IULIAN BOLDEA
Petru Maior University of Targu-Mures

E. Lovinescu and the Art of Portrait

Whether it is constructed on acceptance and praise or on reserve and negation, the style of E.
Lovinescu’s portraits is based on concision and expressive refinement. It is, somehow, a classic style.
The diarist is perhaps less preocuppied by the preciseness of his observation, than by the expressivity
of sentences, by the sobre authenticity of the notations, by the clarity and coherence of the utterances
as well as by the delight of representing the revelatory detail.

E. Lovinescu’s criticist approach is basically one that inherits the French criticist
school, in the descendence of Lemaitre (who thought that criticism was ,,I’art de jouir des
livres”) or A. France, epicureans to whom he owes the natural modulations of a personal
temper and sensibility. The impressionist method is especially relevant by the horror of an
hermetically closed system, for the lack of adherence to cannon and rigid forms, for the anti-
dogmatic attitude that can be identified, directly or implicitly, in Lovinescu’s criticism. From
his point of view, the substance of the work of art, which is by its plural nature diffused,
cannot be assumed by some exclusivist concepts, too rigid, too abstract to circumscribe in the
most genuine way the living, irreducible reality of the work of art. On the contrary, literary
criticism must appeal to the sentiment, to the feeling, assuming intuition and an empathic
disposition, featuring mobility and refinement. In this order, E. Lovinescu’s criticism may be
defined in the terms of a relative balance between the refinement spirit and the geometric one.
By all this features found in an optimal dose, the critic gains access to the interior universe of
the work of art, goes through its most profound modulations, without aggressing or falsifying
in any way its conformation. Thus, in a certain way, criticism re-creates its object, since it
takes the initiative and creatively enriches it on behalf of the data in the critic consciousness.
The impressionist method to which he subscribes at the beginning opposes the dogmatic
judgment, the dictatorial rationalization of the literary work, as well as to the exhaustion of its
meanings by the appliance of too strict conceptual models. Such a method does not aspire to
completely explain the structures of the work but, on the contrary, recognizes with a sort of
modesty its skeptic vocation, basically assuming its own limits and an inherent relativity of
the assertions. Critic impressionism results, in Lovinescu’s view, from two complementary
operations which are, nevertheless, distinctive — an operation of impression simplification and
by reducing it to “essential elements of an idea” and an operatio of contouring the ability of
expression of the literary work.

Lovinescu’s criticism therefore assumes the study of the work by a pre-existant and
ferm adherence to its intimate structure — it focuses on the anexation of the work not by the
idea, by the concept, but by the mobile intuition, that is alive, able to accomplish the
consonance, the consubstantiality of the two poles of the equation of reception: creative
consciousness / receiving consciousness. It is from the interdependence of the two poles that
the literary work is born. Also related to E. Lovinescu’s impressionist method is the so
disputed problem of his ,,revisions”, a problem that may find its plausible explanation only by
being connected to the theory of esthetic value mutations, according to which esthetic values
have a chrono-topic existence and, while progressing in time and leaving the epoch when they
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were created, they gradually degrade their meanings and semantic resources. Another factor
of the relativity in these values is represented by the receiving consciousness, as it is in
evolution, in a continuous psychological development. We must notice, on the other hand,
that E. Lovinescu’s criticism is not the result of a spontaneous generation. It is unconceivable
outside the idea of continuity, of integration in the frames of a Romanian critic tradition, and
that it must be considered from the perspective of a fracture, of a mutation from the past.
These are, in fact, the terms in the absence of which the equation represented by Lovinescu’s
work cannot be solved: continuity and fracture. The continuity may very easily be seen in
relation with Titu Maiorescu’s works, who’s descendant Lovinescu considers himself to be,
especially on the subject of the specificity of the esthetic, a subject Maiorescu had also
approached and that forms the basis of Lovinescu’s criticism. The fracture is noticeable in
Lovinescu’s theory of imitation, a theory which corrects Maiorescu’s theory of the forms
without content but, also, in terms of fracture we may define the critic’s fracture with the
criticism of Gherea, N. lorga or Ibraileanu, which somehow took the literary work out of the
esthetic principle’s domination, measuring it with improper tools of a sociologic kind and so
on. And therefore alienating its essence. Lovinescu moves the accent on the esthetic factor,
reintegrating the literary work in its most personal space, the only able to offer it chances of
survival.

The sovereign principle of the autonomy of the esthetic and ethnic represents an
ideological imperative with the most important consequences for the evolution of Lovinescu’s
criticism. Above all, Lovinescu notices, following Titu Maiorescu, that the problem of
morality in art is in fact a false problem: a work of art is immoral only if it is not esthetically
valid. The work of art’s “morality” is only measurable on the terms of its esthetic
accomplishment, and not on the basis of some conceptual tools which are foreign to the
domain of literary art. Nevertheless, a content based on ethnic values validates esthetically a
literary work, because, as the critic underlines: ,.etnicul poate fi un determinant estetic in
sensul limitarii virtualitatilor estetice ale unei rase la anumite forme sau moduri de expresie,
ce se dezvolta in cadre si in material etnic, dar se conduce dupa legi proprii”. The ethnic, as
well as the ethic, are therefore improper for an Aesthetics of the work of art, because they are
of a different essence. From the postulation of the theory of the esthetic results, thus, the
consequence of literary work evaluation exclusively determined by thei intrinsic esthetic
modulation, in the absence of intrusion of inefficient other criteria.

The concept of modernism holds, for Lovinescu, obvious new accents, which cannot be
delimited or explained without using other of his theses. First of all, this concept must be
connected to the theory of synchronism, defined in Istoria civilizatiei romdne moderne / The
History of Modern Romanian Civilisation, a theory that refines and corrects Maiorescu’s
theory of the forms without content. Due to the interferences, the correspondance between
cultures (and we sense here a certain polemic accent towards Spengler, who had argued that it
is isolation and not communication that represents the fundamental functioning law of
cultures), the phenomenon of developed cultures imitation by low amplitude cultures becomes
even more necessary as the mass-communication means develop. The result of imitation is a
certain uniformity, a sort of cultural entropy, a tendency to equalize the conceptual horizon of
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an epoch: ,,Cu mijloacele de raspandire instantanee ale timpurilor moderne, putereca de
difuziune a imitatiei a devenit aproape nelimitata. lata pentru ce caracteristica epocii noastre e
tendenta de generalizare si de uniformizare a obiceiurilor si institutiilor”. In a first stage,
imitation is integral, and further on, with the accentuation of the process of cultural
development it becomes a selective criterion, determined by the inner needs and realities. But
Lovinescu argues that the forms, values, dimensions of a culture suffer an adaptation, a
deformation dictated by the social-historical background of the culture. These cultural values
are only partially reflected, as the phenomenon is mainly one of cultural refraction:: ,trecand
de la un mediu etnic la altul, ideea se refractd: unghiul de refractie constituie originalitatea
fiecarui popor”. The imitative process is composed of integrality and rase adaptation
,mecanismul oricdrei imitatii revolutionare se descompune, insd, in doud elemente esentiale:
in transplantarea integrald a inventiei si, apoi, in prelucrarea ei prin adaptari la spiritul rasei”.
Along with imitation, Lovinescu also speaks of a ,,spirit of centuries”, saeculum (as Tacitus
used to call it), which would be:”o totalitate de conditii materiale si morale configuratoare ale
vietii popoarelor europene intr-o epocd data”. In the synchronization to this “spirit of the
century” the concept of modernism finds its appropriate expression and configuration. As a
matter of fact, modernism represents, for E. Lovinescu, the very literary expression of
synchronism and circumscribes the meaning of literary evolution towards a double renewal,
both on the thematic and expressive level. Generally speaking, modernism is seen as a
progressive movement, marking and ascending direction in the field of literature and
irreducible to one or the other modernist concepts. The concept of modernism integrates the
other modernist movements, passing through them and at the same time dominating them.
Modernism may be compared to a flux that unifies and models works, creative personalities
and stylistic paradigms, regardless of their belonging to a movement or the other, as long as
the movement itself is synchronous to the “spirit of the century”, a fact that is also noted by E.
Simion, among others: ,,Modernismul nu e, asadar, un curent literar, nu are, ca simbolismul,
o doctrina estetica unitard. Scriitorii de la Sburdtorul acopera aproape intreg spatiul stilistic al
literaturii interbelice. Unii sunt simbolisti, altii ermetici sau extremisti, fantezisti, ori
descriptivi s1 realisti”. Conceptualized in his critical studies, modernism 1is found,
reconfigured, in Lovinescu’s memories, as an underground flux of ideas which animates the
text, offers new connotations to it, reveals its original dimensions.

The autobiographical discourse is part of the marginal literary genres, by its expressive
aspects which place it on the limit of fiction and nonfiction but also by its relative freedom
compared with the other literary types and genres. Based, naturally, on the resources of
autospecularity, the diary has a bipolar geography: on one side it assumes the risk of
recording the more or less evident movement of the creative ego under the regime of sincerity
while on the other side it takes the privilege of noting the exterior reality’s data, of surprising
the portraits of the contemporary personalities, of replaying gestures, events, scenes witnessed
or experienced by the author. It is this bipolar register of mechanisms responsible for the
autobiographic discourse that creates the polymorphism of the genre, which is hard to frame
in a certain stylistic or discoursive category, and has fluctuating conceptual limits and
extremely mobile knowledge guidelines. The autobiographical discourse absorbs in its texture
the subjectivity and the refferentiality that contour the existence of the author. From the
dynamics of this dialectics of seen aspects and unseen aspects, of the text and subtext, of the
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immediate reality and an affectivity retracted in interiority results, as a matter of fact, the
exceptional dynamics of this type of discourse. At the same time, the identity between the
auctorial ego and the narrator is absolute and undisputable. A discourse with fragile
boundaries and inconstant guidelines, legitimated by a poetics of the fragmentary and
randomization, the autobiographical discourse assumes its condition exactly by using a sum of
limitations and nuances which regain its physiognomy and form in all their semantic richness.

E. Lovinescu, the most important promoter of modernism in Romanian literature and
culture, discussed the autobiographical genre in his critical reflections. In a paragraph entitled
significantly Primejdiile si limitdarile memorialisticei contemporane / The Dangers and
Limitations of Contemporary Diarism, Lovinescu draws the specific features of this type of
literature by noting the limits and limitations assumed by the genre: ,,Scop ultim al oricarei
literaturi memorialistice, interesul documentar isi gédseste o limitare in Tnsdsi limitarea
personalitatii sociale a scriitorului; scoasa dintr-o experientd strictd, ea nu poate acoperi decat
de creatiune in care, cand nu-l ndscoceste pe de-a-ntregul, scriitorul isi intensificd in voie
elementul prim al experientei sale; suprapusd strict pe realitate, memorialistica se
configureaza, asadar, pe fapte si experiente fatal reduse si ca numar si ca importanta, Intrucat,
cu lipsa ei de actiune sociald, viata scriitorilor evolueaza intr-un cerc de abstractii ideologice,
de preocupdri profesionale si de maruntisuri cotidiane destul de neinsemnate pentru a nu
solicita unda curiozitdtii publice”. Alongside these ineluctable limits, related to the very
condition of the diaristic text, this type of discourse is threatened by the danger represented by
the susceptibility of the contemporaries which are to recognize themselves in the pages, not
exactly in the most favorable colors. The remedy of this kind of danger is the impartiality of
the perspective, the impersonality of perception and the equidistance of the stylistic register:
,Fatd de astfel de limitari si de primejdii izvorate din Tnsusi genul memorialistic, ca si din
insuficienta materialului, nu existd decat o singurd atitudine posibila: purificarea prin
despersonalizare si prin acordarea unei demnitéti literare ce-i lipseste, altfel, din provenienta.
Orice opera de artd porneste de la un material amorf si cenusiu, valabil numai prin prelucrarea
lui 1n substanta estetica; viata literard a unei tari nu e atat de lipsitd de elemente prime pentru a
nu putea fi elaboratd in artd; putin interesantd in sine si nu departe de a parea abuziva chiar,
anecdota marunta poate fi ridicatd la o semnificatie apreciabild prin valoarea sa psihologica;
si, purificatd de toate reziduurile prin impersonalizare, poate fi indlatd la demnitatea faptelor
zamislite sub semnul neclintit al esteticului”.

In E. Lovinescu’s Memorii / Memories all these servitudes and benefices are seen
clearly in this type of writing that is ambivalent, reflecting the assessment of the interiority
and the radiography of exterior data, of a dynamic and contradictory reality. From the pages
of diary written by the critic there is no image of an Olympian temper to be found. On the
contrary, these are pages animated by a polemic instinct, marked by the author’s
idiosyncrasies, touched by the pamphletary nerve of a writer who often contradicts his
declared need of impersonality and temperance while evoking his contemporaries. The
subjectivity in the text of his memories is in fact the latent expressive resource which offers
the discourse seductive force, authenticity and fascination. It is obvious that, read today, many
of the asperities have lost almost completely their impact and acuity; only an evoking
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vibrance resists, the author’s will of plasticizing a certain temperamental feature, of revealing
events and facts that are revelatory for the ambiance of the epoch he had lived in.

Ileana Vrancea, in E. Lovinescu. Artistul / E. Lovinescu. The Artist considers that Lovinescu’s
Memorii preserve their status and viability not by the rigor of the document or by the
authentic revelation of some existential contexts but by the expressivity of the portraits:
,Dacd, in general, Memoriile raman nu prin autenticitatea documentului — contemporanii
criticului au demonstrat-o suficient — ci prin arta portretistica, investitura maxima care li s-a
acordat indeobste a putut fi perfect justificata, la data aparitiei volumelor, pentru noutatea
genului la noi; dar adevarata artd portretisticd a moralistului, descarcatd de digresiunile unei
anecdotici nu intotdeauna semnificative, de decorativitatea unei coplesitoare inflatii
imagistice declansate dupa un mecanism-tip, se dezvaluie desavarsitd, in formele cele mai
pure, nu in ocolisurile serpuitoare ale memorialistului, prin «méracinisuri spinoase», unde
polita trebuie platita la adapostul «strictei impartialitdfi», unde materia se Imprastie si seva se
dilueaza; ci in blocurile unitare, tdiate in piatrd durd, din care omul si opera se nasc printr-o
loviturd de maestru si capata viatd sub privirile fascinante ale unui Pygmalion, desprins de
veninurile si complezentele pamantesti si captat doar de torsul stelelor. Un asemenea gen de
portrete existd si in Memorii, dar nu el da tonul; cei trei Caragiale, Sadoveanu — ca sa
pomenim doar cateva — fac parte din familia de spirite, prezentd partial in Figurine, destul de
frecventd in Critice, in cele cinci volume de Istoria literaturii romdne contemporane; ea
domina insa ciclul de studii junimiste — monografia Titu Maiorescu, cele doud volume din
Titu Maiorescu §i contemporanii lui si ajunge la apogeu in Antologia scriitorilor ocazionali”.

A certain delay may be noticed between the declarations of the critic and the
observations of the portraitist, a fact that is also remarked by Ileana Vrancea. The conclusion
of the critical perception do not always coincide with those of the diarist, but, on the contrary,
in many situations there is a lack of concordance between the two types of assessment. Such
examples of incongruence are represented by Mateiu I. Caragiale, Mihail Sadoveanu or Camil
Petrescu, writers who are seen totally different in the critical studies and in the pages of diary.
Lovinescu excels, therefore, in his Memories, in the technique of portrait, which is extremely
suggestive and plastic, capturing people in their characteristic background, in the relevance of
their temper but also in the dynamics of their interior evolution. It is obviously a
psychological portrait, based on the psychological reactions, but not avoiding the details, the
atmosphere surrounding the figures of the contemporaries. The pitoresque and the anecdotic
have a remarkable function if the configuration of the portraits: they put the characters in a
social and artistic background and offer them color and form, a personal identity drawn from
the consonance between the character and the background.

A frequently used technique is that of Balzacian descent in space and time, but also of
surprising a type of temperament in its living movement, in the dynamism of the immediate
reaction, in its psychological and affective nudity. The beginning of the chapter dedicated to
Ion Barbu is very relevant, as in it the precise and at the same time baroque notation of the
atmospheric climate interweaves with the evoking description and with the description of a
human type in its primordial movements, recorded with a prompt sensitive acuity. The scenic
dynamism, the expositive feature or the pregnancy of the revelatory detail are also part of this
chapter:: ,,Pe cand sub ploaia putreda a toamnei, ce unea cerul si cu paméantul spongios intr-un
giulgiu lichid, fanfarele dolente ale marsului funebru duceau ramasitele lui Vlahuta, usa
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biroului meu s-a deschis pentru a face loc unui tanar subtiratic, tip oriental, smolit, cu ochii,
dupa cum s-a spus, vegetali, de plante acvatice, cu pasul precipitat si decis. Se numea
«Popescuy, era poet, si-mi intinse un caiet cu aparente sumare, pe a carui prima pagind se
citea: Copacul. Abia incepui sa descifrez cateva versuri cand, nervos, ludndu-si scaunul de la
locul sau, tanarul si-1 implanta cu energie langa fotoliul meu pe care, cu priviri laterale, il
trasei putin la o parte; tanarul se apropie din nou cu insistentd: scend clasica de teatru, de
dominatie sau de intimidare. Citii o poezie, doua, trei: versuri parnasiene, dure, lapidare, ceva
din Heredia, din Leconte de Lisle, pe fondul frenetic al lui Nietzsche, cu un material verbal
personal si o tdieturd energica. Aveam in fatd un poet caruia ii mai lipsea doar un pseudonim”.
Ion Barbu’s Portrait, starting under these narative-dramatic conditions, is developed and
fulfilled by the insertion of characterial observations and moral-affective assessments. The
portrait becomes, in this moment of development, an axiological one:: ,,Omul nu s-ar putea
spune cd e comod. Acum, dupa treisprezece ani de raporturi variate, cu inexplicabile solutii de
continuitate, dupa ce de atatea ori ne-au prins razele oblice ale soarelui in exaltdri poetice, in
calmul biroului meu, sau pe aleile Cismigiului, in apoteozele primédverii, n-as putea sa nu
confirm ca omul nu e comod. Nu e comod, mai intai, prin inegalitatea de umoare si, deci, prin
lipsa unitdtii de reactiune, ceea ce imprima o basculare reactiilor in nesiguranta continuitatii,
nu e comod prin irascibilitate si agresivitate, prin atitudini tiranice si exclusive, cum ar fi un
antisemitism intempestiv afirmat sau o necesitate de respectabilitate ostentativ proclamatd cu
orice ocazie: nu e comod, dar cat e de interesant!”.

But the usage of anecdote and narrative digression is not always salutary for the
success of Lovinescu’s portraits. When the notation of physical features, dense, sober, but
detailed, meets the moralist aspect of the phrase, the psychological geography and the
illustrative scene, the portrait gains pregnancy and expressiveness, affective color and the
most appropriate tone. There are some portraits in which the infusions of lyrism are dominant
and the notations have a more pronounced metaphorical tendency; the flow of memory
amplifies the affective vibration of the phrase and the verb develops the volutes of a too
evident subjectivity. Such a portrait is that of Ilarie Voronca, where, around a dominant
feature — the lack of initiative, excessive timidity, the critic creates, by an accumulation of
epithets, an agglutinating and at the same time lyric portrait while connecting the man’s
psychology with his works: ,,Substanta adevarata a psihologiei poetului se poate descifra in
Restrigti: un suflet timid, nostalgic, sentimental, ravasit, descompus, suflet legat de tara, de
pamant, inactual, inutil, cu vointi dizolvate in veleitdti, cu entuziasmuri puerile, gingase si
pretioase, concepand de altfel si meschindria, dar inapt in a o realiza sau dandu-i, fara sa vrea,
o candoare ce o face inocud; suflet moldovenesc (...), risipit in vant ca o scama de papadie,
suflet de toamna si de Invins, incapabil de actiune si de initiativa, suflet de Marculescu si nu
de Marcus, ravnind sia devind functionar roman, cu ore de serviciu fixe, comod, ierarhic,
tremurand la deschiderea usii, si cu aspiratia ascunsa de a fi inscris la batranete in cartea de
aur a pensionarilor romani (...). Voronca al nostru, papadia risipita la vant, funigelul calator la
cea mai mica adiere, iepurele de casa ascuns sub foaia de varza, prefacut intr-un razboinic cu
pistoale la brau, cu chiviara si cu palose in maini si in dinti! Minunata putere bovarica de a te
proiecta altfel decat cum esti!”.
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There are, in the gallery of Lovinescu’s portraits, some character drafts in which
perception totally changes its perspective and dimensions, the serenity and personality turning
into incisiveness and polemic tendency. Vasile Parvan’s portrait is one of this cases: the cold,
lucid perspective of the critic finds, behind the exterior reactions and behavior of the scholar
the hidden features of his personality, those psychological and affective dominances which
mobilize his energies and intellectual and moral resorts. Lovinescu uses synthetic expressions,
enumerations of specific details, some drawn in irony, some in full pregnancy:: ,,Un
inconformism sufletesc categoric ne-a precizat de la primele noastre intalniri o pozitie de
ostilitate, tacita sau pe fata, dupa imprejurari, pastratd, de altfel, fara intrerupere, intacta de nu
si activd; inteligent, studios, dar, mai presus de orice, ambifios si orgolios pand la
dezumanizare, ipnotizat in vointa excluziva de a se afirma si ajunge, superior inarmat, asadar,
in arena existentii, el se prezenta, in schimb, cu totul dezarmat in fata unui om lipsit de dorinta
de a poza sau parveni, desfacut de prejudecdti academice, de un diletantism, care, prin faptul
independentii morale §i materiale, isi putea permite o libertate de vorba fara altd frand decat
cea a bunului-sim{ (...) Parvan reprezenta un exemplu pregnant de «pitiatismy», adica de
obiectivare a vointii prin simpla forta de sugestie, de persuasiune, obiectivare capabila de a se
transforma, in ordinea biologicd, in adevdrate epidemii (...)".

In Parvan’s portrait it is not only the moral-intellectual features of the scholar that are
underlined (the massive will, the subordination of all spiritual resources for the
accomplishment of the purpose, the necessary imperative of intellectual soberness, “the
powerful will of becoming”); Lovinescu also expresses some stylistic observations on
Parvan’s works which, beyond their scientific aspect, are written in a prolix style, maked by
pathetic images, by an excessively rhetoric tonality and a phraseology that is often
disarticulated: ,,nemultumiti numai cu activitatea lui stiintificd si, mai ales, cu organizatia ei,
unii din ucenicii lui si alti cativa mistici de dupd razboi, ortodocsi sau nu, au incercat sa
gaseascd in Parvan un reazim ideologic, vazand in el un filosof §i un mare scriitor. N-as voi sa
ma rostesc asupra misticei lui Parvan, intrucat lipsa de aderenta fatd de o astfel de atitudine
sufleteascd nu-mi lasd minimul de simpatie de care e nevoie pentru a fi judecator util si
impartial; cat despre cugetarea lui filosoficd, ea este o simpld banalitate, mascatd sub o
insuportabild grandilocventa stilisticd. Formele istorice s1 Memoriale reprezintd, de fapt,
modele intolerabile de patetism verbal, de betie de cuvinte, locurile comune ale reflectiei
asupra vietii, invaluite intr-o frazeologie bombastica, cu aere inspirate si mistice, ce puteau
impresiona pe doamnele si pe tinerii din jurul catedrei lui, dar nu rezistd unei elementare
analize a bunului-simt”.

A considerable part in Lovinescu’s Memories is occupied by Nicolae lorga’s
personality, who is hard to draw in a single portrait; the critic uses the so-called biographic
portrait, suprising the character features of a personality in its interior and exterior
development, in the dynamics of its diachronic evolution. The great historian’s profile is
contoured by integrating it in a particular existential context but also by summing the
psychological data into a portrait made of ambivalent elements, in which the admiration and
contestation interweave, a fact that was also remarked by Eugen Simion, who also notices the
recurrence of some portraits: ,,Unele portrete revin. Imaginea lui T. Maiorescu, de pilda,
obsedeaza pe E. Lovinescu. Ceva scapa totdeauna criticului si, in alt capitol, el revine la schita
portretului dinainte. Tot asa, N. lorga, figura biblica a literaturii lui Lovinescu. Fata de marele

52



Journal of Romanian
ISRy ABGENE [ssue no. 1/2011 ISSN: 2248 - 3004

istoric, criticul are sentimentul pe care il aveau, probabil, primii crestini fatd de Dumnezeu: o
credintd plind de spaima. Chiar si atunci cand il detestd (in sens critic), negatia e, la
Lovinescu, stapanitd de admiratie. Imaginea ce traduce mai bine acest sentiment e aceea a
unui N. lorga — arhanghel cu biciul de foc alungand fariseii si zarafii din templu”. Torga’s
authority over the generation Lovinescu was part of is beyond any doubt and recognized by
the critic. The passages in the Memories describing the beginnings of Iorga’s activity fully use
the rhetoric of the epopee, with a visionary tendency of the phrase, with a hyperbolic
dimension of the figures and a titanian confrontation between old and new. By such a
projection in enormous and visionary, lorga’s figure gains a prophetic status, of a teacher with
overwhelming authority, but also of an iconoclast of values with a pre-established and
diminished prestige:: ,,Pe la 1900, d. N. Iorga se impunea atentiei tinerimii prin doua aspecte:
pe de o parte, un neobosit adunator de documente, cu o autoritate misterioasa si necontrolabila
si cu un ciclu de legende asupra activitdtii si memoriei sale; pe de alta, un iconoclast al
valorilor consacrate. Totul 1 se parea superficial 1n institutiile noastre culturale: in
Universitate, la Academie, la Ateneu, totul era de reformat; cu alte mijloace, el voia sa repete
lupta lui Maiorescu impotriva formei fara fond. Tocilescu, Urechia, Hasdeu continuau, in
unele privinti, generatia de la 1848, cu o stiinta, desigur, alta, dar cu aceleasi metode; departe
de a fi intrat n faza pozitiva, vegetam intr-un romantism stiintific, crednd forme inainte de a fi
venit fondul; insistind mai putin in exagerarea patriotica, deoarece Maiorescu o infranase,
amestecam Incd sentimentul national in toate manifestarile culturale”. The portrit of the man
seems to be extended in the architecture of his overwhelming works, in the vaste horizons
with a luxuriant spiritual geography proposed by lorga’s works.

In the configuration of Nicolae lorga’s portrait, Lovinescu also uses a technique of
correspondences and parallelisms, in which the temperamental data and intellectual features
of the historian are compared to those of Maiorescu. The role of the two in the reformation of
Romanian culture is, somehow similar: ,,Dupd doudzeci de ani, tdnarul istoric continua,
asadar, opera distructiva a criticului de la lasi si, de nu avea autoritatea lui Maiorescu, avea
verva, pasiunea, tinerefea comunicativd si staruinta de a reveni asupra aceluiasi lucru,
neobosit, lovind si daramand — spectacol impresionant al unei adevdrate gigantomahii
intelectuale; traiam in crepusculul zeilor. Departe de noi, zeii lui Maiorescu ne interesau mai
putin, pe cand zeii profesorului nostru erau zeii la care ne inchinasem si noi: ne bucuram,
deci, vazandu-i rostogolindu-se de pe socluri. Trecea duhul razbunarii deasupra maririlor si
din ruina lor speram poate sa ne indltdm noi, din instinctul obscur ce aduce pe tineri in jurul
catastrofei inaintagilor. Se prabuseau Tocilescu, Urechia, Xenopol si chiar Hasdeu, se despica
pamantul; in bubuitul tunetelor, din rotocoalele de fum si in mirosul de pucioasd se
desprindea, totusi, incetul cu incetul, o noud statud ridicatd din sfaramiturile celorlalte”.
Lovinescu also makes use, in the pages dedicated to Nicolae lorga, to the expressive resources
of the synthetic portrait, in which the concission of the expressions meets the pregnancy of
moral notation or the incisivness of psychological observation:: ,,Ca si in lon Eliade-
Radulescu si in B.P. Hasdeu — si in N. lorga stipanea, de fapt, acelasi suflet neastamparat,
proteic, vast, fard o adancime egald, razvratit, cu un fond totusi conservator, de un romantism
neinfranat, razboinic si neconsecvent, egocentric pana la diformitate, devorat de imaginatie si
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de ambitie, capabil de avanturi mari, dar scoborandu-se la micimi, suflet transfuzibil ce nu se
recunoaste pe sine de cate ori apare sub un nou invelis terestru”.

Uunder the auspice of typological diversity of E. Lovinescu’s portraits, it is
nevertheless interesting to see the portrait of Mateiu 1. Caragiale, revealed by underlining his
belonging to a “family of spirits”. The technique of finding filiations, of recovering relations
and correspondences determined by a certain literary heredity is predominant here. The
interior face of Mateiu is also drawn from these permanent parallelisms and filiations with his
father’s temperament and personality. Lovinescu underlines this: ,,Matei mostenise ceea ce,
considerat numai in rezultate, se numeste sterilitate, iar privit si in cauze ia numele de inalta
constiintd artistica (...). Originea sterilitatii std, probabil, in natura instrumentului psihic, in
lipsa de imbucare a cine stie caror resorturi. Aprig in critica societatii in care a trait, batranul i
s-a adaptat totusi cu exces (...). La Matei, combustiunea fortelor sufletesti s-a facut intrucéatva
altfel. Nu mostenise nimic din sociabilitatea, din nevoia de a fi in tovardsie numeroasa, in
continud reprezentatie, din verva tatalui sdu, risipite in fata unei galerii mute de admiratie. Era
mai mult un nesociabil, un singuratec, cu aparente ursuze si posomorate. Numai intre prieteni,
in intimitate, reaparea demonul parintesc al elocintei si al paradoxului. Ca si la bétranul lon,
ca si la fratele sau Luca, la temelia mintii lui Matei stdpanea o memorie uluitoare si
dezordonatd de autodidact fara alegere, cu apucdturi enciclopedice, dar mai ales indreptatd in
domeniul trecutului si al inutilului. Inconformismul lui nu era numai teoretic, ca la tatal sau,
ci integral. Matei n-a fost numai un revoltat, ci si un invins (...). Incad de mult isi crease un
personaj exterior si interior, izolat i singular; nu stiu intrucét si-l studia, dar il realizase
definitiv. Inchis in el, cu aerele zbarlite ale unui arici retractat, cu absentd distanta, cu raie
fanariotd acoperitd de blazon bizantin, Impaunat chiar In vremea cand era silit sa apard fara
cea mai simpla decentd vestimentard, ceremonios si protocolar, timid pentru ca era orgolios
peste masurd, sau orgolios ca sa nu pard pea timid, cu fumuri nobilitare imprastiate din pipele
iluziei, cu preocupari de lucruri rare, subtile si inutile, cu risipa de cunostinte prezentate sub
forma paradoxului mistificator al tatdlui sau, in fata caruia competenta oricui amutea — Matei
realizase un personaj pe care 1l voia numai aristocratic, desi era mai mult curios, ciudat, punct
de plecare a unor legende in care, poate, mitomania lui esentiala se satisfacea. In artd, in afara
de sterilitate — sau inaltd constiinta artistica — el mostenise de la tatal sau, si cultul formei,
dragostea cuvantului”.

Maiorescu’s portrait is a proof of the spiritual and expression classicism poured by
Lovinescu in the characteriologic frames of the profiles in Memories. Without abusing the
figures, and also refusing the excess of exactitude and the inflammation of the tone, the critic
rebuilds, in the austere gesticulation of the phrase, the effigy-portrait of the Junimea’s mentor,
by illustrating his dominant features: optimism, Olympian balance, harmony: ,,Maiorescu a
impus epocei nu atdt prin noutatea cugetdrii, nici prin harnicia investigatiei, intrucat
epicureismul intelectual era unul din aspectele acestui olimpian, ci prin seninatatea si
cumpatarea cugetdrii, prin ascendentul moral si prin incomparabilul talent de a sdpa in
marmura cuvintelor ca un statuar antic; a mai impus prin armonia definitiva ce se desprindea
din intreaga lui personalitate, prin adaptarea gestului la gand, a vietii practice la teorie, prin
euritmia formei si a fondului, prin incisivitate si senindtate; a mai impus si prin optimismul
voluntar al oamenilor superiori, cladit pe fundament de pesimism, nu optimismul nédtangilor
ce se incordeaza spre bunurile aparente ale vietii, ci optimismul omului speculativ ce a dat la
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o parte valul Maei, scrutdnd insondabilul tragic al destinului omenesc. Nu e om superior fara
aceastd viziune pesimistd; dar nu e om mare si folositor, care sa nu se reculeaga la timp din
ameteala vidului, pentru a-si afirma vointa de a fi si de a dura in fata neantului si caducitatii
universale. Pilda unui astfel de optimism ne-a dat-o Maiorescu, intrucat, pe temelia unei
dezabuzari totale, a ridicat afirmatia principala a adevarului si binelui”. But Lovinescu also
draws here the oratoric qualities of Maiorescu: the studied theatric art, the Olympian calm, the
retained gesticulation (,,In astfel de conditii de formatie spirituala, se intelege de la sine sporul
de prestigiu pe care-l cdstiga Maiorescu asupra noastrd prin actiunea cursurilor sale
universitare, cu dictiunea lui impecabild, sustinutd de o gesticulatie expresivd, cu fluidul
autoritatii desprins din armonia intregei lui fiinte morale si fizice. Oratoria lui continea,
negresit, si un element teatral, un element arhitectural, prin dispozitia ordonatd si migalos
studiata, in care se desfasura: pe ultima bataie a ceasului din peretele din fata cadea si ultima
vorbd a oratorului, cu gratia unei volute perfect incheiate, dar si cu satisfactia unei
demonstratii perfect reusite, fara deviatia unei miimi de secunda”).

In drawing the portratis of the younger writers Lovinescu had supported, we find the
same virtues of diaristic prose: rigor and expressive plasticity, the magic of lyric and evoking
discourse, the pleasure of detailed description, the air of severity in which some deviations
and temperamental exaggerations are contoured. Such an illustrative portrait is that of Camil
Petrescu, a portrait built in several moments. First of all, the critic establishes a first image of
the writer, that is somehow neutral, by using notations which surprise the reading of a play::
,Imaginea scriitorului Incepe sa mi se fixeze, prin unele trasaturi psihologice, abia mai tarziu,
in primele luni ale Shurdatorului, in cadrul lecturii piesei sale Jocul ielelor, intr-un amurg de
mai, sub lancile inrosite ale soarelui asasinat in dreptul ferestrelor largi ale biroului meu.
Lipsa de autoritate a cititorului, nervozitatea lui sporitd de intrarile si iesirile ascultétorilor, nu
i-au dat lecturii caracterul de succes categoric asteptat, se vede, cu certitudine; mai
contribuiau, de altfel, si defectele piesei, evidente si mai tarziu, dupa cativa ani, la o noud
lecturd, cand nu mai putea fi vorba de lipsa de autoritate si de nervozitate. Cu indulgentd de
sine, naturald, de altfel, tuturor incepatorilor, cititorul nu-si explica insa «insuccesul» decat
prin insuficienta lecturii; un semiton mai sus sau mai jos, o mladiere a glasului, o tacere
prelungita ar fi dat cu totul alta putere de contagiune paginilor citite. Certitudinea parea inca
de atunci a lua forme de nemultumire vexatd, amortita, ce e dreptul, de o umbra de timiditate,
disparuta repede (...)”". A second moment of the portrait plays with much more precision the
characteriologic data of the young writer: ,,In afard de aceste lecturi, Camil Petrescu se
distingea si prin spiritul sdau vioi, mobil, combativ, agresiv chiar, destul de informat, dar mai
ales dialectic, inepuizabil dialectic, luminat totusi de o candoare placutd cu deosebire
femeilor, de o fragezime de impresie binevenita intr-o societate, prin conveniente, mai mult
receptiva decat deliberativa. Si cum ne aflam pe atunci intr-o faza poetica, cu valuri de
versuri, prezenga scriitorului era si mai binevenita prin simgul critic al poeziei, destul de rar,
simt, fireste, de poet, adicd unilateral, in sensul formulei proprii, dar rapid; dupa o singura
aruncare de privire peste un manuscris, el isi formula parerea, precisa, categorica, definitiva,
dacd nu si Intemeiatd, reversibila la o conceptie hotarata, cu o reactiune unica, adicd esenta
insdsi a autoritafii critice, ajutatd si de posibilitatea sustinerii ei cu o pasiune rara in domeniul
criticei, expus diletantismului unora si lasitatii de opinie a celor mai multi”. The third moment
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of the portrait brings a change of tone and register to the phrase; the neutral posture is
substituted here by the offensive assertion, by the incisive expression, underlining a non-idilic
portrait of the author of Jocul ielelor, a play that illustrates, in Lovinescu’s view, some
spiritual and intellectual failures of balance: ,.Din nu stiu ce tenebre misterioase ale
inconstientului s-a pravalit, asadar, crescand, petricica abia pecrecptibild la inceput, ludnd cu
ea fortele reale ale acestei inteligente vii si desfasurandu-si episoadele pe un fond de
beatitudine agresiva. Cand stranutd, Camil priveste in jur cu satisfactia unei actiuni inedite;
orice ai face, a fost facut mai intdi de dansul si orice idei ai exprima, a fost exprimata de
dansul intr-un vechi articol de cel putin cinci ani. E nu numai cel dintai in timp, dar si cel
dintdi 1n valoare; e cel mai mare ziarist si polemist, ¢ cel mai mare dramaturg si critic
dramatic; e cel mai mare poet si critic literar, e omul cel mai inteligent — totul fara mladiere,
fara usorul zambet de ironie sau gluma, sub faldurile caruia se strecoard usure orice
prezumtie, ci categoric, definitiv, repetat pe un ton iritat, agresiv, dispus oricand sd o
dovedeascd dialectic si la nevoie s rupa relatiile personale (...). Articolele lui sunt totdeauna
definitive: Tnaltd sau scoboard, lanseaza sau distrug; in discutie are pentru orice o teorie, teoria
chibritului, fireste, nou-noutd, potrivit serviciului cauzei; lipsa unui nasture de la vesta se
preface, astfel, dupd circumstantd, intr-o necesitate cosmica sau intr-un semn de superioritate
intelectuala (...). Si ar fi si timpul ca omuletul acesta pripit, iritat, pururi grabit, cu privirea in
jos, ca si cum ar cduta ceva pierdut, cu podul palmei aprins, incendiat de febre, hartagos, plin
de talent, dar si de fatuitate, sd se opreascd din cursa lui freneticd pentru a se regasi pe sine si
linistea fara care nimeni nu se poate realiza desavarsit”.

The portrait dedicated to Duiliu Zamfirescu is born of a ,brutal incongruence”
between the appreciation of the artist and the reserves favored by the focus on the
“biographical ego”. The portrait starts, paradoxically, with a series of considerations on the
artistic expression of Duiliu Zamfirescu’s prose: ,,Nu voi exalta in Duiliu Zamfirescu nici
poetul, nici creatorul de viatd, dar, dupad atdtea decenii de evolutie artistica, dupa aparitia
atator temperamente mari artistice, ce au schimbat aproape cu totul fata scrisului romanesc —
in anumitul sens al echilibrului clasic, stilul Iui Duiliu Zamfirescu raméane inca modelul cel
mai realizat pana acum al literaturii noastre. Un simt al formei precise, fara digresiuni si
pitoresc voit, o eleganta iesitd din simplicitate si din discretie, o retinere evidenta, un amestec
judicios al limbii curente a omului de culturd generald, fard excese de specializare, cu
neologisme si cu arhaisme venite la locul lor si topite intr-o masa solubild, un ton de detasare
cuviincioasd fatd de obiect si de respect de sine si de cititor, o imbinare de raceald aparenta si
de pasiune continutd, o fluiditate ce nu se confunda cu usurinta si frivolitatea, fac din acest stil
o opera de arta valabila prin armonia si echilibrul ce respira”.

Duiliu Zamfirescu’s portrait than develops by the evocation of the man, with certain
disputable character features, with several vulnerable aspects of behavior, which disagree with
Lovinescu’s ethic code. At the beginning, a presentation of the exterior profile of the author of
Viata la tara / Life in the Country is to be found: ,,Atletic, apolinic, de o frumusete
barbateasca, trdit foarte multi ani in striaindtate, din care vreo cincisprezece in Italia, in
societatea internationald cea mai aleasa, cu un viu simt al artei si al naturei, de o mare cultura
clasica, culeasd la insesi izvoarele ei, euritmic in toatd faptura lui fizicd, artist echilibrat,
madsurat Tn expresie, precis si elegant, fara a fi strict si limitat, cu acea discretie si rezerva de
ton atat de pretioasa — spargand simbioza cu artistul, omul in toate manifestarile lui se arata
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lamentabil. Infumurat, se lduda, in polemicile cu d. Octavian Goga, ca strdmosii sdi erau mari
invatati la Bizant, intr-o epoca in care stramosii poetului nu se scoborasera bine din maimuta;
teatral, protector fard sa i-o fi cerut, lipsit de nuantele pe care le Inmuia atat de bine in arta,
insuportabil chiar cand era binevoitor, protocolar, clatinandu-se intre aroganta si politeta vadit
superioard, curtenitor cu femeile, serenissim cu oricine, in atitudine, in vorba si tacere. lata
contrastul dureros, divorful aproape, intre artist $i om, ce m-a abatut repede de la privelistea
jalnica a acestei dezarmonii intime, iar, ca memorialist, mult mai tarziu, m-a facut sa arunc
valul biblic peste amintirea lui”.

At the end of the portrait, the diarist interprets objectively the correspondence between
Duiliu Zamfirescu and Titu Maiorescu, where eminent qualities of the style (acute observation
spirit, precision of expression, scenic representation, etc.) are found. Lovinescu underlines the
artistic side of these letters, which, beyond their documentary aspect, have a rigorously
fundamental expressive purpose: ,,Nu cred cad depdsesc adevarul afirmand ca de abia o data cu
publicarea acestei corespondente intrd si arta epistolard ca gen special in literatura noastra.
Scrisorile lui Duiliu Zamfirescu nu au numai scopul firesc de a informa, ci sunt si o opera de
arta, lipsita insd de ostentatia pe care o da intotdeauna prezenta publicului cititor. In ele gasim
un om cult, in curent cu ce se publicd in diverse literaturi, care triieste in straindtate in contact
continuu cu oameni de culturd, cu o sensibilitate artistica in toate domeniile, literatura,
muzicd, arte plastice, care cdldtoreste mereu, stiind sd vada, si care doreste sd exprime ceea ce
a simfit si vazut si, mai presus de orice, o face cu o artd de romancier in vacanta, fara
incordare, dar cu aceeasi armonie clasica a frazelor sustinute din cand in cand de neprevazutul
cuvantului, al imaginii si de ferestrele deschise spre perspective fumurii. Artist complect, el
nu-si pune arta numai in carfi, ci o traieste, o manifestd in orice act cotidian si 0 exprima in
cele mai fugare randuri trimise intre doua trenuri”. The revelation of Duiliu Zamfirescu’s mail
correspondance is found by Lovinescu in the recovery of the balance between the man and the
artist, in the clear expressivity and beauty of these pages: ,,Nu este o scrisoare, nu este un rand
care sd nu vadeascd nu numai frumusetea stilistica, ci si cea morald: siguranta atitudinii
imbinata dintr-o deferentd afectuoasa, farda umbra imbulzelei sau slugarniciei, cu respectul
demnitétii personale; o modestie fata de toate incercarile sale literare, ce se referd mereu la
aprecierea criticului, fara sa renunte la afirmatia individualitatii proprii; recurgerea repetata la
protectia omului politic, dar pe un ton strict, sobru, care cauta totdeauna sa puna chestiunea pe
terenul dreptdtii si nu pe al serviciului personal sau al favoarei; o naturaletd de expresie, fara
patetism, o omenie, ce stie sd-si apere prietenii (Al. Vlahutd, LN. Roman) fatd de asprimea
criticului; o mare finetd si perspicacitate in a judeca pe vrajmasi (de pilda, pe Caragiale), o
afectie luminoasa si calda fata de ai sii, de camin, de socru-sau, de nevasta-sa, de copii — Intr-
un cuvant desfasurarea, fara note false, a unei armonii sufletesti, a unei delicateti, in nuanta ei
cea mai anevoioasd, a respectului afectuos, fara abdicatie de sine — ne restabilesc imaginea
echilibrului moral, disparut in clipa cand 1-am cunoscut eu”.

Whether it is built of acceptance and praise or of reserve and negation, the stzle of E.
Lovinescu’s portraits derives from concision and expressive refinement. It is, therefore, a
classic style. The diarist is preoccupied not by the exactitude of his observation, but by the
expressivity of the phrase, by the sober authenticity of the notations, marked by distinction
and fascination for the revelatory detail.
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A lot of assertions about the destiny of the art and artist are to be found in Lovinescu’s
Memories. In these observations, the autobiographical discourse turns towards itself, receives
a powerful auto-reflexive feature, interrogating itself about the chances art has to survive the
erosion of time and history. An ethics of the creative act is obvious here, by the praise of art
and the elimination of the contingent, by a sort of spiritual ascetism, that also contains a wave
of skepticism necessary for an authentic situation in the time and space of the artistic
phenomenon (,,Trebuie sa fim constienti de faptul ca suntem o forta uriasa pentru ca din
materialul fragil al cuvintelor putem clddi constructii arhitectonice, ce vor incremeni mii de
ani In amintirea oamenilor si nu se vor imprastia decat o data cu specia, nu lucram numai
dintr-o satisfactie imediata si dintr-un spirit de dominatie temporard, ci pornim la cucerirea
cerului si a vesniciei cu franghia de matase impletita a versului sau a gandului subtil si sonor;
voim sd ne prelungim fiinta pieritoare prin eternitatea artei”). Obviously, Lovinescu’s
autobiographical discourse is not permanently equal, reducible to the significations of an
apollinic spirit. We find here the state of emergency of a polemic spirit, with a remarkable
ability of reaction, a spirit that is always on alert and which repudiates any kind of
imperfection, discordance or disharmonies. Offensive and polemic, but also having the colors
of skepticism and ironic relativity, the autobiographical discourse sometimes experiences an
elegiac tendency, a diffuse and livresque lyrism.

In conclusion, we may say that E. Lovinescu’s pages have a privileged place in
Romanian diaristic literature, by the expressive resources they are based on, by the plasticity
of the evoking portrait and by the appropriate tone, by the optimal dosage of social and
psychological perception.
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