ABSTRACT
Our purpose, stated right from the beginning of this thesis, is to demonstrate that there is an original and extremely complex Argezian formula, whose constant is represented by the aesthetic mentality, a formulta to which the Romanian prose owes its renewal. We have succeeded in identifying those style elements specific to Arghezi’s writings and to argument the idea according to which the modern Romanian prose is developed, to a significant extent, upon the prose of Arghezi.
In the Introduction, we have made a concise presentation of the evolution of the study on style and stylistics. One of the conclusions at this moment is that stylistics is such a difficult discipline to situate because “instead of delimiting its domain, it diversified to such a measure that it dispersed into other language sciences”.
We were able to analyse the style of Arghezi’s work by referring to literary stylistics, explaining the language facts as individual creations, a result of the aesthetic spirit.
In Chaper I. Tudor Arghezi – Poeta Faber, we have shown the complexity of the “Arghezian phenomenon” which, for us, remains impossible to label. He was, in turn, claimed by almost all the new lyrical orientations of the moment, but, nevertheless, Tudor Arghezi will never be framed in just one, owing to the proteic character of his works.

The keywords of the critical studies on Tudor Arghezi are: antisymbolism, Baudelairian influence, romanticism, tension of contraries, Faustian spirit. These characteristics of Arghezi’s style are fully presented and argued for in the pages of the subchapter Tudor Arghezi –poeta faber.

Several critics noticed in Arghezi’s prose an attempt to not insist too much on the form, but few saw the innovation in his writings manifested in the phrase syntax which was out of the boundaries of the rules. Despite neglecting these rules, inspite of changing the word worder, Arghezi’s texts do not give the impression of an artificial lanugage.
In Tudor Arghezi – baroque spirit, we have taken over the theory according to which we can recognize a baroque spirit in Arghezi’s works. This term is encountered in the proseman’s writings with two meanings: one which means heavy, excessive, pompous, and a second one, meaning bizzare, with an obvious depreciative overtone.
In Conceiving the Novel, we have shown that Arghezi’s option for the novel is explained through his having intuited certain internal laws of the genre which would allow him to bring several formulas under the same umbrella.

Tudor Arghezi notes the neccessity for a novel that does not remain at the surface of things, such as might have been the case, in his opinion, with Liviu Rebreanu’s Ion, still, one of the first objective creations fully successful in the Romanian literature, a fact which Eugen Lovinescu also maintained. There appears a need for an indepth synthesis which to organise the fictional universe, an outset ascribed to the signally poetical spirit Arghezi had made proof of. His option for a stylised model seems of a great importance to us today. The need for “combing” the texts, through going back over them, tells of this model, and if we do find some naturalist influences in Arghezi’s prose, they could have found their way there in this way, unless they did so through Caragiale. And eventually we should admit that, even if his prose has a definite aesthetic value, it lies under a certain eclecticism which proved to be beneficial at some point in time. It is the case with Cimitiru Buna-Vestire which in terms of technique makes the boundary between genres disappear in a manner similar to that in Ulisses by J. Joyce. Even if the intentions of the two authors were different, they came to a similar result, outlining an (Irish, respecively Romanian-Dâmboviţean) specific is telling in this sense.
With regard to the way the critics perceived Arghezi’s prose, in the beginning this was confined by at least two factors, precisely the inadequacy of the critical methods and the lack of experince in the domain of the novel. This part of our thesis aimed to show that the debate on whether Tudor Arghezi’s writings, Cimitirul Buna-Vestire, Ochii Maicii Domnului and Lina, are prose or not presents today a much lesser importance when compared to the novelty they propose.
Chapter II.Cimitirul Buna-Vestire. Despite its fragmentariness, its mixture that causes indispositions, its lack of epic finalities, “Cimitirul Buna-Vestire seems the most solid Romanian creation of Arghezi’s.

Fragmentariness. It is perfectly true that Tudor Arghezi is not capable of ample constructions. But even in Cimitirul Buna-Vestire there is an intended fragmentation of the epic discourse, in small nuclei, 68, if we are not mistaken. This rigurous division, which has a classical aspect, is but a veil. Actions do not breathe freely, each piece is focused on a moral aspect to absurdly transform the world. There are sequences which are autonomous in the entire textual mass. The eschatologic vision is the only one that unites all these pieces, and not the narration. This paradox, this construing “left-handedness”, constitutes today a part of the charm and resistance of this prose. We cannot talk here about a Balzacian formula, as it was the case in the ample La Comédie humaine, and we cannot talk either about a Proustian or Joycean one, or about a naturalist dominant, and still the novel is completely original, in Arghezi’s way of conception.
The false solemnization, the self-persiflage. The solemnity, or rather the false solemnity, card will be played repeatedly. Mentioning it right from the start is clearly a warning with regard to a procedure the author will use in order to bring to an end both the narrative path and the moral lesson, which was very dear to Tudor Arghezi – the pamphleteer.
The Kitsch. The entire novel could be a plea for kitsch. The putrefaction and cheap decadentism dominate many of the characters in Cimitiru Buna-Vestire. We find the kitsch as an immediate product, a fruit of the minds anchored in the quotidian which pay tribute to a superficial reasoning.

Irony. When it comes to the acid substance of irony, Tudor Arghezi is almost impossible to surpass. The vocation of the pamphleteer shows itself entirely. In Arghezi’s novel, there is a real circle of characters, some of the most retrograde typologies. 

The absurd. The absurd, too, institutes itself in Cimitirul Buna-Vestire. It is there to complete the other dimensions which only converge to a comic and parabolic vision. In fact, the main character goes through a series of adventures that take place in the vecinity of the absurd.

The linguistic clichés, the quote and the paraphrase. The quote and the paraphrase are often used by Tudor Arghezi. Of course, the author does not stop there, he also interprets and deconstructs them. A part of the quotes and paraphrases are found in the form of intertextuality elements. Tudor Arghezi does not hesitate, in order to render a caustic dimension, to make a reference to the classics of Romanian literature.
Maxims, sayings, proverbs – the oracular language. With Tudor Arghezi, sayings and proverbs are also provided with a dose of subjectivity, to a greater or a lesser extent. It is easy to note that such a language, we could call it oracular, is connected to a great extent to the false solemnity which is meant to highlight the risible, the ridiculous in certain situations.

Proper names. One of the proper names that immediately draws attention is that of Gulică Unanian. In using a procedure of I. Negoiţescu’s, employed by the critic on Caragiale’s characters, we will say that Gulică’s name has both herbaceous and culinary echos. Gulică remains in the Romanian literature as a type of unadapted intellectual. Deputy Pilaf, too, has some culinary echoes through his name. The transparency of his name is meant to increase his ridicule, his avidity and his self-sufficiency. He belongs to the typology of the avaricious. The “Minister” often enters the narrator’s rhetoric. As it is mentioned in the novel, he enters the family cosmogony. Capitalising his name bears, on the other hand, a wave of irony.
Mannerism. At a close inspection, we will discover in Cimitirul Buna-Vestire a mannerism such as Ion Creangă had already anticipated in our literature and Marin Sorescu had crystallized. Debunking the world, wearing the values out, the absurd, the grotesque, the irony are just some of the arguments that suport this point of view. The mannerism in this prose entitles us to talk of yet another axiological case and of vigour in the Romanian literature.
Chapter III. Ochii Maicii Domnului. Beyond the current interventions of the critics, we have proposed some observations with reference to several dimensions specific to Arghezi’s working tools. Our attention has been drawn by the ludic component which the critics resolved to passingly mention or ignore completely. The absurd is also an ever present component in Arghezi’s work. Elements of intertextuality, as we have seen, have a very important role and outline a romantic program. The digressions and the syncopic character of this novel have attracted the attention of the critics and given birth to contradictory debates. Ochii Maicii Domnului remains an atypical novel, with many surprises in its construction. 
The ludic – the infant hypostasis. In Ochii Maicii Domnului there is a double representation of the ludic: the childish way in which Vintilă evolves and the means the author appeals to in order to render it. As we already know, Johan Huizinga, in Homo ludens, defined the game as “a discharge of a surplus of vital force” and all the experiments aimed at finding its essence have done nothing but lose count of “its profoundly aesthetic qualities”. Tudor Arghezi’s tools from the poems of the tiny, minute universe are liberally encountered here. As is the case with this poem, the ludic and ironic dimension conveys special connotations to the language, while the author does not hesitate to invent new words. 
The ludic – the pathological hypostasis. Such a hypostasis can only be found in the vecinity of the bizzare and of the grotesque. The extravaganza in this novel and, to be more precise, in the pages presenting the environment at Saconnex is construed to a great extent on this particularity of the ludic.

The absurd. The absurd is a dimension which Tudor Arghezi uses in all his three novels. In Ochii Maicii Domnului we are at first surprised by Sabina’s bizzare path. The space at Saconnex belongs to the absurd as it hosts unaccomplishable ideals by means of its characters. Saconnex is the place where utopia is possible because nobody realises its absurdity. 
Intertextuality.The forms of intertextuality in Ochii Maicii Domnului differ from one context to the next. Most of the times they are a clue to the program the author wished to crystallize inside the novel. It is not the case here of some sort of thesisism but of a forma mentis which characters become prisoners of.

The quote and the paraphrase. Their deconstruction. Such a procedure is used by Tudor Arghezi when Sabina meets Horst, the mysterious traveller, on the train. As is the case with Cimitirul Buna-Vestire, there is referentiality to the Biblical text.

The romantic vision. Before all, there is the motif of the orphan and that of the widow, both used to subtly illustrate the social status. Another romantic element is constituted by the tendency of some characters to regress, as a sort of nostalgia of the origins. The space at Saconnex, although inhabited by different types, represents a romantic space. Here the irrational, the grotesque and the irony are masterfully combined. Sabina remains a symbol-character because of the romanticism idea in Ochii Maicii Domnului, her repulsion towards any kind of social restraint, her joy in travelling, her adventure with a stranger who will be the father of her son, her life in poverty are exponential in this case.
The digressions, the overturning of chronology, the syncopation. We have to mention that the temporal twists, the offcuting and inlaying of some sequences apparently not belonging to the contents of the novel constitute in Ochii Maicii Domnului a real play where there is a demand to discover a mystical, symbolical key. We believe the author appealed to these alternances out of his desire to make the perspective ambiguous and to place a greater emphasis on the metaphysical side.
Chapter IV. Lina. For us, Lina seems to be the novel that synthesises the Arghezian prose and reprises, not necessarily redundantly, some of the motifs. Nicolae Balotă considered this novel is construed in a contrastive way: on the one hand, the world of the profiteers and industrial predators, and on the other hand, that of Lina and Ion Trestie. But beyond this display of contrasts, there remains “the chequered factory, the mechanical Moloch, serviced by only a few of its men who still have some colour”, as Nicolae Balotă said.
The eulogy to technology. Nicolae Rotund places the novel under the sign of the technic eulogy. In fact, he concludes that Arghezi’s ideas about science express a positive attitude. Still, the critic believes that the novel is not remarkable necessarily due to its documentary feature, but especially through its industrialization process.
The grotesque, the terrifying and the scabrous. Even if a positive attitude of the proseman was noticed with regard to science and technology, we can remark the contrary attitude, too, which reveals a cruel truth: the factory, a space for technology, is a devourer of energy, it assumes many sacrifices, while the image of the haughty towers hides a dark one, with events that many times cannot be controlled by human force.
The buffoonery. The masquerade often monopolizes the “stage” in Lina. It belongs to a great extent to a play on contrasts. The masquerade starts right from the beginning of the novel, where we learn some of the details about the world of business, about the resort and the undersides of some sectors in society.
The absurd. The absurd inscribes within the dimensions that particularize the world of Arghezi’s prose. This fact actually belongs to an ideality to which there is a subtextual reference.The absurd highlights the imperfectness of the world and its faulty laws. Victims to this gearing are those who are not capable to compromise, as is the case with Lina.

The zoomorphism. In Lina, in the description of the factory there is an abundance of metaphors “which indicate an anthropomorphism or a zoomorphism of the imaginary”, while the mechanics of technology are seen “under the species of an ancient organism”. A place in the novel where the zoomorphism meets technology is where the locomotive is described. It is easily noticeable that Arghezi is a painstaking artist of the style who pays great attention to the artistic means. 

The theatricality. Adrian Anghelescu placed Arghezi’s prose under the sign of theatricality and of buffoonery: the characters act as if they entered a huge stage and played a part. They wear different masks and partake in a grandiose show. It can be noted that in this prose there is a double arrangement of the show. 
Chapter V. Stylistics of disaggregation should, in the present day meaning, explain an à rebours attitude, but not in a radical, avangardiste sense. Through this kind of writing, Tudor Arghezi tries to announce and explain a crisis, namely the one in which the signs of rupture and of irreversibile change are visible. There are numerous reasons for which we have decided to talk about the stylistics of disaggregation. If we were to refer to Ochii Maicii Domnului, it is clear the author desires to identify, on an ontological level, the scision, the rupture or the isolation. In Cimitirul Buna-Vestire there is use of a real decadence arsenal, numerous exponential characters in this sense float as if in a real theatrum mundi. Although in Lina there is seemingly a tendency to give up this ideality, still there is a commendation to the machine, as Nicolae Balotă would say, and implicitly a commendation to the disordered and impredictable industrialisation.
Triviality is used as a metaphor for decadence. That excessive eros in Cimitirul Buna-Vestire completes this vision of decadence. Nicolae Iorga had accused the poet of “pornography” and did not recognize any aesthetic merit. Today we see clearly that the triviality in Arghezi’s work is a positive one, one that very well hides his moralising intentions and wins its own aesthetic status. 

Tudor Arghezi’s irony is not one of detachment, but a filterable one, it insinuates itself into its object and decomposes it. Excesses do not lack, entire excerpts in Arghezi’s prose seem to be variations on the same theme and become almost redundant. The aim lies on the flawed social organisation, state institutions, certain civil servants. For the latter, Adrian Anghelescu used the syntagm “institution-man”, as an expression of dehumanising and implicitly of disarticulation. The zoomorphism, as an animal mask set on top of the human character, comes to complete such a projection.
If the commendation to the machine
 occupies a marginal place in Ochii Maicii Domnului, not the same can be said in the case of Lina. Here there is not only a commendation to the machine, but also a commendation to industrialization. The negative valences of industrialization are highlighted in the foreward to the novel. The space of the factory is the symbol of the artificial even if for Ion Trestie and Lina it may well mean refuge. Similarly, the relationships between the civil servants and the workers reflect, as Tudor Arghezi would say, “the distance between classes”. Belonging to the same topos, we can also mention the park at Saconnex, the monastery or the cemetery. 
A maternal and paternal tutory in absentia also belongs to a stylistics of disaggregation. The maternal and paternal tutory is missing from Arghezi’s prose. The unadapted and disoriented heroes constantly fight in order to rebuild a balance. They represent the embodyment of a crisis, since they are always looking for a reference point. Tudor Arghezi used in this case the typology of the orphan. Vintilă Voinea, Ion Trestie and Lina will look for refuge by way of redemption.
Stylistics of Arghezi’s marginal narrative universe

In Icoane de lemn the first impression which is contoured relies upon the fragmentary character, in disparate sequences, most of which are autonomous. The vast majority are short stories and narrations, written in a spirited manner. The monastic world is a chequered one and does not lie outside of earthly laws: priests swear, steal, cheat, fall into temptation, and they do so by playing their part to the end.
In Poarta neagră there is the same fragmentary layout, in autonomous pieces, all of which telling of the same reality: life at Văcăreşti, where the poet was imprisoned for 11 months. The metaphor in the title is a direct reference to a closed topos, a hellish one. There is yet another real refferent which Arghezi – the proseman appeals to. We can say this is an autobiographical writing where the talent of the proseman, of the moralist and of the pamphleteer combine masterfully.
Tabletele din Ţara de Kuty. The book has the same fragmentary layout, in small chapters, aimed to synthesize and focalize the action of the respective narrative piece following a classic procedure. The fluency and continuity of the narration are kept on by the unique perspective of the main character who goes through all sorts of adventures which mostly belong to the absurd, as is the case with Swift. Essentially, there will be a focus on perpetuating a social model in a world (Ţara de Kuty) in a satirical way, a world which despite estranging from the known world finally adopts the same organization as the latter. As a consequence, Arghezi’s prose becomes yet again a veil for the virulent pamphlet.
Cartea cu jucării is considered by G. Călinescu a continuation to the novel Ochii Maicii Domnului. The critic thinks the same happens as in the latter novel, namely “It glorifies childhood and its freedoms of a suave animality”. But “artistically speaking, it is not a book for children, but about children, making a note of the infant world aspects: specific language, logics of the absurd, curiosity”.
Cu bastonul prin Bucureşti is an evocative prose, the author himself explains himself by saying that it is nothing but a “succession of impressions”. In this prose, the pamphlet and satyrical accents bear a visible moderation. The life of the capital is presented in its entirety, in the form of a chequered flow of mentalities and models. The technique the author often uses here is reportage-like, where the objective mixes with the subjective.
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