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Rezumat

Di mensi onarea obiectul ui epistemic al soci ol ogidei Aopi
maturitate civic« dlpausbldwufrdri«wruyn caireegmasti inc apmiei fi ca
("n toat e s duuirsecial) rulsemaspoaeSacIona optim i eficient “"n sensul 0 |
akteptare, tot mai exigente Ki mai King cduenoc auz« ~ n |k speptl mesaelocvehiculadet u r a

" n wlgipo@afic,spaSi ul a u d iuloviden aleimasspredei.

Posi bilitatea de isdedesirecturare a cueentelod deropinie de care dispune mass-media
contemporan« a mebevatbi npdeat am8 ispewclvien S« mal ef i c« a e x
Considerat« mult« vreme un apanaij al serviciilor speci
obiect de stuadtuuli nepiust € mi o bdl sociologi ei opini ei pu
efectelor manipul «rii este sinonim« cu imunizarea ci Vi
dezinform«ridi programati ce prrii monctaule drea na ktud patr aerae i anlf etsi
opinie.

ktefBddrz | RNE S8dJprofesor, doct or i’en scotonidiodanthgat ™ T adr ul Uni ver sit
Vest d i aara, Departarrentul de Sociologie. Domeniile sale de comp e t e sur@:tmanagementul

academic, sociologia organizaS i o nka k tconducerii, sociologia opiniei publice, doctrine sociologice

comparate, sociologia tineretului, studii europene ki interculturale, consultan$ 4management.

EFECTE PSIHO-SOCIALE ALE NOILOR TEHNOLOGII DE COMUNICARE

Frecver® cu care se vehiculgazde ¢tre analkiii de profil, sintagmassindromuluifide
agresiune informgonak @ det er mi nat ,'80,luareaelppo@ id cat ag@i i/ ce
Adecolonizriio, Ademocratizriid, Ademonopolitriid sistemului inform&onal actual;, califigat ca
f i i madsfroltalie, ~ n per s ipiiefrteii noisordimi ermfonaled Cn Aacest s
Aurelio Peccei, coordonatorul Clubului de la Roma, chiar &ggcteperele unyprogramystategic
de punere a micr oel e eriiimfoonmeseic i | “n sl ujba’ democ

1) “ntr uc ©tpe etapé a echipamentulel a@e calculator disimulesefectele
viitoare, efectele informatizii Ape termen lungy ded greu de prekz u t t f ebvwedere avu
pentru a li se ecrana aria de manifeskanatensitatea agunii;

2) informatica, de, inigal, privitt ca mijloc de creere a obiectivk igmesajelor, se
dovedet e a f i o modal i t @t &eed, pentnidludasea pr@blenedsociale u | a r
fundmentalé, va fi folosit ca posibit soluge: deplasarea de accent de la complexitatea tehrac
logisticii informa$onale, la complexitatea re&la problematicii umane spectaculosul tehnologic,
cupotegalulssu de mi st i f ipiasatl&locul garems cudineaantmie acela de mijloc,
nu de scop, al transfokmi | or afl ate " n cur s;

s

! Feigenbaum, Pamela McCordudlhe Fift Generation, Addiseweslay Publishing Company, USA, 1993.
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3 ) Hdravda discrepdglor dintre accesul la inforfa specifid Asistemelor
informa$onale de interes geneoad informa$a proprieAsistemelomktiin Hice ki tehniced;

4) renurgrea la imperativele tehnice ale tehnologiei infdgman al e ° nQunilea v o ar «
sociale referitoare la utilizarea ei;

5) restructurarea orizonturilor detae pt ar e al e publicurilor " n
"meder e, " 'n  me s aj sablordonaé uneéi sledntologi tprafesmmale recundstaut
nivel interngonal.

AOrdinea inform&onak. @ste conceptt "~ n  c e | ma i i medi atbapr ez«
unei Anoi ordini mondiale, “n  car e carasarealizeegc opmruinn carea sunt

calitatea lor de vectori al restructrir fipundoro dintre continente.
Relativizarea grailor geepolitice,
prin acunea conjugdat a reglelor de
informare care le intersectdaz ridict
pr obl e meL nealbordate, ¢um ar fi
suveranitatea de stat, unilateralitatea
schimbului (excluderea unor state sau
circuite preferefale), identitatea culturhl
(" n $= itelevizunii prin satelit),
drepturile n&onale asupra proprietS
intelectuale, pericole e “ntreru|
aproviziortrii cu informage care relek
riscul unei posibile dependgn
informa%onale.
Anal i z©nd Acomponenta
Desen de CRISTI VECERDEA-CRIV informaSonak. a vie§ socialed, ca Aemt
interdependeht a umanitii® un analist
r o nf@amsidet ct aceadt componert ar rebui & satisfa¢. cel pugn exigergle de mai jos:
a) exiged de delimitare, care vizeazi nt roducerea sensul ui “n s
renurfarea lafiexprimarea prioritar cantitativio b) exiger de
verificare definate totalitatea mijloaceftocare pot face verificabil
accesul real la inforn§ile relevante; c) exigea decooperarese
refei la descentralizarea inforr§idor de importar$ Imajok ki la
cooperare voluntay d) exiger$ deoptimizarea rolului informégei
| a ni vel wlotransfarfarii sale dintre tehmid, ‘ontr
activitate de conce§e, aspect s@ut ki de C.Hamlink.
Cn acest drodtekteagaeatinBietuni t a
informagonak. s-a asociat aprecierii conformtreia viitorul
societ. iiSumane va fi tb mai mult determinat de prodge de
informa%e ki de sistemele inforn@onale. Viitoareafmare puteré
a mileniului al llFlea va fi informa$a structurat. la nivelul
sistemelor inform&onale. Chiar ki pentru inform&a ktiinict,
apreciat ca neutt axiologic, °r ob | e ma s & taeeeatde, 1
a organiza r esufus exbdeoptiohi pemro ai bi |
satisfacdio gamL.c ©t  mtade netesldti§gcare aduce pe primul
planprofesionalizarea modalit ipr de operare cu inforn§a ki cu setul ce coduri disponibile.

Desen de STEFAN POPA — POPA'S
e3e

Cnt r uc ©tAopardinbinfoenesanale@risct, n  pfieemoropotizat pastizan
K exploatak propagandistic, se cuvine amintit faptdl 'c n ¢ e pmiktkni Internad onal e "~ n &
domeniw ~ | m atr Gomgeesele priesionale, care sau afirmat ca forumuri de formane

2Mi croel ectronica Ki,Editwcai ePtodtiaa clba BiuBSE rkeiktlia rlt9w 5, pp. 387
SMari an#&l Balaise) ea congres interna,Siwmla.l 44, cBweumextiict Kdi tsursa eTreul n i/
Revista de I nformatickt Social t www.ris.uvt.ro



canali zar e a todpei nliktelissdg@uibal XiXdea. ACesteccongrese profesionale

au pus bazele unei tr&lii care va  nrtelgpoaetmomiale K afid reudte, c e |l e
precum:Conferingexpes | or "~ n domeni ul (1987),8sedi wle Il @p tGein ¢
ktirilor false (1931),Convers a pri vind wutil i zar ea tci @eB3B)oiari f uz

dupt al doilea tzboi mondial, chiar prima sesiune a AdtinGenerale a ONU (ianuariefebruarie
1946) a abordat problematica sistemului infoforzal.

Ulterior, mikcarea inform§onak privind statutul informa$ei a cumulat ki valerg
di pl omati cej;secdmcrdeitviezrGnidfui ¢ ar e aim: €ongsédenpeitind r s p
libertatea de informare” n 1 2982, Comitetul de studii” n 1 5967, Uniunea
Internagonalt. a Telecomunic&ilor, iar Declaraga Universak a Drepturilor Omului (1948)
include | a Articol ul 1 9 ipiun confoord ére@ Rofice edividare e c i z
dreptul de opinied de expresig, precizare car&-a g¢sit un cadru normativ expresia juridie” n
Pactul Drepturilor Omului (1966).

Cn pr ez é&detlegitimitate regianalConsiliul Europei, prin organisenspecializate,
continl spiritul primelor congrese profesionale$a® n ©nd ~ n s &en e bdze moieac o n s
spadului informafonal european, prin intermediul unor programe prioritare care abandloneaz
vechea conceg ainforma$ei ca mart, "~ nficidb eecomsidekrii ei ca unbun cultural ki
principak necesitate social

COt werinfomrefa kiin$ict, problema care se pune este acBéda a se organiza
resur sel e i msodlegiin,péntruea sdtisfacero gan©t  mtade neesit i8Y

Tot mai multe studii dedicat@radidrii dezechilibrelor inform§onaled considet fiordinea
informafonak. @a parte componena fistrategiei interngonale a dezvoltiio ki o coreleak cu cele
trei fidecenii ale dezvditii o:

a) 19611970, primul deceniu al dezvoltrii, a plecat de la premigarmonizrii economiei
mondial® prin antrenareaSrei | o r din | umea ®eretecoromig a Srlor r a z a
dezvoltate;obiectivul axaat.

b) Adunarea Genedala ONU a proclamat perioada 197280 dreptal doilea deceniu al
dezvoltrii ki a propus distrategie interngonal ficare viza infuziade capital t e hn &ileo gi e
rtma s e ‘LnLa baranacestei strategii intefoaale a stat ideea potriviti®ia fAcrexterea
economi& din Srile avansate se va transmite autongtlor rkma s e 'k, rprin untemmediul
comeflui internggonal, al transferului de tehnologkeal asistef®i financiare... O atare concap

s-a dovedit insuficient elabotgtdeoarece situa motorul dezvoit Srior lumi i a treia ' n
deta®© n d de nevoile reale, specifice ale acespot, ki antrena creterea lor economicn u ma i “n
mts ur a  nisporaeaénteresal@rilor dezvoltate dedb ner e a prof i tul ui

mai ridicab (M.Drtgtnescu).

c) Sesiunea a Va extraordinat, a Adurtrii Generale a ONU, a adopt&rogramul de
acqune cu privire la instaurareaoii ordini economice intern§nale " n s coputri r est
cadrului institgonal mondial capremisp e nt r u at enuardmtee Esike c ¥k aif e | ¢ ©
dintre Nord ki Sud. Ca urmare, deceniul 1989290 a fost declarat ca &leilea deceniu al
dezvoltrii, iar sesiunea a Vih extraordindr a Adurtrii Generale a ONU a adoptat Carta

Drepturilor ki Cndatoriril oelor. Eatu, Meomelibrarea acdswui psodusdlor pe
piegle statelor dezvoltate, extinderea tratamentului prefaten rest K @imnareae a
protecgonismuluid au kmas principiicareurmeaz £, na@a fi trhaduse " n pracH

4J. Gray and B. Perrgcientific informationOxford University Press, 1975, p.
Revista de Informatigt Soci al £t www.ris.uvt.ro



e Dad noua.ordine ecqnniop intern@onal&. a'eras,

AZi iN TiMisoaRA deocamddt la nivelul unei aspil@ umanitare K greu

MiiNE-N Topqs TARP L real i zabi | ¥ nolan ordiper anfotnomal,
T dependent de disponibilitile financiare aleSrtlor de a

achiziona logistica modetnk de a achita abonamentéée

!!!!! 51, re®lele intern§onale de inform&e, este, totd, mult mai

; probabit.Ca print. secve®,t " n r ealbazuauiea p

noi ordini intern&onale, a fost propdsinstitu$onalizarea

unui cadru juridic care & generalizeze, la nivel

internagonal, deortologia informkrii,  “um\iitor care va

marca globalizarea sodisiSfpostindustrialé®. Dupt cum

sektie, acest tip de societate, este anticipat printtoarele

tristturi: preponderes lucttorilor din servicii f&§ de cei

din industrieki din agriculturt; declinul modelelor de viat

inspirate de fabrick de marea industrie;emerdgrunor valoriki a unei culturi centrate pe timpul

liber; rolul central al cunogerii teoretice, al planifiaii sociale, al cercétii kiin$fice, al produ&ei

ideilor ki al instruirii;aparfa unor noi fof sociale, care vor accentua pluralismul social; §pari

unoreconomii informaonale®.

Modificarea instaflor de socializare, ca urmare a transforlor structurale generate de
mikcarea istorit ireversibik, antreneakz inovarea modaltier de raportare la un univers
informa$ o n al -apetmartentéxpansiune.

Cn cont exhtuttrli acue seradfunilesde revitalizare a limbii esperantpe
considerentul ig fiind o limbk neutt.”~ n  r @ peaderdé circulge universdl (engleza, franceza,
spaniola, germana, rusa), ar putea fi vehiculul lingvistic pentru realizarea fpractai ordini
informa$onale.

Desen de Dan Radu IONESCU

Dupt. cum sektie, limbile de circul& universslsau i mpus, “n gteiger al
coercitive: forg armelor saw/ for® economi. Cn r apor t Cu acestea, t C
supuse unui proces de discriminare, ceea ce face ca monopolul lingkistec resintt ki ca
monopol , " n d excpolitice, iallSrlor a&ctrar hinbhreste recunoscut< utilizatt ca
limbkt de circul&@e interngonak. Pe aceste coordonate, este foarte¢dlart i | i zarea "n ¢

orictreilimbingg onal e nu va put duridissrimodriiirgvispice wrbaliZzzima " n
unei noi ordini inform&onale.

Cn rkepperanton u ar e ‘tunputerga @doreitiesocst, politick sau militat. a
nici unei limbing onal e; e a ta fiefneult i este@ Hirdhi cteat. artificial - la modul
culturologic. D&i credt acum 107 ani, limba esperanto nu atdiept ,t, sfera de preocdp a
f il ol og ikigtotat mai chudt tererc i@Geea confornhreia limba esperanto, ca a doua lknb
folositt de dtre toate popoarele lumii, ar putea fi mijlocul ideal pentru reaaafectit a unei noi
ordini inform&fonaleki o soluge lingvistik™ N pr o mo v a%ei & aivedpametarc r a

Ris punz ©nd $ucare vizaw daractkerul artificial al acestei limbiprocentul de
utopie aferent paciflgii lumii prin solu$ lingvistice, Academia franceZ i din 1929 a dat un
verdict care se cuvingj astzi, a fi obiect de reflexie nu numai pentru filologi: esperanto este o
capodoper de logid, rafonalitate ki simplitate; trebuie promovat ca fapt de cultu “ntrucd
" n aga @iltuk este un produs al lui hommo artifex.

® Daniel Bell, The Coming of Post Industrial Society, A Venture in Social Forecadig York, 1976, p. 115.
J. Naisbitt), Me g at e(ntdr axcS.e) , Editura Politict, Bucurexti, 1988.

Revista de I nformaft/ict Soci al £ www.ris.uvt.ro



Ca ki alte proiecte, folosiredimbii esperanto” mreconstruca marilor magistrale de
comunicare la nivel planetar,respectiv ca principal instrument pentru realizarea noii ordini
informaSonale, repreinttun pr oi etdta dfnlcaetputrua i . Cricasolufec e c a
alternativt. la exclusivismul lingvistic al marilor puteri din lumea contempéaran

Un rgm@nncer c©nd tdaS de teate eticletileesociek igptezemnte(post
industriak, informagonalt etc.), apreciazct, i a ni v el p | a ntelg se pefrec 0 seriet o a't
de schimburi, dintre care surfundamentale:

1) centralitatea elementului de comunicame mobilitate: ca indivizi, ne gsim prirk  “on't r
stare de vitek a mobilit iiSki de accelerare a capdci®r noastre de comunicare, care ne plakeaz
" nunmod de existephextrem de fluid,mobiki dinamic, radical diferit de tohtistoria trecut a
omeni ri i .S:tebnsolidacea slentiigcivice aficonsumatorului de inforngeod comport.
formarea unor modele de comportament structur
func$e de ficapacitatea hermeneuticda individului de a percep& decodifica naturai sensul
mesajelor;

2) 0 a doua schimbare vizdaiformarea unui nou mod de prodia; care nu se bazdape
munca cerdt, ci pe prelucrarea materialelor simbolkdanformative, (Claudiu Aldea, Rerzrea
Bint e@rt)®A. TranzBa de la revol@a gutenberghiana scrisului deipar, la vizualul televiziv, la
prezer@ vizuat, precumki la computerizarea interactiva creanoi tipuri de comunicare;

3) sistemul patriar hal b az at nopsstens hakad ped o n a
coordonare,respectiv ne dfin  ~ $§ unuiaou tip de rel@ bazat pe egalitate, interfine egal
Ka.m.d.;

4) tensiunea dintrglobalismki multiculturalism: globalismul caut un soi de destin comun
al umanitiSi chiar al speci ei uman e, tvalriletaitdhgne ce
orientate spre definirea unor comdrigoarte mici, de independ&ntde autonomie etc.;

5) disparfa firkzboiului rec® purtat cu potefalul distructiv al microfoanelor, care era
purtt or u | d e c wviplrnde civlizage tlteraativd(@viliza$a omogenett ii$ civiliza$a

diversitiSi ) . Cn | o @udolapsate, easdput tensiungn permanéndintre tendig de
unificarek tending centrifugal;

6 ) " nt, eleméntulucentral este autoanaliza, tiom@ de sine. A&ri, inocergle ki
spontanett i par ¢ dispat. ki tot ul sum sopde autoanalecaré ptasedzi ndi vi dul
situega, woringrat, de a opt a -hdefinesc namaip&t, nat i ve car e

7) relativizareaki incertitudinea valorilor predigune cultivarea spiritului detspundere
individualk ki de evaluare riguro&asa corfnutului valoric al tuturor mesajelor;
8) jocul parodic cu istoria,care predispune la alegeri cu prd@ecstrategie pentru care

flo mu | d énu es@npdegit sk rkspuindk la modul competenk " n L dsmmpakei an
Virgil Nemoi anul , Profesori nmnWaeshisngtaon DnCRapoxt ad € ad @A tr @b moEri idn Re
K i moder ni smull ‘maic Wl9t9br,t Renakterea bitnktSeant, mai, 1995.

8Claudiu AldeaRenakt erea BbheS8Saatanului 1995
Revista de I nformati&+t Soci al £t www.ris.uvt.ro



responsabillt ilBr ce-i revin la nivelul comuntt ilr ctrora le apasne. Acest context se datoréaz

faptului & exist. o multitudine de seturi de valori care seLaflnd stare de comp&@ie "~ nk r e e
ntre car e etsdecdk indisidulrcu ® preggtire medis sau mediocr Realitatea

nemijlocitt. ne determih st. acceptm faptul & istoria trecut nu este negét ci relevat sub forma

jocului de ofuni, de posibilit iSde alternative, cu fragemtri, rupturi ki discontinuit. iQle tot

felul.

Datt fiind extrema diversitate a surselor care produc, engerceteakz impactul social al
mesajelor, m# expeld ai domeniului se prongtpentru oteorie globak a informa%ei = n
compatibilitate cuglobalizarea problemelorki cu interna$onalizarea istoriei - dimensiuni
fundamentale ale evdBai societ iQumane étre mileniul al lIFHlea. Aceadt teorie ar putea articula
toate centrele de producere, procesare, stocdransmitere a datelor, contuind la diminuarea
riscului de fidezkdtcinare culturdl ki lingvistick gpe card antreneaz massmedia, ki ar face
posibibfio sel ecti vi t at e $«redusde,rcard bpermit d afirmatesa pioprisit r u c
identit i@ tuturor celor care dastruies®. Sindromul de agresiune infor@@nalk figenerad, pe de
0 parte, de cantitatea de infor§iea dark de capachkil® reduse de sel§nare a inform&ei,
neces. f or mul ar ea de met ode gener aii unaichgiengt at e
informa$onale’, compatibit. cu neceski® obiective aleff r\@iik ki transmiterii bagajului
culturab.

Diversificarea surselor, ca a | imbajelor prin care se e
prezent, reconfirdn teza potrivit éreia flimba este un elemertultural multidimensiondl iar
fibogt i& complexit.iSculturale depinde de abiiiSI e u mane ~ nk faosi simmlari asi
abstracte “"nol&xprimarea ideilor

Studiind ficorelaga dintre procesul lingvistick c ont e x t u | cul turtaiE "~ n

informa$onaled, unii autort® precizeak faptul & flimba contribuie la definireai merSnerea
rolurilor ki statutelor sociale, precurnla construirea identitiiSki subiectivit iQumane.

Dincolo de aspectul Sonal Kk umanitar al uneifinoi ordini inform&fonaled, aspectele
referitoare lafidentitatea contextulal & la Aicodurile lingvistic®, cercetrile de profil au relevaki
multe momente in&ale ki chiar unele repere ale spdui social, rezistente la schirht.
fiDistribu$a inegak ki accesul disprop&onat la valorile sociale pe baza difeor sau afinit ilgr
lingvistice creeaz antagonismul lingvistic, ateui rezultat e alienarea, frustrarea, insecuritatea sau
marginalizarea celor difégi Reflectarea caracteristicilor soeiou | t u r arirea diferei®dor n t
structuralfunconaliste kK prezervarea distirilor caracteristice creeaz ritualizarea K
stereotipizarea ce au un profund efect psihologic, economic, pélitc s oci al . t6in pr o
signifian®i sociale, valdle, normele ki obiceiurile culturale dominante influ&az crearea
" n s e mn kimboligdki Icantribuie la apafa inegalitt iSlingvistice. Folosirea formei singulare
Ki a numelui e rezultatul valorilor culturale individualisieegalitariste, iafolosirea pluraluluiki a
prenumelui e indicatorukerarhiei, expresie a distagi sociale Compete cititului, scrisuluixi
interpretrii, caracterul emancipativ al abHitSlingvistice ki posibilitatea genérii structurilor
lingvistice sofisticatefac ca performagle lingvistice 8 devikat ©t c r i Hriigrestricgdi ac c
sau excl ud e rdivehicutulomobild iSsocialec Azeasta explicde ce aspirdd la
mobilitatea verticdl ascendehi ce sufek de sindromul incompet&i lingvistice sau
comunicati ve, f ol osesc umpeduesentif® (promzs) incorécte. mo d
Uneori, ineficiel® lingvistid e disabilitatea ce credazlezavantajarea, inhia sau izolarea
individual, iar inefectivitatea lingvistice handicapul ce cauzeastarea de inadecvare, disconfort
sau pesimisit?.

°C. B@rnfidramar e Kl tcuornap ekttein S,i f i cbt Ki Enciclopedi ct, Bucurexti, 1986
10 Jurnal de sociologigan. I, I, 1ll, 1993, p. 3.
" Op. cit.,pp. 67.
2c., Bexliba
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AspiraSa Aichidtrii inegalitt iSlingvisticed printr-un sistem unitar de coduri, valabile la
nivel planetar, pe momentm©n e doar u ntkpgnceti perspectitdGemotl empigc,
cercetrile de teren au relevat conservarea inegddt sociale prin inegalitatea resurselor materiale
K institu$onale de acces lanhoua regiune ontologdica codurilod, a dror Adecriptar® excede
posibilitt. il aferente a ceea ce, cut@nmen generic, acoperim prin sintagi@surse umarne

C©Ot wWerperspectiva unei noi ordini inte@male de sorginte marxistea Em©n e
Aegenda altruismului nostru, imaginea simbblec ~ Ard hoaskre reale, ritualul de iggre a
tradi$ei unitt i, K nu moment de responsabiteflexie asuprapatrimoniului comun okies®,

nun ipoteticAaborator al consensufhif.

Cn $8mauaordine inform&onalk dwu trebuie perceputa un nouXotalitarism de sp@ L
jurnalistic. oci ca aspir§e spreumougende unitate “n diversitate.

C n-@ lume marcatde o vitet a schimlrii fLrt precedent, nevoia de comportament social
cosecventi motivat valoric se impune a&feren$al pentru orice agune individuak proiectat. ™ n
spdul social sib semnul responsabtlitiScolective, deoarecécomportamentul uman e un sistem
simbolic expresiv, iar schimbarea atitudinilor e intermediara indispehsdibire transforrarile
lingvistice ki refleca inevitabik a realitiiS sociale corespondente; lbma devine agentul
schimbrilor sociale. Posibilitatea maniguii realitt i®r simbolicek abilitatea umah de a crea,
alteraki adapta idei, imagini sau perspective alternative fac ca sehlmllingvistice & fie nu
numai precedentul evenimentelor sdej dar ki poterfalul schimhrii percegdgilor socio
culturale.(....) Unicitatea redlifi$ diversitatea lingvistit ki faptul & cea mai mare parte a culturii
se transmite lingvistic creelazinterdepende® dintre limik, cultuk K cogni$e, accentuedz
importara limbii ki tredtet ipoteza relativitiSlingvistice. Conform acestui concept, limba e
variabila interdependentdintre omk realitatea existeatce, nu numai ic reflect. ki determirk
realitatea socia| dar influeraz chiar posibilit. i8 g © n dkiicomipdrtamentului umaa™”.

Cn p rsecewmteat cunogerii Ki societatea inform&ei, dad mai sunt reprezentaié de
colectivit- iSprofesionale care, uneori, se dtasau se ignds evolueak ctire o fifecund
complementaritate informaSa fiind percepuit ca onout. dimensiune a realit iS° (...) Informaga
este, cu certitudine, o valoare; a fost, de altfel, consideraair mai pr§oat. d e c Ot petr ol
aurul. Do simboluri ale bog i& din diferite epoci ale civilizgei umane sunt &l dep ike de
aceadt credpe spirituak, care nu are nici dflucirea trk seanh a aurului ki nici utilitatea
polivalent.a petrolulut®.

3 Haraszti Miklos A cenzura esztetikaj@Estetica cenzurii), Magneta Konjukiado, Budapest, 1991.
14 H
Op. cit., p. 7.
5 Dr. ing. Alexandru IrodTiparul sau sistemele electronicd®d i t ur a ktiinSifick Ki EQ% i cl opedi ct, Bucu
16 Max Harkleimer Eclipse de la raisorRaris, Layot, 1974, p. 165.
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Dexi analktii sociali considel ct societatea posindustrialt. constituie alternativa benefic
unei optime complaentaritiS ~ nt mere kicinforma3, structurile acestui tip de societate
rele\k 0 accentuat industrializare a produ&ei de inform&e ki a modalit. ilr de gestionare a
cunoaterii. Invazia industrialismului, cu tendgnsa de standardizakeproducs e de seri e,
privat a individualismului cared revendid tot mai zgomotos dreptul la identitate cljiceaduce
" n lanulmanalizei raportul dintrBcumpto ki ficumptared, dow ficuvinte derivate, probabil,
din acees rtdtcint latink. dar purttoare a doulumi care ar putea deveni divergeitte

| NFORMAS | E Kk CREATI VI TATE SOCI AL

Amplificarea trebui®lor generate de complexitatea$ienoderne afcut din creativitate
resursa privilegidt pentru toate proiectele de recons§eida mtele civilizegei contemporane, a
societ ilpr care au ridicat munca la rang de potitde stat. De aceea, unii speailai problemei
considek ck ea nu mai poate fi un domeniu de cercetare exclusiv al unei skiguf, fie ea chiar
K psihologia- autoritatea prioritdt” n o r d i aewnoaiers acesteiipobleme.

An ul timii ani a deveni$neanh nt e ageexc $0C a
acjune umah, un pas curajos spre interdisciplinaritate, spre unitatea reflexipragmaict a
tuturorktin® | or . Ma i mu | t Silechfrrot @l &tiin @itcatot puternicforS deopnoduiGe
Ki a genezei erei inforng@nale, creativitatea se manifesbt mai mult ca o resutsgenerativ. ki
regeneratiz a dezvoltrii. Dact informa$a devine materie prima dezvolkr i i " $le naiio n d i
revoludl ktiin¥fico-tehnice, atunci creativitatea repretiptocesul care asiguprelucrarea eficieht
a informé&ei ki obgnerea produselor noi ce stau la baza tmiavteorii, unelte de murg materiiki
resurse de energie, ldcr literar-artistice, structuri organizatorice, metode de condacé€te
BOrliba).

ReconstrucSia -peomomi baza ¢ edbine tcioabprezentt el e v
importarfy hotr ©t oar e a HiU mc icio nicregiernr eenaglizarpar efectieacuhoa r e a
noi cote de dezvoltare, civili%a ki progres.

De aceea, unii autori propun ca etimologie pentru stausile inginerului termenul de
Angenium®, care, printre alte acc®pu ni , L’ W Fritaen mreatoay Amaginageo.
| ngeni oztuthreak eealizafea practlca noului, creativitateas e r a fi @inaebsiuni
definitorii pentru activitatea ingineredasdin mediul industrial. De aceea, inginerul trebuiefis,
prin excele®,tun om @ cre&e, un promotor consecvent al noului, un original explorator al

uni versul ui p r o#erpanisiona sub impactul noierevahstim Hico tehnice.
Defini3e: | nt rodus “n anul 1938 de G. W. keAl | po
organizareainedb,a pr ocesel or psi hice ~ nLiSii s'tne nMauetip pauplt i

noului i originalului.

P u n ©m groblema identifierii K sistematitrii acelor elemente care fac din om o
personalitate cr eat odemet® propune umhogetestiuctur oeat®e a |
afl at ed dencomplentemtaritate furgonalk " n  si st e mul creativ in
denumite eureme:

1) Structura de acumulare ki comprehensiunea informegei este realizdt” nde o s e b i
memorie g ©n di mialie procesm pstife, Accentul cade pe logompedid pe faptul &

mesaj ul Slred,ui &€i X ammemorat penttuvaCputea fi $en u t “n orizo
cunoatere inovativ, imperios necesar cgea
2) Structura asociativ-combinatorie este considerhata fi esei® creativit iSi pol ari

cooperarea dintre intelig€nifantezie, intuge ki analogie.

3) Structura energo-stimulatorie presupune reffppnarea dintre sentimente, motism
interese, curiozitate, temperament, refb intensk de lund. durat, voing, curajul, nevoia de
succexi de prestigiu, ficerea de a face inv@inki descoperiri, nevoia de autorealizare original

C. B top.lcit, p. 470.
¥loan MoraryCr eat i vi t at ea, kEdiktturi an SRd lei tsiocti ,alRucurekti, 1986.
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4) Structura critic . este realizdtd e g ©O©ndi t'erma shtdepdhde§ ledun@a
critict a inteligeri ki a cordiin®i. Aceadt structut. este necesarr n a ct Uy, dedagecec r e a
combirtrile ki recombirtrile aferente cregei noului pot conduce, dacscap de sub control, la
deforntri ale realit. ii§la manifestri contrastante scojuwi propus infgal.

5) Structura ideativ-perceptivk. vizeazt r anspuner ea 1 deil or n
g ©n d i %ale,icapacipiea de a opera cu imagini abstractenboluri, perceffa anticipatit. a
func$onalitk iFeperelor tehnice.

6) Structura de obiectualizare a imaginilor se bazeazpe capacitatea de a construi cu
ochii ming un obiect, pornind de la un proiect. Ea finalizepmcesul cregei.

Cn c e e ake poadergafiecty e i structuri “n pr odil@s ul (
acopet o gant foarte lardg: de la O. Osborn, care considlet. numai cantitatea produce calitate
(structurile 1k 2 fiind cele mai importante), la W.l. Beweridge, pentru care actul creator presupune
multmaimulbg ©ndi re “~n r aporkingacumulata.nt i t atea de cuno

Faptul & la unii creatori de excéje capacitatea persohale filtrare a inform&ei joad un
rol important, atisat impresia, uneorit@ e r s o a nceehtiee ar firefrhctare la acumularea de
cunating . Real i ttalta:ena i e sdomeniul telnic,firk " ngea de cunkting, frk
datek fapte luate din realitate nu se poate crea nimic,3ardend saltul calitativ determinat de
necesare acuntr cantitative. Ceea ce este caracteristic persoanelor attiv® n e ul fctaele t
stp ©n e s & folwsesc eovatocunoktin® cu caracter metodologicCn pl an educat i
cunatin® sunt cele care au rol hot©t o r “n a de ttarfiedirendiscipline.gCac a i
dimensiune esé&alt a activit iIngineredi, creativitatea tehnid implict valorificarea inovatit. a
tuturor acumulkrilor de culturk K cunoakt e r e  Julnprofesjumi, conceput ca parte
inseparabl a proiectului sociaki uman al dezvoltrii multilaterale pe coordonatele tr&ei.

Cn ac e s evodono moaxutl | e g e mtelfud Mandler-a fecat die dedieul
stu structut. de rezisteBpent ru a proiecta zidirddadeviadStet er
A.. ndjunea de crepe este legdt" n uni ver sul m®umed adeglertfLx @@ molareer d e
Omul nu poate crea nimic des@rt d e c $ltvieficsale...pun Ricru nouwttut e o primejdie,

este o forrhna mo$ i , est e Loettieke K rUurve puteants dec Ot -kauns or b
suflet... Balada Meterului Manole" ncepe cututareatbatuyul i, “n ot
versiuni “ncep tdunicitudir Cantatr e @m eznikeetslgpoladizeal gsyprai me

"ntr eatgsdaatce@'mn r esemnar g nboadratdeaa nrui tsvea$i,Ed hei e
se concentredazasupra meteruluio (Mircea Eliade).

Prelungirea vi8i creatorului prin cre@a sa, multiplicat = n n teatele miep ale
colectivit iiSbeneficiare, constituie o foarte puternimotiva$e a particigrii la procesul creatoki
gararga multiplickrii permanente a surselor de cgeandividuak ki colectit. Posibil & se uzeze
moral sau fizic, creativitatea tehhiestexi trebuie & rtm ©tffiabilt ca mentalitate.

Revendicat f r e ¢ v e n tse coniexted dang @ropun explorarea alternativelor de
crextere a productivitiSmuncii, creativitatea a fost deseori asdcieti noua calitate a produselor.
Diminuarea puterii explicative a conceptului, care a rezultat de aici, a artrenaemnifiativk
restr©ngere a ariei den capa li msgiev ieteecahomid. |8@amt ¢ € & |
creativit at etantsotupfamulipractie p’l n c exdcal bpirituatabcercetii kiin i
firk de care primul nu ar fi posibil, nropunem & prezentm procesul creativit ifla confluen$
a douw dimensiuni: cea psihologic ki cea tehniceaplicativ.

Din punct de vedere psihologic, creativitatea ca proces complex, multiplu$ooati
comport. succesiunea mai multor etape, inteeleapd e nt e ~ June & atdcurila ereatve,
dar posibil, din r&uni didactice, & fie prezentate ca secverrelativ distincte ale unuia aceluiad
proces. As$éel n shnyhbon dicansiidet definitorii pemtiuiprocasude o r i

®AncaMunteanu, ncur si une, EdcteamolAagusta, Timikoara, 1995.
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credie patru etape: prégirea, incub&a, iluminareai v er i f i c a r3ew@apte: origntarea, mp
prepar&a, analiza, idega, incub&a, sintezad eval uarea, i1 ar un I|kiet er at
patru: pregtirea, inspir&a, inverffa, exec@a. Aceasta reldv unanimitate, relelv rezister

e pi st e mgelocesyluicirhposibilitatea de a reduce creativitatea la o farmuwefinige ki cu

at ©t $mla o reégp ari un repertoriu de metode.

Totuki prin ~ ntr eeamra delexcepe aa demonstrattcanvitspr faptul
ck nici o cre®e nu este posildil firk valorificarea crititka un u i bogat materi a
sensul | ar g triaolmund predditoarewspecidl dest. wrat reflexiv ki cu persevered.L

Aceast persevereBE n ef or t presupune ecxdleadunoractgea un
secvelyale K asimilarea organica ~ ntr egddevi@gepef naedul goOndi rii

poate evolua conver genuni@csaudd veogente (SPNne
solug alternative). Pe baza acestor acuimulcantitative, devine posibil saltul calitativ
filuminarea, adid gtsirea acelufiton care face muzice- ideea de fond pe care se va ridica

articul a $ ulterioak Replizareapracic | a r ©ndul ei, nu ~nche
de cre&e, deoarece spiritul critic propriu creatorului detedmanreluare permanenta muncii,
inspirat. de orizonturile mereu mittoare ale performag i . Revel at oestesitug n ac
creatoare aluiHenriCoahd n de s coper tipoartanumefee ct ul ui ce

Cu ocazia zborului din 16.XIl. 1910 (primul avion cu rga); Coandl a observat cum
flkckr i | e j et ur itklse abat asupra’ fuselagilpiudé lensn, pe caraulk deteriorat,
avariind grav “ntregul$ eapanrraetgi sAcestt “fna plt9 1de
temerarului inventator-a transformat, dupo incub&® e de 20 die$ia llustrulormdef a pt
KinSk i nventatotn rfoetl®nhocesl@umingiocA . .-o " Ditr-mafl ©n

s

n b &jucam amoreat cu piturile de ap. Am observat cum piturile de ap vin ki se preling
de-a lungul degetului, la fel ca jetultfitrilor de-a lungul fuselajului avionului meu.tAnci mam
luminat; mam kmurit dea bineleata c est | ucitudkcueceenee-a” N1 nlit ©gnp | at ¢
ce venea asupra aparatul weiant uaccuanr,e “znb ubraaine ,” nm
M-am hotr ©ft studiez acest efettEste tomai Aefectul Coantl pcare a kmas un moment de
referinS tpentru cercetareatiin¥ict din fizick «i " n K enswetepantru avig§a mondiat.
Proiectarea ~ n uxindiced teshaiteia hezesiatadear, saloficared rovatoare
a tuuror variabilelor unei persondlitSa drei viaS ts-a confundat cu biografia culturik
cunoaterii din vremea sa.

Etapele,” n c o mp | e me ddfireescidimensitea pdiholodica creativit iSca
proce$’. Cum aceasta se finalizéaZ n 0 b ire completeaz &i " dépo cealitatea
tehnologid proprie mediului industrial, creativitatea tehpisub raport practieaplicativ, prezint
patru niveluri relativ distincte:

1. Modificarea comport. insei$a unui reper prin adaptarea lui la un contexicfional,
firk ai schimba naturad parametrii infali. La acest nivel, schimb i | e sunt mi ni m
elemente pur accesorii necesitate de exX@entehnologice ale noului context. Schirle se
opereak la acest nivel asupra subansamblului sau meigelor de detaliu, reperutpt r @n d u

identitatea sa tehriad caracteristicile proiectate ifii a | . Speci ficul acestui
ck schimMrile sunt de natéreminamente practtunctonat.

2. Asimilarea definedte acel nivel al creptitt iSi tehnice ~ n tc a‘umet rs e
procent modest, contrifg|a unui colectiv sau a unei comunis soci ale direct
producereaki utilizarea unui reper tehnic. Important n pri mul rond $prin
economice generateaatspuns la comanda sodiale lichidare atm©n e r i | b @asimilanea ur m
areunrolhdr ©t or “n f amil i ar i z ar % din dooenill ocegpectivacu pr 0 C ¢

formarea deprinderilor pract@plicative necesare produselor asimilate.

Xkt efan BSakrakegie uirsdu sTtirmi alota,r a, 1989.
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Exersat ~ nuncontext puternic stimulativ, asimilarea poate conduce progiesive un
"nceput de cr g atiswisdparticidarizeze metdda de$iere a produsului sau
caracteristicile lui funfonale. Aici creativitatea vizeazmai mult tehnica de investidie «
dexteritatea exeei.

3. Inova$a ca nivel superior al creatiwiitehnice, presupune o restructurare tehnologic
funcgonak a reperului in$ a | £ n U Nmasi “n r agle concretdetermihate eale wmen
colectivitti ndustri al e, caracteristice fazeik.lbbe dez
acest nivel, definitorietm©ne pr oi e ct & caefmalizare a dozumelni,t analizei
ingineradi a soldiilor existente pe plan mondial, a sintezei valogestru sol$a ce se dovedee
optimk pentru noul context care se reproiecte&ste o noutate la nivel $anal.

4. InvenSareprezilkni vel ul cel magdi t redinti cal,-o mutede tr ie \ |
la nivel mondial, ca urmare a origindélitehnicoa p | i cati ve a reperul ui r
colectivitatea industrial care cumuledztoate drepturile de auterde proprietate.

Fiind o noutate absolut, inverfa comport: concef#a, proiectarea, constriia,
experimentarea omolog ar ea pr ot ot i Keuproiedtaces,.spreCdedsebine rde cea
reproductiy, specifid inovirii K " hRmisuk asimilkr i i,  $e urmirindw-se creterea nu
numai a patrimoniului rffonal, cik intem& onal ) r ol ul d e tarearcreatia a rctn
proiectarea creattvanalizaki sinteza documentarse contint. cu elaborarea diagramei ideilor, a
matricei morfologice a ideilorfa obiectului generalizat al cig& tehnice, a concluziilor critice
privind tipurile actuale ale tehnici = n  dwbformularea pe acedsbaz a temei de cregeo.
Aceast tent de cre§e este impus studiului grupului creativ care, prin metodedetehnicile de
stimulare a creativitiSindividuale ki de grup, elaboreéz solue now ki originak saumai multe
alternative.

Noua idee este supugapoi unei exigente analize ingingtiepe baza treia, de regdl se
realizeat modelele experimentale necesare ellfioproiectului prototipului experimental. Dap
testarea ipotezelor teoretia@ practice @ acest prototip experimental, se trece la finalizarea
prototipului industrial, care, ddyre este validat, se finalizdaz n seri a zero a Vi
va individualiza marca fabricki personalitatea creatorilor. Inv@a presupunei o multitudne de
principii metodologice, dintre care amintim: obiectivitated tée fapte, repetabilitatea (invarfa,
controlul datelor, ce se vor a fi operatorii, coéelnecontradi$ a ) , "naintarea |
succesive, crearea ideilor noi. Aceste aspeztplid. deosebit de convirdpr imposibilitatea
confruntrii creativitt ii§(ca proces) cu cré&a (ca actki difererda di nt r e dkHiIsS¢o per i |
inven e ( "HW. tehnic

s

Ast fel, “n t i mp «icgde natwgiis deoegemplu) me este cpedan a
descoperitotinvedda poart marca iechnfundatil a autorului d& ambele se
completeak r eci proc “~n pat rdemaenciuni umane.iCGred al ~ ol rntead n

finalizeaz. cr eat i vi t at ea sub abredigeiel utditaibie, ki aisCpstetcit e a't
industriale (design), fapt remarcat de H.C. Caaaxtfel:AiCum nu putem reniu la confort, care se
adreseaz direct viei, nevoilor noastre fizicex de care constrile moderne trebuiets$nt
seank, surt doar apanajul lor, inkr” n @ arkitacturii de azi tot astfel se cuvineksave m ~ n
vedere partea decoratifrumosul, &-1 apirtm, £ veghemkf i e pr e z e ftpenfrumane o n s t
" n$tat restul viei noastre, &I transmitem celor ce rar urma, ca o mkienire de drept a celor
din viitoro (Interviu, 1972).

Cn ¢ o n cki obiect tehnic, idvefa tm© nnien d i s ode aspeotéld psihologiee
estetice ale creatiditiSki ale activit iSkting f i ce ~ n gtoareardeosebiré: arunS, b r m
demersul creativ se concretizeaz nd teoriextiin¥ict cu funcge explicatik, " n t i mpg ce °
"ntreg demer sul cr e atif a reditriiehnolagicef. Prin ackasth, adae 0
tehnid.” n d exek o importartt funcde ontologic.” n  r e Goan spter ubcaz e nko$ a ~
socialumane.

Atributul fundamental al orlgei inverfi este tehnologicitateacapacitatea de a fi realizat
cu mijloace simpled ieftin, adidz” n  (dae pdoductivitate.
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Am ingstat asupra creatiditiStehnice, deoarecepoca tehnologiei informative relév
mutadile multiple semnificative dinstructura muncii ki din finalitt i® acesteia sub impactul
crexterii vitezei cu care circtlinforma$ a “$nuls psaoc i al acelaitime, deplasaraan . C
accentului de la exe@a la cre&e ki inovage antreneazo nevoie exponegal mtritt. de educare a
atitudinii creatoarela nivel de mas Prin posibilitatea de diseminare a infoigaa creativitatea
polarizeat aterffa ki preos par ea tuturor segmentelor de opin
materiale, tot mai competitive, derde noi structuri organiZnale cu parametri manageriali mai
performar$ . Cn acest s e n $congné apreeiari gootnivit Eora dreativipatean f i |
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Adrian Dinu Rachieru

Un anal i st r o’m@ivind, @dmpapativo doehtivitateai umtan N tkadh ni ¢
Kiiingle socialumaniste a formulategea continuit i informa$onale potrivit ctreia finici o
informa$e transmi& Ageneti® prin crege nu se pierde, ci toatse transforin 0 Caracterul
cumulativ al inform&ei prin obiectivitatea repetiat ~ n d i vketipwiae dre& rcareeau
particularizat diverse epoe@ fenomene sociatulturale, relek caracterulki destinul eminamente
social al inform& e i acest@ens, literatura de specialitategoenanalize pertinente referitoare la
Avoca$a universat a creativit i) ki la necesitatea pedagogid e a educ a, “nome
capacitatea creatoare (individual d e g-o lunpe)marcdhprogresivde nevoia unei culturi
a alternativelor.

Exegeze mai recerfteinsist. K asupr a mod#al caobieCtivare @ anuidip cr e
specific de inform@e, Aestituie inform& i | e me d i idrouproce$ definid ouj sintagma

ZTraian D. mMdegomend al eos cme,t odol ogi e a ¢gmediodSi eRiaSimnar é d@ Qitee wmanmndti,scur
Analelor Universitt$Sii din laxki, 1988, p. 82.

ZM. C. BCGohsbder aSi i privind statutul i nif PrreamEl S ideei i 'nnf ok tmiaireS a i K id otcesh
fascicula 1, I.N. 1 .D., Bucurexkti, 1983.
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Adeschidere infornfonalto. C ©t ke paedstvdenensiune, opera de hrieste Adeschig
informafonal la modul universal deoarece receptarea @he de orizonturile de weptareki
compete Informafonakf oart e diferite de | a i ndyreailtat | a i
N urma unui "ndelungat principiu de s8andar
r e s p e cttla Mmitapc@urerit a aspectelor instrumentale. Aceste aspecte tratedubt
ipostaz a creativit. iSi “$ul sodap @) creativita# ca un criteriu pentru clasificarea tipurilor de
informa3e; b) creativitatea, ca veritabil reductor al incertitudinii. A doua semfifiea contureat
domeniul de referi@ Ha nivelul rezervei sociale a densiGinformagonale. La construirea ei
paticipk contextele mobile multiple, pe care indivizii le realizedz n pr oc e stul cor
Fenongn dinamic, aceaésipermanert recontextualizare ofer. multiple fagte receptorului
sociab™.

Faptul & informa$a mkrexte varietatea din Univers trebuie rpta ca nevoie obiectivde
Adermanet r estructurare % omr&®mp U h uJbrapabléntaticest tarea
conduce actul creatar

Eval u©nd, din peispectfiiviaos b é iefre Alfaoaié’'st a
precizeaz: fiL u me a  &-adeve, reprézantareaeluilalt. Ea s e f ace “Jkw apor
constant lacell al t |, | a @lInteuls adui nl anociel” nc akrtaéki stk n e s Ce

ultimkinstartBt ea se f ace “-h de e tthartvigatecoahsblt pueventea ei e
ca atare. Dincolo de respirga eseistit, dimensiunea filosoficpledeat pentru puterea creatoare a

logosuluisub semnuluniitiSi " n di ver sitat ebLkilosgevdgur a car e es
Apreciat. ca 0 expresie stigenerisa umanului, creativitatea sodigboate fi compatibtl ki

cu imperativele transcendentale ale exigterdugd cum antologic se prongt 0o m©n u | C. N

ANu uita @ Dumnezeutea t r i mi &l ~ 'nn i, ctoeesessuri,iscreezi,8duci Glncept

ssu " noai nt e
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Rezumat

Cn structura unui hypertext i nterfer en$ aHydertextulditerari magi r
Aasting I maged (Al maginea care dureazto) de Michael Jo
originalecarele-au i nspirat pe aoutoopreir ts tvilret ulael geelntremtttri cnaartet el setcet
acel apinairati vi Ki poetict. Cele zece desene original.
sunt | egathmaraSiuned care poate fi cititkt conform opgSi
creat ca un Awebsi t eravigare. Textslteste cohpiss dio pae muitet rame, rfiecare dintre
acestea conSino©nd o Afotografieo ki un text I iterar sc
cOt ki din imagini. fALasting | maagdeiontnrue pionaatgei nfei Kkcii ttietxt
la baza sa.
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In the structure of a hypertext the interrelationship between iraagetext is a defining
feature. In printed culture, image and text have formed different types of discourses: when the
discourse is represented by image, it is primary, as it is not tied to spoken language, whereas
alphabetic writing is secondary, as edetter stands for a sign and the discourse is mediated by
language (Bolterl991: 46). According to Jay Bolter, the printed text, a hybrid of verbal and
pictorial elements, marks a sort of dichotomy between images and words:

In the representational art thfe West, the space of a picture is formal, but it is not codified.
The picture pretends to be a reflection of the visible world. At least from the Renaissance tb the 19
century, artists and their viewers assumed that a picture should be a mirroref Tiharefore the
space of the picturghouldr e f | ect t he space of nature, and t
as they appear in nature. In a verbal text, the space is wholly conventional, and learning to read
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means learning the conventions ok tBpace. Pictorial space and textual space are therefore
apparent opposites: the one claims to reflect the world outside of it, and the other is arbitrary and
self-contained (Bolter 1991: 53)

But in the animated visual medium of the computer, verbal dext pictorial elements
intermingle, in the same discourse, in a sort of visual competition which challenges the authority of
the written text. In the electronic writing space, pictures move back toward the centre of literacy
(Bolter 1991: 55) and share thkame function of meaning with the words.

Reading the complex electronic page demands an attention to text, image, and their
relationships [€é] Electronic readers therefor
learn to read in a way thatcom nes ver bal and picture readin
pictures and verbal text belong to the same space, and pictures may cross over and become textua
symbols. The unified character of the electronic space is unusual, though not unprededdeted
history of writing. The development of phonetic writing, while it did not eliminate pictures
altogether from the writing space, did create a dichotomy between image and phonetic sign.
Phonetic writing pulls the writer and reader toward the pureatdirspace of spoken language,
whereas pictures, diagrams, and graphs pull them back toward a pictorial space, which is at least
two-dimensional and whose meaning is not strictly codified (Bolter 199172}

If in the printed space the words have preagibver the pictures, television has meant the
supremacy of the image. In a hypertext, instead, image sharesrtheaaa with the written text:
Hypertext has been called the revenge of the text on television since under its sway the screen
image becomesubject to the laws of syntax, allusion, and association, which characterize written
| anguage. [ é] T hneasb, as textsa an@ gice vessa Anly dypertext holds the
prospect of representing on the screen the sights, sounds, and experiencermemdhrough
virtual worlds that language previously only evoked in the imaginéfioyce, 1995: 2324).

The (literary) hypertexiiLasting Imaged by Michael Joyce and Carolyn Guyer is based on
some original pictures which inspired the authors to biedn in a web composition which is both
story and poetry. The ten original Japanese photos are interrelated in a story which can be read as
the reader wishes, because the text is composed as a website, so it is discovered by navigation. The
text is composg by several frames and each frame contains a photo and a written / literary text
below. The story is composed of both words and images. The ten Japanese photos are the sources o
the ten frames / parts of the story. The reader can perceive the texikygciither on the images
or on the words. The backward and forward arrows are the icons that direct the reading to a certain
trajectory. But there are also several invisible links on each frame, so that the reader has the
freedom to choose her/higay ofreading.

Besides the frames that compose a story, there are other ten frames which mirror the original
photos and the story that can be created by relating the texts under them. The latter frames are
artistic representations of the original photos anchés The ten photos are mirrored in ten artistic
abstract representations. The story is mirrored in poetry and some words of the narrative frames are
rearranged here imes, in a poetical structure.

The hypertextLasting Imagecan be (properly) read onlgn a computer scree short
definition of the term hypertext may bia body of written or pictorial material interconnected in
such a complex way that it could not conveniently be presented or represented @n(Ppegber
Nelson, in Anna Gunder, p. 128jypertext can exist only in an online environment (Slatin 157).

George Landow sees in hypertext the embodiment of somestposturalist theoretical
aspect s, such as Roland Barthesds idea of ne
(Landow B92: 3) From the perspective of the interrelationship wordsages, hypertext means
new forms of writing and reading, answering some postmodernist theoretical concerns:

Hypertextuality inevitably includes a far higher percentage of nonverbal infarmétan
does the print; the comparative ease with which such material can be appended encourages its
inclusi on. Hypertext, i n other wor ds, i mpl em
writing that can avoid some of the problems implicit andéfoge inevitable in Western writing
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systems and their printed versions. Derrida argues for the inclusion of visual elements in writing as
a means of escaping the constraints of l i nea
writing as a way of Igo-centrism, has to a large extent had his requests answered in hypertext
(Landow1992:43).

The idea of the active reader, which was intensively theorised by +emgemse criticism,
is concretised with the reading of hypertext, as the reader chossashar own reading paths and
each reader establishes his or her line of reading. This involvement creates the physical shape of the
text. The readerod6s presence 1 s 1 conlnadditionty mar
expanding the quaity and diversity of alphabetic and nonverbal information included in the text,
hypertext provides visual elements not found in printed work. Perhaps the most basic of these is the
cursor, the blinking arrow, line, or other graphic element that represemtseadea ut hor 0 s
presence in the text. The cursor, which the user moves either from the keypad by pressing arrow
marked keys or with devices likefimous® or a rollerball, provides a moving intrusive image of
the reader 6s preséa®zdd) in the text (Landow

A hypertext functions differently from a print text, because the story is made by the act of
navigation. Navigation has to do with how the user makes her/his way through the texts, or how
s/he is expected to do it. The users do not cruise aoyglearly defined main track, but wander
around a nelike structure, of content spaces. Links function differently, resulting in several
alternatives for the readéto choose between at each crossroads or, perhaps, a better metaphor in
this case, atach circl® (Gunder 125 The reader 6 s choices become p
hypertextual theories emphasize the active role of the reader, who is often aalethor (see
Michael Joyce Of Two Minds Terence Harpold, John Slatin). Gunnaels t 3| speaks
primary and a secondary author, showing fithe primary author (autheender) of hypertexts
produces discoursasstored whereas the secondary author (reegtaiver) produces discouras
discoursed( Li est B 103) .

The reader is ac-author, because s/he-cezates the form of the text and also has to look
for the meaning of the hypertext. The meaning in a hypertext is suggested to a smaller extent than in
a printed book. It is true that the meaning of a printed book is always(apémmberto Eco would
say), but at least its form is usually determined and it can always give strength to interpretation. But,
because the form of the hypertext depends on the act of reading, the idea of a single possible
interpretation is denied fromehvery beginning. How can we see the same story in the same way if
we start and carry oour reading in different parts?

Beyond the question of freedom of reading, the search of interpretation should not be given
up. In spite of the danger of getting lastthe web, it is possible to open a plausible interpretative
way in a narrative hypertext, as the discourse is created by the reader by the act of interpretation.
Thus, the coherence of the web can be obtained by the act of interpretation and of thedrsade
personal involvemeht

AREADINGO A HYPERTEXT: LASTING IMAGE BY MICHAEL JOYCE

A hypertext is like a living body that functions as a system of relations. But in order to know
something basic about the way this organism functions, we must presenbdfaasoanatomy of it,
showing each component and some relations about what we consider to be the main components.
The frames of the text are the organs, but the hypertext lives by its countless links.

Lasting Imageis a hypertext composed of 20 frame8, df them being accompanied by
texts under the picture. In order to understand the structure of the hypertext, we have divided them
into (what we will call) 10fnarrative® frames and 1@artisticd frames. Actually both frames are
narrative and artistic dhe same time, but I find in the first type a stronger narrative element; the

! John Slatin statesi think of hypertext coherence as appearing at the metatextual léad is, at the level where the
reader perceives what Gregory Bateson calls 6the pat
organizing notion around which all the disparate elements of the hyper documentaoeynli€7
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words under the pictures may fit into a story. In the second type of frames the images are more
abstract reflections and the words are organized as lyrics.

The whole text can beead in two ways: following the forward (and backward) arrows or
following the invisible links. So to a certain extent, we havdieected and a free reading, so that
the reader can choose whether to follow the direction suggested by the narrat@adrinatever
s/he wants / feels, just moving from one link to another. As the act of reading allows both ways,
there is no indication which way is the betterone

If we follow just the back and forth arrows we find ten frames: each one composed of an
image and the corresponding text. In every frame both the images and the words have links. Trying
to construct a narrative reading, | consider them the main narrative stream of the hypertext. Every
finarrative frame has its watguaper image. The blurred iga isfiaccessetlby clicking, so it is a
link destination. The blurred images mark the links on the landscape, as here the links can be
noticed.

Following the links of the main narrative frames, we can get to other ten frames, which | call
fartistiod frameso. Eight of them have also words under the pictures and two are only images. The
fiartisticd frames are a sort of reflection of the narrative frames.

A ACLASSICALO NARRATIVE APPROACH TO THE TEXT:

1. The 10fNarrative 0 Frames

Because we wanted to finte structure of the hypertext, we tried firdicdassicab way of
reading, following the text from the first fithe lasb frame (actually to the one that comes before
the first frame, because after tliast frame there is also a forward arrow thatrays us back to the
first frame). So if we follow théiclassicab direction of reading, we can find 10 frames. The first is
related to the second by a forward arrow and all the others are related themokbgnd forward
arrows. Every frame is composed of ismage and under each image there is a text. | call these 10
framesfinarratived because they are arranged in an epic way: the words may compose a story. The
narrative sequence is indicated by the arrai@ick anywhere to begin- is stated in a virtual
preface of the hypertexhttp://www.eastgate.com/Lastinglmage/about.htimlit anywhere one
clicks, the beginning is the same frame, which determines us to call it the first frame. Wetinterpre
Lasting Imageas a narrative hypertext, in which we are told the story of some foreigners who, in

ti me of peace, |l ook at a blind manés photos a
The foreigners are Westerners and the narrator is onkeof, tand the narrative perspective is
plural:iwmwed. One member of the narratorés group i s

Our interpretation of the narrative point of view as a Western one is based on an
autobiographical e v e n Michéel Joyoe tdltihe dudiende atJacsynumerdé s |
school where we (the participants in the summer school) discussed this hytlestelxe purchased
ten wooden tiles with their images in Japan during his visit to Japan Town in Los Angeleanfrom
old woman who was selling off themnants of an old souvenir shop after the death of her husband.
These are the ten wooden tiles which constitute the background of thiethextlO pictures that
compose thefinarrative frameg which have been used as a source of this hyperfeis
biogr aphi cal argument and the presence of t he
make us consider the receptors of the photographs Westerners (Europeans and Americans).

2 This option in the act of reading a hypertext, which is embodiédsting Imageis theorised by John Slatifif you
want the reader to open a specifitdlr® or sequences of nodes, you can eith
action, for example by highlighting a O6prefmpnr ddhepatelaw
choice by automating the sequence or hiding links yponddt want the reader to pursue
preference about the sequence the reader follows, you may opt not give directions, leaving the choice of which links to
activatei or whether to activate any link at alentirely up to the reade(p. 164).
817 7 25 May 2003: ICT and the Humanities Summer Schddpproaching Cybeculture: Humanists as Actors in the
Development of Technology Blekinge Institute of Technology, Karlskrona, Sweden (for details about the summer school see
http://www.icthumanities.org/iam/icthum.nsf/pages/67377de14e560c8dc1256caa00373f12!0OpenDpcument
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After this biographic reference, let us return to the idiesgetic space. Bjooking at the
photos, by feeling the Oriental atmosphere, the Westerners reconstruct the story of Meiesetsu, the
blind man who took the photographs. The ten narrative frames (based on the real photographs) are
divided equally: 5 tell the story of Meieset and the other 5 the forei
told in a chronological order: in the first frame we read about the foreigners who spent their time in
an Asian fishing village. The following five frames are about the blind man, about his \ilag to
monastery and about the way he took his photographs. The following four frames refer to the
foreigners who perceive his photographs and try to find their meaning.

This is the story that we find if we follow the forward and backward arrows and hevarare
comments on the content of the story:

Frame 1: The text begins with a foreign perspective. It is a peaceful period after the war,
when the foreigners go to a fishing village,
way of life. Thee is an anthropological distinction betwaea (the visitors) andhey(the natives):
fwe used to go down to a small fishing village bellow Yokohama where they brewed it from
r i coe¥he image of thdigrim-faced man who cut open the sea urchins opensstbey of
Meiesetsu, the blind man whose legend is central to the story. The thumb and the first finger (that
the grim faceeman uses) are also the fingers that we use for writing. The opening of the sea urchins
corresponds to the opening of the storydbecs e t he next frame is the
legend. By opening the sea urchins, the giaoed man gets to the core of the sea urchin. In a very
subtle way, thigistoryd seems to bring us to the core of a civilization, as there are referentes t
art (the pictures) and the religion of the visited area (the blind man lived in a monastery, among
monks) . But it is actually the essence of wh
dominant in these 10 narrative frames, becauseyaveri ng i s fil tered th
experience. Even the Oriental atmosphere is rendered by such a filter. This is why the text begins
with the foreignersdéd perception, but the fore
they visitthe village and pay attention to the details). Both the foreigners anth#tiee® are
present in the first frame. The other frames focus either on the blind man or on the foreigners, so
this is the single frame that refers clearly to both foreignersttamdbcal inhabitants. And this is
also the only frame that is the beginning and the end of the story (if there is any end, because we
might speak about end only if we follow tliielassicab direction of reading) at the same time.
Actually as this is thdirst and the last frame in the series of the narrative frames, it shows us that
the hypertext has no end.

fiNarrative 0 Frame 1

) 4 |
I ! After the war for a time it was hard fo find beer so we used to go down
o a small fishing village below Yokohama where they brewed it from rice
Ima e and spring water, serving it with dark sea urchins thata grim-faced man
- cutopen with a small sword, holding each spiny thing down between his
thumb and first finger on a well-polished black stone rilled with knife marks
and then splitting each one open to display the pinkish pear flesh.
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Carolyn Guyer and Michael Joyce

http://www.eastgate.com/Lastinglmage/index2.html
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Frame 2 The legend of that small village is about a blind man who was a great
photographer. The image of the blind man, which is central to the text, is a poetical one from the
very beginning, as it escapes the usual meaning: the blind man was a sort of a phetoyres a
literary image because the text bediile a legendiT her e was a bl i na@Theman i
fact that his camera i&arved out of wooalshows the relation to the nature and the blue silk rope
has the colour of the sky. The cameralvgags carried along with him, as the wood is polished by
years of handling. Polish means usage and perseverance, evolution. The polished wood is associatec
with his eyesfithe wood polished by years of handling, his clouded eyes like the smooth insides of
oyster shelld. We notice, like in poetry, a parallelism:

fithe wood polished by years of handling,
his clouded eyes like the smooth inside oyster shells

The wood / the camera reflects the (inner) world frins clouded eyes The word
ficlouded suggests that his vision is darkened, but also that he is nearer to the sky (by the reference
to the clouds). His eyes are clouded, reflecting another world, a superior one. The highness of the
clouds is in the darkness of the sight. The idea of deep insighfgested in the comparison of the
eyes withfithe smooth insides of oyster shéll¥he comparison with the inners of the oyster shells
suggests the depth which can be found in sky and in the sea at the same time.

The image of the blind photographer dam interpreted in a symbolic way: he keeps the
images in his soul, even if he is blind. They are inner images.

fiNarrative o frame 2

; There was a blind man in the village who wore a camera carved out of wood
around his neck on a blue silk rope, the wood polished by years of handling,
' his clouded eyes like the smooth insides of oyster shells.

http://www.eastgate.com/Lastinglmage/blindman2lhtm

Frame 3 The next image keeps Meisetsu in a legendary perception because we are not sure,
but suggested that héhad lost his sight looking up into the searing light at Nagasaki from a
distance of twenty miles As about any legendino one seemed abte confirm this storg. This
fragment presents us an awr allusion, as it suggests the disastrous effects of the bomb.
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The legendary atmosphere is increased by the fact that we are not told the exact cause of his

losing of sight: we hear judiwhispeso about this, a way of pronouncing which increases the
mystery.

fiNarrative 0 frame 3

Itwas whispered that this blind man, Meisetsu, had lost his sight
looking up into the searing light at Nagasaki from a distance of
twenty miles, though no one seemed able to confirm this story.

http://www.eastgate.com/Lastinglmage/redpagoda2.html

In frame 4, following the story of the blith man, we see thdihe moved silently about the
townd: fisilentlyd stresses once more the legendary aspect of Meiesetsu. The blinfktakes
miraculous photographs with his wooden carbeaa he move$ so hisfisilentb movement is
meaningful. The beauty andhe essence of the whole nature are reflected in his photographs:
fisilvers of grainy wood smeared with a hint of ocean, sky, or the jade dark moantirsaves

his village and takes with hifimiraculous photograpbsSo his village is the origin of ¢hwork of
art, and it will always live in his soul.

fNarrative o0 frame 4

In any case he moved silently about the town taking miraculous photographs
with his wooden camera, the most amazing things, slivers of grainy wood
smeared with a hint of ocean, sky, or the jade dark mountains.

o>

http://lwww.eastgate.com/Lastinglmage/bayhills2.html
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Frame 5andFrame 6 mirror each other, because the imagehe frame 5 fits the text of
frame 6 and the other way round. The image of the red bridge signifies the relation between our life
and the next one. The bridge is near a sacred place, the temple where the blind man lives. His
description among the otheromks suggests that he has a special place. Is it a position closer to
divinity or does it suggest a | ove for |ife
frame 6 suggest the image of dediBach night after he crossed over into the daeklelemple, all
along the shore dark birds circled, calling his nanie the sequence of the fifarrative frame3
Meiesetsu is not mentioned afterwards.

Once an image of Fujiyama emerged from the magic camera as if
by sleight of hand, its perfect symmetry balanced by the curve of a
sampan sail, sunset gilding its gray skirts. a»

http://wwv.eastqate.com/LastinqImaqé/redbridqez.html

fiNarrative 0 frame 6

Just outside the village a red bridge rose in an arc across the narrow canyon

that guarded the Buddhist temple where the blind man lived, an orchid among poppies,
among monks in crimson and saffron. Each night after he crossed over into the

darkened temple, all along the shore dark birds circled calling his name. < >

http://www.eastqate.com/LastinqImaqe/fuiiz.htrhl

Frame 7: The story is about the blind man, but also about the way thesqgbeeceive his
work. It is a text about reception, as well, because it begins and ends with the image of a narrator
who speaks to us about the blind man.
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The receptors are the westerners who perceive the values of the Orient. They try to
experience the @ntal perspective of lifefid r i n ki ng s aki in the fishe
have settled, squatting among t &®mthimwaytheywah p as
feel closer to nature.
fiNarrative 0 frame 7

Some nights we drank saki in the fishermen's huts until the birds
settled, squatting among the men and passing the pipe back and forth,

the cone roofs of their huts echoing Fuji's cone. <

http://www.eastgate.com/Lastinglmage/fisherhuts2.html

Frame 8 Another poetical image is the one of the roof of thefiihh e i nnés br o
sheltering wide porches dotted with moths that gathered moonligheé moths that reflect the
moonlight are once more a sign of the relationship between this world and a superior one.

fNarrative o0 frame 8

R

»

Nevertheless we always returned to sleep at the same country inn,
walking along a path illuminated with a powder of dried phosphorescent
seaweed, the inn's broad roof sheltering wide porches dotted with moths - ,

» that gathered moonlight. - >

Qe g

http://www.eastgate.com/Lastinglmage/countryiimtyl

Frame9 The next fragment i s, I n our opinion
interpretation. The bl ind mdintd adeck ke pastébcalsgy at h €
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The photographs are arranged according to an interpretateceptionfishore and mountains, salil
and distant abodasThe receptor rereates the world, using the art products.

fANarrative 0 frame 9

e T
». s .

------

rcrol ot Ll

The Dutchman stacked the blind monk's photographs
into a deck like pasteboards, shuffling them into suits:
shore and mountains,sails and distant abodes. a4 »

http://www.eastgate.com/Lastinglmage/samggahtml

Frame 10: But there are stiifn ever enough car ds otherausedhk e a
receptor can never find all the meanings of the work and the works of art always leave open
guestions for the receptors. So the receptor has to gamble: etéigr is a sort of gambling,
because one can never get the full meaning. And these gamblings bring the receptors closer to the
world of the creator, to the Oriental universe. The last words of the fi@aeh day was a truce
then, every image lastirigrefer to the peaceful atmosphefirifced) presented in the first frame.

This is why the wordiruced is a link to the first frame of the hypertext. Tilast word® of the

frame seem to be the closing of the whole text: the whole sentence is formulatégpesl end,

which is a conclusion that refers to the whole text. The wirtated refers both to the locals and to

the foreigners; the images of the Oriental world last in the soul of the Westerners. The two last
words- fimage lasting - constitute tle title of the hypertext and refer to the photos, which are the
core of this work. So these are some arguments that suggest that if we read the Sicassicabd
manner this would be the (happy) end.

As we are not readingflassicab story, mourinérpretation may be regarded as a limitation
of the text.

But any kind of narration needs an ending, and even if the text may seem endless because of
the multiple linking possibilities, interpretation means finding at leastpmssibleend (among
other posible ends). J. Yellowlees Douglas, i How Do | Stop This Thi
Indeterminacy in Interactive Narratigsdiscusses the question éénding in a narrative
hypertext, showing thdt the ending need not necessarily be physically provigethd text itself
(or announced by a lengthy newspaper obituary) in order to bestow meaning on the life or narrative
that has preceded it because, as readers of
by making 6considesaméet $ magidcbahéveni npattern

4J. Yellowlees Douglas, p. 160. Speaking aboutidia of ending in a narrative, hypertext Douglas wrifiSa when we navigate

through interactive narratives, we are pursuing the same sorts of goals we do as readers of print harrativgsen we know that

the text will not bestow upon us the firsdnction of a singular ending that either authorizes or invalidates our interpretations of the

text . Because our sense of ending does not derive nteracgvei ci t | vy
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fiNarrative o0 frame 10

http://www.eastgate.com/Lastinglmage/distantabode2.html

THE AARTISTICO FRAMES

The 1O0fartisticd frames are in fact coll@g, presenting images from the narrative frames,
but bringing also new elements. If the narrative frames are clearer, having a story that can be
followed, thefiartistiad frames show the fragmentary aspect of the main frames,they show that their
relation isnot limited to themselves, or to their blurred mirrors. They replicate and problematise the
fimaind story and show that the meaning can be also enlarged. If theat@tive framespresent
the original photos bought by the author from Japan Town, tmasee$ aré in our opinion-
fiartistiad interpretation: the original photos are recreated through the filter of the receptor. The
artistic frames are Car ol yn ngftoyoethedwvsoden tileskhata n d
Micheal Joyce brought hand the story he wrote on the back of them.

If in the case of thénarrative frame3we have numbered the frames from 1 to 10 because
we had a beginning, here the numbering is arbitrary. Its aim is to keep a clearer reference to each
discussed frameThe fartistico f r ame 1 refl ects the blind man
monastery (from a simple man to an artist).

narratives sheds light amhat - other than the physical endingofastoryat i sfi es our need for endings
arriving at a closure is satisfied when we manage to resolve the narrative tensions and to minimize ambiguities, tazzigdain p

and to inorporate as many of the narratives elements as possible into a coherent gattéerably one for which we have a script
gleaned from either life experience or encounters with other narratives. Unlike most print narratives, however, intaraties n

invite us to return to them again and again, their openness and indeterminacy making our sense of closure inevitabig simply o
@&ndingd among many. [é] I f we as readers truly do | achmatg for
merely a plausible version or versions of the story among many will suffice equalh(m®ItL84i 185).

5 Theselexias which | conventionally cafiartistic frameé arefiCarolyn Guyer's work and represent a reciprégito to the original

fiction which | wrote for her and pasted on the backs of the original wooden tiles with the images. That is the original story, my
single copy gift, was itself a hypertext, or a non computer based-ien Espen Aarseth's sense. My wife Carolyn's reciproca

gift was also a sort diwritingo in dialogue with my text and the old woman and her deceased husband from Los Angeles as well
(email Micheal Joyce to Marius Crisa08 Sep 2004
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