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AdinaVu k olvi I

LA VERITE POLYPHONIQUE: LA MISE EN QUESTION DE LA
DICHOTOMIE ENTRE FICTION ET DOCUMENTAIRE

Polyphonic truth: questioning the didoony between fiction ardbcumentary

The most common documentary definitions indicate thefiational character of this
cinematic genre, the absenot professional actors, and the presentation of real
events. In essence, there are the principles ertaddyy John Grierson in9B2, in

First Principles of Documentaryn practice, we find that most major documentary
works demonstrate the precarious boundaries between fiction and documentation of
the real. In this way, Jedruc Godard notediAll great fiction films tend toward t
documentary just as all great documentaries tend toward fictidmoughout the
history of documentary cinema, filmmakers have had to recognize that, in practice, it
is almost impossible to avoid the intrusion of fiction int@@umentary. In this
coniext, we wonder if the documentary's genre purity is not illusory while implying a
guestioning of cinema's current taxonomy.

Key-words: fiction film, documentary filmpolyphony John Grierson

Quand il sdbagit @grba) ke plustowvenoan dainune d u
différence entre le documentaire et le film de fiction, tout en évoquant le pacte de
croyance comme le garant de la distinction entre les deux genres. Le spectateur de
fiction est avert.i d g uldo ¢ tpasre®id wdisalass | a
événements et les personnages du film. En tant que spectateur du documentaire, on
sbattend © ce que | 6information v®hicul
doivent avoir la méme identité et le méme vécu daridm et das la vraie vie. Si
cette r gle nobest pas respect ®e, dans
condamn® par | a critique et discr®dit®

Ce qui prime dans |l a d®finition dbéun
auréférenfue | 6i ntentionnalit®. JIMarieSchaefeer sens
fait dans son articl®e | 6i magi n a thdauosemble élbgaentd:ce qut i o n
i mporte dans | e cas de | a fictiomqu ce n
nboas pne port®e r®f ®rentiell e, mai s d
laquelle la question de la référentialité ne compte pas » (Schaeffer 2002).

La situation change dans le cas du documentaire ou le référent et la nature du
rapport aumonde condittnnent son existence et garantissent sa spécificité comme

genre cin®matographique. Cbdest pour cet:f

(dbune mani re implicite ou explicite)
Tout au | one glu cthémadbcanmentare, des cinéastes ont da

reconna’tre que, en pratique, il est p

fiction dans le documentaire. Dans ce contexte, nous nous demandons si la pureté du
genr e docume nt-méme dusoinedteuten impicuant uad rénmase en

LUniversité de Montréal.
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guestion de la taxonomie courante du cinéma.

1. Grierson et la pomme de discorde

En 1926, aprés avoir été utilisé dans la terminologie photographique, le terme
«documentair@ f ai t son ent rh®@rierson, lecuturfaldateurdeCdé e st J
| 60f fice nati onal du film du Canada, qui ,
TheNew York Sura écrit que le filnMoanade Robert J. Flaherty avaitwe valeur
documentaire> : « Of course Moana, being a vid@count of events in the daily life
of a Polynesian youth and his family, has documentary vél@@uelques années plus
tard, dans son esshirst Principles of Documentary1932), Grierson a repris le
terme.

Méme si, comme épithéte, le termdacumetaire» avait été employé pour
la premiere fois dans le cinéma francais des premiers temps afin de désigner les
travelogues ou les bobines de voyage i | sO0i mpose dans I a
cin®matographique international qguelgr ©ce au
nouveau genre cinématographique est défini comme étantaitement créatif de la
réalité ». Cette définition deent vite une vraie pomme de discorde pour les
documentaristes et leurs critiques, car elle est ouverte aux multiples et, parfois,
contradictoires interprétations.

Dans son ouvragk 6 ©ge dobéor d, Roger @diny e seimtdel r e
privilégier le terme «réatif» de la définition de Grierson, affirme que la tension qui
existe entre les deux lignes de force du documentaire moddihes x p ®r i ment at i o
formelle» et «la confrontation avec la réalité socialeremonte & définition du
documentaire commele traitement créatif de la réalité ». Dans son livre, Roger Odin
cite Lindsay Anderson selonquc«e n 6 ®t ai t gautei gona rc rii® adti i nvt eedr p
documentaire se distinguait du simple journalisnte M Anderson ni Odin
ndexpl i gue s tompensent paesimple journalisme. Il nous semble
guand m° me (q simpleb &é&Rbtasseg vite totlée et acceptée ssErve
tout en ayant en vue le réle que la télévision et le journalisme ont joué dans le
développement du documentaire.

2. Flaherty et Vertov. A chacun son «nensonge» ou sa Vérité
Robert J. Flaherty et Dziga Vertov (pseudonyme de Denis Kaufmalgso
deux figures tutélaires du cinéma documentailg inaugurent deux démarches et
méme deux esthétiques opposéeslaherty considérait le tournage comme étant le
moment privilégié de la réalisation de ses films, Vertov croyait dans la puissance d
montage, grace auquel le cinéma pouvait assurer une nouvelle perception du monde.
Intéressé a surprendre la dimension la plus profonde de la vie des Inuits,
Robert J. Flaherty a passé quinze mois dans les conditions extrémes du Grand Nord
canadien,encopagni e des gens quobéil wvoulait fil me
de vie, «e filmeur » est arrivé a une grande complicité avéesdiimése . Cbéest cet t
complicité qui a facilité 4a mise en scéne de la réactivation des pratiques

2 Cité dans Betsy A. McLan@ New History 6Documentary FilmNew York, Bloomsbury

Academic, 2013, p. 4.

3 Voir Frangois Niney,L 6 ®pr euve du r ®e | " | 6®cr an. Essai
documentaireDe Boeck, Bruxelles, 2002, p. 71.

‘RogerOdinL 6 ©ge door du Phaoduwsme dd@8fialTenat t an
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ancestrales abdonnées par les Inuits, Nanook et ses proches acceptajuus
leur propre v devant la caméra de Flaherty.
Comme son contemporain Edward Curtis, Flaherty a manifesté son intérét

débenregistrer tout ce qui , modernitd étaiteen d e |
train de disparaitre dans les communautés traditionnellessrmdifee st dans c e
qudi l a ®c Nandok of thepNontk(ipoa23: «\What | want to show is the

former majesty and character of these people, while it is stifliiples before the
white man has destroyed not only their character, but the pasplell 3.

On sait aujourddhui que FIl aherty g
«romancé?® et c'est pour cette raison qu'il est intervenu dans la réalité. Par exemple,
la céne de la chasse au phoque a été tournée comme dans un film de fiction. La chasse
nbest pas une Vvraie chasse et Nanook f a
phoque, qui se trouve au bout de la corde tirée par le chasseur, est déja mort. On
reprc he aussi ° Flaherty dbéavoir mis en p
eu |l e droit de chasser au fusil. Doai l
nébutilisaient pl us depui s |l ongt emps. |
participente n 't ant qubact e uilspuemnt des rélpsrebldureidersite o n n €
de vraie vie ne councide pas avec celle
« Allakariallak [esie] nom véritable de Nanooket sa famill e r ®el |
g u 6 oitndansg le film.

M°me si |l e film a ®t® c olohdasstle®el, sur t
Nanook of the Nortlieste comme le premier grand documentaire de toud®ge
| 6hi st oire du cin®ma. Cbest gr ©cppris ce
d s | 6©ge de six ans |l a diff @®wmence entr

Ma m reé®tait, comme toutes | es femmes
Douglas Fairbanks. Et on passait dans ce méme cinéma, quinze jours apres,

Robin des boisOnvadonv oi r | e film, et tout dbdun c
Ma m r e [ mb6 iuindis:e«iLes sajdat§ que Rokin des bois jette-par
dessus | es cr ®n e awubBlle nsealit «Quee nntd. e sG6 epsats tvrrias
sont des mannequins. Et el lue mdevmelnitq cbest fait. A
dis: « Nanook estce quec 6 ®t ad»t Ellevme alit « Tu demanderas a ton

pere¢ Et mon p re mbéexpligqgue |l a diff®renc
film de fiction. [ é] Dtces deus cattgopea det , | e
film. Mais joavais march® aux deux

Le kinoglaz(ou leCinéi i) fleprésente a la fois un concept, une théorie et une
méthode de travail développés par Dziga Vertov, a partir de 1922. En considérant

«l o1l de> dé lacab®reac tddmme wun perfectionne
Vertov soutenait gel le cinéma pouvait offrir une autre perception da wie a
| 6i mpeovyil §eepression appartient ° Mikha
du monde, jusqudici i mpensabl e.

Prendreda vi e 7 b éignifirefdfilmerVes ommes et les étres vita

sans qudils aient conscience de | a pr ®se

5> Cité dans André Dudemain«L 6 ©me est un Vv oy, 24gneagesn® 13mpr ®v i ¢
2007,pp. 5457, http://id.erudit.org/iderudit/17285ap. 57.

8Voir Guy GauthierL.e documentaireun autre cinémaParis, ArmandColin, 2011, p. 239.

7 André Dudemaine, k 6 © me @p. cé, p. 56.

8Cité dans Maxime Scheinfeigdlean RouchParis, CNRS, 2008, p. 9.
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Cette notion, sur |l aguell e revient assez
beaucoup sur elle, parait apemir surtout a son frere, Mikhail Kaufman, qui

avait déja une aeg longue expérience comme photographe, opérateur
doactualit® ®t documentariste.

Bolchevik convaincu, Vertov pensait que la caméra devrait étre utilisée pour
la lutte des classes. Commednsidérait le €inédrame» (la fiction) «l 6 opi um du
peuple», il rejetait lescénario, les décors, la mise en scene, les acteurs, les studios et
le documentaire de paysage. En 1918, aprés avoir rejoint la Révolution bolchévique,
Dziga Vertov commence travailler au premier jourr
Kinodelia[CinéSemaing Il y découvre les grandes possibilités de montage qui
pouvait apporter une dimensiorémotionnelle» dans la perception des actualités.
Fondateur en 1922 dénopravda] Cinémavéité], magazine filmé, composé
de reportages, il y met les bases de sa philosophie du cinéma. Dans son travail et dans
ses recherches, il est accompagné par sa femme, la monteuse Elisaveta Svilova, et par
son frére, le caméraman Mikhail Kaufman. Tousnais forment leConseil des trois
etl a n c Apped au kadnmencemegstiné aux cinéastes soviétiques. Le texte est
publié dand.EF [Levyi Front Iskusstv/ Front gauche des ria revue de Vladimir
Maiakovski. En 1923, Dziga Vertov rédige son manifésterique Kinoki (ou il fait
| 6®1 o é1 de oprRetdeainguuelle perception du monde) eCdmseil
des troisdevient le group&inoki [les CinéYeu.
La pensée cinématographique vertovienne est trés bien illustré€luznsek

s kinoappareom|[L 6 Ho mme 7 ].I[Ca filnt de mméntage, réalisé par Dziga

Vertov en 1929, pr®sente alternativement
grande ville (la vie quotidienne de Moscol
réalisation (tournageetm@mye m° me projection) du film qu
Dans cette symphonie urbaine owoncert visueb'?, le raccord des plans en
continuit® dbéaction est remplac® par | dass
type de montage, par lequel Dzidertov voulait apporter une nouvelle perception de

| 6®v®nement fil m®, a ®t ® par fnanipulations | compr
du réel»*,

3. Le paradoxe vertovien

3.1. Le «film visible et audiblee ~ | 6 ®poque du ci n®ma mu ¢

En 1929, DzigaVertov, accompagné par les deux autkesoks Elizaveta
Svilova et Mikhail Kaufman, réalis€helovek s kinoapparatof. 6 h o mme ° | a
camérd, son dernier film muet. Dées le début de la projection, par le texte qui suit le
générique initial, le spectateurtew e r t i qudi l sbagit dbébune 11
r ®volutionnaire et exp®ri mental e, ddébun ess
international du cinéma.

Ayant pour but de détacher le cinéma de la littérature et du thééareiné
écriture» absolie proposée par le groupe de réalisateurs soviétiques se constitue
comme«wnecinér el ati on de faits visuels sans | e
intertitres), de scénario (un film sans scénario), de théatre (un film sans acteurs ni

® GeorgesSadoul,Dziga Vertoy Paris, Champ libre, 197p. 109.

10 DzigaVertov, Articles, journaux, projetsTraduction et notes par Sylviane Mossé et Andrée
Robel, Paris, Cahiers du cinéma, 1932118.

1 voir Mitry 1973, Gauthier 2011.
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décorsp®? Contai r e ment " ses contemporains, q
«fabrique de | & &amnme GrigoriKozinteen ¢t LéomjduTeauberg
gqui se proposaient de r®duire | 0acteur &

doéurdabg i ttractens»(éomme Serguei Eisenstein), Dziga Vertov se déclare
contre «a cinésorcellerie» et contre la €inémystification».

Comme alternative, il propose uke fabrigue des faits Dans cette
« fabrigue» imaginée par Vertov, lekinoglaz» (oule « ciné1 i ») surprend 4a vie

|l 6i mpreoetvilse erythme de |l a vie impose |
i ci l a question de | déchiff@slBparde «cndl i»@i ma g e
de la supériorité de cette nouvelle perceptiarythme, de cette possibilité de voir
|l es processus de | a vie dans tout ordre
vitesse temporelle Mnaccessible 7 1 67il

Si Vertov condamne le dérapage de la réalité et le caractére artificiel des
1 uvres des autres créateurs soviétiques de son temps, Eisenstein considere que les
films vertoviens ne provoquent pas leurs spectateurs a agir et il reproche a Vertov de
ne pas @imenter la capacité déaire-faire du cinéma®. «Le kinoglaz, croit

Eisens ei n, nédest pas seul ement I e symbol
contemplationOr nous ne devons pasntempler maisagir. Ce nbest pas
Til1 0 qui noufsc @ vy Bnroa qusconcemne 6 h o mme -~ I
caméra Eisenstein, qui tourne le dos au constructivisme de ses déldiieg critique
le kinoglaze t l e montage exp®rimental de Ver
symphonie cinématographique deagal 6 ©ne f or mal i stes et p
| 6empl oi o% | a cam®r a

CoOepsrtobabl ement | 6®cart maj eur entre

«fabri que xéd eltedda afabtigueodassfaits) qui empéche Eisenstein
de comprendre lguestion centrale des recherches de Vertov. Pour ce dernier, explorer
les faits @ la vraie vie, étre avect@améraa u c T ur d e steregi@ardeme nt s
r ®e | “ partir de nouveaux points de Vvue
doi nt e deloréahtd. Dansce camir etfaire voir autrementleviennent actes
de lap e n s ® eadireClieeciset un autre point de vue pourrait signifier, dans les
termes doéHannah Ar e n ¢gdssédent & jforctioa socidlement ¢ | i
reconnued nous prot®ger contre | a r®alit® |
pensate que tous les événements et les faits éveillent en vertu de leur exigtence

Le refus du point de vue déja usité trahite r egar d attent i f
de laboratoire?® ou «la sagacité du clinicies* qui utilise la caméra comme un vrai

12 DzigaVertov, Articles, journaux, projets , op. cit, p. 379.

13 Dziga Vertov définit le «iné? | » comme de cinédéchffrage du monde visible aussi
bien qudéinvisible»@¥@2pl28)i il nu de | 6homme
14 DzigaVertov, Articles, journaux, projets , op. cit.

15 viva Paci, La machine & voir. A propos de cinéma, attraction, exhibitMiieneuve
ddAscq, P r taisesde Septentriony 2012.5107.

16 Cité dansPaci,op. cit, p. 107.

Francois NineyL 6 ® p r e u ¢ eop.aiy p. #46® e |

181bidem.

19 HannahArendt,Responsabilité et jugemeifiraduit par Jeatuc Fidel, Paris, Payot, 2005,

p. 186.

20 Georges Sadoulziga Verto¢ , op. cit, p. 12.

2l JeanJacquedMarimbert etal., Anal yse doéune fTuvre : ¢ Loébhom

13
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instrumen de recherche scientifique et | e mont
de mise en relation des résultats de cette rechegten Vertov,, 6 h o mme ° | a
cameéra expérience complexe dwcinéma a cent pour ces?, « oppose brutalement

fi lvee comme elleesto vue par | 67Til caé&im@®) douféacam@i
comme ell e estd vue par eFacteugoggansateurmp ar f ai
dans de chaos apparent de la wi#, le «cinéi i »lest défini par son créateur comme

une some entre «<iné-jevoise (ce quodon Vvoicihé] dWe@ei Isa c a MG
gudon enregistre aveccnear gam®sa &dufcéaqpé&od
Si | 6objectifl dienVviasp’em®peirsnelidéc | 6homme d
les bornestéoites de sa vision subjective, le montage organise les imagass«n

ordre rythmique»?® ou chaque enchainement visuel est porteur de sens.

Comme résultat final de tous ces mélanges, déplacements, coupures, nous

obtenons wune s or tuee sdri@ ®e formdle visuelle.vCeteu e | | e,
formul e, cette ®quation, obtenue 7 | 61 ssuc¢
documents fixés sur la pellicule, 6 e s t le film ° cent pour C ¢

concentré dée vois le cinéje voig’.

Vertov condamne la fictiv et rejette toute forme desercellerie», mais, en
méme temps, il cherche unéguation visuelleé af i n dedilma teatpour ¢
cent», le film indépendant de toute autre forme @ x p r artistieoicause de
cet apparent paradoxe, JeanrMiit af fi r me que cobest une <coO
«d®f endre | e montage et soutemPardoans | e m
affirmation, Mitrys e d ®v oi | e ¢ o madathé@rie adasdiqueldd @ndneap t e
gui met en relation antagonique ldaser de vue, fidéle au réel, et le montage, qui
trahiraitleréel@u prof it déune cr®ation»ouvent r ®
Dans en livre L 6 i mraogvement Gilles Deleuze cite et récuse
| 6observat i anrllfauebealicowp e peirtiipra Mitry pour dénoncer
chez Vertov une contradiction quoi:l n o
pseudec ont radi ction entre | a cr ®aqSelon ® (
Vertov, le montage, qui portela perception dans lehiases» et met «a perception
dans la matiére’! devrait étre compris comme une autre conception du réelnet
pas comme une trahison ou manipulationdueelui. Just e avant | dar
parl ant dans | 6Uni on s ovVidRtrévotptiornaire uer t ov ,
montage ainsi que par sa Vvision synesth®
le « ciné-documentixé sur la pellicule ¥ en lui ajoutant la dimension sonore.
Méme muetL 6 h o mme ~ et @onco aomm®e wn film wisible et

oser
du n
ri

S i

Vertoy, 1929, Paris, Vrin, 200%. 11.

22 DzigaVertov, Articles, journaux, projets , op. cit, p. 119.

2 |bidem

24 |bidem p. 127.

25 |bidem p. 63.

26 |bidem p. 130.

27 lbidem

28 JeanMitry, Histoire du cinéma muglll, Paris, Editions Universitaires, 1973, p. 126.
2% Guy Gauthier Le documentair@ , op.cit, p. 208.

30Gilles DeleuzeCinéma 1L 6 i rraogvementPais, de Minuit, 1983p. 117.
31 1bidem.

32 DzigaVertov, Articles, journaux, projets , op. cit, p. 130.
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audible»®3, ou le montage ké a des sons®* crée un puissantécho acoustique®.

Anticipé par le film Odinnadtsaty[La Onziéme annge(1928) qui, selon les
affirmations de Vertov, a étémonté pour étre vu et aussi entenéiiL 6 h 0 mme
caméraesten méme temps une réalisation pratiquenet manifestation théorique a

| 6 ®c r £mé1 d » «l€ montage dule vois! », et de la «adio-oreille», «le

montage dW 6 e n 1»8'rCdbse st pour gquoil évheorntnoev “c ol nas i cd
comme une gymplonie visuellex»*®*e t i | ne rejette pas | 0i
que ce film soit vu commeune expérience de musigue visuelle, un concert visuel

Certains ont déclaré qued h o mme  éthitaine@xpéni@iceade musique

visuelle, un concert visuel D 6 a u t msidésé ledfilmtdu poiat de vue de la

mat h®mati que sup®rieure du montage. Les
pas «a vie comme elle est, mais la viecommeeux ne la voient pas, etc.
Cependant , Il e f il m n desfitsfixpsusla peliéculd, e ment |

mais aussi le produit, lamathématique supérieure » des fdits

3.2.Les«symphoniese de Vert ov ethohndeqoucehue st r e

Vivement i mpr®gn® de | 6esprit et des
considée la« symphonie visuelle la forme parfaite pour « établir un lien de classe
visuel (cinél i | ) et aoteitle) entrefles Yrolésaides de toutes les nations et

de tous les pays, sur la plateforme du déchiffrement communiste du nibnde
Par cete afirmation, Vertov est trés proche de Trotski pour qui le cinéma est

«un i nstrument -méme,leséilieunipsireament degrodagaitie
Si, pour Trotski, |l e cin®ma est | 8instr
comme autregran ds i d®al i stes de sa g®n®r ati on

communiste, dans la société parfaite, égalitaire et solidaire. Dans cette société idéale,
tout comme dans une symphonie,l@@e nsonance €& est assur ®e
ensemblemassesais | 6 opposition permanente dbéun
| uni t® et de | 6harmonie de | 6ensembl e,
communiste (telle comprise par Vertov) par le chef politique.

La fagon vertovienne de comprendger® v ol ut i on bol ch®vi q
rien en commun avec celle des dirigeants politiques de son temps. Dans une Union
soviétique qui fonctionne selon le principe <« | u i gui nbest pas a
nous» (principe qui détourne le sens des motdidpiles), tout le monde est un
potentiel «ennemi du peuple et peut étre éliminé si sa voix est différente et sort de
|l 6anonymat . La voix de Vertov, comme ce

33 |bidem p. 134.

34« Dans le film muetl[a onziéme ann§enous avons déja affaire a un montage lié a des sons.

[ é] V o urappelen aussi comment roavons montré le vieux roc de 2000 ans et le
squel ette du Scythe. Léeau nda pas | e moindi]
| e fisond c o mniesmarteaux se maitent aefrapper de plus en plus fortppuis
entend | egrosumartdéan et enfin, au moment 0%
|l e roc, nous donnons »d(bidgmpildds ant A®cho acou:
35 |bidem p. 140.

3¢|bidem p 134.

37|bidem p. 81.

38|bidem p. 379.

% |bidem p. 118.

40 |bidem p. 72.

41 Cité dars Marc Ferro,Cinéma et histoireParis, Gonthier Denoél, 197. 29.
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foule et | eur vision adognes tpiodue i muest Cjoemn
sens que VI ada Pet Candtructivinfiin Filme dans son | iv

To equate Vertowwi t h  Tr ot sky (ACinemads Trotskyo)

Whereas Trotsky valued political doctrine above all else danikafter the time

he pssessed political power, Vertov and Mayakovsky always held their artistic

visions and art in general above pobt defending uncompromisingly freedom

of expression. It is therefore appropriate

ci némao

Comme le fait renarquer Jacques Ranciekde cinéma propose avec Vertov
son communisme propte  un ¢ ommu ni s meersd des mhd@mdns,nge uni
sorti du dil emme entre | 6attente des condi
force»*®. Aveuglé par son idéalismest profondément convaincu que le

développement du &inéi i» (comme mouvement de caractére international)
«marche au rythme de la révolution prolétarienne monefd|&/ertov ne comprend

pas pourquoi son film est étigueté comméoralistee . C 6 e eritiqueu n

inquiétante dans une Union soviétique, oulpa nd c he f» edléndraic hest r e

d6i mp o eadismeboeialigtte comme | 6®t al on de toutes | ¢
Selon Andrepy Jdanov, | 06i d®ol orgiene en che

du «réalisme socialiste , | es Tfuvres formal i stes sont

dangereuses au paa qui ne les comprend pas. En conséquence, les auteurs
formalistes doivent étre condamnés, méme a la peine capitale, car ils sont contre leur
paupl e et contre |l a r®volution. Pour Verto
condamné a cause de sofokmalismeé al ors m° me qudi l pense
chose que la politique officielte «la représentation véridique, historiguement

concréte, de laéalité dans son développement révolutionnair®n a cité ici la

définition canonique du réalisme sociaist t e | qgubdell e figure de
| Uni on des ®&rivains sovi ®tiques

QuoiqueL 6 h o mme 7 pulisae étegug@®aormme trop subtil pour
public de masse, Vert ov idéesgévatutionnairesq u 6~ | a
Ainsi, |l e rapprochement m®t aphorique entr

nouvelle est évident dans la séquencé.de h o @ laeaméraou, juste avant le

début dda projection du film qui va se naitre sous les yeux de ses spectateurs, on voit

|l e chef dbéborchestre et | es musiciens qui
accompagne le film dans le film. On y assist@artadoxe vertovien du film muet qui

nousfait voir la naissance du son, tout en anticipant la musique concrete de Pierre
Schaeffer.

3.3.La fin du «cinémavérité »>. Chr o ni q u ede dednuRoucl®ét ®
Edgar Morin
Chr oni qu e(1961) denJea® RaoRch et Edgar Morin est un jalon

“2\/lada P e t €anstryctivism in Filmi A Cinematic Analysis: The Man with the Movie

Camera Cambridge, Cambridge University Press, 1987, p. 35.

43 JacqueRanciereles écarts du cinémn Paris, La fabrique, 201p. 41.

44 Dziga Vertov,Atrticles, journaux, projets , op. cit, p. 72.

4 Cité dans JohrBerger, DanielHoward et Antoine Garrigues, Réalisme socialiste,
Encyclopaedia Universalis [en ligne], consulté¢ le 4 aolt 2015.
http://www.universalis.fr/encyclopedie/realisragcialiste/
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importantdas | 6 hi stoire du ci n®nNéahktuiteddelaci n®
rencontre de deux m®t hodes de travail (
et doEdgar Mo r i n, dulcecongtrhctivisrogs o pddeesstlad e pt e
collaboration du morel extérieur et de notre esprit pour construire la régjjté

Chr oni gu eed anfilmrcarr@dau® Aprés avoir expérimenté en Afrique sa
méthode de réalisation de documentaires ethnographiques, en donnant la parole aux

anonymes, JeannRbuahi accdpEdgdri Mori n
documentaire ethnographique en Frearlca méthodedu film est révolutionnaire : le
film se d®veloppe en filmant | es r®acti

tournage et du npornetnaig er.e Cedxeps@r iaeunscsei dl 6aa n
réalisée devant la caméfarace a laencontre de bon augure de Jean Rouch et Edgar
Morin avec Michel Brault, le documentai@h r o ni g u enargué le débu®du®
synchronisme imagson.

Le son direct, synclhne 16 mm, permettait ainsi, pour la premiere fois dans

| 6histoire duw tih@en, | d6ald vit, agit,
guelconque du siécle. [..] Ce jold, dans les Halles de Paris, quand Marcelline
Loridan raconte d®Ausdclwirtez del somi m@ma ua
[ ] La voix nbestpplgsi s®Ppapabte,nnidduc
ni du temps qui la fagonffe

Méme si la victoire du réel semble évidente sur le plan technique ou de la
forme, la lutte est perdues ur Il e plan du contenu. é
visionnement, Marcelline estaas s ®e dodéavoir eu une attit
se défend en essayant de convaincre son auditoire de ladeésiéconfession, mais
le probleme de la vérité etdefllaus s et ® est |l oin doé°tre r
plus pour (re)questionnea pertinence de la formulecinémavérité». Il ne faut pas
oublier g7t onags adélénehd un®pol@mique centrée sur le
terme de «<inémavérité», polémique alimentée par Georges Sadoul, mais tempérée
par Mario Ruspoli.

Dans unentrevue télévisée accordée en octobre 1962, Ruspoli, tout en restant
prudent en ce qui concerne la rupture avée inémadirect», propose un terme
alternatif plus nuancét plus «uste» : celui de «cinémaauthenticité».

Je suis un peu contre e decinéma ®r i t ® parce que | a v®@r
ph®nom ne unique, mai s un ph®nom ne | ar ¢
par exempl e peut t renfinvdusveyezassez fguiement® t r e p ¢
gue | 6on ne peut paestenmptiqu syethétise toplanot v ®r

pensée. Cinémauthenticité me parait assez jdste

DansLe groupe synchrone cinématographique legerrapport rédigé pour
UNESCO en octate 1963, Mario Ruspohv ance | 6 einémpadeextset on ¢

cbest cette expression qui sb6i mpose da
anneées 60.

46 JeanlouisComol Ii, ¢ Lbéoral et | odedaavaid»elmagesa s ®p
documentaires n° 55/56, ler trimestR006, pp. 138, pp. 36-37.

47Séveringsr af f, e ®FCitM@®maiur éci a®mahasard termino

théorique ? »Décadragesn® 134, 2011, pp. 326, p. 41.
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4. Le cinéma direct. Intervenir sur le réel avec la caméra
Le cinéma direct se développe au croisat de plusieurs expénces
conjointes au Canada (ONMichel Brault, Pierre Perrault), en France (Jean Rouch,
Edgar Morin) et aux Etatgnis (Richard Leacock, Donn Alan Pennebaker). Dans ces
trois pays, l a r®vol uti onhnigue, pofitigue efc t sdes
esthétiqgueMalgré leurs différences, le Canada, la France ditisUnis avaient en
commun «une forte tradition documentaire, une organisation politique démocratique,
un bon niveau de développement technique et une télévisiogpansion*,
La grande nouveauté technique de la caméra légére (16 mm, qui pouvait étre
port ®e étqui po@atavoil un objectif grarahgulaire, la lentille a courte

focal e qui permettait de capter idnde maxi mun
Nagrdet | a r®alisation dans | es | aboratoires
rendait possible | e tournage avec un minir
ont permis un nouveau rapporfikné-filmeur », plus intimiste. Grace a sauvelle

autonani e et |l i bert® de mouvement, |l a cam®r a
pour filmer de plus prés les vedettes (music¢akspolitiques®) ou les anonymés

qui , pour la premi re fois dans | 6histoir
devant la caméra.

Affirmati pm®dénne do cin®aste avec ce
direct change | e rapport au r ®el ,unequi nées
scéne devant un spectateur | e f i Il m devient wunillmode doéin
méme. Mais la dispute provoquée par la définition de John Grierson continue aprées
| 6apparition du cin®ma direct et elle ser.

Welles, JearLuc Godard ou Johan van der Keuken.

Conclusion
« Sometimes you have to lie to tell the trush.
Robert J. Flaherty

Quand on va au c¢i n®ma, scaspavseirduafinidend, dan
fiction. Dans le noir de la salle, ou la perceptindividuelle est amplifiée, on veut
s6®vader de |l a r®alit®. é travers | 6®cran
et leur histoire se mélange a la nétre. Le noirpeemet s pect at eur de sOi s
forme de solitude, volontairement choisieu mo me nt de | 6entr ®e da

cinéma, lui assure leatharsis la libération des tensions.

Comme le fait pertinemment remarquer Wolfgang Schivelbusch, le spectateur
dansle noir «is alone with himself and the illuminated image because social
comections cease to exist in the dark. [ é]
light at the end of the tunnilthe visual tunnel, in this ca$eand as a liberation from

48 Guy Gauthier, Philippe Pilard, Simone SycHe#, documentaire passe airett, Montréal,
VLB, 2003 p. 8.

4“Bob Dylan danont look back1967) de D. A. Pennebaker ou Mick Jagger daimme
Shelterq1970) de Albert et David Maysles et Charlotte Zwerin.

50 John F. Kennedy dar&imary (1960) de Robert Drew.

51 \oir, par exempleCh r o ni q u €196d)ade JeaR®uUct®et Edgar Morin, oRour la
suite du mond€L963) de Michel Brault, Marcel Carriére et Pierre Perrault.
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the dark »2,

Déaill eur s, edtencok@ansidéré pat la grand pubbmme
un«genremineue qu 6 on pr ®FSiledfilmdefiction est frdqeemmedtl ®
encadré par son public dans la sphere des verlsstic> ou «réver», le
documenh ai re doit informer (selon | derpini ol
dispositifs et types de réceptionL.«¢ me ssage, &.6eSit |l o m®eas tu
avec McLuhan, il faut alors reconna’ tr e
cinéma diféere du méme documentaire vu a la télé, sur une tablette ou sur uetééph
intelligent.

Si | 6entr ®e dans |l a salle de ci n®ma
vient vers le film de fiction afin de purifier ses émotions, la situation esbute autre
dans le cas du documentaire. Le documentaingt en partaged le méme destin que
latélévisionrest de plus en plus vu comme wun in
et attirer | 6attention. Sinon, il wva °t

Nous nous sommes demandé au début de notre texte, si une définition qui
exdut toutes traces de fiction dans le documentaire pouvait étre juste. Sans avoir eu
la pr®tention do®pui ser l e sujet, nous
imbriguée au datment ai r e. Nous ndavons pas de
contraire,motre r ®fl exi on s 6 aj-eeuguedécmdcumeriasraut r e
doit toujours informer, «ire» toujours la vérité, toute la véritéLe documentaire
devraitil affirmer une seule vérité ou, plutdt, une vérité multiple, polyphon®jue

Au débutdu 2C siecle, le philosophe allemand Hans Vaihinger, tout en

sOinspirant de |l a pens®e deconthasiktSelom d®v
lui, méme dans le domaine scientifey la fiction peut avoir un roéle positif en
favorisant la découvertede| v ®r i t ®. Cbest | e cas des mq

des solutions aux problémes, doivent sans cesse inventer. Par leur geste, les
mathématiciens ressemblent aux poétes quis teur vers, ne décrivent pas le monde,

mai s | 6i nventienttunp fone supgriedre desconmaissance. Dans
Die Philosophie des &ls Ob» [La philosophie du omme sb] (1911), Vaihinger
donne | 6 e x kadtifice e ou dde d gdtue [Kniff] » utilisé par le
mathématicien francais Pierre de Fermat.
Léimtvieon de Il a fiction (x+e) et I 6empl «
antithétiques [la seconde opération annulant la premiére] permettent ainsi
déatteindre un r ®tantlLa pehséeenathémitiqgue adeptet | mp o
exactement la méme méthode, mémellsi & présente sous une forme plus
simpl e, pour r®soudre certaines ®quatior
toutes |l es op®rations fict i caraitemént e s, dou
identiqgues aux opérations mathématiques ditées
Si Vai hinger avait r aon spasnla véniéo der g u O |
| 6af fir mat i dDbire des «anénkoadgese pournait étre une forme de
découverte de la vérité cachée. Le documentatiéenoigneé s ur | 6 ®v ®n e me

52 Anne Friedberg, The Virtual Window: From Alberti to Microsoft, Cambridge (Mass.),
M.1.T. Press, 2006, p. 152.

53 Voir JeanMarc Lavaur e t Adr i anLa trakuetiorb audigvisuelle. Approche
interdisciplinaire du sousitrage, Bruxelles, De Boeck, 2008. 70.

S4HansVaihinger, « Extrait du chapitre XXVI de la Philosophie du comme Bhilpsophia
Scientiagn®9-1, 2005, http://philogohiascientiae.revues.org/625, pp. 1884.
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réalité, maiscetteréali® s 6i mpr gne toujours de | a subj
l e point de vue choi si, par | a s®l ection
des faits dans le montage etméme partemte ) . Le documentari ste e
donne a voir sordeux «wases communicanés, car ce nbest pas seu
gui porte | 6empreinte de cette rencontre.

et cela se reflete dans le documentagirerésulte de cette interaction.
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Mihaela Culea*
Nadia-Ni col et a?2 Mor tr

LITERARY AND CULTURAL REPRESENTATIONS
OF THE BUILDING -METAPHOR IN THE ENGLISH
ACULTURE OF SENSIBILITYO

A systematic employment of metaphorical language reveals a particular type of
fictional world, which, though undergoing @r oc e smetafphdiri sat
(Temmerman, 2000), is deeply rooted in the real eightezitury universe (Culea,

2007). This will be proven in the analysis of some metaphorical structures of the
language of constructionbuilding (books, texts and narradis) and de
construction/ruination/uimaking in the eighteenthent ur vy English f
sensibilityo (Brodey, 2008) .

Key-words: metaphor, booluilding, construction/deconstruction, ruisensibility,
fragmentation

1. Bookbuilding. Constructing and deconstructing cultural models

The metaphorical process of building can go beyond producing or
reconstructing a material entity, and thus the literary and cultural applications of the
process bring to surface other representations, too. For instancepr dexook is
an architectural -dewselglnéedhode mmdasmimgd eimergefi a n
from the cooperative involvement of ©bot
meanings cannot reach their goadgalgs | on
contribute to the gradual building of significance.

The narrative itself can be interpreted as a tsterey edifice whose identity
may be shaped through naming, renaming, misnaming and unnamimghactsrtual
building project allows rarrangng /restructuring the three levels, in building up
narrative participants6é identity, pl ot
framework, concepts are fiil e c on st r u c t e edonsmatirdy them, Wee n ,
witness the rising of identityhtough the act of naming (building significance). The
process is neverthel ess a diinanfed arerot one
easy to handle and there are so many stages to pass througyitgcarrthe building
wo rék o

The book is also aultural construct whose identity cannot exist outside the
cultural context of its emergence. Moreover, it is given a material shape and a visible

lUniversitated asi | e Al ecsandri o din Backtu.
2Universitated asi | e Al ecsandri o din Bactu.

3 For differentiations between the two concepts see Cmeciu, Doine Text and Di sc
Sembt i ¢ Waeubucal Perspactivemo. 12/ 2007, pp. 381.

4lbidem p.42.

SNadiaMo r t rThekShnaping of Narrative Identity through the Act of Namingl a kK i , Pl |
2007.

51bidem p. 16.
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identity dAby and t hr ou g,hypd, ihye inteeand u a l di m
metatex u d, lwhiah mak out all the meanings transmitted by its creators. Socio
historical factors also bring their contribution to the process of building meanings.

Books constitute types of textual communication which are primarily
intended to offer accesso knowledge, no mt t er what Aknowl edg
circumscribe: knowledge of history, geography, religion, economy, politics, science,
literature, education, or knowledge of the individual self, of individual wishes, desires,
hardships, etc.

A book is a matedl and commerciallgect as well, and the bodiuilding
process is thus a complex one. Robert Darnton rebuilt this process taking into
consideration all the agents contributing to the creation of this object and he placed
the process in a spherical, actiaed multifaceted esting in which the intellectual
ideas, publicity, economic and social influences, as well as the political and legal
regul ations act as the backfHround for the

Author Z publisher Y printers (compositors, pressmen, warehousemen: in

their turn, they are supported with paper,
shippers( agent , s mu g g | ebookselNers(wiwiesaler, retadler,c . ) Y
street tr awcalers (pubchasedsgborjoweYclubs, libraries, book

shops).

We cannot refer to texts and books with
of the book in Western culture. Texts of various kinds had always existed under some
physical form or another (slates,raits, etc.), paralléhg the cycle of human
evolution, but two important moments delineate the process oflagitikng along
the centuries, namely the building of #tmexand that of therinted book as early
ancestors of modern books. Hence, betwaenllt® and the IV centuries AD, the
codex started to be increasingly used: its format resembled the modern book, with
individual pages attached at the {eéind side, covered with cloth, wooden boards and
some richer materigél Later on, during the Midd Ages, the circulaan of books

took on a more dynamic i mpetus mediated by
printing press in 1446, By 1480, printing workshops were opened in more than 100
towns in Western Eur ope, egandObviduslysthea dApr i n

benefits of this invention were enormous: texts were now more enduring, more
uniform, and more abundant. Print also supported the standardisation of written
language and the spreading of languages such as French, Italian, Germalisbr En
Our interest here is not that of reviewing the entire history of reading and
writing in the Western world, but we only want to spotlight the characteristics of the
book-building process in the eighteertbntury England. Therefore, leaping from the

"DoinaCmeciu,i Te xt an & oDp. citcpodd.r s e

8RobertDar nt on, fAWhat is the History of Books?o0, i
eds.,The Book History Readetondon & New York, Routledge, 2002, Ch. 2, apddrtyn

Lyons, A History of Reading and Writing in th&estern WorldHampshire, UK, Palgrave

Macmillan, 2010, Figure 1.1, p. 7.

®Darnton also added, within the circuit, the binders who, in the Middle Ages were the readers
themselves: most books were sold unbound as it was cheaper for both parties involved.

10 Martyn Lyons, A Histoné , op. cit., p. 20.

I Nevertheless, moveable type was not completely new, for it had been used in Korea some

two centuries be-buddingdesign.t enber gdés book
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Middle Ages to the second half of the eighteecgimtury, we are witnesses of a
reading fever across Western Europe. Technological advancement changed the nature
of printing and publishing and what the authorities were starting to fear was related to
the new reathg practices among the population, especially among women. More
secular readings were favoured over the religious ones, and a wider selection of texts
was available, such as pamphlets, journals and novels.

In the eighteentitentury England, thegents inthe process of book
building could be divided in two major groups: those favouring the Hmokling
process and those resistant to it, working against the creation, popularisation and
dissemination of information by means of books. In the forotess wefind the
author (the problem of authorship), the editor or the publisher, and the one towards
whom the writing was targeted, specifically the reader (the problem of readership).
Still, a part of the reading public was hostile to the proliferatbthe ®-called

Afephemeral | iteraturedo which was a dang:
those readers took on the role of cultural critics voicing their opposition in
newspaper s, pamphl ets or journaland The

freedoms was enacted under the form of censorship, the main agent in the anti book
building process, although England was by far the most democratic of the Western
countries, since the Licensing Act of 1695 put an end to this act of cultural restraint
Neverh el es s, the Catholic Church issued a
applied from the late sixteenth century until its abrogation in 1966. Thus, the official
effort to limit the spread of information was antagonistic to the vital Enlightenment
idealsof free communication, wide dissemination and open expression of ideas.

If book-building also refers to quantitative results, then new printing
techniques (for instance, the stereotyping technique) enabled the issuing of cheaper
books in ever gréar amoumts. For instance, by 1800, in Britain alone, 6,000 book
titles were produced annually. Significantly, the increasing print consumption
enlarged the dimensions of the reading public who was becoming more and more
involved in the public sphere of man actvity at all levels.

Among the printed production, the novel was the best sold item. The English
novel in particular was a roaring success in many European countries. For example,
Samuel Ri lamela; af,svitue BRewardegas the most populanovel,on
top of the list even in French private libratfesnost of the times being the favourite
reading of French or even German women.

As far as the spaces of readership are concerned, generally, libraries in private
homes were not always accessitd the women of the household who turned to the
outside world of the city for their right to obtain information. They became the
primary subscribers in the circulating libraries whose number exploded in the latter
half of the century (only in London alertherewere 112 circulating librarie)

The most fashionable type of novel was the sentimental or moral novel which
was considered, in many ways and by many people, a dangerous type of reading, a
ruined andruinous type of text. In fact, we reach herd¢ apprently antonymic
counterpart of the concept of building/making as a metaphorical process. In her

12 Daniel Mornet, iLes enseignements dels7 8lioRevueiont h g
doHi st oi e delaErantetl®I9H0j pr 461, apud Martyryons, A Histong , op.cit,

p. 130.

13Martyn Lyons, A Historyé , op.cit., p.131.
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interdisciplinary study, Ingar Sigrun Brodéydiscusses the eighteentbntury
Engl i sh peop lrundtien/ dedorsstruationiuimiaking, noticeabd at

least in two domains of human activity: in titerary and thearchitectural trends

of the latter part of the century. Brodey identifies a structural parallel between the fake
ruins or follies ornamenting the English garden and the intentional fragtioa
present in the novel of sensibifity If the building process renders suggestions of
order, aspiration, perfectibility, or harmony, then ruination and fragmentation express
antiauthoritarian ideals, new hopes, and they also point at looking fovaaes.

The sentimental novel brought forth the spontaneous manifestation of inner wishes,
desires and affliction, therefore escaping the constraints of reason and outer control.

2. Met aphori cal representations in the
Metaphaical concepts also entail that some fictional characters might
understand and experience one thing in terms of another, a transfer that is manifested
in the language used. The metaphorical concepts also point at some practices, most
often individua pracices symbolic of collective ones within the wider physical and
cultural community of the eighteenttentury England, such as accumulation and
expansion (building oneébés fortune, i n D.
(followed by ruination,in T. Smo |l | et t & s or H. Fieldingo
virtuousness (avoiding ruinat®on of the
Cultural trend$ built on either material or ideological aspeictpotlight the
cultural models specific for a historicapod. F we discuss the metaphor of the ruin,
then we should apply Lakoff and Turneros
between essence and appearance concerning objects: if one knows how to observe
correctly, then he will determine the essence bgking 4 the appearanéé
According to this situation, the appearance of an object correctly sends to its essence
as long as the aptitude of the viewer is a professional one. Consequently, the ruined
objectds building and apnugpaea camliceed £ vyoekaerdn it m
naturalness, spontaneity and irregularity. The relation between institutional structure
and value clearly showed that fragmentation was not necessarily bad or decayed; on
the contrary, as the novels or architectural entsigswed, he imperfect and the
unusual were even more engaging than the perfect building.
It was during this period (especially the 1760s and 1770s)streibility
became one of the major sources of morality and virtue, and it was used to justify the
indi v i dindederidence from the authority of reason or external constraints, so as
to liberate him/herself from social and/or ethical standards. Butlrooncerns were
paradoxically perceived as dangerous as they subtly surfaced suggestions of sexual
game and sexal enticement. Moreover, the sentimental writings were ruinous
because they encouraged women to exert resistance to patriarchal control.

S
bo

4 Ingar SigrunBrodey, Ruined by Design: Shaping Novels and Gardens in the Culture of

Sensibility London, Routledge, 2008.

15 1bidem xvi-xvii.

®MihaelaCul ea, fAConceptual Met aphor Prodeedings8ft h Cent u
the I nternational Conference filndividual and
Managing Soci al Baeimadster, 2007, palsd-b6s O

1"Georgd_akoff and MarkTurner,More than Cool Reason. A Field Guide to Poetic Metaphor

Chicago and London, The University of Chicago Press, 1198948 149.
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Bringing together literature and architecture, Brodey carefully describes the
elements common to the fakensior folies and the novels of sensibility. The esteem
for narrative or architectural ruin promoted the idea that liberation, the rejection of
authority, and the endorsement of disorder, irregularity and asymmetry could express
human feeling more authecdilly byavoiding the censorship of reason. It was feeling,
rather than logos, that was the guarantee for genuine experience. Written or spoken
words outlined the makeup of sensibility just as the iconic and the visual defined the
picturesque: words and ages weréntimately intertwined at a time when landscape
gardeni ng, phil osophy, and novel wr it
Writing, painting, gardening and architecture intimately blended into a sintfle art

Though apparently a ruining ewgt, thiskind of writing also built the grounds
for a new sort of readership, as it required commitment and even physical response
from the reader (pity, sympathy, even crying or sadness). The display of human
suffering, especially of female torment, ékcl dynanc emotional responses from
the readers who continuouslye&perienced and +auilt the text.

Theruin seems to have been the dominant motif of the period making its
presence felt both in the architectural design of the English garden and in that of the
novel of sensibility. The meanings of the concept itself circumscribe negative
conditions or states: bken remains, a state of complete devastation, decay, collapse,
or loss; failure or destructiéh And yet, in relation to the novels and gardens under
discussion here, the ruin indicated the coexistence of ambivalent concepts: completion
and rejection of @ampletion, optimism and pessimism, regularity and irregularity,
happiness and distress, democratic and authoritarian drives, tradition and innovation,
etc. But the common purpose was that of suggesting authenticity, simplicity and
genuine sentiment. At tleame time, it brought man closer to a state of nature, to his
origins, to a time when social horms and regulations did not impose their command
uponthchuman beingds free manifestation of

Both art forms sought to arouse emotion from the vigeader and
empathetic response by showing the imperfect, the disordered and the incomplete.
Obviously, visual and narrative buildings made use of fragation under different
forms. In the novel of sensibility, fragmentation is evoked by making extenseve
of broken patterns of communication, where the insufficiencies of verbal
communication are supplemented by the rich gamut of expressivweenoal {/pes of
communication: fits, silence, tears, sobbing, gestures, looks, intonatiSnTate
premise oftheir ample usage is that virtue is a passion, or that passionate behaviour
transmits more valuable and authentic informati@mguagewas then consided to
be ruined since it could not wholly express the attributes of the self and the natural
drives ofour primary state of ingenuousness.

In the case of architectural ruins, architects and gardenists were trying to
perfect the art of making a ruin look nearuined, and the plans in boéksontained

8|ngar SigrunBrodey,Ruined , op. cit, pp. 9-10.

1% www.encarta.msn.com

20 Also seeMihaela Culeg fiDesire and Confinement: The Body as Sequestered Object in
Pamela; or, Virtue Rewardéd, Cultural Perspectiveso. 11/ 2006, pp. 8Z05.

2lFor exampleRo b e r t  AlchitgcturaléSketches foCottages, Rural Dwellings, and
Villas, in the Grecian, Gothic, and Fancy Styles, with Plans, suitable to persons of Genteel
Life and Moderate Fortunel805, quoted by Martyloyons, inA Historyé , op.cit, p. 76. Aso
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designs of ruined classical temples, arches, colonnadasd precipices, wrecked
walls, broken towers, irregular gardens, rustic bridges, etc., to be built on private
estates and even in public areas. Falliesildings erected for decoration on a
gentl emandés estat e, wer e @satotheispeatdcle ofl v tr er
sensibility which was intended to elicit sympathy, as in the case of hermit lodgings in
the English gardens of the 1770s and 17B@strating that rusticity and simplicity
were much pleasing to the general public. Additionalig,imperfect and the atypical
invited the viewer/reader to rebuild imaginatively the characteristics of a harmonious
edifice, while it simultaneously sugsfed that perfection cannot exist, or that it could
never render the tribulations of the soul.

The celight with the English garden (as opposed to the French regiylar
in gardening architecture) was spreading all over Europe. Such a type of garden was
purposefully irregular, not perfectly geometrical, simple, housing a great variety of
plants, preseimg a degree of wilderness, so as to expres®atdinariness and
rejection of imposed outlines. The garden was a status symbol for reputation
associaté with sensitive and receptive sdils The picturesque quality of
architectural design rejected therms of neoclassical uniformity, while it relied on
the expressiveness of irregularity and informality.

Another idea supporting the positive assessmeheahetoric of ruins shows
that, from an aesthetic and moral viewpoint, ruins were not percet/eldcayed
glories of the past, as decrepit entities evoking times of yore, but they authenticated
the everlasting authority of the past and the instalufitye present.

The critics of the novel of sensibility censure riteral ruination present
under he guise of moral instruction: because of its obsessive display of human ruin
under the form of emotional and physical disease, instinctual drive and ivmepuls
sexuality, the sentimental novel was considered to pervert the individual and the social
self. On the other hand, we can speak of thim of language as it is the case of
Laurence Sterneo6s -estaishédinorms oh mpmaating,sot of t he pr
writing: Sterne continuously challenged the referential and communicative power of
words, thus buding new modes of literary expression upon deconstructing the
traditional writing modes. IiThe Life and Opinions of Tristram Shandy, Gentleman
Sterne congys the impression of an edifice which is ruined on the outside but
habitable on the inside: the B@bonic narrator apparently allows the work of art to
build itself, while he carefully erects it to accommodate his interests, or while
witnessing his owimpotencies at building it. At a structural and/or emotional level,
the novels under scrutiny, as iits t he case of Laurence St
Ri chardsonds wdagkentatiorairdavbaildirgt a the ldvel of the
mind, speech, behaviour, orarrative representation can best express genuine
human experience. Therefore, the moral aestlwtisensibility relied heavily on
human ruin, just as ruined architectural b

The eighteenth century has also beeoredited with the building of the
private/ domestic sphere, a space where women were the cguratfiSome critics
consider that the domestic novel depicted a close, narrow space, but Margaret Anne

see Th o ma sObdivaiang dnyeidesn Gardening1778, where he insists on the
animated force of ruins to assist a dynamic form of communication with the spectator/viewer.
22 |Ingar SigrunBrodey,Ruined , op. cit, p. 38.
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Doody?® argues that the building of domesticity, whistclosely linked with that of
sentimentality, involved the complex action of women in numeraldsii such as
social life, cultural events, and even politics.

Coming back to the relationship bet
essence, we may easilynsider the flesh and the psyche as the two corresponding
constituents making up the human being bsilding. The eighteenttentury English
male writers were particularly attracted to portray women characters, especially
delicate females with a fragilete. Bodily fragility was paralleled by mental and
emotional vulnerability, and this type of femiei selfhood was seen as ruined and
ruinous. Inner perturbations, dreams, nightmares, anxieties and diffidence, together
with the entire arsenal of bodily gases were characteristics of the feminine nature,
whereas males were represented as unbreakatimal, and successful. But Doody
shows that, in the eighteenth century, it was also the male sex that was in danger of
becoming fAithe seé&%awi ahoekamhkeepswehmay |
incapability to control hi s viPatdelajort pas:
Virtue Rewarded.

Though commonly viewed as ruined buildirigauined bodie® with ruined
mindsi women as characters bewa more alluring to male or female novelists, as
they represented the cultural locus of fortune, and the cultural depository of
imagination and feeling. Numerous novel titles echoed the existence of female
protegonists, a clear indication of the metapharic i dent i fi cati on
identity with the book itselfPamela, Clarissa, Roxana, Julgc. But women were
also thinking beings, and women readers could easily become women writers
t hems el v e svitingBkllmpldca lersin the position ouitding her own
fictional universe on the basis of real experience, and even the squire admires her
feasy and happy mmadner of narrationodo (

The centr al role of bui |l diwelhasthe e 6 s
depiction of the female body assite of ruination can also be observed in the
following proverbial phrase which may lie at the basis of the moral code and plot in

Pamela; or, Virtue Rewarded fi | t is virtue nakethetgpo odn e
b e a uPR, 20p. The characters themselveslise the importance of the concept of
run®, the design of the | ibertine squire,

central conflict, as shown in many excerpts where the virginity of the body is
identified with the highest degree of virtue:

1) (é) we e n-yadrobthis harfdsomeClarger dld, and lonely
Mansion, that looks made for Solitude and Mischief, as | thought, by its
Appearance, with all its brown nodding Horrors of lofty EImd &mes about it;

2 Margaret AnneDoody, The True Story of the Novdlondon, HarpeCollins Publishers,

1997, p. 278.

24 |bidem, p.279.

25 For more information on the body as a matter for text in the eighteentiary English

literature also seldoulihan Flynn, CarolThe Body in Swift and Defp€ambridge, Cambridge

UprP, 1990.0rJ .D.Swiefftodesbs t ext s al &aity: idigeaseds t i g at
individual or social bodies, diseased minds, etc.

26 Here the ruin is the antagonistic equivalent of the cultural paradigm of virtue and even
dictionaries record its archaic meaningiss of virginity;a womanés | oss of v
man ot her t h éamww.dnearta.nisucefh and o
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And here, said | to myself,fear, is to be the scene of nRuin, unless God
protect me, who is akiufficient! (P, pp. 108 109)

| dare say, you think yourself that he intends my ruin. | hate, said she, that foolish
word; your ruin'wWhy,ne 6er a Lady i n t heyod idyod may 1| i ve
will (be ruined), or be more honourably us&qd §§. 137)

There were other narratives which also made use of ontological metaphors
and we find that emotions or moral characteristics are metaplhorgsen as
buil dings whichceambrkraksurn qil ead @MW br eac he
98), or plundered (AVice camMEp.ildd). al ways at
Conclusions
| f fi ar c h imaterial toru imraaterial, as in the case afglistic
constructionsi fulfills both functional and symbolic roles, then the study of
architectural building in general offers valuable information about the ways in which
people structure their experience using metaphorical building processes, ahabout
ways in which they build mental and enaotal schemes.
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NEVER ENDING STORY: DON QUIJOTE, UN MIT TRANSMEDIAL,
PRODUSUL UNEI COMUNI Tl 81 DE CREAT
(CVASI )I NDEPENDENS |

Never ending story: the transmedia myth of Don Quijote as the product of a weakly
connected community of multimedia artists

Notre analyse porte sur un corpus @ensmedia StorytellingJenkins, 2011)

constitué autour du mythe littéraire (Dabezies, 1988) Don Quichotte. Pour

| 6anal yse de ce corpus, on snmaythaaquéle dod un
comprend LéwiStrauss (1978). Plus précisément, on entend par mythe un corpus
inter- et transmédiatique qui se confond avec la totalité de agantes disponibles

sur diff®rents supports et dans divers |
et Il 6on di stingue pl usieurs aspects d e
algorithmique, de traduction. La définition de Jenkins (20ldyisage une «
expérience unifiée » et assez bien « coordonnée » de la réception et de la création des
Transmedia Storytelings Par rapport ~ cette accepti
communautésels cr ®at eur s ( u faiblemenkrcaopmnges ».d 6 ap p e
Key-words: Transmedia Storytelling, myth, Don Quixote, intertextuality, coordinated
entertainment experience

I. Argument.

cihd Don Quijote iese “"n decor, iar b

Cum " | <citekte era diQuiitjaoltte pd tDam rQ
justi Si alrwrhe, “indcelalcikst ul , fantastul , ut
Republicii literelor,df at " n rktspktr cu o ordine a | u
Pe scurt, candidat de succes latidld caval er al Ordinul ui B

s-ar fi inventat pe la 1600.

|l storia Aiscasidowledii thire&alrgtoed nafle r tna
pentru creatorii c¢ar eomarmulaernartirepe & divpreitatee st e
desiporturi de expresie: reprezentare dr
balet, desene animateedtimestories audiobooksjocuri video, difeite gadgeturi de
f ol osi n$t -uwiett. Badconatituit gstfelsun hogat corpus narativ mixt, de
facturt ténaasmepgBhatlui Henry Jenkins,

transmedia storytelling represents a process where integral elementstioha fic
get dispersed systematically across multiple delivery channels for the purpose of
creating a unifiedand coordinated entertainment experience. Ideally, each
medium makes it own unique contribution to the unfolding of the tory

lUni versitatea 5Vasi|e Al ecsandri o din Bactu
2UniversitateavAVasiIe Al ecsandri o din Bactu
3Cf. Henry & n k i Tmassmed/ 202: Further Reflectian€onfessions of an Adaan: The
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DefiniSia Iviizedehkion AexperienSt unifi
receptardévaj,déntadidcatizrar eSi amt rat enSi a cer

ales aceletransmedia storytelingpr oduse de comuni t & Hi put e
precum compania Marvel Entertainmieau echipa care a lucrat, pe mai multe media,

la diferite versiuni ale aveéurilor lui Harry Potter (@ ma n fil m, piest de
video).Par t ot uki st nu se bucure acel a'Hi [

de
transmediale produsedecomut £t 'Hi ( pe care propunem st | e
Acest concept, pe care 1l introducem aici, desermd. comuni t £ Si de r
i ndependen i, car e comunict adesea doar i
i nventar comun dei pcodusealke, rterpamrgming Lpe
medii de expresie. Asupra unui asemenea fenomeamemedisstoryteling cr ea Si e

a unei comunittSi mai degrabt sl ab coordon
La Manchao, ne oprim “n continuare.

Publicului contemporan, mai ales celdintt r T sunt famil i a
precum Bilbo Bagginsd e s pr i ns di n ltordioflthe Bimga luidJ.Rmane s c t
R. TolkienT K i Harry Potter, eroul eponim al unei
de J. K. Rowling Povektile unor astfel de persona
Il or di ninhlie medi detexprediefilm, joc video, joc mecanicflipper),
teatru, musical Aceste replici K i prelungiri tran
experde@ndceea a |l ecturii. Ele ne apar ca u
din era Gutenhwg, chiar pentruigitalturn” n cul t ura contempor ant.
astf el spiritul |literatutiui p deke BADt ma ad
K i mi jl oace de expresie, alternative | a c:;
poae mai puSin cunoscut publicul ui l arg de
cul turt popul ar t hearoi FaatdsySK,videcganees t EqQt pK ie cairmo u
cervantin se addpeazt surprinzttor unor medi. de e
“"ncerktctpmnem “"n evidenSt “n cele ce urmeazt

[ Met odol ogi e: mit ki Aintertextuali:t

Anterior, am studiat produse multimedia precHatsune Mikéik ctlipurile
Nightcoré, create de alte comuniQGerHietsdraeha chde rfd
compl eteazt ki | Lrgekte, akadar, preocupktr
se extinde actual menkie t©tahEnmeddiild!oantad di ielrc

official weblog of Henry Jenkins, 201tttp://henryjenkins.org/blog/2011/08/
defining_transmedia_further_re.html.

‘“Dan Popa, AFenomenul Hatsune Mi kuSt uadviait awi 3D
cercettri KtiinSiBAi ¢ 201011S%2,.i apFi l1&8I7ogi e

SDan Popa, ANi ghtmeot @ orvasiupHas egment al e Hi
comuni ca’'Btondailie ok i “cnercet br,i X# i(i 2@MM)5,cepp.Selrd >
5Un exerci Siu de acest fel am “ncercat “n Nicol
Approach t@torgnemédng”", " n Renira Rampazzo Gal

(edBhéd ,Routl edge CompaniomNewoYdr EnamddiLan8buodi
Tayl or and FrancisidbdouppS,i mRDa#d&/ar @alpan AATPreat e,
ATechnopomeida sMytTh@ainesgi sation and the Unity of
"hcono 14. Revista cient2fica del&BofMBiicppi -0
De asemenea, Ni coleta Popa Bl anari u, "Tr ans med
Contempomemapyethtowmosl4. "Revista cient2fica de
emergent®es(1),i11D01MHi @WNp.co8&ta Popa Blanari u,
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unei opere | iterare po aiea pdrsbnajedinakteiteate p r |
aflate “"n raport de filia™H e ori anal ogi
de recent, cel e deri vjaotceurdilne avfiidneiot,t Sdel:
ani ma'Hi il e 3D, carmesnuw icrotnrtptar an i gaamiud u d ¢
anumitt miksiurttr,ansnmedi al i tatea prelunge
interteixaweal ¢ctmSoi def ianMichael Riffatdrré &érakdr i st e
Genett8i ki , “n ter mereili alluiAt@eamesttteex,t umd id k¢

Don Quijote, cu multitudinea de opere derivate din romanul originar, dintre

care primele au aptrut cihdi ea r p iahsgubereartsru |
teatralt realizatt ~ niphagliconsidesat nudetlunei Gu i |
veritabil mit. Avem “n veder émimliderarer a
O naraHi une simbolict, organi natatnummn t £
Af ascina™Hi ed asupra publ i ceualsuit dians cdinfae
potrivit I ui Dabezi es, consecinHe Aidea
mLsur t, C 0 n s e eavuagulJimpulei,\povesiza lei Pon Qeipa fost

transferatt, compl etatt, u mresie. Oiasemaneat or s
Af ascina™Hiedo alimenteazt creativitatea

variate replici la personajul cervantin, recontextualizate geografic, taimpaltural
sau mediatic.

Corpusul nostru senpeat s max amdiarpd Lrak
ClaudeLéviSt r auss | a s peci f ilcRotrivit acastuia, Mitubse i i t
confundt cu Aans afbtl@tl “vraes camiheeti BRD riskal | e,
cat Hi “n lumea conttegpbabnitatifg) obaaetstzat
circulaSie prin divendel medij dBf kupnEeid
o ia povesQni rseac ineitttiforild fendatoardy anidifitele lor mi
variante, sunt constant rememora®e de o parte, prin ritu(alu)rile periodice, cu
componenta | or dramatict Hi coregrafict
performati vtdi, " n s’ alsnbajului)f ai difesitslar Eléenmemnte a u s t

-

ritual e, ntrescrairiel eopPemedealHHL apart e,

Comparative Literature: I nterdiscihpdda s1raarwyd |
Transmedi al Narrativeo, “n Asunclih-en Ek-ptha a sV
Turn:-admimt &r,al Olhampai gn (University of [
Ground Publishil®g, 2015, pp. 130

7 Julia KristevaSémeéiotike. Recheltes pour une sémanaly$taris, Seuil, 1969.

8Michael Rifaterrela production du texteParis, Seuil, 1979.

9Gérard Genetté, nt r odu ct i o, Rari§, Sduif) DTIcGerart GexdRaimpsestes.

La littérature au second degr®aris, Seuil, 182.

10 André Dabeziesl.e mythe de FausParis, Armand Colin, 1999.

“Aceastt apaoptpawsie exdmpl i ficattopn, Ppgia 84 an
45 4 .

12Claude LéviStraussAntropologias t r u c,t utrraaldtucer e de | . aRechet
Bucurexti, Editura politickt, 1978.

13J. L. AustinCum4é faci lugrturiadaceverbe Sorana Cor
45, N@dm .r e fmamii tf elsd ar etaSipie r frt rameepari erziet ual £ T
spect achilaudlogptad BP anar i u, cLe signe agissant.
vers une pragmati qu®i gliReavlias t me rdfeo rimaa nAcsecec, i a cn
Semi ; ti2zdba (201/B)O9; pMNi cdBI8amarRapa " Towar ds é
Perf ormancet &madh ¢ d ie mel narsg sked A 2kt AspecTtse of £
I nternational Journal ofvohe HOMALEYPIT (26813 AN
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Hi practi ci integrate vieSii curent e. Cn
simbolisticii cosmogonice Har pe | ealp,r iamobrodriel e vi eSi i, mun
lumiit " n exi stnekn Ssaa uc o'tni driiat uri l e de trecere a
Borned* " n construcSia Hi decorarea casei, °
sau ale anului n a 'Ht e r e a , rtean eerernoaiile densdnal Nou. in astfel de
colectivitupl stpaceéeudatei aSt stritvechi, f
este confirmatt prin transpunerile lui tra
unele forme, fenomenul se prelutiggeppn £ | a practicil e cul tural
contemporane.

Adapénd def i ni-Stiraa ulsusi, Lp&vtiem spune ct mi:
inter- K i transmedial, constituit din totalitat
medii de expresie. Vom foo s i aceastt accepSie “n conti
urmare, o sere de aspecte privitoariepe tifarite( re) con:
suporturi de expresie Hi cu o serie de con
I"n raporeacprowaoaiHpynaHa cum se prezintt
modsg ci al , avem ~ n®Hie dvearrei albiinlvealrei ami "Hiuilou i | u
se manifestt prin replicile transmediale a

En 1991, M%asimilbaat Kti malrs medi al i t atea unui
intertextualitate. Mai exc t prin transmedi a ea desemne
stabilitkt “"ntre fil me, PamitmaSisi tuaSHI puao
fol osi “n continuat et aftoer mu  aransiediedti eart ti ecxttc

intertextuality’). Vomvorbidespré nt e r t e x t uatuhci chna vom exarirau a | ¢
comparativ dout secven'HPewitdao nearees i greeSz il re

introducem, de asemenea, conceptuintiertex t ual i t ate €ehoodefioik$S
de lucru, putemspen ct intertextualitatea tehnol ogi
unui produs media pe baza identificktrii wun
conjuncturi t ehnonm osgeiacnea. dGn aaccceesptS tcaa zp,e Scian
intertextualit Si i : Aintertextualitatea descrie sp
identifickrii unor el emente retorice ale
fenomene similare, din alte texte litexad . Pentru Rifaterre, con
cttreesteitoordi mensiune i mportantt a inter
esenSial?® Adoesecrhai sdtiogi talt, prin contribuSi
“n refl ecttiri lrapsmetialet ranspunerile ei t

Uneori, intertextualitateéd cea tehnologi t , " ni estgprezaltatal Unei

4 Mircea Eliade Nostalgia originilor.] st or i e £ii e s’emmadudeledceai @e z ar

Bal Be&ge Ht i , Humani tas, 1994, p. 124,

Jean Rousset analizeazt mitul | ui Don Juan, ic
Ai nvari anSi alear RousdeMiaut lui Bdn Duaretiad. de(Angela Martin, cu o

introducere de texte ilustrative,r adust de Meri Antonescu, Bucur etk
163).

Mar sha Pdianydienrgy, with Power in Movies, Televisio
Babies to TeenuwmrgteUaMauy eamnngi tNy ngfa Qal i fornia Press
Jorgreatli o Mora Fernandez, AEl ementos Narrativos
e Inteligibilidad en Narrativas Trlacnosnpoe dli48t i c a
vol . 15 1i21D.pp. 186

CfMar sha Tkianndsewe,di ,atm @t Wé mlas shakinder. com/ conc
8 Michael Rifaterrela production du texteParis, Seuil, 1979, p. 9.
¥Umberto EcoPperadeschts t raducere de Cornel Mihai |l onesc
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conjunctur.i create de medi ul de expresi
retorict vizualt asembinkitt oar gvidesogamesi den't
animaSii 3D, model @i 30}, $ngeoifcbnecdAstdetl at or
nevoia de a insera Tatm mediu 3Dsprite-uri 2D a condus, Tn anii 1990, la decorarea

spaSiul ui 3D mai dHuteade, sliply) inamici sferici)r Acestdee r o't
din urmbt au “nsluHiirne aordiec ea dairrtetcaSilea are f
permiteau o realizare mai |l esnicioast a
3D, deci nici un procesor cu putere mare de calcul. Nefigwbie de un computer

puternic, jocul devenea accesibilwun publ i ¢ mai l ar g. A'Ha
retoridprezera®latunor moti ve graadfcorpue ¢ o mi
de roparSmiet stabilirea unoaparte. 8drsalrieste i nt
ma i degr aéhdgeretoe hond &esttoaod e mt enSi e estetict.
intertextual se instaleazt ca ur mare a
pe care |l e permite el) e®Xte perceput ca

[ T Aspect e practice al e i ntert ex

tehnologickt, algoritmict, de traduce

O anumitt intertextualitate vizualt
opinia noastrt, ma i mul te sur se:

1. E x intertextualitate tehologi c tpr oveni tt din felul
imaginile 3D in medii cdJnity, Realtime Enginé i altele similare.
di spozi Hhe o piaHL de model e Hi compone:l
cost, model eprogri.hDe psedhenéHaj | mar i i produ
au col ec™ii proprii de modele 3D. EXxi st/
model e 3D. Ca efect, este posibil ca a
produc Hi i muldese mewndi aaporetal de©nnt ertextu
cu refolosirea modelului, se pot transf
ale acestuia.

De exempl u, fil mul ui Dorkey, Xotdi @ preecdri o/'Ha
ct f omibog eldioBhrek[71]. (Fig. 19,20, 464 7 , 72 Hi-uetiche
confirmk asembnar ea 'Hi proveni e8&BHicomu,]
joculDonkey Xotp. O similitudine de aceeacxki nat
asociatePonkey Xo¢'H Ehrek 2
2. O rehasreedeuidentnit i vhonkeyaxXbtgirf scdnanu |

demasctLtridi cavalerul ui (care se dovedeH
pe nikte butoaie care ~ nchsiypiudferte, sum podi
numer ot ate, suger©nd un final coempebmfHe €
angaj agsi Don Quijote Hi cavalerul necun
pare st recomande gal i naceedmdumdunder u un
premiere (Figd 8) ~ Hi gtseHte totuHi o explica'™™
de jocur.i video de competi Hi e, “n car e
podi um. Reami nt i m 2% tinterdublintéavet ol urie | @éHi e
coprezen™Ht “ntre dout sau mai mul te ope
raport cu nucl eul de invarian'Hi ai mi t u

20Cf, MarshallMcLuhan,Understanding Media: the Extentions of M&ambridgeT he MI T
Pr ¢l9+4 .
21 Gérard Genettd, Nt r od u c t i o,fPari$, Sduif FO79cth 87t e x t e
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evident, o variabilt.

3.0 altt f or mbiatedehnbiomgti erkt eexsttea ! i"th opi ni a no
putemnuma | gor.At miactt a provine din algoritmii 1}
independent de intenS$Sia estetict a reali ze
unele elemente (texturinodele,sprite-uri, sunete) pot diferi ca aspect perceptibil de

| a un j oc la altul, dar di ntaeni caxc ebaHi .(Ii
Comportament ul unitar este urmarea folosirtr
de cttre jweulovidewm@onhkaynXptd FCmy . 19), mbgtrukul C L
monedel e de pe traseu, asemenea personaj el
Hereticd . Akadar, algoritmii Hi structurile d
decorul, personaju 'Hi aédolecatCel eger ea monedel or, buli

sau altor el emente pentru a ob™i ne puncte
jocurile video. 1l intalnim Tncepand cu jocurile 2D care au drept suport o matrice.

(Dintre aceste®ac-Man, creat n 1 Sr&lsauBlockadedin 1976, au fost foarte

populare.) Tn jocurile matriceale, este relativ simplu de introdus un anumit element

(val oare, i magi me,ctpmiuekdt ,a fmaguriicnt) c’amter r e
Aceastapatefirealiat £ -pr shmpl £t atri buire, de felul
de joc, matri cea. I ndi ci i i, precizeazt
de introdus). Colectarea obiectwuw]ulitd®mdpo
peabl £, ["ui ,I osciunhb ol ul spa™Hiu (06 0). Drept
avantaj : crekterea scorul ui, mbLrirea numt
energi ei avatarului stu. Cn acpmgte+=c a z, i ns
10 saupuncte = puncte +10 La f el de simplu este de t
recompache tprogr amat ridicarea obiectul ui c
practic “n doar trei i nstruc™i uni (omi "HOn d

I f (T[]

{

Tijg= o ©

punce +=10;

}
In momentul Tn care aceste jocwas mutat in medii 3D, au fost reimplementate n
medi i 3D 'Hi actele de culegere ale acest
recompense, chitatrabd ac £( cragotdhd ic@liadip La)us e.
Reommpensator atitulapdeciaatcul ege <ceva util,
antropologickt, se menSine “"n noile jocuri,
elemente tehnologicedlliders).
4. Un alt aspect al intertextulit. Si i r e g e SK, in joCurile pe ¢ewldatoa | e
sau pe dispozitive portabile, “"n jocurile
Este un raport intertextual instituitatunéhcd Don Qui j ot e se confrur
negative, in diferital e c or ur i tle: epotij i ttecatoeenmau, | nrubmirak, t o
|l eul , Har pel e, schel et ul ani mat l uptttor,
Dracula (Fig. 50) etc. Alteori, eroul “~ntc

astt da RabinHgod, | sedahdon Coyote and Sancho Pan@&e inémp | L
totodatt ca Don Quijote st fie un personaj
cu acelea ale protSrRAKINI ktil or , ca “n seria
5. La randul lui, un scenariu de videogametpda elaborat intertextal. Un serial
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japonez de desene animalelkkoke Knight Donde LaMancha Hi | &uwper!l vi d
Don Quixotes e sprijinkt pe acel aki tipar nar a
prin"Hesei, ur mat t dee, plael ceagreerage ge r creigd duHii tr’
probelor,nvi nger ea duHmanul uidnireperoulti su ateasa f or
i ni mi i I ui K i refacerea cupl ul ui

6. latt un exemplu de intertextualitate

al imaghnarului narativ. Feluli care i es Hi -unt sHnpHeuso
fantastic este apGhosthusterfbd,in€Eh atHe a (dkea Pi b O«
ani mat [74] sau &ar mg 'HPet 8By, Oi[195] nimke ma |
fimulde a clH$tActioaHeo( Ul t i ma [¥06].dnrepisoduhpstbusters

Don Quijote Hi Sancho ies din cartea |u
Cn Cartea CLtr Hi | dimpulceajumiuBiblidi. hnHascenBotpal
Camera Secretelgeroulc £ | £t or ekt @& d” it rieddtnd idntnr j

Crupludi Cap de mort [105]. Thast ActionHerp se trece din real

“"napoi, via ecranul de c¢ i nimpubyluiluminosaj ut o
declankat deuéexphbmp de tdei rsanivtetn)S.e ,Cm ptac
recurent kKi releu intertextual, o cea’'Ht
trecerii dintro lume n alta. n literatura SF, motivie § i i dintre | umi P
retopecti v poOnt | ke biMailard du @6eoctddel®E3F2 dn, jocul
videoKingdom Heargun fel deFinal Fantasycu element®isney Fi g. 51) , ¢

n cartea care se dledshi dé€r ¢aempagi da pe
virtuale ese un element comun in jocurile video, Tn card malte episoade sunt

reunite prin aceeaki hartt, care are ro
7. In jocul videoSuper Don Quixote | a f i ruaidularulue qu are cadidaod,
Don Qui jn6Hees aHil smhiel | a, evadadadzat cdii m cae

filmul Where eaglesdar®ac ol o unde s) avOntt vulturii
8. InDon Quijotei A Dreamin SevenCrystals pl ecar ea f i pauht a ¢

cal “naripat, as eodesalvata (Fig.62). Pegas, tot
0. Datoritt natur i mul tilingve a corp
intertextualitate de traducefe at unc i c©nd traducerea ad:
de an8Dbaikby&Xote mar Hul gtini | er(Figilesteoui t e
aluzie | a mar Hul sol da™Hi | or din fil mel
Folosind formulaHai Ho, Hai Hg inexistentt “n original,|,

roman £ adauwit ttreaxdws noi c onotteildi[103] dinpr i n
desenul anima®now white and the sevendwaisl bt ca ztpadad Oi c
produs de Walt Disney (Fig. 53).

I' V. Un corpus transmedial ki interte
Ne-a at r a smital lui®on@uijate fhptul ca el apare Trdiserie extrem
de bogatt dransmedigprRezmanwlr il ui Cervantes a
creatori: realizator.i de teatru Hi film
video 'Hi 2arm madi 3 D, p £ p ueksaveniryri, dssignedi pt or
de produse, realizatoried desene ani mate et c. Drept e
personaj ul cervantin transcerdeensaggha "Hi ul

traver s@md eo cwddtulr al £ 'Hi Kelbginafliakttrdp

2Maurice Renard, ALemMMoosilkarddd@®u? taresotr 0 b e ¢
singuliéres, Louis-Michand, 1913, pp. 12997.
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(Fig. 2), in compania unei multitudini de personaje, inclusiv a unora din filmele SF.

Cntruc®©t mul Hh mea articol el or Hi studi i
scriseinpesté | i mbi de | ar gt c i QO@de titlariHir slicitidj ~ ns um
potrivit unor opinii un volum de studiu de peste un dec&nham delimitat un corpus
de analizt mai restrons. Acestsel estHee cde
" nr ergydisgonilrildpe sita | YouTub e ‘’Hdle cddcaes liber dnl;ne. ma t e
Corpusul a fost stabii t aka ~ncOt st se poatt evide
(el ementele tipice) Hi variabilele (el emen

IV. 1. Audiobook

Tehnicasa democr ati zat . unpedus ccSound Fonga i 1990
presupunea o0 investi Hi e, acum sunt di spon
gratute.De pi | dt, f Awdacitytli cansecueubtle editoare
variantk. car e poat e f iaudiphoskéeste’erc "Hi e g tdteu rlti mdu s t
Povestea celor dout personaje, cu bogatul
c ©t Hi din cel real i st, poat e of @Anfi mater .
de akt ept at audigbookuludedeptd & t fair @ ami ni mt, "~ n rapo
media.

IV. 2. Cartoon

Acesta este de mai multe feluri: desene animate cu personaje umane [73],
inclusiv repovestirile; bedtimstories [45] (povestirfr e z umat e ) ; Il ec™i il e
stritine r eal i semanimatcAlte desare griinmate sudt eealidate n stil

de fabut , Cu un coi ot 'Hi Duonn pCaonydoat ec al¥ie Ssaen crhp
(Adventures of Don Coyote and Sancho Pafdi4).

O cl aact dmoproduse media o conspeituie d:i
computere, folosind model brsgebficeHocurilarl t e t e h|
video sau filmuluiToy Story: Donkey Xof®8] este doar un exemplu. Pe YouTube
sunt Hi o Bdeamatr, aeanipatorod 2Dc Del aceste grupe de desene
arimate ne vom ocupa in continuare.

IV. 3. Baletul Don Quijote

(coregrafia de Marius Petipa, muzica de Ludwig Minkus)
3.1. Cn spectacolul realizat dlee Sjtamasae ZHig
"nfricoHate al e unui rifdaeoundsaut. FipcentrasDon | a g ©n
Quijote, cu lancea riditat. spre dreapta scenei (semnul
psi hologickt a spaSiului), (Fg.r8gMitmgpuceeazt "~ n
Sancho "I trage ~naproe ,zoma efran®@nldi asrkk “d  t'rn
cititor ~“ mplbktduprti.ndeecomr st ©nga rafturile
spre viitor, morile de vOnt aHCemai ce Cbonrme
cOnd agitt sabia sawWngancas, MDdbdme pQuaitjtot ep
dreapta, ~ nedniuegstrarea[l ecven'™H

Cn scena I)nid$inal[f18(Figa fel ca “n romar
grani "Ha diinctSrieo nrad al EHioul andurdevdespectara zt s al a
indrepfndus e spre scent, “"nsoSit de scutierul S
Hi rurile de scaune, semnal ©nd " nct o dat t

r
t

“Magdal enaTBarbangkShadow kPdt éronL @Qug x@mkkeH, 2015
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asupr a cktreia atrag i nsistent aesenSi a
Shakespeare sau Cal deron de | e inBeatrulc a, d
modern.

3.2. Cn col oanDonQuijoteo rtkr aan sbpaul neetruelauic or e g r
impl i ct THi 0O componentt intercul Pakaal L.

Kunstlergru3, Polka francaise, Op. 274 i nt er pr et at L Aceasta Mar i
adaugt accente sonore care deschid cad
uni ver sul al teri t k& Hi

3.3. Personajul vesel Kitrinatmh dal @dar ea
Rolul lui Kitri este marcat de salturi inalte, asogt e st Lr i i de spir
vioiciune Hi voi oHi e. Foart emaiodmeale t ant
bal etului, printre care Maya PliseSkai a

V.4 Teatru de ani ma'Hi e

4. 1. Existt o transpunere a naraHi uni.i

(Fig. 6), [39]. Personajekezaueaet modietf al
care se fotografiazt, icesidne, meert @ab&an
ani ma S-una dintr€ acene apare un drum al aasel, suger ©nd o

fantastict H#. periculoast (Fig.

4.2. Eroul a fost, de asenem |, reprezentat ca o ptpuHtL

[ 47], un piLtmpu Hak p UHHE oDoemn oQui j ot e au put
Festival. Ptpepulda dcamsat dldrie mast " nal tt d
dispare 1n spatele ei, manevramd Cn Fi g. 9, extrast din
cu legtntri "llatsehalSeazphe caaraé er ul

4.3. Sa ncercat un rezumat dramatizat al aventurilor lui Don Quijote, in limba
g e r mBan Buijote to go (Cervantes in 13,75 MinuteBgrsonaje sunt figurine
din jocul de Lego [52], (Fig5).

IV. 5. Un format media mixt

Filmul El Quijote y lapoesia s emnat Cl audia Lopez Hi d
are ato©t atribute de documentar, maot 'Hi
ales ptltria pe care | e poartt Don Quij
dintre elementele emblematice ale mitului (morile de vant, cartea), avand borul
decupatcauncastrahe btr bi er (coi flQ)l I ui Mambr i n
IV. 6. Jocurivide 0 K i alte jocuri
6. 1. Unul dintre primele jocur Amdead, aptr u
Commodore 6Z2H MS Dos Jocul il are pe Cervantes trecut ca autor. Jocul poate fi
gt si t-uMpAbandonwar¢ 32] , poate fi jcattnaederdéan br

folosirii off-line. Ruleaz. peDOS Box
6. 2. Din acee &uderDaluixaded tj, u datt eme tma Hi ni A

Di s k, “n stlile de jocuri. Cn acest ca
Uni versal [ 33] . Cnso™Hit de Sancho, cava
trebuie st salvezédela, pripiHHieimgre.DoRa &8
promovare al jocului, Don® j ot e este t Onktr ‘'Hi bl ond,

11) . Adversari. sunt foarte vari a™Hi: mo a
nu apar la Cervantes: o mumie, undrggons c hel et e, demoni , un
zburttori, (Fig.12)ette.m @mifmarial , Donellaui j o1
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‘Hifuge din castelul spulberat de o explozie. Acest Super Don Quixote este mai curand
prinHul plecatpistt sahwazeu mrad padhe euaneelr ta fnltart £
unui alt joc celebruponkey Konglin Super Don Quixote v ec hear atciheimt na

este mult maiagneél abomanté , numipd ide i namici
scena repiridi paj nHi seare doma hdp@ayelelnd,
“ndr £ gost i Sdper Don Quix@afostlsGcBed de top in Japonia [34].

6.3.Un joc modernPon Quijote Lost Saga ~ | pl aseazt pe Don Qui |
l emn Hi eun deeon3D el film" Sk {3BLost Sageeste un joc coreean de

lupte, cu mai multe personaje care pot prelua rolul principal (ilustrat cu clipuri postate

pe YouTube). Se observi, “n Fig. 13, el emen
calul, Sancho, at(hhabrulrcu gindiHile eroutuip Degorudle v ©

Hi adver sa+finia Wami axzteneCrtj oculbot{Fig. Don Qui

3. Inatalldoindekt e pe -uanmhod,cdmagrseambnt cu
patrimoniului eroului in jocurile vided.a fel ca in alte jocuri, Sancho este mai curand
un accesoriu al eroului.
Ac el aHi cap dandeal goaptendehHtrzie, b epcildbr™ n v
n

bE*H devine juctrie pentru copii Hi, "~ n fi
video. deeHincdcattura de realism "h acest
protectofi aj ut or ke piLtstreaz

6.4. ltuneso f epreknt ru Appl e un App, “nt Mee j oc vi

Adventures 6Don Quixote App- YouTube[37], (Fig 14). Utilizatorul poatalege

| i mba n care st comunice cu dispozitivul,
scent | a alta Hiag Hnanhaakesjipocate snoeet. L
ctr H | or , poate st ia chibritejpovestida st apr
digitalt.

6. 5. Cn 1994, alasenr @isc mterbctiv f(pentron dispoditdrele

LaserActive Mega LD PlaygrDon Quixote: A Dream in Seven Crystala limba
japonezt “~ nst. Il ar personajele i tse adres
Samao [40]. Jucttorul evolueazt " n divers
personaje care | ¢ ttl(Rigulz)e Asia (cu d stamiie & lai P a 'Ht e |
Budha), zona arctict, printre igluuri, pe
inscrip™ i "~ n | i-lmbahijde ome zjLu c tpteart .r u a

6.6. Cn 2010, Don Quijote apariemeca ajbpdad de
joc, cartonaHe et c.

IV. 7. Filme

O serie “"ntreagt de fil me Iloi@arvantes Hi r eve
poate fi gtsulttWi'kni Wwaebnld, pceo mspAmieent thtredupt Wi |
altele,Man of La ManchaH The man whoikked Don QuijoteL i st a est e mai | L

La adresa [ 48] putem gtsi un édé,pi sod di
plasaténdva “n secol ul 25. Dupt detonarea un
exploratoridi de pe AArkel Don @uijdtie.viHIl Vv
confund+<¢ almakiamha®r a cercetttorilor cu un b
bnecunoscutt din romanul cervantin. Epi sod
| aser discul Super Don Quti altiet. atEes twi z unacltt

24 Gheorghe Vrabiefolclorul, obiecti principii T me t & dategorii, Editura Academiei,
BucureHti, 1970B185@. 447, 467, 514
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Quijote atact bomba ce ur meazédoau uhi de:
cavaler inanic, activando 'Hi  piu rp@n d w fig. 58)n Breird acdd!l s e
cu un Don Quijote care ~ nvpiiHkchi@toraest e i

Recent, in filmul experimental francez [7Dpn QuiChiotte de Provence
dout per OomajQai,i jonhe pe biciclett 'Hi un

aventur L. Se reia episodul embl emakiuk a
este un st®©l p de “"naltt tensiune (Fig.
coi ful gttura tdeHie npiett isctar epcruer fLit couatr e”, n slpap

biciclaewlt,” ncattroti netdbkp dmaTt ma ldtetmot®anras iH
stélpuldeial t £ tensi uvnmre wmui xwevau dpattmru br a’'He.

IV. 8. Teatru
Aceastaestpr obabi | una dintre cele mai vechi
Quijote. Cnct din timpul vi eHi i ®autor
Dramaturgul Guillen de Castro scrie o0 comedie cu tifloh Quijote de la Mancha

Nuvela lui CervantesCuri o0 s u | feshowist 'Buriosdub t
pedepst este transpust “"n 1616 de poetul
Negu™tt or ¥4 Dol Quikatee g v ®t i"thct pus “"n scent
exemplu de Royal Shakespeare Company [46] 2F8)) . Unel e montLtri

Quijote se pr et gaaankdiahiax tot -baldiasaesteadarsr e
[101], [102].

Pentru actorii amators e v ©nd  Hi se cumpitrt cos
personajului, prinsitel r i | e doenldomeer i ne ar dori st

Quijotenuaraveade@mp i nat di ficultt$Si. O | istt de
ascenden™a di mtresmamnule |laudiWik®embibH. £t pe si

IV. 9. Desene animate cpersonaje umane
9.1. Unele sunt folosite dzedtimestories[45]. Acestea sunt o serie de npovestiri
care preiau doar cateva elemente narative-dintrnar a Si une d.dn mar i

cazul I ui Don Qui jote, una diandter ed ea cleusptt
| upta eroului cu moara de v©Ont Hi <cea ¢
9. 2. Existt un film de desene ani mate d
9.3. O utilizare aparte a desenului animas t e aceea de | ec ™Hi e

exemplu pentriu € mgvlbeSzag.e aSdntmbmat eri al e
alte |Ilimbi, germant de exempl u.

9.4. Curentumangaaniméa dat Hi el naHt ere undr rep
trecutepr n f il trul percep’Hi ei desentetsimr il or

ului Pinterest. Includem imagini provenite din filmul de prezentare al jocului video

Lost SaggFig. 22,25).

9.5. Studiourile Disney-ar fi ocupat intre anii 19401950 de relizarea unor desene

ani mate Don Qui j oproegtulsdar nddefaécaue odate
netrec©nd de fazele preliminare produc'™
9.6. In desenul animat serial (din care este extras epi@jthdtbuster§s53] i altul
decatfiimulde ci nema cu acel aHi nume)nchoAf ant c

%G. Ctlinescu, ACervant es 0, DonhQuijokidglaManchad e Cer
Chi Hintu, Hyperion, 1993, p. 21.
26 |bidem
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salveazt pe un fermier spaniol de motoci cl
iekind din cartea pe car 24). bafaddafingdrhbne b Li at |
DonQuid e " ncieasakbvesze pe cei nNopmtL Dtuu ij Blit e[ HI

Sancho merg spre st®©nga, ca Hi C U Har, potriv
Tntoarce n trecutul din care vin.

9.7. In Japonia, Don Quijotesub numele Zukkoke [99]apareinto | post azt i ned
de ctl £ttt or pngFigi2reel.elLea Ifeil St i n edi "Hia “~n
desen ani mat . Printre adversari.i eroul ui S
50)

IV. 10. Desen animat cu personaje zoomaf, de f abul L:
Don Coyote Hi Sancho Panda
O men'Hi unter eshpweicea aflfbkcut t pentru o serie

animate “n care personajele | ui Cervantes
‘Hi a c(EigS. ban Quijote devine Don Coyote, iaalgho Panzdevine Sancho
Panda (Fig. 28) . Sancho este scutierul, D ¢

Coyote este implicat in fel de fel de aventuri (in Fig. 28, incercarea de a zbura, din

epi sodul c uC nn ubnutnrau It ri1a0d)i.fHDen Cayo ti en t dir t 8an alad
Panda se intalnesc, Tn episodul 5, cu Robin Hood 2Bjg-ig. 30). Unele episoade

sunt accesibile pe YouTube [44].

IV. 11. Site web specializat \
Don Quijote de | a Ma nttp:Maw.cauijte.tvju nHisi t e /

postLri pe Twitter. Pe site se gbtsesc ofer
|l egate de aventura cavalerul ui Hi a scuti e
sau DVD, cktni i mpri mat eviczu ditma gair e a ep evrOsna
activittTHi Hcol ar e, O expozi H e Detinerant
asemenea, este pust |l a dispozi Sie o hartt

IV. 12. Modele 3D

Numeroase modele 3D reprezentéhghe Don Quijote sunt disponibile pe
site-urile de specialitate [96]. (In Fig. 32, cateva modele de peukiBketchFab.)
Model el e sunt doar componente ale unor vi
vi deo Hi nu au altt semili eprca Bt decRea Ip

unui al t mod el 3D al I ui Don Quijote (Fi
dezvoltare precum Unity sau Unreal Engine) primirfilm postat pe Youtube la
adresa [20]. Postura per s meigyreuDonmQuijoeuger eaz
apar e Hi ca suport de sticlt de vin (Fi
starea de percep’Hi e Hi interpretare defec
Quijote “"n legtturt cu enes,t awne doeashc hcitz L tAo rf
sticle de bere (cu capace capsate). Acesta are manerul decupat in forma siluetelor celor
doi tovar ki de dr um, cavalerul Hi scutier
l'v. 13. Statuete Hi model e fizice, alte
Site-u | OL X of erctHi de statuetd eDon  Quijote.
https://www.olx.ro/oferte/gon-quijote/. Se observt, “'n di ferite
personajului, ptl tr roparteRt Ibtorri @ oMiueldda n ade cpurp
purtate de Don Quijote sunt disponibjle siteu | de comer ™™ el ectronic
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aratt popul aritatea eroul ui cervantin.
confeCtdnate dinro v ari et ate de materi al e: stat L
rikinScul ptatt “"n forma capului personajul

pOnt | a c awid3Bgliecadcieic (Big.37chesitel [ 26] gktsim
imagini ale eroului(Fig. 36) c ar e péteezviantel ecment e € o mMunN e

cast on de bitrbier [30]), |l ancea, uneori s
care eroul este “nvins, iar |l ancea rupt
de artefacte inspirate de Don antp ot e) ,
("ntotdeauna mai mic de staturt), moar a
Quijote pe o carte de joc diforce of Will[104], din categoridResonatorf adi ct o
carte de joc auxiliart, rar t, decudj ut or
Don Quijote (Fidtievd)el dmente eembbinSiat ic
moart, | ance, scut, eventual Sancho Hi |

| V. 14. Un profil transmedial: mktrci

Din ilustra$Siil e i ncahungeecardensticlfaciale ar e,
ale personajul ui au devenit mktrci al e a

ptpuHa D dRig.4Quchiguldui Bon Quijote n variantaigami, personajul

LegoDon Quijote, eroul din desenul animat Diimot (Fig. 41)ce |  di n Thep !l i c a
Adventures of Don Quixote Apf37],(Fig. 59) diferitele modele 3D, imaginea de pe
coperta DVDului Donkey Xotet de pe coper Hil e dmte di sc

statuete deemn (Fig. 42). In toate acestea, suntviziblee va tr tstturi e
fa™Ma prelungt, barba ascu$Sitt, nasul pr
este jocuBuperDonQuixote cu un Don Quj old, 84). Av&nmjulr 'Hi

reprezert r i i ori gami este c¢ct fiind cea mai

fizionomice specifice, identificabile Th mai toate imaginile lui Don Quijote.

V. Concluzii

Cn producSd el eDbna®s mpdt &mpy, asernengag e s
jidovuluir £t £ ci tor : E g (Fig 69), Asla I(Fig u6)fanerieaadel Nard, u i
Europa, Nordul “ndeptrtat, Fran™Ha, Span
se intersecteazt cu acel ea aNere Napbléon,r pe:i
Robin Ho d mumi i Hi demoni , Her pi Hi vrbiji
nu rateazt nici Vi zi-dadt padac.asTetl wll dec
il EnSuire de aventur.i asembtnttpesedee cu
complend romanulc er vant i n. Pe de altt parte, d
regksesc “n transpunerile transmediale
jocul ui ficSional, uni ver sul c efliledgent i n
marketing din dife i t e col Sur i adne ["wnmiln,gadiim NHe x
comerci al i zeazliCervbntesdaen cdi fHir i g reetceul or i ,
model Cer v abon@®ujodei cHi e wda retmea |l £ arbuluipentu | a p
drumuril e Ildengnaga@mnnikandp o ntfelzDonsQuiijota u me K t
Acel aki nume | p o a rhttpt/donguijotehavepiacoinEhsed i n  F
revendict expdieiouldei |spasitoillAuslfciud araer a
restricSiilor Hi Bnd g wloii Ind rc e & b eetaild wedd®s t A
aplicaSie pentru telefonul mobil, menit
f ost denumi t RonQuijoke f £Lr £t moti v,

Anal i za n o a sereurcorpus mansmedial ctinst in gurdil unui
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mi t literar, "n accepSia pe care o dt ter
cercetatu iiint enrees at i nventarierea udei adnot a
comunitt$Si sl atborciooneaHat ® ladneeputull d e f L ni
Comunitatea realizatorilor de materiti@nsmediadespre Don Quijote este intéiea
similart cu grupul p rFeaSofavaract grupirileddd car e r e
care produc mMghtcordlsau Hu cdriwpiuwli utili zator.i
i nt er pr e HatsuneMikitcareasé folosesa de softwareMiku Miku Dance
Toate aceste grupuri nu sunt strict coordonate.

Transmedia storytellingste, ptrivit lui Henry Jenkins, procesul pricare
Ael ementele unei fic™i uni sunt distribuite
cu scopul de a crea o eXipaeastisans Db Quijote, f i cat L
personajul desprins dimmanul lui Cervantes, devine protagonistulilbagate serii
transmediale, asemenea lui Harry Potter sau B&manTr anspunerea trans

[ ui Don Quijote dovedexte vitalitatea | it
per sonajj agreQiatacmmmrmaicolpi ne de patru sute
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Jeremy Reviews It.:.Don Quixote Board Game ReviewouTube
https://www.youtubgsom/watch?v=npQO0jCsud3k

[39] Animated Epics / Don Quixote 17 YouTube
https://www.youtube.com/watch?v=XxS6LYsFOvU

[40] Don Quixote: A Deam in Seven Crystals (1994)
https://www.youtube.com/watch?v=bjKS14HF9tk

[41] DESAFORADOS GIGANTES (EL QUIJOTE de MIGUEL de CERVANTES
https://www.youtube.com/watch?v=IVJE092sy48

[42] DON QUIJOTE DE LA MANCHA (1979) QUIXOTE
https://www.youtube.com/watch?v=w4tFzD13hmc
https://www.youtube.com/watch?v=WGMKc xR ( epi sodul I Hi
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https://www.youtube.com/watch?v=iKj8qglvvkTo

[45] Don Quixote- Bedtime Stoy (BedtimeStory.TV)
https://www.youtube.com/watch?v=2tWiLOOCcYkE

[46] Act 1, Scene 10 | DonuiXote | Royal Shakespeare Company
https://mww.youtube.com/watch?v=F8i55x7755¢g

[47] Don Quijote at Shambala Festival
https://www.youtubecom/watch?v=0_zD1mTSoGo

[48] Ark 1l - Episode 14 Don Quixote
https://www.youtube.com/watch?v=RWiG6giRSpl
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https://www.youtube.com/watch?v=a2C--8o3MVE
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[50] Classic TV- ARK I

https://www.youtube.com/watch?v=0yghZUp_ R2M

[51] Disney That Never WasDon Quixote
https://www.youtube.com/watch?v=jVovmiTnAHk

[52] Michael Sommer: Don Quijot® go (Cervantes in 13,75 Minuten)
https://www.youtube.com/watch?vEtNNy3BHg

[53] Ghostbusters | The Ghost Of Don Quixote | TV Series | Full Episodes | Kids
Cartoon | Videos For Kidsttps://www.youtube.com/watch?v=46UvMd62RbA
https://www.youtube.com/watch?v=42wo87C0Zd#&n)

[54] Don Quixote

https://ia800304.us.archive.org/28/items/DonQuixote 585/DonQuixoteb5h@ak
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mancha/Man+of+La+Mancha+1968+Paris+Cast+(L'+Homme+de+la+Mancha)/03+
Dulcin%C3%A9a.flac

[56] Don Quijotdd y Sancho Panza | Pelicula completa en Espafiol Latino | Full
HD

https://www.youtube.com/watch?v=DTU2XrvMmVYU

[57] Donkey Xote- PSP Gameplay 1080p (PPSSPP)

https://www.youtube @m/watch?v=0K_R
B6NOWIQ&list=PLJ11QzeuH17ezvO9dOLN8ceqThE1nCD6J&index=7

[ 58] , Donkey Xote''" ol atHul nBlc¢mbaaHoa®in
https://www.youtube.com/watch?v=Z18DpxILtOk&list=PL-r5

Vu4dPg545zdRLsdzl SGIcCOEji7&index=24&t=0s

[59] Don quijote,Ctection byMecias Cufias Reinoso
https://www.pinterest.com/cuasreinoso/emnijote/

[60] DonkeyXote

https://alchetron.com/Donkeyote

[61] List_of works_influenced by Don_Quixote
https://www.wikiwand.com/en/List_of worksfluenced by Don_Quixote

[ 62] on Kikot | Te¢rk-e ¢izgi Film | Don
Zukkoke Knight (1980)

https://www.youtube.comvatch?v=oiseB9Is9bY

[63] Don quijote y los cuentos de la mancha Episodio 3 Sorpresa Monstruo y nifio
https://www.youtube.com/watch?v=r8AoHouMr54

[64] Don quijote y los cuens de la mancha 9 Drdau
https://www.youtube.com/watch?v=50UBVOYUA

[65] Don Quijote y los cuentos de la mancha capitulo 1
https://wwwyoutube.com/watch?v=0MD6SIWco

[66]Don quijote y los cuentos de la mancha Episodio 23 Santa Clauss maestro de
ladrones

https://www.youtube.com/watch?v=ELQiOGd4dkE

[67] Don quijote y losuentos de la mancha EpisodibEgipto
https://www.youtube.com/watch?v=5zX01_9gDM4

[68] Don Quijote y los Cuentos de la Mancha Episodio 12 Capoleon
https://www.youtubecom/watch?v=rVF_yJOly28

[69] Don Quijote y los Cuentos de la Mancha 22 El espejo magico del castillo de
Blanca Nieves
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https://www.youtube.com/watch?v=2VCd1itdg

[70] Kerem Saltuk: Don Quijotes iEverywhere
https://www.youtube.com/watch?v=r30QQxIKJGw

[71] Don Quichiotte de Provence
https://www.youtibe.com/watch?v=MVG8B4qVIPY

[72] Shrek (2001} Kill the Ogre Scene (3/10) | Movieclips
https://www.youtube.com/watch?v=aQqAUXKn7t4

[73] Don Kihot

https://www.youtube&om/watch?v=2vbV3EvunNU

[ 74] Cartea car Hi | or
https://www.youtube.com/watch?v=1rU69WgnedQ

[75] Let's Play Kingdom Hearts Episode 22: "Entering the empty book."
https://www.youtube.com/watch?v=uypeVR4Z9I|
https://www.youtube.com/watch?v=NWNDOQzPIJO

[76] Kyle decided to animate a lady entering ariing a book for some reason idk
https://www.youtube.com/watch?v=haERGAungAY

[77] Lesson 1 Don Quijote, the greatest book of all time
https://www.youtube.com/watch?v=g5d9bL AueAc&t=5s

[78] Discover Don Quijote de la Mancha
https://donquijote.ufm.edu/en/

[79] Dark Souls 2: Don Quijote PvP
https://www.youtube.com/watch?v=L4QigN6

[80] M.A.R. CARNAVAL 2019 PROYECTO DON QUIJOTE
https://www.youtube.com/watch?v=DKNaUFpE

(cosplay + melodia Don Quijote y Sancho)

[81] Don Quijote Miguel de Cervantes Saavedra Audiolibro Parte 1
https?//www.youtube.com/watch?v=cl_MfGx3y5g

[82] Don Quijote, Horspiel
https://www.youtube.com/watch?v=0Q_ItWcGC6qg4

[83] Neoton Familia Don Quijote 2017 (NJoy Remix)
https://www.youtube.com/watch?v=GWQgEYs27njE

[84] Learn English Through StoryDon Quixote by Miguel de Cervantes
https://www.youtube.com/watch?v=fGT6zx6sDOY

[85] EL QUIJOTE Y LA POESIA
https://www.youtube.com/watch?v=csAoongKjD0

[86] Don Quijote- Daniel Bermejo [ORIGAMI TUTORIAL]
https://www.youtube.cofwatch?v=zCW0243qf00

[87] Iscusitul hidalgo Don Quijote de la Mancha de Miguel de Cervantes Saavedra
TEATRU RADIOFONIC COMEDIE
https://www.youtube.com/watch?v=6{V1P_800Q08

[88] DON QUIJOTE cu RadBeligan  Teatru Radiofonic Subtitrat
https://www.youtube.com/watch?v=24C4RW1-8

(Piesa de teatru radiofonic "Don Quij ot e
de Cervantes Saavedra. Inggare din anul 1979.)

[89] Don Quijote- Miguel de Cervantes Saavedra
https://www.youtube.com/watch2RgxGyllyK8

[90]Puppet Man of La Mancha teaser
https://www.youtube.com/watch?v=M1f7ZoxL
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https://www.youtube.com/watch?v=M1f7ZovL-tI

Studi i K i cercet tri KtiinSifice.

[91] Man of La Mancha (1984, Full Production)
https://www.youtube.com/watch?v=p0Czlwh8pfo

[92] Music of Quantum LeapPart 2 (Man of La Mancha)
https://www.youtube.com/watch?v=rYIF6fgQgTk

[93] AMTSJ Man of La Mancha
https://www.youtube.com/watch?v=rYIF6fgQgTk

[94] The Impossible DreasiMan of La Mancha
https://www.youtube.com/wat®v=RfHnzYEHAow

[95] Man of La Mancha 2002 Broadway cast Album
https://www.youtube.com/watch?v=RNgSqgVCE

[96] sketchfab.com
https://sketchfab.com/search?g=Don+Quijote&doy=relevance&type=models
[97] Learn English Through StoryDon Quixote by Miguel de Cervantes
https://www.youtube.com/Mieh?v=fGT6zx6sDOY &t=94s

[98] Don Quixote Audio books with subs & English Grade 4
https://www.youtube.com/watch?v=6dMO1GR8

[99] zukkoke knight opening original japones
https://www.youtube.com/wah?v=5riMblwPOuQ

[ 100] The adventures of Don Qui xot e|
sdrtslsO| 1 dzOQ dzdfizlg®9ds| 34 Bl ender
https://www.youtube.com/watch?v=Wm3sg5fFmnY

[101] Mikhail Baryshnikov's Don Quixote
https://www.youtube.com/watch?v=hWzyRHgpRkc

[102] Northville Ballet Theatrd 2019
https://www.youtube.com/watch?v=0R8f4MRO

[103] Heigh Ho- Snow White and the Seven Dwarfs
https://www.youtube.com/watch?v=HIOXOKYChq

[104] Force of Will Wiki

https://forceof-will -tcg.fandom.com/wiki/Don_Quijote, the Wandering_Knight
[105] Diary - Harry Potter
https://www.youtube.com/watch?v=B3HnzfNZOI4

[106] Last Action Here This isHappening Scene (2/10) | Movieclips
https://www.youtube.com/watch?v=IXmWL4J2wwI
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ANEXA

DON QUIXOTE ‘The Final Performance by Lisa Macuja Elizalde Super Don Quix-ote Laserdise Game

Fig.1: Don Quijoted e s f i g n &de a 2Ha
i magi nar[l8Hi real

Don Quixote First Look (Hero 122;Noermal)

FigCn |l uptt cu LrooshtotSus Fi 4. Aventurt fanta

The Adventures of Don Coyote and Sancho Panda Intro

Fig. Don Coyot e iTHi Figg. RepovestiereuDg
onomastickt Ki on Lego

DON QUIXOTE

FigDon Qui jotidi Hi pfa Fi&Cor egavaefnitau'rn [
ani matt
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Fi gDo®: Quijote] 4048p Fig.10:0 recuzitt en

A Fantasy of Love and Adventure Created by Don Quix-ote!

Fg. Slulpper DoinafQuH jpoetrnet Fi g.SulpZ2:r Doin” nQuri yomat

jocuri totemul zburt

Fi g.DoIn3:Qui j oltoest ,nSapgoac Fi g.Adlvdentures of: [
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de joc video
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s and rescuing

Act 1, Scene 10 | Don Quixote | Royal Shakespeare Company

Fig. 22: Din fil mul Fi g.Dom3:Qui jote: o
Lost Saga companion

Fig. 24: Sancho i eHi Fig.Lox%: Saga

Fig. 26: Zukokéedslkniug Fig. 2i7TeHDue@da din
Paza 'Hi Don Qui

Fig. 28: Don Coyot¢ Fig. 29: Robin
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