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SUMMARY

This doctoral dissertation is entitled “Romanian-English Interferences In the Inter-War Period” and it is structured in five chapters: “James Joyce’s Influence in the Romanian Inter-War Prose”, “Virginia Woolf’s Influence in the Romanian Inter-War Prose”, “The Mystery Technique at Scott Fitzgerald and Mateiu I. Caragiale”, „The Point and Counterpoint Technique at Aldous Hixley and in the Romanian Inter-War Prose” and “The Leviathan Myth in the American and Romanian Prose. From Hermann Melville to Vasile Voiculescu”. 

In literature, the humanistic democratical tendencies which dominate the period are oposed to forms of rasist ideologies. This is why the literary life undergoes violent conflicts and debates. In this context, in the Romanian literature appear names such as Mihail Sadoveanu, Liviu Rebreanu, Camil Petrescu, Mateiu Caragiale, Tudor Arghezi, Lucian Blaga, Ion Barbu, Eugen Lovinescu, Tudor Vianu, Hortensia Papadat Bengescu, and in the English and American literature personalities such as James Joyce, Virginia Woolf, Aldous Huxley, Herman Melville, Scott Fitzgerald.

James Augustine Aloysius Joyce’s personality (1882-1941) – novelist, poet, dramatist, literary reviewer, of Irish origin, born at  Rathgar (a rich suburb of Dublin) – is as complexe as his work. The writer may be considered an important promoter of the Irish literary renaissance during the inter-war period. 

Most of Joyce’s critics consider the political events in Irland at the end of the nineteenth century as one of the important factors which acted on the conscience of the young writer: both his emotional memory, as well as his aesthical vision were to be predetermined by the Irish reality of that period. 

The concentric image of Joyce’s work, the permanent repetions of the ideas, of the narrative forms, are formed at an early stage. The 20-year-old young writer who used to destroy the works which did not please him, designed, at the same time, the plan of a unitary creation where the structures continued and respond to each other at large intervals. His books will be essentially moments of the same process; this may be the reality of Joyce’s work to which Brâncuşi will later hint when he draws the famous spiral „portrait”. The original point of the spiral was fixed, in 1900 – 1902, in Epiphanies: Joyce thought for a while to gather them all in a tenuous, but, in about 1903 or 1904, he decided to incorporate them in the narrative substance of Stephen – Hero, where they will support the moments of tension of the novel and will shed light, emphasizing the profiles, to the portraits. 
The separation, isolation are the main themes of his late books. „His heroes – noticed Ellmann in his work „James Joyce” – search the freedom which could also mean the exile by their own will or forced. To some extent, they are the victims of the society”. 

R.M. Albérès said in „The History of the Modern Novel” about Joyce’s work: „To transform life into legend or allegory was the old desire of the epics and poetry. Beyond the novel, James Joyce’s work suggests this magical operation, although it does not fulfill it. A portrait of the artist and Ulysses translate rigorously the conflict between the novel and the poetry, between the novel and that novel which wishes to exceed the novel.”
Ulysses (1922) is incontestably set in the modern European culture. 

The highly complex structure of Ulysses has made possible its approach from different angles. The most frequent tendency in Joyce’s exegesis is the one to establish a very rigorous system, a model of Ulysses which will act for the entire development of the action.   

Novelist, play-writer, poet, novel theoretician, philosopher, essayist and dramatic historian, Camil Petrescu is born on April 9th 1894 at the Filantropia Hospital in Bucharest. 

Familiar with different philosophical and scientific contemporary theories, Camil Petrescu creates the first character – narrator in our literature, preoccupied to understand the difference between reality and self-suggestion, between the relative and the absolute. 

In Camil Petrescu’s work there is a revolution produced by the sharpness and refinement of the means of analyses which have led to the exploitation of some unknown psychical areas and of the subconscious. Proust’s Madeleina and Joyce’s stream of conscience combines with the new analyses novel where we can find Camil Petrescu with his technique of the revealing detail; of the narrative structure according to the events.  

Camil Peterscu’s technique is entirely personal. The sequence of the ideas is somewhat left at the will of intelligence. Thus, a skilled dialectician becomes, naturally, a good technician and the book seems to be written in a piece. He instinctively knows to avoid, skillfully and tactfully, the inopportune scenes, to air the novel with relaxations which may sometimes seem journalism, but which bring, at the same time, success and quality. With the help of the psychological analyses which register new details, noticed only by him, making use of all the investigation means of a sharp mind initiated in different domains, he colors the novel with amazing notes.  

Joyce’s influence may be noticed in Cezar Petrescu’s novel Dumineca orbului (The Blind Man’s Sunday). The author’s experimentalist mind appears in this novel in which the author proposes to follow everything that happens to the characters in one day (means of translating objectively the subjectivism of James Joyce’s Ulysses). 

Cezar Petrescu, representative writer of our realist literature, tries to incorporate Romania in the inter-war period by analyzing the pulse of life in his work, the reflection in all the humanistic activities of the transformations in the economical and social-political structure of the period, the events the country goes through, the author himself.  

Virginia Woolf acceded to the “new method of transposition of psychology” used by James Joyce in Ulysses, also creating a series of reserves regarding the artistic possibilities of this formula. 

In Mrs. Dalloway, she made the first attempt to use the stream of conscience by elaborating her own methods of transposing the interior monologue, but it can be noticed even here that the author tries to access unseen depths, to understand life beyond the appearances. Virginia Woolf aimed to elaborate a new artistic method capable to create a survey into the interior universe and to reveal the psychical depths almost inexpressible, capable to select, combine and integrate the elements apparently disparate of the interior life into a significant whole. The per se realism, “the superficial reality”, photographical, is not the author’s object of interest, as it may be also seen from the way she approaches Joyce’s and Dorothy Richardson’s works. On the other hand, it could be difficult to demonstrate that Virginia Woolf did not learn, at least indirectly, from the experience of these writers, although the subjects, the materials for her books, belong to her from the beginning. Joyce’s and Richardson’s novels showed her the possible perspectives of the new literary orientation and encouraged her to continue on the way she had chosen. In the most characteristic passages, Joyce, without intervening directly, mirrors the dynamic of the conscience with the help of the direct interior monologue. 

Virginia Woolf draws the attention on the necessity for the creation of a significant structure of the novel where the other characters could have an organic function compared to the main character. The author tried to create this, on a much reduced scale, in Jacob's Room. In Mrs. Dalloway the purpose cannot be the same as there is only one character. 

From superficial and one-dimensional limited, the literature written by women is oriented towards a profound life, annexing at the same time directions which seemed forbidden to it. The effect of the progress in knowledge and virtues, the feminine inward register has enriched substantially. From the fragile profiles in the romantic lyric to the sportswoman today, the curve has increased spectacularly. The anachronisms, the old conveniences could not keep up with the twentieth century. Different factors have contributed to the shifts in conscience, reflected diversely in literature, from the echoes of the Ibsen theatre to the multiform shock of the years of war. We could not explain without those conditions the genesis of the literature represented by Rosamond Lehman, Virginia Woolf, Katherine Mansfield, Clemence Dane, Dorothy Richardson, Hortensia Papadat-Bengescu. The creation had to benefit from the progressive emancipation of woman.  Hortensia Papadat-Bengescu, modern personality, may be noticed by far. 

The novelty of Bengescu’s work is connected to a special technique in our woman literature. Besides the romantic sentimentalism, she brings a modern intellectual current with a fresh endless power. Her literature, feminine by the acuity of observation, crashed the myth and mystery, exposing that which was hiding in the saint of all saints, under the sacred tent. “The women study has always seemed more interested to me than the men study, she said, because, for the men, you analyze all  the facts and the facts rarely seem interesting, while the woman has rich sentimental material whose search is adventurous and full of surprises”. (Ape adânci (Deep Waters)).

In 1915, Dorothy Richardson elaborated a solid novel, Pointed Roof, and Virginia Woolf published Mrs. Dalloway. Hortensia Papadat-Bengescu’s language is a modern and evolved one. Like the two foreign writers, the author of Deep Waters follows in detail the reverberation of the sensorial data in psychology, going from introspection to revelation. 
The author of the novel Străina (The Stranger), a woman, is much closer to Virginia Woolf’s rational questioning mentality, investigating the depths with a soft delicacy.  
Francis Scott Fitzgerald was born on September 24th 1896 and was raised in St. Paul, Minnesota. Fascinated by the mystery which surrounds the fashionable society, encouraged by his parents, little Scott dreams only of being part of that society and, if possible, to be in the center of it. Later, he will know how to analyze the mechanisms of the society, to observe the upstartism and snobbery which determine everyone’s position. Many of the events in his life will be found in his famous novel The Great Gatsby published in 1925.     
In 1925, Scott Fitzgerald begins to work at the novel Tender Is the Night. In 1933, when Fitzgerald was working at the first printed version he had in hand numerous models of highly praised works which first introduced their heroes by a powerful effect, then completing the chronology; he especially had in hand the success of his book The Great Gatsby where the technique of the flash-back was very effective. However adequate may be the movement inside the chronology for Conrad, Ford, Huxley or Dos Passos, however adequate might have been ever for Jay Gatsby’s story, the type of tragedy of Dick Diver needs a different rhetoric.   

Mateiu Caragiale’ s work, like his father’s, results from a strict experience. For Mateiu Caragiale, the curiosity is towards the depths, the wanted mysteries, the dens, the social life and the past, brought to light with the common opinion. While the world of the first one belongs to the visible reality and the known history, that of Mateiu’s is revealed slowly and finds its solution in ideality and in dream, according to an unexpected, unpredictable  mechanism.    

The impression produced – at issuance – by Mateiu Caragile’s work, Craii de Curtea-Veche (The Beaux of the Curtea-Veche), this monument difficult to match in the Romanian literature, was one of astonishment, stupor, perplexity. Mateiu I. Caragiale introduced, at once, a new formula, that of the enigmatic fantastic, of atmosphere, the same as Edgar Allan Poe, in The Fall of the House of Usher from which the Romanian author learned the technique of mystery. The poetry fantastic – that of “the will for mystery” according to Sergiu Pavel Dan (The Romanian Fantastic Prose) – defines, first of all, Mateiu I. Caragiale’ s prose. Like the great American writer, Mateiu I. Caragiale practices mystery aesthetics in The Beaux of Curtea-Veche and in Remember where the influence is much visible. The title of the unfinished novel, published by pieces in ,,Gândirea", Sub pecetea tainei (Under Mystery), is a symbolic one and much revealing for the entire aesthetical orientation of the writer.  

The mystery technique is applied by Mateiu I. Caragiale on a material of autochthon life.  The Beaux of Curtea-Veche is a fantastic work with technical processes specific to this genre where it may be enclosed, but with a deep realist basis. The realist material of this work, difficult to classify, is beyond any discussion. The realist character of Mateiu I. Caragiale’s work was emphasized by Perpessicius, in the introduction to the edition Opere (Works) (1936): “In all its private fibers, The Beaux of Curtea –Veche is a landed realist work with the roots deeply imbedded in this ford at the gates of the East which is Ţara Românească". 
Among the British writers of great notoriety in the inter-war period, Aldous Huxley is probably the most brilliant and multilateral personality, endowed not only with a vast and subtle intellectual equipment, but also with a unexhausted curiosity towards the protean, complex and rarely strange  aspects of reality. Despite the substantial changes in his inner convictions, especially in the last part of his creation, which had pushed him not only once towards excessive or inconsistent interpretations of the phenomena of the current world,  Huxley’ s place in the English literature “is unique and assured” as had noticed T. S. Eliot.

Even since the beginning of his creation, Huxley had focused his attention especially towards one social category, that of the intellectuals in the middle of which he lived, examining all its deeds under his interior microscope like an entomologist. Detached and impartial observer, explorer of knowledge, as he considered himself to be, this world of appearances, consumed by the fever of vanity, of sublimate passions and ill-dissimulated ambitions, attracted him like a conventional and absurd spectacle, a sort of carnival where humans lose the true characteristics under the disguise of the models and the fetish of civilization. 

Camil Petrescu’s first novel, Ultima noapte de dragoste, întâia noapte de război(The Last Night of Love, The First Night of War), was the novel on two plans, maybe even on one, if we count the love for fight: the love for woman and country, where the hero fights with equal passion or of moving reminder, Ştefan Gheorghiu. On two levels is the novel Patul lui Procust(Procust’s Bed): one of love where the erotic experiences or only the feelings in the first campaign are followed in multiple and various sectors and, we could say with a generic term, a social one with countless incursions in all the directions of the contemporary life: art, journalism, politics, fashion, etc. 

The two levels in Procust’s Bed finish Mrs. T’s and Ladima’s tragedy. Mrs. T continues her life in a mystical cult in Fred’s memory; Ladima ends up killing himself, after he had passed through all the stages of moral degradation. Fred is the only one who disappears from the action, in a plane accident, a fact which is unprepared by a series of analytical stages. In Fred’s tragic end we can also notice a maximum degree of conventionalism of the character.  Camil Petrescu’s psychology appears contradictory enough by an accidental resolution without a complete interior logic. The third level of the novel is made of the vicissitude of the political career of old Luminăraru, Fred’s father and Ladima’s political patron, at the newspaper Veacul, lead for some time by his pamphleteer verve. 

Procust’s Bed is on the natural line of Camil Petrescu’s evolution. In many regards, it is more characteristic for his talent than any of his previous works. A coquetry has made him use a relaxed construction, on several levels, with small doses of mysteries. In reality, the novel is a real passionate and vibrant one. Once you start reading it, you cannot stop. It is an entire vivid, warm world which lives its life of pains and joys.  

In Melville’s novel, the sea is a labyrinth, and the white whale, not the minotaurus, is the monster in its center. The sea, an endless territory of water, the same as the sky without stars, the sky from where it is missing the polar star of the sailors. An endless labyrinth with only one sure mark, the dark death, the death which watches from the abysin, from the “salted, bottomless sea, the sea which swallows all the rivers on earth” (as it is defined by Northrop Frye). But in the case of an even bigger concentration of the image, the labyrinth would become “even the sinuous guts of the monster”, in this case being created a type of labyrinth, in the labyrinth, an extension, inside, of the labyrinth outside. The first one, the sea, the other one, the stomach of the whale, the first one reflected, like in a mirror in the second one. The theme of the mirror is, therefore, that of the labyrinth, of the mirror meant to create in mirroring the most perfect labyrinth. We can therefore read Moby Dick  like an epopee of the labyrinth as it was noticed by Hocke, the world of Kafka’s novels, a world of the lost marks. 

Melville’s characters, even if they have “given” predestined names, they are still different, oscillating all the time between myth and reality; their deeds are according to the names they wear and yet, we are not even for a moment under the impression that they are only copies of some prototypes as their involvement in the drama is at a high level.   

Melville leaps in time in a certain way, making history disappear, changing duration into space. It seems that, in Melville’s novel, space has a role which is as important as that given to time in Proust’s and Faulkner’s novels, that a reading of Moby Dick  will not be possible outside a tentative of understanding this space which structures in a certain way the entire material of the book. The “hospitable” land will have a less important place than the sea, the endless ocean, towards which the American writer manifests an attitude seeming, at first, contradictory, confusing. 

Like Dostoievski, Melville feels pushed towards the limits of the humanity, he tries to reach the depths of the human experience, but from these depths, Melville’s hero will not be able to return freed, purified. There is, of course, a romantic motivation in Ahab’s case; his demonism could find justification in his great pain, reminding us of Byron’s Cain or Milton’s Lucifer. But Melville – and by this he becomes separated from the romantics’ vision – does not excuse his character. Ahab transforms himself into a harmful human being for all those who are around him; he is indeed guilty of the disappearance of the entire crew which he willingly and lucidly carries to the seas of the world towards a sure death.    

Voiculescu confronts, permanently, two mentalities: a modern, rational, scientific, positive one and another one archaic, mythical – magical. 

The folkloric fabulous (the fair-tales, legends, ballads, etc.) remains an endless source of Voiculescu’s fabulous. A first important direction of his mythical literature is made of stories of a powerful folkloric influence.   Behaviorism, Lostriţa, Lacul rău, Taina gorunului are included in this category. 

The folkloric fabulous represents the simplest form of fantastic in Voiculescu’s stories.  
The second direction of the fantastic, and the most important one, in Voiculescu’s stories, is the mythical – magical mystery. It is the direction where we can find most of the author’s originality where Voiculescu gave his most representative works: În mijlocul lupilor, Pescarul Amin, Sezon mort and Ultimul Berevoi (In the Middle of the Wolves, The Fisherman Amin, Dead Season, The Last Berevoi), masterpieces of the Romanian and universal fantastic prose. 

Voiculescu’s stories allow us to speak not only about a temptation of the myth, but also about an attempt to unfold the mythical code. From the epical efficiency of some surface elements of Voiculescu’s prose (the language, place and timing of the actions, the modality of intervention of the rites and magical practices, the particularities of the eruption of some fabulous instincts, etc.), by its stylistic statute to the conformation of the structure, the data approach the depths of some mythical signification. 

There is, without doubt, in Voiculescu’s writing, a realist censorship which controls permanently and subtly the fictional tensions, some type of instinct of the realistic narration. Under this pressure, and also in the general framework of literature, in Voiculescu’s mythical horizon, principles acquire certain elasticity; categories have a flexional rhythm, the receptivity increases. The mythical structure is more than a point a view; it is a surface of approach and organization of the phenomena, surface which – in the sphere of literary creation – becomes specific existential condition.  In an exemplary work and, through it, in a demarche to eternity there are, for example, the actions of the last Berevoi or the fisherman Amin, the referential level being absolute, and, therefore, the mythical may result even from a categorical seemingly parallel or intangible. It may sustain on fabulous or exotic frames as we are not on level of exclusion or opposition. The mythical may absorb the exotic if the first one has an ontological opening and the second one a stylistic one (even by understanding it as “vision over the universe”). This may explain why, in an imperative unfolding, the mythical signification is fulfilled in the absence of the formal rigueur of the mythical: the events in Voiculescu’s stories are finite, the narration has an effective “end” (“the end” of the myth is, in fact, a “beginning”). But this is only the immediate connotation of Voiculescu’s text, of some of Voiculescu’s texts. Their ultimate signification is that of the vitality of the forgotten islands of ontological archaic when the confrontations of the existential limits put them, even for a short period of time, in a natural circuit. At V. Voiculescu, the mythical is not a solution, but another possibility.   

   Taina gorunului (The Mystery of the Durmast) is a story which resembles to Edgar Allan Poe’s The Gold Bug. The title of Poe’s famous work is mentioned during the narration. The hero is a passionate treasure hunter with impressive archeology and pre-history knowledge, who discovers, one day, with the help of the dog, a hidden treasure in a giant durmast. Poe’s pirates are replaced here by outlaws. Corroborating the legend with the reality, the hero – narrator identifies Gogolea’s skeleton, killed by another famous outlaw, from the last century, from the Danube area, Chiloman. The analytical fantastic, of poesy origin, combines with the folkloric fantastic in Taina gorunulu(The Mystery of the Durmast).   

A true masterpiece is Lostriţa conceived as a fairy-tale, inspired from the faith in the tutelary divinities of the water which we meet in all the mythologies of the people, with some almost insignificant differences. The myth of the “undines”, in the German people, of the “mermaids” at the ancient Greeks finds, in the Romanian mythology, a correspondent and an adequate representation in the myth of the “pixies”, fairies of the lakes and rivers, with the capacity to metamorphose. This subject was also treated in our literature by Cezar Petrescu, in  Aranca, ştima lacurilor(Aranca, the pixy of the lakes), but not with the same refinement and virtuosity and, especially, with troubling significations, as in Voiculescu’s story.  
PAGE  
3

