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Abstract: Ion Pop's critical readings follow the path of the dialogue with the work, in a dialectic of 

identification and distance: personalized "calligraphy", as a form of a critical exercise's escape from 

the tutelage of excessive rationalization, is illustrated in both sections of the book: studies dedicated 
to a writer, a favorite topos or a literary orientation. The abyss of the perspectives of metaphysical 

temporality, or of the agonic timbre, gives Ion Pop's poems a game of multiple perspectives, with 

voices that interweave, with mediations that refuse to mediate, an ambiguous game of time and of 
coming out of time, in which beauty is salvation and detachment, and the poem becomes a 'reportage' 

of the continuous dispute between the seen and the unseen. 
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Ion Pop belongs to the category of literary critics marked by the demands of 

modernity, by the imperatives of lucidity but also of empathy, a follower of the miraculous 

encounters with the text, encounters that replay all the iridescences of the imaginary universe 

of the work, stimulating its original transparency. The critic's hermeneutic resources valorize 

the work as an autonomous and coherent aesthetic universe, with a precise design and 

aesthetic legitimacy. The "totalizing" vocation of the critic comes from the Cartesian spirit, 

which is not exhausted in conclusions, refusing to be transient, apodictic statements or 

definitive evaluations, from a natural "spirit of finesse", which captures the nuances of the 

text, its original form, its intrinsic charm. It is from this demanding art of fixing nuances, 

contrasts and relationships that the transparency of Ion Pop's critical readings in Transparent 

pages (1997) derives. In the Foreword, the critic specifies his program and intentions, 

emphasizing the primacy of the text over critical consciousness. "The 'transparency' of these 

pages is, of course, an ideal of critical reading itself; to make the worlds of the works read 

appear, to make them transpire, in their multiple dimensions, in the most penetrating light, 

knowing that the critical act is not, and should not be, a simple transcription, I considered that 

the primacy of the text is imperative, that the work should not be reduced to the level of a 

pretext for the imagination, however mobile, of the glosser. Something of the color of the ink 

and of the trembling of the spelling, which will be the interpreter's own, will, in any case, 

leave a trace; enough for the hubris of the "point of view" and of the creation born of another 

creation". 

Ion Pop's critical readings follow the path of the dialogue with the work, in a dialectic 

of identification and distance: personalized "calligraphy", as a form of a critical exercise's 

escape from the tutelage of excessive rationalization, is illustrated in both sections of the 

book: studies dedicated to a writer, a favorite topos or a literary orientation (Adaos to a 

reading of Urmuz, Dobrogea, Ion Vinea and the Sea, Victor Valeriu Martinescu and the 

Poetry of "Subversive Sincerity" and "Integralism" at the antipodes) as well as literary 

reviews and essays covering, as the author confesses, "only part of the much wider landscape 

of the lyric poetry of the last fifteen years or so, about which I felt the need to express 

myself." The critic goes beyond the narrow confines of literary criticism, and the opening of 

the hermeneutic horizon follows two directions - integrating the book into the imaginary 

universe of a poet and structuring the analysis towards a stylistic dominance or a particular 
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literary orientation. Cutting out, from the sequences of literary history, a synthetic vision, in 

which synchrony and diachrony express a unitary conception of modernity, Ion Pop draws a 

credible "map" of poetic actuality, with a carefully traced relief, Remarkable is the critic's 

effort to find the characteristic, the specificity either through a phenomenology of writing (in 

the analysis of Gellu Naum, Ion Horea, Aurel Rău, Nichita Stănescu, Mircea Ivănescu, Aurel 

Șorobetea, Virgil Mihaiu, etc. ), or by explaining the thematic universe, the imaginary space 

developed by other poets (Florin Mugur, Ilie Constantin, Gheorghe Grigurcu, Angela  

Marinescu, Mircea Dinescu, Adrian Popescu, Aurel Pantea, Andrei Zanca, etc.). Moreover, 

the titles of the commentaries, seductive in form, have the gift of capturing, in their concise 

aphoristic form, the profile of a poet, the individuality of a certain lyrical hypostasis, the 

modulations of a "voice" that is heard more intensely or more abstractedly: The Steps of 

Initiation (Nichita Stănescu), Detachments and Returns to the Shore (Ilie Constantin), Ritual 

Existence (Ioan Alexandru), Greenhouse Effects (Florența Albu), Curfew (Dinu Flămând), 

Poetry and Biography (Mircea Petean), Manual of Nostalgia (Andrei Zanca). 

The decoding, in an aesthetic grid, of the meanings of one of the most suggestive 

lyrical creations of the last decades, the sketching of lyrical profiles with their characteristic 

gesticulation, but also the subtextual recording of the essential poetic coordinates of 

contemporary Romanian literature - all this gives Ion Pop's book a fascination of style, rigor 

of demonstration and interrogative expressiveness. The most important exegete, in our 

country, of the avant-garde, through his unrivaled books in the field (Avangarda în literatura 

română, A scrie și a fi. Ilarie Voronca și metamorfozele poeziei, Avangarda românească), Ion 

Pop is also the most gifted hermeneut of neo-modernist poetry. His recent book, Poezia 

românească neomodernistă (Editura Școala Ardeleană, Cluj-Napoca, 2018) is a peremptory 

illustration in this sense, representing a comprehensive map of the poetry of the 60s and 70s, 

from the group around the magazine "Steaua", to the poets of the Literary Circle of Sibiu, or 

the great exponents of the era (Nicolae Labiș, Nichita Stănescu, Ana Blandiana, Marin 

Sorescu, Mircea Ivănescu, Emil Brumaru, etc. ), without forgetting the role of the magazine 

Echinox in redefining the climate of neo-modernism. The effort of synthesis applied to 

neomodernism is exemplary, in our times when forgetfulness seems to be increasingly taking 

hold over our literary past, and Ion Pop is absolutely right: 'The patience of remembrance is 

not the most obvious attribute of today's man, whether he be a literary critic or not, and the 

new poetic ages seem to grow uninhibitedly on a terrain whose geological stratifications are 

less and less taken into account. The author of this book also believes, however, that they are 

important, that the reactivation, even on relatively small areas, of cultural memory, especially 

poetic memory, is vital for the existence of today's and tomorrow's creative work." The books 

of literary criticism and essays by Ion Pop reveal, in the most convincing way, the effigy of 

one of the most gifted interpreters of poetry today: refinement, stylistic elegance, Cartesian 

rigor are decisive evidence of such a characterization. 

The hermeneutic approach taken by the literary critic Ion Pop is based on a dual 

postulate of his vocation: on the one hand, his analytical passion, and on the other hand, a 

clear vocation for synthesis, openness towards a unifying image of the world and of the texts. 

Poetry and criticism become aesthetic solutions to the questions posed, but also instruments 

for clarifying the world's stridencies and ambiguities. In The Game of Poetry, the aspiration 

towards completeness is correlated with the meticulous exploration of the fragment, in an 

applied interpretative exercise, of a certain mobility of writing. The relationships between 

lyricism and the ludic reconfigure the antinomies from which poetic creation is born, in the 

mechanism of which necessity and freedom, chance and determinism, are combined. The 

first, conceptually wide-ranging chapter, The Game as World, is an introduction to the space 

of the ludic, in whose structures poetry is also inscribed, that which outlines a particular 

relationship with the world or even with the producing consciousness, defining itself, above 
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all, as an attitude, as a re-presentation, as a role in which the creator distributes his affects, his 

interrogations and anxieties. In the essayist's demonstration, the play of poetry is doubly 

postulated: as an attitude (of the poet who plays) and as the effect of that ars combinatoria 

which is the defining ars combinatoria of any literary work. Poetry reveals itself as a game by 

carving out, in the world of necessity and chance, a space of protective freedom, capable of 

restoring to the human being its deepest essence. "The 'game of poetry' implies a liberation 

from all the 'conventions' of society, but also from the conventions of literature, which are no 

less constraining and inauthentic. "The 'game' of poetry relativizes certainties, placing life 

under the theatrical sign of buffoonery, which is not without its tragic irony. Between the 

'play of the world' and the 'play of poetry', every creator perceives his own condition as 

artificial, inauthentic, while dramatically assuming his own role, with its anguish, 

ephemerality and uncertainties. The poetic game is thus defined by a dialectic of conservative 

and conventional tradition and modernism as protest, a negation of the pre-established canon: 

"From this angle, the 'poetic game' can be read as a game with conventionalized languages, in 

a series of modernist-avant-garde attitudes, and thus in a so-called evolutionary perspective. 

But it also signifies, on a broader level, the play of the text, that freer or more regulated ars 

combinatoria which, in modern poets, marks to the highest degree the concentration of 

attention on the movement of the signifier". 

The links between poetry and play are illustrated especially by the presence of 

relevant topos: the "theater of the world", childhood, the spectacle, etc. Recording the avatars 

of the ludic in Romanian poetry, the critic x-rays, with a remarkable analytical elan, various 

representations of play in modern Romanian poetry. From the space of "a mechanical game, 

in which the self constantly wears the mask of the 'played', of the prisoner eternally 

manipulated by obscure and violently hostile forces" (about George Bacovia) to "the freedom 

of its staging, of its combinatory art, substantially fed by cultural memory, fructified in the 

multiple and complex intertextual relations" that are the features of the playful aspect of opto-

secularist poetry, the various aesthetic modes and effects of the "game" of Romanian poetry 

are deciphered. Subtle and rigorous, Ion Pop's analyses tell us about the Bacovian lyrical ego, 

under the camouflage of the decadent mask, about the theatricality of Adrian Maniu's poetry, 

about the scenographies of Emil Botta's melancholy, with the repeated "change of masks", as 

well as about the lyrical insurgency of the avant-garde or the representatives of the "War 

Generation" (Geo Dumitrescu, Constant Tonegaru, Dimitrie Stelaru, etc. ), or the subtle 

combinatory games of Ion Barbu. 

The "game" of poetry sums up, for Ion Pop, attitudes, affections, expressive effects 

and operationalizations of language that have the effect of freeing us from conventions, 

aesthetic openness, awareness of the gratuitousness of the poetic act and of theatricality: "In 

the face of the game of the world and the game in the world, the game as the world of poetry 

is, in fact, that "imaginary real" that encompasses them, under the sign of the unrestricted 

freedom of the human spirit to know and recognize itself again and again, throughout history, 

in roles that are always changed, always replayed". Poetry and criticism are, in the hasty and 

superficial opinion of some, distinct, even irreconcilable aesthetic domains: one (poetry) is 

infused with the impetus of subjectivity, a directing of the emotions, while the other (literary 

criticism) is consecrated by reflexivity, discursivity, recourse to logic and intellect. Of course, 

modernity and postmodernity have completely relativized such outdated perceptions of the 

antagonism between poetry and criticism, promoting forms of writing in which the two 

literary modes coexist, dialogue and intertwine. Ion Pop is the living example of this 

dialogue, through his style, his vocation and ironic relativizing verve, through his 

interrogative impetus, lucidity, forms of reflecting the world or the inner universe. 

Poetry (Proposals for a Fountain, 1966, Late Grammar, 1977, The Sun and Forgetting, 

1985, The General Procrastination, 1990), essayist (Poetry of a Generation, 1973, 
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Transcriptions, 1976, Nichita Stănescu - the space and masks of poetry, 1980, Lucian Blaga - 

the lyric universe, 1981, Fragmentary Readings, 1983, The Game of Poetry, 1985, Avant-

garde in Romanian Literature, 1990, Writing and Being. Ilarie Voronca and the 

metamorphosis of poetry, 1992), translator (from Georges Poulet or Jean Starobinski), Ion 

Pop is also a director of consciences, a mentor and a Professor whose subtle and sober 

"pedagogy" has shaped the personality of many students, in the horizon of reading and 

probity, professing the poetic "reading" of the world and the reading of Books, in an 

approach of identification, understanding and interpretation of the signs of everyday life 

abstracted in the living metaphor of lyricism and of the text as an instance derived from the 

metamorphoses of reality. One of the outstanding books of poetry is Stair House (2015). The 

poems are situated between reflexivity and self-reflexivity in the filigree of 

demythologization, in which the effluvia of a vaporous melancholy is found, in which the 

agonal feeling descends both from irony and polemical spirit, from bookish reveries as well 

as from refined contexts, parodically defoliated by an oversaturated gaze of poetic culture. 

Exemplary are the author's words about his own poetry, in which the fantasies and obsessions 

of the self are transposed, as well as the permanent dialogue between Library and Life: "I 

have the feeling, in reciting myself, that my poetry has always been obsessed, in the half 

century since I put it down on paper, by the tension between writing and living, between the 

Library, a space for reading others, and the return to my own questions and anxieties, barely 

attenuated by a fundamental skepticism and a precariously salvific melancholic 

contemplation. Life enters into dialog with texts and more and more with the immediacy of 

aggressive realities". In the title poem, a self-reflexive and dignified lesson is conveyed. The 

poet criticizes "our so unworthy times", in which superficiality, pragmatism and a refusal to 

be open to the metaphysical dominate, reiterating, in a Dostoyevskian manner, the utopian 

postulate of redemptive beauty: "and, again, by virtue/ of an increasingly old inertia,/ I 

resumed my discourse, perhaps/ encouraged now also by the darkness,/ recalling how they, 

the disciples,/ had slipped/ rather carelessly over surfaces,/ imagining that touch, smell, taste/ 

now have universal supremacy,/ and giving them, on the contrary, as examples/ the modest 

and industrious bee,/ praised by me in a poem with honeycombs and letters,/ then the 

discreet, moving metaphysics of the ants/ still toiling, unconscious,/ at their Babel towers/ 

("for, you know from me, it is impossible for poetry/ not to open itself up, in some way,/ to a 

flickering, small metaphysical aura")". The lesson in modern lyric poetry incorporates 

provocative ideas (the repudiation of inert biographicalism, the refusal of the disaffected 

everyday, the resemanticization of current language, symbolic-imaginative correlations), 

illustrating the correspondence between the age of now and the age of childhood, symbolized 

by the figure of the Ladder ("a kind of Ionuc Scărarul, -/ as a child, I climbed up the wooden 

spindles/ towards the mouth of the bridge, towards the golden humming of wasps, - a light 

was shining in the music/ as only saints can hear/ when they listen to their haloes, -/ or 

towards the bridge of the river, towards the scent of hay,/ almost asleep,/ with thousands of 

crickets in me... "). 

Symbolic meanings can be found in the poem Mâna ruptă, in which the biographical 

detail, the figuration of the everyday life have the posture of a palimpsest in the depths of 

which can be identified idematic openings, reflections of the imaginary, meanings of the 

dialectic of writing-pain, of poetry perceived as trauma, fracture; the revelations of suffering, 

the opening "towards the Universal" seems impossible: "learning, if I did not know,/ that 

writing is also pain. / How could you not take the opportunity, if you've broken your hand/ 

slipping, you ridiculous old man, on snow/ only two centimeters deep,/ to write a worthy 

poem, even with your left hand?// Someone might say: leave the hand/ broken like that, 

without metaphors, it is/ more concrete, more true, -/ but we, we think that, nevertheless,/ an 

accidental fracture is rather prosaic and small -/ we would like to extend our hand, even if 
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broken,/ towards the Universal". A space of subtextual metaphysical convergences, with a 

symbolic aura, with a blandly-ironic and self-ironic phrasing, the poems induce the 

suggestion of an archaeology of being, of a revealing rewriting, through which the "left hand" 

guarantees a more acute perception of the real, of the voices of the past, or of the promises of 

the imaginary. 

I have read so many parables, it prolongs the iridescence of poetic art towards a 

reaction against all the social degradations, against the intellectual decline of the recent 

world, inclined more and more towards the banal and the accessory, towards the waste in 

immodest, irrelevant details, rather than towards the authentic aesthetic values, which 

legitimize the propulsion of poetry towards the metaphysical horizon. In such a dark 

revelation of contemporary nihilism, the poet seems like a "forsaken Job, stinking under the 

sun,/ scraping day after day his wounds,/ to find the triangle and the obelisk", who refuses, in 

the name of transcendence, tautological poetry, that which "keeps on calling things by their 

name", rejecting the interjection or onomatopoeia, the self-cancellation of the poem: "Ever 

since poetry keeps calling things by their names,/ lest the meaning tire/ to the end of the line,/ 

since the surgeons took off their gloves/ and walk right through your guts,/ since interjection 

and onomatopoeia/ have become obsolete euphemisms/ for squeaks and screams, / and "we 

work, we don't think",/ perhaps the only truly/ honest and poetic thing to do/ would be to take 

to the streets, these of us,/ for one last, definitive demonstration,/ and shout from the knees: 

"Down with us! "". 

The self-reflexive discourse, dense, concentrated, is illuminated by the premonitions 

of the agonic, by the tragic color of finitude, in a dense, simple, natural phrasing, which 

registers the impetus towards transcendence, towards the metamorphoses of nothingness or 

towards the palliatives of hope, alibis of the nothingness that poetry euphemizes. Polemic, 

ironic, melancholic, insurgent or consoling, Ion Pop's poetry stands out, as Sanda Cordoș 

says, through "the simplicity of expression and the depth of existential experience". The 

abyss of the perspectives of metaphysical temporality, or of the agonic timbre, gives Ion 

Pop's poems a game of multiple perspectives, with voices that interweave, with mediations 

that refuse to mediate, an ambiguous game of time and of coming out of time, in which 

beauty is salvation and detachment, and the poem becomes a 'reportage' of the continuous 

dispute between the seen and the unseen. More than significant, the section Bach's Finger 

brings together, in an antinomic equation, trauma and musicality, the ordeal of everyday life 

and the lure of otherworldly harmonies. In the poem A Moment of Weakness, the ambiguities 

of life/ destiny, biography/ oeuvre are visible, expressed in a neutral, disengaged tone: "Once, 

however, after he had buried/ another child, I think the seventh,/ he sat down beside his 

bereaved mother/ and read to her from Luther, who had lost/ a daughter of his own, and 

spoke by her coffin,/ happy, thinking of the Resurrection,/ but grieved deep down;/ then from 

a letter of the same/ to a close friend/ in which he dared to say that/ 'even the death of Jesus 

Christ/ cannot ease our suffering'." // It was, of course,/ only a moment of weakness,-/ there 

were still Lessons to be given,/ to write Cantatas and Oratories,/ to compose Partitas and 

Fugues,/ there were still/ the duties of service to be answered." 

Another poem, one of the most representative, I Was Just Working, is an exhibition of 

the bookish "mask," in which the ego assumes the rhetoric of ambiguity-between the incision 

in the carnal and the textual insert: "I was just working on a critical edition of Urmuz/ when I 

was disemboweled for the fifth time -/ there was still - I was told - a patch missing/ from the 

gut bag. / Three hours later, the Great Simplification began in me,/ two famous tailors in 

green gowns/ kept scissoring an old-fashioned skin/ probably to keep the spot out of sight,/ 

then they entrusted me, it seems,/ to a much less skilled seamstress,/ I realize now, judging/ 

the questionable aesthetics of the stitching. / It seems that, when the frame flakes,/ the canvas 

is allowed to fall apart./ But I also found myself with a kind of pipes/ grafted in about three 



21 

places/ and as many bags for golden and red liquids, -/ I should have a kind of pride, I said to 

myself,/ as of the irrigated Bărăgan. / Being now 'composed of',/ like the bizarre urmuzian 

heroes,/ I am rather ashamed,/ even very ashamed,/ when I go out again in the snow and 

frost,/ so dirty, with so many lines/ out of place, with my barely clotted blood/ become a kind 

of filth/ of the former geometries." "Metaphorical detours," "buzz of connotations," 

"authenticity," are recurring words, as are the projections, imbued with the liveness of the 

liveness of nothingness, ironic and suave palimpsests of minimalist experiences: "To sit in 

the sun, to sit/ until your/ even your name evaporates. // To stand in the rain,/ to stand, until/ 

like a washed stone,/ your name is washed away.// To bury yourself in a dictionary/ until it 

rots/ the dictionary and the name rot." 

Enlightened by fears and minor joys, acutely experiencing the urgencies, 

vulnerabilities and harmonies of the world, Ion Pop's lyrics have, beyond their naturalness, 

simple and supple phrasing, the disturbing depth of vibrant truth and the relaxed beauty of a 

deep dialog with the mysteries of existence and with one's own depths, in the complicated 

grammar of being. Ion Pop's poetry is characterized by a continuous renewal and remodeling 

of the self. Recurrent themes (time, writing, play, the relationship between word and 

experience, between convention and revolt, mythical reflections of reality, etc.) are accurately 

processed in a lucid and playful tone, with a "very fine humor of the idea" (Nicolae 

Manolescu). To all this is added the iridescence of the livrescence, the vocation for self-

referentiality, the austere imagination, from which are made up reflective and affective 

scenarios in a diminished spectrum, illustrative of a "rentier of convention" (Al. Cistelecan). 

An "ingenue inhibited by the universe of books", whose existence seems "a ceremonial 

carried out according to a specific code", Ion Pop is also a melancholic who "even directs his 

spontaneity" (Petru Poantă). It is clear that his openness to the concrete amplifies the 

reflexive sensitivity of the poet, attentive to the precarious everyday, to the hymeric and to 

the picture of his own vulnerability, fixed in a neo-expressionist, contemplative grid, 

immersed in myth and origin, his intertextual calligraphies having a substantial meditative 

gravity, in the wake of a rhetoric of authenticity that accompanies most of the poet's books. 

The first volumes of poems, Proposals for a Fountain (1966) and My Poor Wisdom 

(1969), have a Blagian air, in their attraction to the elemental, the topos of the word and the 

reveries of uprootedness. In Late Grammar (1977) and The Sun and Oblivion (1985) the 

imaginary expresses a restrained, lucid and graceful pathos, bringing together referentiality 

and self-referentiality, while in General Procrastination (1990) and Elegy on the Offensive 

(2003) the tinges of the everyday seem denser, slightly theatrical, imbued with irony and the 

comic. Reflective and interrogative, the poems in Letters and Bees (2010) are premised on 

the demands of order and balance, the vision pendulating between anguish and serenity, 

between the disharmonies of the phenomenal and the musical utopias of poetry, in a sum of 

"survival exercises", or "enenightenment". Situated between life and text, the poet 

experiences the dilemmas and anguish of a biography fueled by fiction, life itself being read 

as text, through a hermeneutics of the meanings of an agonized existence, of the revelations 

of trauma or the spasms of solitude, through reconciliation with self and nature, through a 

reclusion in contemplation and serenity, in the sphere of the livestream imaginary and the 

ceremonies of language. Remarkably, the volume House of Stairs (2015) contains 

melancholic, ironic and polemical verses, with bookish reveries parodically defoliated by an 

oversaturated gaze of poetic culture, fantasies of intertextuality and obsessions of the 

immediate. 

The same need to revitalize and refictionalize favorite topos (time, writing, rebellion, 

the propensity towards the imaginary) is found in the volume The Test of Fire (2023), in 

meditative calligraphies, with the reverberations of restrained affections. The repudiation of 

the biographical, the refusal of the disaffected everyday, the resemantization of current 
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language, the symbolic-imaginative correlations are all moments of the lyrical language in 

the space of subtextual metaphysical convergences, with a symbolic aura, carrying the 

suggestion of an archaeology of being, of a revealing rewriting of the voices of the past or the 

promises of the imaginary. Some poems have iridescences of poetic art and ethical-aesthetic 

reflections targeting social degradations, or the intellectual decline of the recent world, 

inclined towards the banal, the accessory, the irrelevant details, to the detriment of authentic 

aesthetic values, which legitimize the impetus of the lyric spirit towards the metaphysical 

horizon: "Obscured by so many golden ages,/ I have come, for a while, to believe,/ very 

modestly,/ only in minor utopias" (Now I am sure) or: "I have come, for a while, to believe/ 

and I believe more and more,/ that I live in a sentence. " (Grammatical). As an "old verse-

maker", the poet has the ambition of simplification, of minimalism, though he cannot claim to 

have arrived at "the transparent transitive/ really true poetry". The rediscovery of poetry 

presupposes a surrender of the initiative of words, a "sense of concreteness" and the courage 

to give words - a way of access to "the once despised/ universe of symbols". 

The self-reflexive, concentrated, retrospective discourse is present in some texts, 

illuminated by agonizing forebodings, articulated in dense, simple, natural phrasing: "For 

now I put commas, semicolons,/and a little pause for breath-/ -/ semicolon./ I still breathe, 

yes,/ I live, as someone said,/ my end, / the end is continuous. A postponement of the scream" 

(Always Reading). Recording when the upward momentum towards transcendence, when the 

propensities towards the metamorphosis of nothingness or the palliatives of hope, Ion Pop 

often transcribes alibis of the nothingness that lies in the depths of the poem: "It seems that, 

logically speaking,/ there is nothing left for me/ but shelter in the flame" (Why?). Polemic, 

ironic, melancholic, insurgent or consoling, Ion Pop's poems are distinguished by their 

profound simplicity, the author setting the thresholds and limits of metaphysical 

representations in the abyss, in a serious, ambiguous game of multiple perspectives, with 

voices that interweave, with mediations that refuse each other, a performance, in the end, of 

time and the exit from time, in which beauty stands out as redemption and detachment ("How 

you have passed, through the years, from one to another,/ and even from yourself/ to 

Someone Else! / Still remaining much the same,/ in a surdinized, musical monotony" - How 

you have passed). At other times, the poem seems to be a kind of "reportage" of the ineffable, 

of the incessant dispute between the seen and the unseen, in which the meeting between 

trauma and harmony is visible, between the torment of the everyday and the fascination of 

harmonies beyond the world, a pendant of the ambiguities of life/f destiny, biography/work, 

presented in neutral, but no less suggestive, tones: "Raising two fingers/ meant that I wanted 

to exist,/ three fingers are enough for a worship,/ and with the touch of your eyes under the 

eyelids of your nails/ you could reach - who knows? / even as far as the shadow of God' 

(They Worshipped Poems)". Another poem (The Straight Road) exposes recurring words, as 

well as the projections, impregnated with the bookish, of nothingness, ironic and suave 

palimpsests of minimalist experiences, implying an exhibition of the bookish "mask", an 

assumption of a rhetoric of ambiguity, between the torment of the flesh and the reveries of 

textuality. Listening to the "inner geometry", "the blood is playing its tricks", "the triangles 

seem deaf", everything is, rather, "to be silenced": "To be able to hear for a moment/ 

Forgetting angles and lines,/ how it snows, how it sounds/ the clink of years". Illuminated by 

terrors and minor joys, acutely experiencing the urgencies, vulnerabilities and harmonies of 

the world, Ion Pop's lyrics are natural and supple. We g glimpse in them the disturbing depth 

of lived truth and the grave beauty of a deep-seated dialogue with the mysteries of existence 

and with one's own depths, in the complicated grammar of being, as in the end of the poem 

The Trial by Fire: 'Yes, I am sometimes afraid,/ and I am ashamed of this unworthy moment 

of weakness'. A poet with "ink blood", and "an imagination of commenting on reality, of 

symbolizing it", with poems that lack "spontaneity, generosity", being rather "metaphors of 
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expertise" (Al. Cistelecan), Ion Pop bases his lyricism on reflection and self-analysis, on 

experiencing the crises of meaning. An outstanding literary critic, a sensitive and serious 

poet, a director of consciences, a mentor and a teacher of remarkable "pedagogy" of nuances, 

Ion Pop has imposed himself on the horizon of Romanian literature today through a 

continuous legitimization of probity and exigency, through poetic "reading" of the world and 

reading of Books, cultivating the living metaphor of the text as a correlative instance of the 

metamorphosis of the real. 
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