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Cuv©nt-´nainte 

 

 
Sub genericul Reprezentare (inter)culturalŁ ĸi performativitate, numŁrul 32 

al revistei Studii ĸi cercetŁri ĸiinŞifice ï seria filologie, cu o deschidere 

interdisciplinarŁ, ´ndeosebi cŁtre dialogul literaturii cu artele vizuale ĸi cu cele ale 

spectacolului, reuneĸte contribuŞii ale unor cercetŁtori ´n domeniu, activ©nd ´n cadrul 

FacultŁŞii de Litere de la Universitatea ĂVasile Alecsandriò din BacŁu sau propuse de 

colegi ĸi colaboratori din mediul academic, at©t din ŞarŁ, c©t ĸi din strŁinŁtate ī de la 

Bucureĸti, Iaĸi, GalaŞi, Sydney, Montr®al.  

 Studiile ĸi articolele incluse ´n acest numŁr sunt grupate pe c©teva secŞiuni 

tematice subsumate problematicii de ansamblu a volumului: ĂSymposionò, ĂCoduri 

vizuale ĸi expresii performativeò, ĂReprezentare lingvisticŁ ĸi imaginar literarò. O 

secŞiune de recenzii semnate de cadre didactice de la Universitatea ĂDunŁrea de Josò 

din GalaŞi ĸi, respectiv, Universitatea ĂVasile Alecsandriò din BacŁu ï Floriana 

Popescu, Vasile Spiridon, Florinela Floria ï, precum ĸi de douŁ masterande ale 

FacultŁŞii de Litere din BacŁu, Gabriela FurtunŁ ĸi Ramona Lescaie, ´ncheie acest 

numŁr al revistei.  

 Prima secŞiune cuprinde, ´n primul r©nd, expunerea prolegomenelor unei 

Ăteorii a expresiei multiformeò ï sau multimodale, intersemiotice ï aĸa cum se 

precizeazŁ ea ´n construcŞia unei anume formule de spectacol. Acest text are la bazŁ 

o conferinŞŁ pe care autorul, profesorul Geoffrey Sykes de la University of 

Wollongong ĸi University of Notre Dame, Sydney (Australia), a Şinut-o la Facultatea 

de Litere a UniversitŁŞii ĂVasile Alecsandriò din BacŁu, ´n octombrie 2014. Pentru 

ilustrarea aspectelor teoretice, autorul urmŁreĸte, ´n mod particular, relaŞiile 

intersemiotice stabilite ´n cadrul unui spectacol (Signals of the Real) pe care el 

´nsuĸi, Geoffrey Sykes, l-a creat pe baza poemelor ĸi picturii lui James Gleeson, unul 

dintre marii artiĸti australieni, cunoscut mai ales ca exponent al suprarealismului. O 

referire detaliatŁ la Signals of the Real se gŁseĸte ´n cel de-al doilea articol, semnat 

de Nicoleta Popa Blanariu, care integreazŁ spectacolul respectiv ´ntr-un program 

complex ï festival ĸi dialoguri academice ï desfŁĸurat la BacŁu ´n 2014, cu sprijinul 

Comisiei Europene ĸi al Minsterului Culturii din Rom©nia, prin Programul ĂCulturaò 

(2007-2013).  

 Cea de-a doua secŞiune continuŁ aceastŁ direcŞie tematicŁ prin articolul 

Cristinei Scarlat, care, aprofund©nd o temŁ de cercetare pe care ĸi-o asumŁ 

consecvent de mai mulŞi ani, se ocupŁ de transpunerea nuvelei La ŞigŁnci de Mircea 

Eliade ´n coduri de expresie alternative, specifice diferitelor arte cu care literatura 

poate intra ´n relaŞie: teatru, film, muzicŁ. Argument©nd posibilitatea studierii unui 

corpus eterogen, literar-cinematografic, prin recurs la instrumente de analizŁ 

similare, Adina Vukoviĺ pune ´n evidenŞŁ ĂmigraŞiaò ï spune ea ï conceptului de 

Ăpalimpsestò, din registrul literaturii ´n acela al filmului, at©t la nivelul construcŞiei 

artistice, c©t ĸi la acela al metadiscursului analitic; ´n egalŁ mŁsurŁ, articolul Adinei  

Vukoviĺ are o componentŁ interculturalŁ, manifestatŁ prin corelarea a douŁ 

Ăhipotexteò ï unul nord-american, celŁlalt nipon.  

 SecŞiunea a treia are ca obiect, ´ntre altele, dimensiunea teatralŁ ï 

ĂscenograficŁò, ´n termenii Laurei Gavriliu ï a discursului didactic ĸi de asemenea, 
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opera unor autori importanŞi din literatura universalŁ ĸi din cea rom©neascŁ: Ovidiu 

(de care se ocupŁ Cristina Popescu, ´ntr-un articol care identificŁ o serie de 

Ăembleme miticeò ´n poezia ovidianŁ a exilului ï aliaj complex ´n care, din varii 

motive, forma generalŁ a mitului primeĸte semnificaŞiile particulare ale istoriei 

trŁite, ale propriei biografii), Emil Cioran (la care se opreĸte Nataĸa Maxim, 

consider©nd cŁ toatŁ opera acestuia poate fi cititŁ ca Ăun jurnal, o confesiuneò 

formulatŁ ´n manierŁ ĂfragmentaristŁò), Gheorghe CrŁciun (pe care Cristina Popescu 

ï o alta dec©t cea deja menŞionatŁ ï ´l reciteĸte din perspectiva Ăandroginiei ca 

manifestare bovaricŁ ´n romanul Pupa Russaò), Ioana Postelnicu (la care revine Ioan 

DŁnilŁ, de astŁ datŁ semnal©nd c©teva aspecte, lacune chiar, ale receptŁrii acestei 

autoare de cŁtre istoria ĸi critica literarŁ rom©neascŁ). Sorin Preda ĸi Violeta Popa 

vizeazŁ editorialul ca tip de discurs jurnalistic, aleg©ndu-ĸi drept corpus de studiu 

revista Formula AS. Continu©nd o mai veche preocupare a sa, RŁzvan Popovici-

Diaconu se intereseazŁ de ĂutilizŁrile tehnologiilor informaŞionale ´n educaŞieò.  

 Constante, la r©ndul lor, ´ntr-un demers de cercetare dedicat reprezentŁrilor 

lingvistice, Petronela Savin ĸi Ioana Boghian precizeazŁ c©teva aspecte 

metodologice implicate ´n realizarea unei antologii contrastive, rom©no-engleze, 

alcŁtuite din expresii idiomatice ĸi proverbe referitoare la actul hrŁnirii. La fel de 

consecventŁ cu tema ei de cercetare, Florinela Floria o dezvoltŁ, de asemenea, ´n 

articolul pe care ´l propune pentru acest numŁr ĸi care surprinde o relaŞie mai puŞin 

studiatŁ de alŞi cercetŁtori, aceea dintre niĸte ĂreprezentŁri economiceò specifice ĸi 

Ăimaginileò ï Ăretoricaò, spune autoarea ´ntr-un volum recent apŁrut ï  ĂalteritŁŞiiò.  
 

Nicoleta Popa Blanariu
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Foreword 
 

 

Under the main title of (Inter)cultural Representation and Performativity, 

issue 32 of the journal Scientific Studies and Research ï Philology, with an 

interdisciplinary scope, approaching especially the dialogue between literature and 

visual or performance arts, brings together contributions of researchers in the field 

activating at the Faculty of Letters from ñVasile Alecsandriò University of BacŁu 

and of colleagues and collaborators from the academic domestic and international 

environment ī Bucharest, Iaĸi, GalaŞi, Sydney, Montr®al.  

 The studies and papers included in this issue are organized into several 

thematic sections subsumed to the overall topic of the volume: ñSymposiumò, 

ñVisual Codes and Performative Expressionsò, ñLinguistic Representations and 

Literary Imaginaryò. The reviews section authored by teaching staff from the 

ñDunŁrea de Josò University of GalaŞi and ñVasile Alecsandriò University of BacŁu 

ï Floriana Popescu, Vasile Spiridon, Florinela Floria ï, as well as by two master 

candidates from the Faculty of Letters of ñVasile Alecsandriò University of BacŁu, 

Gabriela FurtunŁ and Ramona Lescaie, conclude this issue of the journal.  

 The first section comprises, firstly, the presentation of the prolegomena of a 

ñtheory of multi-form expressionò ï or multi-modal, intersemiotic ï as it manifests 

in the construction of a certain performance formula. This text relies on a conference 

presentation that the author, Professor Geoffrey Sykes from the University of 

Wollongong and the University of Notre Dame, Sydney (Australia), delivered at the 

Faculty of Letters from ñVasile Alecsandriò University of BacŁu, in October 2014. 

To illustrate theoretical aspects, the author approaches mainly the semiotic 

relationships established during a performance (Signals of the Real) that he himself, 

Geoffrey Sykes, has created on the basis of James Gleesonôs pomes and paintings ï 

one of the great Australian artists, known especially as exponent of Surrealism. A 

detailed reference to Signals of the Real is provided in the second article, authored 

by Nicoleta Popa Blanariu, that integrates the respective performance within a 

complex program ï festival and academic dialogues ï conducted at BacŁu in 2014, 

with the support of the European Commission and the Minister of Culture from 

Romania, through the Programme ñCultureò (2007-2013).  

 The second section continues this thematic line through Cristina Scarlatôs 

paper that, expanding on a research topic assumed constantly for several years, 

discusses the transposition of Mircea Eliadeôs short story With the Gypsy Girls into 

alternative expression codes, characteristic of the different arts with which literature 

may connect: theatre, film, music. Supporting the possibility of studying a 

heterogeneous, literary-cinematographic corpus by resorting to similar analysis 

tools, Adina Vukoviĺ highlights the ñmigrationò ï as she says ï of the concept of 

ñpalimpsestò from the register of literature to that of the film, both in terms of 

artistic construction and analytical meta-discourse; symmetrically, Adina  Vukoviĺôs 

article has an intercultural component, manifested through the correlation of two 

ñhypo-textsò ï a North American one and a Nipponese one.  

 The object of the third section is, among others, the theatrical ï 

ñscenographicò, in Laura Gavriliuôs terms ï dimension of the teaching discourse, as 

well as the work of relevant authors from universal and Romanian literature: Ovid 
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(whom Cristina Popescu approaches in a paper that identifies a series of ñmythical 

signsò in Ovidôs poetry of the exile ï a complex intermixture where, for various 

reasons, the general form of the myth receives the particular significations of the 

experienced history of a biography), Emil Cioran (whom Nataĸa Maxim approaches, 

considering that his entire work may be read like a ñdiary, a confessionò formulated 

in a ñfragmentaryò manner), Gheorghe CrŁciun (whom Cristina Popescu ï other 

than the already mentioned one ï re-reads from the perspective of ñandrogyny as 

Bovaric manifestation in the novel Pupa Russaò), Ioana Postelnicu (to whom Ioan 

DŁnilŁ returns, this time highlighting several aspects, flaws even, of this authorôs 

reception by the Romanian literary history and criticism). Sorin Preda and Violeta 

Popa approach the editorial as a type of journalistic discourse, resorting to the 

corpus provided by the magazine Formula AS. Continuing an older preoccupation, 

RŁzvan Popovici-Diaconu discusses the ñuses of informational technologies in 

educationò.  

 Also constant in their research process dedicated to linguistic 

representations, Petronela Savin and Ioana Boghian discuss several methodological 

aspects involved in elaborating a contrastive, Romanian-English anthology of 

idiomatic expressions and proverbs related to the act of feeding. Equally consistent 

in her research topic, Florinela Floria elaborates, in the article proposed for this 

issue, on a relationship less approached by other researchers, namely that between 

ñeconomic representationsò and the ñimagesò ï the ñrhetoricò, as the author 

mentions in a recently issued volume ï of ñalterityò.  

 

Nicoleta Popa Blanariu 

 

English translation by Ioana Boghian 
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Geoffrey Sykes
1 
 

 

 

TOWARD A THEORY OF MULTIF ORM EXPRESSION  
 

 

Abstract 

This discussion paper will do several key things, if not simultaneously then certainly 

proximately and also briefly. It brushstrokes topics in semiotic theory as well as 

using theatrical and visual arts example associated with James Gleeson, who was 

and remains one of Australiaôs most prominent painters, and a main proponent of 

surrealism in a specifically antipodean context (1). 

These two aspects have a conventional link: the paper would argue that there has 

been insufficient writings on both of its main directions. The main theme of its 

semiotic argument, the fundamental multiform nature of semiosis, language and 

discourse, has been significantly overlooked in relevant literature. Likewise there 

has been surprisingly little serious or sustained scholastic or critical attention to the 

artistic oeuvre of James Gleeson. This paper will not seek to conduct comprehensive 

and relevant literature searches, or provide a full account of its semiotic or artistic 

argument. By combining the two it seeks to provide a prolegomenon for ongoing 

inquiries into both, very much in the format of a discussion paper that invites or 

frames agendas for additional more formal and specialised papers.  

 

I will make this paper even more layered through the use of personal 

reflection. This is inevitable, as the study of Gleesonôs paintings and poetry will 

include their deployment, over twenty years, in a recurrent development of a 

creative performance project of my own, titled ñSignals of the Realò.  

 

 
Illustration 1 ï ñJames Gleeson: Encoded Crater 2006ò 

                                           
1
 Ph.D., editor of ěSouthern Semiotic Reviewě, previously at University of Wollongong and 

University of Notre Dame Sydney, Australia. This text is based on a conference paper presented 

by professor Geoffrey Sykes at the Faculty of Letters, ĂVasile Alecsandriò University, on 27 

October 2014. 
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My own first encounter with the images of Gleeson occurred two decades 

ago. After some years writing about Australian culture and narratives, his large 

landscapes of exotic shell-life, strange creatures and beach rocks felt intuitively and 

strangely familiar, like a place of arrival, a homecoming, a native country. If these 

were images of my known native country, they were no more typical than they were 

common. This was a close yet distant place, immediate yet timeless, contemporary 

yet ancient. They were powerful and detailed, yet also in terms of the cultural 

markers and narratives of much modern Australian painting, strangely incomplete. 

Stories if present were barely begun to be told, meanings scarcely spelt out. For me, 

the works resonated with themes that I have attempted to portray in other dramatic 

pieces. The works seemed to dramatize the beginnings of imaginary culture, 

explorations in the conditions of human creativity, the brushstrokes rather than the 

refinement of culture. These illustrated the conditions of the beginnings of human 

culture on the southern continent. 

 

 
Illustration 2 ï ñJames Gleeson: A Sybil Travelling Incognitoò 

 

For Gleeson the sea is the infinity of unconsciousness, the land the domain 

of the conscious ï hence his preoccupation in many paintings with the liminal world 

of the coast where unconscious and conscious interact as the locale for formation of 

narrative and meaning. These panoramas were places of beginnings, a landscape of 

signifiers that invited our responses, not so much to interpret what is there but to 

complete what is not done.  The works are sensual and compelling, drawing 

attention to themselves yet strangely not dominating or controlling ï they also invite 

our response from them. The works acts as stimulus, but in a directed, collaborative 

sense. The response engendered remains close yet different. And it was that 

backward inspirational turn, in response to the images that stimulated, at least in 

part, two projects ï one artistic, the other intellectual ï that only now, after twenty 

years, are being well synthesised.  

The first version of ñSignals of the Realò was performed at the Sydney 

Fringe Festival in 1995. There have been five versions since ï at eminent National 

galleries in Canberra and Melbourne, and small galleries and venues, and finally at 

the ñBacoviaò Theatre, Bacau, Romania, in October 2014, as part of the ñE-
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Motionalò Dance Festival.  All presentations have been different, but the text, types 

of performance and style have varied depending on artists and resources available.  

 

 

 
Illustration 3 ï ñSignals of the Realò James Fairfax Theatre,  

National Gallery of Australia, 2005 

 

These previous presentations seem to exemplify features of what is 

generally known as multiform performances. There was flexibility both in the 

selection of elements and how they were combined. In one instance the paintings 

were not, or could not, be included; in another there was song without dance; in two 

main productions song and dance; sometimes poems were sung, on another occasion 

there was dance and no singing, on yet another occasion dancers performed and sang 

before large projections of the paintings. Generally the images were projected ï 

although on one occasion this did not occur. 

 

The script for the 2014 Bacau performance was substantially changed ï for 

the first time since 1995. It is much longer, and hopefully has more declarative ideas 

and structure. It appropriately uses and adapts much of Gleesonôs own poetry ï the 

artist always saw himself as a poet as well as a painter and at one stage had to decide 

which would be his major commitment. We know also that Gleesonôs had 

pronounced tastes in music, and he would listen to composers such as Mahler, 

Wagner and Bruckner while composing. His taste in music confirms an important 

dimension of his mutation of twentieth century surrealism, with nineteenth century 

forms of romanticism and gothic romanticism. 

This multi media nature of Gleesonôs own images would have been a further 

motivation for my interest in them ï and in the formation of an imaginary response 

in terms of the ñSignalsò performance work.  In this performance the artistôs 

painting have been digitised then projected on a large scale. The large scale of the 

original works seems to invite their further enlargement. When projected in the 

context of performance, the paintings are transformed from a still painting to a 

dynamic set background with cinemagraphic qualities. Filmically the paintings are 

done with a long lens ï they encompass a wide breadth and variety of dynamic and 
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visceral forms that seem to invite closer inspection afforded by large scale 

projection. It is almost as if the paintings and the drawing studies for paintings are 

preparatory frames for a film feature ï the captured still life a gesture towards 

dynamic sequencing of movement and change. 

 

 
Illustration 4 ï ñSignals of the Real Bacau 2014ò 

 

The kinetic element of the painting invites choreographed movement and 

acting, by the shows three characters ï a philosopher, painter and a dance. Unlike 

the earlier more symbolic and intellectual content of Dali like dreams, these 

surrealist evocations are three dimensional, animated and sequential.  The images of 

Gleeson, as projected within the context of a multiform performance, present a 

context to encounter and introduce an expressive spectrum of action ï from the 

everyday event of a solo character in a room at night, to elaborate dream and 

nightmare sequence, to full motivated dance. The show óSignals of the Realò has 

always featured dance. Yet the dance is integrated and configured as part of a whole 

work, and as part of the motivations of the performerôs persona. All action comes 

out of a response to the qualities and patterns of Gleesonôs paintings. Movement is 

less a genre of traditional dance expression: whatever existing genres or styles 

motivate it the choreography is prefigured in terms of its potential and becoming 

configured in the performance.  

Movement can be motivated by character, mood and emotion, pattern and 

light, and of course music. Its existential kinesis above all denotes, defends and 

grounds the ñliveò nature of performance.  As exemplified in the third of three 

characters ï the dancer - movement becomes a play of self-expression emerging 

through and as a dream. The painterôs movements respond to inner and outer 

environments and memory. The scholarôs movement resonates with cultural and 

archived knowledge. The gestural and kinetic play of all three characters signifies 

and expresses various forms of realism. The three characters, in their 

personifications and also their realization, express three modes of being and 

language. The movement in ñSignalsò operates finally as part of an intellectual 

argument about the nature of the real and signs. 
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It is possible then to predicate a multiform artistic performativity within the 

artistic creativity of Gleeson. Not only is a performance such as ñSignalsò 

appropriate to the stimulus of artworks - the paintings seem to invite and wait for 

such a collaborative venture. The performance in particular can aim to continue and 

fulfil that dialogue and integration of European and Australian values and culture 

undertaken by Gleeson. Further, by considering the transformations of painting to 

projection, we have a foundational, convenient clue to the nature of the composition 

of different elements ï visual, action, music ï that comprises what is commonly 

termed, at least in arts practice, a hybrid or multiform performance. It is important 

and necessary to seek a new term for the stylistic or layered, multi-form 

performance, to clarify any possible confusion of its relationship to the traditions of 

dance, or theatre, or music, in their own right. 

 

 
Illustration 5 ï ñSignals of the Real Bacau 2014ò 

 

In the case of ñSignalsò, the first element was the paintings and images, 

which then invited their own transformation as well nuanced or indirect responses 

with other forms of expression. Sometimes, as we have suggested, these indirect 

responses, in poetry or music, are already present in the practices of the artist. This 

is demonstrated in the latest, rewritten version of the script, where a considerable 

amount of the artistôs own poetry is included and adapted. The new version of 

ñSignalsò if anything is more faithful to the multiform nature of Gleesonôs practice, 

including his preferred music such as Mahler and Wagner, along with poetry of his 

own.  

We can term the elements of a mixed media performance, as prefiguring 

elements or prefigurements. Their status as prefigurements is in terms of their 

potential for supplementary meaning to be assigned in the performance. In terms of 

the performance, they have potential or pre meaning. In terms of potential to co-join 

with other material, they are elements óin themselvesô. The phrase is by Charles 

Peirce, and we will argue that prefiguring elements can be seen as ñfirstsò according 

to Peirceôs mature sign categories. They are ñfirstsò strictly in terms of their 

prospective appropriation or transformation with other elements in a performance. 
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They might be fully composed and developed pieces ï but ñin themselvesò they are 

taken out of existing ñrefiguredò contexts, to the extent that they exist for and with a 

proposed new composition.  

This deployment of Peirceôs concepts to a process of appropriation and 

reappropriation of artistic production might seem unusual in terms of his prolonged 

interest in more primal qualities of perception and knowledge that he bracketed 

according to his inquiry into Firstness. However Peirce came to include quite 

developed scientific and cultural processes and artefacts ï maps, diagrams, 

photographs, poems ï as examples of Firsts, so, without further elaboration at this 

stage we feel a good affinity in the proposed use of the term and Peirceôs own.  

The examples of ñFirstsò also provide the potential for a multiform 

conceptualisation in Peirceôs semiotic categories. The quality is implicit more than 

developed in Peirceôs own writings, yet it provides an invaluable and important 

dimension for a latter day interpretation of the multiform nature of sign processes.  

What is also applicable, we add in passing, is a deployment of other key Peircean 

terms ï indexicality, or ñsecondsò, as a concept for the process of actualisation of 

meaning and material in the multiform performance. The use of a term so often 

linked in a pragmatic sense to discrete linguistic and gestural acts might seem 

unusual, and we will not elaborate it fully here. However, it is intriguing to begin to 

observe a possible correspondence of stages of multiform composition, to the three 

interdependent stages of sign processes Peirce outlineôs in his mature comprehensive 

theory of semiotics.  

It seems more than coincidental that at the same time or year that I 

encountered Gleesonôs paintings, especially his mature ones, that I commenced 

study, at a doctoral level, into semiotics and in particular into the work of Charles 

Peirce. I did not tie the two projects closely together at the time ï perhaps what was 

then a thin, possibly intuitive, link, seems stronger now almost two decades on. 

Although Gleesonôs later works embody deep moral and emotional qualities, 

these are expressed in a transformed style that responds directly to the Australian 

landscape and sense of place. The more expressionist style of his latter day 

dreamscapes, particularly those set on the Australian beach and coast, should be 

seen not so much as a break from his interest in European ideas, as a significant and 

unique embodiment and transformation of those ideas in an antipodean vision and 

depiction of the collective human unconscious and the formation of narrative and the 

imagination. The integration of European values and culture, with the experience of 

living on the southern continent of Australia, has been a prevailing and longstanding 

theme in Australian society, from the foundation of white settlement in 1788. In a 

very distinct way, as an individual and through his artistic endeavour, Gleeson 

exemplifies an intercultural perspective integrating European and Australian ideas 

and experiences. This integration is successful because it operates not so much at a 

level of culture, or personal experience, but profoundly at the level of the 

imagination, personal emotion, intellectual grasp and collective vision.  

Once the prefiguring elements are co-present, the mixed media composition 

becomes a little like a jazz composition. Whatever the origins of contributing pre-

figurements, no one element is seen to dominate when it comes to performance. Like 

different instruments, different artistic expressions pick up suggestions, tropes, of 

intimations and themes, some intended, some received by the audience almost by 

chance, but each layering and evolving in the becoming of the work as a whole. 
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What is important to note is the interplay of different artistic modalities, with 

differing sensory fields and tools of expression. It is by means of sensory modality 

that we can clearly differentiate prefiguring elements. By way of digression, it can 

be said that not enough scholarly attention has been given to the notion of sensory 

modality and language. This could be because of cognitive traditions of language 

that stress its abstract and ideational nature, not its sensory modality. Semiotic 

traditions can come from a logical background ï in an important quest to establish 

the logical or relational foundation and bases of meaning, the differing nature of 

relational meanings as prefigured in different sign systems, and the delineation of 

sign systems and meaning depending on sensory fields, can be overlooked. 

Several exceptions to such an oversight come to mind. Gilles Deleuze did 

his utmost to regalvanise semiotics around non verbal, visual and gestural ñfields of 

signifiersò (to use his phrase). In doing so, however, he tended to downplay verbal 

signs, and move directly to an organic, non systemic, all emcompassing account of 

non verbal systems of signs, liberated from the yoked of structures and logic 

associated with verbal expression. Yet Deleuze seems to create a new dualism, 

between the verbal and non verbal, that works against a systemic understanding of 

multiform expression that can include, as with the Signals poetry, copious tracts of 

poetic text.  

In a similar way, Marshall McLuhan did a great service classifying various 

media forms according to their dominant type of sensory field. His phrase 

ñoptionalisation of mediaò foreshadowed contemporary strategies in communication 

studies, about selection of media form (written, AV, phone etc) that best suits a 

message. There is a prevailing impression, in communication studies and in 

McLuhan, that different media forms, as they are depicted, compete against each 

other. There is relatively little attention to how they complement and co-exist in any 

one message or ñtransmissionò.  

Further, McLuhan was only speaking about what he termed media: he had 

little to say about the language or sign systems that underpin the function or form of 

media processes. His explanation of media as medium, as a consequence, was 

superficiial and descriptive. Likewise, despite his inclusion of many examples of 

non verbal signifiers, such as scientific graphs, mathematical equations, and 

cartographic maps, there seems no full articulated schema in Peirce for the idea of 

sign systems being distinguished through sensory modality ï or for that matter to the 

effects and existence of such intersemiosis in the actualisation of meaning denoted 

by his term ñindexicalò. As previously said, we do not believe that such inter-

semiotic inquiry is incompatible with Peirceôs search for a comprehensive account 

of sign systems ï indeed the potential to interpret and elaborate Peirce in this regard 

has already been noted, and we gradually, in part through this paper, seek to begin 

an outline of such a comprehensive sign theory, one that addresses and benefits from 

Peirceôs seminal theorisation. 

We can see that various forms of translation and transliteration are at play 

between different signifying fields, or sign systems ï to a very large extent because 

of their grounding in different sensory modalities.  For it is in the interplay of 

prefigured elements that consciousness is heightened, and arguably produced ï 

mainly because humans, from their earlier culture, have learnt to express themselves 

in different sign systems based on different signifying and sensory fields (gestural, 

phatic, spatial, olfactory, oral speech, inscribed, choreographic, sung, musical ...). In 
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the multiform cultural practice a clue to the formation and nature of human 

consciousness ï a question that has befuddled philosophers for millennia ï can be 

found. A sense of meaning, possibility, consciousness and imagination, is created 

that is greater than the sum of its parts. That which is greater than the sum of any 

existing pre-figurement or summation of parts, comes to exist in the performance, 

specifically in the moment of the performance and in the reception of the moment of 

performance by the audience.  

Here then is a paradox that is at the heart of the notion of configuration: that 

because of the combination of elements, or their existential configuration,  complex 

phenomena, such as meaning or consciousness or language, previously and often 

attributed to philosophers as being universal or a priori by nature, are invented over 

and over again in the ephemera of actualised performance. Indeed a lot can be seen 

to be invented in the occasional actualised play of configured performance: the 

existence of separate pre-figured elements, rather than being a given, should be seen 

as arising out of performance as a by product or consequence of deployment in a 

mixed work. What is prefigured, we can say, is reconfigured from the outcome of 

performativity. Forms of discourse, theorisation including semiotic theory, 

codification, and communication, that might seem self sustaining, can also be seen 

as re-configurements or interdependent derivations from sustaining and creating 

configuring expression. 

Multiform expression including electronic forms is being increasingly 

accepted by modern audiences ï especially after recent years of mixed digital media 

images and paced video production. The ability of contemporary audiences to 

tolerate a surfeit of concurrent messages and stimulus in a continuing work is 

coming of age ï even if it might run against the grain of structural rules for many 

modern artistic forms. Yet it can be argued that most contemporary multiform 

expression follows a very long standing tradition through human cultures that exists 

from ancient rituals.   

Although ñSignalsò gestures to some anthropomorphic or primal account of 

language, expressed as an assemblage of inchoate sign systems, in fact the work is 

organised into a quite contemporary theatrical form and narrative. The assembled 

paintings, as well as the music, are grafted onto the main through line of the narrated 

story of artistic refugees from an oppressive regime arriving by sea to a remote 

coastal setting. If there is some anthropocentric myth of humanity ï about the core 

ecological imagination that is central to human nature ï it is expressed in a well 

ordered articulate script complete with characters, narration, jokes, poetry and 

developed action about power and the state. Above all, the work respects the role of 

developed verbal language, in the form of poetry, to provide a tool for modern 

sensibility to return to its collective mythic origins. Even if the work intimates 

primal experience, there is no suggestion that access to this can bypass verbal 

language.  

Despite the prevalence of non verbal dance forms in the ñSignalsò show, 

these are accompanied by text and words. Indeed, although any hierarchy of forms 

can be eschewed in multiform works, dance is preceded in the work by image, music 

and poetry. On the other hand, dance becomes a foundational dimension ï and from 

its performance emerge segments of monologue and direct speech. This grounding 

of social interaction in the rich choreographic space of movement can seem 

intentional, and reversing contemporary simplified ideas of communication and 
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social interaction theory. The point is made at one point in exchanges with the 

inspector (a fourth character only present in broadcast voice) whose demands for 

clarity and communication are never satisfied by the islandôs residents. The dancer 

seems to tease and provoke such rules of modern society ï her fluid free female self 

intentionally irritates the controlling, masculine rational representative of social 

order. In such stylistic banter, the work is as much self consciously modern and 

contemporary in its meaning as it is primal in its intimated expression and themes.  

The multiform work reminds us of the intrinsic co-existence and 

interdependence of various language and sign systems, in primary human creativity. 

As suggested, multiform configuration is not only contemporary but typified in 

various ritualistic, religious and secular forms of theatricality from the earliest to 

modern culture. More specialised, word-focused modern theatre can be seen a 

relatively modern in its artistic evolution. In terms of a full archaeology of human 

theatre it can be seen as an exception rather than the rule for style. Rather than 

serving as a template for all theatre, the modern play should be located in a 

spectrum, albeit limited (to words, gesture, space, backdrop, set) in itself, of 

multiform expression generally ï a spectrum that extends from contemporary to 

ancient times. That is to say, theatre should not be regarded as separate to what we 

are explaining as multiform performance. It, like varieties of dance, cabaret, concert, 

music and mime, takes its place on a wide spectrum or array of multiform variables 

and configuration. 

The multiform work also reminds us of the co-existence of various sign 

systems in everyday interaction and performance. It is with good reason that the 

term performativity has been applied to artistic as well as everyday events. We do 

not wish to reduce one to the other, or suggest any lesser importance to artistic 

creativity. However, what can be argued as being true of artistic multiform 

configuration, remains characteristic of everyday social communication. The pre-

eminence of linguistics in the study of the latter might disguise the essential and 

constant co-presence of various sign systems ï gestures, oral, intonation, spatial, 

visual, written ï and how meaning, communication and social relationships depend 

on the actualised and continuing translation and joint interplay between them.  

I wish to add one more comment to this already too crowded and concise 

paper. I will do this through a further biographical link, between myself and 

Gleeson, and a third project spawned at the time of my first encounter with his 

paintings. As well as the performance project, and coincidentally commenced 

inquiry into semiotics, I proposed, to the painter, a video documentary. No such 

work had been done concerning him, and he was amenable, despite my 

unannounced lack of experience in video making. As it turned out, it is quite 

possible my idea was mentioned by the artist to someone, and through word of 

mouth it ended up that the national broadcaster in Australia, the ABC, soon after 

commenced a half hour documentary. Either that, or some remarkable coincidence 

occurred. It turned out that the half hour documentary, however visually interesting, 

was quite unfocused and under-researched ï however it served to put my idea of a 

documentary or video interview with the artist on hold for a number of years. The 

opportunity to do a half hour of my own, for a retrospective of his drawings at the 

Art Gallery of New South Wales, came up in 2001, and Gleeson was very receptive 

to an interview.  Eventually there were to be two versions of the video ï one half 
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hour and a full length one. Both were broadcast on major Australian channels, with 

widespread gallery and educational sales.  

One reason for dwelling on the video project was to explain, at least to 

myself, the need for a supplementary form of commentary, which amounts to 

refigurements of the paintings, and their multiform potential, and indeed my own 

production of the ñSignalsò show. The supplementary commentary or discourse can 

be classified by what Peirce called ñThirdsò. To reconfigure is to document and 

comment, and seek rules and theories and principles, for an event or phenomenon, 

indeed to have the ability through documentation of commenting on what can seem 

ephemeral. It is to regard a discourse or theatrical event as of a whole ï with the 

benefit of hindsight. It is to establish patterns and regularities within an event that 

can seem overwhelmingly complexity during its occurrence.  

My own video making surrounding Gleesonôs images continues ï both in 

potential recordings of the ñSignalsò project, and possible further commentary on 

the ideas about sign processes such as elaborated in this paper. Video, despite 

lacking the dynamic real time aspect of performance, seems to be in itself a layered, 

multiform style that retains the form and process of the subject matter with which it 

deals, while facilitating a reflection upon the dynamics of performed and occurring 

case material. 

Through this all too brief biographical comment on video making I have 

introduced the last of three terms ï reconfiguration. The triad - prefiguration, 

configuration, and reconfiguration ï seem applicable to an understanding of multi 

form expression, both in artistic and everyday events. These triadic terms have been 

adopted from the French thinker Riceour. Their use here, as brief as it has been, in 

the context of a theory of multiform expression, is not tied to Riceourôs use of the 

term in any substantive sense. 

These terms, it has been argued, can be seen to correspond to Peirceôs triadic 

of sign states or expression ï Firsts, Seconds and Thirds. The qualification was 

made that Peirce, like many modern thinkers of language and signs, does not 

account clearly for an inter-semiotic process of sign systems defined by sensory 

modality. However, the potential for a comprehensive and contemporary, ñnewò 

semiotic theory based on multiform expression has been argued if not commenced. 

Through that theory the long standing interest of semiotics in non verbal language 

can truly be appreciated and fulfilled. The paper argues that it is time to re-evaluate 

mono-lingual and mono-semiotic accounts of language, artistic creation and 

meaning, and see long standing disparate traditions of theatre, dance, music, and 

visual arts, along with the processes of everyday interaction, as adumbrated or 

specialist forms of fuller multiform expression, indeed as existing on a spectrum of 

possibilities within what is always possible in multiform expression.  

 

(1) James Gleeson lived from 1915 to 2008, and his work reflected major 

events, along with artistic and intellectual influences, in the twentieth century. As a 

young man he visited Europe and was influenced by psychoanalysis, surrealism and 

Dali, and modernism in writing and visual arts generally. He collected an impressive 

array of first editions of modern writers, including Eliot and Pound, and at a very 

senior age could recite large sections of the work of Auden and Eliot by heart. His 

own work can be divided into two main periods.  
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As a younger man his style was heavily influenced by Dali and the 

European surrealist movement. He later came to critique the surrealist movement, 

and his own early works, as being too intellectual in their depiction of dreams and 

the unconscious.  His earlier work was certainly out of step with popular and 

experimental cultural painting styles in Australia at the timees. Popular style were in 

part determined by the policy of the Australian government following World War 

Two for galleries to purchase Australian rather than international art.  Gleeson 

became a prominent critic of this arts policy. Gleeson became a prominent art critic, 

writing for the Sydney Morning Herald, and generously promoting artists whose 

style did not always interest him.  At the time of the main change of government and 

party, in 1970, Gleeson was on the Board of the newly formed National Gallery of 

Australia, and he facilitated the purchase of an impressive and major collection of 

American and international expressionist art.  

After retirement, from age 68, and before his death in 2008 at age 93, he 

completed an impressive series of over 400 large canvases. These comprise a 

reconfiguring of surrealist thoughts, and were largely inspired by his annual visits to 

the sea coast in northern New South Wales. All Gleesonôs work is influenced by a 

distinct vision and the feelings he brings to the surrealist program ï his fear of the 

effects of both world wars, and of nuclear warfare in the cold war, brings a pervasive 

sense, even nightmare, of fear that is mixed with an opposite sense of hope. It is in 

his paintings that Gleeson works through the forebodings and hopes he has for the 

contemporary world.  
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The ñContemporary Dance ï BacŁu 2014ò Festival (October 23
rd
 ï 25

th
)
2
, organized 

by the ñGeorge Apostuò Cultural Centre of BacŁu, is part of a European project, ñE-

motional: rethinking danceò, conducted in partnership by four organizations from 

Romania, Portugal and Latvia. The project is financially supported by the European 

Commission and the Romanian Ministry of Culture, through the ñCultureò 

Programme. The project ñE-motional: rethinking danceò is coordinated by the 

ñGabriela Tudorò Foundation from Bucharest. Within this project, the ñGeorge 

Apostuò Cultural Centre is one of the four partner organizations. The Faculty of 

Letters from ñVasile Alecsandriò University of BacŁu, through the Interdisciplinary 

research group ñLogosò, is one of the associated partners of the ñGeorge Apostuò 

Centre, together with TROIS C-L (Centre de Cr®ation Chor®graphique de 

Luxembourg), the ñBacoviaò City Theatre from BacŁu and the ñGeorge Enescuò 

Museum from Bucharest ï Section ñDumitru and Alice Rosetti-Tescanu ï George 

Enescuò, Tescani. At its fourth edition, the ñContemporary Danceò Festival from 

BacŁu continues the programmes and events that the ñGeorge Apostuò Centre has 

been conducted in the last nine years in this domain ï first of all, the 

interdisciplinary artistic residences and those for contemporary dance artists (from 

Romania or abroad), as well as yearly festivals of this type. 

 

This has been a festival of the city of BacŁu, the result of the collaboration of several 

cultural and educational institutions from BacŁu: the ñGeorge Apostuò Centre as 

organizer, the Faculty of Letters from ñVasile Alecsandriò University of BacŁu, the 

ñBacoviaò City Theatre, artists from the ñMihail Joraò Philharmonics and the 

ñGeorge Apostuò College of Arts. Moreover, the festival from BacŁu has opened 

towards the artistic environment from Europe and beyond, by the diverse origin of 

the artists and invited shows: Australia, Luxemburg, Portugal, Latvia, Romania. In 

this respect, it is relevant the show ñSignals of the Realò, prepared at BacŁu, during 

a stage preceding the festival, by a team of artists from Sydney, Bucharest, 

                                           
1
 ñVasile Alecsandriò University of BacŁu. 

2
 See http://www.tvrplus.ro/editie-cap-de-afis-288137 . 
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ConstanŞa and BacŁu. The festival also included a choreographic research 

component, by including the ñwork in progressò presentations of resident artists 

within the programme ñArtistNe(s)tò (that comes, this year, under the project ñE-

motional: rethinking danceò). One of the resident choreographers, Sintija Silina from 

Latvia, has enjoyed, in view of an interdisciplinary approach, the support of the 

Department of Kinetotherapy from the Faculty of the Sciences of Movement, Sports 

and Health from ñVasile Alecsandriò University. Another resident artist present at 

the festival was Ana Trincao, with initial visual artist training, who works in 

Portugal and Germany. Giovanni Zazzera from Luxemburg has entered the festival 

with a show entitled ñIf I hadéò, initiated in May, during a one-month residence at 

ñGeorge Apostuò Centre; since then, he has continued to work on this play. Now, the 

movement is better articulated, the use of the space, light, soundtrack more just and 

the whole play more uniform in composition and truly touching. Along with 

Giovanni Zazzera, also in May, within the programme ñArtistNe(s)tò, the critic and 

play writer Gina ķerbŁnescu from Bucharest benefited from a creation residence and 

prepared, together with choreographer Galina Borissova from Bulgaria, the project 

ñAnti-Gone ï it's meò. Gina ķerbŁnescuôs project was meant as a reconsideration of 

the myth of Antigone, a nucleus of the mythôs enduring significations, in relation to 

todayôs world; at the same time, a reading attempt of a contemporary biography 

from the perspective of the mythical archetype. Performed in the park of the 

ñGeorge Apostuò Centre, as a blending of declamation and stage movement (dance, 

running step, oratorical or closely withdrawn, almost crouching posture), Gina 

ķerbŁnescuôs concept recovers, somehow, the way the ancient Greek tragedy was 

performed. This implied specific dances completing the utterance of lines and 

spectators watching the actorsô performance from the stairs of the amphitheatre, 

under the clear sky. (It is precisely the syncretic construction of the old tragedy show 

that is explicitly assumed by Wagner as a model, when he proposes to reconfigure 

his work as a ñcomplete showò.) During the research stage of her residency, Gina 

ķerbŁnescu has paid a visit to the Faculty of Letters of ñVasile Alecsandriò 

University, where she talked to a group of bachelor and master students about her 

project. Also, the project of a residency stage offered by ñGeorge Apostuò Centre, 

this time at Luxemburg, is the show Drift  (choreographed and performed by T²mea 

Kov§cs and Alexandra G´rbea, accompanied by Florin ķerban). Drift  was performed 

in the festival as ñwork in progressò, but even at this point, it contains very good 

movement phrases, both in the two solos and the final duet; original kinesic figures 

and an authentic dialogue between sound and movement. The soundtrack is 

outstanding by the inclusion of the semantron sound, with its swelling effect. Drift  

promises a lot and we would like to watch it in its final form. 

 

The second festival evening, the Australian director Geoffrey Sykes engaged the 

audience in a discussion on, among other topics, the dramaturgic or directing options 

regarding his two shows included in the festival, especially since the audience here 

could provide the perspective of another culture upon his own creation. Another 

opportunity for interacting with the audience was Geoffrey Sykesô conference, 

delivered at the Faculty of Letters from ñVasile Alecsandriò University, on James 

Gleesonôs painting and poetry (an important representative of Australian surrealism, 

influenced by the European one) that inspired his show ñSignals of the Realò. The 
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year 2015 will represent one century from James Gleesonôs birth, so the events from 

BacŁu this autumn preface next yearôs celebration of the centenary in Australia.  

 

**  

Organizing a festival of contemporary dance is, as I have said before, a challenge 

almost anywhere in the world. Beyond the financial and logistic aspects, there 

remains the problem of adjusting invited shows to the fashion and expectations of 

the audience, which do not always coincide with those of the professionals, critics, 

theoreticians and performers in the field. The latter often aim at technical and 

thematic innovation, even with the risk of searching bodily expression for its sake. 

But, the audience usually wants something else. ñContemporary dance ï BacŁu, 

2014ò has been a compromise ï in the good sense of the word ï between the 

particularities of the contemporary discourse, with its often painful, even violent, 

paroxysmal anchoring into the quotidian and the audienceôs need to catch a glimpse 

(why not in fiction, as a prolongation of life?) of an oasis of luminous emotion, that 

touches you without crushing you on the inside, invites to reflection without 

becoming depressing, says something about all of us without being uncomfortably 

invasive, gives you, once in a while, a dose of intelligent, good humour. Those who 

had worked, for several months, on preparing this festival, have tried to give the 

audience the joy of returning to the performance hall and find there more meaning 

and beauty, and less sadness than life shows to us every day. The dissipation of 

ill usion, the critical or downright sarcastic distancing from the object and process of 

artistic representation are ñon the waveò in contemporary performance. On the 

contrary, the organizers wanted to rediscover, together with the public, the beautiful 

illusion of the stage, the one that has kept drama, the performance arts, alive for 

centuries. They did not return to a passive perspective upon contemporary art, but 

tried to recover something from its ingenuity. As far as I am concerned, I do not 

believe in the marginality, anachronism or ñprovincialityò of any form of art, as long 

as it aims at highlighting something essential, central, authentic in the human being, 

finding the proper language for it. In contemporary dance, the aesthetic is not once 

surpassed by the ideological (I mean, by lots of ñ-ismsò on race, class, ñgenderò, 

post-humanism, post-colonialism etc.), which may lead to a kind of emotional 

emaciation of the expression or the pastiche of some prefabricated creation 

procedures and recipes, often imported and reused in the style of ñquick artò (similar 

to the fast food kitchen) or artistic franchise. The audience of the festival has 

credited the organizersô option and filled the performance hall every evening. 

 

Therefore, the shows included in the festival were: Signals of the Real (directed by 

Geoffrey Sykes from Australia, choreographed by Alysha Firbank, who also 

performed, together with Galina Bobeicu and Cristian Osoloĸ, accompanied by 

Liviu Mera playing the cello, Cornelia Erhan the piano and the soprano Br©nduĸa 

MoŞoc); Event (concept and performance: Ana Trinc«o from Portugal); Drift , a 

production of the ñGeorge Apostuò Cultural Centre (concept, choreography and 

performance by T²mea Kov§cs and Alexandra G´rbea from Romania; sound: Florin 

ķerban); Walk in Beauty (choreography and performance: Alysha Firbank from 

Australia; director: Geoffrey Sykes; music: Tomomi Takahashi; off voice: Susie 

Lindemann; illustrator: Janet Ayliffe); breath management (choreography and 
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performance: Sintija Silina  from Latvia; music: Elviss Zauts); If I had..., a 

production of the Choreographic Creation Centre ñTrois C-Lò from Luxemburg 

(choreography and performance by Giovanni Zazzera). 

 

 

Signals of the Real 
The show Signals of the Real, subtitled ñdance fable in five partsò, was performed in 

the opening of the festival. As of the first reading of the script, I was drawn by the 

authorôs power to build atmosphere, move the spectator somewhere else ï within an 

imprecise and apparently exotic space, one which ñwho knowsò, we ñhave all 

already seen in our dreamsò, as the text says ï where even sadness becomes 

luminous and anguish is healed through the power of the imagination, inner freedom 

that enables us to regain control of our lives and ourselves. I wish to thank Ioana 

Boghian, my colleague from ñVasile Alecsandriò University, for the support 

provided in translating and adapting this dramatic poem into Romanian. 

 

Geoffrey Sykes did not want a show of contemporary dance properly, but a 

multimedia construction ï a ñmulti-shape creationò, as he claims ï where poetry, 

painting, music and dance ñcombine and answer each otherò, where gesture dances 

with the light, the words uttered on stage with live music, silence with the video 

projections and performers with the spectatorsô look. During the rehearsals from 

BacŁu, Geoffrey Sykes constantly did and undid, together with the performers, the 

showôs texture, searching for the optimal ingredients combination. Playing three 

refugee artists from a ñlost civilizationò, turned into a ñbig mistakeò, Galina 

Bobeicu, Cristian Osoloĸ and Alysha Firbank are not just ñgoodò dancers, but also 

actors able to render their characters alive and even sympathetic. The sombre themes 

of the story (the war, Big Brother, the control of the individual and the 

instrumentalization of creativity, the freedom of conscience as a fraud by defrauding 

the Establishment, the alienation of the individual and the drift of the contemporary 

world) are all resolved in the luminous utopia of a (yet?) possible ñrevolution of 

conscienceò.  

 

Geoffrey Sykes devised his show like a poem of psychoanalytically decrypted 

elements, as in the creation of his mentor, James Gleeson. (For example, the sea 

evokes the dark depths of the unconscious). In this cathartic ñfableò of all sorts of 

elements ï exorcism of the fear smouldering in the unconscious, shielded into the 

heart of civilization ï Alysha dances with the gentle, calm energy of the earth; 

Galina and Cristian, with the histrionic, changing, playful energy of the air, or with 

the fluid, unsubmissive energy of water. An interesting solo is that of Alysha Firbank 

ï playing the Dancer ï at the ñMohenjo-Daroo coffee shopò (an enclave of freedom 

through creativity, which subversively avoids the ñNorth regimeò), as soon as the 

press announces the failure of the expected revolution. Alysha dances in a crouching 

posture, with wringing and alarming moves, with balance broken near the platform ï 

like a creature of the sea, suddenly helpless, wrecked on an arid shore, which hinders 

her movements like a fishermanôs net. The solo is a sequence of failures and 

recoveries, a hesitation between resistance and resignation. The dancer passes from 

the straight, proud, statuary posture to one of lament and full abandonment ï 
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lowering the eyes and arms,  bending and squatting ï the surrender of the body 

along with exhaustion of the will. From ascending, confident, almost proud 

movements, to desolate gestures, searching for the ground with fatigue and 

renunciation.  

 

While the Dancer is performing her solo, the other two, the Philosopher and the 

Painter withdraw anxiously into closed, defensive or reluctant postures, with their 

arms folded around their bodies ï like in a gesture of defence or only concentration 

ï with their heads bowed and eyes lost into the ground. There is in this sequence ï 

without being the only one ï a synergy of gestures, an interactional and emotional 

synchrony of the three characters ï in fact, predictable and highlighted well by the 

choreographic design. The three characters thus externalize ï amplifying through 

synergy ï confusion, concern, deadlock, deception, vulnerability in front of a 

mechanism of social control, whose aggression is difficult to avert. Visual contact is 

suspended, none of the three looks at the others, each of them being engrossed in 

their own thoughts and fears. Then, Alysha lies on the platform, with her arms 

stretched aside and her face upwards, in a posture of crucifixion; she detaches 

herself from the ground, with lateral spinning movements of the body, which 

amplify a lament movement of the head that moans woefully to the right and to the 

left. In virtue of a kinesic polysemantism, which associates ï like in poetry ï a 

multitude of meanings connoted to the same structure of expression, the respective 

sequence overlaps, at the same time, the evocation of a movement of ambush and 

watch, described on the horizontal level, like in the ancient warrior dances (in the 

Greek ñpyrrhicò, for example). Some other times, Alysha slides in a crouching 

posture, almost wiping the soil, with a furtive creeping of haunted creature, trying to 

get lost somewhere, in the hollows of the ground.  

 

In another sequence, after the ultimatum visit of the Inspector, the Dancer naps and 

the Philosopher and Painter dance with slow, almost hypnotic movements, as if 

floating in weightlessness ï a drowsy dive into an ñelementary musicò, a quasi-

vegetative regime of existence, pre-conceptual and pre-reflexive; the conscience of 

individuality is dissolved. Suddenly, ñimagination is no longer forbiddenò; 

newspapers announce that ña revolution took placeò overnight. The hallo of 

Neptunian sonority is replaced by the passionate inflections of the tango ï a music 

of life, feelings, of the fully alive creature who assumes itself with open eyes. 

Finally, the Inspectorôs voice is uselessly threatening, powerless in front of the 

assault of imagination, which seems to be a key to freedom ï inner freedom, in any 

case, which all the three characters are searching. 

 

A successful trio of performers, whose cordial relationship outside the stage is 

reflected in the credible, empathetic interaction of the characters on stage. Behind 

the deployment on the stage, there lies Geoffrey Sykesôs attempt to achieve clarity 

without becoming simplistic, capture the turmoil of the world without getting lost in 

it, give a meaning to it and guide it towards a shore, be that even the shore of 

deserting into fiction, of the late Romantic refuge into the imaginary or on a utopic 

shore. The role of magician, the Prospero of an island of nowhere, suits Geoffrey 

Sykes. Alysha Firbank, the choreographer of the show, considers plastically, in terms 
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of choreographic drawing ï what is clearly visible when instantaneous shots are 

taken of the stage. There are many balanced sequences, with a just display of the 

performers on stage, with their interactional synchrony, with the temporally and 

spatially rhythmic movements chained naturally, without shrillness, but with a 

certain chic that comes, primarily, from the dance(acto)rsô pleasure to perform. 

Certainly, the show could have still been worked on, but the extremely short time 

dedicated to its preparation is a proof of the professionalism of those involved in 

creating it ï choreographer, dancers, musicians, director etc. ï and of the way in 

which all these dedicated themselves to achieving the project.  

 

Signals of the Real is a parable on a possible road towards inner freedom. The story 

is not new, but it is necessary to be, now and then, reminded. In order to be able to 

believe that in the life of each of us there is still place for ourselves, beyond the 

habitual ñto do listsò, ñcomme il fautò, ñas requiredò. This road begins with a step, 

and the three characters take it by dancing, eventually becoming immune to what 

could wither their joy of living and saps of creativity. Borrowing (ironically?) the 

voice of the director Geoffrey Sykes, the Inspector ï who subjects the refugee artists 

to a harsh indictment, filling the background with his face oversized through video 

projections ï seems to be a lookalike of Big Brother, prophetically imagined, in 

1984, by Orwell, in one of his dystopias, 1984. A quarter of a century later, to the 

spectatorôs comfort, Geoffrey Sykes does not hesitate to rehabilitate utopia. It feels 

good to go to the theatre and find out that not everything is lost. That joy and hope 

have not gone out of fashion and, even if it were otherwise, they may yet be restored 

to stage, in the applauses of the audience.  

 

If I had... 
If Geoffrey Sykes catches the ñsignals of the realò (which, of course, may be 

understood in so many different ways), Giovanni Zazzera (If I had...) struggles to 

make his way among them, through the mess of arrows that have invaded the stage ï 

possible vectors of the options from which life is slowly knitted, but bewildering by 

their imperative agglomeration, even paralysing through the dose of risk, unknown, 

unpredictability, the inevitable bet implied by every choice. Visual metaphor of the 

idea of show, these arrows emerge from almost everywhere, from the background 

wall, the platform, the choreographerôs hand. As a way of correlating the idea with 

the choreographic expression,   Giovanni Zazzeraôs show is characterized by the 

systematic exploitation of the rhetoric of space, at the interface between concrete 

space ï the physical space in which the dancer evolves ï and his evocative or 

symbolic connotations. Thus, the show manages, as a thematic dominant, the 

spatialization of a deadlock, a dilemma, a process of deliberate-rational or intuitive 

choice; briefly, the representation of a dubitative existence regime (ñIf I had...ò), 

which is, eventually, our daily given, although we may not always be aware of it. 

 

The figures of space are diverse and meaningful in the showôs thematic context: line, 

circle of idle spin, intersection or overlapping of meanings and directions (possible 

visual transposition of a chaotic agglomeration of hypotheses and possibilities of 

existence). Sufficiently varied are also the ways of covering the stage space: the step 

of marking time, walking in a line (following the path indicated by the rows of 
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arrows), spinning in a circle ï a circle of divergent arrows (as a figure of deadlock, 

difficult progress, captivity here and now, of a suspended or difficult to foresee 

future, beyond the undefined prolonged present of an embarras du choix). There is a 

remarkable posture repeated in the show: that of suspended walk, of a step stopped 

in the air, between start and finish, like a doubt or an alternative arrived too late, 

when another road, maybe better, is yet imaginable, but already impossible to 

materialize; the posture evokes, to a certain extent, the state that invades you when 

you see the train leaving the station, with your seat vacant, although you have your 

ticket in your pocket.  

 

There return to the performance figures of hesitation: the hesitation before taking a 

road that opens in front of us, with all its temptations and uncertainties; ñpass!ò and 

step for marking time ï maddening hesitation transposed, for example, in the 

progressive intensification of the rhythm, reaching a movement raced to the 

maximum, but in the same spot, like the engine of an airship before taking off. 

Somehow surprised by our own posture and choice, focused on an endless calculus ï 

as if negotiating with chance ï the dancer throws himself head first, no matter what, 

like in a roulette game ; he takes an unexpectedly wide jump, as wide as the road 

from the project to its materialization, from start to finish. The decision has been 

made, the dice cast, it is a one-breath jump, like swallowing bitter medicine without 

chewing it. Surrounded by the many possibilities, tendencies and temptations, 

Giovanni Zazzera struggles to find in himself the spring for a valid choice and the 

path to follow.  

A show very well constructed, with an almost classic science of selecting the 

essential, the relevant detail, the balance between the components and the ensemble, 

of the just relation between music and movement, light and space, technique and 

emotion. A show in which concentration does not fail into hermetism, the precision 

of the structure does not become an arid concept, and the choreographic elaboration 

is not lost in stereotypes of repetitive verbosity. Giovanni Zazzera has closed the 

2014 edition of the contemporary dance festival from BacŁu memorably and made 

the audience want to see him again as soon as possible. For the emotion it sends, the 

intelligence, seriousness and exigency with which he works. The only red arrow 

from the platform, with which Giovanni Zazzera dances, points, at a certain 

moment, upwards, above the fret from the stage and above the heads of the 

spectators ï a proof, probably, of the option for a certain mode of living.
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 DOG : LA VOIE DU SAMOURAċ DE JIM JARMUSCH.  

LE FILM COMME ç PALIMPSESTE è 
 

 

R®sum® 

Cet article aborde le probl¯me de la migration du concept de ç palimpseste è 

du litt®raire au filmique. £labor® par G®rard Genette, ce concept d®signe la relation 

de copr®sence textuelle,  c'est- -̈dire lôexistence dans tout texte des traces d'un autre 

texte plus ancien. En extrapolant le concept de ç texte è, on lance lôhypoth¯se que 

Ghost Dog : la voie du samouraµ, le film de Jim Jarmusch, sorti en 1995, d®voile 

m°me par son titre, sa structure de palimpseste. Lô ç hypertexte è Ghost Dog : la 

voie du samouraµ se constitue comme collage, comme imbrication de deux ç 

hypotextes è apparemment incompatibles. En tant que le premier hypotexte, ç Ghost 

Dog è, renvoie aux rappeurs new-yorkais, le deuxi¯me, ç la voie du samouraµ è, fait 

r®f®rence ¨ Hakagur®, le code des guerriers japonais. 

Mots-cl®s: intertextualit®, litt®rature et cin®ma, Ghost Dog, Hagakur®, Jim 

Jarmusch, rap, samouraµ 

 

R®flexions pr®liminaires. Argument pour la migr ation du concept de 

ç palimpseste è du litt®raire au filmique  
Le concept de ç palimpseste è a ®t® ®labor® par G®rard Genette dans son 

livre Palimpsestes. La litt®rature au second degr® (1982), pour d®signer la relation 

de copr®sence entre un texte ou plusieurs textes. ê lôorigine, le mot ç palimpseste è 

d®signe un manuscrit sur parchemin dôauteurs anciens que les copistes du Moyen 

Ąge ont effac® pour le recouvrir d'un second texte. Comme lôaffirme Genette, 

 

 ç un palimpseste est, litt®ralement, un parchemin dont on a gratt® la 

premi¯re inscription pour lui en substituer une autre, mais o½ cette op®ration 

nôa pas irr®m®diablement effac® le texte primitif, en sorte quôon peut y lire 

lôancien sous le nouveau, comme par transparence è
2
. 

 

Par m®taphore, le ç palimpseste è repr®sente la relation ç hypertextuelle è, 

c'est- -̈dire l'ensemble des relations qui peuvent exister entre deux ou plusieurs 

textes. Dans tout texte, on peut d®couvrir la trace d'un autre texte plus ancien. En le 

dissimulant rarement tout ¨ fait, ç un texte peut toujours cacher un autre è
3
 et cet ®tat 

                                           
1
 Universit® de Montr®al et TVR (La T®l®vision Roumaine), docteur ¯s lettres de l'Universit® 

ç Alexandru Ioan Cuza è Iaĸi, Roumanie. 
2
 G®rard Genette, Palimpsestes. La litt®rature au second degr®, Paris, £ditions du Seuil, 

1982, p. 15. 
3
 Ibidem. 
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de choses permet ç une double lecture o½ se superposent, au moins, un hypertexte et 

son hypotexte è
4
.  

Selon Genette, ç un texte peut toujours en lire un autre, et ainsi de suite 

jusquô¨ la fin des textes. Celui-ci nô®chappe pas ¨ la r¯gle : il lôexpose et sôy expose. 

Lira bien qui lira le dernier è
5
. 

En ®laborant sa th®orie, G®rard Genette sôinspire de S¯m®i¹tik¯ de Julia 

Kristeva
6
, qui dans un souci de ma´triser le ph®nom¯ne litt®raire, d®finit le texte 

comme ç une permutation de textes, une intertextualit® : dans lôespace dôun texte, 

plusieurs ®nonc®s, pris ¨ dôautres textes, se croisent et se neutralisentè
7
. Dans son 

ouvrage, Palimpsestes : la litt®rature au second degr®, Genette red®finit le concept 

dôç intertextualit® è et lôappelle ç hypertextualit® è.  

Par ç hypertextualit® è, Genette entend toute relation unissant un texte B 

(hypertexte) ¨ un texte ant®rieur A (hypotexte)
8
. £tant une th®orie ¨ la fois de lecture 

et dô®criture, lôç hypertextualit® è permet de voir que les rapports entre les deux 

textes (lôç hypotexte è et lôç hypertexte è) ne se limitent pas ¨ lôexploitation de 

th¯mes similaires, mais sô®tendent vers la transformation dôun texte original pour 

aboutir ¨ la cr®ation dôune îuvre nouvelle. Genette appelle donc ç hypertexte è tout 

texte qui d®rive dôun texte ant®rieur par ç transformation simple ([é] 

transformation tout court) è
9
 ou par ç transformation indirecte : imitation è

10
. 

Dans son livre L'Intertextualit®. M®moire de la litt®rature, Tiphaine 

Samoyault revient au terme dôç intertextualit® è (appartenant ¨ Julia Kristeva) pour 

d®signer le concept dôç hypertextualit® è (®labor® par Genette). Selon Samoyault, 

côest pr®cis®ment la notion d' ç intertextualit® è qui fait que la litt®rature met en 

®vidence l'h®t®rog®n®it® fondamentale du r®el et du texte. Côest pourquoi ç la 

litt®rature ne parle pas du monde, mais d'abord d'elle-m°me è et il faut rappeler 

quôun ®nonc® fictionnel ç ne sera jamais le monde è, m°me sôil ç peut faire 

appara´tre des ressemblances avec le monde è
11
. Par ses qualit®s dôouverture, de 

substitution, dôint®gration, lôintertextualit® peut se d®finir comme ç m®canisme qui 

fait signe vers le monde, son geste autant que son r®sultat è
12

 et pour d®signer cette 

m®diation entre le monde et le texte, Samoyault propose le terme de 

ç r®f®rencialit® è. 

 

ç La distinction commun®ment admise entre litt®rature r®f®rentielle et 

litt®rature non r®f®rentielle pose des fronti¯res commodes entre discours sur 

le monde et discours fictionnel. L'intertextualit® invite ¨ bousculer quelque 

peu cette distinction en introduisant un troisi¯me p¹le, pour lequel nous 

                                           
4
 Ibidem. 

5
 Ibidem. 

6
 ç [é] explor® par Julia Kristeva, sous le nom dôintertextualit®, et cette nomination nous 

fournit ®videmment notre paradigme terminologique è (Ibidem, p. 8).  
7
 Julia Kristeva, S¯m®i¹tik¯, Paris, £ditions du Seuil, 1969, pp. 88-89. 

8
 Cf. G®rard Genette, op. cit., p. 11. 

9
 Ibidem, p. 14. 

10
 Ibidem. 

11
Tiphaine Samoyault, L'Intertextualit®. M®moire de la litt®rature, Paris, £ditions 

Nathan, 2001, p.78. 
12

Ibidem, p. 87. 
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proposons le n®ologisme de r®f®rencialit®, pour le diff®rencier de la 

r®f®rentialit® et qui correspondrait bien ¨ une r®f®rence de la litt®rature au 

r®el, mais m®di®e par la r®f®rence proprement intertextuelleè
13

. 

 

£tymologiquement, le mot texte provient du latin ç texere è, qui, en fran­ais, 

signifie ç tisser è. Autrement dit, dans les termes de Roland Barthes, un texte ne 

repr®sente pas autre chose que ç le tissu des mots è engag®s dans lôîuvre et 

ç agenc®s de fa­on ¨ imposer un sens stable et autant que possible unique è
14

. En 

m°me temps, Barthes consid¯re le texte comme un ç espace ¨ dimensions 

multiples è, comme un ç tissu de citations, issues de mille foyers è. Le facteur de 

coh®rence pour tous ces ®l®ments, côest le lecteur. Selon Barthes, ç l'unit® du texte 

nôest pas dans son origine, mais dans sa destination è
15
, car le r¹le du lecteur est de 

ç tisser è et dôinterpr®ter lôhistoire selon son point de vue. 

 Si l'on comprend le mot texte dans son sens ç conceptuel è, côest- -̈dire en 

ce quôil est un ®nonc® de nature quelconque et non seulement litt®raire, le concept de 

ç palimpseste è (qui englobe le concept de Julia Kristeva dô ç intertextualit® è et le 

concept dô ç hypertextualit® è de G®rard Genette) pourrait ç migrer è
16

 du litt®raire 

au filmique. 

 

Le ç titre -palimpseste è, clef pour une lecture intertextuelle du film  
Sorti en 1995, le film de Jim Jarmusch d®voile m°me par son titre, sa 

structure de palimpseste. Lô ç hypertexte è Ghost Dog : la voie du samouraµ se 

constitue comme collage, comme imbrication de deux ç hypotextes è.  

 

1. Ghost Dog, le premier ç hypotexte è  
Le premier hypotexte, ç Ghost Dog è est un nom caract®ristique pour les 

noirs rappeurs et, implicitement, pour les gangsters des quartiers marginaux 

am®ricains. Comme lôobserve Anthony Pecqueux, de nombreuses id®es re­ues sont 

attach®es au rap. En ce qui concerne son langage, on lui reproche sa violence, ses 

prises de positions parfois contradictoires, souvent moralement et politiquement 

incorrectes.  

 

ç Mais encore pour les origines sociales, voire ethniques, suppos®es ou 

r®elles, de ses praticiens et auditeurs : la ç banlieue è et lôimmigration, avec 

                                           
13

 Ibidem. 
14

 Roland Barthes, ç Th®orie du texte è, in íuvres compl¯tes (®diteur Eric Marty), vol. 2, 

Paris, £ditions du Seuil, 1993, p. 1677. 
15

 Roland Barthes, ç La mort de lôauteur è, in op. cit., p. 495. 
16

 ç On entend ici par migration conceptuelle, lô®v®nement que repr®sente le changement 

de lieu dôun concept. On envisage le lieu comme le lieu dô®laboration dôun concept, en un 

sens large qui englobe tout ce qui constitue un sol ®pist®mique stable, côest- -̈dire aussi bien 

un champ disciplinaire quôun syst¯me de pens®e exer­ant ses effets ¨ lôint®rieur dôun champ 

disciplinaire, ou encore dans la langue dans laquelle le concept re­oit un nom, en relation 

avec une culture particuli¯reè (Laurent Fedi (®d.), 2002, Les cigognes de la philosophie. 

£tudes sur les migrations conceptuelles, £ditions lôHarmattan, Paris, p. 5). 
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tout lôimaginaire qui y est associ®. Ou pour sa gestuelle : les rappeurs sont 

toujours agressifs è
17

.  

 

Contemporain avec lôapparition du rap new-yorkais, Jim Jarmusch consid¯re 

que ce genre de musique repr®sente ¨ la fois la synth¯se et le prolongement du blues, 

du soul et du dub
18
. Pour le r®alisateur am®ricain, le hip-hop (y incluant le rap) côest 

une ç culture novatrice qui ravive toutes les musiques de ce si¯cle è, tandis que 

RZA, le chanteur du groupe Wu-Tang Clan, côest Jimi Hendrix de notre temps. Dans 

une entrevue, Jim Jarmusch a d®clar® quôil a toujours fait ses films avec des 

ç musiques organiquement li®es ¨ lôhistoire. Côest moiti® son, moiti® image, ¨ 

chaque film è. Côest pourquoi la musique rap, compos®e par RZA, est pr®sente en 

film ¨ la fois comme musique di®g®tique et comme musique extradi®g®tique.  

Entendu comme la diction mi-parl®e, mi-chant®e, de textes ®labor®s, rim®s 

et rythm®s, le rap est un genre h®t®rog¯ne qui se produit par des ç mixages dôextraits 

de disque et dôautres sources sonores è
19
. Côest une musique marqu®e par la 

pr®sence des paroles abondantes et d®bit®es de mani¯re saccad®e. Ces paroles ont 

pour caract®ristique dô°tre toujours ®crites par le rappeur qui les prof¯re, car il en est 

syst®matiquement auteur et interpr¯te. En m°me temps, la pratique du rap est 

certainement lôune des cons®quences dôun ç rapport ¨ lôautre douloureux, non 

valorisant è
20
. Le rap côest la prise de la parole des marginaux, car le rappeur est 

celui qui ç tient le micro è sur sc¯ne et dont on entend la voix dans la pi¯ce 

musicale.  

Le rap devient aussi la voix ç assum®e è par Ghost Dog, qui a peu et assez 

courtes ç r®pliques verbalesè, mais qui porte toujours avec lui un CD. En fait, côest 

le support de la ç voix de lôautre è avec lequel Ghost Dog sôidentifie. On voit Ghost 

Dog ®coutant de la musique dans sa maison, pendant quôil pr®pare ses armes pour 

liquider les membres de la mafia locale (47 :06-48 :03) ou chaque fois quand, dans 

une voiture vol®e, il roule vers le lieu du futur assassinat. Comme lôobserve Anthony 

Pecqueux, ç en parlant dôexp®riences v®cues ou dont ils ont ®t® t®moins, les rappeurs 

nous parlent sans doute, ¨ quelque titre, de nos propres exp®riences, m°me si nous 

ne sommes pas forc®ment issus du m°me milieu social è
21

.  

 Si dans le fran­ais, ç rapper è signifie de mani¯re caricaturale ç parler en 

musique è, le dictionnaire dôargot nord-am®ricain d®finit le verbe ç to rap è comme 

ç tenir une conversation ou un long et impressionnant monologue. è Dans Ghost 

Dog, les deux verbes peuvent °tre valables pour tous les ç parleurs en musique è.  

                                           
17

 Anthony Pecqueux, Le Rap, Paris, Le Cavalier Bleu £ditions, 2009, p. 11. 
18

 En anglais, le terme rap signifie ç frapper è et ç baratiner è et il a ®t® appropri® par les 

jeunes musiciens noirs de New York pour d®signer leur musique naissante dans le South 

Bronx des ann®es soixante-dix. ç En effet, le rap est une musique marqu®e par son rythme 

frapp® qui revient r®guli¯rement, sur un rythme relativement lent qui emprunte g®n®ralement 

aux musiques jazz, funk ou soulè (Anthony Pecqueux, op. cit., p. 5). 
19
St®phanie Molinero, Les publics du rap. Enqu°te sociologique, Paris, £ditions 

lôHarmattan, 2009, p. 9. 
20
B®atrice Sberna, Une sociologie du rap ¨ Marseille. Identit® marginale et immigr®e, 

Paris, £ditions lôHarmattan, 2001, p. 72. 
21

Anthony Pecqueux, op. cit., p. 5. 
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Sonny Valerio commence presque ¨ ç monologuer musicalement è pendant 

une conversation entre les mafieux sur lôidentit® de Ghost Dog (31 :29-32 :35). Le 

mafioso ç rappe è pour la derni¯re fois dans la salle de bain de sa maison, juste 

avant sa mort (94 :47-96 :59). Les rythmes saccad®s de rap cr®ent une ®trange 

liaison entre Ghost Dog et sa victime, en attardant en peu le moment du crime. Dans 

cette confrontation entre un Noir et un immigr® italien, le rap comme la trag®die 

grecque met en sc¯ne des protagonistes qui sont des ç hommes interm®diaires è ou 

metaxu que th®orise Aristote comme h®ros tragique par excellence. Comme 

lôobserve Anthony Pecqueux, ç le rap, comme la trag®die, sô®vertue ¨ rapper 

inlassablement lôhorizon mortel qui est le n¹tre. [é] Surtout, horizon mortel comme 

homme moyen permettent aux rappeurs de commencer ¨ ®largir la perspective 

ouverte par les exp®riences propres quôils relatent dans leurs chansons, ou par le 

quartier quôils disent repr®senter : de rendre leur perspective situ®e plus largement 

appropriableè
22

.  

ê leur tour, dans un parc, un groupe de rappers improvise une pi¯ce 

musicale qui, par son message et par ses sonorit®s, interagit avec la conversation de 

Ghost Dog avec Pearline et avec la voix du vendeur haµtien, Raymond, qui parle 

dans un m®gaphone. Au d®but de la s®quence (35 :11-43 :26), les rappeurs 

improvisent autour du titre Ice Cream, anticipant en fait le sujet de la discussion qui 

aura lieu entre le jeune Haµtien et Pearline. En lui proposant une glace au chocolat, le 

vendeur dit : ç m°me si la vanille est le parfum le plus populaire au monde, le 

chocolat reste le meilleur. è Dans ce contexte, le ç chocolat è devient la m®taphore 

de la n®gritude. Ce sens est d®voil® par Raymond, qui dans la m°me r®plique 

confirme quôil est le meilleur ami de Ghost Dog, m°me sôils parlent des langues 

diff®rentes, et invite Pearline ¨ prendre une glace au chocolat : ç This is my best 

friend. Côest du chocolat comme lui. Allez ! è (42:01-42:46) 

Un ®v®nement important pour la compr®hension du r¹le du rap dans la 

structure ç palimpseste è du film, côest la rencontre entre Ghost Dog et RZA, le 

compositeur des pi¯ces rap interpr®t®es par le mafioso ou par le groupe des rappeurs. 

Le moment qui pr®c¯de la rencontre est mont® comme un champ-contrechamp et le 

rapport dô®galit® entre les deux personnages est sugg®r® par lôutilisation du m°me 

cadrage pour chacun dôentre eux. Quand les personnages se saluent, RZA prononce 

le nom ç Ghost Dog è. Côest un signe de respect et dôappartenance au m°me groupe 

social. Pr®c®dant le d®nouement et, implicitement la mort de Ghost Dog, la sc¯ne 

(97 :18-98 :25) pourrait °tre interpr®t®e comme un dernier salut du personnage avant 

sa sortie de la ç sc¯ne è. Cette interpr®tation pourrait °tre confirm®e par 

lôaffirmation du musicologue Jean-Marie Jacono
23

 : ç Le rap, côest une r®alit® 

th®©tralis®e, de lôordre de la mise en sc¯ne. Il ne faut rien prendre au pied de la lettre 

et voir la r®alit® dans laquelle il sôinscritè. 

  

 

                                           
22

Anthony Pecqueux, op. cit., pp. 86-87. 
23

 ç Jean-Marie Jacono (cit® in ç Lib®ration è, 20 septembre 1997), musicologue, t®moin 

cit® ¨ compara´tre au titre dôexpert du rap lors dôun proc¯s intent® au groupe Minist¯re mer 

pour des propos diffamatoires ¨ lôencontre de policier, tenus dans des journaux ¨ lôoccasion 

de la promotion de la bande originale du film La haine (Mathieu Kassovitz, 1995), pour 

laquelle ils r®alisent la chanson Sacrifice de pouletsè (Ibidem, p.83). 
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2. ç La Voie du samouraµ è, le deuxi¯me hypotexte 

Le deuxi¯me hypotexte, ç la voie du samouraµ è renvoie ¨ Hagakur®, une 

r®f®rentialit® quôon pourrait consid®rer incompatible avec celle des Noirs des £tats-

Unis. Comme dans le cas des rappeurs, toujours ®tiquet®s sans °tre vraiment connus, 

il y a plusieurs clich®s qui font le monde des samouraµs presque incompr®hensible 

pour les Occidentaux. Selon Thomas Cleary, ç chacun dôentre nous a sans doute 

entendu colporter nombre de clich®s quant ¨ ç lôOrient myst®rieux è. Les Japonais, 

dit-on ici et l¨, sont imp®n®trables pour la simple et bonne raison que leur culture 

nous appara´t profond®ment ®trang¯re. Rares, toutefois, sont ceux qui mettent 

lôaccent sur lôusage - d®lib®r® et m°me inconscient - du leurre et de la mystification, 

en tant que partie int®grante de lôancien art de la guerre au Japon è
24

. 

 T®lescopage de deux genres cin®matographiques, le film de gangsters et le 

film de samouraµ, Ghost Dog : la voie du samouraµ est lôhistoire dôun personnage 

connu seulement par son surnom, ç Ghost Dog è. M°me si son surnom pourrait °tre 

une marque dôappartenance au groupe de gangsters, ce tueur ¨ gages professionnel 

vit selon les pr®ceptes de Hagakur®, le code dôhonneur des samouraµs du Japon 

m®di®val.  

En accord ¨ ces pr®ceptes, il est fid¯le ¨ son ç Ma´tre è, Louie, un mafioso 

italien qui, plusieurs ann®es auparavant, lui a sauv® la vie suite ¨ une agression dans 

la rue. Essentielle pour la compr®hension de la nature de la relation qui existe entre 

les deux personnages, la sc¯ne de la rencontre est pr®sente dans le film comme flash-

back (dans le r°ve de Ghost Dog, 18 :54-19 :12), comme histoire racont®e en se 

m®langeant avec le flash-back du souvenir (dans la s®quence o½ Ghost Dog, dans la 

pr®sence du son ami haµtien, se pr®pare pour la rencontre finale avec Louie) et 

comme simple information fournie par Louie ¨ Mister Vargo (27 :50-29 :00).  

Tout au long du film, le personnage principal lit Hagakur®
25

, un ouvrage 

consacr® ¨ l'asc®tisme spirituel du samouraµ mod¯le, qui lui inspire ses r¯gles de vie. 

Comme texte ®crit sur lô®cran et comme texte lu par la voix off de Ghost Dog, des 

çchapitresè de ce livre nous sont ainsi pr®sent®s p®riodiquement. Au niveau du 

discours filmique, ce proc®d® a deux fonctions. Si, du point de vue formel, il marque 

une rupture de la lin®arit® du r®cit, du point de vue du contenu, il devient le signe 

dôidentification du personnage avec le texte.  

Par sa double pr®sence, comme lôimage des lettres et comme le son de la 

voix de Ghost Dog, le texte de Hagakur® se m®lange en ç palimpseste è avec les 

sc¯nes qui repr®sentent, en fait, son actualisation au niveau di®g®tique du film. Par 

exemple, dans la sc¯ne dôapr¯s lôassassinat de Frank (15:50-16:18), assassinat 

commandit® par le ç Ma´tre è, lôimage du texte ®crit se superpose, pendant un 

panoramique, ¨ lôimage du lieu du crime (o½ se trouve Ghost Dog) et ¨ lôimage de 

Louie. Tandis que le texte ®crit unit les espaces des deux personnages, la voix off de 

                                           
24

Thomas Cleary, La voie du samouraµ. Pratiques de la strat®gie au Japon, traduit de 

lôam®ricain par Z®no Bianu, Paris, £ditions Points, 2009, p. 7. 
25
ç Consid®r® sous lôangle philosophique, le Hagakur® môappara´t pr®senter trois 

caract®ristique. Côest, premi¯rement, une philosophie de lôaction ; secondement, une 

philosophie de lôamour ; et troisi¯mement, une philosophie de la vie. è (Yukio Mishima, 

1985, Le Japon moderne et lô®thique samouraµ. La voie du Hagakur®, traduit de lôanglais par 

£mile Jean, £ditions Gallimard, Paris, pp. 43-44). 



Studii ĸi cercetŁri ĸtiinŞifice. Seria Filologie, 32/2014 

41 

 

Ghost Dog lit le chapitre de Hagakur® qui se r®f¯re ¨ lôobligation du samouraµ ¨ 

servir son ma´tre:  

 

ñIf one were to say in a word what the condition of being a samurai is, its 

basis lies first in seriously devoting oneôs body and soul to his master. Not to 

forget oneôs master is the most fundamental thing for a retainerò. 

 

 

La voix off du lecteur et la question du lector in fabula 
Ghost Dog incarne lôimage du ç lecteur id®al è, le ç lector in fabula è dont 

parle Umberto Eco dans sa principale îuvre linguistique. Ainsi, ç un texte est ®mis 

pour quelquôun capable de lôactualiser è
26

 et la pr®sence du destinataire est une 

condition indispensable au texte pour en d®gager sa signification.  

Comme le montre Michel Chion dans son livre La Voix au cin®ma, ç la voix 

off est la voix du savoir et du pouvoir, au cin®ma. Elle surplombe les images, en 

quelque sorte, leur donne un sens (ph®nom¯ne dôancrage) mais va souvent bien au-

del¨ de ce que lôimage montreè
27

. Dans une certaine mesure, lôaffirmation de Michel 

Chion est compl®mentaire avec la th¯se d'Umberto Eco. Le lecteur nôest pas soumis 

au texte, car contrairement ¨ ce que l'on peut croire, lire ne se r®duit pas ¨ 

consommer passivement un produit fini. Un texte est en lui-m°me un objet 

incomplet, est une ç machine paresseuse è qui exige un travail coop®ratif du lecteur 

pour remplir les ç blancs è. 

Si on accepte la th®orie que le texte laisse ses contenus ¨ lô®tat virtuel parce 

quôil attend une actualisation par le lecteur, il faut essayer dôidentifier ce qui unit 

lôesprit de Ghost Dog et celui de lôauteur du livre. Comme JǾchǾ Yamamoto, le 

samouraµ qui au XVIIIe si¯cle a compos® Hagakur®
28

, Ghost Dog a une existence 

asc®tique et retir®e du monde, qui lui permet ¨ m®diter sur la ç voie du samouraµ è. 

Côest pourquoi ce ç samouraµ noir è vit sur un toit, entour® de ses pigeons, et tr¯s 

proche du cimetī re, le ç royaume des morts è
29

.  

M°me sôil y a deux si¯cles de distance entre les deux esprits, ils sont unis 

par leur philosophie de vie et de la mort. En tenant compte que ç La Voie du 

samouraµ, côest la mort è, le personnage fictionnel (Ghost Dog), tout comme son 

                                           
26

 Umberto Eco, Lector in Fabula, Paris, £ditions Grasset et Fasquelle, 1979, p. 62. 
27

 Anne Goliot-L®t® et Francis Vanoye, Pr®cis dôanalyse filmique, Paris, Armand Colin 

£diteur, 2012, p. 93. 
28

 ç Le Hagakur® contient les enseignements du samouraµ devenu pr°tre JǾchǾ Yamamoto 

(1659-1719) recueillis par ®crit et mis en ordre par son ®l¯ve Tsuramoto Tashiro. Pendant des 

g®n®rations, le manuscrit fut conserv® par la famille Nabeshima du Han de Saga dans le nord 

de Kyusiu pour lô®dification du daimyo et de ses samouraµs. è (Yukio Mishima, Le Japon 

moderne et lô®thique samouraµ. La voie du Hagakur®, traduit de lôanglais par £mile Jean, 

Paris, £ditions Gallimard, 1985, p. 11). 
29

 ç Commence ta journ®e par la mort. Une loyaut® absolue ¨ la mort ne sôobtient que par 

un exercice quotidien. [é] Comme lôa dit un vieil homme, ç sit¹t quôon quitte son propre 

toit, on entre dans le royaume des morts ; ¨ peine franchi le seuil, on trouve lôennemi. è Et ce 

nôest pas la cause de la prudence quôil plaide ici, mais celle de la r®solution de mourir è 

(Ibidem, p. 147). 
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ç r®f®rant è dans la r®alit® (JǾchǾ Yamamoto), est convaincu que la vie doit °tre un 

d®ploiement de lô®nergie intime de lôindividu.  

Un autre point o½ les deux esprits se rencontrent côest une commune 

protestation contre leur ®poque. En 1700, ¨ la mort de son seigneur, JǾchǾ 

Yamamoto nôa pas pu faire Seppuku pour le suivre dans la mort. Un d®cret des 

Tokugawa venait d'en interdire la pratique, et côest lôun des motifs pour lesquels 

JǾchǾ Yamamoto a critiqu® le Japon des Tokugawa. M°me si le pays ®tait pacifique 

et prosp¯re, le samouraµ pensait intol®rable lôinterdiction des pratiques 

traditionnelles
30

. 

ê son tour, Ghost Dog exprime son d®saccord envers son temps par ses 

actes et par son identification avec la musique rap. ê la question de lôinjustice 

sociale, la r®ponse du rap (qui, implicitement, devient la r®ponse assum®e par Ghost 

Dog) est violente dans la d®nonciation des faits. En m°me temps, les rappeurs 

souhaiteraient °tre d®sign®s par les autres comme des ç sages è. Côest aussi le cas de 

RZA et de son groupe, car ils se d®clarent tous int®ress®s par la philosophie orientale 

et par ç la voie du samouraµ è. Selon la sociologue B®atrice Sberna, le rap est, de 

point de vue historique, une r®ponse artistique aux d®faillances dôun syst¯me social 

de la m°me mani¯re que ç le soul et le gospel, sous un mode plus religieux, on tent® 

de d®crire un rapport ¨ la vie douloreux qui suppose la croyance au salut de lô©me 

par les voies mystiquesè
31

.  

 

En guise de conclusion 
En m®langeant des r®f®rences apparemment incompatibles (la musique rap 

et le code des samouraµs, des livres et des films comme RashǾmon ou Frankenstein, 

etc.) Ghost Dog prouve son appartenance ¨ la postmodernit®. En m°me temps, par sa 

nature hybride, ce ç film-palimpseste è repr®sente une invitation ¨ la connaissance 

de lôautre et ¨ la remise en question de tous les clich®s.  
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Cristina Scarlat
1
 
 

 

 

LA ŝIGŀNCI DE MIRCEA ELIADE. SCURT ISTORIC AL 

RECEPTŀRII UNUI TEXT LITERAR ĊN LIMBAJE ARTISTICE 

COMPLEMENTARE  
 

 

Abstract 
La ŞigŁnci [With the Gypsy Girls] by Mircea Eliade is one of the texts that enjoyed 

several versions in different artistic languages ï theatrical, musical ones, cartoons, 

film projects, audiobooks ï, although its thematic universe is far from the 

entertainment area. This fact confirms the richness of the literary text and the 

possibility of its transposition/translation into different semiotic codes, preserving at 

the same time its ideational content.  

Key-words: Mircea Eliade, La ŞigŁnci, reception, statistics, artistic languages. 

 

La ŞigŁnci. Parcurs istoric al receptŁrii 
Ċn 1959, Mircea Eliade termina redactarea nuvelei La ŞigŁnci (scrisŁ ´n luna 

iunie la Paris). Sorin Alexandrescu considerŁ textul Ăcapodopera scriitorului ĸi una 

din cele mai bune din literatura rom©nŁò
2
.  

ComplexŁ ca structurŁ ĸi ca mod de rescriere a poveĸtii unui oraĸ de pe alte 

coordonate dec©t cele obiĸnuite: cele ale mitului, ´n limbajul ĸi cu instrumentele 

specifice prozei fantastice eliadeĸti ï evadarea din/´n timp, glisarea ´n zone spaŞiale 

ĸi temporale diferite, pluristratificarea lecturii ĸi a acŞiunii.  

 

Nicolae Br©nduĸ. ArĸiŞa
3
 

1980 ï compozitorul Nicolae Br©nduĸ ´i scrie la 10 iulie lui Mircea Eliade: 

ĂLucrez intens la opera La ŞigŁnci ĸi din textul DumneavoastrŁ am extras un proiect 

de libret pe care aĸ dori extrem de mult sŁ vi-l ´nfŁŞiĸez personal. (é) Studiez o serie 

de ritmuri folclorice de nuntŁ, seceriĸ ĸi de iarnŁ (colinde, mai ales) care conŞin ´n 

germene idei artistice extrem de fecunde (é)ò
4
 La 3 octombrie, Eliade ´i scrie 

                                           
1
 CercetŁtor postdoctoral, Universitatea ĂAlexandru Ioan Cuzaò, Iaĸi. 

2
 Sorin Alexandrescu, ĂDialectica fantasticuluiò, prefaŞa la volumul Mircea Eliade, La ŞigŁnci 

ĸi alte povestiri, E.P.L., 1969, p. XXXVII-L. 
3
 Ċn interviul acordat, compozitorul Nicolae Br©nduĸ precizeazŁ: Ă(é) contest titlul 

ArĸiŞa, care mi-a fost impus de ideologia comunistŁ a vremii c©nd, spre a putea ´nregistra 

eram obligat (ca ĸi alŞii) la tot felul de compromisuri stupideò, Cristina Scarlat, Mircea 

Eliade pe scenele lumii ï convorbire cu compozitorul Nicolae Br©nduĸ, ´n Nord Literar, anul 

III,  nr. 1 (20), ianuarie 2005, p. 8. Text preluat ´n volumul Cristina Scarlat, Mircea Eliade, 

hermeneutica spectacolului. Convorbiri, I, Cuv©nt ´nainte de Mircea Handoca, Editura 

ĂTimpulò, Iaĸi, 2008, pp. 248-253. 
4
 Mircea Eliade Papers, University of Chicago Library, 72. 6. Prin amabilitatea lui Liviu 

Bordaĸ. 
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compozitorului: Ă(é) Am citit proiectul de libret, mi s-a pŁrut interesant, dar nu-l 

pot judeca: nu mŁ simt sigur dec©t ´n universul naraŞiunilor pe care le-am scrisò
5
. 

1986 ï opera ArĸiŞa a compozitorului Nicolae Br©nduĸ a fost prezentatŁ ´n 

studiourile Radioteleviziunii. A fost consideratŁ de critica de specialitate 

evenimentul stagiunii. Opera reprezintŁ o sintezŁ ´ntre comportamentul scenic din 

opera tradiŞionalŁ ĸi elemente caracteristice de teatru instrumental, prin teatralizarea 

ca personaje scenice a unor instrumentiĸti ĸi includerea lor directŁ ´n spectacol, ´n 

ceea ce se vede ĸi se aude. Cadrul poate fi perceput ca muzeal, conform convenŞiilor 

cunoscute ale spectacolului de operŁ. Compozitorul ne rŁspundea, plec©nd de la 

observaŞ ia cŁ limbajul literar este diferit de cel cinematografic, dramatic sau 

muzical: ĂSimilitudinile: ´n ´nsuĸi textul povestirii. (é). Aĸa cum am g©ndit 

spectacolul ŝigŁncilor este o permanentŁ dualitate ´ntre concret (real, profan) ĸi 

sacru (magic, suprareal) care ´n acelaĸi spaŞiu spectacular de operŁ (tradiŞionalŁ) se 

adreseazŁ unui alt tip de regie, de lecturŁ creatoare a textului ĸi a muzicii. 

Sentimentul real de irealitate trebuie creat din tot ceea ce se ´nt©mplŁ ´n faŞa 

spectatorului, a i se induce o altŁ stare de percepŞieò
6
. Opera pŁstreazŁ cele opt 

episoade din care este construit textul literar ĸi care Ăconstituie etape distincte ale 

aventurii lui Gavrilescu, perfect simetric organizateò
7
.  

2007 ï 30 octombrie, ora 19:30, cu ocazia centenarului naĸterii lui Mircea 

Eliade, ICR Paris a propus o primŁ audiŞie parizianŁ: opera La ŞigŁnci de Nicolae 

Br©nduĸ, precedatŁ de o dezbatere ´ntre compozitor ĸi regizoarea de operŁ Anca 

MihuŞ. Evenimentul a avut loc la Salon dôor de lôH¹tel de B®hague, Paris
8
. 

 
Fig. 1. Afiĸul manifestŁrilor 

 

                                           
5
 Mircea Eliade, Europa, Asia, Americaé, CorespondenŞŁ, volumul I (A-H), Cuv©nt ´nainte ĸi 

´ngrijirea ediŞiei de Mircea Handoca, Bucureĸti, Editura ĂHumanitasò, 1999, p. 98. 
6
 C. Scarlat, Mircea Eliade pe scenele lumii ï convorbire cu compozitorul Nicolae Br©nduĸ, ´n 

Nord Literar, anul III, nr. 1 (20), ianuarie 2005, p. 8. 
7
 Sorin Alexandrescu, op. cit.. 

8
 http://www.icr.ro/paris/evenimente-6/nicolae-brandus-la-tiganci-marti-30-octombrie-

de-la-19-30.html. Accesat: 19 aprilie 2012. 

http://www.icr.ro/paris/evenimente-6/nicolae-brandus-la-tiganci-marti-30-octombrie-de-la-19-30.html.%20Accesat
http://www.icr.ro/paris/evenimente-6/nicolae-brandus-la-tiganci-marti-30-octombrie-de-la-19-30.html.%20Accesat
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Stere Gulea. Proiect de film 
Ċn 1981 regizorul Stere Gulea a avut intenŞia ecranizŁrii textului, exprimatŁ ´ntr-o 

epistolŁ din iunie, adresatŁ lui Eliade: Ă(é) Ċn cazul ´n care acordul d-strŁ de care s-

ar bucura regizorul Nicolaescu
9
 este doar un simplu svon

10
 sau este la stadiul de 

tratative v-aĸ ruga sŁ aveŞi ´n vedere aceastŁ dorinŞŁ a mea de a face film dupŁ 

Ѽarpele sau ´n caz cŁ acest lucru nu se mai poate vŁ rog sŁ luaŞi ´n consideraŞie 

dorinŞa ca atare de a face un film dupŁ o carte de a d-strŁ, fie cŁ este vorba despre La 

ŞigŁnci sau Noaptea de S´nzieneò
11

. Niciunul din proiectele propuse nu s-a 

concretizat. 

 

 

Fig. 2.  Fragment din epistola lui Stere Gulea cŁtre Mircea Eliade  

 

 
 

                                           
9
 Regizorul Sergiu Nicolaescu nu a realizat niciun film dupŁ texte semnate de Mircea Eliade. 

10
 Sic!  

11
 Fragment din epistola adresatŁ de Stere Gulea ´n iunie 1981 lui Mircea Eliade, pŁstratŁ ´n 

Arhiva Mircea Eliade, University of Chicago, Mircea Eliade Papers, 72.6. Prin amabilitatea lui 

Liviu Bordaĸ. 
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Fig. 3. Documente aflate ´n arhiva Mircea Eliade Papers
12

 

 

 

Fred Popovici. ...G... 

1988 ï acelaĸi text cunoaĸte versiunea compozitorului Fred Popovici. O 

lucrare de care autorul ei se dezice. Titlul operei: ...G... PrezentatŁ succint (sau deloc 

menŞionatŁ) pe blogurile compozitorului: ...G...: ñ(based on a short story by Mircea 

Eliade)/1987ï1988: Note: Is the synthesis of different compositional and technical 

procedures used in several previous works. The aim of the score is to adjust there 

                                           
12

 Documente aflate ´n arhiva Mircea Eliade Papers, 72.6. University of Chicago Library. 

Prin amabilitatea lui Liviu Bordaĸ. Textul integral al scrisorii: ĂMult stimate Domnule Eliade, 

DupŁ anumite probabilitŁŞi voi avea prilejul sŁ trec prin Paris spre ´nceputul lunii August. Lucrez 

intens la opera La ŞigŁnci ĸi din textul DumneavoastrŁ am extras un proiect de libret pe care aĸ 

dori extrem de mult sŁ vi-l ´nfŁŞiĸez personal. Sper sŁ am ĸansa de a vŁ ´nt´lni ´n perioada 

respectivŁ la Paris ĸi de a mŁ prezenta direct. Am plŁcerea de a vŁ citi din ce ´n ce mai des ´n 

publicaŞiile din ŞarŁ care se v´nd ca p´inea caldŁ, ´nc´t singura mea speranŞŁ rŁm´ne ´n prietenii 

prompŞi la noutŁŞile editoriale. Toate la un loc vin sŁ-mi ´ntregeascŁ ideea ĸi contextul ´n care 

urmeazŁ a avea loc spectacolul ŝigŁncilor é Studiez o serie de ritmuri folclorice de nuntŁ, 

seceriĸ ĸi de iarnŁ (colinde, mai ales) care conŞin ´n germen idei artistice extrem de fecunde. Poate 

vi le voi expune, fie ĸi succint. ŝin ´ncŁ odatŁ (sic!) sŁ vŁ mulŞumesc pentru acordul 

DumneavoastrŁ de a vŁ folosi opera (´n vederea operei ce va urma) ĸi sŁ vŁ exprim cele ma 

frumoase sentimente! Al DumneavoastrŁ, Nicolae Br©nduĸò.  
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procedures to an inconvenient literary subject, in which the fantastic plays an 

important roleò
13

. 

 

Alexander Hausvater. Teatrul Odeon 

1993 ï montare pe scena Teatrului Odeon din Bucureĸti, ´n regia lui 

Alexander Hausvater, cu Florin Zamfirescu ´n rolul profesorului Gavrilescu. Piesa a 

fost distinsŁ cu Premiul pentru cea mai bunŁ scenografie, acordatŁ lui Constantin 

Ciubotaru la Galele UNITER
14

, ediŞia a III-a, pentru stagiunea teatralŁ 1993ï1994
15

.  

 

 
Fig. 4. Actorul Florin Zamfirescu  

este profesorul Gavrilescu, 

 ´n varianta de la Odeon.
16

 

 

Textul lui Eliade devine, el ´nsuĸi, un pre-text, o provocare pentru actori de a ieĸi ei 

´nĸiĸi ´n cŁutarea personajelor. ToŞi ceilalŞi actori-personaje de pe scenŁ formeazŁ o 

orchestrŁ. Gavrilescu, singur, se loveĸte (ca) de ziduri, cŁut©nd sŁ-ĸi recupereze 

identitatea. Impresia spectatorului e aceea a unui dialog eĸuat, a douŁ monologuri 

disticte ïal protagonistului ĸi al celorlate personaje - care ´ncearcŁ sŁ se racordeze 

unui dialog coerent, fŁrŁ succes, ´nsŁ. Gavrilescu e singur ´n drama lui, dialogul Ănu 

se leagŁò. E, ´n subtext, trimiterea la Ăorbireaò individului din societatea modernŁ 

rŁtŁcind fŁrŁ putinŞa recuperŁrii esenŞelor. Drama profesorului Gavrilescu este drama 

limbajului/comunicŁrii. Metafora Babelului. O comunicare defectuoasŁ duce la dez-

articulare, fr©ngere, singularizareḯ nsingurare. Izolare. Ratare. Spectacolul, prin 

jocul interactiv propus, provoacŁ la eliberare. OferŁ soluŞia jocului-comunicare, 

schimbului de roluri ´ntru mai buna ´nŞelegere a propriului rol jucat pe scena vieŞii, 

                                           
13

 http://cimec.ro/Muzica/Pers/PopoviciENG.htm#TOP. 6 aprilie 2011. 
14

 www. uniter.ro/Programe/EdiŞia-a-III -a/. Accesat: 7 martie 2013. 
15

 V. Cristina Scarlat, ĂMircea Eliade, Alexander Hausvater ĸi profesorul Gavrilescu pe 

scenele lumii sau hermeneutica spectacoluluiò, ´n ĂPoesisò, nr. 3-4-5/martie-aprilie-mai 2005, pp. 

106-110. De asemenea, Cristina Scarlat, ĂMircea Eliade dincolo de literaturŁñ, convorbire cu 

Alexander Hausvater, ´n ĂOrizontò, nr. 1/ ianuarie 2012, pp.15, 27. 
16

http://www.biletelateatru.3x.ro/poze_spectacole_&_bannere/odeon_poze_spectacole_&_ba

nnere/latiganci_banda_200.JPG. 10 ianuarie 2013. 

http://www.biletelateatru.3x.ro/poze_spectacole_&_bannere/odeon_poze_spectacole_&_bannere/latiganci_banda_200.JPG
http://www.biletelateatru.3x.ro/poze_spectacole_&_bannere/odeon_poze_spectacole_&_bannere/latiganci_banda_200.JPG
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de cŁtre fiecare dintre noi. Gavrilescu este o imagine a noastrŁ ´n oglindŁ. Un 

simbol. O sumŁ de mŁĸti - ĸi de ipostaze: cabotinul meridional (interpretat de Gelu 

NiŞu), intrigantul zŁrghit (ķerban Ionescu), adolescentul ´nt©rziat (Ionel MihŁilescu), 

slŁbiciunea femininŁ (Camelia Maxim). Nucleul piesei ´l constituie personajul 

principal: profesorul Gavrilescu. Ancorat ´n banal, ´n rutinŁ, ´n mŁrunŞiĸurile zilnice 

care-i compun existenŞa, una cenuĸie. Pe care destinul ´l provoacŁ ï ´n spaŞiul de-

sacralizat al ĂŞigŁncilorò, unde i se oferŁ posibilitatea/opŞiunea iniŞierii, prin 

Ăalegereaò uneia din cele trei fete: Şiganca, grecoaica, evreica. Trei lumi diferite, trei 

opŞiuni, trei oferte de destin. Este provocat la o recuperare anamneticŁ a v©rstelor 

originare, mitice, sŁ re-devinŁ liber - dar, ancorat ´n cotidian, ´n rutinŁ, ´n 

comoditate, fidel unui vis de iubire ĸi el ratat, refuzŁ. Gavrilescu e, de fapt, imaginea 

´n oglindŁ a eroului de pe stradŁ, contemporan, a fiecŁruia dintre noi: ´nchistaŞi ĸi 

´ngustaŞi ´n/de propriile nimicuri ĸi mŁrunŞiĸuri existenŞiale, eschiv©ndu-ne de la 

provocŁrile destinului, refuz©nd alegerea, provocarea. Versiunea scenicŁ de la 

Odeon pune accentul pe rolul ŞigŁncii, remarcabil interpretat de Adriana Trandafir, 

cŁreia i se acordŁ un rol major. Trecerea de la spaŞiul literar la cel al spectacolului se 

face, ´nsŁ, la acest nivel al exprimŁrii conŞinuturilor de sens, firesc, ´n ciuda viziunii 

inedite de performare. Ċntrebat fiind care este firul director al versiunii scenice pe 

care o semneazŁ, Alexander Hausvater ne mŁrturiseĸte: ĂUn artist nu are un fir 

conductor. Mai cur©nd o necesitate ´n arta poveĸtii. M-am considerat de mult cŁ sunt 

un povestitorr. Ċn rolul Łsta mŁ intereseazŁ douŁ lucruri: povestea ´n sine ĸi felul ´n 

care e povestitŁ, care trebuie sŁ devina ĸi el o poveste. Adriana ´n inconĸtientul ei 

prezenta un personaj care crea, ca ĸi Casandra, dar nu ´nŞelegea formele ĸi conŞinutul 

creaŞiei ei. Prin ea vorbeau strŁbunii, o civilizaŞie care nu s-a exprimat ´n totalitate ĸi 

care se revela cu fiecare operŁ artisticŁ. Ea era ´nsŁrcinatŁ, poate din naĸtere, poate 

cu opera lui Gavrilescu, dar e incapabilŁ sŁ nascŁ ´ntr-o societate fŁrŁ ordine, fŁrŁ 

organizatie, fŁrŁ fidelitate ĸi loialitate. Ea vorbeĸte prin sunete arhaice, atunci c©nd 

limba era formatŁ din sunete imitative cu natura ĸi nu semantice. Ea dezvŁluie o 

lume interioarŁ de o mare profunzime, o lume a artelor ĸi a creaŞiei native a acestui 

poporò
17

.  

 

Dan PiŞa, Eu sunt Adam !... 

1996 ï filmul lui Dan PiŞa, Eu sunt Adam!... pleacŁ ĸi de la aceastŁ nuvelŁ. 

Ċn rolul lui Gavrilescu: actorul ķtefan Iordache. Deĸi dur criticat ´n presa de 

specialitate, filmul reuĸeĸte sŁ infuzeze ideile lui Eliade din textele luate ca pretext 

cinematografic ĸi sŁ le dea o configuraŞie care, specialiĸtilor, nu le-a fost dificil ´n a 

o decripta. 

 

Gelu Colceag, Cazul Gavrilescu 

1997 ï premiera piesei Cazul Gavrilescu pe scena Teatrului Nottara, ´n 

regia lui Gelu Colceag. Ċn rolul profesorului Gavrilescu a fost distribuit actorul 

Adrian Titieni. Cu mai puŞinŁ rezonanŞŁ dec©t versiunea de la Odeon ĸi cu mai 

puŞine reprezentaŞii, turnee ĸi cronici de spectacol, piesa reuĸeĸte sŁ configureze 

osatura textului originar ĸi sŁ livreze spectatorului drama personajului rŁtŁcit ´ntr-un 

Bucureĸti canicular ĸi ´ntr-un labirint temporal pluristratificat. 

                                           
17

 Cristina Scarlat, ĂMircea Eliade dincolo de literaturŁñ, convorbire cu Alexander Hausvater, 

´n ĂOrizontò, nr. 1/ ianuarie 2012, pp.15, 27. 
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Clipa asta minunatŁ. ĂPrimul thriller metafizic rom©nescò  

2002 ï ´n luna decembrie, ´n cadrul festivalului filmului studenŞesc 

ĂCineMAiubitò are loc premiera Ăprimului thriller metafizic rom©nescò (sic!) 

inspirat de nuvela La ŞigŁnci, Clipa asta minunatŁ,
18

 prezentat de U.N.A.T.C. ´n 

colaborare cu Cinequis. Alexandru StŁnescu semneazŁ scenariul, regia, sunetul, 

imaginea, monologul. Muzica: Andrei Cavassi. ProducŁtor: Daniela StŁnescu. 

Versiunea din 2010, ediŞie specialŁ, reconstituie filmul din fragmente ĸi din 

exporturi DVCAM, reconfigureazŁ imaginea ĸi coloana sonorŁ, pentru a recupera 

c©t mai fidel varianta originalŁ pierdutŁ. O parte din ´ncadraturi, sunete ĸi culori au 

fost modificate digital. Este un filmïcomentariu, original ca scenariu, care duce mai 

departe povestea, plec©nd de la universul nuvelei. Ċn Bucureĸtiul zilelor noastre, 

personajele lui Eliade prind viaŞŁ ´ntr-un nou context. De remarcat apariŞia lui Eliade 

ca personaj (interpretat de actorul Ioan Horga), ´n finalul filmului: ochelarii, barba ĸi 

pipa ´l redau metonimic. Poate prea pretenŞioasŁ coloana sonorŁ de pe genericul de 

final (sunete ample, orchestrale), cu trimitere evidentŁ la megaproducŞiile marilor 

case internaŞionale de film, care nu cadreazŁ cu, totuĸi, modesta producŞie 

rom©neascŁ. 

V©rĸeŞ 

2007 ï pe scena mare a Teatrului NaŞional ĂSerijaò din V©rĸeŞ s-a jucat 

spectacolul La ŞigŁnci, ´n regia semnatŁ de Zoran Cvetkoviĺ
19

. 

 

 Bastion 

2007 ï Teatrul Bastion oferŁ premiul I Trupei Catharsis II ï Bucureĸti 

pentru spectacolul La ŞigŁnci, ´n regia Doinei ķandrea, premiul pentru scenografie ĸi 

cel pentru coregrafieïaceleiaĸi Doina ķandrea
20

. 

 

Mandala. Dans contemporan 

2008 ï Compania de Dans Mandala din Sf. Gheorghe realizeazŁ un 

spectacol-dans plec©nd de la textul lui Eliade, ´n regia lui Aimen Klimmeron, care 

Ăeste rezultatul unui demers temerar (...) de a descoperi sensurile din textul lui 

Mircea Eliade, apel©nd la forŞa de expresie a dansului contemporanò
21

. Nu este un 

caz singular
22
, multe din textele lui Eliade cunosc©nd versiuni transpuse ´n acest 

                                           
18

http://vimeo.com/search/page:1/sort:relevant/format:thumbnail?q=mircea+eliade. 7 

aprilie 2013. 
19

http://www.libertatea.rs/index.php/cultura/468-la-moscheta-publicul-si-a-spus-cuvantul. 

6 aprilie 2013. 
20

http://teatrulbastion.3xforum.ro/post/223/1/premii_2007/. 5 aprilie 2010. 
21

http://www.comunicatemedia.ro/detalii_comunicat.php?id=13977. 19 aprilie 2012. 
22

Varia. Titlu: ĂSylvia ĸi Dj Rynno au filmat videoclipul ultimului lor hit, Stereoñ. 

FilmŁrile au durat paisprezece ore (!) ĸi Ăau fost realizate ´ntr-un conac ce dateazŁ din secolul 

XIX. Videoclipul este extrem de incitant, prezent©nd-o pe Sylvia ´n rolul unei matroane 

´nconjutatŁ de dansatoare care ´i fac toate poftele. DJ Rynno interpreteazŁ rolul unui client 

venit sŁ-ĸi satisfacŁ poftele (...), ´nsŁ scenariul pe care ĸi-l fŁcuse ´n minte ia o cu totul altŁ 

´ntorsŁturŁ. Acesta este adormit ĸi jefuit de frumoasele fete aflate ´n conac. Regizorul 

clipului: Ciprian Florea, fost membru al formatiei Bliss (é)ò. Aceasta este prezentarea 

videoclipului pe adresa http://www.showbiz.ro/muzica/6144432-sylvia-a-ajuns-matroana. 

Mult zgomot, multŁ culoareïcostume, decor, machiaj ˈ a cŁror notŁ comunŁ e doar 

http://vimeo.com/search/page:1/sort:relevant/format:thumbnail?q=mircea+eliade
http://www.libertatea.rs/index.php/cultura/468-la-moscheta-publicul-si-a-spus-cuvantul
http://teatrulbastion.3xforum.ro/post/223/1/premii_2007/
http://www.showbiz.ro/muzica/6144432-sylvia-a-ajuns-matroana
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limbaj, deĸi universul tematic nu s-ar preta, aparent, acestui demers de traducere. 

Amintim experimentul compozitorului italian Aldo Brizzi care ´n 1996 lanseazŁ 

albumul Lô®preuve du labyrinthe, ritmuri afro-braziliene inspirate din volumul 

omonim al lui Eliade,
23

 care cunoaĸte ĸi o versiune de dans coregrafic, sau 

experimentul din 1993 semnat de Anca Iorga, care a coordonat un Laborator de 

dans dupŁ texte de Mircea Eliade ĸi Jorge Louis Borges, cu coregrafia semnatŁ de 

Raluca Ianegic, Teatrul Odeon, Bucureĸti
24

. 

 

Fabio Monni. Experimente plurisinestezice multimedia 

2010-2011 ï Compozitorul italian Fabio Monni realizeazŁ o suitŁ serialŁ de 

cinci montaje audio-vizuale de cea mai bunŁ calitate: éam fire de artist... (2010 ï 

muzicŁ electroacusticŁ), La ghicit (2010 ï muzicŁ pentru cvartet de coarde), Drumul 

(2011 ï muzicŁ pentru 15 instrumente cu coarde), Biletul, vŁ rog (2011 ï muzicŁ 

electroacusticŁ, proiecŞii video ĸi dans) ĸi PipŁind prin ´ntuneric se aud paĸi repezi 

(2011 ï montaj audio-video), toate dupŁ La ŞigŁnci
25

. O viziune suprarealistŁ a 

poveĸtii lui Eliade conceputŁ prin mixaje plurisinestezice multimedia inedite, 

realizate ´n tehnicŁ video. Cele cinci montaje sunt diferite ca realizare (cadru 

susŞinut cu orchestrŁ, ansamblu, muzicŁ acusmaticŁ, video ĸi proiecŞie cu 

dansatorul), plec©nd de la cinci din nucleele narative ale nuvelei, 

situaŞii/detalii/emoŞii descrise ´n poveste
26

. Se remarcŁ strŁlucit tabloul Biletul, vŁ 

rog. Compozitorul ne mŁrturiseĸte cŁ ´n 2010 a g©ndit o piesŁ ´n cinci pŁrti, toate ´n 

legŁturŁ cu ŞigŁncile lui Eliade ĸi toate diferite. Fiecare piesŁ povesteĸte o parte sau 

un element din nuvelŁ, exploreazŁ un mic detaliu, o situaŞie sau emoŞii descrise ´n 

poveste. Fiecare piesŁ este compusŁ pe un mediu diferit : orchestrŁ, ansamblu, 

muzicŁ acusmaticŁ, video ĸi poiecŞie cu dansatorul. Piesele sunt un rezultat complex 

ĸi eterogen, dar cu o idee care sŁ facŁ legŁtura ´ntre piese (nu pot fi performate ´n 

acelaĸi concert, deci material sunt separate de spaŞiu ĸi timp), care pot sŁ fie reunite 

numai mental. Elementele care sunt la originea pieselor existŁ ´ntr-o unicŁ poveste, 

                                                                                                             
vulgaritatea: vizualŁ, subtextualŁ, raportarea preŞioasŁ la textul lui Eliade. Un clip comercial. 

Doar ´n linia melodicŁ remarcŁm c©teva inserŞii anamorfotice, cu trimitere la suprapunerea 

planurilor mitic ĸi real ´n care rŁtŁceĸte Gavrilescu. Sunete care trimit cu g©ndul la coloana 

sonorŁ a filmului lui F.F. Coppola, ñYouth Without Youthò, semnatŁ de Osvaldo Gojilovï

sunete de Şambal, brusc distorsionate, cu revenire la firul melodic principal. Nimic din textul 

lui Eliade, ´nsŁ. 
23

V. Cristina Scarlat, ĂMircea Eliade, Aldo Brizzi ĸi o ´ncercare a labirintului mai puŞin 

reuĸitŁò, ´n ĂNord literarñ, nr. 11-12/noiembrie-decembrie 2005, p. 6. 
24

http://www.spiruharet.ro/facultati/teatru/cadre/937a92b6863812fbd7b1ddc290eb9947.pdf. 

martie 2012. 
25

http://vimeo.com/search/page:1/sort:relevant/format:thumbnail?q=mircea+eliade. aprilie 

2013. 
26

Pentru mai multe informaŞii, a se vedea ĸi Cristina Scarlat, ĂExperimente 

plurisinestezice multimedia dupŁ La ŞigŁnci de Mircea Eliade ´n viziunea compozitorului 

Fabio Monniò, ´n volumul Colocviului NaŞional de Muzicologie ĂArta sonorŁ ĸi 

interdisciplinaritateaò, Iaĸi, EdiŞia a XVI-a, 21-22 februarie 2014: Maria Georgeta Popescu 

(coordonator), Studii de muzicologie, vol. IX, Editura Pim, Iaĸi, pp. 166-181. O variantŁ 

prescurtatŁ a textului : Cristina Scarlat, La ŞigŁnci ĸi avangardele artei, convorbire cu Fabio 

Monni, Orizont, nr. 12, decembrie 2013, pp. 16-17. 

http://www.spiruharet.ro/facultati/teatru/cadre/937a92b6863812fbd7b1ddc290eb9947.pdf
http://vimeo.com/search/page:1/sort:relevant/format:thumbnail?q=mircea+eliade
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dar sunt proiectate afarŁ ´n diferite direcŞii, aĸa cŁ fiecare piesŁ e diferitŁ ĸi se leagŁ 

de poveste ´ntr-un fel deosebit. 

 

 

Fig. 5. FotogramŁ din Biletul, vŁ rog
27

. SecvenŞe similare pot fi citite ĸi ca o ekphrazŁ 

muzicalŁ involuntarŁ dupŁ pictura suprarealistŁ a lui Pierre Soulages
28 

 
Fig. 6. FotogramŁ din PipŁind prin ´ntuneric se aud paĸi repezi. SenzaŞia de materie 

pulsatilŁ, care-ĸi cautŁ formele, ca un univers pe cale sŁ se nascŁ. TehnicŁ video. 
 

 

Se vede ´n plan secund o schemŁ g©nditŁ riguros matematic (linii perfecte, a cŁror 

poziŞionare pare bine aleasŁ) peste care se aĸterne altceva, difuz, ca o materie pe cale de a 

deveni formŁ, precum marea din Solaris, versiunea lui Tarkovski. EkphrazŁ involuntarŁ ´n 

                                           
27
Imagine oferitŁ de compozitor. 

28
Versiunea lui Monni poate fi cititŁ ĸi ca o expunere ekphrasticŁ muzicalŁ strŁlucitŁ a 

tablourilor lui Pierre Soulages (care a frecventat ĸi lumea teatrului ´n calitate de scenograf): 

numeroasele cadre din montajul lui Fabio Monni, de fondu dinamic (succesiunea de nuanŞe 

de negru, create prin dozarea luminii pe ecran), ĂtŁiateò de firele de luminŁ albŁ, 

perpendiculare pe lŁŞimea ecranului-tablou sunt o transpunere muzical-ekphrasticŁ vie a 

tablourilor pictorului francez, transformate ´n decor virtual ´n care se ´nscriu miĸcŁrile 

dansatoarei. A se consulta textul convorbirii realizate cu compozitorul Fabio Monni, 

menŞionat. 
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tehnicŁ video a unor citate cinematografice antologice. O image-pulsion
29

, conform definiŞiei 

lui Gilles Deleuze
30

. 

Compozitorul mŁrturiseĸte cŁ voia ca forme vagi sŁ aparŁ de la negru 

complet, ca o ceaŞŁ, un fum, ĸi sŁ se transforme ´n ceva geometric, cu forme mai 

definite ĸi culori slabe, fŁrŁ sŁ fie recunoscute ca obiecte, fiind ´ncŁ ´n mintea lui 

Gavrilescu, care nu vede, dar ´ĸi face o idee despre forme, neĸtiind exact ce sunt 

obiectele pe care le atinge
31

. 

 

Mihai GrŁjdeanu. BandŁ desenatŁ 

2011 ï Ċn numŁrul 3 /aprilie al revistei COMICS
32

 Mihai GrŁjdeanu publicŁ o suitŁ 

de trei desene din versiunea BD a nuvelei
33

. Un demers inovator, fiind prima 

experienŞŁ de transpunere a textelor lui Eliade ´n limbajul benzilor desenate care, ´n 

aceastŁ zonŁ, l-au cunoscut doar pe cel al desenului animat. Transpunerea este fidelŁ 

textului original, prelu©nd ĸi transpun©nd ´n imagini prima parte a nuvelei. Autorul a 

conceput un storyboard
34

 al celor trei pagini ´n stil clasic (old school): planĸele ´n 

original realizate pe h©rtie format A4, desenate ´n prima etapŁ ´n creion, apoi ´n tuĸ, 

scanate ĸi finalizate pe calculator
35

. 

 

                                           
29

Conceptul de image-pulsion a fost tradus, ´n ediŞia ´n limba rom©nŁ a volumului, prin 

imagine-pulsiune. Celelalte concepte amintite ´n nota anterioarŁ, image-affect ĸi image-

action au fost echivalate cu imagine-afecŞiune ĸi imagine-acŞiune. Gilles Deleuze, Cinema 1, 

Imaginea-miĸcare, Traducere de ķtefana ĸi Ioan-Pop Curĸeu, notŁ asupra ediŞiei Ioan-Pop 

Curĸeu, revizie ĸi postfaŞŁ Bogdan Ghiu, Cluj-Napoca, Editura ĂTactò, 2012. A se vedea 

Glosarul, pp. 291-293.  
30
A se vedea Gilles Deleuze, ç De lôaffect ¨ lôaction : lôimage-pulsion è, ´n Cin®ma 1, 

LôImage-Mouvement, Les £ditions de Minuit, (®d.) 2012, pp. 173-195. Deleuze defineĸte 

conceptul, image-pulsion, ca fiind nu un intermediar, nu un loc de trecere ´ntre image-affect ĸi 

image-action (trei din conceptele pe care autorul ´ĸi construieĸte discursul teoretic al acestui prim 

volum din 1983 privind limbajul cinematografic), fiindcŁ este perfect autonom: ç il poss¯de une 

consistance et une autonomie parfaites, qui font m°me que lôimage-action reste impuissante ¨ le 

repr®senter, et lôimage-affection ¨ le faire sentir. è, op. cit., p. 173.  
31

A se vedea convorbirea-analizŁ citatŁ. 
32

Fragmente, pp. 19-21. http://blog.iqads.ro/wp-content/uploads/comics_la_tiganci.jpg. 7 

martie 2013. 
33

 Ċntr-o epistolŁ din 8 aprilie 2013, Mihai GrŁjdeanu ne mŁrturiseĸte despre nuvelŁ ĸi despre 

demersul sŁu artistic: ĂAm constatat cŁ nu mai fusese adaptatŁ ´n benzi desenate ĸi am fŁcut un 

fragment sper©nd ca la un moment dat sŁ fie preluat de manualele de literaturŁ ca un mijloc 

intermediar de atragere cŁtre lecturŁ/literaturŁ pentru eleviò. 
34

Storyboard-ul reprezintŁ schiŞa paginii de bandŁ desenatŁ, fiind prima etapŁ ´nainte de a 

trece desenul pe curat: o serie de crochiuri ĸi linii simple pentru a stabili aĸezarea cadrelor 

(casetelor) ´n paginŁ, a bulelor de dialog, alegerea unghiurilor ĸi a perspectivelor. Ċn 

cinematografie, storyboard-ul este un element de bazŁ, care-l ajutŁ pe regizor ´n realizarea 

filmelor din punct de vedere tehnic. Banda desenatŁ se interpreteazŁ ca storyboard: o 

succesiune de cadre (desenate) care spun o poveste, precum filmul sau desenul animat. 
35

 Autorul ´ĸi alege etapele pe care le urmeazŁ ´n realizarea unei BD, care poate fi fŁcutŁ 

direct pe calculator sau pe h©rtie. Etapele realizŁrii benzii desenate ´n stil clasic alese de 

Mihai GrŁjdeanu: documentarea (fiind transpunerea unui text literar), realizarea de ilustraŞii 

cu personajele ĸi peisaje (pentru acomodare cu subiectul, alegerea stilului de desen), 

conceperea storyboard-ul paginii de BD, schiŞarea paginii BD ´n creion ĸi dublarea ´n tuĸ, 

redactarea textului ´n bulele de dialog sau casetele de naraŞiune. 

http://blog.iqads.ro/wp-content/uploads/comics_la_tiganci.jpg
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  Fig. 7. Nuvela lui Mircea Eliade ´n versiune BD 

 

Victor Rebengiuc. Audiobook 

2011 ï Editura Humanitas-multimedia oferŁ varianta audiobook a nuvelei 

La ŞigŁnci, text integral, ´n lectura actorului Victor Rebengiuc
36

. Deĸi nu una fericitŁ, 

varianta audiobook a unui text literar oferŁ, ´n condiŞiile impuse de societatea de 

consum a secolului al XXI-lea o reconfigurare a receptŁrii, impusŁ de timpul 

concentrat ĸi de ritmul cotidian (ĸi) al lectorului. InformaŞia narativŁ a textului 

originar poate fi livratŁ cu profesionionalism, dacŁ verisiunea audiobook beneficiazŁ 

de lectura/vocea/interpretarea realizatŁ de un actor de calibru (ca ´n cazul de faŞŁ) 

sau de autorul ´nsuĸi al textului. 

 

                                           
36

http://www.compara-pret.ro/preturi/audio-books-dvd--humanitas---la-tiganci--127721.html. 

19 aprilie 2012. 


