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space from the perspective of cultural morphology, in direct line to the works of Leo
Frobenius and Oswald Spengler, by identifying a stylistic matrix that incorporates a set
of individualizing characteristics. Lucian Blaga oscillates between a philosophy of space
as a matter of style and a theory of the metaphor as a philosophy of style. Furthermore,
similar issues are of concern to Mircea Vulcinescu in Dimensiunea roméneasci a exis-
tengei {The Romanian dimension of Existence] (1943) and Mircea Eliade in Comentaris
la Legenda Mesterului Manole [Comments on the Legend of Master Manole] (1943)
or even Emil Cioran in Schimbarea la fatid a Roméniei [ The Transfiguration of Romania}]
(1936), suggest theories or modalities of cultural reflection for popular culture and iden-
tity marks. Lucian Blaga brings to discussion a more extended notion of style, consid-
ering it as “a dominant unity of forms, accents and attitudes, revealed in a rich, com-
plex and diverse formal and content variety.™ The novelty of such an approach resides
in introducing, in addition to consecrated concepts, of a set of notional derivatives
such as “horizons, accents and attitudes” which transfer the notion of style from the field
of “forms” to a broader sphere, that of a “a way of life.” Also, the philosopher forges a
new discipline, noolggie abisald [abyssal noology], which concerns the structure of the
unconscious spirit (n00s, nous) different from that of an unconscious “soul.” The process
in by which this unconscious spint interacts with the “undisguised,” yet “diminished”
space belonging to the conscience is called personantd [personance]. Blaga is mostly
concerned with a specific space and its stylistic corollary, and relying on the identity
relevance of the Miorita ballad, he suggests the concept of “mioritic space,” “plaiul” as
a harmonic alternation, “a high, rhythmic and undefined horizon formed by hill and
valley” which he also recuperated from music, the “art of succession,” in this particu-
lar case from a Romanian folk form, the doina. From the viewpoint of attitudes, the essay
on dor gives nuance to the notion of stylistic matrix and implicitly to that of way of
life, a particular form of sensibility. In the third volume of his Tilogy, The Genesis of the
Metaphor and the Meaning of Culture (1937), the philosopher extends the notion of style
and introduces a paramount distinction between plastic (“plasticizante”) metaphors, which
are decorative, and revelatory (“revelatorii”) metaphors, incorporated in a stylistic matrix.
Blaga remains faithful to the plot of his own theoretical outlines and, in other words,
he pleads allegiance to the field of philosophy, that of the reflection on forms and col-
lateral contents. His philosophy does not imply the idea of taking action, it is commit-
ted to contemplation, it does not destabilize the realm of order, but identifies it at a supe-
rior level, that of the stylistics of identity.

In his work Conceptul de arti populani [ The Concept of Popular Art] (1939), Al. Dima
consecrates the space of an entire chapter to the relationship between popular art and
style, formulating his own definition of style by making reference to Estetica® [ Aesthetics),
a volume written by Tudor Vianu, a widely renown Romanian aesthetician. According
to Tudor Vianu the notion of style captures the “unity of the artistic structure of a
group of works, related to their agent, whether an individual artist, the nation itself,
the époque of the cultural milieu.” A very broad definition, indeed, indicating that
stylistics of identity is not exclusively tributary to the idea of the nation. Al. Dima uses
K. Freyer’s concept of “die Stilverschleppung,” which signals how an old stylistic form







































