Summary

In the paperDorian Gray PhenomenorThe Creation as a confessidnhave tried an
approach regarding the definition of art’s sigration through touching a sensitive and intimate
reality of the creator, through itonfesivfeature. Because arts manifests itself beyond gicabp
cover of perception, it approaches a more truthfid a more transparent reality, more comfortable
with the laws of consciousness. Having this idea asipport, it was possible making an analogy
between perception and consciousness, in the sbeas¢he laws and forms of manifestations of
consciousness are those that build the perceptiaheo external world. The perception of the
external world could be raised to the thresholdaisciousness, but with the condition of situating
the artist in a completeeedom.The consciousness doesn’t fulfill in intuitionspeeds theoncept
an active action of the reason, whose pathway mivees present to past and future.

As Andrei Tarkovsky says, iSculpting in time. Reflections on the cinemh&, condition of
the freedomof the artist, against the background of which phecess ofknowledgecan start,
impliesa complete and conscious involvement of this ontherway of his vocation.

The source of inspiration in elaborating the stoflfhe theme of art as a confession was
Oscar Wilde’s novelThe portrait of Dorian Gray This novel was entirely built on the skeleton of
the creator-confesivact made by the author. The character of this Indverian Gray, is Oscar
Wilde's reflected portrait and this portrait reflected in its turn anothgpe of portrait, the most
truthful and the most interior, specific to the at@ himself. The reflection of thigortrait was
concretized in aliary: “I write there a diary of my life and there is day left in which | haven’t
committed my confessiohgo paper”, Dorian Gray said regarding his portgainted by Basil
Hallward that becameself-portrait—the confesiv imagef what he had become in the present.

This reflection assumes that even in art there arther realities, an interior and complex
portrait of it being thus created. The reality ofization of the consciousness’s plan in art would
suppose the re-introduction of a lost notion, tifahe revealing sacrunThe aspect of the confesiv
act in art is related to this dimension of the sactthis way expressed. Dorian Gray phenomenon is
adjusted to the initiatic journey that the artifie creator has to assume. In this respect, the
development of this paper assumed the electiomwf &rtists, through which our study about the
theme of creation as a confession was argued. §hrthese artists we tried to comprise a portrait-

metaphor of art’s manifestation. The profoundnéss,value and the contemporaneousness of the
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art of every one determined us to choose them &dingd points in the development of the
discourse of art in this papeiThe four creators are: the poet Nichitar@scu, the painter Vincent
van Gogh, the composer Arvo Part and the directadr& Tarkovsky. The discourse that
underlines the intersections betwetbe way of their personal liveendthe way of their artistic
lives was structured in the second chapter of the papatitledThe four signsWe considered it
necessary to inert an introduction in the firstptea (The Rebirth for a deep study of the sense and
the definition of art in the life of creator, ind@mr to summarize the history of the notion of aftits
characteristic features, of the notions of bealjtitweativity and creation, assimilating more
profound levels specific for the dimension of cr@aex nihila

We presented the biographies of each one dowbamight situate ourselves in a more
familiar framework regarding the creation of the four #sfisheir manner of creating, and, not at
least, regarding themselves as persons. The insestwith which certain moments have been
developed from their lives and creation was nouahsbecause these moments revealed us the
artist's motivation, anxiety and sacrifice in atbetwvay .It is not in vain that there was and thiere
so much tumult in debating the notions of the thh@drart and aesthetics. The enormous question of
the human’s existence lies at the root of all. Tifeeand conviction of each of these artists made
them assume their artistic vocation in its entiaahg in the deepest sense that this one has.

The subchapter of this second chapter assumed tewmspection into the confessional
dimension of the person- creator who, taking irdooaint our study, guided to a significant theme
in the context of creation: the theme of the idesesponsibility in creation.

Whoever understands the responsibility that onetbasrds everything that one is and
does, one is not only a human being who possessewlddge, but a human being who has
knowledge. Nichita Shescu said: “| am not important in so far as treaggr destiny from which |
am part has importance. | am happy only to thertteat the greater destiny from which | am part
is happy. Because of this | have to do everythivag tan be done of what can be done and can't be
done.”?

Everything is the movement of consciousness. Oucamnot be true if we live falsly. The
dynamics of our consciousness differentiates us fmwonkeys. The source of the human specific is
here. “The play between the proper names and themom names, between “this” and “any”
begins here. And just because “this and only tlisd new notion, it is itself the one that attracts
firstly the attention of the child just initiated the mechanisms of knowledge. There is no “I”
without “others®. | and all the otherswithout mehave the possibility to uniti a unitary and

contradictory wholeat the same time only in the consciousness ohtiman being. Generally, art
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creates a new type of reality, that is differeonirthehabitual reality through a bigger substantial
degree of freedom. The creator concentrates hise$oon those fields of life in which he can
examine the consequences of the increase of lib&&st is a means of knowledge and, first of all,
a means of knowledge of the human being. This tiErsgid so frequently, than it was transformed
into a platitude. But nevertheless, what might wdearstand by the expression “to know the man”?
The artistic subjects that we can characterizéi;mway have a common feature: they put the man
in the situation of maximum liberty and examine bishavior that this one choosédvlan becomes
man when he becomes aware that he is a man. Tdhadture of man cannot reveal in the habitual
reality. The art has the power to situate the mmarthe space of liberty, thus revealing his

possibilities.

In order that the gesture of creation betal gesture, the expression of celebrality needs to
receive the ineffable warmth of the feelings, tavarat harmony and equilibrium through the co-
operation of the intelligence with the sensibilifihus, it can be remarked that the modern man lost
the expression of a certain integrality of thengebecause of the discontinuation that was created
between mind and senses, between intelligence emslhdlity, these becoming many times even
antinomic.

The importance of following an archetypal modeles¢ the unlocking of the problem of
the deadlock, of the non- sense, of the disordevhiith man is, because the dramas of modern
world result from the profound lack of balance lué individual or collective psyche, provoked to a
large extent by the growing exhaustion of the timagination- because “to have imagination”,
means “to imitate”, “to reproduce”, so, etymolodigathe word imagination is united with
“imago” (Lat.) that means “representation, imitatio and with “imitor” (Lat.), “to imitate, to
reproduce”. The artist begins to feel the imperioeed of a certain type b§teningso that the true
imagination should start to be a real fact in treative act. The perception thfe sensesrosses the
evidence of the historical time to another archaftygimension, specific to the eternal time. The
sense of the creative act should exercise in adeftdy in an order of ideasIn order to get an
exercise of order, it is implicitly necessary agoeral introspection. The regaining of the sense, of
the motivation needs a certain inner dispositioat tmay give birth to the wish of learning,
listening, imitation of some positive archetypaldets, models that should be similar to mountain
springs with good and fresh water that may quehehthirst and the heat of searching — in order
that a voice should be listened to, it must be ddiast. It is needed quietness and instauration of

peace so that one can hear.
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The third chapter of the paper was dedicated tootmtining of the artist's way, with
analogies between the symbols used in the creatibtise four artists and the world of symbol
interpretations, with references to authors as:ir€laGibson Signs and symbdls Solas
Boncompagni The world of symbols: Numbers, letters and geomeigureg, lvan Evseev
(Dictionary of symbols and cultural archetype&aston BachelardTtie psychoanalysis of fire;
Water and dreams; The fame of a capdlaic Benoist igns, symbols and myjhJhis chapter
introduced into discussion a new theme, recentlynfdated and specific to the dynamics of
transdisciplinarity. It is abouhe fundamental experienda the bookThe roots of libertyBasarab
Nicolescu presents this theme like thi$hé irrevocable decisiohas already been present in me
genetically from my birth. The decision was taken, to sayisospite of myself, from the very
moment in which | could turn my sight towards mysatound the age of four, because it has been
given to me. Maybe it is strange, but it is likést?? The fundamental experiendey its eminent
and evergeneticfact, clarifies the sense of the notion of g#arumthat we have to incorporate to
our lives, our creation, as the same author satlda@mecent interview mentioned at the beginning of
the Introduction Withoutthe fundamental experienceot a single creator can take seriously his/
her vocation, he/ she can not assuh&confession of his/her gdyfully and in complete freedom.
This experience makes possiblbe sacrifice of the creator- his completburning up to
transfiguratiort The continuation of this step connects it witke fourth chapter, entirely dedicated
to the theme of sacrifice and, again, to the theiheesponsibility of the creator. The passing
through stages in defining the presence of saerificthe work of a creator (with direct example
taken from the creations of the four artists) asslinas a first step, discussing again the theme of
responsibility in art. This step implied the dimemsng and situating the other stages that complete
the portrait of the creator that assumes the seeniésponsibly and consciously. Consequently, the
next stage contained in the final chapter of thgepavas made up by inspiration,asarchetypical
revelation

The moment of true creation is an overwhelming maimevhen the entire being is
comprised, when all the attention is focused towdh#® deepest new interior substrata. The artist,
once arrived at in this point, will feed himselftimthe archetypical inspirationt doesn’t go on in a
historical, finite context, but it detaches the itsn the contextual time disappears and the ritual
times appears, that serves to the realizationeadtgrorks.

During the creative act, “the intensity of consapness is enough for itself, without any
referent than itself. | saw clearly that the wayhe followed had to be effective, not only

speculative or conceptual. It was not about phpbsng, but practicing, living in halves, as an
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actor and spectator of your own life, of one piet@he meeting with the creative act is violently
revealing. “You die in order to be born anotheliroorder to admit that “I” is always the infinite
other”” Because the one who becomes creator, throughréwecable decision that he assumes,
has to follow the way of an exile that leads todhearing of origin, nature and sense of this dearc
of the Sense. The exile means a true initiatay. The fundamental experience with which one
enters this way is the first conscious experierfcguto-transformation, experience that has nothing
to do with the biological age. Michel Camus equakesfundamental experience, of consciousness
of one’s vocation, with a lightning of an interiantensity, of acceptation with “jubilation of
solitude; a nourishing solitude mysteriously- rabta the depths of the beirfg"This solitude is
maybe the most difficult to reach and live becatideesn’t assume a solitude of emptying, of non-
sense, but it is a solitud&imordial, reflexive and full of inspiratiorsolitude It is a solitude of
uncertainty. “The creator can be never alone, exafi the pain of the word. A painless word is a
sneeze of a stirred cat. More than this, | wowdtér say that the individual himself is not alone
because he has got two eyes, not only one. Theidiil is so distrustful of himself that he is not
monoped, but biped, and, generally, everything tteat be divided into two seems to be an
equilibrium, even though it is not. | suggest youdivide 10 into 2. It is 5 and 5. | suggest toidiv
5into 2. Itis 2,50 and 2.50. | suggest to divadg0 into 2. It is 1,25 and 1,25. 1,25 divided tis 2
never 1.°

In the last three subchapters of the paperian Gray PhenomenonCreation as a
confessiorl made appeal again to the parallels with the wofldymbols, insisting from now on
more on the idea thahe plan of the symbolirom the artist's creation must reach finally a
maturity, in the sense of approaching the symbdh&existentiallevel. Each of the four chosen
artists, in order to debate the theme of this pgmeved in their work the power assimilationof
the symbol to the mystical level, of mystery, afitc of affirmation offaith. Why did Nichita
Stinescu say that he knew Romanian langussyertimes? Because he had come to understand the
faculty of reasoning of symbol at its highest le\d¢ affirms his faith clarifying us with an answer
to this question: “Romanian language is like a Syridr me” — it is a liturgy, a transubstantiation,
a worship of his creative faith. The highest aspacart is that it is not anymore art, but Life.
Vincent Van Gogh livedhe painting- life Tarkovsky was one with his films; he wasan’'s
Childhood he wasAndrei Rubleyhe was the Mirror, he wasostalghia he wasSolaris,he was the
Sacrificeitself- all in one and one in all. Here is a pb#siinterpretation of art. Arvo Part is every

sound on the musical score, is every back on wHiteave to rediscover myself without cease. It is
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a search of something that can feed me, exhaustingetimes, because the way is very narrow.
Indeed, we have to limit ourselves always, we haveut a lot of twigs, both in the inside, and in
the outside of the self. And this one mirrors ft$elthe music too. When | don’t know something
about a thing, | have to keep silent. When, ondteer hand, | have understood something, even
very little, | can speak, but briefly, in the mahtect and concentrated possible manner, the most
suitable with this concentration in which | am.thms sense, my sounds seem maybe with some
key- words”™°

Doesn’t the truth of art consist intlree- dimensional atemporatate of it? Is it not here
that what Basarab Nicolescu said abth& fundamental experien@an be superposed7life
irrevocable decisiorhas already been present in genetically from my very birth. The decision
was taken, to say so, in spite of myself, from ¥ieey moment in which | could turn my sight
towards myself, around the age of four, becaudst been given to mé"The expression of
atemporal tridimensionalitformulated by us in this paper assumes the existeh the notion of
creationbefore thehistoricd presence in the world of the creator. Nichitan®scu, in an interview
taken in Serbia, said: “It is one of my ancientaid#éhat in what concerns poetry, the word is jost t
material of the poem, the color is just the matexigainting, the line just the material of drangj
the sound just the material of song. The art of wwd is the least important in the poet’s
profession. Kant said once that the form was thirse case of the thinking and the perfect form
attracted the content. | don’t dare to contradiis twonderful philosopher, but | suppose that a
wonderful, mysterious and revelable content engilsonderful and revelator form? So, if the
word is the material of poetry only, the colorttee material of painting only, the line the nmete
of drawing only and the sound the material ofgsbag only, thenpoetry, painting, drawing, song
are beforghe word ,the color ,the line, the sourithey arethe wonderful, mysterious, revelable
contentthat entailed all these wonderful and reveldbiens, as man was created in God’s own
image. “Then God said, "Let us make man in our ieagter our likeness, and let them rule over
the fish of the sea and the birds of the air, ¢hiercattle, over all the earth, and over everypireg
things that creeps upon the earth.” And is Godteteanan in his own image; in the image of God

He created him, male and female He created tHém.”
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Also Arvo Part, inAphorismswrites abouthe artin the face ofthe artist

“[...] Music can be born if you approach the silendgéh love. The composer must wait for
this music for a long time. This expectation thatakens you is exactly the pause that | like so
much.

Pray and wait. The power of writing will come bgetf, at its own time. When you don’t
expect, then is music borh®

“In my opinion, the greatest value of music is hayohe sonorous colofhe special timbre
of instruments is a part of music, but not the mogtortant one. So, | venerate the mystery of
music: the music must exist through itself... Tworeth notes. The mystery should be present,
irrespective of every instrument. The Gregorianr@lshowed me that behind the art of combining
two or three notes, a cosmic mystery is hidderBbth the central idea that we take from Nichita
Stinescu’s poetry and Arvo Part's spirit of music cerge to a common point: the existence of
Creation inan atemporal tridimensionalifyoeyond the historical time bfuman being- creator.

Eugene lonesco, ifihe Intermittent Sear¢hmarked the idea of the existence of art before
its creation, through the person of its author.sTiefore- genesis doesn’t repeal the free will's
involvement of the creator, nor the co-participataf this one in its revelation. Without assuming
the creative act by the artist, the creation caooatain revelation.

The atemporal tridimensionalitgf the confesiv creation is the centre towardsciwrall
author’s searches converge. The ontological neeahasf of being able of creation leads to the
outlining of a new answer, through what we write this paper. The introspection done on the art
of true creators makes us think of the determimatib a new and subtle feature of creation:
spatiality. This quality of art was revealed to us both tigtointuition and revelation. It was enough
to see the brightness of Nichitaagtscu’s face in an interview with him, when, paigtito the
books in which his poetry was published, he sa&d the true nature of poetry was not there, the
creative act was not accomplished there, becaeser#fative act couldn’t be but one that belonged
to tridimensionality, to spatiality, it was alivélet’'s remember here Domenico’s cry in Andrei
Tarkovsky'’s film Nostalghia. He who yells while,csdicing himself: “Zoe! Zoe!” that is to say:
“Life! Life!”

We assumed with emotion and care at the end optper the idea that true art is fiat. It
configurates a re-change dfs' molecular structure” through its wonderful quality of beingjive,

spatial
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“I had once the feeling of writing and | abandoriedAnd | will confess to you why | lost
the feeling of writing. | prefer to conceive versks entire night and after that to dictate thermto
wife suddenly. Why? Because Guttenberg put alMtbeds on a plan, but, the words are in space.
Exactly like Niels Bohr who drew the atom schemeagpian, but the atom is in space. The words
are spatialised. They are not dead like these (@ndhows the book with the published poems).
They are alive, between me and you, between meg/amdbetween me and you... They have life,
they are told, they are spatialised and they are thceived. Obviously, | see the word with a cold
eye and | correct it after my wife has writtenBut | don’t write it with a cold eye, because | kno
the Romanian language seven times, | am a polydgldhe Romanian language and | know the
language of poetry twenty times and | have thedand to perfect it, to make it glossy, to make it
perfect. But, perfection has nothing to do with &wrfection has nothing to do with art! Once, |
wrote that the perfect cube after you made a perfect cube, you had to crughocomnner so that
everyone should be surprised why that cube wapaidect, how perfect it would be if one of its
corners had not been crushed. | say it now, fhiahad been perfect, nobody would pay attention

to it. Perfection doesn’t draw attentiot?.”
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