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Abstract

Always refusing poetic abstractization, the visions of Alexandru Musina are rather bent on the
concrete; they feed on the fibers of the most acutely phenomenal reality. The call to the direct perception
of the world is intertwined in many poems with the exposure of being to the translucent regime of dream,
through which the elements of reality lose their everyday weight, are transferred to another ontic mode, of
levitation, of the separation from the terrestrial, and of the ecstasy of living. Stylistically, Alexandru
Musina’s epigram enjoys all the expressive benefits of the genre. We find here the lapidary drafting of
moral drawing, the sober notation, the accurate capturing of specific characteristics, the quick emphasis on
the revealing detail, and also the asceticism of notation. Moral judgment is not exposed ostentatiously, but
rather suggested, allusively exposed in an expression retrenched in itself.
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Author of several volumes of poetry that were well received by literary critics
(Strada Castelului 104, Lucrurile pe care le-am vazut, Aleea Mimozei nr.3, Tomografia si alte
explordri, Personae) Alexandru Musina stood out among the writers of his generation due to
the manner in which he knew how to render the grotesque and precariousness of
existence in the vivid colors of a sarcasm hardly softened by an irony that subtly
distinguishes appearance from essence, fake from authentic, reality from illusion. The
suggestion of the terrifying and anomia as features of a disjointed reality persists,
subsidiarily, behind apparently calm poetic forms and images, hence the sometimes
unsettling air of the poems of Alexandru Musina, an aspect mentioned by Romulus
Bucur, for example: “Between Experiente and Ode there are, on the one hand, common
notes, on the other hand, a shift of focus. Vocabulary betrays the interest in the area
where chemistry and biology, as symbols of human insignificance, interfere. Imagination
is manifested mainly at a visual level, and shares something of the disquieting character of
the imaginary of de Chirico and Dali. A sorcerer apprentice plays in a monstrous way with
living forms, the main difference between Experiente and Ode consisting in the fact that in
the former, the poet is placed in the center, in the position of a guinea pig, while in the
latter he manages to reach a degree of objectification”. The ,,foggy Romanticism” that
Radu G. Teposu spoke about is rather a matter of temperament than of method,
provided one looks at these romantic touches while considering the maximum lucidity
used in articulating them and while considering their continuous ironical and self-ironical
relativism. Always refusing poetic abstractization, the visions of Alexandru Musina are
rather bent on the concrete; they feed on the fibers of the most acutely phenomenal
reality. The call to the direct perception of the world is intertwined in many poems with
the exposure of being to the translucent regime of dream, through which the elements of
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reality lose their everyday weight, are transferred to another ontic mode, of levitation, of
the separation from the terrestrial, and of the ecstasy of living, as in the poem Podu/
Cotroceni (Cotroceni Bridge), where the concrete world, with its banality and precariousness is
reflected in the steamy, utopian mirrors of erotic illusion: “In apa galbend a Dambovitei
m-am privit./ Era, cred, toamnd si mi credeam student./ Credeam ci te iubesc, ci esti
nebuni/ De mine/ Eram asa cum sunt: gilbui nedefinit./ Oragul tot se utineazi-n mine/
Dar nu imi pasd.// Ai vrut si mori. Am vrut/ Si simt cum mana/ Mi se desprinde si
pluteste peste case. Si ci rimane/ O mand galbeni la loc.// In apa Dambovitei m-am
privit./ Ce daci era toamnd! Ce dacd aveam frunze/ De soc si de artar pe fatdl”.

An exploration of the biological entrails of being, of the secret geography of blood
and lymph of the human body can be found in Ode, poems in which the calligraphy of
rarified emotion meets the naturalistic-ironic vision of subliminal existence as in Oda a X-
a. Osmotica, a radiography of body’s fears and of the chiaroscuro of instinctual life. The
lyrical picture is, to a greater extent than elsewhere, dominated by a misleading imagery
with surreal echoes in which disparate things and notions come together in fragile and yet
distinct lines, of a precise poetic impact and effect: “In tnotitoarea rechinului vom gasi/
Bila de cristal a ultimului rege, in spaima copilului/ Otravuri venind prin cordoane de
sange, in dupid-amiezile noastre/ Suspinul umed al celui murind.// Nimic nu iese din
plasa subtire a atomilor,/ Nici micar acest gand atit de amégitor/ Incat se prabuseste in
sine, nimic/ Nu arde dincolo de gardul sfios/ Al celulelor — nici micar/ Corpul tiu
desenat pe rulouri fine de ametist.// Sorbind aerul camerei el continuid/ Si plangi-n
plimani, sorbind carnea tare/ A trupului tiu ea continud si plangi/ In vinele mele,
sotbind/ Ceaiul de menti-al acestei amintiri ea continud/ Si-mi ardd pantecul intocmai/
Inotitoarei vinete a rechinului encefal”. Many of the poems of Alexandru Musina appear
to us in the ambivalent guise of paintings where, besides the reliability of prosaic objects
and situations we find the fantastic thrill, the play of Apollonian appearances and of
terrifying suggestions that intersect one another in varying proportions; referentiality, self-
referentiality and symbolic valences are the instances that rule supreme over this poetry
that is attracted by phenomenality, but also by the visionary, metaphysical perspective
alike. Obviously, to all this can be added the ironical instinct of the poet, which oversees
with due attention the performance of language and vision.

A poetry of contrasts is thus configured, as highligchted by N. Manolescu, a poetry
composed of inconsistencies and contrasts, between expectation and result, cause and
effect, or between the illusion caused by the feeling of love and the contingent, with its
shadows and precariousness. Revealing, in this respect, I find fm‘a”mp/are XXI, a poem in
which the epic the form, the arrangement of vision in several sequences, does not prevent
the articulation of a poetic atmosphere dominated by the contrast between the real and
the symbolic, between ostentation and the camouflage of meaning: “Eu sosisem cu
marfarul de 4,50/ Imbricat in hainele albe, de gald./ Ea ma Intimpinase cu inima/ Plind
de indoieli ca un cornet cu seminte./«Tu, neprihdnitd, i-am zis, ce mai faci/ Liliecii

necomunicabili si sofisticati/ Ai gridinilor tale»/ Fa ma privi cu un fel de repros/ Miratd
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cd nu ii sirut mana sau nu ii ardt/ Bucuria de a o revedea;/ Apoi imi desprinse de pe
umirul drept/ Un gandac autiu, si, fird si spund nimic,/ Coboti incet treptele tocite/ Ale
centenarei noastre catedrale”. Referring to the structure and themes of the poetry of
Alexandru Musina, Mircea A. Diaconu noted in Poegia postmodernd: ,,serious issues are not
absent from this poetry. But how language is structured and how these issues are
approached is different from modern approaches. For moderns, such a mixture of
speeches, with ,tribal” insertions in a solemn context, with hilarious and grotesque
parodies, with decentered message, would not have been possible. Important is that the
motivation behind the distinctive marks of Alexandru Musina's poetry is not polemical:
one does not see here a reaction against modern poets but a new attitude towards
existence.” There are also a few poems in which reflexivity turns into self-reflexivity, the
poet leans over his tools, seeking to reveal the dimensions and meanings specific to poetic
craft, to lyrical landscape, to its history, flora and fauna (,,Aerul poeziei e bland./ Actiunea
el incepe primavara: se deschid/ Cateva ferestre si ies fecioate si atlechini, se aude/ Un
sunet indepdrtat de corn.// Sirbitoatea poate porni: cu inorogi, prapuri, rosii
mandoline,/ Cu priviti si semne tainice. Daci ziua e lungid/ Vom vedea si o vanitoare de
mistreti.Daca nu,/ La amurg vom schimba inele si juriminte,// Pe sub pimant, gnomii
cautd aur./ Pe cdmp, tdranul aruncd graul./ Pe casd berzele isi fac cuibul si se iubesc: un
dans/ Caraghios si plin de gingdsie.// Aerul poeziei e bland. Candva/ Si noi am locuit
acolo si am cantat”). Poet of the real, of the mediocrity and precariousness of everyday
life, Alexandru Musina perceives, on the other hand, the universe, but also cultural history
with an ironic and parodic eyes; the eclecticism of his poems reveals, beyond the mixture
of sober notation and joyful play of the imaginary, a recessive gene of challenging and
disillusioned/disillusioning sarcasm. A purely cerebral poet, who knows how to skillfully
manipulate his own emotions, the revelations of bookish memory and lexical
modulations, Alexandru Musina is more than a ,, poet of the real ,, (Eugene Simon); he is
rather a poet of the dramas and cracks caused in the conscience by reality, a reality that is
aggressive, polymorphic, obnoxious and often decentered in terms of ontic significance.
And Alexandru Musina adheres, through vision, style, means and expression, to the
,wPoetry of Daily Occurrence”, transcribing, without a shadow of illusion, without any
mythicizing aura, slices of life, revealing details, crude gestures, faces and facts of
immediate reality, all that in an apparently neutral writing, disengaged and unbiased, but in
fact marked by skepticism and even by a wave of gnosiological cynicism.

Lectitle deschise ale profesornlui de limba franceza A. M., initially published in the
collective volume Cinei, then republished in Strada Castelului 104 (1984) fully illustrate such
a poetic and gnosiological posture. These are poems that seem stuck to the epidermis of
reality, in which things and people, stories and gestures, decompose and recompose to
form together an image of commuting that is parodic and serious but also sarcastic and
serious at the same time. lon Bogdan Lefter considered that “Lecile deschise... are a
collection of small tableaux (seven in number) of great freshness, moving through the
authenticity of ,,described” or suggested feelings, funny through ironic verve, offensive
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through their often conspicuous sarcasm, full of nerve and crafted with the finesse of a
jeweler. There is no contradiction between the profession of everyday realism, registered
as such, and careful drafting of the text, mastered to the point of calophile stylistic
performance. This is tantamount to removing confusion between authenticity proper and
the authenticity effect, between real truth and literary verisimilitude (...). The illusion of
closeness to reality (Aristotle once said) can only be obtained by building it with literary
skill. Musina's Leczile build such effects using a linguistic mechanism assembled and tuned
exclusively for them.” Ledtia a sasea. In clasi extracts from amorphous existence the
meaning of the French lesson, during which the teacher and students play a grotesque
comedy of learning, with language and didactic thinking stereotypes, but also with
discrepancies or even gaps between teacher expectations and poor linguistic reflexes of
learners. The most overwhelming pressure carried by these lines is that of clichés, of
fetishized conventions or rigid habits, in an absurd atmosphere in which real
communication 1is replaced by farce of inert and alienating dialogue:
Hinsttument multilateral cu grijd lipesc/ cartea alb-gilbuie de catalog etaminid motive
populare/ copiii dstia au niste parinti minunati artizanatul local/ exportd in japonia sua
germania etc e drept/ i cam bat ii pun la tinit la cartofi nu-i lasi/ la scoald 1i fac uneoti la
betie nu-i nimic/ aceasta-i sarcina mea ce sigur sund blachiul/ pe betonul proaspit spailat
nobila misiune / pluteste ca o aureold pe fruntea tot mai Inalti bonjour mes éléves/
bonjour camarade professeur ia te uitd iar nu au creta”.

Repressive teaching methods, the parody of communication and education,
suggest the standardization of thought and speech, in a scenario which, beyond the
precise details of representation of reality, seems to be the result of a terrifying
imagination: “stai cuminte §i jap instrument indispensabil alb-gilbui deschideti/ cartea la
pagina 13 jap ha ha cum ma iubesc/ instructie si educatie zicea grasul ila terorizant jap/
cam demagog dar avea jap dreptate pedagogia avem/ o datorie de onoare tourner/ a
intoarce a invirt jap a se invirti dragul meu pune mina pe catrte/ si nu te tinji la mine jap
ha ha nu scrie in frunte/ cum se citeste ai stai jos bine trei jap au revoir mes éleves/ au
sund/ cristalin pe betonul proaspit spilat precis”. The last part of the poem shifts the
emphasis on the prosaic reflexes of the life of teachers, the author faithfully recording
their speech and psychology in sober, neutral, efficient notations intimately connected to
the referential universe: “iar nu au adus 4stia de sus banii birocrat,:i/ nu stiu ce-i munca
prosti domnule prosti prosti prosti/ trintesc catalogul las si cadd/ instrumentul
indispensabil alb-gilbui in gura stirbd si neagrd/ a servietei diplomat 314 la munte sau la
mare in orice-imprejurare”. Lectia a sasea. In clasd is not, in fact, but a tragic-comic and
sarcastic scene of the comedy of commuting teacher AM’s life; it is craftily cut out, with
care to details, but also with a touch of ironic parody that can not be missed.

A poem of a completely different structure and vision is Cele simple. An almost
bucolic air is present here, an atmosphere of calm, freedom, a candor of writing and

atmosphere in which past gestures and events are projected on the retina of the poem.

19

BDD-A8119 © 2014 Universitatea Petru Maior
Provided by Diacronia.ro for IP 216.73.216.91 (2026-03-17 11:47:56 UTC)



Time seems to have stood still somewhere in the darkroom of memory, where the
moments of the past are captured, with all their load of life and emotion. Cele simple is, in
fact, an elegy on the theme of passing, with a simplified physiognomy transcribed in
minor tonality, in which things can be perceived with clarity; in their crystalline brilliance,
the poet discerns smooth meanings and iridescences and a seraphic peace descends on
consciousness: Cine isi mai aminteste de noi? Si de ce/ Si-ar mai aminti? Vara e cald, pe
Dealul Taberii pasc/ Caii oamenilor. Pe o cocoasd verde/ Liberi sint caii. Si sub bustenii
din gard/ Rimele intemeiazad noi colonii.// Un vint adie dinspre rfu. Miroase/ A flori de
munte, a fin uscindu-se la soare, a brad./ Pistrdvii-si amintesc vremuri mai bune,/ Ape
mai clare. Dar supravietuiesc, dar se bucuri/ De scurta vard de-acum”. From this typical
scene where the present seems to freeze in crystal shape of verse, the poet is shifting to
the past, a past populated with events and ceremonial-ritual gestures, in which details are
evoked with disturbing concreteness and events have fresh reverberations in the mirror of
the present: “Cindva ne-am tolanit amindoi la soare Intr-o poiand./ Trunchiul pinilor era
rosu, al mestecenilor negru cu alb./ Intr-o fustd albastrd erai imbricati. Am povestit/
Despre adolescentd, despre studentie. Vorbele incercau/ Apa cu talpa lor micd, sfioas,
triunghiulard. — Am privit/ Printr-un ciob afumat eclipsa. Tu ai vizut/ Pasiri, fiare,
reptile. Un curcubeu.// Cindva am iesit cu totii la plaji. La rfu./ Fetele nu aveau costume
de baie. — Am rdmas/ Si noi imbricati. Ne-am suflecat pantalonii/ $i ne-am ricorit
picioarele-n api./ Erau ca niste pietre. Rozalii. Ca niste/ Melci de apa dulce. Ca niste raci/
Scosi din platosa lor. Sub un capac de sticla, subtire”.

Alexandru Musina is, in this text, a poet of essences that hardly allow themselves to be
guessed under the surface of things. Events and gestures that evoke them, even the
seemingly mundane and without symbolic dimensions, have a barely perceptible aura of
mystery, have the reflexes of a complicated emotion, passed through bookish lenses.
Oscillation between past and present is, in some way, also evidence of a gnoseologic
indecision that the poet implicitly confesses, an indecision caused by time’s tyranny,
which blurs the outlines of things, abolishes the identity of beings, disfigures
physiognomies. The last sequence of the poem amounts to a return to the present time,
to the thythm of basic and immediate life: “Cine-si va mai aminti? Leul rosu/ A trecut
departe de cer. Leul verde/ A adormit lingd calea feratd./ E vard acum, totul in ordine:/
Respirim, functionim, existim. La ce bun/ Si-ar mai aminti?” The style of Alexandru
Musina’s poetry is, above all, one of simplicity and expressive austerity. The clarity of
drawing, the elegiac tone, the sketchy but so expressive notations, are the primary
qualities of his lyrical text. Budila-Expres is perhaps the most widely read and most quoted
poem by Alexandru Musina. It is an ample poem, divided into several tableaux, a
programmatic poem, and also illustrative for the poetry of the 1980s generation. Referring
to this poem, Mircea A. Diaconu wrote: ,,Indeed, Budila-Expres - text consisting of six
distinct sequences, each building around a poetic attitude, of a particular ‘motif’- is,
eventually, a ‘sarcastic elegy.” We are dealing here with a sensitivity outraged and charmed
by the concrete, seduced, at the same time, by intertextual solutions, with an appetite for
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all inclusive totality, in which everything - contradictory states, distinct perspectives -
merge. The poem, a build-up one, requires the existence of different levels of reading;
simplicity is only apparent, but only the whole reveals the poetic substrate engaged in the
exposure of absurd but at the same time playful daily life and in the construction of
meanings to match it.”

The sequences of the poetic text are nothing but stages of an initiatory journey, as has
been said, within the perimeter of a small scale reality, where the ridiculous, banality, the
lack of ontic significance and the anonymity of gestures and physiognomies are prevalent.
In Introducere the poet proposes a kind of elegy of alienation and existential isolation, using
the tools of sarcasm and relativizing irony. Human existence, regarded as subversion, the
real seen as a place of damnation and reclusion, put face to face with the precarious
escapist solutions, are the primordial elements of the poetic imaginary at stake here: “Cei
care m-au iubit au murit inainte de vreme,/ Cei care m-au inteles/ Au fost loviti pe la
spate si inmormintati in grabd, cei/ Care mi-au tras la xerox programul genetic au
innebunit/ Si-si plimbd In soarele amiezii/ Privirea tumefiatd, creierul mirosind a
cloroform.// Dupi o iarni lunga a venit vara caldd,/ Fructele noastre nu au avut timp si
se trezeascd,/ Fructele celorlalti se vind la suprapret. Dimineata/ Ne primeste totusi cu
bratele deschise, totusi lumina/ Mai bate in epiderma fanatd, totusi vintul/ Nu mai
aeriseste otbitele duhnind de amintiri.// Am pierdut totul. Portarii hotelurilor/ Ne-au
uitat, femeile fragede si atistocrate/ Ne-au uitat, hamalii din giri ne-au uitat i liftierii,/
Vinzitoarele de floti si negustorii de nestemate,/ Ne-au uitat strizile, ne-au uitat casele
albe/ Pe care urca iedera ruginie a vechii «la bella estate».// Am pierdut totul./ In paradis,
in clipa cea repede, in metalul inchipuirii/ Nimic din noi n-a rdimas. Un avort/ Rapid,
aseptic, elegant”. The second part of the poem, Senzatie, translates into a disturbing
picture of concreteness, with quickly juxtaposed remarks and private oneiric suggestions
of a higher sense, a twisted, alienating and proliferating reality, endlessly multiplying its
forms and facets in a delirious germinative will. One cannot also overlook the bookish
elements, which somehow represent a fictional counterpoint to filthy, ridiculous,
anonymizing reality: “Din cind in cind trompeta ingerului/ Scoate sunete de fanfari. Din
cind in cind ne asezim la masd / Ciocnim oud rosii sau pahare de vin, conversim./ Din
cind in cind/ Dansim in semiintuneric cu femei/ Proaspat spalate si mereu stinjenite, din
cind in cind/ Iesim in spatele casei, la munte, din cind in cind/ Stingem lumina si
transpirdim.// Sau se sparge conducta, vecina tipi / Dupd postasul intirziat cu pensia,
betivii urineazd/ Pe zidul caselor de vizavi, o salvare/Trece usor pe deasupra inimii si
duce departe/ Cite un corp solid familiar.// Din cind in cind se aude trompeta,/ Masini
greoaie ca niste hipopotami stropesc/ Pavajul incins, vinzdtoarele din cofetirii/ Fac strip-
tease si, goale, se bat cu friscd, din cind in cind/ Cite-un director se umfld ca un balon, se
inaltd/ Apoi se sparge, disparind din Univers, din cind in cind/ Cite-un afis/ Multicolor
ne promite Noul Ierusalim/ In schimbul a treizeci de bani sau al ticerii.// Sau traversim
zidul putrezit al Gradinii si culegem / Globuri de aur cu care imblinzim viitorul, sau
deschidem/ Nasturii aerului si posedim furiosi/ Trupul cald incd al iluziei.// Din cind in
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cind ne amintim de Gondwana,/ De pelasgii mincitori de scoici, de Cung-Fu,/ Ne
amintim de sarea-n bucate, de Rosamunda,/ De wvasele din Micene, de sandaua/
Filozofului, din cind in cind pomenim/ Nume firi sens, insi dulci/ Inimii noastre:
Herbert Read, Marcuse,/ McLuhan, John Berryman, Platon, Eminescu, din cind in cind/
Vindem pielea ursului din padure si ne/ Cumpdrdm jucirii”. Context, the third sequence of
the poem, is, in fact, a shift from the diurnal regime, of the alienating concreteness, to the
sphere of the artistic, of liberating but at the same time, mystifying fiction. Several
definitions of poetry, drafted in a parodic and ironic tone, are present in this sequence: “Si
apoi mi intilnesc cu pdianjenul blond,/ Cu atlechinul domesticit, cu domnisoara de
silicon, / Cu ursuletul Yoghi, cu marele gagicar./ Toti md intreabd despre poezii, toti ma
intreabd/ Cum e noua mea viatd.// Nu sint trigti, dar nici veseli. Trdiesc/ Intr-un aer de
celofan, asteaptd clipa/ In mare liniste, gata impachetati.// Ei mi intreabd despre poezie,
acea trebuinti/ Tifnoasd si plind de rusine a adolescentei,/ Despre poezie, precupeati
grasd si care/ Ne-a luat pe nimic inimile de pustani si le-a pus pe atd,/ Despre poezie,
cuvint plicticos,/ Pe care dictionarele-] mai pomenesc/ Din conformism si vocatie
inertiald.// Despre noua mea viati in tinuturile boreale,/ Dincolo de scitii cei imbricati in
blanuri,/ $i, bineinteles, despre Budila-Express”.

In Defulare, the fourth part of the poem, we deal with a descent into the inferno of reality,
into a world of promiscuity and everyday banality where things lose any transcendental
thrill, retrieving their contours in the most pure immanence, in their everyday inertia. An
Arcadia with broken meanings is described here, in somber, almost apocalyptical colors,
and the feeling of nude referentiality is all the more acute as the statements giving shape
to the lyrical tableau are equidistant, notations are neutral, the drawing is clear and
emotionally disengaged: ,,Si noi am cilitorit cu Budila-Express,/ $i noi am vizut fetele
stoarse, ca niste cirpe ajunse/ La gradul zero al folositii, ale junelor navetiste,/ S$i noi am
simtit fluidul neincrederii oarbe/ Coborind ca acidul sulfuric in oase, §i noi am vizut/
Banchetele jumulite de vinilinul/ Din care aborigenii isi fac portmonee, si noi / Am
descoperit cultul secret/ Al stomacului, sexului si capului aplecat, si noi/ Am patruns in
catacombele realititii,/ In subsolul paginii de ziar si mai jos de subsol,/ Acolo unde nu
mai existd decit/ Carnea si timpul, senzorul obosit.// Si noi am cules laurii de staniol/ Ai
dupid-amiezelor petrecute-n sedinte, si noi/ Am luptat in intuneric cu diversi/ Dumnezei
judeteni, si noi am stat / Pe malul fluviului §i am plins, si noi am cdzut/ Sub mesele
negeluite ale cazinoului Paupasse-Oul, am ricnit,/ am expectorat Sofistica rincedd a
acceptdrii, si noi/ Am auzit suierul glontului pe lingd urechi/ In Budila-Express.” Part
Five, Filtru, includes elements of the most corrosive rebellion against a world adrift,
against a compelling reality in which liberty of conscience was unacceptable and
unthinkable. The description of the factors of evil, of an order that abolishes freedom and
human essence itself, is revealing and disturbing, through the expressiveness of dark
colors and vitriolizing ecstasy (,,Atunci au navilit, izbucnit, explodat:/ fofilatorii si
scatoscotocitorii pontatorii si antemergitorii/ lingecuristii si drogheristii femeile de
cauciuc si cele evidentiate/ esanjistii si stahanovistii alchimistii si verslibristii/ lucritorii cu
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gura si cu despicdtura cu mapa si sapa/ secretarele si debarasatoarele rectii si erectii/
matroanele si prefectii balena albd §i pajii/ coafezele si dormezele brodeuzele si
vibromaseuzele/ linistitorii si concasotii putopalmistii/ verbali si functionarii municipali
contribuabilii/ si subcontabilii vacile domnului §i seminaristii ac/ tivistii si pasivigtii
comutatoarele §i prezentatoarele/ mamele patriei §i tatii burduhinosi cititorii/ de manuale
si mesterii de zdbale animatorii/ §i picolii soiosi scopitii si neofitii scrobitii/ si neofalitii
soldatii de plumb si politaii de carbid/ cu amintirea copildriei conservati in heliu lichid/ c)
Ei mi-au spus, sugerat, ordonat: / TREBUIE E NECESAR SE CERE/ TREBUIE E
NECESAR SE CERE/ TREBUIE E NECESAR SE CERE/ TREBUIE (dat eu...jap!)
mi-au spus/ E NECE (dar real... bufl) SAR/ Ei/ TREBUIE! mi-au ordonat./ d) ,,0.K.”
am zis./ $i am Imbitrinit”). The end of the poem traces the contours of a world
dominated by posters and advertisements, an picture of reality in idyllic colors, generally
idealized. Of course, there is in this framing of reality in advertising utopia, a vague self-
ironic inflection, as sarcasm, irony and the parodic instinct of the author distigures the
terror of everyday life by bestowing upon it a disquieting relativizing posture (“Afise
imense. Color. Peisage./ In prim-plan, o frumusete locali/ Cu basma roz, autentici, si
dintii/ Intregi si proaspit spalati. In fundal o fanfari de ingeri/ In costume nationale”).
An ironic and self-ironic journey into a degraded reality, sometimes regarded with
revulsion, some other times with detachment, but also with a despair barely disguised as
sarcasm, Budila-Expres is a poem of the refuge in the text, in fictionality, in the
subversiveness of the word that preserves its negating availability.

The Lykianos poem is part of the volume Personae (2001), a book of epigrams where
we find some of Martial's sarcastic verve and where contemporary reality is treated in
corrosive colors, but also in ironic braces. Critic Alexandru Cistelecan considers that
Alexandru Musina ,,is not a satirist. He does not have the incisive pedagogy of the satirical
and does not want to reform or to correct manners. His characterology lives on
gratuitous, skeptical observation, on the show as such of the ‘masks,” more focused on
the humor of situations and temperaments than on the ‘teachings’ that should be drawn
from them. Musina is a spectator, not a teacher. He takes here the Latin form of the
epigram and, by an operation of caustic craftsmanship, brings it to contemporaneousness,
operating selections among the heroes of the day. Like Martial, he too uses fictitious but
transparent ,,names,” pseudonyms being obviously referential. ‘Characters’ are made to
parade, on the other hand, in an ancient, Greco-Roman cultural referentiality, this
anachronism allowing a refined bookish exercise in classicism.” Lykzanos is one of the
most representative epigrams in what this type of expression of Alexandru Musina is
concerned. Obviously, the character targeted by the epigram is easily recognized through
the references that the author provides the reader. But the referentiality implied by the
species of the epigram is not the one that supports the artistic mechanism but rather the
leap into metareferentiality, that occurs at a certain moment in time, which has been
noted by Al. Cistelecan.

A feature of this epigram is the subtle play between appearance and essence, the
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moralizing suggestion hidden in the text and the continuous sliding between the strictly
contemporary referent and its disguise in ancient extra: “Mai mult negustor decit filosof,/
Lykianos a inaltat un altar/ Miruntului retor Neokides, numindu-l/ Zeu al gindirii. Si
cere/ Fiecdruia obol: cit aur poate si dea, sau piamint,/ Sau vite. Sau, cel putin,/ Si-1
asculte si sa-1 admire numai pe el: preot si singur urmas”. Stylistically, Alexandru Musina’s
epigram enjoys all the expressive benefits of the genre. We find here the lapidary drafting
of moral drawing, the sober notation, the accurate capturing of specific characteristics, the
quick emphasis on the revealing detail, and also the asceticism of notation. Moral
judgment is not exposed ostentatiously, but rather suggested, allusively exposed in an
expression retrenched in itself. Irony and calophile spirit, bookish echoes and the play
between fiction and reality are just some of the expressive qualities of this text of
indisputable stylistic refinement.
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