ABSTRACT

PATTERNS OF CREATIVITY IN
TUDOR ARGHEZI'S CUVINTE POTRIVITE

By
Michael Howafd Impey

The aim of this study is to establish the

principal spiritual movement of Cuvinte potrivite (1927),

Tudor Arghezi's first and most important poetic cycle,
by considering it as a separate entity and by explicat-
ing a number of key poems, which unaccountably have been
overlooked or inadequately expounded by Arghezian
exegetes., Post-war Romanian critics, for example, have
tended to stress historiographical or thematic elements,
often to the detriment of the organic unity of indi-
vidual poems or poetic cycles.

Nevertheless, a spiritual movement can be dis-
cerned. It has been described by Pompiliu Constantinescu
as ". . . an integration of the ego in the cosmic order."!
In his examination of what he terms the pre-structure of
Arghezi's verse, Constantinescu distinguishes two prin-
cipal elements: Man's "inescapable bipolarity’” and a

"mystical naturism.” Constantinescu claims that the

conflicting tendencies exhibited by the poet-protagonist
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towards good and evil are nullified in the very extremes
of the struggle, and that "pacification" occurs when the
individual spirit is reabsorbed into the cosmic rhythm
of nature.

It would, however, be a grave miscalculation to
assume--as Constantinescu does--that a symbiosis of

conflicting forces occurs in Cuvinte potrivite, despite

the fact that the cycle concludes with the ecstatic
vision of a reborn nature. Mystical or pantheistic
elements are present only in potential, and there is
certainly no suggestion in Testament, the dedicatory
poem to the cycle, that mystical naturism provides ''the
purifying center" which the poet seeks. The only possi-
ble escape--capable of textual support--from the onto-
logical labyrinth, in which man is hopelessly lost, lies
through the mediating and visionary power of poetry.

As the title of this study indicates, Arghezi
explores from every conceivable angle the multifarious
nature of poetic creativity. In chapters I and II, some
of the poetic masks (the master-craftsman and the magi-
cian) the poet assumes in his self-appointed task as a
vates are discussed. 1In chapters III and IV, the uncon-
scious aspects of the creative impulse which lies at the
very center of man's being are probed, and in particular
the baffling manifestation of poetry as an ambivalent
female companion.

Chapters V and VI also form a unit and are
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concerned with the violent oscillations of the human ego
between spirit and matter. Chapter V presents a series
of apocalyptic visions, in which the poetic voice will-
ingly concurs in the total destruction of the natural
world. Tentatively, it is concluded that this apparently
nihilistic urge can only be explained as a desire to
restore life to a state of primal flux as the first
stage to its eventual reinvigoration, a pattern which
can be traced in several of the poems discussed in
chapter VI,

In the final chapter, the three patterns of
renewal which seem most representative of Arghezi's

poetic vision in Cuvinte potrivite are singled out.

All of them are linked directly or indirectly to the
individual act of poetic creation. The plenitude which
results from individual participation in seasonal
renewal (pattern 1) must be shared with others for true
benefaction to accrue. This is accomplished (pattern
II) by "Poetry as Communion,' the growth-in-understanding
and fellowship which occurs when succeeding generations
sip at the Fount of Life, in other words, at poetry pre-
figured as a chalice (pattern III) containing the taina
(the secret of existence). It is only by initiating its
readers into the mysteries of life that poetry can offer

mankind the chance of wholeness and restoration to harmony.

lrudor Arghezi (Bucharest: Fundagia pentru liter-
aturd gi art egele Carol II," 1940), p. 241.
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INTRODUCTION

Romanian Literature up to 1904

To anyone unfamiliar with the history of Romania,
it may seem scarcely credible that Romanian literature,
at least in the aesthetic sense, is usually held to date
from 1821, the year in which native Romanian princes were
once again appointed by the Turkish Porte, after more
than a century of inefficient and corrupt rule by Phana-
riot overlords. The dominant role played by the Greek
language in political, religious and cultural affairs
during this period (1716-1821) largely stifled a promis-
ing vein of chronicles and early attempts at poetry writ-
ten in the vernacular in the seventeenth century. With
native rulers once more exercising power and in response
to a more favorable political situation in Eastern Europe,
a rising tide of national consciousness sought in litera-
ture a ready vehicle for the promulgation of new ideas
and old aspirations--to drive the Turks back into the
Black Sea and secure Romania's position as a haven of
Latin culture in the midst of the Slavic hordes. Of incal-
culable value in developing this national consciousness
were the literary journals--arising out of literary asso-

ciations or societies--which I. Eliade Radulescu (Curierul
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romanesc, April 1829) and Gheorghe Asachi (Albina romin-

eascd, June 1829) set up in Tara Romaneascd and Moldavia

respectively.

The next impetus came principally from Vasile
Alecsandri who, on his return to Romania after studies
in Paris, was appointed one of the three directors of the
Jassy theater and proceeded to build up almost from
scratch a native dramatic tradition, at first by translat-
ing and adapting French burlesques and later on by writ-
ing numerous comedies and historical dramas. By publish-
ing collections of folk-ballads in 1852 and 1853,
Alecsandri was largely responsible for stimulating inter-
est in the rich oral tradition which, despite countless
invasions and foreign occupations, had subsisted at the
village level in rural Romania and which now served as a
matrix for the greatest of all the Romanian lyric poets,
Mihai Eminescu.

Born in 1850, Eminescu studied law and philasophy
at the Universities of Vienna and Berlin and, on return-
ing to Jassy in 1874, took a post as librarian. Although
he wrote a melodic line which owed much to the rhythmic
cadence of popular poetry, Eminescu in many ways was the
typical inadaptat (alienated figure) of late Romantic
literature, and his poetry, both structurally and themati-
cally, is reminiscent at times of the poetry of Lenau,
Leopardi and--for its resignation and negation--of Alfred

de Vigny. The special fascination of Eminescu's verse,
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however, seems to lie in its subtle blend of Schopenhau-
rian pessimism--Eminescu, it must be added, knew Sanskrit
and was deeply read in Vedic mysticism--and a vision of
nature as a total metaphysical entity, a nature whose
common symbols--woods, seas, rivers and mountains--are
manifestations of the inner spirit of the poet. That the
elusive and suggestive music of Eminescu's mature lyrics
owes much to popular mythology is confirmed by G.

Cilinescu in his monumental Istoria literaturii romﬁne,1

the relevant chapter of which is significantly entitled
"Mihai Eminescu, poetul na{ional' (Mihai Eminescu,
national poet). Besides illustrating the peasant mental-
ity embodied in the text, Calinescu takes pains to show
that many of the themes and images found in Eminescu's
verse could have been borrowed just as easily from
Romanian chroniclers such as Dimitrie Cantemir as from
foreign poets of his own day and age.2

Eminescu was supported in his studies abroad by
the members of the literary circle Junimea and in parti-
cular by one of the founding members Titu Maiorescu, a
philosopher, pedagogue and orator of German education.

The tremendous influence exercised by the Society's

llstoria literaturii romane dela origini ptna la
rezent (Bucharest: Fundatla regala pentru literatura
§1 artd, 1941).

2The Biblical theme of 1'infausta vanita, the
essential illusoriness and fickleness of human exis-
tence, is but one of many such echoes.
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literary journal Convorbiri literare (1867) and later on

by the nationalist-populist review Sem3nitorul (1901)--

whose literary contacts with the rest of Europe were
largely confined to Heine and a number of minor German
Romantics--as well as the markedly xenophobic and anti-
semitic trends to the national spirit, unhappily often
encouraged by the junimigti and present in the prose writ-
ings of both Eminescu and Maiorescu, which gained ground
during the last quarter of the nineteenth century, seem
to have precluded first-hand acquaintance with the many
varied literary developments in France during the same
period, except amongst a small and at first not particu-
larly influential circle of enlightened literati. 1Indeed,
as Cialinescu has observed, Baudelaire, Verlaine, the Par-
nassian and Symbolist poets did not become known in
Romania until almost half a century after their appear-
ance. ‘''Maiorescu, even though he carried on his activi-
ties well into the first decade of the twentieth century,"
Calinescu continues, "mever once mentioned Sainte-Beuve,.
Faguet, Jules Lemattré; Alecsandri, Eminescu, both of
whom died on the threshold of the year 1890, had not heard
of Rimbaud, Mallarmé, Anatole France, Barrés. ">

Despite violent reactions in Seminitorul at the

slightest attempt to introduce French literature onto the

Romanian literary scene, a number of minor periodicals--

31bid., p. 605.
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of which Linia dreapt3, under the aesthetic direction of

Tudor Arghezi, was one--slowly began the task of winning
an audience for the more serious aspects of French culture
in the first decade of the twentieth century. But many
years before the philologist Ovid Densugianu or the critic
D. Caracostea committed themselves to print in support of
France, the poet and theoretician Alexandru Macedonski--

who became something of a cause célébre in his own life-

time on account of his attacks on Maiorescu and his tact-
less epigram aimed at Eminescu, suffering at the time
from the mental breakdown which led to his death--had
propounded a series of aesthetic viewpoints markedly anti-
junimist in character. These ranged from advocacy of
"social poetry'" to a poetry of absolute values, assert-
ively paralogical and based on those qualities of divine
absurdity which Macedonski purported to find in Dante's
Commedia, from dandyism and Pre-Raphaelite posturings to
admiration of the obscure theory of '‘verbal instrument-

alism" postulated by Rene Ghil in his Traité du verbe

(1886). Above all, Macedonski prided himself on being
the father of Romanian symbolism, quite apart from repre-
senting himself as the rejected, misunderstood poetic
genius of his time. These delusions of grandeur were
reflected in the ceremonial proceedings of the literary
salon which he organized for his devoted followers and
over which he seems to have presided with regal pomp.

Nevertheless, Macedonski remains an influential figure
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for his time and, as well as initiating the Symbolist
movement in Romanian literature, the chief exponents of
which were to be George Bacovia and Ion Minulescu, and
all subsequent 'modernist' trends with a prime interest
in technical differentiation, he gave generous assistance
to some of the more promising young poets who attended
his salon in the late nineties, amongst whom the

brightest star was undoubtedly Tudor Arghezi.

The Life and Works of Tudor Arghezi: A Brief Bio-

bibliography

Born in 1880 in Bucharest of peasant stock--his
parents were originally from the Gorj district of
Oltenia--Tudor Arghezi4 grew up in the picturesque atmos-
phere of old Bucharest, about which he was to reminisce

so captivatingly in prose works such as Cu bastonul prin

Bucuregti (With a Walking-stick through Bucharest). De-
tails of his early life are sparse,5 but it is clear that

following a disagreement with his father he left home at

4His real name was Ion N. Theodorescu. He first
adopted his pen name when submit ting poetry to Viata noua,
spelling it then Ion Th. Argheyzi. Later on he confessed
that this pseudonym was suggested by the old name of the
river Argei (Argesis), an interestin§ choice in view of
the significant role water imagery plays in his poetry.

e would, however, like to call our readers'
attention to the extremely useful "Bio-bibliographic
Table" prepared for a special number of Romanian Review,
XXII, 3 (1968), 99-102, by G. Pienescu, and to the biograph-
ical summaries Emil Manu included in his Prolegomene
argheziene (Bucharest: Editura pentru literatura, 68).
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the tender age of eleven and fended for himself, though
probably with the assistance of an aunt and other rela-
tives. That his relations with his father were permanently
soured throughout his youth is illustrated by the griev-

ing tone of the poem Tatdlui meu (To my Father) with which

he made his literary début in 1896 in Macedonski's journal

Liga ortodoxa.

Arghezi continued to publish in Liga ortodoxda and

was hailed by Macedonski for his audacity in breaking with
the banal imagery and conventional versification of his
time. Arghezi eventually broke with the circle of enthu-
siasts who frequented Macedonski's salon and later on
repudiated the instrumentalist techniques and the specious
imitation of foreign models he had been exposed to at
these meetings.6
In 1899, after "a year of mystical isolation"
spent working as a laboratory assistant in a sugar factory

at Chitila, near Bucharest, Arghezi suddenly became a

monk, spending the year of his noviciate at Cernica Monas-

6“Just: about all the sounds [of new poetic models]
reach Bucharest crooked and indecent, so that even the
occasional prank from Paris--as a result of the desire of
a number of refractory spirits to institute a school--
have acquired here the proportions of vast conceptions,
based on numbers and affectation. Extremely unsymbolic
men, quite lacking in the talents with which the Parisian
writers are plentifully endowed . . . they fabricated
sonorous equivoques and poetic nausea as rich in feeling
as a wad of felt. And so as not to verge on the ridicu-
lous, they even went so far as to call themselves 'instru-
mentalist-symbolists''" '"Vers gi poezie," in Linia dreapta,
no. 2 (May 1, 1904).
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tery before serving as deacon in the Metropolitan Church
in Bucharest and teaching comparative religion at the
Cadet School. The motives for his "withdrawal from life"
are explained in the Archdeacon Joseph's Memoires ('"Amin-
tirile Ierodiaconului Iosif"), the first five parts of
which were published in Nagiunea in 1923, as an almost
subconscious decision, a decision that exercised a
hypnotic power over him, like "a strange command.'" In
later years, revolted by what in retrospect seemed a
"sensation of predestination,'" the poet tried to explain
away the mystical element by claiming that he took holy
orders partly to earn a living and partly out of a desire
"to learn to write mysteriously."

It is supposed that during these years as a
deacon, Arghezi wrote the rough draft of his future book

Icoane de lemn (Wooden Icons), as well as a number of

poems from the Agate negre (Black Agates) and Cuvinte

potrivite (Fitting Words) cycles.7 The reading and writ-
ing that he did late into the night apparently made his
fellow monks suspect that he was consorting with the Devil,
and Father Joseph was several times summoned peremptorily
to the Metropolitan's Office to account for his activities.
The walls of his cell at this time were covered, according

to N.D. Cocea, with pages from the social review 1l'Assi-

7R.ecent regearch has also brought to light a
prose-poem D'un crépuscule & 1'autre which was published

in the Parisian periodical Anthologie, revue et critique
internationale, I, 11 (November 19535.
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ette au Beurre, and works by the revolutionary French

poets of his time were piled high on his table.8 Arghezi
re-entered the Romanian literary scene in 1904, collabora-
ting clandestinely--for fear of ecclesiastical disa-
pproval--with his friend V. Demetrius on a new review

Linia dreaptd, where he published several of the poems

which form the basis of our study of Cuvinte potrivite,
9

together with his poetic manifesto Vers gi poezie® which,

in addition to bearing lively testimony to his readings
from contemporary French poetry (although without naming
anyone directly), also attempted, as $erban Cioculescu
has noted, '". . . to isolate the notion of 'pure poetry'
. . . some twenty yea s before the celebrated debates,
instigated by the Abbé Bremond, . . 10

Before the end of the year, however, Arghezi had
obtained leave of absence in order to pursue theological
studies in Switzerland, at a Cordelier monastery in Fri-
bourg. Following anattemptto convert him to Catholicism,
Arghezi seems to have taken the opportunity to sever all
formal religious ties, and it is also in this period that

his first wife bore him a child. Eventually settling in

Geneva (1906), he became an apprentice at a Free Trade

8Cited by Dumitru Micu in his monograph Tudor
Arghezi (Buchaxest: Meridiane Publishing House, 1965),

PP.

9inia dreapti, No. 2 (May 1, 1904).
10

Introducere In poezia lui Tudor Arghezi
Bucharest: Fundagia Regele Mihal I, 1946), p. 18.
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School--where he fashioned '"gold teeth, rings and watch
1lids'"--and made frequent trips to Paris by motorcycle,
where he supported himself by humping produce in the
market-halls and selling newspapers at street-corners
in Montmartre.

Arghezi's third literary début occurred in Febru-
ary 1910, when, without the poet's permission, his friend

N.D. Cocea published in the socialist review Viata sociala

a number of poems from a manuscript left in his care,

including Rugd de seari. In December of the same year,

the poet himself returned to Romania in order to clarify
his military status. In the years before the First World
War, Arghezi worked as an editor and published theater
and book reviews, political commentaries, medalions of
noted personalities, lampoons and polemical articles in

a wide range of daily newspapers and socio-literary peri-
odicals. Although he published relatively little poetry,
a number of poems appeared (1911) in the prestigious

Jassy journal Viata romineascd. His editorship of the

daily newspaper Seara (March 21, 1913 to October 18,
1914), in which he vehemently opposed the Romano-Bulgar-
ian War of 1913, and the violent diatribes directed at
the warmongering of various financial interests as well
as the pacifist opinions he consistently maintained in
his own review Cronica (February 1915-April 1916) earned
him many enemies. After the war he was convicted by a

military court for having collaborated on the pro-German
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occupation newspaper Gazeta Bucurestilor and for other

so-called treasonable activities and imprisoned for more
than two years (1918-19) at Vac3regti.

Released through the good offices of the savant
Nicolae Iorga--later to be one of his most uncompromising
critics--Arghezi continued his dual career of journalist
and poet; his polemics, of a rare verve and pungency,
gradually giving way to a more intensive poetic output.
But it was not until the appearance of his first volume

of collected poems Cuvinte potrivite (1927) that his name

came to the notice of the Romanian literary public at

large. Arghezi, who until then had been disregarded by
most 'established' critics, found himself the center of
controversy: his verbal immoderacy and ruthless materi-

alization of imagery bringing charges of facility and

obscurity.
His great rival, Ion Barbu, greeted Cuvinte
potrivite in these uncomplimentary terms:-

We are in the banal presence of a poet without a
message, alienated from Ideas; . . . Journalists have
acclaimed the publishing of Arghezi's volume as a
literary event comparable to the unique appearance
of Eminescu . . . . [who was] above all a man of
thought and concentrated study. . . . Uncover the
printed letter of these verses [Barbu then quotes
from Intre doua nopti] with a venerable content of
ecclesiastical origin. You will find (sketched out
in dregs) a dully miihined idea: grotesque and
banal as a bicycle.

11Ideea europeand, IX, 205 (November 1927), pp.
2-3. The final quip is a reference to one of Arghezi's
passions at the turn of the century.
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Up to a point, of course, Barbu was right; his lofty
intellect could only see the impropriety of extreme
verbal condensation and a peasant earthiness blended
with the spicy argot of the mahald in a poetry which
reflects a strong sense of ancestral continuity and identi-
fication with the peasant and the soil, the torment of
a soul in search of the absolute, and apocalyptical
visions of a putrescent world.

February of 1929 saw the appearance of Bilete de
papagal,12 a daily broadsheet--''the smallest sheet ever
printed from Gutenberg to this day,'--in which Arghezi
brought to perfection what amounted to a new literary

genre, his tablete (tablets). 1In Bilete de papagal

Arghezi published prose and poetry by outstanding young
writers such as Eugen Ionescu, Geo Bogza, and one of the
first numbers (no. 16, February 19, 1928) was dedicated
to the brilliant but tragic figure of Urmuz, whose surre-
alist prose Arghezi had first published in 1922, when he

was editor of Cugetul rom8nesc. Another venture which

made heavy claims on his time during this period (1929-
32) was the construction of his house and garden at Margi-

gor, near the Bucharest abatoir, where he settled perma-

12Bilete de papagal has been translated as "“Parrot
Predictions,”™ and while this translation is not literal it
does explain what inspired Arghezi to give his minuscule
paper this particular format. Organ grinders in Romania
as elsewhere were often accompanied by a parrot which
would tell customers their fortune by pulling a predic-
tion out of a box with its beak.
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nently with his wife Paraschiva (married in 1916) and his
two children Mitzura (born 1925) and Barutu (born 1926).
It has been noted more than once that the increased
stability a happy marriage brought, together with the
challenge of providing amusing reading for his two chil-
dren, accounts for the sense of plenitude which fills
much of his poetry written in the thirties and for the
fable-like settings of his books for children, beginning
with Cartea cu jucarii (1931).

In 1930 Arghezi published the novels13 Icoane de

lemn (Wooden Icons) and Poarta neagra (The Black Gate),

based respectively on reminiscences of his monastic and

prison experiences. The volume of poems Flori de mucia-

gai (Mildew Flowers), published in 1930, was also the
product of his imprisonment. 1In this work he broke en-
tirely fresh ground in Romanian literature, depicting with
rare sympathy the depraved elements of the prison under-
world. This lyrical approach to the seamier side of life,
which together with his pamphlets Bilete de papagal

brought grave charges of obscenity, has been compared by
the critic G. Cilinescu to similar currents found in the
work of Salvatore di Giacomo and Garcfa Lorca. Tablete

din Jara de Ruty (Tablets from Kuty Land), a satirical

13Fbr want of a suitable generic term, we have
followed the author and most of his critics in calling
Icoane de lemn (really a collection of anti-clerical
1ampoons§ and Poarta neagrd (a series of lyrical reminis-
cences) 'novels.' The same will apply to the other
prose-poems called novels.
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novel of Swiftian dimensions published in 1933, was fol-

lowed by other novels rich in lexicological innovation:

Ochii Maicii Domnului (The Blessed Virgin's Eyes, 1934),

Cimitirul Buna-Vestire (The Annunciation Cemetery, 1936)

and Lina (1942), as well as by further collections of
poetry: Cirticica de seard (1935)14 and Hore (1939).

Arghezi reveals here yet another direction to his poetry
by affirming the value of family life and reflecting the
vision of a Pantheist in his childlike obsession with
the wonders of creation. It is a microscopic world,
where his touch is that of a miniaturist.

In 1938-39 a serious illness confined him to his
bed for almost a year, and the cruel hand of fate which
came so close to cutting short more than a decade of
peaceful serenity casts a pessimistic shadow over a number
of poems written in 1940, This pessimistic attitude is
also reflected in a series of poems treating the horrors
of war, of a war that steadily encroached on Romanian
territory in 1943 and 1944. Arghezi continued to publish
in the war period, mainly poetry and tablete in the peri-

odical Revista Fundatiilor Regale and in the daily news-

papers Dimineata and Vremea, but in April 1943 he began

to publish articles of a more openly political nature in

14Later to be called Versuri de searia in the three

definitive editions of his poetry, published in 1936,
1939 and 1943 respectively, as well as in all post-war
editions of his poetry, including the 1959 edition we
use in our study.
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Informatia zilei, including the lampoon Baron! which,

transparently aimed at baron Manfred von Killinger, the
Nazi ambassador to Bucharest, earned the writer several
months detention in a concentration camp at Tirgu-Jiu,
the capital of the Gorj district, ironically Arghezi's
ancestral homeland.

Immediately after the war, Arghezi continued to
publish, bringing out the fourth and last series of Bilete

de papagal (December 1944-February 1945)15 and the volume

Manual de morald practici (1946), a collection of tablete

dealing with human relationships in a manner reminiscent
of Bertrand Russell's popular treatises. In 1946 he won
the National Poetry Prize for the first time, and in the

following year he brought out the volume Una suta una

poeme, which included practically all the poems he had
written since 1939. A period of silence (1947-54) bears
witness to his uncertainty and misgivings during the
Stalinist period in Romania, and the poet mainly restricted
himself to translations from the Russian and French (Kry-

lov: Fables; Gogol: Dead Souls; Anatole France: In the

Prime of Life), as well as work on translations of Rabelais

(left unfinished) and of Bertholt Brecht's play Mutter

Courage.
In 1954 another book for children Prisaca (Bee-

Garden) appeared, and this was followed by two major

15A selection from all four series of Bilete de
papagal appeared under the same title in 1946.
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poetic cycles 1907--Peizaje (1955), a satirical expose of

the conditions in Romania which led up to the peasant

rising of the same year, and Cintare omului (1956), a

lyrical evocation of the sociogonic theme. 1In 1957 Arghezi
was awarded the State Prize for Poetry and elected as
deputy to the National Assembly. Another book for chil-

dren Cartea mea frumoasi (My Beautiful Book) appeared in

1958, and this was followed in 1959 by a limited edition
of almost his entire poetic creation. Feted by the Academy
of the Romanian People's Republic on the occasion of his
eightieth birthday (1960), Arghezi continued to publish
extensively. In the years before his death, he brought

out a series of small volumes of poetry: Frunze(1961),
Poeme noi (1963), Cadenge (1964), Silabe (1965), Ritmuri
(1966) , and Noaptea (1967), together with a number of
anthologies of prose writings. 1In his last years, Arghezi
had also been engaged on the final revision of his complete
works which, under the title of Scrieri, started to appear
in 1962 and of which to date about twenty-five volumes of
the projected sixty-one have appeared. Only slightly less
than one year after the death of his wife, Tudor Arghezi
passed into the world of shadows (July 14, 1967) and

after being given national obsequies was buried in the

courtyard af his house at Mirgigor.
We have thought it proper to include a fairly
substantial bio-bibliography in our introduction, because

unhappily Arghezi's poetry and prose is almost totally
unknown in the English-speaking world, although his poetry
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has won wide recognition elsewhere in Western Europe

16

through an excellent series of translatioms. It may be

that this lamentable state of affairs is partly due to
the traditional metrical arrangements of his poetry,17
since the rhymes and rhythms of verse written in a Romance
language are notoriously difficult to render in moderm
English, especially in view of the fact that modernist
trends on poetry on both sides of the Atlantic have

generally favored vers libre. This neglect of poets--

playwrights and novelists fare much better--from ‘minor’
countries is also due, we believe, to a complacency border-
ing on contempt that countries as powerful as Great
Britain once was and the United States is habitually

display towards literatures uninfluenced by their own or
of peripheral interest to the study of large-scale ideo-
logical movements. Appreciation of Arghezi's poetry, and
of Romanian literature in general, is perhaps most profound
in France, although it must be admitted that all too often

it is studied there more as an appendage of the cultural

16Arghezi has been translated into French by André
Marcel, into German by Alfred M. Sperger, into Italian by
Salvatore Quasimodo, and into Spanish by Rafael Alberti.

17In his poetic manifesto Vers gi poezie, Arghezi
was quite receptive to the use of "free verse,’ and indeed
several of the poems from Agate negre exhibit metrical
experimentation along these lines. lsewhere, Flori de
mucigai and the cycle Sapte cfntece cu gura-nchis
Zinc%uaed in Versuri I1) gain considerably from the use
of free verse, but the experience is not crucial and
Arghezi wrote an apologia in verse for his limited use
of this meter--in Iatd sufletulai lui Walt Whitman
(Revista Fundatiilor Regale, September 1936).
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glories of France than as an entity in its own right.
We offer, then, this study as a small token of the recog-
nition which is long due to Tudor Arghezi, as indeed it

is to his contemporaries Ion Barbu and Lucian Blaga.

Critical Considerations

There has been over the years a number of excel-
lent studies of Arghezi's poetry. The first of these, a

slim volume by G. Cilinescu,18

rejects the claim, fre-
quently made by the poet's more intemperate admirers,

that as a poet Arghezi is the equal of Mihai Eminescu.
Although his study is restricted to only a few poems,
Calinescu succeeds in revealing certain structural move-
ments--such as the process of osmosis between the spiritual

and the material--which have been generally accepted by

later exegetes. His remarks on Flori de mucigai,

Arghezi's second volume of verse, are also invaluable--
though questionable from our own point of view--because
he affirms that 'the authentic Arghezian poetry, freed of
every foreign echo, begins with this cycle," at the same
time as pointing out that, for its dialectal features as
well as for its special blend of the grotesque and the
poignant, Flori de mucigai shares many affinities with
Salvatore di Giacomo's plaintive love-lyrics.

Pompiliu Constantinescu, on the other hand, char-

18Tudor Arghezi: studiu critic (Jassy:
"Jurnalul literar,” 1939).
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acterizes his study as "an attempt to reconstitute a
spiritual biography, through a succession of interior

cycles."19

Much of what Constantinescu has to say on
Arghezi's religious viewpoint and on the cyclical nature
of his cosmic vision seems to us to be of value today,
but we have been obliged to caution our readers from time
to time against his rather dogmatic distinctions, espe-
cially when he assumes that, having been born and
educated as an Orthodax, Arghezi would necessarily
reflect the view of Constantinople in his poetry.
Constantinescu's critical method is also open to ques-
tion: starting from an analysis of Arghezi's two lyrical

novels which deal with a birth-death-resurrection

pattern, Ochii Maicii Domnului and Cimitirul Buna-Vestire,

he then selects those poems which seem to confirm or bear
on this pattern. Constantinescu's study is the most
original and creative that has so far appeared, but its
very selectivity frequently places individual poems out
of context and as a result sometimes does a grave injus-
tice to the total poetic vision of the various cycles.

Without doubt the most useful of the studies
which have appeared, before or after the war, is Serban
20 Ghich

Cioculescu's Introduction to Arghezi's poetry

starts by attempting to clarify the question of the poet's

19Tudor Arghezi (Bucharest: Fundatia pentru
literaturd gi art egele Carol II," 1940).

204, troducere In poezia lui Tudor Arghezi, p. 8.
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so-called obscurity and then considers his poetry accord-
ing to theme. Perhaps the most useful sections in
Cioculescu's book are his analyses of 'the symbols of
interior life'" where, with rare linguistic acumen and a
lively sense of partisanship, he shows how the syntac-
tical oddities of Arghezi's richly metaphorical language
are consonant with Verlaine's advice to '"wring the neck
of eloquence.'" His studies of the poet's major symbols--
Memory, Time, Space, Faith, Dream, Light etc.--are
scholarly, punctuated by important critical insights, but
sometimes suffer from a rather superficial treatment, as
do the later chapters on such thematic elements as
Arghezi's "Traditional Element,'" '""Religious Sentiment,"
"Ethos,”™ and "Erotica." Cioculescu is at his best when
he allows himself space to take an entire poem and expli-

cate it as a total construct.
0f the post-war critics, Ovidiu Crohmalniceanu's

monograph21 is especially valuable to student and special-
ist alike, because it is the first historiographic survey
of Arghezi's work, as well as being the first serious
study written on his poetry from a Marxist viewpoint.
Crohmidlniceanu's documentation is impeccable; he is fair
in his evaluations and does not allow his own a priori
assumptions to interfere too much with the 'story' of

Arghezi's poetic evolution as revealed in his writings.

21Tudor Arghezi (Bucharest: Editura de stat
pentru literatura gi artd, 1960).
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If we were to make any criticism at all, it would be to
ask how such a scientific method assists the reader in
his understanding of Arghezi's poetry. Without doubt
we have been spared a great deal of tedious research in
the Academy Library, but lost somewhere in the morass
of detail is Arghezi's poetry as it affects the reader:
concise, sensorial, richly metaphorical, suave, dramatic,
and more often than not contradictory and ambiguous.
Crohmalniceanu, we feel, helps the reader to stumble
around but rarely through the poetry.

Other major studies of Arghezi's work include

22 23

monographs by Dumitru Micu™™ and Tudor Vianu, the

latter a fine study of CIntare omului from a comparative

literature viewpoint. In recent years the more extrin-
sic aspects of Arghezi's art have been explored; one
particularly fruitful example of this new approach is
Domitian Cesereanu's study of Arghezi's borrowings from

24 a book we have

and reworkings of Romanian folklore,
found very useful for our examination of the poem

Blesteme (Curses). Lastly, two very profound arti-

22Tudor Arghezi (Bucharest: Meridiane Publish-
ing House, . We have used the English translation
of Micu's book, because for reasonswe have never been
able to fathom it appeared before the Romanian edition.

23ArgheziJ poet al omului-Cintare omului *n
cadrul literaturil comparate (Bucharest: Editura pentru
Titeraturl, 1964).

24Ar ezi gi folclorul (Bucharest: Editura
pentru literaturd, .
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cles“” on selected poems largely from Versuri de seard

have been published by Sorin Alexandrescu, who has made

intelligent use of the techniques of structural linguis-
tics to resolve a number of metaphorical transpositions

that had long baffled even the most attentive reader.

Our own study is restricted to Cuvinte potrivite,

Arghezi's first and, we believe, crucial poetic cycle,
which was published in 1927, when the poet was already
forty-seven years old. Few other poets have of their

own volition waited so long to receive the critical
acclaim that was their due; even fewer have gone on to
new triumphs at so late an age. Not surprisingly, critics

have paid more attention to Cuvinte potrivite than they

have to Arghezi's other poetic cycles, if only because
much of the controversy associated with his poetry was
centered around the one hundred and three poems originally
published in this first volume.26 Several poems, however,
have unaccountably been overlooked or inadequately

expounded; among the poems falling into this category,

25ugimbol si simbolizare. OQbservatii asupra unor
procedee poetice argheziene,'" Studii de poeticd si stil-
isticd (Bucharest: Editura pentru literatura, 1966),
PP. 318-69, and analyses of two poems Intre doud nopti
and Un cintec published in Analize literare si stilistice,
co-authors Sorin Alexandrescu and lon Rotaru (Bucharest:
Editura didacticé gi pedagogica, 1967), pp. 94-104.

26A further sixteen poems, now known under the
title of Alte cuvinte potrivite were added in the
"Fischer'-Galati edition of 1934, Cuvinte potrivite gi
. .« « Incrucigate gi poezii.
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Potirul mistic (The Mystical Chalice), Inscriptie pe un

pahar (Inscription on a Glass), Vint de toammd (Autumn

Breeze) have received very superficial treatment. This
neglect may have been due partly to the relative obscu-
rity of the symbolic systems encountered in these poems,
and partly to the fact that none of the three poems fits
easily into any of the thematic or imagistic divisions

of Arghezi's poetry previously established by his critics.
It is a serious loss and one not easily remedied in the

light of current critical trends in Romania.27

Although
these poems may not be technically the most perfect or
original, they are, we believe, the profoundest expres-
sion of Arghezi's poetic vision, and merit a serious
re-evaluation.

For our own part, we have devoted the conclud-
ing chapter of this study to preparing the ground for

such a re-evaluation. Our purpose is not to appraise

but simply to understand and to share that understanding

27While many of the younger Romanian critics are
responsive to the best research done in the West and
frequently exhibit a thoroughly independent frame of
mind as far as ideological questions are concerned, they
have, for the most part, hesitated to arouse the ire of
more authoritarian or dogmatic circles by refuting
previously-held positions. This is a far more serious
problem than might at first appear, because by conceding
certain 'fixed positions' to the remnants of the 0ld
Guard, the more progressive spirits may have succeeded
in building up considerable resentment to writers such
as Arghezi who have long featured prominently in school
textbooks.
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with our readers. The approach we employ in explicating
these three poems, and indeed in all the poems we have
interpreted, is commonly known as a 'close reading' or
'depth analysis.' With the significant exception of
Sorin Alexandrescu, this approach has generally not found
favor with Arghezian exegetes; their work has tended to
stress historiographical or thematic elements, often to
the detriment of the organic unity of individual poems.
As examples of the extent to which the total import of
individual poems can be subverted by critical methodolo-
gies which fail to take into account their organic unity,
we wish to cite Stihuri (Verses) and Cintare (Song).
Most of Arghezi's critics have recognized the pre-
eminence of the mysterious lady who appears in each of
these poems, and have associated her with a poetic ideal
of womanhood, but it does not seem to have occurred to
them that these poems can also be read as explorations
of the principle of artistic creativity. And yet, as we
hope to show in chapter III, closer attention to the
structural details of Stihuri and, above all, to the
marked progression which this poem displays, would have
revealed that the lady does not function as an instru-
ment of individual salvation but plays a vital role in
the universal redemption of mankind through the poetic
process.

Although depth analyses of the type we have just

indicated inevitably concentrate critical attention on
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the original, intrinsic aspects of a given poem, it should
not be assumed that vital correspondences between one
poem and another can be ignored. Indeed, an individual
poem which is part of a whole can never be completely
understood unless its filiations with other poems are
explored and its position in an evolutionary process

established. As far as Cuvinte potrivite is concerned,

a number of factors which otherwise might be of great
help in tracing theevolution or the general 'movement'
of Arghezi's poetic vision are absent: no precise
chronology, for example, can be established for approx-
imately half of the poems published in this cycle, and
any connections with biographical events is often
obscure in the extreme. Thus Arghezi's monastic experi-
ences, as $erban Cioculescu asserts, are only directly
reflected in the poetry he published after the First
World War, some sixteen years after his break with the
church! Structurally and imagistically, however, a
spiritual movement can be discerned; it has been
described by Pompiliu Constantinescu as '"an integra-
tion of the ego in the cosmic order, a subjective accord

w28

with that order. In his examination of what he terms

the pre-structure of Arghezi's verse, Constantinescu

28Tudor Arghezi, p. 241. For our resume of
Constantinescu's basic position, outlined in this and
the following paragraph, we draw on the critic's own
conclusions in the final chapter of his book.
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distinguishes two principal elements: man's inescapable

bipolarity--he is compared to a world rotating on its

axis, revealing as it turns both patches of light and

darkness--and a mystical naturism, according to which

the natural world which man inherited was uncontaminated
by sin and is, therefore, an absolute principle of unin-
terrupted creativity.

In reducing Arghezi's poetry to the ardent
search for a unique and coherent spiritual principle,
furthermore, Constantinescu claims that the conflicting
tendencies exhibited by the poet-protagonist towards
good and evil--a longing to regain divine status as
opposed to demonic revolt against the authority of God--
are nullified in the very extremes of the struggle, and

that pacification (the word that Constantinescu uses)

occurs when the individual spirit is reabsorbed into the
cosmic rhythm of nature. In such a pacification or
reabsorption, the material presence of God in all things
is accepted and the poet recognizes himself as the prin-
ciple of divine will.

Even though we do not have any serious reserva-
tions with regard to this critical viewpoint, it should
be noted that the "organic mysticism' Constantinescu
claims to be present in such poems as Belgug (Abundance),
published in 1915, Duhovniceascd (Confessional), pub-

lished in 1922, and the cycle of Psalmi (1923-27) only

acquires a truly pantheistic character in the volume
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Versuri de seard (1935), and thus lies outside the

immediate scope of this study. Indeed, it would be a
grave miscalculation to assume that a symbiosis of

conflicting forces occurs in Cuvinte potrivite, despite

the fact that the cycle concludes with the ecstatic
vision of a reborn nature. Mystical or pantheistic
elements are present only as potential, and there is
certainly no suggestion in Testament, the crucial open-
ing poem to the cycle, that mystical naturism provides
the "purifying center" which the poet seeks.

It is true, on the other hand, that we do not
give formal consideration to a number of poems written
in the mid-twenties, dealing with sickness, birth and
death, and in which these facts of everyday existence
are implicitly dehumanized and acquire mythic propor-
tions as mysteries unfathomable by the rational mind.

In De-a v-ati ascuns . . . (Hide-and-Seek), for example,

the father-protagonist presents the journey of death to
his children in fable-like terms as a game which every-
body plays and which, drawn out over succeeding cycles

of growth, marriage and birth, causes only minimal pain

to the bereft. Buna-Vestire (The Annunciation) offers

a desecularized view of a 'religious' visitation: the
dramatization of pregnancy and impending birth attains
a state of hallucinatory fervor, in which inexplicably
and quite irrationally the girl's body becomes a syne-

doche for the creative renewal of all nature. But these
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organic mysteries remain unsolved, just as the mystery
of God's presence in the Psalmi is never resolved to the
poet's satisfaction. The only possible escape, that we
believe can be supported by the text, from the onto-
logical labyrinth, in which man is hopelessly lost,
lies through the mediating and visionary power of
poetry.

It seems evident to us that Arghezi recognizes
at a very early stage that poetry is not a Science or
a Philosophy, and that the only problems that poetry
can explore satisfactorily are poetic ones: that is
to say, those problems--necessarily related to the
artist's private vision of the world--which exist and
have meaning on a special plane of reality, neither
mundane nor supramundane, but floating unrestrictedly
outside of Time and Space. Our study is entitled

"Patterns of Creativity in . . . Cuvinte potrivite,"

because, as we hope our analyses will show, Arghezi
explores from almost every conceivable angle the multi-
farious nature of human creativity, a task many of the
leading poets of our own century set for themselves, and
we only need to cite the names of Rimbaud, Mallarmé,
Claudel, Valéry and Rene Char; Dylan Thomas, Rilke and
Montale--who approached the problem of creativity from
their own point of view, in their own manner and with
conclusions as surprising and as diverse as human imagi-

nation allows--to indicate the extensiveness of this






29

world-wide preoccupation.
In our opening chapter, we attempt to assess
the significance of Testament as a dedicatory poem to

Cuvinte potrivite, as well as its relationship to

succeeding poetic cycles. In this poem, the poet
assumes the collective mask of his long-suffering
ancestors and points the way to the coming rejuvenation;
he brings to his self-appointed task the perseverance
of the craftsman and the extrasensory powers of a vates.
In the second chapter, we present a number of poems

in which, for one reason or another, the creative task
the poet has undertaken does not come to fruition.
Chapters III and IV probe the unconscious aspects of
the creative impulse which lies at the very center of
man's being, and in particular the baffling manifesta-
tion of Poetry as an ambivalent female companion,
existing both inside and outside his consciousness. 1In
Chapter V we try to grapple with the problem of a series
of apocalyptic visions, in which the poetic voice will-
ingly concurs in the total destruction of life as we
know it. We have tentatively concluded that’this
apparently nihilistic urge can only be explained as a
desire to return to the beginnings, to restore life to
that state of primal flux as the first stage to its

eventual reinvigoration and restoration.
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The violent oscillations of the human ego between
sin and elevation, between matter and spirit--to which
we briefly alluded in our discussion of Pompiliu
Constantinescu's critical position--form the subject
matter of chapter VI. 1In his quest for certainty and
equilibrium, the poet fails to induce God to reveal his
presence directly (Psalmi) and consequently is unwilling
to shoulder the impossible burden which Christ left for
man. The transcendental path to absolute knowledge is
thus closed by the perversity of man's relations with
his Maker. Instead, the promise of renewal seems to be
offered by self-knowledge and self-discipline, by a
return to man's primal condition as a necessary prelude
to the act of recreation; but it is only a promise and
not a certainty, since as Arghezi indicates in the

conclusion to Psalmul de taind the hour is late indeed

for such a revival.

In the final chapter, we single out the three
patterns of renewal or reintegration--all of them linked
directly or indirectly to the individual act of poetic
creation--which seem to us most representative of Arghezi's

poetic vision in Cuvinte potrivite. In Vint de toamn3,

the immanent presence of God as the Prime Creator and
the signs of seasonal renewal implicit in the autumnal
decay coalesce in the figure of the Child of Futurity,
an archetype of innocence or of edenic bliss which acts

as a goad on the creative instincts of the poet. The
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plenitude which results from individual participation
in universal renewal (pattern I) must, however, be shared
with man's fellow beings in order that a true benefaction

accrue., This is accomplished (pattern II) in Inscriptie

pe un pahar by "Poetry as Communion," the growth-in-

understanding and fellowship which occurs when successive
generations sip at the Fount of Life. Poetry prefigured
as a drinking-receptacle (Pattern III) is also an
important aspect of the '"Metamorphoses of the Chalice."
As an emblematic representation of the Mystical Center,
embodying the principle of Love Divine, the chalice in

Potirul mistic contains a mysterious substance, which is

none other than the taind (the arcanum or secret of
existence) that acted as a catalyst on the poet's crea-
tive instincts in Stihuri. At least as far as Cuvinte
potrivite is concerned, it is only by transmitting this
taind and by initiating its readers into the mysteries
of life that Poetry can offer mankind the chance of

wholeness and restoration to harmony.



CHAPTER 1

THE TESTIMONY OF ANCESTRAL CONSCIOUSNESS

For an understanding of the spirit which animates
Arghezi's poetic creation, a profound acquaintance with
the essence of the poet, as reflected in his verses,
seems called for. Written in 1927, long after the
majority of poems in the cycle, as an apologia for

Cuvinte potrivite, Testament tilts Arghezi's universe

alarmingly on its axis.

Romanian critics, chief among whom are Ovidiu
Crohmilniceanu and Dumitru Micu, assume this poem to be a
kind of revolutionary program, so they have linked it to
a series of poems published before the First World War,
which generally reflect both nostalgia for peasant culture
and a desire to overthrow the existing order. We prefer
to believe, however, that critical examination of the
intrinsic elements of Testament and other poems
overtly revolutionary in char acter will reveal a far
greater degree of ideological inconsistency than is at

first apparent. In assessing verses such as these, for

32
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instance, from Rugd de seard, critics may have been

been misled by the enthusiasm with which they were
greeted in socialist and anarchistic circles:-

0. di-mi puterea si scufund

0 lume vagi, lfncezindi.

§i sd tigneascd-apoi din fund,

0 alta limpede gi blindi.

Oh! Give me the power to submerge

A vague and stagnant world.

And cause another, limpid and mild,

To spring forth from the very depths,
Publishing these verses in Viata sociala, a review openly
sympathetic to a socialist viewpoint, in 1910, N.D.
Cocea hailed Arghezi as '"‘the most revolutionary poet of
. « » [his] time." (Nos. 11-12, December 1910, p. 266.)
It is perhaps in the context of this declaration of
principles--which seeks to ally the revolutionary spirit
in art with that in socialism--that Crohma3lniceanu can
claim that:"Even if it has not stamped itself on his
whole consciousness, the contact with the socialist move-
ment constitutes for Arghezi a crucial moment in his
ideological development before the freeing of the country
from Fascism."!

Interpreted in this way, Testament may occupy
a place of honor in the literary history of the rise of
socialism in Romania, although the 'revolution' the poet

seems to be advocating is, as we hope to indicate, prima-

rily linguistic and artistic in scope. Nevertheless,

lTudor Arghezi, p. 34. Crohmalniceanu is referr-
ing to Arghezi's Involvement in socialist and anarchist
in Bucharest and Geneva.
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the same stanza from Rugd de seara cited above, not

considered separately but in the framework of the entire
context of the poem, casts suspicion on the exhaustive
research undertaken to establish Arghezi as a progres-
sive in socio-political affairs, and makes it clear
that the artist-protagonist is no pragmatist in the
field of revolutionary reform but an idealist lost in
dreams of an atemporal existence, of eventual reabsorp-
tion into the cosmos. Rather than allow his individu-
ality to merge with the collective will of his fore-
fathers, he desires extinction as a time-bound human,
bound to the materiality of the earth.

Precisely this willingness to merge the indi-
vidual with the collective will would appear, at first
sight, to be one of the fundamental characteristics of
Arghezi's prefatory poem. Seen in this light, Testament
may prove to be a partial apostasy of those idealistic
principles which, in our view, inform the profoundest of

the poems in Cuvinte potrivite,2 the father who hands

on to his son "Rodul durerii de vecii fntregi'" ("The
fruit of suffering of whole ages past') being a convert
to a more vitalistic creed.

Another way of explaining the shift away from

the idealistic dreams embodied in Rugd de seary towards

a more pragmatic and less idealistic viewpoint might be

Zyuntele Maslinilor, Inscriptie pe un pahar, Vino-
mi tot tu, Potirul mistic, Zapada, amongst others.
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to describe Testament as a moment of self-definition,
a moment when the mature poet contemplates and evaluates
the extraordinary powers he has acquired as the voice
of his people.

Arghezi presents himself, Demostene Botez noted

in a review of Cuvinte potrivite, as ". . . one of the

chosen, an instrument through which perhaps speak--
contrary to his wishes and without his knowledge--those
elements of life which as yet we do not know, about

which we can scarcely guess."3

Much the same might be
said of other poets of this century, but by alluding to
the strange power of the human unconscious to influence
the creative process Botez indirectly drew his readers'
attention to one of the most original and fascinating
aspects of Arghezi's verse: a sense of ancestral or
collective continuity which seemingly transcends the
individual experience. In exploring the creative spirit
that mysteriously seizes the artist, Tudor Arghezi
adopted a bewildering variety of poetic viewpoints,
constantly expanding his horizons, in the hope no doubt
that once the missing part had been found the rest of
the puzzle would fall into place. That at times Arghezi
saw himself as the prophet or oracle of his people, an

instrument through which long-hidden forces of life

could come into play, is strikingly confirmed by Testa-

3pemostene Botez, '"Cuvinte potrivite,'" Adevirul
literar gi artistic, No. 370 (1928), 1-2.
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ment. The poem takes the form of a document addressed
by the poet to his son and to be read after his death:-

gl voi ldsa drept bunuri, dupa moarte,
Dec t un nume adunat pe-o carte.

Inseara razvratiti care vine

De la strabunii mei pind la tine,

Prin ripi gi gropi adinci,

Suite de batrinii mei pe brinci,

§i care, tinar, sa le urci te-agteapta,
Cartea mea-i, fiule, o treapta.

Ageaz-o cu credinta capatii.

Ea e hrisovul vostru cel dintli,

Al robilor cu saricile, pline

De osemintele varsate-n mine.

I1'1l not leave you anything of value

On my death other than a name printed on a book.

In the rebellious evening that comes down

From my forefathers to you

Over cliffs and through hollows deep,

Up which my ancestors climbed on all fours,

And which, young man, now wait for you to climb,

My book, my son, is a step on the way.

Set it in good faith at the head of the bed,

It's your charter and the first

Of the sheepskin-clad serfs, full

0Of the bones poured into me.

From the very beginning the poet's vision outstrips
human perceptibility: standing at the crossroads of
time, he embraces alike past, present and future “i;i
voi lasa" (future of intention)--""seara razvratita care
vine / De la strabunii mei" (past become present) ''pini
la tine" . . . "s& le urci" (future).

The unknown factors in human existence--perhaps
most strongly suggested in the ambivalent final line--
extend in two directions, not one alone, because man's
psyche is not only a repository of past and present,

but also of future experience in potential, that intima-



37

tion of spiritual fulfillment which Gwendolyn Bays has
chosen to call the superconscious.4
Yet the forceof the visionary mode, the invest-

ing of the poet-persona with the attributes of a prophet,
a voyant who "both past, present and future sees,'" is
immediately diminished by the suggestion of depersonali-
zation ("Nu-{i voi lasa decit un nume pe o carte").5

This may be an oblique reference to the dangers of
aesthetic withdrawal encountered by Mallarmé in his con-

cept of absence, a dilemma which, as we shall see in

the following chapter, Arghezi faces up to more speci-

4The Orphic Vision (Lincoln: University of
Nebraska Press, 1964), pp. 7-8. "A realm of contingency
and potential spiritual fulfillment, the superconscious
may be said to contain the future as an acorn contains
an oak. This realm of 'ecstasy' . . . is the region of
mystic vision which must be distinguished from the
visions of the nocturnal seers." Since Arghezi does not
explain the extraordinary state of consciousness which
he attains in Testament, we prefer not to distinguish
at this point between the 'mystical' and the 'nocturnal’
elements in his poetry. Suffice it to say that Testa-
ment on the poetic level is the expression of a con-
scious mind. Man's descent into the abyss of the uncon-
scious, reflected in Nerval's image of a staircase lead-
ing down into hell, is here replaced by a series of
steps leading upwards to the light. Baudelaire's meta-
phor of the mind as an immense palimpsest--the uncodi-
fied record of total human experience--becomes a docu-
ment or charter éhrisov is not necessarily a parchment
manuscript) in which the amorphous elements of ancestral
consciousness are collected together, interpreted and
transmitted as an act of revelation.

5Depersonalization must be understood in the
sense of a fictional surrender of identity, a device
whereby Arghezi accentuates the collective spirit that
pervades the poem through a weakening of the individual
role.
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cally in Vraciul; but it is more likely that the deper-
sonalization of the individual act of creation prepares
the ground for the collective role the poetic voice
assumes in the fourth stanza. The sole testimony, there-
fore, to the role of the poet in interpreting and trans-
mitting the collective experience of his forefathers
will be his name, un nume, seemingly just one of many,

on the title-page of his book. Considering the import-
ance placed upon Testament by numerous critics as an

ars poetica of socio-political inspiration, this devalu-

ation of the individual act of creation contrasts strange-
ly with the emphasis given to the spirit of creativity

in a number of major poems from Cuvinte potrivite,

amongst which Stihuri, Cfntare, Jignire etc.

Paradoxically, this suggestion of depersonaliza-
tion or devaluation of individual creativity heightens the
role of spiritual guide or father that the poet also as-
sumes: his book is a step along the road his descendants
will travel, as they continue the task, first undertaken
by their forbears of climbing "over cliffs and through
hollows deep" towards the peaks of human aspiration. Just
as Dante the universal pilgrim was first supported in his
uncertain steps towards Paradise by the poetic wisdom
of Virgil, and later offered his own Commedia as an
exemplar for the restoration of universal harmony, so
it is the poet's book and not the poet himself which is

destined to lead mankind out of the slough of ignorance.
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The appearance of the poet's forefathers on the
face of the earth--representing in the words of George
Calinescu ", . . a fundamental aspect of the world,
eternal and enormous germination"6--suggests a ritual
re-enactment of the emergence into sunlight of pre-
human/amphibians, crawling, slithering their way up
from the bowels of the earth, which Mircea Eliade

describes in a chapter from his book Myths, Dreams and

Mysteries. It is unlikely that Arghezi ever came across
any of the sources mentioned by Eliade: his forays

outside of non Judeo-Christian tradition are largely

7

intuitive. The cosmic dimensions of these six lines

clearly indicate a world vision that goes far beyond

", . . a profession of belief closely approximating that

u8

of the 'sower' or 'populist' movements . . . ,"" or of

", . . an entire revolutionary program in literature,
9
"

in which Arghezi has been characterized poetul
plugului, the poet of the plough.

6

7In later chapters dealing with certain aspects
of the Arghezian cosmos, we shall attempt to show that
his poetical insights often transcend the historical
limitations of orthodox Christian belief and reflect,
unwittingly perhaps, twentieth-century interests in the
totality of human experience, a totality which--needless
to say--includes widely differing racial and cultural
structures.

Tudor Arghezi, studiu critic, p. 1l4.

8Eerban Cioculescu, Introducere in poezia lui
Tudor Arghezi, p. 79.

9Ovidiu S. Crohm3lniceanu, Tudor Arghezi, p. 154.
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It is true that a revolutionary note is sounded

in the phrase seard rdzvratitd, the rebellious evening

that is the son's heritage of centuries of struggle.
But, if the phrase is understood only in a socio-
political context, it is not altogether clear why the
rebellion should be confined to the evening, unless,
that is, the poet wished to suggest that peasant upris-
ings were fomented in the communal act of sharing
experiences after a hard day in the fields. Bearing

in mind, however, the decisive influence of Biblical
sources on Arghezi's poetry, especially in the twenties,
it seems more likely that '"'razvritit3" refers to the
very first acts of rebellion against divinity by Lucifer
and Adam, both of whom defied the will of God at 'even-

110

tide. In stressing, therefore, the action of uncon-

10As far as the reference to Lucifer is concerned,
we are indebted to an article by J.E. Shaw, "And the even-
ing and the morning were one day" (Modern Philology, XVIII,
11, March 1921, 113-34), a discussion of Paradiso, XXVII,
136-38, in which Shaw--drawing heavily on St. Augustine's
De Civitate Dei (especially Book XI) and on St. Thomas
Acquinas’' Summa Theologica (I, Qu. LXVII, Art, IV and VI,
and LXVIII, Art, VI in particular)--observes that Lucifer
fell, i.e., rebelled in the evening, because when God said
"Let there be light" (indicating the actualization of
spiritual beings--angels-hitherto in a potential state;,
Iucifer (and the minority of angels which followed him
refused to contemplate all things in God, that is to say,
refused to wait to acquire '"morning knowledge' and per-
sisted in contemplating his own beauty, which is to say,
"evening knowledge." Shaw goes on to point out that,
according to Dante's interpretation of Sts. Augustine
and Thomas, Lucifer fell twenty seconds after his crea-
tion (Paradiso XXIX), and ". . . then it happened that
the 'evening' knowle&ge of the rebellious angels became
darkened, and turned to 'might' . . . . 'And God
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scious forces on the conscious mind of the poet, Testa-
ment presents man in a cosmic as well as a historical
setting.

It would follow, therefore, that the book which
the poet leaves in his will to the future members of
the human race, in the person of his son, acquires the
symbolic proportions of a step taken towards the attain-
ment of perfection, towards the re-establishment of
harmony in the universe. To this end the poet merely
functions as a mediator between divinity and man, in
the hope that at some not too distant time the latter
will recover the former state of grace lost with Adam.

Lest there be any confusion about the poet's
role in Testament, we wish to emphasize that his book
is a step on the path to consciousness of the collective

self. Just as the poet-persona has allowed his person-

divided the light from the darkness' (that is the good
from the bad angels). 'And God called the light Day,
and the darkness he called Night.'" Obviously, there-
fore, evening or night as a temporal consideration only
came into being with the fall of Lucifer, thereby
creating the first link in a never-ending chain of revolt.
After the fall of Lucifer and the rebellious angels, the
next 'person' to fall was Adam who fell, according to
Dante, six hours after his creation (Paradiso, XXVI),

It matters little whether we fix the time of Adam's

fall in mid or late afternoon, or as we prefer to be-
lieve with the lengthening shadows of twilight, the
significant point to remember is that his fall involved
the choice of "evening knowledge' over "morning know-
ledge." To the extent that all sin arises from love of
self, the celestial and humanparadigms established by
Lucifer and Adam at the Dawn of Creation provide a pat-
tern of corruption for all future generations.
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ality to merge with the collective spirit, so in his turn
the son becomes a figure of universal proportions. The
father adjures his son to place the book at the head of

the bed, because it is hrisovul vostru cel dint%i, that

is to say, the first charter of an oppressed people, of
which the son is but one member. The poet speaks as
the father of his people; the book is not intended as

a moral guide for his son alone.

Two apparently ethnic details in the third stanza
emphasize the autochthonous character of the Romanian
people. Aside from the sheepskin cloaks which Transyl-
vanean shepherds use to this day in winter-time, and

which can be seen depicted on Trajan's Column11

in Rome,
the custom of heaping with almost religious care the
family's most treasured possessions at the head of the
bed immediately strikes the visitor when he is invited
inside the immaculately-kept peasant houses where tradi-
tion is still observed. Thus--within the context of

the poem--the first written record of a people's patri-
mony joins the pile of richly-embroidered vestments as

12

a reminder of the past™ and an inspiration for the

11Erected in commemoration of the Emperor
Trajan's conquests of the Dacians in 101-2 and 105-6
A.D. It is widely held that the Romanian peoples are
directly descended from the Roman colonists who inte-
grated with the indigenous population.

12The reader who lacks a close acquaintance with
Romanian culture should bear in mind that there is a
link between the treasury of ceremonial vestments and
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future.
The suggestion of the hidden forces of ancestral
or collective consciousness ('pline/De osemintele

vdrsate-n mine")13

--the poet is only aware of their pre-
sence in the most skeletal form because the sensationof

bones poured into the self precedes individual conscious-

ness--is confirmed by a dramatic change in poetic voice
in the following stanza:-

Ca s3 schimbim, acum, tntfia oari,
Sapa-n condei gi brazda-n c&ilimari,
Batrinii-au adunat, printre pl3vani,
Sudoarea muncii sutelor de ani.

So that we may now for the first time change
Hoe into pen and ink-pot for the furrow,

Our ancestors have gathered, amongst the cattle,
The sweat of hundreds of years of toil.

the sad history of the Romanian peasantry, especially

in Transylvania. The most poignant expression of a
troubled past is found in the use of traditional colors:
black signifying bereavement and red the price in blood
paid for unsuccessful uprisings.

13A similar awareness, occurring at a subcon-
scious level, of the indi vidual and collective elements
which coexist in the human psyche, would also be true
of other modern poets, such as Cesare Pavese., In an
interesting article on Pavese's poetry, "The Concept of
Time and Language in the Poetry of Cesare Pavese' |
(Italian Quarterly, VIII, 30, 1964, 14-34), Giose Rimanelli
observes that the poet like the primitive individual seems
to exist as a function of the community. The inner mean-
ing to the life of the individual has a communal charac-
ter. "By way of the individual," Rimanelli continues,
"the objective unconscious, that is the psychic patri-
mony of the tribe, was handed down from generation to
generation. Vestiges of communal experiences exist
in the sub-stratum of the psyche, which Jung calls the
collective unconscious. [These vestiges may find expres-
sion] . . . in art in the form of archetypes, i.e.
images that repeat primordial situations" (page 19).
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By integrating the individual and ancestral spirit in
the collective voice of this first person plural (what
before was only hinted at, now is made explicit), the
poet clearly sees his book as a new type of literature,
a literature which draws its inspiration from '"'sudoarea
muncii sutelor de ani." The suggestion in these four
lines of class strugglé or social militancy--so eagerly
taken up by Arghezi's post-war critics--is little more
than fortuitous in our opinion. In any case, it is not
the suggestion of a political program, if indeed there
be one, which interests us, so much as the sudden dis-
closure of what we believe to be the pivotal idea of
this poem, the affirmation of certain artistic prin-
ciples that largely supersede earlier preoccupations with
the nature of poetic inspiration.

In Testament the pendulum hasswung away from
the extremes of spiritual absolutism characteristic of

the earlier poems in Cuvinte potrivite to an identifi-

cation with the commonplace activities of human existence,
such as the daily labor in the fields. This slowing

down in the violent oscillation between 'the twin poles
of desire," the desire to attain a state of spiritual
perfection and the desire to reduce order to chaos, to
bring about the destruction of the world, seen by many

of Arghezi's more perceptive critics as one of the
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14

fundamental aspects in Cuvinte potrivite, points the

way to a more objective view of reality in Flori de
mucigai as well as to the humility and abnegation of

self in Versuri de seari.

With the collective nature of his poetry firmly
established, another change in poetic voice occurs: the
poet speaks in the first person of his role in trans-
forming the ancestral consciousness of his forefathers
into words. His role seems essentially that of a master-
craftsman, who fashions '"cuvinte potrivite'" from the
primitive speech patterns of herdsmen:-

Din graiul lor cu-ndemnuri pentru vite
Eu am ivit cuvinte potrivite

i leagine urmagilor stapini.
%i, framintate mii de sdptamfni,

e-am preficut fn visuri gi-n icoane.
Ficui din zdrente muguri gi coroane.
Veninul strfns l-am presczimbat fn miere,
Listnd tntreaga dulcea lui puterea.
Am luat ocara, gi torcind ugure
Am pus-o cind sd-mbie cfnd s3-njure.

From the tongue they used to call the herds
I've culled aptly-fashioned words
And cradles for our sons, future masters all.

14Despite considerable debatei most critics recog-
nize the dualistic nature of Arghezi's poetry. For
Serban Cioculescu, man is the fallen angel of Baudelaire's
vision, '*. . . either a tabernacle of all virtues, or a
drain, into which all ignominies run" (Introducere In
poezia lui Tudor Arghezi, p. 74). Vladimir Streinu, on
the other hand, in a vigorous rebuttal of the homo duplex
distinction made by Cioculescu, claims that almost any
poet writing in the wake of Baudelaire can be made to
illustrate an intrinsic dualism and that such a distinc-
tion does nothing to establish what his (Arghezi's) indi-
vidual contribution may have been (Pagini de critica
literard, Bucharest: Fundagia "Regele Caro s 8,
P. 23). Without seeking to answer Steinu's criticisms in
detail, we shall attempt in chapter VI to indicate that
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And kneaded for thousands of weeks on end

I've changed them into dreams and images.

From rags I made buds and crowns.

The gathered venom 1'vechanged into honey,

Leaving intact its sweet potency.

I took the insult and, lightly spinning it
around,

Set it to sing, sometimes to invite, sometimes
to repel.

The meaning of the key word potrivite is equivocal: there
is both a suggestion of physical composition, where words
dovetail into a given design, and a suggestion of moral
rectitude, that which is proper and fitting in a parti-
cular situation. But closer examination of the context
establishes beyond all doubt that the phrase cuvinte

potrivite is tied syntactically to urmagilor stapini,

the poet conjuring up words fitting to future masters

not yet born. The tone is prophetic; the poet's task is
to bring about a linguistic renewal and so assist man-
kind along the path leading to universal regeneration.
This process of linguistic renewal is conducted
at a markedly tactile level. It was not for nothing that
Basil Munteanu called Arghezi ". . . the poet of tac-

uls

tile, brutal and naked perception. A constant fea-

ture of Arghezi's poetry is the importance attributed

Arghezi's treatment of man's inherent dualism owes more
to Pascal's probing of the human condition than it does
to Baudelaire's, and that the poet himself suggests a
number of ways in which man may resolve his historical
dilemma.

13storia della letteratura romena moderna (Bari:
Gius. Laterza gli, s Pe : g » Prima
di tuﬁto, il poeta della percezione tattile, bruta e
nuda.
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to the physical handling of words: words being pounded,

kneaded, squeezed, shaped--framfntate--just like the

clay in a potter's hands or the rough-hewn blocks of
stone that the sculptor slowly transforms. Arghezi was
fond of comparing, as we shall see in the following
chapter, the materialization of imagery he achieved in
poetry to the techniques of sculpture or the plastic
arts. Rather than a return to the quasi-Parnassian
position he took as a young man--'"Werse is the geometric
crystallization of poetry";le. . + this interest in the
physical properties of the arts can be traced back to
his experiences as a stone-mason's assistant (1891-6)
and as a jeweler's apprentice during his years in Geneva

(1906-10). Moreover, it is significant that, shortly

after Cuvinte potrivite was published, Arghezi started

to build with his own hands the lovely house and garden
at Mirtigor, which was to become just as much of a land-
mark in Romanian literature as Yasnaia Poliana was in
Russian. No mean portraitist and illustrator in his

own right, Arghezi was also to take later on the neces-
sary examinations to become a master-printer. It is not,

therefore, an intellectual prise de position but a funda-

mental character trait which led him to see a piece of
work through to the very finish, and to handle and

appraise it as though it were an exquisitely-carved

16uyers gi poezie," Linia dreapta, No. 2 (May 1,

1904).
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fleur-de-1lis from a medieval church.

Arghezi's role in reforming the poetic language
of his country has been analyzed in depth by $erban
Cioculescu, Tudor Vianu, and more recently by Sorin
Alexandrescu. Cioculescu, for example, has documented
most impressively numerous cases of syntactical dislo-
cations and inversions which subtly affect the total
import of the poem, as well as a whole host of lexico-
logical innovations, drawing particular attention to
Arghezi's careful restoration of words of archaic and
popular usage. Perhaps of more immediate concern to us
are the pages he dedicates to the poem Ex Libris, where
he brings to light a reciprocal process of materializa-
tion and volitization of imagery.17 Such a process,
where an interchange of syntactical function leads to
a reversal in the notional values of sky and earth, sup-
ports G. Célinescu's view of Arghezi's poetry as a
", . . metamorphosis, an osmosis between the spiritual

and the material, . . ."18

and incidentally underlines
the inadequacy of a critical viewpoint that sees
Testament merely as an instrument of punishment and
revenge.

The verses cited above, moreover, are the conse-

17Introducere in poezia lui Tudor Arghezi, pp.

33-34.

18Tudor Arghezi, studiu critic, p. 21.
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quence of an ars poetica which paradoxically reverses

the normal chronology of the act of creation: from

cuvinte potrivite the poet fashions dreams and images

(visuri si icoane). The laboriously acquired mastery

of words thus precedes the act of literary conception
implied in dreams and images. 'The 'expressive activity'
whereby impressions are 'formed and elaborated' and

made amenable to intuition, . . . the process of ele-
mentary symbol making; . . ." in the words of Susanne
Langer,19 is apparently closer to the surface of the
artist's consciousness than is this molding or kneading
of words.

With his openly-expressed hostility to all
forms of intellectualism, Arghezi was ill-disposed to
any attempt to establish a rigid conceptual framework
for a work of art, as is evident in his reply to Ion

Barbu's review of Cuvinte potrivite, in which he fails

to appreciate the serious 'philosophical' questions
which underlie his opponent's trenchant observations.
Nevertheless, as poet and thinker, he returned again
and again to the problem of artistic creation, without
ever being able to give a satisfactory explanation for
the mysterious principle of fecundity with which his
mind grappled. No Romanian writer of this century has

committed to paper his thoughts on art with such regu-

19Feelingfand Form (New York: Charles Scribner's
Sons, 1953), p. 3/6.
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larity as Tudor Arghezi. It isnot our intention to
rehearse here his speculations in discursive form, but
to share his insights as a working poet. Even if all
the ambiguities of Testament cannot be resolved, and
especially of this difficult third stanza, where Arghezi
is the interpreter of the suffering of the Romanian

peasantry just as Alfred de Vigny was in L'Esprit pur

of the noble spirit of the knight-errant who fought in
the name of France, it does seem clear that the expres-
sive activity involved in articulating the seminal idea
is not necessarily the same as the process of linguistic
asgsimilation and sublimation implied in the pounding and
kneading of words. As an individual artist in his own
right, Arghezi obviously acquired his poetic vocabulary
over many years of technical experiment, in which the
experience of one poem would inevitably condition, posi-
tively or not, the next, despite his claim to start each

20 Yet, something more is being hinted at

day afresh.
here, far surpassing the conventional exertions of the

homo faber, plying chisel and file to the raw materials

of his consciousness.

20Consider the following declaration of spon-
taneity in art from "Rugiciunea lui Coco," Bilete de
papagal, No. 116 (June 22, 1928), pp. 1-2: T™Never have
1 given thought on the evening before to what I'm go-
ing to write the following day, and every day, for
thirty years on end, I've taken away my hand from my
heart and my mind and pressed it on a sheet of white
paper, in the dark, like a stamp of blood.”
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Once again we feel this linguistic activity
occurs in the meeting, at a pre-conceptual level, of the
slow-burning wrath ("Zace mfnia bunilor mei'*) of ances-
tral consciousness with the spirit of individual creati-
vity. Cesare Pavese seemed to be referring to precisely
this level of subconscious activity, when he wrote that
", . . the fundamental basis of poetry may be a subcon-
scious awareness of the importance of those bonds of
sympathy, those biological vagaries, that are already
alive in embryo, in the poet's imagination before the

poem is begun."21

With Arghezi, poetry is concerned
with the transformation of mythic experience--the
collective experience of an entire community or society--
into the individual and creative experience of dream.

The medium whereby this transformation is effected is

of course language; the point at which the language of

mythic experience is assimilated by the human conscious-

ness would seem to mark the termination of this precon-
ceptual activity. The language (' graiul lor cu-

ndemnuri pentru vite'") handed down from one generation
to another embodies the myths central to the concious-

ness of all mankind.
22

Recent research in structural linguistics

21The Burning Brand, a translation of Il mestiere
di vivere by A.E. Murch (New York: Walker & Company,

> P. 27.

22Our speculations at this point, and in the
remainder of the paragraph, were prompted by a fascinat-
ing article by John Davy, "The Chomsky Revolution,"
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indicates that, if the mystery involved in the intelligi-
ble growth of language could be resolved, the key to the
understanding of the human consciousness would lie within
our grasp. Language is "a mirror of consciousness." The
"universal grammar,' which seems to be operating at the
very center of our language-learning ability, is, Noam
Chomsky claims, an inborn and not environmental quality.
Because it is inherited, the inner structure of the mind
transcends individual experience and points the way to
collective or ancestral consciousness. Moreover, this
inner structure of the mind may be more apparent in the
language of illiterates, such as the peasants from whose
stock Arghezi sprang, in much the same manner as the
language of children embodies a number of fundamental
relationships not patterned after adult speech, a
childish lingo which is an expression of grammar.23
Following on from Arghezi's subconscious aware-

ness of language as communal experience, the forming of

visuri gi icoane (dreams and images) marks a preliminary

stage in a private and individual assessment of these
vestigal structures of the collective unconscious. Prin-

ciples of selection and rejection operate: '‘biolo-

published in the Observer (London), August 10, 1969,
P. 22.

23Since Davy in his article cited above on '"The
Chomsky Revolution™ does not cite his sources--the arti-
cle being intended for the general reader--we in turn
have not tried to distinguish between Davy's comments
and those of the writers on whom he draws for his material.
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gical vagaries" and "bonds of sympathy" become subject

to the controlling force of the individual mind. Litera-
ture is man-made and every stage in its development
involves an act of human conception and subsequent
articulate expression of that conception. When the poet-
persona claims to have made '"buds and crowns' from "rags"
and to have changed into honey the poison laboriously
gathered, without reducing its sweet potency, the self-
sufficiency, the organic unity of the work of art is
being stressed. Critics such as Crohmilniceanu seem to
maintain that a re-evaluation of verbal beauty naturally
accompanies a social transformation in which the pre-
viously-established hierarchy of values is turned upside-
down. We do not necessarily agree. The real point at
issue, we feel, is whether this change in aesthetic values
is imposed from without--as a result of evolutionary
pressures--or whether it occurs within the individual
creative mind, as part of that process of artistic trans-
formation which, though it may well seem to respond
directly to the outside world, is primarily concermed
with a tradition of virtual, non-actual experience.

There is a curious paradox involved here: the immediate
subject matter of poetry is poetry itself, because any
poem is of its very nature an extension of other poetic
frames of reference, that is to say, of that poetic
tradition which is the heritage of every poet. And

every poem written is also the reflection of a changing



.
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world, because that stateof flux is in turn mirrored in
the artist's individual consciousness.
Ovidiu Crohmd3lniceanu adheres to the idea of

artistic change from without: '"The poet of the plough

first of all concentrates here [in the third stanza of
Testament] an entire literary program, revolutionary in
spirit, which forces the idea of tradition back to its
material sources. That art which he masters . . . is
the final, sublimated result of human effort carried on
from one generation to another by his [the artist's]
parents, simple peasants engaged in driving herds of

cattle. . . ."24

In a sublimated form, then, if we
understand Crohmilniceanu correctly, art is the end
result of a long and arduous historical process: art,
as it were, is the final arbiter and passes down the

verdict of time on human performance in the past, and

the artist pari passu performs the faithful task of the

chronicler. But poetry, we believe, is not the end
result of historical processes; rather, it is a
parallel process which occasionally converges with
isolated moments in history through the consciousness
of the artist. The point at which filthy rags become
living buds and crowns occurs within the mind of the
artist, at the moment of creation. Although the most

commonplace or scabrous objects can acquire verbal

24Tudor Arghezi, p. 154.




55

beauty through a meditative distillation, they are far
removed from their original context in real life. To
the extent that the images and symbols formed from these
objects are points of reference within the private world
of the poet and are only made public insofar as he
chooses, we agree with Herbert Read that: "Poetry is
properly speaking a transcendental quality--a sudden
transformation which words assume under a particular
influence--and we can no more define this quality than
we can define a state of grace.“25

Nevertheless, a poet does respond to the
exigencies of his time--he would hardly be human if he
did not--and the "particular influence' to which Read
refers may very wéll derive from or coincide with a
crucial moment in history. The point at issue is the
note of causality which Crohmilniceanu injects into his
analysis of Testament, not the coincidence or convergence
between the private and the public to which Arghezi may
be alluding when he writes:-

Am luat cenuga mortilor din vatra

Si am ficut-o Dumnezeu de piatra,

Hotar fnalt, cu dou3 lumi pe poale,

Pizind tn piscul datoriei tale.

I1've gathered up the ashes of the dead

From the hearth and made a God of stone,

A high boundary, with two worlds at its feet,
Watching over the summit of your duty.

25"The Nature of Poetry,'" Collected Essays in
Literary Criticism (London: Faber, 1938), p. 5%.
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As a challenge to prejudice, a goad to conscience,
Arghezi's poetry constantly brings the reader into a
state of communion, a sharing of experience. Only in
this light can his boastful assertion to have created
a God of stone--with the obvious suggestion of a pagan
idol keeping a malevolent eye on propitiatory proce-
dures--be sympathetically received. I1f the stone God
represents the guardian spirit of Arghezi's poetry, it
also spans time, linking "two worlds,' the world of the
past ("'the ashes of the dead"), and the world of the
future (the duties of the universal son) in a fictional
present of perdurable form.

The penultimate stanza is, in most respects, a
repetition and intensification of the imagery encountered
in the key third stanza:-

Durerea noastri surda gi amari

O gramadii pe-o singura vioari,

Pe care ascultind-o a jucat
Staptnul, ca un tap Injunghiat.

Din bube, mucegaiuri gi noroi
Iscat-am frumuseti gi preguri noi.
Biciul ribdat se-ntoarce in cuvinte
S§i izbavegte-ncet pedepsitor
Odrasla vie-a crimei tuturor.
E-ndreptatirea ramurei obscure
Iegitid la lumind din padure

Si dind in virf, ca un ciorchin de negi,
Rodul durerii de vecii intregi.

Our deaf and bitter pain

I've heaped on the strings of one lone violin,
To which, when he heard it,

The master capered like a stuck goat.

From boils, mildew and dirt

I've brought forth new beauties and values.
The whip, long-endured, returns as words

And redeems, slowly punishing,

The living offspring of everybody's crime.
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It is the straightening of the obscure branch,

Come out into the light from the wood

And bearing at its tip, like a cluster of warts,

The fruit of suffering of whole ages past.
Instead of the exhaustive work of kneading and fashion-
ing words, the poet is now to accumulate, to amass the
collective sufferings of his people on one single instru-
ment, the poem. At a certain point, then--however deeply
the poet feels and shares the bitterness of his ancestors--
the controlling mind of the artist intervenes. The pro-
cess of meditative distillation, which we have referred
to before, is of course implicit, but the specific image
that Arghezi employs--the pain is heaped (collected and
reformulated) on the four strings of a violin--seems to
suggest the techniques of transposition. The closest
analogy would be that of a composer who, in adapting an
orchestral suite for solo piano, is forced to restrict,
reduce and make the music more concise in order to
conform to the limited range of the instrument.

This typically Arghezian obsession with the
techniques of transposition from one medium to another,
however, at once gives way to a note of pride in the
poet's own active imagination. The ''new beauties and
values" that the poet claims to have evoked from ''boils,
mildew and dirt'" suggests, on the one hand, a sense of
creative accomplishment and, on the other, a firm confi-
dence in the judgment of posterity. The harsh materi-

alizations and verbal immoderacies that these new
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beauties and values sometimes contain are evidently
designed to make the reader flinch, as at the lash of

a whip. Although, in Arghezi's poetic figure, ''the
whip, long-endured, returns as words," the poem--the
artistic expression of these words--is not an act of
retribution--a violent Nemesis visited on the heads of
the descendants of the former ruling classes who caused
so much misery and torment in their time--but an act of

collective redemption (Si izbiveste-ncet pedepsitor).

In it and through it, the sons of the innocent as well

as of the guilty ("The living offspring of everybody's
crime'") are purged of their common crime. Failure to
appreciate the theological soundness of Arghezi's posi-
tion and to see that the crimes of the gentry are merely
one historical manifestation of the original sin of
Adam, for which all mankind must shoulder the responsi-

bility, possibly led Crohmilniceanu (Tudor Arghezi, p.

155) to belittle the work of pre-war exegetes who laid
stress on the spirit of Christian forgiveness with
which Testament concludes. In this process of purgation
and redemption, '"the living offspring'--whom Arghezi
compares to the branches of a tree, blighted and
misshapen after centuries of improper growth--will be
brought forth into the light (presumably out of the
'wood' of sin and ignorance) and made whole once more,

The verses 'Din bube, mucegaiuri gi noroi / Iscat-

am frumuse{i gi preguri noi'" (From boils, mildew and
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dirt / 1I've brought forth new beauties and values)
apparently parallel one of the precepts of Baudelaire's
aesthetics, namely that "De la laideur et de la sottise
il [le poéte] fera nattre un nouveau genre d'enchante-

ments."26

But Baudelaire is directing our attention to
an ideal beauty outside of reality, by the dissolution
of living forces, a process not unlike Pater's ''quickened,
multiplied consciousness,' whereas Arghezi is giving
expression to a living reality: the reality of the human
mind with all those primeval instincts and archetypal
patterns that defy formulation in arbitrary terms. For
both writers, Art ultimately provides the means of impos-
ing some semblance of order on the chaos of the mind.
Baudelaire starts with the concrete object enly to open
up amazing perspectives and invite secret new intuitions,
each impression of the visible world striking up a
'correspondence' within the heart and mind of the poet,
Arghezi, on the other hand, juggles the analogical possi-
bilities of words rather than allowing his mind to expand
visually; through a process of distillation he finally
arrives at the natural image, which is the 'objective
correlative' of his interior vision.

It is by now a commonplace in Arghezian criti-

cism that the so-called estetica urttului (aesthetics

261 1pre romantique (Geneva: Editions d‘'art Albert
Skira, 1945), p. 350.
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of ugliness) advocated in these lines is only partially
a retrospective justification for the verbal immoderacy
and brutal materialization of imagery in poems such as

Blesteme and Triumful that aroused frenetic opposition
27

amongst the academic critics.

The final stanza provides some ironic reflec-
tions on the self-appointed task of redemption assumed
in the first part of the poem:-

intinsi lenesi pe canapea

Domniga suferd fn cartea mea.

%lova de foc gi slova fauriti
mpdrechiate-n carte se miriti,

Ca fierul cald fmbrdtigat in clegte.
Robul a scris-o, Domnui o citegte,
Fir-a cunoagte cd-n adincul ei

Zace minia bunilor mei.

Indolently stretched out on the sofa,

The princess suffers in my book.

Letters of fire and letters forged
Coupled in my book here are married,

Like the hot iron in the pincers clenched.
What the serf wrote, the prince now reads,
Without knowing that in its depths

Lies the wrath of my forefathers.

Considerable ambiguity prevails: in the second verse
the preposition in not only suggests that the Princess
suffers as an element in the total consciousness of the

past--she too it must be remembered is ''the living off-

27In repudiating grave charges of obscenity,
originating from Nicolae Iorga and his acolytes, §erban
Ciolescu was quick to point out that of those poems
included in Cuvinte potrivite on its publication in
1927 only a Tew--amongst which he names Blesteme, Pringul
Triumful and one of the Psalms--reflect the unprece-
dented virulence of Arghezi's polemical writings in the
political arena over the previous thirty years (Intro-
ducere in poezia lui Tudor Arghezi, p. 41§.
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spring of everybody's crime'" (Osdrala vie-a crimei

tuturor)--but she also suffers from without, by reading
about the tribulations visited on the heads of the poor
and unfortunate by her ancestors. Deprived of their
vigor and lust for power, the modern daughter of the
ruling classes perhaps reads the book merely to gratify
a sense of latent masochism: she suffers, but in
surroundings of luxury her experience is not actual
but fictive. Similarly, her father, the last of a
line,28 fails to associate the sublimated expression
of suffering he reads in the book with the accumulated
anger of ancestral consciousness. Arghezi seems to
suggest, therefore, that the virulence of the venom so
carefully preserved in honeyed words may pass over the
head of the party addressed.

If Testament proclaims, as Crohmadlniceanu has
insisted, ". . . a new modality of social militancy in

poetry,'" (Tudor Arghezi, p. 155), it is singularly

unsuccessful in its appointed task. Indeed, for art to
succeed as propaganda, the artist must inevitably com-

promise a number of aesthetic principles: the need for

281t is not clear wh% Arghezi dﬁszing%ishes sg
carefully between the male (Domnul) and female (Domniga)
descendazts of the ruling class, unless it is to rein-
force the irony of his own failure to communicate ''the
wrath of [his] forefathers'™ to his aristocratic readers.
Writing in 1927, Arghezi could hardly have foreseen that
the overthrow of the old order after the Second World
War would produce a generation of critics absolutely
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blatant emotional appeal in a discursive language of
wide acceptance takes precedence over a symbolic language
which establishes a series of correspondencies or analo-
gies beyond the immediate grasp of any one mind. With
this final sombre image of failure in communication, of
man's inability to comprehend a situation of universal
significance, the Arghezian aerolite fails to achieve
orbit, fails to penetrate the world of his contemporaries,
and is left to wander eternally in space. As so often
with Arghezi the trajectory of the poem neither achieves
a satisfactory resolution nor comes full circle; the

poem closes on a moment of ambiguity. And this is as

it should be, in our opinion, since Testament is only

a step along the way to universal regeneration; it is

not the harbinger of an impending Millenium and politi-
cal expediency provides no redress for its inadequacies
in this respect.

At first sight, it might be argued that the con-
cluding stanza of Testament is seriously flawed, not
only because Arghezi fails to differentiate suffi-
ciently between the reactions of the princess and the
prince, but also because he juxtaposes the problem of

the poem's receptivity with a further statement on the

certain in their own minds that the ambiguities in
Testament had been eliminated by the establishment of

a People's Democracy, insofar as there were no longer
any aristocrats around to misinterpret the poem's socio-
political significance,
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creative process. On one level, the coupling of the
letters of fire with the forged letters probably refers
to the element of spontaneity in any act of poetic crea-
tion and to the discipline necessary in expressing the
seminal idea in symbolic terms accessible to the atten-
tive reader, and is thus somewhat anticlimactic at this
point. But, on another level, ". . . the principle of
joining together tradition with innovation in art so
as to unite the crude, direct expression (''slova de
foc'") with one which has been refined, elaborated,
through a highly-developed literary technique (''slova
fiuritd"), . . ."29 also resumes the idea of the merging
of the individual and collective consciousness, be-
cause there operates at a subconscious level, as we
have tried to indicate, bonds of sympathy and biolo-
gical vagaries that demand to be explored in art.

In conclusion, two points concerning the rela-
tionship of Testament with Arghezi's other poems, need
to be made. Firstly, the warts and mildew brought to

light in Testament will apear as new values in subse-

quent poetic cycles, above all in Flori de mucigai.

On the whole they are not characteristic of Cuvinte
potrivite. Only in one very limited sense then is this
a retrospective justification: 1in that the majority of

the poems published in Flori de mucigai had already

29Ovidiu Crohmalniceanu, Tudor Arghezi, p. 155.
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appeared in periodicals by 1927. Since it is accepted
by almost all of Arghezi's exegetes that Testament was
not written until shortly before the publication of

Cuvinte potrivite in 1927, we can affirm with a clear

conscience that Testament stands not so much as an
apologia for Arghezi's first published cycle of poems
as for his entire opus.

In other words, this dedicatory poem looks into
the future from the experience of the past. To limit
the poetic insights and programmatic assumptions to

the past, to those poems published in Cuvinte potrivite,

would constitute a radical rejection of literary values,
rather than the partial act of apostasy suggested earlier,
since it would imply that Arghezi wished to denigrate
the lofty ideals his poet-magician espouses in Vraciul,
a poem we shall consider in the following chapter, as
well as repudiate the large number of poems written
before the First World War which explore the more
esoteric aspects of the act of poetic creation.
Secondly, the text of the crucial third stanza,
where "venom is turned to honey'" and "insults made to
invite or repel," clearly vindicates the alteration of
harsh and gentle moods that Tudor Vianu observed in his

30

short monograph on Arghezi's poetry. To cite the

verbal excesses of Blesteme, without recalling the atmos-

30Tudor Arghezi, pp. 49-51.




65

phere of child-like innocence, the delicacy and whimsi-

cality of poems such as Cintec de adormit Mitura cind

era micd, the exquisite sensuality of Morgenstimmung or

the playful duogie of De-a v-afi ascuns, would do grave

injustice indeed to the range and profundity of Arghezi's

world.



CHAPTER II
MODES OF CREATIVITY: FAILURES AND SUCCESS

The partial failure in communication alluded to
obliquely in the final stanza of Testament raises funda-
mental problems concerning the poet's function and the
nature of the poetic medium. While feeling the need
to stress the autonomy of poetry and so preserve the
integrity of a vocation capable of offering fresh pers-
pectives on life, Arghezi as a creative artist was
constantly faced with the problem of drawing a line
between referential and non-referential experience. He
had to decide, in short, when a rigorously-maintained
literary organicism might become self-defeating, because
his readers would be unable to bridge intuitively the
gap between his and their world view.1

At times the distance between these levels of
experience would become so great--witness Arghezi's

attitude to the senseless killing in the First World

1It is a problem that Murray Krieger has explored
persuasively in The New Apologists for Poetry (Minnea-
polis: The University of Minnesota Press, 1956). See
especially the introductory section where he works towards
a poetics that would justify retrospectively his analysis
of Donne's The Canonization.

66
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War--that the poet withdrew into his ivory tower and
refused to allow his creative energies to be dissipated
in a futile attempt to communicate with an uncomprehend-
ing public. Such a refusal is the dominant idea of
Vraciul (The Magician), where the poet imagines himself
to be a demiurge,2 armed with immensepowers to control
human destiny. The creative impulse in this poem, it
should be noted, originates within the being of the
poet; he does not claim to be divinely inspired, nor is
he the oracle for the collective consciousness of the
Romanian masses, as might be inferred from a reading of
Teatament. In an attempt to explain the mysterious
spirit of creativity that operates through his mind,
Arghezi boldly lays claim to powers far exceeding those
of normal men, and takes an uncompromising stand on the
issue of the ontological gap which exists between his
state of omniscience and the dull understanding of man-
kind.

The poem opens on a note of supreme confidence;
the voice of the poet-magus catalogues the seemingly
endless creative forces at his command:-

Am un bazar de zdri gi firmamente

De cioburi noi de luna gi planegi.

Astri defuncti atlrnd de pareti,
Impirecheati cu zeci de instrumente,

sz demiurge we wish to suggest a creator who
fashions and shapes pre-existent matter rather than the
original creator, the Great Artificer, who produced out
of nothing.
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I have a bazaar of horizons and firmaments

Of new fragments from the moon and stars.

Defunct stars hang from my walls,

Coupled with tens of instruments,
The apparent reference to the Pythagorian tradition,
according to which 'the harmony of the spheres' depends
on the magic power of number--number is ". . . a Unity
of many mixed elements and an agreement between disa-
greeing elements (Philolaus, Fragment 10)''; . . .3 may
help to explain the signs of decay and fragmentation
evident in the artist's workshop. At some stage in the
evolution of the universe, it would seem, the close
relationship between musical notes, numbers and the
orbits of the planets (which is a major tenet of Pytha-
gorianism) was disrupted and disunity occurred. The
evidence of this disunity lies in the redundant and
fragmented cosmic bodies which are scattered around the
workshop. The planetary system of which the Earth is
a part is not yet extinct, but it is clearly dying: the
image of the new fragments (further signs of decay) that
have fallen from the Moon and the planets is possibly
suggested by the shape the Moon takes during its phases.

It is significant that the stars which hang
from the magician's walls are '‘coupled with tens of

instruments,' presumably musical instruments. The

stars may be defunct--a word which does not necessarily

3

Cited in Ernst Cassirer's The Philosophy of
Svymbolic Forms, Volume 2: Mythical Thought (New Haven
and London: Yale University Press, 19555, p. 151.
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suggest complete extinction so much as failure to func-
tion--but the means for their restoration lie close at
hand, in the very instruments with which they are
coupled. When people have lost their faith and God
fails to make his presence known, as we shall see in
the cycle of Psalmi, only Art offers mankind a means of
redemption. It is only necessary for the poet's hand
to touch the strings of these instruments--Arghezi
often spoke of his poetic talents in terms of playing
the violin--for the stars to resume their roles as
beacons in the sky and for harmony to be restored to
the entire universe. But it is a gesture, as we learn
in the succeeding stanzas, that the poet-magician
refuses to make.

In addition to his collection of cosmic bodies,
the magician has at his disposal a vast repository of
artistic treasures and historical bric-a-brac, perhaps
the dead weight of tradition (second stanza). This
obsession with the minute things of everyday existence
is continued in the following two stanzas; it emphasizes
the pose of defiant isolation which reaches its climax
in the concluding section of the poem, where the poet
claims, despite his omnipresence as a force both within
and above human existence, to be unmoved by the joys and
tribulations of life on earth. In his ability to use
""balances, scales and measures . . . and fine sieves,'

the poet once more presents himself as a master-crafts-
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man (compare Testament); but with a difference, since
his resources are not limited to the manual skills of
an artificer: with his bunch of magic keys no door
remains closed to him and with a set of precision tools
no secret of nature remains undisclosed. Logically
developed--not a procedure Arghezi would have viewed
with much favor--a poetry so finely sifted and so
accurately measured would bar all imprecision and ambi-
guity. Such a claim, then, is pure poetic conceit;

but recognition of this in no way detracts from the
total impression of super-human, incredible powers at
work.

Poetry, or more explicitly the creative impulse
in potential, is a magical art; it can 'fanoint popes,
usurpers and kings' at will. Drawing on the deepest
reserves of human experience, Arghezi reminds us, the
formal expression of this creative impulse in verse can
embrace whole eras stretching back to the primal moment.
In Arghezi's poetic figure, these stand condensed in
flagons, presumably waiting to be uncorked, rather like
Proust's memories sealed off in separate jars, which
bring us, when they are released, ". . . un air nouveau,
précisément parce que c'est un air qu'on a respiré autre-
fois, cet air plus pur que les poetes ont vainement
essayé de faire régner dans le Paradis et qui ne pour-
rait donner cette sensation profonde de renouvellement

que s8'il avait été respiré déji, car les vrais paradis
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4 The idea of the con-

sont les paradis qu'on a perdus."
centration of the poetic image adds yet another dimension
to the function of the poet: he is now an alchemist,
transforming, distilling and sublimating matter.

These concerns for the mechanics of artistic
creation, however, suddenly give way to a boastful
declaration of almost limitless powers. The poet-magi-
cian presents his art as a force of cataclysmic propor-
tions, which may occasion a terrifying response in the
natural world, such as occurred on the death of Christ:-

Un semn, i tfmpla cerului se-apleaca.

Un semn, $i uraganul s-a trezit.

Un semn, $i neamuri noi s-au z3mislit!

Dar semnul mfna mea nu vrea sd-1 faca!

One sign, and the catapetasma of Heaven crumbles,

One sign, and the hurricane is roused.

One sign, and new races are created!

But that sign my hand disdains to make!

The refusal of the demiurge to redeem mankind
is continued in the following two stanzas. A remedy for
“barely-felt pains,' poetry is the elixir so earnestly
sought by the **frail world [that] all around is born and
dies." Just as in the first of these stanzas the solace
of immortality is lost to man by default, presumably

because he is ignorant of the existence of such a panacea,

so in the second the poet-magician withholds the redemp-

4Marcel Proust, A la recherche du temps perdu,
Vol. VIII: Le temps retrouve (Paris: EaIIIEErH, 1927),
ch. 3, 13.
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tion that would accompany his creation of a second Adam

(prefigured in the neamuri noi s-au zdmislit cited above),

since mankind has as yet not made formal recognition of
his immense creative powers:-

Pe gesul negru cu lumini de ceara

Pot friminta din tind gi scuipat

Un nou Adam, gigantic gi nerazbunat.

Agtept, Ingenuncheatd, plebea s3 mi-1 ceard.

On the black plain with waxen lights

I can knead from slime and spittle

A new Adam, gigantic and unavenged.

I wait for the kneeling plebs to beg me for him.
Adam would be created anew in conditions that suggest
the end of the world, the resumption of primal chaos:
the only light by which the Demiurge can see to work
(once again the image of kneading that we met in Testa-
ment) emanates from candles or tapers, such as those
habitually lit for a Requiem or a burial service.
Before the new world can be created, the old world
must be destroyed; thus the elements have returned to
the state of inertia and materiality that preceded the
act of separation in Genesis.

No less obscure than this hint of primal con-
fusion are the epithets used to qualify the new Adam:
gigantic and unavenged. Why, we might ask, should this
new Adam display qualities infinitely superior to those
given to Original Man by God Himself? Can it be that
the Demiurge is mounting an indirect challenge to God's

authority by creating an Adam capable once more of

rebelling against Divine Will, but on a hitherto
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undreamed of scale? The answer would seem to be that
at certain moments Arghezi feels his creative powers as
a poet to be so vast and unlimited that his persona can
properly aspire to better the Divine Order.

But mankind is woefully unprepared for an
exercise of such munificence, and all the poet's con-
tempt is summed up in the word plebea, a contempt which
has all the force of Horace's disdainful remark: 0di

profanum vulgus, et arceo! This superbly arrogant

gesture represents one extreme in Arghezi's creative
egocentricity. Powers as vast as these will be
approached elsewhere with due humility, and more often
than not ascribed to the influence of the Prime Mover
of all things.5
The penultimate stanza introduces a favorite
theme in Arghezi's prose writings: the need for the
artist to preserve the inviolability and purity of his

creation.6

Art is a vocation, a spiritual mission;
having witnessed the devaluation of the Gospelstory in
the world at large (this we suggest is the meaning of
"the living God'" sold at knockdown prices in the market-

square), the artist declines to sell his soul to the

5An aspect commented on below with reference to
Heruvic and Psalm I.

6Examples are too numerous to cite, but the
dignified tone maintained in '"Cum se scrie rominegte'
(Cugetul rominesc, No. 1, January-February 1922, pp.
99-104) 1s representative.
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highest bidder, since his one concern is to maintain his
integrity as a creative force:-

Eu md filesc cad nu vind ca attgia
Tezaurele mele: Nici nu gtiu

Dac¥ pe piatad Dumnezeu cel viu

S-a ieftenit mai mult decit tarttea.

1 prife myself that unlike so many I do not
se

My treasures: Nor do I know

Whether in the market-square the living God

Has become cheaper than husks of corn.

In a hostile but important review of Cuvinte

potrivite,’

cian, defined the creative process as un act clar de

Ion Barbu, the Romanian poet and mathemati-

narcisism (a clear act of narcissism), by which he meant
an indwelling of the creative spirit, the restriction

of poetry to an ideal world of essences,8 a world he
found singularly lacking in Arghezi's poetry up to 1927,
To follow such a poetic ideal--which owes a great deal

to Mallarmé's theory of absence (the perfection which

is never actually present, the silence which is more
musical than any song)--the writer must sever all connec-

tions with the cruder manifestations of life and with-

"npoetica domnului Arghezi," Ideea europeana
(November 1, 1927), pp. 2-3.

8Failure, however, to represent pure ideas even
by evoking the least contaminated of material contin-
gencies may give rise to a sense of artistic sterility.
In the premonition of disruption, of loss of innocence,
which pervades Barbu's own poem Oul dogmatic (The Dog-
matic Egg), there is a parallel to the anguished esoteri-
cism of Mallarme, whose sterile Herodiade, in a clear
act of narcissism once more, preserves her icy beauty
for her own eyes alone and disdains all contact with
the outside world.
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draw to his ivory tower. It was characteristic of
Arghezi to recognize at quite an early stage that the
denial of feeling and Christian fellowship resulting

from this pernicious form of aesthetic withdrawal led

9

to artistic impotency. In Vraciul, however, the poet-

magician is unable to choose between the febrile, teem-
ing world below and the inviolate seclusion his place
in the heavens brings:-

Mormint fnchis la zgomotul de-afarl,
Contemplu-a cfrtitilor bucurie
Lingindu-gi puii cu idolatrie,
Balogi, subt steaua mea polara.

Like a grave closed to outside noise
I behold the joy of the mole

Licking its young with idolatry,
Slobbering, under my pole-star.

Whereas in Barbu's Qul dogmatic (The Dogmatic
10

Egg), the poet creates only to regret bitterly,
Arghezi's magician, in a moment of recidivism, allows

the creative moment to pass, because he despises men

dWitness the cycles Versuri de searia (1935) and

Hore (1939), where the sense of reintegration with a
nature blessed by thepresence of God develops a theme
that is present in Cuvinte potrivite as early as 1915
Belsug). This sense of oneness and universal fellow-
ship apparently parallels Arghezi's real-life interest
in husbandry and home-building in the late twenties, as
well as the maturity that fatherhood and a happy mar-
riage brought.

loln Oul dogmatic, the egg symbolizes pure poten-
tiality and is only marred by its yolk, in which Barbu
recognizes the moment of conception, the beginning of
registered time and mortal existence. It might be noted
that here too there is a note of Horatian contempt
similar to the moment in Vraciul for the seething mass
of dull humanity (Om sters, uituc: Dull, forgetful
man). -




76

who, failing to resist the blind instinct of reproduc-
tion, can lavish such idolatrous care on their young,
quite oblivious to the impermanence of the relation-
ship.11

Especially noteworthy in this final stanza is
the basic opposition between man, dull-wit ted and a
prey to brute instinct, and the ethereal, spiritual
world of the poet, exemplified in the concrete symbols
of the common mole and the Pole-Star. The latter is a
frequent symbol in Arghezi's poetry for the ideal world

of human aspiration.12

The mole, on the other hand, is
one of the lowliest beings in the animal hierarchy,
since it is a creature which mainly lives underground,
and is therefore deprived of the light of the Sun and
the Stars. The suggestion seems to be that just as the
mole, naturally blind, is deficient in its intellective

faculties--because obviously these rely to a considerable

extent on visual powers--so man walks the face of the

111n the treatment of the disparity that exists

between man' s susceptibility to purely instinctual drives
and the poet's omniscience, Vraciul resumes the prin-
cipal theme of Mihai Eminescu's Luceafdrul (properly
speaking the Morning Star, but Eminescu seems to have
confused it with Hesperus), where Lucifer finally refuses
to exchange the immortality which is his by right as a
celestial body for the transitoriness of Cat¥lina's love,
after having been witness to a similar scene of human
passion. Compare also Vino-mi tot tu (Come to me again)
which is clearly a reworking of Luceafarul.

12Compare Inscriptie pe o casi de tard (Inscrip-
tion on a country-house), Heruvic (Hymnal), Rugd de
vecernie (Prayer at Vespers), as well as Vino-mi tot tu
cited above.
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earth blind to the potentiality of being.

Man is blind, but even in his blindness he is
a creator. For the poet, the mole-human's act of procrea-
tion, however subterranean, instinctual and inferior
it may be, remains an act of creation. Interpreted as
an essential life-force, it gives both meaning and joy
to existence.

The opposition between the magician's contempla-
tive, philosophical vision and the active vision of the
mole-human in this concluding stanza is nothing more
than the opposition between solitary, negative sterility,

a form of death (mormfnt Tnchis) and positive, vital

creation. By contrasting the joy the mole experiences
in licking its newly-born young (b§10§i may also refer
to the mucus with which mammals are covered at birth)
with the magician's defiant isolation, it would seem
that Arghezi attaches less importance to contemplative
impotency than he does to an imperfect creation--in this
case poetry--but one palpitating with 1i.fe.13

In the surprising volte-face with which Vraciul

concludes, therefore, poetic creation is viewed as an

act of parturition, just as it is in Jignire (Offense).

13In this respect, Arghezi's attitude corresponds,
on a philosophical plane, to Nietzsche's affirmation
of creative energy, as opposed to the Nihilism of con-
temporary philosophy (see the section on ''The Metaphysi-
cal Need" in The Will to Power, The Complete Works of
Friedrich Nietzsche, Vol. 15, New York: Macmillan, n.d.).
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But here the severe labor-pains experienced in giving
birth to a carefully-nurtured embryo, followed by the
solicitude and vigilance exercised as a parent, inevi-
tably leads to a sense of loss and separation:-

i s¥ se-ndoaie-n pipaitul meu,

e chinul dulce dat de Dummezeu,
Care-a trecut prin mine gi te umple.

%i c-am voit si simti si si umble

Femeie scumpd si ispitd moale!

Povara-acum, cind, vie, te-am pierdut,

De ce te zamislii atunci din lut

Si nu-¢i lasai pamfntul pentru oale?

And for wishing her to feel and walk

And bend beneath my touch,

At the sweet torment given by God,

Which passed through me and now fills you.

Dearest woman and temptress sweet!

A burden now that, alive, I've lost you,

Why then did I fashion you from clay

And leave not your earth for pots?
The natural offense felt by the loving parent when its
child, now grown up, seeks his own independence, is
presented ironically in the last stanza. The creative
process involves both agony--a God-given torment beyond
the comprehension of its recipient--and sacrifice,
since in the modification of primordial energy that
accompanies creation the creator literally parts with
a portion of himself.

The increase in emotive tension evident in the
inter-play of time-levels (recognition of the God-given
'life-force,' once the preserve of the poet, that now

animates the statue is indicated in the sudden switch

into the present tense (gi te umple) from a series of
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present perfects, denoting volition in the past and loss

in the present], in the oxymoron (chinul dulce) which

combines the warring elements in the creative act
(understood as agon), and in the rapturous prayer
addressed to the Created Being (which captures some-
thing of the sexual fervor of Biblical mysticism),14
culminates in anti-climactic irresolution. Insofar as
the lament for past foolhardiness is cast negatively
in the form of a rhetorical question, the poem is open-
ended and there is no satisfactory emotional release;
but the emphatic use of two past historics also suggests
finality and acceptance. It is possible that Arghezi
wished to indicate that, although the mystery of the
creative process is unfathomable, art itself is a con-
tinuing process and the artist, never-daunted, must
resume his search for meaning. .

The sense of exaltation and lassitude--whether
it be physical, as in sexual union, or spiritual, as in
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