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FACULTATEA LIMBI SI LITERATURI STRAINE

MAN-KONSTRUKTION UND DEREN SZNONZME IM
DEUTSCHEN
Victor CHISELIOV, dr., conf. univ.

Rezumat

In acest articol autorul analizeazd structurile sintactice tipice
pentru limba germand moderna, elementul determinant fiind considerat
pronumele nehotarit ,,man’”. Aceste structuri sintactice sunt in relatii
de sinonimie cu alte elemente din cadrul categoriei gramaticale
«Genus verbiy, fiind denumite , primare” in raport cu celelate
elemente. Din aceste considerente, propozitiile introduse cu pronumele
,man”’ reprezintd unitatea de baza a Gramaticii Constructive — curent
actual din Lingvistica modernd. Prinipalele indicii ale constructiei sunt
dublete de forma si sens si necompozitonalitatea si convengionalitatea
lor. Constructia sintactica a pronumelui nehotarit ,,man” corespunde
acestor indicii.

Im vorliegenden Beitrag werden speziell die syntaktischen
Strukturen behandelt, deren Subjektstelle durch das Indefinitpronomen
man besetzt ist. Es ist jedem Deutschkenner wohl bekannt, dass die sog.
man-Satze sowohl im mindlichen als auch im schriftlichen
Sprachgebrauch einen recht hohen Héufigkeitsgrad aufweisen, ,,wenn
sich der Sprecher bzw. Schreiber auf nicht naherbestimmte Personen
bezieht” [2, p.350]. Die Bedeutung des Pronomens man kann
demzufolge mit Stichwortern ,,Indefinitheit bzw. ,,Unbestimmtheit* der
handelnden Person (=Agens) wiedergegeben werden und st
etymologisch zu erklaren:

,,Das Pronomen man ist der zum unbestimmten Pronomen der 3.
Person gewordene Nominativ Singular des Substantivs Mann, bedeutet
also urspriinglich ,irgendein Menschl” [2, p. 350].

Als Stellvertreter des Substantivs weist das Indefinitpronomen
man folgende strukturelle Merkmale auf: es ist undeklinabel, kommt
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nur Nominativ vor. Im Dativ und Akkusativ bedient sich man der
Formen des verwandten unbestimmten Pronomens wie einem und
einen, z.B.:

Mit einem, der Mohamad heif3t, will keine Frau in Deutschland
Kaffee trinken gehen (fluter.de)

Warum sind in  diesem Beitrag die man-Satze als
Untersuchungsgegenstand gewahlt worden? Dafiir sprechen folgende
Grinde:

1. Ihr recht h&ufiger Gebrauch in der mindlichen und der
schriftlichen Rede;

2. Man-Sétze lassen sich leicht, z.B. im Rahmen der
grammatischen Kategorie des Genus verbi, transformieren, und treten
dann in synonymische Beziehungen mit anderen grammatischen
Phéanomenen;

3. Sie weisen je nach dem Satztyp nur eine begrenzte Anzahl
von prototypischen Satzmustern auf und lassen sich deswegen aus
konstruktionsgrammatischer Sicht behandeln.

Zu 1. Um man- Séatze nach ihrem Hé&ufigkeitsgrad im
Sprachgebrauch prufen zu kénnen, wurden sie in zwei Textgattungen
statistisch erfasst und nach ihrem Verhéltnis zu synonymischen
Passivsétzen Uberpriift. Die eine Textgattung ist ein journalistisches
Essay, das reprasentativ fur den schriftlichen Sprachgebrauch steht, die
andere ist ein Interview, das den miundlichen Sprachgebrauch
représentieren soll. Zundchst wurden man-Satze im Vergleich zu
ersetzbaren Passivsdtzen in zwei Essays aus der deutschsprachigen
Zeitschrift  ,,Fluter, 2016-2017, Nr. 61, statistisch erfasst. Die
Ergebnisse der statistischen Analyse lauten:

a) In beiden Essays von insgesamt 230 Satzen bzw. Teilsitzen
sind nur noch 16 man-Sitze vorgefunden worden, was im
Prozentverhéltnis lediglich 6,9 % von der Gesamtzahl der Satze
ausmacht. Passivsatze kommen fast so oft vor wie man-Sétze vor: 14
von 230, was 6,08% ausmacht. Daraus ist ersichtlich, dass die
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unbestimmten man-Satze in einem schlichten Verhaltnis zu Gbrigen,
meist  personlichen  Sdtzen stehen; man-Sétze und ihre
Kontraststrukturen im Passiv weisen im schriftlichen Sprachgebrauch
praktisch die gleiche Prozentrate auf.

b) Im zweiten analysierten Text, der ein Interview darstellt und
als solches den miindlichen Sprachgebrauch repréasentieren soll, sind
die Ergebnisse der statistischen Analyse folgendermalen ausgefallen:
im Text, der rund 158 Sétze bzw. Teilsatze enthélt, sind 20 man-Sétze
(12, 6%) und nur noch 5 (3,1%) austauschbare Passivsatze vorgefunden
worden.

Die Ergebnisse der statistischen Analyse weisen darauf hin, dass
die man-S&tze im mindlichen Sprachgebrauch gegenuber ihren
Kontrastsatzen im Passiv dominieren, wéahrend im schriftlichen
Sprachgebrauch ihre Haufigkeitsraten etwa gleich sind. Diese
Ergebnisse entsprechen etwa der allgemeinen Vorstellung in Bezug auf
den Gebrauch von Aktiv- und Passivsitzen: ,,Aktiv und Passiv sind in
Texten der deutschen Gegenwartssprache ungleich verteilt: Auf das
Aktiv entfallen im Durchschnitt etwa 93%, auf das Passiv etwa 7% der
finiten Verbformen” [2, p. 170-171]. (Es sei bemerkt, dass fir den
mundlichen und schriftlichen Sprachgebrauch nur zwei Textsorten aus
der Sprache der Medien analysiert wurden. In Texten, die zu anderen
funktionalen Stilen gehdéren, insbesondere in wissenschaftlichen
Fachtexten, konnen sich die Haufigkeitsraten zugunsten der
passivischen Satzformen dndern.)

Zu 2. Man-Sétze, die in ihrem Satzbauplan kein semantisches
Subjekt bzw. keinen Tater enthalten, weisen aber eine flr das Aktiv
typische Struktur auf, und werden allgemein als Aktivsédtze behandelt.
In der deutschen Grammatik hat sich aufgrund der statistischen
Untersuchungen die Uberzeugung durchgesetzt, dass man ... das
Aktiv als Erst- und das Passiv als Zweitform bezeichnen kann” [2, p.
171]. Bei der Beschreibung dieser Formen im Rahmen des verbalen
Genus kann man so verfahren, ,,...dass man das Aktiv als einfache,
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mehr oder weniger merkmallose Ausgangsform ansetzt und das Passiv
als davon abzuleitende Kontrastform” [2, p. 171].

Diese These ist fur die weitere Analyse von synonymischen
Beziehungen dieser Strukturen sowie fiir die Behandlung der man-
Satze als Konstruktionen relevant. Es ist bekannt, dass die man-Satze
sich leicht in die unpersénlichen Passivsdtze transformieren lassen.
Illustrieren wir das an einigen Beispielen:

man-Satze Passivsatze
1. Man fallt die Baume. 1. Die Baume werden gefallt
2. Man muss die Baume fallen. 2. Die Baume missen gefallt
3. Hier darf man nicht | werden
fotografieren. 3. Hier darf nicht fotografiert
4. Man half ihnen nicht. werden
5. Die Todesstrafe hat man in | 4. Es wurde ihnen nicht geholfen
den meisten europdischen | 5. Die  Todesstrafe st
Landern abgeschafft abgeschafft worden

Bei der Transformation treten die man - Satze in synonymische
Beziehungen mit passivischen Kontrastformen. Hier setzen wir uns mit
einem Fall der sog. grammatischen oder syntaktischen Synonymie
auseinander, wenn man als ,,grammatische Synonyme grammatische
bzw. syntaktische Phanomene mit unterschiedlicher Struktur und
gleicher oder dhnlicher Bedeutung* behandelt [dazu siehe auch: 1,
p.181-182]. Es sei aber bemerkt, dass die man-Satze praktisch
unbegrenztes Gebrauchsspektrum haben, wobei die Bildung von
Passivsdtzen durch das Merkmal der Passivfahigkeit der Verben
eingeschréankt wird. Nach diesem Merkmal bilden solche Verben wie
haben, besitzen, bekommen, erhalten, beinhalten, umfassen, bedeuten,
bilden, brennen, bluhen, scheinen, schmecken, sein, sowie Modalverben
u.v.a. wegen ihrer Angehorigkeit den besonderen strukturell-
semantischen Klassen kein Passiv [dazu siehe z.B.:. 3, p. 68-69].
Demgegeniiber kdnnen sich diese Verben ohne weiteres mit dem
Indefinitpronomen man verbinden, z.B.:
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- Wenn man das erkennen kann, ist man aus dem permanenten
Druck der Selbstoptimierung raus. (Fluter)

- ,,Darfman eintreten” fragte mein Vater. (Th. Mann)

- Man braucht hier keine Uhr. Man bleibt, wo man mag, und
geht weg, wenn man mag. (Binding)

Anhand der angefiihrten Beispiele wurden die synonymischen

Beziehungen der man — Satze innerhalb der grammatischen Kategorie
der Genus verbi, deren Basis die Opposition ,,Aktiv”’ —
,,Passiv”’ bildet, veranschaulicht. Innerhalb des verbalen Genus ,,Aktiv”
kénnen man - Sdtze in synonymische Beziehungen mit sog.
»Passivumschreibungen”, die ebenfalls aktivische  Strukturen
aufweisen, treten [dazu siehe: 3, p. 72-73] davon zeugen folgende
Beispiele:

Man - Satze Passivumschreibungen
1.Den Text kann man leicht a) Der Text st leicht zu
Ubersetzen Ubersetzen;
b) Der Text lasst sich leicht
lbersetzen;
¢) Der Text Ubersetzt sich leicht.
2.Die Uhr kann man noch a) Die Uhr ist noch zu reparieren;
reparieren b) Die Uhr Ilasst sich noch
reparieren;
¢) Die Uhr ist noch reparierbar.

Schlussfolgernd Iasst sich sagen,

o dass die man-Satze im Rahmen der grammatischen Kategorie
des Genus verbi in synonymische Beziehungen sowohl innerhalb des
passivischen, als auch innerhalb des aktivischen Paradigmas treten
konnen.

* In diesem, wie ubrigens in vielen anderen Féllen der
grammatischen Synonymie, handelt es sich nicht um vollstandige
Synonymie. Die Glieder der Synonymenpaare weisen unterschiedliche



Nuancen sowohl im Gebrauchsumfang, als auch Nuancen funktional-
stilistischer Art auf.

« Uber grammatische Synonymie lasst sich in Anlehnung an
lexikalische Synonymie reden. Gleich wie die lexikalischen Synonyme
kénnen sich die grammatischen Synonyme durch ideographische (nach
Gebrauchsumfang), funktional-stilistische (Haufigkeitsgrad in den
Texten, die zu verschiedenen Funktionalstilen gehdéren, sowie durch
landschaftliche Merkmale (z.B: Vgl. Ich habe gesessen /gelegen/
gestanden im Binnendeutsch, und Ich bin gesessen/gelegen/gestanden
in der deutschen Sprache Osterreichs und der Schweiz) unterscheiden.

Zu 3. Von der konstruktionsgrammatischer Perspektive kdnnen
die man-Sétze als

Konstruktionen behandelt werden. Dafir brauchen sie
den Hauptkriterien der Konstruktionsgrammatik, die sich in den letzten
Jahrzehnten als ein gebrauchsbasiertes und empirisches Modell der
Sprachbeschreibung etabliert hat, zu entsprechen. Ein man — Satz
konnte erst dann als Konstruktion behandelt werden, wenn er als Form-
Bedeutungspaar gilt, ein prototypisches Satzmuster darstellt sowie den
Merkmalen der Nicht-Kompositionalitdt und der Konventionalitét
entspricht:

1) Man — Sitze sind ,,Form-Bedeutungspaare” [dazu siche z.B.:
4, p.6]. Der Form nach weisen sie nur zwei mit der Stellung des
formalen Subjektes man verbundene prototypische Satzmuster auf, die
unter Umstéanden je nach der Art des Finitums zu Rahmenstrukturen
ausgebaut werden konnen. Thre Bedeutung konnte als ,,Bezug des
Geschehens auf eine bzw. mehrere unbestimmte Personen” formuliert
werden.

2) Man — Satze sind nicht-kompositionell in dem Sinne, dass
sie sich aus anderen Strukturen nicht ableiten lassen, denn, wie bereits
oben erwahnt, sie sind primar gegenuber den von ihnen abgeleiteten
Passivsétzen [dazu siehe z.B.: 5, p. 17].



3) Man-Satze entsprechen auch dem
Konventionalitatskriterium in dem Sinne, dass ,,... sie bei typischen
Sprechern der betreffenden Sprache eine eigene mentale Reprasentation
haben” [5, p. 17].
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ROLUL HARTILOR COGNITIVE iN DEZVOLTAREA
COMPETENTEI DE LECTURA
Ninel BARBAROS, lector superior

Summary
The cognitive maps have a positive impact on the reading
competence. Through this method the university teachers lead the
reading activity, which implies decoding, comprehension and
interpretation. The cognitive maps method contributes to the
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competence of understanding and the read texts interpretation. The role
of the cognitive maps does not limit itself to the mentioned
competences, but includes also their evaluation.

In ultimele decenii, din perspectiva invataiméantului formativ
centrat pe competente, se atrage atentie deosebitd lecturii textelor de
specialitate, reiesind din faptul cd necesitatea de a cunoaste limba
germand la nivel de comunicare profesionald este intr-o continua
ascensiune. Orizontul cultural-profesional se constituie ca unitate dintre
cultura intelectuald si cea profesionala. Aceasta impune ca in procesul
de predare a limbii germane de specialitate sd imprimam o finalitate
tehnologica cunostintelor asimilate prin dezvoltarea competentelor
lectorale si prin sublinierea si demonstrarea valentelor aplicative.

Metoda apare ca o tehnica de a actiona practic, Tn mod sistematic
si planificat, implicand mai multe procedee didactice. Metoda hartilor
cognitive isi are originile in filosofia cognitiva si anume Tn conceptul de
gandire vizuala, promovat de filosoful german R. Arnheim [1, p. 27].

Gandirea vizuala asigura crearea reprezentarilor vizuale, codarea
si decodarea lor in directia cerutd, pozitionarea lor adecvatd intr-un
sistem de referintd, evidentierea pe imagine a diverselor criterii si
proprietati ale obiectului cercetat. Asadar, gandirea vizuald e o
activitate cognitiv-constructiva, care genereaza imagini cu o anumita
incarcaturd semnificativa, facind cunoasterea vizibila.

Lectura, fiind un proces mental, antrencazd gandirea vizuala,
forménd in imaginatia cititorilor scheme, care incadreaza informatia
factuald intr-o ordine logica, ceea ce contribuie la intelegerea si
memorizarea ei pe termen mai indelungat. Prin urmare, ar fi eficient de
redat aceste scheme grafic, ca suport sugestiv pentru textele de
specialitate, care au o incarcatura semanticd destul de complexa.
Reprezentarea vizuala a textelor de specialitate e, de fapt,
materializarea procesului mental prin intermediul unor organizatori
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cognitivi, care transmit informatiile factuale, sintetiszind intr-o forma
rezumativd mesajul unitar al textului de specialitate.

In aceastia ordine de idei, mijloacele cele mai efective ar fi
diagramele, care, potrivit cercetatorului W. Schnotz [5, p. 95], reprezinta
fenomene abstracte, sesizate de psihicul uman, nefiind percepute Tn
viata reald; indica inventii culturale, care vizualizeaza structuri, relatii,
valori §i procese prin intermediul codurilor conventionale, sunt niste
pictograme speciale inzestrate cu un limbaj convetional, cunoasterea
caruia asigurd Intelegerea si interpretarea corecta a conginutului textual
si grafic; reprezintd mijloace didactice, care reflectd continutul global al
textului.

Ca metoda, diagrama reprezintd o hartd cognitiva, care reflecta
informatiile cheie din text si relatiile dintre ele. Aceastd metoda a fost
folosita incd 1n sec. al XIll-lea de catre filosoful R. Llull, pentru care,
sistemul conceptual avea structura unui arbore, relatiile de
interdependenta fiind evidentiate prin ramificatii. Abia in sec. al XVIII-
lea, economistul englez W. Playfair a redescoperit aceasta metoda,
utilizdnd-o extins Tn economie.

Din perspectiva teorii cognitiviste promovata de psihologul D.
Ausubel [6], harta cognitivd este unul dintre cei mai sugestivi
organizatori cognitivi si anticipativi de progres, care cuprinde
continutul unui text intr-o asamblare logica, integrand noi achizitii in
contextul cunostintelor Insusite anterior.

Tncepand cu anii '70, cercetitorul J. Novak a dezvoltat conceptul
de hartd cognitiva, subliniind ca aceasta metoda de reprezentare vizuala
se bazeaza pe faptul cd invatarea temeinica a noilor concepte depinde
de cele existente si de relatiile care se stabilesc intre acestea.

Cercetatorul I. Neacsu [4, p. 62] a denumit conceptul vizat harta
mentald. Nucleul central al hartii mentale vizeaza, de reguld, o tema
reflectatd intr-un cdmp conceptual, cu reprezentari grafice, organizate
radial, ierarhic sau nonlinear.
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Alti cercetatori folosesc termenul de hartd conceptuald. De
exemplu, cercetatoarea E. Joitd [3, p. 22] sustine ideea cd harta
conceptuald capatd forma unei diagrame care permite vizualizarea
organizdrii procesarilor mentale ale informatiilor legate de o problema
ce tine de continut sau concept.

Analizand cercetarile efectuate de savantii B. Weidenmann [7],
conchidem ca in practica educationald se pot utiliza urmatoarele tipuri
de harfi cognitive, diferentiate dupa forma de reprezentare a
informatiilor:

Tabelul 2.1. Tipologia hartilor cognitive

Harti cognitive sub forma p— e “‘) ——
»panzei de piianjen” — in L I (\ .
centru se afla un concept _[ /

central, o temd unificatoare . g N
de la care pleaca legaturile (.__w,){(’\ R (w)
sub formd de raze catre e I -
celelalte concepte (-f “n) ( \> (\;_J‘)
secundare. ~— R

Harta cognitiva ierarhica
— presupune reprezentarea
grafici a informatiilor, in
functie de  importanta

acestora, stabilindu-se ‘ ‘ ‘ ‘ ‘ ‘
relatii de ]/ ,[ E E s \[ { % E
supraordonare/subordonare

si coordonare.

Harta cognitiva lineara —
informatiile sunt prezentate
ntr-un format linear.

Sisteme de harti cognitive Y
— se diferentiniazd de
celelalte tipuri de harti
conceptuale prin addugarea

inputs si outputs (intrari si

iesiri).

Utilizarea hartilor cognitive e o modalitate eficienta de a-i face pe
studenti se gindeascd, sd vizualizeze si sd-si aranjeze cunostintele.
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Crearea unei harti cognitive solicitd efort mental sustinut din partea
subiectului in realizarea legaturilor intre concepte, contribuind la
memorizarea informatiilor si la aplicarea lor in activitatile de invatare
prin colaborare.

Pentru a construi o hartd cognitiva, mai intai se realizeaza o listd cu
10-15 concepte-cheie sau idei despre ceea ce intereseaza si cateva
exemple. Plecand de la o singurd lista, se pot realiza mai multe harti
cognitive diferite, in functie de structura speciaficd a diagramelor. In
aceasta ordine de idei, cercetatoarea A. Cisman [2] propune indicatii
concrete, privind elaborarea hartilor cognitive:

o faza de brainstorming presupune Tnregistrarea intr-o ordine
aleatoare a ideilor, cuvintelor, propozitiilor care au legatura cu subiectul
pentru care trebuie intocmita harta conceptuala;

o faza de organizare presupune notarea structuratd a ideilor din
faza de brainstorming, grupand sintagmele-cheie dupa diverse criterii:
importanta, relevanta, utilitate etc;

e faza de asezare in pagind asigurd claritate, usurinta si
accesibilitate pentru ca, atat persoana care a creat harta conceptuala, cat si
o alta persoana care nu stie despre ce este vorba, sa inteleaga ierarhizarea
si legaturile dintre concepte;

o faza de legitura fixeaza relatiile de legaturd dintre elemente,
evidentiind conceptul-cheie si relatiile pe care le are in interiorul hartii
cognitive, prin utilizarea sagetilor;

o faza de finalizare consta in a oferi o imagine de ansamblu si de
a detalia aspectul acesteia.

Astfel, se dezvolta gandirea, creste capacitatea de cunoastere, se
extinde sfera cunostintelor, se Tmbogateste lexicul profesional si, prin
urmare, se antreneaza competentele de a intelege si de a interpreta intr-
o formd laconica si concisd esenta textului de specialitate. Aceste
activitati contribuie implicit la dezvoltarea gandirii, atentiei, imaginatiei
si memoriei.
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metoda: harti coanitive

[ continuturi: ]
v
[ mijloace didactice: ]

\4
dezvolta

[ gandirea H atentia imaginatia

Fig. 2.3. Impactul hartilor cognitive asupra proceselor psihice

Asadar, hartile cognitive stimuleazd gandirea vizuala, gandirea
logica si operatiile acesteia: analiza, sinteza, generalizarea si
interpretarea. Hartile cognitive creaza, prin urmare, premise favorabile
pentru dezvoltarea competentelor lectorale si, mai ales, ale celor de
comprehensiune si interpretare, imbogatind experienta perceptiva si
facilitind achizitiile in sfera cunoasterii. Din aceste considerente,
progresia interactivd a strategiilor receptiv-cognitive de analizd, de
sintezd, de generalizare si de interpretare asigura, prin intermediul
hartilor cognitive, parcursul treptat de la lectura textelor de specialitate
la comunicarea profesionala.

Hatrtile cognitive dezvoltd capacitatea de a gandi Intr-o limba straina,
devenind premise obligatorii pentru o lecturd efectivd, care implica
comprehensiune si interpretarea textelor de specialitate in scopul dezvoltarii
profesionale. Prin urmare, intrebuintarea reprezentarilor vizuale ilustreaza
continutul gandurilor. Din aceste considerente, diagramele reprezinta
mijloacele didactice, care reflectd continutul global al textului, iar hartile
cognitive sunt metodele didactice aplicate in scopul de a dezvolta si de a
evalua comprehensiunea si interpretarea textelor de specialitate.
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COMPETENTA DE COMUNICARE: MODELELE LUI
CANALE SI SWAIN, BACHMAN SI PALMER
luliana TIOSA, lector

Summary

Before the CEFRL there were more models of communication
competence, which led to CEFRL. This article tends to analyze only two
of them. It speaks about the model of Canale and Swain which
comprises 4 main components and served to the development of the
foreign language courses and of the linguistic tests. The second is the
model of Bachman and Palmer, the speaking ability, which developed
methods and instruments for the linguistic competence measurement.

1. Modelul de competentd de comunicare al lui Canale si
Swain

In 1980 Canale si Swain definesc trei componente ale
competentei de comunicare: 1) componenta gramaticald, care se refera
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la regulile gramaticale, normele si cuvintele unei limbi; 2) competenta
strategicd, care reprezintd folosirea adecvati a tuturor strategiilor
comunicationale in raport cu contextul comunicarii. Aceasta strategie
implicd negocierea randului-la-vorbire (turntalking) ca abilitate
importanta in viata sociala; 3) competenta sociolingvistica, care vizeaza
aspectele de adecvare sociald a continutului lingvistic. Tn modelul din
anul 1980 [4, p. 1-47], competenta sociolingvistica este alcatuita din 2
feluri de reguli: 1) reguli socioculturale ale utilizarii limbii, adica
modalitatea adecvatad in care sunt produse si intelese expresiile; 2)
regulile de a tine un discurs centrat pe combinatia expresiilor si
functiilor comunicative si nu pe corectitudinea gramaticalda a fiecarei
expresii in parte, nici nu pe multimea de propozitii si functiile
comunicative ntr-un context anumit. in 1983 Canale adaugi a patra
componenta: 4) componenta discursiva, care presupune coeziunea si
coerenta necesara actului comunicational intr-un context dat. Toate
componentele au aceeasi valoare [3, p. 2-28].

Johnson si Johnson [6] definesc aceste subcompetente in felul
urmator: competenta gramaticald se referd la cunoasterea codului
lingvistic si include cunostinte lexicale si reguli din morfologie, sintaxa,
semantica si fonologie. Competenta socioculturald reprezinta cunostinte
despre raportul limbii cu contextul ei nonlingvistic. Competenta
discursiva este cunoasterea regulilor de combinare a exprimarilor
lingvistice cu functiile lor comunicative. Competenta strategica include
strategii de comunicare verbale si nonverbale pentru evitarea
insuccesului in comunicare.

In modelul lui Canale §i Swain se evidentiazd, mai intai,
diferenta dintre cunostintele despre limba si competentele lingvistice,
pe de o parte, iar pe cealaltid parte — abilititile situative. In afara de
aceasta, e important ca acest model contine atat cunostinte cognitive,
cat si competente performante. Anume modelul lui Canale si Swain a
servit la dezvoltarea cursurilor de limba straina si a testelor lingvistice
corespunzatoare, astfel servind drept fundament teoretic pentru
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invatarea comunicativdi a limbii strdine. Canale si Swain vad
competenta de comunicare ca 0o componentd a competentei generale
lingvistice. Ei preiau conceptul lui Hymes si il restructureaza. In primul
rand, exclud componenta ability for use, deoarece nu se edifica pe o
baza teoretica solidd. Canale si Swain neaga rolul dominant al functiilor
lingvistice la lectia de limba strdind, in schimb ei accentueaza
importanta competentei gramaticale, a competentei sociolingvistice si a
strategiilor.

Canale si Swain spun despre modelul lor ca este integrativ si
poate fi vazut ca o sintezd dintre competentd si performanta.
Competenta de comunicare nu poate fi direct observatd, ci doar
perceputd in forma de performantd comunicativa. Deci, in definitia lor
comunicarea este un comportament reciproc, multimodal, interactiv,
final, care este incadrat intr-un context caracterizat de restrictii si
succesul caruia este masurat in conformitate cu rezultatul acestui
comportament.

Totusi in literatura de specialitate modelul este criticat, mai Tntai
de toate, sub aspectul componentei competenta strategicd si
interactiunea componentelor intre ele. Taylor [7, p. 148-168] spune ca
in competenta strategicd se vorbeste doar despre strategii
compensatorii, ca nu se face diferenta dintre cunoastere si abilitate, ca
nu se vorbeste despre tot spectrul de strategii.

2. Modelul lui Bachman si Palmer(1996) abilitatea de a vorbi

Bachman vorbeste despre communicative language ability —
abilitatea lingvistica, pe care o defineste ca fiind compusa din ambele
cunoasteri (cunostinte lingvistice §i competenta strategicd), sau
competenta si capacitatea de implementare, sau executie a acesteia In
uzul lingvistic comunicativ, corespunzator si contextualizat.

Limbajul este o negociere dinamica si interactiva a intereselor
vizate Intre doi sau mai multi indivizi intr-o situatie specificd. Bachman
si Palmer [2, p. 60] afirma ca utilizatorilor lingvistici le corespund
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urmatoarele caracteristici: variabile ce {in de personalitate; cunostinte
generale (topical knowledge); scheme afective; abilitatea lingvistica.

Grotjahn [5, p. 77-81] spune cd modelul lui Bachman a aparut,
mai intai de toate, din necesitatea de a testa limba strdina. El trebuia sa
dezvolte metode si instrumente de masurare a rezultatelor Tn baza unui
model teoretic al competentei lingvistice.

Abilitatea lingvistica este compusd, mai Intdi, din trei
componente: 1) competenta lingvistica, 2) competenta strategica, 3)
mecanisme psihofiziologice (se referd la procese neurologice si
fiziologice care se folosesc in timpul vorbirii, de ex., diferentierea
dintre canalul auditiv si vizual). In anul 1996 apare modelul simplificat
al lui Bachman si Palmer. In acest model, ei renunti la mecanismele
psihofiziologice, nlocuiesc termenul de competenta ilocutionara prin
cunostinte functionale, In domeniul cunostinte lingvistice se inlocuieste
termenul competentd prin cunoastere (knowledge) si la aceasta se
adaugd o componenta care se referd la continut, adica cunostinte bazate
pe continut.

Conform noului model, abilitatea lingvistica este alcatuita din:

1) cunostinte lingvistice, care se impart in a) cunostinte
structurale (competenta organizatoricd) si b) pragmatice;

2) competenta strategica, care este capacitatea mintala de a
implementa competenta lingvistica in utilizarea contextualizata a limbii,
care contine urmatoarele componente: a) decizia referitor la obiectivele
care urmeaza sd fie realizate; b) evaluarea; c) planuirea in sensul
formularii i alegerii planurilor pentru solutionarea unei probleme [5, p.
77-81].

Partea din model care se refera la componenta lingvistica este cea
mai voluminoasa. Competenta lingvistica este clasificata in 2 tipuri:
competenta  organizatoricA §i cea pragmaticdi. Competenta
organizatorica include abilitatile care sunt necesare pentru structura
formala a limbii, cu scopul de a realiza propozitii corecte gramatical, ca
sa stabileascd o legiturd dintre propozitii, ca sa fie posibila aparitia
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textelor [1, p. 87]. Aceastd competenta organizatoricd este impartitd in
competenta gramaticala si textuala. Competenta gramaticala se refera la
cunostinte despre lexic, morfologie, sintaxa, foneticd, iar competenta
textuald iese 1n afara propozitiei si se refera la cunostinte despre
conventii, cum expresiile in ansamblu fac un text, ca sd corespunda
regulilor de coeziune si retorice ale textelor.

Competenta pragmatica include in sine felurile de competenta,
respectiv cunostintele care se utilizeaza 1n uzul lingvistic contextualizat
si in interpretarea actelor ilocutionare potrivite discursului. Cunostintele
pragmatice se referd la cunostinte functionale (functia de prezentare, de
exprimare, functiile manipulative, euristice, imaginative) si cunostinte
sociolingvistice (dialecte, idiomatica, referinte culturale) [5, p. 77-81].
Competenta sociolingvistici constd 1n constientizarea conventiilor
dependente de contextul in care se utilizeaza limba. La aceste conventii
se referd, dupa Bachman, diferentele in ceea ce priveste notiunile de
dialect sau varietate, nativitatea si autenticitatea exprimarii, referintele
culturale, precum si idiomele cu referinta culturala.

Competenta strategicad implicd abilitatea mintald de a traduce
componentele competentei lingvistice in uzul real comunicativ
lingvistic si de aceea se afla intre competenta si performanta.

Competenta de comunicare a lui Bachman contine cate o
componenta de evaluare, de planuire si de realizare. Aceste componente
permit vorbitorului sa cantireasca obiectivele comunicative, sa
evalueze resursele prezente pentru realizarea acestor obiective, sa
evalueze succesul actiunii realizate [8, p. 24-26].

Majoritatea cercetatorilor sunt de parerea cd modelul lui
Bachman si Palmer este reusit, deoarece a dezvoltat metode si
instrumente pentru masurarea competentei lingvistice.

Bibliografie
1. Bachman, L.F., Fundamental Considerations in Language Testing,
Oxford University Press, Oxford, 1990.

19



2. Bachman, L.F., Palmer, A.S., Language Testing in Practice, Oxford
University Press, Oxford, 1996.

3. Canale, M., From Communicative Competence to Communicative
Language Pedagogy, in: Richards, Jack C. si Schmidt, Richard W.,
Language and Communication, Longman, Harlow, 1983, pp. 2-28.

4. Canale, M. si Swain, M. Theoretical Bases of Communicative
Approachs to Second Language Teaching and Testing, Applied
Linguistics, 1980, 1(1), 1-47.

5. Grotjahn, R, Leistungsmessung und Leistungsevaluation, Narr,
Tubingen, 2001, pp. 77-81.

6. Johnson, K. si Johnson, H., Encyclopedic Dictionary of Apllied
Linguistics, Blackwell, Oxford, 1998.

7. Taylor, D., The Meaning and Use of the Term Competence, in:
Linguistics and Applied Linguistics, 1988, 9(2), pp. 148-168.

8. Vogt, K., Fremdsprachliche Kompetenzprofile, Narr, Tubingen,
2011, pp. 24-26.

DIE SPRACHLICHEN PHANOMENE IN DER
FUNKTIONALEN GRAMMATIK UND DIDAKTISCHE
ASPEKTE
Tatiana GUZUN, lector

Rezumat

Acest articol prezinta abordarea fenomenelor lingvistice din
perspectiva Gramaticii Functionale si aspectele didactice ale acestui
curent lingvistic. In lucrare este specificatd o descriere a taxonomiei
Gramaticii Functionale si a conceptului de reflexie asupra limbii prin
accentuarea importantei functiei si semnificatiei fenomenelor
lingvistice in cadrul predarii gramaticii la lectia de limba strainad.
Articolul ilustreaza functiile limbii si modul in care acestea se
realizeazd la lectia de limba straina conform principiilor gramaticii
functionale.

Die funktionale Grammatik versucht, die Struktur der Sprache
anhand der Funktion der Sprache zu erklaren. Ausgehend von der
Annahmen, dass die zentrale Funktion der Sprache der Ausdruck von
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Erfahrungen und Gedanken ist, Erfahrungen aber auf die
Gegebenheiten der Wirklichkeit und Gedanken auf die mentalen
Konzepte des Sprechers verweisen, bezieht die funktional-typologische
Betrachtung das AuBersprachliche explizit in die Untersuchung
tibereinzelsprachlicher Invarianz mit ein. Dadurch werden semantisch-
kognitive und pragmatisch-situative Faktoren als Erklarung fir
tUibereinzelsprachliche Tendenzen und Universalien verfiigbar. [2, S.
370]

Mit der Berlicksichtigung kognitiver und pragmatischer Aspekte
mochte sich der funktional-typologische Ansatz eine Dimension des
Erkléarens erschlielen, die Uber jene des strukturalistisch orientierten
Sprachvergleichs hinausgeht. Im Grunde werden zwei unterschiedliche
Ebenen des Nicht-Sprachlichen betrachtet, ndmlich die Wirklichkeit,
d.h. die Referenzebene der Sprache und ihre Konzeptualisierung durch
die Sprecher. [Ibidem, S. 371]

Der Grundgedanke der systemisch-funktionalen Grammatik
besteht darin, dass die Sprache ohne die Kontexte ihrer Verwendung
nicht denkbar ist. Es wird angenommen, dass bestimmte Aspekte von
Kommunikationssituationen einen nicht zu vernachlassigen Einfluss
auf sprachliche Bedeutungen haben und dartber hinaus auf die
sprachlichen Mittel und Strukturen, mit denen diese Bedeutungen
ausgedrickt werden.

Es werden finf funktionale Grammatiktheorien bekannt:
Funktionale  Grammatik, Systematisch-Funktionale = Grammatik,
Kognitive Grammatik, Konstruktionsgrammatik und
Grammatikalisierungstheorie. Die systemisch-funktionale
Grammatiktheorie sieht die Sprache als ein System, das der
menschlichen Kommunikation dient. Die primare Funktion der Sprache
ist laut dieser Theorie das Erzeugen und Kommunizieren vielféltiger
Bedeutungen in spezifischen Verwendungskontexten. [3, S. 15]

Die funktionale Grammatik legt den Grammatikunterricht seit
den 90er-Jahren als integrierten Grammatikunterricht an. Dabei meint
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die Integration, dass die Gegenstdnde und Operationen im Bereich
Reflexion uber Sprache/Grammatikunterricht dort aufgesucht werden,
wo die Sprache originar benutzt wird und wo sprachliche Phenoméne in
Funktion beobachtet werden kénnen. ,,Ein formaler
Grammatikunterricht motiviert weder Schuler noch Lehrer und wird als
Erwerb nutzlosen, toten Wissens empfunden, als eine vom Lehrplan
auferlegte Pflicht. Die Besseres versprechende Alternative ist eine
funktionale Sprachbetrachtung, bei der nicht die Form, sondern die
Bedeutung sprachlicher Erscheinungen (Grammatik moglichst nie ohne
Semantik!), ihre Leistung und Funktion im Kontext und in
Sprachverwendungssituationen im Vordergrund der Betrachtung
stehen: Wann und zu welchem Zweck verwendet man den jeweiligen
sprachlichen Ausdruck? Was will man mit ihm im Unterschied zu
anderen Formulierungen zum Ausdruck bringen? Wie wirkt er auf
Horer oder Leser?, meint W. Ulrich. [4, S. 8]

Der Grammatikunterricht ist nur Teilbereich des umfassenderen
Bereichs Sprachreflexion. Die Sprachreflexion wurde dafir eingefihrt,
den traditionellen Grammatikunterricht zu (berwinden und den
Arbeitsbereich zu erweitern (Mindlichkeit, kommunikative Prozesse,
etc.). Zur systemisch-funktionalen Sprachauffassung haben sich Elena
Smirnova und Tanja Mortelmanns geduBert. Wenn Menschen
miteinander kommunizieren, tun sie das meist mittels Sprache. Mit der
Sprache kdnnen sie einander Gedanken und Geflihle mitteilen, Befehle
erteilen, Fragen stellen oder um etwas bitten. Auch kénnen sie sich
gegenseitig etwas versprechen, Hilfe anbieten, Neuigkeiten erzédhlen
und vieles mehr. Dartber hinaus wird in unterschiedlichen
auBersprachlichen Situationen kommuniziert. Ein Gesprach unter
Freunden unterscheidet sich von einem Prifungsgesprach, und dieses
ist wiederum anders als eine feierliche Erdffnungsrede oder z.B. ein
Dialog im Sprechzimmer eines Arztes. Wenn Menschen mit
unterschiedlichen Absichten und in unterschiedlichen
auBersprachlichen Situationen miteinander kommunizieren, verwenden
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sie variable sprachliche Formen und Muster. Der Grundgedanke der
systemisch-funktionalen Grammatik besteht darin, dass die Sprache
ohne die Kontexte ihrer Verwendung nicht denkbar ist. Die systemisch-
funktionale Grammatiktheorie sieht die Sprache als ein System, das der
menschlichen Kommunikation dient. [3, S. 50]

Die Entscheidung fiir die funktionale Grammatik in einem
integrierten  Grammatikunterricht  lasst sich unter folgenden
didaktischen Aspekten nachvollziehen: der Aspekt der Motivation, der
Komplexitat sprachlicher Ph&nomene, des
Verwendungszusammenhangs, der sachlogischen Differenzierung. Fir
die Schiller misste deutlich werden, dass eine genauere
Auseinandersetzung mit einem sprachlichen Gegenstand einen
tibertragbaren Nutzen hat. Diese Transfererwartung ist bei den Schiilern
sehr stark und sollte als Chance genutzt werden. Den Nutzen der Arbeit
an der Sprache kdnnen die Schuler auf zweierlei Wegen erfahren: Zum
einen konnen sie synchron merken, dass das Kennen und Beherrschen
grammatischer Elemente eine Funktion beim Umgang mit Texten und
bei der Interpretation, beim Schreiben und in der mindlichen
Kommunikation haben: Die Pronominalverknupfung bendétigt man z.B.
beim Schreiben von Texten. Zum anderen kdnnen sie diachron erleben,
dass die Erarbeitung grammatischer Ph&nomene eine Funktion in ihrer
Schullaufbahn besitzt. [1, S. 10]

Will man die Besonderheit grammatischer Ph&nomene (z. B.
Wort, Satz, Text, zugehoriger Formenbestand, grammatische Verfahren
wie Flexion oder Kongruenz etc.) erfassen, dann ist es nach ihrer
Leistung und Funktion im Kontext gréfRerer grammatischer Strukturen,
Aussagen und Texte zu fragen. Die besondere Art und Funktion lasst
sich im Unterricht nicht ohne den Zusammenhang mit rezipierten
Texten (Literatur) oder produzierten Texten (Aufsétze) erarbeiten. Die
grammatischen Phdnomene sind also nicht aus den Zusammenhéngen
herauszureif3en, sondern in einem lernfeldlibergreifenden Unterricht
beim Umgang mit Texten sowie bei der mindlichen oder schriftlichen
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Textproduktion zu behandeln. Im aulerschulischen Umgang mit
Sprache machen die Schiiler regelméRig Erfahrungen auch mit
grammatischen Phdnomenen. An solche Verwendungssituationen, in
denen den Schulern ein grammatisches Phanomen natirlich begegnet,
sollte die Reflexion lber Sprache anknipfen. Diese Situationen lassen
sich im Unterricht real erfahren (z. B. in Projekten) oder simulieren (z.
B. im Rollenspiel) oder rekonstruieren (z. B. aus Texten). Bei der
Konzentration auf den Verwendungszusammenhang von Sprache muss
die inhaltliche Ebene des Unterrichts wichtig genommen werden: Der
Unterricht misste etwas mit der VVorbereitung auf Lebenssituationen zu
tun haben, meint Einecke Ginter. [1, S. 12]

Die Autorin erklart, dass bei der funktionalen Betrachtung
grammatischer Phdnomene man zudem nach der Rolle des sprachlichen
Elements auf drei Ebenen fragt: Syntax: ,,Welche Rolle spielt z. B. das
Pradikat im Satz?“, Semantik: ,,Welche Rolle spielt z. B. das Adjektiv
bei Wertungen?“ und Pragmatik: ,,Welche Rolle spielt z. B. der
Kausalsatz in einer Rechtfertigungssituation?. Diese Fragen richten
sich zunéchst konkret auf die gerade vorliegenden Satze, Wertungen,
Situationen. Sie werden dann verallgemeinert: die grundsétzlichen
Leistungen von Préadikaten in der Syntax, von Adjektiven in der
Konstitution von Bedeutungen, der Kausalsatze in ihren
Verwendungszusammenhangen. So findet hier, didaktisch gesehen, ein
Aufstieg vom Konkreten zum Abstrakten, vom Besonderen zum
Allgemeinen statt. Dieser Vorgang der Abstraktion ist ein wesentlicher
Ablauf der funktionalen Betrachtung. Die sprachlich-stilistische
Funktion und die kommunikative Funktion eines sprachlichen
Phanomens waren in der Planung sachanalytisch vorzubereiten.
[Ibidem, S. 15]

Das fachdidaktische Prinzip der funktionalen Grammatik im
integrierten Grammatikunterricht bedeutet fir den planenden Lehrer:
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- eine Abkehr vom isolierten, an einzelnen Kkinstlichen
Beispielsadtzen  durchgefiihrten ~ Grammatikunterricht, der das
grammatische System mdglichst vollstandig abbilden will, und

- eine Hinwendung zu einem Unterricht, in dem nicht einfach
grammatische Formen gelernt werden, sondern (ber die sprachlichen
und kommunikativen Funktionen nachgedacht wird; es bedeutet somit
eine Hinwendung zur Reflexion (iber Sprache. [Ibidem, S. 25]

Zusammenfassend lasst sich zu sagen, dass die Beschreibung
und Erklérung sprachlicher Phdnomene durch deren Funktion das
Wichtigste flr die funktionale Grammatik ist. Der Vorteil gegentiber
dem strukturalistischen Ansatz bestehen darin, dass die Funktionen
universell sind; der funktionale Einsatz ist von morphosyntaktischen
Eigenschaften  unabh&ngig und fordert einen integrierten
Grammatikunterricht. Als weitere Forschungsrichtlinie waére die
Untersuchung einzelner Arten von Ubungen zur Vermittlung der
lingvistischen ~ Phédnomene in  einem  funktional-integrierten
Grammatikunterricht.
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DIMENSIUNEA ETIMOLOGICA A CONCEPTULUI DE
BILDUNG iN CULTURA GERMANA
Lilia LUPASCU, lector asistent

Summary

Bildung is a process which starts with the first moment of human
life and ends only when we die; this is “socialization”. It means the
processes of formation and development of a personality in the
interdependence of the environment which is mediated socially and
physically. The view of socialization considers a child’s education
mainly under the perspective of moulding him or her to a social and
civilized being by omitting other important components like the historic
dimension. The question for meaning, corporeality, personal
biography, etc.

., Menschen sind wir eher, als wir Professionisten werden! Von
dem, was wir als Menschen wissen und als Jinglinge gelernt haben,
kommt unsere schdnste Bildung und Brauchbarkeit fur uns selbst her,
noch ohne zu angstliche Rucksicht, was der Staat aus uns machen
wolle. Ist das Messer gewetzt, so kann man allerlei damit schneiden.”

Johann Gottfried von Herder

Concept specific, elaborat si valorificat in filozofia si pedagogia
germanad, intraductibil datoritd complexitatii sale istorice, interpretabil
sincronic si diacronic, definit In termeni de culturd, formare, educatie,
instruire. Are un sens global si deschis, care nu se reduce la educatia
profesionald sau la o simpla opera psihologica desfasurata institutional
la nivel de ,,inchipuire” sau de ,,ideologie”. Etimologic, concentreaza o
combinatie originald intre actiunea verbului, a crea, a construi
(imaginar), a forma (bilden) si produsul acestuia, exprimat prin
substantivul das Bild — tablou, imagine a unei realitati psihosociale
complexe, reflectata istoric prin diferite mijloace teologice, filozofice,
pedagogice, artistice, stiintifice, tehnice etc. Angajeaza ,,un inteles activ
de «creare» si «formare», cel mai pregnant exprimat In imaginea
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olarului care da formd unui vas din lutul amorf, sens transferat apoi si
creatiei spirituale”. Evolueaza, astfel, dincolo de sensul religios initial,
un sens ,,mai degrabd pasiv, care provine din teologia Genezei”,
conform careia ,,Dumnezeu l-a creat pe om dupa chipul si asemanarea
sa”. Conceptul modern si postmodern de Bildung evidentiaza
capacitatea omului de autoformare prin culturd, prin educatie.

Bildung, abordat la nivel de concept pedagogic, are o
semnificatie complexa, situatd la linia de intersectie istoricd dintre
culturd, instruire, educatie, formare, cu deschidere ampld spre toate
zonele spiritualitatii socioumane. Este centrat asupra formarii, inteleasa
ca functie activa a educatiei, cu caracter general, obiectiv, permanent,
angajata profund, intern, individual, ca sursd originald, dar si ca norma
sociali a autoeducatiei. In aceasta perspectiva, conceptul de Bildung nu
se reduce la: a) educatia profesionald realizata dupa scopuri externe; b)
cultura tratatd in sociologie (inclusiv in sociologia germand, vezi
conceptul de Kultur) ca o creatie umana opusa naturii, prin operele sale
ierarhizate valoric. In sensul specific filozofiei si pedagogiei germane,
conceptul de Bildung defineste formarea ca functie activa, generald a
educatiei, bazatd pe toate valorile culturii, care includ si resursele,
valorile naturii, angajate individual si social, in sensul dezvoltarii
fiecarei personalitati umane la un nivel superior, posibil si necesar prin
autoformare/ autoeducatie.

Din perspectiva istorica, Bildung este la origini un termen
teologic, care are semnificatia de ,,zidire spirituald”. Ulterior, la granita
dintre secolele XVII-XIX, termenul a fost conceptualizat prin
preluare Tn limbaj iluminist pedagogic”, dobandind in modernitate ,,un
sens emfatic, autoreflexiv”’. Evolutia sa semantica, inregistrata in timp,
intre modernitatea timpurie si cea avansatd, orientate spre
postmodernitate, a condus la o extindere si aprofundare a conceptului
de cultura/bildung care ,,a ajuns sa vizeze formarea individului si
garantarea unicitatii lui in interiorul societdtii tocmai prin socializare”,
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bazatd pe valorificarea tuturor resurselor sale naturale, biologice si
psihologice.

Originalitatea conceptului pedagogic de Bildung este confirmata
istoric, prin preluarea traditiei teologice a termenului si prelucrarea sa la
nivel de ,religie seculara®, de pietate, modern, intr-un cadru spiritual
activizat, tipic protestantismului, in care ,,canonul ndoielilor morale
devine reteta personald de angajamente statutate prin munca”.

Analiza conceptului de Bildung valorificd  resursele
epistemologice ale cercetarii istorice si hermeneutice, fundamental
necesard in contextul stiintelor socioumane. Identificarea si
valorificarea sensului specific pedagogic al termenului de Bildung
implicd o metodologie de cercetare istorica bazata pe analiza relatiei
dintre: a) concepte si semantica lor evolutiva; b) istoria sociala — istoria
conceptelor; c) istoria evenimentelor — istoria conceptelor, ,,cele doua
abordari fiind 1n tensiune, dar si in interdependentd”; d) evolutia
societdtii — reflectarea lingvistica a acestei evolutii, ,,caracteristica a
timpului istoric care reproduce perpetuu tensiunea“ existenta la acest
nivel; e) interpretare sincronicd — diacronica a conceptelor si a faptelor
istorice semnificative, abordabile la nivelul a doua strategii
complementare de cercetare istorica.

Analiza semantica, sustinuta si din perspectiva istoriei sociale a
conceptului, confirma faptul ca ,,Bildung este un termen specific
german care isi gaseste cu greu un echivalent in alte limbi”. Explicatia
provine din faptul cd ,limbile germanice si slave” nu au preluat
»tezaurul terminologic greco-latin” ca sursa principal de imbogatire a
limbajului filozofic, teologic, umanist, juridic etc. Anumite concepte
din zona social-politica si pedagogica (precum cel de Bildung) ,,au fost
create pe teren propriu, neputind fi traduse pur si simplu din latina, asa
cum au procedat alte limbi europene (franceza, italiand, engleza etc.).
Dificultatile asumate au fost compensate prin faptul cd au stimulat
inovatia, exemplara la nivelul constructiei unice a conceptului german
de Bildung”.
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Ca tip de constructie epistemologica, Bildung este raportabil la
un alt ,,concept fundamental” al limbii germane — istoria. Spre sfarsitul
secolului al XV1ll-lea, cele doua concepte ,,s-au indepartat atat de mult
de contextul general european, incat pot fi privite ca o contributie
specific germana la experienta revolutionara care sustine modernizarea
sociald, prin: a) trecerea de la abordarea plurald a realitatilor reflectate
pasiv, reproductiv sau descriptiv, narativ (istorii, culturi)” la ,,singulare
colective 1n care coexista modul activ si reflexiv de realizare a
semantismului” (istorie, culturd/ Bildung); b) tratarea istoriei ca ,,spatiul
empiric al evenimentelor istorice” (religioase, politice, economice,
pedagogice, culturale, comunitare etc.), dar si ca ,,spatiul lingvistic in
care sunt enuntate reflectiile referitoare la aceste evenimente si la
istoria insagi”, c) abordarea diferita a culturii, nu ca ,,0 forma
prestabilitd care trebuie pusa in practicd”, ci ca ,,0 stare procesuald, in
permanenta remodelare, datorita reflexivitatii care o anima”.

De la acest nivel pot fi deduse doua principii/axiome ale definirii
istorice a culturii conceputd ca Bildung / formare / educatie /
autoformare / autoeducatie: a) cultura este atat procesul productiei
creatoare, cat ti rezultatul productiei creatoare (formuld adoptatda dupa
Goethe); b) cultura este in stransa interdependenta cu istoria; ,,de la
Herder incoace, istoria nu mai poate fi inteleasa fara cultura/ Bildung,
la fel nici cultura/ Bildung fara istorie”.

In plan istoric, este evidentiatd evolutia conceptului de Bildung,
»lansat in Evul Mediu de unul din primii mari mistici speculativi —
Johannes Eckhart (1260-1327) — cu semnificatia formarii omului de
catre Dumnezeu”. Afirmarea sa in limbajul de specialitate este realizata
in secolul al XVlll-lea ,,prin operele iluministilor”. Bildung ,,devine un
termen-cheie pentru pedagogie ca doctrind a educatiei si instruirii Intr-0
viziune mai larga a culturii, separand omul luminat, educat, stiutor, de
tenebrele teologice si de inchistarea clasei dominante”. Are drept
continut toate laturile educatiei (morale, practice, fizice), analizate de
»~pedagogie sau de stiinta educatiei”, subordonate unui scop care
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vizeazd formarea si dezvoltarea ,,omului insusi” ca fiintd libera,
»capabila de a avea prin ea insasi o valoare interna” (Im. Kant, Tratat
de pedagogie. Religia in limitele ratiunii, trad.1922). Reprezinta
»~maximumul si cea mai echilibratd dezvoltare a fortelor proprii” ale
educatului. In aceasta perspectiva, la inceputul secolului al XIX-lea,
este propus de Wilhelm von Humbold ca model de proiectare a
sistemului de invatamant din Prusia, care are in vedere ,,dezvoltarea
fiecdrui individ in raport cu capacititile sale si cu cerintele sociale”.
Evolutiile ulterioare, delimitate istoric in secolele XIX-XX, prelungite
pana in prezent, confirmd semnificatia Bildung-ului de: a) ,,concept
central al noii antropologii si pedagogii a umanismului”; b) ,,concept
complex cu impact major asupra dezvoltarii gandirii si practicii
educationale europene in general si a celei germane n special”.
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STRATEGII EDUCATIONALE iN CONTEXTUL iNVAIARII
PERSONALIZATE A LIMBII ENGLEZE LA NIVEL
UNIVERSITAR TN DOMENIUL COGNITIV
Lucia SCHIOPU, dr., lector

Summary

Personalized learning system is based on sharing learning
experiences, promoting responsibility, critical thinking, value system.
Functional curriculum outcomes can be achieved through instructional
strategies that promote independence and personal and professional
growth. Educational strategies within cognitive domain help to build
the students strengths, to attain student’s goals and satisfy student’s
needs.

Proiectarea si implementarea strategiilor didactice necesitd
pregatire riguroasa, deoarece ele desemneazd anumite modalititi de
executie a operatiilor implicate 1n realizarea sarcinilor de predare-
invatare. Profesorul investigheazd modalitatea, care 1i va permite sa
obtina performante mai bune cu studentii pe care ii Indruma. Strategia
educationala este definita ca:

- Rezultat al interactiunii mai multor procedee sau ansamblul de
procedee prin care se realizeaza conlucrarea dintre profesor si elevi in
vederea predarii si invatarii unui volum de informatii [10, p. 307].

- Demersuri actionale si operationale flexibile coordonate si
racordate la obiective si situatii prin care se creeaza conditiile predarii
si generarii invatarii ale schimbarilor de atitudini si de conduite Tn
contextele didactice diverse [2, p. 282].

- Sistemul teoretico-actional global, fundamentat de principiile
didactice care asigurd orientarea, desfasurarea si finalitatea educatiei pe
termen lung, folosind caracteristicile si valentele resurselor,
continuturilor, metodelor, mijloacelor si formelor de organizare a
procesului de Invatamant [1, p. 146].
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- Ansamblul de actiuni intreprinse intr-o organizatie educationala
pentru atingerea obiectivelor stabilite pe termen lung sau mediu [5, p.
325].

Strategiile de Invatare se clasifica in:

Strategii directe Strategii indirecte

Strategii cognitive (practicarea, Strategii metacognitive

primirea si trimiterea de mesaje, (planificare, modelare, reglare)

analizarea)

Strategii de memorare Strategii afective (dirijarea
anxietatii)

Strategii de compensare (depasirea | Strategii sociale (formularea,

limitelor, ghicirea inteligenta) cooperarea, empatia)

Strategiile cognitive sunt modalitdti / tehnici de procesare, de
intelegere a informatiei pe baza cdrora putem selecta, achizitiona si
integra informatiile noi in baza proprie de cunostinte [4, p. 42].
Strategiile cognitive au fost clar elucidate in teoria invatarii cumulative
— ierarhice de Robert Gagne. Strategiile metacognitive vizeaza
procesele reflexive si capacitatea subiectului de a-si controla propriul
proces de nvatare [11, p. 4].

Joita delimiteaza urmatoarele strategii cognitive, care, de altfel,
sunt eficiente si obligatorii In procesul de invatare personalizatd a
limbii engleze la nivel universitar; cele privitoare la constructia
invatarii, formarea competentelor, ca activitate dominantd cand
educatul le combina in realitate: strategie algoritmica (prin imitare, prin
repetare, prin cunoastere concret-intuitiva, prin algoritmizare), strategie
euristicd (prin observare nemijlocitd, prin experimentare, prin simulare,
prin dezbateri, prin tehnici de creativitate, prin combinare variata s.a.),
strategie determinatd de tipul de rationament folosit (inductiva,
deductiva, analogicd, combinativa), strategie de tipul de actiune
implicata (de comunicare, de cercetare, practic-aplicativa, ameliorativa,
de schimbare de transfer de procedee, tehnici, algoritmi), strategie
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determinatd de combinare a elementelor sale componente (fie dupa
caracteristicile lor constructive, fie dupa suportul lor de prezentare, fie
dupa rolul dominant in activitate, fie prin combinare variatd), strategie
determinatd de combinarea formelor de organizare a activitatii
educatilor (frontald, independenta individuala, prin pregéatire anticipata
pentru lectie prin rezolvare in afara clasei) [6, p. 141].

Proiectand si realizand activitati de predare-invatare-evaluare
personalizatd a limbii engleze bazate pe strategii didactice interactive,
cadrul didactic ofera discipolilor multiple ocazii de a se implica in
procesul propriei formari, de a-si exprima n mod liber ideile, opiniile si
de a le confrunta cu cele ale colegilor, de a-si dezvolta competentele
cognitive, metacognitive si sociale [3, p. 125].

La elaborarea strategiei educationale in contextul Invatarii
personalizate a limbii engleze se iau in consideratie mai multe directii:

1. elaborarea obiectivelor pentru anumite insarcinari educative
pentru structurarea curriculumului;

2. restructurarea continuturilor didactice pentru nivelul specific
de personalizare a fiecarui student si delimitarea strategiilor didactice;

3. metodele prin intermediul cadrora se stabileste profilul
strategiei si modalitatea de livrare a continutului;

4. resursele umane: relatia profesor-student;

5. determinarea componentei de evaluare.

Domeniul cognitiv incorporeaza procese cognitive care sunt
organizate in 4 categorii: stocare si retragere; procesarea informatiei;
intrarea/iesirea informatiei in domeniu; utilizarea cunostintelor [8, p.
36]. Tn predarea-invitarea-evaluarea personalizatd a limbii engleze n
domeniul cognitiv trebuie sa se ia in consideratie urmatoarele principii
[7, p. 32]: stabilirea sensului; predarea pentru transfer; aplicarea in
contextul de utilizare; izolarea atributelor cheie; progresia de la concret
— semiabstract — abstract; modelarea; similaritatea mediului;
participarea activd; mentinerea energiei; afectivitatea; divizarea
materialului;  ghidarea; crearea confuziilor; relatia Say-Do;
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mnemonicele; lanturile secventiale; practica; contiguitatea; revizuiri
cumulative;  constientizarea  rezultatelor; intdrirea; elaborarea
obiectivelor.

In studierea unei limbi straine se utilizeaza strategii de invatare a
limbilor strdine (Language Learning Strategies-LLS), care determina
pasii utilizati de studenti, care insusesc o limba straind. Cunostintele
asimilate nu pot ramane in faza de memorare/stocare, ci trebuie sa fie
implicate in procese noi de explorare/valorificare de situatii noi.
Strategiile de utilizare ale limbii (Language Use Strategies — LUS) sunt
strategiile ce sunt implicate in procesul de transfer al cunostintelor, care
se Tmpart in: strategii de regasire (retrieval), repetare (rehearsal),
acoperire (cover), comunicare (communication).

Privind studiul limbii engleze din perspectiva personalizatad se
pune accent pe: metacognitie, componenta lingvisticd, componenta
sociald, trasaturile de personalitate, conceptualizarea teoretica.
Invitarea personalizati a limbii engleze la nivel universitar, in
domeniul cognitiv, stabileste (impreund cu studentii) competentele ce
se vor dobandi prin urmatoarele obiective:

- a transforma procesul de predare-invatare-evaluare dintr-un
proces bazat pe memorare intr-un proces comprehensibil;

- a distinge esentialul de ceea ce este mai putin semnificativ, a
invata sd se implementeze cunostintele in situatii concrete, si stabili
legaturi dintre valori si cunostinte sau finalitati;

- arelationa diferitele notiuni studiate si aplicarea lor in mediul
social, sa rezolve probleme si s negocieze rezolvarea problemelor cu
membrii grupului.

Tn predarea limbii engleze se cunosc mai multe abordari de
predare-invatare. Abordarea cerutad in invatarea personalizatd a limbii
engleze este abordarea bazata pe competente:

1) Abordarea bazatd pe dezvoltarea deprinderilor de scriere,
vorbire, citire si ascultare poate fi sinteticad si accentul se pune pe
modelul de limba, se ascultd limba vorbitd de nativi si se tinde spre
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varianta ideala [9, p. 1266]; si poate fi analitica, cand deprinderile se
predau si se invata separat, accentul punandu-se pe invatare.

2) O alta abordare beneficd pentru paradigma de predare-
invatare-evaluare personalizatd a limbii engleze este abordarea
procedurald, care tinde spre a gasi metode si procedee care si 1l ajute pe
educabil sd Invete limba engleza in functie de stilul sau personal de
invatare.

3) Abordarea de tip proces, e abordarea cand profesorul renunta
la stilul sau autoritar de predare si se adreseaza direct nevoilor si
preocuparilor studentului.

4) Abordarile sintetice sunt focalizate pe continut, invatare pe
baza de sarcina.

5) Abordarea bazata pe formarea de competente. Competenta
este o cerintd standard pentru un individ, atunci cand se afla in situatia
de a efectua o sarcind in mod corespunzator, la un anumit loc de munca.
Aceasta cuprinde o combinatie de cunostinte teoretice, aptitudini si
cunostinte practice, utilizate pentru a imbunititi performanta. Spre
deosebire de singularul competenta, pluralul competente se refera la un
grup de abilitéti legate de nivelul de excelenta intr-o activitate specifica,
competenta indicand doar nivelul de suficientd in ce priveste
cunostintele si abilitatile care permit actiunea intr-o varietate de situatii
[3, p.85].

Invitarea personalizati este o abordare mixti care combini
procesul de livrare educationald in limitele si in afara clasei si pune
accent pe formarea parteneriatului dintre profesor, parinte, student si
unitatea educationald, care elaboreaza programul ajustat pentru fiecare
student. invitarea personalizatd este cu siguranti o teorie a educatiei
secolului XXI, care prin programul sau flexibil si optional onoreaza si
recunoaste talentul unic, aptitudinile, pasiunile si atributele fiecarui
student precum si obstacolele si provocarile invatarii.
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EXPLORING THE USE OF ANTI-PROVERBS
Lilia HERTA, lector,
Oxana GOLUBOVSCHI, lector

Rezumat
Proverbele pot fi studiate in comparatie cu cu alte expresii
apropiate lor, cum ar fi expresii fraziologice, zicatori, aforisme,
maxime, metafore si anti-proverbe, deoarece caracteristicile distinctive
ale proverbelor pot fi identificate Tn raport cu alte expresii de acelasi
tip. Acest lucru este important pentru studierea proverbelor, de aceea
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acest articol traseaza o paraleld intre anti-proverbe si proverbe cat §i
importnfa cunoasterii i studierii acestora. Chiar daca proverbele sunt
considerate drept expresii stabile, ele sunt si flexibile, in sensul ca
permit crearea unor expresii umoristice §i ironice asa ca anfi-
proverbele ce deriva din proverb.

One can gain more insight into proverbs by comparing them to
other related expressions such as idioms, sayings, aphorisms, maxims,
metaphors and anti- proverbs, because the distinct features of proverbs
can be identified in relation to other expressions of similar type. This is
also important for this study so that proverbs are not confused with
their neighbours.

Annette Sabban [1, p. 83] distinguishes two types of proverb
variation: expression variants and new creations. Expression variants
are proverbs which differ in one or more expressions but keep the same
meaning due to the synonymic nature of the varying words. It follows
that anti-proverbs have to belong to the category of new creations, since
they are “the results of deliberate proverb innovations that may or may
not negate the truth of the original piece” [2, p. 134]. These innovations
can be substitutions of essential parts of an existing proverb or
reversions of its original meaning. In most cases, the original structure
remains the same, since aspects like “alliteration, rhyme, paronomasia,
metaphor and many others are very effective for carrying different
ideas to the society in a very compact form and thus provide the
possibility of making changes in traditional English proverbs” [3, p.
379]. Even though proverbs are said to be fixed expressions, they are
flexible in the sense that they allow creative play with their language as
speakers have been changing the language and the message of proverbs
or the way it is used to create humour and irony. This has resulted in
the formation of anti-proverbs which are - parodied, twisted, or
fractured proverbs that reveal humorous or satirical speech play with
traditional proverbial wisdom [2, p.137]. The term anti-proverb that is
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widely accepted by scholars is coined by Wolfgang Mieder who has
published several collections of anti-proverbs. It is not a term that is
against the concept of proverb. Proverbs are still very useful and
valuable in modern society and anti-proverbs which have become new
proverbs appropriate for the modern age question the wisdom of
proverbs and play with the proverb to create humour [2, pp. 145-146].
As well as these, anti-proverbs can simply be proverb variation in terms
of wording to fit a particular context better. They show that proverbs
have never been considered absolute truths and holy expressions.
Mieder claims that anti-proverbs are as old as proverbs themselves and
they are becoming more popular through mass media and internet [2,
pp. 145-146].

The truth of a proverb can be questioned by adding - butl
followed by a short commentary (e.g. money talks but nobody notices
what kind of grammar it uses); by adding — may be to a positive
statement and - may not to a negative statement (e.g. money may not
buy happiness but most of us are willing to make the experiment); by
asking a question related to the truth of the proverb (e.g. if love is blind,
how can there be love at first sight?); by changing a positive proverb
statement into a negative one and vice versa (e.g. politics doesn’t make
strange bedfellows — marriage does; putting off for tomorrow what you
can do today has one advantage: you may be dead tomorrow and then
you won’t have to do it); and by introducing a proverb with phrases
such as —used to, —in the good old days, —there was a time and after
the proverb, using phrases such as —nowadays, —then, —now (e.g.
there was a time when a fool and his money were soon parted but now
it happens to everybody) [2, p. 178].

The common types of proverb alterations are; (1) replacing a
single word as in A good beginning is half the bottle; (2) substitute

ing two or more words as in One man’s meat is another man’s
poison; (3) changing the second part of the proverb as in If at first you
don’t succeed, give up; (4) adding new words as in An apple a day
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keeps the doctor away and an onion a day keeps everyone away; (5)
adding literal interpretations as for example When one door shuts,
another opens which means that you live in a drafty house; Where
there’s smoke, there’s pollution; (6) punning through the use of a word
that is polysemous or two words that are homonymous as in Where
there’s a will (referring to future) there’s a wait and time is money as
the man said when he stole the patent lever watch; (7) miscellaneous
that involves word-repetition as in The man who lives by bread alone,
lives alone or the mixing of two proverbs as in A penny saved gathers
no moss and (8) simultaneous employment of several methods in which
the original text becomes almost unrecognizable with the survival of
few words as in When the boss tells a joke, he who laughs, lasts [2, p.
177].

The popular proverb structures that have become the baseline
formulas for many proverb alterations are —One X is worth a thousand
Y‘s, —Where there‘s X, there‘s Y, One man‘s X is another man‘s Y,
—An X a day keeps the Y away, —A(n) X in the hand is worth Y in
the bush, —An ounce of X is worth a pound of Y, and —different X‘s
for different Y*s [184]. To illustrate, the proverb parodies based on the
proverb An apple a day keeps the doctor away are: a chapter a day
keeps the devil away; a crisis a day keeps impeachment away; a joint a
day keeps reality away; a laugh a day keeps the psychiatrist away; a
strike a day keeps prosperity away; an effort a day keeps failure away
[2, p. 189].

Anti-proverbs in particular are important for studying as they are
frequently used in every domain of life. For this reason, anyone
learning English should have an active knowledge of proverbs so that
they can recognize the changes made in them to understand the
underlying message.
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IMPROVING WRITING COHERENCE WITH PARAGRAPH
HOOKS
Polina GORDZEI, lector

Rezumat

Acest articol isi propune sa examineze probleme cu care se
confruntd studentii in ceea ce priveste coerenfa textului. Coerenta
textului este exprimare scrisa corectd, idei coerente care se succed
dupd o anumitd logicd. Ea reprezintd o componentd esentiald in
definirea textului, se refera la un ansamblu de trasaturi care asigurd
unitatea semanticda a unui sir de propozitii, fraze, astfel incit acestea sa
formeze o unitate din punctul de vedere al semnificatiei. Obiectivele
acestei lucrari sunt de a prezenta idei si sugestii pentru imbundtatirea
coerenfei in exprimarea scrisd la studenti.

This article sets out to examine the problems faced by ESL
learners in relation to coherence in writing. The objectives of this work
is to present ideas and suggestions to help students to improve
coherence in their writing. It would provide insights to the language
teachers on how to help students become more aware of elements of
coherence in writing and what can be done to improve coherence in
writing.

We must remember, however, that no matter how well a
paragraph stands alone it is always just one small part of a larger
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whole-the essay itself. And in order to do its part in the whole
operation, it must connect smoothly with the parts around it.

Transitions between paragraphs fall roughly into three
categories:

1. Standard or transitional devices.

2. Paragraph hooks.

3. Combinations of # 1 and #2 [8, p. 31].

The standard devices are simple and obvious; they are
specific words and phrases, and using them is hardly more than a
matter of selection. The paragraph hooks are more sophisticated.

Transitions can be useful between paragraphs to connect two
ideas. Effective transitions highlight the key information from one
paragraph to the next and help to create a logic flow between ideas.
These transitions do not always have to use transitional words or
phrases; however, they can be useful. Using transitions within
paragraphs helps a writer stick to each paragraph’s main idea.
Effectively using transitions between paragraphs helps him connect
them so they flow in a logical manner to help readers understand
writing’s central idea and to emphasize those connections. It should be
pointed out that the transitions could be made between paragraphs by
using a single transition word, a transitional phrase and complete
sentences. While it is common to see transitions at the beginning of
paragraphs, it is possible to use them at the end of paragraphs to
connect them to the ones that follow.

Although transitional devices are indispensable to the writer,
enabling him to make dozens of connections neatly and efficiently, they
can't handle the whole transitional load. Even if they could, no writer
would depend upon them exclusively, for they can become painfully
obvious when they are used over and over again. So if a writer wants
his readers to be pleasantly aware that his paragraphs are firmly linked,
but he doesn't want them to see the chains too clearly or hear them
clank too audibly into place, he might need another kind of transition,
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something that is both stronger and subtler, i.e. paragraph hooks.
Beginning paragraphs with paragraph hooks requires only a little more
effort than using the basic transition terms, but it goes a long way
toward making a smoother and more coherent essay. To create a
paragraph hook, it is necessary to include an important word or idea
from the previous paragraph in the first sentence of the next paragraph.
The idea of hooks is that the first sentence of the new paragraph will
briefly remind the reader (through the use of that keyword) of the topic
that has just been covered, while introducing the new idea to be covered
in the new paragraph, and showing the connection between the two.

It is worth mentioning that paragraph hooks are simple, concrete
techniques that writers can employ to improve the connections between
paragraphs and thus improve the overall coherence of a text. Below are
two sample paragraphs which we will use to illustrate the different
kinds of hooks: ,,Mark Twain is established in the minds of most
Americans as a kindly humorist, a gentle and delightful "funny man"
No doubt his photographs have helped promote this image. Everybody
is familiar with the Twain face. He looks like every child’s ideal
grandfather, a dear old white-thatched gentleman who embodies the
very spirit of loving kindness. But Twain wrote some of the most
savage satire ever produced in America” [6, p. 22].

The first type is paragraph hook, the simplest kind of hook. The
last word of the first paragraph is "hooked™ into the first sentence of the
second paragraph and used as a point of departure for introducing
another idea This repetition hooks the paragraphs together solidly.
The hook need not be one word; it can be a phrase. It should not,
however, exceed two or three words: e.g.: ,,This loving kindness
begins to look a little doubtful in view of some of his writing. For
Twain wrote some of the most savage satire ever produced in America”
[6, p. 24]. Generally speaking, the last sentence of a paragraph is the
best place to find the hook for a new paragraph, for this sentence
is the one freshest in the reader's mind.
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The second type of hooks is a deeper hook, i.e. going further
back in the last sentence of the first paragraph for the hook:

e.g. ,,The dear old white-thatched gentleman happens to be the
author of some of most savage satire ever produced in America” [6, p.
25].

The third type is multiple hook, e.g. going back past the last
sentence of the first paragraph for the hook, but including an additional
hook from the last sentence for “insurance”: e.g. ,,To accept such an
image is to betray greater familiarity with the spirit of the photograph
than that of the writing. For Twain wrote some of the most savage
satire ever produced in America” [6, p. 27]. Here both” image ” and”
photographs™ are repeated, thus "double hooking™ the paragraphs to
make up for the greater distance between their first and second
appearance. The greater the distance, the more likely a writer is to
need a multiple hook. But no arbitrary rule in this matter is possible.
The important thing is to remember the reader. The writer should make
certain that the connection is clear to his audience. But on the
other hand the connection should not be too clear-that is, it is
useless to repeat huge sections or whole sentences from the
preceding paragraph. One or two key words will do the job.

All the examples so far have been simple word or phrase hooks.
Another variation of the paragraph hook is the idea hook, i.e. the
third type. The principle is the same; a writer hook into the
preceding paragraph, but instead of repeating an exact word or
phrase he refers to the idea just expressed, compressing it into a
single phrase: e.g. ,,Such a view of Twain would probably have been a
source of high amusement to the author himself. Twain wrote some of
the most savage satire ever produced in America.” [6, p. 29] or e.g.
,»Any resemblance between this popular portrait and the man who
reveals himself in his writing is purely imaginary. For Twain wrote
some of the most savage satire ever produced in America” [6, p. 29].
In neither of the above examples is an exact word or phrase from
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the first paragraph repeated. But the hook is clearly there; the
referential “such a view” and” this popular portrait” fasten the
paragraphs firmly together.

Transitions of this kind require some of the subtlest skills of
writing-the ordering of ideas, the use of inference and allusion,
the creation of "echo effects,”" the unobtrusive handling of time and
emphasis. All these are skills that derive from an intimate
understanding of language-and from experience

The last but not the least point is combinations of standard
transitional words and paragraph hooks as a very effective way of
linking paragraphs.

e.g. ,,This loving kindness begins to look a little doubtful,
however, in view of Twain’s writing, for he wrote some of the most
savage satire ever produced in America . . .. Yet this dear old white-
thatched gentleman wrote some of the most savage satire ever produced
in America. . ..

But to accept such an image. . .Nevertheless, such of view of
Twain would probably...” [6, p. 30].

Whether or not to use a single transition or a combination
depends partly upon the writer’s sense of what readers requires for
clarity and partly upon his own view of his material and his
natural rhythm in writing. If you a writer is certain that he has
made himself perfectly clear with a single transition, let it stand.
If he is not certain, or if the rhythm of the sentence seems to need
an extra beat, it is better to use the combination.

But to take full advantage of possibilities of paragraph hooks, a
writer should learn to use the paragraph hook consciously, to
direct and control it for his own purposes. Control, remember, is
the essence of style, and the handling of transitions is an important part
of any writer's style. One kind of link is not necessarily better than
any other kind, but variety is better than sameness. But we should
remember that any transitional method can become annoyingly
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obvious to a reader if it is overused. So any writer should vary his
practice, never permitting one method of handling transitions to
take over the job exclusively.
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DIFFICULTIES ROMANIAN SPEAKERS ENCOUNTER IN
LEARNING ENGLISH CONSONANTS
Olimpia CARACAS, lector superior

Rezumat
In acest articol se abordeazi unele dificultdti ntalnite la
vorbitorii de limbd romdnd, la pronuntarea unor consoane englezesti si
pune accent pe unele indicatii ce pot sd le ajute sd infrunte aceste
dificultati.

In English, by means of a process of communication, twenty four
consonantal units have been distinguished from the point of view of
their function (they have a marginal position in the syllable) and of
their phonetic nature (their articulation involves an obstruction or a
narrowing of the passage of the air stream having as a result a noise
component) [2, p. 148].

Some consonants may be articulated with a total closure, others
with a stricture causing friction, while some others are articulated with
a partial closure or an unimpeded oral or nasal escape of air.

In the paragraphs below a summary of the main difficulties for
pronunciation of consonants for Romanian speakers is offered.

The distinction between fortis and lenis consonants in English
does not operate in Romanian and so Romanian find it difficult to make
this distinction, especially in word final position. Romanians should
also take into account the fact that English fortis consonants are

46



aspirated in initial accented position, and they reduce the length of a
preceding vowel or diphthong. Aspiration accompanies only the
Romanian voiceless consonants in final position.

In English there are only two dental consonants [d, 6] while in
Romanian there are seven [t, d, s, z, n, |, r]. There are no equivalent
Romanian sounds for the English [0, 6], and frequently Romanians
replace them by sounds like [s, z, t, d].

Romanians should be advised to place the tip of the tongue
between the teeth and not against the alveolar ridge.

Romanians speakers have difficulties in pronouncing these
consonants especially when they are followed by other fricatives.

Care should be taken to render correctly the English alveolar
consonants [t, d, z, s, n] which are dental in Romanian.

In Romanian there are only two nasal consonants [m, n], [] does
not exist as a phoneme, but only as an allophone of [n] in words like:
Anca, langa and they are not syllabic.

The consonant [I] is dental in Romanian, while in English it is
alveolar; in English this sound has three allophones: clear, dark and
devoiced, which occur in different phonetic contexts. The consonant [I]
has syllabic function in English.

The consonant [r] in English has several allophones, while in
Romanian it is a dental, fricative, voiced consonant, produced by
repeated taps, made by the tongue against the upper teeth. In English
the tongue should not touch the palatal or the alveolar ridge; it must not
roll or trill and its tip must be slightly retroflex in the production of [r].

In both languages [1] and [r] are liquid consonants.

Romanian learners of English can face some difficulties in
pronouncing the English glottal stop which is a plosive, glottal, fortis
consonant.

Although the glottal stop is not a significant sound in RP, it
serves as a syllable boundary marker, when the second syllable begins
with a vowel, for example ,,reaction” [2, p. 152].
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As Romanians do not have this sound, they may pronounce it
without being aware of it. Sometimes they insert this sound in the
middle of a word before a stressed vowel.

Interesting things should be remembered concerning the
pronunciation of affricate consonants. Most frequently the affricates of
English are considered to be phonemic entities [tE, dG, tr, dr, ts, dz, tJ,
dC]. [7, p. 52].

As far as we know English people do not palatalize affricate
consonants while the Romanian consonants are pronounced with
palatalization. In the Romanian words raci, fulgi the affricates [c, g]
can be followed only by [e, i], while the English ones may be followed
by other vowels too.

As for the articulation of the affricate [tr, dr] Romanian learners
should take care to achieve a correct place of articulation and to avoid a
lingual roll.

The Romanian [t] is produced with an obstruction for [t] and a
constriction for [s] which is considered to be one articulatory unit. [dz]
does not exist in Romanian.

The first impact of any language comes from the spoken word.
The basis of all languages is sound. Words are merely combinations of
sounds. It is in these sound sequences that the ideas are contained.
Listening is the first experience; the attempt to understand accompanies
it.

The acquisition of good pronunciation depends, to a great extent,
on the learners; ability of listening with care and discrimination. One of
the tasks of the language teaching consists in devising ways to help the
learners “aud” the unfamiliar sounds. The hearing of a given word calls
for the acoustic image of that word from which a meaning is obtained.
Therefore, Pronunciation Teaching is of great importance in developing
students’ hearing and speaking habits and skills [1, p. 92].

Pronunciation is of no less importance in developing reading and
writing habits and skills, since writing is a graphic presentation of
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sound sequences. In reading the visual images become acoustic images.
These are combined with kinesthetic images, resulting in inner speech.

Wrong pronunciation often leads to misunderstanding. When a
speaker or a reader replaces one phoneme with another, he/she
unintentionally uses quite a different word in this way altering the sense
of what he/she wanted to say, e.g., vet instead of wet, taught instead of
thought.
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PARALLELS BETWEEN ENGLISH AND RUSSIAN
BORROWINGS FROM FRENCH AND THEIR SEMANTIC
ANALYSIS
Olga COVALIOQV, lector superior

Rezumat

In acest articol este abordata tema cuvintelor imprumutate, care
este un fenomen caracteristic pentru toate limbile §i care au fost
intotdeauna o sursd importantd de dezvoltare a vocabularului limbii
engleze. Unele cuvite imprumutate se numesc articole si fenomene noi,
altele tnlocuiesc conceptul deja cunoscut de catre analogii lor strdini,
care mai tarziu au devenit neclare din cauza asimilarii lor cu cuvintele
native.
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Russian as well as English borrowed words from French. In both
cases it was one the main sources of loan words. Not only words were
borrowed but phrases as well. Some of them are still alien in these
languages, others have been assimilated and cannot be recognized as
borrowed and are frequently considered to be native words.

The influence of the French language on the American English
was much less than on the English language in general. In spite this fact
borrowed words enriched the vocabulary of American English and are
used in everyday life, especially ones which refer to coinage, furniture
and building.

The majority of borrowed words have approximately the same
pronunciation and spelling in both languages. Thus, French is the
etymological source of borrowings. In English they are more widely
used than in Russian and in some cases have synonyms composed of
native words and very often preference is given to the latter.

In the following example there are several variant of translation
of the borrowed word téte-a-téte:

,»If you are not compassionate as to dine today with Louisa and
me, we shall be in danger of hating each other for the rest of our lives,
for a whole day’s téte-a-téte between two women can never end
without a quarrel” [1, p. 26].

According to the Oxford Advance Learner’s Dictionary téte-a-
téte is a private conversation between two people. However, in the
given example it does not fully correspond to the mentioned sense, but
acquires new semantic meaning: it does mean private conversation, but
presupposes that two people are obliged to stay together because of the
lack of company.

Russian borrowed the word téte-a-téte as well and it sounds as
mem-a-mem which has the same meaning as given in the Dictionary,
but in this case it is not the correct variant of translation. We would
prefer the following variant: suinyorcoennoe npebdwvieanue 60oem.
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Another word that has some differences in the meaning is
favourite:

,How long has she been such a favourite? - and pray, when am |
to wish you joy?” [1, p. 23].

Favourite is a person liked more than others. It has also another
meaning, that of the horse expected to win. The former variant is more
suitable for the example. In Russian we also have the word, ¢asopum
but is not widely used and has a foreign shade of meaning. It was used
earlier to signify people whom Russian emperors singled out from their
escorts. However, in Russian there is more frequently used the word
nmobumey to define a favourite. Wide semantic aspects of the word
favourite contribute to the fact that different people perceive its
meanings differently. For some people in the phrase this girl is his
favourite this word may possess insulting meaning, for they imagine a
horse, when see the word favourite.

The meaning of the word angel depends on the context as well.
In the following example:

,,] am going to Gretna Green, and if you cannot guess with who, |
shall think you a simpleton, for there as but one man in the world |
love, and he is an angel” [1, p. 223].

The word angel does not mean a spirit that lives the heaven and
has two wings, but a person who possesses all positive features a
human being can have: gentleness, sweetness, kindness.

In the other example:

,»All Meryton seemed striving to blacken the man who, but three
months before, had been almost an angel of light” [1, p. 225].

The word acquires another semantic meaning: an ideal person.

In Russian the word angel may be translated as in both cases and
it has the same slight semantic differences in the meaning.

The word cousin represents a great interest. It means a child of
one’s uncle and aunt and the gender of the child may be guessed due to
the context:
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»When the ladies were separating for the toilette, he said to
Elizabeth — ,,Do not make yourself uneasy, my dear cousin, about your
apparel”.

,»You want a candle to rub on it make it proper slippy, Bert had
said and Brian was impressed with the useful know-how of his much-
travelled cousin” [5, p. 66].

In Russian there are two variants: kyser (a boy) and kysuna (a
girl). However, these words are not used and have become obsolete.
They have a foreign shade of meaning and they have completely been
assimilated grammatically. Instead of these words in Russian there are
used the following words: odeoropoonsiii 6pam and odeorwopoonas
cecmpa. These words, xyzen and xysuna, have been used in earlier
times and translators prefer them in transferring the message of the 19"
century books.

The words Sir and Madam are widely used in English, while in
Russian their counterparts cap and maoam are seldom met. These word
signify a person widely respected or of higher rank. Original Russian
words for this phenomenon are 6apun, 6ospun and bapeins, 6oapoins,
but today these words are obsolete. However, French variants did not
replace them and did not pass into the use. Moreover, these words are
used in translating to render the epoch and relations between people. Sir
and madam are used in modern English in reference to people of higher
rank or to unknown people.

»You may depend upon it, Madam,” said Miss Bingley, with
cold civility, “that Miss Bennet shall receive every possible attention
while she remains with us[ 1, p. 35].

,Certainly, sir and it has the advantage also of being in vogue
amongst the less polished societies of the world” [1, p. 22].

Some words have the same meaning in both languages. In the
following examples words are translated into Russian using
borrowings:
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,»Miss Bingley was engrossed by Mr. Darcy, her sister scarcely
less so and as for Mr. Hurst, by whom Elizabeth sat, he was an
intolerant man, who lived only to eat, drink and play at cards; who
when he found her prefer a plain dish to a ragout, had nothing to say to
her[1, p. 29].

»When he was gone, they were certain at least of receiving
constant information of what was going on, and their uncle promised, at
parting, to prevail on Mr. Bennet to return to Longbourn, as soon as he
could, to the great consolation of his sister, who considered it is the
only security for her husband’s not being killed in a duel” [1, p. 225].

,»The soup was fifty times better than what we had at the
Lucases’ last week, and even Mr. Darcy acknowledged, that the
partridges were remarkably well done...” [1, p. 263].

,»1 saw one case holding four dozen of champagne smashed all to
bits, and there was the champagne fizzing and boiling about in the
bottom of the dirty cargo boat” [4, p. 44].

The Russian corresponding counterparts are pazy, oyanw, cyn and
wamnanckoe. These words are assimilated grammatically in English
and Russian differently. In English they may be of Possessive case, but
not all of them can change their number, that is some of borrowed
words are uncountable. In Russian the situation is the same: dyszs may
be declined and may change its number, while paey neither declines nor
changes its number. The word wamnancrxoe declines in Russian, but
cannot change its number. The word cyn in Russian declines as well
and there are registered the plural forms of the word: cynet. Thus, the
grammatical assimilation of borrowed words proceeds differently in
Russian and English: in some words grammatical categories are more
obviously manifested than in others.

One of the words that came from French and became very
popular in everyday speech is hotel. Its Russian counterpart is omenw,
but this word is not always used in the process of translation. In the
following sentence:
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,Mr. Bennet had been to Epsom and Clapham, before his arrival,
but without gaining any satisfactorily information and that he was now
determined to inquire at all the principal hotels in town” [1, p. 226].

In Russian there is another word that renders the same meaning
but is more appropriate for the given sentence. It is the word
2ocmunuya. The given part of sentence may be translated as follows:

ss... TEHEPHh OH PCINNII OINPOCUTH BCEX B IJIABHBIX 2OCMUHUUAX
ropona’.

The results of this analysis may be shown in the table:

Word Actual meaning Contextual meaning
Téte-a-téte A private conversation Living together, because
between two people. of the lack of company.
angel A spirit that lives in An ideal man; gentle, kind
heaven. person.

Borrowing are very significant. Their first function is to name
new objects. Their second aim is to show the process of the
development of the language. The vocabulary of any language is the
best evidence of its bearers’ history. On the example of English and
Russian and basing on the borrowings we may say that the
representatives of these nations had relations with many peoples:
Indians, Spanish, French, Dutch, Italian etc. This relation was not very
close. This supposition may be supported by the fact that borrowings
were few and English and Russian remained the predominant
languages.
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THE CROSS - CULTURAL ASPECT IN EFL TEACHING AND
LEARNING
Tatiana CRAVCENCO, lector

Summary

Articolul in cauza este legat de aspectul intercultural in procesul
de predare-invdtare a limbii straine. Articolul propune atdt activitati
interculturale, cat si modalitati de stimulare a studentilor. Educatia
interculturald duce intr-o mdsurd oarecare la adoptarea unor valori,
credinte care pot sa nu corespunda societdatii Dstra. Activitatile
interculturale sistematice reprezintd o preconditie pentru invdtarea noii
generatii, car nu va fi doar toleranta fata de oamenii altor culturi, dar
va infelege, accepta si respecta alte culturi ale lumii.

It is a widely known fact that teaching and learning a foreign
language cannot be reduced to the direct teaching of linguistic skills
like phonology, morphology, vocabulary, and syntax. In other words, to
learn a language well usually requires knowing something about the
culture of that language. Communication that lacks appropriate cultural
content often results in humorous incidents, or worse, in the source of
serious miscommunication and misunderstanding [4. p. 53].

However, when writing or talking about ,teaching culture”,
theoreticians and practitioners often restrict themselves to the specific
culture of the target language. In English as a second language (ESL)
contexts, where students live and are immersed in the culture of the
English speakers, this may be a satisfactory approach. But in English as
a Foreign Language (EFL) this is a very narrow view.

In an EFL class, students are usually monolingual and they learn
English while living in their own country. They have little access to a
target culture and therefore a limited ability to become culturally
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competent. Importantly, their aim for learning English is not only to
communicate with native speakers of English, but also with non-native
speakers of English, which is why EFL learners are typically learners of
English as an International Language (EIL).

Culture is a very broad concept, so to get to know a given culture
means to gain extensive knowledge. It seems useful to make a
distinction between the so- called big-C culture and small-C culture.
The big-C part of a given culture is usually easy to study, as it
constitutes factual knowledge about the fine arts such as literature,
music, dance, painting, sculpture, theatre and film. Small-c culture
comprises a wide variety of aspects, many of which are interconnected,
including attitudes, assumptions, beliefs, perceptions, norms and
values, social relationships, customs and celebrations, politeness
conventions, body language. Needless to say, language is also part of
what we call culture, and it also reflects and interprets culture.

Some of the small-c cultural aspects are directlty observable, and
hence easy to grasp and learn (e.g. rituals and celebrations). However
many dimensions of a given culture are hidden from the eye. Here
belong the small-c cultural aspects that, being imparted to us from birth,
are deeply internalized and subconscious and are often noticed only in
contrast with another culture. It is mainly these non-tangible cultural
aspects that have an enormous influence on people’s way of thinking
and their linguistic behaviour and that determine the expectations and
interpretations of other people’s linguistic behaviour. A person who
encounters an unfamiliar culture will lack knowledge of such
behaviours, which may lead to amusing situations, and even conflict,
caused by miscommunication. This happens because these culture
aspects are unspoken rules created by a community. Because these
cultural rules are full of meaning and allow people to anticipate events,
they often acquire a moral rigidity that engender stereotypes and even
prejudices.
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Let us consider a few examples of unsuccessful cross-cultural
encounters. Such misunderstanding of verbal or non-verbal messages
often leads to a distorted picture of another society and its culture.

A Moldavian person in the United States, after being offered a
meal and refusing politely, could be unpleasantly surprised to be given
nothing to eat, and might even think that Americans are stingy with
food. The American host would not realize that refusing food is a sign
of modesty and the person offering a meal should insist.

A Briton might be amused if a Moldavian person on hearing the
conventional greeting ,,How are you?” started complaining about her
health, the Moldavian on the other hand, would wonder why her
interlocutor was amused.

There are innumerable examples of similar cross-cultural
communication and what they clearly illustrate is that the knowledge of
the small —c culture of a given community is of great importance for
successful cross-cultural communication. Even if the participants in the
above described situations spoke English fluently and were well
informed about cultural facts such as famous works of art and religious
celebrations, this knowledge would be of little help to avoid the
misunderstanding.

Successful international communication is reason enough to
introduce the intercultural approach into EFL classrooms. However
there is another good reason. In many countries there is still much
intolerance and prejudice against other nations and cultures. Intensive
intercultural education seems to be a good way to sow the seeds of
tolerance, respect, acceptance and understanding.

In this respect the teachers should focus their attention on the
students’ own culture, which has always been taken for granted and is
as natural as breathing and which should be seen as one of the many
diverse world cultures and part of the world cultural heritage.

So the teacher can introduce the following activities.
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Activity 1. The students observe carefully various aspects of their
native culture and look at the given data objectively as if from the
position of a representative of another culture. For example: ,,In
Moldova you have to take off your shoes when entering somebody’s
house. We think this is silly, because it means you have to walk around
the house in your socks.”

Activity 2. Students invent alternatives to existing manifestations
of their own culture — their ideas may be the following-.E.qg. instead of
shaking hands with people, you might jump three times, or — nodding
the head could mean “no” instead of “yes”

Activity 3 The students are asked to discuss in groups the
following question: Which aspects of my own culture may seem weird
to a foreigner? Then they read or listen to descriptions of their native
culture given by representatives of other cultures, which can be printed
out from the internet or recorded from a TV program. Aspects as seen
through someone else’s eyes provide a totally new perspective. What
has always been obvious and often subconscious may be perceived
differently for the first time- and sometimes noticed for the first time.

For example one can read that in Moldova business people shake
hands each morning even after years of working together, as if they
were meeting for the first time. In Moldova men usually shake hands
when they meet and take leave of each other and this is not a formal
gesture, but a customary greeting, exchanged even by closest friends.
Reading this info Moldovan students may realize that in different
cultures a handshake may have different level of formality. Thus such
info serves a double purpose: informing about some people’s habits and
informing about other people’s misunderstanding of those habits.

On the next stage of activities the aim of a teacher is to widen
learner’s perspectives by getting them to know the cultures of the
English-speaking countries and to compare those cultures to their own.
Since students have already learned to view their own culture from an
objective point of view, it should be easier for them to view another
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culture objectively, not as a curiosity, but simply as an alternative. And
here a teacher should start with British and American cultures

Activity 1. The teacher prepares copies of excerpts from
literature. Students read the excerpts in groups and decide what would
be different if a given novel was written by the author from their native
culture. For example, while reading Harry Potter and the Philosopher’s
Stone Moldavian students might point out the cultural contrasts about
cupboards under stairs, having bacon and eggs for breakfast, and a
letter being put through a slot in the door to fall on the doormat. When
all the ideas have been discussed, students rewrite the literary excerpts
so that they are in agreement with their native culture.

Teachers wishing to implement the inter-cultural approach in the
EFL classroom must consider possible problems and ways of dealing
with them.

The final stage is one of true intercultural education. Here,
students expand their cultural knowledge by learning about all cultures
of the world. Obviously, this stage is the longest and most difficult one.
However, having studied the native- and target-language cultures,
students should already know how to look for and recognize different
cultural aspects of other societies.

A few EFL textbooks contain texts and activities providing
information about world cultures. Their main advantage is that they are
written at a language level appropriate for the learners. Their serious
drawback is that they typically present information about foreign
cultures with no initial preparation of the students (a foreign culture is
very often just a topic suitable for the introduction of some language
aspect, such as the function of giving advice). In addition, the cultural
facts are usually presented in a very superficial manner. The result is
that students perceive such information as a curiosity, not as an
important piece of knowledge. Therefore, textbook-based exercises can
only play a supporting role in the intercultural approach. To supplement

59



the textbook, a wide range of activities from other sources can be
applied.

It is possible that not all students will be interested from the start
in learning about foreign cultures. The teacher’s task is to convince
them that intercultural training is in fact an indispensable element of
modern education. The teacher may use accounts of real-life situations
where the lack of intercultural awareness led to amusing, embarrassing
or even dangerous situations.

It is vitally important that students do not treat the info about the
world’s cultures as a curiosity, or even worse ridicule it. The teacher’s
task is not to convert the students to other cultures; the role of the
teacher for the EFL is to help students get to know and understand
different cultures because this knowledge and understanding are
indispensible for successful cross-cultural communication.

Systematic intercultural training is a precondition for educating a
new generation of young people who will not only tolerate, but also
understand, accept and respect people from different world cultures,
will communicate with them successfully, and will learn from them
through that communication.

It is vitally important that students do not treat the information
about the world’s cultures as a curiosity, or, even worse, ridicule it. The
teacher has to see to it that students make a serious attempt to get to
know and understand other cultures (even if they may not agree with
some aspects of those cultures). Both the teacher and the students have
to fully understand that intercultural knowledge is indispensable for
successful communication all over the world. Stereotyped views and
prejudices will pre-vent students from developing intercultural
competence. The teacher must help students understand that there can
be different sets of behaviors, beliefs, and values, and the fact that we
represent just the one that we have been “born into” is pure
coincidence. As Kramsch writes, “breaking down stereotypes is not just
realizing that people are not the way one thought they were, or that
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deep down ‘we are all the same.” It is understanding that we are
irreducibly unique and different, and that | could have been you, you
could have been me, given different circumstances” [4, p. 82].

Of course, there are aspects of some cultures that students need
not accept, such as inequality between men and women or an inhuman
attitude toward animals. The teacher’s task is not to “convert” the
students to other cultures; the role for the EFL teacher is to help
students get to know and understand different cultures because this
knowledge and understanding are indispensable for successful cross-
cultural communication.

The intercultural approach is certainly easiest to implement with
adult learners, as they will see its usefulness clearly, and so will be
motivated to learn. Adolescents will perceive the purposefulness of
intercultural education less vividly, and for children it will be too
abstract to comprehend. Teaching these younger age groups is certainly
a bigger challenge for an EFL teacher. On the other hand, intercultural
lessons can be easily made learner-centered, interesting, and fun, and
for this reason they may be successful with all age groups.

Conclusions:

1. Intercultural training is an indispensable element of modern
education.

2. Intercultural education leads, to a certain extent, to the
acceptance of values, beliefs, and behavior that may conflict with one’s
own. ,,The language teacher, in guiding the learner to new perspectives
and new identities, is tampering with fundamentals of human identity”
[6, p. 220]. Therefore, the EFL teacher must implement the intercultural
approach in a tactful, skillful, and conscious way.

3. Systematic intercultural training is a pre-condition for
educating a new generation of young people who will not only tolerate,
but also understand, accept, and respect people from different world
cultures, will communicate with them successfully, and will learn from
them through that communication.
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4. Successful international communication is reason enough to
introduce the intercultural approach into EFL classrooms.

5. In many countries, there is still much intolerance towards and
prejudice against other nations and cultures. Intensive intercultural
education seems to be a good way to sow the seeds of tolerance,
acceptance, understanding, and respect.
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®PA3EOQJIOTIN3MbI KAK OBBEKT CJIOBAPHOM PABOTDI
HA YPOKAX UHOCTPAHHOI'O A3BIKA
Valeriu CEBAN, dr., conf. univ.

Summary
Types of lexical meanings of phraseological units have been
described in the article. The appropriate time to integrate a given
phraseological unit into a student’s vocabulary depends on the
characteristics of the lexical meaning.

B mporuecce 00ydeHus: pycckoMy S3bIKY Kak HEPOAHOMY, Hapsiay
C IPYTUMH BOTIPOCAMH HEOOXOIUMO PEIIUTh U BOMPOCHI:

a/ 0 BpEMCHH BKJIIOUCHHS (PA3CONIOTHUCCKUX CIUHHI[ B
CIIOBapHBI 3amac 00y4aeMbIX;

0/ 0 cocTaBe BKIIOYAEMbIX CJMHUII HA Pa3HBIX CTAJHIX 3TOTO
nporiecca;

B/ 0 crioco0ax UX WHTEPIPETAIHH.

Penrenne yka3aHHBIX BONPOCOB, OTHOCSIIMXCS Cyrybo K
npobjeMaTHKe METOJHMKH, HampsSMYI0 3aBHCHT OT CII0co0a pelieHus
TakuX QyHIaMEHTAILHBIX TPOOJIEM KaK:

a/ CyHUIHOCTh CEMaHTHKH (DPa3eoNOTHYEeCKUX EOUHHUL, KOTOopas
oOycrnoBiieHa crienuUKoi npenHa3HayeHus (PPa3eoOTU3MOB B SI3BIKE
MO0 CPaBHEHUIO C JPYTUMH HOMHWHATHBHBIMH CJMHUIAMU SI3bIKA H,
NPEXKJIE BCETO, CO CIIOBOM;

0/  THIBI ~ JIGKCHYECKUX  3HAUYCHHU (hpazeoI0ru3MOB,
00yCIIOBJICHHBIE XapaKTEPOM OpraHU3aIy 00pa3yIoIIuX UX CEM, 4TO B
CBOIO ouepenb  3aBUCHUT  OT  Xapaktepa  0003HavaeMoii
(bpazeonoruuecKor eqUHUIICH peanu.

63



OCHOBHOY HOMHHATHBHOM €IWHMIIEN $3bIKAa B JIMHIBUCTHKE
NPUHITO CYMTATh CIJIOBO, APYrde HOMHHATHBHBIC EIWHHLBI, B TOM
ymrciae U (pa3eosoru3M, PACLCHUBAIOTCA KaK €AWHUILEI BTOPHYHOM
HoMuHanuu. Clenyer OTMETUTb, YTO, TOBOpPS O BTOPHYHOCTH
(hpa3eoqOruuecKoil eqUHHIIBI, OAHNA UCCIIEA0BATEI AKIEHT JIENaloT Ha
TUTaHe BRIpaXKeHUs [5, c. 44.], npyrue — Ha IJIaHe COJIepIKaAHMSL.

CTaHOBNEHWIO  TPEACTAaBIEHWS O  BTOPUYHOCTH  IUIaHA
comepkaHust  (ppa3eosOTHYeCKOd  eNWHUIBI, Ha  HAIl  B3TILA,
crocoOcTBOBaI U TOT (haKT, YTO BO MHOTHX HCCIICIOBAHUAX aHAIU3
cojepkaHust (hpa3eosioru3Ma 4acTo CBOJHUTE K COMOCTABJICHHIO €ro ¢
conepkanrieM cioBa. Camo 1o cebe Takoe CONOCTaBIeHHE OTPaBAaHO,
TaKk Kak 00€ eIMHUILIbI BHIMOJHSIOT (YHKIWIO HOMHHAIMU. OIHAKO,
IOpU TakOM COIOCTaBJICHUHM AOCTATOYHO 4YacTO COJEpXKaHUE CIIOBa
paciieHWBaeTCcsl Kak HeKas CeMaHTH4YecKas JIOMHHaHTa, Ha (QoHe
KOTOPOW BBIABISIOTCS «OTTEHKH COJIEP)KaHUs), Pa3IMyHOTO poja
CMBICIIOBEIE «00€PTOHBI», MPUCYIINE, KaK MPABUIO, (PPa3eoIorH3MaM.
[IpencraBmeHWI0O O BTOPUYHOCTH COACPKAHHUSA (Ppa3eoOTHIECKOU
CIIMHUIIBI  COOTBETCTBYET  KBATU(HKAIWS  OTHOUICHHUA  MEXIY
(bpa3eoNOTHUECKIMHU EMHUIIAMH M CIOBaMU KaK CHHOHUMUYHOCTb.
Ilpy >TOM OCHOBHOE OTJIMYHE COJACPKaHUS (pazeoyoru3mMa OT
COJICp)KaHMsI  CJIOBa  yCMaTpuUBalOT JUOO B  ero  OoJibliei
3KCIIPECCUBHOCTH [6, ¢. 6-10], 10O B CMBICIIOBBIX OTTEHKAX, KOTOPBIC
ABJSIFOTCSL  CIICACTBHEM BKIIIOYEHHUS B COJICp)KaHHE (pa3zeojoru3ma
HEKOETO WJIM «CIICHApHs», KOTOPBIH OTOOpa)kaeTcsi TeHETUYCCKUM
MPOTOTUTIOM (CBOOOIHBIM CIOBOCOYETAaHUEM), TTOJIOKEHHBIM B OCHOBY
dpazeonorusma [5, c. 60]. Mexay TeM, aHaTU3 peanii, 0003HaYaEMBIX
(Gpa3eosOrHuecCKUMH  €IWHUIIAMH,  OCYIIECTBICHHBIH Ha  0a3e
MOJIPOOHOTO ONMCAHHUA CEMAHTWYECKHX MapaiurM (pa3eoorHIecKux
€/IMHUII, TIO3BOJIAET YTBEPXKIaTh, YTO crieluduka (paseonorundaeckon
CHCTEMBI COCTOHT B TOM, YTO OHa 0003HauaeT (0OXBaTHIBACT) JIUIIb TOT
Kpyr peanmuii  (pparMEeHTOB WM  CHTyalUdil  BHESI3BIKOBOU
JEeUCTBUTEIBHOCTH), KOTOpEBIE BBI3BIBAIOT HauOoJbIIee
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SMOLMOHAJILHOE  OTHOLUIEHWE y HocuTened  s3bika.  IIpuuem,
MOJABJIsIIoee  OONBIIMHCTBO M3 OTHX  peadd  IpyruMHu
HOMUHATUBHBIMM  C€OUHHMLAMH  sS3bIKa HE  O0O3HAYalTCid, U
¢pazeooru3sM B ITOM CiIydyae BBICTYNAaeT Kak MepBHYHOE U
eIMHCTBEHHOE CPEICTBO HX S3BIKOBOTO OOO3HAYEHHs. YKa3aHHOE
CEeMaHTHYEeCKOe OTIN4YHe (Ppa3eoIOru3MoB OT IPYTUX HOMHHATHBHBIX
€IVHUL[ sI3bIKa MPENONpeAessieT X MO3IHEE BBEICHHE B CIOBAPHBIN
3arac M3y4aroliuX WHOCTPAHHBIA A3BIK, T.€. B TOT MEPHOA, KOTA yKe
c(hOpMHUPOBaHBI dIIEMEHTAPHBIC HABBIKK CBS3aHHOW PEYM M HAYWHAETCS
oTan (OPMHUPOBAaHMS HABBLIKOB TMEpeAaydl S3bIKOBBIMH CpEICTBAMHU
SMOIIMOHAJIFHOIO OTHOIIEHUS K mpeaMmery peur. Ha a3tom atame
KpUTEpHUAMH OTOOpa (pa3eosIOTUUECKUX EAWHMIL Ui BKIIOYEHHUS B
CJIOBApHBI 3amac yyamuxcs siBISIOTCA:

a) YaCTOTHOCTh YIOTPeOICHUS U

0) XxapakTep OpraHU3aLUH UX JEKCHYECKOTO 3HAYCHUSI.

C Touku 3peHHs 0COOEHHOCTEH OpraHU3alMM UX JIEKCHYECKOTO
3HA4YEHUs B COCTaBe (PPa3eoOrn3MOB BBIACIAIOTCS TPU Pa3HOBUIHOCTH
eIMHUIL;

I. K mepBoil pa3sHOBUJHOCTH OTHOCATCSI E€IWHHUIIBI, KOTOpbHIE
0003HAYAIOT «3JIEeMEHTApHbIe» (parMeHThl JAEHCTBUTENHHOCTH 0e3
yKa3aHUs CTEIEHH NMPOSBIEHUS NMPUCYIIUX AaHHOW AEHCTBUTENBHOCTH
npusHakoB. Hampumep, npu3Hak 0e3 BBIp@KEHHUS CTENEHH €ro
MIPOSIBIICHHUS

C IIBSHBIX I'JTA3 ‘B cOCTOSSHUM ONIBSIHEHHUS |

HA HOI'AX ‘3mopoB’, He 6oieH’ u ap.

II Ko BTOpO#i pa3sHOBUIHOCTHM OTHOCATCS €IMHUIIBI, KOTOPHIE
TaKke 0003HAYAIOT «3JIEMEHTAPHbIC» (PparMeHThl ACHCTBUTEIBLHOCTH.
OpHaKko B MX COACPXKAaHUM COJEPXKHUTCS  yKa3aHUE Ha CTEleHb
MIPOSIBJICHUS TIPUCYIIMX JAHHOW JEHCTBUTENBHOCTH IIPU3HAKOB. B
CTPYKTYpe  JIEKCHYECKOTO  3HA4YeHHs Takux  (pa3eosorn3MoB
NpEACTaBIIeHbl, KaK TMPaBHJO, JBE CEMbI, JIMOO ABa CEMaHTHYECKHX
LHEeHTpa, OJMH W3  KOTOphIX OOO3Hauaer caM  (parMeHT
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NEHCTBUTEIHHOCTH, a NPYyroil — CTEeNeHb MPOSBICHUS IPH3HAKOB
MPUCYIIUX, JAHHOMY ()ParMeHTy NEUCTBUTEILHOCTH.

CKOP HA PYKY ‘upesBbruaiiHo npoBopeH B paboTe’;

CJIAB HA A3bIK ‘upe3BbryaiiHo 601TINB’;

CEMMU IS JIEM BO JIBY “upesBbluaiiHo yMeH’;

HA BCE KOPKU ‘ouens cuibHO® (pyraTh, OpaHUTh, Pa3HOCUTH
U T.IL.) ¥ JIp.

III. K Tperheit pasHOBUAHOCTH OTHOCATCSA (Ppa3eoIOTU3MEI,
KOTOpbIe 0003HAYAIOT CJOXKHBIA (hparMeHT ICHCTBUTEIBHOCTH, T.€.
KOMIUICKC TIPU3HAKOB, MBICISIIHMICS KaK CHHKPETHYHOE IIEIIOE.
CTpyKTypa JEeKCHYeCKOro 3Ha4eHHUs TakuxX (ppa3eooru3MOB COCTOHT
U3 HECKOJIbKMX CEMaHTHYECKHX IIEHTPOB, OOO3HAYAIOIIUX pa3HbIC
«3IIEMEHTapHBIC» (PParMeHTHl JEHCTBUTEIBHOCTH, TIPU 3TOM CEMBI
0003HAYaIONINEe CTEMeHb TMPOSIBICHUS TMpH3HAKA, B JIEKCHYECKOM
3HAYEHUH TaKuX (Hpa3eoJOTU3MOB MOTYT OBITh MPEICTABICHBI WIIN
OTCYTCTBOBATh:

HA XOJ4Y IIOAMETKKM PBET ‘upe3BhluaiilHO HaXOMUYUB,
M3BOPOTIIMB, JIOBOK, CMEJ B CBOMX IMOCTYTIKAX, JeJax’;

CKBO3b 3VYFBbI ‘c npe3penneM, HEYTOBOJIBCTBUEM U T. II., KaK
OBI HEXOTS LIEUTH, BOPYATh U T. 1. ) U JIP.

[lepeunicnenHbpie TUTNBI 3HAYEHUH OTMEUAIOTCA HE TOJNBKO ¥
aJbEKTUBHBIX WIH aaBEepOUAIBHBIX (PPa3eoIOTU3MOB, BCS CEMaHTHKA
KOTOPBIX  CBOJAUTCA K OOO3HAUCHHIO TMpH3HAKa, HO MU Yy
(Gpa3eosOruuecKux  €OUHMIl  APYTUX  JIEKCUKO-TPAMMaTHYECKUX
kimaccoB. OHM  CBOWCTBEHHBI W WMEHHBIM, ¥  TJIaroJbHBIM
dpazeonoruzmam. CMOTpH, HaIIpUMeED,

umenHble (hpazeosocuzmol

| CJIABbBIM (HEXKHBIM, IIPEKPACHBII) I1IOJ1 “eHimHb!’;

30JIOTAA POTA ‘6ocsiku; 1eKIacCUPOBAHHBIC DJICMEHTHI ;

BAPAIIIEK B BYMAJXKE ‘B3stka’.

| I[BYJII/IKI/IPI SAHYC ‘nBynu4HbBIN 4emoBEK ;

HEHACBITHAS YTPOBA ‘anusblii, >kaJHBIH Y€JIOBEK
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CBATAA TIPOCTOTA ‘kpaiiHe HauBHBIA, NPOCTOIYIIHBIH,
OGecxapakTepHBIN YEIOBEK .

11l CTPEJISIHBIN BOPOBEN ‘4erioBex, MHOTOE
MPETEPIICBIINKA, ¢ OOJBIINM >KU3HCHHBIM OIBITOM, KOTOPOTO TPYIHO
MPOBECTH, 0OMaHyTh’;

BEJIASl BOPOHA ‘uenoBek, pe3Ko BBIIEIAIONIUICS 4eM-IIH00
cpenu OKPYKAMOIMNX €ro JIoAeH, OTIMJAIONMACS YeM-TTH00, He
MOXO0 KM Ha HUX;

BE3JIOHHAS BOUYKA ‘uenoBek, KOTOPBIM MOET BBHIITUTH
MHOTO CITUPTHOTO, HE MbSTHES .

2110420 IbHblE PPA3EONOSUIMBL.

I JATb IYBA ‘ymepers’;

B34Tb HA IT'PY/Ib ‘npuHATE BHYTph CIUPTHOE’;

PA3XKUMATD I'YBbI (3YBhBI) ‘roBoputh, MPOM3HOCHTH YTO-
mmbo’.

Il HABUTH OCKOMMUHY ‘B BBICHIECIH CTEHEHUM HAZOEOaTh U
T

JIOBUTH HA JIETY (C JIETY) °‘ObICTpO, JIETKO MOHHUMATbh,
ycBauBarh U Jp. .

Il CTPOUTD HA TTIECKE ‘ocHOBBIBaThCS Ha HEOOOCHOBAHHBIX,
IIATKUX, HCHAICKHBIX JTAHHBIX ;

JINTH <OTJINBATBH>ITYJIN ‘0eccoBECTHO BpAarh,
pacckasblBaTh YTO-IMO0 HENMPaBAONOA00HOE .

B cnoBapHbIii cocraB oOydarommxcs Ha TEPBBIX CTaJUAX
mporiecca  QOPMHUPOBaHHA KOMMYHHKATHBHOH  KOMIETEHTHOCTH,
MIPEXAE BCEro, CIEAYeT BKIOYATh (PPa3eosIOTHIECKHE eIUHUIIBI C
JIEKCMYECKUMU 3HaYEHHUSIMH TIEPBOTO U BTOPOTO THUIA B CHIIy TOTO, YTO
WX JIeKCMYECKHWe 3HadeHus Oojee TMpOCThle, T.K. BBIpaXaeT
«JIEMEHTapHbIE» TMOHATUSA. Dpa3eoJOTU3MBI K€ C JICKCHUYECKHUMH
3HAYEHUSMU TPETHETO THUIA CIIETyEeT BKIIOYATh B CIOBApHBIN COCTaB
oOyyarommxcsi Ha JOCTaTOYHO TO3MHHX CTaAMsAX Ipolecca
(hopMupoBaHUsI KOMMYHHKATUBHOW KOMITETCHTHOCTH.
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OTMeYeHHbIE OTJIMYUS MEXAY JIEKCHUSCKUMH 3HAYCHHSIMHU
($pa3eoNorHuecKUX COUHUL M JIGKCHYeCKUMH 3HAYCHUSIMH CIIOB
CKa3bIBAIOTCSI HAa XapakTepe MEXbA3BIKOBBIX OTHOILCHUH MEXAY
CIIOBaMH C OJHON CTOpoHBI M (paseonormsmamu ¢ aApyrod. Tak,
0oJbLIOE KOJIMYECTBO CJIOB OJHOTO SI3bIKa B CHJy 3HAYUTEILHON
OOIIHOCTH JIOJEHl B BUACHUM MHpPAa M B CHIY «3IJIEMEHTapHOCTH»
BBIP@KAEMbIX HX JIEKCHYECKUMH 3HAYCHUSIMHU IOHATUI NPOSBISIIOT
OTHOIIEHUE IIOJIHOW IKBUBAJIEHTHOCTH CO CIIOBAMH JAPYIOIO S3bIKa.
(Peus maer o cioBe, B3ATOM B OJJHOM 3HAYCHWH, MOCKOJILKY Pa3BUTHE
MHOTO3HAYHBIX CJIOB B pa3HbIX SI3bIKaX HICT MO-pa3HoMy). Hampumep:

IepeBo — tree — copac;

3eJIeHbIi - greem — verde;

obicTpo - quickly — repede;

uATH — to g0 — a merge u T.11.

OTO HaeT BO3MOXKHOCTH B TIpoliecce pabOThl MO TOMOJHEHUIO
JIEKCHYECKOTO CJIOBAPHOTO YYAIMXCsl aKTUBHO OMMPATHCS HA JIEKCHKY
POJHOTO S3bIKA yYaIIUXCS.

CootHomenne (pa3eoJOoru3MOB Pa3HBIX SA3BIKOB, H XapakTep MX
OKBUBAJICHTHOCTH  OTJIMYAIOTCS  OT  XapakTepa  COOTBETCTBHS
JIEKCUYECKUX CHUCTEM H3y4aeMoro M POJHOro s3biKoB. B Hamboiee
OTBJICYCHHOM BHJI€ (HA TOCTATOYHO BBHICOKOM YPOBHE a0CTPaKIKH) BO
(b pazeoNOrHuecKux CHCTEMaX Pa3HbIX S3bIKOB OTMEYAECTCS M3BECTHAs
OOIIHOCTB. (Cmortpm, HanpuMmep, paboThI A.B.KynuHa,
B..M.Mokuenko, A.I''Hazapsna, A.Jl.Peitxmreiina, T.3.Uepnanuesoit
u 1p.). B To e BpeMs, XapakTep COOTBETCTBUSI OTAEIBHO B3SITHIX
Gpa3eonoruuecKux ~ €IMHMIl  Pa3HBIX  S3BIKOB, BXOAALIMX B
OKBUBAJICHTHBIE TEMAaTHYECKHE TIPYMIbl, HWHOH, 4YeM Yy CJOB.
®Dpa3zeon0rudeckue €IUMHUIBI OJHOTO S3bIKA 3HAYMTEIBHO PEXE, 4eM
CIIOBa, HAxOJATCS B OTHOUICHWH TIONHOM SKBUBAIECHTHOCTH C
(bpazeosoru3mMaMu IPyroro s3bIKa.
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Yame Bcero B  OTHONIEHUSAX IIOJHON  AKBUBAJIEHTHOCTH
HAXOMSTCSA CIVHHWILI, BBIPAXKAIOIINEG HECUHKPETUYHBIA NPU3HAK.
Hampuwmep:

JKHUTBH HA IIMPOKVYIO HOT'Y — A TRAI PE PICIOR LARG
‘B BEICIIEH CTereHu O0raro, pOCKOIIHO, aOCONIIOTHO HE CTECHSSICH B
cpencTBax’;

[TOJIOXKUTB 3YBbI HA TIOJIKY — A ARUNCA DINTII IN
POD ‘ucnbITbiBasi Hy)KIy, OY€Hb CHJIBHO OIPaHHUYMBATH C€0S B CAMOM
HE0OXoauMOM”.

®dpazeosioru3M ¢ CHHKPETHYHBIM THIIOM CEMAaHTHUKH, €CIIA UMEET
B JIDyIOM SI3bIKC O3KBUBAJICHT, TO, KaK MPaBHJIO, CTPYKTYphl UX
JIEKCUYECKOT'0 3HAYCHHS COBMAMAIOT HE MOJHOCTBIO, a JIMIIh YaCTUYHO.
Takoii  THO  SKBHBAaJGHTHOCTH  MOXHO  Ha3BaTh  YaCTHYHOM
SKBHUBAJICHTHOCTBIO. (OTMEYaroTcs ciydaW, Koraa (pa3eosioru3M
CUHKPETUYHON CEMaHTHKA OJHOTO S3bIKA MOXET TNPOSBIATH
OTHOIICHUS YAaCTUYHON SKBHBAJEHTHOCTH C JABYMS, MEXIy COOOi
HECHHOHUMHWYHBIMH,  (h)pa3eoyorTu3MaMu  APYyroro  s3pika. Tak,
Hanpumep, ¢paseosoruzm A ADUCE LA SAPA DE LEMN ‘nosoauth
JTO HUIIICHCTBA, 10 0€3BBIXOAHOTO, OTYASTHHOTO TTOJIOXKEHHUS TPOSBIISET
COOTHOCUMOCTh € JBYMs (hpa3cojoru3MaMu PYCCKOTO  s3bIKA:
[TIYCKATH T10 MUPY ‘pazopsTh, DOBOAUTH 1O HUIICHCTBA W
JOBECTU O PYUKU ‘npuBectd B O€3BBIXOJHOE, OTYASHHOEC
MTOJIOKCHHE .

B mnpomecce paboThl 1O MOMOJHEHUIO (Ppa3eoIOTHIECcKOro
CIIOBApPHOTO 3araca ydYalluxcs HYXHO JeTaJbHO ONKCHIBATH BCIO
CTPYKTYpY JIEKCMUeCKOro 3HadeHus (Qpazeonmormsma. Ilepemaga
comepxanus (ppazeoqoru3mMa OJHOTO S3bIKa TPH IIOMOIIH OIHOTO
ClIOBa JPYroro s3blKa JOMYCTHMA JIMIIL TIPH HHTEPIIPETAITIHI
(G pa3eoaOru3mMOB ¢ JIEKCUICCKUM 3HAYCHUEM IEPBOM Pa3HOBUIHOCTH.
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TRADITIONAL VERSUS NEW METHODS AND TECHNIQUES
OF TEACHING ENGLISH
Andrei VASILACHE, lector superior

Rezumat

Articolul dat reprezinta o enumerare caracteristica a unui sir de
metode de baza traditionale si moderne, frecvent aplicate in practica
predarii limbii engleze si un studiu sub aspect de utilizare practic bazat
pe aceste abordari teoretice. Pentru concluzionarea observatiilor
asupra dezvaluirii tematice afirmam cd metodele si abordarile
traditionale coexistd cu cele moderne, fiind eficiente in predarea limbii
engleze si asimilarea in practica a procedeelor de insusire a
materialului in limba engleza prin prisma procedeelor si tehnicilor de
predare a limbii engleze.

,,You cannot teach a man anything, you can only help
him find it within himself.”
Galileo Galilei

There exist plenty of methods and techniques that have been used
in teaching in practice, but if it is the case to refer to English tutoring,
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than their number has to increase in times. However, there is no doubt,
that they must be considered like being more efficient, while others less
effective, as a consequent resulting. This article has the concept to
make an overview of the most frequently discussed and used methods
of coaching the English language, for instance. In order to confirm this
chain of ideas, here there seem to be appropriate the thoughts expressed
by methodologist in teaching Elaine Showalter: Science teaching is
such a complex, dynamic profession that it is difficult for a teacher to
stay up-to-date. For a teacher to grow professionally and become
better as a teacher of science, a special, continuous effort is required
[4, p. 21]

Currently, the overall number of more than 150 methods of
teaching in use can be roughly divided into two essential categories,
like: traditional methods and the new methods. As to the traditional
approaches, it is worth to outline the following ones: the method of
translation or grammar translation method, which is considered the
most popular out of the traditional ones, audio-lingual method and
presentation, practice and production, which constitute the basic
counterparts of modern curriculum. The modern methods represent a
more numerous range, which is explained by the variety of variants of
English, teachers who teach English and countries where it is taught,
making learning English to benefit from experience in this regard.

Here are some of the new methods of teaching, like: the direct
method, the silent way, also called as the path of silence, suggestopedia,
community language learning, the total physical response method,
communicative language teaching method etc. [3. p. 11] Of course, the
selection of these methods is subjective, the criteria that have been
chosen as their effectiveness and degree of popularity. Despite the
variety of teaching methods and their classifications in didactics, a
group of so-called traditional methods of teaching, developed in
centuries-old pedagogical practice, is figured out and is the basis for the
organization and implementation of the learning process.
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The grammar translation method is the process of which implies
a presentation of a topical story which is, usually, a monologist one,
representing consistent presentation of the material in descriptive or
narrative form. It is used to report actual information that requires
imagery and sequence of presentation. The procedure is applied at all
stages of training, only the presentation tasks, its style and volume
change. This approach is used in study working with pupils and
students of any age, but it has the greatest developmental effect when
teaching younger school children inclined to figurative thinking.
Developing the sense of the story is that it brings into the state of
activity mental processes: imagination, thinking, memory, emotional
experiences [1, p. 20].

There are distinguished more types of a story in accordance with
the goals:

* a story entry, the purpose of which is to prepare students for
learning new material;

» story narration — used to describe the intended content;

« story conclusion — summarizes the material studied.

The narrative as a method of teaching must ensure the
achievement of didactic goals, contain reliable facts, have a clear logic,
The presentation should be demonstrative, imaginative, emotional,
taking into account the age characteristics of the learners. It should be
short (up to 10 min). In its pure form, the story is used comparatively
rarely. More often it is used in combination with other teaching
methods — illustration, discussion, conversation. If the story fails to
provide a clear and clear understanding of certain provisions, then the
method of explanation is applied. The explanation is an interpretation
of the laws, the essential properties of the object under study, individual
concepts, phenomena.

For explanation, a demonstrative form of presentation is based on
the use of logically connected inferences that establish the truth of
certain judgments. The explanation is most often used in the study of
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theoretical material. As a method of teaching, the explanation is widely
used in different age groups. However, in the middle and senior school
years, the need for it appears more often due to the complication of
theoretical material and the increasing intellectual abilities of students
[2, p. 30].

To explain as a method of training, such requirements as exact
and precise formulation of the essence of the problem are made;
Consistent disclosure of cause-effect relationships, arguments and
evidence; Use of comparison, analogy, comparison; Irreproachable
logic of exposition. In many cases, the explanation is combined with
observations, with questions asked by both the instructor and the
learner, and can develop into a conversation. Another method is the
conversation which is a dialogical or question-answer method of
instruction, in which the teacher, through the formulation of a system of
questions, leads the students to understand new material or tests the
assimilation of what they have already learned.

Conversation as a teaching method can be applied to solve any
didactic task, distinguish individual questions addressed to one student,
group questions are addressed to a certain group and frontal questions
are addressed to all conversations. The conversation as a method of
teaching has the following advantages: it activates the educational and
cognitive activity of students, develops their speech, memory, thinking,
has educational influence etc.

The new methods of teaching the English language have
confirmed their efficiency in the process of modern teaching. The
competence model of education stands for using material at teaching
the student the ability to navigate in a variety of information resources,
as well as the function of reviewing and analyzing a wide range of
opinions and schools represented in the given field of science. Thus, the
instructor's goal in the course of a lesson is not the direct transmission
of information, but the ability to raise problems, to identify discussion
points and to orient students, where exactly one can get information on
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a particular issue. In addition to reducing the number of lectures and
increasing the proportion of independent work of students in the
educational process, traditional educational technologies and forms of
employment are undergoing other changes.

The general direction of innovations should be the
individualization of educational scopes followed by the students.
Currently, there are many different ways to provide information using
multimedia tools. The most common for today is a set of equipment is a
multimedia projector and a computer. Interactive whiteboard,
computer, projector, specialized software allow you to configure and
use the entire multimedia package, as such.

The teacher's electronic portfolio is designed to organize a
productive interaction between the teacher and students in the learning
process. The materials for monitoring the results of training the
software of the electronic portfolio are:

 Power Point program — creating presentations for lectures and
practical assignments.

» Word program — development of reference notes, job cards and
other materials, including texts.

* Excel program — development of tests and rating systems of
knowledge.

» Tool systems for creating sites (for example, Front Page,
Dream Weaver) — developing materials that have a hypertext structure.

* Tools for creating computer tests-development of tests.

« Graphic packages (for example, Photoshop, Corel Draw, etc.) —
preparation of illustrative materials: generalizing diagrams, drawings
[10, p. 120].

The common activity means that each contributes his own
individual contribution, in the course of work there is an exchange of
knowledge, ideas, and methods of activity. It can be realized throughout
organized individual, pair and group work, using project work, role
games, work with documents and various sources of information. The
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interactive methods are based on the principles of interaction, activity
of trainees, reliance on group experience, mandatory feedback. An
environment of educational communication is created that is
characterized by openness, interaction of participants, equality of their
arguments, accumulation of joint knowledge, the possibility of mutual
evaluation and control etc. [12, p. 89].

For the purpose of studying pedagogical science methods for
teaching English, the teacher must understand the formation not only of
students’ knowledge, but the ability to operate them in the
psychological analysis and assessment of the phenomena of the human
psychological process to realize new knowledge, i.e. the skills of
psychological thinking. And if the task of each lesson is the formation
of thinking, then knowledge ceases to be the ultimate goal of learning.
But it becomes a means of operating in the process of thinking and the
result of thinking activity. The student receives new knowledge not in
the ready-made form from the teacher or from the textbook, but in the
process of individual thinking activity by himself, close in nature to the
research, which, in his subjective significance, appear to him as his own
scientific discovery. Thus, the teacher faces the challenge to activate
the thinking process of students by various methods, approaches and
techniques.
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THE IMPORTANCE OF THE READING SKILL.
ENCOURAGING STUDENTS TO READ
Olesea BUCUCI, Lecturer

Rezumat
Capacitatea de a citi intr-o limba straina aduce multe bucurii,
dar si mult ,,necaz”, atdt pentru profesori cdt si pentru studenti. In
articol sunt prezentate o variatie de activitati de imbunatatire a
capacitatii si calitatii de citare, cat si diversi factori care influenteaza
abilitatea studentilor de a citi in limba engleza.

Reading is an important skill for English language learners in
today’s world. It supports the overall proficiency and provides access to
crucial information at work, school or university. With English being
the dominant language of the Internet, international business, and
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academia (including science), beginning and advanced students alike
face pressures to develop their second language reading abilities.

The acquisition of reading skills, however, is never easy, and
students need consistent practice to become fluent readers. Successful
readers have to solve many puzzles, such as learning to recognize
unfamiliar letters, words, syntax, and discourse patterns. These
challenges can be overcome more easily if students are highly
motivated to read. But what can teachers do to motivate students to read
in English?

Some research on this subject points to successful methods and
techniques, such as choosing reading topics that appeal to students,
assigning material and tasks at the right level, organizing collaborative
work, and offering positive feedback.

However, in their efforts to motivate students to read, teachers
often do not realize that different instructional methods actually
promote different types of student motivation.

Students coming to our university know very little about reading
in a foreign language. That’s why we have to begin with those things
they know already. Little by little they come to know things better and
better. When students read in English, the experience can easily
become overwhelming especially when they lack vocabulary, grammar
and content knowledge.

These frustrating reading experiences can result in decreased
motivation to read- a truly unfortunate consequence considering the
importance of reading for most of our students.

There are certain considerations which appear to influence the
students’ ability to read: aptitude, age, motivation and native language
interference.

e Aptitude: It is not precisely known what governs aptitude to
learn subjects in a foreign language. Having mathematical ability or
possessing a musical “ear” have been proposed as possible connections
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to a person’s inherent ability to learn different subjects in a foreign
language.

e Age: Adults generally have a greater long-term memorizing
facility than children, which gives them a greater advantage for learning.
This long-term memorizing ability aids in the repetition of symbols. It
also provides an organization of newly acquired language structure,
enabling the students to have greater recall and understanding.
Inhibition may also kinder learning. Unlike children, adults are more
self-conscious and, therefore, hesitate for fear of making mistakes.

e Motivation: Language study can be greatly influenced by
motivation. There are two types of motivation that may sustain interest
in learning. These two basic types are: extrinsic and intrinsic.

Extrinsic motivation is typically driven by factors outside of the
learner; extrinsically motivated students read to receive good grade,
please the teacher, outperform their group-mates or some other reasons,
but not because they find it interesting or enjoyable [3, p. 54].

Intrinsic motivation, on the other hand, is free from the influence
of external factors such as reward or punishment. Intrinsically
motivated students read because they find it interesting or enjoyable;
therefore, motivation comes from inside and is self- determined. The
more self- determined students’ motivations are, the more likely they
are to develop and sustain their learning ability. It is important to
remember that some forms of extrinsic motivation are more self-
determined than the others.

e Native language interference: The native language
interference can have a great effect on the students’ ability to acquire
English. The student needs to write in English and most of all, to read a
lot and to translate ready-made works, so that the interference of his
native language won’t have such a great influence on him. It can be
anticipated, but not all student errors can be attributed to this
interference. Errors may also result from the inherent linguistic
complexities of English.
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To many second language readers, reading is a slow process; yet
developing rapid reading, an essential skill for all students, is often
neglected in the classroom. Readers who do not understand often slow
down their reading rates and then do not enjoy reading because it takes
so much time. As a result, they do not read much, and so continues the
vicious cycle.

By reading faster the reader is encouraged to read more, and with
more reading, comprehension improves. This suggests that the more
students read, the more they increase their reading abilities. So that,
readers who are reading well and who have good vocabularies will read
more, learn more meanings, and hence read better.

Readers with inadequate vocabularies, who read slowly and
without enjoyment, read less. As a result, they have slower
development of vocabulary knowledge, which in turn inhibits further
growth in reading ability. Thus, the more exposure a student has to
language through reading, the greater possibilities that overall language
proficiency will increase. By increasing reading rates, second language
readers are exposed to much more language than if they read at a
slower, more laborious rate.

The four reading- rate activities can be used in the second
language reading class to increase student reading rates. These
activities are based on reading- rate development theories and practice
in first and second language reading [ 2, p. 12].

The activities do not require specially developed texts or
equipment and therefore can be implemented by classroom teachers
using class texts or materials. Furthermore, the activities are short and
can fill small units of time.

A major benefit of these activities is that they make the reader
aware of the importance of reading rates- not at the expense of reading
comprehension but in conjunction with comprehension. Students find
these activities worthwhile and see measurable progress in their reading
rates as a result of these activities [1, p. 34].
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o Rate - buildup reading. In this activity students have 60
seconds to read as much material as they can. They are given an
additional 60 seconds to read again from the beginning of the text. The
purpose of this activity is to reread “old” material quickly, gliding into
“new”. As students participate in this rate building activity, they learn
that indeed they can increase their reading rates.

o Repeated reading. The repeated reading activity develops
reading rates as students read a short passage over and over again until
they receive criterion levels of reading speed and comprehension. As
learners do repeated reading exercises, they come to realize how this
activity can improve their reading comprehension.

o Class - paced reading. The class- paced reading activity
allows the class to set a goal for a minimal reading rate. Once the class
establishes the goal, students calculate the average number of words per
page of the material being read and determine how many pages need to
be read in one minute in order to achieve the class goal.

Building these activities into an existing reading class can
increase the reading rates of our learners. This will allow readers to
read more with greater understanding, thereby leading to increased
language proficiency.

With each and every year, students experience a greater need for
improved English reading abilities. To respond to these needs, we
teachers need to reconsider our reading pedagogy and move beyond
traditional approaches that focus on vocabulary, grammar and text
structure. Strengthening and maintaining student motivation are crucial
to reading instruction because reading in a foreign language takes a lot
of time, effort and perseverance.

As teachers, we need to be aware of the links between
motivational approaches and reading development; we need to nurture
student motivational orientations that are most likely to yield positive
results.
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COMMUNICATIVE APPROACH IN TRANSLATION
Oxana GOLUBOVSCHlI, lector superior,
Lilia HERTA, lector superior

Rezumat

Relatarea propusa este dedicata importantei utilizarii traducerii
in clasa, in realizarea procesului de comunicare. Prezentul articol
sustine ideea ca traducerea include toate caracteristicile necesare
pentru efectuarea unei sarcini de comunicare. Deseori, traducerea e
consideratd o operatie de schimbare a codului, care presupune o
interpretare si o comunicare de idei. Traducdtorul se concentreazd
asupra analizei textului, interpretarea fiind baza analizei, efectuatd in
vederea traducerii. Traducerea, deci, nu este o simpla schimbare de
cod, dar in corelagie cu interpretarea, presupune comunicarea sensului
mesajului original.

It might be surprising to note that the developments in both the
study of translation as a linguistic science and in language teaching
methodology are quite similar, if not parallel. Thomas [3, p. 85]
reviews that early philological approaches to translating were
prescriptive and adopted a diachronic perspective to language. This
approach lacked a distinction between langue and parole. Later formal
views of translating corrected the earlier prescriptivism and altered the
focus of attention to the synchronic dimension of language but,
however, were still limited in perspective. The semantic and pragmatic
dimensions of language were still neglected and translating was felt to
be simply about the mechanistic transfer of codes. Such approaches
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gave no recognition to the creative dimension of translating and the
whole process was felt to be about form without regard for a user
perspective. The Ethno-Semantic approach brought with it an attention
to meaning and employed componential analysis as a tool with which to
achieve dynamic equivalence. With the formulation of the dynamic
equivalence approach to translating the progression in linguistic
approaches to translating to pragmatics and the importance of culture is
finally made. The central claim of a dynamic equivalence approach is
that function should have priority over form. This dimension is further
strengthened and extended in the Text Linguistic approach to the
translating process. For the first time the whole text becomes the unit of
analysis and the reader's experience of the world and other texts
becomes an important factor in the translating process. The translator in
a text linguistic approach to translating is no longer conceived of as a
passive, mechanistic decoder of linguistic form but has an active,
creative role to play.

In a similar manner language teaching was confined to the study
of language structure with no real focus on the role of the situation or
the communicative needs of the learners. With the communicative
approach, the communicative role of the student is finally focalized and
he is no longer the passive learner who receives knowledge and
responds in a predetermined way. The parallels with developments in
language teaching methodology are evident although there is one
important difference, as noted by Thomas [3,p.90]; the communicative
approach to language teaching has been accused of neglecting the
formal aspects of language in favour of the pragmatic whereas
translating by its very nature has to unite form with function and this is
one important benefit from translating.

In fact the main objection against translation in the
communicative approach is that using the mother tongue interferes with
the target language, and since different languages have different
linguistic structures and thinking strategies, use of students' mother
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tongue may hinder their learning and may result in a distorted view of
language when using the target language with native speakers [2, p.
134]. This main objection rests on an assumption which claims that
different languages view life and the universe differently and that
language learning strategies implied in learning one language differs
when learning another language. However, with the recent
developments in experimenting the communicative approach in
teaching English as a foreign and a second language for more than half
a century, and after the new methodological studies in the field of
translation and translation didactics, this view of rejecting the use of
mother tongue in language education can safely be declared to be ill-
founded.

To support this argument, some studies [3, pp. 125-130] that
compared the strategies used by professional translators and foreign
language learners (e.g. referring to the dictionary, giving synonyms of
difficult words, rephrasing certain sentences, etc...) showed that these
strategies are quite similar and that reference to L1 in language use —
whether learning, teaching or translating- will not lead to misused L2
strategies in language learning. It is not then unreasonable to claim that
the practice of translating may actually promote language learning. At
least the claim that translating prevents people from thinking in a
language, whatever that objection actually means, must be seriously
questioned.

It is important to emphasise that this stand does not mean an
objection to the use of communicative activities in the classroom.
Rather it views the use of such activities as a necessary prerequisite for
the development of communicative competence in language learners.
There are doubts, however, when it comes to the view which maintains
that knowledge of the second language system is the outcome of
communicative activity not the prerequisite for it [1, p. 205].

The suggestion then, that translating encourages an unhealthy
dependence on the L1 or that: it promotes semantic interference cannot
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be maintained. If professional translators employ successful strategies
which are L2 based, then the regular practice of translation cannot
inevitably lead to an overuse of L1 type strategies. Translating includes
all the features required of a communicative task. A genuine
information gap exists between the person who produces the message
and the person wanting to understand it. The cognitive complexity of
the task can be controlled so as to allow gradual exposure to linguistic
or pragmatic features of language. Translating tasks enable linguistic
elements to be presented and practised in relation to communicative
outcomes. In other words the relation between form and function can be
demonstrated to learners. In such translation tasks linguistic elements
would not be drilled in isolation from communicative behaviour, nor
would functions of language be taught apart from their linguistic
exponents.

In fact The history of foreign language teaching is in the main a
history of bi-lingual methodologies heavily reliant on the practice of
translating. Thomas [3, p. 114] states that this bi-lingual movement
becomes ‘increasingly monolingual from the period of the Reform
movement. Significantly members of the Reform movement were not
themselves against translating within language teaching. What they
sought redress in the excesses of the Grammar Translation method were
'problems of cross association and the obsessive focus on grammatical
structure to the neglect of other features of language'. There are signs
that the twentieth century attachment to monolingual language teaching
is fading and this is perhaps more obvious in the modified version and
the modern view of the communicative approach which makes use of
different bi-lingual techniques like TPR and Suggestopedia. On this
possibility it is interesting to quote Howatt: ,,Finally, the monolingual
principle, the unique contribution of the twentieth century to classroom
language teaching, remains the bedrock notion from which the others
ultimately derive. If there is another 'language teaching revolution'
round the corner, it will have to assemble a convincing set of arguments
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to support some alternative (bilingual?) principle of equal power” [3, p.
289]. There is some evidence that this return to a bilingual principle has
now begun and it is clear that translating is to form a major part of this
principle.
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THE INTERCULTURAL APPROACH TO EFLTEACHING AND
LEARNING
Veronica BALTAG, lector universitar

Rezumat
Topica interculturalitatii a aparut in ultimele decenii, ca
raspuns, in plan educational, la fenomenele de crestere a
interconexiunilor si a globalizarii. Obiectivul principal al educatiei
interculturale rezida in pregdtirea persoanelor pentru a percepe,
accepta, respecta, a experimenta alteritatea. Educatia interculturalda
vizeazd o abordare pedagogica a diferentelor culturale.

Nowadays, it is widely known fact that teaching and learning a
foreign language cannot be reduced to the direct teaching of linguistic
skills like phonology, morphology, vocabulary, and syntax. The
contempo-rary models of communicative competence show that there is
much more to learning a language, and they include the vital
component of cultural knowledge and awareness [2, p.67]. In other
words, to learn a language well usually requires knowing something
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about the culture of that language. Communication that lacks
appropriate cultural content often results in humorous incidents, or
worse, is the source of serious miscommunication and
misunderstanding. According to Kramsch, culture” is always in the
background, right from day one ,ready to unsettle the good language
learners when they expect it least, making evident the limitations of
their hard-won communicative competence, challenging their ability to
make sense of the world around them”.

However, when writing or talking about ,teaching culture”,
theoreticians and practitioners often restrict themselves to the specific
culture of the target language. In English as a Second Language (ESL)
contexts, where students live and are immersed in the culture of the
English speakers, this may be a satisfactory approach. But in English as
a Foreign Language (EFL) settings, this is a very narrow view.

In an EFL class, students are usually monolingual and they learn
English while living in their own country. They have little access to the
target culture and therefore a limited ability to become culturally
competent .Importantly, their aim for learning English is not only to
communicate with native speakers of English but also with non-native
speakers of English, which is why EFL learners are typically learners of
English as International Language(EIL). By learning English, EFL
students are enabling themselves to become users of international, or
rather intercultural, communication-thus ,the target language becomes a
tool to be used in interaction with people from all other the world,
where communication in English takes place in fields such as science,
technology, business, art, entertainment, and tourism. It is obvious then,
that in order to successfully function in a culturally diverse
environment, our learners need to develop intercultural communicative
competence [1, p.78]

The true complexity of what it means to know a language is
revealed in the useful list of learner competencies produced by the
Council of Europe [3, p12] In addition to grammatical competence, a
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culturally competent learner must possess sociolinguistic competence,
pragmatic competence, socio cultural knowledge, and intercultural
awareness.

As can be seen, culture is a very good broad concept, so to get to
know a given culture means to gain extensive knowledge. It seems
useful to make a distinction between the so-called big-C culture and
small-c culture. The big-C part of a given culture is usually easy to
study, as it constitutes factual knowledge about the fine arts such as
literature, music, dance, painting, sculpture, theatre, and film. Small-c
culture, on the other hand, comprises a wide variety of aspects, many of
which are interconnected, including attitudes, assumptions, beliefs,
perceptions, norms and values, social relationships,  customs,
celebrations, rituals, politeness conventions, patterns of interaction and
discourse organization, the use of time in communication, and the use
of physical space and body language. Needless to say, language is also
part of what we call culture, and it also reflects and inteprets culture.

Some of the small-c cultural aspects are directly observable, and
hence easy to grasp and learn (e.g., celebrations and rituals). However
many dimensions of a given culture are hidden from the eye. Here
belong the small-c cultural aspects that, being imparted to us from birth,
are deeply internalized and subconscious and are often noticed only in
contrast with another culture.

Clearly, if EFL learners are to become successful intercultural
communicators, it is essential to provide them with a through and
systematic intercultural training, and not only of the culture of the main
English speaking countries. EFL students will benefit by gaining solid
knowledge of the different world cultures, and they must also develop
the ability to compare their native culture to other cultures, to evaluate
critically and internet the results of such comparisons, and to apply this
knowledge successfully in both verbal and non-verbal communication,
for both transactional and interactional purposes. Since” culture in
language learning is not an expendable fifth skill. Tacked on, so to
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speak, to the teaching of speaking, listening, reading, and writing” [3, p.
1], it is of paramount importance that the cultures, not simply chosen
cultural aspects, are dealt with during EFL lessons.

Successful international communication is reason enough to
introduce the intercultural approach into EFL classrooms. However
there is another good reason .In many countries, there is still much
intolerance towards and prejudice against other nations and cultures.
Intensive intercultural education seems to be a good way to sow the
seeds of tolerance, acceptance, understanding, and respect.

Conclusion

Implementing the intercultural approach is a challenging,
demanding task for the language teacher, who must process at least
some intercultural knowledge and very often keep developing it
alongside his or her students. What must not be overlooked is that
intercultural education leads to a certain extent, to the acceptance of
values, beliefs, and behavior that may conflict with one’s own.” The
language teacher, in guiding the learner to new perspectives and new
identities, is tamping with fundamentals of human identity [2, p.129] .
Therefore, the EFL teacher must implement the intercultural approach
in a tactful, skillful, and conscious way.

Systematic intercultural training is a precondition for educating a
new generation of young people who will not only tolerate, but also
understand, accept and respect people from different world cultures,
will communicate with them successfully, and will learn from them
through that communication.
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DEVELOPING READING COMPETENCE
Eraniac SAGOIAN, dr., conf. univ.,
A. SAGOYAN, profesor, Liceul ,,Dm. Cantemir”

Rezumat
Acest articol descrie importanza dezvoltarii competentei de citire
la copii §i valoarea ei educationald. Acesta specifica ce ar trebui sa fie
predat in instruirea citirii §i etapele ei de predare (inainte, in timpul §i
dupa citire). Sunt descrise metode si tehnici captivante ce pot fi
utilizate la fiecare etapd, pentru a motiva si interesa studentul n
procesul citirii.

From time to time people have wondered why reading is
important. Reading is fundamental to functioning in today’s society. It
develops the mind, the mind is a muscle and it needs exercise. Teaching
young children to read helps them to develop their language skills.
Reading helps children focus on what someone else is communicating.
Reading helps to discover new things. A person who knows how to
read can educate themselves in any area of life they are interested in.
There is an old saying, ”The pen is mightier than the sword”. Reading
is important because words-spoken and written are the building blocks
of life. Children are becoming the result of words that they have heard
or read and what they will become in future will depend on what they
read . As Bali Rai said: ,,Reading for pleasure is the single biggest
factor in success later in life, outside of an education. Study after study
has shown that those children who read for pleasure are the ones who
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are most likely to fulfill their ambitions. If your children read, they will
succeed- it’s that simple.” As we see reading is a part of success and
there are of course some tips and ways for reading. When teaching
reading we have to fallow some requirements. Teaching reading has 3
stages: pre-reading, while-reading, post-reading. These stages will help
us to make more productive our reading .

Pre — reading stage. Foreign language learners have great
difficulty jumping into new texts without any background support.
Students should know at least something about the topic before reading.
Pictures, drawings or short skits can help develop relevant background
information.

e Brainstorming makes students pool what they know about
the topic of the text and share their knowledge in the target language.
The goal is to activate students horizon of expectation, and help
learners identify what the text is about. Pre- reading exercises can take
different forms, but ideally they are learner-centered rather than
teacher-centered.

e Skimming. Another pre-reading activity is skimming. In class
, a short period of time is allotted for the learners to skim the first
paragraph or page of the text, look at illustrations and subtitle, and
identify the words in the text that explain the “who”, “what“, “where”
and ‘when” of the text content - to identify core vocabulary words that
will help them work through uncertainties.

o Wordsplash. Assemble a collection of keywords for a certain
reading assignment. Arrange the words on a piece of paper or on a
projector in a random way. The random arrangement makes the
collection of words a wordsplash.

After pre-reading when students are already ready to read and
understand we have to make reading also active. We must not only read
students have to have always something to do even while reading
otherwise they will become bored and they will lose interest. Activities
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which students will be provided with while—reading must be chosen
very carefully and according to students age and ability.

Questions while-reading. Asking questions while — reading can
be one of the greatest aids to understanding a passage, either at home or
in class.

While-reading activities are defined as activities that help
students to focus on aspects of the text to understand it better, a few
examples of while reading activities could be any one of the following:

1. Identify the connectors(however, moreover, thus, etc.) to see
how they link ideas within the text.

2. Distinguish between general and specific ideas.

3. ldentify topic sentences and the main idea of paragraphs.

4. Check whether or not predictions and guesses are confirmed.

5. Skim\ scan a text for specific information.

6. Answer literal and inferential questions.

Post —reading strategies provide students a way to summarize,
reflect and question what they have just read. They are n important
components of pre-, while-, and post-reading strategies and are the core
of good comprehension.

Post — reading activities also offer the students the opportunity to
make connection with the text(s) and their own experiences, self-
expression ,ad creative responses in light of having read and analyzed
the text. These activities enable students to apply a more global
understanding and interpretation of the text and integrate information
from different parts of the text.

e Summary writing. Ask the students to work together with a
partner. First ask them to work together to identify the main part of the
reading. Once they have successfully done this, the students can work
individually to put these into sentences. Developing on the level of the
class, you might need to teach them how to paraphrase or how to write
in their own words.
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¢ Making video. These days many students have access to
video cameras on their phones. In this activity, students get together in
a group and make a plan for a video related to the text. This can be
done in the form of a news report, and interview, or a role — play. Once
the have made their plan. The group decides what role each member
will take. For example, who will start in the video, who will record the
video etc.? The students then record a short video. The groups then
mingle and share their videos with other groups.

e Making their own test. Give the students a text with no
comprehension questions. Ask them to read the text. When they have
finished, tell them that you would like each student to prepare two
comprehension quiz questions. Collect all these questions and compile
them and distribute them to the class. They then can take their own test.

For students to develop communicative competence reading,
classroom and homework reading activities must be authentic in three
ways:

1. Reading material must be authentic:

It must be the kind of material that students will need and want to
be able to read when traveling m studying m abroad, or using the
language in other contexts outside the classroom.

2. The reading purpose must be authentic:

Students must be reading for reasons that make sense and have
relevant to them, “Because the teacher assigned it” is not an authentic
reason for reading a text.

3. The reading approach must be authentic:

Students should read the text in a way that matches the reading
purpose, the type of the text, and the way people normally read.

Reading is the main part of the educational process without it we
will not be able tp educate our students. Reading enriches the way of
thinking ad makes their knowledge deep and helps to learn new culture
and customs and traditions and prepares them for real life
communication

92



Bibliography
1. http://www.nclrc.org/essentials/reading/assessread.htm
2.http://www.teachhub.com/classroom-games-how-use-word-splash
3.http://www.readingrockets.org/teaching
4, https://www.teachingenglish.org.uk/article/theories-reading-2
5.https://www.iwu.edu/advising/students/reading_comprehension.pdf

THE FIRST/SECOND-MENTION RULE IN TEACHING
THE ENGLISH ARTICLE
Elena ROTARU, senior lecturer

Rezumat

Utilizarea corecta a articolului in limba engleza prezinta
dificultati pentru majoritatea studentilor care studiaza limba engleza
ca limbd straind. Una din dificultdti este ca forma articolului in limba
engleza depinde de faptul ca substantivul la care se referda este
mentionat in context, pentru prima sau a doua oard. In acest context se
face o analiza a regulilor de utilizare a articolului hotaradt i nehotarat
in limba engleza.

The easiest aspect of the article system for an EFL student to
master is the first/second-mention rule, which states that the first time a
noun appears in context it is considered indefinite, as if being viewed
from afar, like a photographic distance shot. The second time the same
noun appears in context, it is considered definite, like a focused close-
up shot. For example:

1. A man is walking down a road with a boy. The man is tired,
the road is long, and the boy is thirsty [2, p. 8].

Indirect second mention can occur with synonyms. For example:

2. Combine butter, sugar, and eggs. Add flour to the mixture (a
synonym for the first three ingredients).

First mention makes a(n) the correct article for a singular
countable noun, ¢ (the zero article) for a plural or uncountable one.
This first view of the noun is also used in describing general
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characteristics or situations, for which there are several sentence
patterns. For example:
3a. It's a plant.
It has leaves.

3b. This is an ant.
That was a cockroach.

3c. There's a book on the table.
Here is a pencil.

3d. A watch is an instrument that measures time.

This is a formal definition of the form ,An X is a Y that Z,"
where X = a species, Y = a general class word, and Z = the
characteristics that make X different from other Ys. The definitions
represent both postmodification and generic usage.

Second mention makes the the correct article for both countable
and uncountable nouns. For example:

4. A growing plant requires water and minerals. The plant must
also have sunlight. The minerals must include nitrates and the water
must not be salty.

Teaching and practicing first mention vs. second mention is the
best way to give students the feeling that mastery is not out of their
reach. It is obvious that first or second mention can only be determined
in discourse, i.e. a series of sentences in a paragraph. Discrete single-
sentence exercises are inappropriate for teaching this point because a
noun is seldom reintroduced in the same sentence. The following
exercise allows students to practice the first/second mention distinction
plus the already learned countable/uncountable distinction [3, p. 209].

Directions: Fill the blanks with a(n), the, or ¢.

simple experiment demonstrates how alkali acts on

grease or oil. Put spoonful of

washing soda with water in
greasy frying pan. Boil mixture. In short time,
washing soda and grease become particles.
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particles unite to form new substance that we
call soap. soap can be washed out, leaving
frying pan clean.

Notice that we have only removed the articles that we know the
students will understand at this point. All other articles are left in the
passage.

So far we have considered first and second mention of the nouns
in the context. Sometimes the second mention exists without the first
mention.

Second-mention status can be attained without previous mention.
This is the case when the noun is preceded by certain adjectives or
when shared knowledge short-circuits the previous-mention
requirement. Such adjectives are appropriately called "ranking"
adjectives by Marcella Frank [1, p. 141].

There are three types:

a.superlatives (the best, the most beautiful, the largest)

b.sequence adjectives (the first, the next, the following, the last)

C. unique adjectives (the same, the only, the chief, the main, the
principal, the one)

Shared knowledge, perhaps the most difficult aspect of the article
system for EFL students to master because of the seeming arbitrariness
of the concept, states that if we know the referent, it automatically takes
on second-mention status.

Shared knowledge can be divided into three classes, with an
additional "special” class.

a.word (the general, the ocean, the sun, the weather)

b.cultural (the telephone, the capital, the theater)

c.regional/local (the university, the city, the door)

World. The world classification of shared knowledge is the
easiest of the classes for students to grasp: the sun, the moon, the stars,
the air, the universe are clear. The ocean is difficult because students
know that there are several oceans, each with its proper name.

95



However, in this context we mean any representative portion of the
whole united body of water we call the ocean. The same is true of the
word beach. Students typically ask at this point why we can't say the
nature in the same way, requiring an explanation that the word nature
must be uncountable to mean the natural world (e.g. nature studies,
Mother Nature). The countable form means inherent manner or essence
(e.g. the nature of man, a warlike nature).

Cultural. The cultural classification of shared knowledge is
usually fairly obvious to students as, for the most part, they share the
same basic cultural knowledge as the teacher.

5a. Use the (tele)phone.

5b. Take the bus.

5c¢. | heard it on the radio.

5d. We went to the movies.

The italicized words in sentences 5a-5d all presume shared
knowledge of the nature of these items. We would be shocked if
someone in our culture responded, ,,What's a telephone?” or ,,What's a
movie?”

An exception occurs with the noun television.

a. There's a movie on television.

b. There's a clock on the television.

This differentiates television broadcasting (uncountable) from the
television as a piece of furniture (countable). However, this is true only
in American English.

Regional/Local. The regional/local classification of shared
knowledge is easier for students who have been in the same area for a
while such that they hear or have heard references to the post office, the
school, the bookstore, the station, etc. In other words, if one were to
ask, ,,Which school?” the student would readily answer, ,,Of course,
this school” or if one asked, ,,Which post office?” the student would
answer something like, ,,Of course, the post office that is located near
the school.”
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Another aspect of this classification applies to items that actually
lie in plain view:

6a. Shut the door.

6b. Open the window.

6¢. Put it on the board.

In instructions for the use of a device, one can imagine that the
item is in plain view.

7a. Open the box carefully.

7b. Lift out the machine.

7c¢. Plug in the black power cord.

This "plain view" aspect can be used to artificially create a sense
of "being there". Imagine a story opening with ,, The beach is quiet after
the sun goes down, and the old pier seems sturdier in silhouette.”

Special. The special classification is really the most difficult
aspect of shared knowledge, as it presupposes the most information on
the part of the listener/reader.

8. | was driving home yesterday when the radiator burst.

The radiator presumes the shared knowledge that cars usually
have radiators and that there is usually only one.

It is also possible for the speaker/writer to indicate the
expectation that the listener/reader shares his or her knowledge:

9a. Malaria is an unhealthy side effect of the green revolution.

9b. Many researchers are investigating the new unified field
theories.

In other words, the writer presumes that the reader knows what
the green revolution is or the new unified field theories are, whether or
not the reader actually knows these terms.

The following exercise allows students to practice the articles
associated  with ~ shared  knowledge along  with  the
countable/uncountable and the first/second-mention distinctions that
have already been learned. Notice how we are trying to gradually build
up the students' article competence.
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Directions: Fill the blanks with a(n), the, or ¢.

There are many creation myths in folklore.
The formation of sun, moon, stars,
ocean, and whole realm of nature all
have beautiful stories. world does not have such
stories about modem inventions such as
telephone, radio, and television, perhaps because they are too
closely related to science. However, the story of the
formation of the Hawaiian Islands is exactly parallel to
modern geological account. If you are interested, library or
local school or university has more information.
References

1. Frank, Marcella, Modern English: Part |, Englewood Cliffs,
Prentice-Hall, N.J., 1972.

2. Master, Peter, Science, medicine, and technology: English grammar
and technical writing, Englewood Cliffs, Prentice-Hall, N.J., 1986, pp.
8-35.

3. Master, Peter, Teaching the English Article System, English Teaching
Forum Anthology, 1989, vol. IV, pp. 208-215.

GRAMMAR TEACHING APPROACHES FOR DEVELOPING
COMMUNICATIVE COMPETENCE
Eugenia BABARA, dr., conf. univ.,
llgin TANER, doctorand,
Larisa USATII, doctorandi

Rezumat
Articolul prezent trateaza problema invatarii gramaticii limbii
engleze prin aplicarea diferitor metode si procedee pentru dezvoltarea
competentei comunicative. Competenta comunicativa este definita ca
relatia, legdtura si interactiunea dintre competenta gramaticald, adica
cunoasterea regulilor gramaticale §si competenta sociolingvisticd, ori
cunostinte de utilizare a limbii.
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To communicate effectively in English, students must develop
pragmatic competence alongside other language skills and knowledge.
Grammar is an important device that relates phonology and semantics
or sound and meaning according to Leech G. [10, p. 3-4]. Grammar is a
living resource that allows us to communicate our ideas and feelings
and to understand other people [13, p. 65]. Vocabulary knowledge is
not enough when mastering a foreign language. Individual words do not
convey meaning without grammar. To use language accurately,
grammatical knowledge holds an important place in the foreign
language learning process, since without it comprehension does not
occur. Grammar enables learners to see how language works.

English is a Germanic language and it belongs to the Indo-
European family of languages. During the Old English period Britain
was divided into seven small kingdoms that spoke different dialects
with their own grammar, vocabulary and pronounciation. Grammatical
items of Norse, Scandinavian, dialect were borrowed by the English
language.

After the Norman conquest, due to the pronounciation of French,
unstressed vowels began to disappear in English. This brought about
great changes in English grammar. English changed from a synthetic
language into an analytic one. These changes manifested in: the loss of
inflections; loss of grammatical gender; loss of case system; less
freedom in word order; greater use of prepositions.

Owing to printing press, standardization came to English.
London dialect became the standard and spelling and grammar became
fixed.

Grammar teaching in foreign language instruction has been much
debated. Some linguists consider that grammar teaching does not
contribute to language learning to a large extent others say that
grammar is an enabling skill, a motivator and as a means of self-
efficacy [12, p. 6]. This means, that the more learners progress in
language, the more knowledge they need pertaining to grammar.
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Grammar allows learners to structure their learning of the language,
states Batstone [1]. Proficiency in English and development of
language skills should be supported by grammar.

Grammar instruction has been classified into three approaches,
states Long [11, p. 39-52]. They are: focus on forms, focus on form and
focus on meaning. As far as focus on forms is concerned, it mostly
gives attention to language forms rather than to their meanings,
consider Burgess J. and Etherington S. [3, p. 434].

The second approach, on the other hand, emphasizes meaning
and form in overall context of communication, errors being corrected in
communication activities. The last one, the third approach, gives to
meaning but almost no attention is given to forms when we convey
meaning.

There exist many approaches for teaching grammar, such as
grammar-translation method, the direct method, the audio-lingual
method, the natural approach and the communicative one. The above-
mentioned methods put stress on the correct use of the target language.
But recently, the communicative use of the language, rather than its
structural analysis has become more common.

In what follows, we shall try to determine the advantages and
some disadvantages of the enumerated methods and approaches.

Translation, vocabulary and grammar were given great attention
to while using the so-called classical method, i.e. the grammar-
translation method. Students were engaged in this case in learning a
foreign language as a tool to be used in getting to know the literature
and culture of other countries. Learners were given the possibility to
understand grammar in order to gain accuracy in the target language.
Thus, that was the main purpose of learning a foreign language. This
means that concentration is on grammar skills, grammar being
presented to learners deductively, grammar rules are given for students
to memorize [2].
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In the direct method, the purpose of language learning is
communication. Grammar is presented through examples in the target
language, inductively according to Larsen-Freeman D. [9]. Grammar
rules are not presented explicitly but implicitly, that is, learners make
generalizations from what they learn inductively. Applying this
method, grammar acquisition was through practice, priority being paid
to grammatical accuracy.

Reading comprehension is the most significant skill in the
reading method, grammar has a minor role, its teaching being ignored,
learners recollect structures only when it is necessary and useful for
reading.

To give the students the possibility to use the language for
communication purposes, the audio-lingual method is used.
Grammatical phenomena are included in dialogues and examples.
Learners should induce grammar by themselves as teachers do not talk
directly about grammar. Though this method aimed at developing all
four language skills (speaking, listening, reading and writing), speaking
skills received more emphasis. Three components included audio-
lingual instruction: the presentation of a dialogue, its repetition and
drills application. Grammar is taught inductively not deductively, thus
grammar items are trained through drills so as to increase
communication skills.

This method was used in the USA, but meanwhile the situational
method was developed in England. Grammar is taught from simple to
complex, thus creating realistic situations for the students to practice in
the target language. It follows that spoken language is aimed at in the
application of this method.

Communicative language teaching also referred to as
communicative approach was developed in the 1970s. Less attention is
given to the presentation of grammatical rules. It is a means to help
students transmit their intended meaning appropriately [9, p. 132].
Grammar is taught either deductively or inductively.
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The natural approach was developed by Krashen S. and Terrell
T.D. [8]. Grammar is not central in the natural approach.
Communication in the real life environments is the goal of this method.

The authors of the mentioned approach state that grammatical
items are provided within input and are acquired through
communication activities. If the students are involved in such activities
but not focusing on grammar they are exposed to language acquisition
more.

Explicit learning is conscious learning and the knowledge is
provided explicitly. Knowledge is presented through explanation and
observation. Implicit learning, on the other hand, is subconscious
learning. It has been thought that language is too complex to understand
in a conscious way, so learners are exposed to language in use.

Students are not very willing to do grammar tasks. Effective
tools that encourage them to carry out tasks are games. Hadfield J. [6]
defines game as an activity with rules, goal and an element of fun.
Games motivate learners and create stress free learning environment.
They can increase learners' achievements and communicative
competence.

Today technology has advanced and has become popular in
learning and teaching. It has been used in all aspects of education, its
application makes great contribution to foreign language learning. It
holds an important place in the development of language skills. CALL
(computer-aided language learning) is less teacher-centered, that is why
students gain more self-confidence. Learning grammar is a dull process,
but computer strategies are good opportunities for students to develop
their proficiency level. A novelty in teaching a foreign language,
grammar including, is the Interactive Whiteboard, consisting of a
digital board, a computer and a projector. It promotes teaching and
learning through creating interaction and conversation environment in
the classroom.
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Grammar should be provided for learners to achieve
communicative competence, a term first introduced by Hymes D. in
1972 [7] in reaction to the concept of "linguistic competence” by
Chomsky in 1965. Later this idea was developed by Canale and Swain
who defined it as "the relationship and interaction between grammatical
competence, or knowledge of the rules of grammar, and sociolinguistic
competence, or knowledge of rules of language use" [4, p. 6].

Their model was improved by Celce-Murcia M. [5, p. 7]
detailing it as follows:

a) grammatical competence — the knowledge of grammatical

rules, vocabulary, pronounciation, spelling, etc.;

b) sociolinguistic competence — appropriate application of
vocabulary, politeness and style in a given situation;

c) discourse competence — the ability to combine language
structures into different types of cohesive texts, e.g. political
speech, poetry;

d) strategic competence — the knowledge of verbal and non-
verbal communication strategies which increase the
efficiency of communication.

All the above-mentioned competences are necessary components
for communicative competence. Integration of grammatical competence
into the communicative one is a good means in foreign language
learning. Grammar is considered as a major part of the language
learning process, it is essential to master a foreign language. Learning
communication in a foreign language is a useful way of mastering
grammar.

Language competence without grammar cannot be effectively
developed. The main objective of grammar instruction must be the
development of communicative competence, in other words, the
students need to develop their ability to understand and use the
grammatical structures in oral speech. When learners interact with each
other using grammatical phenomena, they have learning, they practice
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in the target language, they use the language in a natural environment.
The students master grammatical rules not to increase their linguistic
knowledge but their communicative competence which has to do with
social interaction.
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A SEMIOTIC APPROACH TO THE STUDY OF ENGLISH
SHORT STORY
Ana BUDNIC, dr., conf. univ.,
Olga SMOCHIN, lector superior

Rezumat

Cercetarea propune o viziune integratoare a unor probleme
importante de semiotica §i de teorie a lecturii prin abordarea
interdisciplinard. In articol se analizeaza interpretarea textului orientat
spre patrunderea in sensul unei opere literare, comentariul lingvistic si
criteriile de structurare intratextuald. Se pune accentul pe procesul de
dezvoltare a competentelor lingvistice, care, la randul lor, vor ,,inarm”
studentul cu modele eficace de analiza si sinteza a textului literar.

It is consistently argued that the student does not know writing
he is not able to maintain the coherence of speech in a paragraph or a
text, and he does not understand some apparently simple texts and
cannot be able to invent a story. We do not doubt that in some
instances, this may be real and may be the cause of the failure of some
verbal skills that the education system failed to stimulate.

We all read literary texts because they are interesting, enjoyable
or moving. This enjoyment, however, is only the first, though
important, step in the study of such texts. An important aspect of their
study is that we must work on explaining how we come to understand
literary works. It is popular at the present time to stress the idea that
different readers all have different understanding of the texts they read.
This must be true for some extent as we all have different experiences
which may prompt us to have slightly divergent interpretations of
different texts. However, fascinatingly, we often agree over our
understandings of poems, plays and novels in spite of the fact that we
are all different.

Aiming at the comprehension of the total significance of a text as
a whole, we must be ready to account in some consistent manner for the
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existence and function of every text element of every level, for the way
in which these elements are combined in creating the meaning, and for
the associations they may evoke in the reader's mind.

We shall sketch some important aspects of Literary Semiotics as
a means for inculcating knowledge and culture and building up a
personality. A fairly common and somewhat aggressive argument runs
as follows: ,,A reader's appreciation of literature is subjective and
individual, it depends upon one's innate ability to react to beauty and
upon one's personal experience. We can all read English prose at the
University, can't we?” The first question, that has to be answered, is
then: ,,Why bother develop a text interpretation theory? And, if this
theory exists, why bother study it at all?”

We are apt to think that appreciation of art is always only innate:
either the student is "sensitive”, "gifted” and can "feel” everything in a
most refined way, or he is "dull” and "it cannot be helped", and it is
"wasting time to try and teach him". We shall try to show that this
intellectual defeatism is unacceptable.

The approach that we take in this article is generally known as
“semiotics” or “semiotic analysis”. Although the term ‘“‘semiotics”
appears to suggest an overall concern with the study of (authorial) style,
the main effort in semiotic analysis in the last 30 years or so has been to
try to understand the relationship between the literary text, on the one
hand, and how we understand it, and are affected by it, on the other.

Using knowledge derived from the evolutionary hypothesis of
language development, as well as narrative semiotics, constructivism
and our own experience, it was proposed to investigate whether these
gaps exist in reality, compared to the ability to analyze and invent
narratives. It would also examine whether exerting students in the
application of a semiotic model of the narrative, this would improve
their ability to analyze and understand the stories, their vocabulary and
their ability to create narrative text [ 5, p. 54].
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The experience we have achieved comes from daily practice in
the classroom. As a teacher of the English language, we have been
forced to work with both teaching strategies and with analysis of
literary texts.

In our practice of text analysis, we often experience some
problems of students to understand and find elements of analysis in
order to do work with a literary text. But the problem remains, it is a
reality. It is for these reasons that we have been motivated to seek the
possible causes of this discrepancy, especially after the declaration of
some students that the selected texts of the English literature "is a
difficult subject" to understand. So, difficult compared to what? The
lexical items? Syntax? Analysis itself? Or Professor?

By asking all these questions, we conducted an experiment with
students from the semiotic model for the analysis of literary narrative
texts. Because of the need for a revision of strategies for teaching
literary texts, we have inspired many studies of this type, and in
particular those derived from the American Semiotic School of Ch.
Pierce to know more about the semiotic analysis of narrative texts, to
analyze it and to apply it to our students during the English courses.
During the development of this experiment; we have seen how students
perceive the analysis of texts; introducing some semiotic elements in
classroom work with stories, which was achieved through a monitoring
exercise on the field.

Thus, our main objective was to verify whether the application of
some elements of the semiotic model of text analysis is a powerful tool
and easy to understand at the time of the analysis and interpretation of
narrative texts or not.

1. Theoretical approach

The term Semiotics has been the subject of various definitions,
which according to [1, p. 5] could be grouped under two trends: a
logical and cognitive, based on the theory of Ch. Peirce, who takes care
of the semiotic mode of production of the sign and its relationship with
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reality, and the other is based on the assumptions of Saussure, founder
of Semiotics or science that studies the life of signs in society.
According to the same author, Semiotics deals with any system of
meaning, then it has developed, initially in the area of verbal signs only,
which gave birth to Linguistics.

This science has experienced a great development from the
second half of the XX century, and, therefore, different schools
distinguish them according to approach linguistic object. Among these
schools, the structuralism has been wide spread ,of which there are
different versions, even if they all coincide in the study of language in
itself and by itself, that is to say, not related to use and situation, as well
as methodologies borrowed from other sciences [3, p. 78].
Glossematics, the school founded by L. Hjelmslev, postulates that
linguistic structure is composed by two isomorphic levels: expression
and content, each analyzable in a form and substance [3, p. 35]. This
approach has been very productive for the study of phonetics and
phonology, but it was more for the study of meaning, because it allows
to define the fields in the traditional semantics (the substance of the
content) from that of structural semantics (form of content: the
underlying relationships between signs that produce meaning [4, p. 42].
It is from the formal or structural Semantics that we began studying the
immanent meaning of the text, as a unit which manifest discourse.
Thus; it was born the European Semiotics, more specifically, the
English Semiotics as a theory of meaning. Although it inspired
Hjelmslevian approach, it incorporated into its analysis, research that
derives from the language of the utterance, structural anthropology and
phenomenology [2, p.120]. Numerous studies of this type, and in
particular those derived from the French Semiotic school under A.J.
Greimas identified four dimensions in the literary text that a semiotic
study can approach: the narrative dimension, the passionate dimension
and figurative dimension [5, p. 94].

Narrative dimension:
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It refers to the logical structure of the action that takes place in
the story and actantial structures that define the role of actors.

Other authors see the meaning of the narrative texts as an
organization at various levels ranging from the deeper structures (the
basic structures of meaning, the semiotic square, the sémio-narratives
structures (narrative schema, the schema and the passionate actant
scheme) and, finally, surface structures. Narration is the same action to
narrate, to tell an event in its own way to achieve it. That is to say, it is
in the process of enunciation. Narrative called ,,the phenomenon of
state succession and transformation, part of speech, and responsible for
the production of meaning" [4, p. 89].

The semiotic analysis of a literary text deals with the way in
which meaning is produced by the syntactical structure of
interdependent textual signs that are organized under the syntagmatic
and paradigmatic forces of the discourse or discursive conventions. It
implies that the process of literary signification constitutes three
factors: Syntactical structure, semantic constituents and pragmatic
aspects of the text. Here, we intend to discuss in detail these factors:
Syntactical, Semantic and Pragmatic dimension of literary text.

The syntactical structure is the primary operation for the
foundation of any kind of sign system. In accordance with the
Saussure’s semiological model which emphasizes on the structural
aspects of sign systems, the task of the semioticians is to consider the
systematic characteristics of the sign system. The primary goal is to
find out the underlying conventions, rules or techniques by which the
signs are interrelated and create a logical and coherent system. On the
other hand, Peirce has defined the sign in the terms of his triadic model
emphasizing on the relationship of the ‘sign’ with other two factors;
‘object’ and ‘interpretant’. The same view should be taken on the
linguistic signs. In fact, a linguistic sign “represents and refers to a
universe of discourse by means of linguistic rules, cognitive models and
discursive conventions. Thus, one basic dimension of a text consists in
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the triadic relationship between sign, object, and what is by Peirce
called the interpretant of the sign (i.e., the rules, models, and
conventions that make the text understandable)” [3, p. 108-9]. If
Peirce’s triadic model is taken as a framework for the analysis of
literary text, the textual elements can be considered as signs, its
function as object and its argument as interpretant.

Text’s analysis:

To analyze a text, semiotics begins with its segmentation in
textual elements of which there are two models:

A) Ternary analysis: the text is divided into three units:

- Initial situation: it includes the time it determines the lack of the
object.

- Intermediate situation: it narrates the attempts of the subject to
fill the gap.

- Final position: This is the result of "the action™ of the subject. It
can be positive, neutral or negative.

B) Quinary analysis: In the quinary model, the text is divided
into five sequences: initial situation (steady state), the trigger node
(change the initial situation), action (caused by the trigger node), the
result (solves the situation) and the final situation (transformed).

Methodological approach:

The type of undertaken research was that of action- research,
because the results will be put at the service of all students regarding
the analysis and interpretation of texts in English. Indeed, action -
research purports to solve a real and tangible problem. Its objective is to
improve the actual educational practice in a particular place. It is based
on observation, reflection and evaluation, with a cyclical characteristic,
driven by the concerned persons in order to intervene in their
educational practice to improve or modify the educational innovation
[6, p. 152].

We worked with three short narrative texts. This experiment was
divided into several steps.
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A) First step: We gave each student three texts and asked them to
analyze them according to their knowledge. The results were as
follows:

- Students reported only the actions and characters.

- They have not established an organized sequence of actions.

- They did not perceive similarities in the development of three
texts.

- They did not formalize the results.

B) Second step: we described the concept of actant, subject,
object, conjunction, disjunction, sequence, narrative and narrative
program. Besides the explanations, they were given practical
applications with other texts. We also explained what it means by the
notion of lexical field based on the lexical items of the texts.

C) Third step: We asked them to analyze the three texts while
applying the acquired knowledge. After the exercise, each student was
required to present the results of its analysis, which was evaluated by
his or her peers.

The overall results were classified into the following aspects:
correct responses related to:

- Identification of actants.

- Identification of objects.

- Description of sequences.

- Formulation of narrative program.

D) Forth step: We asked students to make a list of common
nouns, adjectives and verbs and then to form the lexical fields of each
text. The result showed that students need in their majority, to improve
their ability to identify different lexical categories and the capacity for
abstraction to classify the words in lexical fields.

In a subsequent experiment they accomplished these objectives,
using a semantic approach to characterize and develop lexical
categories and lexical fields.
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E) Fifth step: We have formed five groups of two students. Each
group should present the final analysis of the three texts and defend
their proposals to the other groups.

F) Sixth step: We asked each group to write a story starting from
the semiotic model that was used for the analysis of texts. Each story
was presented and discussed in front of other groups which have carried
out their observations and were considered relevant.

In this step we found that the application of semiotic model
facilitated students to order their ideas in order to build a story.

Results:

- The teaching of narrative analysis is easier with the practice of
semiotic model.

- Learning specific concepts of semiotics is easier with examples
and practices.

The practice of narrative semiotics analysis develops the ability
to create narrative texts.

- Co-evaluation encourages reflection, the ability to argue and the
fluency of oral expression in English.

- Teamwork promotes learning and gives some security to the
student feels, because the group supports them.

Conclusion:

Taking into account the observations made in the previous
exercise, we would like to say that the use of semiotic model for the
analysis of narratives is an effective way to work. Students are satisfied
with the proposed policy in that they improve their ability to
understand, this is manifested in the active participation of students in
class, we can also see by the enthusiastic comments on this. The study
of texts in a semiotic approach allows them to understand the content,
develop their analytical skills, and enrich their vocabulary, although
this approach is not very easy to grasp at first sight. Despite some
difficulties in understanding texts encountered by students, they showed
great interest in continuing to work following this approach because it
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allows them not only to understand the text and enrich vocabulary, but
also to go a little later in the meaning of the text and to find new ways
of thinking about the meaning in the study of literary texts.

Finally, we are able to summarize the most important
experiences that students have had from their productions and their own
experiences.

- Possibility to have a higher level of English.

- Enrichment of vocabulary.

- Improved capacity for analysis and understanding of texts.

- Stimulation of motivation.

- Awakening of interest to read.
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REALISM IN ARMS AND THE MAN: A COMPARATIVE
STUDY - REALISM AND IDEALISM
Nina TATARU, lector superior,
Galina PLESCENCO, lector superior

Rezumat
In aceastd cercetare sunt evidentiate elemente de realism in
lucrarea ,, Arms and the Man”(1894) de George Bernard Shaw, o anti-
comedie romanticda. Prin elementele de realism, Shaw incearca sa

113



prezinte o imagine reald a societdtii. In aceastd lucrare sunt prezentate
idei romantice de dragoste si razboi. Aceasta piesa este o satira de
glorificare a razboiului, bazandu-se pe dragoste. Articolul incearca sa
prezinte doud idei contrastive: realism si idealism.

Literary realism is a style in literature that presents things and
people as they are in real life. It is opposed to romanticism or idealism.
It is a way of seeing, accepting and dealing with situations as they
really are without being influenced by emotions or false hopes. It is a
concept that believes in reflecting real life situations. Moreover, most
often, literary realism refers to the trend, beginning with certain works
of nineteenth-century French literature and extending to late nineteenth
and early twentieth century authors in various countries, toward
depictions of contemporary life and society - as they were". The realist
writers presented the society as it was. They adopted realistic everyday
activities which were common those days. Besides, realism ,,is applied
by literary critics in two diverse ways: (1) to identify a movement in the
writing of novels during the nineteenth century that included Honore de
Balzac in France, George Eliot in England, and William Dean Howells
in America, and (2) to designate a recurrent mode, in various eras and
literary forms, of representing human life and experience in literature”
[1, pp. 302-03]. Moreover, - ,realistic fiction is often opposed to
romantic fiction. The romance is said to present life as we would have
it to be more picturesque, fantastic, adventurous, or heroic than
actuality; realism, on the other hand, is said to represent life as it really
is” [2, p. 175]. Thus it is clear that the purpose of realistic fiction is to
give the effect that it represents life and society that suits and evokes
the common reader.

G. B. Shaw (1856-1950) a towering figure of his time, depicted
his society candidly for which he suffered criticism in early days. But
later on, he established his image as an anti-romantic in his society. As
we know that literature is mirror of society, Shaw reflects the same
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beautifully in his works. Shaw for writing plays, was very much
impressed by Henrik Ibsen, who pioneered modern realistic drama,
meaning designed to heighten awareness of some important social
issues and sensitize the audience. Subsequently, Shaw made it a forum
for considering moral, political, social and economic issues of his day,
possibly his most important contribution to dramatic art. The title of the
play Arms and the Man is taken from the opening line of the epic poem
,»The Aeneid” written in 19 BC by the Roman poet Virgil. In The
Aenied, ,,of arms and the man I sing”, Virgil glorifies war whereas
Shaw employs irony in the title Arms and the Man. He (Shaw) attacks
romantic notion of war. The conflict in Arms and the Man is between
opposing beliefs and ideas: the romantic or idealistic notions of war and
love which are held by Raina (the heroine) and the realistic picture of
war drawn by Bluntschli, as well as the practical side of love and
marriage as expressed by Louka. Arms and the Man is one of the
earliest plays by Bernard Shaw. It appears to be amusing but has a
serious message. It is amusing as well as thought- provoking. Here
laughter and seriousness are juxtaposed. For realities of love and
marriage my views are corroborated with A.C. Ward's observation: The
realities of love and marriage became one of the most frequent themes
in Shaw’s plays throughout the remainder of his long life. He thought
of marriage not as a means of satisfying the personal desires of
individual men and women, nor as a means of strengthening family ties,
but as the means of bringing to birth a new and better generation.
Though no one can predict with certainty the consequences of any
marriage, Shaw never swerved from the conviction that marriage is a
solemn contract, not a frivolous domestic excursion. In Arms and the
Man and often elsewhere he laughed at this the humors Raina, Sergius
and Bluntschli lay the memories of Shaw's own childhood in a home
shadowed by the failure of his own parent's marriage.

In Arms and the Man, the treatment of real English life was
under Ibsen's influence that serious drama from 1890 onward ceased to
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deal with themes remote in time or place. Ibsen had taught men that
drama, if it was to live a true life of its own, must deal with human life
emotions, with things near and dear to ordinary men and women. Hence
melodramatic romanticism and treatment of remote historic themes
alike disappeared in favor of a treatment of actual English life, first of
aristocratic life, then of middle-class lives, and finally of laboring
conditions. For its own stage types, Victorian audience understood well
enough, or at least took for granted. Shaw's efforts, insofar as he
ventured into criticism. His energies were concentrated on explaining
and shielding his infusion of the real elements. Once he came into
defense for the real elements in —Arms and the Man ,,in weekly pieces
for —The Saturday Review”. In an essay entitled —A Dramatic Realist
to His Critics" explains how the infusion of reality affects dramatic
characters:

Shaw discovered early the deceptions of society, and made them
his special targets. Shaw sets himself against this social alignment. He
embraces Ibsenism because he — sees in it the exposure of ideals to the
cold light of the day. The idealist hides from fact because he hates
himself; the realist sees in ideals —, only something to blind us,
something to numb us, something to murder self in us, something
whereby, instead of resisting death, we can disarm it by committing
suicide” [16] For Shaw, blindness to reality is spiritual death. In a
similar vein, — the theme of reality and corrupting ideals counts much
in Shaw's play, too. ,,One has only to think of Candida, Bluntschli,
Caesar, Undershaft, and the like to realize that many Shavian heroes are
realists warring genially against the idealists that surrounds them” [3, p.
37].

The drama presents character in action. In other words, drama
means 'action’. Most likely, Shaw has patterned Arms and the Man on
Scribe's most successful play, Bataille de Dames but with a difference.
In Shaw's best plays we notice that the principle of reversal pervades.
Such a play is Arms and the Man. The ,,idea of taking two couples and
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causing them to exchange partners is hardly novel, and the little tale of
the coat the portrait is Scribean in pattern” [3, p. 182]. But Shaw can
justifiably plead that this is no well-made play because the artifices of
the plot are not what ultimately achieve the result.

, The Arms and the Man does not round off the dual anti-
climaxes. It is — not the disenchantment of Raina and Sergius but the
discovery that Bluntschli, the realist, is actually an enchanted soul
whom nothing will disenchant. He has destroyed their romanticism but
he is — incurably romantic” [4, p. 84].

Now let us talk about the form of the play. In Arms and the Man
Shaw has used bathos and not pathos. Firstly the officer appears to be
heroic and later on he is laughed at by everyone. While the curtain goes
up, ,,a man remembering his youth, and he should only reveal himself
as violent pork-butcher when someone interrupted him with an order
for pork. This merely technical originality is indicated in the very title
of the play. The name itself is meant to be bathos; arms and the man"
[4, p. 23]. In Arms and the Man — ,.the bathos of form was strictly the
incarnation of a strong satire in the idea” [4, p. 96]. The play opens with
an atmosphere of military melodrama; the dashing officer of cavalry
going off to death in an attitude, the lovely heroine left in tearful
rapture; the brass band, the noise of guns and the red fire. Bluntschli,
the Swiss professional soldier, makes his entry here. He is a man with
trade though without country. He tells Raina, the army adoring heroine,
frankly that she is a humbug; and she, in a moment, agrees with him.
By the end of the play the young lady Raina — ,,has lost all her military
illusions and admires this mercenary soldier not because he faces guns,
but because he faces facts” [5, p. 92]. At length, Shaw, as a practitioner
of realism, concludes Arms and the Man with realistic note.

Conclusion

Arms and the Man is a wonderful play by Bernard Shaw that
reflects wonderfully the elements of realism. In this play, Shaw attacks
genially the romantic notions of war and love. He has adopted realistic
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approach in depicting every day activities which were common those
days. Here Shaw attacks the social follies of society in order to bring a
positive change for which he received criticism. Shaw rejects
romanticism in order to embrace realism. Finally, he succeeds in his
attempt to exhibit the idea of the realist trumping the idealist.
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PROVOCARI iN DEZVOLTAREA COMPETENTEI
SOCIOLINGVISTICE LA LIMBA ENGLEZA LA STUDENTII
DIN MOLDOVA
Lilia PETRICIUC, lector superior

Summary

Developing sociolinguistic competence has been deemed a
delicate and controversial task in EFL for a number of reasons. Among
these is the fact that foreign language learners come to classes with this
competence already formed in mother tongue and it is not easy to
develop a new system of socio-cultural values and to observe new
sociolinguistic norms in communication. This article taps into some of
the problems that Moldavian students face when dealing with socio-
cultural awareness emphasizing the necessity of approaching
sociolinguistic competence in a more responsible manner, despite the
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underlying difficulties. High quality instruction, relevant input,
authentic materials and effort are needed to improve it, so that students
avoid creating anecdotal or embarrassing situations when talking to
native speakers of English.

Invitarea unei limbi strdine si abilitatea de a o folosi eficient
pentru a comunica in contextul schimbarilor generate de fenomene si
evenimente la nivel mondial, precum globalizarea, migratia progresul
tehnologic, etc. se impune a deveni una de calitate Tnalta, care sa
satisfaca trebuintele comunicative ale celor ce studiazd o limba data.
Cunoasterea normelor structurale ale unei limbi si abilitatea de a
impartasi aceste cunostinte nu mai corespunde cerintelor vremii,
deoarece nici predarea-invatarea unei limbi nu se mai limiteaza la
manipularea corectd cu cunostinte pur lingvistice si metalingvistice.

Abordarea comunicativa a limbilor striine se vrea a fi un proces
holistic, in care toate dimensiunile competentei de comunicare
beneficiazd de suficientd atentie. Cunoasterea si respectarea normei
lingvistice nu este un indiciu al competentei de comunicare.
Numeroase studii indicd ca simpla cunoastere a materialului lingvistic
poate servi ca premisa pentru dezvoltarea competentei de comunicare,
care reprezinta o entitate complexa, multiaspectuala si extrem de dificil
de dezvoltat, In special Intr-o limba straina. In aceasti ordine de idei se
impune evidentierea rolului celorlalte componente ale competentei de
comunicare: sociolingvistica si pragmatica, conform modelului
componential recomandat de Comisia Europeana. Or, asa cum constata
M. Canale si M. Swaine, favorizarea unei dimensiuni ale competentei
de comunicare in procesul de predare al limbilor nu poate fi facuta
decét Tn detrimentul celorlalte, astfel promovandu-se ,,incompetenta de
comunicare” [5, p. 34] in loc de competentd, subliniind importanta
competentei sociolingvistice (CS), care trebuie sd beneficieze de
suficienta atentie in cadrul orelor si sa fie explicit inclusa ca element al
curriculum-lui [3, p. 21, 27, 32-34].
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Taguchi, 2012, Bardovi-Harlig, 2001, Thomas, 1983 reitereaza
necesitatea unei schimbari de atitudine Vis-a-vis de statutul
competentei sociolingvistice ca componentd a competentei de
comunicare, afirmand cd manualele, profesorii si cadrul formal nu
contribuie suficient la aceasta. Acest articol are drept scop de a
evidentia rolul componentei sociolingvistice in dezvoltarea competentei
de comunicare la limba engleza si de a atrage atentie asupra unor
provocari carora trebuie sd le faca fatd studentii moldavi din aceasta
perspectiva, in mod special cei care studiaza limba data la facultdti cu
profil non-filologic.

Competenta sociolingvistica poate fi definitd drept abilitatea de a
selecta si a utiliza resursele limbii adecvat, in conformitate cu situatia
de comunicare. Atunci cdnd comunicdm cu cineva in limba maternad nu
depunem efort suplimentar pentru a face alegerea potrivitad din amplul
bagaj de cunostinte lingvistice, socioculturale, etc., de care dispunem si
nu constientizam complexitatea proceselor mentale care au loc atunci
cand decidem sd aplicim anumite formule, intonatie sau tonalitate
pentru a exprima stiri si atitudini. Insa, atunci cand transmitem mesaje
intr-o limba strdind, acest efort este perceptibil, vorbitorul punandu-si
intrebari de genul: Oare cum ar fi corect sa ma adresez?, Care sunt
structurile limbii care ar putea transmite cat mai exact intentiile mele
comunicative?, QOare este potrivit sa folosesc acest cuvant in acest
context? etc.

Respectiv, pe langd cunostintele lingvistice si metalingvistice, cei
care studiazd limba engleza ca limba strdina trebuie sd acumuleze
cunostinte despre normele socioculturale care ordoneazd comunicarea
in aceastd limba. Sunt numeroase situatiile cand o persoana construieste
fraze absolut corecte din punct de vedere gramatical, insa comunicarea
cu un vorbitor nativ esueaza. Aceasta se intdmpld anume din cauza
necunoasterii normelor socioculturale de utilizare a limbii si astfel se
creeazd neintelegeri. Spre exemplu, un student poate sd construiasca
corect o fraza pentru a da cuiva un sfat, Insd poate ofensa persoana sau
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sfatul poate fi totalmente neavenit, daca relatiile dintre interlocutori nu
sunt suficient de apropiate sau din cauza statutului social diferit, etc. (I
think you should avoid eating sweets to lose some weight. Sfat adresat
de un student profesorului sdu, desi corect din punct de vedere
structural, nu va fi perceput ca atare, ci va fi luat drept critica
ofensatoare).

Cunoasterea conotatiilor situationale pe care le poate adopta o
unitate lexicala aparte sau o structurd lingvisticd nu este o banala
necesitate, ci una vitald In anumite circumstante. Este binecunoscut
cazul unui student japonez care a fost impuscat mortal de catre un
cetdtean american pentru cd acesta nu cunostea sensul ordinului
,freeze”, continuand sa Tnainteze, zambind. Acest caz tragic a readus in
centrul atentiei cercetdtorilor si didacticienilor necesitatea de a nu se
neglija aspectele sociopragmatice in predarea-invétarea limbilor straine,
in mod special. Tn cazul studierii unei limbi ca limba a doua, lucrurile
sunt oarecum mai simple, deoarece studentii au posibilitatea si
deprinda anumite norme de etichetd conversationald din comunicarea
cu ceilalti, prin interactiuni verbale cu vorbitorii nativi, uneofri
»prinzandu-le din zbor” in strada, transport, la cumparituri, etc.

Invitarea unei limbi striine in cadru formal nu este o sarcini
intocmai simpld, deoarece cei implicati in proces trebuie sa asimileze
nu doar informatii despre structura lexico-gramaticala, semantica,
fonetica sau norme ortoepice, ci sd interiorizeze acele reguli
sociolingvistice care vor favoriza alegerea corecta a materialului
lingvistic de care dispun pentru a comunica eficient. Rolul factorilor
non-lingvistici precum statutul, sexul, varsta, etc. asupra modului in
care va fi construit si emis un mesaj nu este de neglijat. Cind cel ce
invatd o limba strdind se afla in mediul in care aceastd limbad se
vorbeste, atunci va asimila aceste varietati treptat, in mod natural, fara a
fi mereu constient de existenta anumitor diferente. Insa in cadru formal,
este nevoie de o atitudine si abordare aparte. In viziunea lui Ch.
Savignon, competenta sociolingvistica se bazeaza anume pe intelegerea
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si cunoasterea contextului social in care este utilizata limba — rolul si
statutul participantilor la interactiune, tipul de interactiune si functia
acesteia. Doar Tn acest context se poate judeca despre sensul transmis
printr-un enunt dat [17, p. 37]. Kreutel [14, p. 2], citdndu-l pe
Nakajima, 1997, reitereaza cd competenta sociolingvistica este o
adevarata provocare pentru cei ce studiaza o limba striina, ,,deoarece
nu existd norme prescrise a ceea ce este corect $i ce nu este general
acceptat, acesta fiind unul dintre motivele pentru care competenta data
este marginalizatd in procesul didactic. Kang Shumin [18, p. 205]
sustine ca din cauza expunerii limitate, sau chiar absenta acesteia, la
interactiuni cu vorbitorii nativi, cei care invatd o limba strdind nu
reusesc sa comunice eficient in limba datd, pentru cé in cadrul formal
nu reusesc sa sesizeze si sd insuseasca diferentele socioculturale, sa
stipaneasca expresiile intelepciunii populare si structurile frazeologice,
care sunt inerente oricarei limbi si culturi. Respectiv, pentru a dezvolta
competente de comunicare eficientd In LS este nevoie de interventie
pedagogica.

Naoko Taguchi subliniaza ca ,,cei ce studiaza o limba straina se
confruntd cu mari dificultati in Insusirea normelor sociolingvistice,
deoarece acestea se compun dintr-un sir de elemente abstracte, spre
deosebire de normele lexico-gramaticale™ [20, p. 3].

Pe de alta parte, King si Silver, 1993, constatd experimental c4,
chiar si in cazul imersiunii, nu existd garantii cd aceasta se va dezvolta
suficient, desi cu sigurantd o perioada prelungita de aflare in mediul in
care se vorbeste limba studiatd este extrem de benefica dezvoltarii
competentei date.

Directiile in predarea limbilor strdine in Republica Moldova, cel
putin la nivel de acte normative promovate de catre Ministerul
Educatiei, se apreteazd intr-o oarecare masurd recomandarilor si
prevederilor Cadrului Comun de Referinta, insa trebuie sa admitem ca
reforme de asemenea amploare se realizeaza in timp si este nevoie de
vointd din partea tuturor factorilor implicati in procesul instructiv-

122



educativ, pentru a se obtine rezultate vizibile. in primul rind, este
nevoie ca profesorii sd se conformeze acestor recomandari si sa nu se
dedice doar dezvoltdrii competentei pur lingvistice, asa cum s-a
obisnuit in cadrul metodelor traditionale de predare a limbilor.
Constatdm, ca atunci cand sunt admisi la studii superioare, majoritatea
covarsitoare a studentilor care au sustinut Bacalaureatul la limba
englezd prezintd deficiente semnificative ale competentei de
comunicare 1n aceastd limbd, desi nu sunt putini cei care manuiesc
destul de abil materialul lingvistic. Un nivel inalt de competentd
lingvisticd nu serveste drept garantie pentru o comunicare reusitd. Un
VN nu va penaliza un VNN pentru greselile lexico-gramaticale, 1nsa il
va eticheta drept incult, arogant, sau needucat dacd nu va respecta

" A
1

»eticheta” in interactiunile verbale. Astfel, CS 1si legifereaza statutul si
importanta pragmatica confirmand cele enuntate de Dell Hymes, care
remarca ca fara de componenta sociolingvistica cel care invatd o LS nu
va reusi sa comunice eficient, indiferent cét de vast si bine pus la punct
poate fi repertoriul sau lingvistic.

Asa cum constatd Savignon, 1983 si Wolfson, 1989,
congtientizarea trasaturilor sociolingvistice reprezinta o sarcina extrem
de complexa, in primul rénd, deoarece modelele de comportament
verbal acceptate din punct de vedere sociocultural nu sunt minutios
elucidate si descrise pentru a putea fi urmate fara riscul de a se pomeni
in situatii stanjenitoare. Chiar si in cazurile in care in predarea unei LS
strdine se regdsesc si anumite modele de comportament sociolingvistic
acceptabil, acestea nu sunt deloc usor de asimilat si aplicat, deoarece
elementele socioculturale sunt adanc inradacinate in purtatorii unei
limbi, ,,iar cele noi adesea intra 1n conflict cu cele deja deprinse odata
cu LM” [7, p. 23].

Argumentele anterior indicate scot in evidentd necesitatea
imperioasd de a atrage mai multd atentie si a se interveni pedagogic in
vederea ameliordrii competentei sociolingvistice, in mod special din
considerentul ca limba engleza, la fel ca si lumea in care tradim, de
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altfel, se schimba continuu. Impactul evenimentelor la nivel mondial,
dar si local isi lasd amprenta si asupra limbilor, indeosebi asupra celor
de circulatie internationala. Astfel, actualmente limba engleza nu mai
este o singurd limba, ci o diversitate de limbi, numite World Englishes.
Existenta acestor varietati ale limbii engleze impun cerinte instructive
noi, care sa asigure necesititile comunicaitonale ale studentilor.
Modificarea sensului unor cuvinte sau conotatiile contextuale pe care le
capata trebuie explicate studentilor pentru a evita situatii stdnjenitoare
sau chiar conflictuale (de exemplu, cuvantul gay in creatia
Shakespeariana insemna doar vesel, iar in zilele noastre acest sens este
desuet, cuvantul fiind folosit preponderent cu referire la homosexuali).
O alta situatie generatoare de confuzii se referad la utilizarea eronatd a
cuvantului Congratulations! (Felicitari!) pe care studentii il adreseaza
Cu orice ocazie, fie ca e vorba de ziua de nagtere sau o alta sdrbatoare.
Un vorbitor nativ va fi nedumerit si se va intreba pentru ce merite si
realizari deosebite este felicitat. In limba engleza se aplica diverse
formule precum Happy Teacher’s Day, Merry Christmas!, Happy New
Year! Etc, Congrats (informal, familiar) si Congratulations fiind
rezervaet pentru situatiile in care persoana a obtinut sau realizat ceva
remarcabil (Sustinerea unei teze, obtinerea unei burse de merit, nasterea
unui copil, etc.: Congratultions with Women’s Day! care de fapt ar
trebui sa fie Happy Women'’s Day!).

In cazul in care exista diferente majore intre cultura specifica
limbii materne a celui care studiaza o limba si cea a limbii tinta, nivelul
de competentd sociolingvistica este mereu unul deficitar si trebuie sa
beneficieze de atentie sporita din partea profesorului. Referindu-ne la
competenta sociolingvisticd a studentilor din Moldova, observam ca
deficientele palpabile pe care le etaleazd sunt rezultatul unor
conjuncturi de factori si circumstante si ar fi injust sd pasim intreaga
vina pe constiinta profesorilor.

Faptul cé trdim vremuri agitate, In care materialul predomina si
aspectele de cultura si elementar bun simt sunt adesea quasi-total
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neglijate, se rasfringe in cel mai direct mod asupra competentei
sociolingvistice, pe care incd Descartes o numea bunul simt al
comunicirii. Degenerarea valorilor sociomorale si culturale se traduce
prin deficiente la nivel de comunicare, care, la randul lor, conduc la
ofensa, critica, stereotipare, etc. Indiferent de cat de corect, din punct de
vedere al normei lingvistice, este formulat un mesaj, dacd acesta nu
respectd acele norme de etichetd, scrise sau nescrise, efectul actului de
comunicare nu va fi cel dorit. Spre exemplu, constatam ca studentii uita
adesea de normele de politete si de utilizarea adecvatd a formulelor de
adresare sau salut nu doar in limba striind, ci si in cea maternd. Atata
timp cat aceste norme cu caracter universal nu sunt inradacinate in
sistemul lor valoric, va fi extrem de dificil de dezvoltat intr-o limba
strdind, deoarece prin transfer pragmatic sunt aplicabile si in limba
strdind. Cel mai banal exemplu la care as face referintd este modul in
care se cere iertare pentru intarziere la ore. De cele mai multe ori,
acestea nici nu sunt exprimate, ceea ce indica o lacuna in competenta
sociolingvistica, iar daca se si prezinta, de regula, sunt diverse strategii
de justificare (s-a stricat troleul, am adormit, mi s-a rupt geanta, etc.)
Ar fi suficient sa isi ceara scuze politicos si permisiunea de a lua loc (I
am sorry for being late. May | take a seat?). Din pacate, asemenea
comportamente par uneori a fi extrem de dificil de adoptat de catre
studentii moldavi, desi cunosc structurile lexico-gramaticale necesare
pentru a le exprima.

Competenta sociolingvisticd presupune a sti ce si cum sd spui
intr-o anumita situatie de comunicare, tinind cont de contextul in care
are loc aceasta. Contextul implica factori de ordin social precum varsta,
statutul interlocutorului, natura relatiilor dintre participanti, locul in
care are loc comunicarea si subiectul discutiei. Acesti factori sunt
decisivi Tn selectarea anumitor structuri lingvistice, comportamente
nonverbale si paraverbale. Respectiv, nu te vei adresa cuiva cu un statut
social mai Tnalt sau de varsta inaintata cu formule de genul Hey, buddy,
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How you doin” Man.? Sau, la intrebarea How are you? nu se va
raspunde cu formule apartinand registrului informal sau vulgar.

In Moldova se raspunde eronat la intrebarea Ce (mai) faci? Desi
interlocutorul foloseste formula pentru a se interesa despre cum va
merg treburile, se raspunde eronat cu detalii deplasate de genul, da’ ce
sa fac, ma chinui (), iatd fac curat Sau merg in troleibus, pe care, la
intrebarea similara din englezd How are you doing? le transfera mot-a
mot, fard a se preocupa de sensul transmis, si de reactia
interlocutorului, care, de fapt, nu vroia sa primeasca atatea detalii. O
altd situatie, la fel de jenantd, se creeaza atunci cand studentii nu
memorizeaza c¢a formula How do you do? este formula de salut oficiala,
la care se raspunde identic How do you do? si nicidecum nu se
insiruiesc toate emotiile si starile prin care treci.

Situatii bizare se nasc si In cazul cand studentii nu beneficiaza de
interventie pedagogica calitativa si detaliatd privind uzul unor formule
precum cele de salut si de incheiere a conversatiei, de exemplu. Astfel,
acestia generalizeaza niste reguli si le aplica eronat, bineinteles, oriunde
considera de cuviinta. Formulele romanesti Salut! & Noroc! se aplica
deopotriva la inceputul unei conversatii si ca formuld de ramas bun. In
englezd, Intr-un context mai putin formal, echivalentul pentru
deschiderea conversatiei ar fi Hello! Sau Hi! si chiar Hey! (foarte
informal), iar pentru rdmas bun exista o diversitate de formule, in
dependentd de natura relatiei dintre interlocutori: Bye!, See ya!, catch
ya later, later man, bro, dude,(intre barbati). Studentii moldavi (si nu
doar) aplicd adesea aceiasi formuld pentru ambele situatii, simtindu-se
stanjeniti daca interlocutorul indica nedumerire. Dupd cum remarca
Istvan Kecskes, [12, p. 5], nu e destul sa stii ca you bet se poate folosi
pentru a raspunde la thank you, ci si sa iti dai seama in ce fel de situatii
poate fi aplicat. Spre ex: la sfarsitul unui discurs in plenara unei
conferinte, organizatorul se adreseaza prezentatorului:

- Professor Green, thank you for this thought-provoking
presentation.
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- You bet/ No problem / Thanks / My pleasure / Not at all.

Tn mod cert, you bet si nici no problem nu vor fi ripunsuri
adecvate in contextul dat. Greselile lexico-gramaticale din partea unor
utilizatori NVN sunt usor tolerate de cétre vorbitorii nativi, asa cum
aratd studiile efectuate de catre Bardovi-Harlig, 1998, Kasper 2001,
insd esecul pragmatic este dur criticat; vorbitorii nativi asteapta ca toti
utilizatorii  limbii sa respecte aceleasi reguli de conduita
comunicationald pentru ca gramatica, asa cum remarca Hudson, face ca
limba sa functioneze, insd nu furnizeazd imensitatea de sensuri care se
naste in diferite contexte de comunicare datorita stilului, gradului de
formalism al interactiunilor, varietatilor lingvistice si culturale.

Howard subliniaza ca pentru dezvoltarea eficientd a competentei
sociolingvistice, este nevoie de contact cu registrul neoficial al limbii,
ceea ce cadrul formal nu ofera [9, p.381]. Prin contact cu VN sau aflare
in comunitatea in care se vorbeste LT, subiectii beneficiaza de suficient
input in registrul neoficial. Pe de alta parte, profesorul, care este privit
drept un model al corectitudinii lingvistice si comportamentale, nu isi
permite sa integreze n limbajul sau didactic elemente lingvistice care i-
ar afecta imaginea datd. Pe langa aspectele enumerate, se pot mentiona
si incongruentele intre input-ul oferit de discursul didactic, care de cele
mai multe ori apartine unui registru lingvistic elevat, oficial sau hiper-
oficial, si ceea ce primesc studentii din alte surse precum filmele sau
muzica, in care predomind registrul informal sau chiar vulgar.
Respectiv, nu se remarca o continuitate si o intretesere Intre ceea ce se
ofera 1n clasa si ceea ce oferd alte surse, care ar conduce la o sesizare si
o consolidare mai eficienta a continutului sociolingvistic.

Necunoasterea varietatilor stilistice conduce inevitabil la situatii
absurde, ridicole sau ofensatorii. Cercetitori din domeniu precum
Kasper, 2001, Blum-Kulka, 1989, Howard, 2012, Yu, 2006, etc. afirma
ca in cadrul studierii limbilor striine este extrem de dificil de a forma
competenta sociolingvistica in timpul orelor. Printre cauzele majore se
enumerd pregétirea defectuoasd a cadrelor didactice din acest punct de
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vedere. Fiind ei insdsi vorbitorii non-nativi ai limbii strdine pe care o
predau, profesorii nu mereu sesizeazd diferentele sociolingvistice, iar
erorile pe care le comit studentii nu impiedica intelegerea dintre e,
deoarece impart aceeasi limba materna si acelasi set de norme si valori
socio-culturale. In afard de aceasta, mare parte a profesorilor au fost
instruiti In contextul metodelor clasice de predare, care neglijau cu
desavarsire celelalte componente ale competentei de comunicare,
axandu-se strict pe dezvoltarea celei lingvistice.

O alta bariera in dezvoltarea competentei date la orele de limba
straind (subliniem ca nu ne referim la limba 2, L.2) rezida in faptul ca
sociolingvisticd prezentatd la ord in afara celor patru pereti, In situatii
autentice de comunicare. Dimensiunea sociolingvisticd a competentei
de comunicare, spre deosebire de cea pur lingvisticd, se dezvoltd in
special 1n timpul interactiunilor verbale de orice ordin in care sunt
implicati cei care studiazd o limba straind. Chiar si in limba materna
aceasta nu se auto-dezvoltd, un copil este mereu corectat de catre
parinti, bunici, frati mai mari, etc.

Romero Trillo reitereaza ca dezvoltarea CS 1n cadru
institutionalizat reprezintd o sarcina extrem de dificila si de aceea nu se
regaseste clar in marea majoritate o curriculei de LS. Dezvoltarea CS ar
presupune imersiune intr-un context pseudo-natural specific LT, care
este practic imposibil de creat in cadrul clasei, in primul rand din cauza
cd VN insusesc limba dupa modelul de la functie spre forma in timp
ce cei care studiazd o LS urmeazd modelul de la forma spre functie
[22, p.770]. Indiscutabil, atunci cand se parcurge mai Tntdi modulul
lexico-gramatical si se neglijeaza cel socio-pragmatic, competenta de
comunicare nu se dezvoltd uniform gi armonios, iar lacunele create sunt
extrem de dificil de inlaturat.

Chiar si in contextele in care studentii se familiarizeaza cu
anumite structuri specifice construirii actelor de limbaj, acestora li se
acordd mult prea putind atentie in cadrul orelor de limba strdind. Un
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exemplu clasic il reprezintd utilizarea corespunzatoare a formulelor
conventionale folosite pentru a cere scuze. Limba engleza, spre
deosebire de limba romana dispune de un numar amplu de asemenea
expresii care, de altfel, nu sunt absolut intersanjabile, ci exprima
diverse subtilititi semantice aplicabile 1in situatii specifice.
Necunoasterea ariei de utilizare a acestora conduce inevitabil la gafe
socio-lingvistice si pragmatice atunci cand un student incearca sa isi
ceara scuze. Prin transfer pragmatic din limba materna (scuzati, vi
rog!) marea majoritate a studentilor aplica englezescul Excuse me!
atunci cand intentioneaza sa exprime regret. Formula corecta ar fi I”m
sorry, aplicata atunci cand ai creat inconveniente cuiva si regreti faptul,
iar Excuse me! ar fi formula potrivitd pentru cazul in care urmeaza sa
faci ceva care ar putea crea inconveniente cuiva.

Ex: 1. -I”m sorry I am late again...

2.-Excuse me, could you please say that again?

I beg your pardon este formula recomandata pentru a cere scuze
n registrul oficial.

Ex: - I beg your pardon, I did not mean to intrude...

Observand studentii in timpul interactiunilor, constatdm ci
acestia nu aplica aceastd formuld, fapt care poate fi explicat fie prin
subrezirea standardelor moral-valorice la nivel de societate, fie din
cauza ca aceste structuri nu au fost abordate explicit la ore si studentii
pur si simplu nu le cunosc.

CS, insuficient dezvoltatd conduce inevitabil la situatii jenante in
comunicarea cu VN sau in contexte unde limba engleza are statut de
lingua franca. Deficientele la nivel fonetic sunt mai greu sesizabile si
mai putin stanjenitoare si de cele mai dese ori pot fi puse pe seama
varietatilor lingvistice. Insa, cele de la nivel socio-pragmatic sunt foarte
frecvente si pot crea efecte nedorite in evolutia comunicarii. Formele
standard ale limbii care de reguld le preddm studentilor pot fi
considerate neadecvate in anumite contexte. Spre exemplu, you look
cute today, poate fi un compliment daca se adreseaza unei fetite si o
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insultd dacd se refera la o doamni. In procesul de predare a limbii
engleze nu mereu se acorda atentia necesara acestor diferente de uz in
conformitate cu factorii care constituie contextul sociocultural al
comunicarii, iar unele surse lexicografice bilingve, in special cele
online, nu intotdeauna furnizeaza explicatii ample despre cum si cand
se poate utiliza o unitate lexicald sau o formula datd. Ca profesori, nu
putem controla sursele pe care le acceseaza studentii nostri $i rimanem
contrariati cand ii auzim adresandu-se cu hey, chick!, spre exemplu,
care n slang-ul american inseamna duduie, Thsa care poate fi interpretat
si ca puiculita, iar conotatia acestui echivalent depinde in totalitate de
contextul in care este aplicat.

Astfel, concluzionam ca 1n pofida studiilor si cercetarilor
stiintifice care demonstreaza infertilitatea abordarii unilaterale a
competentei de comunicare, fenomenul persistd si prezintd o serie de
provocari atat pentru cei care studiaza o limba straind, cat si pentru cei
care o predau, deoarece este mult mai dificil de sesizat fenomenele
apartinand laturii socio-pragmatice si socio-culturale ale utilizarii unei
limbi, Tn special a unei LS, iar in cel de-al doilea, nu exista un cadru
formal care ar indica exact cdror aspecte sa se dea importanta.
Necesitatea de a se acorda suficientd atentie CS este accentuatd de
numeroase studii, in primul rand din cauza ca lipsa de cunostinte din
aceasta perspectiva este taxatd dur de catre vorbitorii nativi ai unei
limbi. Studentii moldavi prezintd lacune palpabile la acest capitol, iar
constatarea serveste drept argument forte n favoarea unei schimbari de
atitudine din partea profesorilor si interventie pedagogica de calitate de
la inceputul cursurilor de limba strdina fara a se viza mai intai formarea
competentei lingvistice, apoi a celei sociolingyvistice.
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DEMERSURI METODOLOGICE DE EFICIENTIZARE A
DIDACTICII LITERATURII FRANCEZE PRIN PRISMA
STRATEGIILOR EURISTICE
Natalia SOFRONIE, dr.

Summary

The researches in the sciences of education have realized the
need of exploring the heuristic strategies in teaching. According to the
Common European Framework of Reference for Languages: Learning,
Teaching, Assessment, the learner must have an heuristic aptitude
defined as the ability to accept a new experience, to use the target
language to find, understand, convey information and use new
technologies for this purpose. The important role of heuristic strategies
is justified by the following: the active involvement of students in
teaching, learning and assessment; stimulate critical and creative
thinking, capacity building and development of various skills. This
article treats some aspects of heuristic strategies in studying French
literature.

Cercetatorii din domeniul educatiei au constientizat necesitatea
imperativd a aborddrii euristice a strategiilor de predare-invatare-
evaluare. Conform Cadrului European Comun de Referintd pentru
Limbi (CECRL), cel ce invata trebuie sd dispuna de o aptitudine
euristicd, definitd drept capacitatea de a accepta o noud experientd, a
utiliza limba-tinta pentru a gasi, a intelege, a transmite informatii si a
folosi noile tehnologii Tn acest scop [1, p. 91]. Numeroasele beneficii
ale nvatarii euristice sunt abordate in lucrarea Strategii educationale
centrate pe elev (UNESCO, 2006), unde autorii scot in evidentd noua
directie de orientare In invatdmant, care se incadreazd perfect in
preceptele teoretice ale principiului centrarii invatamantului pe cel ce
invatd. Abordarea euristica si Invatarea prin descoperire 1l situeaza pe
educat 1n ipostaza de subiect al cunoasterii stiintifice, care fsi
construieste singur cunoasterea si, practic, re-elaboreazd cunostintele,

133



insusindu-si metodologia de studiere a stiintei ca proces i nu ca produs
[5, p. 91].

Pomnind de la ideea ca in politica actuald a educatiei, termenul
euristica nu este limitat doar la metoda sau strategie, ci mult mai larg
ca si conceptie a educatiei, ca si directie prioritard in organizarea
procesului de nvatamant, numeroase aspecte raman a fi neelucidate.
Explorarea strategiilor euristice produce dificultdti in studierea, mai
ales, a limbii si literaturii straine, spre deosebire de disciplinele predate
in limba maternd, cum ar fi dezvoltarea competentei lingvistice,
competentei  sociolingvistice, componente ale competentei de
comunicare lingvistica, prezentate in CECRL [1, p. 18]. Ca si repere
epistemologice servesc abordarile didacticienilor in domeniul limbii si
literaturii roméne ale strategiilor/metodelor euristice. Autorii prezinta
situatii concrete de utilizare a strategiilor euristice, insuficient
valorificate in didactica limbii franceze, unde preocuparile majore
constau in abordarea textului literar in studierea genurilor literare,
studierea unui fragment sau a operei in Tntregime etc. Promovarea in
ultimele decenii a invatarii euristice conduce inevitabil la stabilirea
limitelor de utilizare a strategiilor euristice in contexte viabile si a
posibilelor dificultati ce pot aparea.

Paradigmele clasice, spre deosebire de cele moderne, cuprind
cateva etape distincte: predarea, invitarea si evaluarea. In cazul
invatarii euristice, acestea se suprapun, procesul de invatare ce se
desprinde din actiunile celui ce invata, din procedeele de cautare,
investigare, cercetare. Un asa mod de instruire corespunde in totalitate
paradigmelor moderne ale educatiei. La mijlocul secului XX 1isi fac
aparitia si se impun mai multe metode cu tentd euristica ce tin de
cautare, printre acestea putem mentiona:

- brainstorming (A. Osborn);

- sinectica (V. Gordon),

- analiza morfologica (sau analiza Zwichy) (Zwichy) etc.
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Numeroase experimente in domeniul predarii-invatarii-evaluarii, pe
parcursul deceniilor au influentat modul de predare a limbilor straine si a
intregului proces in general. Ultimele decenii aduc cu sine preocupari si
studii intense in domeniul pedagogiei, care il plaseazd pe student in
mijlocul sistemului de predare-invatare-evaluare. Suntem de parerea ca
perceperea procesului de invatimant a trecut de la ,transmiterea
cunostintelor” la un proces complex de formare a personalititii. S-a
constatat cd separarea instructie-educatie este rigida si artificiald si chiar
daunatoare, procesul de invatamant fiind in acelasi timp instructie si
educatie, informare si formare [3, p. 57].

Abordarea strategiilor euristice releva interesul nostru, in special,
n studierea literaturii franceze. Anterior am scos in evidentd interesul
fata de strategiile euristice la nivelul stiintelor educatiei, care, din
pacate, nu se regaseste in aceeasi masurd In didactica literaturii
franceze. Suntem de acord cu afirmatia lui 1. Moraru (1995), care
sustine ca, in pofida multitudinii metodelor euristice, ,,se constatd un
decalaj substantial intre cercetare si aplicare” [4, p. 280].

O prima problema care se impune atunci cand punem in discutie
acest subiect este: care strategii euristice pot fi utilizate In studierea
literaturii franceze si in ce mod? Descoperirile in cadrul disciplinei
vizate constituie cu siguranta o dilema pedagogica. ,,In arta si literatura,
descoperirea vizeazd mesajul artistic transmis printr-o opera, sursele si
mijloacele maiestriei autorului, dar si alte elemente extraestetice, cum
ar fi cine e autorul unei scrieri necunoscute, conceptia despre lume a
acestuia, epoca in care a fost scrisa opera, apartenenta la un anumit stil
sau scoala artistica, curent literar etc.” [2, p. 80]. Din aceastd
perspectiva, e semnificativ sa evocdm ca studiul literaturii presupune
explorarea unei opere literare fie ea integrald sau nu, si, pe de alta parte,
studiul curentelor literare, a biografiilor etc.

De cele mai multe ori, Th metodologia literaturii franceze se
regisesc cateva demersuri euristice, insa fard ca acestea sa fie
identificate astfel. Suntem de pérerea ca strategiile euristice nu au fost
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indeajuns discutate in studiul literaturii franceze, acestea raimanand a fi
un model ce urmeaza a fi valorificat.

Descoperea in domeniul literar devine uneori dificila, deoarece
se cautd o interpretare, o viziune a autorului. Acest lucru este dificil, dar
nu si imposibil.

O chestiune pedagogica ce se impune in discutie este dificultatea
utilizarii strategiilor euristice la orele de literaturd franceza, asa cum
instruirea nu se efectueazd in limba materna. Considerdam cad acest
factor nu constituie un impediment, deoarece obiectivul primordial al
strategiilor euristice la orele de literaturd franceza nu il constituie
vorbirea corecta in exprimare. Scopul instruirii cu ajutorul demersurilor
euristice constd in explorarea/asimilarea informatiei propuse prin
intermediul anumitor procedee concrete.

Astfel, strategiile definesc un nou model de orientare a
paradigmei educationale. In ceea ce priveste elementele componente ale
strategiei, putem mentiona urmatoarele: modelul pedagogic proiectat de
cadrul didactic; metodele didactice cu tehnicile si procedeele specifice;
resurse educationale; mijloacele de Invatdmant; formele de organizare;
timpul educational. Aceste componente formeaza un sistem complex
care intensificd demersurile de implicare a studentilor in procesul de
instruire. Pentru a vizualiza cele expuse mai sus, propunem 1in
continuare structura strategiilor euristice.
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STRATEGII

EURISTICE

METODE

EURISTICE TimMp
EDUCATIONAL

FORME DE

ORGANIZARE MICORCE

Frontale Noi tehnologii Conversatia
De echipi ’ euristica
7 , i didaé\t/ilget;sr:f;)lzrturi fiiekeoerea
In perechi ; - problematizata
L Teste docimologice Jigsaw etc.

Fig. 1. Structura strategiilor euristice

in cele ce urmeazi, vom defini notiunea de strategie euristica,
astfel Incat aceasta sa cuprinda pe cat posibil toate aspectele pe care le
contine. Asadar, strategia euristica de studiere a literaturii franceze In
invatamantul superior presupune un model de actiune psihopedagogica
creativa a cadrelor didactice, ce vizeaza tendinta de abordare activa si de
adecvare a tehnologiilor didactice universitare, de valorificare a
experientelor de cunoastere directd pentru integrarea in activitatea
didactica universitara a noilor strategii de predare-invatare-evaluare prin
descoperire, ce asigura studentului utilizarea adecvata, dezvoltarea si
crearea noilor cunostinte stiintifice necesare pentru dinamizarea
dezvoltarii competentei literar-lectorale de limba franceza.

Printre metodele euristice se numard si exercitiul euristic. In
continuare sunt relevate cateva dimensiuni pragmatice ale abordarii
euristice ale exercitiului in contextul literaturii franceze. Atunci cénd
cadrul didactic ar dori sa aducd la cunostintd anumite opere dintr-0
anumitd perioada, in locul unei simple expuneri ar putea servi exercifiul
euristic. In acest caz studentului i se propune o listd de opere, ai ciror
autori sunt indicai si o serie de imagini cu ilustratiile cartilor,
argumentarea raspunsului fiind o cerinta indispensabila.

Lista cu exemple de opere (sec. XIX):
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Victor Hugo, Les misérables;

Gustave Flaubert, Madame Bovary;

Guy de Maupassant, Bel-Ami;

Emile Zola, Germinal;

Honoré de Balzac, Illusions perdues;

Stendhal, Le Rouge et le Noir etc.

Este de remarcat cad aceastd activitate implica mai putin
competenta lingvisticd, din acest motiv ea poate fi propusa si unor
studenti ce au nivelul elementar, iar exercitiul poate fi propus atat in
grup, cét si individual.

O alta varianta a acestui exercitiu ar putea fi inlocuirea titlurilor
originale cu sinonime. Indicarea autorului ar putea fi o sursa de ajutor
pentru student in gasirea raspunsului corect. latd cateva exemple in
acest sens:

Les déplorables (Victor Hugo) — Les misérables.

Les trois cavaliers (Alexandre Dumas) - Les trois
mousquetaires.

L’étang a Satan (George Sand) — La Mare au diable.

L’apprentissage amoureux (Gustave Flaubert) — L ’éducation
sentimentale.

Le cuir de la tristesse (Honoré de Balzac) — La peau de chagrin.

L’ensommeillé de la vallée (Arthur Rimbaud) — Le dormeur du
val.

O alta variantd a exercitiul euristic este lucrul cu incipitul, adica, cu
primele fraze ale operei. Conform inceputurilor propuse, studentii trebuie
sa indice din variantele propuse genul operei, titlul si autorul. In acest mod,
studentii fac cunostinta, spre exemplu, cu proza secolului XVII si anume
cu genurile literare caracteristice pentru aceastd perioada: corespondenta,
autobiografia, romanul, povestea.

O alternativa a prezentei variante ar fi nlocuirea incipitului cu
ultimele fraze ale operei. Tn multe cazuri acestea sunt reprezentative
prin semnificatia puternica pe care o poarta.
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Exercitiul euristic poate fi aplicat in cazul literaturii franceze sub
diferite forme. Alegerea noastra s-a axat pe aspectul asocierii titlurilor
operelor cu rezumatul, prin prezentarea unor argumente Tntemeiate din
partea studentilor. In cadrul acestei activitati ce serveste drept exemplu,
studentii au posibilitatea sd faca cunostintd cu patru capodopere ale
secolului XVIII si cu patru scriitori notorii: Voltaire, Zadig, Jean-
Jeacques Rousseau, Le contrat social, Montesquieu, Lettres persanes,
Denis Diderot, La religieuse. Rezolvarea acestui exercitiu se bazeaza pe
indiciile din rezumat care se asociaza cu titlul operei.

Este de remarcat faptul ca evaluarea in cadrul invatarii euristice
releva o altd dimensiune, unde elevii/studentii trebuie sa argumenteze si
nu doar si reproducd materialul studiat. in Tabelul 1 sunt reflectate
cateva exemple de intrebari euristice in evaluarea celui ce invata.

Tabelul 1. Exemple de intrebdri euristice in cadrul evaludrii

Descoperirea 1. Montrez pourquoi « Tristan et Iseut » fait partie
deductiva de la littérature courtoise.

Descoperire prin | 2. Faites une analyse comparative du « roman »
analogie comme genre littéraire  au Moyen  Age,

Renaissance et Classicisme.

Problematizare | 3. Pourquoi affirme-t-on que le XVII® siécle
représente I'age d'or du théatre ?

Studiu de caz 4. Goriot, le personnage du roman «Le Peére
Goriot » de Balzac, a dépensé toute sa fortune pour
faire le bonheur de ses filles. Balzac le nomme « le
Christ de la paternité ». Qu’évoque pour vous
I’association de ces deux mots ? Qu’en pensez-
vous ?

Problematizare 5. Argumentez pourquoi on affirme que « ...parler
francais est synonyme de parler la langue de

Moliere ».
Descoperire 6. Quelles caractéristiques du Naturalisme se
deductiva reflétent dans I’ceuvre de Zola « Au bonheur des
dames » ?

Problematizare 7. Retrouvez dans votre culture, des histoires, des
fables qui mettent en scéne des animaux pour
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éduquer les hommes. Faites des comparaisons avec
les fables de la Fontaine.

Problematizare 8. Quels liens existent entre la littérature et les
autres arts ? Donnez des exemples concrets.
Problematizare 9. Justifiez le role de I’Humanisme dans le
développement de la littérature francaise.
Descoperire prin | Faites une comparaison entre Le nouveau Roman

analogie et le roman traditionnel.
Descoperire Identifiez les traits du Romantisme dans 1’ceuvre
deductiva de Victor Hugo.

Problematizare En quoi consiste la Querelle des Anciens et des
Modernes ? Quel est I’impact, d’aprés vous, de
celle-ci ?

Studiu de caz «Tristan et Iseut» est un mythe universel.
Nommez d’autres ceuvres de la littérature frangaise
qui mettent en scéne un amour tragique ou
impossible.

Problematizare Comment et dans quelle époque se manifeste le
roman épistolaire dans la littérature francaise ?
Donnez des exemples.

Din considerentele mentionate aici, concluzionim ca literatura
rdmane o componenta a actualului proces educational, didactica careia
cuprinde modificari esentiale demne de atentia cercetatorilor. Literatura
in general, literatura strdind in particular, contribuie la formarea
personalitatii studentului, iar cadrul didactic trebuie sa dispund de
strategiile necesare pentru o practicare armonioasa a lecturii.

Strategiile euristice implicd activitati didactice ce contribuie la
formarea competentei literar-lectorale, competentei de comunicare
lingvistica etc. Rolul important al strategiilor euristice este justificat de
urmatoarele aspecte: implicarea activd a studentului in procesul de
predare-invatare-evaluare; stimularea gandirii critice si creative,
dezvoltarea capacitatilor si dezvoltarea diferitor competente. Pe
parcursul ultimilor ani se observa tendinta de a introduce in predare
metodele euristice, astfel cele trei tipuri de descoperire (inductiva,
deductiva si analogicd) sunt implicate in cadrul predarii literaturii
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franceze. Dificultatile analizate la nivel teoretic, cum ar fi timpul
indelungat de lucru, intuitie bine dezvoltata, etc. au drept scop
atentionarea cadrelor didactice asupra anumitor impedimente in
parcursul euristic de predare.
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L'AUTONOMIE DE L'ETUDIANT ET L'AUTO-
CONSTRUCTION DE SON SAVOIR
Angela SOLCAN, dr., conf. univ.

Rezumat

Statutul dublu al viitorului profesor de limbi strdine constituie un
context favorabil de a pune in aplicare o serie de modele, avand ca
obiectiv dezvoltarea competentelor indispensabile invatarii autonome.
Studentul trebuie sa posede cunostinte si deprinderi necesare pentru o
achizitionare eficienta a limbii, intrucdt a invdta sa invefi este baza
autoinstruirii. Astfel, rolul scolii este de a-I ajuta sd invete in
autonomie, devenind tot mai responsabil de propria sa formare. Doar
un profesor autonom poate sd-si antreneze elevii intr-o activitate
autonomd. O greseald frecventd a profesorilor este de a crede ca elevii
sunt dotati in mod natural cu capacitatea de a invata singuri, dar, chiar
daca stim sa aplicam intuitiv strategiile si tehnicile de invatare,
aptitudinea de a studia limbile presupune o reflectie atit asupra
fenomenului de limba, cdt si asupra procesului de invatare a ei.
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Le double statut des étudiants en tant qu’apprenants de langues et
futurs enseignants constitue un contexte favorable pour mettre en ceuvre
une série de modules ayant pour objectifs de développer les
compétences indispensables a I'apprentissage en autonomie. Il s agit
d un ensemble de savoirs et de savoir-faire, indépendants de la langue-
cible, qu’il faut acquérir préalablement pour apprendre d une maniere
efficace, car « apprendre a apprendre » est le fondement de I"auto-
apprentissage. Comme le souligne a juste titre Christian Puren: «le réle
de I’école c’est bien d'aider les éléves a apprendre 1"auto-apprentissage.
Par exemple, lorsque les méthodes deviennent plus ,,sophistiquées”, le
savoir — en situation d auto-apprentissage — devient plus accessible aux
plus ,,favorisés”, ¢ est-a-dire a ceux pour lesquels la sophistication ne
s'oppose pas ou s’oppose moins a leurs modéles culturels» [1, p. 48]. 1l
faut que les étudiants soient davantage responsables de leur propre
formation, car seuls les enseignants autonomes pourront, par la suite,
entrainer leurs éléves a apprendre en autonomie. L’erreur fréquente des
professeurs est de croire que les éléves sont naturellement dotés des
capacités a apprendre tous seuls. Méme si chacun de nous applique
d'une maniére intuitive ses propres stratégies et technigques
d’apprentissage, 1'aptitude a apprendre les langues présuppose une
réflexion sur ce qu'est la langue et sur le processus d apprentissage.

Former des apprenants autonomes c'est aussi apprendre a se
procurer des supports didactiques pertinents, faire prévoir les difficultés
inhérentes a I’acquisition d’une compétence donnée (par exemple en
compréhension orale), construire des activités langagiéres adéquates
aux objectifs préalables. En général, aider I'apprenant a développer ses
connaissances, c’est, en effet, ’aider a objectiver, puis dépasser les
représentations qu’il se fait de I'apprentissage de langue. Ainsi,
I'autonomie s’acquiert-elle progressivement, grace a un travail que
I"enseignant peut effectuer systématiquement avec son groupe-classe a
I'occasion des activités visant le développement de diverses
compétences langagiéres abordées en cours. 1l résulte de tout cela que
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pour développer le plurilinguisme en Europe, il faut que : «lI'un des
objectifs explicités de I'enseignement de chaque langue soit de
contribuer au développement d’une aptitude générale a apprendre les
langues; que 1’éléve soit entrainé a se servir des savoirs et savoir-faire
acquis dans ses apprentissages linguistiques antérieurs, y compris celui
de sa langue maternelle» [2, p. 13].

Si I'on devait qualifier I'enseignement des langues a notre époque
on pourrait dire que les adjectifs ,,ennuyeux” et ,,routinier” le qualifient
assez bien. Malheureusement, et malgré les progrés de la recherche en
Didactique des langues secondes, les professeurs de langues s'acharnent
encore a utiliser de vieilles méthodes d'enseignement qui visent
principalement & analyser des régles de grammaire et a les faire
appliquer de fagon immédiate, comme si l'apprentissage d'une langue
dérivait exclusivement de ce savoir. Ces méthodes traditionnelles, dont
I'objectif est de faire mémoriser des listes de mots et de compléter des
exercices, s'avérent peu pertinentes voire méme inefficaces pour ce qui
est de la pratique de la langue. En outre, les apprenants sont évalués
d'apres leur maitrise des aspects grammaticaux de la langue cible. Ils ne
parlent pas la langue, ils parlent plutét de la langue. Cet enseignement
qui privilégie particuliéerement l'analyse de la langue en soi sans
chercher & mettre I'éléve en situation de compréhension ni en situation
de communication contribue a développer chez celui-ci une attitude de
passivité vis a vis de son apprentissage et I'amene a penser que s'il
connait la grammaire il pourra fonctionner par dans la langue cible.
Janine Courtillon, dans son article sur la routine en salle de classe, a
illustré I'enseignement que nous venons de décrire et qui
malheureusement est encore en vogue dans nos salles de classes : «Cet
abus de vérification de type linguistique ou grammatical a une
conséquence négative: elle conditionne les étudiants a n‘attacher
d'importance qu'aux seuls aspects formels et les détourne de
I'acquisition des habiletés bien plus indispensables a ce niveau: savoir
comprendre l'oral, savoir lire, s'entrainer & pratiquer la langue» [3, p.
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19]. Quant aux habiletés mentionnées par l'auteur: savoir comprendre
l'oral, savoir lire et s'entrainer a pratiquer la langue, qui ont d‘ailleurs
fait l'objet de plusieurs recherché dont les résultats confirment qu'il
existe en effet des stratégies qui facilitent leur acquisition, on constate
que celles-ci sont généralement négligées en salle de classe. Cette
maniére plutdt conventionnelle d'enseigner les langues adoptée par les
professeurs, témoigne d'une méconnaissance absolue d'importantes
découvertes des chercheurs concernant les stratégies et les méthodes a
privilégier pour faciliter voire méme accelérer l'apprentissage des
langues étrangeres.

Cet écart entre la recherche et la pratique a son origine dans le
manque de communication entre la didactique et les professeurs de
langues étrangéres. C’est un fait admis que le discours des chercheurs,
de cabinet en particulier, a beaucoup de mal a parvenir aux praticiens -
I'édition spécialisée porte rarement jusqu'a eux-, et que les praticiens -
faute de canaux éditoriaux - ont encore plus de mal a se faire entendre
des chercheurs. Ce décalage a pour conséquence la mise a I'écart des
résultats et analyses des chercheurs dans la pratique pédagogique. Etant
donné que les professeurs ne tirent pas d'avantages de ces recherches,
ils continuent a travailler avec des méthodes peu motivantes.

Il est certain qu'un cours dont la démarche est routiniére, un
cours dans le cadre duquel les étudiants apprennent tous les mémes
sujets et ceci en méme temps, ne contribue pas nécessairement a
intéresser les étudiants. Par ailleurs, leur seule motivation dans ce
contexte semble &tre basée sur la réussite dans le cours et non pas sur
I'apprentissage de la langue cible. De méme, et considérant le fait que
les étudiants ne voient pas en quoi cet enseignement pourrait les
concerner particulierement, nous nous interrogeons sur la pertinence de
celui-ci et nous en arrivons a la conclusion qu'un tel enseignement ne
correspond pas a leurs besoins. Les raisons sur lesquelles nous nous
basons pour affirmer ceci sont les suivantes: ce type d'enseignement,
privilégiant le linguistique plutdt que le communicatif, ne peut pas
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correspondre aux besoins de tous les apprenants car leurs besoins, voire
méme leurs intéréts, peuvent étre aussi divers que le nombre de
personnes dans un cours de langue. Nous pouvons parler de besoins
langagiers, de besoins personnels, de besoins d'ordre psychologique, de
besoins sociaux, etc. Il est clair qu'un enseignement homogéne ne
pourra jamais combler les besoins particuliers de chaque éléve. En
outre, ces maniéres d'enseigner ne font qu'éloigner I'apprenant de son
propre apprentissage, pire encore, elles vont le plonger dans un état de
passivité a I'égard de son apprentissage. L'apprenant, ne se sent pas
impliqué, sa participation ainsi que ses interventions sont circonscrites
aux activités proposées par le professeur, et on assiste aussi a un
enseignement/apprentissage peu  motivant  pour  Il'apprenant.
L'enseignement recu dans un contexte institutionnel ne vise pas a
attaquer les problémes spécifiques de chaque étudiant ni a satisfaire a
ses besoins. Bref, il n'est pas en harmonie avec ses attentes ce qui
semble, étre la cause principale du détachement de I'apprenant de son
apprentissage. Nous partageons le point de vue lorsqu'on déclare que:
«L'institution est vue comme une sorte d'abstraction vers laquelle on
aurait du mal a se retourner pour trouver la solution de ses problemes
d'apprentissage personnels. Par contre, l'enseignant est encore vu
comme le seul responsable des réussites scolaires».

D'un c6té on retrouve cette inertie de la part de I'étudiant en ce
qui concerne son apprentissage et de l'autre cO6té on constate que
I'étudiant, & force de subir un enseignement, ne congoit pas d'autre
maniére d'apprendre que celle dont il peut témoigner: un enseignement
dans le cadre d'un cours, dans une institution, a des heures spécifiques,
avec un professeur responsable de sélectionner le matériel du cours, de
decider du rythme d'apprentissage, des moyens d'évaluation, etc.
L'enseignant aux yeux de l'apprenant est le seul a posséder les capacités
et les compétences nécessaires pour lui apprendre la langue cible. Il est
percu par I'éléeve comme le détenteur du pouvoir. Le professeur devient
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donc, non seulement le responsable des réussites scolaires, mais aussi le
responsable de tout ce qui concerne I'apprentissage de I'éléve.

En tant qu'enseignants, nous nous interrogeons sur les
changements a apporter, pour faire en sorte que I'étudiant s'intéresse a
son apprentissage, pour que sa motivation ne soit plus basée sur sa
réussite dans le cours, mais plutdt sur son apprentissage de la langue
cible. Que faire pour susciter chez I'éleve la curiosité d'apprendre qui
I'habitait dans ses premiéres années scolaires :

Le jeune enfant est curieux, avide de découvrir, de connaitre, de
résoudre des problémes. Ce qu'il y a de triste et de pénible dans la
plupart des systemes d'éducation, c'est que lorsque I'enfant a passé un
certain nombre d'années a I'école, cette motivation spontanée se trouve
pratiquement étouffée. Mais le fait est 14, et c'est notre tdche & nous,
facilitateurs d'apprentissage, de débloquer cette motivation, de
découvrir quels défis touchent vraiment les jeunes, et de fournir a ces
jeunes l'occasion de les relever [4, p. 33].

La didactique des langues nous donne des réponses, voire des
alternatives, pour aborder ces problémes-la. C. Rogers, qui a analysé en
profondeur ces contraintes d'apprentissage, nous fait remarquer que,
afin de redonner a I'apprenant le go(t d'apprendre, I'essentiel est de le
confronter avec un probléme qu'il pergoit comme réel pour lui. D'aprés
l'auteur, il peut s'agir, par exemple, d'un intérét pour un aspect
spécifique de la branche enseignée, l'important est qu'il ait une
confrontation. Selon Rogers, cette confrontation va éveiller l'intérét de
I'étudiant vis a vis de son apprentissage, car les données auront du sens
pour lui. Par ailleurs, Barbot nous propose d'essayer de changer le
concept de détention du pouvoir dans les relations enseignant-
apprenant; 1l est permis de faire I'hypothése que I'on peut sortir de
situations bloquées et réactiver le désir d'apprendre en modifiant les
positions des partenaires dans la transmission des connaissances [5, p.
25]. Ces deux idées sont a l'origine d'une méthodologie peu exploitée
dans la pratique pédagogique. Néanmoins, et selon les recherches faites
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sur cette approche (Dahmen 1988, Dam et Gabrielsen 1988, Germain-
Rutherford 1994, Leblanc et Painchaud 1990, Lupo 1988 et Moulden
1983), elle s'est avérée particulierement efficace pour faciliter
I'apprentissage des langues étrangéres. Cette méthodologie est connue
aujourd'hui, entre autres, sous le nom d'apprentissage en autonomie
[HOLEC, Henri: 1979] et dont les origines remontent aux années
soixante.

Il résulte de ce qui précéde que l'apprenant, selon Rogers, est
susceptible de s'intéresser a accomplir une tache ou a participer a une
activité a partir du moment ou il se sent impliqué. En outre, Barbot
nous recommande, dans I’intention de susciter l'intérét de l'apprenant,
«de modifier les positions des partenaires dans la transmission des
connaissances». Nous retrouvons ces deux principes pédagogiques dans
un apprentissage en autonomie, méthode qui fait I'objet de notre étude.
Nous avons retenu la définition du concept ,,d'autonomie” suggérée par
Holec; l'auteur cite B. Schwartz pour illustrer ses propos:

L'autonomie, est ,la capacit¢ de prendre en charge la
responsabilité de ses propres affaires”. Dans le contexte, qui est le
notre, de l'apprentissage des langues, I'autonomie est donc la capacité
de prendre en charge son propre apprentissage. Cette capacité n'est pas
innée, elle doit s'acquérir, soit de maniére "naturelle"”, soit (c'est le cas
le plus fréquent) par un apprentissage formel, c'est-a-dire systématique
et réfléchi [Holec : 1979]. Selon Holec, afin de prendre en charge son
apprentissage l'apprenant doit assumer toutes les décisions ayant trait a
tous les aspects de celui-ci. L'auteur nous parle de modalités pratiques
des prises de décision [6, p. 105], ces modalités d'apprentissage se
definissant par des opérations que l'apprenant prendra en charge, a
savoir: la détermination des objectifs, la définition des contenus et des
progressions, la sélection des méthodes et techniques, le controle du
déroulement de I'acquisition, I'évaluation de l'acquisition.

Les tendances actuelles en didactiques des langues - mais
certainement pas seulement ce domaine particulier - comprennent une
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demande croissante d'individualisation et d'adaptation aux besoins de
I'apprenant. Parmi ces besoins se comptent des besoins croissants
relatifs a des aspects extérieurs a l'apprentissage (notamment le moment
et I'endroit de l'apprentissage) tout comme d'autres relatifs a des aspects
internes  (notamment la motivation et le contenu, ou la
responsabilisation de l'apprenant). Ces besoins, qui entretiennent des
relations parfois paradoxaux ou méme contradictoires, tendent vers une
autonomie de plus en plus grande, autonomie soit en temps et en
espace, soit par rapport aux autres apprenants.

L'apprentissage autonome peut se réaliser soit en autonomie
complete (a distance, sans la présence d'un enseignant) ou en semi-
autonomie, en complément a des activités de cours plus classiques. Le
support pour la partie autonome peut comprendre des livres ou cours
imprimés, des feuilles de travail, des logiciels, des cassettes vidéo et/ou
audio etc. Et comme nous avons déja mentionné que les enseignants
francais désignent par le terme «autonomie» ce que les experts
européens entendent par «semi-autonomie.

En guise de conclusion l'apprentissage en autonomie présente un
certain nombre d'avantages, qui pourraient étre autant de motifs pour
un apprenant de choisir et de recourir a ce type d'apprentissage.

Une autonomie plus grande, ou l'apprenant a un rdle plus
important a jouer dans ce qu'il va apprendre, ou et comment il va le
faire, et combien de temps il va 'y consacrer.

Un apprentissage centré sur les besoins spécifiques de
I'apprenant, ou l'autonomie accordée permet de se consacrer davantage
aux besoins concrets qui se sont manifestés, et aux attentes
individuelles.

Un apprentissage décentralisé, avec un degré d'indépendance
plus important par rapport aux locaux, infrastructures et personnels
disponibles.

Explicitation plus grande des objectifs et des critéres d'évaluation
de la part des enseignants. Etant donnée I'absence au moins partielle de
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I'enseignant, celui-ci se doit de formuler les objectifs et les exigences de
facon encore plus claire, de fagon a ce qu'aucun malentendu ne puisse
surgir, quel gque soit le contexte ou le moment ou l'apprenant lise ces
critéres d'évaluation. En effet, il y a beaucoup moins de possibilités de
vérification immédiate de la compréhension de ces communications.

La patience illimitée de l'ordinateur qui ne grondera jamais
I'apprenant, & moins que cela soit programmée a l'avance.

Apres ’étude faite nous avons identifié plusieurs avantages de
I’apprentissage autonome:

e Permet un apprentissage actif.

e Développe la pensée critique de 1’éléve.

e Motive les éléves a planifier leur temps.

e  Permet ’auto-évaluation.

e Donne la possibilit¢ a 1’¢léve de choisir des stratégies
efficaces dans son apprentissage.

Ce type d’apprentissage suppose aussi un role spécial pour le
professeur. Henri Holec parle de trois roles: 1. réle de formateur et de
conseiller; 2. role du fournisseur de matériel; 3. réle d’accompagnateur.

Il existe pourtant des inconvénients et des exigences spécifiques
dans I’apprentissage de FLE en autonomie et I'auto-construction de son
savoir qui visent la glottodidactique par rapport a I’autonomie des
apprenants:

La perte de contact avec les autres apprenants. Comme
I'apprentissage ne se fait pas systématiquement en groupe, le contact
avec les autres membres du groupe est fortement réduit. Un contact de
ce type peut permettre d'échanger des idées, questions et expériences
relatives & I'apprentissage ou son contenu. L'absence de structure de
groupe réduit ces possibilités, ce qui peut parfois poser probléme.

Moins de possibilités d'échange, de conversation et de
discussion.
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En ce qui concerne les cours de langue, I'absence de structure de
groupe enléve aux apprenants la possibilité de mettre en ceuvre et de
pratiquer ce qui est appris en présentiel (situation de face a face) et
enléve cette possible expérience de succes en cercle restreint.

Impossibilité de partager des expériences professionnelles ou
autres.

Comment nous I’avons déja fait remarquer, il y a un certain
nombre d’inconvénients ou au moins de réserveS — qui peuvent se
formuler a I’encontre de cet apprentissage en autonomie.

Un certain nombre de problémes déja mentionnés prennent une
importance toute particuliere s’il s’agit de formation en langues, qui
exigent bien sir d’autres transmissions de savoir et de mises en
pratiques qu’un cours en mathématiques, informatiques ou électricité.
En particulier, la perte de contacts avec les autres apprenants pourrait se
révéler colteuses en termes de rentabilité, car elle rompt sérieusement
les possibilités d’échange et surtout de conversation. D’autre part,
I’emploi des documents authentiques est problématique. L’exploitation
des documents authentiques n’est pas rendu impossible. Par contre,
I’apprentissage en autonomie ne permet pas I’intégration immédiate de
documents authentiques présentant un grand intérét actuel. En effet la
préparation et I’exploitation du matériel — il faut notamment prévoir
que tous les participants puissent le travailler, et prévoir des activités
avec remédiations aussi variée que possible. On pourrait encore ajouter
que certains aspects posent problémes. Il s’agit surtout d’aspects
coutumiers de I’enseignement dont 1’absence dans 1’apprentissage en
autonomie doit susciter des questions, et inciter le formateur a combler
ces lacunes.

La correction de la prononciation ne peut se faire que par la voie
acoustique, ce qui n’aidera guére un certain nombre de personnes. En
effet, une correction articulatoire a le mérite de montrer de facon
techniquement comment remédier les lacunes ou les défauts de la
prononciation. La remédiations prévue peut aller trop loin ou pas assez
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loin. Certains apprenants ont besoin de beaucoup plus d'explications,
alors que pour dautres justement ces explications peuvent étre
inhibitoires.

Comme le matériel devra fonctionner de fagon autonome, un
certain nombre de caractéristiques sont a prendre en compte. En
premier lieu, a cause de l'absence des apprenants aux moments
d'apprentissage, il faut trés bien connaitre le public, leurs attentes et les
objectifs a atteindre.

Selon Nelly Leselbaum 1’originalité de 1’expérimentation de
procédures de formation a I’évaluation est enfin de préparer les éléves a
des situations futures d’autoformation. Car les démarches explicitées
par les enseignants, dans ces apprentissages, comme on le constatera,
sont celles qui sont -constitutives d’une démarche générale
d’autoformation que 1’on peut aisément décomposer ainsi:

o Se fixer des objectifs.

o Les hiérarchiser.

o Déterminer les stratégies pour les atteindre, a savoir:

trouver les ressources;

» choisir entre elles, celles qui s’y adaptent;
 gérer son temps;
+ tenir compte des contraintes.

o S’auto-évaluer [7, p. 156].

Dans le Cadre européen commun de référence pour les langues,
les auteurs soulignent que les compétences linguistiques permettent a
I’apprenant de développer une personnalité plus riche et plus complexe
et d’accroitre sa capacité a apprendre d’autres langues étrangeres et a
ouvrir des expériences culturelles nouvelles [8, p. 39].
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L’APPROCHE PAR COMPETENCES DANS LA LUTTE
CONTRE L’ECHEC SCOLAIRE
Ana BULAT, lector

Rezumat

Utilizat, initial in domeniul formarii profesionale (anii 80),
demersul bazat pe competente (approche par compétences - APC) in
invdatamant este orientat spre dobdndirea de catre elevi a
competentelor de duratd, capabile sa-i ajute atat in procesul educativ,
cdt si In viata cotidiand. Acest nou curent pedagogic nu tinde sd treacd
pe plan secund cunostintele teoretice, ci din contra, cautd sa le dea o
forta noud, legdndu-le de practici sociale, de situatii complexe, de
proiecte, etc. Numita si , pedagogia integrarii”, acest model poate
deveni una din solutiile eradicarii esecului scolar, prin valorificarea
unor strategii propuse in contextul sau.

Le concept «approche par compétences» (APC) a été
premiérement utilisé dans les années 80 dans les formations
professionnelles qui visaient le perfectionnement des compétences du
personnel et 1’amélioration de leur productivité. Dans le processus
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éducatif cette approche est orientée vers 1’acquisition par 1’éléve des
compétences durables, aptes a I’aider tant a travers son parcours
éducatif que dans la vie quotidienne. En citant les mots de Philippe
Perrenoud, éminent promoteur de I’APC, il faut souligner que former
des compétences ne veut pas dire qu’on ignore les savoirs, par contre,
on leur «donne une force nouvelle, en les liant & des pratiques sociales,
a des situations complexes, a des problémes, a des projets» [5]. On
n’est pas compétent qu’au moment ol on mobilise les ressources, on les
intégre dans des situations exactes. Ce n’est pas par hasard que Xavier
Roegiers a nommé I’APC la «pédagogie de I’intégration» [6]. Donc,
toute compétence est véritable si elle trouve son application dans des
contextes authentiques.

En tant que nouvelle tendance de la pédagogie, on a cherché a
établir une relation entre I’APC et I’échec scolaire. Mais, voyons avant
tout, qu’est-ce que c’est I’échec scolaire ?

Le dictionnaire en ligne Larousse définit I’échec scolaire étant le
retard dans la scolarité, sous toutes ses formes. On trouve ici la note que
I’échec scolaire frappe plus fortement les enfants des milieux
defavorisés, fixant et aggravant la sélection sociale [2]. De méme que
Larousse, le Wiktionnaire donne au échec scolaire la définition
suivante : «Grandes difficultés d’apprentissage au cours du cursus
scolaire, voire abandon précoce et sans dipldme des études» [3]. Donc,
I’échec scolaire révele la non-réussite des éléves face au programme
scolaire.

Gérard Chaveau souligne que 1’échec scolaire peut étre attribué a
six types de difficultés différentes [1, p. 12]:

1. problémes d’adaptation a la structure scolaire (troubles de
comportement et relationnels);

2. problémes d’apprentissage (difficultés cognitives et manque de
compétences);

3. procés d’¢limination ou de relégation (redoublement,
installation en structure abaissée);
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4. ennuis de passage d’un cycle a un autre;

5. faiblesse ou absence de certification scolaire (évaluations,
examens, dipldmes);

6. troubles d’insertion professionnelle et sociale.

Dé¢s lors, I’échec scolaire est causé par plusieurs facteurs. Il
semble que 1’éléve est plutdét la victime de son échec que le
responsable.

A Téchelle plus large, sortiec du cadre de I’école, Philippe
Meirieu envisage 1’échec scolaire a travers trois perspectives [4]:

e Socialement, 1’échec scolaire est un probléme pour une société
qui éxige que tous les éleves, a la fin de D’instruction obligatoire
accédent aux savoirs nécessaires a 1’exercice la citoyenneté.

¢ Politiquement, 1’échec scolaire n’est pas envisagé par une
société qui prétend étre démocratique ; une démocratie authentique ne
peut exister sans une éducation démocratique a la démocratie.

e Economiquement, 1’échec scolaire représente un probléme
quand les personnes désignées pour des tdches d’exécution sont
éloignées de I’acces a I’intelligence des étres et des choses, des enjeux
de la sociéte et du monde.

En effet, I’échec scolaire n’envisage pas seulement une
dimension économique, 1’auteur cité ci-dessus appelle ¢a une question
d’éthique. 1l faut donc considérer toutes les perspectives de 1’échec
scolaire pour mieux orienter les mésures a prendre en vue de
I’¢éradiquer.

Avant tout, il est impétueux de faire la distinction entre «éléve en
difficulté» et «éléve en échec» [4]. Ayant affaire a un éléve «en
difficulté» I’enseignant fait appel a des procédures de «remédiation»,
car cet éléve a besoin de plus de temps, des explications différentes, des
autres exemples, d’un meilleur entrainement. Quand a 1’éléve «en
échec», Meirieu met I’accent sur sa rupture avec 1’institution scolaire et
les savoirs y travaillés. Dans ce cas on parle de la « pédagogie
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différenciée », des immixtions des spécialistes, donc c’est 1’assumation
de responsabilité de la part de 1’école.

A cet égard, Philippe Perrenoud propose 5 stratégies a suivre
dans la lutte contre 1’échec scolaire [4]:

1. La création des situations didactiques qui portent du sens et
d’apprentissages.

2. Leur différenciation afin que chague éléve soit engagé dans sa
zone de proche développement.

3. Le développement d’une observation formative et d’un
controle interactif en situation, y compris le travail des objectifs-
obstacles.

4. La maitrise des effets des relations intersubjectives et de la
distance culturelle sur la communication didactique.

5. L’individualisation des parcours de formation dans le cadre de
cycles d’apprentissage pluriannuels.

Concernant la création des situations didactiques qui portent du
sens et d’apprentissage, 1’approche par compétences représente un
avantage pour donner du sens au travail scolaire, mais elle reléve des
difficultés supplémentaires quand a la conception et a 1’analyse des
taches proposées aux éleves, car il faut mettre les apprenants dans de
vraies situations, des démarches de projet, des problémes ouvertes.

Différencier les situations pédagogiques pour que chaque éleve
soit mobilisé dans sa zone de proche développement c’est établir des
activités et des interactions d’une telle maniére que chaque apprenant
soit toujours confronté aux situations didactiques les plus
fructueuses pour lui. De ce point de vue 1’approche par compétences
peut complexifier ou simplifier a la fois le probléme de 1’échec scolaire.
On dit que c’est plus complexe quand les situations d’apprentissage ne
sont pas des exercices scolaires individuels, mais des taches ouvertes et
souvent collectives, sous forme de projet ou de recherche. Et c’est plus
simple quand les situations d’apprentissage sont ajoustées aux
possibilités et aux intéréts de chacun, donc elles sont individualisées.
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Le développement d’'une observation formative et d’une
régulation interactive en situation, y compris le travail des objectifs-
obstacles suppose qu’une pédagogie différenciée ne propose pas de
taches absurdes, trop faciles ou trop difficiles, par contre, elle cherche
la standardisation continue de la tiche collective et de la part qu’y
prend chacun. Ce n’est pas assez facile a réaliser en classe et cela exige
des compétences didactiques exigeantes, d’excellentes capacités
d’observation, d’animation, de contréle et de gestion. On peut
developper ces compétences si la réforme curriculaire est menée a
partir d’un programme ample de formation des enseignants.

La maitrise des relations intersubjectives et de la distance
culturelle sur la communication didactique implique une démarche
coopérative, qui place I’enseignant, soit a égalité avec ses éleves, soit
en position d’acteur solidaire dans une action commune : il peut
produire des textes, conduire des enquétes, mener des expériences, etc.
L’éducation qui fonctionne est centrée sur de vraies situations basées
sur des savoirs opératoires, elle modifie les anciennes régles du jeu
scolaire, cela implique le risque de marginalisation de quelques éléves,
habitués a des activités scolaires traditionnelles, fermees, individuelles.

L’individualisation des parcours de formation dans le cadre de
cycles d’apprentissage pluriannuels permet de détacher les échéances,
prendre le temps de mener des apprentissages par des démarches de
recherche et de projet. Des cycles bien organisés peuvent apporter du
succes dans la Iutte contre 1’échec scolaire.

En conclusion, 1’éradication de I’échec scolaire est une des
finalités prioritaires de I’enseignement général dans une société qui
s’appuie sur la démocratie. Le role des enseignants reste primordial.
Suivant la nouvelle approche pédagogique, I’APC, qui vise Ia
valorisation individuelle des compétences des éléves, on peut aboutir a
la formation prodigieuse des jeunes esprits.
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DIFERITE MODURI DE MANIFESTARE A TRANSPOZITIEI
iN UNELE PARTI DE VORBIRE. SUBSTANTIVIZAREA SI
ADJECTIVIZAREA LOR
Angela COPACINSCHI, lector superior

Summary

In the present study | propose to myself to investigate the
language facts of the systemic and pragmatic-discursive plan, which
are interconnected with each other, that facilitates the interpretation of
new concepts and theories in the research reported; to investigate the
dynamics of internal transformation of the structure of word in
descriptive —normative plan, taking into account the current rules of
the languages included in research, to assess from the point of view of
conversion theoretical concept as a way of making internal changes in
the word into synchronic and diachronic plans, different ways of their
manifestation in various parts of speech. We expect the acquisition of
new skills and theoretical extension of the observation, recording,
description and thorough interpretation of the researched phenomenon,
to elucidate the internal transformation of the word from a functional
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perspective, interdisciplinary, based on concepts of grammar, stylistics,
lexicology, history of the Romance languages categories.
In prezentul articol va fi abordatd problema adjectivului si

adverbului ca parti de vorbire, exprimate in cateva limbi romanice
studiate. Ceea ce uneste adverbele, prepozitiile, conjunctiile,
interjectiile, particulele este in mod special invariabilitatea lor. Dar
exista distinctii destul de pronuntate in ce priveste valoarea si functia
lor. Chiar si autorii care pun adverbul cu alte cuvinte auxiliare in
aceeasi clasid de cuvinte sunt constrinsi de a-1 degaja drept o specie de
cuvinte distincte de prepozitii, de conjunctii, si de interjectii [1, p. 81].

Tmi propun:

1) de a elucida transformarea radicinii cuvéantului dintr-o0
perspectivd functionald, interdisciplinard, bazatd pe conceptele de
gramatica, stilistica, lexicologie, istoria limbilor romanice;

2) de a investiga faptele lingvistice in plan sistemic si pragmatic-
discursiv, care sunt interconectate unele cu altele, care faciliteaza
interpretarea unor noi concepte si teorii in cercetare;

3) de a investiga dinamica de transformare interna a structurii
unui cuvant in plan descriptiv-normativ, tindnd cont de normele actuale
ale limbilor incluse Tn cercetare;

4) de a evalua conceptul de conversie din punct de vedere
teoretic ca o modalitate de a face schimbari interne in cuvént in
planurile sincronic si diacronic, diferite moduri de manifestare a lor in
diferite parti de vorbire. Aspiram la dobandirea de noi competente si
extinderea teoreticA a observatiei, Inregistrarea, descrierea si
interpretarea aprofundata a fenomenului cercetat.

Actualitatea temei acestui articol si noutatea subiectului consta in
cercetarea pertinentd a temei privind abordarea inovativa fatad de
schimbarile lingvistice in structura internd a cuvantului, pornind de la
limba de bazd — cea latind fatd de alte limbi-tinta, care fac parte din
grupul de limbi romanice: franceza, italiana, spaniola si romana. Lipsa
publicatiilor cu privire la studiul in planul mentionat, cel contrastiv, a
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impulsionat abordarea multidimensionala. Utilitatea studiului nostru
consta in confruntarea faptelor referitoare la utilizarea limbii Tn diferite
medii lingvistice.

Scopul studiului destinat adjectivului este de a dezvalui potente
transpozitive in cadrul adjectivului spre adverb in limbile romana,
franceza, italiana [6].

Vom stabili corelatia dintre fenomenele nominalizate, adica
transpunerea, corelatia ei cu conversia i obtinerea repercusiunilor prin
omonimie.

Ce presupune, de asemenea, modificarea structurii externe a
cuvantului, care are loc cu ajutorul sufixelor, prefixelor, prin
intermediul conversiei, compunerii, derivarii proprii i improprii, acesta
fiind un alt aspect in cercetarea de fata.

Ne-am propus sd analizam modul in care structura interna a
cuvantului, deci in mod special, structura radacinii lui, s-a modificat In
unele limbi romanice de-a lungul secolelor, incepand de la latina, si de
a face o analiza in fiecare dintre aceste limbi, apoi adaugand versiunea
roméana a cuvantului.

De exemplu, vorbind despre esenta cuvintelor slave in limbile
romanice estice, vom mentiona citeva domenii, sfere de activitate Este
importanta angajarea de cuvinte slave, cu toate cd in limba romana, de
exemplu, existd o versiune de origine latind a aceluiasi cuvant, vom
aborda modul in care am descris originea latind a cuvantului fatd de o
altd origine, prezentdnd o paraleld cu limba engleza. Se atesta influenta
limbilor slave de est in:

1. Cuvintele cu continut abstract: rom.: dragoste (iubire), eng.:
love — it.; amore; rom.: prieten (amic), eng.: friend — it.: amico; rom.:
iscusinta, eng.: skills — it.: abilita; rom.: cinste, eng.: honor — it.: onore;
rom.: nadejde (sperantd), eng.: hope — it.: speranza; rom.: slava, eng.:
glory - it.: gloria; onore; rom.: taina, eng.: mystery — it.: mistero; rom.:
jale, eng.: mourning — it.. lutto; rom.: vraja, eng.: spell — it.:
incantesimo; rom.: a iubi, eng.: to love — it.: amare; rom.: paza, eng.:
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guard, it.: sicurezza; rom.: paznic; it.: guardiano, eng.: guardian; rom.:
bogat, eng.. rich, it.: ricco.

2. Termenii de rudenie: rom.: tatd, mama, nanas, nevasti; eng.:
Father, Mother, godfather, wife; it.: padre, madre, padrino, moglie.

3. Termeni agricoli: rom: plug, boroand, coasd, sapa, grebla,
lopata; eng: plow, harrow, scythe, dig, rake, row, shovel; it.: spina,
falce, zappa, rastrello, pala.

B.P. Hasdeu, un mare om de stiintd moldovean, spunea ca
opt din fiecare zece termeni agricoli sunt de origine slava [2, p. 26-27].

Termenii care exprima obiecte pentru utilizare in casa si gradina:
rom.: cumpana (de fantana), sitd, undita, snop, pusca, prispa, sfredel,
razboi de tesut, cleste, topor, sulifa, pod, parleaz, cotet (pentru gaini),
iesle, zid, teleagd, pivnita; eng.: (well) sweep, shadoof, sieve, fishing
rod, sheaf, rifle, porch, drill, loom, pliers, axe, spear, bridge, stile, hen
coop/ house, manger, wall, wheel barrow, cellar; it.: bilancia per pozzo,
setaccio, canne da pesca, covone, fucile, portico, trapano, telaio, pinze,
ascia, lancia, ponte, scaletta, gabbia (per le galline), la mangiatoia,
parete, carriola, cantina [3, p. 57-56].

Friedrich Miiller, lingvist austriac si etnolog, care a studiat
limbile hamito-semite si ceea ce actualmente se numesc limbile afro-
asiatice, si adeptii sai cred ca latina populara a fost vorbita in cele mai
vechi timpuri, ca o limbda comund in spatiul roman, pana la sfarsitul
secolului VIll-lea. Ei au raportat in acest moment aparitia limbilor
romanice. Ca marturie, cele mai vechi monumente dateaza din secolul
al 1X-lea. Pentru latina vorbitd in toate perioadele existentei sale au
existat diferente intre standardele vorbite si literare. Fonetica limbii
latine 1n perioada tarzie se caracterizeaza prin schimbarea accentului
muzical, cu un accent dinamic [5, p. 157]. Vocalele au continuat sd se
distingd de perioada respectiva, dar s-au transformat in deschise si
nchise:

a >a - inchis

a> g — deschis
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Pierderea diferentelor cantitative ale vocalelor au contribuit in
silaba neaccentuata la amestecul anumitor vocale 1, ¢, si u, o:

Latina clasica latina vorbita
senatus non sinatus
doctrinae non ductrinae
Caderea vocalei accentuate

speclum non speculum
Disparitia diftongilor

Phebus non Phoebus
Pasajul consoanei surde in consoana sonora

Pacatus non pacatus (pasnic)
Amatus non amadus (iubit)
Caderea consoanei finale

Ama non amat (iubeste)
Bétacismul

plebes non plevis

x/s n cade, rimane S

omnipotes non omnipotens
H aspirat

orti non horti (horticulteur-trice)

Tn morfologie se produce Tnlocuirea formei sintetice cu cea
analitica.

Limba derivatd din latind, parte italiand din familia de limbi
romance (numitd, de asemenea, mai rar, neo-latind), a existat alaturi de
franceza, spaniold, portugheza, galiciand, cataland, romana. Din cauza
descendentei comune, aceste limbi au asemanari intre ele i caractere
comune in acelasi timp. Intentionam sd subliniem faptul ca structura
cuvantului se schimba in dependenta de sens si de caractere comune.

De-a lungul istoriei, de fapt, fiecare limba s-a indepartat de
latind, mai putin de limbile surori, in parte, datoritd anumitor
evenimente (cum ar fi intalniri si contacte cu alte limbi), in parte,
datorita substratului.
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Unele limbi romanice au pastrat afinitatea lor cu latina, altele s-
au distantat de latind, de exemplu, limba franceza, considerata de unii
oameni de stiintd 1n afara familiei. Italiana §i spaniola au pastrat
caracteristicile latine la suprafata.

Desigur, aceste concepte sunt supuse la diferite discutii, nivelele
analitice, in mod special: limba franceza, de exemplu, s-a departat de
latind din punct de vedere fonetic si fonologic (are accent pe ultima
silaba a cuvantului, are vocale nazale, etc), italiana se apropie de limba
latind mai mult in ceea ce priveste anumite aspecte ale morfologiei, dar
mai putin in ceea ce priveste sintaxa si pentru anumite inovatii lexicale.
Pe de alta parte din cauza unui vocabular mare de origine slava, limba
romana este o altd limba relativ indepartata de latina.

Unele trasaturi semnificative merita a fi amintite; limba italiana,
de exemplu:

a) este singura limba romanicd, care a preluat din vocabularul
latinesc doua prepozitii: da si di

it.: libro di viaggio e libro da viaggio, tazza di caffé e tazza da
caffe, ecc.; a cup for coffee si a cup of coffee, etc.;

b) este limba romanica, deoarece aceasta contine cele mai
numeroase derivate (parasintetice sau nu), bazate pe numele unei parti a
corpului. S& vedem cum apar modificarile derivate in structura
cuvantului: a) eng.: arm; it.: braccio — abbracciare, imbracciare,
sbracciare, sbracciarsi; b) eng.: eye; it.: occhio — adocchiare, inoculare;
C) eng.: head; it.: testa — intestare; d) eng.: chest; it.: petto — impettire.
8]

Dupa acest model, vor fi procesate si alte exemple:
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In limba franceza se atesti urmitoarele exemple: -eur: maigre —
la maigreur, lent — la lenteur, rouge — la rougeur, blanc — la blancheur,
épais — ml' épaisseur, doux — douceur, long — longueur, pale — paleur,
profond — profondeur; eng.: thin — thinness, slow — slowness, red —
redness, white — whitness, thick — thickness, soft — softness, long —
length, pale — pallor, deep — depth [4, p. 16-17].

Derivarea se manifesta in mod diferit [7].

Acest procedeu lingvistic are loc prin adaugarea la radacina a

unei varietati de: = sufixe (de exemplu, in acelasi mod se procedeaza

pentru cazurile latine), spre deosebire de ceea ce se intdmpla in
franceza si spaniold, unde are loc adaugarea unui element la cuvantul

de baza, dupa cum vom vedea in continuare: => flexiuni de singular /

plural si de sex masculin / feminin, in trei limbi romanice, in cadrul
substantivelor, verbelor si adjectivelor

Limba italiana — libr-o — libr-i-am-0

bianco — bianca am-i-amo

Limba franceza— francese livre — livre-s (j°) aim-e

blanc — blanche (nous) aim-ons

Limba spaniola — libro — libro-s quier-o

blanco — blanca quer-emos

in concluzie putem mentiona ca modificari de acest gen au loc in
aproape toate partile de vorbire, care vor fi subiectul unui studiu aparte.
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DEZVOLTAREA COMPETENTEI AUDIOVIZUALE LA
ORELE DE LIMBA SPANIOLA
Dorina SURUGIU, lector

Summary

The scientific technological progress and its impact on society
requires thorough knowledge from teachers, along with efforts to
successfully use them in the teaching/learning process. Undoubtedly,
these teaching resources cannot be neglected in current times, as
audiovisual material offered by media and the Internet can provide
various alternatives for learning efficiently, benefiting both the student
and the teacher.The process of European integration of our country
requires major changes in our educational system, as well as its
adjustment to European standards. Success in this field depends largely
on the teaching staff’s ability to create and apply efficient methods, in
line with the changes that our society is experiencing. The use of ICT
plays a major role in the teaching and studying of foreign languages,
leading to an increase of educational efficiency and helping us face the
challenges of the present and prepare for those of the future.

Progresul tehnologic stiintific a schimbat radical atat relatia
omului cu natura, cit si interactiunea dintre persoane, de cand, in
ultimii ani, noile tehnologii de comunicare au devenit unul dintre
produsele esentiale ale modernitatii. Dezvoltarea tot mai vertiginoasa a
stiintei si tehnologiei, precum si impactul lor asupra societatii este un
subiect incd putin studiat, deaceea e nevoie de facut o serie de cercetari
mult mai ample Tn acest domeniu.

Fiind un element nou in dezvoltarea accelerata a societatii,
aceastd dezvoltare aduce cu sine modificari ale proceselor si
fenomenelor specifice din viata noastrd, dar totodata si schimbari atat in
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mentalitatea oamenilor, cat si in stilul lor de viata, privat si social. S-a
creat un nou mediu ambiental, ce afecteazd nu doar relatiile
interpersonale si forma de a percepe lumea Inconjuratoare, dar si modul
de a gandi si a simti. In acest sens putem si ne referim la impactul
provocat de noile tehnologii asupra societatii, dar si despre faptul ca
ajustarile, care trebuie facute, necesitd eforturi mari din partea
utilizatorilor, mai ales daca vorbim despre sfera educationala.

Fiind fara indoiala niste resurse didactice, ce nu pot fi neglijate in
epoca in care traim, pentru a fi folosite eficient in procesul de predare-
invatare-evalaure, din partea cadrelor didactice se cere nu doar a avea
cunostinte temeinice in domeniu si a face eforturi considerabile pentru
a le implementa cu succes, dar mai ales a intelege schimbarile pe care
le produc noile tehnologii in modul de invatare si in mentalitatea celor
care invatd. Mass-media si metodele audiovizuale pot oferi diverse
alternative pentru o invatare cat mai eficientd, In beneficiul ambelor
parti: atat al elevului/studentului, cat si al profesorului.

A forma i a dezvolta o competentd constd in a sti cum sa
folosesti aceasta capacitate pentru ca ea si devina operationala. In cazul
limbilor straine, formarea si dezvoltarea competentei de comunicare
lingvistica si audiovizuald consta in a putea utiliza aceste limbi intr-0
forma coerenta, corectd si adecvatd situatiei si contextului dat.
Dezvoltarea acestei competente implica, printre alte capacitati, cea de a
intelege un mesaj, de a-l analiza si a produce noi mesaje in situatii
sociale concrete.

Din perspectiva didactica, In contextul educational, pentru a
atinge aceste scopuri, trebuie de format si dezvoltat capacitatea de a
intelege si de a produce enunturi, folosite in diverse circumstante, iar
pentru aceasta e nevoie de a a cunoaste si a aplica toate strategiile si
mijloacele necesare. Competenta audiovizuald, care este parte
componentd a competentei de comunicare, 1i formeaza
elevului/studentului deprinderile de a face schimb de informatii, de a
formula probleme si a rezolva situatii, cat si de a putea interveni,
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modificand atat comportamentul propriu, cat si al celor din anturajul
sau [3].

A incorpora metodele audiovizuale in procesul de predare-
invatare-evaluare inseamnd a gasi noi semnificatii pentru cultura
cotidiana a elevilor/studentilor, a o integra si a o valorifica in cadrul
orelor de studiu. Mijloacele audiovizuale sunt mijloacele de comunicare
sociald care tin de imagine (de ex. fotografiile) si audiere, deaceea ele
pot fi incluse cu succes in cadrul orelor de limba strdind pentru a
comunica mesaje specifice. Printre cele mai des folosite sunt
diapozitivele, proiectarea, video, power-point, sistemele multimedia,
emisiuni de radio, televiziunea, s.a.

In ultimele decenii in tara noastri s-au ficut pasi importanti
pentru a efectua transformarile necesare pentru sistemul nostru
educational impuse de cerintele Cadrului Comun European de Referinta
pentru Limbile Strdine. De aici au aparut noi abordari ale politicilor
lingvistice: invitarea limbilor striine devine o disciplind tot mai
importanta, iar eforturile profesorilor de limbi straine devin tot mai
mari.  Acest lucru  determind  urmatoarele  directii  in
predarea/invatarea/evaluarea limbilor strdine: elaborarea noilor strategii
pentru a-i motiva pe cei ce invatd aceste limbi; creativitate si
diferentiere in predare-invatare; un nivel tot mai inalt de calitate a
predarii etc.

Pentru Tndeplinirea tuturor acestor obiective, profesorul de LS
are drept suport diferite mijloace auxiliare, printre care, nu Tn ultim
rand, noile Tehnologii Informationale de Comunicare, importanta
carora creste de la o zi la alta. Oferindu-i profesorului o serie de resurse
si mijloace educative, ele il ajutd s monitorizeze mult mai eficient
procesul de instruire, desigur, daca aceste resurse sunt utilizate intr-un
mod corect.

Aceste resurse includ: telefonul cu toate serviciile pe care acesta
le ofera, televiziunea, computerul care include: Internet, Skype, E-Mail,
Facebook, Google, You Tube, etc. Toate aceste mijloace pot fi
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educative In masura in care influenteaza asupra modului de invatare al
elevului, precum si asupra felului in care se folosesc de ele pentru a
invata, deci, asupra cunostintelor lor si a relatiei lor cu cunoasterea in
general. Adica, acesta este un proces in care se regdsesc emotiile si
ratiunea, informatia si reprezentarea. Desi uneori potentialul oferit de
mijloacele audiovizuale este ignorat sau in genere nu i se recunoaste
importanta, nu putem nega faptul ca orice individ poate invata multe
lucruri din ele, mai ales din experienta de telespectator sau internaut:
comportamente sociale (relatii intre sexe, comportamentul in societate,
etc); cunostinte despre teme generale (ecologie, pace in lume, diverse
teme de istorie, economie etc.) s.a.

Aceste teme pot avea un impact educativ asupra elevului, dar
totodata pot servi drept bazd pentru ilustrarea unei teme din manual si,
ulterior, pentru discutii, comentarii, opinii, argumenare si justificare ale
argumentelor, adicad pot fi utilizate pentru dezvoltarea competentei
comunicative cu toate componentele ei.

Pe langa aceasta, toate aceste materiale pot servi si ca suport
pentru audiere, deci, folosind mijloacele pe care ni le ofera
audiovizualul la orele de LS, putem lucra cu toate cele patru
componente necesare unei bune cunoasteri a unei limbi straine: audiere,
vorbire (comentariu, conversatie, analizd a celor vazute), citire a
textului (daca e vorba despre imagini ce includ un enunt sau text) si
sciere (orice imagini insotite de text pot servi drept baza pentru o
eventuala expresie scrisd, fie eseu, comentariu sau compunere). Astfel,
competenta audiovizuald si folosirea ei la orele de LS formeaza si
dezvoltd competentele socio-culturale si interculturale, contribuind in
modul cel mai eficient la dezvoltarea competentei comunicative [1].

Innovatiile tehnologice au un ritm de dezvoltare rapid, iar
sistemul de invatdmant nu este in stare sa-1 asimileze si sa-1 foloseasca
la maximum, deaceea de multe ori la orele de LS si nu numai, elevii
sunt plictisiti si nu sunt motivati sa invete. Politicile educationale ar
trebui sa tina cont de acest lucru si sa racordeze programele de studiu,
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TIC, adica, sa adopte politici tehnologice educationale In conformitate
cu cerintele timpului [6].

Desigur, ca nimic din toate acestea nu poate fi realizat, atat timp,
cat centrele de educatie si sdlile de clasd nu vor fi dotate cu toate
mijloacele necesare. Motivarea elevului/studentului de azi nu poate fi
facutd fara a folosi toate avantajele pe care ni le oferd internetul,
deoarece resursele pe care acestea ni le oferd nu sunt altceva decét o
poartd de acces spre universul infinit al informatiei, iar tinerii de azi
cunosc bine acest lucru [2].

Informatiile pe care mai inainte le puteai gasi doar in cele mai
mari biblioteci, astdzi le poti gasi si utiliza ca suport didactic cu un
singur clic pe site-urile oferite de internet. Astfel, la orele de limba
spaniold, profesorul poate folosi materialul audiovizual oferit de
intenet atat la predarea temei noi, cit si pentru a le propune
elevilor/studentilor pregatirea temelor pentru acasa in conformitate cu
materialul predat: sd pregatesca diferite proiecte despre istoria si cultura
tarilor hispano-americane, sa priveasca materiale video despre marii
scriitori si oameni de culturd, sd vizioneze filme bazate pe operele,
fragmente din care se studiaza, sa asculte muzica hispanoamericana etc.

Videoclipurile muzicale, la fel, pot servi drept baza atat pentru
lucrul cu lexicul, cat si pentru a lucra asupra temelor de garmatica, de
ex., timpurile verbelor. Toate aceste lucruri fac mult mai atractiv
procesul de predare/invatare a materialului nou si ajuta la asimilarea lui.

Studiind, de exemplu, un fragment literar dintr-un roman ce le
pare interesant elevilor, s-ar putea privi filmul realizat dupa aceasta
opera si, mai apoi, lucra in cadrul orelor de studiu asupra diferitor
aspecte lexico-gramaticale ce se intilnesc in film: caracterizarea
personajelor si a relatiilor existente intre ele; scrierea comentariului
despre subiectul sau tema datd; discutarea despre actualitatea temei;
elevii/studentii isi pot exprima opiniile si pot face concluzii s.a. In
timpul vizionarii filmului pot fi extrase expresii idiomatice interesante,
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cuvinte si expresii colocviale si a lucra mai apoi cu ele, folosind
exercitii tematice.

Luénd drept bazd frazele din film, pot fi efectuate si exercitii
gramaticale (modul conjunctiv, propozitiile conditionale, transformarea
din stil direct in stil indirect, folosirea verbelor ser/estar, al prepozitiilor
por/para, etc.). Elevii vor lucra cu mai mult interes la aceste teme
gramaticale dupa vizionarea filmului, deoarece au trdit evenimentele
petrecute In film prin intermediul personajelor acestuia.

In acelas mod pot fi folosite in cadrul orelor de LS si cartile in
format audio. Dupa ce ascultd un fragment in clasa, elevii sunt rugati sa
scrie sfarsitul textului audiat asa cum si-1 imagineaza ei, iar acasd ar
putea asculta sfarsitul acestui fragment, comparand varianta sa cu cea a
autorului, instigandu-le totodata interesul pentru a asculta/citi cartea
[2].

La fel putem lucra si cu un poem, folosind audierea versurilor,
insotitd de imagini. Aceasta le va trezi elevilor un interes sporit fata de
el, iar daca o sd gadsim pe You Tube si varianta cantata, i-ar motiva si
mai mult sa indeplineasca insarcindrile propuse, deoarece ar putea sa si
cante, acest lucru ajutdndu-i sa inteaga mai usor mesajul si ideile
textului.

Alta modalitate de a folosi audiovizualul la orele de LS este
utilizarea anunturilor de publicitate. Publicitatea, ca produs audiovizual,
are un rol important in construirea si transformarea identitatilor
culturale, mai ales datorita faptului ca actioneaza din punct de vedere al
experientelor cotidiane ale fiecarei persoane [5].

Rentabilitatea folosirii anunturilor publicitare ca material didactic
la orele de LS a fost si este mentionatd de mai multi profesori de limba
spaniold, de ex., in cadrul lucrarilor Congreselor ASELE, care au loc in
fiecare an 1n Spania sub egida Institutului Cervantes. Dupa opiniile lor,
anuntul publicitar audiovizual poate fi folosit Tn mai multe scopuri:
pentru a genera o discutie sau dezbateri; ca mijloc de transmitere a
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elementelor culturale; in plan idiomatic; pentru lucrul cu structurile
gramaticale; drept model de comunicare nonverbald, etc.

Avand in vedere toate aceste aspecte, anunturile publicitare, la
fel, pot contribui la formarea si dezvoltarea competentei audiovizuale si
a competentei de comunicare in general.

Pentru a trezi interesul elevilor/studentilor si a-i motiva sa
studieze o limba straina, trebuie si ne inarmdm cu mijloace moderne de
eficientizare a randamentului scolar. Aplicind la orele de LS
cunostintele cépatate pentru a face ceva util si interesant din punctul lor
de vedere, ei gasesc raspunsul la intrebarea: Pentru ce sa studiez limba
spaniola (sau oricare altd limba strdind)? Pentru a putea asculta muzica
care imi place, a privi filme, a privi materiale video la temele care ma
intereseaza, a privi emisiuni de televiziune on-line etc.

Chiar daca astdzi ceea ce il motiveaza cel mai mult pe un
elev/student este posibilitatea de a putea trdi si lucra intr-o tara
europeand, folosind permanent mijloacele audiovizuale la orele de LS,
vom avea un auditoriu, ce va lucra nu doar din necesitate, ci cu interes
si placere, deoarece vom merge in intdmpinarea aspiratiilor tinerilor de
astazi. Metodele aplicate vor depinde de experienta si maiestria fiecarui
profesor in parte, iar mijloacele audiovizuale ne ofera nenumairate
in cadrul orelor de studiu, cét si in afara lor, pentru a monitoriza lucrul
individual al elevilor si studentilor si a-1 face mai interesant si eficient.
Doar astfel putem raspunde la provocarile epocii noilor Tehnologii
Informationale de Comunicare, in care trdim: aplicindu-le in educatie
in mod constant si asigurdnd astfel un proces de predare/invatare
modern, interesant si eficient.

Bibliografie

1. AMOR PEREZ, M., DELGADO HUELVA, A., De la competencia
digital y audiovisual a la competencia medidtica: dimensiones e

170



indicadores, Comunicar, n® 39 v. XX, 2012, Revista Cientifica de
Educomunicacidn, paginas 25-34, pag. 26.

2. BARROS BASTIDA, C., BARROS MORALES, R., Los medios
audiovisuales y su influencia en la educacién desde alternativas de
analisis, Universidad y Sociedad vol.7 no.3 Cienfuegos sep.-dic. 2015.
3. GONZALEZ LANDA, M. C., Competencia en comunicacion
linguistica y audiovisual, en: Aula de Innovacién Educativa, n 188,
enero 2010.

4. IONESCU, M., RADU, |, Didactica moderna, Dacia, Cluj Napoca,
1995.

5. MARTINEZ PASAMAR, C., El desarrollo de la competencia
sociolinguistica y cultural a través de la publicidad audiovisual, ILCE -
Universidad de Navarra, Actas XVI Congreso Internacional de ASELE,
2005, pag. 462-64.

6. NEAGU, C., Predarea unei limbi straine prin intermediul
internetului si instrumentelor multimedia, Revista ”iTeach: Experiente
didactice”, 2013.

IMPORTANTA FORMARII COMPETENTEI DE
COMUNICARE INTERCULTURALA LA CADRELE
DIDACTICE DE LIMBI STRAINE
Diana DONOAGA, lector

Summary

The globalization and the intercultural process requires
problems whose solution is conceived as source of mutual cultural
enrichment. This situation allows advancement on safe tracks of
teaching foreign languages and especially the training of future
teachers whose role as mediator between cultures becomes
indispensable. The goals of the investigation are the following: to
demonstrate importance of cultural competences, to analyze the
programs and the methods that forms them. The existence of cultural
diversity, of intercultural barriers and the need for interaction confirm
the importance of cultural skills.
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Termenul  «intercultural»  este  recent, dar «realitatea
interculturald» este una destul de veche [5, p. 8]. Perceputa initial ca un
obstacol al comunicérii sau ca ameningare pentru identitatea poporului,
diferenta de culturi devine astdzi sursd de imbogdatire culturala
reciprocd. Domeniul predarii/invatarii limbilor striine in Republica
Moldova a suportat numeroase transformari atat la nivelul programelor
de studiu, cat si la cel al metodologiei de predare. Totusi prezenta
concretd a civilizatiei/ culturii si in deosebi o mai mare sensibilizare la
intercultural, lipsesc inca.

Intotdeauna poti vorbi sau intelege o limba, insd pentru o mai
bund comunicare trebuie sd cunosti sistemul ei de valori. Astfel in
formarea viitorilor profesori de limbi strdine consideram importanta
atat asimilarea gramaticii si vocabularului (competenta lingvistica), cat
si formarea competentei culturale. Anume 1n aceasta directie, institutiile
de invatamant superior care pregitesc cadre didactice pentru limbi
straine percep evolutia surselor lor metodologice.

Considerdm ca Invatarea unei limbi trebuie sd treacd neapdarat
prin asimilarea civilizatiei si culturii acesteia. lar acest lucru nu trebuie
sa se limiteze la simpla acumulare a elementelor culturale cum ar fi
modul de viatd a francezilor, mentalitatea lor, marile personalitati
istorice, deoarece dupa cum o mentioneazd Vincent Louis, ,,predarea
civilizatiei ar trebui sa fie bazatd pe dialoguri intre culturi, pe idei mai
contemporane” [3, p. 42]. Trebuie luate in consideratie interesele
actuale ale studentilor, care trdiesc intr-un mediu de diversitate
culturald, de globalizare, de mondializare.

Fiecare individ apartine unui sau altui grup care este diferit unul
de celalalt, iar identitatea persoanei este constituitd de suprapunerea
culturilor acestor grupuri. Altfel spus, interculturalul poate fi definit Tn
raport cu sine si cu Altul, si prin relatia cu celdlalt. Interculturalul face
referintd la maniera in care il vedem pe celdlalt si la modul in care te
faci vazut prin prisma celuilalt [5, p. 92]. Noi nu vorbim aici de o
simpla juxtapunere de culturi, dar despre schimbul de culturi, despre
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relatiile ce se construiesc si se mentin intre indivizi. Nu este vorba de o
simpld comparare a culturilor, cici analiza asemanarilor si diferentelor
interculturale nu este decit un punct de plecare in ceea ce tine de
demersul intercultural.

Incad in 1983, Abdallah-Pretceille ne-a atentionat, exprimindu-se
astfel: «sa faci o paraleld, sa vrei sd gasesti aceleasi elemente dar sub
forma diferitd, implicd Increderea 1n existenta unei scheme cuturale
universale dupd care s-ar ordona orice altd culturd. Or se stie bine
fiecare percepe universalul dupa sine insusi» [1, p. 26]. Interculturalul
presupune, cu sigurantd, o pozitie de deschidere si de descoperire a
celuilalt din partea celui ce invatd si, desigur, din partea celui care
preda.

Formarea interculturald trebuie integratd in predarea limbii
franceze, interculturalul fiind un mediator de culturi, ceea ce nu poate fi
multiculturalul. Invitarea civilizatiei/culturii trebuie adaptatd, iar
profesorul trebuie sa fie astazi capabil sa raspunda intrebarilor culturale
multiple sau cel putin sa stie sa vorbeasca despre ele, ceea ce 1-ar face
sa nu mai urmeze orbeste manualele de predare a limbii sau civilizatiei
franceze, care nu contin neapdrat date interculurale si nu iau cu
sigurantd in considerare etniile si culturile care sunt prezente in fiecare
tara [2, p. 60]. Acest lucru poate deveni unul destul de complex, deci
obiectivul predarii limbii franceze si cuvilizatiei franceze francofone nu
mai este sa transforme pe cei ce invata, in ,,francezi in devenire”, dar sa
le prezinte cultura multipla a acestora din urma si sa-i facé sa vorbeasca
liber despre ea. Studentul nu mai este un simplu receptor al oricérui tip
de informatie emisa in franceza, dar el devine insusi coautor al acesteia
[1, p. 25]. Astfel, el este initiat la intelegerea diferitor maniere de a fi,
de a gindi si de a actiona propriu diferitor culturi francofone, fapt ce
constituie una dintre problemele predarii limbii franceze.

Pentru ca sa vorbesti despre cultura in franceza, ca limba stréina,
nu este destul s-o prezinti doar pe cea din Franta, trebuie deasemenea sa
introduci cultura francofond, acea a vechilor colonii franceze si a
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comunitatilor franceze din Belgia, Quebec etc. [3, p. 81]. Pentru ca
studentul sa aiba o ideie concreta depre Franta, trebuie la fel sa-l
sensibilizam la multietniile imigrantilor de acolo. Astfel imaginea
despre cultura/civilizatia franceza ar fi mai reala.

Care ar putea fi primul demers intercultural la ora de limba
franceza? Inca de la prima intétlnire, o pronuntie corecti a numelui si
prenumelui studentului ar putea fi cel dintdi demers. Pronuntarea
prenumelui in manierd franceza (greseala majoritatii cadrelor didactice)
sau, ne permitem sa intrebuintdm termenul «francezificarea» lor, ar fi
dupa pirerea noastra inoportuna [5, p. 64]. In acest sens, profesorul ar
trebui sa lase studentul sa se prezinte si sa memorizeze numele si
prenumele acestuia corect. Dacd acest efort este facut din partea
profesorului, ceilalti studenti 1i vor urma exemplul. Neaparat se va crea
o atmosfera de incredere intre unii si altii, care este conditionatd de
acest demers; de aici mai departe intrebari de ordin cultural vor putea fi
cu usurinta abordate.

Un alt exemplu de demers intercultural Tl poate constitui studiul
unei teme de civilizatie care contribuie la formarea aptitudinilor
interculturale, ca de exemplu sarbatorile in Franta. Este clar ca sarbatori
ca Craciunul, Anul Nou, Pastele sau Sfantul-Valentin, nu sunt serbate la
fel, in Franta si Republica Moldova, si nici in Canada sau Belgia etc.
Sensul, motivele, obiceiurile sunt diferite. Rolul profesorului este aici
sa sensibilizeze studentiii la diferentele lor si sd-i motiveze sa faca
cercetari si comparari. Acest lucru intercultural ar putea relua cele trei
etape ale lui Vincent Louis. In primul rind, studentii cu culturi si etnie
diferita se vor lansa in cautarea punctelor comune. Aici ei ar trebui sa
tina cont de propriul anturaj cultural. Pentru a usura acest lucru, ideal ar
fi sa plasezi studentii Intr-un decor neutru si intr-o ambiantd favorabild
acestui gen de situatii: sala de clasd. Deci, ar trebui sa evitdim agitarea
pe peretii salii doar a imaginilor si fotografiilor propii Frantei si
patrimoniului ei. In al doilea rand, studentul ar trebui si constientizeze
propria culturd, si poate, pentru prima datd, sa vada cu ochii celui de
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alaturi. In al treilea rand, pentru a nu rimane la stadiul de pluricultural
sau multicultural, trebuie de largit relatiile culturale, ceea ce-ar permite
construirea altor noi relatii interculturale [3, p. 40].

In acest demers nu trebuie in niciun caz sia impui cultura sa
celuilalt sau sd adopti cultura altcuiva, dar trebuie dezvolat un cadru
nou care va fi imbogdtit de o culturd comuna. Este clar ca pentru a
ajunge la acest lucru nu exista vreo careva metoda de predare, dar totul
trece prin experientd si practicd. In acest sens, ideal ar fi si ai un
profesor care a trait diferente culturale, care s-a confruntat cu ele, dar
care a stiut sd le analizeze, noteze, in mod rational, ca mai apoi sa le
impartaseasca studentilor sai. Pentru aceasta, este clar ca o buna relatie
intre profesor si student trebuie sa fie stabilita, pentru ca unii si altii sa
poatd sd impartidseasca din propria lor experientd fard vreo careva
bariera, astfel incit ideile, intrebarile lor sa nu fie criticate sau rau
interpretate. Totusi, nu trebuie nicidecum sa penalizam studentii care, la
un moment sau altul, ar dori sd se exprime in limba lor materna, caci
scopul este aici de a lasa libera trecerea ideilor, meditatilor si
interactiunii [4, p. 26].

Din perpectiva interculturala, fiecare actor al mediului universitar
trebuie sd se implice intr-un demers personal in achizitia cunostiintelor,
pentru a putea comunica, trebuie sa-si asume si sa traiascad diversitatea.
Dificultatea majord este ca in diversitatea culturald care constituie
societatile de astdzi, noi trebuie sd inventam un capitol nou, cel
intercultural, care-ar fi capabila ,sa hraneascd” o noud constiinta
colectiva, s elaboeze o noud forma de «democratie», care ar tine cont
de realitatea pluriculturala a societatilor.
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FACULTATEA ARTE PLASTICE SI DESIGN

VALORIFICAREA PROCESULUI DE CREATIE iN ARTELE
PLASTICE
Olimpiada ARBUZ-SPATARI, dr., conf. univ.

Summary
The creative process is examined in fine arts stages of
preparation, incubation, illumination and verification, as specified in
the process of creative activities in art / fine arts. The creative process
is the activity of the artist; it consists of stages and phases of creation;
it focuses on imagination and artistic thinking of the creator,
manifesting his artistic self-reflexivity.

Creativitatea artistica, ca activitate esentiala a fiintei umane, se
poate manifesta 1n fiecare aspect al procesului de creatie, in parte, sau
in toate; se produce pe dimensiunile: proces creator, produs creat,
personalitate creatoare; finalizeaza cu un anumit produs creat.

Procesul de creatie parcurge etape (faze) semnificative ale unei
activitdti umane superioare — pregdtirea, incubatia, iluminarea,
verificarea; include formularea de ipoteze, testarea lor i comunicarea
rezultatelor.

Produsul creat in artele plastice are valoare estetica.

La efapa de pregatire are loc intentia, se produce ideea si
conceptia de realizare a procesului de creatie.

Conform lui S.Cristea, etapa de pregatire reprezinta o actiune
bazata pe operatiile: identificarea problemei in termeni optimi; analiza
datelor problemei in vederea formularii clare a acestora; acumularea si
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selectarea informatiei necesare pentru abordarea corectd a problemei;
prelucrarea §i sistematizarea informatiei stocate; elaborarea strategiei
de rezolvare a problemei la nivelul unui plan operativ [1, p. 73].

G.Nagdt aratd ca in domeniul creatiei artistice etapa de pregatire
se divizeazd in patru subetape: observarea sau sesizarea problemei;
analiza si definirea problemei; strdngerea — acumularea materialului
de lucru (subetapa de informare si sinteza a informatiilor); lucrul efectiv
— operational de formulare de ipoteze si incercari de noi restructurari,
asocieri si combinatii, concretizate chiar prin elaborarea directa de noi
solutii [3, p. 40, 41].

In acelasi context, G.Popescu constati cd prepararea este
dominatd de instruire, Intrucat actul de creatie impune pregatiri de trei
tipuri, cu grade de generalitate diferitd, descrescatoare: culturd
generala (instruire in artele plastice), o experienta deosebita de viata,
pregdtirea generald sau pregatirea de specialitate pentru domeniul
respectiv.  (artele plastice); adunarea §i sintetizarea  tuturor
informatiilor de referinta la tema propusd, generarea de idei noi [4, p.
54].

La etapa incubatiei actiunea este realizatd prin varia operatii de

organizare §i reorganizare a informatiei pregatite; este etapa de
manifestare a inconstientului si subconstientului [1, p. 73]. Aici are loc
acumularea si selectarea informatiei pentru domeniul de creatie artistica
stabilit, care Incepe cu fixarea temei de creatie si continua la celelalte
etape ale procesului de creatie. Astfel inconstientul sau preconstientul
participa la dinamizarea procesului de creatie.

La etapa iluminarii are loc actiunea de asociere si combinare a
informatiei, care declanseaza inspiratia si descoperirea solutiei optime
de rezolvare a problemei [1]. G.Nagdt considera ca iluminarea se poate
manifesta prin doud forme distincte: de scurtd duratd, cand raspunsul la
o problema mai mult sau mai putin veche apare deosebit de clar; si de

lunga duratd, cand creatorul ,,simte” cd dispune de putere pentru a
realiza o solutie superioara a problemei [3, p. 52].
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La etapa de iluminare a artistului plastic are loc inspiratia si
presimtirea ideii noi.

Conform lui M.Dinca, la etapa de iluminare se activeaza intuitia
artistului, prin care se intelege un fenomen psihic prin intermediul
caruia se giseste solutia unei probleme indelung si insistent cautate.
Intuitia este numita si iluminare, inspiratie, solutie sau idee [2, p. 5].

lluminarea, scrie G.Nagdt, este functia creativd esentiald a
inconstientului, care se realizeazd prin activitatea combinatorie,
asemanatoare functiei combinatorii a fanteziei [3, p. 52].

Tn cadrul invatamantului artistic, iluminarea (inspiratia sau
intuitia) are loc In momentul sau in intervalul de timp, de obicei de
duratd redusd, urmand intotdeauna dupa etapa incubatiei. La aceastad
etapa, studentul-creator descopera ca a ajuns la o idee, dupa care va fi
rezolvata problema de creatie (tema propusd de profesorul de artd
plasticd), actionadnd prin intermediul unor mijloace specifice (schite,
proiecte, lucrari de creatie, model experimental etc.).

La etapa verificarii (evaludrii) are loc evaluarea finala,
realizabild prin operatii de apreciere, validare, in conditii de finisare,
ajustare, reorganizare, perfectionare permanenta [1, p. 73]. Aici se

desavarseste procesul de creatie: se definitiveaza ideea si conceptia de
creatie.

A. Rogsca constatd cd ,procesul creator implicd sesizarea si
rezolvarea unor probleme, fiind o actiune complexd bazatd pe
urmdtoarele operatii: definirea si intelegerea tipului de problema,
avansarea unor solutii virtuale; aprecierea ipoteticdA a solutiilor
probabile; activarea cunostintelor si capacitatilor necesare pentru
alegerea solutiei optime; alegerea solutiei optime pe criteriul
originalitatii si al eficientei; aplicarea solutiei optime in cadrul specific
definit de problema existentd; verificarea modului de rezolvare a
problemei in sens managerial (abordare sistemicda — optima —
strategicd)” [5, p. 30].
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Rezolvarea de catre student a unei probleme anuntate de profesor
se considera activitate creatoare, daca se realizeaza independent, chiar
daca modul de rezolvare nu este nou pentru arta (stilul artistic, bazele
compozitiei, tehnologia de executare).

G.Popescu adaugd ca procesul creator prevede: viziunea
personald a creatorului, cdile de realizare a lucrdrii de -creatie,
prezentarea creatiei in structuri si tehnici traditionale si moderne [4, p.
65].

Activitatea de creatie presupune munca permanenta, coordonata
si reglementata de profesor, precum si deprinderi proprii de gandire si
exprimare, manifestate prin stil — o modalitate specifica a artistului de a
folosi materialele domeniului respectiv (culoarea, limbajul plastic,
materialele textile), dar i de a gandi.

Acelasi autor indicd asupra aspectelor principale ale procesului
creator: mijloacele si materialele folosite in diferite domenii de
activitate; deosebirile tipologice dintre creatori; tipologia creatiei,
intrucat pot aparea diferente datorate conditiilor de formatie
profesionala [4, p. 64].

Deoarece pentru creativitate, definitorie este activitatea,
intelegem aceasta notiune 1in contextul cercetdrii noastre drept
realizarea de citre studenti a unor compozitii la o tema propusa. In
realizarea compozitiei operei de arta, studentii parcurg etapele:

| — stabilirea temei propuse pentru studiu;

Il - cumularea informatiei teoretice §i vizuale necesare;

Il - relucrarea datelor; selectarea si compararea acestora,;

IV — elaborarea produsului creator.

Astfel studentii vor desfasura 0 activitate de elaborare si de
creare.

In_concluzii: Specificul activititii de creatie in artele plastice
influenteaza intregul proces creator, in care este importantd faza de
executare sau de elaborare a produsului creat, Intrucat materialele si
tehnicile specifice artelor plastice (tehnici de bazd in arta textild),
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mijloacele de exprimare (elementele limbajului plastic, formele plastice
elaborate) sunt specifice artelor textile si procesului dezvoltarii
creativitatii artistice la studentii facultatilor de arta plastica.
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ABORDAREA SINERGETICA iN DOMENIUL DESIGNULUI
VESTIMENTAR
Lilia DONICA, col. st., IPC al ASM,
Alexandru VATAVU, dr., conf.univ.

Summary

This article represents a possibility to see the processes that are
taking place in the area of clothing design, from a synergetic point of
view.

Living in the age of learning, the role of science and
technological development is to arrive to a society based on learning,
searching of new paradigms of studying, analysis, prediction and
management of the evolution of complex systems that ensure a
transition on a stable trajectory of development, one of which is being
known as synergy.

With the help of this Meta-science, we can ensure the quality,
evolution and prediction of all the processes which take place in the
area of clothing design. Moreover, it gives us the possibility to discover
the new aspects of this complex system.
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In linii generale, putem spune ci fondatorul Sinergeticii este
ilustrul om de stiinta german, Herman Haken, care afirma: ,,Am numit
noua disciplina Sinergetica nu doar pentru ca are ca obiect de studiu
activitatea comuna a multor elemente ale sistemelor, dar si pentru faptul
cd Intru determinarea principiilor generale ale autoorganizarii, este
necesara cooperarea multor domenii de cercetare” [4].

Originea cuvantului sinergetica, este de la grecescul ,,sin”
semnificAnd — impreund cu si cuvantul ,,ergon” — actiune [13].

Sinergetica este intelepciunea conducerii, conducerii ca
autoconducere. Cunostintele 1n sinergetica ne ajutd la gasirea solutiilor
in rezolvarea problemelor, analizdnd de la cel mai mic element pana la
analiza generald, cum au decurs starile de la etapa la etapa. Ea ne ajuta
la descoperirea evolutiva, istoricd, ne explicd formarea unor structuri,

Datoritd rezultatelor recente in domeniul sinergeticii (sau a
teoriei de autoorganizare) incep si se stabileasca legaturile interioare
dintre stiintele naturale si umaniste, dintre noua stiinta (a complexitatii,
neliniara si haos) si cultura veche, stiinta si arta, stiinta si filosofie etc.
Sinergetica, fiind de o valoare integratoare, serveste ca baza pentru
sinteza cunostintelor interdisciplinare.

Prin urmare, sinergetica studiazd actiunea in comun a
elementelor si sistemelor de diversd natura ce conduc la
autoorganizarea acestora. Autoorganizarea se produce spontan, la
depasirea unui prag critic al unuia sau mai multor parametri de control
ai sistemului, ultimul fiind departe de echilibru si deschis, facand
schimbul de substantd, energie si informatie cu mediul inconjurtor.
Datoritd cooperarii neliniare a microcomponentelor sistemului la scara
macroscopica, ia nastere o structura periodicad spatiald, temporara sau
functionala. Pentru autoorganizarea sistemelor complexe sunt necesare
cinci criterii:

1. migcarea neliniara a microcomponentelor;
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2. sistemul participd la schimbul de energie, substantd si
informatie cu mediul inconjurator, prin urmare este deschis;

3. cooperarea proceselor ce au loc in sistem;

4. starea departe de echilibru a sistemului;

5. depaésirea valorilor critice ale parametrilor de control [1].

Conceptele de autoorganizare, haos, ordine, neliniaritate incep sa
fie utilizate pe scard largd in stiintele diferitor domenii, inclusiv si cele
umaniste. In prezent, teoria de autoorganizare este dezvoltati in mod
activ in diferite tari, cuprinzand diverse aspecte care sunt studiate la
scoli stiintifice ca: scoala din Bruxelles a laureatului premiului Nobel 1.
Prigogine; scoala Iui H. Haken; scoala clasicdi ce apartine
matematicianului rus V.I.Arnold si matematecianului francez R.Toma,
scoala academicienilor rusi A.A. Samarskii si S.P.Kurdiumov s.a.

Sinergetica este un stil de gandire deosebitd prin latura sa
metodologicd si euristicd, este consideratd ca metastiinta despre
autoorganizarea sistemelor complexe, conditiile de aparitie a
structurilor noi, trecerea unor structuri Tnalte.

Limbajul sinergetic este specific, acesta continand: ecuatii
diferentiale neliniare, sisteme dinamice, stabilitate si bifurcatii,
probabilitate si ecuatii diferentiale stohastice, haos dinamic, catastrofe,
fractalii, atractori §. a., denotd principiul de complementarietate a
metodelor si teoriilor matematice in descrierea fenomenelor de
autoorganizare.

Notiunea de atractor are rolul de scop, cu semnificatia in sensul
larg, extrauman, identificAndu-se cu o stare relativ durabild a
sistemului, care, ca si cum artrage (atrage) spre sine toatd diversitatea
disting céteva tipuri de atractori: atractorul punctiform, periodic,
straniu [1].

Prin urmare, sinergetica studiazd natura unitard a diferitelor
fenomene, examinandu-le ca un proces de tranzitie de la dezordine in
ordine si invers, evolutia sistemelor de la simplu la compus.
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Cu ajutorul tuturor acestor mecanisme ce ni le ofera sinergetica,
putem deslusit sa intelegem toate procesele, fenomenele ce au loc in
designul vestimentar. Am reusi si vedem care sunt legitatile de
functionare a acestui sistem complex, de ce si cum au avut loc anumite
comportamente, istorii, evolutii, schimbari, tendinte, etc.

Dupa cum a definit Donna Karan: designul inseamna provocarea
constanta de a balansa confortul cu luxul si utilul cu frumosul.

Totusi, care sunt acele procese ce au loc in designul vestimentar?
In primul rand, se bazeaza pe observatie, pe analizi, unde se pune in
functie imaginatia, dupa care urmeaza executarea schitelor, modelarea
lor, un intreg proces pana la etapa finala a produsului finit. Designul
urmareste scopul de a imbina functionalul cu esteticul (prin culoare,
formd, etc), de a optimiza si aspectul, si performantele produsului,
totodata, prin aceasta se vor crea conditii favorabile pentru a ridica
calitatea comunicarii nonverbale, interumane.

Procesele ce au loc in creatia vestimentara sunt destul de
anevoioase, deoarece, In afard cd necesitd posedarea unui arial de
cunostinte practice, artistico-estetice, teoretice etc., este nevoie de a
realiza o legatura dintre toate aceste competente ale domeniului dat cu
atributiile altor discipline aferente: economie, ergonomie, marketing,
finante, culturologie, etc. Aceasta va avea un impact direct, desigur,
pentru a fi capabil de a elabora solutii, de a rezolva diverse probleme,
precum: care va fi pretul produsului, pe ce categorie de clienti ne axam,
piata de ambalare a produsului, etc. Cu o astfel de analiza, pronosticare
si autoorganizare de la cel mai simplu element la ansamblul general, ne
vine 1n ajutor metodologia sinergeticd, prin universalitatea sa si
autoorganizarea sistemelor complexe de orice natura [3].

Totodatda, se cere de mentionat si sincronizarea domeniului
creatiei vestimentare cu domeniul artelor plastice: picturd, tapiserie,
batic, arhitectonica, etc., ce ne da ca rezultat la fel, interdisciplinaritatea
acestui domeniu.
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Design-ul vestimentar - disciplina de
sinteza

TEHNICA

Designul
wvestimentar

STUNTA

De asemenea, designul vestimentar este un limbaj
comunicational, care codificd relatia omului cu mediul sdu de viata
sociald, politica, culturala, religioasa, psihologica care descrie si
influenteaza direct cererea si oferta de produse. Fiind un domeniu
cultural major, mereu este expus influentelor lumii Tnconjuratoare:

- influentelor social-economice, ce implica in sine stilul de viata,
nivelul de bunéstare, obiceiuri, calitatea consumului, etc.;

- influentelor artei, este vorba de multimedia, teatru, muzica,
literatura, film, arte decorative si aplicate, pictura, sculptura, etc.;

- efectele multiculturale- istorie si traditie, stilul strazii, etc.;

- mediul politic si legal - legislatie, relatii internationale, etc.;

- influenta culturii si miscarilor de gen — desfiintarea limitelor
vestimentare si comportamentale dintre genuri;

- internetului — virtualitate, comunicare.

Orice piesd (element) vestimentard, s-a dezvoltat in timp si
pastrezd in memoria sa elemente din evolutia anterioara.

Metodologia sinergeticd ne-a argumentat, precum cd prezenta
amprentelor istorice este proprie si naturii anorganice, aceste schimbari
sunt formulate in legea a doua a termodinamicii. In procesul dezvoltarii
creatiilor vestimentare, cu sigurantd se intalnesc si structuri disipative
(sisteme haotice, deschise, dezechilibrate), acestea, la randul lor, sunt
descrise prin intermediul ecuatiilor diferentiale neliniare, ce ne vorbeste
despre aparitia unor bifurcatii ce brusc isi schimba starea, aceste
bifurcatii fiind similare tranzitiilor de faza. Ele, metodele, au un rol
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colosal, mai ales cand este vorba de analizd si functionalitatea sa in
general. Pentru ca toate aceste sisteme, procese, ce au loc in designul
vestimentar, sa functioneze bine, este necesar un oarecare regim
intermediar dintre haos, ordine, haos determinat.

Designul propune ceva inovativ. Inovatia in designul vestimentar
poate veni de oriunde, ea poate fi inspirata din orice influenta (sociala,
artd, economica, etc) sau doar asocierea volitivd sau spontand a unor
detalii.

Altfel spus, aceste actiuni externe sunt o particularitate a
sistemelor sinergetice, iar comportamentul lor este determinat neunivoc
de istoria evolutiei, aceasta are loc datoritd neliniaritatii sistemelor
sinergetice.

Neliniaritatea este o reactie neobisnuita a sistemelor sinergetice
la actiunile externe, cand o actiune corect organizatd, exercitd o
influentd mai mare asupra evolutiei sistemului, decat o actiune mai
puternica, dar neadecvat prezentatd in concordanta propriilor tendinte
de dezvoltare.

Oricare ar fi sursa sau calitatea inspiratiei, designul vestimentar
utilizeaza cercetarea acestui sistem ca etapa obligatorie in procesul
inovativ, si, fiindca este mereu supus nevoii de nou, domeniul
designului vestimentar are un caracter cu cel mai Tnalt grad de
creativitate — inovatie.

Acest sistem complex, unde productivitatea sau alte forme
ritmice de cercetare — creatie, formeaza acea substantd in care designul
vestimentar lucreaza.

Cercetarile ne demonstraza cd corelatia dintre creierul uman si
operele de arta, aflandu-se in stare critica, schimbul de informatie (A,B)
dintre creier (B) si artd(A), se descrie ca:

(A,B)=H(A)+H(B)-H(A,B), [2].

unde H(A) — entropia operelor de arta, in limitele libertatii;

H(B) — entropia creierului;

H(A,B) — entropia corelatiei dintre creier i arta.
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Ca rezultat, in starea criticd informationald, schimbul dintre
creier si operele de artda este maximal, adici ambele sunt in
dezechilibru, in acea stare critica.

Termenul de entropie (propus de Clausius), provine de la
grecescul: intoarcere, transformare.

Entropia este o reprezentare a ordinii: cu cat este mai mare
ordinea, cu atdt este mai mica entropia si invers — daca este mai mare
dezordinea, atunci si entropia este mai mare.

Daca sistemul deschis se afla departe de echilibru atunci in el pot
aparea spontan structuri noi, fiind cu mult mai organizate.

Tn baza ideilor deja existente, n starea lor de dezechilibru, le
putem combina, reformula, interconecta, ca rezultat vom obtine o
ordine de idei, clar definite, de idei inovative, aceasta, la randul sau,
este creativitatea procesului in designul vestimentar.

Dupa cum mentiona Chiara Franzoni: domeniile de cercetare nu
sunt doar acelea care presupun descoperiri epocale, ci si acelea unde
observatia este cea care genereazd noi concepte pentru stiintele
teoretice sau domeniul creativitatii aplicate prin metoda de design.

Din punct de vedere istoriografic, observam ciclicitatea
elementelor din designul vestimentar, iar acea nota, adaugatoare de
fiecare datd de ceva nou, cu speranta de fi rezultate si mai bune, consta
in schimbare, iar schimbarea este conditionatd de acea inovatie si de
abandonare benevola a cdii traditionale.

Moda este ea insdsi o imagine a schimbarii (Didier Grumbach).

Actualmente, noi trdim in era cunoasterii (Knowledge era), a
transformarilor rapide, a cercetarilor ce tin de complexitatea
fenomenelor si necesitatii studierii interdisciplinare, fiindca provocarile
care ne survin, depasesc capacitatea de raspuns, prin viteza schimbarii,
prin perturbarile sistemului pe care acesta le generaza.

A cunoaste — este cheia succesului oricarei societdti si important
este modul de a gestiona cunoasterea.
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Producatorii vestimentari ai secolului XXI se orienteaza spre
valorile imateriale, precum sunt valorile simbolice, culturale ale
marcilor, publicitate, capital uman, imaginatie, etc., asfel are loc
dominatia imaginatiei, a inovatiei, a marketingului asupra functionarii
produselor, a procesului de concepere.

Promotorii de moda participa la crearea unor spatii sociale in
care noile tehnologii sunt doar suportul care permite reformularea lumii
ca o constructie multiculturala, In care nu numai reprezentarea politica,
economica sunt importante, dar si valorile fundamentale ale civilizatiei:
respectul pentru diferite culturi, perceptia de sine in raport cu altii, etc.

Designul vestimentar este un sistem integral, care include toate
etapele care sunt parcurse de la concept, design, high tehnology, etc.,
inclusiv activitatile economice: managementul cererii si ofertei,
problemele mediului inconjurator si dezvoltare de produs, presupune un
nivel inalt de profesionalizare, datoritd dinamicii concurentei (specific
acestui domeniu).

Multi cercetatori folosesc notiunea de maladie dinamicd
(folosind teoria sistemelor dinamice), cu ajutorul teoriei haosului in
dinamica neliniara putem pronostica tendinte, atat globale, cat si locale
in designul vestimentar. Problema consta in faptul de a cunoaste de cat
haos in dinamicd avem nevoie, pentru a tine un nivel sdnatos de
dezvoltare a acestui domeniu. Caci, dupa cum s-a mentionat, sunt destul
de vizibile tendintele unor designeri vestimentari de a scoate Tn
evidentd nefrumosul, neesteticul, intimidarea, etc. Raspunsul la aceste
probleme il gasim studiind metodele sinergetice, prin modurile de
abordare neliniare [7]. Specialistii domeniului dat au nevoie sa fie
antrenati in cercetdrile stiintifice, sd se familiarizeze profesional cu
metodologia sinergetica, care, ca rezultat, va avansa noi performante in
designul vestimentar.

Totodatd, designul vestimentar este vadit ca principala valoare
esteticd fundamentald — Frumosul. Marele sculpor roman C. Brancusi
zicea: frumosul este echitatea absolutd. Aici, putem mentiona ca exista

187



mai multe categorii ale frumosului, si anume: frumosul natural, artistic
si util.

Frumosul natural oglindeste ordinea si armonia lumii exterioare
(armonia culorilor, formelor, etc.).

Cum am putea defini frumosul natural? Este un ansamblu de
aptitudini si Inzestrari specifice fiintei umane — sociabilitatea si
individualitatea, imbinand aspectul afectivitatii trdirilor interioare,
subiective, cu cel al rationalitatii, luciditatea, toate acestea fiind
capabile sa trezeascd in personalitatea valorificatoare stiri de
satisfactie, emotie si bucurie esteticd, generand sentimente de placere si
admiratie. Frumosul natural este numai pentru acei care sunt capabili de
a-l percepe.

Frumosul artistic — este reflectia creatoare a artistului, ce are o
finalitate predominant estetica.

Dupa cum mentiona |.M.Lotman, istoria lumii este doar o cale
din multimea de cai a evolutiei acestui sistem complicat, ca civilizatia
umana, anume prin artd, avem posibilitatea de a prezenta, ceea ce nu s-a
intimplat, sa traiesti acele momente netraite. Anume arta da posibilitate
creierului, ca sistem complicat, de a trece tot potentialul de stari
posibile.

O alta categoric a frumosului este cel util. Valoarea utila a
frumosului poate fi formulata ca raportul dintre frumos si activitatea
material-creatoare a omului. Despre utilitate ne vorbeste esteticianul,
filosoful, fizicianul si psihologul german Gustav Thedor Fechner
(1801-1887): Utilitatea este prima cerintd a tuturor obiectelor si, dacd,
in infatisarea lor, latura practica ar trebui sa lipseasca, si frumusetea
ar lipsi.

Sfera frumosului util cuprinde produsele muncii omenesti,
mediul existentei sale, relatiile interumane, mediul informational.

Unul din obiectivele de baza ale designlui vestimentar este
Proiectarea artistica. Si anume, gasirea unei forme optime a produsului
nou, iar aceastd forma, la randul sau, trebuie sd corespunda
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functionalitdtii imbunatatirii produsului. Aici, trebuie sa se tind cont de
anumiti parametri:

- procesul de productie (produse, tehnologii, resurse);

- piata de desfacere (distributie, concurentd);

- contextul sociocultural (stil de viata, modul de gandire; moda).

Acest fragment este asigurat de un colectiv multidisciplinar,
indrumat si coordonat de specialistul-designer, care realizeaza studiul
tuturor componentelor produsului la nivel de proiectare, producere si
promovare pe piatd. Procesul dat presupune implicatii in diverse
domenii ale stiintei, dupa cum s-a mentionat mai sus.

Odata cu dezvoltarea
progresului tehnico-stiintific, ultimile
tendinte globale ale designerilor sunt
hainele high-tech. Acestea fiind de
doua tipuri [15]:

1. cele cu diverse gadgeturi (laptopuri, playere MP3, telefoane
etc.);

2. si cele care incorporeaza echipamente electronice (ecrane
LCD, LED-uri, panouri solare).

Acestea, in mod direct, ne ofera o utilitate practica. Spre exemplu,
tricoul cu detector Wi-Fi, sensibil la semnale, te anuntd cind treci pe
langa o zona cu acoperire wireless, barele de pe tricou vor fluctua in
functie de puterea semnalului. Iar o haind cu panouri solare iti incarca
telefonul sau player-ul MP3. Spre exemplu, sunt noile geci ale Tommy
Hillfiger care ne dau trendul de solutii ecologice de incarcare, ce ies din

tiparul creatiilor designului. Ideea are o continuare interesanta in viitor,
cand vom putea incdrca dispozitivele electronice fara s mai folosim
fire: prin inductie, unde radio sau rezonanta.
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Geci cu panouri solare.
Tommy Hillfiger

Unii  designeri lucreazd  asupra
vestimentatiei excentrice cu rol defensiv o T
(anti-glont), sau asupra vestimentatiei
»exoskeleton” ce au functia de a spori forta
fizica, ajutandu-te sd ridici greutati, sa te ‘==
deplasezi. Ele au fost gandite pentru
utilizarea in cadrul armatei sau Tn scopuri
medicale, etc.

Un alt exemplu de vestimentatie hi-tech este ,,Emotion jacket”.
Ea transmite in diverse zone ale corpului tiu senzatii ce oferad
doritorilor de a experimenta trairile personajelor din filme (fior placut
sau rece).

Emotion Jaket i“
Costumul de zbor Freebird-R, inspirat
din ,,Batman”, este un alt exemplu ce se oferd ("‘ .‘\

celor pasionati de sporturi extreme si, implicit, )
a2 )

adrenalina. Saritura cu un astfel de costum 1iti m /\
ofera un control extraordinar: poti accelera sau 7
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poti plana lent, ai libertate de miscare totald, o multime de ajustari ale
unghiurilor s.a. Pretul, contrar asteptarilor, este unul chiar accesibil:
doar 530 de Euro. Dar ai curaj sa incerci asa ceva? Eu unul poate doar
dupa ce as fi martor la o astfel de incercare, desigur, reusita.

Viitorul modei va fi Imbriacamintea hi-tech, iar producatorii
domeniului lucreazd la perfectionarea acestor  .rochia Twitter"
vesminte futuristice, care, peste cativa ani, s-ar
putea chiar sa ne depaseasca asteptarile actuale. { 3

Francesca Rosella a prezentat vestimentatie TR :
hi-tech, unde manechinele 1isi puteau schimba )

culorile hainelor cu ajutorul aplicatiilor pentru :
smartphone-uri. Una din ele a fost Nicole 14 e, §
Scherzeinger: artista a purtat ,rochia Twitter" — obiectul-vestiment
contine 500 de cristale Swarovski si peste 2.000 de LED-uri care ajutau
la postarea mesajelor postate de fanii artistei pe contul acesteia.

Tn concluzie, putem mentiona beneficiul metodologiei globale a
acestei ramuri stiintifice interdisciplinare, a teoriei de auto-organizare
precum este sinergetica, fiind considerata ca intelepciune evolutiva.

Actualmente, noi avem nevoie, mai mult ca oricand, de o viziune
de ansamblu transdisciplinard, la nivel de constiintd a creatorilor
vestimentari, pentru a avea o intelegere coerentd a problemelor in
domeniu si modalitdti de a le rezolva.

Dupa cum am mentionat, designul vestimentar este un rezultat al
unui proces dificil al muncii, ce cuprinde Tn el un sistem complex, un
ansamblu de studii: istoriografice, tehnologice, economice, a vietii
sociale, etc. lar actiunile interne, cat si externe asupra acestui sistem
complex duc la necesitatea de autoorganizare a sa.

Cat n-ar fi de paradoxal, dar anume starea de haos inh procesul de
creatie, ce duce la conditii departe de echilibru, este, totusi, un proces
de autoorganizare. Ca urmare, din dezordine (a ideilor creative)
obtinem ordine. La nivel de gandire creativd, acesta, este un proces
natural, si anume, prezenta acestor crize cauzate de ciocnirea
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atractorilor haotici, fiind importante pentru creierul uman, avand ca
rezultat nasterea operelor de artd vestimentara [6].

Libertatea gandirii creative permite uneori artistului de a alege
extremul si aceasta, este foarte vizibil in ultimile tendinte ale creatorilor
vestimentari, de a da la o parte vestimentatia pe genuri si a implementa
unisexul, orientarea catre vestimentatia multifunctionald, high-tech-ul,
contindnd 1n sine butoane ce exercitd diverse functii, capabile sa
monitorizeze starea de sanatate a purtatorului.

Anume de toate aceste procese si fenomene, ce se schimbi in
timp si spatiu, se ocupa aceasta metastiintd moderna — sinergetica, ce
este implementatd cu succes si in designul vestimentar, fiind de o
dezvoltare ciclica, ondulatorie, datoritd actiunilor multiplilor factori
interni, externi, deterministi si stohastici, mici si mari, rezonanti si
nerezonanti etc.

Consider ca studierea si aplicarea metodei sinergetice in studiul
designului vestimentar da o importantd deosebitd pentru dezvoltarea si
pronosticarea proceselor de diferita naturd, oferindu-ne posibilitatea de
abordare a tuturor fenomenelor, proceselor din domeniul dat, sa fie cu
mult mai exact si mai practic. Cunoscand legitatile universale ale
sinergeticii, care sunt valabile pentru orice sistem neliniar deschis,
avem posibilitatea de a alege o cale mai sigurd si de a descoperi noi
aspecte.
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CAPODpPERELE ARHITECTURALE SI STILISTICE
ZONALE IN DESIGNUL HOTELIER DII\J INSULA CRETA
Rodica SPATARU, lector superior

b ACESt pamant
fertil a dat nastere celor mai
valorosi ~ 0ameni,  potriviti
pentru tot, pentru biserica,
pentru stat, stiinte, litere,
economie si razboaie”.

Rankis Bishop

Summary
Crete is an island in southern Greece, one of the largest islands,
bathed by the Mediterranean Sea and it is the most diverse in
landscape and natural masterpieces preserved until now. The whole
island can be considered a great museum where it connects history and
natural design brought to every generation that has spent his life on
this island. It's a natural museum that teaches you history. Each
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building, village has its contribution by grammar exposing of decor.
The three cities of the island: Rhetymnon, Chania and Aghios Nikolaos
are an open air universities for historians, architects and designers. To
design chapter this island is represented by the palace of King Minos of
Knosos, the most important vestige of ancient of Heraklion, by
Archaeological Museum and the cave Dikteon, where Zeus was born,
lord of Olympus, the old venetian neighborhood in Heraklion, the port
of Chania and the venetian castle in Rhetymno.

Creta (greaca Kpintn, pronuntie [cri-ti]) este cea mai sudica
insuld greaca Tn Marea Egee, constituind una din provinciile Greciei.
Scaldata de apele Mediteranei, situatea la intersectia a trei continente —
Europa, la nord, Asia, la est si Africa, la sud. Creta este cea mai mare

dintre toate insulele Greciei si unul dintre locurile unde Natura s-a
dezlantuit prin divertismentul muntilor impunatori, vailor abrupte,
pesterilor misterioase, campiilor fertile, vegetatie luxuriantd si mare.
Este o insuld a contrastelor, diversd si multiforma, un amalgam de
civilizatii si ultim bastion al elenismului in Mediterana de sud.

Toata insula poate fi consideratd o mare sald de muzeu, unde se
uneste istoria si designul natural adus de fiecare generatie, care si-a
petrecut viata pe aceasta insuld. Este un muzeu natural, care te invata
istorie. Fiecare constructie, localitate 1si au aportul sdu prin expunerea
gramaticd a decorului. Cele trei orase ale insulei: Rhetymnon, Chania si
Aghios Nikolaos sunt niste universitati la aer liber, pentru istorici,
arhitecti si designeri. La capitolul design aceastd insuld este
reprezentata prin palatul regelui Minos din Knosos, fiind cel mai
important vestigiu antic al Heraklionului, Muzeul de Arheologie si
pestera Dikteon, unde a fost nascut Zeus, stapanul Olimpului,
vechiul cartier venetian din Heraklion, portul din Chania si castelul
venetian din Rhetymno.

Palatul lui Knosos, localizat la sud-est de Heraklio, este cel mai
mare palat din perioada minoiana. Pe parcursul anilor, constructiile
existente 1n acest palat au fost distruse de cutremure si alte cataclisme
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naturale, dar mai apoi au fost restaurate, astfel incat intregul palat
devine un complex gigantic de 1200 camere, sali si curti, acoperind
aproximativ 60 000 mp.

Imagine Ruinele palatului Knosos

Acest palat mai este asociat cu mitul grecesc al lui Tezeu al
Ariadnei si al temutului Minotaur. De fapt, legenda labirintului
construit de Dedal, pentru a ascunde bestia ingrozitoare, este inteleasa
de unii ca avandu-si originea in insasi dispunerea complexa a palatului.
Exista indicia, inca 1n descoperirile arheologice de la Knossos (si din
alte zone ale Cretei), referitoare la sacrificiile umane, dupa cum se
sugereaza in mitul conform céaruia Atena trimitea 14 fete si baieti, o
datd la sapte ani, spre a fi devorati de Minotaur. Dar, pe langa
mitologie, acest palat isi are farmecul sdu prin cele mai frumoase
decoruri in fresce viu colorate, care impodobesc peretii tencuiti,
podelele si tavanul. Picturi murale infatiseaza printese, doamne de la
curte, pesti, flori si jocuri caudate, in care tineri sar peste tauri
impundtori. Cand au fost descoperite, aceste picturi murale erau
fragmentate, unele componente semnificative lipsind. Prin urmare, au
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fost reconstruite si inlocuite de Evans si de artistul Piet de Jong,
prezentand o colectie a artei si arhitecturii istorice a acestei insule.

O alta capodopera de arta si arhitectura a Cretei este Muzeul de
Arheologie din Heraklion, cel mai mare si mai important din Grecia si
printre cele mai prestigioase din intreaga Europa. Acest muzeu
adaposteste artefacte din perioada preistorica si istoricd a insulei Creta,
comunicand informatii de aproximativ 5500 de ani, din Neolitic pana in
perioada Romana. Muzeului are o colectie impresionantd ce contine
piese unicate din lumea intreagd. Desi acest muzeu are o valoare
impresionantd prin colectia adapostitd in el, mai este si cel mai bun
exemplu de constructie antiseismica din Heraklion, pentru arhitectura si
constructiile actuale. Muzeul contine un numdr mare de piese
valoroase, in peste 20 de interioare, in care sunt pastrate lucrari unice si
reprezentative pentru arta Cretei: obiecte cioplite in piatra, sigilii, mici
sculpture, monumente si picturi murale, ce au fost gasite In pesterile
insulei.

imagine Muzeul de Arheologie din Heraklion

196



O pestera cu renume este Pestera Dikteon (dikteon Andron),
considerata cea mai importanta pestera din cele peste 3000 de pesteri
din Creta, precum si din cele peste 8500 din toatd Grecia. Are o
lungime de 35 de metri si 0 adancime de 16 metri, fiind descoperita in
1883. Potrivit legendelor din Mitologia greacd, Zeus s-a ndscut in
aceasta pesterda, unde mama sa, Rhea, l-a tinut ascuns de Cronos, care
voia sd-1 omoare. Pe parcursul anilor, foarte multi arheologi s-au aratat
interesati de expeditii in aceastd zond si sapaturile au scos la iveald
dovezi ale civilizatiei minoice, datdnd din anul 1800 i.e.n.

Devenind astfel o zond apreciatad si vizitata, pestera, la moment,
este frumos pusa in valoare cu ajutorul unor lumini asezate strategic in
diferite zone ale interiorului pesterii, unde, printre formatiunile
calcaroase, se regasesc resturi ale unor preistorice altare, unde se ardeau
ofrande pentru zei. S-au gasit urme care certifica faptul ca Platoul Las
sithi* a fost locuit inca din neolitic.

Imagine Pestera Dikteon

P
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Iar in perioada minoicd pestera a fost folosita ca loc de
inmormantari, iar mai tarziu, pana in perioada romana, s fie folosita
din nou ca un locas de cult, dupé ce, urmeaza ca addpost pentru oierii si
vanitorii din zond. In 1883 incep primele sipaturi arheologice,
continuate in 1886 si apoi in 1889. Toate acestea acumuland un bogat
bagaj de evenimente si moduri de utilizare a acestei pesteri.

Creta este o insuld deosebita prin monumentele istorice, artistice
si culturale. La capitolul arhitecturii si designului este singura regiune
din Grecia, unde, incd, se mai construiesc cladiri indigene din secolele
XVI, XVII si XVIII. Toata insula este un arhipelag de cunoastere.
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DISTINCTII ALE DESIGNULUI IN RAPORT CU
PERSONALITATEA
Veronica RAILEANU, dr., conf. univ.

Summary

An interior design project always is related to our personality,
life style, pesonal taste and our expectations — all of these implies that
before stating the project, we need to know ourselves.

For the beginning, we need perform a bit of research to find out
what textures we like, colours, some inspirational ideas, also paying
attention to the finalizing material — over time some materials become
old-fashioned, some others maintain their quality. Beside colours and
textures, the project has to take into consideration personal and social
activities, to maintain satisfaction of living in this environment.

This is what in our days is combined in projects by interior
designers, with all details — light, furniture, colours combinations,
decoration details etc.
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Initierea unui proiect de design interior incepe prin a face un mic
studiu asupra lucrurilor care ne plac si pe care le dorim in viata noastra
si asupra mesajului pe care vrem si il transmitem printr-o anumita
amenajare, despre stilul de viata, gusturile si asteptarile personale.
Interiorul unui spatiu depinde de oamenii care locuiesc in acest spatiu,
de personalitatea lor si 1i influenteaza, Intr-o anumita masura, pe toti cei
care vor intra in acest spatiu. Asadar, definirea stilului sau a amprentei
personale presupune o cunoastere de sine, a persoanelor care locuiesc n
spatiul respectiv, dar si a dorintei de influentare a celor care viziteaza
spatiul destinat amenajarii.

Pentru inceput, este bine de adunat toate informatiile necesare
alegerii unei tendinte generale, dupa care se va face amenajarea, de
analizat si de cautat imagini, culori, idei care te inspird si pe care le
doresti aproape tot timpul; de exemplu, e bine de stiut daca iti
plac texturile naturale — in, sac, bumbac sau, dimpotriva, cele lucioase,
metalice, industriale, daca iti plac nuantele calde, discrete sau culorile
vii, tonice, e de stiut daca te simti bine in spatii mici confortabile sau 1n
interioare foarte deschise... Anume designerul integreaza aceste lucruri
in designul locuintei.

Designul interior si stilul locuintei este ales pentru a fi savurat
pentru o perioadd indelungati. Din acest considerent, trebuie sa
cunoastem care-i stilul care ne reprezinta si care-i designul care ne va
bucura ochiul in fiecare zi de-a lungul anilor.

In mod special, tinem si ne referim la materialele de finisaj
utilizate Tn proiect.

Materialele nestructurale care acopera constructiile propriu- zise
(in interior sau exterior) — denumite si materiale de finisaj — sunt
folosite in functie de programul de arhitectura si design, caruia i se
aplica, avand roluri multiple: protejeazd elementele de rezistentd,
sporesc gradul de izolare a spatiilor contra frigului sau a zgomotului,
estompeazd unele defecte sau contribuie la estetizarea constructiilor.
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Finisajele cuprind lucrdri de pardoseli, tencuieli, placaje, zugraveli,
vopsitorii, tapete, tamplarie, pentru care se folosesc diverse materiale.

Initial au fost utilizate materiale naturale prelucrate, precum:
lemnul, piatra, tesaturile, pielea de animale etc., unele dintre ele fiind
abandonate treptat. Altele se folosesc mai rar, fiind epuizabile sau sunt
recreate artificial, imitdnd mai mult aspectul exterior decat materialul Tn
esenta.

Locurile de aplicare a materialelor de finisaj sunt stabilite n
functie de folosirea lor in interiorul sau in exteriorul constructiei, fiind
apreciate in legdturd cu scara obiectului, conceptia stilistica, textura
materialelor si culoare.

Odata cu dezvoltarea stiintelor umaniste s-au descoperit o serie
de calititi psihologice pe care finisajele le pot transmite, calitati
confirmate de-a lungul timpului, care s-au extins la toate programele de
arhitecturd si design, indiferent de complexitatea acestora. Astfel,
materialele de finisaj au fost grupate in functie de impresiile produse la
nivelul psihicului uman, diferentiindu-se materiale reci (piatra, de
exemplu) sau calde (cum ar fi lemnul), cele cu aspect sobru (cardmida,
piatra de carierd) sau vesel (lemn incrustat, piatra de rau), cele care
transmit intimitate (lemn) sau exteriorizare (caramida) etc.

De ce alegem o anumita culoare, cand trebuie sd amenajam un
interior? O facem din cauza cd ne place culoarea respectiva, cd am
vazut o altd camera amenajata cu aceeasi schema cromaticd sau pentru
ca acestea sunt tendintele In domeniul decoratiunilor interioare? Unii
oameni se hotardsc cu greu, cind vine vorba de alegerea culorilor
pentru interior, pentru ¢ nu stiu, pur si simplu, de unde sa inceapa. In
acest caz, venim cu o solutie. latd mai jos o listd comparativa intre
culori si caracteristici de personalitate. Nu va ramane decat s alegeti ce
credeti ca vi se potriveste mai bine.

Galben — idealism, visare, mandrie

Verde — echilibru, prietenos, moral

Verde-albastrui — sensibil.
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Albastru — siguranta, conservator, de incredere, loialitate

Purpuriu — politicos, vanitos

Lavanda — sociabil, civilizat

Maro — demn de Tncredere, conservator

Rosu — agresiv, impulsiv, mereu gata de actiune

Rosu inchis — ambitios, puternic

R0z — romantism, farmec, caldura

Portocaliu — spirit de aventura, farmec

Alb — simplitate

Gri — prevazitor

Negru — sofisticare, mister

Realizarea unei adaptari intre om si solicitarile spatiului de trai
sau de activitate necesitd interventia psihologului, sociologului,
ergonomistului si, in mod binevenit, a designerului de interior Tn
vederea asigurdrii unor conditii optime de ambiantd, fiind vorba, 1n
principal, de ambianta tehnica, fizica si psihosociala.

Elementele pe care specialistii le iau in considerare 1n privinta
proiectarii ambiantei tehnice sunt, in primul rand, cele referitoare la
proiectarea si amplasarea echipamentului in spatiul de locuit:
proiectarea incéperilor, proiectarea echipamentului tehnic, amplasarea
elementelor de baza si auxiliare etc. Apoi, In amenajarea locuintei se
tine cont si de libertatea de miscare, fluidizarea procesului de studii sau
odihna.

Fenomenele psihosociale care se dezvoltd in procesul activitatilor
in locuinta si care desemneaza ambianta psihosociald influenteaza, la
randul lor, satisfactia n trai, prin existenta unor relatii de cooperare sau,
dimpotriva, de conflictualitate.

Dar, toate aceste aspecte si principii ce cuprind cateva domenii,
sunt, astdzi, sarcinile de bazd ale designerului de interior. Anume
acesta, proiectand si amenajand interiorul, inclusiv, cel locuibil —
proiectarea mobilei, iluminatului, combinarea culorilor in interior,
materialelor de decorare, etc., va crea conditiile optime de ambianta.
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UTILITATEA, VIZUALIZAREA SI METODA STIINTIFICA DE
CUNOASTERE A FUNCTIONARII SI DEZVOLTARII
IMAGINATIEI CREATIVE

Daniela ROSCA-CEBAN, doctorand,
Olimpiada ARBUZ-SPATARI, dr., conf. univ.

Summary

Many believe that creative imagination and creative forces are
limited by their own capabilities. The validity of these ideas are partial
and does not reflect reality in full measure. In this investigation we are
studying and analyzing creative potential, and trying to demonstrate
that creative imagination has no limits. Everyone must realize that
access to creativity unknown is free and exploration of capabilities of
our mind can be achieved in various ways, they dependent on the
concentration of our attention, the environment in which we operate, in
other words, different environments expose us to a different experience,
which contribute to the formation and development of creative
imagination.

Analiza definitiilor imaginatiei creative din felul particular a
diferitor domenii ale stiintei socioumane, concluzioneaza ca aceste
tractari au multiple semnificatii corespondente, care, la randul lor, se
generalizeaza in una comund, prin care imaginatia creativd exprima
posibilitatea umana de a crea idei noi, inedite, atunci cand realitatea
este transformatd creativ intr-un mod nou, independent de experienta
anterioard.
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Imaginatia si creativitatea sunt strans legate intre ele. Conexiunea
dintre ele, cu toate acestea, 1n nici un fel nu poate delimita imaginatia
ca o functie de sine statitoare si de afisare a rezultatelor, ca un produs
al functiondrii sale. De baza este relatia inversa; imaginatia se formeaza
in procesul de activitate creatoare. Specificul diferitor tipuri de
imaginatie nu este atdt o conditie, ci poate fi o urmare a dezvoltarii
diferitelor tipuri de activitati de creatie. Prin urmare, existd atit de
multe tipuri specifice ale imaginatiei, asa cum exista tipuri specifice
activitatii umane, idiosincratice — constructiv, muzical, tehnic, stiintific,
artistic, etc. Toate aceste tipuri de imaginatie se formeaza si se
manifesta in diverse forme de activitate creatoare, constituie o forma a
nivelului superior — Imaginatia creativi [3, pp. 368-371].

Autorul Golu M. prezintd o descriere mai ampld a imaginatiei
creatoare, el considerd ca aceasta reprezintd forma cea mai 1naltd si
specifica pe care o poate atinge imaginatia umana, in general.
Denumirea ei se Tntemeiaza pe criterii de ordin calitativ-valoric, ca, de
pilda: gradul de originalitate, gradul de noutate si importanta sociala a
produsului final. Transformarile ce se aplicd materialului initial se
subordoneaza in mod deliberat acestor criterii, urmarindu-se
respectarea si satisfacerea lor la cote cat mai inalte. Astfel, sub aspect
reflectoriu, imaginatia creatoare ne apare ca reprezentare si anticipare
a noului, din perspectiva realizabilitatii sale in plan ideal-intern si
material (obiectual) extern. Latura creativa nu se reduce la modul de
transformare si combinare a secventelor imagistice; ea presupune si
legarea a ceea ce se produce de o semnificatie, de o anumitd functie
utilitard pentru om, pentru societate. Aceasta Inseamna stabilirea unei
relatii specifice de corespondenta adaptativa intre produsele imaginatiei
si starile de necesitate ale omului, Incepand cu trebuintele bazale —
biologice si materiale — i terminand cu cele spirituale — de cunoastere,
estetice etc. [2, pp.525-526].

Autorul Anitei M. sustine ca imaginatia creatoare este forma cea
mai complexd §i cea mai importantd a imaginatiei. Conceptul de
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imaginatie creatoare este oarecum artificial, intrucat orice manifestare a
imaginatiei este, Intr-o anumitd masurd, creativa, coeficientul de
originalitate este variabil. Cercetarile asupra creativitatii au impus
termenul de imaginatie creatoare [1, p. 341].

Utilitatea imaginatiei creative

Noi folosim imaginatia creativd, jucind si experimentand
optiunile si posibilitatile. Este un loc de a gandi lucrurile si / sau de a
forma prototip a ceea ce ne imagindm Tnainte de a incerca si sa
manifestim ceea ce gasim. In acest sens, ritualurile, ceremoniile,
simularile, prototipurile si altele sunt toate tehnici care ne permit sa
ramanem in imaginatia noastra creativa pentru a juca, dar totodata si ne
mutam in ceea ce se manifestd in urma experientei.

Aceste tehnici ne permit ,,sa simtim" ceea ce este In imaginatia
noastrd creativa, care, ulterior, poate fi manifestatd in creatia fizica.
Pentru a aduce ceea ce gasim in imaginatia creativa, in realitate noastra,
trebuie sa Tnvatam sa facem propriul nostru experiment si sa cunoastem
adevirul nostru in raport cu ceea ce gisim si utilizim. Incercarea de a
trai alt adevar va provoca mereu noi dificultati, atunci cdnd incercam sa
manifestdm ceea ce gasim in imaginatia creativa. Trebuie sd devenim
sinceri cu noi insine referitor la intentia noastra si sa facem ceea ce
dorim sa facem. Trebuie sd ne amintim cd imaginatia creativa este
caracterizatd prin energia experientelor noastre bazate pe adevarul
nostru si intentia care o detinem. Ea acceseazd o energie bazata pe
intentia noastrd si apoi foloseste experientele pe care le-am avut in
viata, pentru a caracteriza ceea ce ne-am accesat.

Acesta este motivul pentru care este atit de important sa onordm
ceea ce gasim intr-un anumit tip de surogat sau in experienta fizica
reala, chiar daca este bizara. Putem sd cautam sfaturi si sa interpretam
acestea in conformitate cu sfaturile date si nu este nimic in neregula cu
asta. Acest lucru nu este o problemd. Problema este ceea ce
caracterizeazd mintea noastrd, aceasta se bazeazd pe experientele
noastre personale si ceea ce noi credem cu adevarat. Nu se bazeazd pe

204



ceva ce acceptam ca adevar, deoarece ni se spune ca trebuie sa-l
credem. Mintea noastra caracterizeaza ceea ce traim bazat pe adevarul
nostru si experientele noastre. Acesta este motivul pentru care este atat
de important si se cunoascd adevarul real si ceea ce ne serveste cu
adevarat pentru ceea ce mintea noastra va folosi in caracterizarea sa, de
orice energie, experientd in imaginatia creativa.

Ceea ce trebuie de inteles este cd imaginatia noastrd creativa se
formeaza acolo unde imposibilul devine posibil, iar probabilul devine o
certitudine. Ceea ce experimentdm in imaginatia creativd poartd un
element de realizare in sine. Nu conteazid ce experimentdm Iin
imaginatia noastra creativa, existd un flux de energie, care va determina
ceea ce va deveni manifestarea realitatii noastre [5].

Vizualizarea si imaginatia creativi

Intentiile nu trebuie si fie percepute ca ceva ce se va intdmpla in
viitor. Mai curand, ele trebuie sa fie vizualizate cum se vor intampla in
imaginatia noastra creativa, nefiind urmarile la momentul dat. La urma
urmei, ideea pe care o avem in imaginatia noastrd creativad provine
dintr-un flux de energie care exista la moment. Avem nevoie sd ne
permitem sa simtim ceea ce dorim sa retrdim 1n experienta noastra in
prezent si sd constientizim ca universul este orchestrat, pentru a
manifesta ceea ce dorim in prezent. Avem nevoie doar sa urmarim
curentul care deja curge si sa facem ceea ce trebuie facut pentru a-l
manifesta in cadrul procesului de creatie. Acest lucru inseamna,
desigur, de a ne confrunta cu sacrificiul creatiei.

Tn cazul in care ceea ce ne dorim este vizualizat ca ceva ce se va
intampla in viitor in imaginatia noastra creativa, ea va fi pastratd acolo
— 1In viitor. Acesta va deveni ceva ce noi vom cduta mai curand decét
ceea ce vom avea. Trebuie sd vedem ceea ce dorim ca ceva ce deja s-a
intamplat. Trebuie fie inteles cd, la nivelul Universului care
orchestreaza toate manifestarile, intentia noastrd este instantaneu
integrata si in procesul de manifestare [5].
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Metoda stiintifica de cunoastere a functiondrii si dezvoltarii
imaginatiei creative

Ca metoda stiintifica de cunoastere a functionarii si dezvoltarii
imaginatiei creative, Ribot foloseste analogia: care dintre modalitatile
de activitate spiritual este cea mai asemanitoare cu imaginatia
creatoare? Si el ajunge la concluzia cd imaginatia, in ordinea
intelectuald, corespunde vointei in ordinea miscarii:

1. Stabilirea vointei este treptatd, parcurge incet si poate fi
intreruptd de punctele slabe. Individul incepe sa 1si controleze muschii
treptat. Materialul pentru imaginatia creativa sunt imaginile (cum ar fi,
pentru deplasare, miscarile musculare), prima Incercare este
intotdeauna o imitatie, iar apoi apar forme independente. Imaginile,
care servesc drept baza pentru diferite tipuri de imaginatie, Ribot le
Tmparte n trei grupe:

- Imagini complete, care corespund obiectelor, care in mod
constant se repetd in viata de zi cu zi si imaginile lor sunt foarte clare in
memorie.

- Imagini incomplete — provin din doua surse diferite: de
perceptii si impresii insuficiente sau slabe.

- Imagini schematice — lipsite de trasaturi individuale.

Astfel, Ribot defineste metaforic imagini ca ,atomi psihici",
subliniind ca acest lucru este posibil numai in teorie, pentru cd, in
realitate, reprezentarile-imagini nu sunt separate unele de altele, ele fac
parte din aceeasi tesdtura, retea.

2. Vointa si imaginatia sunt subiective, adicd motivele care se
afla la baza vointei si a imaginatiei sunt interne.

3. Atat vointa, cat si imaginatia se refera la un scop definit.

4. Vointa se termind prin actiune, imaginatia creativa, in deplina
forma, tinde sa confirme extern activitatea sa, care existd nu doar pentru
creator, ci si pentru altii [Apud 4].

In concluzie, privind din perspectiva fiintei umane, energia vitala
creativd sau altfel spus spiritul nostru creativ, la moment, este
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concentrat in creatia palpabild. Cea mai mare atentie si centrare este
indreptatd spre experienta noastrd fizicd, de unde si 1si ia material
imaginatia creativd. Cu toate acestea, prin valul de particule a energiei
constiintei, o parte a fiintei noastre continud sd patrunda in tardmurile
neviazute ale creatiei.
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APLICAREA SI ORCHESTRAREA MIJLOACELOR
ARTISTICE iN REALIZAREA COMPOZITIEI
VOLUMETRICE
Vasile GRAMA, lector superior

Cu sentiment profund de recunostintd fatd de
cei ce au stat la baza formarii acestui curs —
Domnului lon Daghi si regretatei Alla Uvarov

Summary
Studying bases volumetric composition is necessary and justified
for the current level of Artistic Culture, for the stage arts university
faculties.The content of this paper pursues the general aim of forming
creative thinking of young generations of artists-teachers, student
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academic training as safe versatile creative source of material goods
for society, preparation of individual personalities with creative
skills.Volumetric composition has its specifics, where it highlights a
perception with a higher degree of generalization, in the order of a set
of three-dimensional shapes. Therefore, to achieve composition will
apply in addition to those above named and some means specific to this
category: the creation of new forms (transformation and activation of
plastic), structure, tectonics, complex, whole.

Legitatea structurii

Structura este una din legitatile fundamentale ale construirii.
Poate fi observata in naturd atét la nivel macro (structura plantelor), cat
si micro (structura atomului) [5]. Calitatea semnificativd a structurii
este: intersectia, intercalarea, interconexiunea formelor, directiilor.

Prin urmare, structura evidentiaza legdtura reciproca dintre
actiuni, directii. Structura distinge particularitatile interiorului formei
(aspectul de carcasa), legatura ei schematica ce uneste toate elementele
intr-un intreg [1, p. 94].

Sensul structurii se explica prin logica interpatrunderii organice a
tuturor elementelor ei, aparitia necesitatii in dependenta lor una fata de
alta [6]. Elementele pot fi intersectate separat, intercalate si adunate in
grupuri. Stabilitatea si trdinicia obiectului Tmbina in sine un ansamblu
de legitati (ritmul, proportionarea, simetria, etc). In procesul credrii
structurii se implica intensiv iscusinta proportionarii, ce pune in actiune
optima raporturilor proportionale, cum ar fi sectiunea de aur, dar, mai
ales, a proportionarii modulare. Aplicarea ei poate fi observatd in
diverse domenii de activitate umana [3]. Deosebim doud aspecte de
structura:

a) pland, care evolueaza doar in doua directii ale spatiului (plasa
de pdianjen),

b) spatiala, se dezvolta in toate directiile si in spatiu inclusiv
(coroana arborelui).
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Realizarea plasticd presupune construirea structurii in caracter
cald, rece, combinat. Cu aspect realist, geometric, abstract, combinat.

Legitatea tectonicii

Tectonica releva si subliniaza aspectul exterior al obiectului si
reprezintd integritatea structurii cu forma. Gradul de complexitate al
tectonicii € mai superior 1n comparatie cu principiul structurii,
deoarece: tectonica neaparat include in sine structura, pe cand structura
nu e neapdrat sa posede caracter tectonic [1, p. 103]. Principiul de baza
ce denotd esenta tectonicii e Stratificarea (amplasarea consecventa a
straturilor). Sensul acestei notiuni apare din ramura geologiei, care
studiaza structura scoartei terestre.

Deci, unul din obiectivele tectonicii — consecutivitatea logica de
amplasare a straturilor (partilor unui intreg). Consecventa aceasta isi are
deja vectorul sau de directie — tot ce creste pe suprafata pamantului e
indreptat de jos Tn sus.

Prin urmare, conditia principald a tectonicii — respectarea strictd
de succesiune a urméatoarelor parti compozitionale: partea de jos (baza,
piciorul), partea de mijloc (corpul), partea de sus (capul; de exemplu,
figura omului) [1, p.106]. Forma obiectului poate avea mai multe
divizari si separari decorative, Insa, neaparat, anume n asa succesiune.
Fiecare din parti strict concureaza intre ele si se afla intr-o legatura de
raport reciproc. La realizarea practica se va atrage o atentie deosebita
aspectelor proportionarii artistice (proportionarea libera, proportionarea
modulara, sectiunea de aur). La Inceput sunt supuse proportionarii
dimensiunile generale: indltimea, latimea, grosimea. Absolut toate
partile formei se iau in raporturi proportionale [1, p. 111]. Sunt
proportionate marimile 1n directiile tuturor coordonatelor, luand in
vedere principiul perceperii lor de jur imprejur. In privinta partilor
tectonice se va lua in consideratie ca:

a) partea de sus — de obicei, e mai usoara si, dupa aspectul
plastic, e mai activa,
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b) partea de mijloc — poate forma cea mai mare valoare numerica
in raportul proportional;

c) partea de jos — fiind asociata cu baza (piedestalul), va crea o
impresie de stabilitate si triinicie. In ultima instanta, toate variantele
compozitionale pot avea dreptul la viata, reiesind din ajustarea lor la
principiul convingerii plastice argumentate.

E semnificativ faptul ca tectonica sa fie conceputa si inteleasa in
strAnsa legatura cu temele structurii si facturii materialelor aplicate.

Legitatea tectonicii se aplicd pe larg in diferite domenii de
activitate artistico-plastica: tehnica, artd decorativa, design. Deosebim
doua aspecte de tectonica:

a) pland, care evolueaza doar bidimensional (tectonica frunzei);

b) spatiald, se dezvolta in spatiu tridimensional (arhitectonica
arborelui).

Realizarea plasticd presupune construirea tectonicii in caracter
cald, rece, combinat. Cu aspect plan sau spatial.

Complexul si ansamblul formelor volumetrice

Definitia de complex are urmatoarele semnificatii:

a) stréns unit intr-un ntreg;

b) o unire a mai multor obiecte prin trdsdturi comune.

Complexul se percepe ca, o unitate alcatuitd din mai multe
elemente ce dispun de trasa-turi comune [1, p. 112]. Anume aceste
trasaturi specifice creeazd legétura trainica dintre elemente. Datorita
trasaturilor similar, care le poartd fiecare obiect in parte, grupul
dobandeste gradul de complex. Aceastd unire strdnsd, In continuare,
face ca complexul dat si se deosebeascd de alte grupuri si sd se
evidentieze din mediul in care se afld, sd se pronunte ca ceva unic. De
exemplu: complexul florei; complexul faunei.

In natura, complexul se manifesti nu numai ca un fenomen care
poate sa apara discontinuu, ci ca o legitate strictdi de grupare a
obiectelor dupa aspecte, specii, genuri. Notiunea de complex se aplica
in multe domenii de activitate umana (tehnica, arhitectura, aspect
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social) [1, p. 116]. Actiunea de juxtapunere intre doud notiuni
fundamentale, complex si ansamblu, creeaza o pozitionare reusitd intre
subordonare si coordonare.

Termenul ansamblu are semnificatia sensului ,,impreuna’.
Ansamblul, la fel, se manifestd ca o unitate, un intreg, ce se alcatuieste
din diferite elemente cu diferite trasaturi caracteristice si dispune de un
grad mai superior de organizare. De exemplu: ansamblul oceanului
include n sine complexul florei si complexul faunei marine.

Daca complexul releva substantial importanta respectdrii si
subordonarii trasaturilor commune, ce unesc reciproc elementele unui
intreg, apoi In mediul ansamblului, efectul acesta nu e observat asa de
elocvent. Aici, totul se bazeaza pe o revolutionare asociativa a acestor
particularitati caracteristice, care, transformandu-se de la un aspect la
altul, intra in continuare doar intr-o relatie de coordonare plastica intre
ele.

Asadar, pentru a initia un complex din mai multe forme
volumetrice, trebuie de inteles specificul trasaturilor comune, care
creeaza acea unire trainica intre toate elementele complexului:

Forma de baza

- Acest modul se péastreaza si se repetd in toate elementele
complexului.

- Isi modifica raportul sau proportional (mic, mijlociu, mare).

- Poate sid-si modifice si plasarea in spatiu (pe verticala, pe
orizontald).

Transformarea plastici

- Se aplica numai un procedeu (de exemplu — decuparea).

- Acest procedeu se supune modificarii proportionale.

Activizarea plastici

- Se aplica numai un procedeu (de exemplu — aplicarea
punctelor si petelor).

- Se aplica numai in locurile determinate (de exemplu — in
centrul formei; pe margini).

211



Tratarea tectonicd

- Toate elementele complexului poseda: baza, partea de mijloc,
partea de sus.

- Se aplica modificarea raportului proportional intre aceste parti.

Se disting trei aspecte plastice Tn realizarea complexului plastic:
simplu, alternativ si compus. Cel mai frecvent aplicat e complexul
simplu: include in sine, de obicei, nu mai putin de trei forme, care sunt
realizate Tn baza unei forme, prin intermediul principiilor de creare a
formelor noi (transformarea si activizarea plasticd). De exemplu, prin
intercalare si alipire se transformd numai partile centrale si de sus.
Numarul sectiunilor tectonice nu se schimba, se modifica doar raportul
lor proportional. Activizarea se aplica numai in locuri strict determinate,
cu ajutorul aceluiagi procedeu (de exemplu, linii si dungi), se modifica
doar raportul lor dimensional si proportional de la o forma la alta. Ca
regulda, sunt respectate si particularititile constructive (de exemplu,
toate formele sunt construite in baza dinamicii aspirative si asimetriei.
Centrele compozitionale ocupa si ele locuri determinate in toate
formele complexului.

Complexul alternativ se infaptuieste in baza a doua forme
fundamentale, iar complexul compus e alcatuit din minimum trei forme
de baza.

La elaborarea complexului se pot intrebuinta urmatoarele aspecte
de realizare: cu aspect pur decorativ (lipsit de continut concret); cu
aspect de continut concret (complexul obiectelor de uz casnic); in
aspectul structurilor naturale (lumea vegetald); cu aspect de instalatie.

Complexul si ansamblul, in esenta sa, sunt subordonate legii
fundamentale a compozitiei — wunitatea indisolubila intre toate
elementele comporzitiei dupa forma si continut. Ambele notiuni se
aplica pe larg in domeniile de creatie si stiinta: arta arhitecturala, arta
monumentald, arta decorativa, design [7].
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Instalatia plastica

Acest termin provine din latind, ceea ce inseamnd: a stabili.
Instalatia e o totalitate de elemente, stabilite astfel incat sa formeze un
tot Intreg, in scopul redérii unei imagini artistice de un anumit continut.
Acest gen de artd prezintd o unitate plastica creatd dupa principiul
complexului ori ansamblului. Poate sa imbine in sine diverse forme de
exprimare: obiecte de uz casnic, de destinatie industriala, obiecte ale
naturii, textile, fragmente ale informatiei vizuale (texte, logouri) [4].

Ca ramura independentd, isi ia inceputul in anii 50-60 ai
secolului trecut, cand apare necesitatea proiectirii mediului
expozitional de prezentare a artei avangardiste. Actualmente, instalatia
e un fenomen al artei conceptuale, obiect de design artistic, care usor se
incadreaza atat in plan expozitional, cat si intr-un mediu urban, purtand
in sine destinatia decorativa ori cea de functie [2].

In procesul realizarii practice, cu scopul de a concretiza si
evidentia esenta imaginii artistice, se vor aplica in mod deosebit asa
notiuni ca: asociatia si simbolul (categoriile stilizatiei artistice de nivel
superior). Un rol important in obtinerea formelor noi volumetrice va
servi aplicarea urmatoarelor aspecte asociativ-constructive [1, p. 86] :

a) de metamorfozd (asociatie cu procesul transformarii libelulei);

b) de crestere (asociatic cu procesul de crestere a regnului
vegetal: de la mic, la mare);

c) de evoluare (asociatie cu structurile spatiale ale obiectelor
naturale).

Continutul si destinatia instalatiei determina in mod obligatoriu
aspectul formei si caracterul ei plastic. Reesind din continutul thematic,
instalatia poate fi: sportiva, de reclama, culturd, stiinta, artd. Reesind
din aspectul formei: plana (pe suprafata peretelui) si spatiala (in
spatiu).

Complexul plastic, ca mijloc artistic de realizare a compozitiei
volumetrice, pentru o insugire temeinicd si o elaborare practicd de
succes, presupune urmatoarele obiective:
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- o constientizare profundd in domeniul genezei formelor
geometrice fundamentale si principiilor de transformare si activizare
plastica;

- legitatilor realiste si metodelor abstracte de construire a
formelor de design;

- posibilitatea de a opera liber si artistic cu procesul credrii
gamelor de forma;

- de a ncepe asimilarea mijloacelor plastice cu principiile facturii
si reliefului, deoarece anume ele formeaza o trecere consecutiva de la
aspectul plan spre cel volumetric;

- de a acorda o atentie deosebitd mijloacelor artistice, ca celor de
baza in formarea particularitatilor de orchestrare;

- structurii, care favorizeaza perceperea constructiva a formei. E
binevenit de a incepe cu o elaborare pland si apoi, majorand sarcina
plastica, de a trece la cea volumetrica;

- tectonicii, ce formeaza aspectul de stratificare plastica. Intrind
in sinteza cu structura, creaza una din facultatile de elegantd a formei;

- complexului, care uneste toate elementele compozitionale intr-0
unitate, evidentiind, prin aceasta, legea fundamentala a compozitiei;

- Instalatiei, care alcdtuieste o unitate compozitionald bazata pe
legitatile si principiile de construire artistic i pe sinteza intre forma si
continut.
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HCTOPUSA PASBBUTHS U3PA3IIA U KEPAMUYECKOM
IJINTKA
Ceemnana LLIIYT7K/IA, cmapwuii npenooasamens

Summary
Architectural ceramics of ancient Egypt, the East and the Islamic
countries. Decorative ceramic tiles of ancient Russia. Tiles of the 17-19
th century. Ceramics in the Art Nouveau architecture.

U3pasupl — 3TO OOMH M3 D3JEMEHTOB TECHO CBS3bIBAIOIINN
APXUTEKTYPy M KEPaMHUKY, YTO MOXKHO MPOCICAUTH B JIEKOPUPOBAHHUU
(dacaioB M UHTEPHEPOB KEPAMHUUECKOW IUIMTKOM — U3pa3laMHy.
W3nayanbHO  uW3pa3lbl  NPUMEHSIJIUCH  TOJNBKO KAk — DJIEMEHTHI
APXUTEKTYpbl M KakKk OTIeNKa WHTephepa — CTEH, IIOJIOB, TOTOJIKOB.
Boo0mie, n3pasnamu cauTanuch J00bIe TEKOPaTHBHBIE KepaMHueCKHe
AIIEMEHTHI MOKPBITHIE IBETHOW TIAa3yphl0, PUCYHKOM HIIH pelbedoMm.
OTO ceromHs MBI pa3InyaeM KepPaMHUYEeCKYyl0 IUINTKY W HU3pa3Ibl.
Cunrast n3pa3ubl NCKIIOYUTENBHO I YKPAMICHUS] KAMUHOB.

CoBpeMEHHBI TEPMUH «Ka(elb» MPOUCXOAUT OT HEMEIKOTO
[Kachel] u 6ykBanpHO MmepeBOAMTCS Kak «M3pa3eip T. €. KepaMuuecKast
IUINTKA, paclnucaHHas Bpy4yHyro. K cokajeHuto, B COBpeMEHHOH
ApPXUTEKTYpE HAIIETO PErHOHA ACKOPATUBHBIC KEPAMUYECKUE AIEMEHTHI
MPAKTUUYECKA HE MPUMEHSIOTCA, 33 PEAKUM HCKIIOYCHHEM. XOTs
MPUMEHEHNE W3pa3l0B MMEET OYEHb JPEBHIOID UCTOPUIO W IUPOKHUN
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apean. 1 B Hekoropwix peruoHax Wramuu, Mcnanun u lomnanauu
KepaMHKa B apXUTEKType aKkTyaJlbHa U CETOHS.

BrniepBrie kepaMudeckast INIMTKa BCTpedaeTcss B MeconoraMuu B
I1l-em TBIC. O H.3. [0 cBOe# popme U pasmMepy HAIOMHHAET MO3AUKY.
Ero oOnumoBsIBaichk ABOPIBI U XpaMbl. [IMUTKa MOKpBIBaIach movTH
CaHTUMETPOBBIM CJIOEM IVIa3ypH, YTO JEJaJI0 €€ HE TOJBKO KPacUBOIi,
HO W OdYeHb HpouHoi. OFHM W3 TEPBBIX W3Pa3NOB ObUTM HAWIEHBI B
Erunre B mupamune papaona /[xocepa.

Crnenyromuii 3Tam pasBUTHS H3PA3IOB KaK apXHTEKTYPHOTO
JIEKOpaTUBHOTO 3jeMeHTa mnpousomen Ha bmmwkaem u Cpeanem
Bocroke. K |-My Beky 110 H.3. KepaMuyeckas IUTUTKa MPHOOpena B
CXOXUH C TeM, YTO MbI BUIUM cerofHsa. OcoObIil paciBeT IPOU3OIIILIT B
[peBuem Ipane, KOTOpbIii B 3TO Bpems CTal MPaKTHYECKU
MOHOTIOJICTOM B 3Toi oOmactu. W3pasikl, m1a3ypoBaHHBIN (haCOHHBIN
KUpIUY U IUIMTKA YKpallaaud ABopLbl Hapeld Accupuu, BaBunona u
Ilepcun.

Hambomee wmommHOe pa3sBuTHE KepaMHKa IOMydWiIa B
ApPXUTEKTYPHOM HCKYCCTBE MClIaMa, B IEKOPATUBHOW OTHAEIKE MeUeTel,
JIBOPLIOB ¥ 3aMKOB. BenWKoNemHble apXUTEKTypHBbIE MaMSITHUKH
Cpenneit Asun Hauana XV Beka X CTEHbI U KyIOJa BHyTPU U CHAPYKU
CIUIOIIb YKpallleHHbIE KePAaMUYECKON IUIMTKOW 10 CHX IMOp MOpPakaroT
cBouM BenuuueM. Meuers bubu-Xanym, Magszomneii ['yp-Omup B
CamMapkasjie OBIUSJIM Ha Pa3BUTHE apXUTEKTypsl Typuuu, a BMecTe ¢
S5TUM W Ha Pa3BUTHE OTIEIOYHON KepaMHUyeCcKOM NIUTKH. BHemHwue
crenbl [/IBopua Tonkambr B CramOyse oONMHIIOBaHBI, Tak HA3bIBAEMOM,
W3HUKCKOW IDTUTKOW codeTaroIe B cebe Oumproly H  KOOabT,
M3roTOBIsIeMyto B Topose M3uuk B XV Beke.
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Menpece. Camapkaan. Doto aBTopa.

B crpanax EBponsl u3pasusl m3BectHsl ¢ VI Beka. brnarogaps
Bocroky, uactmuHO depe3 lcmaHckue 3aBO€BaHMSA, YacTHMYHO
TOPrOBBIMH MyTAMHU YEpPE3 UTAIBIHCKHE FOPOAa, KepaMHKa MPOHUKJIIA B
EBpomry. Katonmudeckue CBAIIEHHUKH, jKelas UMETh CaMble KpacHBBIC
XpaMbl B MHpE A0pabOTaiM TEXHOJIOTHUIO W3TOTOBJICHHS IUIMTKH H
JIOBEIN €€ MPAKTUYECKH 0 COBEPIICHCTBA. BCKope MIMTKA Morydmnia
MOBCEMECTHOE PACIpPOCTPaHEHNE, W JIIOAW CTalld YKpallaTh €0 CBOH
Kunuina. [TosBISIFOTCS MHOTOUHCIIEHHBIE PEMECIEHHBIE MACTEPCKUE 110
U3TFOTOBJICHHIO OTIEIOYHOM KEpaMUKH, HO €€ Ka4eCTBO CHUJIbHO
yCcTynaeT U3AeNUsAM KaToJMYEeCKHX MOHACTBIPCKUX MacTepckux. B IX-
X Beke B pa3BUTHE OTACIOYHON M OOIMIIOBOYHON KEPaMUKU OOJIbIIOMN
BKJIaJl BHECIH WUTaNbsAHIBI ¢ ocTpoBa Maiiopka. Ilo Ha3zBaHuiO 3TOTO
OCTpOBa JI0 CHX NOp IIa3ypOBaHHas K€paMUKa Ha3bIBaeTCs MalolHKa.
PononauanbHUKOM HTaIbSHCKON MIKOJIBI IUIMTOYHOTO IPOU3BOICTBA
3acmyxeHHo cumraercs Jlyka me ms Pooma. B XV-XVI B Eppore
HNOJIYyYWINM ILIMPOKOE PaCIpOCTpaHEHHE Oeble C CHHUM PHCYHKOM
M3paslpl.

Kpemenune Kuepckoii Pycu u BiausHue Buzantum mnpuseno k
MOSIBJICHAIO apXUTEKTYPHO-CTPOUTENBHOM KepaMHUKU B JIpeBHER Pycu.
B xpamMoBOM 3071u€CTBE CTalM UCIONb30BATHCS KEPAMUUYECKUE TOPIIKH
«TOJIOCHUKI», KOTOPbIE BMYPOBBIBAJIUCH NPU COOPYKEHUM CTEH, apoK,
KyTOJBbHBIX KOHCTPYKIHMM 71 YMEHbIIEHHS MX Beca, a TakkKe B
KaueCTBE PE30HATOPOB.

Kepamnueckas IUIUTKA cTana pacnpoCcTpaHEHHBIM
JEKOPAaTUBHBIM MaTEpUAIIOM JUIS KYJIBTOBBIX COOPYKEHUH M KHIKECKUX
xopoM. IIpon3BoACTBO MIAAKKUX TMOJIUTHIX OJHOLBETHBIX M PACIIHCHBIX
IUINTOK Hadanoch B Kuese, OTKyga M pacHpoCTPaHMIOCh Ha JIPyTHE
3emuin Kuesckoii Pycu.

W3HavanpbHO MONMUTHIE TUIMTKM TPUMEHSIIUCh KaKk HEIOpOron
Croco0 WMUTALMU MO3aWK BU3aHTHHCKUX XpamoB (JlecsatuHHas
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1epkoBb, CoueBckuii coO0p), HO IOTOM HMX MTPOU3BOACTBO MEPEPOCIIO
B CAMOCTOSITEJILHBIN B XY0KECTBEHHOTO peMeciia.

[Mapamnensno B [anmumHe  pa3BHBajIoOCh  M3TOTOBJICHHE
penbedHON KepaMHUYecKOi IUTKH. [losIBHIIMCH Takue MOTHBBI Kak
JbBBI, TPU(OHBL, CHPUHBI U T. [I.

[lepBbie M3pa3Lbl Kak MNPUHLOUI KEPAaMHYECKOro JAeKopa
Hapy>XHBIX CTEH HaiieHHl B iepkBu bopuca u Imeba B Komoxke B 1170
rony. Bmecto TpaguimoHHOTO (ppH3a B KUPIUUYHYIO KIAAKy B paszdpoc
BCTaBJIEHbl KEpPAMUYECKHE IUIUTKH. OJTOT NPHHLUI JEKOPUPOBAHUS
MOJIy4YUT CBOE Pa3BUTHE 4Yepe3 IIATh BEKOB B fIpocinaBCckod XpaMoOBOM
apXUTEKType.

B 1656 roxny, B 70 xunomerpax oT MockBsl, Ha peke Mcrpa Obut
Bo3BeneH Hoso-UepycamuMckuii MOHAacThIpb. JTO OBUT  IMEpPBBIH
MOHACTHIPh Ha PycH, yKpaleHHbIH n3pa3uamu.

CDOTMO 1.

Ho XVII Beka wu3pasipl CIyXWIH YKPAIICHUEM TOJBKO
Hapy>KHBIX CTEH XpaMOB M IBOPLOB, U Tosnbko B XVII Beke ux cramu
UCTIONIb30BaTh BHYTPH CTpOEHMH st oOnuuoBku nedeid. llepBwie
u3pasubl ObUIN penbedHbIE TEpPpakoTOBbIE «KpacHble» (dorto 1.) XVI
BEK. 3aTeM MNOSBUIMCH MOJHMBHBIEC pelibeHbIC 3eJeHbIe U KOPUYHEBBIE
«mypasnenbie» (¢oro 2.) cepenuna XVII Bex. Bo BTOopoil momoBuHe
XVII Beka Oemopycckue Macrepa J00aBHIM — OCNbI, CHHUH,
OMpPIO30BBII M JKENTHIA IIBET, IOSBHIKCH IIOJMXPOMHbIE pelbedHble
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u3pasusl (poto 3,4.). B XVIII Beke Ilerp | mpusosur u3 lomnanaun
M3pa3lbl, pacnucaHHble koOansToM 1o Oenoit smanu (doto 5.). etp |
Ha3bIBaJ WM3pas3lbl HA HEMEUKHUH MaHep «Kadis», OTCIoma W IMOULIO
COBPEMEHHOE Ha3BaHUE «Ka(elb» WIH «KadeabHas IUINTKa». Pycckue
MacTepa IOCTENIEHHO CTalu BMeECTe C OelI0O-CHHUMHU PAaCHHCHBIMU
U3pa3aMy U3rOTaBIMBATh OJMXPOMHBIE PACIIUCHEIE.

doro 3. doro 4.

B Poccu cBoero BeICHIETO pa3BUTHS HUCKYCCTBO W3TOTOBIIEHMS
kepamuueckoit TuTKH gocturiio B XVII Beke. Ilpomsomen B3ner
SPOCIABCKOTO 30q4ecTBa. BO3HMK CTWIb, MOMYYHUBILIUN Ha3BaHUE
SIpocnasckoil u PocToBckolt apxuTekTypHO# mkonsl. Ha miane ropona
Spocnasns 1777 rona nokasano 19 xepamudeckux 3aBonoB. OqHUM U3
CaMBbIX M3BECTHBIX apXUTEKTYPHBIX NAMSITHUKOB sBisAeTcsl PocToBCkmit
KpEMJIb.

XpaMoOBBIi KOMILJIEKC B
Kopornukax 1649-1654.
SIpocnaBckasi apXUTEKTypHast
mkosia. GoTo aBToOpa.

B mHagame XX Beka,
MOSIBJICHUEM  CTWIS  MOJCPH,
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KepaMHuuecKkas IUIMTKa MOJy4aeT CBO€ HOBOe pa3Burue. B Mcnanum
U3BECTHBIM apxXuTekTop AHTOHHMO [aymu crTpour Uensld psn
ApXUTEKTYPHBIX OOBEKTOB, OOMMLIOBaHHBIX Kadenem: nom bambo, mom
Buncenc, napk I'yans, Carpaga @amunus u 1. 1. Kadens nucnonssyercs
Kak Ha BHyTPEHHMX CTE€HAaX, TaK M HApY)KHBIX. ['ayi B CBOMX MO3anKax
cymen 100UTbCsl HEOOBIKHOBEHHOM UIPBI LIBETA U CBETA, OTKPHLT HOBBIE
3CTETUYECKHE BO3MOXKHOCTH HCIIOIb30BAaHUS KEPAMHUYECKOM IJIMTKU B
apXUTEKTypHBIX (opmax. B ero paborax 3To HE MPOCTO OTAEITOYHBIH
MaTepuall, 3TO OAMH U3 COBEPIICHHO HE3aMEHHUMBIX 3JIEMEHTOB
APXUTEKTYPHI.

§ j 4( . : y ? 3
A. T'ayau. lom banbo 1904-1906 rr.

: ! s o A T y | — - 1 < -y %
H.K. XKyxos, b.H. [llnaybepr. J{om IleproBeix 1907 .
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B stu xe rogsl, B Poccuu, B cTuie monepH, apxurekropamu H.
K. XKykoBeim u b. H. IlInaybeprom ctpoutcsi qom [leprioBbIX, cTEHBI
KOTOPOTO BBUIOKEHB! H3pa3uaMu. M3pas3npl ObUIM  BBINOJIHEHBI IO
acknzamMm C. B. MamornHa B kepamuyeckoil Mactepckod A. B.
OununmoBa «Mypasa», opranu3zoBanHoil B 1907 romy. Ha dacamax
3nanus Oonee 30 KepaMHUYECKUX KOMITO3HITHIA.

Jns MonaoBel HCHONB30BaHWE H3PA3LOB W KepaMU4YECKOU
TUTATKH B apXHUTEKTYpe HE ABJIETCS TpaAuINOHHEIM. Ho Tem He MeHee,
HECKOJIBKO TaKUX MpHUMEpoB cymiecTByeT. B Kummaese, Ha mpocnekre
redana wen Mape mnocTpoeH >KWiod goM, ¢acaasl KOTOPOTo
YKpalleHbl penbeHBIMH KepaMHUueCKUMHU BcTaBkamu. Ho ocobo B
HallleM Tropoje  Bbensercs 3aaHue  KpaeBemueckoro — Myses
apxutekropa B. [lpranko, mocrpoennoe B 1905 roay (dorto 6.).
EnuHCTBEeHHOE 3/maHWe, BBIIONIHEHHOE B BOCTOYHOM CTHIIE U
yKpamieHHOe (pu3zaMu W3 TOIUXPOMHON KEpaMUYEeCKOW ILTUTKH.
ITmutka Opi1a ipuBe3eHa u3 Opecchl. B 1948 romy mon pykoBoACTBOM
apxutekropa JI. Uynpuna 6bu10 mocTpoeHo coBpeMmeHHoe 3nanue JK/|
Bok3ana B KwummneBe (¢poro 7.). B nmexopupoBanmm dacanma 3maHus

doTo 6. doto 7.
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NUDUL iN CREATIA SCULPTORULUI SI PEDAGOGULUI
ION ZDERCIUC
Eleonora BRIGALDA, dr., conf. univ.,
Ana MARIAN, dr.
Summary

For the sculptor lon Zderchuk, the nakedness has its ability to
transmit the expression, which allow to show a mood in the portrait's
mage, but also to attain a high degree of truthfulness in his
compositions. His knowledge of anatomy and art image transmission,
acquired at the Republican Art School by the name of I. E. Repin in
Chisinau, later at the Academy of Arts in St. Petersburg, was applied by
lon Zderchuk for the profession of sculptor and teacher. From the
twenty seven students the eleven persons have chosen the nude figure

for the graduation thesis.

[

expresie, care permit relevarea dispozitiei portretizatului, dar si
conferirea unui grad inalt de veridicitate compozitiilor sale.

La vérsta de 17-18 ani, viitorul sculptor a modelat un prim nud.
Din adolescenta, inca, dragostea pentru frumos il tenta si modeleze
nuduri, un gen al artelor plastice atat de palpitant pentru el [3, p. 22]. La
colegiul 4. Plamadeala, pe atunci Scoala Republicana de Arte I. E.
Repin, primele nuduri, desenate, au fost create de el cand era la anul I11.
Initial, Ion Zderciuc a fost fascinat de opera lui Auguste Rodin si voia
sd faca si el o reprezentare a bunicii, s evidentieze caracteristicile
varstei, pielea cu riduri. Voia si el s deseneze, ca Albrecht Diirer, in
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schita sa o femeie de varsta a treia nud. La anii III-1V, fiind in clasa
profesorului Afanasie Oprea, a executat desenul si a pictat un nud.
Profesorul accentua atentia elevilor la construirea formelor, la echilibru,
coloristica. Impresionati de pictorii renascentisti, elevii, printre care si
Ion Zderciuc, se straduiau sa imite hasurile lui Michelangelo.

Dupa aceea, in timpul studiilor la Academia de Arte din Sankt-
Petersburg, din anul I, a inceput a modela nuduri. El urmarea procesul
de lucru al colegilor mai pregatiti, dar inca nu poseda abilitatile
necesare. Dar in anul II, semestrul II, a facut un nud-relief, urmarind
legitatile reprezentdrii clasice, dar conferindu-i si o tentd impresionista
si o lejeritate care vorbea deja despre profesionalismul lui. In anii de
studii 111-V modelau nuduri incontinuu: nud in picioare, nud feminin,
nud masculin. lon Zderciuc prefera stilul impresionistilor, cand lucra in
bronz, cel al lui Michilangelo, cand lucra in piatrda sau marmura. L-a
pasionat si arta africand, 1n care il atrdgea in mod deosebit privirea,
mimica personajelor, textura si energetica pieselor de artd religioasa.
Orice expozitie vizitatd exercita asupra spiritului creator al tdnarului lon
Zderciuc o anumita influenta [2, p. 87].

Este necesar sa remarcam faptul cad in linia de nuduri create de
Ion Zderciuc este dificil sau, practic, imposibil sd urmirim o evolutie
pas cu pas. De fiecare datd, autorul se orienteaza spre diversi maestri,
face replici ale unor lucrari ale acestora, se reintoarce peste un timp la
imaginile agreate odinioara.

Printre primele nuduri care s-au pastrat in atelierul sculptorului
Ion Zderciuc este si Nud feminin, lucrat in bronz in anii ’80-’90.
Principalele caracteristici ale acestuia sunt formele aplatizate, fara
rotunjiri, astfel incat forma se citeste in contre-jour. Aici este
impresionant gestul dezinvolt al mainilor.

Un alt nud, realizat in aceeasi perioada (1988, bronz), reprezinta
o figurd dezbracandu-se. El pastreazd forma unitara, fiind privitd ca o
umbra intensa in contre-jour. Gestul mainilor dispare treptat, lucrarea
fiind lecturata in intregime.

223



Din aceasta perioada dateaza si compozitia Muza timpului (1982,
bronz), in care formele corpului transpar usor prin haina diafana.
Eleganta chipului, plastica formelor, alura unei piese antice au fost
redate cu maiestrie de autor.

Din anul 1993 dateazi Nud feminin in bronz, in realizarea caruia
se resimte scoala facutd la Sankt-Petersburg: este un nud relaxat, cu
formele muschilor coapselor puternic evidentiate, cu gestul mainilor
ridicate deasupra capului. Acest nud are un precedent: Nud feminin
(1983, metal), care este redat in aceeasi miscare, dar diferd prin pieptul
aplatizat, pe care se intrezaresc sub piele coastele si prin soldurile mai
putin proeminente.

Sculptorul lucreaza si In maniera abstracta, agsa ca in mostra de
sculptura cu denumirea Nud. Rapirea Europei (anii *90, bronz) si in cea
cu titlul Nud (1990, bronz). n prima lucrare, formele, volumele
realizeazd un contrast intre formele pline si cele goale, toate insa
conferd nudului, redat culcat, plinitate fizicad. Cea de-a doua piesa se
caracterizeaza prin volumele redate strict prin forme geometrice, care
nu se intercaleaza, ca in primul caz, ci se suprapun intr-o logica
cunoscuta doar de autor.

Uneori, plasticianul initiazd un discurs complicat cu spectatorul.
De exemplu, in lucrarea Rugd (anii ’90, bronz), formele sunt aparente si
ascunse simultan, lucrarea poate si nu poate fi calificata ca nud si doar
mainile Tmpreunate in rugdciune si energetica lucrdrii domind
spectatorul Tndelung.

O alta lucrare, Nud (2000, bronz), reprezintd o figura robusta de
femeie, cu formele usor rotunjite, in miscare de contrapposto, cu
mainile la piept. Din aceeasi serie este si sculptura Nud (2000, bronz),
in care personajul este redat intr-o miscare liberd cu mainile deasupra
capului. Autorul urmeaza linia de reprezentari din anii *90.

Ceva mai descatusata este Cocheta (2000, bronz), care pare a
poza discret in fata spectatorului. Dar, la fel ca in anii ’90, silueta se
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lectureaza primordial, formele volumetrice ramanand sa fie citite
ulterior.

Chipul din lucrarea Nud feminin (2005, teracotd) este redat de
Ton Zderciuc cu deosebitd tandrete. Spre deosebire de nudurile din anii
1990-2000, acesta este redat cu lux de amanunte: sub pielea
personajului se profileazd coastele, formele sunt redate conform
caracteristicilor anatomice. Migcarea corpului este libera si senzuala.

In anul 2006, sculptorul creeaza in bronz nudul Disperare. Spre
deosebire de nudul barbatesc, omonim, realizat de Alexandru
Plamadeala, acesta este mai calm §i relaxat, mai putin tensionat si
dramatic. Poate fi urmadrit lucrul sculptorului cu modelul, dar si
anatomizarea riguroasa, care confera viatd chipului.

Din aceastd perioadd dateaza si lucrarea In asteptare (2009,
bronz), in care, tratarea realistd, exagerarea lungimii membrelor
inferioare si a corpului, poza personajului contribuie la crearea unei
atmosfere aparte, de asteptare.

Sculptorul lon Zderciuc vine si cu replici ale unor lucrari mai
vechi. Astfel, Nudul. Rdpirea Europei (anii ’90, bronz) precede in
general un nud mai recent, cu denumirea Liniste (1994, marmura).
Lipsit de stilizare si abstractizare care caracteriza primul nud, acesta din
urma, Liniste, contine forme rotunjite si armonios compuse. Totusi, pe
langa dispozitia relaxanta, el contine si 0 doza de Incordare fizica.

Un nud cu denumirea Eva (1997, bronz) reprezinta o femeie intre
doua varste, caracteristicile specifice ale careia au fost redate cu
exactitate. Avem 1n fatd nu un personaj biblic, ci o femeie
contemporand, ajunsd la varsta cand deja este necesar sa meditezi
asupra adevarurilor vietii. Denumind acest nud Eva, autorul nu numai
ca a ridicat probleme de spirit, ci si a redat iscusit corpul nud,
caracteristicile de varsta ale personajului.

Ajuns la etapa cand sculptorul deja si-a format propriile
convingeri despre modul in care trebuie si fie modelat un nud,
sculptorul Ion Zderciuc abordeaza nudul ca parte constitutivd a
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compozitiilor sale. Astfel este un dublu nud cu denumirea 1Tn zidul lor
zidesc suflarea (1994, bronz), continand o figurd feminind si una de
barbat, tinAndu-se de maini. In aceastd lucrare se resimte energetica
mostrelor africane, dar si influenta nudurilor lucrate in anii 1990-2000.
Figurile sunt privite si apreciate in contre-jour.

Tema perpetua a dragostei, cu reflexe de sexualitate, este redata
de sculptor in compozitia Indragostitii (1987, bronz), in care cele doud
nuduri sunt artistic intercalate astfel Tncat se privesc de la distanta ca o
floare.

Nudurile in care persistd corporalitatea au stat la baza
compozitiei Sarutul (1987, bronz). Aici cei doi sunt redati intr-0
imbratisare nepamanteascd, ce le ,topeste” mainile si picioarele.
Metafora acestei imagini de ,,la figurat” trece ,,la propriu”[2, p. 87].

Formele organic rotunjite, cu efect de nonfinit, migreazi in
compozitia Abandonatul (1988, bronz). Dar, in afard de efectele si
imaginile-rationamente ale sculptorului, creatia lui se afla sub imperiul
influentelor operei lui Constantin Brancusi, care se resimt si in aceasta
imagine. Nou-ndscutul brancusian este cosmic si produce altfel de
asociatii decat Abandonatul lui Ion Zderciuc, care trezeste compasiune
si duiosie.

Din anii 1993-1994 dateazd compozitia cu doud nuduri Si dor §i
zbor (bronz). Cele doud corpuri sunt redate in zbor, levitind usor
deasupra pamantului, este un imn al dragostei, metafora lui lon
Zderciuc fiind redatd si aici direct. Aceastd lucrare va genera o
compozitie de proportii mai mari, cu denumirea Pe aripile dragostei
(1988-1994). Lucrata cu grija in lemn nuantat, ea abordeaza un subiect
similar: zborul dragostei, tandretea existentd intre doud persoane
indragostite. Spre deosebire de prima compozitie, aici prezintd interes
jocul clarobscurului si aplicarea culorii. Autorul nu tinde spre
naturalism, culorile de baza folosite sunt galbenul, albastrul si rosul,
redate separat si spontan, astfel incat sa mentina integritatea formelor si
culorii in compozitie. Un alt aspect reusit al acestei compozitii este
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faptul cd ea se lectureaza integral, dar poate fi privita si in detalii, iar
impresia produsa este de lunga durata.

O compozitie, devenita deja celebrd, si care se pastreaza in
fondurile MNAM, este cea cu denumirea Pigmalion (1988, bronz). Tn
cele doua semitondouri, cele doud figuri nude difera, dar si se
completeaza reciproc. Nudul barbatesc, interpretat in spiritul antichitatii
grecesti, care il reprezintd pe Pigmalion ingandurat, este insotit de
Galateia nuda, redata in spiritul artei constructiviste, in special al celei
lui Aleksandr Arhipenko. Pe fundal apare imaginea generalizatd a unui
ingeras cu arcul intins. Chinurile creatiei, firea si relatia artist—om,
artist-muza, aspiratiile unui artist — toate au incaput in cadrul strict al
acestui semitondou, care arata ca o carte deschisa.

Autorul mai apeleaza la tema creatorilor din tezaurul universal,
creand si un chip cu denumirea Dante (1996, bronz). Incadrata intr-un
cadru circular, imaginea lucrata in volum, pe alocuri iese din suprafata
fundalului, pe alocuri face brese, astfel incat suprafata capata efecte de
spontaneitate si de vechime. Modul in care este redat Dante este unul
adanc, personajul fiind surprins Tntr-un moment de inspiratie si de traire
profunda.

Tema este continuata in compozitia Orfeu. Eminescu (1997,
bronz), care se afla in prezent la Galeria Parlamentului Romaéniei.
Sacralitatea actului creatiei este redat sugestiv si emotionant de autor in
chipul personajului cu corp ascetic, cu privirea ridicatd rugator spre
ceruri, cu mainile care cer instrumentul pentru a da glas ,melodiei
divine”, care 1i domind auzul si inima lui. Astfel, printr-0 imagine, pe
cat s-ar parea de pamanteascd si corporald, autorul a reusit si evoce
taina creatiei si chinul creatorului de a-si realiza opera.

Ion Zderciuc aduce spectatorului si imagini feminine de o duiosie
aparte, cum ar fi, spre exemplu, Maria Cebotari (2001, bronz). Corpul
gratios ca o coloana al cantdretei este flancat din doud parti de cortina,
scena este doar sugerata — toate ne aratd hotdrarea cu care artista intra in
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scend pentru a cuceri publicul. Mai putin obisnuitd pentru plastica
autohtonad, aceasta compozitie este un imn feminitatii.

Si, 1n sférsit, un nud prin care lon Zderciuc va intra in tagma
celor mai merituosi creatori din tara, este cel din compozitia Ana (1996,
bronz, lemn). Personajul central din balada Mesterul Manole, Ana, cea
care devine jertfd pentru ca manastirea Argesului, ,,monastire naltd,
cum n-a mai fost alta”, sa fie ridicatd in locul ruinelor unui templu
pagan, unde au fost aduse sacrificii sangeroase zeilor. Chipul nud al
Anei insarcinate este lucrat de autor in bronz si situat in interiorul unui
trunchi de copac, care, la fel, se deschide asemeni unei carti. Trunchiul
de copac simbolizeaza si trunchiul viguros al arborelui neamului.

Astfel, pornind de la statuete-nuduri, trecand prin faza unor
reprezentdri mai naturaliste, apoi la compozitii in care metaforele sunt
integratoare, autorul trece la compozitii ce evoca personalitatile marilor
creatori §i mai tarziu la temele spiritualitatii neamului.

intors la Chisinau, in anul 1987, el lucreaza la Fondul Plastic, iar
din 1988 este profesor la Facultatea de Arte Plastice a Universitatii
Pedagogice de Stat Jon Creangd. Cu studentii din anul IV el lucreaza si
asupra nudului, programul fiind mai vast ca in prezent: la nud se lucra
24 de ore academice. Pentru ore el a pregatit suporturi, armaturi si
studentii vor lucra staruitor asupra nudului In picioare, urmarind de pe
model migcarea in contrapposto. Uneori studentii vor face statuete in
plastica de mici dimensiuni, care, de asemenea, necesitd abilitati si
munca asidua.

Astfel, absolventul anului 1999, Eduard Ciobanu, creeaza un nud
in gips. Mai mult liric si romantic, acesta are formele idealizate,
racursiul fiind optimal pentru a obtine un rezultat deosebit. Tar in 2001,
studentul Godoroja creeaza, in atelierul lui Ion Zderciuc, compozitia
Tezeu (2001, gips patinat), lucrare plind de dinamism cu un nud si o
fiinta fantasticd. Linia este continuatd de Ala Guivan, cu lucrarea
Disperare (2004, gips patinat), in care formele au o alura moderna. Un
nud (2009, gips patinat), intr-o poza degajatd, este lucrat de Olga
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Drobac. Si studentul Moiseev lucreaza o compozitie-nud cu denumirea
Descatusare, in anul 2010, Tn gips patinat. Este o lucrare deosebit de
reusitd, atdt sub aspect plastic si compozitional, cat si sub aspectul
anatomic.

De asemenea au creat nuduri la lucrarile de licentd, studentii
Vitalie Moraru — Sarut (1999), Aliona Burdila — Rapirea Europei
(2001), Nadejda Rotaru — Nud (2004), lon Bolocan — Nud (2005), Lilia
Ochisan — Nud (2007) si, la masterat, Victor Cires — Oglindire (2015).

Dintre cei 27 de discipoli ai profesorului lon Zderciuc, 11 au
preferat sa modeleze, pentru lucrarea de licentd, nud feminin sau de
barbat.

Desigur, aportul pedagogului si sculptorului lon Zderciuc la
instruirea si ridicarea nivelului artistic al lucrarilor studentilor este
inestimabil. El pastreaza totusi maniera fiecarui student, lucrarile lor
filnd neomogene, irepetabile. Studentii capdtd un suport teoretic si
practic care 1i va ajuta si dupa absolvirea facultatii sa lucreze nuduri de
sine statator.

Ca specialist si membru al UAP, Ion Zderciuc nu prea practica
nuduri. Anterior, in anii 90, si-a dorit sa creeze un ciclu de nuduri
pentru o expozitie personald doar cu nuduri. In primele cicluri de
lucrdri urmarea asemanarea, avea atractie pentru forme, astfel incat,
dupa cum spune el, ,,sub stratul de material sd pulseze viata”. Acum
nudul sdu este mai sumar, mai schematic, pentru el conteaza gestul,
dinamica, el nu mai urmaéreste natura cu exactitate.

Pe viitor vrea sa lucreze in lemn compozitii sculpturale-nud.
Vrea sa-si definitiveze propriul stil, preferintele lui fiind multiple.
Dintre lucrarile colegilor sii, a mentionat nudurile facute de Nicolae
Nita, pe care le considerd deosebite, cu o energetica deosebitd. De
asemenea i-a remarcat pe Ion Bolocan si pe Ioan Grecu. El considera ca
ar fi oportuna organizarea unei expozitii cu nuduri la Chiginau.
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Nudurile unduioase si mladioasele cupluri ale lui lon Zderciuc,
innobilate de vibratia calma a luminii, reprezinta trdiri ale eternului
uman: de puritate, gingésie si armonie [1, p. 3].
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COORDONATE MUZICALE TN CREATIA LUI MICALOIUS
CIURLEONIS
Rodica URSACHI, dr., conf. univ.

Summary
Art is a multi-structural dimension that combines various fields.
These areas may occur alone or in combination with each other. An
inter-artistic synthesis occurs in the creation of Micaloius Ciurleonis,
combining music with painting. He structures his paintings principles
specific compositional works of music (sonata, running and so also)
and makes beats ,, sound" polyphonic.

Comportamentul omului este determinat, in general, de ritmurile
vietii, ale lumii inconjuritoare sau de cele care-i determind existenta.
Ca orice om, artistul este impregnat, intuitiv sau constient, de asemenea
ritmuri naturale. Paul Klee mentiona ca ritmul poate fi perceput prin
simturi — auz, vaz, sesizarea ,,in muschi” [1, p. 177].

Ritmicitatea structurii plastice este prezenta in diverse genuri ale
artei — muzica, pictura, poezie. Pe parcursul evolutiei sale, omul a fost
fascinat de misterul muzicii, cAnd armonioasd, cand vie si vibrantd. La
ea au recurs magii $i samanii, ea fiind posedatd de Krishna (fluier),
Apollo (harpa cu sapte strune), Orfeu (lira), Pan (naiul) si alte personaje
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care au transmis vibratia ,,muzicii divine” in lume. Muzica este factorul
»invizibil”, care influenteazd dezvoltarea societatii umane, fapt
confirmat de o zicald chinezeasca: ,,poporul care nu poseda o muzica
purd, luminoasd, armonioasd, este sortit pieirii” [2, p. 129].

Pe parcursul istoriei omul a relationat culoarea cu sunetele,
muzica cu pictura, cautdnd sa inteleagd acest raport. Diversitatea
opiniilor referitor la raportul dat au fost Thcununate cu descoperirea lui
Isaac Newton, care a determinat ca tonalitdtile muzicale si culorile au
frecvente comune sau lungimi de unda asemanatoare [4, p.71]. Ulterior,
in secolul XX, V. Kandinski inainteazd o altd ipoteza bazatd pe
atribuirea unui timbru muzical anumitei culori. Pictorul de origine
ruseascd asociaza culoarea albastrd cu melodia de flaut, rosul, cu
sunetul trompetei, iar azuriul, cu cel al violoncelului. De asemenea, el
afirma ca existd o reciprocitate de efecte intre forma si culoare, cu
conditia cd va fi luatd in consideratie directia acestei forme
(triunghiulare), deci miscarea [2, p. 57]. Culorile ,,ascutite” sund mai
puternic dacd sunt asociate cu forme ,ascutite” (culoarea galbend in
forma triunghiulara), iar culorile cu tonuri mai adanci sunt mai adecvate
in forme rotunde (albastrul) si patrate (verdele).

In opinia lui, neconcordanta dintre forma si culoare nu trebuie
privita ca o lipsa de armonie, ci dimpotriva, ca 0 noud sansa spre o noua
armonie, deoarece numarul culorilor si a formelor este infinit, deci si
combinatiile posibile sunt la fel, infinite [2 p. 57].

Aceste idei au aparut 1n baza sinesteziei sau a ,,auzului colorat”
(sunetele evocd culori in imagini), de care dispuneau mai multi
compozitori si chiar pictori — N. A. Rimski-Korsakov, A. N. Skreabin,
P. Klee, si dupa unele surse, insdsi V. Kandinski. Skreabin chiar a
alcatuit pe cale empiricad o tabeld paraleld a tonurilor muzicale si
cromatice [2 p. 53].

Echivalarea vizuala a muzicii este prezentd, cu precadere, in
perioada simbolismului, adeptii cdruia considerau ca realitatea ascunsa
din spatele aparentelor poate fi sesizata simultan prin diferite canale
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senzoriale, comunicand si conlucrand intre ele. Simbolistii evitau sa
exprime ideea concret, direct si recurgeau la alegorie, simbol
(simbolistica florilor, culorilor, instrumentelor muzicale, pietrelor
pretioase §. a.), metaford. Acest limbaj plastic implicd anumite
cunostinte, pregatire filosofica, stiintifica.

In aceastd perioad, poetii recurg la echivalarea sonora a
culorilor, iar pictorii echivaleaza plastic sunetul (poeziet+pictura
(,literaturd  picturala”, ,picturd literalizatd”), poezie+tmuzica,
muzica+tpicturd (muzica in culori”).

Multi pictori au fost muzicieni profesionisti si viceversa. Spre
exemplu, pictorul si compozitorul baltic Micaloius Ciurleonis (1875-
1911) a absolvit conservatorul din Varsovia si Leipzig (a compus peste
200 de opere muzicale, a scris povesti si texte poetice pentru operele
sale muzicale), a practicat o ,,pictura muzicala”, deoarece percepea
muzica ,yvizual”, plastic, in culori. El este considerat cel mai
,emotional” simbolist (romantic sau modernist), datoritd tendintei de a
exprima sunetele muzicale (preludiu, fuga, alegro, andante) Tn pictura.

In creatia sa, pictura si muzica se imbini in conexiuni deosebite,
si nu doar in tematica cu conotatii filosofice, cat mai degraba, in
conexiuni profund interioare axate pe latura emotiv-sentimentala.
Lucrarile sale peisajere bazate pe echivalari sonore-vizuale, prezinta
imagini nscrise ca pe un portativ, de coline, pomi, case etc. plasate la
diferite inaltimi. Pentru a accentua expresivitatea ideii, Ciurleonis
recurge la repetarea unui si acelasi motiv la diferite distante, ritmuri,
marimi (,, Sonata piramidelor”, 1908) .

Artistul recurge la imagini fantastice pline de mister si simboluri
complexe (semne astronomice, metaford), atunci cand incearca sa redea
conventional circuitul naturii, chipul, complexitatea structurald a
universului, cand vrea sa developeze tainele acestuia (,,Rex”, 1909,
., Povestea cetatii”’, 1909 s. a.).

Limbajul plastic este decorativ, formele stilizate, imaginile sunt
transpuse in spatii conventionale (cosmice, ireale din trecut sau din
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viitor), coloritul contrastant sau Tn armonie tonala (argintie) ce evoca o
lume de vis.

Viziunea filosoficd asupra lumii a artistului in combinatie cu
gandirea asociativa a generat opere inedite bazate pe contrastul a doua
stari psihologice — avantul si linistea. Intercalarea gandirii asociative si
a perceperii intuitiv-emotionala a realitatii a determinat formarea unei
viziuni artistice specifice asupra lumii a lui Ciurleonis. Lucrarile sale
axate pe ideea creativitatii, credrii lumii, prezintd combinatii polifonice
de motive ,,sonore”, unele intruchipate Tn forma miniaturii de pian
(avea o predilectie deosebitd pentru acest gen de muzicd, practicat,
indeosebi de Bach, Chopin, Wagner s. a.) [3]. Efectul polifonic este
prezent in operele sale picturale prin varietatea formelor, uneori
contrastante, alteori armonioase, grafice sau picturale, simple sau
sofisticate. Uneori recurge la structura asimetricd, la principiul de serie
a imaginii, Tncercand o sinteza simultana de elemente grafice si valorice
(redarea intr-o singurd imagine a mai multor aspecte Sesizate Tn mai
multe momente), (,,fn padure”, ,,Marea”, ,, Sonata marii” s. a.). in
asemenea lucrari de ,,polifonie vizuala”, temporalul devine spatial, fapt
ce contribuie la universalizarea ideii.

In plan formal, aceste imagini sunt compuse dup principiul fugii
muzicale, atat pe orizontala, dar si pe verticald (de jos in sus). De
obicei, fuga muzicald (gen indragit de compozitor) constituie trei parti
finisate, desi este o compozitie polifonica bazata pe subiectul principal
ce se repetd sau trei melodii mai putin semnificative. Astfel de
compartimente suprapuse sau succesive (pentru format orizontal), se
intdlnesc in lucrarea ,,Fuga” unde subiectul principal este bradul (de
dimensiuni mari si culoare mai inchisd), plasat in partea de jos a
tabloului, insotit de figurile triste ale regilor, de o tonalitate mai
deschisd. Dupa opinia lui V. Kandinski: ,,0 compozitie de dimensiuni
mari poate fi alcdtuitd din cateva compozitii mai mici incheiate, care
aparent, pot fi opuse intre ele si totusi pot servi compozitiei principale.
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Aceste compozitii mai mici sunt alcatuite din forme singulare de
coloraturi interioare diferite” [2, p. 60].

O pulsatie uniforma a partilor ritmice a texturii plastice se
intdlneste In compozitiile inspirate din sonatele muzicale (,,Sonata
Soarelui” (1907), ,,Sonata primaverii” s. a.). Spre exemplu, ,, Sonata
Soarelui”, compusd din patru tablouri — , Alegro”, ,, Andante”,
,Scherzo”, ,, Final”, este organizatd dupd structura sonatei muzicale
clasice bazatd pe contrast tonal si tematic (prezenta subiectului
principal — Soarele si, secundar — castelul), iar spatiul este ,,nelimitat”.
Pentru sonatd, principiul de baza 1l prezinta contrastul temporal (timpul
poate fi comprimat, extins sau supus unor salturi bruste), ideea
conflictului intre subiectul principal si cel secundar, prezenta diverselor
subiecte tematice. Fiecare motiv tematic 1si are unitatea sa temporala,
iar distrugerea structurii subiectului prin disecarea partilor sale creeaza
impresia accelerdrii scurgerii timpului [5, p. 140].

Jonctiunea plasticii cu muzica se intilneste in ciclul ,, Geneza
lumii” (1905-1906), format din treisprezece lucriri. Aceste picturi au o
coloratura vie, sunt pline de sinceritate, optimism, seninatate si bucurie
simultana, generata de ideea crearii vietii pe pamant. Aceasta impresie
este sugeratd de lumina ce radiaza din diferite locuri, de coralii rosii sau
florile colorate ce se desprind din haosul cosmic intunecat si rece si
instaureaza armonia in lume.

Caracterul picturii sale poate fi: romantic, dramatic, solemn,
auster, in functie de subiectul vizat, iar lumea reprezentata in tablourile
sale apare cand fascinantd, cand infricosatoare si semnificad anumite idei
,invizibile” ochiului comun.

Tendinta spre filosofie, probleme etice, idealuri inalte si
sentimente umane superioare se observa in subiectele cu motive eterne:
viata §i moartea, dragostea si suferinta, blandetea si frumusetea.
Imbinand metafora, alegoria ,,vizuala” si senzatiile ,,pure” provocate de
sunet, artistul incearcd sd ,desprindd” sufletul omului de la
maruntisurile vietii.
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MITUL IN OPERA DE ARTA — MIJLOC DE CUNOASTERE A
LUMII
Ludmila MOKAN-VOZIAN, dr, conf. univ.

Summary

Human, and in particular the plastic artist in different ways, can
manifest his creativity, and the fullness of his creative expression is
achieved through the creation and use of a variety of cultural forms.
Each of these forms has its own semantic and symbolic system.

The development of culture is accompanied by the emergence
and formation of relatively independent systems of values, one of which
is mythology. Myth, more like other cultural forms, is reflected in the
plastic arts. Found in the work of art, the myth is a way to gather
information about the world, the universe. In addition, each period in
the history of plastic art is characterized by a certain awareness of the
relationship between art and mythology.

Tematica anticd, pe langa cea biblica, de-a lungul veacurilor s-a
plasat in centrul atentiei artelor plastice, contribuind la formarea culturii
europene. Temele mitologice sunt folosite si reinterpretate in artd de-a
lungul istoriei sale. Artistii diferitor epoci si natiuni, deseori, au cules
subiecte pentru operele sale anume din mitologie. La baza acestor
subiecte se afld un continut filosofic profund si, prin urmare, pentru a
intelege o opera de artd este foarte important a studia sursele originale.
Vizitatorul unui muzeu, impresionat de o lucrare sau alta, se intereseaza
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de continutul acesteia si, in multe cazuri, se adreseaza la literatura de
specialitate disponibila. Astfel, expozitia unui muzeu poate servi drept
ghid 1n lumea eroilor din poemele lui Homer, Vergilius si Eschil,
William Shakespeare, Johann Wolfgang Goethe, Franz Kafka etc.

In cultura moderna, cuvantul mit este unul popular. Acesta este
folosit de filosofi, critici literari, psihologi, istorici de arta etc. Conform
DEX [1], mitul reprezinta o ,,povestire fabuloasa cu caracter sacru care
cuprinde credintele unui popor despre originea Universului si a
fenomenelor naturii, despre zei si eroi legendari etc.” Si 1n priceperea
obisnuita, mitul este, In primul rand, o legenda a popoarelor primitive
sau antice despre crearea lumii, povestire despre faptele eroilor si
zeilor. De facto, mitul reprezintd cea mai veche forma de transmitere a
cunostintelor, codificate in imagini si simboluri. Astazi constatdm ca
mitul este un fenomen -cultural destul de complex, natura si
specificitatea céruia este incd o chestiune de controversd in randul
cercetatorilor. Aceasta se datoreaza si faptului ca, cultura contemporana
se caracterizeaza printr-o noud intelegere a lumii si a locului pe care 1l
ocupd omul in ea, exprimd propriul ,,mit”, formeaza propriul spatiu
mitologic. Insa, indiferent de multiplele viziuni cu privire la mit, acesta,
indiscutabil, combina doua aspecte: 0 vedere din trecut si un mijloc de
explicare a prezentului.

Pomnind de la timpurile stravechi, amintim c&, pentru omul
primitive, zeitdti erau si pietrele, si copacii, si animalele. Acest fapt este
propriu si pentru toate culturile antice, de exemplu, cea egipteana, care
a pastrat o puternica legatura cu lumea primitiva [Apud 4, p.8].

Multi zei se reprezentau in chip de animale sau aveau careva
atribute zoomorfe. De exemplu, Anubis, zeul mortii, se reprezenta sub
chip de caine sau sacal, ori in chip de om cu cap de sacal; zeita
dragostei Bastet — in chip de pisicd sau femeie cu cap de pisica
[Ibidem]. La greci, de asemenea, fiecare zeu avea un animal dedicat, un
companion permanent.
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Amintirile despre venerarea animalelor s-au pastrat in asa-
numitele ,,metamorfoze”, in care zeii si chiar muritorii de rand obtineau
imaginea diferitor animale si plante. De exemplu, Zeus intruchipat in
taur alb, a rapit-o pe Europa, Dafnia se transforma in dafin etc. Pe
asemenea transformari se bazeaza si miturile despre Chiparos, Narcis
etc. Faimosul poet roman Ovidius (secolul I 1. Hr. — secolul T dupa Hr.)
a descris aceste si alte transformari in poemul ,,Metamorfoze” [3].

Primele opere literare bazate pe material mitologic, au fost
poemele epice grecesti ,,Iliada” [6] si ,,Odiseea” [2] (circa secolul VIII
i. Hr.) de Homer, poemul ,,Teogonia” [5] (secolele VIII — VII 1. Hr.) de
Hesiod, tragediile lui Euripide, Sofocle, Eschil (secolul V 1. Hr.).
Mitologia romand s-a dezvoltat sub influenta celei grecesti. Drept
rezultat, multe particularitati ale cultului grecesc s-au stabilit la Roma,
iar zeitatile locale romane au luat chipul zeitatilor grecesti. De exemplu,
Jupiterul roman se echivaleazi cu Zeus, Iuno — cu Hera, Venus — cu
Afrodita etc. Poetii romani Vergilius (secolul I 1. Hr.) si Ovidius
(secolul 1 7. Hr. — secolul I dupa Hr.), de asemenea, au contribuit la
imbogétirea imaginilor mitologice cu semnificatie simbolica.

Patria mitologiei antice este considerata, totusi, Grecia Antica,
unde timp de secole au luat nastere cicluri de legende despre eroi si zei
asemanitori oamenilor. In timpul prosperirii democratiei grecesti se
stabileste fundamentul pentru aparitia chipului uman, perfect fizic si
spiritual, iar zeii se asociazd cu imaginea unui om armonios. Anume in
acea perioadad s-a ndscut acel ideal, care mai tarziu a avut o influenta
enorma asupra culturii si artei europene [4, p. 9].

Tn artele plastice genul mitologic s-a constituit in timpul
Renasterii, cand artistii au inceput sd foloseasca imagini de zei si eroi
antici, intruchipand in ele idealurile timpului sdu. Treptat, s-a elaborat
un tip iconografic specific unui sau altui zeu, care era reprezentat cu
atribute personalizate: Zeus (in interpretarea romana — Jupiter) — cu un
vultur, fulgere si sceptru, Hera (Iuno) — cu un paun, Poseidon (Neptun)
— cu un trident, Artemis (Diana) — cu un arc si sageti, Afrodita (Venus)
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— cu un mar, o scoica si un delfin, Athena (Minerva) — cu o bufnita,
carti si un sarpe, Hermes (Mercur) — cu sandale Tnaripate, Orfeu — cu
lird etc.

Aproape toti marii pictori si sculptori au apelat la operele
literaturii antice. Mai mult, a fost emis un numar mare de gravuri bazate
pe operele autorilor antici, care au servit si ca ilustratii pentru carti.

Multi pictori au colaborat cu mesteri ai gravurii, unii dintre ei
insusi au practicat gravura, precum Annibale Carracci (opera ,,Mercur
si Apollo”) etc. De mare popularitate erau gravurile executate dupa
compozitiile cu tematicd mitologica ale faimosului artist flamand Pieter
Paul Rubens.

Cu trecerea timpului, imaginea privind genul mitologic s-a extins
concludent. Caracterul laic al miturilor permitea interpretarea liberald a
acestora. Gratie acestui fapt, artistul putea mai complet releva
diversitatea emotiilor si caracterelor umane. Astfel, artistii flamanzi din
secolele XVI — XVII au creat un numar enorm de picturi pe teme
mitologice, inzestrand zeii s$i eroii antici cu calitati destul de
pamantesti. Unul dintre subiectele preferate era ,,Satir in vizitd la
taran”, dupa motivele fabulei lui Esop (secolul VI 1. Hr.). Subiectele
mitologice reflectate in operele diversilor artisti puteau avea interpretari
absolut diferite, dar la fel de interesante.

Tncepand cu perioada Iluminismului, in arti se formeaza un nou
concept al genului mitologic. Subiectele traditionale sunt folosite ca
fabule conventionale, in care este incorporat un nou sens.

Pictorii-decoratori francezi ai secolului al XVIll-lea, la fel,
recurgeau la teme mitologice si alegorice in lucrarile sale. Cu toate
acestea, repertoriul motivelor in aceastd perioadd relevd legatura nu
doar cu traditia barocd, dar, de asemenea, cu straturi anterioare ale
culturii. Obiectivul principal al decoratorilor a fost crearea mostrelor
pentru produse ale artei aplicate. Aceastd tendintd a obtinut raspandire
extrem de largd in Franta, In timpul domniei regelui Ludovic al XIV-
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lea. ,,Regele-soare” impune cerinte extrem de ridicate asupra decorului
arhitectural, sculptural si pictural.

Mai mult, compozitiile artistilor din aceastd epocd, adunate in
albume mari de gravurd, s-au dispersat in mai multe tri si au avut o
mare influenta asupra dezvoltarii artelor decorative in toata Europa.

Tn picturile acestei perioade sunt reprezentate maretele fapte ale
lui Ludovic al XIV, conferindu-le o coloratura patetica, eroicd. Regele
n haine antice apare ca erou al mitologiei antice, inconjurat de o serie
de figuri alegorice.

In a doua jumitate a secolului al XVIII-lea interesul pentru
cultura anticd sporeste semnificativ. Acest fenomen se datoreaza
faptului c&, In urma sépaturilor arheologice de la Pompei, Roma devine
noul centru cultural al Europei.

Perioada secolelor XIX si XX se caracterizeazd prin
popularitatea Tn artele plastice a subiectelor din miturile nordice. Aceste
mituri reprezintd un conglomerat al traditiilor scandinave, vechi
germanice, celtice si antice, care persista 1n folclor, si in prezent.

La Tnceputul secolului XX a crescut interesul pentru mitologia
slavonda. A aparut o serie de lucrari stiintifice, dedicate miturilor si
legendelor rusesti. Imagini ale mitologiei slavone au fost explorate pe
larg de catre Mihail Vrubel, Nicolae Roerich etc.

Mitologema, ca mijloc de exprimare a contextelor lucrarilor din
artele plastice contemporane, este si in prezent utilizatd de sculptori,
pictori, gravori etc. Aici, insd, observdm ca, pentru artistii
contemporani este proprie atitudinea liberald, nepateticd fatd de mituri,
cu elemente de ironie, iar subiectele creatiilor acestora, deseori, sunt
preluate din cotidian.

Cu statut de concluzie: miturile si legendele 1n toate timpurile au
servit drept surse de inspiratie pentru crearea operelor de arta.
Indiferent de tipul miturilor (mituri rituale, mituri ale originii, mituri ale
unui cult, mituri de prestigiu, mituri escatologice, mituri sociale) sau
tematica acestora (cosmogonica, teogonica, antropogonica, astrala etc),
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ele descriu un sistem de valori si contribuie la crearea altor valori
culturale (opere literale, muzicale, plastice etc.).
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COMPETENTE ANTRENATE iN CONTEXTUL EDUCATIEI
NONFORMALE - DOMENIUL ARTELOR PLASTICE
Ana SIMAC, dr., confer. univ.,
Teodor STRATULAT, doctorand

Summary

We find in Moldova a situation somewhat similar to the situation
in the European Union, where it is considered that non-formal
education is still insufficiently known and rationalized, although it
accumulated a large number of experiences, initiatives, methods; but
these are given less importance than those to be used in schools,
universities and training establishments. Non-formal education is
different from formal education, both by content and by forms of
achievement. We believe that in the context of non-formal education in
the field of arts there is sufficient experience in order to outline its
purposes more clearly, by defining certain specific competences of art
workshops. We invite professionals in the field, i.e. teachers of art etc.,
to cooperate by making proposals and debates on this topic.
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Activitdtile educativ-artistice din domeniul artelor vizuale, n
context nonformal, prezintd interes pentru copii si tineri intrucat acestea
sunt foarte variate si accesibile. In sens larg, educatia nonformali
cuprinde totalitatea actiunilor organizate in mod sistematic in afara
sistemului formal al educatiei. Din punct de vedere etimologic,
termenul de ,,nonformal” isi are originea in latinescul ,,nonformalis”,
preluat cu sensul de ,,in afara unor forme special si oficial organizate
pentru un gen de activitate” [1]. Nonformal desemneaza o realitate
educationala mai putin formalizata, dar intotdeauna cu efecte normativ-
educative.

Educatia nonformala a primit de-a lungul timpului o serie de
definitii, care descriu si rolul, dintre care retinem cd ea constituie
»~ansamblul actiunilor pedagogice proiectate si realizate intr-un cadru
institutionalizat extradidactic sau/si extrascolar” [2] vazut ca ,,0 punte
intre cunostintele asimilate la lectii si informatiile acumulate informal”
[4]. A

In literatura de specialitate, educatia nonformala este reprezentata
de activtitatile educative organizate de alte institutii decat scoala —
muzee, biblioteci, cluburi ale elevilor etc. si se intemeiazd pe
recunoasterea faptului ca ,,un numar mare din experientele de invatare
ale oamenilor s-au desfasurat in afara sistemului de educatie formala: la
locul de munc4, in familie, 1n diferite organizatii si biblioteci” [3].

Educatia nonformala este diferitd fata de educatia formala, atat
prin continut, cat si prin formele de realizare. Continutul este organizat
pe arii de interes (5i nu pe ani de studiu sau discipline academice), iar
formele sunt foarte diverse ca duratd, modalitate de organizare sau
predare. Aceastd educatie are menirea sa dezvolte potentialul cognitiv,
afectiv si actional al copiilor si tinerilor, sa rdspunda intereselor si
optiunilor acestora pentru timpul liber. Invatimantul extrascolar asigura
dezvoltare, incluziune sociald si autorealizare [6]. Conform
Regulamentului  Centrului Republican pentru Copii si Tineret din
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Chisindu, (in continuare CRCT) am putea constata ca prin activitatile
educative in context nonformal se urmareste:

a) valorizarea potentialului fizic, intelectual, afectiv si
volitiv al copiilor si tinerilor;

b) facilitarea procesului de implementare, monitorizare si
evaluare a politicilor de tineret in conformitate cu standardele europene;

C) dezvoltarea  capacititilor umane, institutionale  si
metodologice a serviciilor de educatie nonformalg;

d) dezvoltarea abilitatilor de integrare socio-economicda a
copiilor si tinerilor;

e) realizarea cercetarilor in domeniul educatiei nonformale;

f)  extinderea si aprofundarea cunostintelor obtinute la nivelul
invatamantului formal, potrivit vocatiei fiecaruia, prin activitati
complementare celor din institutiile de invatamant de toate tipurile,
inclusiv Tn domeniul carierei;

g) stimularea spiritului investigatiei si a creativitatii. [5]

Prolema abordata in acest articol consta in stabilirea finalitatilor
procesului de educatie in cadrul nonformal, se formeaza si se dezvolta
competente specifice fard a se evalua performantele. Din moment ce
atat de semnificative sunt obiectivele institutiilor din acest domeniul,
am putea admite ca se urmareste minutios atingerea anumitor
performante, ceia ce ne face sd concluzionam cé existd un sistem de
formare a competentelor specifice domeniilor diverse. Este bine
cunoscut ca centrele de creatie desfasoard cu regularitate concerte,
expozitii, concursuri, etc., care, de fapt, si sunt o forma de evaluare, de
valorificare a competentelor formate/dezvoltate la beneficiari.

Din nota explicativa a profilului Arte vizuale a CRCT, putem
constata obiectivele cadrelor didactice in problema abordata.
Activitatea artistico-plastica desfasurata in cadrul Centului Republican
pentru Copii si Tineret are misiunea sociald de a valorifica potentialul
creativ al copiilor si tinerilor, incurajand exprimarea artisticd si
dezvoltarea propriului limbaj artistico-plastic. Desenele realizate de
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copii, au ,,farmecul” lor aparte. Desenul infantil, fiind o artd expresiva
si laconica, vine sa ne scoatd in atentie lucrurile cele mai importante
pentru copii. Imaginea artistico-plastica creatd la varstd frageda este o
proiectie a sinelui, rezultat al actului de creatie al copiilor si totodata un
mijloc de instruire-educatie pentru conducatorii de ateliere de arte
plastice.

In cadrul activitatilor artistico-plastice se insusesc principiile de
realizare a lucrarilor artistico-plastice, se formeazad premizele necesare
pentru obtinerea de cétre copii a performantelor in domeniu. Aceste
activitati sunt proiectate in armonie cu curriculumul scolar la disciplina
educatia plastici si contribuie la dezvoltarea competentelor specifice
urmdrite de disciplind. Studierea limbajului plastic, a structurilor
compozitionale si tehnicilor de lucru cu diverse materiale reprezinta o
etapa a procesului educativ din cadrul Centrului.

Prin urmare, activitatile artistico-plastice n context nonformal, Tn
esenta sa, constituie un proces de formare/dezvoltare a competentelor
de receptare si de creare a lucrarilor plastice, de comunicare si
percepere artistica.

Integrarea actului de creatie in procesul educational prezintd un
obiectiv prioritar in procesul de predare/invatare din cadrul profilului
Arte Vizuale, CRCT. Strategiile didactice sunt constituite din imbinarea
anumitor forme, metode de predare / invatare si mijloace de invatamant
caracteristice educatiei nonformale, punandu-se accent pe metodele
interactive [5]. Conceptul propune folosirea diverselor forme de predare
(povestirea, explicatia, demonstrarea, modelarea, problematizarea,
jocuri didactice, exercitii, lucrari practice etc.), a metodelor de invatare
bazate pe explorare, descoperire, actiune, precum si utilizarea
mijloacelor de invatamant variate:

o Mijloace informativ-demonstrative.

¢ Mijloace de exprimare si formare a deprinderilor.

¢ Mijloace de rationalizare a timpului 1n cadrul activitatii.

e Mijloace audiovizuale.
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Accentul este deplasat de la formarea unor deprinderi de a manui
instrumentele, de a poseda materialele de artd, la sensibilizarea copiilor
fata de cultura plastici nationald si universald, dezvoltarea
sentimentelor estetice, formarea capacitatilor de triire si de intelegere a
mesajului artistic al operei de arta si a propriilor creatii.

Dezvoltarea creativitatii artistico-plastice si capacitatilor de
exprimare a copilului in cadrul activitatilor faciliteaza tendinta catre
libertatea cugetului si sentimentelor estetice, contribuie la dezvoltarea
competentelor in creatia artisticd i sporeste increderea in fortele
proprii.

Scopul general al educatiei artistico-plastice, in contextul
enuntat, consta n formarea personalitatii creative, receptive la frumosul
din viata si artd, cu capacitati de asimilare a valorilor artistice ale artei
plastice, practice, este identic cu scopul general al Educatiei plastice in
scoald, respective, putem vorbi despre aceleasi competente formate,
antrenate sau dezvoltate pe parcurs.

Genurile de arta plastica studiate in cadrul CRCT sunt: pictura,
grafica, arta decorativa, masca artistica, ceramica, origami, broderie cu
margeluse, modelarea bijuteriilor din lut polimeric etc. Educatia
artistico-plastica in invatdmantul extrascolar contribuie la formarea
mediului social, favorabil pentru dezvoltarea personalitatii libere,
autonome, capabile sa asimileze si sd creeze valori culturale. Sunt
enuntate si unele competente de autocunoastere si autorealizare
specific, dezvoltate Tn domeniul artelor vizuale, CRCT:

1. Cunoasterea propriului potential artistico-plastic in vederea
dezvoltarii personalitatii creatoare.

2. Dezvoltarea capacitatilor de autoevaluare a produselor
artistice realizate.

3. Stdpanirea abilitatilor de autoinformare si de proiectare a
propriului parcurs de formare prin organizarea rationald a timpului
liber.
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In Moldova regisim o situatie oarecum asemanitoare cu situatia
din Uniunea Europeana, unde se considera ca educatia nonformala este
incd insuficient cunoscutd si teoretizatd, desi a acumulat un numaér
impresionant de experiente, initiative, metode; dar acestora li se da mai
putind importantd decat celor care se utilizeazd 1n scoli, colegii,
universitati si institutii de formare profesionala. Asta in ciuda faptului
ca societatea si economia europeand cer un tot mai larg si diferentiat
profil de cunostinte, calificari si competente pe care sistemele formale
de pregatire il pot tot mai greu asigura pentru c¢a nu raspund nevoii i
cererii individuale si sociale. In schimb, educatia nonformald are un
potential incd putin utilizat. Chiar cei care au trait experiente de
invatare nonformald au tendinta sa considere ca acestea, de fapt, nu
conteaza ca o ,;reald” invatare cu rezultate ,,reale”. Exista, in mod clar,
o nevoie de recunoastere in termeni de respect social si totodatd ca
rezultatele formarii nonformale sa fie mai bine valorificate in societate,
cultura si economie [4].

in concluzie, considerdm ca, in contextul educatiei nonformale
din domeniul artelor plastic, existd suficientd experientd acumulata
pentru a se contura mai clar finalitatile acesteia, prin definirea unor
competente specifice formate/dezvoltate in cadrul atelierelor de arta
plastica, ceia ce ne propunem si realizim in continuare. Invitim la
colaborare, propuneri si dezbateri cu privire la acest subiect specialistii
in domeniul.
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IMAGINEA LIDERULUI TN DOMENIUL ARTELOR
Ana GOBJILA, lector superior

Summary

The creation of cultural goods — is primarily a creative process
of one or several persons due to their personal characteristics, talent,
perception of the world and many other individual features. It is
characterized by the mastery level of the creator, people that shape
cultural production. Knowledge, skills and professional approach are
key resource that lead to success in managed sphere.

C. Brancusi avea urmatorul crez artistic: ,,sa creezi ca un zeu, sa

poruncesti ca un rege, si muncesti ca un sclav”. De fapt, acest crez ar
putea deveni si cea mai ampla si vorbitoare definitie vizavi de portretul
unui lider de succes din domeniul artelor.

Oamenii de succes au anumite caracteristici, care ii diferentiaza
net de ceilalti. Elementele care trebuie sa se afle la baza formarii
profesionale a unui lider sunt: specializarea intr-un domeniu, urmarea
unor cursuri de profil postuniversitare si experienta. lar liderilor din
domeniul artelor, conform sondajelor, li s-au mai adaugat niste
particularitati, specifice doar persoanelor din domeniul dat.

Liderii din domeniul artelor, In comparatie cu liderii din alte
domenii, care se ghideaza de un plan bine structurat, nu intotdeauna au
un plan coerent, logic si realizabil pentru a-si materializa visul. Ei, ins3,
la fel ca toti liderii, sunt profesionisti in domeniul lor de activitate si
continud sd Invete toata viata, pentru a fi la curent cu tot ceea ce apare
nou.
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Chiar daca nu sunt mereu motivati, nu accepta esecurile si nimic
nu li se pare imposibil. Mai putin se implica in solutionarea aspectelor
marunte ale problemelor.

E stiut faptul cd oamenii de artd, de regula, sunt persoane
~complicate” 1n ceea ce priveste comportamentul. Afectivitatea,
profunzimea perceptiei lucrurilor, instabilitatea psihologicad si alte
caracteristici comportamentale creeaza mari riscuri in stabilitatea
organizatiilor din sfera culturald si artisticd, complica planificarea
activitatilor. De aici si apare necesitatea unei abordédri si motivari
speciale.

Pentru liderii din domeniul artelor, problema, sau sarcina, trebuie
sa fie atractiva. Persoanele creative se bazeaza pe propriile puteri si
resurse si procedeaza in asa fel, incat sa depinda cat mai putin de altii.
Daca este vorba de lucru in echipa, liderii din domeniul cercetat,
lucreaza excelent cu aproape oricine, sunt comunicatori exceptionali,
stiu cum sa fie clari si precisi in trasarea sarcinilor, iar neintelegerile le
solutioneaza ad-hoc ori cat mai rapid posibil. Sunt entuziasti si pun
suflet n tot ceea ce intreprind.

De reamintit cd activitatile culturale, expozitiile sau orice alta
activitate culturald este gestionatd de un art-manager, de un mentor sau
coordonator de proiecte, acestia tinand locul liderului in cazurile date.
Acestia se preocupa:

o de aspectul artistic — alegerea responsabilului de eveniment,
deschiderea expozitiilor si a premierelor, montarea operelor de
arta in cadrul unei expozitii etc.;

e de aspectul organizational — cum ar fi, organizarea procesului
de munca, arendarea salilor expozitionale etc.;

e de marketing — organizarea publicitatii, plasarea ei in spatii
publice, TV, site-uri;

e de aspectul financiar — cum ar fi, formarea bugetului, cautarea
sponsorilor.
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In cazul artistilor liberi, neincadrati ca activitate in institutii de
profil, organizatii sau proiecte, de reguld, acestia se preocupa singuri de
desfasurarea activitdtilor personale creative, singuri se preocupd de
organizare, de marketing, de aspectul financiar etc.

Afirmarea personalitatii este prima cheie spre succes in cazul
oamenilor de creatie. Ei stiu ce vor, se exprima curajos, chiar si atunci
cand sunt in dezacord cu unii, cu altii, mai mult sau mai putin
importanti. Standardele conteaza mai putin decat atitudinea prin care se
afirma. Aratd ca au un sistem propriu de valori, pe care nu se tem a le
expune si nu negociazd. Pe scurt, nu au frici sa arate cd au o
personalitate puternicd. Liderii din sfera creativa sau artistica nu-si
propun sa fie tuturor pe plac. Crezul lor: este o iluzie sa placi tuturor si
nimeni nu este capabil de asa ceva [3].

Liderii din domeniul artelor sunt, de reguld, persoanele care
schimba regulile, tiparele sunt prea stramte pentru personalitatea lor si a
angajatilor lor. Sunt oamenii care merg inainte, in pofida oricarui
obstacol. Liderii din domeniul artelor dispun de un potential creativ
ntr-o mare masura. Asa cum roata a fost inventata, liderii din domeniul
artistic nu pierd timpul gandindu-se cum s-a inventat sau cum pot
inventa o alta roatd. Ei merg mai departe, cugetand la modificarile pe
care le pot face, pentru ca roata sa devina din ce in ce mai performanta.

Curajul este elementul cheie intalnit la liderii lumii, indiferent de
domeniul de activitate, este concluzia unui studiu efectuat de John
Addair: ,,Curajul te face lider, trebuie sa il ai. Cei mai mari lideri ai
lumii au avut, in primul rand, curaj” [6].

Un adevdrat lider este sustinut de un entuziasm, insad s nu se
confunde entuziasmul cu pasiunea. De remarcat, ca liderii din domeniul
artistic dispun de mare curaj si entuziasm.

Lucrul care dduneaza cel mai mult unui lider este aroganta. ,,Un
lider arogant se otrdveste singur, iar in timp, acest lucru il va costa
propria echipa, pe care se bazeaza. Ca sa ajungi un viitor lider, trebuie
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sa exemplifici ideea de om bun” (John Addair — primul profesor de
leadership din lume) [6].

Liderii din domeniul artistic au careva scapari la capitolul
arogantd. Afirmarea personalitatii este atdt de pronuntatd, incat este
foarte greu sa nu treci acel hotar .

Istoria cunoaste adevarate batalii ale liderilor, care din aroganta,
au pus control in ceea ce priveste promovarea si dezvoltarea artei si a
culturii. Acest tip de batilie face parte din procesul de acaparare a
puterii: de la controlul artei se ajunge la controlul absolut al individului.
Batiliile pentru artd — cunoscute si drept ,,revolutii culturale” — au facut
parte din procesul de instalare a noilor regimuri totalitare.

Menirea unui lider din domeniul artistic este de a sustine si a
promova identitatea culturald, de a sprijini si a stimula activitatea si
cercetarea artistica, de a participa la promovarea acesteia la nivel
international, de a promova creatia contemporana si in special al
tinerilor. Sa contribuie la comunicarea artistica si creativitatea in sensul
responsabilizarii individului si al generdrii de transformari nu doar la
nivel cultural ci si la nivel social.
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