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Italian hermeticism and romanian oneirism: An ideological approach

The aim of this article is to draw a parallel between two totalitarian ideologies — fascist and communist — which
reflect in the lives and works of two poets: Giuseppe Ungaretti and Daniel Turcea. The better to explore these issues,
[ want to set out two distinct objectives. The first is to describe, by comparing and contrasting, the two ideologies, in
order to set the scene for a discussion on Italy’s fascist and Romania’s communist cultural policies, mainly in relation to
literary culture. The second is to establish a connection between the two cultural policies and the lives of the discussed
poets. By way of conclusion I will focus upon the influences and effects of the two ideologies in Ungaretti’s and Turcea’s

literary works.
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i

“A single dominant logic”

“All totalitarian regimes are born out of exclusivity
and oppression administered — often with the best
intention - by a single dominant logic”!

It is a principle which does not apply only to
communism, but also to fascism; in the ideological
discourse of both forms of totalitarianism, real logic
is replaced by utopian logic, generated through ie
rationalizing of politica% imaginary. Communist
mythology will found this utopian logic on the
Promethean myth, which affirms the creative power
of human beings, establishing a new religion, tﬁat of
the new man who will gravitate “around his own sun,
around himself”? The illusion of human deification
and omnipotence is carefully built by propaganda,
although it intersects, within the totalitarian doctrine,
with millennial modern mythology, preaching the
decadence of the present world and tﬁe descent (or
rather, building) OF the millennial kingdom.

Totalitarian ideology that develops from the
intersection of these two myths (the Promethean

and the millennial) relies, on the one hand, on the
deification of the chosen one, the hero-saviour, the
leader, and, on the other hand, on the utopia of a
world to come, that justifies any means and sacrifice.
Messianic millennialism is, therefore, the point from
which all totalitarian myths radiate and to which they
equally converge. They form the complex dictatorial
p%ilosophy which homogenizes seducible minds or, on
the contrary, which legitimates individual abuse, as a
condition for the achievement of collective utopia.
Seen in the unifying light of totalitarianism,
without ideological differences, both right and left
extremes are based on a similar mythology - the
conspiracy myth, the myth of the savior, the golden
age myth an(f the unity myth.* Their doctrines have
not only obviously divergent points, but also very
important correspondences. Both communism and
fascism violently attack democracy and the idea of
democracy. Then, communists and fascists have a plan
of redemption, achievable through revolution and the
emergence of the New Man. The left extreme teaches
salvation for the proletariat through economic, social
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and political cleansing. Fascists strive for national
salvation, as well, but in their vision, this can be attained
through ethnic cleansing, and the first targeted are
the Jews. This is an important difference between the
two doctrines: erasing racial and ethnic differences on
the one hand, and xenophobia and anti-Semitism, on
the other hand. But even if; officially, communism is
internationalist and fascism - nationalist, in Romania,
“ideological inflection of the early *70s led to the
adoption of an autarchic nationalism”* Revolutionar
messianism, which belongs both to right and lef{
extremes  ideologies, originates more from the
European atmospEere of the 20th century, animated
by a revolutionary wind, than from the core of the two
doctrines.

Fascism and communism can also be considered in
terms of their relation between politics and religion:
if communism exalted socialist atﬁeism, Catholicism is
revived through Fascism; however, the most important
religion is the cult of personality. In fascist Italy, as
well as in communist Romania, the political leader
was glorified as the nation’s saviour. In public and
in propaganda, both the fascist and the communist
regimes attempted to make their leaders omnipresent
in society.

From programmatic similarities, the parallel can
extend to similar political tactics. For example, both
communists and fascists require discipline from their
members: individual and organizational discipline;
and both parties try to keep their adherents by denying
them the right to establish contacts with the members
of other parties.

Although the communist doctrine seemed to be of
far more permissive and humanitarian appearance, the
violence during the Soviet occupation and the terror
which remained during Ceausescu’s regime, exceeded
fascist dictatorship’s ef%ccts on the chtural plan and
the best proof is Italy’s literary production, as opposed
to Romania’s, during the totalitarian era.

Fascist censorship

In Mussolini’s Italy, the intrusion, in the cultural
field, of political ideology (along with an entire
totalitarian mythology), serves as a propaganda
mechanism, athougE less brutal than in Nazi
Germany or, to extend the discussion, than in
Bolshevik Romania®. During the rise of fascism, a part
of the intellectual community was rallied to the regime
through the Manifesto published by Gentile in 1925
and signed among others by Ungaretti, Pirandello,
Corra((fini, Marinetti, Sofhici and Malaparte. Croce
responded with the Manifesto of the Anti-Fascist
Intellectuals, signed by eminent cultural personalities,
claiming the necessary autonomy of arts and sciences
from politics. Such a reaction would have been

unimaginable (without severe repercussions) in
communist Romania. It was only at the beginning of
the third decade that the government started to put
more serious pressure on culture, including universities:
"In 1930 the Grand Council required faculty deans
and rectors to have been party members for at least five
years, and in 1931, an oath of loyalty to the regime was
instituted for all university professors. [...] This was
a huge Fropaganda coup f}c’)r Mussolini, even though
many of the jurors probably heeded Croce’s advice to
swear in order to prevent the universities being taken
over by party placemen”®

After the fourth attempt on Mussolini’s life, in
October 1926, actions became more radical, but
censorship was aimed more at the press than at
literary productions. As opposed to the situation
in Romania, political neutrality guaranteed Italian
writers tranquillity and freedom of creation, but
the intellectuals sharing different political views
and members of other parties were subject to savage
blackshirts reprisals. ,All parties except the Fascist
were suppressed and the last remnants ofP an opposition
press disappeared. All the communist leaders then in
Italy were arrested and the badly disrupted party went
underground. Gramsci disappeared into prison, to
emerge eleven years later only to die”’

Similar to communist propaganda, fascist ideology
based its notions of nation and nationalism on tEe
militarism of Italy’s “new man’, who would be deprived
of individualism and autonomy, therefore willing to
sacrifice his life (or literature) for the state®. However,
atrocities against Italian people did not reach the
level of those taking place under Bolshevism; Pauley
identifies and describes the third phase in Italian fascist
era, between 1929 and 1934, as one marked by “less
activism’”. It is only after 1934 that we can speak of semi-
Nazification.” At that time, books containing Marxist,
socialist or anarchist like ideologies were f%rbidden,
but they could be collected in public libraries and could
be rea(fl under authorization for scientific or cultural
purposes, with a permission that was quite easy to
obtain. In 1938 there were public bonfires of forbidden
books (works containing tEemes about Jewish culture,
freemasonry, communist, socialist ideas). As fascism
entered its I’ast hase, censorship increased and aimed
at aligning the gook production with fascist ideology:
the law of 18 January 1943, called “Disciplina della
produzione libraria ¢ degli stampati per i|P tempo di
guerra’ clarified "which books were to be subject
to preventive censorship: publications related to
propaganda, the war effort, international relations, and
religious/racial issues of political importance. Scientific
amdg ‘entertaining’ literature (‘letteratura amena’) were
to be excluded unless - a significant exception - their
content related to the war or to politics. ... A form also
needed to be attached in which, among other things,
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the author’s racial status had to be specified”’

Nevertheless, as Bosworth shows, fascism in Italy
was tempered by the continuing influence of the family
and other nonparty institutions such as the Church,
the army, the diplomatic corps and the universities.
"Programmed to ‘believe, oﬁey and fight, Fascist
Italians ...should have become Mussolini’s willing
executioners, automatic adepts of a new ‘civil religion’
and, therefore, crusaders f] First and foremost,
they should have looked to impose a final solution
on the Jewish problem. In fact, however..., being
Italian between 1922 and 1945 was not like that. Even
Fascism’s deplorable racism was, for the most part, as
focused on Arabs, blacks, ‘Slavs’ and fellow Italians as it
was on Jews. [...] During Mussolini’s ascendancy..., his
dictatorship was not a place where ideas and rlzetoric
meshed neatly or inexorably with practice”.”

Though it was meant to legitimate the fascist
propaganda, the literary production was not necessarily
seen as a means of gaining political power, even if, in
the third decade, Mussolini assumed the role of mentor
for writers, in his discourse, held at the Society of
Authors and Editors, on the 1% of August 1926.* His
speech was short and did not include specific guidance
on how the writers had to embrace fascist ideology
in their work. Therefore, we cannot talk in terms of
aesthetical “dictatorship” where Italian literature is
concerned: there is no “monolithic, specifically Fascist
aesthetics’, neither an aesthetic ideology, supported
by a repressive apparatus and designed to “enforce
coherent Fascist principles as the Reich Chamber of the
Arts did in Hitler’s Germany”.* Moreover, censorship
did not impose heavy limits on foreign literature, and
many of the foreigner authors were freely readable.
This was not the situation in communist Romania,
where publishing foreign literature was under strict
surveillance and Romanian writers were forbidden to
publish non-communist literature abroad, especially
in Western countries. Besides, if foreign authors could
freely frequent Italy and even write ;ﬁaout it, with no
reported troubles, and Italian writers could also go
abroad with no restraints, in Romania things were
quite the opposite and the Secret Police controlled
every contact writers had in the West, in order to
prevent any unfavourable propaganda against the
communist regime.

Communist viruses and literature’s antibodies

If we look at the Romanian context of the ‘60s,
we notice that the communist ideology had already
replaced the aesthetic criterion, substituting it with a

olitical mythology; this is what would generate and
ﬁ:gitimate the (regpression methods and measures
designed to enshrine the ideology in literary works.
“Under the pressure of opposing force fields, the

environment couldn’t be but an infected one, although
interesting, from the point of view of a totalitarian
«aesthetics»” that “became an aggressive virus against
which real literature was always compelled to produce
antibodies, to provide responses and to defend in its
own way, groping after free corridors”* In this morbid
atmosphere, the oneiric group feverishly took part in
what Eugen Negrici calls the “antibodies production”
Far from being concerned about anything other than
his art, Turcea remained one of the few writers who
would accept neither a pact nor a compromise with the
system. “In the East, literature acquires the function of
a «combat weapon» both ideological and political, a
function of education, propaganfa and legitimation”.
5 Ideas such as “there is no neutrality for the artists”
or “the literate is an ideologist™ represented the new
aesthetical criteria that the creators had to follow
and thus contribute through art to the strengthening
of communist myths. Despite the air of freedom,
“Ceaugescu asks from literature in 1971 when he
adopts the model of the Chinese cultural revolution,
[...] to convert into a culture with and for the working
class, with characters and themes inspired by it, written
accessibly and in its language”"” It is a ruling principle,
comprising "an iconography (the visage of the activist
and of the worker, the industrial landscape, the red
flag etc.), artistic practices (involving the amateurs and
those outside the artistic world), political behaviors
(loyalty towards the party and public displays of it),
and last, a plastic expression, socialist rcaFism, which
had become in the 1930’s the only tolerated form of art
by the communist parties. '*

These are the specific criteria that Ceausescu,
unlike Mussolini, will impose to literature, the artistic
strategy being very precise: “We cannot accept in
Romanian literature any other concept except the
dialectical materialism, the dialectical-materialism
philosophy about the world and society”; “there is no
press without a party as there is no literature without a
party”.”” His speeches in front of the writers are ample
and, even in siorthand, span over hundreds of pages.
His requests are carefully repeated every time, and
Ceausescu does not omit to give subtle or even direct
threats towards the nonconformists: “sometimes even
in a garden a flower arises and spoils the ambiance and
the perfume, and one is forced to cut it off2** This
discordant note in the conformist literary landscape
is the oneiric group, which Ceaugescu targets directf;:
“Some oneirics say: “Why would I take things from
everyday life? I sit there, in the café, and dream about
how the world is, I imagine and write how I think the
world is, and I write a sort of image, why would I learn
things from reality’..”*" Then, comparing the literary
community with a beehive, Ceausescu mentions that
“the bees kill the drones”, suggesting the elimination of
the ideologically incongruous writers.



Under the motto “who is not with us is against
us’, the state of neutrality was almost impossible and
required a very fine ideological-aesthetic balance,
and the Secret Police archives and files from that
time reflect the high degree of intolerance towards
apolitical literature. The Secret Police made use of
tﬁe full range of means: ,pressure was put accordin
to the scholo ical profile of each, but the metho§
was de(l'fnitely e%ciem in the case of those for whom
fear had become, during that time, an implacable
mechanism”?* The Secret Police surveillance files are
strong evidence of that.”

Communist language “formed of a preset
vocabulary and immutable concepts” was not intended
to reflect reality; it was “entirefy at the disposal of
the authority which uses it to qualify this reality”.
# Critical voices become uniform and the literary
critique, “entirely theoretical’, uses a language made
of a “never ending series (on the contrary, this series,
poor in combinatory possibilities, is a stereotype n.n.)
of pseudo-concepts meant to patch the hiatus between
the totalitarian ideology and literature™ Quoting
Boris Eikhenbaum, Cristina Vatulescu describes also
the ungrateful state of the so called literary critique:
”As for our reviewers — critics we do not have anymore,
since no difference of opinions is permissible - they are
certain to be infinitely superior to, and more important
than, the writer in the same way in which the judge
is always sugerior to, and more important than, tﬁe
defendant”? ()

The liberalization period did not bring essential
changes, although the appearance of freedom was
created; "any innovation was drastically censured, so
that all initial affinities which had led to the formation
of small communities of writers could not crystallize
and be able to affirm group identity through a different
aesthetic program. For this would have meant denying
the official program and sovereign ideology””’

The activity of the oneiric group seemed even
more subversive since, first openly then clandestinely,
they maintained relations wit{: the West, remonstrated
against the regime and their protest became louder
aﬁroad, tried ?successfully at times) to publish their
works outside Romania etc. Despite the air of freedom,
socialist realist critique, more attenuated than

roletcultist militancy, retained its revolutionary spirit
1gut disguised its rigid dogmas: enemies never slli:e ,
they plot secretly and attack insidiously with suthE,,
subversive messages. This is how oneirism would be
perceived by the watchful eye of the communist power.

Ungaretti and fascism
Ungaretti joined the National Fascist Party,

signing, in 1925, the pro-fascist Manifesto of the Italian
Writersafter havingworked, in 1919, asa correspondent

Giuseppe Ungaretti
Sursi foto: http://www.pantani.net/Ferrarese/wp-content/

uploads/2014/04/medium_110329-184334_t0270509sto_0007-Ljpg

from Paris for Mussolini’s daily newspaper, 1/ Popolo
d’Italia. However, it is hard to suspect Ungaretti of
opportunism, despite his adherence to fascism, as
Piccioni states: ”ﬁeing acquainted with Mussolini
helped Ungaretti rather to support certain antifascist
persecuted friends (or to keep himself out of jail in
those two or three occasions when he was arrested for
his fiery speeches: defending the Jews, for example,
defending liberty) than to gain personal practical
advantages. Forced to find teaching work in Brazil
again in ‘36! And note that the foreword [Mussolini’s,
n.n.] from 23 (strange to say!) does not appear again
in any of the following editions of the Allegria, neither
in’31, nor 36, nor '43”.%

But Mussolini prefacing the 1923 edition of I/
porto sepolto and politicizing thus the poetic insight
into the horrors OF the war, remembers that Ungaretti
“was nota political correspondent”. Commenting upon
this foreword, Piccioni remarks: "Ungaretti, anarciist
but interventionist, and Mussolini, socialist, director
of Avanti!, but also an interventionist, met, thus, in
the proximity of war. Mussolini does not remember
him already in 23. [...] In the seldom reports that
they subsequently had, strange to say, Musso]fini rather
tolerated Ungaretti, fascinated perhaps by his lack of
interest.”

But was Ungaretti really permeated by fascism?

71



n
—
=)
S
—~
<
=1
=
=
=
122]
=1
=
o
&=

72

He might have been, as long as fascism had still
meant totalitarian pluralism, as Roger Griffin (1998:
20) characterized it. It is only within this form of
totalitarianism that Ungaretti could have felt protected
from any necessity to compromise, as Ruth Ben-
Ghiat® underlined, arguing that the novel, rather than
Ungaretti’s modern poetry, would have represented
the literary label améD choice of Fascist intellectuals.
Moreover, as Luti observes, fascism, at least during its
first years, was tolerant with a movement that seemed
casy to isolate (as opposed to “Solaria’, for instance),
and the works of tlf)e hermetic poets did not arouse
“the opposition of the fascist censorship since they
were considered not dangerous, provi(ﬁng also an
advantage in order to prove the ‘liberality’, even if
purely embryonic, of fascism”?!

Apart onm that, it is the question of literary
freedom which could be raised here, in particular, as
it could be in relation to any totalitarian regime; in a
private letter to a mistrustful French critic, Ungaretti
claimed that fascist rule did not imply censorship:
“Dear Cremicux, Orthodox fascists who cannot
tolerate freedom of thought and criticism exist
only in your imagination”** Besides, as far as fascist
censorship is concerned, George Talbot (2006:138)
identifies its origins in racism, a cause which did not
affect Ungaretti but then, which could not be farther
from his spirit, as Lucia Re remarks upon: " The racism
implicit in fascist imperialism was particularly aberrant
in Ungaretti’s eyes. I/ deserto not only reiterates
Ungaretti’s old admiration for the Jews but provides
[...] an evenhanded assessment of the new Muslim
solidarity and of Arab-Egyptian nationalism. [...]
Ungaretti opposes any form of intolerance, violence,
and fanaticism”®

As Ungaretti himself mentions: "It was a habit I
developed in childhood, namely to value one’s own
nationality, of course, but also to reject the prejudice
that I couldn’t consider my brother the person
belonging to a different one ... It is in my nature to
know nothing about repugnance for another race or
nation”**

Moreover, Ungaretti is not willingly engaged in
warfare, whether fascist or not; he is nota revolutionary
advocate of violent solutions. On the contrary, as
Noto®* observes, in his first poems he exclusively
captures and illustrates the atrocities of war, not finding
anything appealing in the idea of armed conflict.
LAllegria is predominantly an anti-war collection
(as Baroni, Papi, Ossola, Cambon and others have
agreed upon) and the harmless, enthusiastic pro-fascist
articles hPe wrote derive from the fact that Ungaretti
was, as Papi*® noticed, more a friend than a supporter
of Mussolini, admiring less his political ideology, but
rather his fiery spirit. However, there are many voices
denouncing Ungaretti’s pro-fascist adhesion, such as

Cristophe Mileschi’s, who tends to ignore important
aspects related to the historical and personal context
wllzich made Ungaretti susceptible to such political
influences: the origins of Ungaretti’s membership in
militant fascism should not be sought within the naive
fault of a politically-ignorant and immature young man,
but within the necessary and logical consequence of a
literary work that requires the author’s commitment.”
But to what extent can we talk about politically
engaged poetry as far as Ungaretti is concerned? Apart
from the subtle patriotic verses of Popolo, which can
be interpreted as the poet’s embracing un vento nuovo,
his formal adhesion to Fascism is not reflected in his
literary work, appearing quite in opposition to the
warmly human sensibility of his poems. He is not a
victim, he is not a beneficiary of tge regime, although
he might seem to take undeniable advantages from his
personal relation with Mussolini. Commenting upon
Ossola’s introduction to Ungaretti Giuseppe: Filosofia
[fantastica. Prose di meditazione ¢ dintervento 1926-
1929, Giorgio De Rienzo agrees with the critic in
this respect: "Despite Ungaretti’s fervent adhesion to
Fascism, he remained naive in his passion, benevolent
in his generous offer, and, maybe, particularly for that
matter — suspect to the regime. For this is the truth: not
only did he not become an indispensable intellectual
for the fascism, but neither did he get a place in the
Academy which he had desired”

Mileschi ~ gives another interpretation to
Ungaretti’s fascism and its relation to his verse,
identifyinga profound need for order that goes beyond
dictatorial discipline: “it seems almost impossible not
to notice the presence of a living and moving faith in 7/
Dolore, but, as literary critique Eas shown commenting
upon his poems, the supposedly atheist Ungaretti
from the first period was a believer ignoring himself.”
He further reFers to Ungaretti’s first poems, “those
texts whose placement in the work &f Ungaretti)
follows an internal necessity, poems with religious
symbolic function: to echo, to connect, to re-connect
the order of this world, as the Duce wants and does,
with the sovereign harmony we feel nostalgic for””’
The illustration of this self-ignored faith that requires
harmony comes from the same text interprc:tc:((i1 as a
pro-fascist declaration of Ungaretti: “for the first time
in many centuries, imposing military and religious
harmony upon the Italian community, a leader feels
the supernatural character of the impetus which the
Provid[c):nce has dictated him to impress on history”*

Turcea and oneirism vs. communism

Oneirism could not develop into a coherent
literary movement like Hermeticism did in Italy,
lacking both favourable time and space, and being
prohibited by the regime; but contributed significantly
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to the definitively aestheticizing process which began
in the ’60s, with the liberalization trend. Unlike the
more combative, impetuous spirit of his oneiric “peers’,
Turcea undertook this aestﬁetic battle by adopting
an attitude of rebellion through silence (or at ﬁ)cast,
through a less articulated opposition).

“The contextual analysis of the oneiric poetry
and prose as well as of the theory of the structural or
aesthetic oneirism highlights mostly an aesthetical
motivation and purpose which are alternatively
political”* Rather than engaging himself in debates
and rhetorical combats, Daniel Turcea tried to resist
the communist creed, to dissociate himself from the
leftist patterns and to avoid any ideological influence,
expressing himself exclusively throu E an aesthetic
demarche. Therefore he is not so visible on the literary
scene, neither employed by a publishing house, nor
occupying a certain position (in fact, he doesn’t even
try to attain one and even remains unemployed for

cars, which was inconceivable at that time), just
lecause taking literature seriously and being a writer
meant for him avoiding any compromise that such
positions might have required.* He felt - and proved
— that poetry is not light industry producing consumer
goods, but an abysmaig descent into Maelstrom, on one’s
own. This is how one can find him over time in the few
testimonials: alone and often lonely, writing without
being published (not at any price), with an eight years
intermission between the first and the second poetr
book, without moral or aesthetic compromise. All
these aspects, presented in a simple array, are revealed
with dif%culty and only after a thorough research that
Romanian literary historians and critics have just
started to make after 30 years of silence.

Daniel Turcea
Sursi foto: http://jurnalul.ro/thumbs/
big/2013/12/14/poetul-daniel-turcea-urme-in-
vesnicie-18469299.JPG

Daniel Turcea was a very discreet person and this
accounts for the lack of testimonials related to his
life. Paradoxically, I searched the poet’s Secret Police
surveillance file, gut this document containing only 30
pages, provides very little information about him. In
this report, he is accused of having a hostile attitude
towarcfs the communist regime andg‘ ‘suspect relations”.
But what was hostile in his behaviour? In a note, dated
14" of January 1974, an informer gives an account of
a meeting held at the Writers” House, where Turcea
seemed reluctant to the communist opinions ofa certain
“S. Diter”. But the problem should be considered in a
larger context: on tie 17" of January, the same year, a
new file is opened by the Secret Police, regarding “the
hostile activities of the persons working in the artistic-
cultural environment”* “Hostile activities® meant
nothing but simple comments lacking communist
enthusiasm, listening to foreign radio stations (such as
Free Europe), contacts with foreign citizens, publishing
abroad or any other action that could have been slightly
interpreted as a protest. From this point of view, Daniel
Turcea s bohemian, apolitical life seemed quite suspect
to the authorities. Moreover, he remained unemployed,
because he refused any job outside Bucharest, as he
wanted to build a writing career (he was an architect).
He had very few friends and his neighbours declared
that he was “an introvert, distant and arrogant person,
at least in his relations with the other locators in the
building”*

In the eyes of the Secret Police, the poet must
have seemed particularly dangerous because of his
(harmless) relations abroad. On October 22™, 1974,
informer “Vasilica” reports that, meeting in June with
Daniel Turcea, “he said he had made a request to go to
France where a friend had made preparations for the
publishing of one of Turcea’s books”* Maj. Oprisor
Onitiu concludes that this friend can be no other than
Tepencag, persona 7on grata in Romania, manifestly
hostile towards communism, dangerous because of the
anti-communist statements made at Radio Free Europe.
A month before, on May 24, 1974, in a hologra Eic
handwritten note, it was recorded: "An agent ofP our
unit informed us that the following message was sent to
Daniel Turcea from Flammarion Eookstore in France,
Paris: T would be very happy to meet you as soon as
you come to France. We could talk about your poetry.
[ hope you will consider this an invitation. I would be
happy to meet you"*

On January 25, 1975, informer “Filticecanu”
reports that “a journal published in Canada and edited
by a certain Toma Pavel included also some poems
written by Romanian authors. Among these oneiric
authors are Daniel Turcea, Leonid Dimov, Virgil
Mazilescu, Vera Lungu”? All these aspects must have
looked like real crimes, compared to the Secret Police’s
objectives “to identify those elements preoccupied with
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writing literary works with a hostile or interpretable
content, in order to publish them abroad’,* afthou h
Turcea’s poetry was as neutral as it could be, politicaﬁy
or ideologically.

As everything was subject to interpretation, every
gesture was weighed amf commented upon (often
maliciously, by the zealous informers - colleagues
of the “defendants”), Turcea could not avoid value
judgments. On June 29%, 1974, informer “Bratu”
writes about a recent meeting held with the young
members of the Romanian Writers' Union: “Among
the issues raised in particular by Daniel Turcea ...
can be mentioned: (fifﬁcultics in working with the

ublishing houses, small editorial spaces reserved to
Ection, implying that the young writers” works can be
published with a reduceg frequency. ... He said that
‘we are the young generation, but we are Frevented
from enjoying our rights, we are professionals without
profession’ (an allusion to the fact that he is an
unemployed architect).... He spoke in a very arrogant
manner and denied the artistic possibilities of future

enerations, saying that ‘the generations to come won 't
Eavc the same talent and education as we do.*

Like any totalitarian ideology, communism “tried
to absolutize its own imaginary, decrying all alternative
forms”* The autonomous literary imaginary domain
was to realist-socialist critique nothing but immanency,
irrationalism, impossible to prove scientifically,
therefore forgery to be avoided. Even the “minimalist”
realism, while risking an “ideology dilution” by
expanding its “palette, paid attention to the new
torerated concepts - ‘distinctive timbre} ‘subjectivity)
‘diversity of styles’ etc. — still considered dangerous
and subversive”>! The canonical socialist realism was
particularly meant to regulate the poet’s attachment
to the socialist ideology and the poet’s alienation
from any decadent influence; thusly tamed, the artist’s
interiority was also monopolized. This was another
antagonism with the oneiric literature, with its hidden
mecEanics, since the oneiric text “self-proclaimed its

uality and right to have access to all reality, including
?116 impenetrable interiority”.>* Daniel Turcea renders
an almost mathematical application of the reality
inserted, converted into poetry: ”We perceive reality
axiomatically. And as far as the immediate reality is
Euclidean, based on axioms, the dream becomes the
postulate and not the reality. But the dream of the
oneiric art is a logical construction and not a hazard,
although it is built on a mobile axiom, meaning that
it is not working as an immobile axiom, it is not
geometry built on a rigid postulate but on a variety of
postulates”

What is worth stressing in Daniel Turcea’s case is
a matter that sheds light on the poet’s moral character.
During the 60 s, along with the ideological relaxation,
a more subtle way to compromise began to operate,

which led to censorship’s approval: “young poets
who then published their first books (Ana Blancﬁana,
Nichita Stinescu, George Tomozei etc.) observed
that this recipe based on blending pure poetry and
ideological verse was accepted by the cultural activists
of the Communist party and, eventually, they started to
recommend it as a way of political-literary compromise
that could satisfy everybody.**

Regardless of their works and of the differences in

uality, the strategy was successful; yet, Turcea rejects
gﬁs way to “satisty everyone”, keeps his verticality
and prefers not to publish at all. This explains the
long period of silence between the releases of his two
books.”

Naturally, in the eyes of the communist regime,
the oneiric poetry is firstly faulting by inaccessibility,
thus deco&libng the poetic message impossible to
“ordinary” readers, and, secondly, by abdicating from
the realistic representation of immediacy, of the
utopian communist world which does not need poetic
adjustments in order to reflect utopia. Moreover, in
contrast with the requirements of tie political party
and the poetry shaped at the lathe of patriotism,
Daniel Turcea exploits imaginary places to enhance
the aesthetic effect, areas full of meanings and symbols,
full of mythology and archetypal images. There is
no folk thrill crossing his verse, no nationalist cliché
looming in some exclamation, because Daniel Turcea is
far from using the rhetoric of his time. His poetry has
no effusions. It is cold, intellectualized, and ironical
sometimes, calculatingly hermetic, in disagreement
with the infantilism shielded by the regime. Like
Ungaretti in Sentimento del tempo, Turcea writes about
Christian happiness, in his second volume; there is
a pure joy ofp creation, an analogy game; a graciously
geometrical poetry, with a rigor and conceptualization
deeply spiritualized.

A rapprochement between Turceas and
Ungaretti’s poetry might seem strained, as their works
belong, apparently, to different periods. But the so-
called modern Romanian poetry didn’t have the
time to evolve and was “sentenced” to anachronism
by the brutal intervention of the party’s aesthetical
doctrine. As Eugen Negrici®® observes, “the concept
- incongruously called modernism - applied solely to
what is new, has no philosophical ground”. Modernism
was recovered only in the 60, (Elring the period of
slight liberalization, with the development of the so-
caﬁed “new modernism”. But, as the same critic states,
“the new modernist writers are, in fact, modernist!”

I should mention first their exceptional cultural
background and its preeminent French nucleus, which
aroused and maintained their interest in the aesthetical
field of European poetry. Daniel Turcea brought to
Romanian poetry tﬁe finesse and delicacy of his verses
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crayoned to an infinitesimal degree. In Entropy, his
poetry has — mutatis mutandi - the eurhythmy and
cleverly constructed meticulousness of Rimbauds verse,
alternating with wide and sinuous volutes. The writer
is a virtuoso in producing hermetical images, through
which, programmatically, he sees the opportunity and
meaning of writing. On the other hand, Giuseppe
Ungaretti considers that writing means, more or
less, subliming one’s personal diary. That is why his
oetry, especially in the volume Porto Sepolto, will
Eear the mark of his immediate experiences. His ideas
follow one another in an unforeseeable zigzag, which
ultimately define a spiritual evolution. It is exactly this
high temperature of ideas, of intellectual feelings, that
converts the intimate diary into authentic poetry.
Daniel Turcea’s poetry holds its extremes within:
on one side we have The Entropy, a volume of a
mathematical hermeticism, with astrophysics and
alchemy references as well as oriental infﬁxions, with
scholastic content in which the “logical luxuries”
combine with the “geometrical extravagance”; and on
the other side - ]%e Epiphany, in which the author
transposes a religious experience in verses of the most
suave quality. The leap from the baroque-geometrizing,
oneiric poetry, to the intensely spiritualizeg,
unobtrusively orthodox verse of his last years (Epiphany
and the posthumous volume Love Poems) unveil an
incandescent inner adventure, impressive through its
authenticity, transposed in a work in which the heavens
of stars an! geometry and the heavens of sacred letters
are one and the same. Ungaretti is a poet whose pages
anticipate their exegesis. A writer possessing an acute
self-consciousness, he has the time and space dedicated
to entire pages of genuine essay, of memoirs and literary
critique ez miettes, which facilitate the interpretation
of his lyrics. Finally, their common traits can also be
revealed, not without nuances, in the spiritual structure
of their writings which bears the imprint of the sacred.
The thematic analysis of their poetry will lead to
the wide-spread motifs, built on similar visions. The
poets’ association with this mythical universality, in
contrast with the totalitarian ideology, will not serve
an ethnical purpose, but a purely aesthetical one, which
will encompass universal mythologies accessible to him
through reverie: an extension of archetypal thinking in
the present time and space and/or ahistorical. But even
considered in the ligf-t of the primordial immanent
thinking, originating from “the (ﬁ:cper layers of human
emotion’, the modern myth “cannot be considered to
be pure emotion, as it is the expression of the emotion.
The expression of a sentiment is not the sentiment
itself - it is the emotion turned into an image”.”
For Turcea, as well as for Ungaretti, the symboFism—
rationalism incongruity that the myth represents will
find its own poetical sofution through theiermeticism
that encapsufates the dream and the fantasy, on the one

hand, and on the other hand, the mathematical rigor.
Conclusion

Never-ending debate could be continued on the
subject, but to summarize the main aspects discussed
in this essay, I would limit myself to notice the obvious:
where Ungaretti is concerned, we can only speak
of afproximate commitment to fascist ideol{)gy, an
ideology which appeared far more permissive than
communism in Romania. We could speak, at most,
of a problematic adhesion, which does not intervene
in the creative freedom. One would not find, in the
Italian cultural landscape of that time, the obligation
to insert ideological “special effects’, zealous patriotic
slogans in the literary productions, as it happened to
Romanian writers afﬁfiated or not to communism,
because fascist propaganda did not require such
distortions. But despite the powerful ideology, the
actions taken in fascist Iraly were not as drastic or
repressive as the efforts of other totalitarian states to
create a new culture. In comparison to the situation
in Romania, art and literature in Fascist Italy were not
strictly controlled, and were only censored if they were
blatantly against the state.”® Thus, we cannot speak
of a fundamental difference (and not even a subtle
one) between the ideological content of Ungaretti’s
and Turceas works. The two poets shouldn’t be
considered at opposite poles in terms of their adhesion
to a totalitarian ideology. The oneiric writers clearly
withstood communist ideology, trying not only to
distance themselves from it, but also to take action;
nevertheless they were eventually scattered by the
interventions of the Secret Police. Yet, as Ungaretti’s
poems will not reflect his fascist adhesion, neither
did the actions of the oneiric writers show in their
literature.
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