique verbal s’exprime différemment.

En frangais, la traduction amplifie 'expressivité a travers des exclamations et
des rimes internes (« Mais quelle phrase magnifique ! / Quel chant fantastique ! »),
accentuant le plaisir sonore.

En roumain, I'humour repose sur le dialogue et la répétition comique (« Ce e
un motto? - Nimic, ce mototol esti »), transformant la chanson en petite scene théatrale.
Le caractere ludique est donc préservé, mais par des moyens culturels distincts : jeu
verbal (frangais) contre humour conversationnel (roumain).

« S-a intamplat » / « Libérée, Délivrée »

La chanson Let It Go subit une transformation majeure en roumain. Dans
'original et dans la version francaise, la répétition du verbe (« Let it go », « Libérée,
Délivrée ») soutient un rythme libérateur, presque incantatoire.

Dans la version roumaine, 1'expression « S-a intdmplat » rompt ce jeu sonore,
transformant I'énergie ludique en narration lyrique. La répétition subsiste, mais elle
perd sa fonction de jeu pour devenir un écho dramatique.

Ainsi, le texte roumain perd a la fois le ludique phonique et sémantique, au
profit d'une tonalité poétique et émotionnelle.

« Md cheamd Gummy Bear » / « Je m’appelle funny bear »

Cet exemple illustre une recréation ludique compléte. La version roumaine
conserve la répétition (« Gummy, Gummy, Gummy »), les allitérations et le rythme
rapide, ce qui préserve parfaitement 1'esprit enjoué de 'original.

La version francaise va plus loin : elle remplace « gummy » par « funny » et
ajoute des expressions comiques («jai un p’tit ventre mou », « un slip kangourou »),
créant un humour propre, indépendant du texte source. Le ludique n’est pas seulement
préservé : il est réinventé.
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Le ludique ne disparait donc pas dans la traduction - il se métamorphose : il
passe du jeu des sons au jeu des sens, du jeu de la langue au jeu de la culture.
Cette transformation confirme la conception de Huizinga selon laquelle «le jeu ne
disparait pas, mais s’adapte au cadre culturel qui I'accueille ».

Stratégies traductives

La traduction des chansons pour enfants suppose bien plus qu'une simple
transposition linguistique des paroles ; elle implique des choix poétiques, phonétiques
et culturels destinés a conserver I'effet de jeu, et non forcément le sens exact.

Les traducteurs du corpus analysé emploient des stratégies variées — allant de
la compensation par invention lexicale a la simplification didactique —, adaptant la
chanson aux attentes et aux compétences linguistiques du public enfantin.

Compensation par invention lexicale

Cette stratégie est fréquente dans les chansons modernes, oil le traducteur préfére
créer de nouveaux effets ludiques lorsqu’il ne peut pas conserver ceux de 'original.

L’exemple le plus clair est « Md cheamd Gummy Bear » / « Je m’appelle Funny
Bear ». Le terme gummy (désignant une friandise gélifiée) ne possede pas d’équivalent
sonore et sémantique satisfaisant en francais. Le traducteur compense par une
invention lexicale : il introduit 'adjectif funny, maintenant le rythme et le ton enjoué,
tout en modifiant complétement le sens. De plus, des expressions telles que « j'ai un
p’tit ventre mou et un slip kangourou » ajoutent un humour culturellement francais et une
image comique nouvelle.

Cette stratégie produit un texte qui n’est plus une traduction fidele, mais une
transcréation, une adaptation libre mais équivalente dans 'esprit.

Un autre exemple apparait dans « Hakuna Matata », olt 'expression exotique
reste inchangée linguistiquement, mais s’entoure de structures ludiques (« Ce mototol
esti! », « Vai !»), afin de restituer la joie du jeu verbal. La traduction roumaine
compense |'absence d’équivalence lexicale par le dialogue comique et I'intonation. Le
traducteur devient alors un « inventeur de langue », compensant les pertes de sens par
la création verbale et rythmique.

Adaptation culturelle (localisation)

Une stratégie constante est celle de la localisation culturelle - c’est-a-dire
I'intégration de la chanson dans un univers familier a I'enfant qui 1'écoute. Dans « O,
brad frumos » / « Mon beau sapin », les différences culturelles sont significatives.

La version roumaine évoque le lien avec la nature, en insistant sur 1'élément
visuel («cu cetina tot verde »), tandis que la version francaise introduit un discours
religieux et familial (« Toi que Noél planta chez nous»). La traduction francaise
recontextualise la chanson en la transformant en hymne de Noél.

Ainsi, on observe un déplacement du registre naturel vers le registre spirituel,
reflet de la tradition culturelle de la langue cible.
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Dans « Let It Go » / « S’a intdmplat », 'adaptation culturelle est affective. L original
exprime l'idée de liberté individuelle, alors que la version roumaine la transpose dans un
registre émotionnel plus dramatique, proche de la sensibilité roumaine.

Des vers comme « S-a intdmplat, eu nu am mai rezistat » traduisent un conflit
intérieur plutot qu'une libération. Le traducteur privilégie la résonance émotionnelle
locale au détriment du message initial, réalisant ainsi une adaptation culturelle affective
plutét que conceptuelle.

La chanson « La radio este un pui» / « A la radio il y a un poussin » offre un
exemple d’adaptation phonétique culturelle: les onomatopées différent selon les
langues, mais leur fonction ludique reste identique. Le traducteur adapte les phonéemes
au systéme sonore propre (par ex. « CUCUTIQU » — « COCOrico »), préservant ainsi I'effet
comique et le rythme cumulatif.

L’adaptation culturelle confirme que le sens de la chanson n’est pas fixe, mais
négocié entre les langues afin de maintenir la familiarité, la joie et le rythme.

Simplification pour le public cible (les enfants)

Les chansons pour enfants reposent sur la répétition, la clarté et la prévisibilité.
Les traducteurs simplifient les structures, éliminent certains détails et ajoutent des
répétitions pour faciliter la mémorisation.

« Les roues de l'autobus » / « Rofile de autobuz » constitue un exemple de
simplification pédagogique. Les paroles suivent une structure cyclique facile a retenir,
et la traduction en conserve la succession logique (roues - portes - essuie-glaces -
klaxon - passagers). Les deux versions répétent systématiquement la méme ligne
mélodique et rythmique.

Cette stratégie correspond a 1'idée de Huizinga selon laquelle le jeu obéit a des
régles, et la répétition en est une : 'enfant apprend par l'itération et le rythme. Dans
« Hakuna Matata », les expressions idiomatiques complexes de I'original sont simplifiées
(« Ce mototol esti! », « N'ai pas de soucis, voyons !»), rendant le texte accessible aux
enfants sans perdre I'humour.

La simplification ne réduit pas la valeur du texte, mais I'adapte a la capacité de
réception de l'enfant, transformant la chanson en instrument d’apprentissage ludique.
Les stratégies traductives identifiées démontrent que la traduction des chansons pour
enfants est une activité hybride, a la croisée de la linguistique et de la création poétique.

Le traducteur jongle avec les formes, les sens et les sons pour préserver I'esprit
du jeu (Huizinga, Homo ludens), méme lorsque les formes extérieures se transforment.
Ainsi, la compensation par invention lexicale conserve 'énergie verbale, 'adaptation
culturelle maintient la familiarité et ’accessibilité, et la simplification garantit le plaisir
de la participation ludique.

Dans I'ensemble, ces stratégies confirment que la traduction des chansons pour
enfants ne vise pas la fidélité littérale, mais la recréation de la joie ludique dans une
autre langue, a travers des moyens propres a chaque culture.

86



La créativité du traducteur

La traduction des chansons pour enfants constitue 'une des formes les plus
complexes de transposition interlinguistique, puisqu’elle requiert non seulement une
équivalence sémantique, mais aussi une équivalence affective, phonétique et
rythmique. Dans ce contexte, le traducteur n’est plus un simple médiateur, mais un
« auteur secondaire », recréant le texte pour un nouveau public et devenant co-auteur
de I'univers ludique.

Le traducteur comme « auteur secondaire »

Dans des chansons telles que « O, brad frumos » / « Mon beau sapin », la version
roumaine ne suit pas fidelement le texte francais, mais le recrée poétiquement, en
I'adaptant a la sensibilité locale.

L’original francais insiste sur la signification religieuse et sur le contexte de
Noél (« Toi que Noél planta chez nous »), tandis que la version roumaine propose une
personnification affective (« Tu esti copacul credincios, ce frunza nu si-o pierde »).

Ce déplacement sémantique témoigne d’une intervention créatrice: le
traducteur re-sémantise le symbole du sapin, déplacant 1'accent de la théologie vers
I'affectivité.

Dans le cas de « Let It Go » / « S-a intdmplat », la créativité du traducteur se
manifeste a travers la transformation de I'idée de liberté en une confession dramatique.
Les paroles originales expriment 1'émancipation et 1'individualisme (« The cold never
bothered me anyway »), tandis que la version roumaine accentue la dimension
émotionnelle (« Fie ger mereu, de azi gerul e prietenul meu »).

Ainsi, le traducteur ne reproduit pas, mais interprete artistiquement: il donne
une nouvelle voix au personnage, transformant la chanson en un récit lyrique a
résonance locale. Dans ces exemples, le traducteur devient un créateur de sens — un
auteur qui faconne le texte afin de le rendre compatible avec l'univers culturel de
'enfant roumain.

Quand l'adaptation devient création

Certaines traductions du corpus dépassent la limite entre traduction et
création, devenant de véritables textes originaux inspirés d’un modele étranger.

Un exemple typique de transcréation est « Hakuna Matata». Bien que
I'expression-clé soit conservée, le reste du texte est entierement reconstruit selon une
logique comique et rythmique propre, avec des répliques humoristiques spontanées
(« Ce mototol esti | », « Hey, Pumbaa. Nu in fata copilului ! »).

Le traducteur adapte non seulement les mots, mais aussi l'intonation et le
rythme des répliques, maintenant la fonction ludique a travers I’humour contextuel.
La traduction devient alors un spectacle verbal, un acte d’interprétation théatrale plutot
qu’une simple transposition textuelle.

Le traducteur agit comme un joueur créatif (Huizinga, Homo ludens), inventant
de nouvelles regles a l'intérieur d’un jeu préexistant.
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Originalité et fidélité : I'équilibre entre sens et effet

La créativité du traducteur n'implique pas I'abandon de la fidélité, mais son
déplacement du niveau du sens vers celui de 1'effet.

Pour le public enfantin, il importe moins que les paroles soient exactes que le
fait que le son, le rythme et I'émotion produisent le plaisir de la participation.

Par exemple, dans « Les roues de I'autobus » / « Rotile de autobuz », le traducteur
conserve la structure répétitive, tout en adaptant les onomatopées a la langue (« fds-fis-
fis » au lieu de « swish swish swish »).

Ce changement phonétique préserve l'effet ludique et mimétique, permettant
aux enfants d’imiter les sons de maniére naturelle dans leur propre langue. La chanson
« A la radio il y a un poussin » / « La radio este un pui » illustre parfaitement ce phénomeéne.

Bien que la structure cumulative soit commune, la version roumaine introduit
des variations lexicales et onomatopéiques spécifiques a sa langue (« glu-glu-glu », «
miau-miau », « ham-ham »), tandis que la version francaise adapte les sons selon son
propre systéme phonétique (« glou glou glou », « miaou », « ouaf ouaf »).

Ainsi, la fidélité ne s’adresse plus au texte source, mais a 1'expérience ludique
que la chanson doit transmettre.

Le traducteur devient un créateur d’effets sonores et émotionnels — un auteur
d’équivalences esthétiques plutdt que sémantiques.

L’analyse du corpus démontre que le traducteur de chansons pour enfants joue
un role essentiel dans la recréation du ludique et de la joie collective.
Gréace a la liberté d’adapter, d'inventer et de transformer, il conserve l'esprit du jeu
décrit par Huizinga : un espace d’imagination et de plaisir ou les regles peuvent étre
modifiées sans trahir le sens profond de 1'expérience.

Le traducteur devient ainsi médiateur culturel (par l'adaptation et la
simplification), poéte (par l'invention lexicale et la rime) et auteur ludique (par la
recréation du rythme et du comique).

Par cette créativité traductive, la chanson traduite n'est pas une copie, mais une
renaissance linguistique, destinée a maintenir vivante la part d’enfance propre a chaque langue.

Conclusions

La recherche a démontré que la traduction des chansons pour enfants, en tant
que genre poétique distinctif, transcende les barrieres linguistiques par l'affirmation
d'une subjectivité marquée et d’une créativité accrue de la part du traducteur.
L’analyse du corpus (incluant des chansons telles que Je m’appelle Gummy Bear et A la
radio il y a un poussin) a confirmé I’hypotheése de travail suivante :

La traduction des chansons pour enfants constitue un acte profondément
créatif, qui préserve 'esprit ludique a travers la transformation plutdt que I'imitation.

Cette opération complexe releve davantage d'une recréation ludique que d'un
simple transfert linguistique, car traduire uniquement les significations (traduction
littérale) reviendrait a trahir I'essence méme du texte et a produire une non-traduction.

Le ludisme, fondé sur le rythme, la répétition et les effets sonores, demeure essentiel.
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Le corpus a montré que, bien que le ludisme ne disparaisse pas totalement, il se
métamorphose, passant d'un jeu sonore a un jeu de sens ou de culture.
Par exemple, les chansons rythmiques et cumulatives (Les roues de I'autobus) conservent
presque parfaitement leur caractere enjoué, quelle que soit la langue.
En revanche, dans des cas tels que Mon beau sapin ou S’est passé (Let It Go), le ludisme
phonique s’efface au profit d’une tonalité plus lyrique ou émotionnelle.

Afin de maintenir l'intérét du public cible, les traducteurs recourent a des
stratégies favorisant '’humour et la créativité enfantine.

Le traducteur devient ainsi un «inventeur de langue », créant de nouveaux
effets ludiques lorsque les équivalents exacts font défaut, comme dans Gummy Bear, ot
gummy est remplacé par funny en frangais pour renforcer I'’humour.

Le texte est adapté aux normes d'usage et au contexte culturel du destinataire,
assurant familiarité et plaisir, comme on peut l'observer dans les traductions de
chansons de Noél ou dans celles a caractéere narratif (Hakuna Matata), ott I'humour
repose sur le dialogue et les expressions locales.

Ainsi, la fidélité traductive ne s’adresse pas au texte source (dans une
perspective de stricte transposition), mais a 1'expérience ludique que la chanson doit
transmettre. Ce qui se « traduit », c’est le plaisir du jeu, et non pas uniquement le mot.

Dans la traduction des chansons pour enfants, le traducteur n’est plus un simple
médiateur, mais un «auteur secondaire »: il fagonne le texte par une intervention
créatrice, donnant une nouvelle voix au personnage et re-sémiotisant les symboles. Cet
acte implique une création de mondes (énergheia), et non une simple reproduction.

La traduction devient alors une création artistique (poiesis), impliquant un
ensemble de solutions singulieres.

En somme, le traducteur agit comme un joueur créatif (selon la théorie ludique
de Huizinga, Homo ludens), inventant de nouvelles régles a l'intérieur d’'un jeu
préexistant, tout en en préservant l'esprit.

L’analyse confirme ainsi la position de la traduction des chansons pour enfants
a I'intersection de la traductologie, de la linguistique ludique (centrée sur I'exploration
et la manipulation des structures linguistiques) et des études culturelles (portant sur la
gestion des culturemes).
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LA CREATIVITE DANS LA TRADUCTION
D’UN LIVRE LUDIQUE POUR LES ENFANTS :
LES CONTES DU CHAT PERCHE DE MARCEL AYME EN ROUMAIN
[CREATIVITY IN TRANSLATING A PLAYFUL CHILDREN’S BOOK:
MARCEL AYME LES CONTES DU CHAT PERCHE INTO ROMANIAN]

Emanuela-Cezara TRANDAFIR!
Université « Stefan cel Mare » de Suceava
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Abstract: This article presents an analysis of Marcel Aymé’s Les Contes du chat perché in Romanian
translation. After introducing the author and his work, we examine the difficulties involved in
translating the stories into Romanian. We analyze creative solutions regarding intertextuality,
songs and rhymes, names of games, and the double meanings of words. Among the conclusions
of our study, the most important one suggests the need to update the text for the new generation.

Keywords: translating for children, Marcel Aymé, Les Contes du chat perché, wordplay.

Introduction : les particularités de la littérature de jeunesse

La littérature d’enfance et de jeunesse est un domaine qui exige une sensibilité
particuliére au niveau de la traduction, car elle se situe a I'intersection du texte écrit, de
l'oralité et de l'imaginaire culturel. Les livres pour les enfants constituent un univers
dans lequel le traducteur doit étre un médiateur entre le jeu, I'humour, le plaisir,
I"émotion du langue source vers la langue cible.

La jeunesse est une période fondamentale durant laquelle I'enfant commence a
se construire. Souvent considérée comme l'étape la plus précieuse de la vie, cette
période est essentiellement caractérisée par la question « pourquoi ». La curiosité,
I'énergie, mais aussi la créativité ne sont que quelques-uns des traits distinctifs de
I'enfant. Celui-ci n'est pas seulement un récepteur passif d’informations, mais un
émetteur actif dans le contexte de la communication. Le schéma de la question «
pourquoi » stimule le développement cognitif de 'enfant, le transformant en un petit
explorateur. Ainsi, I'enfance est le moment ot le mot - écrit, entendu ou prononcé -
commence a tracer un nouveau départ dans la vie de I'enfant.

Mais pour pouvoir définir ce que c’est la littérature pour enfants, une approche
en diachronie est nécessaire, tout comme un lien constant avec les coordonnées sociales
et culturelles du contexte de son fonctionnement. Comprendre comment elle est

1 Coordonator: Conf. univ. dr. Raluca-Nicoleta BALATCHI.

91



apparue, qui en est l'initiateur et comment elle a évolué au fil des siécles jusqu'a
aujourd’hui sont des étapes nécessaires pour toute analyse de ce type de corpus. Il faut
tout d’abord souligner qu’au départ, il n’existait pas de genre distinct pour cette
littérature. Mais, avec l'évolution de la société et le changement de perception des
enfants ainsi que de I'éducation, la littérature de jeunesse a pris une place importante
dans leur vie. Cette littérature ne trouve donc pas son origine dans une simple intention
artistique, mais constitue une réponse aux besoins éducatifs d'une société en
transformation, qui souhaitait que l'enfant ne soit pas éduqué seulement par des
interdictions et des lois, mais aussi par une littérature a visée moralisatrice.

Le format du texte encadré dans ce que 1'on appelle un livre pour les enfants
transforme de nos jours cet objet dans un outil éditorial important qui facilite la
transmission du contenu du livre, en fonction de I'age et du niveau de compétence du
lecteur. Il peut s’agir de petits recueils d’histoires destinés a une lecture simple ou de
livres complexes qui contiennent non seulement du texte écrit, mais aussi des images
qui viennent appuyer le contenu écrit. Cette diversité de formats contribue a la
réception des histoires et des fils narratifs, mais aussi a l'exploration du contenu,
offrant aux jeunes lecteurs la possibilité de construire leur propre fin a I'histoire ou de
réorganiser le fil narratif en se basant sur les illustrations.

Le format des livres pour enfants n’a pas seulement une fonction narrative ou
esthétique, il joue également un role sensoriel et moteur. La taille, le poids, la texture du
papier et la maniere dont le livre est manipulé influencent la perception visuelle et
'expérience tactile du lecteur, contribuant ainsi & son implication active dans la lecture.

L’image de 'enfant est tres complexe et peut étre analysée sous deux angles : la
représentation de I'enfant au niveau individuel, microcosmique, et au niveau collectif,
macrocosmique. Ainsi, le portrait de I'enfant qui est apparu sur le marché du travail
illustre les différentes représentations mentales de 'enfant d'un éditeur a l'autre. Par
conséquent, les stratégies éditoriales et les collections spécialisées représentent
I'interaction des résultats des demandes appartenant a I'individu et a la communauté,
qui sont interdépendantes (Oittinen, 2002, p. 4).

Les éditeurs sont ceux qui déterminent le groupe cible auquel ils s’adressent, de
sorte que leur travail doit étre rapporté a différentes sections ; ce sont eux qui tiennent
compte de l'évolution constante des formats des livres, ainsi que des besoins
psychologiques des enfants. Au fil du temps, on a observé que les exigences et les normes
des parents changent d"une période a l'autre, et ce changement est dt a la technologie,
qui est un facteur important dans la réévaluation des attentes. Bien str, lorsqu’il s’agit de
I'édition de livres pour enfants, plusieurs éléments sont pris en compte, notamment : les
besoins psychologiques en fonction du stade de développement de chacun, la logique
commerciale et éditoriale, mais aussi le maintien d'un équilibre entre pédagogie et
littérature. Ainsi, 1'édition de livres contenant de la littérature pour enfants doit
également tenir compte de I'adulte intermédiaire (bibliothécaire, parent, enseignant). (Di
Giovanni, E., Elefante, C., & Pederzoli, R. 2010, p. 11)

De méme, lorsqu’il s’agit de I'édition de livres pour enfants, le destinataire est
également pris en compte. Cependant, il existe un dilemme concernant le destinataire.
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Ce type de double destination de la littérature pour enfants selon Ewers est défini «
children’s literature with multiple address ». (Ewers, 2009, p. 44) Aussi, la littérature
d’enfance et de jeunnese est constituée de deux processus de communication
imbriques : « a message for children, and at the same time a message for the mediators
of children’s literature. Children’s literature needs to have a basically twofold character,
in that it also has always to be “mediator’s literature”. (Ewers, 2009, p. 29 ; Pederzoli,
2012, p. 40)

A mesure que la technologie prend de I'ampleur autour de nous, les enfants
ont de plus en plus accés aux livres numériques. Comme le souligne Jan Van Coillie
(2020), I'omniprésence de la technologie permet aux enfants d’interagir avec les
histoires d’'une maniere différente, en facilitant un acces plus large et en proposant des
expériences de lecture personnalisées. Ainsi, les livres numériques viennent en aide a
toutes les tranches d’age, en particulier aux plus jeunes, car la littérature devient un
univers interactif et multilingue. Ces livres ne remplacent pas la littérature
traditionnelle, mais viennent plutdt a son secours en offrant des possibilités de
développement intellectuel et émotionnel. Par conséquent, la littérature pour la
jeunesse continue de viser deux objectifs principaux : la transmission culturelle et
I'adaptation aux besoins des jeunes lecteurs contemporains.

La présence d’images dans les contes pour enfants peut étre considérée comme
un complément narratif. Leur role est de faciliter la compréhension du texte, de
stimuler la créativité et d’offrir de nouvelles perspectives d’interprétation. Les
illustrations dans les livres pour enfants peuvent étre envisagées sous un double angle :
d’une part, les images facilitent la compréhension du texte, en fournissant des indices
visuels et chromatiques, en clarifiant et en soutenant le message central d'un
paragraphe du texte, ou dans le cas ou les illustrations bloquent la compréhension du
texte. Dans le premier cas, les images sont vraiment utiles pour stimuler 'imagination
et ouvrent la porte a un univers ludique, accessible a tous les enfants. Dans le second
cas, lorsqu’il y a un décalage entre les deux éléments, les images peuvent étre un
obstacle a la compréhension des événements racontés, créant une confusion entre ce qui
est traduit en langage iconique et ce qui est exprimé par le texte écrit.

Ainsi, le rapport texte-image doit contribuer a harmoniser la lecture, a faciliter
la compréhension et a impliquer le lecteur. Lorsque nous parlons d’image, nous
pensons avant tout a sa chromatique et a sa symbolique. La palette de couleurs est un
pilier important du dialogue intersémiotique. La chromatique peut soutenir I'émotion
et le suspense des événements, car c’est un langage autonome qui compléte le message
textuel. Ainsi, l'illustration, associée a une chromatique appropriée, devient un
narrateur visuel.

Dans un monde de plus en plus globalisé, la traduction de la littérature pour la
jeunesse ne peut plus se limiter a un exercice linguistique. Elle est devenue un enjeu
majeur a la frontiere entre 1’évolution commerciale et l'évolution culturelle. Le
traducteur porte donc une grande responsabilité, car c’est lui qui décide quelle partie
de la culture d’origine doit étre modifiée, adaptée, voire supprimée.
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L'un des problémes les plus controversés en matiére de traduction de livres
pour enfants concerne le contexte culturel. Cet élément est nécessaire en traductologie,
d’une part pour préserver la fidélité et la lisibilité du texte, et d’autre part parce que la
mission de la traduction est aussi de stimuler et de faciliter, grace a I'originalité du texte
source, I'ouverture internationale et la compréhension mutuelle des jeunes lecteurs.

Le comparatiste francais Paul Hazard considérait chaque livre traduit pour
enfants comme « a messenger that goes beyond mountains and rivers, beyond the seas,
to the very ends of the world in search of new friendships? » (1944, p. 146).

Marcel Aymé

L’écrivain Marcel Aymé nait le 29 mars 1902 a Joigny (Yonne), et meurt a Paris
le 14 octobre 1967. Sixieme et dernier enfant d’une famille de forgerons, Marcel perd sa
mere a 'dge de deux ans seulement. Il grandit dans la ferme de ses grands-parents
maternels, dans le village Villers-Robert (dans le Jura). Son enfance passée dans les
paysages ruraux du Jura a été la source d’inspiration de toute son ceuvre. C'est la que
I'univers ludique qu’il s’est construit, entre fermes et légendes d’animaux parlants, a
nourri 'imagination qui allait enrichir ses célebres Contes du chat perché.

Bien qu'il ait initialement souhaité faire carriere dans I'ingénierie, le cours de sa
vie a été bouleversé par une grave maladie. Cependant, la personne qui a le plus
contribué a sa carriére littéraire est sa sceur. Une caractéristique distinctive de Marcel
Aymé, par rapport aux autres romanciers contemporains frangais, est le fait qu’il n’est
pas issu de la bourgeoisie parisienne et ne s’y est jamais vraiment intégré. Il se sent plus
a l'aise dans le microcosme d’un petit village de province, ot les paysans, les animaux
et les petits locaux ménent une existence saine, méme si elle est quelque peu monotone.

Des le début de sa carriere, Aymé devient un écrivain prolifique. Outre Les
Contes du chat perché, il écrit des ceuvres majeures destinées aux adultes, telles que La
Jument verte (1933), un roman réaliste et satirique sur la vie rurale, et Le Passe-Muraille
(1941), un recueil de nouvelles fantastiques qui explore 1'absurde et la condition
humaine. Ses piéces de théatre, parmi lesquelles Clérambard (1950), témoignent de son
humour fin et de sa capacité a porter un regard critique et intelligent sur la société.

Son ceuvre combine souvent des éléments fantastiques avec des allégories
sociales et politiques plus profondes, le plagant aux c6tés de moralistes francais tels que
Rabelais et Voltaire. Les récits d’Aymé exigent une double perspective de la part des
lecteurs, équilibrant innocence et ironie. Jusqu'a sa vieillesse, Marcel Aymé reste un
observateur vigilant et un conteur inventif, capable de transformer des détails
quotidiens en récits a portée universelle.

Ainsi, nous pouvons aujourd’hui parler d’une figure éminente, reconnue pour
son humour et son style profondément ancré dans les réalités de son époque. Parler de
Marcel Aymé, c’est inviter chacun a redécouvrir le monde a travers le regard d'un
enfant attentif et d'un écrivain profondément lucide capable de faire rire tout en

2 Un messager qui traverse montagnes et riviéres, qui franchit les mers, jusqu’aux confines du
monde, a la recherche de nouvelles amitiés (n. t.).
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incitant a réfléchir & des problemes « sérieux » comme: relations parent-enfant,
homme-animal, les principes de 1'éducation et la place du jeu dans la vie des enfants.
Aussi, ses ceuvres s’inscrivent dans une dynamique intertextuelle complexe. Ses contes
peuvent étre lus en palimpsestes des textes reliés aux contes de Perrault ou bien
d’autres textes de Fontaine, du patrimoine mondial de I'enfance (Le Chat Botté, Le Petit
Chaperon Rouge, Le loup et I'agneau, etc.)

Le livre en francais

Les Contes du chat perché (publiés entre 1934 et 1946) sont les plus célebres récits
de Marcel Aymé. Au cours du processus éditorial, les récits ont été regroupés en deux
volumes distincts apparues chez Gallimard Jeunesse : Les contes bleus du chat perche et
Les contes rouges du chat perche. Le premier conte est Le loup, suivies d’autres 17 contes.?
Deux d’entre elles Le commis du Pére Noel et Le mammouth, ont été retrouvés dans les
papiers d’écrivain apres sa mort. Les contes ont été illustrés par plusieurs artistes au fil
des éditions, parmi lesquels on peut citer : Nathan Altman, qui a illustré les premiéres
éditions originales, dés la premiere publication en 1934, Nathalie Parain (notamment
Autres Contes du Chat Perche en 1950), Philippe Dumas, qui a illustré des éditions plus
récentes, notamment celles de la collection Folio Junior (1986), puis Claudine et Roland
Sabatier, qui ont illustré des éditions de la collection Folio Cadet.

Dans la préface de I'édition de 1934 nous retrouvons le point de départ de ses
contes : il raconte la conversation qu’il a eu avec un chat perché sur une branche, un
jour ot il se promenait et s’était arrété pour lui donner un coup de main. Ainsi, le chat,
remarquant qu’il cherchait quelque chose, a voulu le récompenser pour sa gentillesse.
La réponse de Marcel met en évidence le role central de ses histoires : « Je cherche une
histoire qui amuse les enfants, mais je n’en trouve pas. » C'est alors que le chat endosse le
role du conteur : « Je me suis assis sous le pommier, et le chat m’a raconté des aventures qu'il
était seul a connaitre, parce qu’elles sont arrivées a des bétes du voisinage et a deux petites filles
blondes qui sont ses amies. » Ce qu’il affirme dénote un pacte avec le lecteur : Ces contes du
chat perché, je les donne ici sans y rien changer. L'opinion de mon ami le chat est qu’ils
conviennent a tous les enfants qui sont encore a I’dge ou I'on sait comprendre les bétes et parler
avec elles. » A 1'origine, les contes ne sont pas rédigés, mais transmis oralement de
génération en génération. Marcel Ayme respecte cette tradition et recueilli les contes
qui lui a confiés le gros chat perche sur un pommier, offrant « aux enfants de quatre a
soixante-quinze ans ».

Nous constatons que, dans ces contes, la hiérarchie sociale disparait et qu’il
s'établit une égalité dans la relation entre 'homme et I'animal. A travers le regard de

I'enfant, mais aussi a travers ses traits de caractére - sincérité, innocence, bonté, gotit du

3 Les dix-sept contes du chat perché ont été publiés entre 1934 et 1946 : Le Loup (1934), Les Beeufs
(1934), Le Chien (1934), Le Petit Coq noir (1934), Le Mauvais Jars (1935), L'Eléphant (1935), La Buse et
le cochon (1936), L'Ane et le cheval (1937), Le Canard et la panthére (1937), Le Paon (1938), Le Cerf et le
chien (1938), Les Cygnes (1939), Le Mouton (1940), Les Boites de peinture (1941), Les Vaches (1942), La
Patte du chat (1944), Le Probléme (1946).

95



jeu, curiosité - 'auteur transmet des vérités fondamentales sur la relation entre parents-
enfants, mais aussi sur la société francaise de 1'époque, et bien plus encore.

La vision différente a laquelle fait référence Herbauts : « Les enfants sont plus
souples d’esprit que les adultes. Ils acceptent qu’une ville puisse étre minuscule. De par leur
taille, ils ont déja une vision différente. » (2000, 2001 en ligne) trouve un écho particulier
dans I'ceuvre de Marcel Aymé : dans une ferme, deux sceurs, Delphine et Marinette, ont
redécouvert un espace rempli de jeux et d’animaux. Les parents des filles sont toujours
séveres, avec des régles strictes, et sont absents lorsque les filles commencent a créer
leur propre univers de jeu, ot tout est possible, utilisant la créativité et le jeu comme
outils pour plonger dans les joies de I'enfance. Mais ceux qui jouent tout le temps avec
les filles sont les animaux, dotés du don de la parole. Ainsi, 'univers ludique dépasse la

logique et les barrieres des adultes.

Stratégies de la traduction en roumain

L’importance du livre que nous analysons dans I'ensemble de I'ceuvre d’Ayméil
est déja évidente si nous nous rapportons au fait qu’il a été traduit en 31 langues?, ce
qui montre son succeés international. De plus, les éditions illustrées sont réalisées par
des artistes talentueux. L’édition anglaise est traduite sous le titre The Wonderful Farm et
illustrée par Maurice Sendak, confirmant le statut universel de ces contes.

Pour analyser le corpus littéraire choisi, il convient de se référer a 'approche
méthodologique bien connue de Vinay et Darbelnet (1958), dont les travaux en stylistique
comparée proposent une taxonomie de techniques visant a obtenir des traductions aussi
fideles que possible. Leur approche se base sur le principe selon lequel le traducteur ne
traduit pas des mots, mais des unités de pensée et des situations. Aussi, I'analyse met en
lumieére les stratégies compensatoires destiner a combler les lacunes linguistiques ou
culturelles propres a chaque langue, qu’elle soit cible ou source. Toutefois, ces techniques
ne sont pas des recettes pour une traduction parfaite, mais des instruments qui
permettent au traducteur d’étre co-auteur de I'espace ludique.

Le corpus étudié se révele particulierement riche du point de vue de la
créativité ludique appliquée a la traduction. Du point du vue chronologique, on a choisi
le premier conte apparu, Le loup. Ce conte est le meilleur exemple ot on peut analyser
I'intertextualité, des traductions indirectes rendues par modulation, la traduction des
chansons et de rimes, la traduction des noms de jeu et le double sens du mot.

Dans le paysage éditorial roumain, cet ouvrage n’a qu'une seule traduction,
celle de Tudor Mainescu (1966). Si la version frangaise publiée aux éditions Gallimard
est accompagnée d’une préface détaillée, I'édition roumaine parue aux éditions
Tineretului s’ouvre uniquement sur le dessin d"un chat perché au sommet d'un escalier.
Aussi, dans la version roumaine nous avons quelques contes traduits : Lupul, Cerbul si
cdinele, Elefantul, Rditoiul si pantera, Giscanul cel rdu, Mdagarul si calul, Berbecul et Ostrovul

4 Les Contes du chat perché ont été traduits en italien, tcheque, japonais, portugais, polonais, etc.
https:/ /www.unesco.org/xtrans/ bsresult.aspx?lg=0&stxt=les % 20contes %20du %20chat % 20perc
he&fr=10.

96



lebedelor. Le volume se distingue dans les rayons des bibliotheques par les illustrations
exceptionnelles signées Jean Palayer, qui complétent le texte d’une vision graphique
particuliérement originale. Les illustrations, narrateur visuel de l'ceuvre, se traduisent
dans la version traduite par des formes géométriques légerement esquissées
représentant les animaux, mais aussi par la reprise de certaines répliques du texte. Les
contes se distinguent par la simplicité des dessins, mais aussi par la palette de couleurs
choisie. Les couleurs claires prédominent, ce qui enrichit le message visuel des récits.
Nous disposons donc d'une seule version de la traduction, ce qui démontre la grande
capacité du traducteur a préserver l'authenticité du texte. Les traductions pleines
d’humour mettent en relief des valeurs essentielles telles que I'amour du jeu et la bonté,
tout en saisissant certains aspects de la société francaise. Ainsi, le lecteur, enfant ou
adulte, peut percevoir dans la version roumaine la profondeur de la vérité sous une
forme ludique.

Dans sa version roumaine, le traducteur Tudor Mdinescu déploie plusieurs
techniques afin de restituer de maniere créative le message, I'émotion et l'ironie de
I'auteur de la langue source vers la langue cible.

Au niveau de noms propres, plusieurs solutions sont fournies ; on a soit des
traductions directes, soit des traductions indirectes. Les noms des personnages
principaux se traduisent de maniére directe : Delphine - Delfina et Marinette- Marineta.
Par exemple, le traducteur a traduit « La plus blonde » par « Baldioara ». Ici, il utilise la
modulation qui est définie comme « une variation dans le message, obtenue en
changeant de point de vue, d’éclairage. Elle se justifie quand on s’apercoit que la
traduction littérale ou méme transposée (Cea mai blondd) aboutit a un énonce
grammaticalement correct, mais qui se heurte au génie de LA’ Le nom traduit ne
releve pas seulement un diminutif du mot « balai », mais exprime une attitude
affectueuse typique des contes roumains, passant d’une description neutre, « blonde »,
a une forme affective, « baldioara », modifiant ainsi la nuance sémantique. Nous
pouvons observer que le traducteur recourt aussi a la technique de la transposition, en
remplacant 'adjectif francais par un substantif diminutif en roumain, réalisant ainsi
une adaptation stylistique. Ce choix montre que la créativité du traducteur est
nécessaire pour que 'enfant qui lit le livre ressente la méme émotion que dans le texte
cible et fasse des liens avec des textes pour enfants de sa propre culture.

En ce qui concerne la traduction des chansons et des rimes, le traducteur utilise
une combinaison de procédés traductologiques tels que I'équivalence, la transposition
et le calque phonétique. Pour le nom « Compere® », il restitue le nom « Cumetre », en
utilisant I'équivalent pour conserver la forme familiére et archaique propre aux contes.
Le traducteur préfere conserver le nom « Guilleri ». Le passage d'une interrogation au
futur « Te lairras-tu mouri ? » vers une structure conditionnelle « Dacd nu ti-e a muri »

illustre un procédé de transposition, permettant de maintenir 1'équivalence sémantique

5 Dans le livre de Vinay et Darbelnet (1958), LA désigne la langue d’arrivée.
6 Le dictionnaire Larousse définit le mot « compere » en ancien frangais comme parrain d’un
enfant par rapport a la marraine (ou commere).
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tout en adaptant la syntaxe aux normes de la langue cible. Afin, pour la rime, le
traducteur a choisi d’utiliser un calque phonétique partiel du verbe « mourir », en tirant
parti de leur étymologie latine commune. Le fait qu'une béte sauvage fredonne une
chanson sur un homme souligne I'absurdité et 'humour de la situation. De plus,
Guilleri « meurt » et « ressuscite » dans la chanson, ce qui reflete le jeu du loup qui
prétend étre gentil, alors que sa nature reste dangereuse.

La version frangaise La version anglaise
« Il monta sur un arbre « He climbed up a tree
Pour voir ses chiens couri, carabi To see his hounds run, carabi,
La branche vint a rompre Then the branch broke
Et Guilleri tombit, carabi. And Guilleri fell down, carabi.
De cette belle histoire Here's the moral,
La morale la voici, carabl Of this nice story, carabi.
Elle prouve que par les femmes It proves that through women
L’homme est toujours guéri, carabi. Man is always healed, carabi.

Pour la comptine du loup, le traducteur utilise l'équivalence et la
compensation. Il remplace la promenade dans le long du bois par la cueillette des
mures, activité spécifique de 'espace roumain. De plus, il ajoute la phrase « Lupule,
pentru ce taci ?» pour une compensation stylistique. Aussi, il y a des phrases qui sont
traduites en suivant de pres la structure originale, avec des artifices bien trouvés, telle
que 'omission du sujet et des noms en vocatifs (loup, tu) : « Loup y es-tu ? m’entends
tu ? quoi fais-tu ? » par « Unde esti ? Auzi ? Ce faci ? ».

La version roumaine : La version francaise :

« Haidem la cules de mure .
R . N « Promenons-nous le long du bois,
Cat nu-i lupul in padure.

) Pendent que le loup y est pas.
Lupule, pentru ce taci ?

Loup y es-tu ? m’entends-tu ? quoi fais-tu ? »
Unde esti ? Auzi ? Ce faci ? ». Py 4

Un autre domaine de traduction qui présente des difficultés est celui des noms
de jeux. Nous observons ici les différences culturelles et la maniere dont celles-ci
peuvent constituer des obstacles en traductologie. Dans le processus de traduction, la
décision de conserver ou d’adapter les noms des jeux releve de la traduction en tant
qu’acte de médiation culturelle. Dans le cas de Tudor Madinescu, on constate qu’il
adapte parfois les noms ou propose un équivalent. Le jeu est l'activité centrale de
I'enfance, car c’est lui qui place l'enfant dans des situations différentes. Cette
adaptation peut étre considérée pertinente, car elle arrive a créer, dans le texte cible, le
méme effet aupres du destinataire.

Chez Aymé, 'univers ludique se caractérise par la collectivité — tous les jeux
mentionnés impliquent des groupes d’au moins trois participants. Cette prédilection
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dévoile non seulement la biographie de I'auteur, mais aussi la fonction sociale du jeu :
celle de rapprocher les enfants et de les transformer en un tout unitaire. A travers le jeu,
les enfants cessent d’étre des individus isolés et font partie d’une entité définie par ses
propres regles.

Dans la version de Mdinescu, on trouve quelques noms de jeux qui ont été
adaptés ou équivalents : a la main chaude, a la ronde, a la courotte malade, a la paume
placée, au cheval.

La version francaise La version roumaine
alaronde rotunda e luna
a la main chaude fripta
a la paume placée mingea la perete
a la courotte malade fetita bolnava
au cheval calul si calaretul
au furet baba-oarba
a la balle fondue gajurile
a la mariée mireasa

Dans 'univers de Marcel Aymé, le double sens des mots constitue une stratégie
narrative essentielle, et les termes « béte » et « bouffer » illustrent cette technique
ludique. En frangais, « béte » fonctionne a la fois comme nom et comme adjectif, créant
un jeu de miroirs entre identité et intellect. Le sens dénotatif fait référence a I'animal
dans son état pur. Dans Contes du chat perché, les personnages sont des animaux qui
parlent, ils sont donc, au sens propre, « des bétes ». Le sens connotatif renvoie a la «
bétise » ou au « manque d’intelligence ». Aymé joue avec le préjugé humain selon
lequel les animaux sont inférieurs. Souvent, les « bétes » (les animaux) s’aveérent bien
plus logiques et sages que les adultes (les parents), renversant ainsi le sens péjoratif de
I'adjectif. Le mot « bouffer » appartient au registre familier et apporte une note de
réalisme brutal dans l'univers magique. Son sens est « manger » (I'équivalent du
roumain « a infuleca »). Il s’agit de la faim instinctive, propre aux animaux. Au sens
figuré, « bouffer » suggere également 1'idée de destruction. L'utilisation de ce terme a la
place de « manger » accentue le c6té comique, mais aussi le coté cru de la nature. Par
ces jeux de mots, Aymé élimine la barriére entre ’homme et 'animal, forcant le lecteur
a voir au-dela des étiquettes.

Conclusion

L’analyse traductologique de ce récit nous montre que Marcel Aymé reste
intemporel grace a son approche ludique. La société sera toujours en mutation, mais
I'écrit perdurera. Des regles tacites sous-tendent ces textes destinés aux enfants. On
peut également noter un fait intéressant, a savoir qu’il affirme clairement que ces textes
s’adressent aux enfants, une idée qui touche le cceur d’enfant qui réside en chaque étre
humain, quel que soit son dge. La traduction en roumain prouve que le traducteur n’est
pas seulement un médiateur linguistique, mais un véritable architecte qui donne du
sens a toute I'histoire, en mélant le réalisme au fantastique, I'humour au ludique. Les
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techniques de traduction utilisées surprennent par leur originalité et leur créativité.
Marcel Aymé et Tudor Mainescu enrichissent I'esprit de I'homme par la vérité, une
vérité travaillée par le jeu. Chez Marcel Aymé, le jeu réside dans un mélange du
merveilleux et du quotidien, du réalisme et du fantastique.
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Abstract: At the intersection of linguistics and the sphere of play lies ludolinguistics, a complex
and contemporary discipline characterized by its vast interdisciplinary potential. This field is
based on the study of various wordplays, anecdotes, and forms of verbal humor, as well as the
underlying linguistic mechanisms and phenomena that support them. Thus, ludolinguistics
highlights the close relationship between language, play, and creativity. The contrast between
Spanish and English, utilized for humorous purposes, constitutes a key point of interest within
ludolinguistics. The relevance and the sociolinguistic and even cultural implications of this shift
from one linguistic code to another are unquestionable in the current global context, whether
considering the bilingualism of many speakers in Latin America or native speakers of Spanish or
English seeking to engage with a foreign language in a natural and playful manner.

Keywords: ludolinguistics, sociolinguistics, wordplay, bilingualism.

Introduccién

En la intersecciéon entre el dambito de la lingiiistica y el espacio ludico se
encuentra la ludolingtiistica, una disciplina compleja y actual por sus mdaltiples
posibilidades interdisciplinarias. Segtn Carlos Cabrera en su libro Manual de
ludolingiiistica en espariol, “hablamos de ludolingiiistica para hacer referencia a la
disciplina encargada del estudio de los recursos verbales a través de los cuales se
manipula la lengua con una finalidad ladica”. Otro estudioso importante de esta
disciplina compleja, José L. Herrero, la define de una manera mds concentrada, pero
igualmente contundente y relevante: “disciplina que estudia los diferentes métodos
para utilizar el lenguaje con una funcién lidica”. En otras palabras, la ludolingiiistica se
basa en el estudio de los diferentes juegos de lenguaje, anécdotas o formas de humor
verbal, asi como de los mecanismos y fenémenos lingtiisticos que los sustentan.

La expresién ya mencionada “juegos de lenguaje” (también conocidos como
“juegos lingtiisticos”) fue introducida por el filésofo aleman Ludwig Wittgenstein,
primero en sus cursos y luego recogida en sus Investigaciones filosdficas (Philosophische

1 Coordonator: Lector univ. dr. Alin Titi CALIN.
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Untersuchungen) en 1953. Ademdas de ser simples combinaciones de palabras
manipuladas de forma lddica para generar diversos efectos, Wittgenstein considera
como juego de lenguaje “al todo formado por el lenguaje y las acciones con las que esté
entretejido”. Asi, el filésofo pone de relieve el vinculo entre lenguaje, juego y la
naturaleza ladica de los seres humanos.

Es cierto que la ludolingtiistica como campo auténomo que funciona bajo esta
denominacién especifica es relativamente reciente, especialmente en el mundo de la
filologia hispanica, lo que explica la falta de un compendio sélido y generoso de
materiales tedricos extensos. Sus mecanismos, herramientas y los correspondientes
fenémenos de interés estan atin bajo una investigacion exhaustiva por parte de tedricos
y estudiosos preocupados por este campo. No obstante, se encuentra en proceso de
establecerse como una disciplina importante, fértil y altamente prometedora.

La ludolingiiistica es, por tanto, una preocupacién de maximo interés en los
altimos afios, ya que ofrece muchas posibilidades de investigaciéon y paralelos incluso
con otros campos aparentemente no relacionados, como la medicina. Por sorprendente
que pueda parecer esta asociacién, la conexién estd excelentemente explorada y
explicada por Enrique Saldafia en su obra seminal Ludolingiiistica médica (2003). Saldana
analiza la interseccién entre el juego de palabras (que pertenece fundamentalmente al
campo de la ludolingiiistica) y la terminologia médica. Demuestra que este tipo de
lenguaje especializado no es del todo rigido ni desalmado, y que existen numerosas
formas de humanizarlo y hacerlo mas accesible e incluso entretenido.

Con estas consideraciones preliminares en mente, a pesar de que la
ludolingtiistica que funciona bajo esta etiqueta especifica se encuentra en una fase
bastante incipiente, los mecanismos lingtiisticos de todo tipo y juegos de palabras se
han utilizado mucho antes de esta preocupacién intelectual y filol6gica mas reciente. Al
fin y al cabo, debemos recordar el condicionamiento del ser humano como Homo
Ludens, tal como lo plantea Johan Huizinga en su famosa obra Homo Ludens (1938). Asf,
la dimensién lddica esencial estd en el centro de la cultura humana. Esta idea
fundamental se manifiesta, sin sorpresa y en absoluto de forma coincidente, también de
manera lingiiistica, a través de los diversos chistes, juegos de palabras y otras
manipulaciones ladicas de las palabras que el ser humano ha realizado tan
ingeniosamente durante tantos siglos de fructifera existencia.

Las manifestaciones primigenias que hoy se pueden considerar verdaderos
juegos lingtiisticos se hallan en la Antigiiedad. En la Antigiiedad griega se pueden
encontrar los primeros palindromos, un hecho explicable incluso teniendo en cuenta la
etimologia griega de este concepto (viene del griego A dpdpog, palin dromos, “volver a ir
atras’). Un palindromo es una “palabra o frase cuyas letras estan dispuestas de tal manera
que resulta la misma leida de izquierda a derecha que de derecha a izquierda” (definicién
segin DLE, s.f.). Un ejemplo de palindromo antiguo conservado hasta el presente es
Niwov dqvoptipatra ui povav éyw (Nipson anomémata meé monan opsin), atribuido a Gregorio
de Nacianceno (330-390). Significa ‘Lava mis pecados, no solo mi rostro’.

También en el lenguaje y la cultura de la Antigiiedad latina aparece usado el
recurso del palindromo. Se pueden dar como ejemplos las siguientes situaciones:
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o Si bene te tua laus taxat, sua laute tenebis (‘Si eres digno de tu alabanza, seguiras
el camino que te indica’, atribuido al escritor y militar romano Plinio el Viejo).

e Roma tibi subito motibus ibit amor ('En Roma, rdpidamente con sus ajetreos, te
llegara el amor’, atribuido al retérico y pedagogo romano Quintiliano).

El palindromo como tipo de juego lingtiistico de origen antiguo se sigue
utilizando hoy en dia, lo que demuestra su vigencia. En el contexto espafiol destaca el
caso de José Pablo Garcia, ilustrador malaguefio, que muestra un especial interés por
los palindromos. En 2014 cre6 una pagina llamada Palindrotiras, presente en varias
redes sociales (como X e Instagram), donde publica «las vifietas que podéis leer igual
del derecho y del revés» (esta es la descripcién exacta de su péagina). En este contexto,
es necesario analizar algunas de sus obras.

2| NEOP
/8*50'_, " Po HESEm B

Esta evocadora ilustracién, publicada en la pagina de Instagram @palindrotiras
el 16 de septiembre de 2025, contiene un excelente ejemplo de dos palindromos. Estos
pueden descifrarse facilmente si organizamos el texto de la siguiente manera lineal:

e El primer palindromo: jEso! No sé...

e Elsegundo (cuasi) palindromo: Neopreno poner Poe

Obviamente, el segundo palindromo es imperfecto, ya que no sigue
estrictamente las reglas de formacién de un palindromo auténtico. La escritura correcta
para que pudiera considerarse un palindromo legitimo deberia haber sido: “eopreno
poner poen”. Sin embargo, con el fin de preservar tanto el efecto comico como una cierta
logica sintagmatica (para que sea legible y coherente), la letra n sufrié una reubicaciéon
del principio al final de la estructura. No obstante, la intencién de crear un palindromo
es evidente.

103



Posteriormente, la fuente de humor surge de la inclusién, tanto simbélica como
directa, del escritor Edgar Allan Poe, figura cardinal del movimiento romdntico
estadounidense y formador fundamental de la cultura mundial, ya que su legado fuera
de las fronteras americanas es incuestionable. Ademas del dibujo del autor, la presencia
del cuervo es imperdible; por supuesto, se trata de una clara alusién al famoso poema
de Poe, El cuervo. Su importancia literaria es innegable, siendo el cuervo un simbolo
impactante que sigue a Poe —especialmente en la cultura popular— como su extensiéon
animal o su alter ego. En cualquier caso, podemos ver a través de esta imagen cémo la
lingtiistica (mediante este mecanismo del palindromo como juego de palabras) y la
literatura pueden coexistir y fusionarse, creando efectos cémicos.

Este otro ejemplo pertinente, publicado en la pagina de Instagram
@palindrotiras el 27 de mayo de 2025, contiene un palindromo evidente: ;Me las asa?
Salem. Claramente y sin ninguna duda o dificultad, el texto puede leerse de la misma
manera de izquierda a derecha que de derecha a izquierda.

La inspiracién para este palindromo es, esta vez, de caracter histérico, ya que
alude a los famosos juicios de las brujas de Salem y a la infame quema de brujas que
ocurri6é durante y después de estos. La descripcién de la publicaciéon explica, también
en un registro comico y jovial, esta alusién: «Me he tomado una pequeifia licencia: en los
juicios de Salem de 1692, las acusadas de brujeria no fueron quemadas, sino ahorcadas.
La veracidad de los hechos no debe imponerse jamas a una palindrotira». En cualquier
caso, una explicacién detallada de las implicaciones histéricas y sociales de estos
eventos no es el objeto de este andlisis, pero resulta notable cémo José Pablo Garcia
toma un evento tan serio, incluso oscuro y sombrio (dado lo que implicaba el proceso
inhumano de quemar vivas a las personas), y lo reforma, transfiriéndole una valencia
lingtiistica y un efecto cémico.

Finalmente, a través de ambos ejemplos incluidos de la pagina Palindrotiras, se
puede observar la predisposicién de un artista espafiol por referenciar, reimaginar o incluso
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interpretar elementos culturales estadounidenses. En este caso, el contraste entre el espafiol
y el inglés (tanto en cultura como en lengua) adquiere su primera manifestacion.

Los principales fenomenos lingiiisticos de interés en la ludolingiiistica

En espafiol, diversos fenémenos lingtiisticos pueden explotarse como
herramienta humoristica en situaciones variadas, lo que ejemplifica la dimensién y el
poder ltdicos del lenguaje. A continuacién, comentaremos tres de ellos.

Homonimia y polisemia

La homonimia y la polisemia son dos fenémenos que a menudo se analizan
conjuntamente en el contexto del problema de la ambigtiedad 1léxica. Segun el Glosario
de términos gramaticales de la Real Academia Espariola (RAE, 2020), “la homonimia es la
coincidencia formal entre dos palabras con significados distintos y no relacionados”.

En esencia, los homoénimos son aquellas palabras que se pronuncian y pueden
escribirse de la misma manera, pero que tienen sentidos completamente distintos. El
término “homonimia” fue introducido por Aristételes en su tratado Refutacion de los
sofismas. Como es bien sabido, en general se distinguen dos formas de homénimos: los
homografos y los homéfonos. Se pueden dar varios ejemplos de casos de homonimia
relevantes en el contexto de la ludolingiiistica:

e Va un hombre paseando con su gato y una sefiora le pregunta: «—
(Arafia?». Y el hombre responde: «—No arafia, pero gato». Aqui hay un
juego de palabras entre el sustantivo arasia (animal) y el verbo araiiar
conjugado en la tercera persona del singular.

e Un pequefio didlogo entre dos personas hablando sobre un tubo

agujereado:
o —El tubo del agua se ha agujereado.
o —Tuvo que haber sido cuando hizo tanto frio.

Este ejemplo contiene un juego de palabras dado por dos palabras casi
idénticas: tubo y tuvo. Son homodfonas, por lo que se pronuncian de forma idéntica (en
espafiol, las letras b y v representan el mismo fonema bilabial sonoro /b/). Del mismo
modo, se puede presentar la siguiente situacion:

e —,;Usted no nada nada?

e —Es que no traje traje.

En este caso, se pueden identificar dos pares de homografos: nada (del verbo
nadar) frente a nada (adverbio de cantidad); y traje (del verbo traer) frente a traje
(sustantivo que denomina una prenda de vestir).

Por otro lado, segtin el Glosario de términos gramaticales, “la polisemia alude a la
pluralidad de significados de una voz cuando estos se hallan relacionados entre si”
(RAE, 2020). A diferencia de la homonimia, la polisemia se refiere a la propiedad de
una palabra de tener diversos significados que guardan una raiz comtn o una relacién
semantica.

Ejemplo de chiste que contiene un caso de polisemia:

e —;Por qué se suicid¢ el libro de matematicas?
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e —Porque tenia muchos problemas.

Resulta bastante coincidente que este caso de polisemia con la palabra problema
exista también en otros idiomas, como el inglés y el rumano. Por lo tanto, se pueden
encontrar chistes casi idénticos en sus respectivas lenguas.

El calambur

El calambur es un recurso fonético que consiste en la “agrupacién de varias
silabas de modo que alteren el significado de las palabras a que pertenecen” (RAE, s.f.).
En la literatura espafola, Francisco de Quevedo es uno de los autores mas relevantes
que utilizé con frecuencia e ingenio este recurso. Un ejemplo de calambur de Quevedo
se encuentra en un poema que narra la boda de unos esclavos: “Ella esclava y él esclavo /
que quiere hincidrsele en medio”. El calambur reside en que la palabra esclavo se puede
leer también como es clavo.

El calambur puede utilizarse de manera exitosa y eficiente también en los
chistes, sirviendo como un excelente mecanismo lingtiistico que produce humor de
forma intencionada y astuta. He seleccionado dos ejemplos donde se emplean
calambures:

1. «—Oye, ;qué es de Pilar? / —Pues quitar los pelos uno a uno». La
explicaciéon del chiste es sencilla: el verbo depilar se puede separar en la
preposiciéon de y el nombre propio Pilar. El primer interlocutor desea saber
qué ha sido de la persona llamada Pilar, pero dado que la secuencia puede
interpretarse como un calambur, el receptor entiende en su lugar el verbo
depilar y responde explicando en qué consiste dicha accién.

2. «—Digame. / —Me. / —Repitalo, por favor. / —Lo, lo, lo». En este caso, se
incluyen dos calambures a través de las palabras digame y repitalo, que
pueden entenderse en esta clave como diga "me" y repita "lo". Cabe aportar
aqui una explicacién gramatical basica: en espafiol, en el caso del modo
imperativo, los pronombres de objeto directo e indirecto se posponen y se
unen al verbo (encliticos); por eso se escribe, por ejemplo, repitalo (formado
por el imperativo repita y el pronombre lo).

El contraste espafiol-inglés como fuente de humor

El contraste entre el espafiol y el inglés utilizado con finalidad humoristica
constituye uno de los posibles puntos de interés de la ludolingiiistica. La relevancia y
las implicaciones sociolingtiisticas e incluso culturales de ese paso de un cédigo
lingtifstico a otro son incuestionables en el contexto actual, dominado por el
surgimiento del inglés como lingua franca. Las interacciones e interferencias entre el
inglés y el espafiol se manifiestan a menudo a través de la cultura popular, generando
un inmenso impacto en el publico.

Existen numerosos ejemplos que podrian enriquecer esta discusion: desde
personajes de programas de television (como Gloria de Modern Family, quien
protagoniza chistes o resulta involuntariamente graciosa por su uso especifico del
inglés y del espafiol) hasta la representacion de la cultura hispédnica en peliculas,
especialmente en el género western. En estas producciones se observan situaciones
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cémicas dentro de didlogos entre hablantes nativos y no nativos de espafiol, basadas en
confusiones entre palabras como “embarazada” y embarrassed, o juegos fonéticos como
“gracias” y grassy ass.

De cualquier modo, el uso de este contraste es relevante ya sea que hablemos
del bilingiiismo de muchos hablantes en el espacio latinoamericano, que emplean esta
dualidad para expresar su identidad cultural y lingtiistica, o de hablantes nativos de
espafiol o inglés que buscan acercarse a la lengua extranjera de manera natural y ltdica.

Existen multiples chistes relevantes para la ecuacién del contraste espafiol-
inglés. Algunos ejemplos muy ilustrativos son los siguientes:

1. Una situacién que consiste en un didlogo en el que participa un fan de la

saga Star Wars (La guerra de las galaxias):
o — ¢;Podria traducir "mirar"?
o — Look.
o — Uselo en una frase.
o — Luke, yo soy tu padre.

Aqui, el chiste surge del hecho de que, para un hablante no nativo de inglés, la
palabra look (verbo “mirar”) y el nombre propio Luke pueden sonar casi idénticos,
especialmente si no se domina la pronunciacién nativa. Sin embargo, en realidad,
ambas palabras se pronuncian de manera diferente y esta divergencia suele acentuarse
segln el acento regional del hablante. Para resaltar la diferencia de pronunciacién, se
puede examinar su transcripcion fonética:

e Look: /luvk/ (vocal breve y relajada)

e Luke: /luk/ (vocal larga y tensa)

Esa diferencia de un solo fonema hace que look y Luke formen lo que en fonética
inglesa se denomina un par minimo (minimal pair). Esta variaciéon fonolégica puede
resultar demasiado sutil para el oido extranjero y atin mas dificil de reproducir, lo que
explica el trasfondo lingtiistico de este chiste.

2. Elnivel de competencia lingtiistica:

o — ¢Nivel de inglés?
— Alto.
— Traduzca “péjaro”.
— Bird.
— ¢(Puede usarlo en una frase?

o O O O O

— jHappy bird day to youuuuuuu!
o — jContratado!

Este chiste se burla del nivel de competencia falsamente pretendido por
algunos hablantes. En lugar de decir correctamente “Happy birthday to you” (el
equivalente al deseo espafiol “jFeliz cumpleafios!”), el hablante dice “Happy bird day to
you” (que significaria “jFeliz dia del pajaro!”).

La fuente del humor es similar a la del ejemplo anterior: la confusién por parte
de un hablante no nativo de inglés entre dos palabras fonéticamente cercanas: bird y
birth. Una transcripcion fonética permite esclarecer la diferencia:

e Bird: /b3:d/
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e  Birth: /b3:0/

De nuevo, estos dos sustantivos varian en un solo fonema (la consonante final
oclusiva frente a la fricativa dental), lo que genera incertidumbre en situaciones de
comprension auditiva para los aprendices de la lengua.

Los memes

A pesar de su naturaleza informal y su popularidad en el mundo digital, los
memes son, sin duda, una forma de expresién muy prominente en la que se emplea el
humor lingiiistico, convirtiéndose asi en un objeto de estudio excepcionalmente
relevante para el campo académico de la ludolingiiistica. En internet se pueden
encontrar todo tipo de memes que se burlan de diversos aspectos de nuestra existencia
cotidiana, pero también de situaciones culturales y sociales mas serias. Algunos de
estos memes exploran un fendmeno comun entre hablantes bilingiies conocido como
code-switching o cambio de cédigo, el cual ha sido extensamente estudiado (Gumperz,
1982; Poplack, 1980).

Este fenémeno, tanto comunicativo como social, se refiere al paso espontdneo y,
a veces, repentino de un idioma a otro dentro del mismo acto comunicativo. Esta
practica ha sido interpretada no como un error, sino como un testimonio de la
identidad bilingtie, como ocurre con el uso del Spanglish por parte de los miembros de
la comunidad latina en los Estados Unidos. Especialmente para los nifios, quienes se
ven atraidos por dos fuerzas o influencias distintas (la hispédnica y la inglesa), este
comportamiento lingtiistico resulta natural (Zentella, 1997).

Los memes como herramienta diddctica

No resulta sorprendente que las redes sociales no sirvan tnicamente para la
comunicacién informal (o, dltimamente, incluso oficial) entre personas (amigos,
familiares, conocidos, compaferos de trabajo o intercambios entre alumnos y
profesores), ni solo para la difusién de informacién de diversa indole. En plataformas
donde el contenido de formato corto y los memes se propagan con rapidez
(particularmente en TikTok), surgen constantemente videos humoristicos que cubren
una amplia gama de temas. En este contexto, es posible encontrar contenido educativo
incluso en las redes sociales, funcionando como una forma de educacion informal o
como un valioso recurso de ensefianza y aprendizaje si es preciso, estd bien
documentado y se ejecuta correctamente. Asi, los docentes pueden hallar y utilizar una
multitud de materiales en linea para integrarlos posteriormente en el aula,
enriqueciendo la experiencia de aprendizaje y haciéndola mas atractiva para los
estudiantes jovenes.

Una cantidad significativa de estos memes y materiales humoristicos abordan
temas relacionados con aspectos lingtiisticos o gramaticales que representan desafios en
el aprendizaje de una lengua extranjera (una tarea que a menudo resulta tediosa,
exigente y abrumadora para los estudiantes si no cuentan con guia en este complejo
viaje). Sin duda, los profesores pueden llevar dichos memes al aula para explicar ciertos
fenémenos gramaticales, familiarizar a los alumnos de una manera mas amena y lidica
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con determinados contenidos, o simplemente incluirlos como rompehielos o para
captar la atencién.

He hallado un excelente ejemplo de un video que puede utilizarse en el
contexto de la ensefianza del espafiol como lengua extranjera (ELE). Se trata de un clip
de la serie animada The Mighty B! (Nickelodeon, 2008), que recientemente ha resurgido
como un meme viral y muy apreciado en TikTok (a través de la cuenta
@randomstuffsmhh). La transcripcion del didlogo de este breve video es necesaria en
este punto:

e Estudiante: Teacher! There’s a huge —

e Profesora: (Interrumpiendo) jAh-ah-ah! jEn espariol, por favor!

e Estudiante: (Con voz de panico y aguda) jOh! jLa agua es muy grande! Y...

[grita]!

En la escena, un estudiante desprevenido se ve obligado a traducir una
emergencia al espafiol, lo que resulta en la exclamacién obviamente improvisada: " ;Oh,
la agua es muy grande!". Mientras que el humor proviene de la insistencia de la profesora
en el uso exclusivo del espariol (la famosa e incluso temida frase "en espariol, por favor",
cuyos ecos e implicaciones son ciertamente impactantes y bien conocidos, o incluso un
motivo de panico y recuerdos no deseados entre estudiantes de espafiol abrumados o
exasperados), el didlogo en si puede servir como un material didactico muy dtil y
divertido. Un docente puede utilizar este clip para abordar, explicar y aclarar la
cuestion de los sustantivos femeninos que comienzan por /a/ ténica: aunque agua es
un sustantivo femenino, requiere el articulo masculino el en su forma singular (el agua)
para evitar la colisién fonética de dos sonidos /a/ acentuados. Al identificar, corregir y
analizar el error del estudiante (el uso gramaticalmente incorrecto de "la agua"), los
educadores pueden emplear el humor para hacer que las reglas especificas de la
fonologia y la gramatica del espafiol sean mucho méas memorables y agradables para
sus alumnos. Por supuesto, el contraste entre el espafiol y el inglés es un aspecto
intrinseco de este tipo de contenido.

Los memes, a través de su dimensién ladica y multimodal, son una
herramienta ideal para su uso en el aula y en la ensefianza de lenguas extranjeras. Los
nifios y adolescentes suelen ser muy receptivos a este tipo de humor, ya que pasan gran
parte de su tiempo en linea y, por lo tanto, entran en contacto involuntariamente con
todo tipo de materiales similares a los memes. Usarlos en clase de manera estratégica y
bien planificada ofrece multiples ventajas: desde captar la atencion de los estudiantes y
fomentar una mayor participacion con el contenido (Caizapanta Puruncajas et al., 2024),
hasta facilitar la adquisicién de nuevo vocabulario (Kayali, 2021).

Conclusion

La ludolingiiistica, a pesar de su desarrollo y de su ascenso como una
disciplina intelectual y filolégica relevante mas reciente, es un campo complejo que
hunde sus raices en la cultura de la Antigiiedad. Muchos fenémenos lingiiisticos
resultan de especial interés para esta disciplina. Ya se trate de recursos como
palindromos, calambures, casos de homonimia o polisemia, todos ellos pueden
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integrarse con éxito en diversas situaciones con potencial cémico y ser analizados a
través de la lente de la ludolingiiistica.

El contraste entre el inglés y el espafiol aparece en una multitud de contextos,
desde chistes hasta memes. Estas manifestaciones se pueden interpretar, dependiendo
de su uso, simplemente como formas de expresiéon comica que implican recursos
lingtiisticos variados, pero también como signos de identidad lingtiistica y cultural.
Algunas de ellas incluso poseen un gran potencial didactico, ya que los memes

demuestran ser herramientas sumamente ttiles en la ensefianza de idiomas.
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EL JUEGO LINGUISTICO COMO MOTOR DEL HUMOR
[LINGUISTIC PLAY AS THE DRIVING FORCE OF LITERARY HUMOR]

Ioan Teodor SOCOLIUC GOIAN!
Universitatea ,Stefan cel Mare” din Suceava
ioan.socoliuc@student.usv.ro

Abstract: This research paper, titled "El juego lingtiistico como motor del humor literario,"
examines linguistic play as the fundamental driver of literary humor. Grounded in Eugenio
Coseriu’s linguistic theory, the study utilizes his "triple articulation'—system, norm, and
speech—to explain how humor is structured. According to this framework, the system provides
abstract possibilities, the norm represents traditional social usage, and speech acts as the domain
of individual creativity. The core thesis posits that humor arises from a controlled transgression
of linguistic norms. By intentionally breaking traditional rules while operating within the
possibilities of the language system, writers create aesthetic pleasure through irony and surprise.
The author categorizes these linguistic games into four types: phonic, semantic, morphosyntactic,
and pragmatic. Through an analysis of Spanish, French, English, and German traditions, the
paper highlights masters of linguistic subversion such as Quevedo, Shakespeare, Wilde, and
Brecht. Ultimately, the study concludes that literary humor is not a marginal phenomenon but a
profound manifestation of verbal creativity, where the writer’s deep understanding of the
language allows them to reinvent it through play.

Keywords: Linguistic Play, Ludocreativity, Linguistic Norms, Literary Humor, Verbal Creativity.

Introducién

El idioma, o la lengua y la literatura, son dos conceptos que atin abstractos,
suelen ser comprendidos perfectamente y se saben explicar, y algunos afortunados
tienen la capacidad de ensefiarlos también. Muchos vivimos y respiramos literatura, sin
que pase un dia en el que no la tengamos cerca, sea experimentiandola o
compartiendola a nuestros familiares, amigos, o quiza puede que hasta con nuestros
alumnos, y algunos hasta tienen estudios y estdn licenciados para explicarla. Al igual
que el idioma, sea con los aportes de Saussure o los avances de Coseriu, podemos
comprender y explicar a nuestros sucesores, para que entiendan mejor la belleza de los
idiomas, sus caracteristicas, la necesidad de estos, etc.

No obstante, algo tan caracteristico del ser humano, el humor, es complicado
de explicar. ;Qué es gracioso, que no es? ;Quién define o limita los perimetros de lo
hilarante en cuanto a la literatura se trata?

1 Coordonator: Prof. univ. dr. Lavinia SEICIUC.
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A pesar de que muchos ofrecen su punto de vista desde lo filoséfico,
psicolégico, etc, nadie tiene la razén absoluta, especialmente cuando muchas veces este
es limitado por el idioma. Esta dimensién lidica ha sido sefialada por varios lingtiistas,
e incluso fil6sofos, entre los cuales: Eugenio Coseriu, quien distingue entre sistema
norma y habla para explicar los diferentes niveles en los que se estructuraba el
fenémeno lingtistico.

De esta manera, los parametros del entendimiento del juego lingiiistico se limitan
a un movimiento entre los limites de lo posible y lo permitido en una lengua. El escritor,
humorista o simple individuo que juega con el lenguaje comprueba los limites y explora
las posibilidades del sistema al saltarse la orden (reglas tradicionales) de este, creando
nuevas situaciones y nuevos significados o ideas, efectos humoristicos e hilarantes.

El presente trabajo tiene como propésito analizar el juego lingtiistico como motor
del humor literario, utilizando como base tedrica la concepcién coseriana de las normas
lingtiisticas. Se pretende demostrar que el humor y la comedia, en lo que a literatura se
refiere, no se limitan a un fenémeno marginal o puramente estético, sino que crecen a ser
manifestaciones profundas de la creatividad verbal, formas de libertad que operan dentro
de las reglas de la lengua, aunque a veces dé la sensacién de que las quiebra.

A partir de esta premisa, se abordaran tres ejes fundamentales en primer lugar,
el papel del juego lingtiistico como instrumento de creacién literaria u como generador
de humor; las bases tedricas de la distincién entre sistema, norma y habla segin
Eugenio Coseriu; y finalmente, algunos ejemplos textuales procedentes de distintas
tradiciones literarias de idiomas que han partido de Europa: Espafiola, francesa,
inglesa, alemana, que ilustran la manera en la que transgresion controlada de la norma

se transforma en fuente de placer estético.

Marco teérico: sistema, norma y habla en Eugeniu Coseriu
Las normas lingiiisticas segiin Eugenio Coseriu

Este segundo punto, como su titulo indica, tiene como propésito explicar
brevemente los conceptos fundamentales desarrollados por Eugenio Coseriu, ya que
constituyen la base teérica imprescindible para comprender el modo en que se
manifiesta y se estructura el juego lingtiistico dentro de la literatura. Coseriu propone
una concepcion del lenguaje dividida en distintos niveles de abstracciéon —sistema,
norma y habla—, que permiten distinguir entre lo que pertenece a la organizaciéon
general de una lengua, lo que estd determinado por el uso comtin de una comunidad y
lo que proviene de la creatividad individual del hablante. Estos niveles no se oponen
entre si, sino que se complementan, formando un conjunto coherente que refleja tanto
la estabilidad como la variabilidad del lenguaje. Gracias a esta perspectiva, es posible
entender como los escritores manipulan conscientemente las normas lingiiisticas,
aprovechando la flexibilidad del sistema para crear efectos de humor, ironia o ruptura,
elementos esenciales del juego lingtiistico.

Coseriu, Eugenio, sin duda uno de los mas grandes e influyentes lingtiistas no
solo del siglo pasado, sino de toda la historia, propuso en el afio 1952 una concepcién
del lenguaje articulada en tres niveles fundamentales: sistema, norma y habla. Esta
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distincién, conocida como la triple articulacion coseriana, permitié superar la dicotomia
clasica de Ferdinand de Saussure entre langue y parole, ofreciendo una visién maés
completa del funcionamiento del lenguaje. Segin Coseriu, el sistema representa el
conjunto de posibilidades formales que ofrece una lengua; la norma, el modo
tradicional y socialmente aceptado de realizar esas posibilidades dentro de una
comunidad; y el habla, la ejecucién individual y concreta del lenguaje por parte de cada
hablante. Con ello, Coseriu destac6 que la lengua no es una estructura estatica, sino una
actividad viva, dindmica y creativa. Esta perspectiva resulta esencial para entender
cémo el lenguaje puede convertirse en un instrumento de juego, especialmente en el
ambito literario, donde los autores se sirven de la libertad expresiva del habla para
desafiar la norma y reinventar el sistema, dando lugar a formas innovadoras de humor,
ironia o lirismo.

Los conceptos son el sistema, la norma y el habla (parole). Por un lado, el
sistema es el conjunto de posibilidades abstractas que ofrece una lengua. Esto cuadra en
los parametros abstractos y colectivos, de tal manera que un grupo o sociedad de
mayor o menor tamafio. Ademads el sistema sirve para restringir las posibilidades de lo
que es permitido decir dentro del idioma, para asegurarse de que en la
sociedad/grupo, los participantes de esta se entiendan entre si, sea con lenguaje formal,
informal, técnico o profesional, etc. Para encontrar ejemplos de este ,sistema” siendo
aplicado en la vida real nos es tan ficil como la formacién de plurales en la lengua
espafiola agregando ,-s” o ,-es”, dependiendo del caso de los sustantivos: gafa, gafas;
papel, papeles. De esta manera, el sistema depende de la lengua y no del individuo.

A continuacién, el trabajo presenta la norma, la cual se refiere a la realizaciéon
habitual y socialmente adaptada del sistema, es decir, sirve para indicar la
,normalidad” de un idioma, o como minimo las expectativas de esta dentro del mismo
segln los participantes de la comunidad que utiliza la ya mencionada lengua con fines
comunicativos entre estos. A pesar del hecho de que es un concepto abstracto, a
diferencia del sistema, este se limita a lo individual, siendo posible una ligera
adaptacién e incluso deformacién leve del idioma que utiliza un hablante para
interactuar con otros integrantes de su comunidad. Lo mas tipico en el espafiol, cuando
hablamos de norma coseriana, tratamos las diferencias entre el castellano-ibérico, y el
latinoamericano, sobre todo verbal: ES: vosotros vais; LATAM: ustedes van. Una
diferencia clave entre este concepto y los otros es que este permite entender la
regularidad y la tradicién en la lengua; y es la que se puede romper creativamente para
generar el humor.

El tercer y ultimo lugar entre las distinciones coserianas, el habla (conocida
también como parole). El dltimo pero no por ello menos importante, el habla consiste
en el acto individual y concreto de usar la lengua, la realizaciéon personal del sistema y
la norma en cualquier contexto comunicativo, sea formal, informal, profesional, etc.
Esta distincién la encontramos en los parametros del individuo, es decir, el hablante, y
no de la comunidad o de manera colectiva. Ademas, sirve para ser el espacio donde el
hablante pone en practica la lengua, eligiendo palabras, tonos, estructuras o incluso
rompiendo las normas de forma creativa. Podemos decir también que el habla es el
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~lugar” donde se manifiesta la individualidad y la capacidad creativa del hablante. Es
en estos parametros donde aparece el juego lingtiistico el humor, la ironia, los dobles
sentidos, o cualquier forma artistica del lenguaje.

En conjunto, el sistema, la norma y el habla conforman los tres niveles del
lenguaje segin Coseriu. El sistema representa la estructura abstracta de una lengua; la
norma, su realizaciéon tradicional en una comunidad; y el habla, el uso individual y
creativo que los hablantes hacen de ella. Estos tres planos estan interrelacionados entre
ellos: el habla actualiza la norma, la norma concreta el sistema, y el sistema proporciona
el marco general de posibilidades lingtiisticas.

En este sentido, las distinciones propuestas por Coseriu son capaces de
describir dnicamente la estructura del lenguaje, sino que explican también cémo es
posible el juego lingtiistico. La norma, entendida como uso tradicional compartido,
establece los limites dentro de los cuales el hablante se mueve con libertad. El humor
literario y la creatividad surgen precisamente cuando el autor decide alterar o desafiar
esas costumbres, generando una ruptura perceptible por el lector. Sin la estabilidad que
proporciona la norma, el efecto lddico no tendria sentido: sélo se puede jugar con
aquello que se conoce y se espera.

A continuacion, este trabajo presenta ejemplos para demostrar como la falta de
la norma, o el romper de esta genera un efecto humoristico-ltdico, en cinco idiomas, la
mayoria titanes a nivel mundial o como minimo europeo, con gran nivel de hablantes
tanto dentro como fuera del , viejo continente”, estos siendo ordenados de la siguiente
manera: espafiol, francés, inglés, aleman.

o Espafiol: La inteligencia te persigue, pero ella anda y tii conduces.
e Francés: Je suis en courant, mais la prise est débranchée.

o Inglés: I told my computer I needed a break, and it froze.

e Aleman: Ich bin fertig - aber nicht mit dem Lieben.

El juego lingiiistico como manifestacion de creatividad

Hasta ahora, este trabajo ha presentado tan solo la teorfa coseriana y la
posibilidad del juego lingtiistico rompiendo o extendiendo los limites de la norma. Ya
ha sido mencionado que cuando el hablante utiliza conscientemente las posibilidades
de su idioma (la sonoridad, la estructura y la ambigiiedad), con fines cémicos,
transforma el acto lingtiistico en un acto creativo. Este juego con la lengua, consciente y
productivo es la base de la ludocreatividad, donde el conocimiento de la norma se

oo

convierte en herramienta para subvertir. Como afirma Huizinga en “Homo ludens”, ”el
juego es una accion libre, ejecutada “como si”, y situado fuera de la vida corriente,
capaz, no obstante de absorber por completo al jugador”. De manera analoga el juego
lingtiistico se establece en los parametros del sistema, pero crea un espacio simbdlico
donde la libertad del hablante adquiere un valor estético.

En el ambito literario, encontramos una cantidad enorme de juegos lingitiisticos,
categorizados en cuatro distinciones posibles: juegos fonicos (aliteraciones, rimas
inesperadas, sonidos repetidos), semanticos (doble sentidos, ambigtiedades, metéaforas

rotas), morfosintacticos (creacion de palabras nuevas o alteracion del orden habitual) y
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pragmaéticos (ironia, contradiccién, o uso inesperado del contexto). Ejemplos de estos

juegos en cada idioma mencionado son:

Espariol:

¢ Juego Fonético (JF): Mi mama me mima mucho; repeticién de sonidos ,m” y ,,a”

e Juego Sintactico (JS): La inteligencia te persigue, pero ti vas mds rapido;
personificacién y contraste literal / metaférico

e Juego Morfosintéctico (JM): Telefantastico - combinacién ladica de palabras

e Juego Pragmatico/Semantico (JP/S): Vine, vi, me fui porque me aburri -
parodia de frase histérica

Francés:

e JF: Trois tortues trottaient sur le trottoir - repeticién de ,t”

e JS:Je suis au courant, mais la prise est débranchée - idiomatico vs literal
e JM: Chocofantastique - unién de palabras para formar un efecto ltdico
e JP/S: Je travaille dur, mais je procastine mieux - ironia y contradiccién

Inglés:

o  JF: She sells sea shells by the sea shore - aliteracion

e JS:I'm on a seafood diet: I see food and I eat it - doble sentido

e JM: Unbelievabubble - inventa una palabra jugando con believable y bubble.

Alemdn:
e JF: Mann macht Musik mit Mutze - repeticién de M + U
JS: Ich bin fertig, aber nicht mit dem Leben - ambigiiedad de fertig

JM: Ich bin im Energiesparmodus - concepto tecnoldgico aplicado a una persona

JP/S: Ich wollte lernen, aber ich schlief - accién inesperada, sencilla

Manifestaciones del juego lingiiistico y humor literario en distintas lenguas

A continuacién, este trabajo presenta una serie de artistas internacionales en
cada idioma para mejor mostrar la capacidad creativa de estos escritores, hasta qué
punto se extiende el humor y la globalidad de este, ademés de diferencias de la
percepcién cémica mediante ejemplos de juegos de varios tipos, en una serie de citas
literarias cuidadosamente elegidos.

1. Juego lingiiistico y humor literario en la literatura espaiiola

Empezando con la literatura espafiola, muchos de nosotros estamos
familiarizados con los nombres de Miguel de Cervantes, Federico Garcia Lorca,
Francisco de Quevedo y otros grandes nombres de la literatura clasica. Todos estos,
mediante sus poesias, historias ficticias, cuentos, junto con otras personalidades de este
ambito como Ramén Goémez de la Serna, y Julio Cortazar, ofrecen ejemplos perfectos de
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otros tipos de juegos creativos en la literatura que cuadran perfectamente con el humor
bajo la definicién coseriana.

1.1. Francisco de Quevedo - humor sintdctico y morfosintdctico

En primer lugar, trataremos a Francisco de Quevedo (1580-1642), célebre poeta
y considerado por muchos como uno de los maximos exponentes del Siglo de Oro en la
literatura esparfiola. En su legado,c ontamos con poesia metafisica y moral (Ah de Ia
vida!; ;Nadie me responde?; Miré los muros de la patria mia), poesia amorosa (Amor
constante mds alld de la muerte; Cerrar podrd mis ojos la postrera), y poesia satirica/burlesca
(Poderoso caballero es Don Dinero; A una nariz). En este trabajo, Francisco de Quevedo es
presentado en la clasificacién de humor seméntico y morfosintactico, con el ejemplo
siguiente: ,FErase un hombre a una nariz pegado, érase una nariz superlativa” de la
obra ,Soneto a una nariz” (Siglo XVII). Como podemos observar en esta satira dedicada
a Luis de Géngora, Quevedo no duda en usar la hipérbole a su favor para ridiculizar a
su adversario, convirtiéndose esto en una perfecta exposiciéon de su juego semantico.
Mientras tanto, en la misma frase tenemos la inversién humoristica del orden légico (,a
una nariz pegada”), rompiendo de esta manera la expectativa semantica.

1.2. Ramoén Gomez de la Serna - juego morfoldgico y conceptual

El siguiente autor en ser presentado, es ni mas ni menos que Ramoén Gémez de
la Serna (1888-1963), prolifico escritor y periodista madrilefo, vanguardista y
mundialmente reconocido por ser adscrito al novecentismo e impulsor del género
literario creado por él mismo, conocido como la gregueria, previsiblemente, supo usar
de manera creativa el lenguaje para jugar con este adornando obras, articulos y
redacciones. Entre estas reconocemos titulos de peso incalculable del siglo pasado como
»El rastro” (1915), , Automoribundia” (1948), ,Greguerias” (1917), etc. En esta tltima,
encontramos el siguiente ejemplo: ,el libro es un pajaro con mas de cien alas para
volar”, un juego semdntico y morfolégico que consiste de una metafora sorprendente
que combina una serie de campos semanticos incompatibles, ademas de pragmatico,
debido a que rompe la expectativa del lector con humor y asombro. Claramente, esta
cita presenta la gregueria en todo su resplandor, proveniente de la cuna de esta, y la
manera la que esta transforma el lenguaje cotidiano en un espacio creativo, ideal para
generar humor. Si bien es cierto que en cuanto a gramatica la norma se mantiene, el
sentido se desvia para generar efecto ladico.

1.3. Julio Cortdzar - juego fonético y sintdctico

En dltimo lugar pero no por ello menos importante, viajamos al sur del mundo,
donde cambiamos la temporalmente la literatura peninsular e ibérica por una hispano
americana con Julio Cortdzar (1914-1984), famoso escritor y traductor argentine,
ademas de profesor en escuelas rurales de la capital rioplatense, Buenos Aires. Pilar del
famoso ,Boom Latinoamericano”, criticos lo aclaman como alguien cuyos titulos
revolucionaron la forma de escribir y leer. Entre estos titulos, nos encontramos con
,Rayuela” (1963), ,Bestiario” (1951), ,Las armas secretas” (1959), etc. Autor de tantos
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libros de cuentos, no es para inesperado que nos sorprenda con juegos creativos y
ladicos que demuestran su capacidad creativa y literaria. Por ejemplo, en su aclamada
,contranovela”, ,Rayuela”, obtenemos la siguiente cita: , Las palabras nunca alcanzan
cuando lo que hay que decir desborda el alma”. En esta cita, observamos un juego
sintdctico, de ritmo circular y repetitivo. Podriamos decir que Cortdzar manipula la
estructura y el sonido para producir efecto estatico y humor sutil. Si bien es cierto que
la norma se respeta, la cadencia y ambiguedad son explorados lidicamente.

2. El juego lingiiistico y el humnor literario en la literatura francesa

Este trabajo estd comprometido a presentar no solo la literatura espafiola, sino
también ofrecer una posibilidad al lector de observar la globalidad del humor ladico
literario y la manera en la que se manifiesta desde varios puntos de vista culturales en 5
de los idiomas més hablados a nivel mundial o como minimo europeo, mostrar c6mo
los autores llevan hasta el limite, e incluso rompen la lengua para generar el efecto
humoristico tan discutido.

A continuacién, el siguiente idioma presenta una importancia a nivel mundial
de manera indiscutible, tanto en literatura, cinematografia, cultural, como incluso de
negocio, no solo por el nimero de hablantes como otros idiomas, y no es ni mas ni
menos que el francés. Moliere, Victor Hugo, Antoine de Saint-Exupéry, Voltaire, son
solo unos pocos de los nombres de los grandes clasicos de la literatura francesa, cada
uno con obras de valor incalculable y enorme influencia, sélo literaria pero algunos
llegando a tener altos cargos politicos en el gobierno francés. No se quedaron cortos en
estos siglos, y en el pasado también tuvieron autores de enorme relevancia, como
Raymond Queneau, Jacques Privet y Boris Vian, cada uno con sus particularidades
pero con obras que los han dejado marcados en la historia de la literatura, sin limitarse
tan solo a la francesa.

2.1. Raymond Queneau

En primer lugar, Raymond Queneau (1903-1976), el cual a pesar de ser
reconocido por sus trabajos como poeta y escritor, pero también fue director de la
Pléiade y miembro del Colegio de Patafisica. Entre sus obras nos encontramos con una
cantidad enorme de literatura de gran valor, entre la cual encontramos titulos como:
,Le chiendent” (1933), , Pierrot, mon ami” (1942), ,Exercices de style” (1947), etc. Esta
altima obra es clave, pues es de aqui de donde extraemos una cita para otro anélisis y
juzgar la capacidad creativa y lddica de este: ,On serait rencontré a la station, du métro
Pont-de-Sévres, on s’était déja rencontré souvent, mais on s’était jamais rencontré
comme ¢a” (Nos habiamos visto muchas veces, pero nunca nos habiamos encontrado
asf). Como podemos observar, aqui el juego es uno de tipo morfolégico - sintactico.
Aqui R. Queneau juega con la estructura gramatical y repite la misma historia en 99
estilos distintos. Su humor se basa en mostrarnos la flexibilidad de la lengua y cémo las
normas pueden respetarse y subvertirse al mismo tiempo. Es una demostracion
perfecta de lo que Coseriu llama la creatividad del sistema lingtiistico.
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2.2. Jacques Prevert

En segundo lugar, se va a presentar a Jacques Prévert (1900-1977), famoso
poeta, autor teatral e incluso guionista quien presté y ofrecié sus servicios a la
cinematografia francesa del siglo pasado. Entre su coleccién de libros encontramos
inolvidables obras como: ,Paroles” (1946), ,Spectacle” (1951), , "Histoires” (1961), etc.
,Paroles” es aclamado por muchos como la obra de calidad jamés producida por su
mano, y es clave para descifrar y poner sobre la mesa la calidad y capacidad creativa de
este autor con fines lddicos y humoristicos: ,paroles, paroles et encore des paroles...”
(Palabras, palabras,y mas palabras.). Podemos observar como el juego que es
presentado en esta corta cita es uno de tipo fénico y semantico. En breve, no estarfa
lejos de la verdad, el hecho de que Prévert usa la repeticion sonora para parodiar la
vaciedad del lenguaje cotidiano y que la musicalidad crea una ironia: el lenguaje se
convierte en sonido vacio. Ademas, es sabio agregar también que es un juego entre la
palabra como forma y la palabra como sentido, una critica al exceso verbal.

2.3. Boris Vian

En tercer y tultimo pero no por ello menos importante en esta categoria
apartada para los francéfonos, tenemos a ni mas ni menos que a Boris Vian (1920-1959),
célebre autor que no supo limitarse a la literatura. Ademas de dramaturgo, novelista y
poeta, fue también musico, concretamente de jazz, periodista, traductor, y por si fuera
poco, también llegd a profesar como ingeniero. Us6é una cantidad exorbitante de
pseuddénimos, y nos dejé un nimero similar de obras desde el anonimato, entre las
cuales ,L’écume des jours” (1947), L’automne a Pékin” (1947), , L’herbe rouge” (1950),
etc, Es de la primera obra mencionada que extraemos la cita mds adecuada para
mostrar un ejemplo de juego pragmatico y conceptual: ,L’histoire est entierement vraie,
puisque je l'ai imaginée d'un bout a l'autre” (La historia es completamente cierta,
puesto que la he imaginado de principio a fin). Un claro ejemplo sobre coémo Vian
ironiza sobre la nocién de verdad en la literatura. Lo imaginario se presenta como
verdad, lo que convierte el lenguaje en un espacio de juego filoséfico. En su caso, el
humor sirve para explorar los limites entre lo real y la verbal, algo muy cercano al
espiritu ladico que describe Huizingen.

3. El juego lingiiistico y el humor literario en la literatura inglesa

Prosiguiendo, otra cultura literaria falta de envidia hacia sus vecinos y
rivalizado solo por los mejores, con figuras de importancia indiscutiblemente global, no
solo debido al elevado ntimero de de hablantes en el mundo, sino gracias también a
muchos titulos que impulsaron el progreso de la humanidad, moral, econémicamente,
culturalmente, etc. Por supuesto, cuando uno habla de la lengua inglesa, sin siquiera
mencionar la literatura de esta, a uno le resulta imposible olvidar a escritores como
William Shakespeare, Charles Dickens, Mary Shelley, Mark Twain, Lewis Caroll etc,
cada uno con titulos adaptados y representados en todo tipo de artes aparte de la
literatura, como Romeo y Julieta, una obra que llena atin a dia de hoy butacas de teatros
y cines, Oliver Twist, critica dura a la sociedad inglesa victoriana del siglo XIX y los
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aspectos normalizados de esta, Frankenstein, monstruo tan icénico que es imposible no
recordarlo cuando hablamos de terror, Tom Sawyer quien critica la sociedad
estadounidense en vez de la inglesa, etc. Todos estos son titulos tan imprescindibles,
que son estudiados mundialmente no solo por estudiantes de paises anglé6fonos, sino
también de aquellos que quieren entender a la sociedad britdnica. Es a través de los
mensajes, de la moral infundida de sus obras, uno de los motivos por el cual es tan
importante la literatura angl6fona a dia de hoy.

3.1. William Shakespeare

En primer lugar, en esta seccién se presentard a posiblemente la mayor figura
de la literatura inglesa, y puede que hasta mundial, comparable tan solo con figuras de
alto nivel como Miguel de Cervantes o Dante, William Shakespeare (1564-1616). Poco se
puede afadir a la grandeza realizada de este poeta, actor y dramaturgo que no haya
sido ya mencionada, pues a pesar del pasar de los siglos, sigue siendo uno de los
mayores referentes en su ambito. Con sus obras traducidas a cientos de idiomas y
adaptadas a toda forma de arte, sea en pintura, cinematografia, teatro u otros
subgéneros de la literatura como los cémics, libros infantiles, etc, uno no puede mas
que asombrarse ante su genio. Entre sus obras inmortales encontramos ,Romeo y
Julieta” (1597), ,El rey Lear” (1606), ,Hamlet” (1623), etc. La importancia de estos
titulos es incalculable a nivel cultural, ademéds de que uno observa la capacidad
creativa, ademds de lddica atin en la dramaturgia. Shakespeare, ademas de ser un
referente en todo lo anterior mencionado, también es un maestro en cuanto a la
ludocreatividad y juego lingtiistico, pues no es un secreto el hecho de que Shakespeare
cred una cantidad enorme de palabras nuevas acorde a su gusto, concretamente mas de
1700. Una muestra de la capacidad creativa de Shakespeare se puede ver a
continuacion: ,, A little more than kin, and less than kind”.Observamos la manera en la
que el autor juega con la similitud fonética entre kin (pariente) y kind (amable). El doble
sentido crea una ambigiiedad emocional en Hamlet. El juego no se limita a las palabras,
sino que también involucra la intencién comunicativa, ya que encierra una critica sutil
disfrazada de cortesfa.

3.2. Lewis Carrol

En segundo lugar, presentamos a una figura tan importante como la de Lewis
Carrol (1832-1898), quien no se limité tan solo a algunas ciencias humanisticas durante
su vida, sino también fue experto en teologia, leggando a convertirse en cura anglicano,
y ademas, fue un matematico de prestigio. Un hombre con un nivel de polivalencia
intelectual elevado, es normal esperarnos ser sorprendidos con la habilidad creativa en
sus obras de alto valor, sea para realizar la narrativa de un libro y entretener, o con
fines ladicos para generar humor y asombro. En su legado nombramos titulos de gran
valor: ,Jabberwocky” (1871), ,Sylvie and Bruno” (1889), pero sin duda es famoso
gracias a su obra maestra, aunque infantil, la cual ha sido no solo traducida a decenas
de idiomas, sino adaptada a varias artes como la cinematografia (especialmente
conocida la version de Disney de 1951)” Alicia en el pais de las maravillas” (1865). El
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ejemplo que mejor presenta el juego morfosintactico y fonético: Alice: “Why did you
call him Tortoise, if he wasn’t one?” Mock Turtle: “We called him Tortoise because he
taught us.” Aqui Carroll juega con la homofonia parcial entre Tortoise (tortuga) y taught
us (nos ensefid). El humor surge porque ambas expresiones suenan casi igual en inglés,
aunque el significado sea completamente distinto. El juego fonético funciona por
equivoco auditivo, un malentendido deliberado que provoca humor absurdo, tipico del
estilo lidico de Carrol.

3.3. Oscar Wilde

En tercer y dltimo lugar en la lista inglesa, tenemos a otro prolifico autor,
considerado uno de los méas representativos de los escritores britdnicos jamas existidos,
estudiado en universidades alrededor del mundo para entender no solo la mentalidad
de la sociedad inglesa de su época, sino también la cara negativa de su sociedad
contemporéanea, la victoriana del siglo XIX. Tras esta descripcién, uno adivina que se
trata del mismisimo Oscar Wilde (1854-1900), clave para entender el modus operandi
intelectual del nifio trabajador britdnico en su sociedad llena de problemas y abusos
laborales hacia los adultos, pero sobre todo ante los indefensos infantes de la época. En
su legado encontramos a alguien que criticé periédicamente a dicha sociedad, pero
también cabe remarcar que este fue uno de los primeros escritores del mundo que fue
capaz de sostenerse solamente gracias a sus obras literarias, mostrando asi la relevancia
de sus obras, entre las cuales tenemos: ,El retrato de Dorian Gray”(1890), , El principe
feliz” (1888), , El gigante egoista” (1888), etc. Aun con estos titulos ya de por si de gran
importancia, el trabajo presenta un ejemplo de una obra de teatro (,,El abanico de Lady
Windermere”, 1892):” I can resist everything, except temptation”. Un gran ejemplo de
juego pragmatico y seméntico, observamos la manera en la que O. Wilde se vale de la
paradoja para ironizar sobre la moral de la sociedad anteriormente mencionada. De
esta forma, el lenguaje actta como espejo de una sociedad hipécrita: el juego verbal
desenmascara la incoherencia humana.

4. El juego lingiiistico y el humor literario en la literatura alemana

La literatura alemana representa una tradicion rica donde el juego lingtiistico se
manifiesta con particular intensidad y creatividad. Autores clave como Christian
Morgenstern, Bertolt Brecht y Heinrich Heine utilizan la lengua como un instrumento
de critica social y experimentaciéon verbal. Morgenstern es considerado la cumbre del
juego verbal en la literatura alemana moderna, a través de su tendencia a romper las
normas. Brecht emplea el juego semantico e irénico para desmantelar las convicciones
burguesas, mientras que Heine mezcla satira y juego morfosintactico mediante la
repeticién. Este andlisis detalla como la manipulacién de la norma y la estructura en
aleman genera humor y reflexion.
4.1. Christian Morgenstern

Christian Morgenstern (1871-1914) fue un poeta y escritor alemdn de
importancia elevada, conocido por su capacidad creativa con la pluma sobre el papel,
su uso creativo salido de lo comtn del lenguaje, y su tendencia a romper las normas en
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cuanto al idioma aleman se trata. No solo eso, en sus obras uno puede observar
facilmente la experimentacion lingitiistica realizada por el autor. Conocido por titulos
como ,, Die drei Spatzen” (,,Los tres gorriones”, 1905), , Fisches Nachtgesang (Canciones
nocturnas de peces, 1909), ,,Galgenlieder” (Canciones de la horca, 1905), etc. Esta tltima
obra, considerada como la ctspide de su trabajo, es al mismo tiempo considerada la
cumbre del juego verbal en la literatura alemana moderna. Un ejemplo de esta
creatividad se puede observar en el siguiente ejemplo:

DE = ,, Weil, so schliefst er messerscharf / nicht sein kann, was nicht sein darf
(,Die unmogliche Tatsache”; , El hecho imposible”)

ES = ,Porque, deduce con l6gica afilada / no puede ser lo que no debe ser.

Un claro ejemplo de juego sintdctico y semadntico, es en este poema que
Morgenstern parodia la mentalidad racionalista y légica tan tipica alemana sobre la
realidad. El juego se da tanto en el nivel fénico, como en el semantico, donde la
estructura aparentemente logica encierra un sinsentido. De esta forma, el autor
convierte el razonamiento en un acto poético y lidico, ejemplo claro de cémo el juego
lingtiistico puede ser motor del humor literario.

4.2. Bertolt Brecht

En segundo lugar, reservamos el lugar para un representante digno, con
capacidades creativas para fines humoristicos fuertes y admirables. El elegido para esta
segunda seccién es nada mas ni nada menos que Bertolt Brecht (1898-1956), uno de los
dramaturgos y poetas alemanes mas influyentes del siglo XX. En su obra, el lenguaje no
solo comunica, sino que sirve como instrumento de critica social y reflexién moral.
Brecht utiliza el juego semantico e irénico para desmantelar las convicciones del
pensamiento burgués. Tras él, nos deja en su legado titulos cargados de emociones
como: ,Madre Coraje y sus hijos” (1941), ,La vida de Galileo” (1943), ,La ¢pera de los
tres céntimos” (1928), etc. Es de esta dltima que extraemos un ejemplo que presenta la
capacidad creativa en el lenguaje de Brecht:

»Erst kommt das Fressen, dann kommt die Moral” (,,Die Dreigroschenoper”,
»La 6pera de los tres céntimos”)

»Primero viene la comida, luego la moral”

Aqui se nos presenta un juego semantico, que invierte el orden légico y
esperado entre necesidades materiales y valores morales, ademas que la repeticién de
la estructura: ,Kommt das...kommt die...” crea un ritmo y una musicalidad,
reforzando el efecto humoristico. No solo eso, la frase funciona como paradoja
lingtiistica: el sentido literal parece simple, pero la inversién genera ironia y humor
critico. Brech transforma el lenguaje en un instrumento para mostrar la hipocresia
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social, usando tanto la estructura fénica como el significado de las palabras para
producir humor literario.

4.3. Heinrich Heine

En tercero lugar, dentro de esta seccion dedicada al idioma aleman,
presentamos a Heinrich Heine (1797-1856), poeta, escritor y critico social que combina
con maestria humor, ironia y juego lingiiistico. Aunque no siempre se le reconozca
dentro de los autores mdas “comicos”, su obra demuestra una capacidad tnica para
transformar la lengua en un instrumento de humor y reflexién, mostrando cémo la
repeticion, la inversién y la manipulacién de la sintaxis pueden crear un efecto cémico
y critico a la vez. Heine fue un autor comprometido con su tiempo y su sociedad, y sus
textos muestran una habilidad notable para mezclar satira social con juegos de lenguaje
cuidadosamente estructurados. En su poesia, los elementos lingtiisticos funcionan no
solo para comunicar un mensaje, sino también para provocar emociones, sorpresa y
diversion en el lector, a veces de manera sutil, otras de forma maés directa. Un ejemplo
destacado de esta destreza se encuentra en su obra Atta Troll (1847), donde Heine
despliega un juego morfosintactico mediante la repeticion y reorganizaciéon de
estructuras gramaticales:

,Und die Musik, die Musik, sie hort uns nicht, sie hort uns nicht.”
“Y la musica, la musica, no nos escucha, no nos escucha.”

Aqui se observa como Heine juega con la repeticién y la estructura de la frase,
creando un ritmo musical y una cadencia que refuerza el sentido cémico y absurdo de
la situacion. La frase es perfectamente gramatical, pero el efecto de reiteracion produce
humor, ironfa y un leve desconcierto, reflejando la frustracién y la impotencia del
narrador frente a lo que describe. En su legado, Heine nos muestra que el humor
literario no depende tnicamente del contenido, sino que puede surgir del mismo
manejo de la lengua, combinando ritmo, repeticiéon y juego con la sintaxis para
provocar diversion e incluso critica social. Su influencia se extiende no solo a la poesia
alemana, sino también a la forma en que el lenguaje puede ser usado como instrumento
de ingenio y satira, mostrando que incluso en la literatura seria es posible crear
momentos de humor mediante la forma y la estructura.

El anélisis de diversas tradiciones literarias - espafiola, francesa, inglesa y
alemana - confirma la universalidad del juego lingtiistico como motor del humor
literario. Se ha demostrado que, desde Quevedo y Shakespeare hasta Cortazar y Brecht,
los autores utilizan el conocimiento profundo de la norma para desafiarla de forma
controlada, generando efectos ladicos. Las estrategias varian, incluyendo juegos fénicos
(Prevert, Carroll), semanticos (Wilde, Brecht) y morfosintacticos (Quevedo, Queneau),
evidenciando que la transgresiéon de la norma se transforma en fuente de placer
estético. En ultima instancia, este capitulo ilustra cémo el lenguaje se convierte en un
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espacio creativo y global donde la libertad expresiva del escritor genera humor a través
de la manipulacién consciente de la estructura y la ambigtiedad.

Conclusiones

El presente trabajo ha cumplido su propésito fundamental al analizar el juego
lingtiistico como motor esencial del humor literario, tomando como fundamento tedrico
ineludible la concepciéon del lenguaje propuesta por Eugenio Coseriu. A través de la
aplicacién de la triple articulacién (sistema, norma y habla), se ha demostrado que el humor
y la comedia, lejos de ser fenémenos puramente marginales o estéticos, constituyen
manifestaciones profundas de la creatividad verbal y de la libertad del hablante.

La distincién coseriana entre sistema (posibilidades abstractas) y norma (uso
tradicional compartido) es crucial. Se ha establecido que los pardmetros del
entendimiento del juego lingtiistico se limitan a un movimiento entre los limites de lo
posible y lo permitido en una lengua. La norma proporciona la estabilidad necesaria;
solo al desafiar o alterar esta costumbre de uso, el autor puede generar una ruptura
perceptible que resulta en el efecto ltadico y humoristico.

El habla (parole) funge como el espacio donde se manifiesta la individualidad y
la capacidad creativa del hablante. Es en este plano donde los escritores —mediante la
manipulacién consciente de la sonoridad, la estructura y la ambigiiedad — transforman
el acto lingtiistico en un acto creativo y ludocreativo.

Mediante el andlisis de ejemplos procedentes de diversas tradiciones literarias
(espafiola, francesa, inglesa y alemana), se ha ilustrado la globalidad del humor lidico
literario. Autores como Quevedo, Cortdzar, Queneau, Shakespeare, Wilde, Brecht y
Morgenstern  utilizan variados mecanismos (juegos fénicos, semanticos,
morfosintacticos y pragmaticos), demostrando que la transgresién controlada de la
norma se transforma sistematicamente en fuente de placer estético.

En definitiva, este estudio concluye que el escritor, al jugar con el lenguaje, no
opera en un vacio; por el contrario, su conocimiento profundo de la norma se convierte
en la herramienta esencial para subvertirla. El humor literario se genera, entonces, en la
tensioén dialéctica entre la estabilidad de la tradicion lingtiistica y la ilimitada capacidad
de invencién individual.
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Abstract: This paper follows Philomena Cunk, the satirical BBC character created by Charlie
Brooker and performed by Diane Morgan, as a vivid example of ludic creativity in contemporary
British Media. In Cunk on Britain series (2018), Cunk’s absurdly confident narration and
deliberate misuse of language transform the traditional documentary format into a discursive
playground. Her pseudo-academic statements illustrate how humour can function as both
entertainment and critique. Drawing on Johan Huizinga’s concept of “homo ludens” and Linda
Hutcheon's theory of parody, the paper argues that Cunk’s linguistic errors, false analogies, and
ironic seriousness represent a conscious form of creative play with the language of authority.
Through parody, she destabilizes the solemnity of British historical discourse and reveals how
national identity is constructed through performance, repetition, and storytelling. Cunk’s
humour exemplifies the ludic dimension of discourse: it follows the rules of knowledge only to
subvert them. By treating language as a game and seriousness as a target for laughter, she
exposes the cultural mechanisms that shape “Britishness”. Ultimately, Philomena demonstrates
that play and parody can become tools of reflection, proving that laughter is one of the most
creative and liberating forces within culture. This study on Philomena Cunk’s satirical techniques
forms part of a larger research project on British humour and culture, to be further developed in
an upcoming dissertation.

Keywords: ludic creativity, linguistic humour, national identity, Britishness, Philomena Cunk

Introduction

In recent years, the mockumentary has emerged as a powerful form of social
and cultural commentary, blurring the boundaries between factual discourse and
parody. By imitating the conventions of documentary filmmaking while subtly
undermining them, this genre exposes the mechanisms through which knowledge,
authority, and truth are constructed. Within this context, the British TV series Cunk on
Britain offers a particularly compelling case study.

Played by Diane Morgan and created by Charlie Brooker, the character of
Philomena Cunk embodies a paradox: she appears as a confident and authoritative
presenter, yet her discourse is filled with misunderstandings, absurd statements, and
deliberate misinterpretations. At first glance, Cunk’s humour may seem purely

1 Coordonator: Prof. univ. dr. Luminita-Elena TURCU.
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nonsensical, built on factual inaccuracies and playful ignorance. However, a closer
analysis reveals a more complex mechanism at work. Her comedy operates through
what can be described as ludic creativity, which is a form of play that engages with
language, discourse, and cultural narratives. Rather than simply mocking historical
knowledge, Cunk reshapes it through irony, parody, and linguistic distortion,
transforming the act of explanation into a performative game.

This paper argues that Philomena Cunk’s humour functions through two
interconnected forms of play: linguistic play and discursive play. On the one hand, her
use of puns, anachronisms, and malapropisms destabilizes meaning at the level of
language itself. On the other hand, her imitation of documentary conventions
challenges the authority of factual discourse by exposing its performative nature.
Together, these strategies turn parody into a form of cultural critique, particularly in
relation to British identity and its ways of self-representation.

By focusing on selected interviews and moments from Cunk on Britain series,
this study analyses how humour can function not just as entertainment, but also as a
way of understanding the world. Through her linguistic and discursive play, Cunk
invites audiences to question the stability of knowledge, the authority of the experts,
and the narratives through which history is constructed. In doing so, she demonstrates
that laughter can serve as a critical tool that reveals the complex nature of humanity
and culture.

Play as Cultural Principle

The concept of play has long been recognized as a fundamental element of
human culture, and in Homo Ludens, Johan Huizinga argues that it is not a trivial or
secondary activity, but a primary condition for the development of civilization. As he
famously states, “civilization arises and unfolds in and as play” (Huizinga, 1964, p. 11),
emphasizing that play precedes and underpins cultural formation. Indeed, Huizinga
goes even further by asserting that “play is older than culture, for culture, however
inadequately defined, always presupposes human society, and animals have not
waited for man to teach them their playing” (ibid.), suggesting that play is an intrinsic,
pre-cultural phenomenon.

Expanding on the traditional definitions of the human as “Homo sapiens” and
“Homo faber”, Huizinga introduces a third term, coined by Friedrich Schiller — “Homo
ludens” —in order to highlight that the impulse to play (not in the physical sense, but
rather in the psychological, rational one) is fundamental to human nature. As Schiller
himself emphasizes, “For, to mince matters no longer, man only plays when he is in the
fullest sense of the word a human being, and he is only fully a human being when he
plays” (Schiller, cited in Spariosu, 1969, p. 59), underlining that play is not just a
pastime but an essential aspect of human existence. That being said, this playful
dimension is central to human life, as Huizinga identifies humour as an essential
“cultural phenomenon” (1964, p. 11).

For Huizinga, play is a paradoxical combination of freedom and structure: it is
voluntary, imaginative, and creative, yet governed by implicit rules that participants
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willingly accept. However, play should not be understood as the opposite of
seriousness. In fact, it represents an alternative way of engaging with reality: one that
enables experimentation, symbolic meaning-making, and the creation of social bonds.
As Huizinga explains, “in play there is something ‘at play” which transcends the
immediate needs of life and imparts meaning to the action” (ibid., p. 1), reinforcing the
idea that play operates beyond mere biological or practical necessity. Moreover, he
stresses the intellectual and even metaphysical dimension of play, arguing that “in
acknowledging play you acknowledge mind. (...) We play and know that we play, so
we must be more than merely rational beings, for play is irrational” (ibid., p. 3-4). In
this sense, play reflects the supra-logical nature of human existence, bridging instinct,
creativity, and consciousness.

Furthermore, play permeates the very foundations of human expression and
culture because “humor is (...) a social phenomenon” (Kuipers, 2006, p. 9). As Huizinga
observes, “the great archetypal activities of human society are all permeated with play
from the start” (1969, p. 4), including language itself, which functions as a creative and
symbolic system through metaphor and imagination. In this view, language, myth, and
culture emerge not just from rational necessity, but from a fundamentally playful
engagement with the world. Thus, play becomes a foundational human activity
through which individuals generate meaning, community, and even a sense of order
within a chaotic world.

Following and expanding on Huizinga’s perspective, Roger Caillois, in Man,
Play and Games, agrees that games “reflect the moral and intellectual values of a culture,
as well as contribute to their refinement and development” (2001, p. 27). He further
emphasizes the structured nature of play, identifying different types that range from
“free improvisation, and carefree gaiety (paidia)” to forms governed by ”greater
amount of effort, patience, skill, or ingenuity (ludus)” (ibid., p. 13). Philomena
encompasses both forms, as she improvises within her interviews, but does that with
skill and ingenuity. As Caillois explains, “ludus” is characterized by the necessity of
learning and of obeying precise rules, while play itself remains “free within the limits
set by the rules” (ibid., p. 8). This paradoxical nature (freedom within constraint) is
essential for understanding how play operates within cultural practices, including
Philomena’s humour and parody.

Ultimately, Paul Cornea defines play as a social invention grounded in an
agreement between participants (Cornea, 1980, my translation). In this sense, play exists
only if the participants recognize and accept its rules. In Cunk on Britain, play exists
because all participants (Philomena, the experts and the audience) understand and follow
the rules of the mockery game. Even when play appears chaotic or nonsensical, it follows
an internal logic that is shared, implicitly or explicitly, by those involved. This insight is
particularly relevant for the analysis of comedic discourse, where meaning often depends
on the audience’s ability to recognize the “rules” being broken.
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Parody as Critical Distance

While play provides the broader conceptual framework, parody offers a more
specific mechanism through which humour operates in media discourse. Linda
Hutcheon defines parody as “repetition with critical distance” (1985, p. 6) and argues
that “parody is one of the major forms of self-reflexibility; it is a form of inter-art
discourse” (1985, p. 2), suggesting that parody does not just imitate existing forms, but
actively reflects on them by placing them in dialogue with other texts and conventions.
In this sense, parody becomes a mode of critical engagement, exposing the assumptions
underlying the original discourse while simultaneously relying on them.

Put differently, rather than simply imitating the existing format of the
documentary, parody recontextualizes it, introducing a layer of irony that both
acknowledges and questions the original. This dual movement of imitation and critique
is central to the functioning of mockumentary as a genre. According to Roscoe & Hight
(2019, Introduction), the agenda of the mock-documentary (or mockumentary) is to
parody the assumptions and expectations associated with factual discourse, “mocking”
the cultural status of documentary conventions. By replicating the stylistic features of
documentary discourse, such as authoritative narration, expert interviews, and linear
explanation, parody creates an illusion of authenticity. At the same time, it destabilizes
that authenticity by introducing inconsistencies, exaggerations, or absurdities. The
result is a form of discourse that is both familiar and estranging, inviting the audience
to reflect on the conventions it imitates.

In the case of Cunk on Britain, parody works not only at the level of content, but
also at the level of form. Cunk’s discourse closely follows the patterns of educational
media, yet her statements constantly undermine their own credibility. As Fairclough
(1989, p. 65-66) suggests, authority in discourse often derives from form and
presentation rather than factual accuracy, which explains why Cunk’s confident
delivery mimics legitimacy despite semantic absurdity. This tension between structure
and subversion transforms parody into a form of critical play, where meaning is
produced through contradiction, not through coherence. If we combine these ideas, we
might say that Philomena represents the “Homo Ludens” of contemporary British
media: she imitates the serious tone of documentaries, follows the rules of knowledge,
and then breaks them with wit and laughter.

Discourse, Authority, and Performance

To fully understand the implications of this form of parody, it is necessary to
consider the role of discourse in constructing authority. Discourse is not just a neutral
vehicle for transmitting information, but it is a system that shapes what can be said,
who can speak, and what counts as truth. Thus, authority is not inherent, but produced
through recognizable forms of speech and institutional frameworks. As Norman
Fairclough argues, discourse conventions themselves are not neutral, but “the outcome
of power relations and power struggle” (1989, p. 2), meaning that what appears natural
or self-evident in communication is, in fact, historically and socially constructed.
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Moreover, access to and control over discourse is unevenly distributed.
Fairclough emphasizes that “it is the prerogative of powerful participants to determine
which discourse type(s) is/are the ‘appropriate’ ones to draw upon in a given
situation” (1989, p. 31). This suggests that authority is maintained not only through
what is said, but through the ability to define the rules of communication itself. In
institutional contexts such as education, media, or documentary filmmaking, these
rules shape expectations of credibility, seriousness, and truth. Fairclough further links
discourse to ideology, arguing that we should “understand ideological common sense
as common sense in the service of sustaining unequal relations of power (sic!)” (1989, p. 84). In
other words, what is perceived as “natural” or “obvious” in discourse often functions
to reinforce existing hierarchies. This idea is illustrated by his example of doctor-
patient interaction, where linguistic conventions embed assumptions about authority,
expertise, and compliance: the doctor is positioned as the legitimate knower, while the
patient is expected to accept and follow guidance (Fairclough, 1989, p. 2).

Such assumptions, repeated through everyday language, become normalized
and invisible, yet they continue to reproduce power relations. As Fairclough explains,
“ideologies are closely linked to language (...) because using language is the
commonest form of social behaviour” (1989, p. 2), and thus the primary medium
through which these power structures are maintained and legitimized. Within this
framework, the tone of expertise, the use of specialized vocabulary, and the structured
delivery of information all contribute to the perception of credibility.

Authority emerges not necessarily from truth, but from conformity to these
established discursive conventions. Cunk’s humour directly engages with (and disrupts)
these mechanisms. By adopting the tone and structure of authoritative discourse while
filling it with absurd or illogical content, she exposes the performative nature of
knowledge itself. Her statements demonstrate that credibility often depends less on
factual accuracy than on stylistic conventions and familiar forms of presentation. In doing
so, she reveals precisely what Fairclough identifies: that discourse can naturalize
authority and make it appear unquestionable, even when it is flawed.

At the same time, Cunk’s performance challenges the idea that only “powerful
participants” can control discourse. By mimicking and distorting authoritative speech,
she appropriates these conventions and turns them into objects of humour. This creates
a form of critical distance in which the audience becomes aware of the ideological
assumptions embedded in language. Discourse thus becomes a playground: a space
where authority can be imitated, exaggerated, and questioned.

Building on these theoretical perspectives, the following analysis will reveal
how Philomena’s humour operates through linguistic and discursive play. By focusing
on specific examples from Cunk on Britain series, the paper will reveal how language
and discourse become tools of creative subversion, revealing the unstable boundaries
between knowledge and entertainment.
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Linguistic Play

One of the most visible and effective mechanisms through which Philomena
Cunk’s humour operates is linguistic play. At this level, comedy emerges directly from
the manipulation of language: through puns, malapropisms, literal interpretations, and
deliberate misunderstandings. This aligns with David Crystal’s definition of language
play as “the ability to manipulate linguistic forms in ways which are creative, humorous,
or deviant” (1998, p. 1), emphasizing that humour arises precisely from deviation from
linguistic norms. These strategies do not simply produce humour, but they disrupt
meaning and reveal how language itself can shape, distort, or even create knowledge.

As Eigen and Winkler (cited in Spariosu, 1989, p. 225) suggest, “Man did not
invent play. But it is “play and only play that makes man complete’”, highlighting that
play is not just recreational but a fundamental element of human understanding and
creativity. Cunk’s linguistic play exemplifies this principle: through playful distortion
of language, she invites the audience to engage actively with meaning, transforming
humour into a tool for reflection and exploration. As Huizinga argues, play operates
outside ordinary reality, creating a space governed by its own rules (1964, p. 9). Cunk’s
linguistic distortions function within such a playful frame, where absurdity becomes
temporarily acceptable and meaningful.

Cunk’s linguistic play relies heavily on the tension between form and content.
Grammatically, her sentences are often correct and delivered with confidence, imitating
the tone of authoritative discourse. Semantically, however, they are wrong, absurd, or
misleading. This mismatch creates a form of humour based on incongruity, where the
audience recognizes the gap between what is said and what is actually meant. A clear
example of this mechanism appears in the statement: “Henry VIII was a Catherine-
aholic—or Catholic, for short” (Cunk on Britain, 2018, Episode 2). Here, the humour is
built on phonetic similarity. The invented term “Catherine-aholic” mixes a historical
reference (Henry VIII's multiple wives named Catherine) with the suffix -aholic (which
denotes, according to Merriam-Webster Dictionary, a person who has a compulsive,
excessive addiction to, or obsession with someone or something) to underline the king’s
possible obsession with having his wives named Catherine. This playful construction is
immediately reduced to “Catholic”, creating a false equivalence between a linguistic
joke and a religious identity. The result is a layered misunderstanding: the word
sounds plausible, yet its meaning is completely distorted. From a linguistic perspective,
this reflects what can be described as paronomasia (wordplay based on sound
similarity), combined with semantic shift. The joke exposes how easily meaning can be
manipulated when language relies on resemblance and not on accuracy.

A similar strategy appears in the statement: “Henry VIII (...) had to invent a
new way of getting rid of them (his wives) called divorce. The pope hated divorce, so
Henry decided to divorce him” (Cunk on Britain, 2018, Episode 2). In this case, the
humour is based on literalization. The verb “to divorce” is taken out of its conventional
relational context (marriage) and applied directly to an institution (the Pope).
Grammatically, the sentence is correct, but semantically, it becomes absurd because the
contexts are completely different. This kind of linguistic play highlights how meaning
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depends not only on vocabulary, but also on context and shared understanding. By
removing that context, Cunk creates a distorted version of reality that still appears
structurally valid even if it is not.

Another relevant example involves deliberate misnaming and cultural confusion:
“One man wanted out: William Willis; no one knew what he looked like until 1995 when
Hollywood scientists discovered he looked exactly like Mel Gibson” (Cunk on Britain,
2018, Episode 1). Here, the humour operates through a combination of onomastic
distortion (altering a historical name) and anachronism. “William Willis” replaces
William Wallace, creating a subtle but significant shift, pointing to the wrong
pronunciation. The reference to “Hollywood scientists” further complicates the statement
by mixing historical discourse with cinematic fiction. Linguistically, the sentence
maintains coherence, but its referential meaning collapses. This type of humour depends
on the audience’s ability to recognize the error and reconstruct the intended reference. In
doing so, the viewer becomes an active participant in the process of meaning-making,
engaging in what can be understood as a form of interpretative play.

Philomena’s humour also emerges from repetition, as seen in the statement: “In
1348 Britain was invaded again, but this time by a plague. Not a metaphorical plague
like a metaphorical plague, but an actual plague made of plague” (Cunk on Britain, 2018,
Episode 1). This example illustrates a form of tautological linguistic play, where
definition collapses into repetition. The phrase “an actual plague made of plague”
preserves grammatical structure while emptying semantic content, creating what can
be described as a breakdown of explanatory logic. By mimicking clarification without
providing a clear meaning, Cunk parodies authoritative discourse and exposes the
potential emptiness underlying seemingly informative language.

That’s the essence of linguistic play: manipulating grammar and vocabulary
within absurd logic to generate humour. However, her linguistic errors are not random
at all. In fact, they follow recognizable patterns that the audience learns to anticipate.
This aligns with the idea discussed by theorists of play that even seemingly chaotic
behaviour works within implicit rules. As Caillois suggests, play requires the
acceptance of a “closed, conventional (...) imaginary universe” (2001, p. 19), which
explains why Cunk’s absurd logic remains intelligible: the audience temporarily
accepts her distorted linguistic framework. Thus, the humour works precisely because
viewers understand what is “wrong” and why it is funny. In this sense, linguistic play
in Cunk on Britain serves a double function. On the surface, it generates comedy
through absurdity and misunderstanding. At a deeper level, it reveals how meaning is
negotiated, how language can mislead, and how knowledge itself can be shaped by the
structures through which it is expressed.

Ultimately, Cunk’s manipulation of language transforms error into creativity.
Her mistakes are not simply failures of understanding. They are deliberate strategies
that invite the audience to reflect on the relationship between words, meaning, and
truth. Through linguistic play, humour becomes a space of exploration, in which the
boundaries of sense and nonsense are constantly redefined.
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Discursive Play

Philomena shifts effortlessly from linguistic play to discursive play, as the
humour no longer relies on manipulating individual words, but on combining,
simplifying, and reframing entire discourses. Therefore, while linguistic play focuses on
meaning at the level of language, discursive play functions at the broader level of
structures, roles, and communicative expectations. In Cunk on Britain, humour does not
emerge only from what is said, but also from how discourse itself is constructed and
performed. As I already mentioned before, language represents a form of power
(Fairclough, 1989), and Philomena is a master in manipulating words in order to tell a
subtle, but strong message. Cunk imitates the conventions of serious, educational BBC
documentary presenters like Simon Schama, yet subtly disrupts them, turning
authoritative discourse into a form of play. At the core of this mechanism is imitation.
Cunk adopts the recognizable features of factual discourse: a serious, calm and confident
tone, structured explanations, and genuine interactions with experts. She appears to
follow the rules of informative speech, positioning herself as a mediator of knowledge.
However, this apparent coherence is constantly sabotaged by her questions, analogies,
and conclusions, which introduce confusion, absurdity, or contradiction. At first glance, it
seems that she is simply parodying the traditional BBC-style documentary: the calm
narration, the expert interviews, and the serious tone. But beneath the absurdity lies a
subtle game: a game with language, authority, and national identity.

Cunk’s discursive strategies frequently involve false definitions or misleading
explanations. For example: “If the Tudors were the Kardashians of their time, Henry
VIII would be their Kim” (Cunk on Britain, 2018, Episode 2). The sentence uses a
comparison to make history easier to understand, but the comparison is intentionally
wrong and oversimplified. The structure “If the Tudors were the Kardashians of their
time” imitates a common way of explaining things, as people often use familiar
examples to explain something more complex. Here, a historical dynasty is explained
through modern celebrity culture. This generates humour because the two references
are very different. The Tudors are connected to politics, power, and religion, while the
Kardashians are connected to fame, drama and entertainment. By putting them
together, the statement reduces serious history to something trivial. The second part,
“Henry VIII would be their Kim”, continues this idea by assigning roles. Henry VIII is
presented as the most famous and central figure, just like Kim Kardashian. This creates
a false equivalence. Although both names revolve around familial drama and both
figures are famous, the reasons for their importance are completely different. The
comparison ignores the complexity of Henry VIII's historical role and replaces it with a
simple, modern image of celebrity. The humour comes specifically from this mismatch.
The sentence sounds like a helpful explanation, but it actually makes understanding
worse, not better. It simplifies history so much that it becomes inaccurate and absurd.
In this way, the joke plays with discursive expectations: we expect explanation to
clarify meaning, but here it distorts it. At a deeper level, this example shows how the
way we talk about something can change how we understand it. By using the language
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of celebrity culture, the statement turns history into entertainment. This suggests that
knowledge is not just about facts, but also about how those facts are presented.

Another relevant example is her discussion of the so-called “witch finder
general” (Cunk on Britain, 2018, Episode 2). Cunk claims that Matthew Hopkins, the
seventeenth-century witch finder, “went to school with [her]” and is now “a divorced
IT specialist”. Here, Cunk treats a historical figure as if he were part of her personal
present, using everyday conversational logic instead of historical reasoning. The
humour comes from this deliberate anachronism: the sentence is grammatically correct,
but semantically impossible. By describing the past in terms of present-day experience,
she collapses the boundary between historical and personal discourse, turning history
into something immediate and casually accessible. This discursive play becomes even
more effective through her interaction with the expert. When he attempts to correct her
by pointing out that Hopkins died centuries ago, Cunk responds with “How do you
know?”, a question that does not genuinely seek information but instead challenges the
authority of the expert. At this point, the exchange shifts from informative discourse to
playful performance. The expert, initially positioned as a figure of knowledge, is
gradually drawn into Cunk’s logic and begins to engage with it, adding that her
colleague’s divorce is “not as bad” as the punishments suffered by women accused of
witchcraft. As a result, the traditional hierarchy of the mockumentary, where the expert
explains and the presenter learns, is disrupted. This is how Cunk’s interviews work:
her questions are structurally correct but conceptually absurd, placing experts in a
position where they must respond seriously to nonsense. The humour emerges from
this tension between authoritative discourse and playful misunderstanding. At the
same time, this strategy reveals how fragile authority can be when confronted with
confident but illogical statements. By reshaping the structure of serious discourse into a
shared, improvised interaction, Cunk transforms knowledge into performance,
exposing the implicit rules and expectations that usually govern how meaning is
produced and communicated.

A similar mechanism appears in another exchange, where Cunk asks:
“Why was the First World War called World War One? It’s kind of pessimistic. Did
they know it was the start of a franchise?” (Cunk on Britain, 2018, Episode 4). Here, the
humour emerges from the inappropriate application of a modern concept (“franchise”,
meaning an individual’s right to market a company’s services in a particular territory -
Merriam-Webster Dictionary) to a historical event. Although the question is
grammatically correct and follows a logical structure, it is based on a false premise,
creating a form of mock reasoning in which the appearance of logic is preserved while
its validity collapses. Cunk treats historical naming as if it followed the logic of media
production, interpreting the war through a contemporary cultural lens. This creates a
clash between two discourses: historical explanation and popular culture. The expert
responds by restoring factual accuracy, explaining that the conflict was originally called
“The Great War”. However, Cunk immediately destabilizes this explanation by
suggesting that “great” might mean “very good” and not “devastating”, introducing a
deliberate semantic misunderstanding that undermines the seriousness of the topic.
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This exchange illustrates how discursive play functions through the constant tension
between rule-following and rule-breaking. Cunk respects the structure of the interview:
she asks questions and engages with the answers, but subverts its purpose by
redirecting the conversation toward absurd interpretations. This practice aligns with
Caillois” idea that discourse is not neutral, but structured by expectations regarding
relevance, coherence, and truth (2001, p. 8). The result is a form of controlled
incoherence, where the structure of discourse remains intact, but its function is altered,
transforming historical discourse into a place of humour and critical reflection.

Her statements often follow a recognizable argumentative structure, using
connectors such as “so”, “because”, or “which means”. However, the conclusions she
reaches are based on faulty premises or illogical associations. For instance, her
statement “Stonehenge was used to tell the time, which means Stonehenge is the only
clock you can see from space” (Cunk on Britain, 2018, Episode 1) shows how a
seemingly logical chain of reasoning can quickly become absurd. The humour comes
from the way each part sounds plausible on its own: Stonehenge is linked to
timekeeping in popular explanations, and “which means” signals a logical result.
However, the conclusion introduces an unjustified leap, turning “timekeeping
function” into the literal idea of a “clock” and then extending this into an exaggerated
claim about visibility from space. The audience recognizes that the reasoning does not
actually connect, even though the language makes it feel structured and convincing. In
this way, Cunk imitates the style of academic or documentary explanation, where ideas
are presented as logically connected. However, she separates logical form from logical
truth, showing how coherence can be created through language even when the
reasoning is not valid.

In conclusion, discursive play in Cunk on Britain operates as a structured form
of deviation in which historical and contemporary discourses are deliberately mixed,
producing anachronisms and conceptual distortions that remain consistent enough to
become recognisable patterns. Although these shifts appear chaotic, they are guided by
implicit rules that the audience quickly learns to anticipate, making the humour
“predictably unpredictable”. In Huizinga’s terms, Cunk participates in the “game” of
knowledge, but refuses to follow its accepted rules of accuracy and logical coherence.
As Huizinga argues, “play is a free activity standing quite consciously outside
‘ordinary” life” (1964, p. 13), and Cunk’s performance reflects this detachment,
transforming serious discourse into a playful yet convincing alternative reality.

Ultimately, this strategy shows that knowledge is not simply a neutral
transmission of facts, but something constructed through language, tone, and
discursive form. By preserving the structure of authoritative communication while
filling it with absurd content, Cunk exposes how easily authority can be imitated and
destabilised. The humour therefore goes beyond parody: it becomes a form of critical
reflection that invites the audience to question how meaning is produced. In this sense,
discursive play does not reject knowledge, but reworks it, showing that understanding
can also emerge through error, contradiction, and deliberate playfulness.
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Humour and Britishness

British culture is directly associated with humour. In Watching the English, Kate
Fox argues that “in other cultures, there is ‘a time and a place” for humour; it is a special,
separate kind of talk, (while) in English conversation, there is always an undercurrent of
humour” (Fox, 2005, p. 25). She further explains that “the English may not always be
joking, but they are always in a state of readiness (sic!) for humour” (Fox, 2005, p. 26),
suggesting that humour is not constant in form, but always present as a possibility in
everyday interaction. That being said, humour, especially irony and understatement, is
the implicit way of communication of this culture. This constant use of humour helps
people be polite, avoid awkward moments, and connect with others more easily.
Moreover, this can be understood through what Huizinga calls the “play-element” of
culture, where social interactions operate within a space that allows flexibility, creativity,
and a departure from strict seriousness (1964, p. 46). Humour also plays a key role in
shaping cultural identity, creating boundaries between groups and reinforcing a sense of
belonging among those who share the same perspective. Drawing on Stuart Hall’s and
Jerry Palmer’s work, Medhurst (cited in Irwin & Marshall, 2023, p. 3) states that comedy
can unite people from the inside while excluding outsiders. Palmer describes it as “a
shortcut to consensus”, which Medhurst develops into the idea that “comedy is a short
cut to community” (as cited in Irwin & Marshall, 2023, p. 3).

Thus, Cunk’s humour is deeply British: not just in accent or references, but in
its spirit of irony and understatement. She never attacks directly. She mocks by
pretending to take everything seriously, and this is precisely where humour emerges.
This approach reflects what Kate Fox describes as the “proscription of ‘earnestness’” in
English conversation, where “seriousness is acceptable, solemnity is prohibited” and
“sincerity is allowed, earnestness is strictly forbidden” (Fox, ibid., p. 25). In this sense,
Cunk’s style perfectly follows the rule that “one must never take oneself too seriously”
(Fox, ibid.) while also reflecting the principle that jokes “should not be taken literally”
(Kuipers, 2006, p. 9), maintaining an apparently serious tone without ever becoming
truly solemn or pompous. This reflects a long tradition of British self-deprecating wit,
“the ability to laugh at ourselves” being “one of the more endearing characteristics of
the English” (Fox, ibid.). By turning history into comedy, Cunk reveals that
“Britishness” itself is a kind of performance, namely a story told with a straight face.
Her laughter isn’t cruel, but reflective, making the audience aware that humour, far
from trivial, is one of Britain's most enduring ways of thinking.

Conclusion

That being said, the humour of Cunk on Britain relies on a complex interplay of
linguistic and discursive play, transforming what initially appears as simple absurdity
into a sophisticated form of cultural critique. By situating Philomena Cunk within the
theoretical frameworks of play (Huizinga, Caillois), parody (Hutcheon), and discourse
(Fairclough), the analysis has demonstrated that her comedy is not just based on
ignorance or error, but on the deliberate manipulation of the structures through which
meaning and authority are produced.
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At the level of language, Cunk’s use of puns, literalizations, and semantic
distortions to break the normal connection between words and meaning. Linguistic
play, in this sense, becomes a creative and cognitive process, inviting the audience to
actively participate in interpreting and correcting the “mistakes” that are presented. At
the level of discourse, her imitation of documentary conventions exposes the
performative nature of knowledge itself. By reproducing the tone, structure, and
authority of factual discourse while simultaneously subverting its content, Cunk
demonstrates that credibility often depends less on truth than on recognizable
communicative forms.

Furthermore, Cunk’s performance acquires an additional critical dimension.
Her parody does not simply mock documentary discourse, but it also reveals how
authority is constructed, legitimized, and naturalized through language. By
appropriating these conventions and turning them into objects of humour, she disrupts
the assumption that knowledge is neutral or objective, showing instead that it is shaped
by ideological and institutional frameworks. In this way, humour becomes a tool for
exposing the invisible mechanisms that govern what is accepted as “common sense”.
At the same time, her humour reflects important aspects of British culture. As Kate Fox
suggests, humour in England is often indirect, ironic, and based on not taking things
too seriously. Cunk follows this tradition perfectly: she speaks seriously, but what she
says is ridiculous. This creates a special kind of humour that is both funny and
thoughtful.

In the end, Cunk on Britain proves that play, far from being trivial, is a powerful
way of engaging with reality. Through linguistic and discursive play, Cunk transforms
error into insight, absurdity into critique, and entertainment into a form of knowledge
production. Through humour, Cunk makes us question what we know and how we
know it. She reminds us that knowledge is not always fixed, but it can be shaped by
language, context, and presentation. Her comedy turns confusion into insight and
shows that even nonsense can help us understand the world in new ways.
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Abstract: Humor is an important tool in marketing because it helps brands feel more real and
relatable. In Romania, many brands use playful jokes, irony, or everyday situations to catch
people’s attention and make their messages easier to remember. Instead of sounding too serious
or pushy, they choose a lighter, more fun tone. This kind of approach helps people connect
emotionally with the brand and makes them more likely to share the content online. In the end,
humor is not just about making people laugh, it helps brands stay in people’s minds and build a
stronger relationship with their audience.

Keywords: humor, attention, emotion, marketing, brand.

Introducere. Ce este umorul pentru societatea romaneasca, mai exact?

Umorul este, fard indoiald, una dintre trdsdturile cele mai reprezentative ale
poporului roman. Pentru noi, rasul nu este doar o modalitate de a ne distra sau de a
petrece timpul, ci o formd de adaptare si o strategie de supravietuire. De-a lungul
istoriei, romanii au invitat si faci haz de necaz chiar si in cele mai dificile momente. In
fata greutdtilor, a lipsurilor sau a schimbarilor bruste din societate, romanii au gasit
mereu puterea sd glumeascd, sa ironizeze realitatea si, astfel, sa o facd mai suportabila.

Aceastd capacitate de a rade de sine si de lume nu este o dovada de
superficialitate, asa cum ar putea pédrea la prima vedere. Dimpotriva, este un mecanism
psihologic si cultural prin care romanii reusesc sd se adapteze, sa ramand pozitivi si sa
meargd mai departe. Intr-un fel, umorul este o forma de rezistents, o modalitate prin
care oamenii isi pastreazd demnitatea, chiar si atunci cand circumstantele nu le sunt
favorabile. Pe langa rolul sau social, umorul are si o functie de comunicare extrem de
puternica. In Romania, conversatiile incep adesea cu o gluma, o ironie usoard sau o
replicd amuzanta.

Acestea nu sunt semne de lipsd de respect, ci metode prin care se creeazad o
punte intre oameni. O gluma spusd la momentul potrivit poate rupe bariere, poate
destinde atmosfera si poate apropia interlocutorii. De aceea, nu este deloc surprinzator

1 Coordonator: Lector univ. dr. Marius TUCA.
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ca umorul a devenit si un instrument de marketing extrem de eficient. Intr-o tard in
care oamenii se recunosc in ironie si in autoironie, reclamele care reusesc sa te facd sa
zambesti sau sd te vezi in ele au sanse mari sd riméana in mintea publicului.

Umorul este una dintre cele mai firesti si profunde manifestdri ale spiritului
uman. El reprezintd capacitatea de a privi lumea si pe sine insusi cu o atitudine sening,
de a observa contradictiile si absurditatile vietii si de a le transforma in surse de zdmbet,
reflectie sau relaxare.

Conform Dictionarului explicativ al limbii romdne (DEX), umorul este ,inclinare
spre glume si ironii care se ascunde sub o infdtisare serioasa; manifestare prin vorbe sau
prin scris a acestei inclinatii; veselie, haz. Categorie esteticd ce constd in sublinierea
incompatibilitatii si absurditdtii unor situatii considerate normale.”?

Aceastd definitie aratd cad umorul nu este doar simpla dorinta de a rade, ci o
atitudine interioara care combinad luciditatea cu ironia si cu un spirit de observatie fin.
Umorul scoate la iveald contradictiile lumii, dar fard a le judeca dur; dimpotriva, el le
trateaza cu toleranta si intelepciune.

Putem spune, asadar, cd umorul este o forma de inteligentd afectivd, o imbinare
intre ratiune, emotie si sensibilitate. Prin el, omul isi afirma libertatea de a nu se ldsa
coplesit de greutati, ci de a le privi cu o usoara detasare.

Umorul este adesea utilizat in reclamele publicitare pentru a capta atentia
publicului, deoarece mesajele amuzante sau surprinzatoare ies din tipar.’> De exemplu,
intr-un studiu realizat de revistacariere.ro se aratd cd scopul principal al umorului in
publicitate este crearea unei conexiuni cu publicul si ca

,brandurile care adoptd o abordare amuzantd reusesc sd capteze rapid atentia
consumatorilor si sa transforme o reclamd obisnuitd intr-o experientd
memorabild. Unul dintre cele mai mari avantaje ale umorului in marketing este
capacitatea de a viraliza un mesaj. Campaniile care reusesc s facd oamenii sa
radd sunt mult mai susceptibile de a fi distribuite pe retelele sociale, ceea ce
ajutd la amplificarea mesajului. Brandurile care creeazd momente comice si
memorabile beneficiaza de un efect de amplificare prin intermediul audientei
online, ceea ce poate duce la o expunere mult mai mare decat prin metodele
traditionale” 4.

Din informatiile de mai sus putem intelege mai usor cum umorul poate fi folosit
in publicitate, lucru care este intalnit din ce in ce mai des nu numai la mijloacele
traditionale cum ar fi, la radio, televizor sau in paginile ziarelor si a revistelor, ci si in
mediul online si pe aproape toate platformele de socializare.

2 https:/ / dexonline.ro/ definitie/umor, accesat pe data de 11.11.2025.

3

https:/ /www .researchgate.net/ publication/360476645_RESURSE_ALE_CREATIVITATII_SI_UMORU
LUL IN_COMUNICAREA_PUBLICITARA_DOUA_STUDIL DE_CAZ_ROMANESTI

4 https:/ /www revistacariere.ro/inspiratie/ branduri-care-te-fac-sa-razi-cum-umorul-poate-
deveni-un-instrument-puternic-de-marketing, accesat pe data de 11.11.2025.
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De-a lungul timpului, mai multe campanii publicitare din Romania au folosit
umorul ca mijloc de persuasiune, dar si ca formd de expresie culturald. Printre cele mai
reusite se numdrd cele realizate de Ursus, Rom si Vodafone - trei branduri foarte
diferite, dar care au inteles cum s vorbeascd pe limba romanului. In continuare, vom
analiza aceste trei campanii, fiecare reprezentand o poveste despre felul in care rasul,

gluma si spiritul romanesc pot transforma o simpld reclama intr-un fenomen social.

Studii de caz. Trei campanii de marketing care folosesc umorul
1. Ursus - ,,Regele berii in Romdnia”

=  Brand / Companie: Ursus Breweries (marca Ursus)?

= Produs / Serviciu promovat: Bere Ursus (segment premium si brand-umbrela)

= Mediul de difuzare: Campanie integratd online (site dedicat, social media),

TV & spoturi video, evenimente (ex. festivaluri) si activari de teren.

= Anul / Campania din care face parte: Platforma de comunicare lansata in 2021

sub sloganul , Asculta ursul din tine!”

= Link: https:/ /www.youtube.com/watch?v=13cRvkolpwg

Reclama prezintd cum un tandr, nestiind cd petrecerea cu costume a fost
anulatd, intrd intr-un pub imbrdcat in costum de astronaut pe cand restul persoanelor
sunt imbracate normal. Acest lucru il pune intr-o situatie grea: sa plece sau s ramana la
pub? In ajutorul siu sare mascota Ursus care il sfituieste si asculte de ursul interior.
Tandrul decide sd rdmand si se ducd inspre grupul lui de prieteni in timp ce oferd o
scuzd amuzantd pentru felul in care este imbracat.

Personaje i situatii-cheie: un tandr adult ca protagonist, grupuri de prieteni si
situatii sociale, obiecte si decoruri uzuale care subliniaza dilemele.

Elementul declansator al umorului: contrastul intre dilema banald si interventia
ursului interior ,Ascultd ursul din tine!” care oferda un rdspuns rapid, neasteptat si
comic. Surpriza si exagerarea situatiilor banale genereazd amuzament si identificare.

Tipologia umorului folosit:

4

=  Umor verbal: sloganul , Ascultd ursul din tine!” si replicile scurte din spot
creeazd jocuri de cuvinte si autoironie.

= Umor de situatie: dilemele cotidiene prezentate exagerat, urmate de decizia

clara a ursului interior, creeazd un contrast comic.

* Umor vizual: expresiile faciale ale protagonistului, gesturile exagerate si

cadrele care evidentiaza absurditatea dilemei.

Tipul dominant este umorul de situatie combinat cu cel verbal, deoarece dilema
care este imbinatd sloganul ,,ursul din tine” fac mesajul memorabil si usor de asociat cu
brandul Ursus.

Publicul fintd: Reclama se adreseazd tinerilor adulti (18-35 ani), urbani, activi
social, interesati de experiente autentice si umor modern, iar acest lucru reiese din tonul
relaxat si ironic, limbaj simplu, probleme tipice pentru stilul de viatd urban, difuzare
online si TV, implicarea intr-un mesaj care promoveaza decizii proprii si autenticitate.

5 https:/ /ursus-breweries.ro, accesat pe data de 11.11.2025.
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Efectul umorului: Umorul din reclamd face spotul amuzant si usor de urmarit.
Dilemele exagerate si interventia , ursului din tine” 1i fac pe oameni sa zdmbeasca si sa
se regdseascd In situatii similare. Mesajul ,Ascultd ursul din tine!” nu este doar
distractiv, ci ajutd si la memorarea brandului. Umorul intdreste ideea principald: sa
urmezi instinctul, fard a distrage atentia de la mesaj.

Mesajul cheie: Promisiunea de brand: Ursus incurajeaza autenticitatea si
deciziile proprii. Reclama vrea sd creascd vizibilitatea si sda intdreascd legdtura
emotionald cu publicul tandr, diferentiind brandul pe segmentul premium.

Spotul a fost foarte vizionat online si apreciat ca una dintre cele mai
memorabile reclame la bere din Romania.

Puncte tari: mesaj clar, umor integrat, branding puternic, public tinta bine definit.

Puncte slabe: produsul apare mai putin in prim-plan, unele dileme pot parea
generale, date despre impactul asupra vanzarilor nu sunt publice.

Campania este o alegere bund pentru Ursus, pentru cd foloseste umorul ca sa
transmitd mesajul de brand si sa fie memorabild. Umorul nu doar distreaza, ci intdreste
ideea principala: , Ascultd ursul din tine”.

2. Rom - ,,Romdnii sunt destepti”

=  Brand / Companie: ROM (brandul de ciocolatd / ciocolatd ROM Autentic) -
parte din compania Kandia Dulce

= Produs / Serviciu promovat: Ciocolata ROM Autentic si imaginea Roméniei /
imaginea brandului ROM

= Mediul de difuzare: online, site dedicat, social media, campanie integrata in
media digitala

= Anul/Campania din care face parte: lansatd in noiembrie 2011

= Link: https:/ /www.youtube.com/watch?v=Und7tNOt9qM

Campania provoacd romdnii sd caute pe Google sintagma ,romanii sunt

destepti” si variante in alte limbi cu scopul de a schimba sugestiile automate negative
despre roméni in motoarele de cdutare.

Tipologia umorului folosit:

* Umor verbal: sloganul ,Romanii sunt destepti”, jocul de cuvinte cu
,desteptare” si actiunea colectiva de cautare.

* Umor de situatie: transformarea unei actiuni digitale simple precum
cdutarea pe Google intr-o mare campanie de imagine nationald, ceea ce
creeazd un efect neasteptat.

* Umor vizual: elementele vizuale online, tricourile, mesajele provocatoare,
contrastele dintre ce sugereazad motorul de cdutare si ce isi propune campania.

Tipul dominant este umorul de situatie si verbal, pentru cd ideea este mai mult

despre efectul ,,noi, romanii, putem schimba ceva” ceea ce creeaza identificare si surpriza.

Publicul fintd: Se adreseaza romanilor de toate varstele interesati de imaginea

Romaniei si de brandul prezentat, dar in special cei activi in online, care pot participa la
actiunea digitala.
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Efectul umorului: Umorul nu este agresiv, ci pune intr-o lumind amuzant-
serioasa perceptia negativd a roméanilor pe internet ,romanii sunt hoti/prosti”, pe care
campania o transforma in ,roménii sunt destepti”. Umorul intdreste deci mesajul de
brand si scopul campaniei, schimbarea perceptiei fatd de romani.

Mesajul cheie: ROM este un brand romanesc care are curajul sd abordeze
chestiuni de imagine nationald si sa-si asume o valoare pozitivd. Reclama vrea sd
obtind: vizibilitate, implicare online, diferentiere si asocierea brandului cu valori pro-
romanesti autentice.

Puncte tari: buget redus, implicare digitald, premiile si recunoasterea internationald.

Puncte slabe: campania se bazeazd mult pe participare si implicare, ceea ce poate
limita impactul dacd publicul nu ,, prinde” ideea complet.

Reclama este o alegere foarte inspirata pentru ROM: a creat o campanie care merge
dincolo de produs si intrd in sfera identitatii nationale, aducdnd brandul in prim-plan
printr-o cauza comund. Putine campanii romanesti au avut impactul si forta emotionald a
campaniei ,,Romanii sunt destepti”, lansatd de brandul de ciocolatd Rom. Ideea s-a ndscut
dintr-o observatie simpld, dar dureroasa, atunci cdnd roménii tastau in Google expresia
,Romanii sunt..”, motorul de cdutare completa automat cu termeni negativi, precum
,lenesi”, ,prosti” sau ,corupti”. Aceastd constatare a fost transformatd intr-un mesaj
pozitiv, curajos si motivational. Prin sloganul ,Romanii sunt destepti”, brandul a incercat sa
schimbe perceptia publicd si sa trezeascd un sentiment de mandrie nationala.

3. Vodafone - Ghiti Ciobanul
= Brand / Companie: Vodafone Romania.
= Produs / Serviciu promovat: serviciile telecom de date mobile & internet
mobil, accent pe conectivitate, smartphone si retea.
= Mediul de difuzare: multimedia - TV, online: Facebook, YouTube, social
media, activari digitale.
= Anul / Campania din care face parte: Campania ,Roménii au initiativa”
lansata in 2013, cu personajul Ghita Ciobanul.
= Link: https:/ /www.youtube.com/watch?v=hHyDZOOOnUs
Reclama il aratd pe Ghitd, un cioban din zona rurald, care foloseste telefonul
mobil si serviciile de date Vodafone chiar si atunci cAnd e la stand, in mijlocul oilor. Ghita
primeste apeluri sau mesaje, navigheaza pe internet, verificd reteaua in varf de deal, si
vorbeste intr-un mod simplu, autentic, despre cum tehnologia il ajutd sa ramana conectat.
Elementul declangator al umorului: prezentarea imaginii traditionale a unui
»cioban” si utilizarea unei tehnologiei moderne
Tipologia umorului folosit:
= Umor de situatie: situatia unui cioban in mediul rural care e printre primii
care adoptd smartphone si internet creeazd un contrast amuzant.
=  Umor verbal: replici simple, sloganul ,,Romaénii au initiativa”, tonul modest
si amuzant al personajului.
* Umor vizual: imaginea ciobanului cu telefon in méand intr-un decor
montan, gesturi neasteptate pentru tipologia sa.
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Tipul dominant de umor este cel de situatie, deoarece principalul mecanism
comic este contrastul dintre asteptarea culturald a unui cioban si realitatea prezentatd a
unui utilizator de tehnologie. Functioneaza deoarece surprinde atentia, este memorabil
si creeazd simpatia personajului.

Publicul tintd: Reclama se adreseazd unui public larg, format atat din tineri, cat
si din adulti, care folosesc telefonul mobil si internetul. Totusi, accentul cade pe oamenii
din mediul rural si mic urban, pe care Vodafone vrea sa-i apropie de tehnologie si sd le
arate cd reteaua functioneaza oriunde, chiar si la stdnd, tonul relaxat, limbajul simplu si
umorul bland aratd cd spotul este gandit pentru romanii obisnuiti, care se pot regdsi in
povestea lui Ghita.

Efectul umorului: Umorul creeaza simpatie fatd de Ghitd si implicit fatd de
brandul Vodafone. Contrastul este amuzant si face ca mesajul , tehnologia pentru toti”
sd fie mai usor de acceptat. Umorul ajutd la memorabilitate, consumatorul isi aminteste
personajul ciobanului care foloseste smartphone-ul, legand imaginea de brand.

Mesajul cheie: Promisiunea de brand: Vodafone le oferd oamenilor instrumente
tehnologice care le permit sa fie conectati, sd-si urmeze initiativa, indiferent de
contextul lor.

Ce vrea sd obfind reclama: cresterea atentiei pentru serviciile de date mobile,
diferentierea fatd de competitori, associarea brandului cu valorile de initiativd si
tehnologie accesibild. Campania ,Ghita Ciobanul” a castigat premii internationale (ex.
trofeul ,, Brand Grand Prix” la Golden Drum) pentru Vodafone Romania.¢

Puncte tari: personaj autentic, mesaj cultural relevant, prezentarea simpld a tehhnologiei.

Puncte slabe: legatura produsului specific serviciile de date poate pdrea mai
putin explicitd pentru unii consumatori

Campania ,Ghitd Ciobanul” a fost una dintre cele mai reusite campanii
Vodafone din Romania. Ideea de a folosi un personaj real, simplu si autentic a facut
brandul mai apropiat de oameni si mai usor de retinut. Umorul discret si contrastul
dintre traditie si tehnologie au transmis perfect mesajul cd Vodafone ofera conexiune
oriunde, pentru oricine.

Concluzii. Trei campanii care demonstreaza eficienta umorului

Toate cele trei campanii, Ursus , Ascultd ursul din tine”, ROM ,Romanii sunt
destepti” si Vodafone ,Ghitd Ciobanul” demonstreaza cda umorul poate fi o forma
eficientd si profunda de comunicare, atunci cand este adaptat contextului cultural si
emotional al publicului roman. Fiecare dintre aceste campanii a folosit rasul nu doar ca
element de divertisment, ci ca mijloc de apropiere intre brand si consumator, reusind sa
transmitd mesaje clare, autentice si usor de retinut.

Campania Ursus a mizat pe instinctul si libertatea de decizie a tinerilor, folosind
un umor relaxat, de situatie, care ii face pe oameni sd se recunoascd in dilemele care apar

6 https:/ /www.prwave.ro/vodafone-romania-castiga-brand-grand-prix-la-festivalul-golden-
drum-2014
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in viata de zi cu zi. Mesajul ,, Ascultd ursul din tine” devine astfel o invitatie la sinceritate
si autenticitate, asociind berea cu momentele in care alegem sa fim noi insine.

Campania ROM, in schimb, a adus in prim-plan mandria nationald, dar intr-un
mod inteligent si autoironic. Prin ideea ,Roméanii sunt destepti”, brandul a reusit sa
transforme o perceptie negativa intr-o actiune colectivd pozitivd. Umorul folosit nu a
fost agresiv, ci subtil, pundnd in lumind dorinta roméanilor de a-si schimba imaginea si
de a fi respectati. A fost o campanie care a depasit scopul comercial, devenind un
adevarat fenomen social.

Pe de altd parte, Vodafone, prin personajul Ghita Ciobanul, a combinat traditia
cu modernitatea intr-o manierd plind de farmec si naturalete. Umorul a aparut din
contrastul intre lumea satului si tehnologia modernd, transmitand ideea cd inovatia nu
tine cont de loc sau statut. Campania a ardtat cd un personaj simplu, dar autentic, poate
deveni un simbol national al conectivitatii si al curajului de a fi diferit.

Umorul a fost elementul comun care a legat totul: el a atras atentia, a relaxat
publicul, dar mai ales a creat o legdtura emotionald durabild intre brand si consumator.
Acest tip de umor inteligent, bazat pe observatii reale si pe un ton prietenos, transforma
brandurile din simple produse in prieteni de incredere.

Umorul, atunci cadnd este folosit cu méasurd, creativitate si respect fatd de public,
devine mai mult decét o strategie de marketing, devine o forma de artd a comunicarii.
Prin el, brandurile nu doar vand, ci amuzd, distreazd, unesc si aduc un strop de
optimism intr-o lume care are mereu nevoie de zambete autentice.
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Abstract: This paper seeks to explore the intricate relationship between play, culture, art, and
advertising, drawing on Johan Huizinga’s Homo Ludens, and to investigate how the ludic dimension
of human behaviour manifests within contemporary marketing discourse. It examines the functions
of play within human activity, its interdependence with culture, and the transformation of artistic
and linguistic structures into aesthetic tools for persuasion. Through the analysis of selected brands
such as Dove, IQOS, and Temu, this paper demonstrates how advertising integrates playful,
gamified, and participatory strategies that shape consumer perception and emotional engagement.
These three brands have been deliberately chosen to represent different aspects of the ludic
spectrum as Dove embodies tradition and continuity, IQOS reflects innovation and novelty, while
Temu capitalises on circulation and the convenience of everyday life. The research methodology
involves the examination and comparison of Instagram posts from both linguistic and semiotic
perspectives, identifying convergences and distinctive features. Where relevant, the brands” official
websites are also considered to observe the presence of interactive mechanisms, gamified
experiences, or other persuasive techniques designed to attract and retain consumers. Ultimately,
the paper argues that in the age of digital capitalism, the act of selling reproduces the same
symbolic mechanisms that once sustained ritual, art, and language, revealing marketing as a
modern expression of the Homo Ludens condition.

Keywords: Advertising discourse, semiotic analysis, linguistic creativity, gamification, digital marketing.

Introduction

When one encounters the word play, the mind often conjures familiar images,
perhaps one of a child immersed in imaginary worlds or of animals joyfully engaging
in spontaneous motion. Yet, as Johan Huizinga reminds us in Homo Ludens, such
perceptions represent only a fraction of what play truly entails, for play is not a mere
biological reflex or a psychological diversion, but a significant function that transcends
material necessity and gives meaning to human action. According to Huizinga, “in play
there is something “at play’” which transcends the immediate needs of life and imparts
meaning to the action” (Huizinga, 1950, p.1), suggesting that play cannot be reduced to
instinct or will, since its very existence implies a nonmaterial quality inherent to the
human spirit. Thus, play embodies a paradox; it simultaneously operates as both

1 Coordonator: Conf. univ. dr. Iulia COCU.
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freedom and structure, creativity and order, serving as a matrix through which culture,
language, and art continuously emerge.

Huizinga’s interpretation of play as an autonomous activity, detached from
utilitarian goals reveals its dual nature: voluntary yet rule-bound, imaginary and yet
intensely real. He distinguishes animal play from human play through the notion of
awareness, by emphasizing consciousness, observing that: “animals play, so they must
be more than merely mechanical things. We play and know that we play, so we must
be more than merely rational beings, for play is irrational” (Huizinga, 1950, p. 4).
Through this lens, play becomes a medium of reflection, a symbolic process in which
matter and mind ceaselessly interact. This dialogue is particularly visible in the act of
naming, i.e. “in the making of speech and language the spirit is continually ‘sparking’
between matter and mind, as it were, playing with this wondrous nominative faculty”
(Huizinga, 1950, p. 4). Language itself, then, may be perceived as a form of play, more
precisely, one that transforms the world through representation and symbol, turning
experience into meaning and communication into creative exchange.

The connection between language and play becomes especially evident when
considering the semantic uniqueness of the English word fun, which, as Huizinga
notes: “resists all analysis or logical interpretation” (Huizinga, 1950, p. 3). The concept
of fun has no perfect equivalent in Romanian, for translations such as amuzant, misto,
tare or plicut capture only fragments of its connotative range. This lexical gap reflects
the cultural depth of playfulness in Anglo-American societies, where fun operates both
as an emotional register and a moral imperative. In contemporary marketing, the same
term lies at the heart of persuasion, meaning the rhetoric of enjoyment and freedom is
used to transform consumption into experience. This dynamic mirrored in the way
Western linguistic elements permeate Romanian marketing discourse. Most local
campaigns incorporate lexical borrowings from English, a phenomenon that is far from
coincidental. Rather, this linguistic infiltration functions as a bridge across cultural
ruptures, reactivating the consumer’s familiarity with globally recognised expressions.
A telling example is the expression “trick or treat”, though it originates in the distant
Celtic tradition (Eleveth, 2023), it continues to persist through various self-replicating
mechanisms of social media dissemination, retaining both its ludic and commercial use.

This study will refer to social media as a central element precisely because it
plays a crucial role in marketing due to its capacity to enable real-time social interaction
and foster the illusion of direct and concrete connection. Those qualities make it
indispensable to contemporary marketing. As Michael L. Kent notes in his 2010 study,
social media can be defined as “any interaction-enabling channel that facilitates two-way
communication and response” and characterized by “the likelihood of real-time
engagement, less anonymity, a degree of intimacy, rapid response, and the potential for
individual users to ‘time-shift’ or participate in the social network at their convenience”
(Kent, 2010, p. 643-656). Kent's definition underscores the transition from one-directional
broadcasting to participatory dialogue, positioning social media not as a mere instrument
of promotion, but as an almost living, ludic arena of informational exchange.

148



Huizinga’s theory complements this by describing play as a voluntary act that
stands outside ordinary life, contained within its own temporal and spatial boundaries,
thereby creating what he calls “temporary worlds within the ordinary world”
(Huizinga, 1950, p. 10). This concept, later termed the magic circle, defines play as a self-
contained realm of order, rule, and intensity. Within such boundaries, play and
seriousness intertwine, since in Huizinga’s terms “play turns to seriousness and
seriousness to play” (Huizinga, 1950, p. 8). The seriousness of play, marked by
devotion and absorption, grants its cultural power, as individuals momentarily escape
the trivialities of daily life to engage in symbolic creation. Modern marketing inherits
this same logic: reward systems, interactive interfaces, and gamified challenges recreate
the ritualistic framework of play by inviting users to enter controlled spaces of
enjoyment. Brands such as Starbucks, Shein, or IQOS rely on playful interactivity and
sensory evocation to reinforce emotional attachment and consumer identity,
transforming each act of purchase into a symbolic performance of belonging.

Huizinga’s insight into ritual as a form of play provides a valuable framework
for understanding the performative nature of contemporary advertising. As he notices,
“ritual is thus in the main a matter of shows, representations, dramatic performances,
imaginative actualizations of a vicarious nature” (Huizinga, 1950, p. 15). In both ritual
and advertising, meaning is not merely represented (mimetic) but enacted (methectic).
Modern commercials, digital campaigns, and influencer practices function
methectically, i.e. they only function by allowing consumers to participate in symbolic
performances that reproduce collective myths of success, desire, and identity. Through
repetition, imagery, and emotional resonance, advertising fulfils the same cultural
function that rites once did i.e. the creation of temporary worlds filled with significance
and where individuals enact shared fantasies of consumption and pleasure.

While Huizinga illuminates on some anthropological and linguistic roots of
play, Joan Gibbons’s Art and Advertising situates this ludic impulse within the aesthetic
and economic systems of modernity. Revisiting Kant’s Critique of Judgement, Gibbons
recalls the Enlightenment conception of art as “purposiveness without a purpose”
(Kant, 1950, p. 91-92), a sphere of disinterested beauty accessible through universal
reason. Yet the emergence of postmodernism dismantled this notion of autonomy.
Arthur Danto’s interpretation of Warhol's Brillo Boxes revealed that the boundary
between art and commodity is not intrinsic but institutional. Art, Danto argues, exists
“in an atmosphere of artistic theory, a knowledge of the history of art, an art world”
(Danto, 1995, p. 209), implying that value depends less on form than on context.

Gibbons extends this insight to advertising, noting that “most people feel more
at home with the idea of advertising than with art” (Gibbons, 2005, p. 4), because its
main functions, i.e. promotion and persuasion which are easily grasped, and its
language immediately recognisable. Likewise, Jean Baudrillard captures this condition
when he writes that “each advertising image prescribes a consensus among all those
individuals potentially summoned to decipher it... to automatically conform to the
code in which the image has been encoded” (Baudrillard, 1990, p. 91). In decoding such
messages, the viewer becomes a participant in a collective game, an act that dissolves
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critical distance while generating communal affect. As Gibbons reiterates, Baudrillard
later reframed advertising as “a show, a game, a mise-en-scéne... not the shortest way
to the object, merely the shortest way to another image” (Baudrillard, 1990, p. 91), thus
situating it firmly within the aesthetic domain. Gibbons concludes that advertising
functions as a “playground for the emotions, imagination and intellect” (Kant, 1790, p.
12-13), transforming the act of persuasion into a performative experience of pleasure
and play.

Having traced the convergences between play and advertising, it is now
necessary to consider the distinctions Gibbons identifies. She argues that the differences
are not essential but institutional, since both practices rely on systems of symbols and
representation that operate through affect, repetition, and simulation. Advertising does
not simply mirror desire, in fact, it constructs it by staging participatory rituals that
echo the ludic essence of art. While art is often perceived as critical or transcendent and
advertising as manipulative or commercial, both are deeply implicated in the same
cultural logic that fuses enjoyment with communication. The democratization of
images, accelerated by mass media and digital platforms, has ultimately blurred the
boundaries between aesthetic contemplation and market engagement, turning
advertising into the most pervasive form of collective play in contemporary culture.

With the theoretical framework now established, it becomes essential to
examine the mechanism through which these dynamics manifest in the digital
environment, i.e. that constantly shifting space where culture technology and consumer
behaviour intersect. And how else could such an investigation unfold if not by turning
to platforms of the present day: Instagram?

Dove: Sensory Persuasion

The first case under analysis is Dove, a now well-established British personal
care brand? that stands out primarily through its tradition, or more precisely, its
longevity on the market. Founded in the second half of the 1950s, Dove has withstood
several shifts in consumer behaviour acquiring resilience that few brands can claim.
While other companies, such as DM, although they have successfully adapted to the
evolving needs of the market, they lack Dove’s extensive cultural and geographical
reach, particularly across the American, Asian, and European markets. Equally
significant is Dove’s immense and diverse global consumer base, which reflects not
only the brand’s consistent quality but also the strategic ability of its marketing teams
to interpret emotional needs and translate them into compelling narratives.

Emotion plays a central role in Dove’s advertising philosophy, as it does in
most successful brands, since it is widely recognised that the human mind responds
most effectively to stories. Such narratives are governed by emotion and create
imaginary micro-worlds that awaken memory and guide behaviour, often culminating

2 It was originally founded in the U.S, although it is now owned by a British company and selling
in over 150 countries according to their official website:
https:/ /www .unilever.com/brands/beauty-wellbeing/dove.

150



in the act of purchase. A particularly relevant perspective is offered by Andrew
Huberman, a professor at Stanford University, who, through his neuroscience podcast?,
discusses the neural foundations of storytelling and emotional programming,
emphasizing the cognitive impact of gratitude and empathy*. His insight reinforces the
idea that stories, much like games, engage individuals through structure, language, and
symbolism, transforming simple messages into experiential narratives.

Fig. 1 Fig. 2

Fig.3 Fig. 4

A clear example of that can be observed in Dove’s seasonal campaigns,
particularly its autumn-themed series. A simple glance reveals a distinct atmosphere,
something a teenager would call a “vibe”. Equally noteworthy is the way each setting
or background is constructed according to the campaign’s niche. On Dove’s Instagram
page, used both for Romania and other regions where the brand operates, the posts are

3 The full episode can be found on Youtube: https://youtu.be/9gJLWk3W5GQ?si=ki_-
qBQ1we2wOVMD.

4 For more information: Daisuke Hori et al. “Prefrontal Activation while Listening to a Letter of
Gratitude Read Aloud by a Coworker Face-to-Face: A NIRS Study”, PLOS ONE, 8 Sept. 2020,
https:/ /journals.plos.org/plosone/article?id=10.1371/journal.pone.0238715
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playfully coloured, written in American English, and far more engaging compared to
the content on the official website®. They are also tailored for young audiences, who are
more inclined to use such platforms for information and shopping, a tendency that, as
various studies confirm (Stachowiak-Krzyzan, 2019), increases purchasing likelihood.

Attention-grabbing techniques, or hooks, are employed with precision,
particularly in short videos referred to as Reels. These clips typically last between 6 and
24 seconds, though some extend to 50 seconds or even a minute long when structured
as mini-interviews featuring individuals (mostly women) who recommend Dove and
discuss contemporary issues such as girls’ self-esteem or racial inclusivity.

The first post that marks the beginning of autumn is posted on the 23t of
September and it exemplifies the brand’s refined sensorial strategy. It juxtaposes aromas
traditionally associated with the season to evoke warmth, domestic comfort, and festive
familiarity. For example, the scent of apple mixed with caramel reinforces this imagery,
recalling harvest fairs and, in Anglo-American contexts, the Halloween season.

Within the video, the association of autumn with a sense of comfort unfolds
through both verbal and visual elements. The image is horizontally divided into two
sections: the upper section displays the Dove products, while the lower displays
complementary imagery such as sweet treats or scenes of relaxation, reinforcing
ceremonial themes. This composition establishes a clear visual correspondence between
the two, easily processed by the viewer and memorable through the evocation of
familiar scents such as caramel sauce or baked apple.

The first shot (Fig. 1) features the Cinnamon Pumpkin Pie shower gel, associated
with a warm, comforting bath, elements that evoke intimacy, secrecy, and ritual. A
wooden bath stand supports the product, surrounded by bubbles, a lit candle, and a
body brush. Those objects collectively construct an atmosphere of relaxation and
sensorial indulgence. The next shot presents the same fragrance as an antiperspirant
(Fig. 2), held by a darker-skinned, feminine hand, a deliberate gesture toward
inclusivity. Below, a close-up of the top of a cinnamon pie is topped with whipped
cream and sprinkled with cinnamon, further strengthens the olfactory-visual link
between the product and its flavour inspiration.

The following scene introduces the Maple Glaze shower gel (Fig. 3),
demonstrating its texture as the same pair of hands pours the gel into the palm.
Beneath, several stacked caramel-glazed doughnuts appear, the liquid glaze visually
echoing the consistency of the gel.

The penultimate shot features the same well-groomed hands holding a
deodorant with the Pecan Butter Crunch scent (Fig. 4). Behind it, a golden faucet sink
glimmers in the background as the same hand lights a golden candle. The final frame

5 It maintains the iconic white background and midnight blue details, distinguished by the
addition of the golden, minimalist dove figure. Besides, the campaigns featured on Dove’s official
website adopt a more serious tone, addressing themes such as girls” self-care, self-esteem, and
racial discrimination, while also providing tutorials and educational blog posts that subtly
integrate SEO techniques.
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arranges all the products together, more specifically, the cream containers situated in
the front, overlaid text is centred on the screen: Limited Edition Dove Fall Treats.

Another defining feature of Instagram ‘at play’ lies in its captions, which act
both as commentary and symbolic condensation of the post’s meaning. In Dove’s post,
the caption reads: “Fall can officially start, because the limited edition Fall Treats are
officially back. Indulge in Cinnamon Pumpkin Pie, Pecan Butter Crunch, Apple
Caramel Crumble and Maple Glazed Donut.”

This short text encapsulates the spirit of seasonal renewal and total indulgence.
The repetition of the noun “Fall” and of the adverb “officially” creates a ritualistic
rhythm, transforming the products’ return into a marker of time, as if autumn itself
could begin only through this brand’s reappearance. The phrase “limited edition”
reinforces a sense of exclusivity and scarcity, appealing to the consumer’s emotional
immediacy and fulfilling what Geoffrey Leech identifies as the selling power (Leech,
1966, p. 29-31) of advertising language. The imperative “Indulge” further strengthens
this appeal, transforming consumption into pleasure and encouraging the viewer to
yield to sensory temptation.

From the standpoint of attention value, the vocabulary used in naming the
products: Cinnamon Pumpkin Pie, Pecan Butter Crunch, Apple Caramel Crumble, Maple
Glazed Donut reveals a calculated interplay between culinary and cosmetic registers.
These combinations convert skincare into edible fantasy, drawing the reader’s attention
through the fields of taste, smell, and texture. Phonetically, the caption relies on
alliteration and assonance to engage both the ear and the eye. The plosives in Pumpkin
Pie and Pecan Butter produce a rounded, full rhythm, suggestive of abundance, while
the liquid consonants in Maple Glazed and Apple Caramel soften the tone, evoking
viscosity and sweetness. Additionally, the assonance between caramel and crumble
further enhances this sense of richness and fluidity. Such sound patterns operate within
Leech’s memorability function as they are rhythmic, familiar, and easily retained in
consumers’ auditory memory.

Leech’s readability function, grounded in his notion of public colloquialism
(Leech, 1966, p. 76-78), is also evident in the conversational tone of the caption. The
phrasing "Fall can officially start" reads less like corporate discourse and more like the
spontaneous voice of a user sharing seasonal excitement. It is accessible, intimate, and
emotionally charged, alighing seamlessly with Instagram’s communicative ethos, where
authenticity and enthusiasm outweigh detached professionalism. The tone and rhythm of
the language echo broader trends, marked by hashtags such as #autumnaesthetic,
#cozyvibes, and #selfcareseason, which merge linguistic warmth with visual harmony to
construct a lifestyle narrative of convenience, ritual, and identity.

Lexically, the campaign operates through synesthetic suggestion, i.e. the
blending of sensory modalities to intensify emotional appeal. The viewer “tastes”
caramel, “smells” cinnamon, and “feels” the butter-like smoothness through tactile
imagery encoded in words such as Crunch, Butter, and Glazed which further operate
syntactically as both designative and attributive modifiers. Each term activates sensory
memory: Crunch evokes texture and sound, Butter implies warmth and softness also
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richness, while Glazed suggests sheen and light surface. This vocabulary does not merely
describe but reconstructs experience, prompting the consumer to imagine texture, scent,
and flavour simultaneously. The accompanying colour palette, i.e. caramel gold, amber,
beige, and honeyed brown, reinforces the persuasive process of aesthetic branding and
trend recognition. These tones connote nostalgia, domestic intimacy, and gentle
abundance, visually echoing the lexical field of sweetness and comfort.

The auditory layer completes this harmony. The soft, slow-paced music, paired
with golden lighting and smooth visual transitions, produces a unified sensorial
rhythm. The relaxed tempo synchronises with the pouring of gel and the flicker of
candlelight, forming an immersive tableau. This experience is characteristic of
Instagram aesthetics, where atmosphere often replaces narrative and where emotional
texture outweighs informational content.

Psychologically, the interplay of sound, colour, and language generates a state of
both cognitive and emotional blending. The viewer does not merely process the message
but experiences it bodily, as though taste and touch had been momentarily revived. The
advertisement thus transcends mere persuasion, staging consumption as a form of seasonal
ritual, where buying becomes a gesture of belonging. Through this subtle orchestration of
sensory cues, Dove aligns its products with the cyclical comfort of autumn, transforming
everyday hygiene into an act of self-care and seasonal participation.

In conclusion, Dove’s Fall Treats campaign exemplifies the convergence of
linguistic artistry and digital sensoriality. By weaving alliteration, rhythmic regularity,
synesthetic imagery, and colloquial warmth into a coherent message, it fulfils all four of
Leech’s communicative functions: it captures attention, ensures readability, fosters
memorability, and achieves selling power. In doing so, it playfully translates the poetics
of advertising into the idiom of Instagram, i.e. a language of curated comfort, ritualised
indulgence, and aesthetically framed emotion all those through a playful manner.

IQOS: Status as a Persuasive Strategy

The second brand under review is IQOS. First launched in Japan in 2014 under
the umbrella of the Philip Morris International brand, it has since become one of the
market leaders of the global tobacco industry, rapidly expanding in numerous
European countries. This dominance is most visible in the segment of the so-called
“smokeless” or “smoke-free” products. According to the company’s official website:
“As of June 30, 2024, PMI's smoke-free products were available for sale in 90 markets,
and PMI estimates that 36.5 million adults around the world use PMI's smoke-free
products. The smoke-free business accounted for approximately 38% of PMI’s total
first-nine-months 2024 net revenues.”®

The brand’s immense success and reach may be attributed to several factors,
most notably the promise of a ‘healthier” way of smoking and, equally significant, the

6 “Philip Morris International Marks a Decade of IQOS—a Milestone in the Journey to a Smoke-
Free Future”, 27 Nov. 2024, https://www.pmi.com/investor-relations/press-releases-and-
events/press-releases-overview / press-release-details/ ?newsId=28236
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insertion of the gamified interaction. Unlike Dove, which appeals through wordplay
and sensory persuasion, IQOS constructs its allure around the notions of status, play,
and belonging to a select group.

To understand how this system operates, imagine an individual purchasing an
IQOS device from an authorised retailer. They are immediately invited to create an
account, using a phone number and an email address secured by a password, all of
which becomes the key to exclusive offers. Once registered, they begin receiving
regular notifications via SMS or email about the ongoing campaigns and events. This
process functions as a modern initiation rite echoing Huizinga’s conception of play as a
ritual passage into a structured community.

The IQOS digital ecosystem operates primarily through two platforms: the
official website” (accessible depending on one’s region®) and IQOS Club?, a members-
only platform also available on mobile devices. The website functions mainly as an
online store and information hub featuring product descriptions, customer service, and
blog posts gathered under the category "the science behind IQOS". However, these
articles, presented in a blog-like format, contain no verifiable academic references to
substantiate the claims that IQOS truly revolutionises smoking without harm. This
absence aligns with Leech’s mechanism of negative marketing, since rather than
providing the product’s harmlessness, IQOS emphasises the toxicity of smoke itself,
positioning its alternative as the lesser evil. Such rhetoric targets consumers who
acknowledge the dangers of smoking but seek moral reassurance through moderated
consumption. At the bottom of the website, users find a special link redirecting them to
the IQOS Club which, in other words, is a gamified environment designed to foster
loyalty and engagement. Its most representative features include:

Some of the most representative features of this platform include:

1. The IQOS Challenge

A periodic campaign which invites users to vote for the newly launched
flavours. For example, throughout October and November, IQOS promoted its LEVIA
line, featuring Berry Pearl and Summer Pearl.

2. IQOS Stories

A feature reminiscent of the Stories function on Meta platforms, allowing users
to like, share, or comment on the content viewed. These stories typically showcase
exclusive accessories (Fig. 5), collaborations with designers or influencers, and
announcements of new store openings.

3. Forward Points

Part of the loyalty program, Forward Points are designed to sustain user
interest through gamified accumulation. Members earn points by registering codes

7 https:/ /www.iqos.ro

8 The analysis focuses exclusively on the Romanian version of the official IQOS website and its associated
platforms. The UK version, which exhibits partially distinct design elements, linguistic features, and
product references, is therefore excluded from the present study due to regional considerations.

9 https:/ /www.iqos.ro/club
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printed inside nicotine-sticks packs, referring friends, engaging with the platform’s
interactive content, or checking in at IQOS booths.

The system introduces tiers comparable to rank within a real-world
community as members begin at Silver, advance to Gold upon reaching 1500 points
and, ultimately, attain Platinum beyond 3000 points. Each tier brings distinct benefits,
functioning as a symbolic hierarchy reminiscent of Huizinga's concept of graded
achievement within play. Additionally, birthday gifts and seasonal reward sustain a
sense of continuity and pleasure.

4. The IQOS Community

As previously noted, IQOS revolves around the notion of community and
participation. Its dedicated platform includes an activity feed, a leaderboard displaying
badges earned by users, and social media-based giveaway programmes. Members are
encouraged to share their "IQOS moments", i.e. photos, reflections, or achievements related
to their experience. Collaboration with external brands further amplifies appeal since
giveaways often feature prizes from Marshall, De'Longhi, FUJIFILM. Such strategies
reinforce brand prestige while weaving IQOS into a lifestyle of leisure and reward.

Fig. 5

5.1QO0S Club Arena

The IQOS Club Arena represents the culmination of the brand’s gamification
strategy, incorporating mini games directly into its digital environment. Here, play
becomes both entertainment and symbolic participation in the brand’s world. The game
invites users to sort IQOS products by swiping left or right depending on category. As
difficulty increases, through faster speed and changing rules, players must adapt quickly
mirroring the oscillation between control and uncertainty described by Huizinga. The
experience stimulates competition and reinforces engagement, functioning
simultaneously as a reward system and an initiation test for this digital community.

From a visual- semiotic perspective, the platform’s colour palette consists
mainly of turquoise blue, white, and dark grey accents and conveys a calculated lend of
calmness, purity and technological sophistication. Turquoise, often associated with
cleanliness and serenity, evokes freshness, white signifies sterility and safety, while the
dark grey introduces a metallic accent which aligns the brand with a high-tech
aesthetic. In this sense, the palette performs an act of masking, concealing the harmful
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nature of smoking beneath a veneer of modernity and refinement. In contrast with
Dove’s soft pastels and creamy whites, which evoke intimacy and sensuality, IQOS
adopts a colder and more abstract design aligned with postmodern ideals of futurism
and control.

The interface itself is minimalist and highly intuitive, relying on iconic
signifiers to guide user navigation. Familiar cultural symbols reinforce this clarity: the
gift-box icon in the Prizes section evokes reward and gratification, while the bell icon
for notifications (now universally recognised) operates as an indexical sign of
immediacy and personal connection. Through such semiotic consistency, the user
becomes immersed in an enclosed environment where action, recognition and reward
merge into unified experience of play.

On social media, IQOS promotes a distinctive lifestyle, one that projects luxury
and implicitly associates it with modern ritual. Whereas Dove evokes private,
introspective care, IQOS transforms ritual into collective celebration.

The brand’s imagery situates the devices among the specially designed
cigarettes within travel, gatherings, and electronic music events, embedding it in a
world of light, movement, ad belonging. The short videos feature animated landscapes,
symbolising dynamism and shared pleasure within a modern tribe (Fig. 6).

Fig. 6 Fig. 7 Fig. 8

One of the most striking examples is the Sensorium Worlds campaign (Fig. 7), a
live online event where members participate in performances by selected artists.

The campaign’s central motto: "Step inside the unexpected. Curious?" serves as a
rhetorical invitation and a cognitive hook. The conciseness and interrogative form of
"Curious?" act as an attention-grabbing device, encouraging cognitive engagement and
emotional investment through the promise of discovery. In addition, the use of concise
and open questions, is recurrent in the media of the United Kingdom, reflecting the
brand’s desire for homogeneity and recognition across all markets, regardless of where
its campaigns are launched. (Fig. 8 & Fig. 9)
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Even the linguistic construction of product names, such as LEVIA Berry Pearl
and LEVIA Summer Pearl, contributes to this playful semiotic system (Fig. 10). The term
LEVIA, echoing the Latin levis (“light”), subtly alludes to the idea of lightness which is

“

a key promise of the brand’s “smoke-free” identity.

Simultaneously, the use of the noun Pearl introduces sensual and aesthetic
associations with purity, rarity, and royalty. Through this linguistic play, IQOS
reinforces its gamified discourse, i.e. names function as levels or tokens, each

embodying advancement, collection, and symbolic gratification.

Temu: The strategy of Gamified Consumption

Last but not least, the brand Temu represents a particularly compelling case
within the framework of play-oriented digital marketing strategies. Although its rapid
global success derives primarily from its highly competitive pricing and extensive
international reach, it also exemplifies, perhaps more visible than Dove or IQOS, how
the logic of gamification, i.e. the logic of play itself, has become a defining mechanism
in contemporary consumer engagement, unlike before.
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As a Chinese e-commerce platform, Temu differs from the previous two brands
in several respects. Firstly, it is the most recent of the three, officially launched in 2022,
and it operates simultaneously through both a mobile application and a website.
Secondly, unlike Dove and IQOS, which build closed brand universes, Temu functions
as an online marketplace that enables third-party suppliers to sell directly to consumers
(Comstock, 2025). This direct-to-consumer approach allows the platform to offer a
remarkably wide range of products at exceptionally low prices, effectively cutting out
intermediaries and approaching what could be described as manufacturer-level
pricing. In this respect, it creates a model distinct from that of Amazon on the American
and European markets or eMAG in Romania.

What truly distinguishes Temu, however, is the intensity of its gamification
strategy. By embedding game-like features into the shopping experience, the platform
does not merely entertain users, but it trains them to return. These features incentivise
interaction, stimulate social sharing across digital networks, and, as recent evidence
suggests, rely on psychological triggers that activate compulsive buying and reciprocity,
thereby increasing both user retention and purchase frequency (Steinmetz, 2024).

One illustrative mechanism is the principle of scarcity, implemented through
vivid colours and alarmist language meant to produce a light but effective sense of
urgency. The interface frequently displays striking visual signals: red notification bells,
blinking icons, strings of exclamation marks. These signs, inserted in phone
notifications, are accompanied by phrases such as: “Hurry!”, “Last chance!”, “Only 3
left!!!”, “Almost sold out!”, “37% OFF”, “1 LEFT” (Fig. 11) and are designed to
accelerate the purchasing action.

Another noteworthy aspect contributing to Temu’s success is the massive
user-generated content surrounding it. Online creators produce short reviews and live
unboxings through which they interact with their audience. These communities
operate, like in play, under shared rules and temporary goals. The large audiences
gathered around such content are then used to promote across social media. A simple
online search for "Temu" followed by the clicking on the Videos tab reveals that most of
the circulating material is not official advertising but user-generated enthusiasm. This
further demonstrates Temu’s acute understanding of digital consumer psychology and
its ability to leverage behavioural design for commercial advantage. In doing so, the
platform capitalises on one of the most fundamental aspects of human behaviour, i.e.
the need to play together.

Moreover, Temu is deeply integrated into users” everyday digital routines. For
instance, an Instagram user scrolling through friends” Stories will often encounter
Temu ads seamlessly inserted into that flow of content. These advertisements typically
display products similar to those the user previously searched for, thanks to browser
cookies and trackers that record preferences and browsing history. In other cases, Temu
simply promotes high-demand household items, appealing to universal need. Once the
user clicks on such ad, they are redirected to download the Temu app and only then
does the genuinely ludic experience begin.
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Upon entering the app, the user is invited to engage in a series of interactive
mini-games, such as “Spin the Wheel”, “Crack the Golden Egg”, seasonal animations
involving colour-coded envelopes or modules labelled as “Gift Tunnel”. (Fig. 12-13-14).

This interface is reminiscent of other Asian or Hybrid e-commerce apps such as
Trendyol or Shein. The difference between them lies not in the existence of gamified features,
but in their frequency, visual urgency and the degree of elaboration in Temu. These games
function not only as entertainment but as behavioural conditioning tools, rewarding users
with small discounts or promotional codes in exchange for continued interaction.

From an analytical perspective, the Crack the Golden Egg feature operates
through the anticipation-reward mechanism, stimulating curiosity and the thrill of
chance, i.e. psychological components central to both gambling (Huberman, 2025) and
gamified marketing. Conversely, the coloured envelope system relies on visual
symbolism, employing bright festive hues (red, purple, gold, or orange, depending on
the season) associated with celebration, luck, and festivity, especially in Asian cultures,
to evoke a sense of excitement and seasonal relevance. Together, these mechanisms
demonstrate how Temu transforms consumption into a ludic experience, blurring the
boundary between shopping and play.

According to Geoffrey Leech advertising language “comes under the broader
heading of loaded language; that is, it aims to change the will, opinions, or attitudes of
its audience” (Leech, 1966, p. 25-26), yet, differing from other types of so-called “loaded
language” due to its precise goal and the lack of abstract terms. In Temu’s Crack the
Golden Egq and Envelope Game, there is exactly that, i.e. brief, repetitive verbal formulas:
“Congratulations!”, “Claim your reward!”, “You've unlocked a deal!”, “Incredible free
shipping”, combined with loaded imagery to create a synthetic linguistic code of
excitement and immediacy. Expressions such as “one-time participation only”, “0 lei
gift,” or “amazing offer inside the envelope” rely on linguistic strategies that direct the
user’s attention and prompt instant response, echoing Leech’s observation that
imperatives like “look,” “see,” or “watch” serve “to point or draw attention to events
happening on the screen” (Leech, 1966, p. 41)

Equally significant, these verbal cues, reinforced by the colourful animations of
envelopes or the shaking golden eggs, create what Leech elsewhere calls the “hyperbolic
character of advertising language”, i.e. a register in which some of the commonest
advertising clichés put emphasis on the uniqueness of the advertised product” (Leech,
1966, p. 30). Temu’s repetitive phrasing such as: “gift at 0 lei x 3,” “gift at 0 lei x 6”
functions precisely within this framework of hyperbole, transforming the ordinary act of
discounting into an illusion or rarity and reward. Semiotically speaking, these phrases act
as indexical signs pointing out toward immediacy ("now") and exclusivity ("only"), while
their gamified format invites participation under the guise of entertainment.

From a semiotic perspective, Temu’s interface operates through a dense system
of signs that combine the verbal, visual and behavioural, therefore becoming ludic.
Drawing on Ferdinand de Saussure’s dyadic model of the sign (as he believes: "The
linguistic sign unites, not a thing and a name, but a concept and a sound-image." (de
Saussure, 1959, p. 66), the signifier comprises the visible and textual design, i.e. golden
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eggs, purple or red envelopes (depending on the season they might change colours as
they are following the trend), blinking exclamation marks, while the signified
corresponds to culturally embedded notions of prosperity, reward, and luck. Yet
Charles Pierce’s triadic model adds another interpretative layer: these elements
function simultaneously as icons, indexes, and symbols, each corresponding to
resemblance, indication, and convention.

From the standpoint of linguistic meaning, the vocabulary used, ie. the verbs
“crack”, “spin”, “win”, “unlock”, illustrates polysemy and metaphorical extension as
physical actions are resemanticised as acts of economic access or empowerment. As
described in cognitive semantics, metaphor and metonymy enable users to interpret these
playful gestures as forms of participation in a reward cycle rather than straightforward
transactions. The result is a blurring of semantic boundaries between play and
consumption, in which language itself becomes an instrument of behavioural conditioning.

Seen through this lens, Temu’s interface transforms the human need for play,
which Huizinga defined as an essential cultural drive, into a mass refined economic
mechanism. The platform’s ludic language and semiotic orchestration create a feedback
loop of anticipation and reward, sustained by dopamine-based conditioning. What
appears to be an innocent invitation to “crack the egg” is, in linguistic and semiotic
terms, a carefully designed act of persuasion in which words, colours, and icons
operate as coordinated signs of desire.

Conclusions

Ultimately, the analysis of Dove, IQOS, and Temu demonstrates that
contemporary marketing re-enacts the symbolic logic of play identified by Huizinga. In
digital environments, language, image, and interactivity merge to form temporary
worlds of participation where buying becomes a form of belonging. Advertising thus
emerges not merely as a tool of persuasion but as a cultural performance that fuses
enjoyment with meaning. The transition from the sacred rituals described by Homo
Ludens to the ludic rituals of consumer culture becomes undeniably evident, as Joan
Gibbons aptly observes: “advertising is a playground for the emotions, imagination
and intellect (Gibbons, 2005, p. 5)”. The modern marketplace, in this light, stands for
the arena where play survives, translated into aesthetic, linguistic, and economic forms
that define the twenty-first-century condition of being human.

Future research could expand this investigation by incorporating a larger
corpus of Instagram posts and brand-specific campaigns, comparing them with
emerging platforms such as Trendyol, which has growing influence among Romanian
consumers. Integrating neuroscientific perspectives on attention and reward
mechanisms would also strengthen the bridge between linguistic theory and
behavioural evidence, offering deeper insight into how twenty-first-century marketing
sustains the Homo Ludens condition in digital culture.
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Abstract: Irony and the unreliable narrator are one of the central mechanisms that constructs and
deconstructs the narrative truth in the novel Dom Casmurro by the Brazilian writer Machado de
Assis. The present paper focuses on the ambiguity and polyphonic structure of the text but also
examines how the irony functions not merely as a stylistic device, but as an organizing principle
that destabilizes the meaning and challenges the reader’s interpretive position. Through the
analysis of Bento Santiago’s retrospective narration, the article highlights the ways in which
subjectivity, memory and jealousy distort reality, giving rise to a fundamentally uncertain narrative
where the narrator is simultaneously the judge, the witness and the accuser. Ultimately, the paper
argues that Dom Casmurro transcends a simple story of love and betrayal, becoming a complex
reflection on the impossibility of absolute truth and the interpretive freedom of the reader and
furthermore, how he becomes a partisan of the plot and even a co-author of the meaning.

Keywords: irony, unreliable narrator, Machado de Assis, polyphony, ambiguity.

Introducere

Opera lui Machado de Assis, indelung discutatd si dezbétutd de critica literara
si de cititorii exigenti chiar si in plan international, prezintd trasaturi unice, permite
analize si interpretdri profunde. Ceea ce o deosebeste insd, in mod special, de alte
opere, este caracterul sdu ambiguu, contradictoriu potentat de ironia si instantele
auctoriale divergente care caracterizeazd in principal romanele de maturitate ale
scriitorului brazilian respectiv Memoriile postume ale lui Brds Cubas (1881), Quincas Borbas
(1891) si Dom Casmurro (1899). Penduland adesea intre un scriitor diletant, pasionat de
filosofie, arte si un comentator ironic, incisiv, al obiceiurilor epocii pand la probleme
sociale serioase precum sclavia, Machado de Assis a fost multd vreme confundat cu
naratorii cei mai importanti de persoana intdi carora le-a dat viatd: Bras Cubas sau
Bento Santiago, personaje care intruchipeazd prototipul burgheziei locale si care se
remarcd prin instabilitate, fiind adesea capriciosi si manipulatori, instituind astfel o
relatie constant tensionatd cu cititorul si alternand intre confesiune si mistificare.

Ironia caracterizeaza multe dintre operele scriitorului brazilian, in special

romanele, insd aceasta nu functioneaza ca simplu accesoriu retoric, ci devine un

1 Coordonator: Lector univ. dr. Cristina PETRESCU.
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principiu organizator al textului, un instrument critic prin care autorul submineaza (si)
conventiile literare. Ea actioneaza atat ca strategie de distantare, cat si ca o modalitate
de implicare, astfel fortand cititorul sa navigheze atent printre multiple niveluri de
semnificatie si sd confrunte, sa chestioneze, disonantele dintre aparentd si ceea ce se
sugereazd de fapt.

In acest context, articolul de fat isi propune sd evidentieze si sa analizeze
ironia ca instrument narativ precum si instanta naratorului ,necreditabil” prezente in
romanul machadian Dom Casmurro, un raport complementar pe de o parte, dar care, pe
de altd parte, presupune o investigare atentd a mecanismelor prin care textul isi
construieste si, in acelasi timp, isi submineaza propria realitate, redefinind relatia dintre
autor, text si cititor. Asadar, romanul devine un exercitiu, o mostrd de luciditate si
simulare, in care adevarul si sensul nu ne sunt date, ci sunt distorsionate si mereu puse

sub semnul indoielii.

1. Machado de Assis

La 21 iunie 1839 in regiunea istoricd Morro do Livramento, aflatd in centrul
orasului Rio de Janeiro, se ndstea cel ce avea sa devind , punctul culminant al literaturii
braziliene de secol XIX” (Pilati & Pessoa, 2023, p. 95), Joaquim Maria Machado de Assis,
fiul lui Francisco José de Assis, pictor si nepot de sclavi si mama portugheza originara din
Acores, Maria Leopoldina Machado de Assis. Despre viata si opera scriitorului brazilian
s-a scris enorm, insa noi vom cita din prefata realizatd de Andrei Ionescu la traducerea in
romand a romanului Memoérias postumas de Brds Cubas (Memoriile postume ale lui Brés
Cubas), precum si din lucrarea Glossirio da literatura brasileira para leitores estrangeiros
apartinand autorilor Alexandre Pilati si Barbara Pessoa. incd din copilirie, Machado a
cunoscut diferentele sociale chiar pe propria piele, trdind cativa ani aldturi de nasa sa,
Maria José de Mendoza Barroso, vaduva, care a fost cdsatoritd cu senatorul Bento Barroso
Pereira, in conacul lor. Contrastul dintre viata boemd, bogatd, al cdrei exponent era nasa
sa, si sdrdcia care caracteriza familia biologicd, va deveni una dintre temele recurente in
viitoarele sale creatii literare. Mai mult decat atat, critici precum Renard Pérez, considerau
cd Machado a dezvoltat un fel de complex social si rasial si cd era ,aproape obsedat” de
ascunderea originilor sale modeste (Ionescu, 1986: xliv-xlv).

Petrece mult timp pe langa oameni care il vor initia in lumea literelor si in
universul literar, precum si in studiul limbii franceze, limba care, peste ani, va marca
decisiv felul sdu de a scrie. Este influentat de nume mari ale literaturii portugheze
precum Camilo Castelo Branco, Alexandre Herculano, Almeida Garret, dar si de scoala
romanticd francezd reprezentatd de nume ca Chateaubriand, Leopardi, Lamartine.
Publicd, in anul 1855, la varsta de 16 ani, poemul Ela in revista A Marmota Fluminense,
al carei editor era Francisco de Paula Brito si pentru care lucreazi pani in 1865. Isi
castigd multd vreme traiul exclusiv din colaborarea cu diverse reviste literare cum ar fi
O Paraiba, Correio Mercantil, O Espelho si Didrio do Rio de Janeiro. Experienta de editor la
ziarul din urmad (care era de orientare liberald) este fundamentald pentru scriitor
deoarece intrd in contact cu un public mult mai larg si este nevoit s scrie despre
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evenimentele de zi cu zi si sd adopte o pozitie criticd, lucru care va atrage nemultumiri
din partea adversarilor conservatori.

Publici primul roman in 1872, Ressurreicio (Inviere) si desi la prima vedere pare
ca pastreazd scheletul povestirilor scurte publicate anterior, prin intermediul acestuia,
autorul dezviluie impresionante calitdti de analist al psihologiei umane, influentat
totodata de scriitorii romantici europeni ai epocii. Aceastd operd este fundamentala
pentru viata sa literard, romanul devenind specia in care isi va manifesta intreaga
personalitate profunda (Ionescu, 1986: liv).

Tncepénd cu anul 1880, traiectoria literard a lui Machado de Assis se schimba
substantial. Apare, in foileton, ceea ce peste un an va fi romanul Memoriile postume ale
lui Brds Cubas (1881) ale cdrui prime fraze au fost dictate sotiei sale Carolina, scriitorul
confruntdndu-se cu probleme de vedere. Roman cu capitole scurte si un limbaj
accesibil, cu un subiect povestit din perspectiva unui defunct care chestioneaza,
ironizeaza si aproape insulta cititorul si societatea, care face afirmatii pe care mai tarziu
le va contrazice (asadar un narator necreditabil) demonstreazd caracterul profund
avangardist al scriitorului brazilian. Machado de Assis, desi era o fire timidé, cu putini
prieteni si destul de introvertit, a manifestat o pozitie fermd in campania de abolire a
sclaviei in 1888, mai ales din punct de vedere birocratic, precum si in adoptarea Legii do
Ventre Livre? in 1871 (Pilati & Pessoa, 2023, p. 97-99).

Mentine vie dragostea pentru creatia literard pand aproape de sfarsitul vietii,
dovada fiind aparitia romanului Memorial de Aires (1908), cu doud luni inainte de a se
stinge. Acest ultim roman a generat opinii diverse: unii au considerat ca a fost un mod de
rememorare a vietii sale, alti cititori, mai familiarizati cu opera machadiand, au considerat
cd naratorul personaj, consilierul Aires, ascuns dupa o cortind, prezintd particularitatile
societdtii braziliene de final de secol XIX, asa cum fdceau naratori din creatii anterioare
precum Bras Cubas sau Bento Santiago (Pilati & Pessoa, 2023, p. 100-102).

1. 2. Importanta scriitorului in canonul literar mondial

Lasand in urma o mostenire literard cu adevarat impresionantd, formatd din
prozd, traduceri, poezie, teatru, criticd literard, povestiri, Machado de Assis 1si merita
pe deplin titlul de , cel mai mare scriitor brazilian” pentru ironia caracteristica operelor,
in spatele cdreia se ascund critici dure la adresa societdtii braziliene din acea epoci si la
ridicolul existentei umane. Impresioneaza, tot la nivel creativ, si prin natura naratorilor
sdi: in Memoriile postume ale Iui Bris Cubas, avem de a face cu un narator defunct,
exponent al elitei, care criticd formarea Braziliei ca o tard, o societate patriarhald si plind
de sclavi. In aceeasi maniers, geniul machadian se observa si in capodopera Dom
Casmurro care nu doar cd a dat nastere uneia dintre cele mai mari dileme a literaturii (I-
a ingelat Capitu pe Bentinho sau nu?), dar si prin tehnicile magistrale de analiza
psihologica pe care le aplicd pentru a-1 implica pe cititor in joc, manipuldndu-1 constant.

2 (In traducere liberd) ,Legea Pantecului Liber” a fost o lege adoptatd in 1871 care stabilea ca
pruncii femeilor sclave nascuti dupd intrarea in vigoare a legii, vor fi considerati liberi.
https:/ /www historiadomundo.com.br/idade-moderna/lei-do-ventre-livre.htm
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Rdmane un exemplu si din punct de vedere social, demonstrand valoarea sa
intelectuald si artisticd in pofida problemelor rasiale pe care le avea de infruntat si ale
clasei sociale inferioare din care facea parte, si in acelasi timp, a fost o inspiratie
extraordinard pentru tinerii scriitori (si nu numai) de a depadsi prejudecatile referitoare
la rasd sau la situatia materiald si de a se exprima liber, precum si pentru pozitiile ferme

pe care le-a manifestat in ceea ce priveste campania de abolire a sclaviei in Brazilia.

2. Despre romanul Dom Casmurro

Una dintre capodoperele machadiene si ale literaturii universale, Dom Casmurro
apare in 1899 si cunoaste rapid succesul datoritd temelor precum iubirea, gelozia,
familia, profilul enigmatic al protagonistei Capitu si a tipologiei naratorului care se
dovedeste extrem de suspect si demn de neincredere, dar mai ales pentru marea dilema
cu care ramane fiecare cititor, anume dacad Bento a fost inselat de Capitu sau nu. Din
aceste motive, romanul a fost tradus si retradus in numeroase limbi precum italiand,
francezd, spaniold, germand si inclusiv in romand cunoaste doud traduceri, prima din
1965 facuta de Paul Teodorescu si cealaltd, din 2012, de catre Simina Popa.

Cartea constituie o autobiografie fictionald in care naratorul, Bento Santiago,
ajuns la o varstd inaintatd, isi relateaza povestea de viatd si poartd cititorul prin toate
evenimentele importante ale existentei sale, incepand cu copildria marcata de deciziile
ferme ale mamei, moartea tatdlui, apropierea de tandra vecind Capitolina, continuadnd
cu inscrierea la seminarul teologic (la insistentele si in urma promisiunii mamei) unde il
cunoaste pe Escobar cu care leagd o stransd prietenie, povestea de dragoste dintre el si
Capitu, iar mai tarziu ne sunt prezentate renuntarea la seminar, cdsitoria cu Capitu,
nasterea fiului Ezequiel (moment care va constitui unul dintre motivele pentru care
acest roman ramane special, lansand intrebarea si dilema deja amintita anterior, care va
framanta fiecare cititor si care apare dupd ce naratorul-personaj observa, sau cel putin
isi imagineazd, ca existd similaritdti la nivel fizionomic intre fiul sdu si prietenul cel mai
bun, Escobar) moartea prietenului sdau, ,exilul” lui Capitu si al lui Ezequiel si, in fine,
Bento Santiago sau Dom Casmurro (,ursuzul”) ajuns un bdtrdn cinic si singuratic,
reflecteaza asupra geloziei si a intregii sale existente, traieste cu iluzia (?) ca Escobar si
Capitu l-au tradat, pretinzand cd tocmai pentru asta soarta i-a trimis in viata lui, toate
acestea In timp ce cititorul este ldsat si nevoit, pand la final, sa pund totul sub semnul
indoielii, acesta nestiind decat perspectiva, in intregime subiectivd, a lui Bento nefiind
sub nicio forma confirmat daca sotia sa l-a inselat sau daca a fost orbit si condus de
gelozie sd creadd asta.

3. Ironia ca instrument narativ

Asa cum am mentionat in introducere, una dintre trasdturile fundamentale ale
literaturii lui Machado de Assis o constituie ironia, o ironie subtila care, spre deosebire
de cea europeand intdlnitd in operele lui Flaubert sau Kafka (contemporani cu
Machado), in care vocea naratorului confera autenticitate experientelor dureroase, in
cazul scriitorului brazilian, este sustinuta si de tonuri sarcastice si burlesti, care resping
identificarea intimd a naratorului cu esecurile sentimentale, morale, intelectuale ale
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actantilor. De asemenea, ironia serveste si ca o modalitate de demascare a ipocriziei si
relativitdtii reperelor morale umane. Unii autori au considerat cd ironia, in operele
machadiene, nu este un simplu accesoriu retoric sau o figurd de stil care se gdseste intr-
o parte sau alta a textului. ,inainte de a fi un trop care spune opusul a ceea ce inseamn
cuvintele, ironia este mai degrabd Insdsi <<textura>> sau <<cadrul>>, scheletul
relatiilor dintr-un text” (Izolan, 2006, p. 16, t. n.). Asadar, aceasta nu este prezentd intr-
un anumit pasaj al operei, ci este un principiu pe care se fundamenteazad intreaga
literaturd a scriitorului brazilian. Pe de altd parte, ,ironia care determind structura
narativd a fictiunii machadiene trebuie inteleasd ca un trop universal al vietii, care nu
poate exista decat datoritd existentei mortii, si nu ca o simpld figurd retorica a
discursului literar conventional” (Apud, Carneiro, 2011, p. 24, t. n.). Astfel, in acest
paradox constant pe care este cimentata opera lui Machado, naratorul e ironic pentru ca
reflecteazd in mod critic asupra personajului sdu, asupra actului de a nara si asupra
afirmatiilor pe care le face; cu alte cuvinte, naratorul machadian nu se multumeste cu
simpla narare a evenimentelor (Carneiro, 2011, p. 25) si acest lucru este explicat mai pe
larg de catre autorul Ronaldes de Melo e Souza (2006):

In naratiunile ironice, functia critici a parabazei este asumati de naratorul
autoconstient, care nu se limiteazd la a relata evenimente, ci se distreaza
suspendand in mod deliberat discursul narativ, cu scopul de a marca, in mod
reflexiv, caracterul construit -si nu dat- al realitdtii narate, ca produs al instantei
enuntdrii. (Apud, Carneiro, 2011, p. 25, t. n.)

In cele ce urmeazd, vom prezenta, cu exemple din romanul Dom Casmurro, cum
apare aceastd ironie teoretizatd si discutatd vreme indelungatd de cdtre diversi autori

din spatiul brazilian, dar nu numai.

3.1. Ironia la nivel discursiv

Asa cum am ardtat anterior, ironia apare in opera lui Machado de Assis sub
diverse forme si avand o functie diferitd fatd de cea conventionald cu care era obisnuita
literatura de pand atunci. Dom Casmurro nu se sustrage de la acest procedeu pe care il
evidentiaza in mai multe locuri. In primul rand la nivel discursiv; Machado creeaza un
scenariu la prima vedere simplu: un batran solitar care, din dorinta de a-si rememora
existenta, asterne pe hartie evenimentele marcante din viata lui, si ii pune in mana
cititorului aceastd autobiografie fictionald. In prima faza, ideile naratorului pot pirea
autentice, iar cititorul il crede pe cuvant, insa cu cat inainteaza cu lectura (si, desigur,
dacd este destul de exigent cu textul) constatd ca aceste idei sunt adesea invadate,
contaminate, de voci care i sustin discursul aparent unic si subiectiv. Asadar avem de-a
face, pe de o parte, cu o ironie exprimatd prin polifonie.

Un exemplu care sd sustind aceastd afirmatie este urmatorul: in capitolul trei,
cititorul il cunoaste pe José Dias, un pseudomedic, ,secretar” si prieten apropiat al
familiei Santiago care il ,,denuntd” pe Bentinho mamei sale Gloria in ceea ce priveste
relatia dintre cei doi tineri:
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Nu mi se pare cuviincios ca Bentinho al nostru sa se ascunda prin cotloane cu
fata Testosului, asta e piedica, pentru cd, dacad se indrdgostesc unul de altul,
veti avea mult de furca pentru a-i desparti. (Cap. III, p. 12)

Bentinho trage cu urechea la discutia celor doi din sufragerie, si ramane
perplex, marturisind intr-un capitol ulterior cad nici macar el insusi nu-si ddduse seama
pe atunci cd intre el si Capitu ar putea exista iubire, motiv pentru care se intreaba:
,adicd eu o iubeam pe Capitu si ea pe mine? E adevarat cd eram mereu dupa fustele ei,
dar nu ma puteam gandi la nimic care sa fi fost secret intre noi” (Cap. XII, p. 32).

Asadar, dragostea pentru Capitolina, unul dintre elementele centrale ale
autobiografiei lui Bento, a fost articulatd de personajul José Dias, intr-un discurs chiar
inainte ca cei doi indragostiti sd se implice catusi de putin emotional. Asta
demonstreaza ca desi naratiunea lui Bentinho este analizatd si apare ca un monolog, ca
un discurs pur subiectiv, nu putem sad ignordm si polifonia care se afld in multe alte
pasaje ale romanului, dar care necesitd o lecturd mai atentd.

3.2. Gelozie si ironie

La nivelul climaxului din roman, care a facut sa guste rapid succesul, si anume
presupusa trddare a lui Capitu cu prietenul cel mai bun al lui Bento, Escobar, se
observa din nou stilul ironic, precum si creativitatea discursivd. Bentinho crede cu tarie
in ceea ce se proiecteazd in fata ochilor sdi sau, mai degraba in mintea lui, si atribuie,
intr-un mod aproape patologic, acestei versiuni, statutul de adevér. Fiind un discurs
totalmente subiectiv, nu afldm pdrerea celorlalte personaje sau mdcar versiunea sotiei
Capitu in aceastd privinta, cititorul vazandu-se nevoit sd creadd naratorul pe cuvant,
neexistand niciun fel de dovezi sau alte marturisiri care s& demonstreze contrariul.

Nu doar ochii, ci si celelalte trasaturi, fata, corpul, omul pe de-a-ntregul se
conturau cu timpul. Erau ca o schitd rudimentard pe care artistul o completeaza
si o coloreaza putin cate putin, iar figura incepe sa vadd, sd zambeascd, sd
pulseze, aproape sd vorbeascd, pand cand familia atarnd tabloul pe perete, in
amintirea celui care a fost si nu mai poate fi. In cazul de fats, ar fi putut si fie, si
chiar era. (CXXXII, p. 291)

In pasajul de mai sus, se poate observa lejeritatea cu care cititorului ii sunt
prezentate similaritatile dintre Ezequiel si Escobar, naratorul livrandu-i oarecum
certitudinea cd fiul ii apartine lui Escobar de fapt, iar din neatentie, sau unui cititor
neexperimentat, i se poate parea incontestabild declaratia. Asadar este esential de inteles
aici strategia ironicd pe care autorul o foloseste pentru a incerca si demonstreze
contrariul a ceea ce este de fapt ,tesut” pe hartie.

Intr-o altd scend in care Bentinho, dupa o lunga perioadd de tédcere si reflectie, ii
madrturiseste lui Capitu suspiciunea cu privire la paternitatea lui Ezequiel, reactia sotiei
este urmdtoarea: ,mare fu uluirea lui Capitu si nu mai mica indignarea care i urmas,
ambele atat de naturale, incat ar fi pus pe ganduri orice martor care ne-ar fi vdzut acolo”
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(Cap. CXXXVI, p. 301). Se observa cum aceastd , uluire” si ,indignare” sunt enorme in
ochii lui Bento, care devine profund afectat, insd preferd sd ascundd acest fapt si sa se
joace cu cititorul, interpretandu-le ca simple gesturi teatrale, caracteristice femeilor.

O altd mostrd de ironie in acest context al geloziei se poate observa si in
exemplul urmator:

Am sfarsit prin a fi gelos pe tot si pe toti. Un vecin, un partener de vals, orice
barbat, tanar sau adult, md umpleau de groaza sau de neincredere. E adevarat ca lui Capitu
ii pldcea sa fie vazutd, si cum sd reusesti asta mai bine (imi spunea candva o doamnd) decat
sd te uiti si tu, si nu poti sd te uiti fard sd arati cd poti fi vazut (Cap. CXIIL, p. 257).

E destul de usor de remarcat aici cum Bentinho, pe de o parte, incearcd sa
convingd cititorul cd aceastd explicatie sau marturisire este una justificatd si rationald,
avand impresia cd demonstreazd ceva, insd in realitate este o confesiune fragilda si
subiectivd, naratorul nefdcand altceva decat sa pdcdleascd cititorul in incercarea de a
rationaliza gelozia sa obsedantd. Pe de altd parte, pentru a-si ascunde insecuritatea (care
nu o datd se dezvdluie de-a lungul textului), Bentinho, in mod subtil, transferad vina spre
Capitu, sustinand, cu o certitudine irationald , cd i pldcea sa atragd atentia altor barbati.

Intr-o notd putin mai diferitd, aproape de sfarsitul romanului, intalnim
urmdtorul pasaj: ,[...] Capitu nu se putu abtine sa raddd, un ras pe care regret cd nu-l
pot transcrie aici; apoi spuse, pe un ton deopotriva ironic si melancolic: Pana si
defunctii! Nici mortii nu scapd de gelozia ta!” (Cap. CXXXVIII, p. 303). Desi scurtd,
replica lui Capitu este plind de insemnétate si oferd interpretdri multiple. In primul
rand, ceea ce e cel mai evident, sotia lui Bento expune ridicolul situatiei si subliniaza cat
de exagerat este comportamentul sotului sdu si cum gelozia lui umbreste si depaseste
orice fel de logicd, acuzandu-i pand si pe cei care nu mai sunt in viatd. Astfel, in spatele
tonului ironic, umoristic al replicii, se ascunde tensiunea si se accentueaza problema
serioasd a lui Bento: invidia aproape patologicd care incordeazad si destabilizeaza, putin
cate putin, relatia celor doi. In al doilea rand, replica lui Capitu dezviluie ceva ce se
intdmpla foarte rar de-a lungul naratiunii: o inversare de perspectivd, un punct de
vedere din exterior. Pand atunci, ne sunt prezentate suspiciunile si intregul
comportament banuitor al Iui Bento, doar subiectiv, cititorul neavand acces la
marturisirile altor personaje, insa nu si de data aceasta. Capitu introduce o viziune
criticd in interiorul naratiunii lui Bentinho si demonstreazd cum atitudinile lui sunt cu
adevdrat exagerate. Ceea ce protagonistului i se pare indreptatit sd simta si sa creads,
sotia lui nu considera a fi decat absurd si comic. In acest fel, printr-o fraza destul de
banala, Capitu deconstruieste imaginea de observator rational pe care si-o crease si o
livrase naratorul si reduce purtdrile lui la ceva ridicol, demontindu-i, indirect,
credibilitatea si autoritatea.

In aceeasi nots a geloziei absurde, dar si a ambiguitdtii, avem episodul de la
inmormantarea lui Escobar unde Bento isi surprinde sotia uitindu-se la defunct ,[...] cu
ochi mari si deschisi, ca valurile oceanului de afard, ca si cum ar fi vrut sa-1 soarba si ei pe
inotatorul diminetii” (Cap. CXXIII, p. 277). Aceastd scend poate fi din nou interpretatd ca o
dovada de gelozie extremd a lui Bento, dar in acelasi timp Machado se joaca aici cu cititorul
si il lasd suspendat. Nu existd declaratie explicitd de vinovitie, doar o perspectiva
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subiectivd. Naratorul interpreteaza acea privire de intensa durere ca o dovadd de simpatie
clandesting; textul tnsa nu confirma acest fapt, ci doar il consemneaza.

4. Narator necreditabil/manipulator

Cu aproape un secol Inainte sa fie teoretizat de citre autorul american Wayne
Booth in celebra lucrare The Rhetoric of Fiction din 1961, conceptul de ,narator
necreditabil” sau unreliable narrator, acela a carui perspectiva nu coincide intru totul cu
cea a autorului implicit, Machado de Assis, in constructia operelor sale, a anticipat
aceastd problematicd. Verosimilitudinea discursiva coexistd cu suspiciunea de
prejudecatd, iar cititorul intelege cd o coerentd argumentativd poate masca distorsiunea
afectiva. In fapt, intregul text, intreaga naratiune este convinggtoare datoritd coerentei;
insd aceastd coerentd se naste din mintea unui narator méanat de gelozie si resentimente.
(Queiroga, 2026, p. 10)

Machado de Assis, prin vocea lui Bento Santiago, se dovedeste a fi inca din
primele pagini ale romanului un narator demn de neincredere. In primul capitol, cel in
care explicd motivul pentru care a ales titlul cartii, Bento cel batran se adreseaza direct
cititorului: ,nu te uita in dictionare. <<Casmurro>> nu e folosit aici cu intelesul pe care-
1 dau acestea, ci cu cel ndscocit de ceilalti: <<Om tdcut si inchis in sine>>" (Cap. I, p. 8).
Sensul de bazd al cuvantului ,casmurro” este ,incdpdtanat”, iar prin faptul ca
naratorul influenteazd in mod direct si cu un aer autoritar cititorul sd renunte la a cauta
in dictionar termenul, ne ddm seama cd avem de a face cu un personaj in care nu putem
avea Incredere. El explica deja cd primeste porecla dat fiind ca era un om singuratic si
ursuz, cu speranta cd cititorul il va crede, insd dacd o face, pierde din vedere faptul ca
termenul poate avea mai multe sensuri. Asadar, avem pe de o parte autodefinirea ca
strategie de control; ceea ce pare o clarificare inocentd, este de fapt o forma de control
prin faptul cd el decide cum trebuie interpretat cuvantul si, implicit, persoana lui. Pe de
alta parte, in spatele acestei , sinceritdti” declarate, se ascunde o tehnicd de manipulare,
o apropiere falsi de cititor. in incercarea de a pirea onest, creeazi de fapt o complicitate
de tipul ,,iti spun eu cum stau lucrurile”.

O altd formd de manipulare am remarcat si in pasajul urmator: , cititoarea care
imi e prietena si a deschis cartea asta [...] ar vrea s-o inchida cat mai degrabd, vazand ca
ne apropiem de o prapastie. Sd nu faci asta, draga mea; voi schimba directia” (Cap.
CXIX, p. 272). Observam din nou aceeasi iluzie de intimitate pe care o creeaza naratorul
prin adresarea directd si substantivele folosite, pare un gest de apropiere, insd in
realitate este o tehnica prin care controleazd reactia si actiunile cititorului, anticipand
dorinta de a inchide cartea si dirijand intr-un fel lectura. Mai mult decat atat, prin
imaginea , prdpastiei”, naratorul construieste o atmosferd tensionatd, promite parcd un
moment dramatic, pe care imediat dupd il demonteaza cu usurintd si cu ajutorul
adjectivului afectuos. In acest fel, ne ddm seama ci el decide cand si ofere sau si
retragd informatia, el detine controlul asupra starilor cititorului si a intregului ritm si
impact al naratiunii.

3 https:/ / dicionario.acad-ciencias.pt/ pesquisa/?word=casmurro , traducere proprie.
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Formarea lui Bentinho, in primul rand cea de seminarist si apoi de avocat, face
ca atuurile sale principale sd fie retorica si oratoria, asadar nu e de mirare cd manuieste
magistral arta persuasiunii. Cu un discurs perfect articulat si convingédtor, naratorul e
extrem de priceput in a demonstra cd a fost inselat de cei pe care ii credea credinciosi.
Dovada o constituie si multele momente in care isi intrerupe firul povestii pentru a se
adresa cititorului, existand parca o constantd cdutare a complicitdtii. De asemenea, asa
cum am mentionat in randurile anterioare, este important de retinut sensul cuvantului
»casmurro”, cel de , incdpdtanat”; poate cd Machado nu intampldtor l-a ales, ci a vrut sa
arate prin asta cd atunci cand lui Bentinho i se fixeazd o idee in cap, nu o mai scoate
nimeni. Astfel, toate argumentele sunt in van, daca el crede cd amicul si sotia I-au
tradat, atunci este decisiv.

Aceastd necredibilitate a naratorului se concretizeazd de fapt prin provocarea,
lansata cititorului, de a se ridica din pozitia sa pasiv-receptivd pentru a se pozitiona in
fata textului, adicd sd incerce sd se distanteze de text, sd il priveasca din exterior si sa
chestioneze adevdrul care ii este inaintat de catre autorul secundar: ,Clatina-ti capul,
cititorule; fd toate gesturile de indoiald. Azvarle cartea asta cat colo, dacd nu cumva ai
facut-o pand acum, sunt sigur cd o s-o iei iar si o s-o deschizi la aceeasi pagina, fiindca
nu-ti vine sd crezi ca autorul ei spune adevarul” (Cap. XLV, p. 14). Pe langa adresarea
directd catre cititor (lucru care, dupa cum am demonstrat, se intdmpla frecvent in
roman, incd de la primele pagini si constituie o dovada cd naratorul detine controlul in
intregime nu doar asupra naratiunii si a textului in sine, ci si asupra instantelor
exterioare care se vor intdlni cu el), observdm cd a nu crede in acel ,adevar al
autorului”, inseamnd, bineinteles, a intelege jocul auctorial echivoc dintre ceea ce se
spune si ceea ce se intentioneazd si totodatd inseamna sd fii pregatit si dornic de a
descifra ironia subtild care sta la baza romanului si de a te aventura intr-un veritabil

labirint din care vei putea iesi daca te Inarmezi cu multd exigentd si rabdare.

Concluzii

In linii mari, Dom Casmurro este un roman de o complexitate remarcabild, care
deschide numeroase piste de interpretare si analizd, fard a oferi insd niciun fel de
certitudini; este un roman al ambiguitatii in care miza nu este aflarea adevérului, ci ne
este demonstratd de fapt imposibilitatea realizdrii lui, cititorul fiind in permanenta
propulsat intre (ne)adevar si ironie, aldturi de care se afld si un narator suspicios,
obligandu-1 sd decidd ce sa creadd si devenind, astfel, coautor al sensului. Dom
Casmurro nu este doar o poveste de iubire, tradare sau neincredere, ci este o radiografie
subtild a constiintei umane, un laborator al perceptiilor deformate de gelozie, orgoliu si
memorie. Faptul cd intreaga naratiune este construitd retrospectiv, ilustreaza
fragilitatea adevarului, intrucdt memoria nu functioneazd ca un depozit fidel al
faptelor, ci ca un mecanism selectiv, capabil sd deformeze trecutul.

Ironia machadiand nu demascd doar o lume, ci 0 minte care se cauta si se
pierde in propria-i fictiune, romanul devenind asadar un exercitiu al libertatii
interpretative si o invitatie la luciditate unde cititorul nu mai e un simplu spectator, ci
parte activa si integranta a jocului.
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Constructia istoriei si personajului Bento Santiago, articulatd de un narator care
pledeaza impotriva cititorului, trezeste atentia acestuia invitdndu-1 sd isi indrepte
privirea spre scena juridicd si sd incerce sd gaseascd raspuns la intrebdrile: cine are
dreptate? Sau, mai degrabd, unde este dreptatea? Existd ea de la sine sau nu? Asa va
intelege cd, pand la final, va deveni parte integranta a cartii.
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Abstract: This article presents and analyzes less-explored aspects of Konstantin Dmitrievich
Balmont’s work: his erudition in Spanish culture and literature, the relationship between his
activities as a translator and Hispanist, and the facets of his many-sided work - translation, prose,
poetry, essays, and literary criticism. We analyze the Spanish motifs in Balmont’s work, the
intertextual play, and the creativity of his writings, through which this intercultural dialogue
between Russian symbolism and Iberian values is brought up to date. Spanish motifs are
understood as references to Spanish proper names, to literary works of the Golden Age and
Spanish Romanticism, or as cultural elements specific to Spain. Through this approach, we
implicitly outline new lines of research for comparatists, Slavicists, Hispanists, and researchers of
European intercultural dynamics.

Keywords: Konstantin Balmont, Russian Hispanism, intercultural dialogue, translation, intertextuality.

Introducere

Konstantin Dmitrievici Balmont (1867-1942) este un poet simbolist si un
reprezentant remarcabil al Veacului de Argint din literatura rusa.

Articolul prezinta si analizeazd aspecte mai putin explorate ale operei lui
Konstantin Balmont: eruditia sa in materie de culturd si literaturd spaniold, relatia
dintre activitatea de traducdtor si hispanist si fatetele creatiei sale polivalente -
traducere, prozd, poezie, eseisticd si critica literard. Atentia redusd acordatd acestui
subiect este surprinzdtoare, avand in vedere, pe de o parte, influenta spaniolad
omniprezentd in operele marilor poeti ai Veacului de Argint precum Briusov,
Gumiliov, Tvetaeva, iar pe de altd parte, titlurile multor creatii ale lui Balmont, care
dezvailuie interesul constant al poetului pentru cultura hispanica.

Vom aduce in discutie motivele spaniole din opera lui Balmont, jocul
intertextual si creativitatea scrierilor in care se actualizeaza acest dialog intercultural
intre simbolismul rus si valorile iberice. Motivele spaniole sunt intelese ca referinte la
nume proprii spaniole, la operele literare ale Secolului de Aur si ale Romantismului

1 Coordonator: Prof. univ. dr. Axinia CRASOVSCHI.
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spaniol sau ca elemente culturale specifice Spaniei. Prin acest demers delimitdim
implicit directii noi de studiu pentru comparatisti, slavisti, hispanisti si cercetdtori ai
dinamicii interculturale europene.

Lucrarea se articuleaza in jurul urmatoarelor teme: particularitatile culturii si
literaturii Veacului de Argint, recuperarea operei lui Balmont in cadrul canonului
literar rus, originea si logica interesului sdu pentru Spania si cultura ibericd, operele
pentru care Spania si cultura hispanica au constituit o sursa semnificativd de inspiratie,
analiza intertextuald a poeziei sale lirice, locul creatiei lui Balmont in dezvoltarea
relatiilor literare ruso-spaniole.

Context cultural. Veacul de Argint

In creuzetul schimbérilor majore din primul deceniu al secolului al XX-lea,
cultura si arta rusd au jucat un rol crucial. Conform unei observatii ficute de poetul si
criticul literar Dmitri Bykov intr-una dintre prelegerile sale la Universitatea din Sankt
Petersburg, la inceputul secolului XX Imperiul Rus - traditional si ortodox - semdna cu
o serd enormd din care a rasdrit un modernism nestavilit. Aceastd epocd de inflorire
culturald incredibild a intrat in istorie sub numele de Veacul de Argint. Filosoful
Nikolai Berdiaev si-a inventat propria sintagma: Renasterea Culturald Rusa.
(Chiginskaya, 2019, p. 97)

Cercetdtorii marcheaza drept punct de plecare al Veacului de Argint anul 1892,
cand filosoful si poetul rus Dmitri Merejkovski a citit eseul sau intitulat , Despre
cauzele declinului si noile cai ale literaturii ruse contemporane”. Renasterea Culturala
Rusd a imbrdtisat toate schimbdrile majore care au avut loc in viata sociala si politicd, iar
efervescenta creatoare s-a manifestat in toate domeniile:

Genii au apdrut in toate artele: Igor Stravinski, Serghei Prokofiev, Serghei
Rahmaninov si Alexandr Skreabin in muzicd; Konstantin Stanislavski,
Vsevolod Meyerhold, Nikolai Evreinov si Aleksandr Tairov in artele
spectacolului; Vasili Kandinski, Marc Chagall, Kazimir Malevici, Mihail
Larionov, Natalia Goncearova, Vladimir Tatlin si Pavel Filonov in picturs;
Aleksandr Blok, Dmitri Merejkovski, Andrei Belii, Nikolai Gumiliov, Anna
Ahmatova, Marina Tvetaeva si Osip Mandelstam in literaturd. A fost epoca in
care a inceput faima mondiald a baletului rus. (Chiginskaya, 2019, p. 97)

In ceea ce priveste creatia literard, asa cum s-a remarcat:

Trecerea de la perioada clasicd a literaturii ruse la una noud, s-a produs cu
rapiditate prin schimbarea coordonatelor estetice, prin innoirea cardinald a
mijloacelor literare. Extrem de dinamic s-a dezvoltat poezia iesind din nou,
dupa epoca lui Puskin, pe avanscena vietii culturale din Rusia. [...] Apdruta
prin analogie cu notiunea de ,veac de aur” care desemneazd traditional
perioada puskiniand a literaturii ruse, aceastd denumire era folositd initial
pentru caracterizarea aparitiilor poetice de varf ale culturii ruse de la inceputul
secolului XX: A. Blok, A. Belii, I. Annenski, V. Briusov, apoi A. Ahmatova, N.
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Gumiliov, O. Mandelstam si alti maestri ai cuvantului. [...] in prezent, criticii
literari au pus semnul egal intre notiunea de ,veac de argint” si cea de ,cultura
de la cumpéna dintre veacuri” largind mult semnificatia initiald a termenului.
(Crasovschi, 2008, p. 11-12)

In acesti ani multi poeti simbolisti au cilatorit prin Europa si s-au familiarizat
cu cultura europeand (Balmont, Merejkovski si Hippius au locuit sau au calatorit in
Franta, Italia si Spania) si au tradus nume mari ale literaturii universale (Briusov a
tradus din Verlaine, Rimbaud, Mallarmé, Verhaeren, Edgar Allan Poe, Balmont a
tradus poeti precum Shelley, Whitman si clasici spanioli), activitate prin care ,au ridicat
la un nou nivel arta traducerilor literare”(Crasovschi, 2008, p. 32), au largit orizonturile
culturale ale cititorilor rusi si au imbogatit poezia rusd cu imagini, teme si tehnici noi.

Simbolismul rus, apdarut sub influentd francezd, a dobandit rapid un caracter
distinct si trasdturi originale, poetii rusi cdutdnd nu doar un nou limbaj artistic, ci si o
viziune holisticd asupra lumii, o noud filosofie a culturii. Simbolistii rusi au pus un
accent deosebit pe filosofie, religiozitate si au manifestat o tendintd spre misticism.
Misticismul si religiozitatea au fost punctele de interes pe care Veacul de Argint rus le-a
intalnit in Secolul de Aur spaniol. Asa se face cd aproape toti marii simbolisti rusi s-au
inspirat din Spania secolelor al XVI-lea si al XVII-lea, descoperind aici ,abisul dintre
realitate si ideal” (Siliunas, 2007, p. 118 apud. Chiginskaya, 2019, p. 97).

Balmont si canonul literar rus

Opera lui Balmont, poet (maestru incontestabil al asonantei expresive si al
aliteratiei eficiente), traducdtor si eseist din generatia , marilor simbolisti”, isi asteapta
reeditarea si recuperarea in cadrul canonului literar rus. Mostenirea sa creativd
cuprinde 35 de carti de poezie, 20 de volume de proza si peste 10.000 de pagini tiparite
de traduceri, inegale ca valoare esteticd, cunoscute superficial de un cerc restrans de
cititori si analizate episodic de specialisti. Una dintre cauzele acestei recuperari
anevoioase a operei sale ar putea fi faptul ca:

[...] in perioada sovieticd, timp de cateva zeci de ani, aceastd epoca artisticd a
fost supusa ostracizarii ideologice si abia in a doua jumadtate a anilor 1960, , anii
dezghetului” din literatura rusd, au inceput si fie treptat repuse in drepturi
multe din valorile renegate sau receptate deformat. Aprofundarea studiului
diferitelor aspecte si personalitati literare din aceastd perioadd, abordarea lor
nediscriminatorie si lipsitd de prejudecati, continud sa fie o necesitate si in
zilele noastre. (Crasovschi, 2008, p. 5)

Prin urmare, chiar si acum, cand toate barierele ideologice au cdzut, cercetdtorii
literari se confruntd cu dificultati considerabile atunci cand lucreazéd cu textele lui
Balmont, dat fiind cd, dincolo de cele trei volume ale sale, de mare importantd pentru
istoria poeziei ruse -,Cladiri in fldcdri” (1900), ,Sd fim precum soarele” (1903) si
»Numai iubirea” (1903)- , o parte semnificativda a poeziilor sale este dispersatd in
reviste, ziare, culegeri colective si almanahuri greu accesibile. Textele in proza ale lui
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Balmont, de asemenea insuficient cunoscute si reeditate, cuprind criticd literard, eseuri,
note de calatorie si infirmd opinia consacratd despre Veacul de Argint de epoca prin
excelentd a poeziei.

Circumstantele primei intilniri a poetului cu Spania si literatura spaniola

Interesul lui Balmont pentru literatura spaniold a fost precipitat de o serie de
circumstante biografice si ideologice. Intre 1896-1897, poetul si sotia sa, care locuiau in
Franta la acea vreme, au vizitat Spania de mai multe ori si au rdmas profund marcati de
realitdtile spaniole si cultura ibericd. Aceastd secventa biografica este descrisa in detaliu
in memoriile Ekaterinei Andreeva-Balmont:

Dupd nuntd, am mers direct din Sankt Petersburg la Biarritz. [...] Balmont s-a
interesat imediat de limbile bascd si spaniold si in decurs de o sdptdmand citea
fluent ziarele spaniole. Dupd ce ne-am refdcut putin dupa boala noastrd, am
mers la Madrid [...]. Nu am stat mult in Madrid. Am mers la o corida si am fost
amandoi uimiti de acest spectacol salbatic si magnific. Balmont a inceput
imediat sa citeasca carti despre tauromahie in spaniold, iar eu in francezd. Am
avut norocul sd cumpardm doud albume cu gravuri ale lui Goya, realizate
dupa panourile sale, la pretul fabulos de mic de o suta de pesete albumul: ,Los
Caprichos” si ,Los desastres de la guerra”. (Andreeva-Balmont, 1997, p. 318).

Dupd prima sa caldtorie in Spania, Balmont a inceput sd citeascd clasicii
spanioli si a pdstrat acest atasament fata de cultura ibericd, poetul insusi recunoscand la
un moment dat cd, de-a lungul vietii, s-a aflat ,intr-o fascinatie melodioasa pentru
spanioli”. Andreeva-Balmont isi aminteste cd, in perioada in care au locuit la Venetia,
poetul citea constant Don Quijote: , Era atat de captivat de Cervantes incat il purta peste
tot pe Don Quijote, impreund cu un dictionar de buzunar.” (Andreeva-Balmont, 1997, p.
348). Totodatd, in memoriile sale citeazd aprecierea hispanistului francez Léo Rouanet
cu privire la cunostintele de spaniold dobandite de Balmont in doar patru luni:
,excelent in limba secolului al XVII-lea, mai rdu in limba modernd” (Andreeva-
Balmont, 1997, p. 348).

Alte manifestdri ale interesului lui Balmont pentru cultura spaniold sunt
lecturile din Calderén si vizitele la Ermitaj pentru a admira gravurile lui Goya, pasiuni
impdrtdsite si de Briusov, prelegerea despre Calderén la Sankt Petersburg (in
primdvara anului 1899) si conferintele despre literatura spaniold in diferite orase rusesti,

mentionate in scrisorile trimise sotiei sale:

[...] Sustin zilnic spectacole la «Casa Artei Libere» (fostul «Ermitaj») la seara
spaniold. [...] De fiecare datd citesc poezii despre Spania, intr-o selectie
modificatd. [...] In mare parte vorbesc pe tema «Spania - o tard a dorintei
arzdtoare si, prin urmare, a realizdrilor stralucite» [...] si despre arta populara
si cantecul spaniol [...]. (Andreeva-Balmont, 1997, p. 509)
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Balmont a mai vizitat Spania de cel putin trei ori (in 1900, 1904 si 1907), iar in
primdvara anului 1900, a locuit la Sevilla si a vizitat din nou Madridul, Toledo si
Granada, orase cu reverberatii profunde in memoria si sensibilitatea sa artistica.

Un rol de maximd importantd in dezvoltarea intereselor lui Balmont pentru
literatura spaniold l-a jucat hispanistul francez Léo Rouanet. Cercetdtoarea Vera
Polilova (2012a) este prima care aduce in discutie acest aspect, isi argumenteaza
convingator ipoteza si ajunge la concluzia cd rolul sau in dezvoltarea interesului
poetului pentru spanioli a fost subapreciat, dar poate fi considerat decisiv. Potrivit
acesteia, Balmont datoreaza contactul cu poezia populard spaniold lui Léo Rouanet, de
care l-au legat o colaborare si o prietenie de duratd, evocate in memoriile sotiei poetului
(Andreeva-Balmont, 1997, p. 321, 348). Intr-o scrisoare din 1896, pe care aceasta o

citeazd, Balmont i spune mamei sale:

Printre noile mele cunostinte, se numéara un tandr francez foarte interesant, Léo
Rouanet, traducdtor al cantecelor populare spaniole si al lui Calderén. Este un
excelent expert in literatura spaniold si are o bibliotecd excelentd, pe care o
impartiseste cu placere. Imi da multe instructiuni utile, iar eu ii traduc in
francezd diverse pasaje din englezd si germand, pe care nu le cunoaste.
(Andreeva-Balmont, 1997: 321)

Conform Verei Polilova, acest traducidtor si cercetitor francez al literaturii
spaniole publicase deja o carte de traduceri de cantece populare spaniole si lucra la
adaptari ale pieselor lui Calderén in francezd, in momentul in care l-a intalnit pe poetul
rus, In 1897. Balmont a pregétit un comentariu asupra traducerii pieselor lui Calderén,
a tradus in limba rusd lucrarea cercetdtorului francez despre teatrul acestuia $i a inclus-
o in prima editie a operelor complete ale dramaturgului spaniol.

Interesul lui Balmont pentru Calderén, manifestat dupa prima sa caldtorie in
Spania, a fost pregatit de experiente literare anterioare. In timp ce-1 traducea pe Shelley,
acesta a intalnit in repetate randuri numele marelui dramaturg spaniol, care il fascina
pe poetul englez intr-atat, incat il citea in spaniold si afirma intr-o epistold din 1818:
»Calderén este un fel de Shakespeare”. Shelley a actionat ca un fel de intermediar in
intelegerea lui Calderén, iar mai tarziu poetul rus va impartdsi pe deplin evaluarea
entuziastd a acestuia despre dramaturgul spaniol.

Relatia lui Balmont cu Spania in studiile academice

Literatura academica consacrata relatiei lui Balmont cu literatura spaniold este
sumard in raport cu amploarea si complexitatea temei si include studii si monografii
referitoare la traducerea si circumstantele publicdrii operei lui Calderén (Makogonenko,
1989), poetica si stilul traducerilor din Calderén (Balashov, 1989), rolul lui Balmont in
promovarea acestui dramaturg in Rusia (Gin'ko, 2006 si Budnikova, 2006), analiza
traducerilor din ,Seducdtorul din Sevilla” de Tirso de Molina, ,Cancién del pirata” de
Espronceda si ,Fuenteovejuna” de Lope de Vega (Bagno, 2005 si 2006 respectiv,
Jdanova 2008), circumstantele biografice ale intalnirii lui Balmont cu Spania si cultura
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acesteia (Azadovski, 2011), relatia lui Balmont cu literatura spaniold (Chulyan, 2010),
(Polilova, 2008a, 2008b, 2012a, 2012b, 2013 si 2023).

Preocuparea constantd a lui Balmont pentru imaginarul hispanic si cultura
ibericd nu a facut obiectul niciunui studiu in literatura de specialitate din Romania, iar
demersul nostru se doreste a fi un prim pas in directia aprofunddrii temei.

Traducerile din literatura spaniola

Traducerea literard ocupd un loc semnificativ in mostenirea lui Konstantin
Balmont. Acesta a tradus din multe limbi, atat proza, cat si poezie (operele complete ale
lui Shelley si Whitman, numeroase lucrdri de Edgar Allan Poe, Calderén, Wilde si
Hauptmann), iar traducerea i-a servit ca mijloc de exprimare creativd, cercetdtorii
filologi remarcand subiectivitatea extreméd si modul excesiv de liberal in care acesta a
tratat textele originale.

Textele spaniole alese pentru traducere acopera perioade, valori si semnificatii
diverse: opere din Secolul de Aur, poezia romanticilor spanioli, capodopere
incontestabile ale literaturii universale, poezii ale unor poeti din a doua jumdtate a
secolului al XIX-lea ~Augusto Ferran? si Francisco Rodriguez Marin®-, putin cunoscuti
in Spania si complet necunoscuti cititorilor rusi, Balmont fiind singurul traducator rus
care a tradus din operele lor.

Selectia textelor pare aleatorie la prima vedere: in realitate, aceasta reflectd, pe de o
parte, preferintele sale poetice (dramele lui Calderdén, cantecele populare spaniole, pe care
le-a cunoscut datoritd lui Léo Rouanet, José de Espronceda* si José Zorrilla®, poezii din
diversi autori) iar, pe de altd parte, ilustreazd dorinta acestuia de a prezenta principalele
realizdri ale dramaturgiei spaniole in limba rusa (Tirso de Molina® Lope de Vega?).

Astfel, fascinat de opera lui Calderén si dorind sd inteleagd originile si natura
poeziei sale, Balmont a studiat dramaturgia spaniold si a elaborat un vast plan de

2 Poet si traducdtor spaniol, prieten al marelui poet romantic Gustavo Adolfo Bécquer. A ldsat o
mostenire poeticd care a contribuit decisiv la reinnoirea poeziei lirice spaniole de la mijlocul
secolului al XIX-lea, potrivit preocuparilor estetice ale epocii si s-a numarat printre cei care au
introdus in Spania cultul poeziei lirice germane si cultivarea unui model de strofd strans legat de
traditia populara.

3 Cervantist remarcabil, folclorist si editor. A publicat, intre 1882 si 1883, cele cinci volume de
Ciantece populare spaniole (Cantos populares espafioles).

4 José de Espronceda (1808-1842) este considerat cel mai mare poet romantic spaniol. Viata sa,
marcatd de céldtorii, societdti secrete, exil, aventuri amoroase neconventionale si o moarte
prematurd, a fost un prototip al existentei romantice.

5 José Zorrilla y Moral a fost poet si dramaturg, figura importantd a aripii nationaliste a miscarii
romantice spaniole. Opera sa, esential spaniola ca stil si ton, a fost extrem de populara. In 1889 a
fost incoronat poet national.

6 Pseudonim al lui Gabriel Téllez, cdlugdr mercedarian si dramaturg prolific, unul dintre cei mai
importanti autori de comedie spaniold, alaturi de Lope de Vega si Calderén de la Barca.

7 Félix Lope de Vega y Carpio, dramaturg si poet national spaniol din Secolul de Aur, autor a
peste o mie de piese de teatru.
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traducere a operelor predecesorilor sdi si a marilor comedii spaniole, din care doar o
micd parte a fost realizatd. In prefata la cel de-al doilea volum al operelor lui Calderén,
Balmont 1si exprima intentiile:

,Volumul propus este doar inceputul unei lungi serii de lucrari exemplare ale
creativitdtii spaniole in traducerea mea. Urmadtoarele volume vor fi dramele
domestice ale lui Calderén, dramele de gelozie si rdzbunare, dramele
fantastice, dramele demonice ale teatrului spaniol (Tirso de Molina, Mira de
Amescua8, Belmonte?), dramele tardnesti ale teatrului spaniol (Lope de Vega,
Tirsol0, Francisco de Rojas!?) si poate altele”. (Calderdn, 1989, 1I: 667)

In ciuda esecului acestui plan amplu, s-a remarcat, pe buna dreptate ca:

Traducerile poetului simbolist K. D. Balmont, publicate in 1900, 1902 si 1912, au
devenit o adevaratd descoperire a lui Calderén pentru cultura rusd, nu si-au
pierdut valoarea artisticd in timp si au dobandit o continuare logicd in punerea
in scend a unor regizori celebri precum V. Meyerhold si A. Tairov, printre altii.
(Nefodova Skulskaya, 2019, p. 190)

In ceea ce priveste operele exotice ale lui Augusto Ferran si Rodriguez Marin,
acestea i-au devenit cunoscute lui Balmont in timp ce lucra la traducerile de poezie
populard spaniold. Ambii poeti au fost colectionari si editori de cantece populare: Marin
a compilat o colectie in cinci volume, o sursd folositd de Balmont, in timp ce Ferran a
publicat cantece populare aldturi de lucrarile sale originale.

Motivul atentiei acordate operelor ciclului Don Juan, de la Tirso de Molina la José
Zorrilla si Espronceda, ar putea fi versurilor lor ,,demonice”, care s-au incadrat in interesele
de lecturd ale poetului simbolist, fascinat de literatura aflatd sub semnul ,, demonismului”.

O altd linie a hispanismului lui Balmont a reprezentat-o fascinatia sa pentru
mistici, dintre care i-a pretuit in mod deosebit pe Diego de Estella’?, putin cunoscut in
Rusia chiar si astizi, Sfanta Tereza de Avila'® si Sfantul Ioan al Crucii'4.

Astdzi sunt cunoscute urmaétoarele traduceri din spaniold ale lui Balmont: ,La
vida es suefio”, ,El médico de su honra”, ,El méagico prodigioso”, ,El alcalde de
Zalamea”, ,La dama duende”, ,El Principe Constante”, ,Luis Pérez el gallego”, ,La

8 Antonio Mira de Amescua, poet si dramaturg, apreciat de contemporani, elogiat de Lope de
Vega si Calderén.

9 Luis Belmonte Bermtidez, dramaturg din cercul lui Lope de Vega.

10 Tirso de Molina; vezi nota 5.

11 Francisco de Rojas Zorrilla, poet preferat la curtea lui Filip al IV-lea si dramaturg de succes din
scoala lui Calderén.

12 Scriitor si calugdr franciscan spaniol care a cultivat genul ascetic.

13 Santa Teresa de Jests sau Santa Teresa de Avila a fost o cilugaritd spaniols, fondatoare a
Ordinului Carmelitelor Desculte si scriitoare misticd. Poezia liricd a Sfintei Tereza si cea a
Sfantului Ioan al Crucii reprezintéd o culme a literaturii mistice crestine.

14 San Juan de la Cruz.
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devocién de la Cruz”, ,Amar después de la muerte”, ,El purgatorio de San Patricio” si
fragmente din drama , Las cadenas del demonio” (nepublicatd) ale lui Pedro Calderén
de la Barca, ,El burlador de Sevilla y convidado de piedra” de Tirso de Molina,
~Fuenteovejuna” de Lope de Vega, ,Cantos populares espafioles”, ,Véante mis ojos,
dulce Jests bueno” si ,,Si el amor que me tenéis, Dios mio...” de Sfanta Tereza de Avila,
,Himno a la inmortalidad”, ,El Diablo mundo” (fragmente dintr-o poezie),
,Revoluciones del globo”, ,,Cancién del pirata”, ,,jOh monte Horeb!”, ,A la noche”, , Al
sol. Himno”, ,El canto del cosaco”, ,El mendigo”, ,El verdugo”, ,El estudiante de
Salamanca” de José de Espronceda, ,, A buen juez, mejor testigo” (publicatd partial), , El
desafio del diablo” (nepublicatd) de José Zorrilla, , No he de llamarte estrella...” de
Francisco Rodriguez Marin, ,Vida y muerte, tierra y cielo...” de Augusto Ferran, ,El
espafiol de Oran” de Luis de Géngora'®, versuri de Luis Belmonte Bermudez (Polilova,
2012a, p. 90-91).

In ceea ce priveste amplul proiect de traducere al cantecelor populare spaniole,
concretizat in volumul , Dragoste si urd: Cantece populare spaniole”, publicat in 1911,
s-a demonstrat cd structura céartii lui Balmont nu o urmeaza pe cea a editiei complete
spaniole, publicatd de poetul si folcloristul Francisco Rodriguez Marin, Balmont
organizand textele in felul sdu propriu si crednd o operd autenticd, independenta si
completa in sine (Polilova, 2013).

Pe de altd parte, Balmont a inclus traducerile a cinci cantece de leagdn
(,Trandafirul adoarme”, ,Dormi, copilul meu mic”, ,Inaintea usii care duce in Rai”,
,Dormi, copilul meu, dormi” si ,Dormi, copilasul meu”) in prima editie a colectiei sale
,Basme: Cantece pentru copii”, conferindu-le astfel o valoare poetici independent. in
aceastd carte, dedicata fiicei poetului, Nina, traducerile cantecelor de leagan spaniole
sunt precedate de poezia lui Balmont ,Cantec de leagan” (,Puiule, vrei sa vezi Raiul?”),
care este inrudita tematic si stilistic cu coplas de cuna (,cantece de leagdn”) spaniole
(Polilova, 2013).

O mentiune aparte merita traducerile sale de literaturd precolumbiand. La
sfarsitul anului 1904, dupa ce a studiat literatura de specialitate, a plecat intr-o caladtorie
in Mexic unde, pe langd Ciudad de México, a vizitat siturile istorice Cuernavaca,
Puebla, Mitla, Palenque, Uxmal si Chichen Itza. Cdldtoria a ldsat o amprentd profunda
asupra poetului: In 1908 a scris colectia de poezii ,Pasari in aer”, care include ciclul
+Maya” cu 33 de poezii despre Mexic, in 1909 a publicat colectia , Chemadri din
antichitate”, care includea o sectiune despre ,Mexic”, unde traducerile de poezie
prehispanicd sunt impletite cu propriile improvizatii asupra religiei popoarelor din
Mesoamerica, iar in 1910, a apdrut , Florile sarpelui”, o colectie de note de céldtorie,
eseuri si interpretdri ale miturilor cosmogonice indigene. Cartea ,Florile sarpelui”
includea prima traducere liberd in rusd a epopeii maya-quiché Popol-Vuh, pe care
Balmont a calificat-o drept ,,un amestec de inocentd copildreasca si geniu”. Publicul rus

15 Poet si dramaturg strélucit al Secolului de Aur, creator al curentului literar cunoscut sub
numele de ,culteranism”.
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a receptat cu interes viziunea idealizatd a lui Balmont asupra Mexicului si versurile in
care celebreaza frumusetile tarii si gloriile lumii precolumbiene.

Spania si cultura spaniola in eseurile lui Balmont

Cunoasterea Spaniei i-a dat poetului rus un puternic impuls creator si a marcat
o perioadd de intensd reflectie artisticd asupra experientelor din timpul caldtoriilor in
peninsuld. Proza lui Balmont oferd indicii pretioase in privinta lecturilor din clasicii
spanioli si un material bogat pentru studiul hispanismului sdu.

Intre 1899 si 1912, acesta scrie o suitd de articole dedicate in mod specific
subiectelor spaniole (,Poezia groazei” (1899), , De la pasiuni la contemplare: poezia lui
Calderén” (1900), ,, Adoratia Crucii” (1901) - un articol despre drama omonima a lui
Calderén -, ,,Dragoste dupd moarte” (prefatd la traducerea dramei respective) (1902),
,Drama personalitdtii lui Calderén” (1903), ,Tipul lui Don Juan in literatura
universald” din 1904, ,Cantece populare spaniole” (1904), ,Cantecul spaniolului”
(publicat pentru prima data in 1908, a fost inclus ca introducere la cartea de traduceri
din poezia populara spaniold, ,Dragoste si urd”, din 1911), , Despre gelozie” (1912).

Articolele reflectd tendinta criticii simboliste a epocii de a sintetiza in reflectiile
eseistice informatii eterogene, documente, impresiile de calator, cititor si poet,
aprecierile critice si stilul artistic, intr-un joc intelectual prodigios, pe care il vom
exemplifica succint.

Eseul , Poezia groazei: Goya ca gravor”, publicat in ,Lumea artei”, este prima
afirmatie clard a filiatiei intelectuale si culturale spaniole a poetului rus si prezinta
trasaturi specifice programului estetic modernist al epocii, cu apologia raului ca sursa
de inspiratie creatoare si interesul pentru ,demonismul” occidental.

in acest eseu Balmont delimiteazi doi ,poli ai Frumusetii” -,,armonia sferelor”
si ,poezia groazei”’- pe baza analizei impresioniste a gravurilor marelui artist si
dezviluie, pe de o parte, eruditia poetului, care face numeroase trimiteri avizate la
pictori spanioli din secolul al XVIl-lea (Zurbardn, Ribeira, Velazquez, Coelho), la
picturile murale din ermita San Antonio de La Florida si din Bazilica Nuestra Sefiora
del Pilar din Zaragoza si, pe de altd parte, familiarizarea sa cu unele opere ale literaturii
spaniole; el le numeste pe prostituatele din gravurile goyesti ,Celestine”, ceea ce indica
cunoasterea capodoperei ,La Celestina”, atribuitd lui Fernando de Rojas, remarcd o
paraleld intre Goya si Calderén: ,Goya vede munti peste tot, ei se repeta in opera lui la
fel de des ca in dramele lui Calderén”, citeazi versuri din ,El Diablo Mundo” de José
de Espronceda, lucrare pe care o va traduce ulterior.

Seria gravurilor ,Los Caprichos” este pentru Balmont ,[...] un fel de teodicee
artisticd, o justificarea armonioasa a existentei rdului [...], un imn inchinat frumusetii
monstruosului, care tocmai prin inepuizabilitatea ei, ne da impresia de frumos”, iar
Goya este definit drept un ,spirit vesnic nelinistit”, un , simbolist spaniol”, ,tinzand
mereu cdtre dimensiunile nemaérginite ale fanteziei”. (Balmont, 2025, p. 95)

La fel ca in eseul despre Goya, in articolul dedicat piesei lui Calderén ,, Adoratia
Crucii” Balmont face o paraleld intre teatrul spaniol si ,Florile raului” de Baudelaire,
incorporandu-i pe dramaturgii spanioli in sistemul sdu global de corespondente.
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Cel mai amplu text al lui Balmont despre dramaturgul spaniol este articolul ,, De
la pasiuni la contemplare: Poezia lui Calderén”, prefatd la traducerea piesei ,El
Purgatorio de San Patricio”, care include o analizd a acelor drame la a cdror traducere a
lucrat poetul. Balmont, care ii numise deja pe Calderén si Goya ,simbolisti”, isi extinde
judecata la scard nationald, numindu-i pe spanioli unici ,creatori ai simbolismului
artistic”, dat fiind cd ,,simbolismul” lor dezvéaluie cele mai profunde conexiuni ale lumii.

in lucrarea sa ,Tipul lui Don Juan in literatura universalda” (1904), Espronceda
este numit ,cel mai melodios dintre poetii spanioli” (Balmont, 1999, par. 7), iar drama
sa ,El estudiante de Salamanca” este inclusa printre cele mai interesante si originale
dezvoltari poetice ale acestui tip/mit literar. In acelasi articol regisim prima mentiune a
lui Zorrilla, Balmont citand versuri din cea mai faimoaséd operd a acestuia, drama ,,Don
Juan Tenorio”.

Balmont subliniaza in mod constant in aceste articole natura exceptionald a
Spaniei, a poporului si a literaturii sale, a limbii spaniole, pe care o considera ,cea mai
melodioasd si coloratd dintre toate limbile europene”: ,Din toatd poezia europeana din
ultimii trei sute de ani, doar poezia spaniold si engleza au fost, fard indoiald, autentice”,
»[...] cele mai interesante si talentate popoare europene. Ele contin acea predictie
universald a sufletului uman [...] Calderén si Shakespeare, Swift si Cervantes au visat si
au gandit”. (Balmont, 1910, par. 17)

Balmont 1si construieste eseurile pe teme spaniole pe asociatii, de la Spania la
literatura sa, de la literatura la istorie etc., inserand reflectii asupra caracterului spaniol
si interpretdri personale, chiar intime asupra istoriei si artei spaniole, cdutand afinitati si
invatand de la predecesorii spanioli, imprumutand teme, imagini si motive din operele
acelor autori pe care i-a tradus si admirat, facand trimiteri directe la pictori, opere
literare, mituri spaniole reprezentative (Don Juan), intr-un joc creativ si intelectual fara
precedent in cultura rusd, care fac din poetul simbolist o voce distinctd in literatura
Veacului de Argint.

Epigrafele ca intertext spaniol

Legdturile intertextuale dintre opera lui Balmont si literatura spaniold se
manifestd la nivele multiple. Poetul recurge adesea la epigrafe din autori spanioli
precum Cervantes, Calderén, Espronceda, Zorilla s.a. Intr-o lucrare dedicati temei
(Chulian, 2010) sunt identificate functiile principale ale epigrafelor spaniole: acestea
sunt multifunctionale, intrucdt marturisesc o temd comund, oferd un impuls pentru
crearea unei noi opere, apar in poezii specifice, completeazd si explica titlurile,
dezviluie si clarifica specificul conceptiilor filosofice si estetice ale lui Balmont. Prin
utilizarea unui epigraf, Balmont pare si extindd limitele propriului text, conectand
continutul, sensul si stilul acestuia la ceea ce s-a spus inaintea lui in cultura hispanica.
Epigraful reprezintd o oportunitate de a introduce text individual in contextul
literaturii universale.
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Motive spaniole in versurile lui Balmont

Interesul lui Balmont pentru Spania si pasiunea sa pentru tot ceea ce tine de
spanioli au avut implicatii profunde pentru cultura epocii: acesta a fost primul poet rus
expert in limba spaniold, care a popularizat literatura si cultura spaniold, a reinviat in
imaginatia cititorilor rusi motivele traditionale ale imaginarului iberic.

Poetul a dedicat Spaniei numeroase poezii, care au fost incluse in colectiile
, Tacere” (1898), ,Cladiri in flacdri” (1900) si in cea mai buna si , mai spaniold” carte a sa
(deoarece cuprinde noud poezii spaniole), ,Sa fim ca soarele” (1903).

Eclectismul promovat de poetii Veacului de Argint a fost ilustrat cu prisosinta
de lirica lui Balmont. Referintele la realitatile iberice, la orasele Spaniei (Toledo, Madrid,
Sevilla, Granada), la locurile vizitate de poet (Guadarrama, Sierra Nevada), artistii si
scriitorii spanioli sunt numeroase, drept urmare vom face trimiteri la cele mai explicite
titluri si secvente intertextuale spaniole.

inca din 1897, in poemul , Acorduri”, poetul se referea la artistii si operele de
marcd ale Spaniei, proclamand: ,Am visat un Goya chinuit, artist al viselor
monstruoase,- /O batjocurd bolnavd a vietii,/-o intrebare despre Impadratia
mormantului/Am visat la nemuritorul Velazquez, Coelho, sfantul Murillo [...]".
(Balmont, 1969, p. 131)

Alte poeme au titluri care trimit explicit la tema ,,spaniold”: , Floarea spaniola”,
in imprejurimile Madridului”, n fata unei picturi de El Greco”, ,Ca un spaniol”,
,Sin miedo” (,Fdra teamd”), ,Paseo de las Delicias din Sevilla”, ,Ribeira”,
,Velazquez”, ,Anita”, ,Toledo”, , Vdzdnd un spaniol, simt cd e fratele meu...”, toate
extrem de expresive in contextul subiectului nostru.

Un model de intertext spaniol si creativitate este poezia ,Paseo de las Delicias
din Sevilla”16, pe care o citim in intregime, pentru armonia si delicatetea imaginilor
poetice, in care alterneaza cromatismul peisajului descris cu referintele spaniole:

Ciorchinii de liliac ai glicinei luxuriante/si palmierii cu linii perfect
conturate/si hameiul galben-portocaliu adormit -/colorata si fragedd luna
aprilie spaniola!/Si trandafirii sdlbatici palizi feciorelnici/si paldriile galbene
ale mimozei delicate/si umbrele chiparosilor, visele lor intunecate-/cat de
fabuloase sunt chipurile primaverii spaniole!/S$i gradina multicolord, inflorind
atat de luxuriant,/ne canta in soaptd cu o armonie de culori,/despre simetria
armonioasd a tdcerii sale,/despre strilucirea florald a primdverii spaniole!
(Balmont, 1969, p. 229)

Balmont considera energicul ,sin miedo” (,fard teamd”) drept motto-ul
Spaniei, pe care un poet veritabil ar trebui sd si-1 insuseasca drept crez:

Dacd esti poet si vrei sd fii puternic, /Vrei sd fii nemuritor in memoria
oamenilor, /Loveste-le inimile cu fantezie melodioasd, /Caleste-ti cugetul in

16 Bulevard emblematic al Seviliei, situat in proximitatea raului Guadalquivir si a celor mai
importante monumente ale orasului.
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flacara pasiunii. // Ai vdzut pumnalele anticului Toledo?/Nu vei gasi altele
mai bune, oriunde te-ai uita./Pe lama ornamentald se afld inscriptia: ,Sin
miedo” — / Fii fara teamd — otelul lor e vesnic drept. (Balmont, 1969, p. 242)

In virtutea acestui credo, Balmont 1isi proclamd curajul, asemenea
conchistadorilor spanioli, intr-un poem in care vibreaza vitalitatea si incarcatura erotica:

Vreau s fiu indrdznet, vreau sa fiu curajos,/Sa impletesc cununi din ciorchini
suculenti de struguri./ Vreau sd ma imbat de corpul tdu voluptuos,/Vreau sa-ti
smulg hainele!/Vreau cidldura senzuald a sanilor tdi de satin,/Vom contopi
doud dorinte intr-una singura./Plecati, zei!/Plecati, oameni buni!/E dulce s4 fii
singur cu ea! /Maine si fie intunecat si rece, /Astdzi imi voi da inima razei.
/Voi fi fericit! Voi fi tandr!/Voi fi indriznet! /Imi doresc atat de mult!
(Balmont, 1992 apud. Polilova, 2012a, p. 70)

Tema iubirii in poeziile din ciclul spaniol adesea capatd o nuantd distinct
spaniold. Astfel, poemul ,Anita” infdtiseazd o scend de dragoste a cdrei eroind, o
spaniold pasionald, cu ochi negri, este in egald masura captivata de religie si de placerea
senzuald: ,Nu unei fecioare din nord, nu unei nimfe glaciale,/ Am repetat indulgent:
»Anital Adorada!”. (Balmont, 1969, p. 250)

Poemul ,,Bal mascat”, construit pe paralelismul dintre natura trecdtoare a pasiunii
si efemeritatea vietii, se incheie cu exclamatia: ,Sunt un spaniol indragostit nebuneste!”.

in acelasi timp, in poemul neterminat , Don Juan” Balmont se declara un Don
Juan rus: ,Mi-am amintit de stepd. Vad dincolo de ceatd/O mosie, o gradind, o sald de
bal elegantd,/Unde cu aceeasi dulce, senzuald inseldciune/ Am aprins privirile femeilor
ruse.”. (Polilova, 2012a, p. 207)

Poetul a scris doud sonete , spaniole” remarcabile, ,Lupta” (dedicat coridelor)
si ,Calderén”, pentru cartea , Sonetele soarelui, mierii si lunii” (1917), care avea drept
epigraf o traducere a unor versuri populare spaniole (, Cuvantul cantecului - o picdtura
de miere,/Revirsatd peste marginea/unei inimi prea pline.”). (Balmont, 1969, p. 542)

Alteori, poezia nu face referire directd la imagini specifice consacrate, dar
cunoasterea contextului istoric ajutd la identificarea lor. De exemplu, trecutul eroic al
orasului-cetate este mentionat in poemul ,, Toledo” al cdrui trecut de luptad si rezistentd,
este intruchipat in arhitectura sa, grandioasd si puternica: ,Tu, rostindu-ti versul, ai
tacut // Pe veci, - // Dar anii trecuti cantd in tine, // Esti un vers puternic sculptat in
piatrd”. (Balmont, 1897 apud. Polilova, 2012a, p. 218)

Cel mai enigmatic poem pe teme spaniole, dificil de comentat este , Floarea
spaniold”, in privinta caruia Maryeva (2007, p. 137) observa cd Spania, in acest caz, nu
reprezintd un spatiu istoric, geografic specific, ci mai degraba unul sintetic, asociativ.

Prin perfecta cunoastere a unei traditii culturale si literare la care a ales sd se
raporteze, prin ,imaginile eterne” ale Spaniei, pe care nu le-a redat printr-un simplu
impuls mimetic, poetul s-a exprimat pe sine insusi, propria intelegere asupra lumii si a
redescoperit poeziei ruse potentialul imaginarului spaniol.
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Poetica garoafei

Asa cum s-a remarcat, Balmont a devenit un cantdret al garoafelor, care apar in
operele sale mai des decat la orice alt poet rus si european. In lirica acestuia, garoafele
,nu sunt doar un obiect special, ci 0 temd poetici in sine” (Polilova, 2023, p. 10). in
volumul , Dragoste si urd”, in care a reunit traducerea sa insolitd a cantecelor populare
spaniole, trandafirii sunt mentionati de 19 ori, iar garofele de 18, o egalitate poetica a
acestor flori de neconceput in traditia rusa. (Polilova, 2023, p. 13)

Eruditia sa in literatura spaniold a fost vastd si profundd, incat este cert ca
poetul a preluat-o din poezia spaniold, fie cd este vorba de cantecele populare, ori de
versurile poetilor sdi preferati din Secolul de Aur, pentru care prezenta si imaginea
garoafei au o semnificatie exceptionala.

Imitand folclorul spaniol si poetii spanioli, Balmont introduce imaginea buzelor
de garoafa in locul comparatiei gurii si buzelor cu un trandafir, traditionald pentru
poezia rusd: , Si buzele tale sunt garoafe” (,Perld fragedd, Margarita...”), , Iubesc totul
la tine. Ne dai flori - /Garoafe stacojii si buze de trandafiri si maci [...]” (,Imn
Soarelui”). Metafore similare -comparatii ale buzelor si gurii cu garoafe- pot fi gasite in
copla populard spaniold preferatd a lui Balmont: ,, Buze de garoafa violeta” (sp. , Labios
de clavel morado”), ,Gura ta e o garoafd de mai” (sp. , Tu boca un clavel de mayo”).

intr-un pasaj din drama lui Calderén ,Adoratia Crucii”, tradusd de Balmont,
garoafele sunt mentionate intr-un context caracteristic: ,Ochii as vrea sd-i inchid,/ca sa
nu vad acest sange,/Ca sa nu stiu cd culoarea garoafei/cheamad sd fie rdzbunata [...]”
(sp. ,Quisiera cerrar los ojos/a aquesta sangre inocente,/que esta pidiendo
venganza,/desperdiciando claveles [...]”).

Comparatia sangelui cu garoafele, pe care o regdsim in lirica lui Balmont -
»~garoafe insangerate”-, isi are corespondent in sintagma spaniold ,sangrientos
claveles”, din comedia ,Con quien vengo vengo”, ori din piesa religioasa (sp. ,auto
sacramental”) , El cordero de Isaias”, ale lui Calderdn, dar si in imaginea similard din
cantecele populare spaniole, versurile lui Géngora si Quevedo.

Imaginea imprumutata din spaniold isi pdstreaza unele dintre caracteristicile si
contextele sale tipice, dar se transforma si capatd noi semnificatii in sistemul poeziei lirice a
lui Balmont, gratie unor procedee stilistice diverse. Poetul rus include garoafa in trioul floral
format din florile rosii (garoafa, trandafirul si macul), 1i asociazd un epitet permanent,
,fierbinte”, care reflectd reprezentarea acesteia ca o floare a pasiunii si a iubirii, o insoteste
cu propriul sau epitet - ,iulie”-, sau include cuvantul in contextul imediat:

,Zilele de iulie se sting in garoafe [...]” (,Garoafe”)

,Pe pajistile de iulie vdd deodatd/Picdturi de sadnge intr-o garoafd [...]”
(,Rosu”)

»Ascultandu-le cantecele, am visat la iunie,/M-am trezit abia cidnd am
observat o floare stacojie.//Ma uit - ei bine, da, garoafele lui iulie
infloresc,/Smaraldul lui iunie se imbracé in purpuriu” (,Solar”).
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Gratie poeziei lui Balmont, garoafa a dezvoltat o gamd stabild de asociatii, iar
statutul acesteia ca floare poeticd a fost consolidat in literatura rusd, trecand la alti poeti:
aceasta a substituit trandafirul din rolurile metaforice consacrate, fiind folositd pentru a
descrie frumusetea feminind, roseata buzelor, a zorilor de zi si a amurgului, ori ca simbol
abstract al tineretii efemere, al frumusetii, al mortii inevitabile s.a. Asa cum s-a remarcat:

Imprumutand-o de la poetii sdi spanioli preferati din Secolul de Aur, el a facut
din garoafd un element important al propriului sistem simbolic, legdnd-o ferm
de o serie de asociatii traditionale si noi: flori rosii (garoafe, trandafiri, maci) -
sange - razele stacojii ale soarelui/lunii - iulie - rubine - foc - dragoste - moarte.
[...] Poetii contemporani lui Balmont au asimilat, prin poezia sa liricd, legatura
dintre garoafd si Spania [...] Pand in anii 1910, statutul garoafei ca floare
poeticd era ferm stabilit si a trecut din paginile literaturii inalte in cultura
populara. (Polilova, 2023, p. 21)

Concluzii

Detalierea si aprofundarea cercetdrii asupra componentei spaniole din opera
poetului rdman o sarcind de viitor. Descrierea preliminara a legaturilor lui Balmont cu
Spania demonstreaza receptarea specificd, rolul major pe care cultura spaniold l-a jucat
in viata si creatia acestuia si ilustreaza cu asupra de mdsurd versul final al poeziei
,Floarea spaniold”, pe care l-am citat in titlul lucrdrii noastre, o adevdratd profesiune
de credintd a poetului simbolist rus: ,,Sunt devotat stelei spaniole!”.
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RECEPTAREA ACTUALA A OPEREI LUI EMINESCU
[THE CONTEMPORARY RECEPTION OF EMINESCU’S WORK]

Anamaria ACONSTANTINESEI!
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anamaria.aconstantinesei2@student.usv.ro

Abstract: This paper aims to examine how Mihai Eminescu is perceived today, both by literary
critics and by readers. Most of the time, literary criticism has held unanimous opinions about the
work of the great poet; however, in the present day, these views are becoming increasingly
diverse. While some critics believe that neither the work nor the poet can be contested, others
argue for a detachment from the entire myth that has been built around Eminescu’s figure. Thus,
several contemporary names have been brought into discussion—figures who have chosen to
approach Eminescu’s writings from different perspectives, precisely in order to offer the public
as wide a range of opinions as possible.

Keywords: Eminescu, critici literard, demitizare, receptare, actualitate.

Introducere

Atunci cdnd pornim pe drumul interpretdrii unor opere, avem in vedere mai
multi factori: biografia autorului, contextul in care a luat nastere opera, critica literara
etc. Astfel, modalitatea noastrd de a analiza, se lasd (voit sau nu) influentatd de toate
elementele cu care ludm contact inainte sau dupa lectura textului propriu-zis.

Iata cum multi dintre autorii pe care ii citim, sunt rezumati la simple formule
cliseice sau la o imagine impusa de critica literard. Este aici si cazul lui Mihai Eminescu,
poet ce a fost redus, in multe dintre perioade, la un mit: cel al poetului national, geniul fari
de noroc. Tocmai din acest motiv, Eminescu a ajuns sd nu mai fie atat de ,gustat”, mai
ales de tinerele generatii, ci mai degraba vazut ca un intangibil punct de referinta. Este
drept cd, nu numai criticii literari sunt cei care au impus aceastd imagine, ci si felul in
care este prezentat in scoli, de pilda.

Viziuni actuale
Ilina Gregori fatd in fatd cu Eminescu

De aici pleaca si Ilina Gregori, in lucrarea sa intitulatd ,Stim noi cine a fost
Eminescu?”. Scopul pe care autoarea il are in vedere este acela de a schimba perceptia
despre Eminescu. Astfel, ea creeazd poetului un altfel de portret: il aduce mai aproape
de noi, il umanizeaza si il pune in relatie cu cititorul insusi. Ceea ce evidentiaza ea nu

1 Coordonator: Prof. univ. dr. Daniela PETROSEL.
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este doar o altd cheie de raportare la Eminescu, ci ofera si o idee de meditatie la conditia
cititorului, implicit la maniera de interpretare a operei sale, adresand doud intrebari
importante: , Cine a fost Eminescu? Dar cine sunt eu?” (GREGOR], Ilina, Stim noi cine a
fost Eminescu?, editura ART, Bucuresti, 2009).

Iatd cum, fard sd ne dam seama, ne aflim intr-un punct in care realizdm c4, de
fapt, asa cum ne spune Ilina Gregori, Eminescu reprezintad exact ceea ce este fiecare
dintre noi. In alti termeni, variantele in care opera lui poate fi cititd sunt nelimitate. Cate
persoane, atdtea adevaruri, am putea rezuma. Inainte s ne intrebdm daci Eminescu ne
ofera ceva, ar trebui s vedem ce 1i putem oferi noi lui. lar principala noastrd sarcind in
acest caz este tocmai recitirea, dintr-o perspectiva ceva mai personald, a operei sale.
Astfel, ii putem oferi poetului ceea ce ar fi de asteptat: actualitatea.

Astfel, sdtui de acest tablou al unui Eminescu mai presus de orice, ne-a facut sa
ne indepartdm de el si sd ne punem intrebarile: Dar ce ne mai ofera el astdzi? De ce l-am
mai citi? Ce il recomandd tinerelor generatii?

Ioana Bot si raportarea la Eminescu

Apropiatd de gandirea Ilinei Gregori este si loana Bot. Abordarea ei, usor
ludicd, merge mai mult inspre omul Eminescu, decat inspre poetul Eminescu, tocmai
din dorinta de a-1 aduce mai aproape de noi. In studii precum , Eminescu explicat fratelui
meu”, loana Bot se desprinde usor de imaginea poetului, pe care toti o stim deja (aceea
de poet absolut), si se concentreaza mai degraba pe actualitatea poetului, dar si pe
maniera prin care putem fi mai aproape de el. Astfel, ea indeamnad la o lectura ,,cu ochi
straini”, adicd la o lecturd care s nu aibd in spate influentele criticii literare. Vazandu-1
pe Eminescu fard lentila criticd, incercdm sa ne desprindem de tentatia de a-1 rezuma la
poeziile care Insumeaza tema iubirii, iar ceea ce subliniaza loana Bot este cd, la
Eminescu, poezia nu este despre dragoste, ci ea insdsi este dragoste. (Eminescu explicat
fratelui meu, editura Art, Bucuresti, 2012). Umanizandu-1 pe poet, ajungem la esenta
fiintei, dar si a operei sale. Nu putem interpreta, in adevdratul sens al cuvantului,
poezia lui Eminescu dacd facem abstractie de contextualizarea dintr-un unghi modern a
operei sale. Desprinderea de mitul ce s-a creat in jurul poetului, adaptarea la contextul
modern, umanizarea lui, reprezintd doar cativa pasi pe care loana Bot 1i recomandd in
lectura eficientd a operei eminesciene. Totodatd, autoarea a remarcat si reticenta
tinerilor fatd de opera eminesciand, cauzatd de o parcurgere fragmentard si adeseori
insuficientd a operei. Eminescu este astdzi redus numai la cateva poezii (Luceafirul,
Lacul etc), iar acest lucru il face pe tdndrul public cititor sd-1 ocoleascd, deoarece nu-1
mai cunoastem pe poet in adevdrata sa profunzime. Cititorii, observad loana Bot, s-au
indepadrtat de poet, dar nu si de imaginea impusa de cétre societate pe care o are.

Lucian Boia - Intre istorie si criticd literard

Complementard pentru o imagine cidt mai ampld a poetului este si abordarea
istoricului Lucian Boia, mai ales in lucrarea ,,Mihai Eminescu, roméanul absolut-Facerea si
desfacerea unui mit”. Spre deosebire de loana Bot, Lucian Boia este mai ancorat in
contextul istoric in care Eminescu scrie. El pune in prim-plan atat citeva elemente ce tin
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de diagnosticul primit de poet, cat si chestiuni de ordin politic, ce aveau sd influenteze
opera si viata lui Eminescu. latd cum, de la apropierea de poet, ajungem acum la
speculatii referitoare mai degrabd la orientdrile politice pe care acesta le avea, dar si la
legédturile dintre poeziile de inspiratie populard sau nationald si contextul istoric in care
Eminescu se afla. Lucian Boia nu pune o granitd clard intre personalitatea poetului si
opera sa. El este de pdrere ca poezia, dar si publicistica sunt in stransd legatura cu
personalitatea poetului, adesea polemicd. Istoric la baza, Boia subliniazd, la randu-i,
puternica legaturd pe care Eminescu o avea cu trecutul, istoria fiind pentru el un univers
compensator pentru prezentul aflat intr-o continud decddere. Chiar dacd nu este atat de
inversunat ca Manolescu, Lucian Boia aprobd in scrierile sale pdrerea criticului literar,
care pretinde cd Eminescu este astdzi rezumat doar la un mit, iar o indepartare de acesta,
o manierd distantd de a-1 citi, reprezintd cheia spre o mai bund receptare.

in articolul intitulat ,E o intrebare!”, din revista , Dilema” din 1998, Manolescu
pune serios la indoiald actualitatea poetului. Printre posibilele cauze care determind o
astfel de atitudine se numara incapacitatea romanilor de a se desprinde de Eminescu si
de a-1 reciti. Lucian Boia aduce in discutie aceleasi motive, spunand ca desprinderea de
poet, de imaginea de mit pe care poporul roman si-a creat-o despre el, reprezinta
principala cale prin care il putem actualiza. Nu actualitatea operei este contestatd, ci
actualitatea modului in care ne raportam la ea. Este limpede cd, odatd cu societatea,
modalitdtile in care putem analiza opera unui scriitor evolueazd, punand in legatura
temele literare cu contextul social, afirma Boia.

Puncte comune

Aici este punctul in care toate parerile mentionate pand acum se intalnesc:
raportarea la Eminescu din perspectiva unui cititor ce pare sd il abordeze pentru prima
datd. Atat Ilina Gregori, Ioana Bot, cat si Lucian Boia, ajung astfel la un consens si
militeaza pentru accesibilitatea poetului prin negarea imaginii de incontestabil pe care o
are. Mentinerea ideii ca poetul este un geniu neingeles a contaminat atatea generatii, incat
astdzi s-ar putea intelege cd intreaga operd ii este contestatd. Adevarul este cd, trecand
peste toate disputele existente, nu putem sa-1 vedem pe Eminescu fiind mai aproape de
noi, decat dupa ce invatdm sa-1 privim de la distantd. Desi sund paradoxal, fenomenul
tinde sd aiba succes, intrucat astfel se practicd o relecturd a textelor, menitd sa adauge
modele noi de interpretare la cele deja existente.

Studiile recent apdrute cu privire la Eminescu, se inscriu intr-o noud , traditie”, ci
anume aceea a demitizdrii poetului. Dacd pand prin comunism critica literard nu s-a oprit
din a-1 rezuma pe poet la un simplu mit, iatd cd actualitatea pune in prim-plan intéi
poezia, apoi omul din spatele ei. Interesantd ar fi abordarea operei sale, pornind de la
ideea cd nu stim de cdtre cine este scrisd, pentru a putea depasi granitele impuse de tot
ceea ce am auzit paAnd acum: poet romantic, geniu pustiu, iar exemplele pot continua. A-i
asocia opera cu imaginea deja mult prea ,uzatd” care i-a fost atribuitd este o mare
nedreptate pentru Eminescu, iar asta aduce dupd sine pierderea adevdratului sens al
poeziilor pe care le avem in fatd. Odatd ce ne oprim din a asocia opera cu personalitatea
autorului, vom reusi sd aducem elemente de noutate in interpretarea textelor.
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Curentul anti-Eminescu

Nicolae Manolescu, una dintre cele mai influente voci ale criticii literare roméane
contemporane, reprezintd un reper esential in orice discutie despre actualitatea lui Mihai
Eminescu. In articolul sugestiv intitulat E o intrebare!, publicat in paginile revistei Dilemna,
criticul nu oferd un rdspuns direct la intrebarea daca Eminescu mai este sau nu actual, ci
prefera sa reconfigureze problema printr-o interogatie fundamentalad: mai este Eminescu
cu adevdrat citit? Aceastd deplasare de accent de la statutul abstract al actualittii la
practica concretd a lecturii este esentiald, deoarece sugereaza cd relevanta unui autor nu
poate fi mentinutd in absenta unui contact viu si autentic cu opera sa.

Réaspunsul oferit de Manolescu este unul pesimist: Eminescu nu mai este citit in
mod real, ci mai degraba invocat, citat sau studiat formal. Cauza acestei situatii nu este,
in opinia criticului, obligativitatea impusd de sistemul educational, ci lipsa unei
motivatii interioare a cititorului de a se apropia de textul eminescian. Astfel, problema
nu rezidd in prezenta lui Eminescu in programa scolard, ci in maniera superficiald si
rigidd in care opera sa este predata si receptatd. Pe de o parte, tinerii citesc in grabad, fara
a aprofunda sensurile textului; pe de altd parte, imaginea sacralizatd a poetului induce
0 anumitd teamd sau inhibitie, impiedicand o relatie liberd si personald cu opera.
Respectul excesiv se transformd, paradoxal, intr-o forma de distantare, anuldnd
posibilitatea unei autentice interiorizari a universului eminescian.

Un alt punct central al reflectiei lui Manolescu il constituie ideea recitirii,
inteleasd nu doar ca revenire asupra textului, ci ca reconfigurare criticad a interpretarilor
existente. Criticul semnaleazd o stagnare a exegezei eminesciene, afirmand cd, dupa
contributia lui Ion Negoitescu — considerat , ultimul mare cititor al lui Eminescu” —
nu s-au mai produs schimbari semnificative in modul de abordare a operei poetului.
Aceastd lipsa de reinnoire criticd contribuie la fixarea lui Eminescu intr-un tipar
interpretativ rigid, care ii diminueaza vitalitatea si capacitatea de a dialoga cu
prezentul. in plus, Manolescu atrage atentia si asupra insuficientei editiilor accesibile,
ceea ce a Ingreunat, cel putin pand la momentul respectiv, o circulatie larga si
actualizatd a operei. Solutia propusd este una aparent paradoxald: o ,despdrtire” de
Eminescu, adicd o eliberare de conventiile de lecturd mostenite, pentru a permite o
reintdlnire autenticd cu textul sau.

In acelasi spatiu publicistic, Mircea Cartirescu propune, in articolul Fapte, o
perspectivd diferitd, centratd pe demitizarea figurii lui Eminescu. Spre deosebire de
discursul traditional, care privilegiaza imaginea poetului genial si aproape inaccesibil,
Cartarescu isi construieste argumentatia pornind de la marturii ale contemporanilor lui
Eminescu, precum Mite Kremnitz, N. Densusianu sau Titu Maiorescu. Acest procedeu ii
permite sd evite asumarea directd a unei pozitii critice radicale, transferand
responsabilitatea afirmatiilor citre surse istorice. Titlul articolului indicd deja orientarea
spre concret si factual, sugerand o coborare deliberatd din sfera mitului in cea a realitatii.

Portretul rezultat este unul complex si paradoxal: Eminescu apare ca o fiintd cu
trasaturi fizice comune, uneori chiar nepldcute, in contrast puternic cu strdlucirea
intelectuald si profunzimea creatiei sale. Departe de a constitui o formd de denigrare,

194



aceastd abordare urmdreste umanizarea poetului, recuperarea dimensiunii sale
autentice si accesibile. in acest sens, demersul lui Cirtirescu contribuie la actualizarea
lui Eminescu, tocmai prin eliberarea acestuia de aura excesivé care il transformase intr-
un simbol rigid si inaccesibil.

O pozitie mai radicald este adoptata de Rdzvan Radulescu in articolul Eminescu
vizut de departe. Autorul pledeaza explicit pentru o distantare criticd si denunta
ipocrizia discursurilor omagiale, care, in opinia sa, nu fac decat s golescd de continut
opera eminesciana. In acord cu observatia anticipativd din Scrisoarea I, potrivit careia
elogierea poate ascunde ironie sau superficialitate, Raddulescu considerd ca societatea
contemporand il invocd pe Eminescu mai degraba ca pe un simbol legitimant decat ca
pe un autor realmente citit si inteles.

Afirmatiile sale — lipsa de afinitate fatd de poezia eminesciand sau contestarea
statutului de poet national — au un caracter provocator si polemic, dar ele trebuie
intelese in contextul unei reactii impotriva cliseizdrii excesive a imaginii poetului.
Pentru Raddulescu, Eminescu a devenit prizonierul propriei mitologii culturale, iar
aceastd mitologizare a dus la pierderea contactului cu autenticitatea operei sale. Chiar
dacd pozitia sa poate pdrea exageratd, ea are meritul de a stimula o reflectie critica
asupra modului in care valorile culturale sunt conservate si transmise.

In fine, Serban Foartd, in articolul Eminescu rustavelizat, abordeazd problema din
perspectiva limbajului si a stereotipurilor culturale. El evidentiaza proliferarea unor
formule consacrate — ,, poet national”, ,poet nepereche”, , Luceafdrul poeziei romanesti”
— care, desi aparent elogioase, contribuie la simplificarea si uniformizarea imaginii lui
Eminescu. In viziunea sa, aceasti reducere la cateva etichete fixe riscd si anuleze
complexitatea operei si sd transforme poetul intr-un simbol abstract, lipsit de vitalitate.

Foartd sustine cd statutul de poet national nu derivd neapdrat din esenta operei
eminesciene, ci mai degraba dintr-o nevoie a constiintei colective de a-si construi repere
identitare. In acest proces, anumite teme — in special cele de natura nationald — au fost
privilegiate, in timp ce altele, precum iubirea, natura sau reflectia filozoficd, au fost
marginalizate. Prin urmare, demersul sdu urmdreste recuperarea pluralitdtii tematice si
semantice a operei lui Eminescu, eliberand-o de constrangerile unei interpretari unilaterale.

Eugen Simion in apdrarea lui Eminescu

Eminescolog convins si una dintre cele mai importante autorititi in domeniul
criticii literare romanesti, Eugen Simion intervine in dezbaterea privind actualitatea lui
Mihai Eminescu prin doud articole publicate la inceputul anului 1998, ambele purtand titlul
Despirtirea de Eminescu. Spre deosebire de ceilalti participanti la polemicd, ale cdror opinii au
apdarut in paginile revistei Dilema, Simion isi formuleaza reactiile intr-o altd publicatie,
Curentul, fapt ce sugereaza o anumitd distantare fatd de cadrul initial al discutiei.

Incd din debutul interventiei sale, criticul precizeaza c& nu respinge in totalitate
ideea lansata de Nicolae Manolescu, aceea a necesitdtii unei distantdri fatd de Eminescu.
Dimpotrivd, Eugen Simion admite cd o astfel de distantd poate fi beneficd, in mdsura in
care permite o receptare mai lucidd si mai putin incdrcatd de prejudeciti. Cu toate
acestea, el se opune ferm opiniilor radicale care diminueazd valoarea poetului sau
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contestd statutul sdu de , poet national”, chiar dacd aceasta titulaturd a devenit, in timp,
un cliseu cultural. In viziunea sa, astfel de afirmatii nu reprezintd exercitii critice solide,
ci mai degrabad reactii exagerate, lipsite de echilibru si de fundament.

Un alt aspect important abordat de Simion este apdrarea integritdtii operei
eminesciene. El respinge categoric ideea, sustinutd de unii autori din Dilema, potrivit
cdreia publicistica lui Eminescu ar fi lipsita de valoare si, prin urmare, neglijabila in
analiza creatiei sale. Din contrd, criticul considerd cd scrierile jurnalistice ale poetului
sunt esentiale pentru intelegerea personalititii sale complexe, relevand dimensiunea sa
civicd si implicarea in problemele epocii. Excluderea acestui segment ar conduce la o
imagine incompleta si distorsionata a lui Eminescu.

In ceea ce priveste tendintele de contestare a poetului, Eugen Simion le explica
prin lipsa de experientd si de maturitate critici a celor care le promoveaza. In opinia sa,
aceste pozitii nu sunt rezultatul unor analize profunde, ci mai degraba al unui reflex de
opozitie fatd de valorile consacrate. Aceastd atitudine este alimentatd si de imaginea
falsd a lui Eminescu, construitd incd din anii de formare, cdnd acesta este prezentat ca o
figura intangibil, inaccesibild spiritului critic. In mod paradoxal, aceastd sacralizare
excesivd ajunge sa produca efectul invers: tinerii resping opera poetului tocmai din
cauza modului rigid si dogmatic in care au fost invatati sd o perceapa.

Totodatd, Simion recunoaste existenta unor probleme reale in receptarea
contemporand a lui Eminescu. El observa cd poetul a fost adesea instrumentalizat in
contexte politice, devenind nu doar o figura literard, ci si un simbol utilizat in dezbateri
ideologice si identitare. Aceastd utilizare excesivd a contribuit la indepdrtarea de opera
propriu-zisa si la deformarea imaginii autentice a scriitorului.

in acelasi sens, criticul semnaleazd ceea ce numeste ,mediocritatea elogiilor”,
adicd acea formd de admiratie superficiald, lipsita de substantd, care intretine mitul fara
a favoriza o intelegere reald a operei. Aceastd observatie il apropie, intr-o anumita
masurd, de pozitiile exprimate anterior in Dilerma, demonstrand cd problema nu este
existenta lui Eminescu ca reper cultural, ci modul defectuos in care acesta este receptat.

In final, Eugen Simion explici oscilatia dintre idolatrizare si contestare printr-o
trasaturd mai largd a mentalitatii culturale: tendinta de a demitiza valorile dupd o
perioadd indelungata de glorificare. Astfel, dupa ce o figurd culturald este ridicata la
rang de simbol absolut, apare inevitabil o reactie de respingere, urmatd, eventual, de o
reevaluare mai echilibratid. In cazul lui Eminescu, aceasti dinamici nu reflecti o
diminuare a valorii sale, ci mai degraba dificultatea societdtii de a-l recepta in mod
autentic si nuantat.

Concluzii

Concluzionand, actualitatea lui Eminescu este un subiect cdruia critica literara
ii acordd deosebita atentie, tocmai din dorinta de a nu-l ldsa sa fie uitat. Modalitatile
prin care il putem pdastra actual nu mai tin, propriu-zis, de modelele impuse de critici,
insd tin de implicarea cititorului in analiza operei. Cu cat ii recunoastem poetului
conditia de contemporan, cu cat ii ancordm operele in realitatea imediatd, cu atat
reusim sa-1 descoperim pe Eminescu dincolo de ceea ce cunoastem deja.
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REPREZENTAREA TRAUMEI
IN OPERA HORTENSIEI PAPADAT-BENGESCU - BALAURUL
[THE REPRESENTATION OF TRAUMA IN THE WORK OF HORTENSIA
PAPADAT-BENGESCU - THE DRAGON]
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Abstract: This paper investigates the representation of trauma in Hortensia Papadat-Bengescu’s
novel, The Dragon (1923), one of the first European literary works to reflect the tragedy of World
War I from an exclusively female perspective. The core hypothesis asserts that trauma transcends
mere historical documentation, being analyzed through a dual lens: macroscopic, illustrating the
collective chaos and the metaphorical “dragon” of war, and microscopic, through a clinical,
relentless dissection of physical wounds and moral degradation. By placing the narrative
epicenter in transit spaces, such as train stations and field hospitals, the author replaces martial
heroism with a clear focus on biological precariousness and compassion. The protagonist, Laura,
experiences trauma not only as a brutal visual shock to the mutilated human anatomy but also as
an intellectual crisis generated by the absurdity of war and the limits of language. Furthermore,
emotional suffering translates into biological misery, deeply affecting the subconscious.
Ultimately, this paper proves the evolutionary and cathartic nature of trauma in the novel. The
confrontation with absolute suffering does not disintegrate the self; rather, it dismantles the
protagonist’s egocentrism, initiating a moral purification that culminates in empathy and
absolute solidarity with humanity.

Keywords: trauma, war, crisis, female perspective, transition space.

Introducere

Conceptul de traumd a atras mult interes in studiile literare. Termen-cheie in
aborddrile psihanalitice ale cercetdrilor literare, teoria traumei reprezintd o abordare
criticd ce investigheaza modul in care experientele traumatice, individuale sau colective,
sunt interiorizate, reprezentate si transmise prin discursuri culturale, in special in
literaturd, evidentiind tensiunea dintre imposibilitatea de a exprima pe deplin trauma si
necesitatea de a o narativiza. Studiile traumei (Trauma studies) constituie un domeniu
vast, bazat pe o genealogie discursiva care se intinde pe parcursul unui secol, avandu-si
originile in practicile terapeutice ale neurologilor europeni de la sfarsitul secolului al XIX-
lea, precum Charcot, Janet, Breuer si Freud. Acesti pionieri au definit trauma ca o
vatdmare psihicd sau emotionald, cauzatd de evenimente catastrofale, o perspectiva care,

1 Coordonator: Lector univ. dr. loan FARMUS.
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desi isi are rddécinile in conceptul grecesc de rana fizica (tpadua), a evoluat pentru a
descrie o leziune a psihicului (Kurtz, 2017, p. 2). In spatiul cultural autohton, o
preocupare vizibild si bine creionatd pentru acest tip de studii abia se incheagd, traditia
criticd tratdnd adesea experientele traumatice ca pe o anexd a temei rdzboiului. Un loc
aparte in oglindirea experientei Primului Rdzboi Mondial il ocupa romanul Balaurul
(1923), una dintre primele cdrti romanesti despre rdzboi, care oferd o cronicad severd a
dramei spatelui frontului si care ar putea fi consideratd prima reflectare a tragediei
rdzboiului la nivel european dintr- viziune feminind (Ciopraga, 1973, p. 113). Opera, in
care autoarea s-a oferit pe sine ,ca obiect de experientd celor mai dureroase” (Ciopraga,
1973, p. 101) imprejurdri, si in care a trecut ansamblul realitdtii concrete prin focul
trdirilor, se constituie intr-o confesiune a unei constiinte ranite, fiind pentru Hortensia
Papadat-Bengescu o ,pledoarie pentru adevar” (Ciopraga, 1973, p. 63), in care
,autobiografia literard cu cea personald se confundd inexorabil” (Ciopraga, 1973, p. 250),
reflectdnd o existentd artistica trditd cu o suferintd coplesitoare.

Evaluarea cercetdrilor precedente privind opera Hortensiei Papadat-Bengescu a
inceput cu o perspectiva estetizantd, care a pus accentul pe procedeele stilistice si pe
rolul evolutiei sale ca scriitoare. In critica interbelics, de pildd, E. Lovinescu, un
admirator entuziast si promotor al prozatoarei, care ii lega numele de cencaclul
,Sburdtorul”, observa ,strinsa dependentd a acestui material [din Balaurul] de
personalitatea scriitoarei”, notand ,tonul patetic si febril” al operei (Ciopraga, 1973, p.
113). Tudor Vianu, la randul sdu, a pus in discutie particularitdtile scrisului ei intr-o
opticd asa-zis feminind, evidentiind fuziunea dintre sensibilitate si inteligents,
recunoscand totodatd , forta de inciziune a observatiei” (Ciopraga, 1973, p. 237) si ,stilul
scormonitor” (Ciopraga, 1973, p. 246). Critica din epocd, desi a recunoscut originalitatea
si forta analiticd a operei, a considerat-o adesea ca fiind doar o etapd cdtre maturizarea
artistica deplind. Ulterior, critica postbelicd, avand acces la o viziune de ansamblu
asupra intregii opere a Hortensiei Papadat-Bengescu, a putut intelege mai bine locul pe
care il ocupd romanul in evolutia scrisului ei, marcand inceputul maturizdrii spre
obiectivizare. Constantin Ciopraga insusi, in studiul sdu monografic, a inclus Balaurul
in categoria cronici de rizboi, considerand-o un amplu jurnal. In ciuda importantei sale
ca document general-uman, romanul a fost obiectul unor putine studii dedicate
exclusiv, fiind adesea umbrit de romanele ciclului Hallipilor.

Ipoteza noastrd este cd reprezentarea traumei in Balaurul transcende simpla
documentare a ororilor razboiului. Trauma este analizatd de Hortensia Papadat-
Bengescu printr-o opticd duald: pe de o parte, este prezentatad la nivel macroscopic, prin
simbolismul haosului colectiv, iar pe de altd parte, este disecatd la nivel microscopic,
prin descrieri clinice, necrutdtoare ale ranilor fizice si ale degradarii morale.

Justificarea ipotezei noastre se bazeaza pe faptul cd autoarea insdsi se definea ca
fiind un observator hipersensibil si analitic, al cdrui ochi este ,construit fiziologiceste
astfel, incit sd nu vada scoarta lemnului, ci sd treacd prin ea, ca printr-un geam in
miezul lui”(Ciopraga, 1973, p. 1), o tehnicd numitd de critica moderna ,literaturd a
profunzimilor” (Ciopraga, 1973, p. 53). Astfel, optica duald pe care o propunem,
macroscopicd si microscopicd, rezoneaza cu aceastd metodd analiticd proprie autoarei,

200



ce presupune o analizd minutioasd care pdtrunde in profunzimea psihicului, pand in
straturile subconstientului si ale obsesiilor, urmarind cu precadere resorturile intime ale
destinelor. Aceastd ipotezd deschide calea unei reevaludri a romanului in contextul
teoriilor critice contemporane ale traumei, care pun accentul pe specificitatea traumei si
pe o mai mare luare in considerare a contextului social si cultural.

Metodologia de investigatie pe care o propunem se va baza pe evolutia psihica
a personajelor, in special a Laurei, care nu manifestd o dezintegrare a sinelui, ci
parcurge un proces dificil ce conduce la o luciditate crescuta si la o constiintd redefinita.
Explorarea va viza in special indiciile conform cdrora se traverseazd o traumd sub
formd de soc si suferintd si puterea cu care aceasta se parcurge, deoarece Hortensia
Papadat-Bemgescu insdsi considera experienta rdazboiului ca fiind un ,mare plus”
(Ciopraga, 1973, p. 102) pentru constiinta ei, o vindecare a durerilor launtrice. De
asemenea, ne vom concentra pe urmdrile pe care le are rdzboiul asupra psihicului,
investigdnd modul in care acesta, ca experientd traitd, patrunde in zonele obscure ale
mintii, sporind perceptibilitatea autoarei. In acest cadru, vom examina transformarea
Laurei cidtre o mai mare solidaritate cu cei de langd, subliniind contrastul dintre
degradarea eticd (,Om cdtre om fiarda”, Ciopraga, 1973, p. 108) si eroismul celor care
raman de neclintit in suflet.

Razboiul din perspectiva feminina. Laura si spatiul de tranzitie

Declansarea Primului Razboi Mondial marcheazd un moment-cheie in
traiectoria literard a Hortensiei Papadat-Bengescu, determinand o redefinire a directiei
de la proza profund subiectivd cdtre o viziune analiticd si o observare directd a
realitdtilor exterioare. Prin publicarea romanului Balaurul, autoarea realizeazd una
dintre primele scrieri europene care filtreaza tragedia conflagratiei mondiale printr-o
constiintd exclusiv feminina. In epicentrul acestei naratiuni se plaseazi Laura, un elter-
ego evident al scriitoarei, care alege sa pardseasca refugiul solitar pentru a se angaja ca
sord voluntard de caritate, dedicAndu-se efortului de salvare a victimelor frontului. Sub
aceastd grild de lecturd feminind, rdzboiul nu este inregistrat in coordonatele sale
strategice sau eroice, ci este interiorizat ca o experientd-limita a suferintei umane, un
factor brutal care dizolva barierele individualiste si genereaza un fior de purificare
morali si solidaritate colectiva.

Cadrul fundamental al acestei experiente nu este transeea, ci un spatiu de
granitd, tumultos si imprevizibil, gara unui oras de provincie, care functioneaza ca un
imens spatiu de tranzitie pentru nenumadratele drame individuale. Gara devine astfel
un punct nevralgic al provizoratului si al haosului, un loc unde se intersecteaza
necontenit convoaie militare, mase de refugiati panicati si soldati raniti. In acest peisaj
de apocalipsd, rdzboiul este figurat metaforic precum o entitate monstruasd, un balaur
care suprima reperele civilizatiei si scoate la iveald instinctele primordiale ale omenirii.
Trecute prin filtrul vizual al Laurei, trenurile negre si lungi, ticsite cu victime, capata
aspectul terifiant al unei reptile uriase, o prelungire a fiarei care inghite vieti. Contactul
direct cu acest spectacol al durerii o forteazd pe Laura sa isi abandoneze vechile reverii
egocentrice si sd isi reevalueze intregul sistem de prejudeciti sociale. Pentru autoare,
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gara si spitalul de campanie nu reprezintd doar simple decoruri ale actiunii, ci
configureaza un spatiu autentic de tranzitie estetica.

Optiunea autoarei de a plasa epicentrul narativ in acest spatiu de tranzit,
refuzadnd descrierea directd a luptelor de pe front, este motivata atat biografic, cat si
estetic. In primul rand, scriitoarea respectd principiul autenticitatii, valorificand strict
experienta sa nemijlocitd de sord voluntara a Crucii Rosii, acumulata in perioada in care
a activat in gara din Focsani.

Mai mult decat atat, spatele frontului i oferd un teren de observatie mult mai
fertil pentru investigatia eticd si psihologica pe care o vizeazd. Aici, la distantd de
eroismul cazon al transeelor, violenta brutd a primei linii se repercuteazd in forma ei cea
mai tulburdtoare, permitdnd radiografierea suferintei umane dezgolite de orice retorica
martiald. Gara functioneazd ca un focar in care se amalgameazd mizeria, durerea
extremad si destinele frante ale refugiatilor, oferind cadrul potrivit pentru o perspectiva
eminamente feminind, axatd pe compasiune, pe precaritatea trupului sfasiat si pe
efortul disperat de salvare de vieti.

Contactul Laurei cu razboiul. Trauma fizica si sufleteasca

Pentru Laura, proiectia fictionald a autoarei, coborarea in infernul Marelui Razboi
reprezintd o fracturd existentiald majord, o trecere bruscd de la o viatd interioard,
guvernatd de autoanalizd, la confruntarea directd cu istoria in forma ei cea mai violenta.
Angajatd ca sord de caritate, ea renunta la pozitia de observator izolat pentru a deveni o
participantd activd, aruncata in miezul unei drame colective coplesitoare.

Primul soc pe care il trdieste protagonista este de ordin vizual si senzorial,
constand in contactul nefiltrat cu atrocitatea trupeasca. Razboiul este golit de orice aura
eroicd sau festivd, dezvdluindu-se in brutalitatea sa nudd. Ochiul Laurei, deprins pana
atunci cu nuantele subtile ale starilor sufletesti, este silit sa inregistreze o anatomie a
distrugerii: trupuri strivite, leziuni adéanci ldsate prada infectiei, ochi arsi si o carne
transformatd intr-o masa inerta. Aceastd confruntare zilnicd cu mutilarea extrema si cu
agonia fizicd actioneaza ca un traumatism vizual, fortdnd personajul sd accepte
precaritatea si vulnerabilitatea conditiei biologice umane.

Dincolo de estetica ororii trupesti, experienta frontului declanseaza in Laura o
profundd crizd de constiintd. Rdzboiul capdtd in mintea ei dimensiunile unui balaur
apocaliptic, o bestie irationald care anuleazd milenii de civilizatie si elibereaza energiile
intunecate ale naturii umane. Trauma ei sufleteascd derivd in mare mdsurd din
spectacolul dezagregdrii etice la care asistd neputincioasd. Situatiile-limitd scot la iveald
egoismul feroce, instinctele primare de supravietuire cu orice pret si lasitatea,
demonstrand cum, sub imperiul panicii, omul poate redeveni o fiard pentru semenul sau.

In final, acest soc dublu, fizic si moral, nu o distruge pe protagonistd, ci
actioneaza ca un instrument de purificare interioard. Epuizarea adusa de munca
neobositd in slujba ranitilor o ajutd sd isi vindece propriile nevroze si ,dureri prea
subtiri” (Mihdilescu, 1975, p. 27) Pe aceastd cale, prin asumarea suferintei celorlalti,
Laura se elibereaza de vechiul sdu egocentrism, integrandu-se in tragedia colectiva.
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Forma si cauzalitatea traumei

Trauma se manifestd in carte pe doud planuri distincte. Pe de o parte, ea ia o
forma fizicd, brutald, prin contactul direct cu trupurile mutilate si cu durerea extrema.
Personajul principal, Laura, lucrand ca asistentd in spitalele de campanie, devine
martora unor scene de o cruzime greu de imaginat. Ea vede rani deschise, carne sfasiata
si vieti care atdrna de un fir de atd, un exemplu zguduitor in acest sens fiind imaginea
soldatului ranit atat de grav incat inima i putea fi vdzuta batand in piept.

Pe de alta parte, dincolo de socul vizual provocat de leziunile fizice si de
anatomia macabrului, trauma fictionalizatd in romanul Balaurul capatd o forma
intelectualizatd, generatd de o crizd a cunoasterii si a intelegerii lumii. Constiinta
narativd este zguduitd de o cauzalitate metafizicd: rdzboiul se dezvadluie ca un
mecanism absurd, guvernat de ,legile singelui” (Ciopraga, 1973, p. 104), o forta oarba
care anuleazd complet vointa si ratiunea umand. In fata acestei catastrofe ilogice si
antiumane, imaginatia insasi se simte neputincioasd, devenind o simpld ,,ucenica mila”
(Vianu, 1966, p. 203) pe langd instanta supremd a rdului absolut. Trauma capatd o
forma morald si psihologicd, manifestindu-se printr-un sentiment coplesitor de
neputintd in fata mortii. Laura fuge initial de propria drama sentimentald, dar suferinta
ei devine un lucru mdrunt si este complet absorbitd de tragedia colectivd pe care o
descopera in jur. Personajele trdiesc o spaimd constantd, realizand cat de fragild este
viata si cat de nedreapta este soarta care ii macind pe toti deopotriva. Desi confruntarea
cu balaurul aduce o durere de neimaginat, trauma are si un efect neasteptat. Suferinta
extremd sterge granitele dintre oameni, unindu-i printr-un sentiment de solidaritate
purd. Foamea, setea, durerea si frica de moarte devin experiente comune, care ii fac pe
toti egali, indiferent de statutul social.

Factorii declansatori ai traumei

O sursd mai putin evidentd a traumei o constituie starea de hiper-constientd a
martorului. Desi contactul cu suferinta declanseaza un proces nervos, febril, de continua
descdrcare a emotiilor, psihicul nu se poate refugia in uitare, ci este dominat de o
luciditate care pur si simplu sufocd. Astfel, trauma este amplificatd de senzatia
transformadrii omului intr-un simplu , instrument de inregistrare” (Ciopraga, 1973, p. 104),
obligat sa absoarbd o primejdie tacutd, lipsita de vedere si nesfarsita. Dincolo de spaima si
disperare, supraincdrcarea afectivi duce la un blocaj paradoxal. In fata abisului constant,
psihicul reactioneazd prin paralizie, generand revelatia sumbra ca ,nesimtirea e forma cea
mai desperatd a durerii” (Ciopraga, 1973, p. 112). Aceastd incapacitate de a mai simti
socul in mod activ devine ea insdsi un prag critic extrem, o boald a spiritului coplesit de
prea multd groaza. Trauma generatd de imposibilitatea exprimarii si limitele limbajului
contureazd o dramd interioard aparte, care se manifestd in clipa in care mijloacele
obisnuite de intelegere si de reprezentare devin insuficiente. Se atinge o limitd dincolo de
care perceptia senzoriald si capacitatea de redare plasticd nu mai pot avansa, locul fiind
preluat de fantezie. Framantarea psihologicd izvordste tocmai din aceastd incercare
indrdzneatd de a da formd a ceea ce nu poate fi exprimat. Individul este marcat de

203



incapacitatea de a fixa o realitate instabild si dureroasa in constrangerea limbajului precis,
resimtind constant ca esenta autentica a tragediei se pierde printre cuvinte.

In cele din urmd, constiinta este destabilizatd de o succesiune de revelatii amare
despre functionarea realitdtii si despre degradarea generatd de instinctul de
supravietuire. Impactul provine din constatarea directd cd natura umana este adesea
constrdnsa sa renunte la demnitate pentru a putea continua sa existe, autoarea
surprinzand cu durere ,ce jos sint uneori nevoiti sd se tupileze oamenii ca sa se poata
ridica” (Ciopraga, 1973, p. 112). Acceptarea acestei dualitdti terifiante a lumii,
intelegerea faptului cd moartea nu doar distruge, ci, intr-un mod paradoxal si
infricosdtor, si genereaza noi forme de viatd, constituind o loviturd decisiva asupra
oricdror idealuri anterioare.

Amprentele traumei in constiinta

O amprentd marcantd ldsatd de trauma este transferul acesteia din sfera pur
emotionald in cea biologicd, proces prin care durerea capdtd o materialitate
tulburdtoare. Autoarea nu priveste durerea ca pe o entitate abstractd, ci o ancoreaza
direct in reactii organice, evidentiind o interdependentd absoluta intre fizic si psihic.
Trauma se traduce astfel la nivel fiziologic, generand ceea ce scriitoarea numeste trup
sufletesc. Socurile si spaimele ascunse uzeaza fiinta la nivel celular, dovedind ca orice
dramd a mintii devine, inevitabil, si o maladie a corpului.

Ceea ce mintea constientd nu poate asimila se revarsa in inconstient, care devine
un depozit al terorii si al compasiunii duse la extrem. Confruntarea cu instinctele primare
brute, dezldntuite de haosul frontului, genereaza spaime profunde si o respingere
instinctuald fatd de degradarea naturii umane, spaime care se instaleaza in zonele obscure
ale mintii. Mai mult, contactul constant cu pacientii aflati pe moarte provoacd o reactie
psihologica de transfer: ,ceva din ea agoniza acolo” (Mihailescu, 1975, p. 16).

Consecintele traumei. O viziune evolutiva

Consecintele traumei in romanul Balaurul nu sunt statice, ci descriu un traseu
psihologic si moral transformator pentru protagonista Laura. Aceastd evolutie a
suferintei poate fi urmdritd pe trei etape majore, marcdnd trecerea de la izolarea
individuald la comuniunea cu marea masad umana.

In prima faza, consecinta imediata a contactului brutal cu atrocitatile spitalelor
de campanie este destabilizarea violentd a ratiunii si a sensibilitatii eroinei. Smulsa
brusc din existenta ei provinciald, limitatd de framantdri, Laura este supusd unui
impact vizual si emotional paralizant. Constiinta ei este coplesitd de spectacolul
macabru al trupurilor mutilate, iar prima reactie este una de respingere, de panica si de
revoltd in fata unui absurd de necuprins. Universul ei anterior, clddit pana atunci pe un
anume individualism si pe iluzii personale, se fisureazad sub greutatea acestei tragedii
colective oarbe.

Pe mésurd ce experienta frontului avanseazd, trauma depdseste stadiul de soc
fiziologic si se instaleaza adanc in zonele ascunse ale mintii, generand o stare continua
de veghe si de paralizie in fata mortii. Consecinta majord in aceastd etapa de mijloc este
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o dizolvare treptatd a identitdtii egoiste a personajului. Asistand la atatea agonii, Laura
ajunge sd traiasca un transfer psihologic si dureros: ea simte cum o parte din propriul
resort launtric moare odatd cu fiecare soldat care isi da ultima suflare pe patul de spital.

Spre deosebire de alte romane ale scriitoarei, unde traumele duc de obicei la
nevrozd sau degradare fizicd, in Balaurul, consecinta finald a socului este una cathartica.
Etapa de final aduce o purificare sufleteascd si o transcendere morald ndscutd din
suferinta extremd. Coborarea in infernul razboiului actioneazd ca un tratament sever
care o vindecd pe eroind de limitdrile existentei trecute. La capdtul acesteia, Laura isi
abandoneaza complet vechea izolare si se ,incorpord desadvarsit multimii”(Mihdilescu,
1975, p. 59). Consecinta supremd a traumei este, asadar, descoperirea unui sentiment de
fraternitate, o solidaritate absoluta care sterge granitele sociale si o deschide definitiv
cdtre compasiunea pentru toti oamenii loviti de aceeasi soartd nedreapta.

Concluzii

Se poate concluziona cd Balaurul confirmd ipoteza conform cdreia trauma
depaseste simpla documentare a ororilor radzboiului, fiind investigatd printr-o
perspectiva duald: macroscopica si microscopica.

La nivel macroscopic, argumentele aduse ilustreazd modul in care conflagratia
este perceputd ca un haos colectiv si o crizd a cunoasterii in fata absurdului, fiind
imposibil de cuprins in tiparele limbajului obisnuit. Spatiul de tranzit ales ca epicentru
narativ, gara si spitalul de campanie, confirmd cd teroarea si degradarea eticd sunt
resimtite apdsator in spatele frontului, anuland complet imaginea eroicd a soldatului.
Rézboiul actioneaza ca o fortd oarbad, un balaur care distruge reperele civilizatiei si
elibereaza instinctele primare ale omenirii.

La nivel microscopic, ipoteza se indeplineste prin disecarea clinica si necrutdtoare
a suferintei umane. Ochiul analitic al protagonistei inregistreaza constant atrocitatea
trupeasca si precaritatea biologica absoluta. In plus, trauma este sustinutd argumentativ
prin materialitatea pe care o capdtd, transferandu-se din zona emotionald in cea organica
si uzand fiinta la nivel celular, proces definit prin conceptul de trup sufletesc.

Indeplinirea ipotezei este definitivatd de argumentarea caracterului evolutiv si
cathartic al traumei. Spre deosebire de o simpld alienare sau dezintegrare a sinelui,
contactul repetat cu atrocitatea si compasiunea dusd la extrem provoaca dizolvarea
identitdtii egoiste a eroinei. Prin asumarea agoniei celorlalti, cobordrea in infern
actioneaza ca un mijloc de purificare morald, demonstrdnd ca trauma colectiva sterge
granitele sociale si culmineaza cu o fraternitate si o solidaritate absoluta.
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Abstract: The work entitled Tragic Playfulness and Irony in George Bacovia’s Symbolist Poetry aims to
highlight the role of irony and the playful dimension in Bacovia’s creation, not as superficial
elements, but as essential forms of aesthetic and identity construction. Within Romanian
Symbolism, Bacovia develops an original poetics, in which suffering, alienation and spleen are
filtered through a “tragic game” of the lyrical ego. His poetry is characterized by a closed,
oppressive universe, dominated by symbols of degradation and existential monotony. However,
behind this gloomy atmosphere there are accents of irony, self-irony and bitter humor, which
offer a lucid perspective on his own condition. The poet builds an artistic “mask” for himself,
transforming suffering into a style and a literary convention. Irony thus becomes a mechanism of
distancing and self-defense, but also an instrument of critical reflection. In many poems, Bacovia
ridicules his own status, his own feelings, and even literature itself. This attitude highlights the
poet’s artistic consciousness and transforms the lyrical act into an exercise in lucidity. In
conclusion, the work demonstrates that Bacovian playfulness does not cancel the tragic, but
rather complements it, giving poetry a special complexity, in which melancholy and irony coexist
in a subtle balance.

Keywords: irony, self-irony, playful, symbolism, melancholy.

Introducere

In lucrarea ,,Different Types of Irony in Literature” (Ravshanovna, 2022, p. 331),
ironia este definita simplu ca o formd de exprimare care arata o contradictie intre ceea
ce se spune si ceea ce se Intelege de fapt, adesea intr-un mod subtil si indirect. Autoarea
pune accent pe opozitia dintre sensul literal al cuvintelor si intentia reald a autorului
sau vorbitorului. Pentru a sustine cele afirmate, putem introduce un exemplu clasic:
»Vreme frumoasa, nu-i asa?” Spus intr-o zi ploioasd, mesajul real este opusul cuvintelor
rostite. Spre deosebire de ironie, sarcasmul ridiculizeaza si batjocoreste, fiind adesea
folosit intr-un mod dur, cu scopuri distructive, si poate fi exprimat indirect, luand

forma ironiei. Pentru a demonstra cele afirmate, putem aduce urmatorul exemplu: ,Ce

1 Coordonator: Prof. univ. dr. habil. Emanuela ILIE.
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muzician bun te-ai dovedit a fi!” sau poate fi formulat ca o afirmatie directd: ,Nu ai
putea canta corect o piesa daca ai avea doi asistenti.”

In literaturs, ironia se manifestsa fie prin limbaj, fie prin intermediul
personajelor, situatii de intriga sau dezvoltarea povestii, pentru a evidentia paradoxuri,
contrastate intre ideal si real. Prin subtilitate si umor, ea poate provoca subtil cititorul sa
descopere sensul ascuns din spatele afirmatiilor.

Dupa cum s-a aratat adesea, literatura, in esenta sa, a valorificat dintotdeauna
rasul ca formd de cunoastere si ca instrument critic. Din Antichitate pana in modernitate,
ironia, satira, sarcasmul, grotescul si comicul s-au manifestat ca modalitati diferite de a
exprima tensiunea dintre individ si lume, dintre aparenta si realitate. Aceste forme ale
spiritului ludic au evoluat de la simple mijloace de divertisment la procedee complexe de
interpretare a realititii. in cele din urm4, rasul devine un mod de a revela adevirul prin
deformare, de a anunta prin joc si de suporta tragicomedia existentei.

In lucrdri de sintezd precum Comicologia lui Marian Popa, se aratd faptul ci
ironia se inrudeste cu satira si grotescul prin functia ei de distantare. Ea se bazeaza pe
contradictia dintre ceea ce se spune si ceea ce se intelege, fiind o forma subtild de
inteligenta critica. In structura ironicd existi trei actori: autorul, victima si cititorul,
acesta din urma devenind complice la jocul dublului sens. Ironia provoaci o satisfactie
intelectuald, derivata din descoperirea sensului ascuns, dar si o complicitate spirituald
intre ,,autor” si ,receptor” (Petrache, 2014, p. 29-30). Comparativ cu grotescul, care
actioneaza afectiv si instinctiv, ironia solicitd luciditate, analiza si rafinament. Cand
ironia se distinge si devine asprd, ea se transformd in sarcasm, o formd violentd a
comicului. Sarcasticul ridiculizeaza defectele, adesea cu un ton amar si dispretuitor.
Altfel spus, ironia este o armd a spiritului, pe cand sarcasmul este o sabie a
moralistului; ambele, insd au rolul de a demasca falsul si ipocrizia.

Ludicul tragic si constructia identitara in poezia simbolista bacoviana

Lucrarea de fatd isi propune sa demonstreze modul in care ironia si
dimensiunea ludicd a poeziei bacoviene trebuie intelese nu ca expresie a jocului
superficial, ci ca formd de constructie identitara si estetica. In cadrul simbolismului
romanesc, Bacovia propune o poetica a ludicului tragic, in care suferinta, alienarea si
spleen-ul se materializeaza in artd prin intermediul ironiei si al mastii poetice. Poezia sa
devine un act de creatie autoreflexiv, un ,joc tragic” al eului cu propriile limite,
situdndu-1 pe Bacovia in sfera literaturii ca joc.

Perpessicius, Mihai Petroveanu, Dinu Flamind sau Gheorghe Criciun au
remarcat aceastd componentd subtild, iar Marian Popa, in eseul despre ,hilaristica
bacoviand” din volumul Forma ca deformare, il defineste pe poet drept ,ipostaza
modernd a unui clovn devenit simbol totalizator al conditiei omenesti si unicul actor al
unui etern spectacol grotesc” (Popa, 1975, p. 398-399).

In Epitaf, eul liric se defineste printr-un ,ris amar”, iar in Finis si Cuptor poetul
atinge registrul grotescului prin imagini de putrefactie: ,E miros de cadavre, iubito,/$i
azi, chiar sinul tdu e mai ldsat.” (Bacovia, 2001, p. 51) Moartea afecteazd mediul, incat si
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trupurile, iar banalul se amesteca cu macabrul, generand un efect absurd. Tragicul apare
aici prin constiinta lucidd a descompunerii universale, fiind sufocate de caldura si inertie.

S-a observat in multiple randuri cd poezia simbolista bacoviand este, inainte de
toate, o poezie de atmosferd, dominatd de o sensibilitate acutd la realitatea apasatoare si
sumbrd a lumii. Universul pe care Bacovia il creeaza este unul simbolic, deoarece se
configureazd ca un univers inchis, dominat de o sensibilitate maladivd. Opera sa se
caracterizeazd printr-o serie bogatd de simboluri, in care peisajele si stdrile afective
capdtd sensuri multiple, fiind adesea redate printr-un realism expresiv. Aceste
simboluri devin reprezentdri ale lumii intunecate si apdsatoare, dominate de tematici
recurente precum universul provincial, natura degradatd, iubirea melancolica si
reflectia asupra conditiei artei si a creatorului etc. Toate sunt insd, in anumite situatii,
tratate cu cerneala ironica.

In creatia lui Bacovia se pot identifica urme ale influentei lui Alexandru
Macedonski, vizibile mai ales in tendinta de a construi o ,masca” literara artistice,
menite sd exprime indirect trdirile si viziunea autorului. Nicolae Manolescu subliniaza
aceastd ambivalentd: ,Bacovia isi compune, ca Macedonski, o mascd; isi face din
suferintd un stil, o conventie.” (Manolescu, 1966, p.9) Privita prin aceastd lentild, poezia
bacoviand nu este doar o confesiune, ci un joc textual si identitar prin care poetul isi
modeleazd propria imagine in ochii cititorului. Totodatd, Bacovia se joaca cu propriile
trdiri, pentru a le exprima artistic, Manolescu afirma in acest sens cd poetul se joacd pe
sine, ca Minulescu, dar nu spre a se disimula, ci spre a se exprima (ibidem).

Foarte bine a analizat Paul Cernat, in studiul Bacovia si Noul Regim al literaturii,
mecanismul ironiei specifice acestui scriitor. Dupa criticul bucurestean, ironia devine in
etapa tarzie a creatiei bacoviene o strategie de distantare lucidd si o formd de
autoapdrare a eului poetic in fata conventiilor epocii. In acest context, analiza
evidentiazd prezenta constantd a ironicului si autoironicului - de la humorul amar din
Epitaf si Finis pana la ironia lucida din Stanfe burgheze sau Pro arte. Bacovia se dovedeste
un poet constient de propriul joc interior, transforméand actul liric intr-un exercitiu de
luciditate si autoironie. Imaginea unui Bacovia invariabil trist, melancolic, depresiv
incurabil este un cliseu dificil de dislocat. In ,infernul” (Cernat, 2022, p. 398) psiho-
existential bacovian existd insd oaze de humor si ironie, dimensiuni esentiale ale poeziei
sale. De exemplu, secvente versificate in care apare parodia gesturilor romantice:
,Toarnd pe covoare parfumuri tari...” (ibidem, p. 51) accentueaza absurditatea
existentei si contribuie la crearea unei atmosfere sufocate, in care prezenta mortii devine
permanents. In Sonet, Bacovia isi ironizeazd propria decadents, referindu-se la figuri
simboliste: ,,Ca Edgar Poe ma reintorc spre casd/ Ori ca Verlaine topit de bauturd”
(ibidem, p. 38), aldturand autocritica si intertextualitatea unui ton ludic, care transforma
melancolia si atitudinea in obiect de reflexie. Atmosfera este creatd prin imagini
nocturne si urbane precum felinare afumate, suvoaie de apa si ziduri in ddrdmare care
exprimad alienarea eului, pierdut in spatiul sau interior. Comparativ cu Nervi de toamnad,
unde rasul fara sens devine expresia aliendrii: ,Imi vine si rid fira sens,/Si-i frig, si
bureaza” (ibidem, p. 46), in Sonet ironia permite eului o distantare reflexivd, construind
un univers in care melancolia si absurdul coexistd intr-o atmosfera apdsdtoare.
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Ironia bacoviand: mecanism estetic si strategie de supravietuire a eului

Ironia bacoviand joacd un rol atat estetic, cat si existential, evidentiind limitele
literaturii ca forma de salvare. in opinia lui Cornel Ungureanu, ,,comedia este realitatea
finald; literatura nu mai poate salva nimic, ea este rizibild prin contradictiile pe care le
prezideaza.” (Ungureanu, 1978, p. 124) In aceastd ordine de idei, ironia devine un
instrument al luciditdtii, marcand trecerea literaturii de la o perspectivd reflexiva si
lucidd asupra artei.

In poezia Verset divagat, ironia sustine abil o viziune critici sau chiar auto-critica.
Elocvente sunt aici versurile: ,,Frumoase rame la tablouri... / Nu pentru mine” si ,Nu eu
sa dirig lumea.” (ibidem, p. 189) Eul liric se distanteazd de propria operd, crednd un
personaj poetic lucid si ironic, constient de propriile limite, dar totodata fragil. Fiintei
poetice i se permite astfel sd observe lumea fira a se mai implica, exprimand o tristete
maladiva, dar si o tragicd acceptare a imposibilitatii fericirii personale: ,,Ori nu eu s-astept
fericirea.” (ibidem) Cu alte cuvinte, in astfel de poeme Bacovia imbind ironia si melancolia
pentru a crea registrul introspectiv specific operei sale.

In volumul Postume, ironia se transformd in formd de luciditate amari. in
poezia Pro arte, poetul scrie cu o detasare aproape parodicd: Madnanc/ Ca sa trdiesc./
Scriu/ Sa ma destept./Contagiul/ De tristul meu moral, / Stimate cititor, / Uita-l, -
/Dupa alte carti.” (ibidem, p. 169-170) Prin aceastd confesiune autoironicd, Bacovia
subliniazd constientizarea poetului asupra statului sidu de creator, care joacd cu
luciditate rolul suferindului.

In opera lui G. Bacovia, ludicul bacovian se arati ca o forma a jocului tragic, un
act de constientizare a propriului destin artistic. In universul bacovian, poetul devine o
voce aparte tocmai prin aceastd abilitate de a teatraliza suferinta si de a transforma
angoasa in artd. Ironia si umorul negru fac parte dintr-un joc interior, in care eul liric nu
doar suferd, ci si mediteazd propria suferintd transpunand-o intr-un spectacol artistic.
Astfel, Bacovia se afirma ca un poet al ludicului tragic, dand nastere unei poezii de o
mare complexitate, care a putut crea iluzia unei plasdri in zona echilibrului instabil
intre gravitate si joc, intre solemnitate identitara si teatralizare a sinelui, prin diferite
mecanisme. De exemplu: ,Prin carnavalizarea limbajului, prin dialogismul interior,
prin amestecul de umori ca si prin parazitarea melancoliei depresive cu elemente de ris
si parodie.” (Cernat, 2022, p. 406)

Prin frecventele referinte autoironice si auto-parodie, Bacovia pare cd isi
parodiaza uneori stilul prin repetitie, ceea ce creeazd un efect ludic involuntar.
Tncepénd cu volumele Comedii in fond si Stante burgheze, aceastd distantare ironica
devine evidentd; Bacovia isi ,joacd” propriul rol de poet blestemat. Sugestive din
aceastd perspectiva sunt textele Boermd, unde moartea si spleen-ul sunt tratate amar,
vocea poeticd jucdndu-se cu propriile simboluri (,Doar corbii spuneau/Ca stai
acasd/Cu vreun prieten.” (Bacovia, 2001, p. 143-144)), dar si De iarnd, unde instanta
auctoriald pare a devine interlocutorul ironic, capabil sd poarte un dialog absurd cu
pasdrea: ,,— O, corb!... / - Chiar!” (ibidem, p. 108-109).
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Concluzie

Dacd la o primd vedere universul bacovian pare dominat de tristete, monotonie
si simboluri ale decdderii, in alcdtuirea profundd a poeziilor sale se manifestd o
dimensiune ludicd subtild, care se exprimd atat prin formd, cét si prin atitudine. Pe
langa elementele mentionate mai sus, vom aminti si rolul important al muzicalitatii.
Acest principiu esential al poeziei bacoviene devine totodatd un joc de sunete si
repetitii, o improvizatie liricd prin care poetul ,compune” (Cernat, op. cit., p. 378)
versurile ca pe o melodie, cu disonante si tonuri apdsatoare prin utilizarea sonoritatilor
grave si a ritmurilor care contureaza starea de angoasd. Aceastd manierd de creatie il
dezvaluie pe Bacovia un inventiv, care trateazd poezia ca pe un joc sonor, si nu ca pe un
anti-muzical, cum l-a zugravit undeva Nicolae Manolescu (dupd care muzica lui
Bacovia este una ,,dizarmonicd, sincopata si tipatd la trompetd histericd.”) (Manolescu,
1966, p. 9).

Folosindu-se constient de aceste mecanisme, ludicul bacovian reconfigureaza
melancolia printr-o dimensiune esteticd si reflexiva. Practic, in spatele atmosferei
frecvent sumbre, poezia lui Bacovia evidentiaza o libertate considerabild a expresiei si o
ironie find, care transforma disperarea intr-un joc subtil intre poezie, muzica si tacere.
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Abstract: Humor is one of the most subtle forms of exposing hypocrisy and human weaknesses,
hiding a harsh criticism in the form of play and apparent amusement. In a society where lying is
used as a political tool, and the only accepted values are those of the party, the difference
between appearance and essence is amplified, sometimes leaving room for humorous play,
which becomes a way of mediated opposition. Al. O. Teodoreanu is one of the writers who, faced
with the establishment of the totalitarian regime, do not remain indifferent, but choose to
respond through humor and irony of various types. My paper analyzes the role of his humorous
writings in the period preceding the installation of the communist regime (but not only), then the
ways of illustrating the “occupier,” who ends up being caricatured. I will show that in this
literature the humorous “game” acquires an important function: from a simple way of simulating
life, it becomes an instrument of social criticism and a form of resistance. Al. O. Teodoreanu’s
anti-communist epigrams, often cheeky or acidic, confirm that humor can also have the function
of restoring freedom (at least at an implicit level). Hard to detect on a superficial reading, irony
becomes a subtle way of questioning authority, but also a form of resistance in the face of
pressure imposed by the regime.

Key-words: humor, subversiveness, language, resistance, humorous literature, Pistorel Teodoreanu.

Introducere

Umorul, prin insdsi natura sa, creeazd impresia unui domeniu lipsit de
gravitatea subiectelor serioase. Pare a se ocupa de chestiuni minore, pe care mintea
umand le separa de formele de expresie mai profunde. Totusi, nu putini sunt cei care au
demascat aceastd nedreptate scriind despre modalitatile prin care cele mai grave
dimensiuni ale existentei sunt transpuse prin procedee umoristice. Un caz aparte este
acela al scrierilor de acest tip apdrute in conditiile impuse de regimurile totalitare.
Umorul subversiv pare a fi cel mai muscdtor dintre toate, reveldnd tensiuni interioare
ascunse, concretizate in replici acide. Acestea din urmé, dupd cum se va dovedi in

1 Coordonator: Prof. univ. dr. habil. Emanuela ILIE.
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lucrarea de fatd, nu au ca scop doar echilibrarea unor nelinisti interioare, ci si
inversarea, in plan simbolic, a raporturilor de putere instaurate in relatia dintre regim si
omul de rand.

Jocul ironic si inversarea structurilor

Jocul ocupd o functie importantd in acest proces. Prin caracteristica sa de
simulare a vietii, de proiectare a elementelor concrete in forme analoge, contribuie la
insdsi realizarea a umorului. Dacd structura umorului se bazeazd pe diferenta dintre
aparentd si esentd, atunci jocul umoristic ocupd aici tocmai scopul de a prelua
structurile sociale exterioare pentru a le caricaturiza, a scoate in evidentd, in mod
grotesc, trasiturile exagerate si de fatadd. In Homo ludens, Johan Huizinga aratd ci
sensul cultural al jocului std tocmai in a descoperi ,valoarea si semnificatia acelor
imagini sau a acelei deformari” (Huizinga, 2012, p. 18), in contextul social. In cazul
umorului, acesta este descoperit deja. Semnificatia deformdrilor std in situarea
subiectului pe pozitia adevarului tocmai cu scopul de a sublinia defectele si falsitatile
umane. Subiectul ajunge si fie, simbolic vorbind, un fel de judecitor, se plaseazd pe o
treaptd superioard, de pe pozitia adevarului suprem, tocmai pentru a reusi sa demaste
(adesea in moduri cat se poate de dure) defectele societitii. Din acest punct de vedere s-
ar putea spune chiar ca jocul nu mai este atat de nesemnificativ pe cat s-ar crede, ci cd
ajunge sa aibd o functie sociald importanta. In unele cazuri, se intampla chiar alegorii
interesante: victimele amuzamentului primesc mdsti tocmai pentru a fi expuse si a li se
exagera sldbiciunile. Mastile grotesti, hidoase, care li se pun personajelor, nu sunt (in
mod ironic) decat modalitdti de a scoate la iveald interiorul lor.

In cele ce s-au scris pand acum despre ironie, s-a subliniat constant rolul pe care
aceasta il are in dezvaluirea unui adevar suprem, universal, care nu poate fi inteles de
persoana cireia ii este adresatd. In perioada clasicismului francez de pilda, aceasta
capatd ,valoarea unui act justitiar” (Croitoru, 2014, p. 46), deci reprezinta o modalitate
de pedepsire a micilor si marilor defecte omenesti. De-a lungul timpului, insd, i s-au
addugat numeroase valente, observandu-se de exemplu ca finetea sa std in faptul ca
apartine unei sfere etice, superioare pand si legilor omenesti, care tine mai degraba de
un adevdr absolut, sau de un , principiu superior” (Croitoru, 2014).

Cu toate acestea, se ignora un exponent destul de important al ecuatiei ironiei,
anume receptorul. Idealul adevarului este configurat in cadrul acestui factor receptor,
care este, de cele mai multe ori, publicul sau destinatarul capabil sa sesizeze subtilitatea
unei ironii. Adevdrul suprem nu existd decit dacd este actualizat in interiorul
componentei sociale, al colectivului si ar fi, poate, mai potrivit a se spune cd ironia
criticd in favoarea unui ideal colectiv.

Acest fapt este important de punctat in lucrarea de fatd, deoarece dovedeste ca
scrierile care se opun regimurilor totalitare sunt cele care scot la iveald adevarul cel mai
crunt si mai pur al societdtilor subjugate. Este esential de clarificat, prin urmare, ca
realitatea dezvaluitd prin umor este, in acest caz, una colectivd, autorul fiind constient
cd existd un public care sd guste si sd inteleagd ironia.
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Literatura umoristica subversiva

Trecand acum la literatura umoristicd subversiva, vom afirma de la inceput ca
aceasta are o serie de particularitdti care o diferentiazd de categoria mai mare a
literaturii umoristice. Dacd pand acum s-a ardtat cd ironia era folositda pentru a demasca
falsitdtile, in cazul societdtilor marcate de regimuri totalitare acest proces se produce,
adesea, in mod violent. In cartea Corinei Croitoru, Politica ironiei in poezia romdneascd sub
comunism, se vorbeste chiar de o ,deschidere agresivd” (Croitoru, 2014), care este
motivatd de contextul politic exterior. Intr-o societate profund marcatd de instrumente
de control in masd, este logic sa existe si o aversiune puternicd. De fapt, notiunea cea
mai importantd devine aici aceea de putere si modul prin care ea este stabilit,
configurata si reconfigurata.

Conceptul cheie al totalitarismului este acela de control, iar actantul principal
este Statul. Aceasta, dupd cum remarca si Tvetan Todorov in Face a l'extréme, are ca scop
péanad si dominarea vietii personale a individului si a dimensiunilor sale morale: ,Statul
a devenit un intermediar obligatoriu intre el (om) si valori” (Todorov, 1994, p. 248).
Confruntarea care se iscd in aceastd situatie nu se realizeazd, deci, pe planul intelectual,
ci pe cel al fortei brute, prin care se instituie o forma de stdpanire si asupra realitdtilor
interioare. Astfel se face cd, pentru a combate absurdul situatiei, lupta trebuie sa fie
scoasd din campul ideatic. Umorul este cel care ofera posibilitatea aceasta, mai ales prin
categoria grotescului. Specificitatea lui consta in faptul cad are, spre deosebire de ironie,
,0 functie preponderent emotionald” (Croitoru, 2014, p. 50). De aici reiese si preferinta
autorilor de umor subversiv de a exagera anumite trasaturi.

Studiul relatiilor de putere nu este o chestiune noud in ceea ce priveste analiza
manifestarilor umoristice. Unele dintre teoriile legate de acest domeniu se referd la
raportul de forte care se contureaza intre actanti, iar relatia inegald dintre acestia, este
observatd la mare parte dintre autorii care au studiat fenomenul. Unii dintre ei percep
umorul drept o sldbiciune a firii, pun accentul pe scopul intern, psihologic, care
provoacd aceastd , batalie” simbolicd, in timp ce altii se axeaza pe relatia interpersonala
a participantilor. Cert este ca umorul, aldturi de ironie, este unele dintre mecanismele
cele mai subtile de inversare a raporturilor de putere pe plan simbolic. La aceastd fatetd
a umorului face referire teoria superiorititii elaboratd de Gruner (Irimie, 2025). Acesta
propune ideea cd intotdeauna in cadrul manifestdrilor de tip umoristic existd un
invingitor, relatiile centrandu-se in jurul ideii de cdstig. In cadrul acestei teorii ies cel
mai bine la iveald mecanismele interne in cadrul interactiunii de acest tip, fiind propusa
ideea existentei unei mize, a unui fel de competitie intre participanti. Chiar daca
prezenta unei anumite confruntdri de forte se remarcd doar pe plan metaforic, cert este
cd aceasta existd, ca in cadrul acestei interactiuni se petrece o redistribuire a puterii, care
capdtd o altd semnificatie in cadrul regimurilor totalitare.

in acest caz, situatia este diferitd. Nu este vorba, ca de obicei, de o lupta intre
doi oponenti care se situeaza pe acelasi plan, ci se poate vorbi de o confruntare inegald,
intre exponentii a doud categorii diferite. Daca regimurile totalitare sunt cele care se
folosesc de fortd brutd pentru a domina, umorul este o modalitate de redobandire a
puterii, sau cel putin de pedepsire a ,intrusilor”. Dupd cum s a amintit anterior,
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diferenta dintre aparentd si esentd este dusa la extrem in acest tip de societate, minciuna
devenind un instrument politic. In contextul constructiei unor figuri cliseizate, al
divinizdrii conducdtorului statal si al accentului pus pe gradul de ,democratie” al
regimului, umorul nu face decat sd constate si pare a fi printre metodele cele mai
subtile de recalibrare a puterii. In cadrul acestei relatii se contureazi aceiasi trei
exponenti: umoristul, subiectul si receptorul, astfel incat se realizeazd un fel de acord
tacit intre primul si ultimul. Aceasta raportare nu este, totusi lipsita de importantd, iar
umorul nu este doar un instrument minor. Desi ar putea fi foarte usor incadrat in
categoria manifestdrilor minore, nu trebuie ignorata complexitatea acestuia, dupd cum
aminteste si Serban Foartd: ,Seriozitatea unui comic constd in propria-i neseriozitate.”
(cf. Grigurcu, 2007).

Se poate observa, deci, care este rolul umorului in cadrul literaturii subversive

si cum se realizeaza o redistribuire pe plan simbolic a puterii.

Scrierile subversive ale lui Al. O Teodoreanu

In acest context, este important de studiat si opera anticomunista a lui Al O.
Teodoreanu, zis si Pastorel. Nascut in 1894, acesta este o personalitate marcanta a
perioadei interbelice, dar care, sfarseste intotdeauna prin a i se adresa eticheta de
scriitor minor, dupd cum atentioneaza intr-un articol criticul Bogdan Cretu (2009).
Tocmai plasarea sa in minorat este, dupa cum se va precizat anterior, una dintre
directiile de analiza ale personalitdtii sale in contextul dominatiei regimului comunist.
Acesta se naste la lasi si este remarcat de contemporanii sdi pentru viata boemd pe care
o traieste. Pe langa faptul cd nu acordd o importantd deosebita literaturii, diferentiindu-
se astfel de contemporanii sdi, Padstorel alege ca valori principale ,frumusetea,
loialitatea, calul, femeia, cantecul, vinul bun, eleganta, lenea...” (Massoff, 1933). Totusi,
acest fapt nu il impiedica sa aiba o anumitd notorietate in domeniul literar, primind in
1937 Premiul National pentru Proza.

Dintre cele trei modalitdti de opozitie la regim enuntate de Nicolae Steinhardt
in introducerea Jurnalului fericirii, Pdstorel pare, la prima vedere, a nu se potrivi
niciuneia. Totusi, daca solutiile lui Soljenitin si Churchill nu ii sunt deloc specifice, la o
privire mai atentd se poate observa cd existd anumite caracteristici comune cu solutia
Zinoviev, care este cea de-a doua enuntatad de Steinhardt. Aceasta se referd la o anumita
distantare fatd de sistem, la ruperea totald a legdturilor cu acesta si plasarea subiectului
»In afard”. Acesta nu mai poate fi incadrat in structurile sociale, deci, pe langa cd nu se
bucurd de beneficiile apartenentei, nu poate fi acuzat si nici tras la rdspundere de
autoritati. Este un outsider, un venetic, un strdin care traieste, in unele cazuri, chiar in
mizerie. Portretul nu este cu mult diferit de cel al prolilor lui Orwell si, dupa cum
precizeaza Steinhardt, un exemplu de exponent ar fi acela al ,,bufonului regelui Lear”
(Steinhardt, 2008, p. 48). Aceastd persoand trebuie si fie, de cele mai multe ori, ruptd de
societate, sau chiar sd aibd drept scop amuzamentul celorlalti. Datoritd vietii sale
boeme, Al O. Teodoreanu nu pare a fi prea diferit de aceastd categorie. Prin
modalitdtile de relationare cu societatea din care face parte si prin rolul pe care si-1
atribuie in raport cu aceasta, Pastorel pare a fi unul dintre cei mai buni reprezentanti ai
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notiunii de dandy. Un scriitor monden, care nu este contaminat de interesele lumii
materiale si care pare a intruchipa superioritatea aristocraticd, dezinteresatd, este un
bun reprezentant al omului de lume. Desi acesta nu se dezice de valorile comunititii, se
plaseazd pe sine intr-o pozitie de distantd fatd de aceasta si isi contureaza astfel un
portret de scriitor minor, dezinteresat de lumea literara si chiar de scris, care se
potriveste cu figura antimodernului Iui Compagnon (Compagnon, 2009). El se
distanteazd prin luarea acestei pozitii, doar cd nu atat ruptura de societate (scopul sau
nu este de a deveni un Diogene) il face sd aiba o anumitd libertate, cat cultivarea unei
personalitdti care pare a fi minimald, si care totusi criticd cel mai bine realitdtile sociale
ale lumii. Prin aceastd distantare, autorul reuseste sd observe mai bine lumea in care
trdieste, plasandu-se intr-un punct exterior. El nu se izoleazd in munti, nu scrie eseuri
colosale, nu pledeaza prin logics, ci se foloseste de aceeasi arma cu care sunt amenintati:
acea putere care nu este bazatd pe rationalitate. Rezolvd absurdul cu absurd, se
plaseazd pe acelasi cdimp de luptd. Despre omul acestei categorii Steinhardt spune cd ,e
liber liber liber”.

Caracterizarea aceasta nu trebuie, totusi, dusa intr-atat de departe incat sd se
vorbeasca de o luptd anticomunista pe care acesta o duce, deoarece ramane in cele din
urmd un om de lume. Nu se distanteaza de pozitia sa si nici nu isi traddeazd propria
imagine: n ce mi priveste, trdiesc pentru mine, si scriu pentru nimeni” (Massoff,
1933), deci nu doreste neapdrat sd isi transmita ideile maselor. Scopul sdu nu este acela
de a propaga idealurile anticomuniste sau de a demarat o luptd puternica contra
acestora, cat a demasca si a pedepsi falsitatea si ororile acestui regim. Referitor tot la
caracteristica ironiei de a-i sluji adevédrului, insusi Pastorel isi vede creatia ca pe o
modalitate de reprezentare a veridicului: ,Literatura mea se adreseazd mai mult
judecatii decat sentimentului.” (Massoff, 1933).

Din categoria aspectelor care ar putea fi analizate in cazul personalitatii
autorului, un loc aparte il ocupa relatia cu regimul comunist. Acesta are, din perioada
interbelicd, legdtura cu mai multe partide politice si isi expune pdrerile legate de acest
domeniu in mod public, adesea prin epigramele sale. Inci din perioada operatiunilor
Axei impotriva Uniunii Sovietice din anul 1941 s-a plasat de partea lui Ion Antonescu,
urmand ca, ulterior, atentia lui sa fie intoarsa spre critica facuta regimului comunist. in
perioada care a urmat celui de Al Doilea Rdzboi Mondial, care este marcata de o situatie
politica incertd, scriitorul este remarcat de Partidul Comunist ca fiind un veritabil
oponent (Frunzd, 1990, p. 251).

Desi Péastorel este numarat de Ion Simut printre putinii disidenti care se opun
regimului prin literaturd in anii 50" (Simut, 2008), scrierile sale anticomuniste nu sunt
consacrate intr-un volum. In afara catorva fabule cu mize politice si a unor versuri mai
cunoscute, mare parte din epigramele sale, care au, mai degrabad, caracterul unor scrieri
clandestine, nu figureaza in antologiile ce cuprind operele sale, cum este cea a Rodicai
Pandele. Volumul lui George Zarafu (1996) este cel care propune o adunare a
epigramelor sale anticomuniste (si a acelora politice in general), dar mare parte din
versurile lui Pastorel nu s-au fdcut cunoscute decat in cercuri restranse sau sufera
soarta uitdrii. O posibild cauzad ar putea fi alegerea epigramei care, ca gen literar, nu se
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bucura de prestanta celorlalte forme de manifestare in scris, fiind aseménata de George
Cilinescu mai mult cu un ,stranut literar” (Codreanu, 2014). Tocmai aceastd aparenta
neimportanta il face sa fie relevant in contextul de fata.

Totusi, istoria aratd cd nu este intAmplidtoare alegerea acestui gen literar in
cadrul scrierilor sale anticomuniste. Spre deosebire de strofele adresate lui Nicolae
Iorga, care au fost publicate, acestea nu figureaza in niciun volum, data fiind, cel mai
probabil, si situatia politicdi a momentului. Important este aici de precizat faptul ca
tocmai datoritd aparentei neimportante a acestor scrieri Pdstorel reuseste sa scape un
timp destul de indelungat de inchisoarea politicd. Acesta este urmarit de la bun
inceput, fiindu-i cunoscute opiniile, dar Securitatea intarzie si-1 acuze. in acest caz se
poate observa iardsi aceastd distantare fatd de societatea in care trdieste. El nu este
implicat direct in lupta politicd, ci isi pdstreazd aceastd depdrtare, care ajunge sa fie
salvatoare pentru un timp. Sub masca aparentei nepasdri, se ascund, dupa cum i-o
dovedesc scrierile, dimpotriva, luciditatea si implicarea. Versurile sale nu sunt
dezinteresate, ci pline de un umor aprig si, pe alocuri, obraznic. Caricaturizarea
excesivd a personajelor, uneori grotescd, trddeazd, in fapt, o profundd implicare si
aceeasi incercare de redistribuire a puterii pe care sam amintit-o mai sus.

Se poate remarca, la o privire de ansamblu, prezenta unor structuri repetitive, a
unor personaje care apar in mai multe ipostaze si a unei imagini specifice pe care
autorul le-o creeaza sovieticilor. Meritd analizatd aceastd predispozitie a scriitorului de
a contura un anumit portret definitoriu oponentului sdu, care este, de cele mai multe
ori, caracterizat prin ineptie si superficialitate. In reprezentarea soldatului rus ce apare
in mai multe scrieri, se incearcd doar in aparentd sa se dea impresia de solemnitate,

miza fiind in mod evident caricaturizarea lui.

Pe drumeagul din citun
Venea ieri un rus si-un tun:
Tunul - rus

Si rusul - tun!

Betia este de multe ori, la fel ca aici, ridiculizatd de autor. Cunoscuta fiind
afinitatea sa pentru vinurile fine, se poate intelege de ce exagerarea cu bautura devine o
caracteristicd grotescd. Nici spatiile in care anumite grupuri sociale recurg frecvent la
acest viciu nu scapd de ironie. Elocvent este din aceastd perspectivd restaurantul
Uniunii Scriitorilor, descris de Pastorel astfel:

Beau bdietii harnici,
De cu seard-n zori,
Unii sunt paharnici,
Alfii... turndtori!

Unul dintre cele mai importante mijloace de care se foloseste scriitorul este
jocul de cuvinte, cu ajutorul cdruia reuseste sd inverseze si sd amestece rolurile. Printre
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metaforele animale folosite predilect, madgarul si boul par a deveni preferatele sale,
fiind reprezentative mai ales pentru pentru conturarea figurii idiotului.

In multe dintre epigramele scriitorului se ridiculizeaza lipsa de inteligentd a
comunistilor, comparati chiar cu personalitdtile ale caror trasaturi vor sa le preia. La
schimbarea numelui bulevardului Napoleon Bonaparte in Ilie Pintilie, Pdstorel nu
intarzie sd sesizeze ironia:

Mare-ai fost tu, m Ilie,
Mare-a fost si Bonaparte!
(Nu aici, tn altd parte!)
Da-n a noastrd Romanie,
Mare-ai fost tu, Pintilie!

Dacd epigramele nu aveau un caracter intr-atidt de oficial pentru a fi proba
incriminatorie pentru opozitia fatd de regim, se pare cd fabula publicatd in anul 1930,
intitulatd ,Magarii si libertatea”, nu scapa din atentia Securitatii (1996, p. 373). Aceasta
este amintitd In documentul condamndrii scriitorului, care face parte din lotul Noica-
Pillat atunci cand este osandit la inchisoare politicd. Al. Paleologu aminteste, fugitiv,
cateva scene cu acesta din perioada respectivd, punctand chiar cd Pastorel nu-si pierduse
predilectia spre literaturd, dorind in continuare sa scrie sonete (Teodoreanu, 1997).

Revenind la fabula amintitd, se poate spune cd ea nu este printre primele sau
singurele manifestdri de acest tip din literaturd. Amintind vag de Ferma animalelor a lui
George Orwell, textul prezintd in mod analogic aceeasi incercare a animalelor de a se
elibera de regimul in care sunt tinuti. Povestea se desfdsoara aproape paralel cu cea din
opera scriitorului englez: magarii, nemultumiti de starea in care se afld, fac o sedinta in
care il ascultd pe seful grupului, ce propune o revolutie. Portretul acestui conducator
meritd analizat - nu numai cd este printre figurile cele mai importante, dar tocmai
aparitia lui este cea care provoacd revolta. La Pastorel nu o singurd data sensul
denotativ se uneste cu sensul conotativ pentru a da nastere rasului. Dacd folosirea
mégarului ar putea fi acceptatd de cititor ca parte din conventia povestii, autorul nu
rateaza ocazia de a sublinia el insusi scopul alegerii acestui tip de animal: ,Era cel mai
tare si mare méagar”. Spre deosebire de opera lui Orwell, in care porcii sunt cei care
pornesc revolutia si care, prin siretenie si inteligentd reusesc sd obtind controlul asupra
fermei, la Pastorel folosirea magarului ca animal reprezentativ nu face decéat sa
sublinieze prostia si ignoranta personajelor. Aici nu mai apar alte animale care sa
contribuie la revolutie, ci, singuri, ei reusesc sa ddrame o structurd politicd intreaga.
Acesti reprezentanti vajnici ai regnului animal sunt cei care initiaza si sfarsesc revolutia,
dar tot ei pier datoritd propriei prostii. Nu existd un factor exterior care sa le distruga
planurile, ci acestea sunt distruse de la sine, prada fiind propriilor erori de constructie
internd. Se subliniaza astfel mai apdsat caracterul autodestructiv al modului de
structurare al regimului.

Intr-o manierd sugestivd, Pistorel plaseazd aparitia regimului totalitar pe
seama revelatiei unui exponent, care urmeaza sa detinad controlul mai apoi. Cuvantarea
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unuia dintre mégari ajunge sd fie scAnteia ce provoacd avantul revolutionar si care ii
motiveazd si pe ceilalti sd doreascd o schimbare a politicii.

Discursul acestuia este marcat de revolta impotriva institutiilor prezentului si
pune accentul pe situatia mizerabild in care se afld magarii:

Frati (le zise dansul potrivindu-si glasul)!
Libertdtii noastre cred ci-i sund ceasul.
Pentru vecinicie, vechi regim, dispari!
Cici la vremuri noud, vrem si noi magari!
lerarhie? Lege? Le vom face scrob!
De-acuma nici unul nu mai fie rob!

Sd nu ne mai pese de pdstor si nici

De stdpan si bice: suntem bolsevici!

Clipa mantuirii de cdnd o astept!

Omul e despotic, barbar si nedrept.

In puf isi risfata javra lui de fox

Si noi stam in iesle! Nu-i un paradox?

Spre deosebire de analogia lui Orwell, cea a lui Pastorel este una explicitd.
Acesta mentioneazd pe fata regimul cdrora vor sa se alature magarii, plasaindu-i in
universul comun, contemporan. Se sugereazd astfel o propagare a ideilor comuniste
pana la urechile mégarilor, care, insufletiti de spiritul sovietic, vor sd isi faca propria
revolutie. Nu este vorba de o analogie pand la capit, nu se reprezintd exact, organic,
principiile si modul de evolutie a comunismului, ci este vorba de o simulare a lumii
contemporane autorului. Este si aceasta tot un fel de proiectie a societdtii in care
trdieste, tot un fel de joc, in care caricaturizarea personajelor are loc prin simbolurile
folosite: méagarii ca reprezentanti ai bolsevicilor. Acest punct de vedere este sustinut si
in continuare, prin versul cheie: ,, Au ajuns méagarii mai tembeli ca rusii!”.

Urmeazd mai apoi revolutia, care se desfdsoard in mod violent. Universul in
care se petrece actiunea pare a fi unul mic, in care planul revoltei si se fi consumat pana
la capdt: riman pe lume doar magarii. Jocul este dus la extrem, analogia este in mod
crud construitd, astfel incat sd nu existe posibilitdti de evadare. Dacd mai inainte se
discuta despre plasarea intr-un univers real, acum se poate spune ca pand si acesta este
un plan inchis, totalizant. Intregul text oscileazi intre o reprezentare a unui spatiu
deschis, al lumii reale, si cea a unui spatiu inchis, a unui loc restrans. Acest fapt nu face
decat sa accentueze ideea vietii intr-un univers izolat, asa cum este si cazul in lumea
comunista. In cadrul acestei reprezentatii distopice, ironia devine usturitoare: magarii
nu schimba intru nimic regimul administrativ ci doar persoanele aflate la putere. In loc
sd 1si construiascd propriile structuri politice, acestia se folosesc de structurile
preexistente, in fruntea cdrora se pun ei insisi.

In cele ce urmeazs, este ficutd o paraleld intre elementele ce tin de falsitatea
regimului (titlurile de care dispun maggriile sus-pusi) si realitatea marcatd de o sdrdcie crunta:
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lar acum nici paie n-ai fird cartele.

De ce sd ucidefi sluga si stipdnul,
Cand nu stie nimeni sd coseascd fanul?
Nu erau comisii de-aprovizionare,

Nici magari ministri, dar era mancare!

Elementele specifice regimului sunt evidente: cartelele, comisiile de
aprovizionare, ascensiunea oamenilor simpli in ministere. Se contureaza astfel in linii si
mai evidente caracterul decorativ al denumirilor componentelor ce construiau aparatul
politic comunist. Totusi, magarul care se plange de aceastd realitate nu reuseste sa-si
ducd pana la capat discursul, deoarece este executat de regimul impus, ajungéndu-se in
cele din urma la o cenzurd generald. Nu intdrzie sa fie demascatd nici lipsa de
inteligentd, aldturi de impostura de care da dovada liderul:

,Poate ghilotina si cu pusciria

Sd vd mai deprindd cu democratia”,

Le explicd seful, foarte incantat

C-a introdus regimul cel mai democrat.

Finalul este unul ironic, mai ales in ceea ce priveste exclamatia finald, si
surprinde, in mod tragi-comic, urmadrile revolutiei:

Dar fanul si orzul fiind tot mai rari,
A pierit de foame tara de mdagari.

Si in fata bietei turme decedate

A murit si seful...

Dulce libertate!

Astfel se proiecteaza o lume aflatd in autodistrugere, nu atat nedreaptd, cat
absurdd, care nu poate exista tocmai datoritd inversarii rolurilor si perturbarii echilibrului
initial. Vorbele goale si prostia de care dau dovadd magarii sunt sanctionate prin insasi
natura lucrurilor, realitatea invinge paradoxurile create, dar si prefacdtoria anterioara: se
realizeazd intr-un sfarsit cd aceste ,,comisii de aprovizionare” nu sunt indeajuns pentru o
viata prosperd. Finalul dovedeste, inca o datd, cd lozincile si toate structurile de suprafata
nu sunt decat niste forme goale care pot fi foarte usor ironizate.

Concluzie

Analiza noastrd a ardtat ca in scrierile autorului este vizibild o veritabild
opozitie impotriva regimului comunist, realizatd cu subtilitate prin umor. Opera sa este
reprezentativd pentru ideea prezentatd anterior, aceea cd umorul este o altd modalitate
de lupta impotriva absurditatii regimurilor totalitare, care duce confruntarea in
»subteran”, la un nivel mai sigur. Astfel irationalul este combatut cu irational, intr-un
joc in care structurile sunt inversate si ordinea anterioard este restabilitd alegoric.
Departe de a fi incadrate intr-o literaturd minimald, scrierile anticomuniste ale lui
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Pastorel, cuprinse in spiritul boemei tocmai prin efortul de distantare de subiectele
»serioase”, trddeazd o profundd luciditate si o creativitate cu ajutorul cdreia sunt
dezvaluite structurile artificiale ale societatii sovietizate. in acest fel, chiar daci doar pe
plan simbolic, structurile de fortd sunt inversate, iar victoria ii revine adevarului
acceptat atdt de comunitate, cat si de subiectul ironizat, care se aratd deranjat de

demascarea realitatii.
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Abstract: This article explores Eugene Ionesco’s early dramaturgy through a fresh critical lens,
framing it within Johan Huizinga's concept of Homo Ludens. Drawing upon the critical
periodisation established by Paul Surer in his seminal work Théatre francais contemporain
(1964), which delineates three distinct phases in Ionesco’s dramatic evolution, this study
deliberately narrows its scope to the first two periods, which are vital to mapping the trajectory
of the playful impulse. The study traces the evolution and radicalisation of the ludic drive across
these initial two cycles of Ionescan creation, providing each stage with a precise theoretical and
textual anchor. The first period (1949-1951), which Surer designates as the foundational cycle of
anti-theatre, encompasses La Cantatrice chauve, La Lecon, Jacques ou La Soumission, and L’Avenir est
dans les ceufs, and centres on the tautological mechanics of language, examined here primarily
through the lens of the first two plays. The second period (1951-1954), comprising works such as
Victimes du devoir, Amédée, and our central case study, Les Chaises, relies on the existential ritual of
vacant space as its structural anchor. In alignment with Surer’s analysis, this phase marks a major
aesthetic shift: the plays gain thematic density, the stage design assumes greater weight, and,
most crucially, the characters shed their mechanical demeanours to reveal a more human, acute
awareness of their own misery. The paper employs a multidisciplinary critical framework,
weaving together key chapters from Huizinga’s work (focusing on formal order, the agonal
function, and the sacred dimension of cult) with theoretical coordinates from Martin Esslin (Le
Théitre de I'absurde), Raluca Balditd (Le Discours thédtral), and the playwright’s own poetics in Note
si contranote, alongside a subtle comparative glance at Samuel Beckett. By reclaiming the
playwright’s childhood attachment to the puppet theatre in the Jardin du Luxembourg, the study
reveals how the ludic order operates as an alienating mechanism in the first phase, only to
subvert the traditional function of ritualistic play (Chapter I of Homo Ludens) in the second,
deploying numerical proliferation to stage the presence of absence and the tragic farce of
existential void.

Keywords: antitheater, Guignol metaphysics, Homo Ludens, tautology, proliferation.

1 Coordonatoare: Prof. univ. dr. habil. Carmen ANDREI si Conf. univ. dr. habil. Oana Celia
GHEORGHIU.
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Introduction

La genese de l'univers dramatique d’Eugéne lonesco ne procéde d’aucune
volonté programmatique visant a révolutionner le théatre de 'aprés-guerre ; elle trouve
plutdt ses racines dans un faisceau d’expériences empiriques et d’incidents fortuits qui
incarnent I'essence méme de I'esprit ludique.

Pour mieux comprendre la naissance de cette esthétique, il faut remonter a la
biographie spirituelle de I'auteur, marquée par un épisode fondateur de son enfance parisienne :
la fascination absolue exercée sur lui par le théatre de guignol du Jardin du Luxembourg,

Evanescence, angoisse et le théatre : « ... Ma meére ne pouvait m’arracher du
guignol au jardin du Luxembourg. J'étais 13, je pouvais rester la, envotté, des
journées entiéres. Je ne riais pas pourtant. Le spectacle de guignol me tenait 13,
comme stupéfait, par la vision de ces poupées qui parlaient, qui bougeaient, se
matraquaient. C’était le spectacle méme du monde qui, insolite,
invraisemblable, mais plus vrai que le vrai, se présentait a moi sous une forme
infiniment simplifiée et caricaturale, comme pour en souligner la grotesque et
brutale vérité. » (Esslin, 1963, p. 127)

Pour le futur dramaturge, le théatre de Guignol représentera l'essence méme,
voire la matérialisation la plus pure, du théatre a 1'état brut. Ce penchant initial sarticule
directement avec le refus catégorique des conventions esthétiques de son époque, faisant
des marionnettes le seul point de repére dramatique pleinement valable a ses yeux.

Pour Ionesco, le théatre conventionnel des adultes brisait l'illusion par son
réalisme grossier : « Je ne suis [...] pas un amateur du théatre, encore moins un homme
du théatre. Je détestais vraiment le théatre. Il m’ennuyait. [...] » (Ionesco, p. 7, Notes et
Contre-notes)

Cette intuition précoce du masque et du mouvement mécanique deviendra le
pilier sur lequel lonesco édifiera, a la maturité, une poétique structurale que l'exégese
moderne consacrera sous le nom de guignol métaphysique.

Cette posture critique érige le refus du compromis réaliste, en principe de la
création dramaturgique :

Il me semble [...] que je me suis mis a écrire du théatre parce que je le détestais.
[...] le jeu des comédiens me génait [...] Je crois comprendre maintenant que ce
qui me génait au théatre, c’était la présence sur le plateau des personnages en
chair et en os. Leur présence matérielle détruisait la fiction [...] C'est avec une
conscience en quelque sorte désacralisée que j'assistais au théatre, et c’est ce qui
fait que je ne I'aimais pas, ne la sentais pas, n'y croyais pas. (Ionesco, 1962 p. 3-5)

Cependant, le passage effectif a I'écriture dramatique s’est produit de maniere
purement accidentelle, sous le coup d’une activité toute pragmatique: le désir de
I'auteur d’apprendre l'anglais. Comme Ionesco le raconte lui-méme dans les essais de
Notes et contre-notes, il n’avait alors nullement I'intention d’écrire pour le théatre.
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En 1948, avant d’écrire ma premiére piéce : La Cantatrice chauve, je ne voulais
pas devenir un auteur dramatique. J'avais tout simplement 1'ambition de
connaitre 'anglais. L’apprentissage de 1’anglais ne méne pas nécessairement a
la dramaturgie. Au contraire, c’est parce que je n’ai pas réussi a apprendre
I'anglais que je suis devenu écrivain de théatre. (Ionesco 1962 p. 247)

En achetant un manuel fondé sur la méthode Assimil, « L’Anglais sans effort »,
I'auteur fut frappé par l'absurdité d’énoncés gorgés de truismes et de clichés. Les
personnages issus des pages de cette méthode, M. et Mme Smith, rejoints plus tard par
M. et Mme Martin, se révélaient complétement dépourvus de toute profondeur
psychologique : de véritables automates sociaux échangeant des vérités absolues dont
chacun était déja parfaitement informé.

Ainsi, ce qui ne devait étre qu'un exercice linguistique quotidien se vit détourné
par I'impulsion ludique de I'auteur pour se métamorphoser en texte dramatique.

Martin Esslin met précisément en lumiére cette transition ot le texte didactique
s’efface au profit du jeu théatral :

L’ascension d’Ionesco a la renommée mondiale est un étonnant phénomene
[...] on pourrait croire que son talent a longtemps cherché le moyen
d’expression qui lui convenait, avant de découvrir les possibilités d'une
certaine forme de dialogue. Le dialogue tout fait de la méthode Assimil lui
révéla ou était sa vraie vocation: dans le théatre qu’il avait jusqu’la détesté
précisément dans la mesure ot les conventions admises allaient a I'encontre de
ses propres perceptions [...] et allaient libérer son talent. (Essling, 1963, p. 181)

C’est de cet écart qu’est née une ceuvre singuliere, revendiquée comme une
anti-piéce, un ouvrage qui doit, jusqu’a son titre définitif, un incident savoureux
survenu lors des répétitions. Initialement vouée a porter le nom du manuel ou des titres
alternatifs tels que L’Anglais sans effort, la piéce fut rebaptisée de maniére tout a fait
fortuite : 'acteur incarnant le role du pompier, bafouillant dans ses répliques, prononca
la phrase « une cantatrice chauve » au lieu d’« une institutrice blonde ». Présent dans la
salle, Ionesco décida aussitot que tel serait le titre de la piéce, scellant ainsi
définitivement le role du hasard et du jeu dans l'acte créateur.

Cette dynamique du hasard apprivoisé, de la déconstruction des formes et de
la mécanisation des personnages trouve un écho historiographique remarquable dans
I'ouvrage de Paul Surer, Le Théitre francais contemporain. Rédigé au milieu des années
1960, & un moment de forte effervescence et de consolidation du nouveau canon
dramatique, I'essai de Surer consignait que, dans le parcours dramatique d’Ionesco,
« On peut distinguer, a 'heure actuelle, trois périodes assez distinctes dans la carriere
dramatique d’'lonesco. » (1964, p. 479). C'est dans cette perspective critique d’époque
que le présent article circonscrit son investigation aux deux premiers cycles créatifs, un
découpage qui nous permet de cartographier une mutation ontologique majeure dans
la manifestation de I'impulsion ludique.
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Surer situe dans la premiere étape (1949-1951) le noyau dur de l'anti-théatre,
constitué chronologiquement de La Cantatrice chauve, La Lecon, Jacques ou La Soumission et
L’Avenir est dans les ceufs. L’ancrage conceptuel de ce premier cycle réside dans la mécanique
tautologique du langage ; en examinant plus particulierement les deux premiéres piéces, nous
observerons comment les mots et les nombres perdent leur valeur logique pour devenir de
simples piéces sur un échiquier textuel qui annule toute signification.

Le passage a la seconde période (1951-1954), marquée par l'émergence de
piéces telles que Victimes du devoir, Amédée et notre étude de cas, Les Chaises, opére un
changement radical de paradigme. Comme le constate Paul Surer, les pieces acquierent
durant cet intervalle une consistance nettement plus grande, le décor prend une
importance plastique de premier ordre, tandis que le dialogue tend a traduire des idées
sous une forme logique. Toutefois, la mutation fondamentale s’opére au niveau des
personnages : ceux-ci s’affranchissent de leur condition de marionnettes mécaniques et
accedent a une conscience douloureuse de leur propre misere, gagnant ainsi en
humanité. Cette prise de conscience nous permettra de poser le second ancrage de
notre travail, consacré au rituel existentiel de 1'espace vide. Nous démontrerons ainsi
que la farce tragique ionescienne agit comme un écran protecteur face au néant,
évoluant a l'inverse de l'univers de Samuel Beckett, qui a parcouru le chemin d'un

cadre profondément humain vers une réalité progressivement mécanisée.

1. Contexte théorique : la reconstruction ludique de I’absurde
1.1. L’architecture formelle du jeu - Johan Huizinga, Homo Ludens (chapitres 1, V et VIII)
Sans prétendre que 1'ceuvre ionescienne s’inscrive aveuglément dans une grille
d’interprétation unique, le modeéle conceptuel élaboré par Johan Huizinga dans Homo
Ludens s’avere un instrument d’analyse extrémement fécond pour retracer la
dynamique profonde du théatre d’Ionesco sous un jour inédit. Dans le premier chapitre
(Nature et signification du jeu comme phénomeéne de culture), I'historien néerlandais
isole les traits formels qui définissent le jeu en tant que phénomeéne fondateur de la
culture, plagant au cceur de sa théorie la délimitation spatio-temporelle dite « cercle
magique ». Le jeu s’y configure comme une activité libre, assumée comme fiction,
capable de suspendre instantanément les lois logiques et utilitaires du monde profane.
Au sein de cet espace clos (qu'il s’agisse d'une aréne, d"un échiquier ou d"une scéne de
théatre), s'instaure un ordre absolu et souverain. Huizinga souligne avec force que le
jeu demeure intrinsequement lié aux catégories esthétiques de 1'ordre, du rythme, de la
répétition et de la mesure.

Le jeu se sépare de la vie courante par la place et la durée qu’il y occupe [...] Il
«se joue jusqu'a bout» a lintérieur des certaines frontiéres du temps et
d’espace. [...] Tout jeu se déroule dans les contours de son domaine spatial,
tracée d’avance [...] de méme qu'il n'existe point de différence formelle entre
un jeu et une action sacrée [...] ne se distingue pas formellement de
I'emplacement du jeu. L’aréne, la table a jeu, le cercle magique, le temple, la
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scene [...] ce sont des mondes temporaires au coeur du monde habituel [...] il
crée de 'ordre, il est ordre. » (Huizinga, 1951, p. 29-30)

Un aspect central de ce chapitre réside dans 1'analyse du jeu en tant que rituel
sacré archaique. Huizinga explique que la représentation collective au sein du culte ne
constitue pas une simple imitation mimétique, mais bien une action mystique par
laquelle la communauté réactualise un mythe afin d’'invoquer une force supérieure,
matérialisant ainsi une présence ordonnatrice (la divinité). « Le culte est [...] un
spectacle, une représentation dramatique, une figuration [...] Les jours des fétes saintes
[...] la communauté célebre, par des spectacles sacrés, les grands événements de la vie
de la nature. [...] L’humanité joue I'ordre de la nature [...] puis elle joue sous la forme
d’un jeu sacré cet ordre complet de I'existence. » (Huizinga, 1951, p. 38-39)

Le modéle conceptuel du rituel, analysé par Johan Huizinga dans le premier
chapitre d’"Homo Ludens (Nature et signification du jeu) comme une structure formelle
destinée a actualiser un ordre sacré, trouve dans le théatre d’Eugéne lonesco une
correspondance purement structurale, mais fonctionnellement inversée.

Le jeu sacré, indispensable au salut de la communauté, germe d’intuition
cosmique et de développement social, n'en demeure pas moins un jeu, une
action qui, comme le disait Platon, s’accomplit en dehors et au-dessus de la
sphere de la simple vie besogneuse et austere. (Huizinga, 1951, p. 54)

La ritualité ionescienne s’enracine directement au coeur du vide ontologique.
Loin de médier le rapport a un référent transcendant, la représentation exploite
exclusivement 'armature formelle du protocole collectif pour offrir une consistance
plastique a I’Absence et convertir I'espace scénique en une exposition directe du néant.

Plus loin, au chapitre V (Le jeu et la guerre), Huizinga étend cette analyse
formelle a I’état de conflit en définissant la fonction agonale, c’est-a-dire la compétition
réglementée. Loin d’étre un déchainement chaotique de violence, I’affrontement agonal
dans les cultures archaiques constitue un jeu codifié, qui exige impérativement un
contrat implicite entre les partenaires, le maintien d’une convention et I'existence d'un
esprit de fair-play. Lorsque le jeu perd cette dimension de loyauté symétrique, il
dégénere en un conflit destructeur. Cette grille offre les instruments méthodologiques
pour comprendre comment le texte ionescien subvertit, dans la piéce La Legon, la
convention de la joute intellectuelle et du transfert de connaissances. La relation initiale
entre le Professeur et I'Eléve mime le protocole d’un jeu agonal institutionnalisé.

La guerre peut étre considérée comme une fonction de culture, aussi longtemps
qu’elle se livre dans un cercle dont les membres se reconnaissent mutuellement
comme des égaux, ou du moins, des égaux en droit. [...] jusqu’au passé le plus
récent, le droit des gens reposa sur des limitations semblables [...] 1'état de
guerre fut expressément distingué, d’une part, de I'état de paix, d’autre part,
de la violence criminelle. (Huizinga, 1951, p.151)

227



Pour compléter ce découpage théorique sélectif, nous abordons le chapitre VIII
(La fonction de I'imagination), ot Huizinga étudie le passage du jeu dans la sphere de
I'esthétique pure et explore l'art dramatique a la lumiere de la création imaginaire et du
mécanisme de l'illusion scénique. La représentation théatrale y est percue comme
I'héritiere directe des formes ludiques qui ont progressivement abandonné leur
fonction sacrée originelle pour devenir. L'acteur se masque, le spectateur accepte la
convention, et tous deux créent ensemble une réalité alternative suspendue. Tonesco
radicalise cette dimension laique de l'illusion scénique analysée au chapitre VIII en
transformant le théatre en un laboratoire de formes pures ; il récuse l'illusion réaliste
pour proposer un spectacle qui assume pleinement sa condition de jeu pour le jeu.
«Dans toute image, de la plus sacrée a la plus littéraire, [...] la personnification
demeure simultanément une forme d’expression extrémement importante de I'esprit

humain et une fonction ludique. » (Huizinga, p. 230)

1. 2. Prolifération absurde et temporalité ludique : Martin Esslin a la lumiére de Paul
Surer et le parallele avec Beckett

Pour rendre ces concepts opérationnels au regard des spécificités du théatre
d’apres-guerre, il convient de les articuler a la synthese établie par Martin Esslin dans
Le Théitre de I'absurde, elle-méme étroitement liée au découpage esthétique proposé par
Surer. Esslin isole comme trait caractéristique de l'univers ionescien le phénomeéne de
prolifération, l'accumulation géométrique et suffocante d’objets physiques, de mots
vides ou de répétitions mécaniques.

Dans cette étude, nous proposons une relecture de ce concept a travers la grille de
Huizinga, en soutenant que la prolifération n’est rien d’autre que la radicalisation
monstrueuse de la regle de répétition et de multiplication propre au jeu : un mécanisme
formel qui échappe au contrdle des personnages pour finir par anéantir toute signification.

Ionesco compare sa tentative pour redécouvrir « le mécanisme théatral a 1'état
pur » et l'utilisation du principe d’accélération [...] «Dans La lecon, par
exemple, il n'y a pas une histoire, mais il y a tout de méme une progression.
[...] Le rythme des piéces de Ionesco est un rythme d’intensification,
d’accélération, d’accumulation, de prolifération poussée jusqu’au paroxysme et
quand la tension psychologique atteint I'intolérable, celui de 1'orgasme, il doit
étre suivi d’une détente qui libere [...] Cette libération prend la forme du rire. »
(Esslin, 1962, p. 183-187)

Cette dynamique d’accumulation nous permet de saisir les mutations
profondes subies par la structure temporelle sur la scéne ionescienne, tout en justifiant
le parallele avec Samuel Beckett.

Toutefois, comme le souligne Paul Surer dans Le Thédtre frangais contemporain
(1964), la démarche des deux dramaturges au sein de la temporalité ludique demeure
radicalement différente. Chez Beckett (particulierement dans En attendant Godot), le jeu

N

remplit une fonction compensatoire et statique, destinée a meubler une temporalité
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stagnante, inerte, qui se refuse a s’écouler. Beckett ralentit le rythme jusqu’a
I'immobilisme, parcourant une trajectoire qui part d'un univers profondément humain
pour aboutir, vers la fin de son ceuvre, a des cadres entiérement mécanisés.

En revanche, Ionesco adopte une stratégie dynamique, fondée sur 1'accélération
et le crescendo. Le temps ionescien est agressé par des répétitions chronologiques
frénétiques. De plus, pour reprendre l'observation initiale de Surer, Ionesco évolue
dans le sens inverse de Beckett.

Avec Les Chaises, qui suivent Victimes du devoir et Amédée, lonesco aborde une
seconde période qui va de 1951 a 1954. Les piéces sont plus étoffées, le décor a
plus d'importance [...] les situations sont traitées dans un style expressionniste.
La différence la plus importante touche les personnages qui perdent leur aspect
mécanique pour devenir plus complexes [...] (sur ce point, Ionesco a suivi une
évolution opposée a celle de Beckett, qui est parti d'un univers humain pour
aboutir a un univers mécanisé). (Surer, 1964, p. 483)

Alors que, durant la premiére période (1949-1951), ses personnages fonctionnent
comme de simples guignols rigides et interchangeables pris dans une intemporalité
circulaire, ils perdent, au cours de la seconde (1951-1954), leur aspect purement
mécanique pour gagner en humanité et accéder a une conscience douloureuse de leur
propre misére. La farce mécanique se mue alors en farce tragique, ot la structure
temporelle ludique ne reléve plus de la simple bouffonnerie, mais mesure une chute
imminente vers le néant.

1.3. La théorie des chiffres : la subversion de la logique et la déconstruction du discours
idéologique

Dans cet espace clos du laboratoire de la scéne, la théorie des chiffres s’institue
comme le mécanisme supréme de régulation du rythme scénique et de dissolution du
sens. Les chiffres et les nombres perdent leur fonction mathématique rationnelle,
utilitaire, de mesure de la réalité palpable, pour étre réifiés et transformés en de simples
pieces de jeu formel. Ils deviennent des instruments de scansion esthétique : les sonneries
imprévisibles de la pendule dans La Cantatrice chauve ou le décompte oppressif du type
39+1 dans La Lecon ne transmettent pas de données logiques, mais agissent comme des
stimuli structurels qui imposent aux acteurs un tempo saccadé, paroxystique. Le chiffre
devient le fil de la marionnette qui accélére les mouvements sur scéne, vidant le discours
de sens et transformant l'existence en une équation absurde. Par conséquent, la ou le
discours rationnel recourt a I'argumentation logique pour structurer la réalité, Ionesco
s’empare des paradoxes de la raison pour les vider de toute cohérence utilitaire. Il réduit
les systémes de pensée rigides a un simple et implacable automatisme de Guignol, au
sein duquel les personnages se dépouillent de leur individualité pour se fondre dans un
tout amorphe de bruit tautologique et stérile. Les chiffres et les mots perdent ainsi leur
capacité a s'assembler ou a rendre compte de réalités distinctes, devenant exclusivement
les simples instruments d'un ordre absurde. Il s’agira, dés lors, dans les sections
consacrées aux analyses de textes, d’observer la maniére dont cette chosification
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mathématique et discursive s’exerce concretement a 1'échelle de la dynamique scénique,
en dessinant les regles internes des deux périodes créatrices.

2. Premiére période (1949-1951) : chosification du discours et mécanique du temps
suspendu

Dans ce premier cycle de la dramaturgie ionescienne, identifié par Surer comme
l'acte de naissance de «l’anti-théatre », la scéne s’affirme comme une manifestation
radicale du « cercle magique » défini par Johan Huizinga dans Homo Ludens. Cet espace
cesse d’étre le réceptacle de la mimesis classique pour devenir un laboratoire clos, régi
par des régles internes strictes, entierement abstraites et dénuées de toute utilité
pratique. Le point d’ancrage central de cette étape réside dans la mécanique
tautologique du langage, processus par lequel les mots se dépouillent de leur fonction
sémiotique de communication pour subir une chosification et devenir de simples pieces
sur un échiquier textuel qui annule toute signification.

2.1. La Cantatrice chauve : la méthode Assimil comme échiquier et la libération de la
pulsion ludique

L’analyse de la geneése de La Cantatrice chauve dépasse la simple anecdote
biographique pour révéler une intuition structurelle profonde. Comme le note Martin
Esslin dans Le Théatre de ’absurde, 1’accession d’Ionesco a la renommeée internationale a
I'age de trente-six ans constitue un phénomene qui dissimule la longue quéte d'un
moyen d’expression adéquat. La découverte des potentialités d’une certaine forme de
dialogue ne s’est pas produite par l'adhésion a la tradition littéraire, mais par la
collision avec le texte tout fait de la méthode Assimil. Congu a des fins strictement
utilitaires, I'apprentissage de l'anglais — ce manuel de langues étrangeres — est
devenu, sous le regard d’lonesco, un déclencheur ludique. Esslin souligne que ce
dialogue stéréotypé a révélé a 'auteur sa véritable vocation au coeur méme du théatre
qu’il avait jusqu’alors détesté, dans la mesure ot les conventions admises de 1'époque
contredisaient ses propres intuitions. Le détournement de ce manuel pédagogique au
profit d'un jeu gratuit avec les phrases incarne la posture pure de I'Homo Ludens: la
conversion d"une structure rigide du réel en un jouet formel.

Cette inclination pour une forme dramatique fondée sur 'automatisme et le
cliché ne relevait pas d’un accident isolé, mais constituait une structure latente de
I'esprit ionescien. Esslin en veut pour preuve les notes du journal de jeunesse de
l'auteur datant de 1939. Dix ans avant la découverte du manuel Assimil, Ionesco avait
déja esquissé 'idée d'un sketch ot une femme s’adressait a un homme en coulisses
dans une scéne entiérement bétie a partir de fragments de clichés et de répétitions
stéréotypées, sans que le spectateur ne sache jamais de quoi il retournait. Cette
anticipation documentaire démontre que le manuel d’apprentissage n’a pas créé
I'esthétique ionescienne, mais qu'il a seulement libéré un talent en quéte de sa forme,
en lui offrant un corpus de textes préts a étre manipulés sur I'échiquier de la scene.

Une fois entré dans le cercle magique de l'ceuvre, le langage subit une
chosification totale, particulierement visible dans la dynamique tautologique des époux
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Smith. Le dialogue d’ouverture de la piéce cesse d’étre un échange d’informations pour
devenir un jeu de société formalisé, régi par de strictes regles de répétition. Les truismes
énoncés par Madame Smith concernant les qualités de l'huile, le menu du diner ou
I'identité nationale de sa propre famille (« M. Smith est anglais, il habite dans une
résidence anglaise, il porte des chaussures anglaises ») n’ont pas pour rdle de construire
une réalité, meublant plutdt le vide par une mécanique verbale qui tourne a tour de role.
Cette dynamique textuelle réactive les coordonnées formelles du jeu, telles que décrites
dans Homo Ludens. Par I’élimination de I'intention utilitaire, le texte dramatique s’installe
dans les cadres d'une temporalité autonome ot1 les mots, affranchis de I'obligation de
refléter la réalité profane, faconnent un ordre esthétique autoréférentiel.

Le pendule sonne cinq fois. Un long temps.

Mme SMITH : Et quand pensent-ils se marier, tous les deux ?

M. SMITH : Le printemps prochain, au plus tard.

Mme SMITH : Il faudra sans doute aller a leur mariage.

M. SMITH : 1l faudra leur faire un cadeau de noces. Je me demande lequel ?
Mme SMITH: Pourquoi ne leur offririons-nous pas un des sept plateaux
d’argent dont on nous a fait don a notre mariage a nous et qui ne nous ont
jamais servi a rien ?

Court silence. La pendule sonne deux fois. (Ionesco, La Cantatrice chauve, Scéne I)

Du point de vue linguistique, ce processus s’appuie sur la déconstruction des
microstructures du discours. Comme le rappelle Raluca Baldita dans Le discours théitral
d’Eugéne lIonesco, les jeux de mots et le non-sens deviennent des stratégies
fondamentales d’émancipation, ce que confirme 'aveu autopoétique du dramaturge,
pour qui la libération totale du vocabulaire engendre une signification purement
ludique, indépendante du contrdle rationnel. Cette liberté se manifeste en premier lieu
par la dissolution de la fonction d’identification du nom propre, phénomeéne qui
subvertit la convention du réalisme scénique. Le cas de la famille Bobby Watson dans
La Cantatrice chauve illustre I'effondrement du schéma classique de la communication
référentielle. Dans un espace ol tous les membres d’'un méme clan, indépendamment
du genre ou du degré de parenté, partagent un nom unique et une profession
identique, I'altérité s’évanouit. (Baldita, 2009, p. 199-200)

N

Cependant, abordé a la lumiére de la théorie de Huizinga, ce blocage
communicationnel révele un paradoxe: les personnages parviennent a interagir
parfaitement précisément parce qu’ils maitrisent le code formalisé d’une partition
ludique ot la validité de "énoncé ne dépend plus de la vérité factuelle, meublant la
scéne par le respect strict des régles syntaxiques de la bouffonnerie.

Le rythme de cet engrenage est soutenu par une subversion profonde de la
structure temporelle, opérée par le comportement aberrant de la pendule. Les coups
imprévisibles de 1'horloge brisent la temporalité linéaire de la vie quotidienne,
illustrant la theése de Huizinga selon laquelle le temps est isolé au sein du jeu. La scene

impose une cadence purement esthétique qui ne mesure plus le devenir, mais agit
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comme un instrument de découpe rythmique, enfermant les comédiens dans une
boucle infinie ot la fin coincide avec le début.

L’ironie de cette méthode de travail, fondée sur l'intuition et sur la parodie de
I'effort, est assumée par Ionesco lui-méme d’une maniere qu'Esslin qualifie de
convaincante, par son caractére carnavalesque. Dans la description de l'acte d’écrire,
Ionesco déplore l'effort physique considérable impliqué par la nécessité de se lever ou
de prendre un stylo, confirmant la posture profondément ludique d'un créateur qui
traite I'instance scripturale elle-méme comme une farce intégrée a la grande mécanique
du jeu existentiel.

Ce refus ironique de la posture de l'écrivain grave confirme la dimension
profondément ludique de la démarche de 'auteur : tout, de 'acte physique de I'écriture
jusqu’a l'accident de répétition qui a métamorphosé L’Anglais sans effort en La Cantatrice
chauve, lorsqu'un comédien incarnant le Pompier a prononcé par inadvertance
« cantatrice chauve » a la place d’« institutrice blonde », est abordé comme une farce
intégrée a la grande mécanique du jeu.

On ne trouvait pas de titre convenable. C'est le hasard qui le trouva. Henri-
Jacques Huet — qui jouait admirablement le réle du Pompier, — eut un lapsus
linguae au cours des derniéres répétitions. En récitant le monologue du
Rhume, ot il était, incidemment, question d’une « institutrice blonde », Henri-
Jacques se trompa et prononga « cantatrice chauve ». « Voila le titre de la piece !
» m’écriaije. C'est ainsi donc que «La Cantatrice chauve » s’appela «La
Cantatrice chauve » (Ionesco, 1962, p. 257-258)

2.2. La Lecon, la théorie des chiffres et la perversion de I'agon

Si, dans La Cantatrice chauve, la déconstruction s’opére au niveau des
microstructures verbales, la dynamique du jeu migre, dans La Lecon, vers la
macrostructure relationnelle pour se métamorphoser en affrontement violent. La
relation pédagogique entre le Professeur et I'Eleve est initialement congue comme une
compétition intellectuelle soumise a des régles strictes. Cette structure correspond au
concept de fonction agonale (la compétition), que Huizinga analyse dans Homo Ludens
comme un moteur fondamental du développement culturel.

A mesure que la lecon progresse, la convention ludique se trouve pervertie. Le
Professeur détourne l'autorité que lui confére son réle au sein du jeu, non pas pour
transmettre un savoir, mais pour exercer une pression psychologique croissante. Le
dialogue perd progressivement sa réciprocité pour se muer en monologue oppressif.
Cette dégradation du fair-play et la dérive du jeu vers une violence réelle renvoient
directement aux mécanismes analysés par Huizinga dans le chapitre V de sa réflexion
sur les rapports entre le jeu et la guerre. Des lors que le jeu se dépouille de sa liberté et
de sa bonne foi, il dégénere en un conflit destructeur.

L'ELEVE : Excusez-moi, Monsieur... Qu’entendez-vous par le nombre le plus grand ?
Est-ce celui qui est moins petit que I'autre ?
LE PROFESSEUR : C’est ca, Mademoiselle, parfait. Vous m’avez trés bien compris.
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L'ELEVE : Alors, c’est quatre.

LE PROFESSEUR : Qu’est-ce qu'il est, le quatre ? Plus grand ou plus petit que trois ?
L'ELEVE : Plus petit... non, plus grand.

LE PROFESSEUR : Excellente réponse. (Ionesco, La legcon)

Au cours de ce processus d’anéantissement, la théorie des chiffres remplit
I'office de moteur structurel du texte dramatique. Les mathématiques et 1'arithmétique
perdent toute utilité pratique ou rationnelle pour devenir les instruments d'un délire
controlé. Le Professeur exige de 'Eléve des calculs absurdes, et I'incapacité de cette
derniére a manipuler les abstractions mathématiques, illustrée par l'impossibilité de
distinguer 1’addition de la soustraction ou par la mémorisation machinale de tous les
produits possibles sans compréhension du principe de multiplication, provoque une
accélération paroxystique du rythme scénique. Ionesco recourt aux chiffres pour
orchestrer un crescendo dramatique suffocant. Loin de désigner des réalités
quantifiables, ces derniers agissent comme des impulsions purement formelles qui
morcellent I'attention et la résistance de 'Eléve.

Le dénouement de la piéce, scellé par le meurtre final, obéit a la formule
mathématique implicite du décompte : le célébre «39 + 1». L'entrée en scéne de la
Bonne et la préparation de l'accueil d"une nouvelle éléve confirment la nature de rituel
répétitif qui caractérise 1'action. La structure mathématique se fait ainsi le fil invisible
qui orchestre la dissolution de I'humain.

LA BONNE : Petit assassin ! Salaud ! Petit dégotitant ! Vous vouliez me faire ¢a
a moi ? Je ne suis pas une de vos éleves, moi !

[...]

L’arithmétique meéne a la philologie, et la philologie méne au crime...

LE PROFESSEUR : Vous aviez dit : « au pire » !

LA BONNE : C'est pareil.

LE PROFESSEUR : J'avais mal compris. Je croyais que « Pire » était une ville et
que vous vouliez dire que la philologie menait a la ville de Pire...

LA BONNE : Menteur ! Vieux renard ! Un savant comme vous ne se méprend
pas sur le sens des mots. Faut pas me la faire.

LE PROFESSEUR (sanglote) : Je n’ai pas fait expres de la tuer !

[-]

LE PROFESSEUR : Oui, Marie ! Qu’est-ce qu’on va faire, alors ?

LA BONNE : On va l'enterrer... en méme temps que les trente-neuf autres... ¢a va
faire quarante cercueils... On va appeler les pompes funébres et mon amoureux,
le curé Auguste... On va commander des couronnes... (Ionesco, La lecorn)

Cette réduction de l'existence a une équation absurde résonne avec les
polémiques que Ionesco entretenait avec les intellectuels engagés de son temps, au
premier chef Jean-Paul Sartre. Comme il le formule explicitement dans les essais
rassemblés dans Notes et contre-notes, le dramaturge récusait catégoriquement toute
instrumentalisation politique de la scéne, soutenant que la conversion du théatre en
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véhicule de propagande ou en démonstration didactique rigide détruit la liberté
organique de l'esprit ludique.

Par conséquent, 1a ot le théatre a thése recourt a I'argumentation logique et au
paradoxe moral, Ionesco s’empare des paradoxes de la raison pour la vider de toute
charge idéologique. Il réduit les systemes de pensée classiques a un simple et
implacable automatisme de Guignol, au sein duquel les personnages se dépouillent de
leur individualité pour se fondre dans un tout indifférencié de bruit tautologique et
stérile. Les chiffres et les mots perdent ainsi leur capacité a s’assembler ou a expliciter
des réalités distinctes, devenant de simples véhicules d'un ordre absurde.

Il s’agira, des lors, dans les sections consacrées aux analyses de textes de la
période suivante, d’observer la maniére dont cette chosification agit, plus avant, a
I'échelle de la dynamique scénique, en modifiant fondamentalement les coordonnées
formelles de I'univers dramatique.

4. Seconde période (1951-1954) : 1a farce tragique et le rituel inversé de 1’absence

La transition vers le second cycle de la dramaturgie ionescienne, circonscrite
par Paul Surer entre 1951 et 1954, marque une mutation ontologique et esthétique
majeure dans la manifestation de I'esprit ludique.

Si la premiére étape de «l'anti-thédtre» explorait principalement
l'automatisme formalisé du discours chosifié, ce nouvel intervalle déploie une
architecture dramatique d’une tout autre consistance. Comme le note Surer dans Le
Thédtre frangais contemporain, dans des pieces telles que Victimes du devoir, Amédée ou
Comment s’en débarrasser et, tout particulierement, dans notre étude de cas, Les Chaises,
le décor acquiert une présence plastique sans précédent, tandis que le dialogue tend a
traduire des idées sous une forme apparemment logique.

Toutefois, la mutation fondamentale relevée par le critique francais s’opeére a
I'échelle des personnages: ceux-ci se dépouillent de leur rigidité et de leur
comportement purement mécanique pour accéder a une conscience douloureuse de
leur propre misére, gagner ainsi en humanité. C'est au cceur de cette rupture
structurelle que s’élabore le genre hybride de la farce tragique. Dans cet espace nuancé,
I'Homo Ludens ne joue plus sous I'impulsion gratuite du hasard linguistique (effet
propre a la méthode Assimil), mais convertit le jeu en un rituel existentiel désespéré,
ultime rempart dressé contre I’angoisse de la mort et du néant.

4.1. Les Chaises : le cercle magique de l'ile et la reconfiguration du rituel sacré

Pour décoder les ressorts intimes de la piéce Les Chaises, il est impératif de
recourir au premier chapitre d’'Homo Ludens, ou Huizinga analyse la filiation entre le
jeu et les manifestations du culte sacré archaique. L'historien hollandais démontre que
le rituel est un jeu abordé avec le plus grand sérieux, une représentation collective
déployée au sein d'un espace sanctifié et isolé (le « cercle magique »), par laquelle la
communauté réactualise un mythe fondateur afin d’actualiser une force supérieure,
donnant ainsi corps a une Présence ordonnatrice et transcendante.
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Le texte ionescien configure I'espace scénique en reproduisant rigoureusement
ce jeu rituel décrit par Huizinga : I'isolement total de I'espace (la tour entourée par les
eaux, pensée comme un cercle magique insulaire), la solennité des préparatifs, le
respect strict d'un protocole d’accueil et la hiérarchisation symbolique des invités. Les
deux vieillards agissent comme les grands prétres d’'une cérémonie imminente,
destinée a transmettre a la postérité le « message » sauveur de toute une vie.

Toutefois, le génie d'lonesco réside dans le renversement radical de la finalité du
rituel huizinguien. Dans la farce tragique Les Chaises, le jeu de la représentation n'invoque
plus les dieux et ne remplit plus I'espace d’une signification transcendante ; il devient un
rituel vidé de sa substance, congu exclusivement pour circonscrire et donner une forme
plastique a I’Absence. Les invités qui affluent frénétiquement sur scéne, de la dame
bizarre et du colonel jusqu'a la suite impériale, sont totalement invisibles. Les
personnages humains s'immergent pleinement dans l'illusion (in-lusio, I'acte d’entrer
dans le jeu), dialoguant, flattant et disposant des sieges pour un public spectral.

Ce Guignol métaphysique exploite sa structure ludique non pas comme une
manifestation génératrice de culture (comme le soutenait Huizinga), mais comme une
stratégie de survie psychologique face au vide ontologique. Le jeu subsiste comme
forme pure, comme armature extérieure rigide, mais il ne sauve plus rien: il se borne a
masquer, sous le fard de la bouffonnerie et de la courtoisie protocolaire, I'effondrement
imminent de I'échafaudage existentiel.

4.2. La prolifération géométrique et I'Orateur comme marionnette de 'aphasie

Dans ce cadre du rituel inversé, la théorie des chiffres cesse de fonctionner
comme un simple rythme linguistique saccadé (a l'image de la pendule dans La
Cantatrice chauve) pour se matérialiser directement dans l'espace scénique par le
phénomene de prolifération, théorisé par Martin Esslin dans Le Thédtre de I'absurde.

Les chiffres dictent ici un crescendo physique, suffocant. Le nombre de chaises
apportées sur scéne croit selon une progression géométrique, envahissant et dévorant
I'espace vital des deux vieillards. Chaque siege ajouté constitue une unité comptable du
néant, un chiffre qui mesure mathématiquement la dimension du vide. La quantité
monstrueuse d’objets inertes déposseéde la personne humaine de sa centralité, les
personnages étant physiquement refoulés vers les marges de la scéne, face aux fenétres
ouvertes sur les eaux sombres, ce qui suggere une annulation géométrique de
I'individu par son propre jeu de présence. La chaise vide devient ainsi le signe visuel
supréme de I’Absurde : un objet ludique qui prolifére jusqu’a étouffer les joueurs.

Le dénouement de cette farce tragique consacre 1'échec définitif de I'illusion
par l'apparition de 1'Orateur, personnage congu comme une ironie supréme a I'égard
du logos et de toute espérance de salut. Engagé par le Vieillard pour prononcer son
fameux message, I'Orateur est le seul convive réel et visible, censé valider le jeu rituel et
délivrer le sens tant attendu. Or, dans un retournement propre au Guignol, Ionesco
révele que 1'Orateur est aphasique: sourd-muet, il ne peut émettre que des sons
gutturaux et griffonne sur un tableau des mots incomplets.
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« L’ORATEUR : Mmm, Mmm, Gueue, Gou, Gu, Mmm, Mmm. Mmm, Mmmm. »
(Tonesco, Les Chaises)

Cet effondrement de la communication logique rappelle la maniére dont
Ionesco polémiquait, dans les essais de Notes et contre-notes, avec les systémes
philosophiques rigides et rationalistes, refusant de livrer un message prét a 'emploi ou
une these idéologique. L’Orateur se change en une marionnette défaillante du discours
; sa survenue dissipe définitivement la foi dans le sens, prouvant qu’au-dela de la
mécanique formelle du jeu ne subsiste aucune certitude métaphysique.

Le double suicide des vieillards, qui se précipitent par les fenétres en croyant
que leur message sera transmis, ne laisse sur scéne que le clapotis des eaux et les
chaises vides dans la pénombre. Il confirme que, dans cette seconde étape de sa
dramaturgie, Ionesco emploie I'ordre et la répétition ludique décrits par Huizinga non
plus pour ordonner le monde, mais pour mettre en scéne, avec une précision
mathématique effrayante, le triomphe du néant.

Conclusions

L’investigation de I'évolution de la premiére dramaturgie d’Eugéne Ionesco a
travers le prisme du concept d'Homo Ludens révele une radicalisation profonde et
systématique de l'impulsion ludique. Loin d’étre une simple manifestation de gratuité
formelle, le jeu s’institue sur la scéne de I'absurde comme une modalité souveraine de
questionnement de la condition humaine lors des crises du sens. L’adoption du
découpage chronologique établi par Paul Surer a permis de cartographier une mutation
d’ordre ontologique entre les deux premiers cycles créateurs de l'auteur, en offrant a
chaque étape un ancrage critique et structurel distinct. Dans la premiére période (1949-
1951), dominée par les piliers formels de La Cantatrice chauve et de La Legon, I'ancrage
analytique s’est concentré sur la mécanique tautologique du langage. A travers la
déconstruction des microstructures du discours et la réification du vocabulaire,
empiriquement déclenchées par la collision avec le texte tout fait de la méthode
Assimil, Ionesco suspend la fonction de communication du logos. Le nom propre perd
sa capacité d’identification référentielle, réduisant les personnages a de simples piéces
interchangeables sur un échiquier verbal. Ce Guignol textuel dicte son propre temps,
isolé par les anomalies chronologiques de la pendule ou par la progression
mathématique oppressante de la formule 39+1, retenant l'individu a l'intérieur d'un
« cercle magique » gouverné par des régles rigides, mais pleinement aliénantes.

La transition vers la seconde période (1951-1954), fixée autour de l'ceuvre Les
Chaises, marque un changement majeur de paradigme avec 'apparition de la farce
tragique. Les personnages se détachent de la condition de marionnettes automatiques
pour acquérir une conscience profondément humaine de leur propre misere
existentielle. A ce stade, I'ancrage structurel devient le rituel existentiel de 1'espace
vide. Ionesco utilise tous les éléments protocolaires du jeu sacré décrits dans le premier
chapitre d’'Homo Ludens, mais il en inverse la fonction. Le cérémoniel collectif et la
prolifération géométrique des chaises vides n’ont plus pour réle d’actualiser un ordre
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transcendant ou d’invoquer une Présence salvatrice, mais subsistent exclusivement
comme modalité d’objectivation plastique de I’Absence. En derniére instance, la
relecture du théatre ionescien démontre que lauteur évolue dans un sens
diamétralement opposé au structuralisme statique de Samuel Beckett. La ot Beckett
ralentit I'écoulement du temps jusqu'a I'immobilisme d'un cadre progressivement
mécanisé, lonesco accélere la dynamique des formes pures par un crescendo
destructeur. La théorie des chiffres, le refus du conformisme idéologique et
'attachement précoce a I'esthétique de Guignol convergent vers une méme conclusion :
dans l'univers de I'Homo Ludens, I'ordre et la répétition ludiques ne servent pas a
ordonner le monde, mais a mesurer, avec une précision mathématique implacable,
I'effondrement du sens face au néant.
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Abstract: In this study, the concept of “ludocreativity” is explored as a blend of play and artistic
creation, applied to Alessandro Baricco’s Novecento. The text shows how the musicality,
language, and structure of the monologue create a narrative experience that feels like a concert,
clearly influenced by jazz. The story is told by the trumpeter Tim Tooney and follows the life of
Novecento, a remarkable pianist who is born and raised on an ocean liner and never sets foot on
land. The ship becomes his entire world, limited but understandable, where he develops his
musical talent and forms deep connections. Despite having the chance to succeed in the outside
world, Novecento chooses to remain in this confined space, afraid of the endless possibilities that
life on land offers. Ludocreativity appears in the playful use of language, in the names, in
paradoxical situations, and in a narrative style that mixes irony with more dramatic elements. At
the same time, the work carries a strong philosophical message: it contrasts the comfort of limits
with the overwhelming vastness of the world, suggesting that too many choices can leave a
person feeling lost. In the end, Baricco brings together play, music, and existential reflection,
creating a unique work that encourages readers to think about the meaning of life and the many
choices we face and make.

Keywords: Ludocreativity, contemporary literature, Italian literature, Baricco, Novecento.

“Ludocreativita” & un neologismo creato per esprimere l'unione tra gioco e
creazione artistica, ci soffermeremo sull'importanza che essa ha nella letteratura,
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analizzandola con l'aiuto dell’opera “Novecento”. L'opera di Baricco, che ¢ un
monologo, sorprende il fenomeno letterario grazie alla musicalita del testo, ai
personaggi e ai modi di esprimersi.

Contesto e riassunto dell’opera

Alessandro Baricco € uno scrittore italiano, nato a Torino nel 1958. 11 suo stile di
scrittura € influenzato dal suo rapporto con la musica, avendo studiato pianoforte, la
sua passione & presente spesso nei suoi testi trasformandoli in un rifugio di tranquillita
e pace per il lettore. “Novecento” nasce come monologo teatrale nel 1994 ed é stato
pensato non soltanto per essere letto, ma anche ascoltato, proprio come un concerto
musicale, grazie al ritmo narrativo simile allo stile jazz.

Nel 1998 l'opera arriva anche sul grande schermo con il titolo: La leggenda del
pianista sull’oceano?, film che sorprende il pubblico grazie alla sua durata di 2 ore e 50
minuti, mentre il monologo presenta poco pit di 40 pagine.

La vicenda di Novecento e raccontata dal trombettista Tim Tooney, che rievoca
la figura del suo amico Novecento attraverso un monologo dal tono orale e coinvolgente.
Il racconto non segue una struttura rigidamente cronologica, ma si sviluppa per episodi e
ricordi, contribuendo a creare un’atmosfera sospesa tra realta e leggenda.

La storia di Novecento & straordinaria. Un bambino trovato su un pianoforte di
un transatlantico nel 1900, cresciuto dagli uomini dell’equipaggio, senza conoscere
nulla del mondo esterno e senza mai mettere piede sulla terraferma. La nave diventa il
suo unico mondo, un universo limitato ma nel quale scopre subito la sua passione per
la musica e per il pianoforte. Diventa, grazie al suo talento, una vera e propria “star”
tra i passeggeri e musicisti. L’amicizia tra Tim Tooney e Novecento nasce proprio
attraverso la musica: facendo parte della stessa banda che si esibiva a bordo della nave,
i due riescono a costruire un legame unico e profondo. La musica di Novecento, cosi
originale e trascinante, diventa il simbolo stesso della nave: quando si parlava del
Virginian, si pensava immediatamente a concerti, feste e balli. La leggenda del
“pianista dell’oceano” cresce al punto da attirare persino I'attenzione dell’inventore del
jazz* che decide di sfidarlo in un duello musicale destinato a diventare memorabile.
Nonostante la notorieta crescente, Novecento rifiuta ogni proposta di scendere dalla
nave per intraprendere una carriera da musicista sulla terra. Tuttavia, uno dei momenti
pitt rilevanti arriva quando, durante uno dei viaggi, conosce un contadino, Lynn
Baster, un uomo che aveva parlato con il mare. Novecento rimase talmente sorpreso
dalla storia del passeggero che se la fece raccontare un’infinita di volte, volendo
riuscire anche lui a parlare con il mare, ma essendo consapevole che, per farlo, avrebbe
dovuto scendere dalla nave. Cosi inizia, forse per la prima volta, a immaginare la

3 Vincitore di 5 Nastri d’Argento e un premio ai Golden Globes, il ruolo di Novecento
intrepretato da Tim Roth mentre quello del trombettista Tim Tooney da Pruitt Taylor Vince.

4 Jelly Roll Morton, pseudonimo di Ferdinand Joseph La Menthe, pianista e compositore
statunitense. Il primo compositore di musica jazz della storia. Celebre per la sua personalita
arrogante ed egocentrica.
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possibilita di scendere dalla nave. Questo incontro rappresenta il momento pitl vicino
in assoluto alla scelta di abbandonare il Virginian, ma anche questa volta il mondo
esterno gli appare troppo vasto. Anche quando Tim Tooney scende definitivamente
dalla nave, Novecento, personaggio “outsider” cosi definito perché: “osserva il genere
umano senza mai entrarne del tutto a far parte” (Rossi, 2025, p. 10) rimane sul
Virginian, fedele al proprio mondo. Gli anni passano, e con essi la nave invecchia,
finché il Virginian viene destinato alla demolizione. E allora che Tim scopre che
Novecento si trova ancora a bordo, deciso a non abbandonare mai la nave che gli ha
fatto da casa, da scuola e da palcoscenico.

Per Novecento, scendere a terra significherebbe affrontare un mondo troppo
grande per le sue possibilita di scelta. Sulla nave tutto & comprensibile, misurabile,
umano; a terra, invece, “la tastiera € infinita” e lui non saprebbe dove iniziare. La sua
scelta finale, dolorosa ma coerente, rappresenta l'atto estremo di fedelta alla propria
identita e alla propria visione del mondo. Tim Tooney diventa cosi il custode della sua
storia: I'unico che puo raccontare la vita del “pianista dell’oceano” e conservarne la
leggenda. Attraverso il racconto, Novecento continua a vivere, trasformandosi in una
figura mitica sospesa tra realta e immaginazione.

Strumenti usati per accentuare la ludocreativita

La ludocreativita pud essere espressa in diversi modi essendo un fenomeno
letterario molto ampio che unisce il gioco alla creazione artistica. Anche se il termine &
un neologismo, la sua virtl & gia stata usata in precedenza anche da altri scrittori
italiani come Italo Calvino nella trilogia “I nostri antenati”: “Il visconte dimezzato”
(1952), “Il barone rampante” (1957), “Il cavaliere inesistente” (1959) dove la narrazione
artistica assume un carattere ludico, ma non solo, in “Il castello dei destini incrociati”
(1969) lo scrittore ci regala uno degli esempi pitt chiari di ludocreativita strutturale (
ogni storia nascendo da combinazioni diverse delle stesse carte dei tarocchi). Questo
elemento artistico anche in “Il nome della rosa” (1980) trasforma il romanzo in un
labirinto narrativo portando il lettore a far parte di un gioco complesso tra enigmi,
simboli e interpretazioni.

Nell'opera Novecento, essa si manifesta attraverso una molteplicita di
strumenti espressivi che coinvolgono il linguaggio, la struttura narrativa e la
costruzione dei personaggi. Baricco non si limita a raccontare una storia, ma costruisce
un vero e proprio spazio creativo in cui la parola assume un valore musicale, visivo e
simbolico. In questo contesto, l'ironia svolge un ruolo fondamentale: attraverso il
contrasto, il paradosso e il gioco linguistico, ’autore riesce ad attirare 1'attenzione del
lettore e a mantenere viva la sua partecipazione, trasformando la lettura in
un’esperienza dinamica e coinvolgente.

Nomi dei personaggi in Novecento

In primo luogo, il nome completo del protagonista: “Danny Boodmann T.D.
Lemon Novecento” (Baricco, 2024, p. 21), ¢ gia di per sé un esempio evidente di
ludocreativita. La prima parte del nome “Danny Boodmann” appartiene al marinaio
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nero che trova il bambino in una scatola di cartone sul pianoforte del Virginian. Lo
considera come un figlio e gli da il suo nome. E un gesto di affetto, ma anche un primo
passo verso la sua futura identita. “T. D. Lemon” & il pezzo pilt comico e ludico del
nome dato che il bambino viene trovato in una scatola di limoni, una cassa con la
scritta “T.D. Lemon”. Gli uomini dell’equipaggio, non sapendo che nome dargli,
decidono di aggiungere questa sigla e questa parola al suo nome ufficiale. Novecento e
il tocco finale, poiché viene trovato la notte di Capodanno tra il 1899 e il 1900. Gli
uomini dell’equipaggio lo chiamano Novecento, trasformando un numero in un nome
proprio. Il nome, dunque, diventa un puzzle di parole che compongono l'identita del
“pianista dell’'oceano”. Nel corso del testo ricorrono momenti comici legati al suo
nome, per esempio, mentre faceva un concerto una passeggera chiede al comandante il
nome del bambino e da qui nasce un dialogo esilarante:

“Come si chiama?”
“Novecento.”

“Non la canzone, il bambino.”
“Novecento.”

“Come la canzone?”

Non solo il nome del protagonista sorprende il fenomeno ludocreativo ma anche
quello del medico di bordo del transatlantico: “Klausermanspritzwegensdorfentag”
(Baricco, 2024, p. 16). Questo nome estremamente lungo e complesso introduce un altro
elemento comico nella narrazione dell’'opera, anche il narratore ironizzando sulla
difficolta della pronuncia, sottolineando come, in una situazione d’emergenza, chiamarlo
risulterebbe un’impresa.

In secondo luogo, il carattere ludico dei nomi e presente anche nell’episodio della
morte del marinaio che aveva trovato e cresciuto Novecento, Danny Boodmann. Il suo
decesso avviene mentre il piccolo Novecento legge, sul giornale, i nomi assurdi e comici
dei cavalli di una corsa - nomi che lo fanno ridere cosi tanto da causargli un malore:

Cosi il vecchio Danny mori sulla sesta corsa di Chicago, vinta da Acqua
potabile con due lunghezze su Minestrone e cinque su Fondotinta Blu. Il fatto
e che non riusci a non ridere, a quei nomi, e ridendo, schiatto.

Questa scena, apparentemente tragica, viene raccontata con elementi che
introducono una dimensione ironica e paradossale all'interno del racconto.
trasformando un momento drammatico in un episodio profondamente ludico. In quel
momento il piccolo Novecento diventa orfano per la seconda volta, a soli otto anni.
Ironia in Novecento

L’ ironia € uno strumento essenziale attraverso cui si esprime la ludocreativita.
Essa non si limita a creare effetti comici, ma diventa proprio una modalita espressiva
che stimola l'attenzione del lettore. Un episodio chiaro nel quale & presente questo
strumento lo si trova gia nelle prime pagine del libro. Nel momento in cui viene
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presentato I'equipaggio del Virginian, si menziona anche la sua struttura. La mancanza
della cucina in un transatlantico viene ironicamente attribuita al fatto che l'architetto
che I'ha progettato soffrisse di anoressia, quindi non mettendo in calcolo di aggiungere
la cucina al progetto:

Monsieur Pardin,

lo chef,

direttamente proveniente da Parigi dove peraltro e subito tornato dopo aver
verificato di persona la curiosa circostanza che vede questa nave priva di
cucine [...] cosa a cui va attribuita tra I'altro I'assenza su questa nave di un vero
cuoco, quale certamente era Monsieur Pardin, subito tornato a Parigi da cui
proveniva direttamente, nell’illusione di trovare qui sopra delle cucine che
invece, a rimanere fedele ai fatti, non ci sono e questo grazie alla spiritosa
dimenticanza del progettista di questa nave, 1'Insigne ingegner Camilleri,
anoressico di fama mondiale, a cui prego di indirizzare il vostro pit caloroso
applauso000000...

Sempre inizio dell’opera, il narratore, con tono ludico paragona ironicamente
la nave al Titanic suscitando una reazione di preoccupazione nei passeggeri, che viene
perd subito smorzata attraverso un discorso scherzoso e paradossale. Il narratore,
rivolgendosi direttamente ai presenti, pone domande creando situazioni ipotetiche ed
assurde sul come loro siano finiti a bordo di questo transatlantico:

...benvenuti su questa nave, su questa citta galleggiante che assomiglia in tutto
e per tutto al Titanic, calma, state seduti, il signore laggit si e toccato, 'ho visto
benissimo, benvenuti sull’oceano, a proposito che ci fate qui?, una scommessa,
avevate i creditori alle calcagni, siete in toto di una trentina d’anni sulla corsa
all’oro, volevate vedere la nave e poi non vi siete accorti che era partita, siete
uscite un attimo a comprare le sigarette, in questo momento, vostra moglie alla
polizia che dice era un uomo buono, normalissimo, in trent’anni ma & un
litigio... insomma, che diavolo ci fate qua, a 300 miglia da qualsiasi
fottutissimo mondo e a due minuti dal prossimo conato di vomito?

Grazie a questo esempi e possibile osservare come Baricco costruisca un’ironia
basata sull’assurdo e sull’esagerazione, trasformando la narrazione in uno spazio di
gioco linguistico e creativo. Il lettore non & pil soltanto spettatore, ma viene coinvolto
attivamente, come se partecipasse a un vero e proprio “concerto letterario”, in cui il
ritmo, il tono e l'ironia della voce narrante contribuiscono a rendere l'esperienza di
letteratura dinamica, coinvolgente e performativa.

Allo stesso modo, il fatto che Novecento non compaia in alcuna
documentazione ufficiale e non abbia alcun contatto con la terraferma lo trasforma in
un uomo inesistente, un “figlio di nessuno”. Questo paradosso rappresenta un
ulteriore elemento ludico: & quasi impossibile immaginare come qualcuno che,
ufficialmente, non esiste possa diventare il pitt grande pianista del mondo.
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Linguaggio ludico in Novecento

L'utilizzo di parole straniere & molto utilizzato nell'opera e rappresenta un
elemento significativo che contribuisce a coinvolgere il lettore. In un contesto come
quello del transatlantico, caratterizzato dalla presenza di persone provenienti da
diverse parti del mondo, l'uso di termini stranieri appare naturale e coerente con la
realta rappresentata. Questo elemento linguistico arricchisce il testo e rafforza la
dimensione ludocreativa della narrazione: “Ladies and Gentleman, meine Damen und
Herren, Signore e Signori... Mesdames e Messieurs, benvenuti su questa nave, [...]”
(Baricco, 2024, p. 15).

Un altro momento significativo in cui emerge il fenomeno letterario € quello in
cui il narratore riflette sulla stranezza di un evento apparentemente banale: la caduta di
un quadro. Egli si sofferma con curiosita sul fatto che un oggetto rimasto appeso per
anni, a un chiodo, possa improvvisamente cadere da un momento all’altro, senza una
spiegazione apparente. Questa osservazione, semplice ma carica di stupore, trasforma
un episodio quotidiano in un’occasione di riflessione ironica e paradossale, tipica della
scrittura utilizzata in Novecento:

Liverpool New York Liverpool Rio de Janeiro Boston Cork Lisbona Santiago
del Cile Rio de Janeiro Antille New York Liverpool Boston Liverpool Amburgo
New York Amburgo New York Genova Florida Rio de Janeiro Florida New
York Genova Lisbona Rio de Janeiro Liverpool Rio de Janeiro Liverpool New
York Cork Cherbourg Vancouver Cherbourg Cork Boston Liverpool Rio de
Janeiro New York Liverpool Santiago del Cile New York Liverpool, Oceano,
proprio in mezzo. E li, a quel punto, cade il quadro. A me m’ha sempre colpito
questa faccenda dei quadri. Stanno su per anni, poi senza che accada nulla, ma
nulla dico, fran, giti, cadono. Stanno li attaccati al chiodo, nessuno li fa niente,
ma loro a un certo punto, fran, cadono giti, come sassi. Nel silenzio pit
assoluto, con tutto immobile intorno, non una mosca che vola, e loro, fran. Non
c’é una ragione. Perché proprio in quell’istante? Non si sa. Fran. Cos’é che
succede a un chiodo per farlo decidere che non ne pud pitt? C’ha un’anima,
anche lui, poveretto? Prende delle decisioni?

L’onomatopea “fran” non e inserita casualmente, ma assume una funzione
espressiva precisa: interrompe il flusso narrativo creando una pausa improvvisa, simile
a uno stacco ritmico che cattura l'attenzione del lettore. In questo modo, I'autore
trasforma un semplice rumore in un elemento significativo, capace di conferire
musicalita al testo. Ulteriormente, l'elencazione dei vari luoghi attraversati dal
transatlantico rappresenta un ulteriore esempio di ludocreativita linguistica: la
ripetizione dei nomi geografici crea un ritmo quasi musicale, trasformando la
narrazione in una sorta di sequenza sonora e ipnotica. Lo stesso procedimento stilistico
& utilizzato in un’altra delle sue celebri opere, ovvero Seta, dove il personaggio
principale, Harvé Joncour, attraverso numerosi territori durante i suoi viaggi verso il
Giappone. In questo caso, I'elencazione dei luoghi non ha solo una funzione descrittiva
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ma trasforma il viaggio in un’esperienza simile a un rito, essendo ripetuto all’inizio di
ogni viaggio:

Varco il confine vicino a Metz, attraverso il Wiirttemberg e la Baviera, entro in
Austria, raggiunse in treno Vienna e Budapest per poi proseguire fino a Kiev.
Percorse a cavallo duemila chilometri di steppa russa, supero gli Urali, entro in
Siberia, viaggio per quaranta giorni fino a raggiungere il lago Bajkal, che la
gente del luogo chiamava: mare. Ridiscese il corso del fiume Amur,
costeggiando il confine cinese fino all'Oceano, e quando arrivo all’Oceano si
fermo nel porto di Sebirk per undici giorni, finché una nave di contrabbandieri
olandesi non lo portd a Capo Teraya, sulla costa ovest del Giappone.

In entrambe le opere, dunque, I'elenco diventa uno strumento creativo che va
oltre la semplice narrazione, assumendo una funzione estetica e ludica.

Grafia ludica in Novecento

L’aspetto grafico della scrittura contribuisce alla dimensione lucrativa. L'uso
delle lettere maiuscole, dell’esclamazioni e di particolari soluzioni tipografiche non e
casuale, ma serve a rendere visibilmente l'intensita emotiva sonora del racconto. In
questo modo, la scrittura non e solo un mezzo di comunicazione, ma diventa essa
stessa rappresentazione, quasi una trasposizione visiva della voce e delle emozioni del
narratore. Come nel momento in cui usa le lettere maiuscole per rendere le
esclamazioni piu teatrali. Per esempio, durante l'episodio del valzer con l'oceano il
linguaggio di Baricco raggiunge la perfezione tra contrasto, effetto scenico e
dimensione ludica: il pianoforte “danza” sul parquet e la scena si trasforma in un
numero acrobatico, al limite del controllo. Il monologo mostra qui il gioco musicale
nella scrittura: non solo cio che accade & giocoso, ma anche il modo di raccontarlo.
L’urlo del capitano provocato dalla distruzione di una vetrata del Virginian da parte di
Novecento e Tim Tooney, rappresentato tipograficamente in lettere maiuscole,
funziona come un’indicazione sonora scritta: la maiuscola mostra 'emozione di furia
del capitano, interrompe il ritmo narrativo e crea un effetto comico:

“E SIA CHIARO CHE PAGHERETE TUTTO, FINO ALL'ULTIMO CENTESIMO,
DOVESTE LAVORARE TUTTA LA VITA, COM'E VERO CHE QUESTA NAVE
SI CHIAMA VIRGINIAN E VOI SIETE I DUE PIU GRANDI IMBECILLI CHE
MAI ABBIANO SOLCATO L'OCEANO!”

Parole graficamente deformate o alterate dal punto di vita morfologico, ma che
provocano un gioco per il lettore: “[...] (gridando), AMERICA, [...]” (Baricco, 2024, p.

(Baricco, 2024, p. 17); “[...] a cui prego di indirizzare il vostro pitt caloroso
applausooooooo...” (Baricco, 2024, p. 17). Questo fenomeno dimostra come l’autore
utilizzi tutti gli elementi della scrittura: contenuto, ritmo, grafia, per trasformare la
parola in musica e rendere la narrazione essa stessa un gioco creativo.
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Ludocreativita e filosofia

Nell’opera la ludocreativita si mescola con la filosofia , questo concetto pero,
non & un inedito, infatti & gia presente in molte altre opere (come quelle citate in
precedenza), un celebre esempio e di certo “Il piccolo principe” di Antoine De Saint-
Exupéry. Leggendole entrambe, infatti si puo notare la notevole somiglianza tra i due
personaggi principali con la differenza che Il Piccolo Principe ha abbandonato il suo
piccolo pianeta ristretto “l’asteroide B-612” per scoprire cosa c’é all’esterno di esso
,nvece Novecento rifiuta pienamente di abbandonare la nave anche a costo della
propria vita, ma con un motivo ben consolidato; nel testo, Novecento afferma piit volte
di non voler scendere mai dalla nave, ma un tentativo c’e stato: voleva scendere grazie
all'incontro con un passeggero del Virginian che gli ha raccontato la sua esperienza con
il mare: “E come un urlo gigantesco che grida e grida... la vita & una cosa immensa”
(Baricco, 2024, p. 42). Questo “dialogo con il mare” si poteva avere solo se si era a terra,
questo era il motivo principale per Novecento di scendere dalla nave per la prima
volta. Sulle scale, mentre stava scendendo i gradini per raggiungere la terraferma e per
iniziare un nuovo capitolo della sua vita (predisposto a diventare una star della
musica), si blocca e rinuncia alla sua missione. Non riusciva a vedere la fine della citta e
questo fatto lo scombussolo, ritornando nel posto dove aveva trascorso tutta la sua
vita. Il trombettista lo aveva sempre sostenuto in questo cambiamento radicale della
propria vita, incoraggiandolo in qualsiasi momento, per Tim divenne un mistero il
motivo per il quale Novecento non voleva lasciare la nave:

...diosanto non potrai continuare tutta la vita ad andare avanti e indietro come uno
scemo... tu non sei scemo, tu sei grande, e il mondo é Ii, c’e solo quella fottuta scaletta
da scendere, cosa sara mai, qualche stupido gradino, cristo, c’é tutto, alla fine di quei
gradini, tutto. Perché non la fai finita e te ne scendi da qui, una volta almeno, una sola
volta.

Novecento... Perché non scendi?

Perché?

Perché?

La risposta di Novecento arriva con la fine dell’opera, dove spiega il motivo
per il quale si formo e non scese dalla nave. Il personaggio mostra il suo lato insicuro
ma allo stesso tempo filosofico che fa riflettere il lettore lasciandolo impotente di fronte
al pensiero del pianista:

Non e quel che vidi che mi fermo/

E quel che non vidi/

Puoi capirlo, fratello?, e quel che non vidi... lo cercai ma non c’era, in tutta quella
sterminata citta c’era tutto tranne/

C’era tutto/

Ma non c’era una fine. Quel che non vidi é dove finiva tutto quello. La fine del mondo/
Ora tu pensa: un pianoforte. I tasti iniziano. I tasti finiscono. Tu sai che sono 88, su
questo nessuno puo fregarti. Non sono infiniti, loro. Tu, sei infinito, e dentro quei tasti,
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infinita e la musica che puoi fare. Loro sono 88. Tu sei infinito. Questo a me piace.
Questo lo si puo vivere. Ma se tu/

Ma se io salgo su quella scaletta, e davanti a me/

Ma se io salgo su quella scaletta e davanti a me si srotola una tastiera di milioni di
tasti, milioni e miliardi/

Milioni e miliardi di tasti, che non finiscono mai e questa é la vera veritd, che non
finiscono mai e quella tastiera é infinita/

Se quella tastiera e infinita, allora/

Su quella tastiera non c’e musica che puoi suonare. Ti sei seduto su un seggiolino
sbagliato: quello e il pianoforte su cui suona Dio/

Cristo, ma le vedevi le strade? /

Anche solo le strade, ce n’era a migliaia, come fate voi laggitl a sceglierne una/

A scegliere una donna/

Una casa, una terra che sia la vostra, un paesaggio da io guardare, un modo di morire/
Tutto quel mondo/

Quel mondo addosso che nemmeno sai dove finisce/

E quanto ce n’e/

Non avete mai paura, voi, di finire in mille pezzi solo a pensarla, quell’enormita, solo a
pensarla? A viverla...

La filosofia di vita di Novecento invita a riflettere sull'immensita del mondo e
sulla molteplicita di scelte che ogni individuo pud compiere nel corso della propria
esistenza. Sulla nave tutto appare limitato: lo spazio, le esperienze, le possibilita.
Ognuno puo attribuire un proprio significato alla vita e interpretarla secondo la
propria sensibilita: si puo lavorare duramente o accontentarsi, affrontare la sofferenza
o scegliere la serenita. Novecento dimostra che anche in uno spazio ristretto si possono
compiere cose straordinarie, mentre noi, immersi in un mondo di possibilita illimitate,
rischiamo di smarrirci nell’infinita delle scelte e di perdere il senso autentico della vita.

L’unica cosa che non puo essere limitata, né su una nave transatlantica né su
terraferma, & I'amore. Come Novecento dimostra attraverso il suo amore per la musica,
per i passeggeri, per gli amici, per la nave e per tutto ci6 che lo circonda, cosi anche noi
possiamo imparare ad amare cio che abbiamo intorno, trovando in questo il vero
significato della vita.

Conclusione

In conclusione, la ludocreativita e sempre esistita nella letteratura, anche prima
che il termine venisse coniato, manifestandosi come wun intreccio tra gioco,
immaginazione e creazione artistica. Autori come Italo Calvino, con opere quali “Il
visconte dimezzato”, ”Il barone rampante”, “Il cavaliere inesistente” e “Il castello dei
destini incrociati”, mostrano come la narrazione possa trasformarsi in un vero e proprio
gioco strutturale e combinatorio, in cui il lettore & chiamato a partecipare attivamente
alla costruzione del significato. Allo stesso modo, Umberto Eco, con “Il nome della
rosa”, costruisce un labirinto narrativo fatto di enigmi, simboli e interpretazioni, in cui
la lettura diventa una sfida intellettuale e un percorso di scoperta. Anche Antoine de
Saint-Exupéry, con “ll piccolo principe”, fonde semplicita e profondita filosofica in una
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dimensione ludica, ricca di significati esistenziali, mostrando come il gioco sia un
mezzo per esprimere verita universali.

In questo contesto si inserisce perfettamente Novecento di Alessandro Baricco,
che rappresenta un esempio straordinario di come la ludocreativita possa diventare un
principio strutturale e interpretativo dell’intera opera. Attraverso il gioco linguistico, la
musicalita del testo, l'ironia, la costruzione originale dei nomi e 'uso creativo della
grafia, Baricco trasforma la narrazione in uno spazio artistico in cui la parola non &
soltanto mezzo di comunicazione, ma anche esperienza sensoriale e performativa,
simile a un concerto jazz. Il ritmo della scrittura, infatti, richiama costantemente quello
della musica, creando un legame profondo tra forma e contenuto.

La ludocreativita, tuttavia, non si limita a un livello formale o stilistico, ma si
intreccia profondamente con la dimensione filosofica dell’opera. La figura di
Novecento incarna il paradosso tra limite e infinito: la nave rappresenta uno spazio
finito, comprensibile e rassicurante, mentre la terra simboleggia l'infinita delle
possibilita, capace di generare smarrimento e paura. In questo contrasto emerge il
significato pitt profondo dell’opera: non & la quantita delle scelte a definire la liberta,
ma la capacita di dare senso al proprio spazio e di viverlo pienamente.

Un ulteriore elemento che rafforza questa interpretazione & il rapporto tra
individuo e realta: Novecento, pur vivendo in un ambiente limitato, riesce a creare un
universo infinito attraverso la musica, dimostrando che la vera grandezza non dipende
dall’estensione del mondo esterno, ma dalla profondita del mondo interiore. La sua
figura diventa cosi simbolica e quasi universale, rappresentando la condizione
dell'uomo moderno, spesso sospeso tra il desiderio di esplorare e la paura di perdersi
nell’eccesso di possibilita. In questo senso, la ludocreativita non e solo una tecnica
narrativa, ma anche uno strumento per affrontare tematiche esistenziali complesse in
modo accessibile e coinvolgente, rendendo la riflessione piti immediata e allo stesso
tempo pit incisiva.

Inoltre, I'opera mostra come il linguaggio possa diventare uno spazio di liberta
espressiva, in cui le regole tradizionali vengono superate per dare vita a nuove forme di
comunicazione. L'uso di elenchi, ripetizioni, parole straniere e soluzioni grafiche
particolari contribuisce a creare un effetto dinamico e coinvolgente, che trasforma la
lettura in un’esperienza attiva. Il lettore non & pitt un semplice osservatore, ma diventa
parte integrante del racconto, come se partecipasse a un’esibizione musicale.

Infine, l'opera invita il lettore a una riflessione personale: di fronte
all'immensita del mondo, ognuno deve trovare il proprio equilibrio e il proprio
“pianoforte”. La scelta di Novecento di non scendere dalla nave, pur estrema,
rappresenta un atto di coerenza e identita, una decisione che, sebbene possa apparire
limitante, rivela una profonda consapevolezza di sé. Attraverso la sua storia, Baricco
suggerisce che il senso della vita non dipende dall’ampiezza delle possibilita, ma
dall’intensita con cui si vive cio che si sceglie, invitando il lettore a riflettere sul proprio
modo di affrontare I'infinito delle scelte e delle esperienze.
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Abstract: This paper explores the ludic construction of the self in Walt Whitman’s Song of Myself
(Leaves of Grass, 1855), arguing that identity is presented as a dynamic process of imaginative
play. Drawing on Johan Huizinga’s theory of play as a foundational element of culture, Mikhail
Bakhtin’s concept of dialogism, and Paul Ricoeur’s notion of narrative identity, the study
examines how Whitman transforms poetic voice into a performative space of becoming. The
Whitmanian “I” emerges as plural, fluid, and continuously reshaped through linguistic
experimentation, rhythmic expansion, and the interplay of multiple perspectives. Through shifts
in pronouns, catalogues of diverse voices, and the fusion of body and soul, the poem constructs a
self that is both individual and collective. This ludic dimension allows Whitman to articulate a
democratic vision of identity, in which boundaries between self and other dissolve. At the same
time, the paper addresses the tension between multiplicity and coherence, highlighting how
contradiction becomes an integral feature of selfhood and a source of creative potential.
Ultimately, Song of Myself anticipates modern theories of performativity and subjectivity,
revealing identity as an open, unfinished narrative shaped through language, imagination, and
play, constantly redefined through interaction and interpretation.

Keywords: Whitman, ludic identity, dialogism, narrative self, American poetry.

Introduction

Few poets in American literature have reimagined the concept of the self as
radically as Walt Whitman. In Song of Myself, the central poem of Leaves of Grass (1855),
Whitman does not merely describe identity; he performs it. The poem opens with the
well-known declaration, “I celebrate myself, and sing myself” (Leaves of Grass, 1855), yet
this statement does not establish a stable or unified subject. On the contrary, the
Whitmanian “I” is characterized by expansion, fragmentation, and continuous
transformation. Identity, in this poetic universe, is not an essence to be discovered but
rather a process to be enacted. The self becomes an event, unfolding through language,
rhythm, and imagination. This perspective challenges traditional philosophical and
literary assumptions about subjectivity. In earlier Romantic frameworks, the self was
often conceived as a coherent, introspective entity, grounded in authenticity and inner
truth. Whitman departs from this model by presenting a self that is fundamentally

1 Coordonator: Lector univ. dr. Codrut-Cristian SERBAN.
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relational and performative. The poetic voice does not retreat into interiority but moves
outward, absorbing and reflecting the multiplicity of the world. As the poet declares,
“For every atom belonging to me as good belongs to you” (Leaves of Grass, 1855), the
boundaries between self and other dissolve into a shared field of experience. The self is
no longer singular but plural, constituted through interaction and exchange.

The concept that best captures this dynamic is the ludic, derived from the Latin
ludus, meaning “play” or “game”. In this context, play does not imply triviality but
rather a mode of creative freedom and experimentation. Johan Huizinga argues that
play exceeds purely biological explanation, insisting that “play is more than a mere
physiological phenomenon or a psychological reflex [...] it is a significant function—
that is to say, there is some sense to it” (Huizinga, 1950, p. 1) . Moreover, he emphasizes
that “civilization arises and unfolds in and as play” (Huizinga, 1950, p. ix) , situating
play at the very foundation of cultural production. This understanding is essential for
interpreting Whitman’s poetic project. His construction of the self operates as a form of
imaginative play, governed by openness, spontaneity, and creative possibility. The
poetic “I” becomes a player, constantly reinventing itself within the expansive space of
the poem.

At the same time, Whitman's ludic self is deeply dialogic. Mikhail Bakhtin’s
theory of dialogism provides a crucial framework for understanding this multiplicity.
Bakhtin asserts that “verbal discourse is a social phenomenon—social throughout its
entire range” (Bakhtin, 1981, p. 269), emphasizing that language cannot be separated
from its social context. Furthermore, he argues that “every utterance participates in the
‘unitary language’ [...] and at the same time partakes of social and historical
heteroglossia” (Bakhtin, 1981, p. 272). This concept of heteroglossia is particularly
relevant to Song of Myself, where the poetic voice incorporates a multiplicity of
perspectives - workers, slaves, women, and marginalized figures - transforming the
poem into a space of polyphonic expression. The Whitmanian “I” does not silence these
voices, it resonates with them, constructing a self that exists only through dialogue.
Identity thus emerges as a dynamic interplay of voices.

Another theoretical dimension is provided by Paul Ricoeur’s concept of
narrative identity. Ricoeur defines identity as something fundamentally shaped
through narrative processes, noting that “the story of a life continues to be refigured by
all the truthful or fictive stories a subject tells about himself or herself” (Ricoeur, 1992,
p- 246) . He further explains that identity is constructed through the interplay of
permanence and change, as narrative mediates “the question of how an identity can
bespeak both change and permanence” (Crowley, 2003, p. 1) . This perspective aligns
closely with Whitman’s poetic practice. Song of Myself (Leaves of Grass, 1855) does not
present a fixed identity but continuously rearticulates the self through shifting
perspectives, pronouns, and experiential fragments. The poem becomes a narrative
space in which identity is constantly rewritten, never finalized, always in process.

Moreover, Whitman’s emphasis on the body reinforces the ludic and
performative nature of the self. By declaring himself “the poet of the Body and [...] the
poet of the Soul” (Leaves of Grass, 1855), he rejects the traditional hierarchy that
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privileges the spiritual over the physical. Instead, he proposes a holistic vision in which
body and soul are intertwined, each participating in the ongoing creation of identity.
This integration reflects Huizinga’s broader insight that play operates beyond strict
rational structures, existing as a meaningful yet non-reductive mode of being.

However, this radical openness also introduces a fundamental tension. If the
self is endlessly expanding and incorporating new perspectives, can it maintain
coherence? Whitman confronts this question directly: “Do I contradict myself? / Very
well then I contradict myself, / (I am large, I contain multitudes.)” (Leaves of Grass,
1855). This statement encapsulates the paradox of the ludic self. As Bakhtin suggests,
language itself is “a contradiction-ridden, tension-filled unity” (Bakhtin, 1981, p. 272),
and Whitman’'s poetry embraces this tension rather than resolving it. Identity becomes
a space of productive contradiction, where multiplicity is not a limitation but a
condition of freedom.

In light of these considerations, this paper argues that Song of Myself (Leaves of
Grass, 1855) constructs the self as a fundamentally ludic phenomenon. Through the
interplay of language, voice, and rhythm, Whitman transforms identity into a
performative act, characterized by fluidity, plurality, and openness. Drawing on the
theoretical frameworks of Huizinga, Bakhtin, and Ricoeur, the study explores how the
poem enacts a vision of selfhood that is at once individual and collective, stable and
unstable, coherent and contradictory.

Ultimately, the significance of Whitman's project lies in its democratic
implications. By dissolving the distinction between self and other, the poem envisions a
form of identity grounded in empathy and inclusion. The ludic self becomes a space of
encounter, where differences are not erased but integrated into a larger whole. In this
way, Song of Myself offers at once a poetic experiment and a cultural and philosophical
model - one that continues to resonate in contemporary discussions of identity,
performativity, and the fluid nature of the human subject.

1. Theoretical Framework: Play, Dialogue, and Narrative Identity
1.1. Play as a Cultural Principle: A Huizingian Perspective

The concept of the ludic, central to this study, finds its most influential
articulation in the work of Johan Huizinga. In Homo Ludens, Huizinga challenges
reductive interpretations of play as mere leisure or biological impulse, arguing instead
for its foundational role in culture. He explicitly states that “play is more than a mere
physiological phenomenon or a psychological reflex [...] it is a significant function—
that is to say, there is some sense to it” (Huizinga, 1950, p. 1). This formulation shifts
the understanding of play from the periphery of human activity to its very center,
emphasizing its capacity to generate meaning.

More significantly, Huizinga advances the claim that “civilization arises and
unfolds in and as play” (Huizinga, 1950, p. ix). Culture, therefore, does not merely
contain play; it is structurally shaped by it. Play is not an accessory to human
experience but a formative principle that underlies language, myth, ritual, and artistic
expression. As he further observes, “all play means something” (Huizinga, 1950, p. 1),
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suggesting that even its most seemingly spontaneous manifestations are embedded
within symbolic systems.

This perspective is crucial for understanding Walt Whitman’s Song of Myself
(Leaves of Grass, 1855). The poem’s fluid structure, its refusal of fixed boundaries, and its
expansive inclusivity can be read as expressions of a ludic logic. Whitman’s poetic “1”
operates within a space analogous to Huizinga’s “play-ground,” defined as “temporary
abolition of the ordinary world” (Huizinga, 1950, p. 19). The poem itself becomes such
a space: a domain in which identity is not constrained by social or philosophical norms
but is instead continuously enacted.

Furthermore, Huizinga emphasizes that play is characterized by freedom,
asserting that “play is free, is in fact freedom” (Huizinga, 1950, p. 8). This dimension of
freedom is essential to Whitman’s poetic project. The self in Song of Myself (Leaves of
Grass, 1855) is not bound by predetermined categories but moves freely across
identities, experiences, and perspectives. In this sense, Whitman’s construction of the
self can be understood as a ludic process, one that privileges openness,
experimentation, and transformation.

1.2. Dialogism and the Polyphonic Self: A Bakhtinian Approach

While Huizinga provides the conceptual framework for understanding play as a
cultural force, Mikhail Bakhtin offers a complementary perspective through his theory of
dialogism. In The Dialogic Imagination, Bakhtin fundamentally redefines language as a

“

social and dynamic phenomenon, asserting that “verbal discourse is a social
phenomenon —social throughout its entire range” (Bakhtin, 1981, p. 269). Language, in
this view, cannot be isolated from the multiplicity of voices that constitute it.

Central to Bakhtin’s theory is the concept of heteroglossia, which refers to the
coexistence of diverse linguistic and ideological perspectives within a single discourse.
He explains that “every utterance participates in the “unitary language’ [...] and at the
same time partakes of social and historical heteroglossia” (Bakhtin, 1981, p. 272). This
dual movement - toward unity and multiplicity - creates a tension that is intrinsic to
language itself.

Whitman’s Song of Myself (Leaves of Grass, 1855) can be read as a poetic
embodiment of this heteroglossic principle. The Whitmanian “I” is not a singular voice
but a site of convergence for multiple perspectives. The speaker declares, “Through me
many long dumb voices,” positioning the self as a medium through which others speak.
This multiplicity aligns with Bakhtin's notion that discourse is shaped by “a
contradiction-ridden, tension-filled unity” (Bakhtin, 1981, p. 272) . The self, therefore, is
not unified but inherently dialogic, constituted through the interaction of diverse voices.

Moreover, Bakhtin’s emphasis on the social life of language - “discourse in the
[...] social groups, generations and epochs” (Bakhtin, 1981, p. 269) - resonates with
Whitman’s democratic vision. In Song of Myself, the boundaries between individual and
collective identity are blurred. The poetic voice incorporates figures from all strata of

society, creating a chorus that reflects the diversity of human experience. This
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polyphonic structure transforms the poem into a dialogic space, where identity
emerges not from isolation but from interaction.

Thus, Bakhtin’s theory allows us to understand Whitman's self as
fundamentally relational. The “I” does not precede dialogue; it is produced through it.
Identity becomes a process of negotiation, shaped by the continuous interplay of voices.

1.3. Narrative Identity and the Fluid Self: A Ricoeurian Perspective

The dynamic and relational nature of Whitman’s self finds further clarification
in the work of Paul Ricoeur, particularly in his concept of narrative identity. Ricoeur
challenges essentialist notions of the self, proposing instead that identity is constituted
through narrative processes. He writes that “the story of a life continues to be refigured
by all the truthful or fictive stories a subject tells about himself or herself” (Ricoeur,
1992, p. 246). This statement underscores the idea that identity is not fixed but
continuously reshaped through storytelling.

Ricoeur further addresses the paradox of identity as both stable and changing,
describing narrative as a response to “the question of how an identity can bespeak both
change and permanence” (Crowley, 2003, p. 1). Narrative identity mediates this tension
by organizing experiences into a coherent, though never final, structure. The self is thus
both constructed and reconstructed over time.

This framework is particularly relevant to Song of Myself (Leaves of Grass, 1855),
which resists linear narrative in favor of a fragmented, shifting structure. Each section
of the poem offers a new configuration of the self, redefining the “I” in relation to
different experiences and perspectives. The frequent shifts in pronouns - from “I” to
“you” to “we” - further emphasize this fluidity, illustrating the instability and
openness of identity.

Ricoeur’s insight that identity is “a cloth woven of stories told” (Ricoeur, 1992,
p. 246) is particularly illuminating in this context. Whitman’s poem can be understood
as precisely such a fabric, composed of diverse narratives, voices, and experiences. The
self that emerges from this process is not unified but plural, not fixed but evolving.

In this sense, Whitman anticipates Ricoeur’s philosophical model. The poetic
“I” is not a pre-existing entity but a narrative construct, continuously produced
through language. Identity becomes an act of storytelling, a performance that unfolds
within the temporal and linguistic space of the poem.

Taken together, the theories of Huizinga, Bakhtin, and Ricoeur provide a
comprehensive framework for understanding Whitman’s construction of the self. Play
introduces the dimension of freedom and creativity, dialogism reveals the multiplicity
of voices that constitute identity, and narrative theory explains its temporal and
interpretive nature. Within this framework, the self in Song of Myself (Leaves of Grass,
1855) emerges as a ludic, dialogic, and narrative phenomenon - a dynamic process
rather than a fixed essence.

This theoretical foundation allows for a more precise analysis of Whitman's
poetic strategies, particularly his use of pronouns and shifting perspectives, which will
be examined in the following section.
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2. Pronoun Play and the Multiplicity of the Self
One of the most striking features of Walt Whitman’s Song of Myself (Leaves of
Grass, 1855) is its dynamic use of pronouns, through which identity is not defined but

“ I,II “

continuously reconfigured. The shifting interplay between you,” and “we”
transforms the poem into a space of linguistic and existential play, where the self
emerges as multiple, relational, and unstable. This strategy exemplifies what can be
described as a ludic construction of identity: the self is not fixed but enacted through
movement, address, and transformation.

At first glance, the Whitmanian “I” appears to assert a strong sense of
individuality. The opening line, “I celebrate myself, and sing myself” (idem) stablishes a
voice that seems autonomous and self-sufficient. However, this apparent unity is
immediately destabilized. The following line - “And what I assume you shall assume”
(Leaves of Grass, 1855) - introduces the presence of an other within the very structure of
the self. The “I” is not self-contained but fundamentally oriented toward the “you,”
suggesting that identity is constituted through relation rather than isolation.

This relational dynamic aligns closely with Mikhail Bakhtin’s understanding of
discourse as inherently dialogic. As Bakhtin argues, “every utterance [...] is a point
where centrifugal as well as centripetal forces are brought to bear” (Bakhtin, 1981, p.
272). The Whitmanian “I” can be understood as precisely such a point: a site where
multiple voices and perspectives converge. The pronoun shifts in Song of Myself (Leaves
of Grass, 1855) do not merely reflect stylistic variation; they enact the dialogic nature of
identity itself.

This becomes particularly evident in section 5, where the poet stages an
internal dialogue between the self and the soul: “I believe in you my soul, the other I
am must not abase itself to you, And you must not be abased to the other.” Here, the
self is explicitly divided into multiple components - “I” and “you” - which engage in a
reciprocal exchange. This division does not signal fragmentation in a negative sense,
rather the capacity of the self to contain and negotiate difference. The self becomes both
speaker and addressee, subject and object, enacting what Bakhtin describes as a
“contradiction-ridden, tension-filled unity” (Bakhtin, 1981, p. 272).

Moreover, the pronoun “you” in Whitman’s poem extends beyond the internal
dialogue of the self to include the reader. By addressing the reader directly, Whitman
dissolves the boundary between poetic voice and audience, transforming reading into a
participatory act. The line “What I assume you shall assume” functions not only as a
statement but as an invitation - or even a demand - that the reader enter the poem’s
experiential space. In this way, the self is no longer an individual entity but a shared
construction, co-created through interaction.

This expansion of the self is further reinforced by the use of the collective
pronoun “we.” Although less frequent than “1” and “you,” the emergence of “we”
signals a moment of synthesis, where individual and collective identities merge. The
transition from “I” to “we” reflects a movement from singularity to plurality, from
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selfhood to community. Identity becomes a communal process, shaped by the interplay
of multiple perspectives.

Such fluidity resonates strongly with Paul Ricoeur’s concept of narrative
identity. Ricoeur emphasizes that the self is not stable but continuously reconfigured,
noting that “the story of a life continues to be refigured by all the [...] stories a subject
tells about himself or herself” (Ricoeur, 1992, p. 246). In Song of Myself, each shift in
pronoun represents a new narrative position, a rearticulation of the self within a
different relational context. The “I1” that speaks at one moment is not identical to the “1”
that speaks at another; it is transformed through its interactions with “you” and “we.”

This continual reconfiguration suggests that identity in Whitman’'s poetry is
fundamentally performative. The self does not exist prior to language but is produced
through it. Each pronoun functions as a role that the speaker temporarily inhabits, only
to move beyond it in the next moment. In this sense, the poem resembles a theatrical
space in which the self performs multiple identities without ever settling into a single,
definitive form.

At the same time, this multiplicity is not chaotic but structured through a ludic
logic. As Johan Huizinga observes, play “creates order, is order” (Huizinga, 1955, p. 10)
. Whitman’s shifting pronouns follow a pattern of expansion and return, creating a
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rhythm that gives coherence to the poem’s fluidity. The movement between you,”
and “we” is not random but part of a larger structure of inclusion, through which the
self continually enlarges its scope. This is particularly evident in passages where the “1”
absorbs the experiences of others: “Through me many long dumb voices, Voices of the
interminable generations of prisoners and slaves...” Here, the pronoun “me” becomes a
conduit for multiple voices, transforming the self into a collective entity. The
boundaries between identities are dissolved, not erased but integrated. This process
exemplifies what may be described as a democratic poetics, in which every voice has
the potential to be included within the self.

However, this expansion also raises questions about coherence and identity. If
the self contains multiple voices, addresses itself as another, and merges with the reader,
can it still be said to exist as a unified entity? Whitman confronts this tension explicitly in
one of the poem’s most famous lines: “Do I contradict myself? Very well then I contradict
myself, (I am large, I contain multitudes.)” This declaration does not resolve the tension
between unity and multiplicity but embraces it. Contradiction becomes not a flaw but a
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defining feature of the self. The pronoun no longer signifies a stable identity but a
space of coexistence for multiple, even opposing, perspectives.

In this sense, Whitman’s pronoun play can be understood as a form of ludic
experimentation. The self becomes a site of play, where identities are assumed,
transformed, and relinquished. This aligns with Huizinga’s assertion that play operates
within a space of freedom, where conventional rules are suspended and new possibilities
emerge. The poem becomes a linguistic playground, and the self a player within it.

Ultimately, the shifting pronouns in Song of Myself reveal that identity is not a
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fixed essence but a dynamic process of becoming. Through the interplay of you,”

and “we,” Whitman constructs a self that is at once individual and collective, stable and
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fluid, singular and multiple. This multiplicity does not undermine identity but
constitutes it. The self exists not despite its contradictions but through them.

3. Polyphony, Democracy, and the Collective Voice

In Song of Myself, Walt Whitman extends the multiplicity of the self beyond the
individual level, transforming it into a collective and social phenomenon. The poetic “1”
does not merely shift between identities; it becomes a space in which multiple voices
are gathered, expressed, and reconfigured. Through this strategy, Whitman redefines
lyric subjectivity, turning it from a singular voice into a polyphonic structure. This
transformation is particularly evident in passages where the speaker explicitly presents
himself as a medium for others: “Through me many long dumb voices, Voices of the
interminable generations of prisoners and slaves...”

The phrase “through me” signals a fundamental shift in the role of the poetic
subject. The self is no longer the origin of speech, but a channel through which other
voices circulate. Whitman’s “I” absorbs and redistributes voices that are otherwise
excluded from dominant discourse, especially those of marginalized or silenced
groups. In doing so, he destabilizes the idea of a unified, authoritative speaker and
replaces it with a self that is inherently relational.

This dynamic can be understood through Mikhail Bakhtin’s concept of
heteroglossia. Bakhtin argues that “verbal discourse is a social phenomenon—social
throughout its entire range” (Bakhtin, 1981, p. 269), emphasizing that language is
always shaped by multiple social voices. In Whitman’s poem, this plurality is not
merely present but actively performed. The poetic voice does not unify these
perspectives into a single, stable meaning; instead, it allows them to coexist within a
shared textual space. The self becomes what Bakhtin describes as a “contradiction-
ridden, tension-filled unity” (Bakhtin, 1981, p. 272), where different voices interact
without being fully resolved.

Whitman’s use of catalogues further reinforces this polyphonic structure. In
section 15, for example, the poet lists a wide range of figures - workers, mothers, the
sick, the marginalized - placing them side by side without hierarchical distinction. This
technique does more than create a panoramic image of American life; it functions as a
democratic gesture. By refusing to privilege one voice over another, Whitman
constructs a poetic space in which all identities are equally present. The catalogue
becomes a formal expression of inclusivity, mirroring the poem’s broader vision of a
shared human experience.

At the same time, this inclusivity introduces a tension between individuality
and collectivity. If the self contains multiple voices, to what extent can it still be
considered singular? Whitman does not attempt to resolve this tension; rather, he
incorporates it into the structure of the poem. The self is both one and many, both
speaker and collective presence. This paradox is central to the poem’s logic, as it allows
identity to expand without collapsing entirely into abstraction.

This tension can be further clarified through Paul Ricoeur’s concept of
narrative identity. Ricoeur suggests that identity is constructed through the integration
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of multiple experiences into an ongoing narrative, noting that “the story of a life
continues to be refigured by all the [...] stories a subject tells about himself or herself”
(Ricoeur, 1992, p. 246). In Song of Myself, this process is intensified: the self is not shaped
by a single narrative, but by a multiplicity of voices and perspectives. Each voice
incorporated into the poem contributes to the ongoing redefinition of the “I,” making
identity an open and evolving process.

Moreover, Whitman’s polyphonic strategy reflects a broader democratic vision.
The inclusion of marginalized voices is not merely aesthetic but ideological. By
integrating these voices into the structure of the poem, Whitman challenges traditional
hierarchies of representation and authority. The self becomes a space of equality, where
differences are not erased but held together within a shared framework.

However, this expansion of the self also raises critical questions. The act of
speaking “through” others can blur the line between representation and appropriation.
Does the Whitmanian “1” truly give voice to others, or does it absorb them into its own
expansive identity? This ambiguity is part of the poem’s complexity. The self both
includes and transforms the voices it contains, creating a tension that remains
unresolved.

Ultimately, Whitman’s polyphony redefines the nature of lyric subjectivity. The
self is no longer a fixed center of meaning but a dynamic field of interaction. Identity
emerges from the interplay of voices, shaped by dialogue rather than isolation. In this
way, Song of Myself transforms the lyric poem into a democratic space, where the self is
not diminished by multiplicity but constituted through it.

4. The Limits of the Ludic Self: Body and Contradiction

In Song of Myself, Walt Whitman’s construction of the self reaches its most
complex form through the interplay of the body, contradiction, and the limits of
expansion. While earlier sections of the poem emphasize multiplicity and inclusion,
these elements introduce a necessary tension, revealing that the ludic self is not purely
liberating but also unstable.

Whitman’s insistence on the unity of body and soul is central to this dynamic.
He declares: “I am the poet of the Body and I am the poet of the Soul,” rejecting the
traditional hierarchy that separates the physical from the spiritual. Instead, the body
becomes an essential component of identity, not a limitation but a site of experience,
sensation, and meaning. The self is not abstract or purely intellectual; it is grounded in
the material reality of the body.

This emphasis aligns with Johan Huizinga’s understanding of play as a lived
and embodied activity. Huizinga argues that play is not reducible to abstract thought
but is experienced through action, noting that it is “a significant function [...] which
transcends the immediate needs of life” (Huizinga, 1955, p. 1). In Whitman’s poetry, the
body becomes a key site where this meaning is generated. Sensual experience, physical
presence, and emotional intensity all contribute to the ongoing construction of the self.

However, this embodied self is not stable. The same openness that allows the
self to expand also introduces contradiction. Whitman addresses this directly in one of
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the poem’s most famous lines: “Do I contradict myself? Very well then I contradict
myself, (I am large, I contain multitudes.)” This statement does not resolve the tension
between unity and multiplicity but embraces it. Contradiction becomes a defining
feature of identity rather than a problem to be solved. The self is not coherent in a
traditional sense; it is expansive, shifting, and internally diverse.

This idea resonates with Mikhail Bakhtin's view of language as inherently
tension-filled. As he explains, discourse is “a contradiction-ridden, tension-filled unity”
(Bakhtin, 1981, p. 272). Whitman’s poetic voice embodies this principle. The self is not
unified despite contradiction, but through it. Identity emerges from the coexistence of
opposing elements, rather than from their resolution.

At the same time, this multiplicity raises questions about the limits of the ludic self.
If identity is constantly expanding, incorporating new voices, experiences, and
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perspectives, can it retain any coherence? The Whitmanian “I” risks becoming so inclusive
that it dissolves into abstraction. The more it contains, the less clearly it can be defined.

This tension can be further understood through Paul Ricoeur’s concept of narrative
identity, which acknowledges both continuity and instability. Ricoeur notes that identity is
always in the process of being reshaped, as “the story of a life continues to be refigured”
(Ricoeur, 1992, p. 246). However, this process also implies a degree of fragility. If identity
depends on continuous reinterpretation, it can never be fully stable or complete. Whitman’s
poem reflects this instability. The self is constantly redefined through new experiences and
perspectives, but it never reaches a final form. The ludic nature of the self — its openness,
its fluidity, its capacity for transformation — is both its strength and its limitation. It allows
for freedom and inclusivity, but it also prevents closure.

Moreover, the integration of the body intensifies this tension. The physical self
is subject to time, change, and mortality, grounding the otherwise expansive identity in
a finite reality. While the poetic “1” seeks to transcend boundaries, the body reminds it
of its limits. This creates a dynamic interplay between expansion and constraint,
freedom and finitude.

Ultimately, Whitman does not attempt to resolve these contradictions. Instead,
he incorporates them into the structure of the poem. The self remains open, unfinished,
and in flux. Its identity is not defined by stability, but by its capacity to hold together
difference, contradiction, and change. In this sense, the ludic self reaches its limit not by
collapsing, but by remaining unresolved. It resists closure, embracing instead a state of
continuous becoming. The self is not a fixed identity, but an ongoing process - one that
is shaped by language, embodied experience, and the interplay of opposing forces.

Conclusions

This study has examined the construction of the self in Walt Whitman’s Song of
Muyself through the lens of play, dialogue, and narrative identity, arguing that Whitman
redefines subjectivity as a dynamic and performative process. Rather than presenting
identity as a fixed or coherent essence, the poem constructs a self that is fluid,
expansive, and continuously in motion. Through this perspective, the Whitmanian “1”
emerges not as a stable center, but as a site of ongoing transformation. The theoretical
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frameworks of Johan Huizinga, Mikhail Bakhtin, and Paul Ricoeur have made it
possible to understand this process in greater depth. Huizinga's concept of play
highlights the freedom and creativity that structure Whitman’s poetic voice, revealing
identity as an act of imaginative experimentation. Bakhtin’s theory of dialogism
emphasizes the multiplicity of voices that shape the self, showing that identity is
fundamentally relational and socially embedded. Ricoeur’s notion of narrative identity
further clarifies the temporal dimension of this process, demonstrating that the self is
continuously reconfigured through shifting perspectives and experiences.

The analysis has shown that Whitman's use of pronouns destabilizes the
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boundaries of identity, transforming the “I” into a flexible and relational construct. This
instability is expanded through the poem’s polyphonic structure, where multiple voices
are incorporated into the self, creating a democratic space of expression. At the same
time, the emphasis on the body and the acceptance of contradiction reveal the limits of
this expansion. The self is not infinitely coherent; it remains marked by tension,
multiplicity, and incompleteness. Rather than resolving these tensions, Whitman
embraces them. The declaration “I contain multitudes” (Leaves of Grass, 1855)
encapsulates a vision of identity that is defined not by unity, but by the coexistence of
differences. Contradiction becomes a constitutive element of the self, reflecting a
broader understanding of human experience as complex and dynamic. Ultimately, Song
of Myself anticipates modern and postmodern theories of subjectivity by presenting
identity as an open, unfinished process. The self is not something to be discovered, but
something to be continually created through language, interaction, and imagination. In
this sense, Whitman transforms poetry into a space of play, where identity is not fixed
but performed - a living, evolving expression of being.
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Abstract: This article aims to demonstrate that Sherman Alexie’s poetry challenges the colonial
narrative that historically defined Native Americans as the “Other” (savages, barbarous,
uncivilized) and reframes Native identity through irony and subversive play as instruments of
cultural agency. Through these poetic/literary strategies, Alexie transforms inherited paradigms
of subjugation and cultural erasure into assertions of Indigenous self-presence and sovereignty-
enacting a process of literary decolonization. To account for the persistence of these
representations, the analysis draws on theoretical works that conceptualize identity as socially
constructed within systems of power. Within this framework, identity is produced through what
Tzvetan Todorov describes as the opposition between the One and the Other, where the One can
only affirm itself by positioning itself against the Other. In Alexie’s poetry, this mechanism
becomes visible in the repeated use of stereotypical “Indian” figures, which are not simply
reproduced, but exposed as constructions that depend on contrast in order to function. This
dynamic operates within what Zygmunt Bauman defines as the theory of sociological othering
and power dynamics between social groups, in which difference is generated (and maintained) to
stabilize hierarchies and control belonging- a process that Alexie exposes by mocking the
persistence of stereotypical representations that have repeatedly positioned Indigenous
communities at the margins. Rather than rejecting these constructions, Alexie (re)shapes them
from within, using irony to expose their (il)logic and to rearticulate Indigenous identity as a self-
defined and active presence.

Keywords: Native American, Indian, stereotype, the Other, decolonization.

Introduction

In its early stages, American colonial literature did not function only as a
record of history but also as a moral and symbolic instrument through which the
domination and displacement of Native American tribes were justified and
implemented. Emerging alongside the processes of territorial expansion, these texts
actively shaped the ideological framework of colonization, transforming conquest into
a divinely guided mission and land appropriation into a natural right. What unfolded
in the New World was therefore more than a simple material struggle over land, but a

1 Coordonator: Lector univ. dr. Codrut-Cristian SERBAN.
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profound reconfiguration of meaning, in which identity and authority were narratively
constructed. The encounter between European settlers and Indigenous communities
exposed two fundamentally different systems of understanding the world. While
Native American cultures conceived land as a shared, sacred space embedded in their
collective and spiritual identity, the colonists approached it through the logic of
ownership and dominion. In Counting Winters: Dimensions of Time in Native American
Traditional Writings, C. Serban argues that “to the Native Americans, land was more
than a physical space; it was a moral and a cultural space - the first level of their
societies” (Serban, 2014, p. 14). This incompatibility did not remain at the level of
practice alone, but was translated into literature(s), where this difference was
simplified, moralized, and ultimately weaponized; “after all, they lived in a world
where behavior and attitudes impinged directly on the physical environment and on
the course of the historical manifestations of that particular environment. The
discrepancy between whites and natives in terms of understanding the concept of land
represents only the top in a pyramid of cultural differences between two almost
opposite systems of knowledge” (Serban, 2014, p. 14).

Within the Puritan imagination, the American wilderness was not perceived as
an empty or neutral space/land. It was a territory imbued with spiritual danger, where
evil was believed to reside. Influenced by a deeply religious worldview, the absence of
Christianity was interpreted as evidence of Satan’s presence, and the unfamiliar
landscape became associated with moral and spiritual corruption. In this context,
Native Americans were symbolically reconfigured as agents of this perceived threat.
From early Puritan writings to captivity narratives, Native Americans were persistently
represented through reductive and oppositional terms- “men transformed into beasts”,
“bad Indians”, “the very bond-slaves of Sathan” (Carroll, 1969, p. 9) - figures
constructed as barbarous, uncivilized, and devoid of moral and/or religious structure.
One particular literary work that reflects this perspective is Mary Rowlandson’s Narrative
of the Captivity and Restoration (1682). Written after she was taken captive during King
Philip’s War, the text presents her experience through a strict Puritan lens and
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describes Native Americans as “barbarous creatures,” “ravenous beasts” (Rowlandson,
1862). The attack on Lancaster is narrated through images of burning, destruction, and
fear, so that Native Americans appear not simply as enemies, but as violent and
inhuman figures: “hell-hounds, roaring, singing, ranting, and insulting, as if they
would have torn our very hearts out” (Rowlandson, 1862). Such representations
contributed to the construction of a rigid opposition between the Western Self and the
Indigenous Other - framing Native Americans’ presence as an obstacle, not as the
defense of their own lands and way(s) of life.

Over the following centuries, these representations did not disappear but were
reconfigured and reinforced within new historical and cultural contexts. Throughout the
nineteenth century, expansionist policies such as the Indian Removal Act (1830) and the
ideology of Manifest Destiny (coined in 1940, but manifested earlier) translated the earlier
symbolic construction of the Indigenous Other into concrete practices of displacement,
territorial seizure, and forced migration. Within this context, the removal of Native
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communities from their ancestral lands was justified and naturalized as part of a
providential national project. Literature of the period played a crucial role in sustaining
the conquest of the West and simultaneously consolidating the image of Native
Americans as either violent obstacles to progress or passive victims of an inevitable
historical process. Within this framework, conquest was perceived as a necessary
outcome of a worldview in which expansion, control, and elimination of the Other
become intelligible and even inevitable. This perspective is often condensed in the
recurring idea of “our victory, slaughter of the enemy” (Engelhardt, 2007, p. 21), where
violence is not questioned but absorbed into a narrative of progress and legitimacy. By
encoding difference as inferiority, American literature contributed to the normalization
of dispossession, establishing narrative patterns that continue to shape representations
of Native identity.

Within this historically sedimented framework, the work of Sherman Alexie
emerges as a critical intervention that both exposes and destabilizes the Indian
representation. A Spokane-Coeur d’Alene writer, Sherman Alexie engages directly with
the legacy of colonial literature, not by rejecting its imagery altogether, but by
appropriating and (re)shaping it from within. His poetry repeatedly returns to the
figures, clichés, and narrative patterns through which Native Americans have been
defined- amplifying their artificiality and revealing the mechanisms that sustain them.
In this sense, Alexie’s writing can be understood as a form of literary decolonization-
an ongoing, context-dependent process that seeks to dismantle colonial forms of
knowledge embedded in literary studies by exposing their assumptions, questioning
their authority, and promoting alternative perspectives rooted in diverse linguistic,
cultural, and historical contexts (Helgesson, 2024, p. 66). Literary decolonization moves
beyond the mere replacement of negative representations with affirmative ones by
interrogating the structures through which meaning has been historically produced. It
involves a shift from imposed identity to self-articulation, from passive objectification
to active narrative agency.

In Alexie’s case, this process unfolds through irony, repetition, and subversive
play- strategies that expose the persistence of colonial stereotypes while simultaneously
undermining their authority. By staging the “Indian” as a recognizable yet unstable
figure, Alexie demonstrates that such identities do not precede discourse, but are
constituted through it. His poems often mimic the language and expectations of
colonial representation, only to disrupt them from within, forcing the reader to
confront their internal contradictions. In doing so, Alexie reclaims the historical
construction of Native identity as Other as a site of resistance.

Theoretical Framework

The recurrence of these representations across different historical periods
suggests that they are not incidental, but part of a broader cultural pattern that shapes
how difference is imagined and narrated. From early colonial writings to later forms of
literary expression, Native Americans are repeatedly positioned in relation to a
dominant force that defines them through contrast and opposition. What emerges is a
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way of seeing that organizes identity through distinction, hierarchy, and exclusion. To
understand how these representations function and why they persist, it becomes
necessary to turn to theoretical approaches that examine how identity is constructed in
relation to difference and how such constructions are sustained within cultural
narratives. These perspectives allow for a closer reading of Alexie’s literary texts as
sites where identity is represented, actively (re)shaped and (re)negotiated.

In The Conguest of America: The Question of the Other, Tzvetan Todorov reframes
conquest as a problem of relation and dynamics (instead of force). What is at stake is
the way the Self constructs, interprets, and ultimately positions the Other. Todorov
shows that this relationship operates on several levels. First, the Other is judged -
valued or devalued - through the Self’'s own system of meaning. Second, the Other is
acted upon, becoming the object of control, alliance, or destruction. Finally, the Other is
either understood or reduced to silence. Crucially, these levels do not align: one may
“know” the Other and still dominate them, or fail to understand them and erase them
altogether. What emerges is a structural imbalance. The Self retains the power to define,
while the Other becomes defined. In this sense, representation is never neutral because
“the notion of ‘false” is irrelevant” (Todorov, 1984, p. 54), and even distorted
representations remain effective in shaping reality. This dynamic explains how alterity
is transformed into hierarchy. The Other is not simply different, but made legible
through categories that justify action. Once fixed within these categories, the Other can
be managed, excluded, or even eliminated. The relationship, therefore, is not reciprocal:
it is organized around asymmetry, where the Self speaks, and the Other is spoken for.

Another perspective worth taking into account when discussing the
construction of alterity is offered by Zygmunt Bauman, who shifts the focus from how
the Other is represented to the social mechanisms that produce this phenomenon in the
first place. From a Baumanian perspective, difference is actively structured through
systems of classification that divide the world into oppositional categories. Identity,
therefore, emerges relationally, through contrast, where one term is normalized, and
the other is pushed to the margins: “abnormality is the other of the norm... barbarity
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the other of civilization... enemy the other of friend, ‘them’ the other of “us’” (Bauman,
1991, p. 14). What is relevant in this structure is that the hierarchy is already built into
the opposition itself. The power to define these categories, Bauman argues, “hides...
behind one of the members of the opposition”, while the other becomes “the degraded,
suppressed, exiled side” (Bauman, 1991, p. 14) of that relation. In other words, the
Other is not simply different, but positioned as lacking, excessive, or dangerous in
relation to a stable and legitimate norm. This process turns difference into a form of
social ordering. The distinction between “us” and “them” does not merely describe
reality- it produces it, assigning value, authority, and legitimacy unevenly. As a result,
the Other becomes the space onto which fear, disorder, and threat are projected,
allowing the dominant group to appear coherent and justified in its position. In
Bauman’s terms, the figure of the stranger embodies this tension, standing as both
necessary to identity and simultaneously marked for exclusion.
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Taken together, these perspectives clarify the structural conditions that shape
representations of alterity and the asymmetries embedded within them. Read in this
light, Sherman Alexie’s work reflects these dynamics and engages them critically. His
writing unsettles the stability of the Self/Other distinction by exposing its constructed
nature and the power relations it sustains.

Irony as an Instrument of Cultural Agency in Sherman Alexie’s Poetry

Sherman Alexie’s literary work offers a compelling site where these conceptual
insights take form. A contemporary Native American writer, Alexie uses literature as a
form of cultural and political activism. The Spokane poet employs humor, irony, and
subversive play as literary strategies through which he challenges the colonial mindset
that has shaped- and continues to shape- American identity and its literature(s). His
writing constructs a decolonial counter-narrative in which laughter becomes a mode of
survival and irony a form of critique. Humor allows him to address trauma, loss, and
injustice without reducing Indigenous identity to victimhood, while irony exposes the
contradictions of a nation that defines itself as moral and free despite being built on
displacement and genocide. Through creative reversals, parody, and self-mockery,
Alexie destabilizes the authority of colonial discourse and reclaims storytelling as a
space of Native self-definition. In this context, his work can be understood in terms
of cultural agency, “a range of creative practices- including art, activism, and
interpretation, through which individuals and communities actively shape cultural
meanings and contribute to social transformation” (Sommer, 2006, Preface). Beyond
remaining confined to critique, cultural agency emphasizes the ability to intervene in
dominant structures and rework inherited representations. Alexie’s writing operates
precisely in this way: it opposes colonial narratives by exposing their mechanisms and
reshapes their outcomes.

One of the central instruments of cultural agency that Sherman Alexie
employs in his poetry is irony. This rhetorical and literary strategy expresses one thing
while implying another- "a form of double meaning that creates critical distance by
contrasting apparent statements with deeper implications” (Linda Hutcheon, 1994, p.
59). In this sense, it transcends the function of a stylistic device, allowing inherited
representations to be questioned, reworked, and ultimately transformed. This dynamic
is particularly visible in Sherman Alexie’s poem How to Write the Great American Indian
Novel, where this strategy is used to expose and destabilize the conventions through
which Native Americans have been represented in American literature. In this poem,
Alexie adopts the voice of a cultural stereotype and then turns it against itself. Through
irony and exaggeration, he exposes how Native Americans have been misrepresented
in American literature- and how those false images continue to shape the collective
imagination of the nation. From a Todorovian perspective, this process reflects the
construction of the “Other” through reductive and imposed narratives, where identity
is not self-defined but produced through the gaze of the dominant culture. By imitating
the tone of a “how-to” manual, Alexie pretends to instruct readers on how to write a
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“great” Native American novel- yet every line reveals the absurdity and violence
behind those expectations.

The poem begins with a clear instruction: “All of the Indians must have tragic
features: tragic noses, eyes, and arms” (Alexie, 1996). The accumulation of the adjective
“tragic” operates as deliberate overstatement. What seems, at first look, descriptive
becomes satirical: Alexie exposes how American literature reduces Indigenous identity
to a catalogue of sorrow. The irony here is double-edged- the poet imitates the colonial
voice while simultaneously destroying its credibility through exaggeration- a reduction
that can be understood, in Bauman’s terms, as part of a more complex process of social
othering, where difference is simplified into fixed, recognizable traits that sustain
hierarchical distinctions between “us” and “them”.

In the line “The hero must be a half-breed, half white and half Indian,
preferably from a horse culture. He should often weep alone. That is mandatory”
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(Alexie, 1996), Alexie uses a prescriptive tone- “must,” “preferably,” “mandatory”- to
mimic the authoritative voice of white writers and critics who dictate how “authentic”
Indianness should appear. The “half-breed” becomes a colonial construct, destined to
satisfy fantasies of tragic hybridity and noble suffering- also reflecting what Todorov
identifies as the unstable position of the Other- caught between recognition and
exclusion, never fully granted subjecthood. The absurd detail, “from a horse culture,”
parodies the anthropological perspective that reduces Native identity to ethnographic
cliché. d. Finally, the image of the hero who “weeps alone” exposes the Indigenous
pain: isolation becomes the only acceptable form of Native expression.

In the next line

“the hero is an Indian woman, she is beautiful. She must be slender
and in love with a white man. But if she loves an Indian man,
then he must be a half-breed, preferably from a horse culture.
If the Indian woman loves a white man, then he has to be so white.”

Alexie extends the irony to reveal how colonial discourse sexualizes and
subjugates the Native woman. Her beauty and obedience are not simple traits of
character but also instruments of control: she is allowed to exist only through the gaze
and approval of the white man. At a deeper level, this passage demonstrates what
Zygmunt Bauman defines as the process of social othering, in which difference is
recognized and organized into hierarchical oppositions that place the Other in a
subordinate position. Love, in this structure, is a political construct: it confirms
domination. The Native woman’s desire becomes a metaphor for colonization itself (a
forced submission disguised as romance). At the same time, this dynamic exposes what
Tzvetan Todorov describes as the failure to recognize the Other as an equal subject, as
the Native woman is not encountered on her own terms. The Other-She is reduced to a
function within a narrative structured by colonial desire. Alexie’s irony dismantles this
fiction by exaggerating it to the point of exposure, showing how tenderness in colonial
literature is merely another form of conquest.
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Moving forward, Alexie’s irony evolves into a full, dark, mocking performance
of colonial fantasies. As Linda Hutcheon argues, irony operates through a double
movement of saying and unsaying, allowing dominant narratives to be reproduced
while simultaneously exposing their instability. The line “Indian men are horses,
smelling wild and gamey. When the Indian man unbuttons his pants, the white woman
should think of topsoil” collapses the boundary between man and nature, parodying
the racist trope of the “animalized Indian.” Through grotesque humor, Alexie exposes
the colonial imagination’s obsession with the erotic and the primitive, turning it into an
absurd spectacle. On a conceptual level, this passage can be read through Todorov’s
notion of the Other, where identity is constructed through projection. The association
with “topsoil” reinforces this reduction, turning the Native body into land, instinct, and
raw material. Rather than reflecting a reality, the image reveals how the Self imposes
meaning onto the Other, shaping it according to its own desires.

The sequence “There must be one murder, one suicide, one attempted rape.
Alcohol should be consumed. Cars must be driven at high speeds” mimics the
traditional /formulaic violence of “authentic” Native stories written by outsiders. The
repetition of “must” establishes a set of compulsory elements that define what counts
as a “Native” story. Violence, addiction, and excess function as fixed narrative markers.
Native identity appears as predictable and already decided in advance- sustaining the
production of the Other through classification and repetition. Identity is reduced to a
limited set of recognizable traits that can be easily consumed and reproduced. At the
same time, the passage illustrates Todorov’s concept of the Other as a figure
constructed within the perspective of the Self. The Native subject exists only insofar as
it fulfills the expectations of the dominant gaze. Murder, suicide, and disorder define
Indigenous presence because they confirm what the dominant culture already assumes.

In the lines about the “interior Indian” (“Indians must see visions. White
people can have the same visions, if they are in love with Indians. If a white person
loves an Indian, then the white person is Indian by proximity. White people must carry
an Indian deep inside themselves. Those interior Indians are half-breed and obviously
from horse cultures”) Alexie mocks the liberal fantasy of “spiritual Indianness”. Here,
his parody targets the white desire to appropriate Native identity as a form of moral
redemption. Through exaggeration, the poem exposes how even empathy can become
colonial domination when it consumes the Other for self-purification. According to
Bauman’s theory, this reflects a mode of othering in which difference is not eliminated
but absorbed in a controlled form. The Other becomes necessary for the Self’s
definition, yet remains simplified and regulated. The “interior Indian” is stripped of
historical and political reality and reassembled as an abstract, aestheticized presence.
Identity operates here as a system of signs that can be circulated, adopted, and
reshaped without consequence. The Native figure is acknowledged, but only through
the interpretive structure of the Self. The Other does not speak; it is spoken for. Even in
its internalized form, it remains dependent on the desires, projections, and expectations
of the dominant subject. Recognition takes place without reciprocity. Alexie intensifies
this critique by exposing the moral dimension of this type of closure. The idea that “a
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white person is Indian by proximity” transforms Indianness into a tool of self-
redemption. The Other becomes a means through which the Self attempts to resolve its
own historical guilt.

In the closing lines (“In the Great American Indian novel, when it is finally
written, all of the white people will be Indians and all of the Indians will be ghosts”),
Alexie’s subversive play reaches its most powerful moment. By declaring that he
inverts the entire colonial narrative. The statement sounds playful, but its irony
dismantles centuries of domination. Through this reversal, Alexie performs a literary
game that exposes how unstable identity becomes once the rules of power are mocked.
The colonizer’s voice is turned inside out through imitation. This is the essence of
subversive play and irony: using the oppressor’s language and logic until they collapse
under their own contradictions. In this final gesture, Alexie transforms satire into
decolonization, proving that laughter can rewrite history and reframe identity.

Conclusion

The persistence of these images depends on their familiarity. They endure
because they are recognizable, because they provide a stable narrative that readers
already know how to process. In this sense, the Great American Indian novel that
Alexie parodies is a cultural expectation, a script that precedes both writer and reader.
This reveals a deeper mechanism at work: the construction of the Other relies not only
on production, but on reception. Stereotypes persist because they are legible. They
circulate easily, they require little interpretation, and they confirm what the audience
has already been trained to see. The violence, the tragedy, the spirituality- these are not
only imposed from above; they are sustained through repetition at the level of reading.
The reader becomes part of the structure that reproduces the Other. From this
perspective, Alexie’s irony exposes representation and disrupts its recognition. By
pushing familiar patterns to the point of absurdity, he forces the reader into a position
of discomfort, where what once seemed natural becomes visible as constructed. The
poem interrupts the automatic process of interpretation. It slows down recognition and
turns it into questioning. This shift has significant implications. If the Other is
maintained through narrative familiarity, then resistance cannot rely solely on
replacing negative images with positive ones. It requires a reconfiguration of the
reading process itself. Alexie’s work points in this direction: it challenges the conditions
under which any image is accepted as norm. In this sense, the most radical aspect of
Alexie’s poetry lies not in how it changes the act of reading. It transforms the reader
from a passive consumer of familiar narratives into an active participant who must
confront the instability of those narratives. The result is not a new definition of identity
and an awareness of how identity is produced, circulated, and sustained. This insight
reframes the entire discussion of the Self and the Other. The boundary between them is
negotiated through discourse and reinforced through habits. By exposing and
interrupting these habits, Alexie opens a space where representation can no longer
operate invisibly. What remains is not a stable image, but a critical awareness of the
structures that make such images possible.
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Abstract: This paper analyzes the way in which identity and self-image are presented in Jeff
Kinney’s Diary of a Wimpy Kid: Cabin Fever, while focusing on the novel’s hybrid structure.
Identity and self-image are two interrelated, but distinct concepts, which are equally important in
the analysis of the novel’s protagonist, Greg Heffley. A children’s book, Diary of a Wimpy Kid:
Cabin Fever is centered on the main character’s “outsiderness” (portraying him as a typical
underdog). The novel showcases the difference between the ways Greg sees and chooses to
present himself in his diary, and who he really is. This paper examines the correlation between
the aforementioned concepts and the unique structure of the novel, providing an understanding
of the ways in which meaning can be extracted both from form as well as from content. The
hybrid structure, resulting from the combination of written text and images, offers a larger scope
of interpretation due to its multimodal nature.

Keywords: identity, self-image, pre-adolescent, hybrid structure, multimodality.

Introduction

Historically, journaling has been a common practice in many different cultures.
People across the world have kept diaries for various reasons. Be it to keep an account
of daily events or to transfer thoughts and ideas from mind to paper, keeping a diary is
a deeply personal act. Multiple variables factor in when it comes to the intimacy of such
a practice, whether we are talking about formal elements, such as one’s own
handwriting, or about the actual content, which, more often than not, represents the
writer’'s most personal thoughts and ideas, including their secrets. There are many
reasons why a person might choose to keep a journal, especially if that person is
actively undergoing a period of change, accompanied by insecurities and fears. For this
reason, many children and teenagers resort to keeping a diary where they can be honest
about their feelings, when they find difficulty in being open with the people around
them (as it so often happens).

1 Coordonator: Prof. univ. dr. Luminita-Elena TURCU.
2 With special thanks to the extraordinary organizers of the Liter@t Conference, Assoc. Prof.
Daniela HAISAN and her team, whose dedication made all of this possible.
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A collection of novels for children, targeted mainly towards pre-adolescent
boys, the Diary of a Wimpy Kid series follows Greg Heffley, a middle school-aged boy on
his journey of self-discovery as he tries to navigate the world around him, while facing
the challenges of pre-adolescence. Diary of a Wimpy Kid is a collection of mock diaries
belonging to the protagonist, used as a device for telling his story in a personal manner.
The main character stays the same throughout the entirety of the series, but his
adventures and the lessons he learns change from an installment to the next. In this
paper, we will focus on the sixth novel in the series, Diary of a Wimpy Kid: Cabin Fever,
which was published in 2011.

Diary of a Wimpy Kid: Cabin Fever takes place during the period right before
Christmas, a time when high expectations are imposed on children by their families
and society as a whole, in regards to how they should and should not behave. This
enables Greg to start questioning and challenging authority, feeling that what is asked
of him is unfair. The novel explores themes of guilt, shame, need for validation, all
approached in a humorous manner, making them accessible to the novel’s intended
young audience. As the author of his own diary, Greg is the narrator of the story, thus
keeping the reader close to his thoughts. Throughout the course of the novel, the boy
struggles with his own identity and self-image, specifically in the context of a holiday
which emphasizes the need to be saintly good, thus becoming the perfect candidate for
accurate representation of male pre-adolescence faced with the expectations of society.

The novel’s structure plays an essential part in constructing the analysis of the
protagonist. The multimodal approach offers a larger scope for interpretation,
providing readers with not only written text to extract meaning from, but also images,
more specifically doodles made by the protagonist, where he depicts himself, his
family, his friends and his surroundings. Styled as a real diary, the novel combines
multiple elements which create a unique finished product.

Diary of a Wimpy Kid: Cabin Fever might appear as a simple children’s novel, but
in reality, it is a complex and utterly important piece of literary work.

1. Hybrid Structure

To begin with, we will focus on the structure of the novel and the implications
of it in the overall analysis of the work.

As a children’s book, it is not unusual for Diary of a Wimpy Kid: Cabin Fever to
have a special type of structure, seeing as it is a very common practice for other similar
types of books to incorporate a variety of different elements such as images, as well as
aspects related to their layout or design, into their structures. Jeff Kinney’s novel
employs a hybrid structure, meaning that it is constructed on two main modes: written
text and visual images. The hybrid structure implies the fact that both of the modes
employed are equally as important, their separation being nonsensical. Traditionally,
this combination of elements would make Diary of a Wimpy Kid: Cabin Fever a
picturebook, and to an extent it is, especially if we take Nodelman’s definition as a
point of reference: “Picturebooks are considered a multimodal, literary experience,
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where meaning is generated simultaneously from written text, visual images, and the
over-all layout or design.” (Nodelman, 1988, cit. in Serafini and Reid, 2022, p. 3).

However, reducing it to a simple picturebook would be utterly unfair. What
sets Diary of a Wimpy Kid: Cabin Fever apart from other similar works is the extent to
which the written text and the images used are interrelated. The pictures are not merely
additions, but they are an essential part of the storytelling process. Throughout the
novel, the text and the images work together to paint a larger picture. The meaning
derived from one of the modes is completed by the meaning suggested by the other
and vice versa, making the story told through text incomplete without the information
provided by the visual support, and the story told through the pictures incomplete
without the information revealed through the text. For Jeff Kinney’s novel,
multimodality is a defining characteristic.

NOVEMBER

Saturday

Most people look forward 4o the \\ol.‘dn}-s, bot the
stretch &cMch_T}\nrJ:ssMhs and_Christmas _jusf_
rakes me a_nervous wreek, Tf you rake a mistake
in the first eleven months of the yeal’, it's no l:-s
deal. But if you do something wrong during the
I-.el.‘dnf season, you're gonha-pay for it

Ts 4oo_ruch_pressure 4o be on your best behavior
for_a whole month. The most T can renllf handle

is six or seven days in a row. So if they moved
%nhkss.\n'hs 4o the week before Christras, it
would be_fine 5)4 me.

Fig. 1 (Kinney, 2011, p. 1)

At its core, Diary of a Wimpy Kid: Cabin Fever is a novel since it contains the
narrative devices specific to a novel such as characters, plot, setting, etc., but as we have
established, it is most definitely not a usual novel. As it has been mentioned before, the
novel is structured as a diary belonging to a pre-adolescent boy, including written text as
well as images, making it a multimodal piece of media. There are no chapters meant to
divide the block of text into parts, but rather the “chapters” in this novel consist of entries
in the boy’s diary. Other formal elements relevant to this discussion include the font used
for the text, which mimics handwriting, and the type of page used, which resembles a
notebook page with straight lines. Furthermore, the images used are essentially drawings
made by Greg himself. All these elements can be observed in Figure 1.
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1.1. Written Text

It may seem somewhat contradictory to the point of this section to divide text
and image into two different subsections, but for the purpose of the structural analysis
conducted, we will discuss their separate roles in the overall work.

In Diary of a Wimpy Kid: Cabin Fever, the written text encapsulates the thoughts,
ideas and stories Greg decides to express by writing them in his diary. According to
Baetens and Frey, “narrative opens to what some may label old-fashioned devices such
as character and place” (Baetens and Frey, 2018, p. 98), meaning that the most basic
information necessary for understanding the story which is being told is revealed
though written text.

The teachers always say that when you're getting picked on, you should tell an
adult. I think that’s a good idea, but it didn’t work out so well when I was getting
bullied. There was this kid who lived in the neighborhood next to mine, and for
some reason everyone called him “Nasty Pants”. Every time me and my friend
Rowley went through Nasty Pants’s neighborhood, he chased us with a stick.
The thing that really stunk was that me and Rowley used the woods in that
neighborhood as a shortcut to get to school. So we started having to go out of our
way to avoid getting harassed by Nasty Pants. (Kinney, 2011, p. 16-17)

In this passage from the novel, Greg recounts an event from his past related to
a time he was being bullied. The excerpt reveals information such as the names of
certain characters (Rowley, Nasty Pants) and their relationships with the protagonist
(friend, bully). Additionally, the text provides information about the setting and the
plot, such as the places Greg goes to and the things he does there, as well as the things
which happen to him there.

Written text is a perfect medium for revealing this type of information, but it is
not limited to it. Aside from the details presented in the quote above, the reader is able to
discover something else, equally as significant: Greg's opinion regarding the situation
presented. The boy is stating his stance directly by expressing his thoughts related to the
idea of telling an adult about being bullied, thus allowing readers into his mind.

1.2. Pictures

The images used in Diary of a Wimpy Kid: Cabin Fever are representations of
drawings made by Greg. These drawings are not simply additional doodles made to
accompany the text, but an essential part of the story told by the boy. Aside from the
important role they play in creating the work’s multimodality, the images used have
the purpose of bringing the reader closer to the story and the characters. As Baetens
and Frey put it, “drawing suggests authenticity and intimacy” (Baetens and Frey, 2018,
p- 98). In his drawings, Greg not only illustrates what he is writing, but he also reveals
many details about his identity as a pre-adolescent boy, his self-image, as well as his
perspective towards the world around him.
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Enery timt et and my friend Raley went
#hrogh Nasty Parcts neghborhaod, he chased ws
with o stick.

P T |
B

iz ]ﬂ@aﬁz

But what would probably happen is that sameane
fram ry OLD school wauld mave +o ey new tawn
and the whole thing would just start back up again.

pilil

The thing that really stnk was that re and
Pondey wied the woods in that rasghborhasd as o
chartuut 4o get te sthool Sa we sharted having

The +eachers ulmfs say that when yau'rz getting
picked on, you should tell an adul+t. T think that's
a good idea, but it didn't work sut so well when T
was_getting bulled.

1o g0 ot of our may to aved getting harassed by

Masty Pants.

There wa 5 this kid who lived in the neighborhood
next 4o mine, and for some reason everyone called

him "Nasty Pants.”

Fig. 2 (Kinney, 2011, p. 16) Fig. 3 (Kinney, 2011, p. 17)
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In the examples provided above, there are three drawings illustrating the quote
which has been discussed in the previous subsection. Each of these images offers
information which completes the information that has been revealed by Greg through
text. Greg portrays his bully, his friend Rowley, himself and a map of his way to school.
These drawings provide the reader with a deeper understanding of the story he tells.

For instance, in Figure 2 a drawing of Nasty Pants is visible. This representation
of the character suggests his role in the protagonist’s life. Nasty Pants is depicted as a
scary-looking person, despite his age which is revealed later on in the story. The bully is
only 5 years old, but to Greg he still represents a source of negativity, causing him fear.
This idea is reinforced by the design chosen by Greg for the drawing of Nasty Pants. Not
only is he portrayed as tough, but he has eyebrows. Throughout the novel, the characters
illustrated by Greg tend to lack eyebrows in their design unless they are considered to be
antagonists, obstacles in Greg's journey, or if they are explicitly angry. This stylistic
choice stems from the higher level of expressivity offered by including eyebrows into the
drawings. The characters depicted without them appear neutral in expression or, at the
very least, the intensity of their expressions is significantly lower. On the other hand, the
characters portrayed with eyebrows have a more striking look (see Figure 43 and Figure
5%). This deliberate choice suggests the boy’s opinion regarding certain characters,
including Nasty Pants, as well as certain situations he finds himself in.

3 In the upper left side of the picture, Rodrick is visible. He is Greg’s older brother and a moody
teenager. He is often mean towards Greg. His design contains eyebrows, suggesting Greg's
dislike towards him generated by his behavior.

4 The image depicts Greg and his best friend, Rowley, on the front page of a newspaper sheet,
after being caught vandalizing school property. Although throughout the novel their designs
lack eyebrows, in this picture they both have them, suggesting their portrayal as criminals.
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But it ?rubdll?’ doesnt matter anyway, becouse

m elder brother, Rodrick, is mmhnﬂ}‘ feeding m Daily Hﬂ'aH

Santas Scout bad information about me. = -
Vandals deface middle school
1, GREG HEFFLEY, . o s s ——— — —
TOOK A TWENTY- T
DOLLAR BILL OUT OF
My MOTHERS PURSE.

L Ll 1

W B S

E-v:r?’ rmorming when T wake up, Sara's Scout is in
a new place, which T guess is suppased 1o prove that
e raveled 4o the North Pale avernight. But T So o Tm b-uF-{lg a crimral. Beleve it or rat,
starting to wonder if it s really Rodrick who roves him. this isn't the FIRST 4ime Tve been falsely

accused of a crime.

When T was in the Boy Scouts, T was 4rying 4o

earn my Service Prchd merit badge, and T had 4o

do some kind of good deed. Mom said T should g0

aver to Leisure Towers and see if there were any

eIJ:d; people who needed help carrying groceries of

m‘l.\-hs lke that, and she 4old Radrik he had 4o
7 gve me a ride.

139

Fig. 4 (Kinney, 2011, p. 7) Fig. 5 (Kinney, 2011, p. 139)

In Figure 3 the illustrations depict Nasty Pants chasing Greg and Rowley as
well as a map of the way the boys take to school. The first drawing acts as a comedic
tool. While it illustrates the chase Greg writes about right above it, it creates an
amusing setting for the situation. Nasty Pants cannot be seen in the doodle, but the
stick he uses to chase the two boys with is present. His absence from the drawing
creates a level of mystery around his character. Although the readers already know
what he looks like, his age has not yet been revealed at this point in the story. This
situation preserves the comedic timing of the reveal later on in the novel.

The map serves as a visual support, emphasizing the inconvenience created by
the bully’s actions. This drawing provides the reader with a better understanding of the
narrative, while also being used as a comedic tool, thus allowing readers to get a
glimpse of Greg’s perspective of his surroundings.

1.3. Overall Layout and Design

While both modes employed, i.e. written text and pictures, have their own roles,
they cannot be separated. The hybrid structure of the novel blends them together in order
to create a finished product which generates meaning through each medium equally.

Jeff Kinney’s Diary of a Wimpy Kid: Cabin Fever incorporates all the specific
elements of a diary, being designed as one. The layout of every single page mimics a
notebook page, having horizontal straight lines, where the text is positioned. The font
used replicates Greg’'s handwriting, suggesting authenticity and a more intimate
relationship between him as the narrator, and as the author of his own diary, and the
readers. The images are seemingly hand-drawn illustrations made by Greg in a
cartoonish style, appearing to have been created using the same writing tool (most
likely a black ink pen) as the handwriting.
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And something tells me Mom felt the same way.

PEAS BE
WITH YOUL
HEE HEE HEE!

Twesday
'ng.;,' T was playing Met Kritterz in . room,
and Mom walked in. She watched for a whie, then
asked what T was doing in the game. 42 explained
that T was watching my Chibwahua wateh TV,
because if your virtual pet watches at least two
hours of commercials a dn;(, it makes him hp?y and
you get twenty borws tokens.

Fig. 6 (Kinney, 2011, p. 59)

The novel is divided into diary entries, spanning over a few weeks,
approximately two months. The beginning of each month is signaled by a title centered
on the page, written with only capital letters. The different entries in the diary begin
with a subtitle in the form of the names of the days of the week, depending on what
day is associated with a certain event recounted by Greg.

The text and the illustrations are alternated, with the text usually appearing
first and being followed by a relevant image. This alternation is consistent throughout
the entirety of the novel. Every page contains both modes, further reinforcing their
importance and co-dependability.

All the details mentioned above can be observed in Figure 6. This type of
structure makes Diary of a Wimpy Kid: Cabin Fever what Christine Wilkie-Stibbs calls “a
mind-style” novel, which means that it “leaves little distance between the mind(s) of
the character(s) and the mind of the reader” (Wilkie-Stibbs, 2007, p. 13).

2. Identity

A person’s identity is a complex set of characteristics unique to each and every
human being. The Online Cambridge Dictionary defines identity, in very simple words,
as “a person’s name and other facts about who they are” (Cambridge Dictionary). Our
identities determine the place we occupy in society, being the factor which defines us
on many levels. As fictional people, characters in literary works also have their own
identities which can be examined through the lens of different modes of
characterization such as their actions, their words, the way they are described, as well
as through other narrative devices.

In the context of Jeff Kinney’s Diary of a Wimpy Kid: Cabin Fever, Greg Heffley is
the protagonist of the novel. He is a pre-adolescent boy who struggles with figuring out
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his identity and self-image. Greg is the middle child of a traditional family, having an
older brother as well as a younger brother. In the novel, the boy has a normal
relationship with all the members of his family. As a student in Middle School, Greg is
not the most popular child, but he has a best friend named Rowley, who he shares
many experiences with. Greg is generally a funny and witty person, showcasing his
clever humor throughout the entirety of the novel.

2.1. The Underdog

Greg Heffley is one of the unpopular students at his school, the type of child
who is rather uncool and tends to always get into trouble, not because he has a
tendency for evil, but because he always seems to end up in the wrong circumstances.
The boy is a typical underdog, an outsider who is trying desperately to be accepted by
those around him and society as a whole. Greg is the representation of all other pre-
adolescent boys who face insecurities and anxieties specific to their age and
developmental stage.

As a children’s novel, Diary of a Wimpy Kid: Cabin Fever creates a space for a
character like Greg to exist, allowing readers to identify themselves with him and feel
represented. The boy gives a voice to those who find themselves in similar situations,
offering them comfort in the belief that they are not alone in their struggles. After all,
this is one of the main functions of children’s literature: “Children’s literature has long
been a forum for championing the cause of the underdog, [...] featuring a wide range of
child figures that could be represented and theorized under a collective terminology of
‘outsiderness’” (Christine Wilkie-Stibbs, 2007, p. xii-xiii).

Over the course of the novel, Greg aims to portray himself as an interesting and
cool person, but his real nature slips through. The boy is rather cowardly and rarely
takes any risks, except for when it really matters.

The examples provided below attest to Greg’s cowardice and to his inability to
overcome his fear. Figure 7 and Figure 8 depict a relevant episode consisting of Greg
tricking his best friend, Rowley, into going into the woods alone. Rowley fails to do so,
but owns up to his actions. On the other hand, Greg, who also fails to fulfill the task,
pretends the opposite, proving that he is not brave in this type of situation, but refuses
to admit it. Although his methods are quite unorthodox, Greg proves his
resourcefulness and wit. He only comes up with the dare because he knows he can
make his friend believe that he has fulfilled it. The boy makes it clear that his intention
was never to actually go into the woods alone, but to convince Rowley that he has in
order to obtain certain benefits: “There’s no WAY I was gonna go into those woods by
myself at night.” (Kinney, 2011, p. 54). Greg is not an evil character, but many instances
in the novel showcase his morality as a grey area.
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T told Rowlcy m/be we should do something Row‘t)’ seemed to think that was a fair deal.
different, and he said he wanted +o play Hide- )
and-Seek. But the problem with playing Hide-and-
Seek with Rawley is he thinks that when he can’t
see YOU, you can't see HIM. So that makes him
r:all)/ easy o find.

T +old Rowley T4 go first, and T walked into
+he woods. But as soon as T knew he couldn't see

me, T ran around +o the front of my house.
T decided we just needed a break from each
other, so T came up with an idea. T 4old Rnw|e7

we were gohha see who was braver, me or him, and

we stepped out the sliding glass door.

%]

There's no WAY T was gonna go into those
woods 67/ njself at night. T had written my-name
on the tree fort when me and Rawley built it over
the summer, and that's the reason T came vp
with the dare.

Each of us had 4o walk into the woods and write
our hame on the tree fort we bult last summer.
And whoever chickened out was wrong about
valleyball and had o call the other ¥y “sic” for
the rest of his life.

53 54

Fig. 7 (Kinney, 2011, p. 53) Fig. 8 (Kinney, 2011, p. 53)

The episode of the chase involving Nasty Pants discussed in previous sections is
also relevant in relation to Greg’'s identity, more specifically to further prove his
cowardice. Although he is much older than his bully, he is too scared to stand up to him.
Greg has the ability to easily solve his problem, but instead he chooses to overcomplicate
it. He even involves his own father as well as Rowley’s dad, but when he is supposed to
confront Nasty Pants, he runs away, leaving the adults to deal with the situation.

2.2. The Middle Child

Greg Heffley is the second-born son of three children. His family’s dynamic
situates the boy in the middle child typology. Often overlooked and misunderstood
Greg lives the average middle child or “forgotten child” experience. The boy is not
forgotten in the literal sense of the word, but he does not get nearly as much attention
from his family as his two brothers, simply because of his birth order. This is not a
deliberate choice made by his family, but rather a common occurrence in families with
at least three children. Greg’'s position within his own family drives him to seek
attention and validation, often times by getting into trouble. While it can be argued that
Greg's tendency to cause or surround himself with problems stems from his age and
the pressure associated with his developmental stage, his role as the middle child of his
family reinforces it.

3. Self-image

Every person has their own identity as well as an opinion regarding it. Most of
the time, a person’s identity and his or her self-image overlap. However, sometimes
who a person actually is and the way in which he or she views himself or herself can be
drastically different. Cambridge Dictionary defines self-image as “the way a person
feels about his or her personality, achievements and value to society” (Cambridge

281



Dictionary, n. d.). Self-image is the decisive factor of the way in which a person chooses
to present himself or herself to the world.

Self-image is about more than just one’s opinion about one’s own identity: it is
about the way we are socialized to act, taking into account the expectations imposed on
us by society. From the early stages of our lives, we look for models and examples to
follow. In Zipes’s view, “fairy tales and children’s literature were written with the
purpose of socializing children to meet definite normative expectations at home and in
the public sphere.” (Zipes, 2006, p. 9). He believes that “the purpose of the tale from the
beginning was to instruct and amuse; that is, to make moral lessons and social
strictures palatable.” (Zipes, 2006, p. 9). Diary of a Wimpy Kid: Cabin Fever is no
exception, having a didactic role. The readers are meant to extract the lessons learned
by Greg and internalize them.

Greg Heffley’s self-image poses an issue in the context of the novel. For the
most part, his representation of self does not align with the reality of who he is. The
fragmented portrayal of self stems from the fact that Greg is a pre-adolescent boy on
one hand, and on the other, more importantly, it derives from the context he finds
himself in. The novel’s action takes place before Christmas, a time when expectations of
good behavior are at an all-time high. Greg feels pressured to present himself in a
certain way in order to keep up appearances and meet the expectations imposed.
Moreover, Greg has reached an age when he is starting to become more self-aware,
understanding that his actions are being perceived by other people. While he feels the
need to adhere to certain social conventions, the boy realizes the power adults hold
over children and he begins questioning their authority and judgement. Although Greg
is experiencing this thought process, his upbringing, as well as his desire for acceptance
and validation, play a significant role in his decision to follow certain rules, even if to
him they seem illogical.

Lot really convinced that Santa has the +ime 4o Then there's this "Nwsl-ﬂ?r ar Mice” list -thr.f're
ku? an eye o you hehfri‘our hours a Jnf akyway. n|~n?'$ *nlklhs about. You hear about it, but

T figure he can onl,y check in on each kid orce or you hever aﬁml\y get +o SEE i, so its vp o
Hwice a year for a few seconds—and with oy luck, grown-ups 1o fell you where you stand at any
that happens at the most embarrassing moments. given moment. And. something about that just

doesnt seem ri&lﬁ.

IF ¥YOU HELP ME WITH THESE

OCERIES,
WILL BE JUST ENOUGH TO
MAKE SANTAS “NICE" LIST!

T Santa really DOES see everything you do,
then T could be in 4rovble. So when T write him,
T dont say what T want for Christmas and all
that. T use my leters 4o paint myself in the best
possible light.

Deoar Sonta,
I did no+ +hrow a crab cPPie
ot Mrs-Toylers cot, u:vend
+hough i+ mightve locke
#}::3 Frgm a distance.

T kind of wonder how accurate the list really is

anyway. There's a kid named Jared Frlz who lives
up the street from me, and if there’s ANYONE
who deserves 4o be on the "Nau\rj;‘\vn list,

s him. But last year he got a dirt bike for

Sincerey, Christmas, sa dont even ask me WHAT Santa was
G""S HeF'ﬂey 3 thinking on THAT one.
I.'
Fig. 9 (Kinney, 2011, p. 3) Fig. 10 (Kinney, 2011, p. 4)
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The examples provided above in Figure 9 and Figure 10 showcase the boy’s
dilemma in regards to the Santa issue. Although the adults in his life insist on the fact
that Santa can see every child, watching them in order to determine whether they
belong on the list of nice kids or on the list of naughty ones, Greg is not convinced that
they are being honest. He understands that in all likelihood, his parents are using Santa
as a way of encouraging him to behave appropriately. Despite his doubts, Greg
concentrates his efforts towards acting accordingly, or at least maintaining the
appearance that he is.

3.1. Responsibility, Resourcefulness, Creativity

As a pre-adolescent male, Greg is at a point in his development when he needs
to learn responsibility. Because he has a baby brother, his parents decide to offer him a
baby doll (see Figure 11) to take care of in order to practice being responsible.

Sa far Christmas, Mam gat me o DOLL. St g mngeiieh

%
.r,';

7
afer

A7/

Lf
77
i

|

T4 was GREAT. The water melted the snow
on contact, and T was erusing. Then T saw o

sprinkler learing up aganst the house, and T got
an even BETTER idea.

prp——— ] Orce T was finished, T 4umed off the sprinkler
and knocked on the 3;7'! door. He paid me ny {ive
At fiest T dde't want ""IH‘"‘S 1o do_with it bucks when he saw that his dr-uu?' was cleared.
18 T
Fig. 11 (Kinney, 2011, p. 38) Fig. 12 (Kinney, 2011, p. 77)

At first, Greg rejects his parents’ gift, but soon learns to appreciate it, actually
growing emotionally attached to it. The boy manages to take care of his doll, enjoying
his new given sense of purpose generated by the need to be responsible for something.

After some time, Greg notices that his doll is missing and begins to question
himself. In order to preserve the image of the dutiful boy he has created, he replaces the
doll with a grapefruit. His attempt to convince his parents that he has not made a
mistake emphasizes his creativity and resourcefulness.

Throughout the novel, there are other instances of Greg learning to be more
responsible, for instance, his attempt at earning some money to use for his favorite
video game. At first, the boy asks his mother for a loan, but she suggests that he should
figure out a way to earn his own money. His mother’s advice prompts the boy to start
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knocking on people’s doors in order to ask them whether they need somebody to clean
their driveways of snow. Initially, the boys attempt proves unsuccessful until he
encounters a man willing to pay him five dollars in order to do the job. Soon, Greg
realizes that cleaning a driveway of snow is not an easy task, especially for a boy his
age. The situation he finds himself in prompts him to become creative and resourceful,
enabling him to discover a solution to his problem. Greg starts melting the snow from
the driveway with water (Figure 12), which later on freezes, becoming dangerous. In the
end the boy is forced to take accountability for his actions and repair his mistake.

3.2. Insecurity, Guilt, Shame

As a regular pre-adolescent boy, Greg Heffley experiences feelings of guilt and
shame, allowing his insecurities to overcome him at times. Greg makes mistakes, but
fears the consequences and how they will impact his self-image as well as other
people’s perceptions of him.

Greg and his friend, Rowley, decide to have a Holiday Bazaar at their school in
order to sell drummies. The boys attempt to promote their idea by plastering posters on
the school’s walls, but they end up accidentally ruining school property with green dye.
The two friends are caught in the act, but they run away from the scene (Figure 13).

This situation generates a level of paranoia for Greg, who feels guilty and
ashamed of what he has done. He begins viewing himself as a criminal and fears that
the police is after him. Overcome with guilt, Rowley leaves a note to the vice principal,
admitting their involvement in vandalizing the school, but unintentionally reveals only
Greg's identity: “Me and Greg Heffley vandalized the school.” (Kinney, 2011, p. 148)

We h‘:t& 1o s_et H\L 3ru'n dyc nﬁ 'Iht wall, bt

that stuff was ke permanent ink. 'nm Daily He.rald

Umdcntuf‘cd Do-Gooder Clears the Way
oJ Unselfish Act Allows Soup
Kirchen to Open

* dirsighone i i oy
hasi ened b

Loy
e MVRTERL AL

‘ell, the newspaper didn't !xnc.'HY get +he story
right, bt Tm not gonna complain. Tn fact,

T knew we couldn't leave giant green stains all that article inspired me 4o put ovt a hew edition
aver the school, so T tried 4o figure out what of +he “Meighborhaod Tattler.” And T bet we
1o do next. But r|3h+ at that moment, someone can sell a TOM of copies.

7:”:4 at us from the strect.

The Neighborhood

TATTLER &
Masked Hero
IIE\'EIIEII'

The Bnir can xc repon that

Fig. 13 (Kinney, 2011, p. 137) Fig. 14 (Kinney, 2011, p. 217)
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Greg is now presented with two choices: reveal his friend’s identity, too, or
take the blame. In a moment of wisdom, the boy decides to protect his friend and lets
the consequences befall him.

The boy is afraid of the implications of people discovering his deeds, but in the
end, he has a chance at turning things around in his favor, thus preserving his image.
While searching for some money, Greg accidentally clears the way for a soup kitchen to
open. His good deed ends up in the newspaper, portraying him as an unidentified
hero. As a consequence, Greg issues a new edition of his own newspaper, revealing the
do-gooder’s identity (see Figure 14). This allows Greg to view himself as a hero as well
as present himself as one.

Conclusions

In conclusion, Jeff Kinney’s Diary of a Wimpy Kid: Cabin Fever is a complex piece
of literature that uses a unique hybrid structure in order to explore the relationship
between identity and self-image in pre-adolescence. By seamlessly blending together
written text with visual images, the novel functions as a multimodal experience where
neither mode can be fully understood without the other. This structural choice creates a
“mind-style” narrative that bridges the gap between the reader and the protagonist,
providing an intimate and authentic look into Greg Heffley’s thoughts and perceptions.

The novel portrays Greg as a typical underdog, capturing the specific anxieties,
insecurities, and desires for validation that characterize his developmental stage. The
novel deals with important themes, approaching them in a humorous and accessible
way, offering a voice to its intended audience through the protagonist. The focal point
of the novel is the difference between Greg's true identity and his self-image, as he
often manipulates the way he presents himself to meet social expectations or to avoid
the consequences of his actions. Ultimately, the interplay between the book’s form and
content allows for a deeper interpretation of the protagonist’s journey of self-discovery.
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Abstract?: This paper explores the concept of ludicreativity in Roald Dahl’s Matilda by addressing
the dynamic interplay between play, creativity, rebellion, subversiveness, and injustice. Based on
theoretical perspectives such as Homo Ludens and The Rebel, the study argues that Dahl
transforms play into a powerful mechanism of resistance against oppressive adult authority.
Matilda’s wild imagination, clever pranks, quick wit, and even her telekinesis become acts of
creative defiance that take on the cruelty of people like Miss Trunchbull and the Wormwoods.
The analysis highlights how linguistic play enriches the narrative strategy and, at the same time,
enables the child’s voice to reclaim meaning and agency. In addition, the novel’s magical
elements symbolise the development of suppressed creative energy that, under pressure,
reshapes into a self-preservation mechanism, fighting injustice and misuse of authority. Dahl’s
use of exaggeration, humour, and episodic structure invites readers to connect with the
oppressed children, giving them credit for their rebellion. The paper’s goal is to demonstrate that
creativity is redefined as a subversive and moralising force, suggesting that play is not just for
fun but essential for challenging injustice and reshaping social hierarchies. Together with a
sprinkle of magic, this becomes a real tool for restoring justice.

Keywords: play, creativity, rebellion, subversiveness, injustice.

Introduction

Roald Dahl’s Matilda (1988) stands as one of the most iconic works in children’s
literature, not only for its memorable characters and engaging plot, but also for its
deeper inquiry into power, justice, and the role of imagination. At first glance, the novel
appears to be a simple story about a precocious young girl who uses intelligence, wit,
and a touch of magic to confront the injustice of the adults” world. A closer reading
reveals a complex narrative in which play and creativity function as central forces of
resistance against the oppressive authority. More than a story about good triumphing
over evil, Matilda embodies a complex interaction between play and creativity, a
concept described as ludicreativity. The work argues that Dahl transforms play into a
meaningful strategy through which the protagonist confronts injustice, subverts

L Coordonator: Prof. univ. dr. Luminita-Elena TURCU.
2 With special thanks to our incredible organizers, Assoc. Prof. Daniela HAISAN and her team,
whose passion and hard work brought this vision to life.
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authority, and asserts her autonomy. The theoretical perspectives on play, creativity,
rebellion, and power present Matilda’s narrative not only as a celebration of
imagination but also as an analytical insight into how creativity can challenge injustice
and reshape the structures of authority.

Theoretical Framework: The Power of Play and Creativity

In Dahl’s novel, play and creativity are not merely recreational activities but
transformative tools through which Matilda resists the authoritarian, repressive
structures of the adults” world, embodied by characters such as Miss Trunchbull and
the Wormwoods. In Homo Ludens, Huizinga (1955, p. 13) defines play as a voluntary
activity “connected with no material interest and no profit can be gained by it. It
proceeds within its own proper boundaries of time and space, according to fixed rules,
and in an orderly manner.” When applied to children’s literature, this theory reveals
how play functions not simply as amusement but as a mode of world-making, a way to
imagine alternatives to existing social structures.

In the context of Matilda, creativity represents the imaginative capacity to
generate meaningful responses to restrictive adult behaviour. “Creativity is the ability
to come up with ideas or artefacts that are new, surprising, and valuable.” (Boden,
2007, p. 83). This definition is the mirroring image of Matilda, a witty little girl who
fights back against the adults’ injustice through imaginative punishments.

Thus, Matilda turns into a little rebel, defending herself against the mean adult
behaviour. Rebellion in Dahl’s novel operates as an ethical response to injustice rather
than mere defiance. According to Camus (1951, p. 29), “the most elementary rebellion,
paradoxically, expresses an aspiration to order.” Matilda’s rebellion is creative, not
destructive; it challenges authority through intelligence and humour.

Fiveable - British Literature II Key Term defines subversiveness as “the act of
undermining or overthrowing established norms, values, or systems, often through
indirect or covert means.”? Dahl’s narrative voice and Matilda’s actions are subversive
because they ridicule and invert the structures of power, mocking Miss Trunchbull’s
cruelty and the Wormwoods” hypocrisy.

The injustice in adult behaviour triggers Matilda’s response, materialised in the
subversive fight for resisting oppression. In Matilda, injustice is portrayed as the misuse
of power that denies dignity, education, and voice. Rawls conceptualises injustice as
“inequality that is not to the benefit of all” (Rawls, 1971, p. 54). In Dahl’s world,
injustice manifests in the intellectual neglect and emotional abuse imposed by Matilda’s
parents and Miss Trunchbull. These figures represent social and educational systems
that suppress curiosity and creativity.

Play as Subversion in the Narrative World
Roald Dahl demonstrates creative genius by having the ability to view the
world through the eyes of a child, full of curiosity, mischief, and moral clarity, and his

3 https:/ /fiveable.me/key-terms/british-literature-ii/ subversion.
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talent to translate that perspective into stories that both delight and challenge young
readers and adults alike. Dahl’s narratives, from Charlie and the Chocolate Factory to
Matilda and The Big Friendly Giant, reveal a distinctive creative philosophy: that fantasy
and absurdity can illuminate deep truths about justice, kindness, and empowerment.

J. Bingham considers that “Roald Dahl had a fantastic imagination. He wrote
children’s books for almost 30 years.” (Bingham, 2010, p. 4). She also states that “Roald
Dahl never forgot his childhood. Even when he was very old, he said that he could still
remember exactly how it felt to be a child. Most of his books are told from a child’s
point of view.” (Bingham, 2010, p. 6). This is why his children’s literature is an
extraordinary fusion of imagination, humour, and subversive play.

Matilda’s life is framed by two opposing worlds: the rigid, anti-intellectual
behaviour of her parents and the authoritarian institution of Crunchem Hall. In both
spaces, Dahl pictures adult authority as absurdly oppressive and cruel. The
Wormwoods” obsession with television and money parodies consumerist and anti-
intellectual tendencies, while Miss Trunchbull’s grotesque cruelty turns education into
a theatre of fear. Within these oppressive structures, Matilda’s playful intellect becomes
an act of resistance.

Her early acts of mischief, such as glueing her father’s hat to his head or dyeing
his hair platinum blonde, represent the first expressions of ludicreativity. These pranks
are not random acts of rebellion but symbolic reassertions of agency. By fighting back,
Matilda transforms humiliation into art. Her play is moral and imaginative, functioning
as a form of justice. As Round, J. and Pope, ]J. state, Dahl frames her creativity as
restorative rather than destructive, because she targets hypocrisy and cruelty: “In
Dahl’s idiosyncratic fairy tales, children are pitted against wicked adults who seek to
control and abuse them. When it comes to self-preservation, Matilda indeed has few
morals: employing physically painful tricks, supernatural terror, and even animal
abuse in her revenge. This angelic and innocent victim becomes a fully conscious
nemesis as the story progresses.” (Round & Pope, 2015)

Thus, Matilda’s ludicreativity inverts the adult world’s hierarchy, granting the
child narrative and moral authority.

Matilda, in the second row, sat very still and said nothing. A strange feeling of
serenity and confidence was sweeping over her, and all of a sudden, she found
that she was frightened by nobody in the world. With the power of her eyes
alone, she had compelled a glass of water to tip and spill its contents over the
horrible Headmistress, and anybody who could do that could do anything.
(Dahl, 1988, p. 167)

After this episode, while contemplating on her deed, Matilda experiences a
boost of confidence, realising that power is not only an attribute of the big and strong; it
is gained through a sharp mind and a strong will. From this point forward, the little girl
becomes unstoppable. She is determined to use her newfound power to help Miss
Honey recover her father’s legacy and give Miss Trunchbull what she really deserves.
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Linguistic Play and the Child’s Voice

Linguistic playfulness stands as one of the most important elements of Matilda.
Dahl uses exaggerated metaphors, comic rhythm, and invented words, inviting readers
to participate in a shared game of imagination. Children’s literature often has a dual
purpose: to captivate both children and adults. Dahl exploits this duality through
humour, which is accessible to children and creates a subversive play for adult readers.
His narrative voice glides between mock-serious commentary and witty exaggeration,
inviting the reader into a ludic experience with the text.

Matilda herself is an example of linguistic play. From the very first paragraph,
the language reveals playfulness and ingenuity. ”“It's a funny thing about mothers and
fathers. Even when their own child is the most disgusting little blister you could ever
imagine, they still think that he or she is wonderful.” (Dahl, 1988, p. 1). Matilda’s ironic
statement, however, hides an aspect that is hard to overlook, which anticipates the
outcome. In her family, things are exactly the opposite, because she feels ignored by her
parents and unappreciated in everything she does. In an attempt to escape her family’s
toxic environment, she finds refuge in reading at the town’s library, where she finds
Mrs Phelps’ support and appreciation. Her passion for books embodies both
admiration for and rebellion against adult language. By mastering literature far beyond
her age, she turns reading into a game of power, a way to reimagine the world of
adults. When she reads Dickens or Hemingway, she symbolically joins the adult
literary classics while reshaping them from a child’s perspective. “Mr Hemingway says
a lot of things I don’t understand,” Matilda said to her. “Especially about men and
women. But I loved it all the same. The way he tells it I feel I am right there on the spot
watching it all happen.” (Dahl, 1988, p. 18)

When asked whether she thinks that all children’s books should interweave
funny bits into the story, Matilda expresses her confidence that children need humour
to learn to love books and form a reading habit. ”I do, Matilda said. Children are not so
serious as grown-ups, and they love to laugh.” (Dahl, 1988, p. 105). Through Matilda’s
words, Dahl expresses his belief that children need teaching methods that trick them
into learning, rather than constraint. They need teachers who love children and do their
best to make the learning process appealing to them. Matilda’s literacy becomes a ludic
space in which imagination and intellect ally together. In Dahl’s narrative, this
linguistic empowerment sharply contrasts with Miss Trunchbull’s verbal violence and
Matilda’s parents” misuse of language. The first is purely manipulative, while the
second is meaningless. Thus, playing with words becomes a way of reclaiming
meaning against the empty discourse of authority.
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Fig. 1 (Dahl, 1988, p. 104)

Dahl uses language play to turn Matilda’s mischiefs into veritable works of art.
Her pranks target the things that her father is most proud of. For instance, his hair,
which he nurtures and cherishes. He strongly believes that his hair is growing
beautifully on his head due to his great mind.

Matilda said nothing. She simply sat there admiring the wonderful effect of her
own handiwork. Mr Wormwood’s fine crop of black hair was now a dirty
silver, the colour this time of a tightrope-walker’s tights that had not been
washed for the entire circus season.

By comparing his precious hair to a tightrope-walker’s tights, while
highlighting the extended absence of sanitary care, she simply makes her father look
ridiculously stupid. The most satisfying thing for Matilda is that her trick worked so
well that her father didn’t even suspect her of anything.

Dahl’s linguistic play has an ingenious recreational quality, but also empowers
the child’s voice in a world dominated by absurd and oppressive adults. Through
exaggeration, invented words, and irony, Dahl constructs a narrative where linguistic
freedom mirrors the protagonist’s imaginative self. The narrator adopts a conspiratorial
tone that allies with the child reader, inviting them to share in the mockery of adult
foolishness. When describing Miss Trunchbull, for instance, Dahl’s language bursts
with comic excess: “she was something else altogether. She was a gigantic holy terror, a
fierce, tyrannical monster who frightened the life out of the pupils and teachers alike.”
(Dahl, 1988, 84). The collection of exaggerated adjectives transforms the description into
a caricature. The hasty rhythm of the sentence mimics the breathless terror of a child
storyteller. This exaggeration is a form of play that destabilises authority through
laughter. By using the definite article before the head teacher’s name, he turns “The
Trunchbull” into a monument of terrifying ugliness and injustice. “The Trunchbull
stood motionless on the platform. Her great horsy face had turned the colour of molten
lava, and her eyes were glittering with fury.” (Dahl, 1988, p. 179). Everything about The
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Trunchbull is oversized, contrasting with the children’s tiny figures, their lack of
authority, and at the same time with the fragility of Miss Honey.

She was above all a most formidable female. She had once been a famous
athlete, and even now, the muscles were still clearly in evidence. You could see
them in the bull-neck, in the big shoulders, in the thick arms, in the sinewy
wrists, and in the powerful legs. (Dahl, 1988, p. 108)

The subversive imagination comes to adjust the balance of powers. The
children feel the injustice of the adults —teachers and parents alike, and do not accept it,
fighting with weapons other than authority and pure strength. They play tricks on The
Trunchbull, even though they know they will receive her punishment. By making adult
cruelty ridiculous, Dahl turns language into a tool of subversion.

On the other hand, Matilda’s use of wit and verbal irony contrasts sharply with
her parents” hypocrisy. They are superficial and ignorant, but, at the same time, have a
wonderful opinion of themselves. “Now look at me, Mrs Wormwood said. Then look at
you. You chose books. I chose looks. [...] And who's finished better off? Me, of course.”
(Dahl, 1988, 131) With this line, Mrs Wormwood tries to insult Miss Honey, but she
only succeeds in making a fool of herself. The “looks” she is so proud of exist only in
her mind. She is a vulgar housewife with questionable daily activities and a great lack
of interest in her family’s well-being. Thus, Matilda’s pranks serve as a punishment for
her parents” superficiality and ignorance.

In Matilda’s narrative, Roald Dahl doesn’t just have fun with language; he uses
it as a weapon and a protective shield, reflecting his own childhood experience.
Humour, exaggeration, and irony show up everywhere, turning words into tools for
Matilda and the other kids to rebel against the grown-ups who try to control them.
Matilda’s sharp tongue and love of books aren’t just cute; they are her way of taking
charge. You see her turn what looks like weakness into real power. On the other hand,
Dahl doesn’t let the adults off easy. He draws a sharp line between the children’s
playful, clever words and the flat or cruel language adults toss around, for example,
Miss Trunchbull’s men and unrefined language. The threats or mean jokes are turned
into caricatures that lose their sting. By mocking authority and making villains
ridiculous, he messes with the idea that grown-ups always know best. At the heart of it,
when kids use language bravely and boldly, they can actually turn the world upside
down, fight back against injustice, and make space for their own stories. This is how
Dahl’s linguistic playfulness turns Matilda into more than a children’s book narrative,
but a moral advertisement.

Magical Creativity and the Ethics of Power

One of the most captivating aspects of Matilda is the appearance of the protagonist’s
telekinetic abilities, which function as a metaphor for creative power under pressure.
Matilda’s telekinetic powers, which emerge midway through the novel, represent the
culmination of her ludicreative potential. Her magic does not appear randomly, but
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rather develops in response to sustained emotional repression, intellectual neglect, and
moral injustice. It's not just magic for the sake of spectacle; it is a self-defence
mechanism that happens when someone’s creativity keeps getting suppressed until it
finally finds a way to break free. Matilda doesn’t get her powers out of nowhere. They
show up because she spends so much time being ignored, wronged, and told she
doesn’t matter. Her gifts become a kind of armour, but also a weapon, a way for her
imagination to fight back when the world tries to keep her small. Thus, her powers can
be interpreted through the lens of creativity as a transformative process.

The conditions that trigger Matilda’s powers to emerge are crucial to
understanding their moral significance. She discovers her abilities in a moment of
intense emotional concentration during Miss Trunchbull’s lesson, when her anger at
repeated injustice reaches a peak. “Slowly Matilda sat down. Oh, the rottennes of it all!
The unfairness! How dare they expel her for something she hadn’t done! Matilda felt
herself getting angrier... and angrier.. and angrier.. so unbearably angry that
something was bound to explode inside her very soon.” (Dahl, 1988, p. 163).

The telekinetic abilities, as they slowly creep in, surround her with an unusual
feeling, a liberating sensation, but at the same time, empowering. She finally finds the
strength to counterstrike the headmistress’s injustice.

And now, quite slowly, there began to creep over Matilda a most extraordinary
and peculiar feeling. The feeling was mostly in the eyes. A kind of electricity
seemed to be gathering inside them. A sense of power was brewing in those
eyes of hers, a feeling of great strength was settling itself deep inside her eyes.
But there was also another feeling which was something else altogether, and
which she could not understand. It was like flashes of lightning. Little waves of
lightning seemed to be flashing out of her eyes. Her eyeballs were beginning to
get hot, as though vast energy was building up somewhere inside them. It was
an amazing sensation. (Dahl, 1988, p. 164)

Suddenly, Matilda is no longer an ordinary little girl; she is more like a
superhero in disguise, in contrast to her tiny stature. Dahl underlines the importance of
elevating one’s intelligence by using the eyes as windows into the girl’s marvellous
mind. The moment flips the script: good stands tall over evil, wit drives ignorance
aside, and belief overcomes fear. It mirrors the biblical “David defeats Goliath”
moment. Thus, the balance of power changes in favour of the oppressed.

Triggered by injustice, Matilda’s internal imaginative force spills into the
external world. What sets Matilda apart is how she uses this new power. She doesn’t
lash out for fun or control anyone. Her focus is sharp: she wants to right wrongs, to
protect the innocent, to scare Miss Trunchbull out of the school, and end the cycle of
cruelty. Magic in Matilda isn’t about being a boss. It's about fighting back when no
adult will stand up for you. And she finds some formidable allies in her classmates.

Dahl also makes a clear distinction between creative power and the kind that
just bullies people. Miss Trunchbull rules by shouting, punishing, tossing kids around,
and humiliating anyone who crosses her. She’s the very definition of brute force and
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fierce tyrant. She wants obedience, not imagination. These actions reflect what Michel
Foucault describes as disciplinary power: a system that controls bodies and suppresses
individuality through surveillance and punishment. “ In short, the art of punishing, in
the regime of disciplinary power, is aimed neither at expiation, nor even precisely at
repression. [...] In short, it normalizes.” (Foucault, 1977, p. 182). By contrast, Matilda’s
power is fluid, invisible, and imaginative. It does not rely on physical strength but on
mental focus and emotional intelligence. This opposition suggests that actual power, in
Dahl’s narrative, lies not in authority and control but in the ability to imagine and
perform alternative possibilities.

However, Dahl chooses to make Matilda’s powers temporary. Once she is
adopted by Miss Honey and placed in a nurturing home, her telekinetic abilities slowly
disappear. This narrative decision is significant: it implies that her magic was not an
inherent supernatural gift but a manifestation of suppressed intellectual and emotional
needs. Her ”gift” is needed for fighting injustice and acquiring self-preservation. As her
environment becomes supportive, the need for extraordinary power diminishes.
Matilda’s creativity, once externalised as magic, becomes internalised as intellectual
confidence and emotional stability. "This morning," Matilda said, "just for fun I tried to
push something over with my eyes and I couldn’t do it. Nothing moved. I didn’t even
feel the hotness building up behind my eyeballs. The power had gone. I think I've lost
it completely." (Dahl, 1988, p. 228). Although she felt empowered by her telekinetic
abilities, she didn’t feel sadness when they were gone. This is a sign of intellectual
growth and maturity. When she reaches her goal, she realises that she can do anything,
just by using her natural-born intelligence.

Magic, in the end, isn’t about bending spoons or making chalk float. It's about
holding onto your creativity, protecting yourself, and choosing to stand up when
nobody else will. And when the world finally lets you be yourself? You don’t need
magic at all. You just need to know you're enough.

Ludic Style and Narrative Patterns

Roald Dahl’s Matilda is more than just a tale of imagination and defying
authority; it is a story about having fun. The way it is told is like a wild ride that grabs
your attention and challenges you to think differently. Dahl’s playful tone isn’t just
meant to be funny, but actually helps us reconsider things like fairness, power, and
what it really means to rebel.

You can spot Dahl’s playful voice everywhere, especially in the way he blows
things out of proportion or flips normal ideas on their heads. The adults are so
exaggerated that they look almost unreal. Mr Wormwood isn’t just a liar and a crook;
he’s shameless about it. He is also manipulative with his family, being the provider for
all of them. This is why everyone applauds him and is not brave enough to tell him
wrong. Miss Trunchbull isn’t just strict, but a flesh-and-bones monster. Instead of
portraying them in a scary light, Dahl makes them silly. That is his way of playing with
the ludic element. By turning them into jokes, he encourages us to question whether
their power is real or even deserved. As a result, this storytelling style doesn’t just tell
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us what's right and wrong. It lets us feel it, discrediting the abusive authority through
mischief and wit rather than lectures.

The narrator drives the process of connecting readers to the story by directly
addressing them and using clever jokes, thus building what Peter Hunt (2001) calls a
collaborative relationship between the book and whoever’s reading it, something
especially common in children’s stories.

This close connection pushes the readers to take the story with a grain of salt.
For instance, when Dahl ironises parents who try to stop their kids from reading, he
does it with a wink, not a lecture. That ironic tone lets readers spot the unfairness for
themselves, without anyone spelling out the moral. The story hints at what's right or
wrong, but never says it directly. You're invited to think for yourself, and you start
picking up some moral sense without even realising it.

Dahl uses a narrative structure that reinforces the interaction between play and
ethics by designing it as a series of episodes, each governed by its own conflict.
Matilda’s pranks, such as glueing the hat or manipulating the chalk, function like
rounds in a game where the rules are temporarily rewritten.

As Huizinga (1955) argues, play occurs within defined boundaries yet creates
meaning beyond them. Similarly, each episode in Matilda operates within a fictional
framework but gestures toward broader moral dilemmas, such as fairness, justice, and
the misuse of authority. The ludic structure allows Dahl to explore serious themes
without sacrificing narrative pleasure.

By encouraging laughter at the expense of cruel or foolish adults, the text
guides readers to sympathise with the child protagonist and to view her acts of
rebellion as justified. The reader is encouraged to identify with Matilda and value
intelligence, kindness, and imagination while rejecting hypocrisy and abuse.

In the end, Roald Dahl’s playful, ludic style is inseparable from the narrative’s
ethical message. Through exaggeration, irony, and episodic structure, Dahl transforms
storytelling into a space where readers actively engage with questions of justice,
authority, and rebellion.

Rather than delivering explicit moral lessons, he invites readers to experience
and interpret these values themselves, through humour and imaginative participation.
By making the audience sympathise with Matilda’s perspective, the novel encourages a
rejection of abusive power and an appreciation for intelligence, creativity, and
empathy. Ultimately, play is not just a source of entertainment but a powerful tool for
shaping moral understanding and challenging the misuse of authority.
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Fig. 2, Dahl, R. (1988, p. 63)

The Role of the Illustrations in Enhancing the Narrative

The illustrations of Matilda, created by Quentin Blake, play a crucial role in
shaping the reader’s reading experience, complementing Dahl’s ludic and subversive
narrative style. Blake’s distinctive visual style, characterised by loose lines, exaggerated
proportions, and a spontaneous similarity to sketch-like quality, mirrors the playful
energy of the text, thus contributing to the multimodality of the novel. His drawings
capture emotion, movement, and character individuality in an exaggerated and
humorous world. The preference for a black-and-white style leaves room for
imagination. The absorbed reader has the opportunity to choose their own palette and
envision their own picture.

Blake’s illustrations visually support the story’s moral and power dynamics by
portraying adult characters such as Miss Trunchbull with oversized, almost grotesque
features, broad shoulders, harsh expressions, and rigid postures, highlighting their
oppressive and intimidating presence. On the other hand, Matilda is portrayed as small
and delicate, often surrounded by books, visually underlining her vulnerability but also
her intellectual strength. This contrast enhances the power inequality, while suggesting
the possibility of its reversal.

Besides, Blake’s illustrations contribute to the novel’s ludic atmosphere by
exaggerated gestures which give the impression of motion, echoing the rhythm and
humour of Dahl’s narrative. Scenes of mischief, such as Mr Wormwood’s hair turning
absurdly bright or the chaos in the classroom, are rendered with a lightness that invites
laughter rather than fear.

This visual playfulness reinforces the idea that rebellion, in Matilda, is not
violent but imaginative and creative. Even though it is meant as a punishment for her
parents” behaviour, the result is hilarious and moralising.
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Oh my gawd!" yelled the father, staring into the little mirror. "What’s happened
to me! I look terrible! I look just like you gone wrong! I can’t go down to the
garage and sell cars like this! How did it happen?" He stared around the room,
first at the mother, then at the son, then at Matilda. "How could it have
happened?" he yelled. (Dahl. 1988, p. 63)

Importantly, the illustrations seem to reflect how a child might perceive the
world: adults appear larger, more threatening, and often ridiculous, while small details
like books, gestures, and expressions carry significant meaning. Thus, Blake’s artwork
does not merely accompany the text but participates in its storytelling, offering a visual
interpretation of the same themes of creativity, subversion, and justice.

Ultimately, Quentin Blake’s illustrations are inseparable from the identity of
Matilda. They amplify Dahl’s humour, underline the ethical contrasts in the story, and
contribute to the overall sense of play that defines the novel. Together, they create a
unified artistic experience in which visual and verbal creativity work hand in hand to
challenge authority and celebrate the imaginative power of the child’s mind.

Conclusion

Ludicreativity, as developed from Dahl’s narrative, is a broader concept; it is a
tool for literary design that hooks both children and adult readers. In Matilda, Dahl
transforms language into a stage for rebellion and discovery. His humorous
exaggerations, inventive insults, and rhythmic storytelling, doubled by Quentin Blake’s
marvellous illustrations, form a multimodal narrative that encourages readers to laugh,
question, and imagine alongside the narrator. The child’s voice in Matilda speaks with
both innocence and authority, reminding us that creativity and language are
inseparable from the quest for freedom and justice. The novel’s language, humour, and
structure collaborate in a ludic aesthetic that invites readers to experience creativity as
both joy and justice.

The concept of ludicreativity captures the essence of Dahl’s narrative art, a
fusion of playfulness and imagination that shifts hierarchy and affirms the moral power
of the creative mind. Ultimately, Matilda teaches that true magic lies not in supernatural
gifts but in the human capacity to imagine, to laugh, and to create new worlds from the
ruins of the past. In the end, the human mind turns out to be a priceless treasure.

According to J. Bingham, “In 2008 a prize was set up in memory of Roald. It is
called the Roald Dahl Funny Prize and it is awarded to the funniest children’s books of
the year. It is a great way to remember a writer whose books are full of fun and jokes.”
(Bingham, 2010, 27). This stands as a legacy as a tribute to one of the most important
children’s book writers, whose books are read and loved all over the world. By daring
to tap into your inner child’s imagination, you unlock innovative thinking and
extraordinary possibilities.
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VARSTELE LUI ARPAGIC
[THE AGES OF ARPAGIC]

Alma-Mariana CIOBANU!
Universitatea , Alexandru loan Cuza” din lasi
ciobanualma@yahoo.com

Abstract: This paper analyzes the gradual reception (during the communist regime in Romania,
respectively after the December 1989 Revolution) of a key element of Ana Blandiana’s bestiary,
the feline character called Arpagic and, from him, of the poet Otilia Valeria Coman’s vision of
childhood. After presenting, in broad strokes, the children’s literature of Ana Blandiana, I will
show that the sympathetic character goes through a process of double maturation: the first stage,
carried out before 1989, ends with the publication ban imposed on its creator on August 31 1988,
while the second stage takes place after the lifting of this prohibition, marking a rediscovery of
freedom of expression and a reevaluation of his work. Through its playful and ironic character,
Arpagic’s universe becomes, for the writer who created it, a subtle way of eluding the ideological
rigidity imposed by the communist regime. The escape into the idyllic spaces of childhood,
created through humanized animals and language, emphasizes the unalterable dimension of the
innocence and beauty of childhood, which survives despite attempts to silence it.

Keywords: Ana Blandiana, children’s literature, bestiary, ages of reception, subversiveness.

Introducere

Pentru Otilia Valeria Coman, firul vietii incepe la Timisoara pe data de 25
martie, de sarbatoarea Bunavestire, in 1942. Parintii acesteia, preotul Gheorghe Coman
si Otilia, au suferit nedreptatile regimului dictatorial roméanesc, tatal fiind arestat si
inchis in mai multe rdnduri, mama fiind nevoitd sa poarte povara istoriei in timp ce
educa si crestea douad fete.

In privinta nasterii si a copilariei sale, scriitoarea va marturisi mai tarziu:

M-am ndscut in timpul rdzboiului, deci copildria mea s-a petrecut intr-o
perioada care in Istoria tuturor tarilor din jumatatea esteticd a Europei a fost o
perioada in care teroarea ,de partid si de stat”, cum se spunea atunci, patrundea
pana in cele mai secrete si intime cute ale vieti. (Blandiana, 2023, p. 4-5)

Pseudonimul Ana Blandiana a aparut datoritd unui joc onomastic pe care tandra
Otilia 1l ficuse in liceu. ,Ana” rima cu Blandiana, satul in care s-a ndscut mama sa.
Tandra Ana Blandiana a debutat in anul 1959, in revista ,, Tribuna”, la varsta de 17 ani.

1 Coordonator: Prof. univ. dr. habil. Emanuela ILIE.
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Opera Anei Blandiana debuteaza cu volumul de versuri Persoana intdia plural
(1964), urmat de Cilciiul vulnerabil (1966) si A treia taind (1969). In proza, autoarea analizeaza
mecanismele fricii, dar si formele de curaj prin nuvelele fantastice din volumele Cele patru
anotimpuri (1977) sau Proiecte de trecut (1982) si prin romanul Sertarul cu aplauze (1992).
Scrisul nu e doar o forméd de manifestare a stilului personal, ci si 0 manierd de supravietuire,
asa cum va dezvalui atat in volumele de eseuri ca Eu scriu, tu scrii, el, ea scrie (1976) sau
Autoportret din palimpsest (1987) si in interviurile acordate. Perioada in care disidenta devine
un stigmat o va determina sd devind o figurd emblematica a apdrdrii adevarului ante- si
postdecembrist, poetd si prozatoare redutabild si remarcabil memorialist. Apédrarea istoriei
personale si colective se remarca in memorialistica sa, volume ca Fals tratat de manipulare
(2013), Sori lume (2020) sau Mai-mult-ca-trecutul (2023) alcdtuiesc ,,in primul rdnd un portret
al epocii, dar si o galerie de scriitori contemporani” (Buzasi, 2024) care i-au influentat viata,
opera si implicarea sociald.

Cariera sa scriitoriceascd se manifestd notabil in domeniul poeziei pentru copii.
Aceastd activitate este inglobata in volumul [ntdmpliri din gridina mea (1980), urmat la
putin timp de Alte intdmpliri din gridina mea (1983) si de un volum care i-a adus incd o
data interdictia de a publica: Intdmpliri de pe strada mea (1988). Dupa cum s-a constatat,
»~Aceste trei cdrti creazd o lume de basm... modern, pentru cd e vorba de un
microcosmos vegetal si animal plin de candoare si de umor, fara insa ca ,actiunea” sa
fie plasatd in vremuri de demult, ci in zilele noastre” (Ghiteanu, 2021, p. 11).

Pentru Blandiana, fantezia asociatd universului copildriei este o forma de
cunoastere. Din acest motiv, in universul bestiar blandian, elementele ludice se
impletesc cu dimensiunea reflexiva. Prin elementul cheie al poeziei sale pentru copii,
motanul Arpagic, scriitoarea propune o pedagogie a mirdrii unde inocenta devine un
mod, deloc banal, de a percepe adevdrul. Adevarul din spatele motanului Arpagic, o
pisicd ce se aldtura altor entitdti animaliere de acelasi gen din literatura romana
(Iovanel, 2018), va fi privit prin lentila copilului, dar si a cenzorului. Acesta din urma,
ingreunand vizibil receptarea si destinul literar al personajului.

Analiza ce urmeaza isi propune sa evidentieze, plecand de la el, faptul cad in
opera Anei Blandiana discursul literar capdtd o complexitate sporitd, integrand
dimensiuni etice, simbolice sau chiar critice, influentate de implicarea si preocupdrile
sale ce au in centru apdrarea libertatii.

Virste ale receptarii motanului Arpagic

Literatura este un spatiu in care are loc atat realitatea, cat si universul fanteziei.
Scriitorul are libertatea de a valorifica si imbina experientele fiintelor umane, dar si
acelea ale fiintelor altfel cuvantitoare carora le este martor. Arpagic a avut parte de o
genezd dubld: una, reald, ancoratd in experienta personald a Anei Blandiana de dupa
cutremurul din 1977, in grddina din Comana si o a doua, literard, ndscuta dintr-o nevoie
de libertate, dintr-un tdram idilic, prielnic miracolului. Analiza acestor maniere de
receptare surprinde literatura, ingradita de tipare, si ,ca un macro-cAmp de electie din
perspectiva imaginarii legdturilor profunde si a interactiunilor complexe dintre lumile
umane si non- umane” (Ilie, 2026, p. 9), cele din urma marginalizate adesea.
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Se pare cda motanul real a apdrut in timp ce Ana Blandiana si sotul ei, Romulus
Rusan, plantau arpagicul. Curiozitatea felind s-a dovedit o formd notabild de
inteligentd, animalul devenind martor al familiei Rusan, dar si un prilej de creatie.

Asemenea oricarui personaj literar, Arpagic a cdpdtat vizibilitate in urma
contactului cu cititorii de toate varstele. Astfel, ,Domnul Pis” (Blandiana, 1980, p. 32)
ndscut in Paradisul gradinii din Comana, transformat in protagonistul unor intAmplari
povestite liric, creste si isi dezviluie personalitatea intr-o societate marcatd de dictatura
comunistd sub privirile autoarei, a cititorilor prietenosi, dar si a celor critici.

Copildria lui Arpagic

Poemele scrise, din joacd, pe parcursul unui an au ajuns o carte. , Visuri treze,
gratioase fantazii se materializeaza liric” (DGLR, 2016, p. 893), devin astfel o lume, un
prilej de jocuri poetice, ipostaze ludice in care poate evada atat cititorul, cét si autorul.
Simpaticul motan, botezat Arpagic pentru a se evidentia caracterul jucdus, in stransa
legdtura cu lumea nealteratd a naturii, trdieste intr-un tdrdm construit pe un secret
aparent banal: ,Si-un secret de vrei sd-ti zic:/Bine-ar fi sd ramai mic,/Céci paradisul
meu, sa stii,/E facut pentru copii” (Blandiana, 1980).

La umbra casei din paiantd, in grddina din Comana, din firescul vietii si
mediului, se naste bestiarul lumii literare a Anei Blandiana. Valorificarea animalelor
blande in literatura pentru copii sugereaza un univers sigur, in care chiar si copildria unui
motan devine un timp in care acesta poate explora emotii, conflicte si situatii complexe.

Soarecele ce convietuieste aldturi de motani si ,rontdie poezie” (Blandiana,
1983, p. 40) prin bibliotecd, greierii si furnicile, rdindunelele ce stau la sfat si Arpagic,
care se plimbé nestingherit prin sat, isi continud aventurile in a doua carte pentru copii,
Alte tntdmpldri din grddina mea. Din limbajul ludic si jocul scriitoarei nu lipseste insa
tonul ironic. Descoperim cad Arpagic e incult si nepoliticos, convietuieste cu soarecii pe
care nu ii suportd, cu gandacii sau tot felul de pdsdri si animale ale cdror
comportamente capdtd corespondent in comportamente umane. Atractia copiilor si
dragostea pentru motanul jucdus, libertatea ce se observd in interactiunile lui cu
celelalte vietuitoare si cu mediul vegetal, i-au oferit autoarei , un adevarat certificat de
copildrie” (Ghiteanu, 2021, p. 113). Copildria va rdmane un motiv la care aceasta va
reveni, mai ales in universul liric.

Maturitatea lui Arpagic

Motanul dintre cepe creste privit de cititori. Personajul Arpagic, creat de Ana
Blandiana, face parte din universul literaturii pentru copii, insd depdseste aceasta
categorie prin complexitatea trasaturilor sale. Desi este prezentat ca un simplu motan,
jucdus si aparent lipsit de profunzime, Arpagic dovedeste o maturitate literard aparte,
care rezultd din modul in care este construit si din semnificatiile pe care le poate genera.

La prima vedere, Arpagic este un personaj simpatic, integrat intr-o lume a
jocului si a fanteziei. Limbajul accesibil si tonul ludic contribuie la crearea unei
atmosfere pldcute, potrivite pentru copii. Cu toate acestea, personajul este
individualizat prin trdsdturi care il maturizeaza evident: el manifestd orgoliu, dorinta
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de a atrage atentia si o anumitd atitudine de superioritate. ,ironizat pentru cé-si cultiva
narcisismul, beat de cultul propriei personalitdti” (Timar, 2026). Aceste caracteristici il
apropie de tipologii umane recognoscibile, ceea ce ii confera profunzime.

Cartea Intampliri de pe strada mea continua sirul de aventuri din universului
bestiar blandian. Maidanezi, muste, fluturi, ciocdnitori si randunele trdiesc pe stradd cu
Arpagic, acest motan-vedetd care ,s-a cam increzut” (Blandiana, 1988, p. 19). Motanul
devine aici mai puternic, insfacd soareci, aleargd dupd pdsari si ,distribuie zdmbete,
strangeri de labd,/Cite o amenda” (Blandiana, 1988, p. 20) dupad bunul plac.

Autoarea va madrturisi cd scrierea acestor poeme a fost o plidcere, putin
iresponsabild, de a se juca liberd, fira a fi optimistd cd se va mai juca cineva.
Maturitatea lui Arpagic se evidentiaza in special prin valoarea sa simbolica. El nu este
doar un animal personificat, ci devine un reprezentant al unor trasdturi general umane.
Prin comportamentul sdu, cititorul poate recunoaste atitudini precum vanitatea sau
nevoia de afirmare, ceea ce transformd personajul intr-un mijloc de reflectie asupra
naturii umane. Aceastd capacitate de a sugera sensuri dincolo de nivelul literal este un
semn clar al maturitatii literare.

Un alt aspect important este ambiguitatea personajului. Arpagic poate fi
interpretat diferit in functie de nivelul de intelegere al cititorului. Pentru copii, el
ramdne un motan amuzant, ale cdrui Intampldri starnesc rasul si curiozitatea. Pentru
cititorii mai maturi, insd, comportamentul sdu poate fi analizat si interpretat mai
profund. Aceasta dubld perspectivd demonstreazd complexitatea constructiei sale si
capacitatea textului de a functiona pe mai multe niveluri.

De asemenea, Arpagic este un personaj coerent si bine conturat, ale carui
trasdturi se pdstreaza constant. Aceastd stabilitate contribuie la credibilitatea sa si la
impactul asupra cititorului. In acelasi timp, el rimane memorabil prin particularitatile

sale, ceea ce ii asigura durabilitatea in memoria culturala.

Motanul Arpagic - mit si metafora sociala

Strategiile de (re)prezentare, in cheie mai mult sau mai putin subversivd, a
motanului ce trdia aldturi de soareci, gaze, pasdri, maidanezi si celelalte fiinte obliga la o
lecturd in cheie prielnicd fantasticului, , obiectuald, animald si umand, ori umanizatd”
(e, 2013, p. 165). Arpagic, in atmosfera anilor ‘80, nu a scdpat de analiza Cenzurii
needucate in privinta fantasticului din literaturd. Arpagic era descris ca o personalitate
iubitad de toatd strada, intAimpinat cu admiratie si onoruri. Primea paine si sare, impartea
cate o amendd, gesturi care parodiau, in viziunea Statului de la aceea vreme, cultul
personalitdtii lui Nicolae Ceausescu. Pare cd jocul liric al autoarei a reusit sa schimbe
numele dictatorului in Arpagic si sd transforme fiinta patrupedad intr-o formd de
disidentd prin caracterul subversiv.

Animalele ii marcheazd autoarei nu doar viata umans, ci si cea literara. ,Pana
unde merg asemandrile dintre ele si oamenii carora le servesc in varii forme?” (llie,
2026, p. 8) Volumul Intdmpliri de pe strada mea ii aduce autoarei, in 1988, cea de-a treia
interzicere. Aventurile motanului jucdus sunt retrase din atentia cititorilor ca dovada ca
poezia pentru copii a putut deveni o critica sociald sub un regim totalitar. Fara dreptul
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de a mai publica, ,autoarea e supusd unei ,hdituieli literare” (Bulgakov) absurde, desi
ea isi asumd doar statutul de opozantlucid al regimului dictatorial, nu o disidentd”
(Chifor, 2025), fiind supravegheatd constant si subiect al unor zvonuri menite sa fi
pateze imaginea.

Arpagic devine un mit la originea cdruia se ascund credintele unui popor. Frica
Partidului Comunist se manifestd prin incercdrile de reducere la tdcere a vocii ce a
ndscut mitul, dar aceastd tdcere fortatd contribuie la celebritate. Ea marturiseste in
jurnalul scris pe parcursul interdictiei: ,, , soarta mea, indiferent cat de grea, mi se pare
plina de noroc, ddruitd cu sansa notorietdtii, in lumina céreia totul se incarca de sens”
(Blandiana, 2023, p. 266). Desi retras din biblioteci si librarii, Arpagic infatiseaza ceea ce
nu se putea rosti cu voce tare si face vizibila , memorialistica imbibatd de nostalgia
universului infantil” (Ilie, 2026, p. 15-16), curajul poetei ce rdmane un ecou national in
ciuda interdictiei.

Mitul creat in jurul instantelor de reprezentare corespunde unei sugestii, unei
ndscociri in urma contactului operei cu analiza comunistd, analizd ce demonstreaza
preconceptii si clisee. Personajul penduleaza cu gratie intre literatura pentru copii si asprimea
satirei politice. Legdturile dintre animal si om evolueazd, de la o companie, aparent banals, la
o coabitare autoironicd, o dialectica a puterii ce obligd la o privire in oglinda.

Universul de la Comana reuseste sa sugereze o subminare a ierarhiilor. Arpagic
manifestd arogantd, privind instanta umand ca un martor al gloriei proprii. Instanta
umand e nevoitd sd se supund obsesiilor, capriciilor unei creaturi non-umane. Astfel,
protagonistul poeziilor devine o metaford a derapajelor umane. Totusi, atat scriitoarea,
cat si cititorul folosesc motanul ca un liant de supravietuire in mediul absurd in care
este silit sd traiascd. Tensiunea devine, astfel, sursa umorului blandian.

Remuscarea sau indoiala lipsesc din sfera sentimentald a lui Arpagic. El este
descris ca o alteritate care reuseste sa facd fata haosului creat, atitudine ce atrage instanta
umand, dar o si pune in dificultate. Oricat de asiduu ar incerca omul sd ,imblanzeasca”
alteritatea, aceasta din urma detine ceea ce omul din comunism visa: libertatea.

Mitul se construieste pe baza unei relatii dinamice. Pe masurd ce evolueaza,
Arpagic pdraseste Paradisul si se distanteazad, isi trdieste propria legendd, E absorbit de
postura de ,vedetd” si uitd de cea care l-a creat. in anul 1988, cand a fost interzis,
Arpagic a iesit din sfera literard si a intrat in mitologia si constiinta politico-literard. Cu
cat cenzura dorea sa ,ucidd” mitul, cu atat relatia dintre autor si cititor se suda caci
Arpagic nu putea fi sters din constiinte.

Literatura pentru copii a Anei Blandiana a reusit si demitizeze raul dintr-o
lume desacralizati. intalnirea dintre uman si non-uman a starnit nu doar controverss,
ci si constientizare. Publicul a inteles cat de rigid controla statul cultura, dar si cat de
vulnerabil se simtea regimul in fata satirei. O metaforda aparent banald a fost
interpretatd drept o amenintare, ceea ce a sugerat cd imaginea liderului trebuia
protejata cu orice pret, iar cultul personalitdtii era sustinut printr-o aparentd verificare
strictd a discursului public. Astfel, literatura s-a dovedit un spatiu al sugestiei si al
codificarii mesajelor.
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Evolutia lui Arpagic surprinde si capacitate fiintelor umane de ,a acorda voci
sau spatiu animalelor in cele mai diverse forme, in care creativitatea, speculatia si
intimitatea cu ceea ce ne inconjoard devin mecanisme ale unui complex areal de
existente non-umane” (Tache, 2023). Animalele functioneaza ca instrumente de reflectie
asupra conditiei umane si a societdtii, ele devin mijloace prin care scriitorul poate
explora trasdturi ale naturii umane, comportamente sociale si raporturi de putere. Mai
mult, relatia dintre om si animal reflectatd in literaturd sugereazd raporturi de
dominare sau supunere, care pot fi transferate catre relatiile dintre oameni.

in contexte istorice in care libertatea de orice tip este limitatd sau inexistentd, cum
a fost perioada comunistd, recurgerea la personaje din sfera animalierd poate obliga la un
pact de interpretare, o complicitate intelectuald pe care creatorul o face, pentru reusita
operei sale, cu cititorul. Privit ca un mit, motanul Arpagic ofera discursului liric un
caracter atemporal si universal. Datoritda ambiguitatii protectoare, el devine parte a unei
traditii simbolice si este mai greu de sanctionat de cdtre constiinta colectiva.

Scriitoarea reuseste sd descrie lumea in care trdieste prin scrieri inofensive,
ndscute din joc, dar care reusesc sd ajunga pand la publicul cel mai putin interesat de
literaturd. Toate consecintele suportate nu dovedesc decat sinistra privare de libertate
in care trdia majoritatea populatiei in aceea perioada si nezdruncinata hotarare a poetei
de a trai pentru a scrie.

Portretizarea personajului in maniera hiperbolicd, exagerarea raportului cu
societatea introduce ironia subtild, sugerand contrastul dintre realitate si imaginea
idealizatd impusa de propaganda. , Ferestrele se dau de perete, / Copiii uitd de caiete,
/ Crengile se apleacd peste gard, / E o aglomeratie ca pe bulevard” (Blandiana, 1988)
sunt imagini care accentueazd lipsa spiritului critic si obedienta colectiva. Astfel,
motanul Arpagic devine o metafora sociald prin care ies in evidentd mecanismele de
intretinere si legitimizare a autoritatii. El functiomeaza ca simbol complex al unei societi
controlate ideologic, in care valorile sunt deformate.

Metafora sociald devine astfel nucleul semnificatiei poeziilor, deoarece fiecare
element al universului poetic contribuie la conturarea unei critici indirecte a sistemului.
Limbajul simplu si aparent naiv ascunde o strategie subtild de demascare a realitatii, iar
contrastul dintre tonul ludic si mesajul profund accentueaza forta sugestiva a textului.
In acest fel, un text aparent inocent se transforma intr-o criticd subtild, dar profunds, a
unui intreg sistem politic si social, demonstrand capacitatea literaturii de a transmite
adevaruri incomode chiar si in conditii de cenzura.

Nu doar oamenii valideazd statutul motanului, ci si celelalte animale care
trdiesc aldturi de el. Ele valideaza statutul lui Arpagic prin atitudinea lor, chiar daca
aceastd validare nu are o bazd reald: ,[...] un soricel, / Care-astepta s fie insfdcat / De
Domnia-Sa, // Scancea subtirel / Printre suspine: / Ce cinste pentru mine / Sa ma
inghitd chiar El!” (Blandiana, 1988) si maidanezii care se opresc din luptd cand trece el.
Desi Arpagic este descris intr-un mod solemn sau chiar grandios, aceasta imagine este
in mod evident disproportionatd fatd de natura sa reald, sugerand falsitatea
propagandei si distorsionarea adevdrului in discursul epocii. Toate aceste contraste
accentueazd atmosfera miticd, dar si metafora sociald. Pe de o parte, contrastul dintre

304



aparentd si esentd, dintre tonul ludic si mesajul grav, evidentiaza ruptura dintre
realitate si imaginea construitd artificial simbol. Pe de alta parte, exagerarea constantd a
calitatilor lui Arpagic contribuie la mitizarea sa, sugerdnd modul in care propaganda
creeazd figuri aproape legendare, idealizate si intangibile.

,Firea lui de celebritate ajunsd la apogeu” (Blandiana, 1988) contribuie la
pierderea identitatii reale. Figura capatd autoritate si uitd ca este produsul unui sistem
sau, aici, a unei creatii si incepe sd creadd intr-o imagine fabricatd. Amintirea vechii

4

ipostaze devine ,ca o eratd” (Blandiana, 1988), comparatie cu o valoare stilistica
notabild. In mod obisnuit, o eratd reprezintd o corecturda minord intr-un text deja
publicat. Aplicatd aici, metafora sugereaza cd adevarul, acela ca Arpagic este doar un
personaj , apare ca un detaliu nesemnificativ, aproape ignorabil. Astfel, realitatea este
redusd la statutul de , eroare”, in timp ce fictiunea glorificatoare devine norma.

Mai mult, relatia dintre creatura si creator se poate suprapune in relatia dintre
putere si sursa ei. In mod normal, creatorul controleazd personajul; aici, insd, raportul
pare inversat: Arpagic capdta o autonomie iluzorie, uitdnd cd depinde de vocea care l-a
creat. In plan social, aceasta sugereazi cum puterea politica isi neags originile (vointa
colectiva, contextul istoric) si se autolegitimeaza prin mit. Prin contrastul dintre origine
si imagine, textul evidentiazd pericolul unei societdti in care fictiunea ajunge sa fie
confundatd cu realismul, in care adevarul devine o amintire. Mitul lui Arpagic sterge
constiinta realitatii, dar constituie o metafora in care societatea se poate regasi.

Receptarea postdecembrista a lui Arpagic

Receptarea literaturii pentru copii in perioada postdecembristd este marcata de
o redefinire profundd a canonului si de o trecere de la rolul pur educativ-ideologic al
epocii comuniste cdtre o literaturd axatd pe autenticitatea experientei infantile si pe
diversitate esteticd. Libertatea castigatd scoate in evidentd si ,necesitatea unor
detabuizari, demistificari, denuntari” (Popa, 2015) ceea ce a dus la o ,curatare” a
literaturii de influentele ideologice.

Literatura pentru copii a devenit, in viziunea post decembristd, o forma de arta
de sine stdtatoare. Ea nu mai este doar un set de valori rigide, ci un spatiu al invatarii si
explordrii binelui. Transmite valori etice fird teama cd opera va cdpdta caracter
subversiv. Frumusetea si adevarul devin instrumente de invatare. Literatura nu mai
este coborata la nivelul precar al membrilor Partidului de la conducere, ci ridica
publicul, ii permite sd ia contact liber cu universul local si international. Revolutia nu a
schimbat doar statutul poporului, ci si statutul culturii, a eliberat atat creatorii cat si
instrumentele de creatie, autorii si personajele lor.

Dupd cdderea Regimului Comunist in Romania, cititorii l-au cunoscut pe
motanul Arpagic in cdrtile de poezie care au putut reveni in atentia publicului, in
programele scolare si academice. A fost introdus in dezbateri despre ,literatura de
sertar” sau ,literatura parodicd” ca exemplu de curaj si rezistentd prin cultura.

Dacé inainte de 1989, Arpagic era receptat ca o ipostaza parodicd a lui Nicolae
Ceausescu, dupd Revolutie, personajul s-a eliberat de , povara” politicd. Lectura pune
accentul pe dimensiunea ludicd universald. Receptarea postdecembristd a fost
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influentata de adaptdrile si reinterpretdrile contemporane ale personajului. Lecturi
publice, ilustratii noi si reinterpretdri artistice au contribuit la mentinerea interesului
pentru Arpagic, demonstrand capacitatea sa de a se adapta la contexte culturale
diferite. Aceste reinterpretdri evidentiaza caracterul dinamic al literaturii si modul in
care un personaj poate dobandi noi semnificatii in functie de epoca. Intr-un volum
precum Intoarcerea lui Arpagic, publicat la Editura Humanitas, noile generatii au ocazia
sd il descopere pe simpaticul motan fara a se mai pune accent pe substratul istoric.
Arpagic nu mai este o caricaturd a puterii, ci o oglindd a propriei firi inocente. Arpagic
este un personaj care ,invatd” lumea odatd cu cititorul, ipostaza care il incurajeaza pe
acesta din urmd sa pund intrebari si sd isi dezvolte curiozitatea fard retineri. Aceasta
latura umanad il face mult mai accesibil decat ipostaza de lider infailibil.

Textele Anei Blandiana sunt citite cu o atentie sporitd la frumusetea cuvantului
si nu la subtext. Rimele jucduse capdta adevdrata lor muzicalitate, Arpagic devine un
partener de joacd si nu un simplu simbol. Abordérile poststructuraliste si culturaliste au
permis o lecturd mai complexd a textelor, punand accent pe polisemia lor si pe rolul
cititorului in construirea sensului. Arpagic devine astfel un ,text deschis”, susceptibil
de multiple interpretdri, in functie de contextul istoric si de orizontul de asteptare al
publicului. Aceastd perspectiva explicd de ce personajul continud sa fie relevant si dupa
disparitia contextului politic care l-a generat.

Integrarea operei Anei Blandiana in programele scolare si academice nu exclud
aducerea in discutie a poeziei sale pentru copii. Discutiile despre Arpagic in silile de
curs, dupd 1989, marcheazad trecerea de la un personaj de ,literaturd de sertar” sau
subversivd la uncanon de creativitate si eticd. Ambiguitatea sa, care i-a permis sa
supravietuiascd intr-un context de cenzurd, ii asigurd si relevanta in prezent, intr-o
epocd a pluralitdtii interpretative. Studiul acestui personaj evidentiaza nu doar
complexitatea literaturii pentru copii, ci si rolul acesteia in reflectarea si modelarea
realitatii sociale.

Pe fundalul acestei schimbdri de paradigma politica si culturald, libertatea
castigatd dupa 1989 ofera nu doar posibilitatea de a interpreta liber, ci si de a recupera
ceea ce fusese interzis sau marginalizat. In acest sens, Arpagic devine parte a unui proces
mai amplu de reevaluare a literaturii scrise sub dictaturs. In acelasi timp, libertatea
literaturii dupa 1989 aduce cu sine si diversificarea perspectivelor critice. Dacd inainte
interpretdrile erau limitate sau controlate, acum existd o pluralitate de voci care
analizeazd opera din unghiuri diferite: estetic, politic, pedagogic sau cultural. Arpagic
poate fi citit ca un simbol al ingeniozitatii artistice, ca o formd de evadare din constrangeri
sau ca un exemplu de literaturd care depdseste granitele genurilor si varstelor.

Un alt aspect important este accesul liber la text si la context. Dupa 1989,
cititorii au posibilitatea de a cunoaste circumstantele in care au fost scrise poeziile
despre Arpagic, inclusiv reactiile autoritatilor si consecintele pentru autoare (v. Mai-
mult-ca-trecutul de Ana Blandiana sau ,Interviu cu Ana Blandiana sau despre curajul
civic al unei mari scriitoare”?). Aceasta transparentd contribuie la o intelegere mai

2 Disponibil: https:/ /www.youtube.com/watch?v=jrGHA5TQSQS.
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profunda a semnificatiei personajului si la valorizarea curajului artistic. Dupa cum s-a
dezbatut adesea (v. de exemplu: Demistificiri in receptarea literaturii romdne de Marius
Popa), literatura nu mai este doar un produs estetic, ci si un document al unei epoci, un
martor al tensiunilor dintre creatie si putere.

Totodatd, receptarea postdecembristd evidentiaza si fragilitatea libertatii
literare. Desi cenzura oficiald dispare, apar alte forme de presiune, precum cele
comerciale sau ideologice subtile. In acest context, Arpagic rimane un reper al
autenticitatii si al independentei artistice. El aminteste ca literatura nu trebuie sa se
supund niciunui tip de constrangere, fie ea politicd sau economics, si cd valoarea sa
constd in capacitatea de a spune adevarul, chiar si indirect. Recuperarea post-1989 a
unor texte precum cele dedicate lui Arpagic contribuie la consolidarea unei traditii a
literaturii pentru copii care valorizeazd inteligenta cititorului. In loc s simplifice
excesiv mesajul, aceste texte propun un dialog deschis, in care cititorul, indiferent de
varstd, este invitat sd descopere sensuri si sd participe activ la constructia semnificatiei.
Aceasta abordare este posibild tocmai datoritd libertatii literare, procesului de eliminare
a presiunii uniformizarii si a controlului ideologic, incurajand diversitatea stilistica si
tematicd. In acest fel, Arpagic rimane nu doar un personaj memorabil, ci si un reper
pentru evolutia literaturii pentru copii intr-un context al libertatii.

In plus, stabilirea operei intr-un circuit cultural mai larg ajuti la consolidarea
acestei dimensiuni universale. Arpagic poate fi asociat cu alte personaje sau texte care
au indeplinit roluri similare in diferite culturi. Acest lucru este valabil in lumea
modernd, unde operele sunt mai accesibile si sunt supuse unor lecturi diverse.

Aceasta perspectivd globald nu dilueaza specificitatea personajului, ci o pune
intr-o lumind noud. Arpagic raméane profund ancorat in experienta roméneascd, dar
tocmai aceastd ancorare ii conferd autenticitate si fortd. Libertatea literaturii permite
coexistenta acestor doud niveluri de lecturd: unul particular, legat de istorie, si unul
universal, legat de conditia generald a artei. In aceastd dubld perspectivad consts, de
fapt, relevanta durabild a personajului, care continud sd ofere sensuri si interpretari
chiar si intr-un context in care constrangerile politice directe nu mai exista.

Prin urmare, dupd 1989, Arpagic nu mai este doar un personaj din literatura
pentru copii, ci devine un simbol al libertatii literaturii si al puterii acesteia de a depasi
limitele impuse de contextul istoric. Receptarea sa reflectd nu doar schimbarile din
societatea roméneascd, ci si transformarea modului in care literatura este inteleasa si
valorizats. Intr-o lume in care libertatea de expresie este esentiald, Arpagic ramane o
dovada c4 literatura poate fi, in acelasi timp, joc si adevar, inocenta si curaj.

Fundalul aparent democratic promis dupd Revolutia din decembrie 1989,
accentueaza relevanta personajului blandian, relevanta care rezida si in dimensiunea sa
paradigmaticd, in ceea ce priveste relatia dintre literatura si libertate.

In plan teoretic, valorificarea universului animal aduce plus valoare creatiilor
artistice. Portretizarea lor independentd sau in raport cu fiintele umane, asa cum se poate
observa si in poeziile ce il au in centru pe motanul Arpagic, dezviluie trasaturi, valori si
stiluri de comunicare incdrcate de valori ce pot deveni adevarate lectii si inspiratii nu doar
simbolice. Creatiile Anei Blandiana, respectiv intreaga literatura pentru copii, au devenit
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domeniu de cercetare academicd, capabil sa contribuie la imbunatatirea relatiilor umane
prin valorificarea experientelor literare din trecut si prezent, acordarea atentiei unei
categorii marginale ce meritd sa castige mai mult teren filologic.

Concluzie... sau despre copildrie si adevdruri niciodata uitate

Ana Blandiana ramane, prin toatd opera sa, dupd cum scria Valentin Chifor, o
,personalitate plurivalentd” si ,constiintd remarcabild” (Chifor, 2025). Opera sa poetica
este reprezentativd pentru generatia din care face parte, dar si pentru literatura pentru
copii. Limbajul si jocurile poetice au capatat nuante diferite de interpretare in functie de
perioada in care simpaticul motan Arpagic. Critica indirectd a totalitarismului,
parodierea personalitdtii lui Nicolae Ceausescu prin metafore si alegorii, dar si
recuperarea valorilor autentice prin recurgerea la universul infantil sau la adevar au
facut ca volume ca Intdmpléri din gridina mea, Alte intdmpliri din gridina mea si Intdmplari
de pe strada mea sa capete caracter subversiv.

Varstele de recepare ale motanului Arpagic pot fi interpretate asemenea unor
varste umane datoritd cresterii sale in viziunea publicului, dar si a criticilor in timpul pe
care poezia pentru copii l-a traversat. Intr-un univers idilic, in gradina din Comana,
aldturi de soareci, maidanezi, greieri, pasari si alte forme de viatd, Arpagic a copildrit
asemenea copiilor. Limbajul ambiguu si simbolic contribuie la introducerea cititorului
intr-un univers cu nimb fantastic. Totodata, literatura pentru copii a Anei Blandiana se
remarcd printr-o perspectiva de lectura dubld: una la nivel denotativ, accesibild copiilor
si una la nivel denotativ, cu trimitere la adevarul istoric, aspecte de nivel socio-politic si
apdrarea unei corectitudini inexistente la vremea scrierii. Aceastd ambivalentd de
interpretare contribuie la perenitatea operei, la asezarea ei intr-un spatiu de granita
intre literatura pentru copii si cea pentru oameni mari.

Motanul Arpagic face parte dintr-un demers literar complex datoritd
dimensiunii sale estetice, trimiterilor umane ce il transfera in mit prin dimensiunea sa
eticd. Astfel, dezbaterile la care a fost supusa literatura si personajul Anei Blandiana au
contribuit la evidentierea caracterului autonom pe care il detine literatura pentru copii
si la pastrarea acesteia in istoria receptdrii critice. In contextul ideologic din timpul
Regimului Comunist, creatia nu se despartea de creator, ceea ce a condus catre
interdictii de publicare.

In ceea ce priveste receptarea postdecembristd, se contureazd imaginea unei
opere care contribuie la configurarea unei realitéti accesibile nu doar publicului tanar ci
a publicului de toate varstele. Universul bestiar al poetei nu mai este supus cenzurii, a
cdpdtat libertatea de a problematiza o realitate. Locul poeziei in programele
universitare, dezbateri si portretizari ale literaturii sub dictatura dovedesc
detabuizarea si deschiderea cédtre noi orizonturi de cercetare. Prin urmare, atat
maturizarea internd a personajului patruped si a discursului literar, cat si interpretarea
sa postdecembristd contribuie la consolidarea statutului literaturii pentru copii si,
implicit, a Anei Blandiana.

Aceastd schimbare de perspectiva critica este sustinutd de libertatea de expresie
dobanditd dupa decembrie 1989, libertate ce permite scoaterea in evidentd a caracterului
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polisemantic al scrierilor. Critica a remarcat cd ele nu pot fi reduse la functia educativa.
Ele sunt valoroase pentru articularea unui discurs despre realitatea trecutului. Astfel,
literatura devine liant cdtre realitate prin intermediul unei noi grile aplicate de exegeti. Pe
langa interpretdrile politice, poemele despre Arpagic sunt analizate prin grila
postmodernd, metafictiunea identificatd reflectd modul in care publicul creeazi , idoli”
din personalitdti goale de valori, fenomen prezent in societatea actuald.

Astfel, opera pentru copii a Anei Blandiana depaseste functiile traditionale ale
genului si se evidentiazd ca o formd complexd de expresie artisticd. Cu o dimensiune
subversivd, alegorica si simbolicd, istoria lui Arpagic poate deschide discutii si noi teme
de cercetare. Ludicul coexistd cu remarcile critice, copildria cu perspective mature,
stigmatizarea creatorului cu distantarea creatie iar aceste duble deschideri confirma
statutul si valoarea literaturii Anei Blandiana ca reper in cadrul literaturii pentru copii.
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Abstract: This paper examines the construction of digital identity in the context of selfie culture,
focusing on the use of avatars, filters, and social media platforms. Drawing on theoretical
perspectives such as Erving Goffman’s concept of self-presentation, the study highlights how
individuals balance authenticity and performance in online environments. The research includes
a case study based on a questionnaire conducted among 53 young participants aged 18 to 26. The
results show that most users prefer authentic self-representation while also using filters and
avatars for creative expression. The study concludes that digital identity is a dynamic and
interactive process, shaped by both personal choices and the norms of digital platforms. Overall,
the study emphasizes that digital identity is both a performative and interactive process,
reflecting broader cultural shifts in self-representation. The “game of identity” becomes a
meaningful strategy through which individuals explore, construct, and communicate their sense
of self in an increasingly visual and mediated environment.

Keywords: digital identity, avatars, selfie, social media, self-representation.

Introducere

Privind contextul actual al culturii digitale contemporane, cine suntem nu mai
e ceva fix, ci se formeaza prin tot ceea ce facem si ardtam pe internet. Platformele
sociale precum Instagram, Facebook, TikTok sau Snapchat, permit utilizatorilor crearea,
editarea si distribuirea unor reprezentari ale sinelui care pot fi modificate si estetizate
prin intermediul filtrelor, avatarurilor si efectelor vizuale, ce sunt tot mai apropiate de
realitatea noastrd, dar evidente. Astfel ,eul digital” devine un intermediar intre
tehnologie, cultura si dorinta de auto-exprimare. S. Craig Watkins propune o viziune
criticd asupra modului in care este inteleasd echitatea digitald. El afirma cd simpla
furnizare a accesului tehnologic nu garanteaza incluziunea sociald si educationald, fiind
necesard crearea unor spatii de invadtarea colaborativd si participativd, ,Accesul la

1 Coordonator: Lector univ. dr. Marius TUCA.
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tehnologie, sustinem noi, nu mai este o masurd suficientd a succesului, a unui viitor mai

bun in materie de invéatare sau a echitatii digitale.” (Wakins, 2018, p. 25)

Repere teoretice

Identitatea online nu mai este o dimensiune fixd, ci una negociatd intre
performantd si autenticitate ,viata este un teatru, iar viata de zi cu zi este o scend. in
reprezentarea vietii de zi cu zi, indivizii joaca roluri, controleaza impresiile pe care le
dau si gestioneazd modul in care sunt perceputi de ceilalti.” (Goffman, 1959, p. 17).
Totodatd este o dimensiune in care toti indivizii ,se joacd” cu propriile imagini,
explorand tot ceea ce le este oferit de catre aplicatiile sociale si cele de editare.

Auto-reprezentarea presupune construirea unei imagini publice a sinelui,
adoptatd la normele si asteptdrile comunitatii digitale. Potrivit teoriei ,,atunci cand un
individ apare in prezenta altora, de obicei existd un motiv pentru care el isi mobilizeaza
activitatea in asa fel incat sa transmita celorlalti o impresie care este in interesul sdu sa
fie transmisd.” (Goffman, 1959, p. 3), interactiunile sociale pot fi intelese ca performante
scenice, unde individul joacd un rol in fata unui anumit public. In spatiul online “scena”
este ecranul, iar “costumele” sunt filtrele, avatarurile si compozitiile vizuale.

Retelele sociale favorizeaza reprezentarea unei identitdti estetizate, bazate pe
selectie, editare si controlul aparentelor. Selfie-ul nu este o simplad imagine, ci o prezentare
a sinelui, prin care utilizatorul distribuie ceea ce crede cd trebuie vazut de cdtre ceilalti
utilizatori. Acest lucru este definit drept , Un selfie este un obiect fotografic care initiaza
transmiterea sentimentelor umane sub forma unei relatii.” (Senft & Baym, 2015, p. 1589),
evidentiind cd imaginea digitald nu este doar o expresie individuald, ci un act de
comunicare sociald si emotionald. Totodata autorii atrag atentia cd, desi selfie-ul exprima
o forma de agentie umanad, , este creat, afisat, distribuit si modernizat printr-un ansamblu
de agenti non-umani” (ibidem). Imaginea devinde astfel parte din infrastructura unui
superpublic digital, in care autonomia individuald se dizolva in logica platformelor.

Avatarul reprezintd o transfigurare a sinelui care permite experimentarea unor
forme alternative de existentd. Turkle (2011, p. 12) subliniazd paradoxul epocii
conectivitdtii, in care oamenii , asteaptd mai mult de la tehnologie si mai putin unul de
la celdlalt”, traind simultan sentimentul de singuratate si nevoia de prezentd virtuala. in
spatiile de jocuri online, in retele sociale sau in aplicatiile de realitate augmentatd,
avatarurile si filtrele functioneazi ca instrumente de ludificare a identititii. In acest
sens, identitatea devine o experientd interactivd, in care subiectul nu doar se aratd, ci se
recreeazd constant. Filtrele nu ascund, ci reinterpreteaza realitatea, generand o estetica
hibrid4 intre real si virtual. In ziua de astizi, tehnologia tot mai avansatd face posibild si
prezenta fizicd a acestor avataruri, cu ajutorul imprimantelor 3D, lucru ce arata si
subliniaza incd o datd performanta pe care am atins-o ca indivizi ,Figura mea 3D — Fii
figurizat. Fii amintit”.2

2

https:/ /my3dfigure.com/?utm_source=Facebooké&utm_medium=usé&utm_content=charmbagé
utm_term=MYBKcharmbagé&utm_campaign=FB-
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Avatarurile mele

Fiecare avatar pe care il folosesc este o oglindd micd, imperfectd, dar sincerd, a
felului In care ma percep si ma proiectez in lumea virtuald. Cand privesc cele patru
versiuni digitale ale mele, recunosc in ele o incercare de a traduce realitatea in limbajul
platformelor, un fel de joc intre cum sunt si cum vreau s fiu vdzutd. Fiecare aplicatie
are propria esteticd, propriul filtru al autenticitatii, iar eu incerc sd ma adaptez fard sa
ma pierd.

Avatarul iOS este cel mai curat, aproape minimalist, un chip curat, cu trasaturi
echilibrate, care pastreazd o neutralitate elegantd. Este imaginea mea intr-o lume
ordonatd, unde detaliile sunt controlate si totul este linistit.

Cel de la Snapchat, in schimb, inspira tinerete si spontaneitate: culorile sunt vii,
expresia este una mai jucdusd, iar liniile nu sunt perfect precise, rigide, asa cum sunt la
avatarul anterior, aici acestea par mai fluide, surprind latura vie, spontand, nu doar
trasaturi fizice. In acest avatar se ascunde dorinta de a comunica rapid, de a surprinde
momente, nu perfectiune.

Pe Facebook, avatarul capdta un aer mai formal, usor stilizat, ca si cum ar trebui
sd ma reprezint oficial intr-un spatiu unde oamenii ma cunosc de mult, dar poate nu
md mai recunosc complet. Unde pe langa familie, prieteni, se mai afld si cadre didactice
ce au contribuit, pe parcursul anilor, la formarea mea.

Totodatd, pe Instagram, imaginea mea digitald se apropie cel mai mult de
realitate. Este prezent ceva din expresia mea adevdratd, din modul in care ma privesc in
oglinda: o combinatie intre naturalete si atentie la detaliu, intre autenticitate si estetica.

Si in cele din urmd, fotografia reald, cea care le adund pe toate. In ea, vad
punctul de plecare al fiecarui avatar, dar si rezultatul unei cdutari continue: cum sa
raman eu insami in spatiul virtual, fard sd mad pierd printre filtre si stiluri. Ma
fascineaza cum toate aceste versiuni coexistd. Nu se contrazic, ci se completeazd,
ardtandu-mi cd identitatea mea digitald nu e o masca, ci o hartd a felului in care ma vad
in contexte diferite.

In cele din urma, fiecare avatar este o poveste despre mine spusa in alta limba,

dar cu aceeasi voce.

Studiu de caz

Chestionarul intitulat ,Joaca de-a identitatea” a fost realizat in Google Forms
si distribuit in perioada 25 octombrie - 01 noiembrie 2025 pe diverse platforme sociale
precum Whatsapp, Facebook, colectind un numar total de 53 de rdspunsuri.

In contextul actual al comunicarii digitale, imaginea de sine proiectatid pe
retelele sociale a devenit o componentd esentiald a identitdtii individuale. Fotografiile

mybké&fbclid=IwdGRjcANIM1lleHRuA2FIbQIXMQABHq5TImQyhw4404aEZxZmO1IbFkHFfcz
XzGKQSjVfrseual_9JfvSny3q3U7U_aem_IxjIXoKU_d9x8FkGfMKgZQ, accesat pe data de
11.11.2025, traducerea autorului.

3 https://docs.google.com/forms/d/e/1FAIpQLSdYoCm0z-
H6yxqAZcSbqH24bE4XIXCPFzZCAA8WBhxkeNBMZA /viewform?usp=header.
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de profil, avatarurile si filtrele nu mai reprezintd simple elemente estetice, ci
instrumente prin care toti utilizatorii construiesc si modeleazd perceptia celorlalti
asupra propriei persoane. Intr-o lume in care interactiunile sunt mediate tehnologic,
fata online ajunge sd functioneze precum o extensie a identitdtii reale, demonstrand in
timp nevoia oamenilor de apartenentd, recunoastere si validare sociala.

Analiza de fatd urmdreste sa evidentieze modul in care tinerii, cuprinsi intre
varstele 18 si 26 de ani, 1si gestioneazd reprezentarea virtuald in mediul digital, pornind
de la o serie de 8 intrebdri aplicate unui esantion de 53 de persoane. Scopul principal
este de a observa in ce mdsurd autenticitatea, filtrarea si auto-reprezentarea strategica
coexista in constructia identitatii virtuale.

Prin intermediul graficelor analizate, se pot identifica tendintele dominante
privind: platformele preferate pentru actualizarea pozei de profil, gradul de
autenticitate, motivatiile utilizarii filtrelor si avatarurilor, precum si raportul dintre
imaginea online si cea reald. Rezultatele chestionarului oferd o imagine de ansamblu
asupra dinamicii identitétii digitale, relevand echilibrul dintre nevoia de expresivitate si
dorinta de autenticitate.

Ce varsta ai?

53 de réspunsuri

& 13-20 ani
& 21-23 ani
24-26 ani

Majoritatea respondentilor sunt tineri intre 18-20 de ani, in proportie de 45,3%,
ceea ce sugereazd cd esantionul este dominat de persoane aflate la inceputul vietii
adulte, probabil studenti. O treime din respondenti, 34%, sunt tineri aflati intre varstele
21-23 de ani, iar cei peste 24 de ani reprezinta o cincime, 20,8%, indicaind o orientare
generationald tandrd a esantionului. Aceastd predominantd poate fi justificatd prin mai
multi factori. in primul rand, tinerii sunt mult mai activi in mediul digital, utilizand
intens retelele sociale, platformele online si dispozitivele mobile, ceea ce le conferda un
acces facil la studiile, cercetdrile desfasurate online. in al doilea rand, persoanele din
aceastd categorie de varsta dispun, de reguld, de mai mult timp liber pentru a participa
la astfel de cercetdri, comparativ cu adultii care se confruntd cu responsabilitati
profesionale sau familiale. in al treilea rand, tema studiului, centrati pe identitatea
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digitald si comportamentele online, este deosebit de relevantd pentru tineri, acestia
manifestand cel mai mare interes pentru auto-reprezentarea in spatiul virtual. In cele
din urmd, predominanta acestei grupe de varstd reflectd atat caracteristicile
metodologice ale studiului, cét si relevanta subiectului cercetat pentru segmentul tanar
al populatiei.

Pe ce platforma iti actualizezi cel mai des poza de profil?

53 de raspunsuri

@ Instagram
@ Facebook
@ TikTok

@ WhatsApp
@ Snapchat

Fiind majoritar tineri intre 18-23 de ani, preferinta pentru Instagram este in
concordantd cu utilizarea acestei retele in randul digital ,natives”. Astfel, Instagram
este platforma dominantd pentru actualizarea pozei de profil, peste doud treimi dintre
participanti, respectiv 67,9%, ceea ce reflectd tendinta vizuala a tinerilor de a-si gestiona
identitatea online prin imagini. Platformele mai vechi, cum ar fi Facebook, au pierdut
teren, iar TikTok este mai degrabd perceput ca spatiu de continut video, nu de
prezentare personald.

Ai poza ta reald |a profilul contului principal?

53 de raspunsuri

® Da, este o fotografie reald cu mine

@ Nu, folosesc o imagine simbolica
(peisaj, animal, desen etc.)

@ Alternez: uneori reald, alteori nu
@ Nu folosesc deloc imagine la profil
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Un procent extraordinar, peste 90%, declara ca folosesc o fotografie reald. Acest
lucru sugereazd o tendintd de autenticitate in auto-reprezentarea online. Lipsa folosirii
imaginilor simbolice indicd orientare spre transparentd si identitate asumatad. Cu toate
acestea, un mic procent, aproximativ 10%, alterneaza sau evitd utilizarea imaginii
personale, ceea ce poate fi strans legat de dorinta de control asupra expunerii sau chiar
o posibild neincredere, nesiguranta.

Cat de mult crezi ca poza ta de profil te reprezinta in realitate?

53 de raspunsuri

@ Foarte mult — ardt exact asa cum sunt

@ Partial — folosesc filre sau poze mai
vechi
Mai putin —imaginea e mai degraba
stilizatasfiltrata

@ Deloc — e o imagine creativad, nu realista

Aproximativ 80% din respondenti, simt si sunt de pdrere ca fotografia de profil 1i
reprezintd in totalitate, lucru ce confirma ceea ce s-a observa la intrebarea anterioard,
orientarea spre autenticitate. Doar o micd parte recunosc folosirea filtrelor sau a
imaginilor stilizate. Aceastd incredere in autenticitate indicd o perceptie pozitivd a
propriei imagini si o dorintd de a fi recunoscuti real in mediul digital. Rezultatele
surprinzdtoare aratd cum tinerii din ziua de astdzi sunt mult mai increzatori in ceea ce
constd aspectul fizic sau pur si simplu nu se mai pune accent atat de mult pe acest aspect.

Cat de mult seamana avatarul tu cu tine in realitate?

53 de raspunsuri

@ E aproape identic, doar ¢d mai “filtrat”

@ Seamand, dar am exagerat unele
trasaturi (pdr, ochi, stil etc.)

Nu prea seamana, & mai mult o versiune
idealizatd

@ Deloc, e doar un personaj inventat

Analizand raspunsurile, aproape jumadtate din respondenti isi creeaza avataruri
cat mai aproape de realitate, dar totusi mai filtrate. Existd insa o treime, 22,6% + 13,2%,
care recunoaste exagerarea intentionatd a trasdturilor, semn al auto-idealizarii
moderate. In timp ce doar 15% opteazd pentru personaje complet diferite, deci
majoritatea rdimane intr-o zond de identitate digitald apropiatd de cea reala.
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Coreland aceste rdspunsuri cu cele de la intrebarea cu numarul 4, persoanele
care afirmad ca poza ii reprezintd fidel tind, de asemenea, sd isi facd avataruri similare cu
realitatea, dar usor imbunadtatite, o autenticitate filtratd ce nu deranjeaza si nu induce in
eroare ceilalti utilizatori.

De ce alegi sa folosesti filtre, efecte sau avataruri?

53 de raspunsuri

@ Pentru distractie / creativitate

@ FPentru a ma simfti mai increzétor/
increzétoare

Pentru a-mi proteja identitatea reald
@ Pentru a ma diferentia de altii
@ Din obisnuinta / trend

Motivatia principald a tinerilor, aproximativ 66%, este una ludica si estetics,
pentru distractie, creativitate. Filtrele oferite de platformele sociale nu sunt folosite
predominant pentru ascunderea identitatii, desi cu totii am simtit nesiguranta mediului
online in complexitatea acestuia, ci pentru o expresie personald. Totusi, 17% din
respondenti le asociazd cu increderea in sine, o componentd psihosociald importants,
care aratd cum estetica digitald poate amplifica perceptia pozitivd de sine.

Céat de des postezi selfie-uri sau imagini cu tine pe retelele sociale?
53 de réspunsuri

@ Foarte des- cel putin o data pe
saptdmana
@ Uneori- o dati la citeva luni
Rar- o datd sau de doud ori pe an
@ Niciodata

Majoritatea persoanelor, peste jumdtate, posteaza ocazional, nu fac din asta o
prioritate, ardtdnd un echilibru intre dorinta de expunere si prudentd. Doar 19% dintre
acestia posteazd frecvent, posibil cei mai increzatori, activi in auto-promovare si cu
dorinta pentru o vizibilitate mai ridicatad. Cei care nu posteaza deloc pot fi corelati cu cei
care nu folosesc imagine la profil, 3,8% potrivit rezultatelor intrebdrii cu numarul 3, o
minoritate discreta.
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Consideri cd imaginea ta online (prin poze, avataruri, filtre) reflecta cine
esti cu adevérat?

53 de raspunsuri

@ Da, ma reprezinta pe deplin
@ intr-o anumitd mésura — e o versiune
mai filtratd" a mea

Nu prea — e mai mult un joc de imagine
@ Dzloc - & o identitate alternativa

Aproape 90% dintre tineri sustin cd imaginea lor online reflecta intr-o anumita
madsurd realitatea, dar recunosc prezenta unei versiuni filtrate. Aceasta este o confirmare a
echilibrului dintre autenticitate, despre care am tot mentionat, si constructie de sine
digitald. Doar o minoritate, sub 8%, considera ca imaginea lor nu ii reprezinta.

Datele obtinute in urma analizei aratd cd tinerii intre 18 si 26 de ani tind sa 1si
construiascd o imagine online autentica si asumatd, ceea ce ne poate bucura, majoritatea
folosind fotografii reale si considerand ci ii reprezinti. In acelasi timp, filtrele si
avatarurile sunt utilizate mai de graba din dorinta de a experimenta lucruri noi, din
curiozitate, nu pentru a-si ascunde identitatea. Activitatea online este una moderatd, iar
Instagram rdmane platforma preferata si cel mai des frecventatd de cétre tineri.

In ansamblu, tinerii reusesc si combine autenticitatea cu estetizarea, mentinand

balanta intre cine sunt in realitate si cum aleg sd se reprezinte in mediul digital.

Concluzie

Fenomenul joaca de-a identitatea in mediul vizual online reflectd transformarea
profunda a modului in care indivizii se raporteazd la propria imagine. Filtrele, avatarurile
si selfie-urile devin instrumente de mediere a sinelui, prin care tinerii de toate varstele
exploreaza identitati posibile si isi construiesc un spatiu ludic de exprimare.

Aceasta joacd nu este lipsitd de sens, ea exprimd in mod indirect nevoia de
control, apartenenta si recunoastere intr-o lume guvernatd de online. Cultura selfie-ului
si creativitatea digitald definesc astfel un nou tip de identitate: vizuald, performativa si
interactivd. Prin intermediul auto-reprezentarii vizuale, utilizatorii negociaza constant
intre autenticitate si performantd, intre ceea ce sunt si ceea ce doresc sd fie perceputi de
ceilalti. Jocul cu imaginea proprie devine astfel, o strategie de adaptare la normele
sociale digitale, un spatiu de experimentare si auto-explorare care permite indivizilor sa
testeze diverse roluri si sd gestioneze impresiile transmise.

In plus, acest fenomen evidentiazd modul in care mediul digital stimuleaza
creativitatea si ludicul, permitand utilizatorilor sa se conecteze cu comunitati virtuale, sa
construiasca relatii sociale si sd 1si afirme identitatea intr-un context interactiv si dinamic.
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Prin urmare, ,Joaca de-a identitatea” nu este doar o expresie de divertisment , ci
o componentd esentiald a culturii digitale contemporane, oferind detalii valoroase asupra
modului in care tinerii si nu numai, isi definesc si comunica sinele in spatiul online.
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Abstract: The phenomenon of influencers has become a constant presence in everyday life, with
many people consuming online content as a form of relaxation and inspiration. Although it
seems that being an influencer is just about posting, in reality this role involves strategies, goals
and mechanisms by which the attention of the public is captured. Elements such as humor,
authenticity and the ability to create emotional connections help increase the impact on followers.
In this context, "engagement" becomes a key indicator, reflecting the interaction between the
creator and the audience, varying by platform. From a theoretical perspective, influencers are
people capable of shaping opinions and behaviors through the relationship built with the public.
This phenomenon is not new, having roots in the traditional forms of influence exercised by
leaders or celebrities, later amplified by the development of mass media. Currently, social media
is intensifying this process, contributing to the formation of individuals” identities, as suggested
by narrative identity theory. The high consumption of media content, especially among young
people, raises questions about the educational role of influencers. Thus, a dilemma emerges
between informative and promotional content, highlighting the importance of responsibility in
the digital environment.

Keywords: Influence, Authenticity, Identity, Engagement, Humor.

Introducere

Influencer, cu totii am auzit de acest termen, chiar, sunt convinsd, ca fiecare din
aceastd camerd are o astfel de persoand. O persoand pe care atunci cand am ajungem
acasd, dupd o zi lungd, pregitindu-ne sd mancdm, o urmdrim, nu? Cautdm cel mai
recent videoclip al acesteia, iar deodatd mancarea pe care o mancam e si mai buna.

De asemenea, se mai poate spune cd mdcar odatd fiecdruia i trece prin cap
gandul: De maine postez si eu. Poate ajung viral cu ceva, iar de acolo ma descurc. Or,
acest gand s-a materializat, iar sub o forma sau alta am avut un moment scurt de asa
numitd , influenta”.

Insd, a fi influencer se rezuma doar la actiunea de a posta? Existd anumiti pasi

pe care ii urmadresc? Au anumite obiective si mecanisme prin care si le ating? Spre

1 Coordonator: Lector univ. dr. Marius TUCA.
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exemplu, impactul pe care acestia il rezulta asupra publicului, este mai usor de atins
dacd au un simt al umorului dezvoltat? Ma amuz, mad simt bine si realizez cd mai vreau,
prin urmare accesez contul, astfel acestia si-au atins scopul.

in zilele noastre, divertismentul a devenit vast, luand diverse forme in functie
de preferintele fiecdrui individ. Cerintele si criteriile publicului sunt tot mai prezente,
acestea prin urmare reprezintd ceea ce se mai numeste si ,engagement”. Este unul
dintre cei mai des Intalniti indicatori, contrariu aparentei, a unui simplu raport intre
audientd si feedback. Analiza sa variazd in functie de ,mijlocul de transmisie”: fie ca
vorbim despre un cont de YouTube, un cont de Instagram sau un cont de TikTok.
Tocmai aceastd multitudine de contexte face importantd mentiunea: ce mdsoard cu
adevdrat aceastad unealtd si cat de mult conteaza in evaluarea performantei.

Cosideratii teoretice
Prin urmare, se poate concluziona cd a fi influencer, cat si primii pasi in acest
domeniu, nu constau doar in a posta. Prin definitie,

influencerii sunt indivizi care au capacitatea de a influenta deciziile altora
datoritd autoritdtii, cunostintelor, pozitiei sau relatiei lor cu publicul. Acestia
creeazd adesea continut care rezoneazd cu urmdritorii lor, construind un
sentiment de comunitate si incredere. Atractivitatea influencerilor constd in
autenticitatea acestora. Acum, conceptul de influentare a altora este anterior
retelelor sociale moderne, inrddécinat inca din practica straveche a simplelor
recomandari. Din punct de vedere istoric, figurile influente includeau lideri
comunitari, celebritati si personalitdti publice care aveau puterea de a modela
opinia publicd si comportamentul consumatorilor. Acesti indivizi au exercitat
influentd prin interactiuni personale, sustineri in mass-media traditionald sau
aparitii publice 2

Totodatd, acest parcurs se observa si in Romdnia, oferind materiale de
documentare si analizd precum: reclamele postdecembriste, panad la actualele forme de
plasare a produselor sau a serviciilor in continutul media. Jn secolul al XX-lea,
cresterea mass-media: ziare, radio sau televiziune, a amplificat activitatea celebritdtilor
si a expertilor. Aceastd erd a pus bazele a ceea ce avea sd devind una din cele mai
importante industrii” (ibidem).

Din acest motiv, relatia influencerilor constituitd cu publicul are diverse
consecinte precum ,inraddcinarea” acestei ,culturi” in dezvoltarea indivizilor. Nevoia
involuntard de a te asemadna, de a cduta si de a recepta ,content” similar personalitatii si
comportamentului, sunt doar cateva din elementele cheie previdzute atunci cand
materialul media este realizat. Aici, punctul de observatie il reprezinta teoria identitatii

2 V. Erica Lay, Influencer Culture and Authenticity, in revista ,Onboard”, link:
https:/ /www.obmagazine.media/influencer-culture-and-authenticity/, accesat la data de 11.11.2025.
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narative a lui Paul Ricoeur3. Conform acestei teorii: ,naratiunea nu este doar o metafora
adecvatd pentru identitatea umand, ci fiintele umane isi construiesc de fapt identitatea
prin intermediul povestilor, de la biografii si autobiografii explicite pand la relatari
fictive ale vietii umane in romane.”. Prin urmare, continutul usor accesibil prin
diversele mijloace precum umorul, reprezintd o formd de auto-educare, tot mai des
intalnitd in evolutia generatiilor. Cercetdrile efectuate de Biroul de Planificare Sociala si
Culturald din Olanda (Raessens, 2006, p. 52-57) aratd cd, in 2004: ,tinerii au petrecut
aproximativ acelasi timp petrecut petrecindu-se cu mass-media ca in anii 1970. in
fiecare saptdmand, acestia au la dispozitie 45 de ore pentru activitati de timp liber,
dintre care 19 ore le petrec petrecindu-se cu mass-media.” Prin urmare, se naste
problematica educatiei neconformiste. Prin urmare, continutul usor accesibil prin
diversele mijloace precum umorul, reprezintd o formd de auto-educare, tot mai des
intalnitd in evolutia generatiilor.

O altd discutie pe care am deschis-o in cadrul acestui articol face trimitere la
caracterul educativ al continutului transmis de influenceri in social media. A fi
influencer este, deocamdatd, la mod4. Dar, asa cum precizeazd Corina Bacanu
in interviul pe care il dd Rominei Surugiu si lui Dan Podaru, ,viitorul
influencerilor abia a inceput”. Toti au conturi si lucruri de spus. Ins4, cat la suta
din continut este educativ si cat la sutd se referd doar la vanzarea produsului
sau serviciului? (Danciu, 2022, p. 177)

Studiu de caz

Astfel, procesul de selectie a continutului este automat, care tine cont de
anumiti factori, atat interni, cat si externi. Urmadrind datele oferite de platformele media
precum YouTube, s-a constituit o analizd a influentei asupra unui grup tinta cu o varsta
cuprinsa intre 18 si 35 de ani. Chestionarul a fost realizat in platforma Google Forms* la
care au participat 117 de persoane, in perioada 31.10.2025-11.10.2025.

Pornind de la o serie de 6 intrebari, analiza efectuatd are scopul de a observa
tendintele participantilor in procesul de selectie si filtrare a continutului. Prin urmare, se
pot identifica caracteristici dominante in procesele mentionate precum: formatul ales
pentru vizionarea informatiilor sau durata de timp alocata.

3 Valerie Frissen, Sybille Lammes, Michiel de Lange, Jos de Mul si Joost Raessens (eds.), Playful
Identities: The Ludification of Digital Media Cultures, Amsterdam, Amsterdam University Press,
2015, link:
https:/ /library.oapen.org/bitstream/handle/20.500.12657 / 33239/ 524070.pdf?sequence=1&is All
owed=y , accesat la data de 13.11.2025.

4 Link cétre chestionar:
https:/ /docs.google.com/forms/d/e/1FAlpQLSfB2eydqaLmYsEOsffGt0jx1zItWW4hcr3xSUd A
aeReaMbfmw /viewform
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1. Ce varsta ai?

117 raspunsuri

@ 1820
@ 2125
26-30
® 31-35
® 35+

Majoritatea respondentilor fac parte din categoria de vérsta 18-20, in proportie
de 58,1% (68 de voturi), ceea ce insinueaza influenta predominanta fatd de tinerii aflati
intr-o etapd incd rudimentard. Urmadtoarea categorie de varsta este cea de 21-25 de ani,
eventuali studenti, reprezetand 35,9% (42 de voturi). In final, urmate de categoriile de
varstd 35+ si 26-30 de ani, in proportie de 3,4% (4 voturi), respectiv 2,6 % (3 voturi).

2. Cat de des urmaresti continut de la influenceri romani, in special cei de
umor?

117 raspunsuri

@ Foarte des

® Des
Ocazional

® Rar

@® Deloc

Tindnd cont de rezultatul intrebdrii anterioare, se observda un raport
contradictoriu varstd-timp alocat. Reamintim de conceptul ,engagement”, in functie de
tiparul de influencer analizat, acelasi public va genera interactiuni diferite, interpretand
in context. Astfel, se evidentiazd criteriul din aceasta intrebare, ,in special cei de umor”.
Prin urmare, procesul de auto-selectie se initiazd, ceea ce rezultd in scaderea
importantei reperului de varstd. Categoria de raspunsuri dominanta fiind , Ocazional”,
in proportie de 41,9% (49 de voturi), plasdnd categoria ,Foarte des” penultima, cu doar
8,5% (10 voturi).
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e el ST

3. Care sunt 3 influenceri romani pe care ii urmaresti cel mai des?

117 rédspunsuri

Marilu Dobrescu |, 4fara1s,. ..
nu prea urmaresc sa fiu si...

Bromania 22 (18,8 %)
Mircea Bravo 30 (25.6 %)
Silviu Faiar 31 (26,5 %)
Codrin Bradea 26 (22,2 %)
The Real Red 39 (33,3 %)
Selly 45 (38,5 %)
Mihai Bobonete 16 (13,7 %)
bianca Adam 14 (12 %)
lonut Rusu 16 (13,7 %)
Zappy Tv 20 (17,1 %)
Mcn Podcast 12 (10,3 %)
Danu Viogs 11 (9,4 %)
Dorian Popa 13 (11,1 %)
Acasa la Maruta 15 (12,8 %)
Miciunul 2 (1.7 %)
Nimicll—1 (0,9 %)
Da Bravo Podcast cu Mih... 1 (0.9 %)
Mici unul 1 (0.9 %)
1 (0.9 %)
mariciu 1 (0,9 %)
Andreea Agape, Alexandr. 1 (0.9 %)
Jimmy Povesti 1 (0,9 %)
reallyrux 1 (0.9 %)
Snik—1 (0.9 %)
Snik & George Tanase 1 (0.9 %)
Opyroe@—1 (0,9 %)
Semined 1 (0,9 %)
Bogdan IBME-1 (0,9 %)
1 (0.9
1 .9

%)
[v] 10 20 30 40 50

Intrebarea adresatd mai sus face apel la procesul de filtrare; Se ofera
respondentilor o listd vasta cu exemple de influenceri romani, urmand a fi conditionati cu
alegerea a numai 3 dintre acestia. Aproximativ 40% (38,5%, 45 de voturi) din participanti
au optat pentru un influencer tandr, Selly, care a crescut si s-a dezvoltat odata cu aceasta
industrie, avand o gama de proiecte media diversificatd. Urmatorul influencer, initiat ca
content creator, in preferintele respondentilor este The Real Red, cu aproximativ 30%
(33,3%, 39 de voturi). Clasandu-1 pe Silviu Faidr ca o a 3-a optiune cu un aport de
aproximativ 30% (26,5%, 31 de voturi), influencer si activist, al carui content supune un
anumit public si nivel de intelegere a informatiilor. De asemenea, optiunea de a completa
cu un alt radspuns a fost disponibild, rezultand in 15 raspunsuri proprii (13,5%).

4. Ce criterii conteaza pentru tine cand alegi sd@ urméresti un influencer?

117 raspunsuri

@ Continutul este interesant si de calitate,
posteaza lucruri care ma atrag sau m...

@ Autenticitatea, pare natural/a, nu e nimic

fortat
A Valori cu care mé identific, are o viziune

apropiata de a mea.
@ Aspectul vizual si stilul de prezentare,
are 0 imagine profesionald, atragatoare

@ Utilitatea continutului, ofera sfaturi sau
idel care imi sunt de folos
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Un procent de aproximativ 60% (59%, 69 de voturi) din respondenti aleg un
continut echilibrat in esentd-aspect. Este rapid si usor de accesat, considerandu-l
atragdtor si distractiv, fard a fi dispusi de a depune un efort minim in alegerea acestuia.
Urmatoarea categorie este cea a contentului ce doreste a fi cdt mai natural, intr-o
proportie de 18,8% (22 de voturi), oferind o stare de confort celui ce il vizioneaza si
solicitind un engagement cat mai precis pentru ca stadiul de relevanta sa fie constant.
Iar aproximativ un sfert din raspunsuri, 14,5% (17 voturi), favorizeaza un content bazat
pe relatia influencer-urmadritor. Aceastd categorie evidentiazd efectul fenomenului
yculturii influencer” si inrdddcinarea valorilor personale in subconstientul celui ce
vizioneazd, prin procedeele creative-tehnice. Totodatd, se poate mentiona si categoria
celor care acceseaza continutul din online strict pentru aspectul estetic oferit, 3,4% (4
voturi), minoritate pe care o putem asocia cu cea a persoanelor care au ales la intrebarea
numdrul 2 raspunsul ,Deloc”. Astfel, putem compara procesul cognitiv de selectie al
acestui tipar de public cu un traseu: punctul A (dorinta de a viziona ceva), punctul B
(ceea ce vizioneazd) si diferite opriri (continut diversificat de anumiti factori), acest
traseu este direct, opririle de-a lungul acestuia sunt ignorate.

5. Ce tip de continut iti place cel mai mult de la acestia? IJ Copiaza graficul

117 raspunsuri

@ Podcast
® Viog
Sceneta/meme/clipuri amuzante
@ Challenge/serie impartita in episoade
@ Continut educational

@ Clip de lungé durata ce abordeaza céte
o temé
@ Nu-i urmaresc

Forma prin care continutul este prezentat publicului are un rol important in

receptarea acestuia. Astfel, analiza graficului ofera un intreg sectionat aproximativ egal:
cu doua portiuni de 25,6% (30 de voturi) pentru genul de continut meme, respectiv
podcast. Totodatd, continutul cel mai putin favorabil este cel de tip educational, cu doar
1,7% (2 voturi).
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6. in ce masura consideri ca umorul folosit de acesti influenceri te face sa D copiaza graficul
te gandesti diferit la unele probleme sociale?

1-Deloc

5-Foarte mult

117 raspunsuri

Average rating (3.32)

1 2 3 4 S

1 1 i 1

60

45 (38,5 %)

40

32 (27,4 %)

20
19 (16,2 %)

11 (9.4 %) 10 (8,5 %)

Prin diversele strategii pe care influencerii le urmaéresc, a diverselor mecanisme
cum ar fi persuasiunea prin folosirea ludicului, acestia au anumite obiective pe care si le
propun. Oferind un aspect atrdgdtor sau un ,vibe” placut, urmat de un simt al
umorului dezvoltat, implementarea unei idei se poate realiza fara dificultdti. Dorinta de
a asimila si apartenentd sunt factori predominanti in conceperea unor opinii propii.
Astfel, majoritatea respondentilor au ales un rdspuns neutru in masura de 38,5% (45 de
voturi), observand dorinta de a pdstra o delimitare intre influentd si géndire critica.
Totodatd, se evidentiaza faptul cd numarul de voturi din cele doud extremititi este
favorabil unei categorii: 16,2% (19 voturi) din participanti aleg ca influenta creatorilor
de continut s fie prezentd total in procesul de alegere si gandire in viata de zi cu zi,
asupra diferitelor probleme sociale.

Concluzie

Fenomenul influecerilor reprezintd o parte semnificativa a societdtii moderne,
influentdnd modul in care oamenii gandesc, consuma si se raporteaza la realitate. Desi
influencerii pot avea un impact pozitiv, promovand valori, produse sau stiluri de viata
sdndtoase, este important ca publicul sd manifeste spirit critic in fata continutului
promovat. Astfel, fenomenul influencerilor nu este doar o moda trecédtoare, ci un aspect
al culturii digitale contemporane, care continud sd evolueze odatd cu noile generatii.

Prin urmare, jocul este esential in dezvoltare, unde tinerii si nu numai,
descoperd valori, modele si modalitdti de exprimare.
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Abstract: This paper analyses the addictive design of League of Legends’” mechanics through the
lens of Self-Determination Theory and Flow Theory, arguing that the game systemically
manipulates the human conditions for intrinsic motivation and flow state to foster compulsive
play. As one of the most played multiplayer games, with an estimated 117-135 million monthly
players, LoL exemplifies how contemporary free-to-play games engineer psychologically
attractive mechanics for the purpose of becoming addictive. Drawing on a qualitative analysis of
in-game and out-of-game system, this study identifies how LoL’s ecosystem exploits the three
core psychological needs identified by Self-Determination Theory: competence, autonomy and
relatedness. The analysis demonstrates how in-game reinforcement mechanics, such as visual
and audio cues and statistics tracking create reward loops that satisfy competence while
encouraging habitual play. At the same time, the game’s customization options, such as the
Hextech system, abuse autonomy in a way that encourages compulsive spending. The team-
based structure and social structure generate relatedness anxiety, in the form of the Fear of
Missing Out, exercising the game’s influence outside of gameplay. By correlating these
mechanics with Csikszentmihalyi’s nine conditions for flow state, this paper argues that League of
Legends constructs a self-sufficient psychological environment where intrinsic motivation is
abusively generated, producing addictive behavioral patterns. This qualitative research
contributes to understanding how multiplayer games use motivational psychology to maximize
player retention and monetization.

Keywords: Self-Determination Theory, Video Game Addiction, League of Legends, Intrinsic Motivation,
Flow Theory.

Introduction

Video gaming has become in recent decades one of the dominant global media
industries, reaching in 2025 a global market share of 197 billion USD. (“Game World
Observer”, 2025), with an estimated number of 3.32 billion gamers worldwide (Duarte,
2026; Kumar, 2025). Being one of the newest forms of entertainment to reach
mainstream status, research is still needed in order to assess its great influence on
cultural life. Moreover, since its stylistic and mechanical characteristics differ so much

1 Coordonator: Lector univ. dr. Alexandra COTOC.
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from other traditional forms of entertainment (such as film or music), gaming
represents a new way of engagement with media. Hutcheon notes that our visceral
response to both the visual and audio effects create a type of intensity that is unrivalled
in most other media (Hutcheon, 2006), meaning that its many features that involve
direct control from the player create a different, deeper dimension of immersion.

In our opinion, this new form has, alongside many pros, several cons, one
being encouraging prolonged play sessions through manufacturing attractive objectives
and aesthetic content. For example, worldwide, in 2025, teenagers averaged 2-4 hours
on each gaming session, on an average of 15.2 hours per week (Bryan, 2025). This fact is
relevant considering that multiplayer games are the main source of prolonged gaming
sessions, since by design they are made to be basically endless. In this regard, 80% of
gamers aged 13-17 and 65% of gamers aged 18-24 in the United States prefer playing
games with their friends (“Spliced Online”, 2025), making multiplayer games especially
relevant for motivational research. Out of the many genres of multiplayer games,
Multiplayer Online Battle Arena (MOBA) games are one of the most prevalent in the
industry, especially Riot Games’ League of Legends. League of Legends, published by
Riot Games in 2009, is currently one of the most played video games on the planet, with
an estimated between 117-135 million monthly active players as of 2025
(“Turbosmurfs”, 2025; BaronBlogger, 2025; “Eldorado”, 2025).

As a base for our study of LoL as an addictive game, we chose to approach the
issue in a qualitative manner, focusing on a number of mechanics that present
correlations with the principles of intrinsic motivation within the theoretical framework
of Self-Determination Theory. SDT is a theory that explores the psychological
mechanisms that lead human beings to self-regulate and develop, based on three main
psychological needs: autonomy, competence and relatedness. (Ryan & Deci, 2017)
Specifically, it is concerned with the principles that drive humans to initiate, persist or
disengage with certain activities. (Howard et al.,, 2025) Exploring LoL’s mechanics
through the lens of SDT might produce relevant data in motivational and online games
research, since game addiction could be interpreted as a set of in-game triggers that
abuse the conditions for intrinsic motivation, encouraging compulsive use. Crucial for
our analysis, concerning SDT, is the principle of intrinsic motivation, which is “the
inherent tendency to seek out novelty and challenges, to extend and exercise one’s
capacities, to explore, and to learn.” (Ryan & Deci, 2000). Intrinsic motivation is used in
order to explain how humans develop an affinity for a specific activity, outside of any
external pressure. An activity that is intrinsically motivating fulfills the user’s desire for
the three psychological needs theorized by SDT.

In order to further explain how LoL constructs an ecosystem that creates
intrinsic motivation, it is relevant to correlate players’ in-game experience and the
preconditions for intrinsic motivation with the notion of flow applied to computer-
mediated environments. Flow describes flow as “a state of optimal experience where an
individual immersed in an activity feels a deep sense of enjoyment and fulfillment
without regard for external validation” (Cumming et al, 2025). In other words, flow
state is characteristic to a place that can satisfy user’s psychological needs in such a way
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that there is no need for external validation. Applied to the framework of SDT, flow can
be described as a phenomenon that appears when an individual is fully immersed in an
activity that provides intrinsic motivation. Thus, flow can be described as a result of a
medium that is capable of becoming addictive. Consequently, this paper will make
parallels between SDT’s three preconditions for intrinsic motivation with flow theory’s
9 components, in order to further explain in which way LoL’s mechanics create a
closed, auto sufficient environment.

The aim of this paper is to explore some of LoL’s mechanics in order to show
specifically how SDT’s three main psychological needs are overly stimulated by the
game, correlating intrinsic motivation’s requirements with the specifics of flow state
during playtime in LoL. Therefore, this paper will be based on an analysis of the three
psychological needs theorized by SDT (competence, autonomy, relatedness), and their
application on several of LoL’s game mechanics, which also fulfill some of the
requirement for a flow state. LoL can be considered psychologically overwhelming for
the human brain, since it generates strong artificial cravings that are hard to fulfill
elsewhere, thus behaving like an activity that creates addiction.

The League of Legends Ecosystem

LoL is, alongside DotA2, in the centre of the MOBA games’ rise in the late
2000’s and early 2010’s, since it attracted a large player base with its simplistic game
structure and rules, but with a variety of in and out-of-game mechanics and
customization possibilities. The rules are quite straightforward: most matches are
played in a map called Summoner’s Rift, (see img. 1 in Annex), which consists of 3
lanes and a jungle between them, each spawning objectives, such as plants that give hp
or monsters that can be killed for buffs and for gold, in order to gain advantages over
the enemy team. There are 2 teams of 5 players each in a LoL match, each of the players
having to choose a different champion according to its position on the map and its
potential to form combos with teammates or to counter enemy champions. The
objective is to advance in at least one of the lanes in order to reach the enemy nexus
(positioned at the spawn point of the enemy team) and to destroy it, ending the game
in the process. Lol, with its quite simple game structure, alongside its endless
customization options and practically infinite improvement margin, has many
characteristics that encourage prolonged gaming sessions and addictive tendencies on
its player base.

Literature Review

Video gaming has grown to be one of the main media cyberspaces in which
people spend their time and exercise their identity, raising questions about how this
type of activities keeps the players engaged for prolonged periods. Therefore, we
consider useful to connect game mechanics that shape the player’s experience with a
motivational theoretical framework, in order to explore how reinforcement through

SDT’s lens makes League of Legends addictive. Self-Determination Theory is “a
comprehensive macro theory within psychology that examines human motivation and
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personality and emphasises individuals’ inherent tendencies toward personal
development and psychological fulfilment” (Ryan & Deci, 2000; Deci & Ryan, 2016).
Roughly speaking, it is a theory that explains the optimization mechanisms that
humans use in order to choose which activities to do or not. Intrinsic motivation is a
branch of this theory that focuses solely on the psychological reasoning of an individual
when choosing to do something engaging, without outside interference. It can also be
explained as “this natural inclination toward assimilation, mastery, spontaneous
interest, and exploration” (Csikszentmihalyi & Rathunde, 1993, quoted from Ryan &
Deci, 2000). These feelings are encapsulated in the three conditions necessary for
intrinsic motivation, because they give the individual a sense of meaning when doing
an activity.

Ryan and Deci argue that “social-contextual events [...] that conduce toward
feelings of competence during action can enhance intrinsic motivation for that action.”
(Ryan & Deci, 2000). Competence, therefore, can be defined as a combination between
perceived mastery in an activity, alongside a feeling of reachable further improvement.
Competence is not only linked with how a person is feeling in the present about an
activity, but it also fosters a psychological sense of security with evolution, which must
be done in the future, but which is within reach.

The second component of intrinsic motivation, autonomy, is the feeling that a
person can determine his own actions in a given circumstance. It is different from
competence in the sense that it is not concerned with evolution, but rather with choices
that define the identity of the person. In LoL terms, autonomy can be perceived as a
feeling of control over how one plays the game and how the player chooses how to
customize his champions and account.

Relatedness, on the other hand, is a feeling of belonging to a community and
the sensation that a player actively communicates to it. It is, therefore, still concerned
with control, but it is involved with the social part of an activity. Relatedness can be
seen as an outside interference in intrinsic motivation, but it is not the case, since
people perceive something as being socially stimulating based on their own experience,
thus the social component acts as a way to define the player’s identity. Relatedness is
not, therefore, imposed by an outside force, but it is rather developed by the person
based on his perception of the activity.

One side of relatedness, which manifests when a part of the community
engages in meaningful activities without the player (such as in-game events or ranked
matches among friends), is deeply connected with the principle of Fear of Missing Out.
Fear of Missing Out (FOMO) is a psychological mechanism which is perceived by an
individual as an anxiety regarding the absence from a meaningful activity which
usually involves other people. To be more precise, “FOMO, or the fear of missing out,
refers to the feeling or perception that other people are having fun, experiencing new
things or living a better life than you.” (Cleveland Clinic, 2023). It is important to
include FOMO in our intrinsic motivation analysis of LoL because it is a consequence of
the absence of an activity which offers intrinsic motivation. Specifically, it is an
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indicator that shows how powerful intrinsic motivation is, and how addiction
manifests when a player feels a discomforting disconnection from the game.

Flow theory, in the context of LoL, describes a state which occurs during
gameplay, in which the player is required to follow a number of steps in order to win
the game and in which the player interacts with the elements of the world in a manner
that immerses him further. Csikszentmihalyi theorized that there are nine conditions
under which flow state can occur:

(1) clear goals, (2) immediate feedback, (3) balance between challenge and skill,
(4) concentration on the task at hand, (5) loss of self-consciousness, (6) sense of
control, (7) time distortion, (8) merging of action and awareness and (9) an
experience that becomes autotelic. (Csikszentmihalyi, 1975, qtd. From
Valinatajbahnamiri, 2020)

Given the lack of consensus in the academic field regarding the
multidimensional structure of flow, with the majority of researchers eliminating some
of the nine conditions altogether when discussing flow theory in computer-mediated
environments (Valinatajpahnamiri, 2020), this paper will focus on an empirical review
of LoL’s mechanics through the lens of flow. Consequently, the nine conditions will be
placed according to their correlation with Self-Determination Theory withing the
context of LoL.

Initial Hypothesis

League of Legends uses several mechanics that systemically satisfy all three
conditions necessary for intrinsic motivation, therefore providing its players with
enough stimuli to consider the game addictive. Our hypothesis states that intrinsic
motivation, once it becomes fulfilling enough for a person to not do other activities,
regardless of their own levels of competence, relatedness and autonomy, fosters
addictive behavior. LoL, therefore, proves to be addictive because its manufactured use
of mechanics that rely on self-fulfillment and continuous replayability create a flow
state that keeps the player engaged even out-of-game. As a result, the player will not
only be adamant to try something new, but his intrinsic motivation will push him to
continue playing LoL.

Flow state, in our opinion, is crucial in analyzing LoL in the context of Self-
Determination Theory, because it represents the embodiment of intrinsic motivation
when an activity becomes self-fulfilling. In order for a game to become self-fulfilling
(and addictive in this case), it is important to facilitate a state of flow as regularly as
possible by keeping the players engaged with mechanisms that encourage the three
psychological needs for intrinsic motivation, and subsequently the nine conditions
required for the flow state to flourish.
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Methodology

This study explores a qualitative, theory-driven research design in order to
explain the core mechanics of the game within the theoretical frameworks of SDT and
flow theory, and to show some reasons of why LoL can be so addictive to a part of the
players. This study is not based on experiments or surveys because it is not meant to
measure the players’ behavior statistically. Rather it is concentrated to critically analyze
game mechanics, reward systems and social structures to expose key elements of the
game’s design that stimulate addiction through motivational overflow.

The main points of analysis of this study were authentic in-game examples
that are always encountered by the entire player base. Moreover, permanent elements
of the gameplay/out of game experience were chosen as a way to analyze systemic
design strategies that are used in LoL to facilitate addictive behavior.

Self-Determination Theory applied to League of Legends’ environment

Regarding competence, LoL creates an immersive universe for the player both
in-and-out-of-game, for the purpose of keeping the user engaged during gameplay but
also to connect him to the game meanwhile he is offline. In this regard, LoL employs
reward loops on multiple levels, ranging from in-game rewards when doing a helpful
task to keeping track of a large number of statistics which are visible to anyone, such as
in-game level and rank. To be more precise, “In free-to-play (F2P) games, the game
developers implement reinforcement loops that tactically manage the release of
dopamine to keep players engaged” (King, Delfabbro, & Gainsbury, 2019). These
rewards are used as an incentive for good behavior and as reinforcement, in order to
repeat the agreeable action. Concerning flow theory, reward loops and statistics
coincide with immediate feedback, in order to correct or to encourage behavior during
playtime, and with a sense of control, since the player might determine its own actions
based on his own performance during gameplay

Firstly, in-game rewards use multiple media for reinforcement, such as audio,
when the announcer of the game announces an important event, or video, when a
minion or enemy player is killed. Regarding audio feedback, the announcer’s tone
changes according to the gravity of the event. For example, when an enemy champion
is killed, the announcer uses a slightly positive tone, saying ‘An enemy has been slain’.
But when a bigger event is happening, such as a penta-kill (five enemy players being
killed in succession by the same player), the voice of the announcer changes
dramatically: it is shouting ‘Pentakill’, in a tone that suggests amazement. It is also
worth mentioning, regarding the announcer, that during an important enemy event, its
tone changes accordingly, in the same succession of intonation. For example, when an
enemy achieves a pentakill its tone becomes disappointed and slightly aggressive,
shouting ‘Enemy Pentakill’. The audio markers coincide with the notion of loss of self-
consciousness according to flow theory, since gamers’ attention is being shifted on the
tone of the voice announcing the events of the game, requiring the player to change his
style of play accordingly. Concerning visual in-game rewards, Some of LoL’s in-game
rewards include colorful animations that reinforce a certain behavior in a player (see
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img. 2 in Annex). For example, when killing a minion, a flashy gold image with the
amount of gold obtained from that kill shines on the screen, reinforcing the player’s
good in-game choice. Also, in order to induce a measurement of the competence of the
player, some metrics are added permanently to the game’s screen, such as the number
of kills and the number of minions killed. Also, it is important to note that the time
lapsed into a match is also permanently shown on the screen, in order to immerse the
player further and induce a state of suspended time. Obviously, the clock reverses as
one game ends and another starts, and as a result the temporal dimension of the game
overshadows the time of reality. The more proficiency somebody has in LoL, the more
important those numbers become to him, and as an effect the immersion of the game
deepens through a continuous search for in-game competence. The visual rewards and
live statistics during playtime coincide with several of Csikszentmihalyi’s theorized
conditions: there is immediate feedback, positive for minion kills and positive/negative
according to the number of kills, assists and deaths and time distortion, since the in-
game timer induces the player a state of suspended outside time, which also makes the
gamer concentrate further on the task at hand. Concentration is augmented by the in-
game timer because several events happen at determined times (such as when special
monsters and minion waves spawn), thus the player synchronizes its actions and
coordinates its moves according to the in-game time.

Secondly, out-of-game rewards are also a way to keep progression of the
account, by showing the achievements of a season through rank (see img. 3 in Annex)
and the level of the account, which gathers experience continuously through playing
(see img. 4 in Annex). These techniques aim to supplement the lack of long-term
influence of in-game rewards, because they last for a long time, and in some cases they
are permanent. These techniques aim to induce the player a sense of continuity outside
of a match and to make his overall performance continuous. As can be seen, LoL
employs out-of-game rewards to shorten the psychological distance between in-game
and out-of-game reinforcements. In this sense, the most important out-of-game reward,
the rank, is closely related to the overall in-game experience, because depending on
rank, players are teamed up with players which fit the same player profile as them.
These out-of-game rewards define a set of clear goals for the gamer, since the climb in
rank depends on the average competence of the gamer. Moreover, the algorithms
behind rank provide the gamer with a balanced experience between challenge and skill,
since its performance is matched with others” when searching for a match. Thus, using
the average performance in the form of rank, the gamer will be placed with others
according to his own skill, playing in a balanced environment most of the time.

When discussing autonomy correlated with playing LoL, it is important to note
that “a user’s preference for aesthetics, character, and interaction is strongly related
with the game addiction in compulsive, withdrawal, and tolerance symptoms.” (Chen
& Chang, 2008) Having already established that autonomy is the sense of control over
gameplay and customization, the game employs many elements that offer a sense of
gameplay customization, from which the most important are the loot box system and
in-game items. Regarding microtransactions, Hextech chests are LoL’s version of loot
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boxes, consisting of a chest and a key, which are gained for money or by playing
well/behaving well. The central mechanism of Hextech chests is that they could be
gained through gameplay, but the number is restricted to one chest per week and
occasionally a key fragment (3 fragments are needed to make a key). Given the
addictive nature of microtransactions, players are encouraged to spend money in order
to have access to newer and better customization options. They are more an illusion of
autonomy, because the system behind them encourages spending rather than
rewarding good gameplay. For example, LoL has 1800 skins as of August 2025 (Baxter,
2025), and Miss Fortune has the most skins with 22 (Baxter, 2025). Combining this
information with the fact that the chances of getting a skin from a chest are 50% (Jones,
2018), the player has a chance to acquire a skin on Miss Fortune of 0.6%. Moreover, the
chance of getting one desired skin on Miss Fortune is 0.0275%. The predatory nature of
loot boxes could be explained by the fact that

In order to be sustainable, many loot box systems rely on frequent updates
with new rewards, but each new reward costs money for the video game
company to develop, [...] Further, the value and desirability of a reward would
decrease if all players managed to obtain it: it would no longer be a ‘rare’
reward with which players could impress others. (Xiao and Newall, 2020)

Therefore, a player must either buy a skin on the marketplace using real
money or try virtually endlessly to get a desired skin from a chest, in order to maintain
the profit margin of the game’s developers and publishers. Microtransactions influence
the gamer into a sense of control, because owning the desired skin coincides with the
psychological need for autonomy, in the form of self-customization. Therefore, Riot
Games uses players’ need for autonomy in order to make profit.

Regarding the in-game customization of the playthrough, in the form of items
that are used to level up the player’s power, there are basically endless possibilities of
choosing a playstyle and making a build. There are over 150 in-game items, 161
champions with roughly 5 abilities each. There are basically countless options to
customize the in-game identity. Even though champions are usually constrained by the
meta (the economies of each champion’s power in the span of two weeks). Therefore,
even though players are somewhat limited, in-game customization possibilities are
virtually endless, since the game’s power economy changes regularly. In-game
customization further augments the concentration required for the tasks involved in
LoL, because the player has to actively choose its items depending on the moment of
the game, the enemy and allied champions from that particular match and its own
monetary resources. Thus, by merging the actions of the gamer with the events of the
game, the gamer is also immersed further into playing, encouraging the loss of self-
consciousness required to maintain the flow state.

Relatedness could be described as the most visible aspect of motivation in LoL,
since its social component programs players to behave in a certain way. Ryan and Deci
argue about actions that enforce relatedness that “The primary reason people [...]
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perform such actions is because the behaviors are prompted, modeled, or valued by
significant others to whom they feel (or want to feel) attached or related.” (Ryan &
Deci, 2000) For example, when playing with four unknown players, the player is either
cooperating with them in order to win, or he will get punished in the form of missed
objectives or enemy advancements towards its base. When playing with a known
group regularly, the players will be conditioned to play at set times in order to meet the
expectations of the other players. In this sense,

Game friends are part and parcel of a network [...] through which they
mutually and repeatedly persuade each other to “come online right now and
play” or to “play just one more match”. Such requests are particularly
prominent when games require a particular group-size [...] so the individual
player becomes responsible for (the achievements of) the in-game group as a
whole. (Krasen & Aupers, 2020)

In this case, FOMO installs, which serves as an out-of-game mechanism that further
connects the player and the game on a level that transcends gameplay. As an addition
of its team-play nature, LoL employed a tournament-like event, called Clash, which
needs a higher coordination between players since it has valuable awards (most
notably skins). This could also be a source of FOMO (because it is usually more fun to
play in a tournament), but also a factor that induces a feeling of betrayal among
players, if one of them doesn’t join. The social aspect of LoL is linked with
Csikszentmihalyi’'s view of an experience that becomes autotelic, since the ecosystem
created by the player base pushes the gamer into further playing the game and to play
it well, in order to not get punished socially.

Findings

LoL employs several techniques that facilitate addictive behaviours in its
players, both in and out of game, ranging from visual reinforcement through flashy
images, items and skins to a permanent rank (the level of the account), and the seasonal
rank (which matters for status and better player placement).

Competence is stimulated in LoL in two ways: through in-game and out-of-
game rewards. Firstly, in-game rewards consist of several reward loops that
punish/reward a player for doing tasks that increase or decrease the chances of
winning the match. For example, LoL uses colorful animation that are triggered when a
lane minion or a jungle monster is killed, rewarding him both with gold and a colourful
image. Moreover, it also uses audio cues when an important event happens throughout
the game. This type of reward stimulates mental reward loops, a sense of control and
loss of self-consciousness, since competence is being exercised through repeated actions
and cues during a match. Secondly, out-of-game rewards are meant to keep the player
engaged outside of playtime. These rewards include mostly measurements of a player’s
skill or rewards that serve as a checkpoint for good performance or prolonged play. In
this category, the rank system and the level frames are included as ways to ‘save’ the
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progress outside of match time. Out-of-game rewards provide the gamer with
immediate feedback, in order to keep track of its general actions and to provide
incentives to further climb the ranks. Also, the in-game timer replaces the natural time,
suspending time as a result, and making the gamer more immersed in the game’s tasks
and how to do them better.

Autonomy is largely covered by the variety of customization options a player
can have when choosing to play a champion (via a skin) or when deciding his play style
(via items). Even though, in our opinion, these mechanics are not per-se mechanisms
that facilitate true autonomy, items and skins present the player with an illusion of
endless variables of choice when expressing themselves through gameplay. The skin
system, which is enforced with a strong loot bot mechanic, is a way to achieve status in
game by owning important skins on champions, tricking the player into spending
money on elements that do not modify the outcome of the matches. Microtransactions
are used as a way to induce a sense of control, because the appearance of a champion
during playtime can signify a higher level of in-game prestige, even though it is not
correlated with in-game performance whatsoever. On the other hand, items are crucial
in the outcome of a match, because they should be combined with the base stats of a
champion in order to maximize its power. However, the meta system in the game (the
status-quo of champions/items in a set period of time), is quite restrictive to autonomy,
meaning that only a small number of items are truly viable for a champion. The illusion
here lies in the great number of choices, but the game punishes the player into choosing
from a small pool of items. In this way, the gamer is pushed to concentrate further to
the events of the game by having to choose the adequate items for each situation,
merging its actions with the game environment as a result. Moreover, items are a way
to facilitate a loss of self-consciousness, since by having to permanently think about
what items match each game’s specifics the gamer is pushed into coordinating himself
with the flow of each match.

Relatedness, in LoL, abuses the social expectations of the user, because of its
engaging nature and necessity to play in order to keep progress. Moreover, the 5 v. 5
structure of a game keeps the player dependent on a team and their expectations. In the
case of a group of friends, social pressure is extorted regularly in order to keep playing.
In this case, FOMO installs itself because the player gradually feels a greater disconnect
from his friends and his progress the longer, he doesn’t play. Relatedness is deeply
associated with an experience that becomes autotelic, since by this the gamer is
connected with a virtual world that influences him permanently into playing.

Conclusions

LoL represents one of the most potent examples of video game addiction on the
market today, especially because of its multiplayer nature, its employment of Hextech
Chests, and its endless number of statistics that can influence the players’ behaviour.
Regarding competence, LoL employs many elements that reinforce and actualize the
perception of players’ competence, which have the effect to “enable habitual gameplay,
trigger micro transactional spending, and foster long- term player retention” (Kiraly et
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al., 2017). Examples such as colourful animations and the tone of the announcer have
the role to direct the player into doing the right choices. When these conditions are
being met, the sense of competence activates, making the player behave in the ways the
game wants and encouraging him to continue. Autonomy is used in LoL to keep the
players engaged by giving a sense of customization, which has virtually endless
variables. The large number of skins, items and the infinite ways in which they could
be combined, alongside a changing status of items to keep their freshness, induce the
players with a sense that their choices could never deplete and that the game always
remains fresh. Moreover, Hextech chests are a way to monetize players’ sense of
autonomy, the chance of delivering the desired skin being virtually null. Finally, the
game mechanics influence relatedness in such a way that a player has to comply with
the team’s playstyle in order to advance to a higher rank. Moreover, when playing with
acquaintances, he is pushed to play a game with the help of social pressure. In this case,
FOMO is used both as a way to connect with others and to not lose one’s rank. Flow
theory is deeply associated with all of the three requirements needed for intrinsic
motivation, especially in computer mediated environments such as LoL, because the
flow state represents the materialized form of intrinsic motivation, characterized by
immersion in a self-fulfilling activity.
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LINGO 2 -
BETWEEN PLAY AND LINGUISTIC CREATIVITY
IN THE DIGITAL AGE

Andreea-Bianca CLAPON!
Universitatea ,, Alexandru Ioan Cuza” din lasi
biaclapon@gmail.com

Abstract: This paper explores Lingo 2, a language-based word game that intersects the ludic with
the linguistic. This analysis highlights the concept of lector ludens as the player creates lexical
associations between words, tests hypotheses and constructs meaning through partial
information. By exploring each rule (“symbol”) in various examples of gameplay, the study
focuses on how a digital environment like a video game can experiment with the English
language. In doing so, this paper places linguistic play within the broader context of digital
creativity.

Keywords: Lingo 2, Linguistic Ludic, Digital Creativity, Symbol, Lector Ludens.

Introduction

Language and play have been connected for a very long time, from ancient
word riddles all the way to modern video games. Often, linguistic processes take the
form of a game where meaning is found and tested through various interactions. In the
digital age, such interactions become more dynamic than ever before, as players engage
directly with linguistic systems that respond to their choices.

Lingo 2 is a video game published by Brenton Wildes on the 13th of March 2025
that brings together the ludic and the linguistic in a particularly effective way. The
game takes its inspiration, perhaps unintentionally, from the concept of lector ludens,
meaning the reader as a player, highlighting how players create associations, test
hypotheses and discover meaning through partial information. While the concept of
lector ludens originally refers to the active role of a reader who “plays” with a literary
text’s meaning, in Lingo 2 the player decodes partial clues and builds hypotheses based
on the game’s interface and various “symbol” cues that realize the connection between
the ludic and linguistic, therefore transferring the term from its literary theory area to a
broader one that also includes game analysis.

How does Lingo 2 encourage linguistic experimentation? The game’s rules,
interface and player strategies show how it is situated within the much broader context
of interactive literacy. As Umberto Eco mentions in his study The Role of the Reader:

1 Coordonator: Prof. univ. dr. habil. Emanuela ILIE.
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Explorations in the Semiotics of Texts, the Sender - Message - Addressee communication
system, which consists of decoding a message through a shared code, does not reflect
real instances of communication. Instead, the interpretation of a given message is
influenced by the multitude of codes, by the “sociocultural circumstances in which a
message is emitted” (Eco, 1979), as the codes of the addressee and the sender can differ,
and by the amount of effort made by the addressee when linguistic processes are
involved. Therefore, Eco endorses how “texts can not only be freely interpreted but also
cooperatively generated by the addressee” (ibidem).

This theoretical perspective becomes visible in the structure of Lingo 2, where
meaning is gradually constructed through interaction with symbolic cues. In the case of
Lingo 2, the meaning of an unknown symbol or the rule given by it is heavily hinted by
having a similar puzzle right beside it but with a familiar symbol. Thus, the game
includes series of puzzles that have the same solution, but may use a different symbol.
This becomes one of the most beneficial tools for segueing the player from one symbol
into learning the other. Furthermore, the player has limited access to the letters that
they can use when forming words (see Fig. 1). As more puzzles get solved and the
difficulty increases, the player obtains access to more and more letters until the entire
“keyboard” is realized (see Fig. 2).

Fig. 1. The player’s “keyboard” at the beginning of the game.
Note: Fig. 1 & Fig. 2 are screenshots from Lingo 2 (Wildes, 2025).

ERTYUIOP

QW
ASDFGHJKL
ZXCVBNM

Fig. 2. The player’s “keyboard” at the end of the game.
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The Definition of the “Symbol”

When applied to the digital medium, the reader becomes a player who
interacts with meaning in real time, every act of interpretation involving a game of
possibilities as this player makes predictions, verifies them, and adjusts their
understanding based on the given feedback.

In Lingo 2, the player is met with one or more words and a “symbol” that
conveys a rule that needs to be discovered through both given examples and the
player’s trial and error. Symbols become, in this game, the medium between the puzzle
and the solution and the elements that give a suggestion to the player in order for said
solution to be found.

Furthermore, the player needs to come with a solution which consists of one
existing English word that respects the deducted rule. Unlike the solution, the given
word from the puzzle may or may not be a valid English word, as the puzzle creator may
choose custom words in the benefit of having an interesting and challenging solution.

It must be mentioned that none of the symbols have official names in the game,
as it uses the visual representation of each symbol instead. Therefore, the paper will
propose names for each symbol. When appointing these names, this study will only
consider each visual representation mentioned earlier.

In order to better understand how the interpretative process made by the
player functions in practice, the following section of this paper examines the individual
symbols used within the game. This article wants to explore how each symbol of the
game is shown and what exact linguistic rules each of them represent. Furthermore, it
puts an emphasis on the way in which the player behaves when seeing each particular
instance of a puzzle. As such, the study will realize and analyze an extensive list of
every symbol that the game contains and uses with the help of four categories: symbols
that convey structural and morphological rules, symbols that rely on relational and
social taxonomy (the world knowledge), symbols that show abstract semantic
transitions or relationships and symbols that focus just on functional and sensory
triggers, so on utility and sound. Furthermore, the paper will mention modifiers, which
are additional elements to symbols that change the outcome of the solution that the
player has to give.

The only uncategorized symbol in this paper is shown from the first puzzle
that the player encounters: the “blank” symbol. The player observes the “blank”
symbol and then acquires the information that the solution must have the same number
of letters as the proposed word, as seen below in Fig. 3. Therefore, the player will be
suggested that the same word has to be written, as seen in Fig. 4. In this way, after the
player solves the first puzzle, they already get an idea about the general structure of the
future puzzles and how they will function.
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Fig. 3. Example of the “blank” symbol in Lingo2  Fig. 4. Example of a solved puzzle involving
the ”"blank” symbol.

Note: Unless otherwise stated, figures 3-31 are reconstructed in Unity by Sarah Lupu
(Morphious86), based on assets from Lingo 2.

Structural and Morphological Symbols

This category explores the “architecture” of the signifier rather than the
signified. Here, Lingo 2 isolates the physical properties of the English language, forcing
the player into strictly orthographic and phonemic awareness. The word is treated as a
malleable object rather than a fixed concept with a meaning. The letters are treated as
components that can be rearranged, expanded or eliminated to satisfy the game’s
structural constraints and rules.

The Star Hexagons symbol

One of the symbols that are seen by the player from the beginning of the game
is the Star Hexagons symbol, which indicates that the player must add a letter in the
puzzle solution. This letter is allowed to be at the beginning, at the end, or in any other
place in the starting word. Therefore, the player has to think of any valid English word
that, when a letter is subtracted, forms another valid English word.

In the example given by Fig. 5, the player has to generate a 4-letter English
word starting from the word TIN. This constraint significantly narrows the range of
possible solutions, prompting the player to add various letters to the word TIN until a
valid English word is formed.

As the game progresses, the player will meet multiple symbols in one puzzle.
The player must process the given word by respecting each symbol from left to right.
One such example is seen in Fig. 6: Starting from the word TIN, the player subtracts a
letter (in this case, T) with the help of an oppositeness modifier (see Modifiers, infra),
resulting in the word IN. Afterwards, the player adds another letter: K, resulting in the
word INK.
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Fig. 5. Example of the Star Hexagons symbol  Fig. 6. Example of the Star Hexagons symbol
in a solved puzzle. in a more complex puzzle.

The Satellite Symbol

This symbol, depicted by a diagonal cluster of squares, serves as the rule for
anagrammatic permutation. Ahdian Rosadi (2017) mentions in his paper The
Effectiveness of Anagram Technique in Teaching Vocabulary that the anagram must fulfill
three conditions: “The first [condition] is letter of a word or phrase must be rearranged,
and the second new word or phrase must be created. The third, every letter of the
original must be used in the new expression.” (Rosadi, 2017). Unlike other symbols that
require the addition or elimination of morphemes or other related elements, the
Satellite symbol simply suggests a structural reorganization of the existing word’s
letters, turning the symbol into a closed system, unlike the Star Hexagons symbol,
which sends to an open system as foreign elements make their way inside the solution,
as Giampaolo Sasso (2016) also suggests in his study on anagrams: “ Anagrams are both
graphemic and phonemic, generally working together with each other, enabling their
study to be simplified to that of graphemes.” (Sasso, 2016). As the player encounters
puzzles that contain words like DEMURRED (shown in Fig. 7) and realizes their
solutions (in this case, MURDERED), they become engaged in a metathesis on a ludic
scale. As such, from the lector ludens perspective, this symbol realizes a powerful
cognitive shift as the player must limit themselves to the signified of the word in order
to treat the word as just a set of letters.

DEMURRED
%,

MURDERED

Fig. 7. Example of the Satellite symbol
in a solved puzzle.
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The Hexagon-Ellipse Symbol

The Hexagon-Ellipse symbol refers to the relationship between two words that
share the same pronunciation, but differ in spelling and meaning, as seen in Fig. 8. In
this case, the player is required to rely entirely on phonological information, as the
written form does not provide any distinction between possible solutions. This
increases the cognitive difficulty of the puzzle, since multiple lexical candidates may
initially appear equally valid. Therefore, while the symbol deals with sound, it
functions in this context as a structural rule because it navigates the phonological
structure of the word.

The concept of homophony is widely discussed by linguists, particularly in
relation to the discrepancy and difference between phonological similarity and
orthographic variation. While homophones are often presented as equivalents in
theoretical definitions, some empirical studies suggest that the speech production is
influenced by contextual and frequency-related factors (Gahl, 2008), which complicates
the idea of absolute phonological identity.

Within Lingo 2, this ambiguity becomes a gameplay mechanism that forces the
player to disambiguate meaning based on limited information. The player must
therefore draw on lexical knowledge, contextual reasoning, and pattern recognition in
order to identify valid word pairs. In this way, this symbol highlights the relationship
between spoken language and written representation, reinforcing the game’s focus on
linguistic ambiguity and interpretative flexibility.

Fig. 8. Example of the Hexagon-
Ellipse symbol in a solved puzzle.

The Planet Symbol

The Planet symbol introduces the concept of pluralization in the game in an
unique way. One of the game’s most advanced morphological lessons appears in a
mirrored environment that functions as a controlled linguistic experiment. In Room A,
the player meets a series of panels featuring the Planet symbol combined with an
oppositeness modifier (see Modifiers, infra). This modifier reverses the usual process of
pluralization, suggesting to the player to move from plural to singular. For words such
as COINS, LINKS, and KNOTS, the solution is straightforward: the player removes the
final letter to obtain the singular form (COIN, LINK, KNOT). The difficulty increases
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with words such as FISH, SHEEP, BISON, and TUNA (see Fig. 9). Since these are
invariant plurals, the singular form remains identical to the plural. This creates a
moment of cognitive tension, as the expected transformation does not produce any
visible change, preparing the player for the shift introduced in the mirrored room. In
Room B, the oppositeness modifier is removed, and the player must now form plurals
from singular nouns. However, at this stage, the letter “S” is not yet available to the
player, making standard pluralization impossible for most words. As a result, only
invariant plurals (SHEEP, BISON, TUNA) can be solved. By completing these puzzles,
the player is rewarded with the letter S, which functions as the morphological marker
of plurality in English. This moment represents a form of embodied learning.
Therefore, the game transforms an abstract grammatical rule into a tangible resource,
thus highlighting the central role of the plural marker in accessing and manipulating
the lexicon. This progression illustrates the distinction between form and meaning:
although the idea of plurality remains constant, its expression varies across different
lexical items. The shift from invariant forms to suffixation emphasizes the game’s focus
on underlying grammatical rules. It is important to note that in some cases the solution
is not the regular plural form, but a collective noun: for instance, CROW — MURDER.
This requires the player to move beyond morphological pluralization and instead
identify a lexicalized expression of plurality. A related key challenge in decoding the
symbols of Lingo 2 arises when a single word allows for multiple possible
interpretations, leading to what can be described as lexical over-determination. A clear
example of this is shown in Sarah Lupu (Morphious86)’'s mod for the game named
Coronation. She includes the word BAT in several puzzles, which can generate several
valid solutions depending on whether the player interprets it in a biological, sporting,
or morphological sense, as seen in Fig. 10.However, in order to both assure the
existence of only one solution at a time and reduce potential frustration caused by such
ambiguous, uncommonly used words for the average player, the game introduces
another mirrored puzzle mechanism. On the reverse side of these more complex panels,
the player encounters a parallel puzzle that leads to the same solution, but starts from
an already known word-symbol combination (see Fig. 11). This design functions as a
form of redundancy, ensuring that even if the initial interpretation proves too obscure,
the solution can still be reached through an alternative route. In this way, the game
does not simply test the player’s knowledge, but it also stimulates it, offering a
structural safety net that encourages learning through comparison.

Fig. 10. The BAT puzzles.
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Fig. 9. Example of the Planet symbol in a solved puzzle (the invariant plural case).

BACTERIA

Fig. 11. The mirrored BAT puzzles.

Note: Fig. 10 & fig. 11 are screenshots from Coronation (Lupu, 2025).

Semantic Relationship Symbols

The semantic relationship symbol category represents the shift from wordplay to
meaning play. While structural and morphological symbols prioritize the “shell” of the
word, these symbols require the lector ludens to engage with Saussure’s signified, the
underlying meaning of the word and its various nuances. This player must navigate not
only meanings, but also qualitative and emotional shifts in word meaning formation.

The Sun Symbol

One of the first symbols that the player encounters is the Sun symbol. It is one
of the easiest symbols to comprehend by the player, as it translates to the concept of
synonymy, which is a fundamental part of the domain of semantics. As Maja Stanojevi¢
mentions in her study Cognitive Synonymy: A General Overview, the concept of
synonymy is defined by “the relation that holds between bound morphemes, lexemes,
lexical units, phrases, clauses, sentences and propositions” (Stanojevi¢, 2009).

An example of a solved puzzle with the Sun symbol is shown in Fig. 12. When
solving the puzzle, the player gets a hint from the number of letters that the solution
must have. Therefore, for the example shown in Fig. 12, the player will think of a
synonym to the word “FEEL” that contains 5 letters. As such, the solution to this puzzle
is the near-synonym “TOUCH".

The Sun symbol takes into consideration two of the three elements of the scale
of synonymity mentioned by the linguist Alan Cruse (2011): near-synonymy and
cognitive synonymy. The concept of near-synonymy is mentioned by M. Lynne
Murphy (2003) in her study, where near-synonymity is context-dependent and does not
convey the same sense between two words, but rather “a sense that is much like a sense
of its counterpart” (Murphy, 2003). Other examples given by Murphy that function in
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the same way are the pairs “foggy-misty” and “mob-crowd” (Murphy, 2003). Unlike in
absolute synonymy, near-synonyms are “not fully intersubstitutable, but instead
varying in their shades of denotation, connotation, implicature, emphasis, or register”
(Edmonds & Hirst, 2002).

Stanojevi¢ (2009) gives the following definition for cognitive synonymy:
“Cognitive synonymy is the identity of cognitive (descriptive) meaning” (Stanojevic,
2009). Cognitive synonymy is understood and defined by linguists in two different ways.
This concept is seen as either a strict logical equivalence between two propositions or as a
perceived sameness of meaning by the general population (Stanojevic, 2009).

When shown with the oppositeness modifier (see Modifiers, infra), the Sun
symbol will translate to antonymy (see Fig. 13). Most contemporary philosophers of
language ignore the concept of antonymy in favor of synonymy and other semantic
relationships, but the concept of antonymy is still seen in the game as a general term for
all types of opposition between two meanings. In the example given by Fig. 13, the
symbol suggests reverseness, but in other instances the game shows various examples
of contradictories, contraries, gradable antonyms and other such semantic relationships
that fall under the general umbrella of antonymy.

Fig. 12. Example of the Sun symbol used in a Fig. 13. Example of the Sun symbol with the
puzzle. oppositeness modifier used in a puzzle.

The Concentric Circles Symbol

The symbol consisting of concentric circles serves as the visual representation
of the passage of time. In the domain of semantics, this symbol moves beyond passive
relationships to represent a shift in state over time. As demonstrated in the transition
from SUSPENSE to FEAR (see Fig. 14), the player must identify the psychological or
physical outcome that naturally follows the starting state of suspense. This requires the
lector ludens to engage in predictive logic, navigating what linguists refer to as
sequential causality. Unlike the Sun symbol, which looks for a synonym, the Concentric
Circles symbol looks for a future manifestation of the given word. This mechanic
highlights the chronological dimension of language, where one word acts as the trigger
for a subsequent emotional or physical reality, forcing the player to consider the
narrative arc of a concept rather than its dictionary definition.
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SUSPENSE
FEAR

Fig. 14. Example of the Concentric Circles
symbol used in a puzzle.

X Symbol

In the semantic relationship category, the X symbol marks a process of
activation or intensification. While symbols such as the Sun (synonymy) involve a shift
between words of similar meaning, the X symbol introduces another type of change,
transforming a neutral or static concept into a more dynamic or energized one by
giving it vitality or energy. This can be observed in transitions such as CLOUD —
STORM or WHISPER — SHOUT (see Fig. 15), where the core concept remains
recognizable but gains force, intensity, or movement. The player is therefore required
to identify a more active version of the initial lexeme. In other cases, the transformation
relies on culturally shared associations. For example, SHEET — GHOST (see Fig. 16)
reflects a reinterpretation in which an inanimate object is perceived as animate within a
familiar cultural framework. This requires the player to draw on broader contextual
knowledge rather than purely linguistic definitions. Overall, the symbol highlights how
meaning can shift through the addition of intensity or vitality, encouraging the player
to interpret words not as fixed units, but as states that can be activated or transformed.

WHISPER
3
SHOUTI

Fig. 15. Example of the X symbol used in a Fig. 16. The SHEET — GHOST example.
puzzle.
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The Null Symbol

Unlike the X symbol, which focuses on transformation and change, the Null
symbol emphasizes how it can be used for specialized lexical transitions, a category of
resultative taxonomy in which the player has to identify the formal, technical term for a
process of change within a specific domain. In cases such as CATERPILLAR —
METAMORPHOSIS, CONSTITUTION — AMENDMENT, BOOK — REVISION and
SPECIES — EVOLUTION (see Fig. 17), the Null symbol functions as a prompt for
terminological precision. Rather than selecting a synonym or a general transformation,
the player must produce the recognized term for a structured process. This represents a
shift from everyday language to specialized terminology. One key feature of these
transitions is the distinction between an entity and the process it undergoes. The game
effectively requires the nominalization of transformation: a caterpillar does not simply
“change,” but undergoes metamorphosis; a constitution is altered through amendment;
a book is improved through revision. In this sense, the Null symbol, which was already
associated with something that is finished, marks not just the end state, but the
recognition of the process itself. These examples also highlight the role of semantic
constraints. Each process term is tightly bound to a specific semantic domain, meaning
that substitution is highly restricted. One cannot “amend” a caterpillar or
“metamorphose” a constitution without violating standard usage. This reflects what
Cruse (2011) describes as “selectional restrictions” (Cruse, 2011), where lexical items
impose limits on the types of entities they can meaningfully combine with. The Null
symbol therefore tests the player’s collocational competence, meaning their knowledge
of which terms conventionally “belong” together within a given semantic frame.

SPECIES
(7))
EVOLUTION

Fig. 17. Example of the Null symbol used in a puzzle.

The Boxed Circle Symbol

Being also characterized as a symbol representing semantic relationship, the
Boxed Circle marks another moment in the game, featuring a central circle “walled in”
by a box. This is a rare moment in Lingo 2 where the logic shifts from abstract
conceptualization to auditory simulation. In the transition from SNAKE to HISS or
from GOOSE to HONK (see Fig. 18), the player identifies the source of a specific
phonological event. This symbol challenges the Saussurean (2023) principle of the
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“arbitrariness of the sign” (Saussure, 2023). While most lexical relationships in the game
are arbitrary (the word fox does not resemble a fox), the relationship between GOOSE
and HONK is iconic. The “walled circle” functions as a visual metaphor for a sound
chamber, prompting the player to engage their phonological abilities. The player must
“hear” the first word in their internal monologue and then perform an indexical search,
treating the sound as a physical trace left by the creature. This shift from “text-as-
meaning” to “text-as-sound” represents a significant cognitive pivot, requiring the
player to rely on auditory imagination as much as vocabulary.

Fig. 18. Example of the Boxed Circle symbol used in a puzzle

Relational and Social Taxonomy Symbols

The symbols categorized under Relational and social taxonomy operate on the
player’s encyclopedic knowledge. Unlike morphological rules that can be solved
through internal word logic or semantic relationship symbols that require to
manipulate word meaning, these symbols require an understanding of how the world
is organized socially and biologically. This category condenses the semiotic landscape
of the player, testing their ability to navigate conventional boundaries. In these puzzles,
the lector ludens must access a shared cultural code to identify complementary words.
This represents a shift from linguistic competence to cultural literacy, as the player
must recognize that meaning is often defined by the space an entity occupies or the role
it plays within a societal structure.

The Pyramid Symbol

The Pyramid symbol, with its broad base narrowing piece by piece towards a
single point at its peak, functions as a visual respresentation for the rule of scalar
intensification. Linguistically, it represents movement along a semantic scale, where the
core meaning of a word remains stable, but its degree or intensity changes. By situating
the Pyramid symbol within the category of social taxonomy, the study can analyze how
language categorizes the intensity of human experience. Taxonomy is often
misunderstood as a system of rigid, binary boxes. However, the Pyramid symbol
introduces the concept of scalar taxonomy. Markus Werning and Sen Cheng (2017)
mention how “scalar taxonomy divides up the various types of memories along a linear scale:
the time span of memory” (Werning & Cheng, 2017). In examples such as NAP — SLEEP
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or SMALL — TINY, the player must identify a lexeme that occupies a higher position
on a shared continuum of force, duration, or size (see Fig. 19). This mechanism requires
the player to navigate gradable relationships, recognizing that words do not exist as
simple binary opposites, but as points along a spectrum or a graphic. In this sense, the
symbol engages what Cruse (2011) describes as gradable relations. Rather than relying
on fixed equivalence, the player must evaluate degrees of meaning and select a term
that reflects a noticeable increase in intensity. This highlights the game’s nuanced
treatment of synonymy, presenting it as a range of overlapping semantic values. This
process mirrors the real language use, in which speakers constantly adjust lexical
choices to express varying degrees of intensity.

WALK

A

Fig. 19. Example of the Pyramid symbol used in a puzzle.

The Semicircle with Three Stars Symbol

The symbol featuring three stars arranged above a semicircle represents a part-
whole relationship, so the hyponymic relationship between words. Dai Weidong and
He Zhaoxiong define hyponymy as “the sense relation between a more general, more
inclusive word and a more specific word” (Dai & He, 2013). In this case, the given word
functions as a part of a larger concept that the player must identify. The transitions
from TEXT to BOOK and from BOOK to STORE seen in Fig. 20 require the player to
recognize that a text is a category of a book (the textbook), so the text becomes the
book’s hyponym (with other categories being audiobooks, visual books etc.), and that a
book may be a category, so the hyponym of a store (with other categories being grocery
stores, furniture stores, arts stores, hardware stores etc.). This rule encourages the
player to move a word’s meaning from a smaller unit to a broader structure,
identifying how words relate to larger entities. Unlike synonymy, which relies on
similarity of meaning, this mechanism focuses on hierarchical relationships between
concepts. As such, the player must think beyond definitions and consider how words
function as parts within larger systems. The game shows an interesting case when the
oppositeness modifier (see Modifiers, infra) is added to the symbol: an ungrammatical
English word is used in a puzzle (*PRONOUNPRONOUNPRONOUN?, as seen in Fig.
21). The player recognizes the reverse rule that the solution must consist of three
concatenated examples of pronouns (the first one having an additional letter

1" grr

2 Ungrammaticality is marked in this article by
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originating from the Star Hexagons symbol’s rule). Therefore, the solution in this case is
INHERIT, formed by the pronouns I(N), HER and IT.

5|8 8|8 |8
INHERIT

BOOKSTORE

Fig. 20. Example of the Semicircle with Three Fig. 21. The
Stars symbol used in a puzzle. *PRONOUNPRONOUNPRONOUN puzzle.
The Tangram Symbol

The Tangram symbol is represented by a square configuration similar to the
Tangram game. The symbol indicates a part-whole relationship, specifically from a
component to a whole, therefore suggesting meronymy. While hyponymy organizes
concepts in a logical hierarchy, meronymy reflects a physical or structural perspective
(Khoo & Na, 2006). In the transition from PLANTS to NATURE seen in Fig. 22, the player
must identify the broader entity of which the given word is a part of. In this specific
example, this requires recognizing that plants are elements of nature. This mechanism
encourages the player to shift from a more detailed, structural understanding to a holistic
one. In this way, the game highlights how words can represent not only complete objects,
but also their internal composition. This type of interaction requires the player to move
beyond strictly linguistic definitions and instead draw on what Eco (1979) describes as
the “Encyclopedia”, meaning a broad body of cultural and experiential knowledge. In
order to connect PLANTS to NATURE, the player does not rely on dictionary definitions
or other semantic aspects, but on an understanding of relationships with the world,
therefore involving the pragmatic paradigm.

PLANTS
El

NATURE

Fig. 22. Example of the Tangram symbol used in a puzzle.
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The Falling Stars Symbol

The Falling Stars symbol (represented by stars in a diagonal, descending
alignment) signifies the relationship of specifically animal habitation, ecological
placement. In the transitions of BIRD -> NEST and FOX -> DEN (see Fig. 23) the player
is required to move from an autonomous biological agent (an animal) to its specific
spatial “anchor” (its habitat). This represents a classic case of metonymy, specifically
the “container for the contained” relationship. Following the cognitive linguistics of
Lakoff and Johnson (1980), humans conceptualize entities through their physical
orientations and containers. Even though none of the drawings made for the symbols
have any significance in describing the linguistic rules, the stars can be interpreted as a
return to a place of rest or safety, framing the relationship as teleological (the
destination of the creature). Ernst Mayr (1992) suggests that the majority of
philosophers have treated teleology as a single, unified phenomenon. This overlooks
the fact that the term “teleological” has been used to describe several fundamentally
different natural phenomena. Under these conditions, it is not surprising that attempts
to find a single, unified explanation of teleology have so far proven unsuccessful (Mayr,
1992). To solve these puzzles, the player must access their “encyclopedic knowledge” (Eco,
1979), identifying the unique architectural output of a specific species. This adds a layer
of environmental semantics and pragmatics to the game’s taxonomy, showing that a
word’s meaning is often inextricably linked to its physical location in the world.

Fig. 23. Example of the Falling Stars symbol used in a puzzle.

The Boomerang Symbol

The Boomerang symbol is represented by two boomerang forms and a small
dot and it highlights one of the most unique mechanics in the game. In this context, the
Boomerang symbol represents a transformation of affective value, where a base lexeme
is “sweetened” either literally or metaphorically. In this semantic operation, the player
must identify a target word that retains the core meaning of the source while shifting
its semantic prosody (the communicative value a word acquires through association)
toward the positive.
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For example, if the source word carries a neutral or harsh connotation, the
Boomerang symbol prompts the player to find a “kinder” or more pleasant counterpart.
This requires the lector ludens to navigate subtle differences in connotation, recognizing
that language functions not only as a carrier of information, but also of emotion and
social evaluation.

However, the game also chooses to take the rule literally: in the example shown
in Fig. 24, WATER is sweetened into JUICE.

Fig. 24. Example of the Boomerang symbol used in a puzzle.

The Fence Symbol

This symbol, being represented by vertical bars over an ellipse, signifies gender
dimorphism or relational opposites within a specific biological or social category. In
transitions such as WOMAN to MAN and MOTHER to FATHER (see Fig. 25), the game
requires the player to identify complementary antonyms.

This symbol can be linked to the concept of lexical gender, as discussed by
Lyons (1977), where certain word pairs encode gender distinctions within the lexicon.
These pairs are not simply opposites, but structurally related terms that exist within the
same semantic field.

Such a symbol opens the door to a broader sociolinguistic discussion. It reflects
how language encodes not only biological distinctions, but also cultural assumptions
about what is treated as “default” versus “specified.”

MOTHER
32

FATHER

Fig. 25. Example of the Fence symbol used in a puzzle.
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Modifiers
The Oppositeness Modifier

An easy concept to comprehend by the player is the one shown in Fig. 26,
which translates as oppositeness. What is interesting about this specific mechanic in the
game is that it is most often used for other symbols, not for literal words, which makes
it into a modifier, as shown in Fig. 27. The player may confuse this modifier with a
proper symbol in Fig. 28, where it is used together with the “blank” symbol, showing
that the word must be written backwards (in this case, the word NET becoming the
word TEN). Therefore, the player has to associate and compare the concept of
oppositeness with word meanings and rules shown by other symbols.

-

Fig. 26. The oppositeness modifier.

Fig. 27. Example of the oppositeness modifier ~ Fig. 28. Example of the oppositeness modifier
used in a puzzle. applied to the “blank” symbol.

The Dot Modifier

The Dot modifier introduces a new layer into the game’s system. By allowing
the repetition of a symbol’s rule, it transforms a single semantic operation into a multi-
step process (see Fig. 29). For example, if a symbol encodes a “part-to-whole”
relationship, the addition of a dot requires the player to apply that operation twice.

Crucially, the game logic specifies that the final output of any symbol must be a
valid English word, not just the final output of the puzzle. In other words, for each
symbol in the stack, after resolving its modifiers, a valid English word must be
produced. However, the dot modifier allows for ungrammatical words for any
iterations except the final one, which is the solution. This allows for “ghost” iterations,
where intermediate steps may remain conceptually valid but ungrammatical and
lexically absent from the player’s explicit solution path. This mechanism mirrors the
linguistic concept of recursive mapping, in which a rule is applied to its own output.
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Fig. 29. Example of the dot modifier applied in a puzzle.

The Squiggly Line Modifier

The Squiggly Line modifier represents one of the most abstract and challenging
elements of the game’s metalanguage. Unlike other modifiers, which enforce strict
rules, the squiggly line signals a thematic shift that remains largely at the discretion of
the game developer (see Fig. 30 & 31).

In linguistic terms, this can be understood as a form of paradigmatic drift,
where the target word is not a direct logical result, but rather a thematically related
counterpart. Because this modifier does not rely on a fixed rule, it requires the lector
ludens to engage in lateral thinking and pragmatic inference.

The player must consider how the given word’s usual logic might be creatively
reinterpreted, asking what kind of “sidestep” would still feel coherent within the
system. This introduces a more subjective, almost poetic dimension to the puzzles, as
the relationship shifts from strict correspondence to analogy.

In this sense, the squiggly line modifier functions as a meta-commentary on the
flexibility of language.

CHARGE

FIREMAN
(2

CHARGER FIREFIGHTER

Fig. 30. Examples of the squiggly line modifier applied in a puzzle.
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Fig. 31. Another example of the squiggly line modifier applied in a puzzle.

Conclusions

This study has demonstrated that Lingo 2 functions not simply as a word game,
but as a structured environment for linguistic experimentation. Through its system of
symbols and modifiers, the game reconfigures language into an interactive framework
in which players actively generate meaning rather than merely retrieve it. Each puzzle
positions the lector ludens at the intersection of form, meaning, and world knowledge,
encouraging engagement with language as a dynamic and multi-layered system.

By integrating structural, semantic, and encyclopedic processes, Lingo 2
illustrates how digital platforms can simulate complex linguistic mechanisms in ways
that are both accessible and intellectually engaging. Its mechanics promote recursive
reasoning, semantic accuracy, and interpretative adaptability, thereby narrowing the
divide between linguistic theory and playful practice.

Ultimately, Lingo 2 highlights the creative potential of language in the digital age. It
suggests that meaning is not static and it is continually shaped through context, inference,
and rule-governed interaction. In this respect, the game operates simultaneously as a ludic
experience and a form of applied linguistics, encouraging players to approach language not
only as users, but as active interpreters and problem-solvers.
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Abstract: This paper examines the representation of three central figures from Norse mythology
— Hel, Baldur, and Loki — in modern video games, comparing their portrayal in medieval Eddic
sources with their digital reimaginings in titles such as God of War, Hellblade: Senua’s Sacrifice,
Too Human, and Assassin’s Creed Valhalla. Drawing primarily on Snorri Sturluson’s Younger
Edda, the study argues that while video games have played a significant role in popularizing
Norse mythology among contemporary audiences, they consistently transform these figures in
ways that reflect modern values rather than ancient cosmological frameworks. Hel is recast from
a neutral cosmic principle into a psychological metaphor or technological construct; Baldur shifts
from doomed innocent to complex antagonist; and Loki evolves from an all-powerful adult
trickster into a potentially redeemable youth. These transformations are driven by the demands
of interactive narrative, contemporary moral expectations, and the need for player engagement.
The paper contends that, although video game adaptations serve as valuable gateways into
Norse mythology, they cannot replace direct engagement with the Eddas, which preserve a
worldview — centered on fate, doom, and the moral ambiguity of the divine — that remains

irreducible to modern entertainment formats.

Keywords: Norse mythology, video games, adaptation, Eddas, trickster archetype.

Lo, there do I see my father,

Lo, there do I see my mother,

And my sisters and my brothers.

Lo, there do I see the line of my people,
Back to the beginning.

Lo, they do call to me,

They bid me take my place among them,
In the halls of Valhalla,

Where the brave may live forever.
(“The 13th Warrior”, 1999)

1 Coordonator: Conf. univ. dr. Isabela MERILA.
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Introduction

The Viking Death Prayer, although a contemporary creation (see Michael
Crichton’s Eaters of the Dead, 1976), echoes across centuries an entire civilization’s
understanding of death, honor, and the divine. When we hear these words today —
whether in film, literature, or video games—we are touching something ancient and
profound. Yet, how much do we truly understand about the gods these warriors called
upon? How accurately do our modern interpretations reflect the complex mythology
preserved in the Eddas? These questions become particularly relevant as Norse
mythology experiences a renaissance in contemporary gaming culture, where millions
of players encounter Odin, Thor, Loki, and Hel not through ancient texts, but through
interactive digital narratives.

The Norse pantheon, as recorded primarily in Snorri Sturluson’s Younger Edda
and the poetic Elder Edda, presents a world-view fundamentally different from our
own. These were not simply gods to be worshiped — they were flawed, complex beings
trapped in a cosmic drama heading inexorably toward Ragnarok, the twilight of the
gods. As Sturluson explains in the Younger Edda, “In the beginning Almighty God
created heaven and earth, and all things that belong to them” (Sturluson 33), yet the
gods themselves existed within creation, subject to fate and the pronouncements of the
Norns. This creates a fascinating tension: gods who are powerful, yet doomed, wise, yet
capable of foolishness, immortal, yet fated to die.

Modern video games have become unlikely vessels for mythological
transmission. Titles like God of War, Too Human, Senua’s Sacrifice, and Age of Mythology
introduce millions of players to Norse deities, often serving as their first substantial
encounter with these ancient stories. But this transmission comes with transformation.
Game developers face a fundamental challenge: how do you translate thousand-year-
old myths into interactive experiences that satisfy modern audiences expecting
character development, moral complexity, and engaging gameplay? The answer often
involves significant reinterpretation, sometimes illuminating aspects of the original
myths, sometimes obscuring them entirely.

This essay examines three crucial figures from Norse mythology —Hel, Baldur,
and Loki—tracing their journey from the Eddas to modern gaming. These three
represent different aspects of the Norse world-view: Hel embodies the inevitability of
death and the afterlife’s ambiguity; Baldur represents innocence, tragedy, and the
fragility of goodness; and Loki exemplifies the trickster archetype, embodying chaos,
intelligence, and the thin line between help and harm. Each has been re-imagined,
restructured, and re-contextualized for contemporary audiences, sometimes staying
remarkably faithful to the source material, sometimes departing so dramatically that
the original myth becomes nearly unrecognizable.

By examining these transformations, we can understand both what we have
gained and what we have lost in translation. Video games offer immersive experiences
that can make ancient myths feel immediate and relevant. They can highlight themes
that resonate with modern concerns and create emotional connections that pure
scholarship cannot match. Yet they also simplify, moralize, and often Christianize
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narratives that originally operated under completely different ethical and cosmological
frameworks. The Norse gods were not good or evil in the Christian sense —they were
beings struggling within fate’s constraints, doing what they had to in order to postpone
an inevitable doom.

The question, then, is not whether video games should adapt Norse
mythology —they already have, and likely will continue to do so. Rather, we must ask:
what happens when interactive entertainment becomes the primary means through
which people encounter these ancient stories? What responsibility, if any, do
developers have to the source material? And most importantly, why should we return
to the Eddas themselves, dusty and archaic as they may seem, when we have vibrant,
engaging digital interpretations available?

This exploration will attempt to demonstrate that while video games can serve
as excellent gateways to Norse mythology, they cannot replace the depth, complexity,
and cultural context found in the original texts. Each god we examine—Hel, Baldur,
and Loki—reveals different aspects of this tension between ancient wisdom and
modern interpretation, between faithfully ( as faithful as it could be done at that time )
adaptation and creative re-imagining. Through careful comparison of the Eddas and
their digital descendants, we can appreciate both the enduring power of these myths
and the wunique challenges of translating them into interactive experiences.
Understanding the roots of these characters does not diminish the gaming experience —
it enriches it, adding layers of meaning that can transform gameplay from mere
entertainment into genuine cultural engagement.

Hel: Goddess of Death and the Underworld

In the original Norse conception, Hel represents one of mythology’s most
complex and misunderstood figures. She is neither purely evil nor entirely
benevolent —she simply is, much like death itself. Sturluson’s Younger Edda introduces
her as one of Loki’s three monstrous children: “A giantess in Jotunheim, hight
Angerboda. With her he begat three children. The first was the Fenris-wolf; the second,
Jormungand, that is, the Midgard-serpent, and the third, Hel” (Sturluson, 1879, p. 91).
This familial connection immediately marks her as dangerous in the gods’ eyes, yet her
actual role proves far more nuanced than simple villainy.

The gods’ treatment of Hel reveals their fear of death and the unknown. When
Odin learned of prophecies concerning Loki’s children, he took decisive action:
“Alfather sent some of the gods to take the children and bring them to him. When they
came to him he threw the serpent into the deep sea which surrounds all lands... Hel he
cast into Niflheim, and gave her power over nine worlds, that she should appoint
abodes to them that are sent to her, namely, those who die from sickness or old age”
(Sturluson, 1879, p. 92). Notice that Odin does not destroy Hel —he cannot, for death
itself cannot be destroyed. Instead, he attempts to contain and control her, giving her
dominion over those who die from natural causes, rather than gloriously in battle.

Hel’s physical description emphasizes her liminal nature, existing between life
and death, beauty and horror: “One-half of her is blue, and the other half is of the hue
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of flesh; hence she is easily known. Her looks are very stern and grim” (Sturluson, 1879,
p-  92). This dual nature is not merely cosmetic—it represents the fundamental
ambiguity of death in Norse thought. Death is not purely negative; it is a necessary
transition, neither wholly beautiful nor entirely terrible. Hel’s realm reflects this
ambiguity: “She has there a great mansion, and the walls around it are of strange
height, and the gates are huge. Eljudner is the name of her hall. Her table hight famine;
her knife, starvation” (Sturluson, 1879, p. 92). These details paint a grim picture, yet
they also suggest a kind of order and even hospitality —Hel has a hall, a table, proper
furnishings, even if they bear ominous names.

The story of Baldur’s death and Hermod’s journey to retrieve him
demonstrates Hel’s actual character most clearly. When Hermod rides to her domain to
beg for Baldur’s return, Hel does not refuse out of malice. Instead, she sets a condition
that reveals the interconnectedness of all existence: “If all things, both quick and dead,
will weep for him, then he shall go back to the asas, but if anything refuses to shed
tears, then he shall remain with Hel” (Sturluson, 1879, p. 136). This is not cruelty —it is a
kind of cosmic justice. If Baldur was truly beloved by all creation, then all creation must
demonstrate that love. When the giantess Thok (likely Loki in disguise) refuses to
weep, Hel keeps Baldur not out of spite, but because the condition was not met. She
operates according to rules, not whims.

Modern video games, however, have struggled to capture this nuance. In God of
War, Hel appears primarily as a location—Helheim —rather than as a character with
agency. The game presents it as a frozen realm of the dishonoured dead, a place of
punishment rather than the more neutral way-station described in the Eddas. The
game’s Helheim is visually striking, filled with ice, mist, and the echoes of the damned,
but it lacks the ordered structure of Hel’s hall as described by Sturluson. The realm
serves primarily as a challenging gameplay environment rather than as a theological
statement about the nature of death and the afterlife.

Senua’s Sacrifice offers perhaps the most psychologically complex interpretation
of Hela (as the game calls her). In this game, Hela exists primarily in the traumatized
mind of Senua, a Pictish warrior suffering from psychosis. The game’s Hela represents
death, yes, but also mental illness, trauma, and the darkness within the human psyche.
As Senua descends into “Helheim,” she confronts not a goddess but her own demons,
her guilt over her lover’s death, and her struggle with voices that may be divine insight
or mental breakdown. This interpretation, while brilliant in its own right, transforms
Hel from a cosmic principle into a psychological metaphor.

Assassin’s Creed Valhalla takes yet another approach, presenting Hel within the
game’s science-fiction framework as a memory or simulation experienced through
genetic memory. Here, Hel appears as part of the Isu storyline, ancient beings whom
humanity mistook for gods. The game attempts to rationalize Norse mythology
through advanced technology, presenting Hel’s realm as a virtual construct or ancient
facility. While this allows players to “experience” Helheim, it fundamentally alters the
meaning of the myth by providing a technological explanation for what was originally
a spiritual reality.
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What these games share is a tendency to moralize Hel in ways the original myths
do not. Modern audiences expect clear moral frameworks —heroes and villains, good and
evil. Hel gets cast as antagonistic or at least ominous because she rules over death, a
realm which is still to be discovered by humans. The Eddas present a more sophisticated
view: death is neither good nor evil, it simply is. Hel does not torment souls out of malice;
she provides them with an afterlife appropriate to their manner of death. The games also
tend to make Hel more active and personal than how she appears in the source material,
transforming her into a more dynamic, threatening presence for the sake of gameplay.
Perhaps most significantly, the games struggle with Hel’s visual representation—her
half-living, half-dead appearance in the Eddas is deeply symbolic, yet video games must
make concrete what was meant to be symbolically ambiguous. What gets lost in these
adaptations is the original Norse attitude toward death itself: not something to be feared
and avoided, but simply the next stage.

Baldur: The Tragedy of Innocence

If Hel represents death’s inevitability, Baldur embodies innocence, light, and
the terrible fragility of goodness in a fallen world. His story in the Eddas is one of
Norse mythology’s most poignant tales, representing the beginning of the end —the
first domino piece falling in the chain of events leading to Ragnarok. Sturluson
describes him in superlative terms: “He is the best, and all praise him. He is so fair of
face and so bright that rays of light issue from him; and there is a plant so white that it
is likened unto Balder’s brow, and it is the whitest of all plants” (Sturluson, 1879, 83).
This description establishes Baldur as fundamentally different from the other gods—
purer, more luminous, almost too good for the world he inhabits.

The account of Baldur’s invulnerability ritual reveals both the gods” love for
him and the hubris that leads to tragedy. When Baldur begins having ominous dream:s,
Frigg responds by extracting oaths from all of creation: “Frigg exacted an oath from
fire, water, iron and all kinds of metal, stones, earth, trees, sicknesses, beasts, birds and
creeping things, that they should not hurt Balder” (Sturluson, 1879, p. 131). This
passage demonstrates the interconnectedness of the Norse cosmos —Frigg does not cast
a spell or invoke divine protection; she negotiates with every element of existence,
treating each as a conscious entity capable of making and keeping promises. The
mistletoe detail is crucial: “West of Valhal there grows a little shrub that is called the
mistletoe, that seemed to me too young to exact an oath from” (Sturluson, 1879, p. 132).
Frigg’s reasoning seems sound—why bother with something so small and
insignificant? Yet this oversight becomes the pivot point of disaster. Doom often comes
not from great and terrible forces, but from small things overlooked, from gaps in our
defenses we never thought to guard.

Loki’s role in Baldur’s death reveals his complex nature as trickster and agent
of fate. After learning about the mistletoe from Frigg, “Loke went and pulled up the
mistletoe and proceeded to the meeting. Hoder stood far to one side in the ring of men,
because he was blind. Loke addressed himself to him, and asked: Why do you not
shoot at Balder?” (Sturluson, 1879, p. 132). Notice that Loki does not force Hoder’s
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hand —he manipulates him through shame and social pressure, offering the blind god a
chance to participate like everyone else. The tragedy is that Hoder’s participation,
guided by Loki, becomes the instrument of Baldur’s death. When the mistletoe pierces
Baldur, “This is the greatest misfortune that has ever happened to gods and men”
(Sturluson, 1879, p. 132-133). The hyperbole is intentional —Baldur’s death marks the
moment when the golden age of the gods truly ends.

Modern video games have taken radically different approaches to Baldur, often
transforming him from victim to antagonist. God of War (2018) presents perhaps the
most dramatic re-imagining. Here, Baldur is not the innocent victim but the primary
antagonist, a god driven mad by his mother Freya’s over-protection. The game’s Baldur
has been cursed with invulnerability, but this “blessing” has robbed him of all
sensation. His quest throughout the game is to kill Freya and break his curse, even if it
means his own death. This interpretation transforms Baldur’s invulnerability from
protection into prison, reflecting modern anxieties about overprotective parenting and
the cost of absolute safety. His death comes not from innocent accident but from his
own rage and refusal to forgive his mother, with Kratos killing him to prevent
matricide. This Baldur is complex, sympathetic even in his villainy, but he bears little
resemblance to the innocent victim of the Eddas.

Too Human, on the other hand, attempts something closer to the original myth’s
spirit, though set in a science-fiction framework. In this game’s cyberpunk
interpretation of Norse mythology, Baldur is described as having “a sense of moral
perfection” and being “the most honorable of the gods” (“Baldur” Too Human Wiki). He
maintains the original Baldur’'s essential goodness and leadership qualities, though
translated into a futuristic setting where gods are bio-engineered super-soldiers. The
contrast between these two interpretations reveals different aspects of what Baldur
represents. Both lose something essential from the original myth: the sense that
Baldur’s death is genuinely innocent, that he is caught up in forces beyond his control,
that his destruction represents the first crack in the gods” world.

What the games struggle to capture is the Eddic Baldur’s passive perfection.
Video games are inherently active media—they require player agency, action,
challenge. A character who simply exists as pure and good, who is acted upon rather
than acting, does not translate well to interactive entertainment. The original Baldur’s
story carries theological weight that the game adaptations struggle to convey: his death
is not just a tragedy—it is the moment when evil truly penetrates Asgard, when the
gods” golden age ends, when the countdown to Ragnarok truly begins. As Sturluson
writes, “When the asas at length tried to speak, the wailing so choked their voices that
one could not describe to the other his sorrow. Odin took this misfortune most to heart,
since he best comprehended how great a loss and injury the fall of Balder was to the
asas" (Sturluson, 1879, 132-133). The games also simplify the aftermath of Baldur’s
death—Hermod’s journey to Hel, the condition for Baldur’s return, and Thok’s refusal
to weep—elements that are crucial in the original myth because they show that even
the gods cannot undo death through power or will.
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Loki: The Trickster and Agent of Fate

If Baldur represents innocence and Hel represents death’s inevitability, Loki
embodies something more complex and harder to categorize —the trickster, the shape-
shifter, the one who exists between categories and breaks boundaries. Sturluson’s
description immediately establishes Loki’s ambiguous nature: “There is yet one who is
numbered among the asas, but whom some call the backbiter of the asas. He is the
originator of deceit, and the disgrace of all gods and men. His name is Loke, or Lopt...
He is fair and beautiful of face, but evil in disposition, and very fickle-minded. He
surpasses other men in the craft called cunning, and cheats in all things” (Sturluson,
1879, p. 91). Notice the contradictions here: beautiful but evil, clever but deceitful,
numbered among the gods but their disgrace. Loki does not fit neat categories, which is
precisely what makes him essential to Norse mythology.

Loki’s relationship with the gods is one of constant tension and mutual
dependence. The Eddas contain numerous stories of Loki causing problems for the
gods and then solving them, often through the same cunning that created the trouble in
the first place. One particularly telling example is the story of the Master Builder who
offered to construct the walls of Asgard in exchange for the sun, moon, and Freyja.
When it becomes clear the builder will complete the task and claim his price, “they
proceeded to lay hands on Loke. He in his fright then promised with an oath that he
should so manage that the builder should lose his wages, let it cost him what it would”
(Sturluson 111). Loki’s solution involves transforming himself into a mare to distract
the builder’s stallion, resulting in the birth of Sleipnir, Odin’s eight-legged horse. The
story demonstrates Loki’s fluid nature —he can change sex and species, use sexuality as
a tool, and turn potential disaster into ultimate benefit.

Yet Loki’s most significant role is as the instigator of Baldur’s death and the
events leading to Ragnarok. After manipulating Hoder into killing Baldur, Loki
disguises himself as the giantess Thok to prevent Baldur’s return: “Thok will weep with
dry tears for Balder’s burial; Neither in life nor in death gave he me gladness. Let Hel
keep what she has!” (Sturluson, p. 136-137). This moment is crucial — Loki’s refusal to
weep ensures that Baldur remains in Hel, that the gods” world remains broken, that
Ragnarok becomes inevitable. Yet even here, Loki’s motivation remains somewhat
unclear. Is he acting out of pure malice? Is he fulfilling his destined role as agent of
fate? The gods’ subsequent punishment—binding him with his own son’s entrails
beneath a serpent dripping venom—speaks to the depth of their grief and rage, yet
even bound, Loki shakes the earth itself.

Modern gaming’s most significant interpretation of Loki comes through God of
War’s presentation of Atreus, who is revealed to be Loki. This interpretation makes
Loki the protagonist’s son, a child struggling with his identity and power. The game’s
Atreus begins as an apparently mortal boy who gradually discovers his divine nature
and enormous potential. When he learns his real name is Loki, it is framed not as
destiny fulfilled but as possibility opened—he can become Loki the trickster and
destroyer, or he can choose a different path. The game presents Loki’s identity as
something to be navigated rather than simply accepted, transforming the trickster from
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an ambiguous adult into a child grappling with questions of identity, power, and
morality. This allows players to sympathize with Loki in ways the Eddas do not
necessarily encourage, seeing his trickster nature not as inherent but as the potential
outcome of a confused and powerful youth making bad choices.

The trickster element—what makes Loki uniquely Loki—gets somewhat
diluted in the gaming adaptation. In the Eddas, Loki’s trickster nature is not just about
causing trouble; it is about shape-shifting, boundary-crossing, and exposing hypocrisy.
He transforms into different genders, different species, different forms. He exists
between categories: neither fully god nor fully giant, neither purely helpful nor purely
harmful, neither wholly male nor wholly female. This fluidity is what makes him
dangerous to the gods” ordered world but also what makes him necessary —sometimes
you need someone who can break rules and cross boundaries to solve problems that
conventional solutions cannot address. What gets lost in adaptation is the deep
ambiguity of Loki’s role. The Eddas never clearly explain why Loki turns against the
gods so completely, and this ambiguity is part of his power. He represents the chaos
and uncertainty inherent in existence, the fact that even among gods, motivations can
be unclear and actions can have unintended consequences.

The gaming industry’s tendency to moralize and explain threatens to strip Loki
of this essential ambiguity. By making him sympathetic through Atreus, God of War
risks losing what makes him distinctly Loki. The original Loki is not necessarily
sympathetic — he is fascinating, complex, and in some ways necessary, but not someone
with whom we are meant to easily identify. He is the force that breaks things, that
exposes flaws, that makes change—whether for good or ill—inevitable. Yet there is
something to be said for the game’s choice to present Loki as potential rather than
destiny, aligning with contemporary values emphasizing individual agency over
predestination —whether this aligns with Norse mythology’s actual worldview, which
featured a much stronger sense of inescapable fate, is another question entirely.

Conclusion

The journey from the Eddas to modern gaming reveals both the enduring
power of Norse mythology and the challenges of translating ancient narratives into
contemporary media. Hel, Baldur, and Loki each undergo significant transformations
in their digital incarnations, sometimes gaining new dimensions and relevance,
sometimes losing essential elements of their original characters. These transformations
are not inherently negative—adaptation requires change, and video games have
introduced millions of people to Norse mythology who might never have picked up the
Eddas. Yet the differences between source and adaptation matter, not just for academic
accuracy but because they may reflect fundamental shifts in how we understand
divinity, morality, and fate itself.

The games we have examined — God of War, Too Human, Senua’s Sacrifice, and
others —each make distinct choices about how to present these ancient gods. Some
prioritize character development and moral complexity, creating versions of the gods
that fit modern narrative expectations even when it means drastically altering their

372



mythological roles. Others use mythology as a lens for exploring human psychology
and trauma. Each approach has merit, but none can fully replace engagement with the
original texts. The Eddas preserve an entire “universe” in which the world(s) are
displayed in a different manner from the Abrahamic one — it portraits a world where
gods are not all-powerful or all-good, where heroes fight despite knowing they will
lose, and where even creation contains the seeds of its own destruction. This worldview
offers perspectives our contemporary culture needs, reminding us that life does not
always have happy endings, that doing right does not guarantee reward.

The video game adaptations, for all their virtues, tend to soften these harsh
truths. They give us versions of Norse mythology filtered through modern sensibilities
about choice, redemption, and moral clarity. They make Loki potentially redeemable,
Baldur complex rather than innocent, and Hel either psychological or technological
rather than cosmic. These changes make the myths more palatable, more relatable,
perhaps more entertaining —but they also domesticate stories that were never meant to
be comfortable. The original myths speak of a world where the best and brightest god
can be killed by accident and trickery, where death cannot be negotiated away even by
gods, where the agent of chaos can only be bound, never truly defeated.

Why return to the Eddas when we have vibrant, accessible, interactive
adaptations? Because the Eddas preserve a portion of world history and theology that
stands apart from the Abrahamic theological discourse, and this has value due to its
power of making people rethink the standard. Understanding the whole mythological
system —seeing how all these stories interlock, how fate weaves through everything,
how even creation contains the seeds of destruction— provides insights no single game
can match. The games can show us gods re-imagined for the modern world. The Eddas
can show us gods as they were imagined more than a thousand years ago, preserved
through centuries, surviving even the Christianization that sought to erase them. Both
have value. Both deserve attention. But if we lose the original in favor of the
adaptation, we lose the authentic voice of the ancestors, speaking to us across centuries,
telling us stories about gods who were flawed and doomed and glorious—about a
world that dies and is reborn, about the importance of honor and courage even,
especially, in the face of inevitable defeat.

The digital battle—the translation of Norse mythology into video games—has
been fought and will continue. The gods march across our screens, their stories told and
retold in pixels and polygons. This is not Ragnarok, not the end of the myths, but their
transformation, their continuation in new forms. But for that continuation to remain
vital, we must keep returning to where it all began: to the Eddas, to Snorri Sturluson’s
compilation of ancient wisdom, to the actual myths that the ancestors told around fires
on cold northern nights. There, in those ancient texts, Hel still rules her realm with
stern impartiality, Baldur still shines in doomed innocence, and Loki still shifts and
tricks and brings about both salvation and destruction —waiting to be discovered anew
by every generation willing to listen.
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