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Abstract: The study intends to point out how the space, as
fundamental element of nonverbal communication, shapes the
human identity. For this purpose, certain works of post-war
prose writers have been selected, having the home as main
symbol. The communication conditions, generated feelings and
ideals, means and symbolic effects of the spatial organisation
are analysed.
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1. Introduction

Determined by definite aspects, ordered by
subjective details, the home carries within, the
presence of the one who lives there. Examining
the significant images, the metamorphosis of
meanings thus becomes an occasion to create a
topography of the being, to comment on the fragile
human structure.

2. Moving to a new home

Leaving a home, building another one — represent
actions with a deep meaning, related to
establishment. Eugen Barbu, in Casa noua (The
New Home) [1], portrays a working young woman,
Sabina, based on this truth. The woman falls in
love with Cristea, the typographer, chases him
away when she finds out that he is living with
another woman as well, takes him back four years
later, when he proposes to her, and not much later,
remains single again, for the same reasons. This
unhappy story begins in the house in Damaroaia,
where, one afternoon, she brings her lover, who
moves in with her. It was her parents’ house,
where she had seen her father being crushed by a
car “heaped up among four fir wood boards, so
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1. Introducere

Determinata de aspecte concrete, ordonata de
repere subiective, casa poarta in ea prezenfa
celui ce o locuieste. Parcurgerea imaginilor
semnificante, a metamorfozei sensurilor devine,
astfel, prilej de a intocmi o topografie a fiintei, de
a glosa in marginea fragilei alcatuiri umane.

2. Mutarea in casa noua
A parasi o casa, a construi o alta reprezinta

actiuni cu sens adanc, legate de intemeiere.
Eugen Barbu, in Casa noua [1], zugraveste

portretul unei tinere muncitoare, Sabina,
sprijinindu-se pe acest adevar. Femeia se
indragosteste de tipograful Cristea, 1 alunga,

afland ca mai traieste cu o femeie, il reprimeste
patru ani mai tarziu, cand vine sa o ceara de
nevasta, ca, nu dupa mult timp, sa ramana din
nou singura, din aceleasi pricini. Istoria acestei
povesti nefericite 1incepe 1in locuinta din
Damaroaia, in care, intr-o dupa-amiaza, isi aduce
iubitul, care se si muta la ea. E casa parinteasca,
unde vazuse trupul tatalui sau strivit de o masina
,adunat ntre patru scanduri de brad, asa de
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cheap and pitiful, that she couldn’t even cry”’; the
house where, later on, her younger brother had
died from tuberculosis — the elder one fell on the
battlefield — , then her mother. However, under the
spell of love, these painful memories stop
obsessing her, and Sabina is no longer
preoccupied with the fact that the room, four by
four meters, darned with dung, is, due to its ages,
close to collapse: “She no longer cared that those
old walls are crumbling and falling down.
Everything was nice and good, the food tasted
differently, the sun was shining only for her, the
yard covered by shade was his as well, as was
everything else”. Cristea’s house, where she
moves in after his return to her, turns into hell, right
after the typographer falls in love with a newly
hired worker: from indifference, it moves on to
fights and humiliating beatings. Tortured by the
thought that she was in a place that did not belong
to her, one Sunday, Sabina takes to tram to go to
her parents’ home, which she finds almost
ramshackle: “It had rained inside, the floors had
collapsed, rubble pieces were falling through the
dung ceiling. In dismay, she had understood that
she would have to stay with him until she finds a
home”. The way out is extrinsic, due to the
initiative of the new People’s Power, to lend money
to those who wish to build homes.

Published in °'58, Casa noud (The New
Home) is very expressive of the literary climate of
the moment, when the author of “contemporary
prose”, on one hand is “constrained” to emphasize
a “humanistic” message, and on the other hand,
being allowed to drop out certain schematic
representations, that had been devastating during
the first republican years. Sabina does not become
— as the other similar characters in the literature of
the inter-war period, such as — a tragic victim, she
does not decline. The secretary of the party, the
director and the president of the trade union are
standing beside her: “beyond the great sorrow of
the abandoned woman, one can feel the power
and the warm affection of the community, meant to
give the fallen individual the ability to rise and
reconstruct his destroyed universe” [2].

Work confers a new dignity (she ends up
leading a nursery) and the opportunity to regain
the inner balance. Moving in a new home,
including the traditional housewarming party,
becomes the image of a new beginning, made
possible by the communist regime. In order to gain
credibility — authenticity being the ultimate
justification factor — Eugen Barbu uses the so-
called “effect of reality”, giving a clever response to
childish conventionalisms. Casa noud (The New

ieftine si de jalnice, ca nici sa planga nu putuse”, e
casa unde, mai apoi, Ti murise de tuberculoza
fratele mai mic — cel mare cazuse pe front — apoi
mama. Sub vraja dragostei insa, aceste amintiri
dureroase inceteaza sa o mai obsedeze, Sabina
nemaifiind preocupata nici de faptul ca odaia, de
patru metri pe patru, céarpita cu balegar, e, din
cauza vechimii, in prag de prabusire: ,Ei nu-i
mai pasa ca peretii aceia vechi se macina si se
surpa. Totul era frumos si bun, mancarea avea
alt gust, soarele ardea numai pentru ea, curtea
acoperita de umbra era si a lui, dupa cum era si
al lui totul”. Casa lui Cristea, in care se muta
dupa ce acesta se reintoarce la ea, se
transforma intr-un infern, imediat ce tipograful se
indragosteste de o muncitoare nou venita: de la
indiferenta se trece la certuri si batai umilitoare.
Chinuita de gandul ca se afla intr-un loc ce nu
era al ei, Sabina merge Tintr-o duminica cu
tramvaiul la casa parinteasca, pe care o gaseste
aproape daramata: Jnauntru plouase,
dusumelele se prabusisera, prin tavanul de
b&legar cédeau bulgari de moloz. Intelesese cu
groaza ca trebuia sa ramana mai departe langa
el, pana isi va gasi o locuinta”. lesirea din impas
vine de undeva din exterior, din initiativa noii
puteri, populare, de a imprumuta bani celor care
vor sa-si ridice case.

Publicata Tn °58, Casa noua reflecta
elocvent climatul literar al momentului, Tn care
autorul de ,proza de actualitate”, pe de o parte,
e ,constrans” sa evidentieze un mesaj ,umanist’,
pe de alta, i se permite sa renunte la anumite
schematisme, care facusera ravagii in primii ani
republicani. Sabina nu devine — precum
personajele similare din literatura interbelica, de
exemplu — o victima tragica, nu decade. Ea ii are
alaturi pe secretarul de partid, pe director, pe
presedintele sindicatului: ,dincolo de marea
tristete a femeii parasite, se simte puterea si
calda afectiune a colectivitatii umane, menita sa
daruiasca insului prabusit capacitatea de a se
ridica si a-si reface universul distrus” [2].

Munca Ti confera o noua demnitate (ajunge
sa conduca o cresa de copii) si posibilitatea de
a-si regasi echilibrul interior. Mutarea in casa
noua, cu traditionalul ospat de instalare, devine
imaginea unui nou finceput, pe care regimul
comunist il face posibil. Pentru a castiga n
credibilitate — autenticitatea fiind Tn acest caz
factorul suprem de legitimare — Eugen Barbu
uziteaza de asa-zisul ,efect de real”, dand o
replica abila conventionalismelor puerile. Casa
noua incepe asa: ,Pe fata femeii se asternuse
tristetea”.
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Home) begins as follows: “The sorrow lay on the
woman’s face”. It is focused on a sentimental
drama. The representatives of the authorities have
a decorative role, while through Cristea it is
pointed out that the worker can also be a negative
character. However, from the point of view of the
daring, compared to the “naturalism” of Groapa
(The Pit), short prose marks a step back, which
was appreciated as a necessary, inevitable
clearance, at that time.

3. The Home — space of memories

The home represents a protective place, ensuring
safety and stability to the individual. However, this
is valid only while it remains a space of order, and
does not degenerate into chaos. Mircea Horia
Simionescu, in Imobilul de la nr. 40 (The Home at
no. 40) [3], is interested in this last state, when
living there becomes a case. A young woman
moves in with her father-in-law on the very day of
her marriage. It was an imposing building that she
had walked by several times. She has a great
surprise, as she couldn’t have imagined that this
“neoclassical palace, bearing the taste and age of
the beginning of the century” could look so
deteriorated on the inside: “The ceiling [...] looked
terrible: the visible beams were eaten away in
many places, the plaster wreaths in the corners
had been broken, tufts of bulrush and thin wires
came out from their holes [...]. [...]. Above the tall
doors, the pediments and panelling had been torn
up [...]. [...]. Woodworms had shown no mercy on
the woodwork, destroying it. The wooden floor [...]
was frail and its colour was hardly visible under the
blackened rubble spread everywhere. [...]. The
furniture was old, lacking any remnant of its past
beauty. A large cupboard seemed saved from
flooding. The wooden decorations were damaged
and whitened, a few fanciful ornaments were
miraculously holding on in the upper part”.

Facing such a situation, the host, otherwise
pleasant, refuses even the slightest intervention,
as any expenses for partial repairs would be
equivalent to prodigality. What he wishes is a
general renewal — the only thing that could bring
the reality closer to the representations he has with
regards to the ideal habitation. To each unpleasant
event (the staircase falling apart, the walls of his
own room crumbling, the basement flooding, the
giant chandelier falling down right on the table
where they were eating — which eventually
determines the young wife and soon-to-be mother,
to pack her bags), the old man replies with a
speech, not far from a certain hypnotic effect, since

Ea are in centru o dramd& sentimentala.
Exponentii puterii au un rol decorativ, iar prin
Cristea se arata ca muncitorul poate fi si un
personaj negativ. Totusi, fata de ,naturalismul”
Gropii, prozele scurte marcheaza, din punctul de
vedere al indraznelii, un pas Tnapoi, fapt salutat
la momentul respectiv ca pe o0 necesara,
inevitabila limpezire.

3. Casa - spatiu al amintirilor

Casa reprezinta un loc protector, oferind omului
siguranta, stabilitate. Asta, Tnsa, doar cat
ramane un spatiu al ordinii si nu degenereaza
intr-unul al haosului. Mircea Horia Simionescu,
in Imobilul de la nr. 40 [3], e interesat de aceasta
din urma ipostaza, cand locuirea devine un caz.
O tanara fata se muta chiar in ziua nuntii in casa
socrului, o cladire impunatoare, pe langa care se
plimbase de multe ori. Surpriza este de proportii,
deoarece nu si-ar fi putut inchipui ca acest ,palat
in stil neoclasic, de gustul si varsta inceputului
de veac” ar putea sa arate in interior asa de
degradat: ,Tavanul [...] arata ingrozitor: grinzile
aparente erau n multe locuri mancate,
ghirlandele de ghips de prin coluri fusesera
sparte, din golurile lor ieseau smocuri de papura,
fire de sarma subtire [...]. [...]. Deasupra usilor
inalte, frontoanele si lambriurile fusesera smulse
[...]. [...]. Carii distrusera fara mila lemnaria.
Parchetul [...] era subred si culoarea abia i se
mai distingea sub molozul Tnnegrit ce zacea
pretutindeni. [...]. Mobila era veche, lipsita de
orice urma a frumusetii trecute. Un mare bufet
parea salvat de la o inundatie. Decoratiile de
lemn erau degradate si albite, cateva podoabe
fanteziste se tineau ca prin minune in partea
superioara”.

in fata unei astfel de situatii, gazda,
altminteri agreabila, refuzd cea mai mica
interventie, deoarece orice cheltuieli pentru

reparatii partiale ar fi echivalente cu risipa. Ceea
ce-si doreste el este o renovare generala — singura
care ar fi In masura sa apropie realitatea de
reprezentarile pe care le are despre idealul locuirii.
Fiecarui eveniment neplacut (surparea scarii,
naruirea zidurilor propriei camere, inundarea
subsolului, caderea uriasului candelabru chiar pe
masa unde mancau — fapt ce o determina, in
sfarsit, pe tdnara sotie si viitoare mama sa-si faca
bagajele), batranul Ti raspunde printr-un discurs, nu
strain de un anume efect hipnotic, de vreme ce i-a
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he had kept his younger “cotenants” passive for
almost three years. He first speaks to them about
the glorious past of the house. In the lounge, they
would listen to music (Enescu, Beethoven), play
bridge, organise celebrations for children. The
guests were important people, some of them even
famous, such as Titulescu, Duca, Goga, Averescu,
the last two having a secret meeting here. The
childhood memory, “when everything was going well
and his parents were alive”, is also extremely fresh.
The second topic is the renewal project, of course,
described in detail. This quaint character, whose
behaviour reveals the eternal conflict between
illusion and reality, is a very representative example
of the “literary” option of the author. Irony is added
immediately, fed by the perspicacious observation,
the funny description of serious meanings, features
which have determined certain critics to speak
about this story as a farce.

4. The museum-home

The story of Imobilului de la nr. 40 (The Home at no.
40) is continued in Casuta din Dumbrava Rogsie 40
(The Cottage in Dumbrava Rosie 40) [4], where we
find out, by means of certain new characters, that
the old man was put away in a mental institution, his
son Ernest, fled to Australia, while his daughter-in-
law went mad as well. The house was left to a
grandson, Soflete, that he had kept as servant. He
later becomes an economist, works at the mayor’s
office and manages to release the house from state
ownership. Around '58, the renewal occurs: Soflete
provides the materials, while Pina, his wife, comes
up with the ideas, as she had a “naturally born
esthetical sense”, according to his own
acknowledgement. Except that, eventually, it turns
out that the “artist’” had inspired from one of Max
Nordau’s books, borrowed from a plumber.

From a space refusing habitation, the palace
of Dumbrava Rosie becomes a museum-home.
Using the analogy between building, decorating and
finishing a home, and producing and finishing an
artistic work, Mircea Horia Simionescu reveals
through Pina the comical (and at the same time
perverted) aspect of the desire to be distinguished.
We witness, with a smile on our face, the passion of
the new landlady and struggle to imprint her artistic
ideas and life style to the tiniest corner and object.
Because — isn’t it so? — the home is not indifferent, it
reflects a personality, and the customization of the
home is nothing but a consequence of the need of
identity, the instinctive need of marking one’s own
territory.

tinut pasivi pe mai tinerii sai ,colocatari” aproape trei
ani de zile. Mai intai le vorbeste despre trecutul
glorios al casei. In salon se asculta muzicd (Enescu,
Beethoven), se juca bridge, se organizau serbari
pentru copii. Invitatii erau oameni de seama, unii de-
a dreptul celebri, precum Titulescu, Duca, Goga,
Averescu, ultimii doi consumandu-si aici o intalnire
secretd. Amintirea copilariei, ,cand toate treburile
mergeau bine si parintii traiau”, e si ea foarte vie.
Cea de-a doua tema o reprezinta, bineinteles,

proiectele de renovare, descrise cu lux de
amanunte. Acest personaj pitoresc, a carui
manifestare releva eternul conflict al iluziei cu

realitatea, reprezinta un exemplu elocvent al opfiunii
Jiterare” a autorului. Se adauga imediat ironia,
hranita din perspicacitatea observatiei, nvaluirea
ludica a semnificatiilor grave, caracteristici ce i-au
facut pe unii comentatori sa vorbeasca despre
aspectul de farsa al acestei povestiri.

4. Casa-muzeu

Istoria Imobilului de la nr. 40 se continua in
Casuta din Dumbrava Rosie 40 [4], unde aflam,
prin intermediul unor personaje noi, ca batranul
a fost internat la spitalul de nebuni, fiul sau,
Ernest, a fugit in Australia, iar nora a innebunit
si ea. Casa i-a ramas unui nepot, Soflete, pe
care-l tinuse pe post de sluga. Acesta devine
ulterior economist, lucreaza la primarie si
reuseste sa o scoata de sub nationalizare. Prin
'’58 intervine renovarea: S$oflete furnizeaza
materialele, iar Pina, sotia Iui, conceptia,
avand, conform propriei marturisiri, un ,simf{
estetic innascut”. Numai ca, pana la urma, se
dovedeste ca ,artista” se inspirase dintr-o carte
de Max Nordau, Tmprumutata de la un
instalator.

Dintr-un spatiu care se refuza locuirii,
palatul din Dumbrava Rosie devine o casa-
muzeu. Uzitdnd de analogia dintre construirea,
amenajarea unei case si producerea, finisarea
unei opere artistice, Mircea Horia Simionescu ne
dezvaluie prin Pina ipostaza comica (si perversa,
in acelasi timp) a dorintei de afirmare. Asistam
cu zambetul pe buze la Tmpatimirea cu care
noua proprietara se zbate sa-si inscrie, pana in
cel mai mic ungher si cel din urma obiect,
conceptia artistica si stilul de viata. Caci — nu-i
asa? — casa nu e indiferenta, reflecta o
personalitate, iar personalizarea locuintei nu e
decat o consecinta a nevoii de identitate, a
necesitatii instinctive de marcare a propriului
teritoriu.

74



Ingineria Mediului si Antreprenoriatul Dezvoltarii Durabile — Vol. 3, Nr. 4 (2014)

5. The trap-home

Going further through ,literature”, by turning the
real into fantastic and absurd, George Cusharencu
focuses in Vila Maria (Villa Maria) [5] not so much
on the idea of establishment, but rather on
passage. In the beautiful house, counting six
rooms, painted yellow, inhabited by an old couple,
two young lovers show up, who, in virtue of their
youth, declare themselves as the new landlords.
The old couple, for which the habitation merged
with their existence, accept and leave their home,
but in front of it, they mum the love play for the last
time. Getting out of the shell which should have
protected them is natural, slow and non-violent:
“Their will seems annihilated, their actions are
somewhat mechanical, hilarious, as puppets pulled
by strings” [6]. Eventually, Vila Maria (Villa Maria) —
bearing the name of the distinguished lady —
reveals its nature as trap-home: regardless of their
strong desire, the young couple will not be able to
leave the place, unless they are cast out, in their
turn.

Their resigned acceptance of the invasion,
the act of leaving make us think about Casa
ocupata (The House Taken Over) [7] written by
Julio Cortazar. Just as described by the
Argentinean writer, an unusual, hallucinating reality
(not lacking certain satirical glimmers) pushes the
characters to a limit-situation of their existence.
Beyond the visible enemy — there is always some
pressure from the outside world — time destroys
any security that the house, as a space, may offer.

6. Selling the home

The relationship between the human existence and
its unfolding space, here considering firstly the
home, as object of a memory that makes it intimate,
is approached by Cristian Teodorescu as well, in
Contractul (The Contract) [8], however from an
opposite perspective to that of Cusnarencu,
namely that of investigating the daily routine, the
immediate reality, oozing “events”.

A common man, without any pursuit (the old
Mrs. M.) ended up being a doorman, after he had
been a lawyer, because when he was young, he
had intransigently pleaded against a carpenter in a
divorce trial. Now a retired man, he is having
financial problems, cannot manage to pay the
household expenses, but is not willing to sell his
three-room flat and buy a bachelor flat, which
would be sufficient for a man that had lived his
entire life alone. Eventually, he concludes a
contract with the administrator, by which he

5. Casa-capcana

Tnaintand si mai departe in campul ,literaturii’,
prin deturnarea realului in fantastic si absurd,
George Cusnarencu pune accent in Vila Maria [5]
nu atat pe ideea de intemeiere, cat pe cea de
trecere. In frumoasa casd cu sase camere,
vopsita In galben, locuitéd de o familie Tn varsta,
isi face aparifia o pereche de tineri indragostiti,
care, In virtutea dreptului tineretii, se declara a fi
noii stapani. Cei doi batrani, pentru care locuirea
s-a confundat cu vietuirea, accepta, parasesc
locuinta, jucand in fata ei, pentru ultima oara,
pantomima iubirii. lesirea din cochilia care ar fi
trebuit sa-i ocroteasca este una fireasca, lenta si
fara violenta: ,Vointa lor pare anihilata, reactiile
au ceva mecanic, hilar, de marionete trase de
sfori” [6]. In cele din urma, Vila Maria — numit&
asa dupa venerabila doamna — Tsi dezvaluie
caracterul de casa-capcana: oricat si-ar dori,
tinerii nu vor putea iesi din acest loc decéat, la
randul lor, alungati.

Resemnarea in fata invaziei, gestul
parasirii ne duc cu gandul la Casa ocupata [7] a
lui Julio Cortdzar. La fel ca la scriitorul
argentinian, o realitate insolita, halucinanta (nu
lipsita de anumite reflexe satirice) pune eroii intr-
o situatie-limitd a existentei lor. Dincolo de
dusmanul vizibil — exista Intotdeauna o presiune
a lumii de afara — timpul distruge orice securitate
pe care casa, ca forma spatiala, o poate oferi.

6. Vinderea casei

Relatia dintre existenta umana si spatiul ei de
desfasurare, intelegand aici in primul rand locuinta,
ca obiect al unei memorii care ni-l face intim, e
abordata si de Cristian Teodorescu, in Contractul
[8], Tnsa dintr-o perspectiva opusa celei a Ilui
Cusnarencu, si anume din aceea a investigarii
cotidianului, a realitatii imediate, mustind de
Lntamplari”.

Un om banal, fara aspiratii (batranul domn
M.) ajunsese din avocat portar, pentru ca pledase
in tinerete intransigent impotriva unui tamplar, la
un proces de divor{. Devenit pensionar, se
descurca rau cu banii, nu poate sa-si plateasca
nici intretinerea, dar nu se indura sa-si vanda
apartamentul cu trei camere si sa-si ia o
garsoniera, suficientd pentru un om care a trait
singur toatd viata. Pana la urma, face totusi un
contract cu administratorul, prin care 1i cedeaza
acestuia locuinta dupa moarte, in schimbul platii
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assigns his home to him after his death, in
exchange for the payment of one third of the value,
household expenses and a meal at noon. The two
men become friends and nothing seems to disturb
this. Except that, one day, while driving around, he
finds himself taken to a rest home: “M. tightened
his lips. This time, he wouldn’t submit any
memoranda! [as he had done when he was
disbarred]. He moved closer to the other man, who
didn’t suspect anything, just as he expected. Then
he waited for the heavy lorry coming from the
opposite direction to get closer. The lorry, thought
M., wouldn’t suffer much damage... He leaned over
the other man, with all his strength, and grabbing
the steering wheel with both hands, turned it
towards himself. He had just enough time to see
that he had succeeded”. Laurentiu Ulici sees this
option as “the most obvious and troubling image of
old age of all that | have seen in the literature
during the last years, an old age described not by
what is visible [..], but by the crepuscular
excitement of the vital instinct and the inner
tensions induced by it” [9].

The preoccupation for the trivia, for the
peculiarity, hidden in the conventional everyday life,
is first materialized in this dropout person, whose
insignificant existence is on the edge between
comedy and tragedy. Exhausted and fearful,
incapable of dominating his life, he give in to fate.
His only reference point is the flat, whose sale is
felt as a displacement: “He would have left so
much of himself behind; that whatever part of him
did leave would have been too insignificant to be
worth the effort of living”. Another location is the
“park” in front of the flat building, with the four
benches, where the retired persons gather to play
backgammon. The author’s attention to details
records the entire funny and monotonous ritual of
such meetings. From the human gallery of the
building, the figure of the administrator stands out,
as representative of a world of instincts and
interests. Mister lon is the smart type of guy, who
buys and sells anything: from biscuits to jewels
and car engines. He is the representative of the
new wave of tenants, arriving in the '50, as state
tenants.

7. Conclusions

A space that is friendly, ideal, or on the contrary,
unknown, hostile, a place to hide and to
contemplate, or a “public” place, for meetings, the
house always proves its incredible force, its great
magnetism. Often, to define yourself, depending
on this major theme, ends up in being defined.

unei treimi din valoare, a cheltuielilor si a mesei
de pranz. Cei doi se mprietenesc si nimic nu
pare sa conturbe aceasta stare de lucruri. Numai
ca intr-o zi, aflat la o plimbare cu masina, se
trezeste dus la azil: ,M. Tsi strAnse buzele. De
data aceasta, n-avea de gand sa finainteze
memorii! [cum facuse atunci cand fusese dat
afara din avocatura). Se trase mai aproape de
celalalt care, exact cum presupuse, nu banui
nimic. Apoi astepta sa se apropie camionul greu,
care venea din directia opusa. Camionul, hotari
M., n-ar fi patit mare lucru... Se lasa cu toata
puterea peste celalalt si apucand de volan cu
amandoua mainile, il rasuci spre sine. Mai avu
timp sa observe ca reusise”. Laurentiu Ulici vede
in aceasta optiune ,cea mai pregnanta si
tulburatoare imagine a batranetii din cate am
intalnit in literatura ultimilor ani, o batranete
descrisa nu Tn ceea ce se vede [...], ci in
febrilitatea crepusculara a instinctului vital si Tn
tensiunile launtrice provocate de acesta” [9].

Preocuparea pentru faptul divers, pentru
bizarul ascuns in banalitatea vietii de zi cu zi e
materializata in primul rand Tn acest marginal, a
carui existenta derizorie se afla la Ilimita
comicului cu tragicul. Vlaguit si temator,
incapabil sa-si domine viata, el se abandoneaza
hazardului. Singurul sau punct de referinta e
apartamentul, a carui vindere e resimtita in
termenii unei dezradacinari: ,Ar fi Idsat aici atat
de mult din el Tnsusi, incat partea care ar fi
plecat ar fi fost prea neinsemnatd pentru a
merita efortul de a supravietui’. O alta locatie e
reprezentata de ,parcul” cu cele patru banci din
fata blocului, unde se aduna pensionarii pentru a
juca table. Spiritul de observatie al autorului
inregistreaza tot ritualul caraghios si monoton al
unor astfel de intrevederi. Din galeria umana a
blocului, se remarca, ca exponent al unei lumi a
instinctelor Si a intereselor, figura
administratorului. Domnul lon e tipul
descurcaretului, care cumpara si vinde orice: de
la biscuiti pana la bijuterii si motoare de
automobil. El e reprezentantul noului val de
locatari, veniti in anii ‘50, in calitate de chiriasi ai
statului.

7. Concluzii

Spatiu prietenos, ideal sau, din contra, strain, ostil,
loc al refugiului si al reveriei sau ,public”’, al
intalnirilor, casa Tsi probeaza tot timpul forta sa
incredibila, uriagul sau magnetism. Nu o data, a te
defini, Tn functie de acest topos, sfarseste in a fi
definit.
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