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Foreword

Under the mai title of (Inter)cultural Representation and Performativity
issue 32 of the journalScientific Studies and Researth Philology, with an
interdisciplinary scope, approaching especially the dialogue between literature and
visual or performance arts, brimgogethe contributions of researchers in the field
activating at the Faculty of Letters f
and of colleagues and collaborators from the academic domestic and international
environment 1 Buchar emgtr,®allaki , Gal asSi ,

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

thematic sections subsumed to the over
AVi sual Codes and Performative Express
Literary Theaegiewn aectprd authored by teaching staff from the

ADuntrea de JosoOo University of Gal ag$Si a
i Floriana Popescu, Vasile Spiridon, Florinela Fldrjaas well as by two master

candidates from the Faculty of Lett s of AVasil e Al ecsandri
Gabriela Furtunt and Ramona Lescai e, co

The first section comprises, firstly, the presentation of the prolegomena of a
it heor yf @f mmaxXx p oremsilgmodah dtersemiotici 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 Univefsity
Wollongong and the University of Notre Dame, Sydney (Austyatielivered at the
Faculty of Letters from fiVasile Al ecsan
To illustrate theoretical aspects, the author approaches mainly the semiotic
relationships established during a performargigr(als of the Repthat hehimself,
Geoffrey Sykes, has created on the basisafmes Gl eesonds ipomes
one of the great Australian artists, known especially as exponent of Surrealism. A
detailed reference t8ignals of the Reas provided in the second article, anithd
by Nicoleta Popa Blanariu, that integrates the respective performance within a
complex prograni festival and academic dialoguez onduct ed at Bact
with the support of the European Commission and the Minister of Culture from
Romania, throug t he Progr amm2Olh.Cul tureodo (2007

The second section continues this t
paper that, expanding on a research topic assumed constantly for several years,
di scusses the transposi tWtotme Ggpby GMéntoc ea E
alternative expression codes, characteristic of the different arts with which literature
may connect: theatre, film, music. Supporting the possibility of studying a
heterogeneous, literaginematographic corpus by resorting to i&am analysis

tools, Adina Vukovi l idsishetsdys of the concepthoe A mi
Apal i mpsesto from the register of lite
artistic construction and analytical matscourse; symmetrically, Adina Wuo v i | 6 s

article has an intercultural component, manifested through the correlation of two
A h y-tp @ xitadNarth American one and a Nipponese one.

The object of the third section is, among others, the theatiical
iscenographico, i sii dirheasion @ thex@aehing distouréesast e r
well as the work of relevant authors from universal and Romanian literature: Ovid

9
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(whom Cristina Popescu approaches in a paj]
signso i n Ovi dos§ aopmetimemixture where, dor varousl e
reasons, the general form of the myth receives the particular significations of the
experienced history of a biograph#mil Cioran( whom Nat aka Maxi m app
considering that his entire work may be r e

in a Afragmentaryd manner ), Ghéotheghe Cr tec
than the already mentioned ohee-reads from the perspectivé o ifandr ogyny a!
Bovaric manifestation in the novBlupa Russa ) , l oana Postelnicu (
Dtnilkt returns, this time highlighting se

reception by the Romanian literary history and criticisBgrin Preda andioleta
Popa approach the editorial as a type of journalistic discourse, resorting to the
corpus provided by the magaziRermula AS.Continuing an older preoccupation,
Rtzvan Popecwinai di scusses the fiuses of i n
educationo

Also constant in their research process dedicated to linguistic
representations, Petronela Savin and loana Boghian discuss several methodological
aspects involved in elaborating a contrastive, Romaraglish anthology of
idiomatic expressions and perbs 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, hamely that between
Afeconomic repr b8es e mtiaraigtessooir apdorti c o, as
mentions in arecently issued voluine f fAal t er i tyo.

Nicoleta Popa Blanariu

English translation by loana Boghian
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Geoffrey Sykes'

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 wittesld&leeson, who was
and remains one of Australiabs most prc
surrealism in a specifically antipodean coniéxt

These two aspects have a conventional link: the paper would argue that there has
been insufficient wtings 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 sets 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 thavb 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 af personal
reflection. This is inevitable, as the
include their deployment, over twenty years, in a recurrent development of a
creative performance project of my own,

llustration 1T A J ames Gl eeson: Encoded Cr a

'Ph.D., editor of &Southern Semiotic Revieuv
University of Notre Dame Sydney, Australia. This text is based on a conference paper presented
by professor Geoffrey Sykes at the Facultloé t t er s, AVasile Alecsancg
October 2014.

13
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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 shdife, strange creatures anédrh 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, immediatetipatless, 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 scarcelpspdior me,
the works resonated with themes that | 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 ¢ghan th
refinement of culture. These illustrated the conditions of the beginnings of human
culture on the southern continent.

Mlustration2i i J ames :GlAeeSsydbn | Travelling Inco

For Gleeson the sea is the infinity of unconsciousness, the lamnlbrtean
of the consciou$ 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 contrdllthgy also invite
our respase 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 project$ one artistic, the other intellectualthat only now, after twenty
years, are being well synthesised.

The first version of AiSignals of t he
Fringe Festival in 1995. There have been five versions $imteeminent Natiorla
galleries in Canberra and Melbourne, and small galleries and venues, and finally at
the ABacoviao Theatre, Bacau, Romani a, [

14
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Moti onal 6 Dance Festival. Al present a
of performance and style have varied depending on artists and resources available.

lllustration3iiSi gnal s of the Real 6 James
National Gallery of Australia, 2005

These previous presentations seem to exemplify features of what is
generally kown 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 amthnce; 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
although on one occasion this did notur.

The script for the 2014 Bacau performance was substantially charfged
the first time since 1995. It is much longer, and hopefully has more declarative ideas
and structure. It appropriately iulees an
artist always saw himself as a poet as well as a painter and at one stage had to decide
whi ch woul d be hi s maj or commit ment .
pronounced tastes in music, and he would listen to composers such as Mabhler,
Wagner and Bruckner whileomposing. 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 mul ti medi a nature of Gl eesonbs
motivation for my interest in them and in the formation of an imaginary response
in terms of the ASignal so performance
painting have been digitised then projected on a large scale. The large scale of the
original waks 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 they encompass a wide breadth and variety of dynamic and

15
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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 feat i the captured still life a gesture towards
dynamic segencing of movement and change.

lllustration4i i Si gnal s of the Real Bacau 2(

The kinetic element of the painting invites choreographed movement and
acting, by the shows three charactera 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 rfarlth performance, present a
context to encounter and introduce an expressive spectrum of acfiom the
everyday event of a solo character in a room at night, to elaborate dream and
ni ght mare sequence, to full moeaVat ddhsdan
always featured dance. Yet the dance is integrated and configured as part of a whole
wor k, and as part of the motivations of t
out of a response to the qualitieis and pa
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 emataitern and
light, and of course music. Its existential kinesis above all denotes, defends and
grounds the #Alived nature of performance.
characters the dancer movement becomes a play of sekpression emerging
tr ough and as a dr eam. The painterds mo v
environments and memory. The schol arés mo
archived knowledge. The gestural and kinetic play of all three characters signifies
and expresses variousorins of realism. The three characters, in their
personifications and also their realization, express three modes of being and
| anguage. The movement in ASignal so oper a
argument about the nature of the real and signs.

16
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It is possible then to predicate a multiform artistic performativity within the
artistic creativity of Gl eeson. Not 0
appropriate to the stimulus of artworkshe paintings seem to invite and wait for
such a collaborate 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 fmdational, convenient clue to the nature of the composition
of different element§ visual, action, musi¢ that comprises what is commonly
termed, at least in arts practice, a hybrid or multiform performance. It is important
and necessary to seek a neernt for the stylistic or layered, muform
performance, to clarify any possible confusion of its relationship to the traditions of
dance, or theatre, or music, in their own right.

lllustration5T ASi gnal s of t he Real Bacau

In the cadesoof tRAR8i dnr st el ement was
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 alsepresent in the practices of the artist. This
is demonstrated in the latest, rewritten version of the script, where a considerable
amount of the artistds own poetry i s i
ASignal so i f anythmanlgtifSomuorreatfaneé hdful G
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 prefiguremenin 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 potentigiia co

with other material, t hey @ase B byeChalese nt s
Peirce, and we wil/l argue that prefigur
to Peirceds mat ure sign categori es. Th

prospective appropriation or transformation with other elements infarpance.

17
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They might be fully composed and developed pigceksut fAi n t hemsel veso
taken out of existing fArefiguredo contexts
proposed new composition.

This depl oyment of P e iof apprapsatiom and c e pt st
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 matjdte
developed scientific and cultural processes and artefactmaps, diagrams,
photographs, poenisas examples of Firsts, so, without further elaboration at this

stage we feel a good affinity in the propo

The exanp | e s of AFirstso al so provide th
conceptualisation in Peirceds semiotic cat
devel oped in Peirceds own writings, yet [

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

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

termsi i ndexi cality, or fisecondso, as a conce
meaning and material in the métim 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 stafesultiform composition, to the three
interdependent stages of sign processes Pe
theory of semiotics.

It seems more than coincidental that at the same time or year that |
encountered Gl ee s lynhis snatyeadnest thah lIgcemmeneesip e c i a
study, at a doctoral level, into semiotics and in particular into the work of Charles
Peirce. | did not tie the two projects closely together at theitipgrhaps what was
then a thin, possibly intuitive, link, seesisonger now almost two decades on.

Al t hough Gl eesonds | ater works embody
these are expressed in a transformed style that responds directly to the Australian
landscape and sense of place. The more expressionist styies détter 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 arisio
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 lodiggtan
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 «periences. 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 eleemts are cgresent, 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 artistexpressions 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.

18
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What is important to note is the interplay of differeartistic 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 givéhe 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 backgrounoh an important gest 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 aro
signifierso (to use his phrase). I n doi
signs, andnove 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 nonrbal, 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 thmeidominant type of sensory field. His phrase
Afoptionalisation of mediad foreshadowed
studies, about selection of media form (written, AV, phone etc) that best suits a
message. There is a prevailing impression, imroanication 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 arekisd in any
one message or fAtransmissiono.

Further, McLuhan was only sgdéag 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 hisliision 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 modadityfor that matter to the
effects and existence of such intersemiosis in the actualisation of meaning denoted
by his term Aindexical 0. As previ-ously
semiotic inquiry is incompati blaecowti t h P
of sign systems$ 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 ditsl foeme
Peircebs seminal theorisation.

We can see that various forms of translation and transliteration are at play
between different signifying fields, or sign systeim® a very large extent because
of their grounding in different sensory modalitiegor it is in the interplay of
prefigured elements that consciousness is heightened, and arguably produced
mainly because humans, from their earlier culture, have learnt to express themselves
in different sign systems based on different signifying am$@w® 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 a question that has befuddled philosopHersmillenniai 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 prefigurement or summation of parts, comes to exist in theopagnce,
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 thebstential 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 performamiaed a lot can be seen
to be invented in the occasional actualised play of configured performance: the
existence of separate piigured elements, rather than being a given, should be seen
as arising out of performance as a by product or consequen@plof/ehent 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 audienéesspecially 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 agd even if it might run against the grain of structural rules for many
modern artistic drms. Yet it can be argued that most contemporary multiform
expression follows a very long standing tradition through human cultures that exists
from ancient rituals.

Al though ASignal sd gestures to some
language, ex@ssed 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 artisticrefugees from an oppressive regime arriving by sea to a remote
coastal setting. If there is some anthropocentric myth of humarabout the core
ecological imagination that is central to human naiuiie is expressed in a well
ordered articulate scriptomplete 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 colleste 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
these are accompanied by text and words. Indsléabugh 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 dirrieasidtrirom
its performance emerge segments of monologue and diremthspEhis 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 sat
seems to tease and provoke such rules of modern sodietyfluid free female self
intentiorally 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 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 secularins of theatricality from the earliest to
modern culture. More specialised, wdotused 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 tlemute 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 a spectrum that extends from cemiporary 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 mmltiemiables
and configuration.

The multiform work also reminds us of the-ewristence 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 everydayseWs 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
eminenceof linguistics in the study of the latter might disguise the essential and
constant cepresence of various sign systeingiestures, oral, intonation, spatial,
visual, writteni and how meaning, communication and social relationships depend
on the actualisd and continuing translation and joint interplay between them.

| wish to add one more comment to this already too crowded and concise
paper. | will do this through a further biographical link, between myself and
Gleeson, and a third project spawned & time of my first encounter with his
paintings. As well as the performance project, and coincidentally commenced
inquiry into semiotics, | proposed, to the painter, a video documentary. No such
work had been done concerning him, and he was amenable,tedespi
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 adif hour documentary. Either that, or some remarkable coincidence
occurred. It turned out that the half hour documentary, however visually interesting,
was quite unfocused and undesearched however it served to put my idea of a
documentary or video iarview 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 therwere to be two versions of the videmne 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 fASignal sd show. The suprg
be classified by what Peiraceal | ed AThi r dso. To reconfigu
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 lwatrical event as of a whoiewith 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 surroundotnng Gl eeso
potenti al recordings of the ASignal sodo pro
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 | have
introduced the last of three termis reconfiguration. The triad prefiguration,
configuration, and reconfiguration seem applicable to an understanding of multi
form expression, both in artistic and everyday events. These triadic terms have been
adopted from tb French thinker Riceour. Their use here, as brief as it has been, in
the context of a theory of multiform expr
term in any substantive sense.

These terms, it has been arguriadt, can be
of sign states or expressionFirsts, Seconds and Thirds. The qualification was
made that Peirce, like many modern thinkers of language and signs, does not
account clearly for an intesemiotic process of sign systems defined by sensory
modality. However , the potential for a compr ehe
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 appreciatezhd fulfilled. The paper argues that it is time teevaluate
monclingual and moneemiotic accounts of language, artistic creation and
meaning, and see long standing disparate traditions of theatre, dance, music, and
visual arts, along with the processef 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 worleatel major
events, along with artistic and intellectual influences, in the twentietlurgeAs a

young man he visited Europe and was influenced by psychoanalysis, surrealism and
Dali, and modernism in writing and visual arts generally. He collect@chgressive

array of first editions of modern writers, indlag 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 styleas 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 oti 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 inteynati 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 @rgment 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 68nd 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. AleGleon 6 s wor k i s inf
distinct vision and the feelings he brings to the surrealist progrhais 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 witlopposite 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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Parteneriat european.
Programul AGCOI3t ur ao

Activity Report

THE INTERDISCIPLINARY RESEARCH GROUP LOGOS
ASSOCIATED PARTNER OF THE
iAEMOTI ONALO FESTI VAL, OCTOBER 201
(THE EU # CURGOGRRMNE, 072013

Nicoleta Popa Blanariu

The fiContempBaaty Dahdeée Fe'Sit25" arjanife®ct ob
by the fAGeorge Apostuodo Cultural Centre
motional: rethinking dpaby fow @rganizatomsdrant t e d
Romania, Portugal and Latvia. The project is financially supported by the European
Commi ssi on and t he Romani an Ministry

Progr amme. T-met iparogleict r déitEhi nki ngthedance
AGabriela Tudoro Foundation from Bucha
Apostuo Cultural Centre is one of t he
Letters from fAVasile Al ecsandri o Univer
rescarchgoup ALogos o, is one of the associ
Centre, together withTROIS GL (Centre d e Cr®ation Chor ®g
Luxembourg), the ABacoviao City Theatre
Museum from BucharestSe ct i o n afdDAlice Rasetiliescanui George

Enescuo,AtTeistcanfourth edition, the ACon~N

Bactu continues the programmes and even
been conducted in the last nine years in this doniairfirst 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
culturd and educational institutions from
organi zer, the Faculty of Letters from
fiBacovi ao City Theatr e, artists from t
iGeorge Apestodo AColIsl. egMor eover, the fest

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 relevantthessiv i Si gnal s of t he Real 0,
a stage preceding the festival, by a team of artists from Sydney, Bucharest,

'"vasile Alecsandri o University of Bactu.
2 Seehttp://www.tvrplus.ro/editicapde-afis288137.
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ConstanSa and Bactu. The festival al so
component , by includi ng atiomseof résidemtraktistsi n pr o g
within the programme AArtistNe(s)to0o (that
motional: rethinking dancedo). One of the r

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

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

and Health from fAVasile Alecsandri o Uni vel
the festival was Ana Trincao, with initial visual artist training, whorkg in

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

with a show entitled Alf | -mbnthdedidenceatni t i at e
fGeorge Apostuo Centre; since then, he has
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

Gi ovanni Zazzer a, also in May, within the
playwriterGha ker btnescu from Bucharest benefit
prepared, together with choreographer Galina Borissova from Bulgaria, the project

fAnti-Gonei i t ' s me 0. Gina kerbtnescubds project
the myth of Antigonea nucl eus of the myt hds enduring
todaybés worl d; at the same ti me, a readin

from the perspective of the mythical archetype. Performed in the park of the
fGeorge Apost uo gGfedectamation and staga mokemenh(dance,

running step, oratorical or closely withdrawn, almost crouching posture), Gina
kerbtnescuds concept recover s, somehow, t |
performed. This implied specific dances completing titkeerance of lines and
spectators watching the actorsé perfor man
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 m®pogeconfigure

his work as a fAcomplete showo.) During th
kerbtnescu has pai d a visit to the Facul
University, where she talked to a group of bachelor and master students about he
project. Al so, the project of a residency
this time at Luxemburg, is the shdwift (choreographed and performed By me a
Kovg8cs and Al exandra G’ r belrift waspecfamedani ed b
in the fest v a | as fAwork in progresso, but even
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 inclie of the semantron sound, with its swelling efféatift

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 topiesditamaturgic 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 Geoffr Sy kesd conf er e
delivered at the Faculty of Letters from
Gl eesonb6s painting and poetry (an i mportan
influenced by the European otntee Reralto.i nTshpe
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year 2015 wil |l represent one century fr
Bactu this autumn preface next year b6s ¢

*%*

Organizing a festival of contemporary dance is, as | have said befotellenge

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 theldieThe latter often aim at technical and
thematic innovation, even with the risk of searching bodily expression for its sake.
But , the audience wusually wantisBasdamet h
20140 has beenin the goadnsenseoofmd woedi between the
particularities of the contemporary discourse, with its often painful, even violent,
par oxysmal anchoring into the quotidian
(why not in fiction, as a prolongation of life?) of an oasis ofihous 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 humouse Twiao

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
illusion, the critical or downright sarcastic distancing from the object and process of
artistic representation are fion the wa
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 | am concerned, | do not
believeintt mar gi nal ity, anachroni smalong ipr o
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
surpassedby t he i deol ogi cails n{slo noenanr,acbey, Icolta
posthumanism, postolonialism etc.), which may lead to a kind of emotional
emaciation of the expression or the pastiche of some prefabricated creation
procedures and recipes, ofietrmpor t ed and reused in the
to the fast foodkitchen or artistic franchise. The audience of the festival has
credited the organizersé6é option and fill

Therefore, the shows included in tfestival were:Signals of the Redlirected by

Geoffrey Sykes from Australia, choreographed by Alysha Firbank, who also
perfor med, together wi th Galina Bobeic
Liviu Mera playing the cello, Cornelia Erhan the piano ande sopr ano Br
Mo SoEvént( concept and perfor mancebDrft,/ana Tr
production of the AGeorge Apostuodo Cul't
performance by T2?mea Kov8cs and Al exand
k e an Walk in Beauty(choreography and performance: Alysha Firbank from
Australia; director: Geoffrey Sykes; music: Tomomi TakahasHi;voice Susie
Lindemann; illustrator: Janet Ayliffe)preath managemen{choreography and
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performance Sintija Silina fom Latvia; music: Elviss Zauts)if |1 had..., a
production of the Chor eogldrgrhluwembdg eati on
(choreography and performance by Giovanni Zazzera).

Signals of the Real
The showSignals of theReal subtitl edviedaacé sDabwasi pef f
the opening of the festival. As of the first reading of the script, | was drawn by the

aut horoés power to build at mos g Wwitinan, move t
i mprecise and apparently exootiwe sipraaxwe alr
already seen i n our Iidvheseaaventsadnesssbecdmbse t e xt

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

that enables us to regain control of our lives and ourselves. | wish to thamrk loan

Boghi an, my coll eague from #fAVasile Al ecs
provided in translating and adapting this dramatic poem into Romanian.

Geoffrey Sykes did not want a show of contemporary dance properly, but a
multimedia constructioi a fAmsubape creat i ombere peesy, he ¢l al

painting, music and dance fAcombine and an:
with the light, the words uttered on stage with live music, silence with the video

projections and performers with the spectaiorsl o o k . During the reh
Bactu, Geoffrey Sykes constantly did and |
showbés texture, searching for the opti mal
refugee artists from a mMlbogt mdisutialkiedat | @e
Bobei cu, Cristian Osol ok and Alysha Firbart

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

of the story (the war, Big Brother, the control of the individuald athe
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

wor |l d) are al/l resolved in the onwmi nous u
conscienceo.

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 wuatea@nsci ous
elements’ exorcism of the fear smouldering in the unconscious, shielded into the

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

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

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

i playingthe Dancerat t he -DMoben¢of fee shopd (an en
through creativity, which subversively avi¢
pres announces the failure of the expected revolution. Alysha dances in a crouching

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

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

her movement s l'i ke a fishermanoés net. The s
recoveries, a hesitation between resistance and resignation. The dancer passes from

the straight, proud, statuary posture to one of lament and full abandoiiment
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lowering the eyes andrms, bending and squattifigthe 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 heolo, the other two, the Philosopher and the
Painter withdraw anxiously into closed, defensive or reluctant postures, with their
arms folded around their bodiédike in a gesture of defence or only concentration

I with their heads bowed and eyes lagbithe ground. There is in this sequence
without being the only oné a synergy of gestures, an interactional and emotional
synchrony of the three charactérén fact, predictable and highlighted well by the
choreographic design. The three characteus texternalizé amplifying through
synergy i 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 otherh, afathem 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,batiich
amplify a lament movement of the head that moans woefully to the right and to the
left. In virtue of a kinesic polysemantism, which associétdie in poetryi 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 dApyrrhico, for exampl e) . Some ot
posture, almoswiping 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 slomoat hypnotic movements, as if

floating in weightlessnessa dr owsy dive into an- el el
vegetative regime of existence, menceptual and preeflexive; the conscience of

individuality i s di ssol ved.erSufddremil dde
newspapers announce that fa revolution

Neptunian sonority is replaced by the passionate inflections of the itamgousic

of life, feelings, of the fully alive creature who assumes itself with open eyes.
Finally, the I nspectords voice is wusel
assault of imagination, which seems to be a key to freddomer freedom, in any

case, which all the three characters are searching.

A successful trio of performers, whogordial relationship outside the stage is
reflected in the credible, empathetic interaction of the characters on stage. Behind
the deployment on the stage, there 1ies
without becoming simplistic, capture thermoil 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 mfisland of nowhere, suits Geoffrey

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

taken of the stage. There are many balanced sequavittes 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, p r i noaperfoimy |, from
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 itT choreographer, dancers, musicians, directorietmd of the \ay in

which all these dedicated themselves to achieving the project.

Signals of the Reas$ 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 thatn the life of each of us there is still place for ourselves, beyond the
habitual Aito do | istso, icomme il faut o, |‘
and the three characters take it by dancing, eventually becoming immune to what

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

voice of the director Geoffrey Sykes, the Inspeétarho subjects the refugee artists

to a harsh indictment, filling the background with his face oversized through video
projectionsi seens to be a lookalike of Big Brother, prophetically imagined, in

1984, by Orwell, in one of his dystopia984 A quarter of a century later, to the
spectatords comfort, Geoffrey Sykes does r
good to go to the tlatre 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...

| f Geoffrey Sykes caaalh® s ( whiec hfiysi @gfnat e urod
understood in so many different ways), Giovanni ZazzérhHad..) struggles to

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

possible vectors of the options from which life is slowlytied, 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,tfrormackground

wal | the platform, the choreographer 6s he
the choreographic expression, Giovanni
systematic exploitation of the rhetoric of space, at the interface betweerete

spacei the physical space in which the dancer evolvesnd his evocative or

symbolic connotations. Thus, the show manages, as a thematic dominant, the
spatialization of a deadlock, a dilemma, a process of delibexidmal or intuitive

choice;br i ef I vy, the representation of a dubit
which is, eventually, our daily given, although we may not always be aware of it.

The figures of space are diverse and meani
circle ofidle 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 a circle of divergent arrows (as a figure of deadlock,
difficult progress, captivity here and now, of a suspended or difficult to foresee
future, beyondhe undefined prolonged present ofeanbarras du chojx 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 ral 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 t hat opens in front of us, wi th al
step for marking timei 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 talculus
as if negotiating wh chancd the dancer throws himself head first, no matter what,

like in a roulette gamghe 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,ig a onebreath 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 wdl 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 cantration 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 contemporadyance f esti val from Bactu
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 Zazzeances, points, at a certain
moment, upwards, above the fret from the stage and above the heads of the
spectatorsi a proof, probably, of the option for a certain mode of living.
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Adina Mukovi

DOG: LA VOI E DUDBSKWIBRMISCH.
LE FI LM COMMEPSESTE e

R®s um®

Cet article aborde | e probl me de | a
du litt®raire au fil mique. £l abor® par
de cengerteRtgelle, ceStdi re | 6exi stence dans tout
texte plus ancien. En extrapol ant l e co
Ghost Dog : l a voie du samour ay, le fil
m°® me matrtisaoe, sa structure de pali mpse:
voie du samourap Sse constitue comme cC(
hypotextes €& apparemment incompatibles.
Dog &, renvoiwvwy arukka irsa,p pleaurdcde inxi me, ¢ | ¢
r ®f ®r ence ° Hakagur®, | e code des guerr
Mots-c | :®st ertextual it ®, |l itt®ratur e et C
Jarmusch, rap, samour ap

R®f | e ir®i 9§ mi Argument pour la migration du concept de

cpal i mpseste e du litt®raire au fil mique
Le concpeapnpsestée & ®t ® ®l abor® par G®r
liviePal i mpsestes. La | i(tlt9®&r2a)t, u rpeo uaru ds®esci ogn

de copr ®sence eingures utne xteexst.e paimpsgstEruisgi n ¢
d®signe un manuscrit s wjue lgs aopistds eluriiogien d 6 a L

Age ont effac® pour | e recouvrir d'un s
cun pali mpseste est, nl idtotn@r ad re man tg,r
premi re inscription pour |l ui en sub
néa pas irr®m®di abl ement effac® | e t
| ancien sous | e nouweau, comme par

Par m®t a pdimpsestee Ire pc¢ ®s e n thgpertexduellee | at i
c'est’-dire l'ensemble des relations qui peuvent exister entre deux ou plusieurs
textes. Dans tout text e, on peut d®couv
di ssi mul ant r,aucériepedt toujoorsidachér unfadlfiet cet ®t

'Universit ®TVR( IMo nt®IG&RAMi sl oot Roumas neg¢ttres

¢ Al exandru |l oan Cuza €& |l aki, Roumani e.

G®r ar d Malniempeestes. La | ,ttPAQratsyr E€dauw i 9a
1982, p. 15.

? Ibidem
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de chosesneedmebl € | ectur e o¥hyperext®tuper pose
sonhypotexte®.

Sel on Gamtexte tpeut toujours en lire un autre, et ainsi de suite
j usquod "~ tektes. Celicni dnedbs®c happe iplsl exposegér s
Lira bienqui lira le dernie@>.

En ®| aborant sa th®ori 8, mGiRdetdudlid Genet t
Kristeve, qgui dans wun souci de ma’ ' t rnexts er l e p
C 0 mmene permutation de textes, unent ertextanbi t ®espace dol
pl usieurs ®nonc®s, pris ~ dobéaubansessn t ext es
ouvragePalimpsestes | a | i tt ®r at,ur @e mait tsee creptdd® fdiergirt®
déicnt ertexetuall hypPeeltlextaual i t ®

Parhypert e&xt uGelniett@ute relatiort wnissdnt un texte B

(hypertextt ~ un t e xhypoteetgh t @rtiaenutr ube( t h®orie ° |
et d 6 ®c hypettextuab te® lp @& ¢ me t de voir que | es r aj
t e x t ehypotexteéd ¢e thypdriéxige ) ne se | imitent pas °
th mes similaires, mai s sO06®tendent ver s [
aboutir 7 | a cruvaeliloen. d®eunneethypentesdepep enbob € d o n
texte gui d®ri ve d 6 u tmansfarneatioh esimplé f € ®r i eur

transformationtout court)e’ o u  ptransformation indirecteimitation &'.
Dans son livireL ' | nt er.tM®xntou alei t ®eure,l Tgphainei t t ®r a't

Samoyault revieneraaxtappmet @ergcant ~ Jul i a
d®signer | ey peomtceti{ uRadl diRto® ® Seloa SamGault,et t e ) .
cbest pr ®ci s®@menrtterltée xgohbl o @m® ddregreteen | a | i tt
®vidence | '"h®t®rog®n®i t® fondamenlaal e du
|l itt®rature ne parle padw mduetmontdefambai g afg
gudbun ®nonc @ sera gamaisolea menBe, ¢ m° mepeus fairel c
a p p aer des ressemblances avec le madtde Par ses qualit®s do
Substitution, doéi nt ®grati on, m@dcda mitsemda exu iu a
fait signe vers | e mondet?esopogesti@®saghant
m®di at reole mandet et le texte, Samoyault propose le terme de
cr ®f ®r eén.ci al i t ®
cLa distinction commun®ment admi se en:
litt®rature non r ®f ®rentielle pose des
le monde et discours fictionnel L' i ntertextual i t® invite
peu cette distinction en introduisant
* Ibidem
® Ibidem

¢l é] expludi@ Kai sd eviant esrotyebcetteazoiminatioR ndus

fournit ®videmment noterlEderp,pBadi gme terminologi:
"Julia KristevaS ™ m®i Pai ks, £ditions-88u Seuil, 1969, p|
8Cf.G®r ar d dp.ein, p.tll e,
° lbidem p. 14.
1%1bidem
“Tiphaine SamoyaultL ' | nt er.tM®xntou alei t ®e ,|l aPdriitst,®r adut o
Nathan, 2001, p.78.
pidem p. 87.
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proposons Il e rR®®regqgicp a1 td® e di ff ®r ¢
r ®f ®r eentt iqauii t® rrespondraiftb®eat ir al
r®el , mais m®di ®e par | a % ®f ®rence p
£Etymol ogi quiexepnbyi eattexdree ,| atuiin ¢en fr
si gnitdsdrée. ¢cAutr ement dit, dans | es ter me
repr ®s eanutter ep acshle sissu dgsureots ¢ engag®s dans I
cagenc®s de fa-on ° imposer un &'éns st s
m° me t emps, Barthes conseisdp aacee |7'e dienxetr
multiplesé , c 0 mnissu dercitatipnsissues de mille foyers . Le facteu
coh®rence pour tous ces ® ®ments, <coOest

ndest pas dans son oriyicear mei stdansus
Gtissere et doéi nt er pnrs@tpa@Entdelué.hi st oi re sel
Si l'on comprend le mdexted a n' s s oconceptaeh s € -dire ent

ce quodi l est un ®nonc® de nature quelco
¢palimpsesté ( qui engl obe | e cqomedetputaéde R Ulei
concefptyped t @x tdiea IGRr@ p o u rGenigier™deu) | i tt ®r a
au filmique.
L e tite-palimpsestee , cl ef pour une | ecture inter
Sorti en 1995, l e film de Jim Jar mi
structure de hpparlexten@host Hdge . | & o6vegi e selu s a
constitue comme col | agehypotextesame i mbri cat

1.Ghost Dog, hypaextgr emi er ¢

Le premier Gliostpogg e@s e, ug nom cly act ®
noirs rappeurs et, implicitement, pour les gangsters des quartiers marginaux
am®ricains. Comme | 6observe Anthony Pec
attach®es au rap. En ce qui concerne s
prises de pasons parfois contradictoires, souvent moralement et politiquement
incorrectes.

¢cMai s encore pour |l es origines soci
r ®el | es, de ses: phanliecgee i ens!| @it mmiug i at
'3 |bidem

“Rol and Barthes, ind uvr @csr icé®@tpiEticeVang), vel. 2¢ |,

Paris,£ d i $ du&euil, 1993, p. 1677.

"Rol and Baar tnhoerst, dce op. ditaudd% u r

16 ¢ On entend ici pamigration conceptuelle | 6 ®v ®nement que repr ®s
delieudbun concept leuOommavi eageé eue daePpl, enbuor at i o
sens | arge qui engl obe tout ce -"edineiaussibienst i t u
un champ disciplinaire qudédun syst me de pen
disciplinaire, ou encore dans la langue dans laquelteden c e p t re-oit un no
avec une culture parti cules cigopgnes de ld phiosophiet Fec
£tudes sur |l es mjgEfditoaoasescbadHdaepmaetlt &es Pari
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tout | 6i magi maitr emsgwci ®.les @ppeuns sontr s a ge
toujours agressifg"’.

Contemporain avec -y dralpgpiag, tJiom Har mwagpc

gue ce genre de musique repr®sente " la fo
du soul et duub®. Pour | e r®ali$vapey ame®tiuaaitn)| el
unecugd ture novatrice qui ravieye ttaouti ss qlue
RZA, le chanteudu groupe Wdl' a n g C | dnm HendriXdde motre temps. Dans
une entrevue, Jind ar musch a d®cl ar® qubil a touj ol
cmusiques organiquement l i ®es ~ l 6hi stoir
chaque filme . Cboest pour quoi l a musique rap, cCo
film ° |l a fois w@wemmrd muwstineu enudsii |u®t iegxt r adi
Entendu comme la diction mpiar | &eh,a nmi®e , de textes ®I
et rythm®s, | e rap est un gmeinxraeg ehs® t dRbreoxgt rnae

de disque et doad’t r €9 e S0 UUEO € HamsOGUNGTEr e s a r
pr®sence des paroles abondantes et d®bi t®
pour caract®ristique doé°tre toujours ®crit

syst ®mati quement auteur et i ndueappest t e. En
certainement | 6une dappocrotns®P®qlémaes e ddoml
valorisant®®. Le rap cdest |l a prise de |l a parol e

cel ui tiem leimicgé s ur sc ne et dont on entend
musiale.

Le rap devi enmtssaean®ear | @heoot xDagg, gui a
courte®pl cgukal ese, mai s qui porte toujours
|l e suppont xde el ad@oct t equel Ghost Dog so6i d
Dog®coutant de | a musique dans sa mai son,
liquider les membres de la mafia locale (@848:03) ou chaque fois quand, dans
une voiture vol ®e, il roule vers | e |lieu d
Pecqueuxcen parl ant doéexp®riences v®cues ou do
nous parlent sans dout e, " quel que titre,
ne sommes pas forc®mene’issus du m°me mil.i

Si dans | rappdrer asniegardisf,imani r earleramr i cat ur a
musiquee , l e dicti ormeRirriec ad ha rdgld tapan crodnme ver b e
¢ tenir une conversation ou un long et impressionnant monolegueD ahost
Dogg | es deux verbes peugpanetursehimusigiey al abl es

" Anthony Pecqueux,e Rap Par i s, L editons, 2609, p.4r. Bl eu £
BEn anglais, le termmps i g n frdppe® @baratipe et i | a ®t ® appr
jeunes musiciens noirs de New York pour d®s
Bronx des a«dn®Enefieslerapesnie musi que mar qu®e par
frapp® qui revient r®guli rement, sur un rythm
aux musiques jazz, funlbpaoup. B.oul e (Anthony Pecaq
St ®phani e L&o | ipruébrid,cs du r aue. PEanrqius®,t e £ dsiotciioc
|l 6Har mattan, 2009, p. 9.
BRatricé&n8besomaol ogie du rap Marseille. |
Paris, £ditions | 6Harmattan, 2001, p. 72.
ZAnthony Pecqueup. cit, p. 5.

op
ig
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Sonny Val eri o c¢ omonodogueranusicaleensat] upee n'd acn t

une conversation entre | es m208B3:3Bube sur
maf i aapmeé cpour la derni re fois dwmtas | a
avant sa mort (9#47-96: 59 ) . Les rythmes saccad®s

liaison entre Ghost Dog et sa victime, en attardant en peu le moment du crime. Dans
cette confrontation entre un Noir et ut
grecquemet en sc ne des priodmmesniisntesrag@di a
metaxu q u e t h®ori se Ari stote cC omme h®r os
| 6observe Ant hloenyr aPpe,c quemme ca trag®di

inlassabl ementil ébobrl epontmoete|[ éffuSurto
homme moyen permettent aux rappeurs de
ouverte par l es exp®riences propres qud

guartier quoil:gerehdrslent peepp®ceinversitu®
approp%iableeé

é | eur tour , dans un par c, un grou
musicale qui, par son message et par se
Ghost Dog avec Pearline et avec la voix du vende hapt i en, Ray mon
dans un m®gaphone. Au 11€3:26), lesd ppelra S ®(
improvisent autour du titrkeee Cream anticipant en fait le sujet de la discussion qui
aura |lieu entre | e jeune ndglace duehocolattle Pe a
vendeur dit ¢m°® me S la vanille est l e parfur
chocolat reste le meilleue. Dans <ce chocolatte xdeev,i enet ¢l a m(
de Il a n®gritude. Ce sens est ad ®pdi lg® e g

confirme quodil est l' e meill eur ami de
di ff ®rentes, et i nvite PeargThisnsemy bestpr e n ¢
friendC6est du chocolla@20t42ane | ui . Al l ez

Un ®v®nement pompot mamcompr ®hrensi on d
str ucpalimpsesté¢ du f i |l m, c 6 e GhostlDaget R2Anleont r e
compositeur des pi

ces rap interpr ®t ®es
Le moment qui pr ®ct @e c b mme ecantrechmipaetie e s t
rapport doé®galit® entre | es deux person

cadrage pour cQuand lesnperdodrages se saluenyy RZA prononce

n @host Qoge . Cbest un signeedancespacm® me
oci al . Pr®c®dant | e d®nouement et, i mp
7:1898: 25) pourrait °tre interpr®t®e comn
a sortiec dnee Cat tge i nterpr ®tiartmM®en  ppaorL
0
h
t

D

af firmation dMariendacenoc ollgo gu @ p ,J ereBbeelsitt ®u
®Ot, ade sl®@or dre de |l a mise en sc ne. |
voir |l a r®alit.® dans | aquelle il soi

“Anthony Pecquewop. cit, pp. 8687.

ZcJearMar i e Jac olniob @rédtti®0n sept embre 1997), n
cit® ° compara’tre au titre dbébexpert du rap
pour des propos diffamatoires ~ | 6accagionnt r e
de la promotion de la bande originale du filra haine (Mathieu Kassovitz, 1995), pour
l aquel |l e il s S$a@ifice depeuleds Ibiflem p.83h.ans on
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2.¢cLa Voie de slaeemoduweruaxyi me hypotexte
Le deuxi mel aypoi ex tta,r eaa g kyhe ®

r ®f ®rentialit® quoooampatuirblaetacveanscdl®rerde
Unis. Comme dans | e cas des rapg@eiust s, t ouj
i y a plusieurs clich®s qui font l e mond
pour |l es Occident auxchaSalnond 6fema maes n®luea ray
entendu col porter noOreede émhdie®PRIapwamt
diton i ci et -, sont i mp®n®t rables pour | a
nous appara’t profond®ment ®trang re. Rar

| 6accent -dc@lri H®@ru® agte ndlleare et dedeomysifccatienn t
entantqge parti e i ntien@d dedargiere ad Japsh 6 a

T®l escopage de deux genres cin®matogr a
film de Ghasthbogir d a4, voi eedtt séamboestapre doun
connu seul ementGhgdogés oM°sner sOomsoqQ sSurnom |
une marque dbéappartenance au groupe de gal
vit selon |IldaggpkwWwck& ptededdbédhonneur des s a
m®di ®v al

En accord ° ces pomMepépslouieestnfmaf
italien qui, plusieurs ann®es auparavant,
la rue. Essentielle pour | a compr ®hension

|l es deux personnagest pba®senhe dfasmbal eehc b

back( dans | e r°ve 548 Ghpst cODmme HiBstoire r

m®| an ge aflashbackdeuc sloeuvenir (dans | a s®quence

pr ®sence du son ami hapt ifireale avecsLeuie)pet ®p ar e |

comme simple informati damgoR7/b602100).e par Loui e
Tout au long du film, le personnage principalHita g a ¥, wm @vrage

consacr® " | '"asc®tisme spirituel du samour
Comme texte ®crit sur |vwiedfdeaGhosteDbg, de® mme t e
cchapitrese de ce | ivre nous sont ai nsi |
di scours filmique, ce proc®Id® a deux fonct
unerup ure de | a | in®arit® du r ®ci t, du poin
doéidentification du personnage avec | e tex
Par sa double pr®sence, comme | 6i mage
voix de Ghost Dog, le texte dé¢a g a kster Gn® | a pdgnpsesteh avec | es
Ssc nes qui repr®sentent , en fait, son act.
exempl e, dans l a sc ne doa@i8), assassiad s sassi |
commandi t ®apé@rel @i gage du textaant@cr it se
panorami que, “ I 6i mage du Ilieu du cri me (.
Louie. Tandis que | e texte ®crvoxoffdenit | es
“Thomas Cleary. a voie du samourap. Pr gtrddutde s de | a
| 6@mi cain par Z®no Bianu, Paris, £ditions Point
®cConsid®r® sous | aHggekmnghB®plpas aphi qure®s elné er
caract®ristique. Cbdest, pr e mi secomdamemtt une u n e phi
phil osophi pettdies il onaemmoeunrt , une mhi(lYouska poh i Mi sche milaz
1985Le Japon moderne et | 6®t hi,quea asddaimadu rdep .l dlaan gv
Emile Jean, £ditionrd). Galli mard, Pari s, pp. 43
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Ghost Dog lit le chapitre dela g a kquri® se rr ®f re ~ l 6obl i
servir son ma’ tre:
ilf one were to say in a word what
basis |lies first in seriously devot.i
forget onebs master is the.most fund

La voix off du lecteur et la question duector in fabula

Ghost Dog i ncdrercd eled, i nomgrés;fatbulee ¢d o nt
parl e Umberto Eco dans sa pumntéeptatéeesu
pour quelquéun c&bpetlbd eprd@®sednicacctdiml deet |
condition indispensable au texte pour e

Comme le montre Michel Chion dans son lirea Vo i x ,alagoi®i n ® ma
offe s t l a voix du savoir et du pouenoi r,
quel que sort e, | eur ahcragd reais wansouseatiisrua( p h ® n
del” de ce qe°tDdrmMs mame aoemttaiene mesur e,
Chion est compl ®mentairlke avect ¢ ar t hd st
au texte car contrairement " ce gue | "' on
consommer passivement un produit fini. Un texte est emimfuime un obj
i ncompl et , est une ¢ machine pduleeteurs euse
pour rempli.oxr Il es ¢ blancs e

Si on accepte |l a th®orie que |l e text
guobdildumetanctual i sation par l e |l ecteur,
| 6esprit de Ghost Dog et cel ui de | 6au
samourg g u i au XVI 1| Kdaga K ©GHo® Dog a une exsterse®
asc®tique et retir®e du mowaiee duwes dmou
Cdest p o wragnoalir ae ini sur un toit, ent oul
proche du cimeti r e , roydume des mores®.

M°me sodéil y a deux si cles de distal
par l eur phil osophie de vie PkaVoieddu | a 1
samourap, «€beké par snmnrnage f i emrmeosom e | (

% Umberto Ecolectorin Fabula Par i s, £etFasqualle $979Gp. 62s s e t
2" Anne GoliotL ®t ® et Fr®2n®tcss Vdod awy &drig; Armand Colinmi q u e
£diteur, 2012, p. 93.

®cLe Hagakur® contient |les enseignements d
(16581 719) recueillsisnpard®erpar esom ® ve Tsu
g®n®r ati ons, l e manuscrit fut conserv® par |

de Kyusiu pour | 6®dificatieorf Ydui daaVleppdi méa,
moderne esarmdwW®ta.qulea vyoite adui Hadekumdm@&ngl ai

Paris, £ditions Gallimard, 1985, p. 11) .

“cCommence ta journ®e par la mort. Une |oy
un exercice quotidien. [ é]lsi @dmmegquldan djiuti t t r
toit, on entre dans le royaume desmorts© pei ne franchi léee Ed e wiel ,
nbest pas | a cause de |l a prudence quéil pl

(Ibidem p. 147).
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¢cr ®f @ admtns | a r®alit® (J@ch@ Yamamoto), es
d®pl oi ement de | 6®nergie intime de | d6indiyv

Un autre point 0% |l es deux esprits se
protestation contr e la raourde s®mp seigneed. JcEW 1700
Yamamoto nbéa pas pu faire Sdjmpudk®credurdelse

Tokugawa venait d'"en interdire | a pratiagqgu
J@ch®@ Yamamoto a critiqu® | e®laponpaes fTak
et prosp r e, | e samour ap pensait i ntol
traditionnelled’.

€ son tour, Ghost Dog exprime son d®s:
actes et par son identification @eevec | a |
soci al e, la r®ponse du rap (qui, i mplicite
Dog) est violente dans | a d®Gesoappeursati on d
souhaiteraient °tre do@®ssaggmP®sChast | 2assaiutlre
RZAet de son groupe, <car ils se d®cl arent t
et dear voi e @&u <Saemowmrdp soci ol ogue B®atri
point de vue historique, une r®ponse arti:¢
del a m° me malnd gceulquet ¢l e gospel, sous un n
de d®crire un rapport " la vie douloreux
par |l es vo¥es mystiqueseée

En guise de conclusion

En m®Il angeant d e s ntin@m@@tibleay (o engsique pap ar e mme
et |l e code des samour apuRa s hdbnderankénstaine s et d e
etc.)GhostDogpr ouve son appartenance ° | a post mo
nat ur e hfilnrpalichgsest@c @ e r ®s etnattei ounne” ilnaviconnali
de | 6autre et “ la remise en question de t
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de | oi martial e, la culture guerri re de |l a ca
compl exe de philosophie et de techniques de ma
Voi e du guerrier. [ €] Léobjectif essentiel du E
martiaux dans | dorganisation personnelle, soci

partir des doctrines tradimei oentn ed ul essh idnut ocposnnie
samourapgs d®vel opp rent de rLauwealgleesss es ydnut hs asmeosu
Les |l e-ons de |l a culture guerri r etraduideJapon. C
| 6am®ricain par PatgiAklepiG®e rd2@1iQ, Pmp. s £diti
'B®at ri cep. cljpdi3na
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Col i 012 d .

Kristeva, JuliaS ™ m®i PatisiEkdi,t i onsl9%8u Seui | ,
Mishima, YukiooLe Japon moderamouefapl 6 Rahivpuie
tradui t de | 6 awaisfadist ipanrs 8% |l lei ndeaerad,,
Molinero, St ®phbaese,publ i cs du rap,.PariEiqu°t e
| 6 Har n2600t an

PecqueuxAnthony,ParisLe Rap Le Cavali e€009Bl eu £di ti on

SamoyaultTiphaine,L " | nt er.M®@mounéi ® ,Paas,£Idi. t tN&rt &atawn
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Cristina Scarlat*

LA S| GDBENMRCEA ELIADE. SCURT ISTORIC AL _
RECEPTI RI I UNUI TEXT LI TERAR CN LI M
COMPLEMENTARE

Abstract

La$ g t [wWithithe Gypsy Girls] by Mircea Eliade is one of the texts that enjoyed
several versions in different artistic languagetheatrical, musical ones, cartoons,
film projects, audiobooks, 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 gatic codes, preserving at

the same time its ideational content.

Key-words: Mircea EliadelLa $ g L receptipn, statistics, artistic languages.

Lag gt RParcurs istoric al recepterii

Cn 1959, Mircea EI i adea tSeifgmcnndais t edma c
iunie la Paris). Sorin Alexandrescuonsi der £t t ext ul Acapodory
din celema i bune dind®diteratura romOnt

Compl ex t adaxa ol deueasdriare atpatieunui orak de pe alte
coordonate kiec®©ée: ceéeke ol ek cmindtrumentele, “'n
specifice prozei fantastice eliadiei evadareadi/ " n t i mp, gl¥les ar ea

ki temporale diferite, pluristratificarea lectukia acunii.

Ni col aek Mkgdndu

1980icompozitorul kK'Nii codraiee Blr&®nd@ i ul i e
ALucrez i nltagmd miiritexmlemmeavoastrt am ext |
delibretpecareka or i ext r e vh dPm Erawpletr ssotnavi. (é) S
de ritmuri folckkor deei denbhufthbh]| i$srd e’er ma
ger mene i dei artisti‘’de e&xtorcetno mbe i £e c Ed

!Cercetttor postdoctoral, Universitatea AAI

’SorinAl exandrescu, ADialectica fantlast$icgl ndio
Ki al t eE.PloB®68, p. XXXVII-L.

Cn interviul acordat , compozitorul Ni col
Ar K icapeamia f os't i mpus de ideologia comunistt
eram obligat (ca ki al Sii po) aCtiod tMirced u$ c adre
Eliade pe scenele lumiiconvor bi re cu ¢ omp o zNotddhiterarlanuNi c ol a
", nr . 1 (20), ianuarie 2005, p. Macea Hiadeyt pr e
hermeneutica spectacolului. Convorbiti, Cuv ©nt de Macean HaadocaEditura
ATi mpul o, | a#®53, 2008, pp. 248

* Mircea Eliade PapersUniversity of Chicago Library, 72. 6. Prin amabilitatea lui Liviu
Bordak.
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compozitorului: A(é) Amacphiuwt protileceuantd,
pot judeca: nu mt si nm3i wrigluorandgeasotar en lueni v
198671 operaAr ka S@aompozi torulufodltcoplreeeBt ®n d
studiourile Radioteleviziunii. A fost C
eveni ment ul stagiunii. Opera reprezintt o
opera tradi Sionalt ki el ement eatraizaneaa ct er i st
ca personaje scenice a unor instrumenti kKt
ceeacsevedx seaude Cadr ul poate fi perceput ca ml
cunoscute ale speammpacoiltudruil dree deplrspundea
observi a ct | i mbaj ul l'iterar este diferit
muzical : ASimilitudinile: “n "NsuKi t ext
spectacoll § i gk nci |l or este o pmacrdn@ealepmofak idual i t a
sacru(magi c, suprareal) care “n acel aki spasSi
adreseazt unui al t tip de regie, de | eci
Sentiment ul real de irealitate trebuie cr
spectatorului, a se induce o afOpemsaapestdree gpzelr ce
epi soade din care este construit textul I
aventuri.i Il ui Gavrile&cu, perfect simetric
20077 30 octombrie, ora 19:30, cu ocaziantmnarului naterii lui Mircea
Eli ade, I CR Paris a propulsa oSiggrNicolme audi Si
Br ©nduk, precedatt de koir edgei zzboaatreeramad entaperc
Mihu$S Evenimentulaavutlocl@al on dodor deePaidd? t el de B®h:

Audition - débat

(s Bl 55

e 4
- 1}.‘}“

Fig. 1. Afikul

®MirceaEliadeEur opa, Asi a, Amevwlunoub @H) Co I€Ca¥ @@an che reS i
"ngrijirea edi Siei de Mircea Handoca, Bucurexti.i

® C. ScarlatMircea Eliade pe scenele lurlic onvor bire cu compozitorul N
Nord Literar,anul lll, nr. 1 (20), ianuarie 2005, p. 8.

’ SorinAlexandrescuyp. cit..

8 http://www.icr.ro/paris/eveniment&/nicolaebrandusla-tigancimarti-30-octombrie
de-la-19-30.html. Acceat 19 aprilie 2012.
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Stere Gulea. Proiect de film

Cn Ir&yRdtul Stere Gulea a avut inefra  ecrani ztri i foext ul
epistolt din iunie, adresatt-sltuit Hlei ade
ar bucua regizorul NicolaesCueste doar un simplu svnsau este la stadiul de
tratative vakr uga $t BAaveeder & aacemesat tdedoa i hace
Carpsealue “"n caz ct acest luc$u nucl®asimde
dorinpicaatareda f ace un f i | s tdrutp,t foi e aotlaee Hdtee ¢
$ gtsauiNoapt ea doE. Nisiunal zdin eproiectele propuse nu-as
concretizat.

Fig.2.Fragment din epistola | ui

Regizorul Sergiu Nicolaescu nu a realizat
0 5

“"Fragment din epistola adresatt de Stere Gi
Arhiva Mircea Eliade, University of Ctago,Mircea Eliade Papers72.6. Prin amabilitatea lui

Liviu Bordack.
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Fig. 3. Documente alt e ~ mMircaar Eliade/Papers

Fred Popovici. ...G...

19887 acel aki text cunoakte versiunea <co
lucrare de care autorul ei se dezice. Titlul oper&s..Pr ezent att succint (
menSionatt) petorddul: o@.uir(idesedmprmoza short sto
Eliade)/19871988: Note: Is the synthesis of different compositional and technical
procedures used in several previous works. The aim of the score is to adjust there

2Document e a fMircea Eiade Rapera72.6. iUnivarsity of Chicago Library.

Prin amabilitatea | ui Liviu Bordack. Textul int
Dupt anumite probabilitbSi voi avea prilejul st
intens laoperd. a Sikgkmddin text ul Dumneavoastrt am extra
dori extrem denfmu$itkeszt pveinsanale. aSpvetr “snit “dmi K &
respectivt |l a Paris ki de a mkL prezenta direct.
publicaSiile din Sart care se v’ nd ca p° inea ¢
promp$Si | a anloeu.t LtT50 d tee efuia t ' @mtirl eoge avsicnt sitdeea Ki c
urmeazt a aved@i dtorec ibpoardti ®zoloulserie de ritmuri
secerik ki de iarnt (colinde, mai al.Pmfe care co
Vi Il e voi expune, fie ki succint. §in “nct o
Dumneavoastrt de a vi folosi opera (" n vederea
frumoase sentimente! Al Dumneavoastrt, Nicol ae
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procedures to an inconvenient litgrasubject, in which the fantastic plays an
i mport&nt rolebd

Alexander Hausvater.Teatrul Odeon

19937 mont are pe scena Teatrul ui Odeo
Al exander Hausvater, cu Florin Zamfires
fost di stinst cu Premiul pentru cea mai

Ciubotaru la Galele UNITER ediSaallla, pentru st aplPbdhea te

Fig. 4. Actorul Florin Zamfiresct
este profesorul Gavrilescu,
“n var iQdeonrd de

Text ul | ui Eli adetdetwvjne, pebvbooauei penh
n K inK i ceh petsanajeloil 0 S i ceipearlsSoinagcet odbei pe sce
orchestrt.si@Gagwmi, | essecul,ovekte k(icar)ecdiep ez ic
identitatea. |l mpresia spectatorul ui e a
disticteial protag ni st ul ui K i a-lc acd el o rnlceetae cpe rsstor
unui dialog coerent, ftrt succes, “~nst.
se |l eagto. E, “n subtext, trimiterea | ¢
rttitcind nfStar r egwpertrii esenSelor. Dram
' i mbaj ului/comunictrii. Met af ora Babelu
articul ar e, friomgengur arnegull apoi aaee Ra
jocul interactiv prop s , provoact | a el i bcemuaicae,. Of €
schimbul ui de roluri “ntru mai buna " n$S

13 http://cimee.ro/Muzica/Pers/PopoViciENG.htm#TOR aprilie 2011.
“Ywww. uniter . r-all-®Acepat:d matie 0d3. Si a

Bv.Cristina Scarlat, AMircea Eliade, Alexa
scenele lumii sau hermeneutica spectacduloi © AP o e s-4-5émartieapnilie-mai 05, pp.
106110. De asemene&r i sti na Scarl at, A Mi m,ccengorbifelcu ade ¢

Al exander Ha u s, wraltianuatie 2012 ppAARLR7. zont 0
ehttp://www.biletelateatru.3x.ro/poze_spectacole_& bannere/odeon_poze spectacole & ba
nnere/latiganci_banda_200.JPI® ianuarie 2013.
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de cttre fiecare dintre noi. Gavrilescu ¢
simbol . O s u detipodagecaivdtinultnieridiona(interpretat de Gelu

Ni Siunt, r i g a n(tkuelr bzatny gl hoantleosl ceus c(elna rud | “ Mit Hokrizli east c
sl tbiciund&amelmi ai Maxi m) . Nucl eul pi esei
principal: profesorul Gavrileschncor at "~ n banal, "~ n rutint,
carei compun existenSa, una cédhuokispaSPel cde
sacralizat al ASigtnciloro, unde i se 0]
Aal egeread unebBhgdnoaceberetoaichetevreica.
opSiuni, trei oferte de destin. Este prov
originare, -devi heedlairgerarnecor at “n cotidi at
comoditate, fidel unui vis de iubirei e | ratat, refuzbt. Gavril e
“n oglermdid ua decpet empadéan, a fiecktruia d
"ngustasi “"n/ de propriile ni mi-tedela Ki mkL r
provoctrile dedegerenaulpuiovocafaea©nd/er si unea
Odeon pune accent ul pe rol ul Sigkncii, re.
cktreia i se acordt un rol maj or. Trecerea
face, “nst, [ iamtarcieis tc onn Yiendu tadr ielxoprr de sens
inedite de performare. Cntrebat fiind car
care 0O semneazt, Al exatnaer AWmuavat st ne &
conductor. Maie c’urr Canrdt aa npnewerksti idia.t aM de mul
un povestitorr. Cn rolul Etsta mbt interese:
care e povestitt, care trebuie st devina

prezenta un personaj care greac a K i Casandra, dar nu "~ nSel
creaSiei ei . Prin ea vor-beaxpsitmabuhnitoba
care se revela cu fiecare opert artistict.
cu opera lui Gavrd s c u , dar e i neoapsaobciilett astte nfaksrckt o'ri
organizatie, fktrt fidelitate Ki l oi al itate
' i mba era formatt din sunete imitative <cu
| ume i ntcermaraeg Ltprdef unzi me, o lume a artelo
popWdr o
Dan Pi&, Eu sunt Adam!...

19961 f i | mu | | &u sunDAdam!.p| §act Ki de | a acea
Cn rolul | ui Gavrilescku: dact wrrash dekaef d&m
specialitate, filmulrekext € st i nfuzeze ideile | ui El i ad
cinematografiad st | e d$eaare speciatiiof, hugear & ost di fi ci |
o decripta.
Gelu Colceag,Cazul Gavrilescu

19971 premiera pieseCazul Gavrilescupe scena Teatrul ui N
regia | ui Gelu Colceag. Cn rolul profesor
Adrian Titieni. Cumai p8 nt r® zdea ®t ver si aowema de | a
pudne reprezentfi, turneek cronici de spectol, piesarekek e st conf i gur e
osatura textului originai st | i vreze spectatoruwhui dr am:

Bucuredi caniculard  “umlabirint temporal pluristratificat.

YCristina Scardiang o lAdi ik eoretarbireEe mexahaar Hausvater,
“n  AOmi. X iannarie2012, pp.15, 27.
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Clipa ast@®rminmudnathtr.il |l er metafizic romo
3 20027 " n | una decembri e, “'n ceﬁtjﬂscrul f
ACi neMAi ubi to ar e |l oc premiera Apri mul

inspirat de nuvelda $ gt,iIC¢ i pa ast'3prmeizneunntaattt ,de U. N
colaborare cu CinequidAlexandru St nescu semheazt scenar.i

i magi nea, monol ogul . Muzi ca: Andr ei Ca
Versiunea din 2010, eflie special t, reconstuk diui e f
exporturi DVCAM, rekc oo bi g ampentrusdoreciopperd g i n e
c©t mai fidel varianta ori gindakuorigui er du
fost modificate digital. Este un filncomentariu, original ca scenariu, care duce mai
departe povestea, pl ec ©n d «idl ileldr acastrap i v er
personajele lui Eliade prind \ ~un iou context. De remarcat af$ariui Eliade

ca personaj (interpretat de act or wl |l oa
pipa | redau met &noiansitc .croB ocodatnehe psipea gemn e
final (sunete ampl e, or chest r@enajlar cu t
case interng onal e de fil m, C aHd, enodesia prodegel r e a z &
romGneasct.

V OreS

20077 pe scena mare a Teatrului $leo n a | ArS e Websja guoat d i
spectacoluLa$ gk, nc'engi a s e mnGwvett kloeviZior an

Bastion

200771 Teat r ul Bastion ofert T@Bruecmirwelkt
pentru spectacoldl a S, gt mciregia Doinei kandr ea, i
cel pentu coregrafitga c el ei aki *Doina kandrea

Mandala. Dans contemporan

2008 i Compania de Dan®andaladi n Sf . Gheorghe r
spectaccd ans plec®©nd de | a textul [ ui EIl i ad
Aeste rezultatul e a descaperinsensisile dinetexaulr a r (
Mi rcea Eliade, exresela@ansuluilcantenipod@nSiaestd en
caz singuld?, multe din textele | ui El i ade ct

Bhttp://vimeo.com/search/page: 1/sort:relevant/formannail?g=mircea+eliade 7
aprilie 2013.

Yhttp://www.libertatea.rs/index.php/cultura/488moschetepublicul-si-a-spuscuvantul
6 aprilie 2013.

“http://teatrulbastion.3xforum.ro/post/223/1/premii_2087dprilie 2010.

“http://www.comunicatemedia.ro/detalii_comunicat.php?id=139%7prilie 2012.

Afaria.  Ti tl u: ASylau filmat wdeoclifiuj ultirRwui lor hit,Steredi .
Filmbrile au durat paispr-ezecenacecdé¢! dakeadt
X1 X. Videocl i pul este ®xtpreenSBydesiiancint arnol,ul
“nconj utsaattto adree dcaamr € 7 i fac toate poftele.
venikti sstati sfactkt poftelel (fLtcydse nNsbtmsoea@art
“"ntorstturt. Acesta este adormit kegizoryl e f ui t
clipului: Ciprian Florea, fost membru al f
videoclipului pe adresahttp://www.showbiz.ro/muzica/614443%lvia-a-ajunsmatroam.

Mu | t zgomot ,icmet uime,cutleane, machi aj ' a ¢
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limbaj, ded universul tematic nu-ar preta, aparenticestui demers de traducere.
Amintim experimentul compozitodahsieatt al i
alboumulL 6 ®pr euv e dutmurd afrolyaziiienet ilsgirate din volumul

omonim al lui Eliadé® care cunoge ki 0 versiune de dans coreg@&fisau

experimentul dinl993 semnat dénca lorga, care a coordonat waborator de

dans dupt texte de Mirceackl cadegkafiJarge!
Ralucalanegic Teatrul OHeon, Bucurecxkt.i

Fabio Monni. Experimente plurisinestezice multimedia

201020111 Compozi t or ul italian Fabi o Monni
cinci montajeaudiw i zual e de c e aé amdire debadist.{2010ial i t at e:
muzi ct el ectkatghict@C snuiz¢c}r, pentr u ,@umalrt et de
(2011 muzi ct pentru 15 ,iBmdtert wh{2Ohlivehu iogc oar de
el ectroac@sideowdans)i Pr pkead prin ’‘kKmepeziner i ¢ S ¢
(20117 montaj audievideo) t o at elaGuwpth©i vi zi une suprarea
poveadii lui Eliad e conceputt prin mi xaj e plurisin

realizate ~ n tcedi monajfe sundifatite @a realizaré Eadru

susp nut cu orchestrt, ansamlal poojecie ncu z i ct ac
dansatorul), pl ec ©nd de | acleelei mative alei muvelen u
situe@i/detalilemdp i descri’®8e nemanvelst sRirlteltuucli,t vtta k

rogg Compozitordkud ot amgCn@iG se® piest “n cin
| egtt® gt nlg BHlihdek toate diferite Fi e ¢ a r povestaeoPéarte sau

un el ement din nuvel t, xgal e @ a zdte swcmr i miec
poveste Fi ecare piest este compucsctheper un aness
muzi ct ac uskpaiecte cudansatoruBiesde sunt un rezultat complex

Ki eterogen, dar cu o idee care st fact | €
acelad concert, deci material sunt separate deggp@a  t i mp) , care pot st
numai mental. Elementele care sunt la originea mpesel e x ros tukn i ‘cntt rpov e st ¢

vul garitatea: vi zual t, subtextual t, raportarea
Doar “n linia melodict remarctnmasu@dpeerea | nser Si
planurilor mitic Ki real “n care rttitcekte Gayv
sonort a fil mului I ui F. F. Coppol a, fiYout h Wit
sunete de Sambal, b r u s cl mdladis priacipal.iNmnit dith textul cu r ev e
[ ui El i ade, “nst.

2y, Cristina ScarlatAMi r cea El i ade, Aldo Brizzi ki o “nc
reukitto, ~ n ABRwoierdbriddécgmerie 80051 p.6.nr . 11

#nttp:/iwww.spiruharet.ro/facultati/teatru/cadre/937a92b6863812fbd 7b1ddc290eb9947 . pdf
martie 2012.

Phttp://vimeo.com/search/page:1/sort:relevant/format:thumbnail?2qg=mircea+eliadgprilie
2013.

®pentru mai maile i nformaSii, a se WMEEparikientCei s
plurisinestezi ta Mudget nvhierdd @ea dEIpikade “un vi zi une
Fabi o Monni o, “n vol umul Colocviului NaSi one
interdisciplinar.i-&22 fehryarie 2G4« Maria Gedbrgefai Papesau X V |
(coordonator),Studii de muzicologiey o | . I X, Edi turiBl.®ivanant ki , P |

prescurt aitCr iatti emvat Blcwii | atv,a nlgacof/elre cudabio e i,
Monni, Orizont,nr. 12, decembrie 2013, pp.-16.
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dar sunt proiect &itaea acftarfhi e crnardei fps eeistte aed
de povarsfel deosehit.t r

Fig.5.Fot ogr @8inl eduf.Sewten
muzicd £ i nvoluntart d

Fig. 6. Feiopg

i in “ntuneric se
pul satikli tcaovat

di
me |l e, ca un unive

® o
- B
o~
o]

Se vedeséenuptdan schemt gO©nditt riguros n
pozip onar e par e bi ne keank altaesa difuz,pca 8 materiecpa cake desae a
deveni f or mb, Solaresc uvre rnsairuenae ad ilnu i Tar kovski

“I magine oferitt de compozitor.

“Yersiunea lui Monni poate fi alitistr kliucia
tablourilor 1 ui Pierre Soulages (care a fre:¢
numeroasele cadre din montajul I ui Fabi o Mo
de negr u, create prin doear edae Ifuimmienliei dpee |
perpendicul ar e pabloulsinSo tnapspuneeecuzaaallup ui ast i ct v
tablourilor pictorul ui francez, transfor mat

dansatoarei. A se consulta textul convorbiriiealizate cu compozitorul Fabio Monni,
menSionat .
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Studi i K i cercet btri KtiinSifice. Ser

tethnct video a unor ci tat émagepusierfi@dnformdeiridsi ce ant ol
lui Gilles Deleuzé®.

Compozitoruwle mir thuwrmimeecwa g i st apart d
complet, ca o ceéh |, unk fsm, se transforme ~ @A ceva (e¢
definite ki cul orii sl abe, fetrt st fie recunoscu:
Gavril escu, c khface o idlae desmedf@me, diind exact ce sunt

obiectele pe care le atine

Mi hai Grtjdeanu. Bandt desenatt
20117 €n n u niaprilie &l revdstei COMICEMi h a i Gritjdeanu publii
de trei desene din versiunea BD a nuvldin demers inovator, fiind prima

experield de transpunere a textelor [ ui El i ade
aceastdauconostdt dogrle c el al desenul ui ani mat . T
textul ui ori gimahsppn®hdO©hnhd i maAuworuhai pri ma
conceput urstoryboard” al celor trei pagini n st iold sahdox@aike!  ~ n

-,

original refadi mat eApe h®@©seéemat e
scanateq finalizate pe calculatdt.

n Kpri ma et

®Conceptul démagepulsiona f ost tradus, “n edi Sia “n |imb
imaginepulsiune Celelalte concept e inageafied kK iimage ~ n not a
actionau fost echivalate cumagine-a f e ¢ § imagmea c S i GillaseDeleuzeCinema 1,
Imagineami Kk c Bradecered e kt ef aP@ap KCuoltosunpr aa e dPosi e i |l oar
Cur kewi, zire Ki post f aNSatp oRmg d aknd i G huir ta, AJlawijt o, 20
Glosaarul, pp. 291293.

A se vedea Gilles Del eudépmagidoedi N®mbT mlc t

L& mMogvementLes £ditions de Minldis., QeRlde uz e?2 0dle2f,i n
conceptuljmagepulsion,ca f i i nd nu wun i nt er mednibgeafiectkinu un | o
imageacton( t r ei din conceptele pe care autorul 7~ Ki ¢
volum din 1983 privind | imbajul cinematografic)
consistance et une autonomie parfaites, i font m°metgomr FésmMagempui ss
repr®sent-af feeti bai meppbce, p.fl78i re sent i r. e,
¥Asevedeaconvorbiremnal i zt citat k.

%Fragmente, pp. 1921. http://blog.igads.ro/wsgontent/uploads/comics_la_tiganci.jpg
martie 2013.

#¥Cnarepistolt din 8 ap

c

rilie 2013, Mi hai Gr tj de
A nunmiai désecseastee akliapamt f

demer sul AImMu cansi at at:

fragment sper©nd ca | a un moment dat st fie pr
intermediar de atragere cttre lecturt/Iliteratur
3Storyboardu | reprezintt schi Sa pagetnapit den abianntdet dde
trece desenul pe curat: o serie de crochiuri I
(casetelor) “'n pagint, a bulelor de dialog,

cinematografiestoryboardul este un elementdeiaz -camgeut £t pe regizor ' n

filmelor din punct de vedere tehniBanda desenatt st@yboardcber pret ea
succesiune de cadre (desenate) care spun o poveste, precum filmul sau desenul animat

BAutorul “ ki al egezeat damelreeape zaarea lue elr e,
direct pe calcul ator sau pe hortie. Et apele r
Mi hai Grtjdeanu: documentarea (fiind transpune
cu p e r s opeisaje e(pemtru &comodare cu subiectul, alegerea stilului de desen),
concepereatoryboardu | pagini i de BD, schi Sarea paginii
redactarea textului “n bulele de dialog sau ca:
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http://blog.iqads.ro/wp-content/uploads/comics_la_tiganci.jpg

Studi i Ki cercettbri KtiinSifice.

Fig. 7. Nuvela | ui Mi rcea EIliade

Victor Rebengiuc. Audiobook

20117 Editura Humanitasnu | t i me di a aufliébooka nwvelei i ant e
La Sigtegt integral, “~n [|%DBekiurna antao rfelr
varianta audi obook a u$leuimpuse dexsocietatéatde r a r
consum a secolului al XXIlea o reconfigurare a rece
concentrat ki de ritmul cotidian €) al lectorului. Infoom& a nar ati vt a
originar poate fi l'ivratt cu profesioni
de |l ectural/voceal/interpretarea re&)izat
sau@ a ut odraludxtuldi.n s u

hitp://mww.comparapret.ro/geturi/audiebooksdvd--humanitas-la-tiganci-127721.html.
19 aprilie 2012.
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