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ABSTRACT.

IN THE PRESENT ARTICLE, THE AUTHOR PLEADS, ON SOLID GROUNDS, FOR SURPASSNG THE
STUCK METAPHYSICS WITH THE HELP OF THE TRIO: RELIGION/ PHILOSOPHY/ ART, BY ITS
CONCENTRATION ON TIME AND THE MANNER OF EXPERIMENTING OF TIME BEYOND ITSNATURAL
LINEARITY, ANTICIPATING THE NEW PARADIGM OF TRANS-MODERNITY.

IT IS THAT PARADIGM WHERE MAN |S COMPLETE, METANOIC, NOOLOGIC AND THE ARTIST:
HOLONIC, SACRIFICIAL AND TRIONTIC. THE TYPOLOGICAL TRIO AT TARGU JIU, THE SILENCE/ THE
KISY INFINITY, EQUALS BEAUTY WITH ABSOLUTE EQUITY, ART WITH THE PRIMORDIAL JOY OF
CREATION, CONTEMPLATION WITH THE VISON BEYOND SHAPE (THE PROFOUNDNESS OF SHAPE,
THE PERSPECTIVE OF THE SIGN, IN THE PRODUCTIVE/ FUNCTIONAL CHAIN).

KEYWORDS: METHOD, METAMORPHOSIS, BRANCUSI, TYPOLOGICAL, GENIUS

1. Hermeneutics is the method that obligates
onesdlf, the researcher, to always go back to
one’s initial work. Therefore, Brancusi, and not
only oneself, best describes his own artistic
creation. It is one that equals beauty to the
absolute equitahility, art to the primordial joy of
creation, contemplation to the vision beyond all
shapes. What is it that he, the visionary, sees
beyond al this? He sees the quadlitative
metamorphosis. Time - metamorphosis to space.
This is the end of the reign of the quantity
principle [1]. The new relationship between
substance and essence [2], | quote: one must feed
on essence to understand the value of art, given
by the process of transubstantiation, all to
familiar to trans-modernism now, which | have
been promoting in Romaniafor the last decade or
0.

The law of transposition transfers the image to
the idea. In the new context of the works in
Targu-Jiu, a monumental and spiritua trio, the
idea-space is given a forth dimension: the
imaginary time, the time of the primordia
restoration , of the return to the centre of the
world, which manifestsitself at the exterior of the

1. Hermeneutica este metoda care te obligd pe
tine, cercetatorul, sa te intorci mereu la lucrarile
prime. Ca atare, Brancusi, si numai el 1nsusi, isi
descrie cel mai exact propria figurd creatoare.
Una care echivaleaza frumosul cu echitatea
absoluta, arta cu bucuria primordiald de a face,
contemplarea cu vederea dincolo de forme. Dar
ce a vazut, el, vizionarul, dincolo de ele?
Transformarea calitativd. Timpul metamorfozat
in spatiu. Sfarsitul domniei cantitativului(1).
Noua relatie dintre substantd si esenta(2) , citez:
»trebuie sd te hranesti cu esenta, ca sa intelegi

valoarea artei", data de procesul de
transsubstantiere, atat de caracteristic
transmodernismului actual, pe care, eu il

promovez de vreun deceniu In Romania.
Legea/principiul transpozitiei transferd imaginea
in idee. In noul context. in opera brancusiana
amplasata la Targu-Jiu. o trilogie monumental-
spirituald, ideospatiul dobandeste un fel de a
patra dimensiune: timpul imaginar, timpul
restaurdrii starii primordiale, al intoarcerii in
centrul lumii, care se manifestd exterior la cele
doud extremitati ale ciclului, sub formee
respective  ale ,Paradisului  terestru”" si
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two extremities of the cycle, as the Earthly
Paradise and the Heavenly Jerusalem, the centre
tree rising from both the middle of one and the
other of paradises: The infinite column; the rest
of the interval is, in other words, hidden and
silent.

The world must, in this interval, go through the
whole cycle of its bodily manifestation; onceina
life time, man has an escape route to the sacred
through this sacred center axis: theritual and love
story; therefore, death cannot touch onesdf in
one self’s essence, which makes him trans
positioned in immortality. Thisis the message of
the Kiss Gate and that of the Table Of Silence.

2. The characteristic of a plagtic-architectural
creator attributed to Brancusi isfirst of al based
on the concept of pleasure: the pleasurethe artist
workswith isthe very heart of hisown art, that is
to say theintimate rel ationship between the artist
and the materials he uses, also the passion that
bonds the joy of the craftsman with that of the
visionary, which both bring one to the essence, to
the shape of the idea itself. | quote again: The
simplicity of the shape, the precise and
mathematic balance, the architecture one must
not take for granted, but find priceless, just so as
one may think of the materialsused. In this sense,
their hedonism is by far the last of my concerns
[2]. Brancusi’ hedonism has  superior
connotationsto that of pleasure; onewould bethe
cedipian pleasure to undress things, to know the
beginning and the end; the other is the tmesis,
which opposes that which is useful to the
discovery of art’s secret to that which is not
useful [3]. The useful-not useful duo becomesin
Brancusi’ artistic expression the discovery of the
cosmic essence of matter, in which scul pture had
already existed from the beginning; the artist
must shed light on sculpture, eliminating that
excess material which covers it; in the light of
alétheia/eleutheria.

As a matter of fact, at the heart of the profound
hedonism of any culture — especidly in that of
the Romanian culture — there lives a live
contradiction, of an ego split between the
consistency of its atopic and utopic ego and the
fall from eternity, between the uselessness of his
art as a non-productive individual — to notice
Valéry’s definition that the main characteristic of
art is its uselessnesg 4], that is to say aesthetics
opposed to tendency, art’s autonomy opposed to

,lerusalimului  ceresc", cu arborele axial
ridicandu-se atiat in mijlocul unuia, cat si in
miezul celuilalt: Coloana infinitului; in restul
intervalului, cu ate cuvinte chiar pe parcursul
ciclului, acest centru este dimpotriva ascuns si
tacut. Lumea trebuie, in acest interval, sa
parcurga tot ciclul manifestarii sale corporale; o
singura data, viata omului cunoaste o iesire din
criptic in fanic a acestui centru sacru: este ritualul
si eposul iubirii; astfel moartea nu-l atinge in
esenta sa, ceea ce-1 face sa fie, propriu-zis, dga
transpozitionat in salasul nemuririi. Acesta e
mesajul Portii Sarutului consecutiv celui al Mesei
Tacerii.

2. Figura de creator plagtic arhitectura a lui
Brancusi se bizuie totusi in primul rand pe
conceptul de placere: ,,placerea cu care lucreaza
artistul este nsdsi mima artei sale"(2), adica pe
»colaborarea intima intre artist si materialele
folosite, precum si pasiunea care uneste bucuria
meseriasului - cu elanul vizionarului", care il duc
pe rand la esentializare, ,,forma ideii in sine".
Citez iarasi: ,,Simplitatea formei, echilibrul
precis §i matematic, arhitectura trebuie sa le
pretuim, tot atdt de mult, cat si materialele.
Hedonismul acestora este ultimamea preocupare,
in acest sens"(2). Acest hedonism brancusian are
insd conotatii superioare desfatarii; una ar fi
placerea oedipiana de a dezgoli, de a sti. de a
cunoaste originea si sfarsitul; o alta ar fi tmeza,
care opune ceea ce este util cunoasterii secretului
artei i ceea ce i este inutil(3). Binomul util-inutil
devine in expresia artistica brancusiand darea la
iveald a Insesi esentei cosmice a materiei, in
fondul careia sculptura existd deja ca
datd/infiintata; artistul trebuie sa o scoatd la
lumina, eliminind acel material de prisos care o
acopera. in lumina aletheiei/ a eleutheriei.

De altfel, in hedonismul profund al oricarei
culturi - mai ales in al celei roméane - se afla
inseminatd o contradictie vie, a unui subiect
despicat intre consistenta eului sau atopic si
utopic si caderea din eternitate, intre inutilitatea
artei sale de ins, ,,neproductiv" - am in vedere
definitia valeryand c¢d cea mai manifesta
caracteristicd a operei de arta este mutilitatea(4),
ceea ce vrea sd insemne gratuitate estetica opusa
tendentionsimului, autonomia artei opusd
determinismului social(5), si economia colectiva,
Brancusi a redus-0, a transcens-o admirabil intr-
0 noud unitate si ma intreb, acum, in virtutea unei
opinii a lui cu Roland Barthes, daca o mare opera
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socia determinism[5] and the collective
economy.

Brancusi brought it back and transcended it into
anew unity and | now wonder, following Roland
Barthes opinion, whether a great work of
pleasure could be part of the same economy as
Egypt’s pyramids; because the uselessness of his
trio is useful because it shows another kind of
beauty, that of the human soul: the human body
isonly beautiful if it mirrorsthe soul.

In order to define Brancusi’ work, Ezra Pound
used the formula of the eterna beauty,
characteristic to all époques: | have always been
looking for the natural, the primary, eternal and
direct beauty, said Brancusi to a friend.
Brancusi’ logic is simultaneously pure geometry
and joy[6], an ontological search of the being
and of things, the disappearance of the
contradiction between reality and abstraction
which is the definition of the European avant-
garde and the reabsorbing of the useful-useless
duo in trans aesthetics.

3. The immense merit of Brancusi’ artistic and
aesthetic nature [ 7] isto have proposed two thesis
and to have trusted them completely: solving the
modern crisis of the split between the East and
the West and handling the conflict between the
autographic reign of art and the allographic reign
of art (see The Kiss Gate), in revolutionary new
ways (reunited in the trio at Targu-Jiu).

Opposite to Blaga’s philosophy, Brancusi
discoversthethird part of thetwo principles. The
idea of art, of the dynamics of it, indestructibly
binds the aesthetic perfection to the ethic in
products which are simultaneously autographical
and allographic (see his 25 drawings, exhibited
in 1976 at Paris’ National Museum Of Modern
Art) found in art through allographic reduction,
as ideal objects, whose immanent properties use
intuition and the synonymy of connotations. (|
exemplify through the series of the tables: The
Table of The Soul Seekers, The Table of
Friendship, The Table of Memory and the Table
of Silence which make up the symbol of the
round table).

The Table Of Silenceis not only a presence as a
central object but also a valuing absence; that is
so because — Noica commentg 8] — The Table
and its chairs are still waiting for something or
something hasjust |eft themjust asthe atom loses
or gains an electricaly charged particle. The
count, that is to say, the unity and multiplicity,

de placere este oare partasa la aceeasi economie
ca si piramidele Egiptului; céci inutilitatea nsasi
a trilogiei brancusgiene este cea care e utila, prin
revelarea unei alte frumuseti, aceea a sufletului
omenesc: ,,trupul omenesc este frumos numai in
masura in care oglindeste sufletul”. Pentru a-i
defini opera lui Brancusi, Ezra Pound a apelat la
logica eternei frumuseti, apartindtoare tuturor
epocilor: ,,Eu am cautat mereu naturalul,
frumosul primar si direct, nemijlocit si etern, se
confesa geniul hobitean unui amic. Aceasta
logica brancusiana reprezintd in simultan
»geometrie si  bucurie purd"(6) , ..cautare
ontologica a fiintei si a lucrurilor", disparitie a
contradictiei dintre realitate si abstractiune care
este insdsi definirea avangardei europene si
resorbtia binomului util-inutil in transestetic.

3. Meritul urias al artisticitatii/esteticitatii
brancusiene(7) este de a fi propus doud teze
doctrinare §i de a fi mizat in absolut pe ele:
rezolvarea crizei lumii moderne 1n ceea ce
priveste sciziunea dintre Orient si Occident si
aplanarea virtualei conflictualitati dintre regimul
autografic si regimul alografic al artei (vezi
»Poarta Sarutului), pe cdi realmente revolutionare
(reunite in tripticul de la Targu-Jiu).

In consens cu filosofia lui Blaga, Brancusi
descopera tertul inclus dintre cele doua gandiri si
conjugd indestructibil perfectiunea esteticd cu
plenitudinea etici in produse simultan
autografice si alografice (vezi cele 25 desene ale
sale, expuse In 1976 la Muzeul National de Arta
Moderna parizian) instituite in arta plastica, prin
reductie alografica, ca obiecte ideale/idealitati,
ale caror proprietati de imanenta si de manifestare
apeleaza la intuitia unicd dar si la sinonimia
conotatiilor. Exemplific prin seria Meselor: Masa
infometatilor de spirit, Masa omeniei; Masa
amintirii gi in sfarsit Masa/tacerii, in realizarea
definitivd si  monumental-arhitectonica a
faimoasei Mese rotunde. in cazul acesteia din
urma nu avem de-a face numai cu o prezenta, intr-
un obiect central, cu pun lui, cu multiplul lui, cu
organizarea lui, ci §i cu o absentd valorizanta;
caci — comenteaza Noica(8) - Masa cu scaunele
din jurul ei mai asteapta ceva ori au fost tocmai
parasite de ceva. ca atomul ionizat prin pierderea
unui electron. Numadratoarea, adicd unitate si
multiplicitate, nastere de fiinte wvii, adica
prefigurarea de viatd, gandire rationald, adica
deschidere dintr-un gand a unui evantaliu de
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giving birth, shaping life, rational thought, that is
to say the opening of a thought in a series of
thoughts, all in contained not in the scheme but
in the Table Of Silence, which is also that of
Speech, as it is both one of Life and Death. The
synonymy, its ambiguity to say — and William
Empson identified seven types[9] and al can
interpret Brancusi — hermeneuticaly repeat
themselves like in the case of the Infinite
Column: The Endless Column, The Column
without end, The Column of thankfulness, is, in
asemiotic-rhetoric trand ation one of becoming a
being, of the bonding between the familiar and
the impossible, between fairytale and readlity, of
setting the infinite in the finite, of the flight in
fixation and , in the motionless matter, of the
identity in a plurality which is not to be a
repetition[8].

Following the hypothesis proposed by René
Guénon, I end the study by placing Brancusi
among the complete artists’ circle, both
traditional (Eastern) and modern (Western) [10],
both spiritual and pragmatic. Brancusi had
pleaded in hisworks for the reconciliation of the
West, which should not €liminate God from the
equation anymore, because God is not dead, with
the East, both of them having eternity as a
meeting point. Both the European and the Indic
are possessed by the same infinite horizon. They
exploit it in different ways and by different
procedures. In the European art — says Lucian
Blaga—theinitial frame breathsfredlyinalarge
horizon, rarefied to infinity; in the Indic art, the
same initial frame vibrates from within, in a
maximum intensity and density horizon [11].
Therefore Brancusi was/is/will bethe oneto have
exceeded metaphysics through religion,
philosophy and art asatrio [12]. By the power of
hisfocus— on the very plain of the content of the
work — on time and the method to experiment
time beyond its natural linearity and anticipating
anew paradigm: trans-modernity. That, in which
man is complete, metanoic, noologic and the
artist: holonic, sacrificial. About this double one
shall talk another time.
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