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On the 1% of December 1812, the well-known caricaturist Charles Williams,
a contemporary of James Gillray, made a plate for Town Talk that satirized the Roman-
tic Period’s bewildering political and artistic conflicts. Instead of marked front lines,
we see a chaos of voices — reminiscent of the chaos of the battlefield, where blind sla-
shing replaces orderly warfare. Chaos calls for order and subsumption, invariably to
the detriment of detail. The increasing chaos of voices around the time of the French
Revolution became a subject for caricature, expressing the age’s call for the formation
of clear-cut, though terribly simplified, schools and front lines. Something similar had
happened in the conflict of Christians and Pagans in the 4™ century. A bad order has
ever proved better than no order at all>.

In the literature of the Romantic Period of 1780-1830, there were two battlefields:
the Classicism-Romanticism debate on the one hand and the Platonism-Scepticism
debate on the other. Both had socio-political implications.

The Classicism-Romanticism debate was concerned with questions of elitist or
general education of the authors and their readership or audience; the exclusiveness or

The article was presented at an international conference Romanticism a point of cntention (past
and present), organized by the Faculty «Artes Liberales» and the Faculty of Polish Studies of the
University of Warsaw on 10—11. October 2017. Tekst artykutu zostat wygloszony na migdzyna-
rodowej konferencji naukowej Spory romantyczne i spory o romantyzm (dawne i nowe), zorga-
nizowanej przez Wydzial ,,Artes Liberales” i Wydziat Polonistyki Uniwersytetu Warszawskiego
w dniach 10-11 X 2017 r.

2 Reprinted in Parodies of the Romantic Age, ed. Graeme Stones — John Strachan, vol. 2, London
1999, n.p.
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inclusiveness of the Classical Tradition of Greece and Rome; the universal or regional
validity of standards of taste and rules; the social rank and political loyalty of authors
and artists; and support of or enmity toward the allegedly divine institution of the an-
cien régime’s feudal order. The frequent border crossing and changes of political and
aesthetic loyalty of authors such as Wordsworth, Coleridge, and Byron in England,
Victor Hugo and Chateaubriand in France, or the Schlegel brothers and Beethoven
in Germany show just how difficult it was for Romantic-Period theorists to come to
a clear distinction between Classical and Romantic. Byron was not the only poet that
switched his code from Romanticism to Neoclassicism and back again — others to do
so included Thomas Campbell, Samuel Rogers, John Gibson Lockhart, John Wilson,
and Thomas Love Peacock. It was long after the gunsmoke of battle had subsided in
the 1850s to 1860s that the existence of a «KRomantic School» became more widely
accepted in Britain’.

The Platonism-Scepticism debate, by contrast, was an inner-Romantic debate,
best known from Byron’s satirical attacks on Wordsworth and Coleridge in Don Juan
or Percy Shelley’s arguments against Byron in Julian and Maddalo. Platonism is here
understood as all philosophies inspired by Plato — not just Plato’s philosophy proper,
as is usual in histories of philosophy*.

Enlightenment philosophy famously turned its back on metaphysics, mostly ba-
nishing it in France and marginalizing it in Britain. Enlightened latitudinarian ser-
mons were admonitions in practical Christianity, applied theology divorced from me-
taphysics. There was no room for Plato and Platonism, which had become syncretized
with Christianity, although (as seen in the cases of Percy Shelley and John Keats)
a non-Christian or neo-pagan Platonism survived. Christianity had thus become part
of the Classical Tradition since the Renaissance: see Marsilio Ficino’s Theologia Pla-
tonica (1482) and Desiderius Erasmus’s «O Sancte Socrate, ora pro nobils»°. Enli-
ghtenment scorn of Platonism was felt everywhere — note Dr Johnson’s derision of
the subjective idealist George Berkeley when he hit his foot against a stone and found
immaterial metaphysics refuted — the exact opposite of, later, William Wordsworth
having to force himself to admit the reality of a fence or style, or Percy Shelley pulling
a baby from his mother to get information on the real world beyond, or Ralph Waldo
Emerson inverting the meaning of substance (the real world of ideas beyond) and
appearance (this world as a mere projection of that substance).

It is typical of Pre-Romanticism and Romanticism that it blamed the Enlighten-
ment for its reduction of reality to waking sensual perception to the exclusion of
dreams, visions, superstitions, and epiphanies — the world of immaterial spirits. In the
course of the formation of this counter-movement, Platonism — Christian as well as
pagan Platonism — was revived. The most conspicuous Pre-Romantic Platonist was
William Blake, but Platonism can also be found in the works of William Haley, James

3 R. Lessenich, Neoclassical Satire and the Romantic School, Super alta perennis, 12, Gottingen:

Bonn University Press 2012.

4 R. Lessenich, Romantic Disillusionism and the Sceptical Tradition, Super alta perennis, 20,
Gottingen: Bonn University Press 2017.

> Erasmus, Ten Colloguies, translated by C.R. Thompson, New York 1986, p. 158.
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Beattie, or Joseph and Thomas Warton. Romanticism had its famous Platonic philoso-
phers — Thomas Taylor in England, Victor Cousin in France, the Idealists in Germany,
and above all Friedrich Schelling, on whose philosophy of nature the Platonists Cole-
ridge and Emerson built their entire systems. One of the most conspicuously Platonist
Romantic poems is William Wordsworth’s ‘Intimations Ode’, which is reminiscent of
Blake’s divine child. The child is closest to man’s original home — the world of ideas
beyond — and progressively loses its sense of this material world’s original spirituality
and holiness in adult years. The adult must be taught by the artist and poet to see the
flowers and forests again as natural symbols pointing to eternity, in an ars poetica
parallel to Platonic kalokagathia:

O joy! that in our embers
Is something that doth live,
That nature yet remembers
What was so fugitive!$

And one of the best Platonist Romantic prose treatises is Emerson’s Nature, te-
aching its readers to regard all nature as symbols guiding modern materialist man’s
estranged perception of the world back to its home: the world beyond. The models of
this primitivist ars poetica are children and savages:

Because of this radical correspondence between visible and invisible things and
human thoughts, savages, who have only what is necessary, converse in figures. As we
go back in history, language becomes more picturesque, until its infancy, when it is all
poetry; or, all spiritual facts are represented by natural symbols’.

In the Classical Tradition, however, Platonism had forever been accompanied by
its Other: Pyrrhonism. Plato’s disciple Pyrrho had opposed his teacher’s optimistic
foundationalism with a scepticism that doubted the existence of firm truths as well
as firm ethical standards, and Pyrrho had many followers — so much so that pessimi-
stic Pyrrhonism had become the constant Other of optimistic Platonism. In times of
unusual stress, thwarted expectations, and disillusionment, Pyrrhonism gained gro-
und. This was conspicuously the case in the Romantic Period, when firm millennial
hope for liberté, égalité, fraternité was repeatedly shattered throughout Europe: the
three divisions of Poland in 1772 and 1793 and 1795, the outcome of the American
Revolution of 1775-76, the failure of the French Revolution of 1789, the politics
of Napoleon 1799-1814, the Congress of Vienna 1815 and subsequent congresses
restoring the ancien régime, the failure of the Neapolitan Revolution of 1820 and the
French July Revolution of 1830. The churches’ support of the anciens régimes, from

¢ Wordsworth, Ode: Intimations of Immortality from Recollections of Early Childhood, lines
133-136. In: Poetical Works, Oxford Standard Authors, ed. Thomas Hutchinson, rev. E. de Se-
lincourt, London 1936, 1971, p. 461.

7 Emerson, Nature, 1836, in The Norton Anthology of American Literature, 5th edition, New York
1998, 1.1082. The adjective ‘radical’ is here used in its original etymological sense of ‘funda-
mental’.
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whose feudal rule people expected to be saved, aggravated doubt of both Platonic and
Christian belief in a dialectical salvation.

This explains why Romantic authors show the Platonism-Scepticism debate in
their works, so even predominantly Platonic or Pyrrhonic works are often fractured
with ambiguity by the disturbing presence of the opposite position. Wordsworth’s
Platonic ‘Intimations Ode’ and his sonnet ‘The world is too much with us’ stand side
-by-side with other poems that express the author’s doubt of Platonism and Christian
doctrine, such as his ‘Lucy Poems’. The contrast leads some critics to conclude he
was basically a philosophical materialist. The Romantics, however, cannot be pin-
ned down to one conviction, and were in fact constantly moving along a broad scale
between the extremes of Platonic belief and agnostic or sceptical doubt, vision and
disillusion, Positive Romanticism and Negative Romanticism. Otherwise expressed,
anti-Platonic scepticism, including Epicureanism and materialism, was Platonic Ro-
manticism’s dark underside — its doppelganger.

Goethe, a Weimar Classicist rather than a Romantic, expressed that split in his
protagonist Faust’s dialogue with his simple-minded, earthbound servant Wagner.His
words on the two souls in his breast, the one winged upwards (a Platonic image)
while the other weighs downwards towards doubt and mere earthly enjoyment, have
become famous:

Zwei Seelen wohnen, ach! in meiner Brust,
Die eine will sich von der andern trennen;
Die eine hélt in derber Liebeslust

Sich an die Welt mit klammernden Organen;
Die andre hebt gewaltsam sich vom Dust
Zu den Gefilden hoher Ahnen?.

Two souls, alas! within my breast abide,

The one to quit the other ever burning.

This, in a lusty passion of delight,

Cleaves to the world with organs tightly clinging.
Fain from the dust would that its strenuous flight
To realms of loftier sires be winging’.

Faust calls up and enters into a dialogue with the Earth Spirit who «weaves God’s
living garments»'’, meaning the material world as derivative from the ideal world

8 Goethe, Faust, first part 1808, in Werke, Tempel-Klassiker, ed. P. Stapf, Berlin and Darmstadt
1967, 11.1036.

° Translated by Albert G. Latham, Everyman’s Library, London 1908, p. 55.

10 Ibidem 31. So schaff ich am sausenden Webstuhl der Zeit, Und wirke der Gottheit lebendiges
Kleid (ed. cit. 11.947)
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of Platonic philosophy. Simultaneously, however, he doubts that man can ever atta-
in knowledge and suspects Mephisto’s view of a senseless and aimless world to be
true. He is torn between Platonism and scepticism, just as Goethe’s complex tragedy
wavers between these positions, allowing both religious and ironic readings.

A Romantic case of an inner conflict between Platonism and Pyrrhonism was John
Keats. On the one hand he wrote «golden-tongued Romance» and inebriated himself
with physical beauty — leading the mind back to truth, virtue, and its spiritual origins
in the sense of Platonic kalokagathia as in ‘Ode on a Grecian Urn’ (spring 1819): «Be-
auty is truth, truth beauty». And in his long letter on the ‘Valley of Soul-Making’ (also
spring 1819) he had recourse to Platonic dialectics to justify the soul’s descent from
the world spirit to the material world, there to gain individuality before rejoining the
unity or ‘henosis’ of the world spirit: thesis, antithesis, synthesis. On the other hand he
wrote such sceptical poems as ‘On Sitting Down to Read King Lear Once Again’ (MS
1818), albeit ending on the hope that Shakespearean existential doubt will not have
the last word and that he will rise again on «new Phoenix wingsy». It is typical of that
Keatsian inner conflict that (in the winter of 1819) he simultaneously wrote The Fall
of Hyperion, with its dialectical view of history (the good but ugly Titan Hyperion,
the evil and ugly Olympian Zeus, the good and beautiful Apollo), as well as The Cap
and Bells, modelled on Byron’s satirical and decidedly anti-Platonic epic Don Juan.
We are tempted to speculate that the unfinished state of both Hyperion poems was due
to Keats’s ever-disturbing doubt.

The case of Percy Shelley is even more disconcerting. Nurtured in enlightened
French materialist philosophy, Holbach and Helvétius, the young Oxford student wro-
te his ‘Necessity of Atheism’ in provocation of all theology, and his last, unfinished
work, The Triumph of Life (1822), discredited all metaphysical theodicy. On the other
hand, he was a neo-pagan Gnostic Platonist like Blake and, as such, he fictionalized
himself in his ride with the sceptic Byron in Julian and Maddalo. Julian-Shelley — na-
ming himself after the heretical Roman Emperor Julian the Apostate — here contrasts
an anti-Christian Platonist philosophy against Maddalo-Byron with the insinuation
that the lack of a saving, positive belief drives man to madness — exemplified in the
poem’s madman episode which also pointedly references Byron’s imputed madness.
Byron, who reproaches Shelley with talking utopia, introduces him to a maniac in
a mental asylum — a man allegedly turned mad with such «vain [...] aspiring theo-
ries»!!, only to prove himself wrong. What Byron dismisses as a mere Platonist «uto-
pia», or wishful thinking, turns out to be the contary: a safeguard against madness and
despair. The maniac had been driven insane with disappointed love, for want of such
a positive theory to support him, though a self-delusion. Both the central position
of the maniac’s long speech of unrelieved despair and the poem’s open end show
that Shelley himself was infected by Byron’s Negative Romanticism. Maddalo-By-
ron and the maniac appear as Julian-Shelley’s doppelganger — radical manifesta-
tions of the dark reverse side; the doubt accompanying his Positive Romanticism.

' Shelley, Julian and Maddalo, MS 1818, posth. 1824, line 201. In: Poetical Works, ed. T. Hut-
chinson, Oxford Standard Authors, London 1970, p. 194.
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When we compare Shelley’s Prometheus Unbound, with its Platonic view of a hi-
storical dialectic, to his sceptical poem ‘Lift not the painted veil’, this split becomes
clear. In the former, the lifting of the veil of Maya reveals the truth of salvation and an
immortal spiritual world below temporary material illusion, whereas in the latter it be-
nevolently conceals the contrary truth, one that Joseph Conrad was later to call «The
horror»: the negative epiphany of an ultimate ‘horror vacui’!?. This is most prominent
in Shelley’s The Triumph of Life, dominated by his depression after the death of his
children William and Clara as well as his sense of approaching death. Using Dante’s
terza rima, with its religious connotations of the Holy Trinity, his vision describes an
anti-Petrarchan trionfo that leads all belief in visions and expectations to ruin under
the guidance of a Platonic optimist, Jean-Jacques Rousseau, a Platonist and madman
who had, like Wordsworth, propagated the error that «Nature never did betray The
heart that loved her» .

Blake, Shelley, Wordsworth, and Keats may be basically classified as Platonists
tending towards scepticism at critical periods of their lives. Heinrich von Kleist,
Byron, Heinrich Heine, Alfred de Musset, Giacomo Leopardi, and, later, Emily and
Branwell Bronté were basically Pyrrhonists — anti-Platonic sceptics tending towards
(or rather yearning for) belief in a world beyond, a nostalgia that has become known
by the German term of «romantische Sehnsucht». They were Negative Romantics
rather than anti-Romantics, Romantic Disillusionists, would-be believers and must
-be realists. The episode in Julian and Maddalo where Byron is brought to admit
the support that even a utopian and mistaken belief holds out to man finds a parallel
in the Egeria stanzas in Childe Harold's Pilgrimage. Egeria, the legendary nymph
beloved by the legendary Roman King Numa Pompilius, was a mythical creature
of the fancy conceived by a mortal and real man in search of immortal and ideal
beauty. Whether this mortal imagined her nympholeptically in his terrestrial despair
or euhemeristically deified a charming woman of this world, Egeria is no more than
“a beautiful thought [...] softly bodied forth”', unmasking the Positive Romantic
myth (or mendacious pretence) of an eternal world beyond, divine inspiration, and
prophet-poetry. She is a prinesse lointaine, though a mere vanishing vision, and sym-
bol of a world of everlasting love beyond, as taught by Christianity. Only in man’s
temporarily redeeming fantasies can she be immortal and remain unwrinkled despite
the passing years, like the face of her cave-guarded spring. Only love could, thus,
spare man’s soul for a short time — “the dull satiety which all destroys™'>. But as things
are, this paradise is an unattainable ideal and its celestial fruit is forbidden. Belief is
like an opium dream providing ephemeral happiness but lapsing into misery when
the happy illusion ends, much as the withdrawal symptoms from opium described
in Coleridge’s poem ‘The Pains of Sleep’ (MS 1803) and De Quincey’s chapter

12 Conrad, Heart of Darkness, 1902. In: Collected Edition of the Works, London: Dent 1967,
p. 156.

13 Wordsworth, Tintern Abbey, lines 122-23. In: Poetical Works, ed. cit. 164.

4 Byron, Childe Harolds Pilgrimage, 1812-18, IV.115.9. In: Complete Poetical Works,
ed. J.J. McGann, Oxford 1980-93, I1.164.

5 Ibidem TV.119.8, ed. cit. 11.164.
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‘The Pains of Opium’ in Confessions of an English Opium-Eater (1821):

Oh Love! no habitant of earth thou art —

An unseen seraph, we believe in thee,

A faith whose martyrs are the broken heart,

But never yet hath seen, nor e’er shall see

The naked eye, thy form, as it should be;

The mind hath made thee, as it peopled heaven,

Even with its own desiring phantasy,

And to a thought such shape and image given,

As haunts the unquench’d soul — parch’d — wearied — wrung — and riven'®.

This is what Byron’s admirer Charles Baudelaire meant when, in Les paradis
artificiels (1860), he provokingly suggested that we should see heaven through the
“arse of a bottle”, “ne contemplez plus le ciel que par le cul de la bouteille””. Do-
ubting the existence of a real paradise, we create our own artificial ones to comfort
ourselves with the temporary illusion of salvation via alcohol and drugs. This is what
the last German Romantic idealist philosopher, Karl Marx, meant when he declared
that religion is the opium of the people, although Marx remained a Positive Romantic
in secularizing the dialectical synthesis of paradise as classless society'®.

Byron’s changing — or at least ambivalent — views of the sea also show his tension
between would-be believer and must-be realist. The ocean is an old symbol of eter-
nity where the church, with its ship symbolism (navis-nave), carries us back to our
true, everlasting home in the beyond. In stormy weather, the sailors tied themselves
to the ship’s masts in an act of ‘re-ligatio’ — the etymon of ‘religio’. The ocean, which
created man according to the oceanic theory of the earth, will ultimately swallow
him again. The dialectical biblical story of Jonah, whom the sea releases again after
his shipwreck, was open to doubt as a pious myth created by man’s wishful thinking.
Childe Harold is a “pilgrim” on that ocean, but the aim of his “pilgrimage” is nowhere
specific. He is a pre-Baudelairean flaneur rather than a Christian pilgrim. On the one
hand, the ocean elicits a feeling of awe and consolatory belief in a soteriology that
takes him back to his home in a beyond that reunites all fragments:

Thou glorious mirror, where the Almighty’s form
Glasses itself in tempests; in all time, —

16 Ibidem TV.121.1-9, ed. cit. 11.164.

Baudelaire, Les paradis artificiels, Le vin, 1860. In: (Euvres completes, Bibliotheque de la
Pléiade, ed. Y.-G. Le Dantec — Claude Pichois, Paris 1961, 324. This is in connection with
Baudelaire’s praise of the sceptic E.T.A. Hoffmann, a major influence on Edgar Allan Poe’s
Tales of Mystery and Imagination (1838—45) as translated by Baudelaire.

Marx, Zur Kritik der Hegelschen Rechtsphilosophie, Einleitung. In: Deutsch-Franzésische
Jahrbiicher, 1844, pp. 71-72.
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Calm or convuls’d — in breeze, or gale, or storm,
Icing the pole, or in the torrid clime
Dark-heaving; — boundless, endless, and sublime
The image of Eternity — the throne

Of the Invisible [...]"

On the other hand, however, the ocean reminds us of the bleak reality of its indif-
ference and cruel destructiveness, which complements the ruin that man creates on the
earth with the ruin of man himself, where

[...] like a drop of rain,
He sinks into thy depths with bubbling groan,
Without a grave, unknell’d, uncoffin’d, and unknown?.

Under the latter, sceptical, disillusioning aspect, the all-devouring ocean loses
its Platonic symbolism pointing to a beyond and leaves nothing but the feeling of
desertion that Martin Heidegger was later to call man’s thrownness: Geworfenheit.
Heinrich Heine took up Byron’s ambivalent ocean imagery in numerous poems such
as “Es ragt im Meer der Runenstein”, where the speaker stares out into the ocean
yearning for an answer to the world’s riddles and finds nothing but aimless whistling
and howling.

Belief in the Platonic-Christian dialectic of life, death, and return to a higher life
—as in the circuitous journey of Ulysses, the story of Jonah, or the life of Jesus — sim-
ply will not come despite being devoutly beseeched. The sun rises and sets and rises
again, as in Heine’s rather Don-Juan-like lyric on a maiden mourning by the shore of
the ocean whom the speaker consoles without reference to a better world beyond that
the ocean scenery would suggest:

Das Fraulein stand am Meere Upon the shore, a maiden

Und seufzte lang und bang, Sighs with a troubled frown;

Es riihrte sie so sehre She seems so sorrow-laden

Der Sonnenuntergang. To see the sun go down.

Mein Friulein! sein Sie munter, Don’t let the old thing grieve you,
Das ist ein altes Stiick; Look up and smile, my dear;

Hier vorne gehrt sie unter For though in front he may leave you,
Und kehrt von hinten zuriick®'. He’ll rise again in the rear®.

19 Byron, Childe Harold's Pilgrimage, 1812—18, IV.183.1-7. In: Complete Poetical Works, ed. cit.,
11.185.

20 Ibidem TV.179.7-9, ed. cit. 11.184.

2 Heine, Das Frdulein, MS ca 1830. In: Simtliche Schriften, ed. K. Briegleb, Munich 1975-76,
V. 327.

2 Translated by Louis Untermeyer, Poems of Heinrich Heine, New York 1916, p. 219.
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The Platonic-Christian dialectic remains incomplete in default of a synthesis after
thesis and antithesis, and is replaced with an absurd circle of thesis and antithesis only.
This is contentious Byronic Pyrrhonism. Later, Friedrich Nietzsche, who carried an
edition of Byron in his pocket, was to call this the “the eternal return of the same”.

A very early challenge to the Preromantic Platonist Revival was the Gothic, a spe-
cial genre of Romantic Disillusionism created by the agnostic Horace Walpole, whom
Byron admired. With its scepticism as to a world created and guarded by a benevolent
Providence and man’s free will to act morally and rationally, the Gothic formed part
of the aforesaid dark underside of Platonic Romanticism. Whereas Positive Platonic
Romanticism claimed inspiration by the world spirit from the real world of ideas or
heaven above, the Gothic turned its eye below — to dark recesses and subterranean
caverns where irresistible passions such as lust, hatred, and revenge range freely. The-
se locations symbolize the human unconscious that Preromantic philosophers, physi-
cians, and literati began to explore a century before Freud, who defined the id as the
chaotic and oneiric repository of all impulses that interfere with and impede our wa-
king lives, debilitating our reason. Even Coleridge’s exceptional Christian Gothic de-
nies man’s free will to act that Platonism taught — witness ‘The Rhyme of the Ancient
Mariner’ (1798). From Walpole’s Castle of Otranto (1765) onwards, Gothic romances
only refer with aggressive irony to Providence and a morally ordered world, as their
pretended homilectic stands in blatant contrast to the plot, as also, for instance, does
Charlotte Dacre’s Zofloya (1806). Or, alternatively, they simply omit all references
to what Kant called “the sky above us and the moral law in us”. This technique of
aggressive omission is apparent in Byron’s ‘Lines Inscribed upon a Cup Formed from
a Skull’ (1808), which inverts death to a joke — replacing hic expectat resurrectionem
mortuorum with ergo bibamus — as well as in Heine’s elegiac poem on the transfer of
Byron’s body by sea from Greece to England, entitled ‘Childe Harold’ (1827). The
lyric was set to music by Franz Schubert, the composer of the Pyrrhonic-Romantic
Die Winterreise (1827) with its absurd circles. The speaker sees a black bark carrying
the body of the late poet with uncovered face and dead eyes staring searchingly, yet
vainly, for the light of heaven. He can imagine a sick nymph wailing from the depths,
but in reality there is no sound except that of the waves of the indifferent ocean wa-
shing against the bark — not even a dirge is sung or a prayer spoken by the body’s mute
attendants. The ocean denies its expected symbolic message and the world beyond
remains wishful thinking:

Eine starke, schwarze Barke A black and sturdy funeral bark
Segelt trauervoll dahin. Sails sorrowfully in the gloom.
Die vermummten und verstummten  The body‘s guardians, masked

Leichenbhiiter sitzen drin. Sit silently by the boom.

Toter Dichter, stille liegt er, The dead poet, he lies so still,
Mit entbloBtem Angesicht; His face altogether revealed,
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Seine blauen Augen schauen His blue eyes, gazing outward,
Immer noch zum Himmelslicht. Reflecting heaven‘s shield.

Aus der Tiefe klingts, als riefe Out of the depth came sounds
Eine kranke Nixenbraut, Like some deep-water bride,

Und die Wellen, sie zerschellen And the waves against the hull are
An dem Kahn, wie Klagelaut®. Like lamentations of the tide*.

This is a perfect image of Romantics split between Platonism and Pyrrhonism, sta-
ring at the sky for dialectical salvation yet suspecting that Platonic-Judaeo-Christian
belief in a post mortem dialectical return to a world beyond might be mere wishful
thinking.
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Summary

The author identifies two main lines in the European history of ideas since Antiquity:
Platonism and Pyrrhonism (scepticism). He employs these philosophical categories in the wi-
dest sense of the word — they should be understood as distinct “worldviews”. The paper tries
to establish the significance of these intellectual attitudes for romantic poetry. It turns out that
romantic poets usually do not identify themselves completely with one worldview only.
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Polish researchers, who at various stages of their education come across the book
Manifesty romantyzmu 1790—1830. Anglia, Niemcy, Francja [Manifestos of Romanti-
cism 1790-1830. England, Germany, France], comprising, among others, Victor Hugo’s
preface to Cromwell', become acquainted with the French battle for a new theatrical
form. The discussion corresponds with the specificity of Polish Romanticism, which
abounds in dramatic productions. However, another French dispute which inflamed
national sentiments in the age of Romanticism, is less well known. It forms part of
a broader European search for sources of national literature, which may be illustrated
on Polish grounds with the works of Kazimierz Brodzinski, O klasycznosci i roman-
tycznosci tudziez o duchu poezji polskiej (1818; [On Classicism and Romanticism, as
well as on the Spirit of Polish Poetry]), Maurycy Mochnacki, O duchu i zrédiach poezji
w Polszcze (1825; [On the Spirit and Sources of Poetry in Poland]) and famous pre-
face to Adam Mickiewicz’s first volume of poems, Poezje (1822; [Poetry]). It arose
among French writers and historians and concerned establishing the origins of French
poetry. Recalling two typical figures of medieval poets — the troubadours and trouveéres

' Manifesty romantyzmu 1790—1830 (Anglia, Niemcy, Francja), edited by A. Kowalczykowa,
Warszawa 1975. If not stated otherwise, translations to English are mine.
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— the Romantics considered whose heirs they considered themselves to be and which
of the two corresponded better with the postulates of “littérature originale, nationale
[original, national literature], a theme that was important in Gérard de Nerval’s critical
essays. The aim of my paper is to provide a clear, though necessarily simplified, view of
the early Romantic reception of the troubadours and trouveres and to discuss Nerval’s
attitude reflected in his prefaces from 1830 to two poetry selections: Choix des poésies
de Ronsard, Du Bellay, Baif, Belleau, Du Bartas, Chassignet, Desportes, Régnier [Cho-
ice of poems of Ronsard, Du Bellay, Baif, Belleau, Du Bartas, Chassignet, Despor-
tes, Régnier] and Poésies allemandes [German poems]. In both, different types of me-
dieval poets appear in a context which suggests that they complemented each other. The
unequivocal categories used by him — such as the North and South, Old French and Old
Occitan language, national and regional identity, chivalry or love themes — were not
aimed at sharpening the profile of the dispute.

In general terms, troubadours are poets of the Occitan language whose works
begin in the eleventh century. The main theme of their poetry is courtly love. The
compositions of the trouvéres were written later in Old French; love was also their
main theme, though did not entirely dominate their poetic universe, which also incor-
porated war, politics, and knightly adventures. The growing interest in the troubado-
urs and their age dates back to the end of the eighteenth century; hence in the first half
of the nineteenth century the public had access to many editions of troubadour verse®.
The phenomenon of “revanche des trouveres™ [trouvéres’ vengeance] at the begin-
ning of the nineteenth century should also be noted. The publisher Arthur Dinaux had
been working on the series Trouveres, jongleurs et ménestrels du nord de la France et
du midi de la Belgique [Trouvéres, Jongleurs, and Minstrels of Northern France and
Southern Belgium], initiated in 1834 by publication of Les Trouveres Cambrésiens
[Cambresian Trouveres], and which continued up to 1863. The oldest surviving mo-
nument of Old French language, Cantiléne de sainte Eulalie [Canticle of Saint Eula-
lia], was published in the second volume of the series in 1839. It is important to note
that intense research on the troubadours continued to be conducted during this period.
With the purpose of representing the variety of attitudes, we will quote here only a few
fragments from the famous eighteenth- and nineteenth-century editions of medieval

poetry:

On avoit été jusqu’a présent dans la persuasion, que nous tenions notre Poésie
des Provengaux, qu’ils avoient été les Inventeurs de nos Chansons, [...] mais
on verra que c’est a la Normandie que nous sommes redevables des premiers
Poémes Frangois, que 1’on conoisse; qu’il y a eu parmi nous des Chansons en
Langue Vulgaire, avant celles que la Provence nous a montrées, [...]°.

G. de Nerval, Introduction aux « Poésies allemandes ». In: (Euvres completes, vol. 1, Paris
1989, p. 263.

Cf. La Réception des troubadours au XIXéme siecle. Eds. J.-F. Courouau and D. Lacroix, Paris
2020 (forthcoming).

4 S.-A. Leterrier, Troubadours et trouvéeres — un dialogue nord-sud?, ,,Revue du Nord” 2005, n° 2,
p. 446.

P.-A. Levesque de la Ravaliére, Préface. In: Les Poésies du roy de Navarre, vol. 1, Paris 1742,
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Il n’y avoit que I’auteur des Mémoires sur [’ancienne chevalerie, qui plt arra-
cher les troubadours du tombeau [...]. Ce respectable académicien, [...], aux
recherches les plus profondes sur nos antiquités nationales, est parvenu a dé-
couvrir tout ce que 1I’on pouvoit raisonnablement désirer [...]. Pour connoitre
les troubadours, ces anciens poétes provengaux, les peres de la littérature mo-
derne, il falloit trouver & expliquer leurs ouvrages®.

L’origine de la littérature moderne est donc en Provence, ¢’est-a-dire, dans les
provinces méridionales de la monarchie frangoise’.

Quelle fut ma surprise, lorsqu’en parcourant ces Troubadours si vantés, ces
Troubadours qu’on nous représentait comme les Précepteurs de la Nation, je ne
trouvai chez eux que des poésies tristes, monotones, insipides & illisibles; tan-
dis que les Rimeurs de nos Provinces septentrionales, inconnus & dédaignés,
m’offraient, [...] des productions pleines de gaieté, d’esprit & d’imagination.
[...] ce a quoi je ne m’attendais pas, c’est la chaleur que certaines personnes
ont mise ame combattre. [...] parce que j’ai dit que les Poétes qu’avaient pro-
duits autrefois les Provinces méridionales n’étaient pas a beaucoup pres aussi
admirables qu’elles le prétendent®.

[...] dans le siécle dernier, une lutte s’engagea sur les divers mérites des tro-
uveres et des troubadours : Barbazan, Legrand d’Aussy, La Curne de Ste.-Pa-
laye, les abbés Papon, Millot et de Fontenay, Mayer et Berenger, ont rompu
des lances a la plus grande gloire poétique du nord et du midi ; [...]. L’opinion
de ces savans consciencieux [authors of Histoire littéraire de la France (1824)
—M.K.] est d’un poids immense dans la balance ; [...] voici leur impartial ju-
gement sur nous trouveres: « A notre avis, disent-ils, ces chansons frangaises
soutiennent avantageusement le paralléle avec les chansons provencales du
méme temps : les idées y sont plus ingénieuses; I’expression des sentiments
y est plus simple, et par conséquent plus vraie »°.

p- XII. [Until now, we were convinced that we owe our poetry to the Provengals, that they were
the inventors of our chansons, [...] but we will see that it is the Normans who we owe the first
known poems in French, that we had chansons in vernacular language before these, which the
Provengals showed us [...].

C.-F.-X. Millot, Avertissement. In: Histoire littéraire des troubadours, Paris 1774, p. v. Cf. the
English translation in: The Literary History of the Troubadours, transl. by S. Dobson, London
1807, pp. V=VI: “[...] it was owing to the immense labours of the author of the Memoirs on
Ancient Chivalry, that they were at last raised from the tomb. This respectable academician,
Mr. de St. Palaye, was almost wholly occupied in researches into the antiquities of nations; [...].
Troubadours were the ancient Provencal poets and the fathers of modern literature”.

J.-B. de La Curne de Sainte-Palaye, Discours préliminaire. In: Histoire littéraire des troubadours,
pp. LXXV-LXXVI. [The origins of modern literature are then in Provence, namely in the
meridional provinces of French monarchy].

P.J.-B. Legrand d’ Aussy, Observations sur les troubadours par I’éditeur des « Fabliaux », Paris
1781, p. 2, 7. [What was my surprise when, when leafing through the pages of these praised trou-
badours, those who were introduced to us as the nation’s tutor, I found only sad, monotonous,
tasteless and unreadable poetry in them, while rhymes from our northern provinces, of unknown
and despised poets, presented me the works of gaiety, inspiration and imagination. [...] what
1 did not expect was the enthusiasm with which some went to fight me, [...] because I said that
the poets of the southern provinces were not as delightful as they thought they were].

A. Dinaux, Les Trouveres Cambrésiens, Paris 1837, pp. 37-38. [...] in the last century, the
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The above quotations call into question the national level of the debate: the au-
thors indeed referred to “les inventeurs de nos Chansons” [inventors of our chansons]
and “les Précepteurs de la Nation” [nation’s tutors], but the medieval poets are also
called “les peres de la littérature moderne” [fathers of modern literature]. The contro-
versy about the predecessors of the Romantic writers also proved to be important for
the representatives of European Romanticism'’, who eulogised one group of poets,
while neglected or finding fault with the others. From this short overview of opinions
we may draw the conclusion than the opposition between the troubadours and trou-
veres entails a series of other literary divisions: sorrowful or joyful, expressing true
emotions or sophisticatedly describing simulated feelings, focused on military or am-
orous conquests. Which of these coheres better with the national character of French
poetry? Sophie-Anne Leterrier argues that even in the midst of the fierce debate in the
second half of the eighteenth century, the poets were not opposed: “[...] troubadours
et trouveres sont tous présentés comme les péres de la littérature nationale, les pre-
miers poctes et compositeurs individualisés, pas forcément opposés, mais au contraire
collectivement valorisés dans le mouvement de retour au Moyen Age”'!. However,
she admits that the language of their poetry constitutes an area of scholarly tensions.
In the above quotations, it is only Sainte Palaye who considers Provence to be a part of
France, whereas other authors demonstrate not the French, but the Provengal identity
of troubadours.

One of the works which addresses this dispute is entitled Tradition nationale et
clivages régionalistes: la querelle des trouveres et des troubadours dans le roman-

struggle for various merits of the trouveres and troubadours arose: Barbazan, Legrand d’Aussy,
La Curne de Ste.-Palaye, the abbots Papon, Millot and de Fontenay, Mayer and Berenger ran atilt
against the greater poetic glory of the North and South; [...]. The opinion of diligent scholars
[authors of Histoire littéraire de la France (1824) — M.K.] is of great importance for maintaining
balance; [...] here is their impartial assessment of our trouvéres: ‘In our opinion, these French
songs stand up to comparisons with Provencal songs from the same period, and even have
additional advantages, ideas are better, and expressing feelings simpler and therefore truer’].

1 The dispute also spread across the Atlantic, as evidenced by Henry Wadsworth Longfellow’s
sketch The Trouveres: “It is a remarkable circumstance in the literary history of France, that,
while her antiquarians and scholars have devoted themselves to collecting and illustrating the
poetry of the Troubadours, and early lyric poets of the South, that of the Trouveres, or Trouba-
dours of the North, has been almost entirely neglected. By a singular fatality, too, what little
time and attention have hitherto been bestowed upon the fathers of French poetry, have been
so directed as to save from oblivion little of the most valuable portions of their writings; [...]
Among the voluminous remains of Troubadour literature, little else has yet been discovered than
poems of a lyric character. The lyre of the Troubadour seems to have responded to the impulse
of momentary feelings only, to the touch of local and transitory circumstances. [...] On the other
hand, the great mass of the poetry of the Trouvéres is of a narrative or epic character”. In: The
Complete Prose Works, Houghton 1883, p. 1054.

" Leterrier, “Troubadours et trouveres”, p. 445 [Troubadours and trouvéres are both presented
as fathers of national literature, first individual poets and composers, not opposed, but, on the
contrary, collectively valued in the Middle Ages return movement]. The contribution of Louis-
Elisabeth de la Vergne, comte de Tressan (1705—1783) is significant, as he edited works to which
the epithet ‘chevaleresque’ may be applied (Corps d’extraits de romans de chevalerie, Paris
1776-1782), without clear inclination to trouveres or troubadours.
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tisme frangais (1813—1830) [National Tradition and Regionalist Cleavages: Dispute
between Trouveres and Troubadours in the French Romanticism (1813-1830)]. As the
main subjects of our analysis are two articles by Nerval from 1830, we may presume
that these articles were written at the very end of this period of impassioned debate.
It would be more accurate to say, however, that this year marks the closing of one of
its stages, as other essential contributions to the debate, including those by Claude
Fauriel and Jean Bernard Marie Lafon'?, are published later, in the 1830s and 1840s.

The theme of the crusades allows Nerval to discuss the German chivalric works
inspired by troubadour poetry:

Le temps des croisades changea un peu la face des choses. Les chevaliers alle-
mands, dans leurs voyages, traversérent la Provence, les champs poétiques de
I’Orient, et, a leur retour ou pendant les loisirs de la guerre sainte, s’occupérent
de littérature, et composerent un grand nombre de chants dont une partie est
venue jusqu’a nous.

Tout cela est une pale contre-épreuve des poésies romantiques de nos trouba-
dours; les croisades, les tournois, la galanterie chevaleresque, sont les éternels
sujets de ces poémes, bizarrement enluminés des couleurs vives et joyeuses du
Midi et des sombres peintures du Nord; imitations lourdes et sans génie, parce
qu’elles étaient imitations [...]".

The northern German spirit clashes in this picture with the South, symbolized
by Provence, which becomes a transitional land to the East shrouded in poetry. The
journey to the Holy Land, speaking precisely, each stage of this journey (“dans leurs

voyages”, “a leur retour”, “pendant les loisirs de la guerre sainte”) is also the stage
of becoming a poet'®. This mosaic is not assessed by Nerval as an artistic achieve-

12 Cf. the bibliography of publications related to troubadours and trouvéres also in the 1830s

and 1840s: P. Martel, Les Félibres et leur temps. Renaissance d’oc et opinion (1850-1914),
Bordeaux 2010, pp. 54-56, including works of Jules Michelet, Claude Fauriel, and Jean-Jacques
Ampére, among others.
Nerval, Introduction aux « Poésies allemandes », p. 271 [Crusade times slightly change the
picture of this phenomenon. The German knights travel through Provence, the poetic fields of
the East and, after returning or as entertainers during holy wars, turn to literature and compose
many songs, some of which reached us as well. All this is a pale reflection of the romantic
poetry of our troubadours; crusades, tournaments, knightly gallantry are the eternal themes of
these poems, bizarrely illuminated by the lively and cheerful colours of the South and the sullen
paintings of the North; clumsy imitation — without spirit, being just the imitation].

14 Nerval tries to weigh the arguments and gives voice to all interested parties. It is evident from
even a cursory reading that he uses long quotes from other works to that extent that their bound-
aries are lost and the polemics with the quoted views are not particularly well developed. In the
selection of quotations from the book Germany of Madame de Staél, we can observe that Nerval
emphasizes the genius that unites the North and South: “Nous avons souvent parlé de ce qui
caractérise les poctes du Nord, la mélancolie et la méditation. Goethe, comme tous les hommes
de génie, réunit en lui d’étonnants contrastes; on retrouve dans ses poésies beaucoup de traces
du caractére des habitants du Midi” (Nerval, Introduction aux « Poésies allemandes », p. 267);
cf. also the quotation from Friedrich von Schlegel related to Friedrich Gottlieb Klopstock: “tou-
chant d’une main au christianisme et de I’autre a la mythologie du Nord, comme aux deux ¢l¢-
ments principaux de toute culture intellectuelle et de toute poésie européenne moderne” (ibidem,
p. 272).
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ment of great value, as in the succeeding lines he applies to it the epithets “ridicule”
[ridiculous] and “grotesque”'®. More importantly, the sources of vividness of German
poetry were to be found in this period and in this heterogeneity: “il y avait 1a les élé-
ments d’une régénération”'¢ [there were the elements of regeneration]. Some of the
cultural notions mentioned by Nerval do not reflect the nature of the Germans, that
is the East and South, as their national poetry is, as he describes it in the beginning
of the preface, composed from “chant des vieux bardes Saxons” [songs of old Saxon
bards] and is totally immersed in the spirit of “vieille poésie du Nord”!” [old poetry
of the North]. Therefore, the troubadour-inspired poems could only be the imitations.

In the beginning of the preface to the selection of poetry, that of Ronsard and of
other poets of La Pléiade, Nerval recalls an important institution from the Southern
France, a kind of revival center for poetry in langue d’oc: Académie des Jeux floraux.
Surprisingly, in this initial part of the preface, he establishes clearly and ironically an
opposition: twice he repeats that this important discussion took place in the provinces
(“‘une académie de province” which was traced by “un journal de province’), where-
as he emphasizes his current location in the statement: “a Paris nous ne le voyons
guere”!® [we rarely notice it in Paris]. This separation between capital and region
will not, however, be maintained in the following parts of Nerval’s text. He mentions
treatise which was awarded in 1830 by Académie des Jeux floraux which raised the
question of whether the study of French poets until the seventeenth century can be
beneficial to contemporary romantic poetry. Seeking an “original” and at the same
time a “national” literature, Nerval points out that to meet this challenge, what is need-
ed is not the imitation of foreign authors, but rather the advanced study of early poets:

Car toute littérature primitive est nationale, n’étant créée que pour répondre
a un besoin, et conformément au caracteére et aux meeurs du peuple qui 1’ad-
opte; d’ou il suit que, de méme qu’une graine contient un arbre entier, les
premiers essais d’une littérature renferment tous les germes de son développe-
ment futur, de son développement complet et définitif'.

Arno Krispin calls it “I’union des contraires”, L 'Occitanie et la création poétique de Gérard de
Nerval: du souvenir a l'invention, de [’histoire a la vision. In: L’Occitanie romantique. Edited
by C. Torreillles, Bordeaux 1997, p. 89.

Nerval, Introduction aux « Poésies allemandes », p. 271.

Ibidem, p. 263. Cf. also p. 271: “Le saxon ou bas-germain plaisait davantage au peuple, et c’est
en saxon que furent composées les premiéres poésies vraiment nationales de 1’Allemagne”.

18 @G. de Nerval, Choix des poésies de Ronsard, Du Bellay, Baif, Belleau, Du Bartas, Chassignet,
Desportes, Régnier. In: Euvres completes, vol. 1, Paris 1989, p. 281. Cf. the beginning of Sylvie
in the interpretation of Valérie Dupuy: “Le mot de « province » apparait en fait des les premiéres
pages, et c’est lui qui déclenche le va-et-vient de la mémoire entre les divers plans temporels
dans lesquels se déplace le récit et ou le Valois occupe toujours le premier plan” (Province
et mémoire. l'espace et le temps dans « Sylvie » de Gérard de Nerval. In: Province / Paris.
Topographies littéraires du XiXe siécle. Eds. A. Djourachkovitch and Y.Leclerc, Rouen 2000,
p. 146-147).

Nerval, Choix des poésies de Ronsard..., p. 283 [Each original literature is national, being
created to respond to the need and being in accordance with the nature and customs of the
people who adopt it; this is where it comes from, just as the seed contains a tree, the first literary
attempts encapsulate the sources of future development, the overall and final growth].
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The remark of adherence of different types of medieval poets to this branch of
“national poetry” is present in the fragments which start with two similar questions.
Firstly, Nerval asks: “Mais avions-nous en effet une littérature avant Malherbe?””°
[Had we had in truth the literature before Malherbe?]. This question permits him to
give an affirmative response, but he suggests that the reception of this literature de-
mands courageous readers who are not afraid of “un mot vieilli” [an obsolete word]
and “une expression triviale ou naive” [naive and trivial expression]. In the second
question Nerval insists: “Nous dirons donc maintenant: existait-il une littérature na-
tionale avant Ronsard?” [Let us say now: had national literature existed before Ron-
sard?] and specifies:

Mais une littérature compléte, capable par elle-méme, et a elle seule, d’inspi-
rer des hommes de génie, et d’alimenter de vastes conceptions ? Une simple
énumération va nous prouver qu’elle existait : qu’elle existait, divisée en deux
parties bien distinctes, comme la nation elle-méme, et dont par conséquent
I’une que les critiques allemands appellent littérature chevaleresque semblait
devoir son origine aux Normands, aux Bretons, aux Provengaux et peut-étre
aux Francs (la noblesse s’en empara), dont I’autre, native du cceur méme de la
France, et essentiellement populaire, est assez bien caractérisée par 1’épithéte
de gauloise®'.

From the opening of this quotation, it would seem that the division of the national
literature into two parts would undoubtedly imply a division similar to the separa-
tion of trouveres and troubadours. Nevertheless, listing the Provengals along with the
Franks or the Normans, Nerval does not follow in the steps of historians who were at
pains to emphasize their distinctiveness. In fact, the distinction which Nerval draws
is that between noble and folk literature, one which is the product of chivalric culture
unifying many groups and the other which does not include a large part of the nation
but which goes deeper into it and is more emotional in its expression®. It is only the

2 Ibidem, p. 284. The questions about importance of early French poetry are crucial part of the

later debate about the French national poetry, cf. Leterrier, “Troubadours et trouveres”, p. 454:
“La recherche du génie national dans la poésie médiévale permet, au XIXe siecle, d’évacuer
I’hypothese arabe, courante au si¢cle précédent, et encore chez Sismondi, mais réfutée catégo-
riquement par Schlegel. Elle fait un enjeu de la continuité de la poésie nationale du Moyen Age
a I’époque contemporaine, via Malherbe et la langue classique. [...]. Quinet revendique pour
I’artiste contre le primitif. Il discrédite la poésie médiévale, parce que ’art, selon lui, n’existe
que contre la liturgie, a condition de se séparer d’elle. C’est ce divorce avec la tradition qui
donne sa spécificité a la poésie francaise. Le siécle de Louis XIV incarne son génie, qui nous
sépare irrévocablement du Moyen Age”.
2 Nerval, Choix des poésies de Ronsard..., p. 284 [The complete literature, though, capable by
itself and for itself of inspiring geniuses and provide great ideas? A simple enumeration will
prove to us that it had, divided into two distant parts, just as the nation itself, and the first part,
which the German critics call the knightly one, seems to have its origins with the Normans, the
Bretonians, the Provengals and possibly the Franks (the nobility knew that), and the second part,
born in the heart of France, is deeply popular and quite well characterized by the epithet: Gallic].
Cf. Krispin, L Occitanie..., p. 88: “Nous retrouvons 1’opposition nord-sud dans la théorie poé-
tique de Gérard. Elle s’y ajoute a celle entre poésie populaire et poésie savant, conformément
aux idées contemporaines. Il s’agit de réhabiliter la poésie vernaculaire de la Gaule, la poésie
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epithet “gauloise” which betrays the inspiration of the theme in the debate of various
races in the French nation®.

The works which according to Nerval belong to the first type of French national

literature are:

[...] les poémes historiques, tels que les romans de Rou (Rollon) et du Brut,
la Philippide, le combat des trente Bretons, etc.; les poémes chevaleresques,
tels que le Saint-Graal, Tristan, Partenopex, Lancelot, etc.; les poemes allé-
goriques, tels que le roman de la Rose, du Renard, etc., et enfin toute la poésie
légére, chansons, ballades, lais, chants royaux, plus la poésie provengale ou
romane toute entiére?,

In turn the second type encompasses:

[...] les mysteres, moralités et farces (y compris Patelin); les fabliaux, contes,
facéties, livres satiriques, noéls, etc.: toutes ceuvres ou le plaisant dominait,
mais qui ne laissent pas d’offrir souvent des morceaux profonds ou sublimes,
et des enseignements d’une haute morale parmi des flots de gaieté frivole et
licencieuse®.

Searching for the category which could be the basis for this division, the problems

of literary genres, language and theme should be discussed. Patrick Labarthe argues
that the distinction proposed by Nerval does not concern the division between prose
and poetry:

Le double registre qui préside a ce classement ne recoupe en rien, on le voit,
un partage entre le récit et la poésie en vers: dans la premiére rubrique avoisi-
nent les premiers « romans » frangais (dont le Brut de Wace), nourris d’une
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romantique. [...] A cette littérature populaire et gauloise s’oppose une littérature aristocratique,
comprenant la poésie provencale ou romane [...]".

Cf. M.-F. Piguet, ,,Observation et histoire. Race chez Amédée Thierry et William F. Edwards”,
L’Homme, 2000, p. 94: “Cette these enracine I’origine de la noblesse dans la conquéte franque
de Clovis, faisant ainsi des nobles les descendants des Francs tandis que les roturiers seraient
issus des Gaulois et des Gallo-romains réduits en servitude par ces intrépides conquérants. Ela-
borée au XVlIlle siecle pour légitimer les pouvoirs politiques de la noblesse face a I’absolutisme
royal, la théorie des origines germaniques de la noblesse francaise a été retournée contre 1’aris-
tocratie et utilisée pendant et aprés la Révolution par les défenseurs du tiers état.” Cf. about
the relations of Franks and Gallic in Angélique: G.R. Humphrey, L’ Esthétique de la poésie de
Gérard de Nerval, Paris 1969, p. 87; K. Pomian, “Francs et Gaulois”. In: Les Lieux de mémoire.
Edited by Pierre Nora, vol. 3: Les France, vol. 1, Conflits et partages, Paris 1992.

Nerval, Choix des poésies de Ronsard..., pp. 284-285 [The historical poems, like the roman
de Rou and roman de Brut, Le Combat de Trente Bretons, La Philipide, etc.; chivalric romance
like Saint-Graal, Tristan, Partenopex, Lancelot, etc.; allegorical poems like Roman de la Rose,
Roman de Renart, etc., last but not least light poems, songs, ballades, lais, chants royaux, and
Provengcal, or speaking generally, whole Romanesque poetry].

Nerval, Choix des poésies de Ronsard..., p. 285 [(...) mysteries, moralities, farces (including
Patelin), fabliaux, tales, facetiae, satire books, Christmas carols, etc.: these are all the works in
which this what entertains dominates, without ceasing to present deep and sublime fragments,
as well as teach a high moral level among the waves of frivolous and promiscuous gaiety].
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réflexion sur la chevalerie et ’amour, ces contes et nouvelles en vers que sont

les « lais » (de Marie de France), le Conte du Graal de Chrétien et le Lancelot-

Graal en prose®.

However, it is significant that in the first type there is no drama?’, while the second
does not include epic poems about historic or legendary rulers.

The role of language in the above-mentioned division is unclear. The first type
includes works in Old French and Occitan. The status of the second is more complex:
mystery and miracle plays were originally written in Latin, for example, though the
role of vernacular languages in their texts is also significant. To give an illustration,
Mpysterium fatuarum virginum [Mystery of Foolish Virgins], an excerpt from which
was published in Frangois Just Marie Raynouard’s work in 1817, begins in Latin, but
later Gabriel addresses the virgins in Old Occitan®®. In fact, using the various epithets
in italics, like “chevaleresque”, “gauloise”, and “romane”, Nerval refers to different
registers: “chevaleresque” applies to one aspect of medieval noble culture, “gauloise”
to the civilization which contributed to the shaping of the French nation, and “ro-
mane” is the only adjective which concerns the language™®.

We may safely say that one major factor influencing Nerval’s division was the
diction of comedy emphasized in Gallic literature®'. In the idea of Romantic poet, co-
medic values should dominate, though not reign sovereignly in the represented world,
which should also include moral teaching and combine the sophisticated ideas with

2 P. Labarthe, ,,Nerval ou le « prosateur obstiné »”, Le Genre humain 2008, n° 1, p. 346 [The

second register in this classification does not impose a division between the story and the poems:
the first column is adjacent to the first French ‘romans’ (like de Brut by Wace), filled with
reflection on knighthood and love, tales and novellas in verse like in ‘lais’ (of Marie de France),
the Story of the Grail of Chrétien de Troyes and the prose Lancelot-Grail.]

Cf. the image of medieval French theatre created by the eighteenth century publications:
J. Koopmans, D. Smith, “Un théatre francais du Moyen Age?”, Médiévales 2010, http://journals.
openedition.org/medievales/6055 [21.03.2020]. These remarks are important due to the fact
that many editions of medieval works comes from the second half of the nineteenth century,
thus from the later period than this when Nerval prepares his prefaces. To give an illustration,
Pathelin mentioned by Nerval is published in 1723 and 1762 as La Farce de maistre Pierre
Pathelin, avec son testament a quatre personnages (Paris) and for another edition the readers
had to wait until 1853: La farce de maistre Pierre Pathelin précédée d un recueil de monuments
de ’ancienne langue frangaise, depuis son origine jusqu’a l’an 1500, avec une introduction, par
M. Geoffroy-Chateau (Paris).

Extrait du mystere des vierges sages et des vierges folles. In: Choix de poésies originales des
troubadours, F.J.M. Raynouard, Paris 1817, pp. 139-143.

Cf. G. de Nerval, La Bohéme galante, VIII: Musique. In: Euvres complétes, vol. 3, Paris 1993,
p- 278: “[...] je crois, qu’il faut distinguer toujours ces deux styles et ces deux genres — cheva-
leresque — et gaulois, dans 1’origine, — qui, en perdant leurs noms, ont conservé leur division
générale.”

The notion of “langue romane” was ambiguous in the period when Nerval’s prefaces are writ-
ten, for instance, according to Raynouard, firstly it was a synonym for the language used by
troubadours, in the later period, “la langue intermédiaire que Raynouard appelait auparavant
«langue romane» est désignée comme « langue romane rustique » et la langue des troubadours
est désormais dénommée «langue romane provencale» (D. Fabié, “Un romaniste romantique:
Frangois Raynouard”, Lengas 2008, p. 28.

M. Liouville, Les Rires de la poésie romantique, Paris 2009, pp. 89—90.
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ribald ones. Although the poet lists the farces®?, facéties®, and fabliaux** — the most
popular medieval genres, of drama, narrative, and poetry, intended to amuse, aiming
for sophisticated wordplay and bawdy humor — the presence of other genres in this list
may provoke questions if the mystery or morality plays were indeed intended to be
humorous? As a matter of fact, morality plays are undoubtedly an important example
for Nerval, as they combine the religious with the profane and, to maximize the didac-
tic effect, satire was also used?®.

Nerval’s position towards the national literature has the appearance of a joke, an
attempt to surprise the readers: of all the many branches of medieval French literature,
whose representations are highly appreciated romans and sophisticated lyric poetry,
the poet chooses works that are simple in their message, whose authors are unknown
and whose language is expressive and blunt, as well as some less popular occasional
genres, to put them as the examples of literature “from the heart of France”, “capa-
ble to inspire” and “to supply great ideas”. But we may also describe these works in
a different way: a more detailed analysis of these genres shows that in his list Nerval
encompassed the sacred and profane, the multilingual, the seriousness of spiritual
themes along with pure comedy. It appeals to many genres of dramatic art, in which
both simple people and saints spoke and in which music, decoration and costumes
played an important role*. Only with the participation of all these elements, can

32 Pathelin which is mentioned by Nerval is one of the most popular French farces, known for
example because of the scenes in which one protagonist, Le Bergier, responds “Bée” to every
question asked at the court.

3 Nerval is himself author of Contes et facéties (1852). Florence Bistagne defines the genre of
facétie in the following words: “Le genre de la facétie s’épanouit en latin au XVe siécle puis
en langue vernaculaire au XVIe. Au croisement de la fable médiévale, de la nouvelle et de la
tradition latine des recueils de bons mots, il est aussi influencé par la redécouverte des comédies
de Plaute.” (“Relire Plaute dans la facétie du Quattrocento”, Cahiers de recherches médiévales
et humanistes, 2016, n° 32, p. 175). Facéties can also be performed at the scenes: J.-C. Aubailly,
“Facétie narrée et facétie jouée. Discussion”, Bulletin de |’ Association d’étude sur [’humanisme,
la réforme et la renaissance, 1977, n° 7: Facétie et littérature facétieuse a l’époque de la Re-
naissance. Actes du colloque de Goutelas 29 septembre—Ier octobre 1977, sous la direction de
VL. Saulnier, 19. About the farce and facétie cf. also J. Koopmans, ,,.La Farce, genre noble
aux prises avec la facétie?”, Cahiers de recherches médiévales et humanistes, 2016, n° 32,
pp. 147-163.

3 Research on fabliaux at the beginning of the nineteenth century was at quite an advanced stage:
to mention three volumes of Fabliaux et contes de poétes francois des XII, XIII, XIV et XVes
siécles published in 1756 and republished in 1808. The editor, Etienne Barbazan, characterized
in the preface the French people as “naturallement gais, légers & badins” (E. Barbazan, Préface.
In: Fabliaux et contes de poétes francois des XII, XIII, XIV et XVes siécles, vol. 3, Paris 1808,
p. xvii) and explained that in the fabliaux “une heureuse simplicité”, “des narrés intéressants, des
images vives, des pensées fines, des réflexions justes, des expressions énergiques, une agréable
variété” can be found (ibidem, p. xxxiii). Another edition comes from 1826: Livre Mignard, ou
fleur des fabliaux. Edited by Ch. Malo, Paris.

3 A.J. Wirth, Dulcis et utile: The literary traditions of satire in the French morality play, Treteaux
1980, n° 2, pp. 17-22; J.-P. Bordier, Satire traditionnelle et polémique moderne dans les morali-
tés et les sotties frangaises tardives. In: Satira e beffa nelle commedie europee del Rinascimento.
Edited by F. Doglio, Roma 2002.

36 Nerval, La Bohéme galante, VIII: Musique, p. 272: “[...] les mystéres aussi du Moyen Age
étaient des opéras complets avec récitatifs, airs et cheeurs [...].”



Pillars of the National Poetry: Gérard de Nerval’s Voice in the Romantic Debate on... 29

the national literature be assessed as “aussi forte, aussi variée dans ses élements”
[so strong, so varied in all the elements]*’. These poetical traditions may give strength
to the literature of Nerval’s epoch to become truly romantic, in accordance with the
idea of poetry, which “should poeticize wit and fill all of art’s forms with sound mate-
rial of every kind to form the human soul, to animate it with flights of humor’,

To conclude, Nerval was not the only writer to propose a division between folk
and chivalric or aristocratic literature, nor one between Franco-Provencal and Gallic,
regarding the character of French national poetry. He reveals instead a crucial element
of the French national spirit which is laughter, so gorgeously animated in, for instance,
the work of Rabelais. Furthermore, an important change introduced by Nerval to the
debate is its tone: what Nerval does is to cast off the pathos of several above-men-
tioned phrases, like the “fathers of literature”, the “national literature”, etc. His classi-
fication of French literature bears the mark of hierarchy a rebours. A few of the most
famous mystery or morality plays such as Le Mystére de la Passion of Arnoul Gréban
and La Moralité de I’aveugle et du boiteux of André de la Vigne are sometimes read
by the scholars and students of French medieval literature, but this literature as it is
seen for instance by foreign readers consists of Tristan, Lancelot, Roman de la Rose
and examples of the lyrical ballades of Francois Villon and the chansons of Charles
d’Orléans. This official branch of French medieval literature is dominated by the no-
ble works of courtly and chivalric themes. The “low-register” and comical character
of the second type established by Nerval situates itself close to the heart of nation.
Nerval’s solution is to propose a counter-model of a national literature—an eccentric,
but not a surprising solution, on the condition, it is proposed by Nerval, a separate
poet, the one associated rather with bohemian groups and not “official Romanticism”,
the example of isolation and eccentricity.
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Streszczenie

Artykut przedstawia glos Gérarda de Nervala w dyskusji o zrodtach i poczatkach francu-
skiej literatury narodowej. Przedmiotem analizy sa dwa artykuty z 1830 r., wstepy do Choix
des poésies de Ronsard, Du Bellay, Baif, Belleau, Du Bartas, Chassignet, Desportes, Régnier
oraz Poésies allemandes. W kontekscie sporu o wyzszos¢ truwerow lub trubaduréw jako ,,0j-
cOw wspoltezesnej literatury” i ,,wychowawcow narodu”, ktory toczyt si¢ ostatnich dziesigcio-
leciach XVIII i na poczatku XIX wieku, stanowisko Nervala jawi si¢ jako budujace mosty mie-
dzy zwasnionymi stronami, oryginalne i wyzbyte niepotrzebnego patosu. Nerval przypomina,
ze w $redniowiecznej literaturze francuskiej mozna dostrzec dwa prady: ,rycerski”, na ktory
sktadaja si¢ m.in. powiesci, poematy alegoryczne, ballady, oraz ,,galijski”, ktory przejawia si¢
np. w misteriach, moralitetach, farsach i facecjach. Taka literatura, taczaca sacrum i profanum,
rozne jezyki, $miech z nauka, oddaje zdaniem Nervala ducha narodu i w niej tkwig zrodia
odrodzenia francuskiej poezji.

Summary

The article discusses the Gérard de Nerval’s voice in the debate on the sources and origins
of French national literature. The main subjects of analysis are two of his articles from 1830,
the prefaces to choice of poems of Ronsard, Du Bellay, Baif, Belleau, Du Bartas, Chassignet,
Desportes, and Régnier, as well as to selection from German poetry. In the light of the dispute
in the second half of the eighteenth and the beginning of the nineteenth century over the greater
importance of trouvéres or troubadours as the fathers of national literature, Nerval’s position is
less rigid and lacking pathos. He recalls the medieval noble and folk literature, one which is the
product of chivalric culture unifying many groups and the other, “Gallic” which does not include
a large part of the nation but which goes deeper into it and is more emotional in its expression. In
the second type he mentions less popular occasional genres, for instance farces, fabliaux, facetiae
and puts them as the examples of literature “from the heart of France”, “capable to inspire” and
“to supply great ideas”. This type encompasses the sacred and profane, the multilingual, the serio-
usness of spiritual themes along with pure comedy. All these qualities according to Nerval reflect
the French spirit and may be the sources of revival for true French romantic poetry.
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The argument between the Classicists and the Romantics in Poland resonated not
only in literature and the press, but also in academia. Ludwik Osinski’s lectures given
at the University of Warsaw illustrate the “academic” significance of this polemic
with new tendencies in culture and its significance for literary studies.

Let us begin with a quotation:

Osinski’s literary fame, earned through his translations of tragedies and his
odes, drew numerous listeners to the start of his course on literature. The most
spacious room of the university was barely enough to contain them all. Apart
from young academics from all departments, it was also attended by ladies
of high society and numerous personages of the more enlightened Warsaw
public. The crowds remained constant throughout the twelve years of the lec-
tures, until the very last one in 1830°.

' Paper presented as a part of Project no 2017/27/N/HS2/00395 “In Search of the Language. The
Birth of Polish Literary Studies in the Context of European Ideological Changes (1795-1830)”
funded by the National Science Centre, Poland.

All quotations translated by Przemystaw Szkodzinski. ,,Stawa literacka Osinskiego, naby-
ta przektadami tragedii i odami, $ciagneta mndstwo shuchaczow na otwarcie kursu literatury.
Najobszerniejsza sala uniwersytetu zaledwie obja¢ ich mogta. Oprocz mtodziezy akademic-
kiej wszystkich wydziatéw znajdowatly si¢ na nich damy wyzszego spoteczenstwa i mndstwo
0sob oswiecenszych klas publicznosci warszawskiej. Natlok ten nie zmniejszat si¢ przez lat
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This is how Franciszek Salezy Dmochowki, Osinski’s student and the editor of his
Selected Works, wrote about Osinski’s presentations published more than thirty years
later as Lectures on Comparative Literature’.

The great popularity of Osinski’s lectures suffices to demonstrate that they are
a worthy source of data for the study of the debate between the Classicists and the
Romantics. The high attendance was probably assured not only by Osinski’s literary
fame, as evidenced in the above quotation, but also by his role in the public life of
Congress Poland. He served in numerous public positions, among them chief mana-
ger of the National Theatre, a member of the Society of the Friends of Learning, and
a frequent guest among the higher strata of Warsaw society. Finally, he was also famo-
us as a talented public speaker. The lectures were held, albeit irregularly, between the
years 1818 and 1830, on Saturday afternoons®. Another attendee of these meetings,
Andrzej Edward Kozmian, writes in his memoirs:

The hour of Osinski’s lecture was a festival, a banquet, and places were highly
sought after. Attendees would come running to his lecture room as they might
to a concert hall, rather than to an academic presentation”.

There is no doubt that this public character of the lectures encouraged Osinski to
proclaim from the lectern his opinions about contemporary cultural phenomena. No
other academic literary course of the time avoided expressing judgment on current
literary lifeS. However Osinski in particular, with his audience of students as and high
society, found himself in a position which allowed him to popularize a particular vi-
sion of art and aesthetic ideas, even though this may have overshadowed his delivery
of detailed poetic and historical knowledge.

Yet by reading his introductory lecture we can recognize the assumptions that
motivated his work in general. The text can be considered as an invaluable interpre-
tative frame for his whole course of comparative literature. The cornerstone of his di-
scourse are “the rules”. These enabled Osinski to conceptualize the subject of literary
studies. If we asked what the main goal was that he set for himself as a lecturer, the
following quotation might serve as an answer:

By investigating the forms of classical beauty and comparing them with each
other, whilst relying more on our feeling than on pedantic, textbook thought,
we shall arrive at a way that should be taken to craft works that are both fresh
and worthy of recommendation. Thus I have no doubt that we shall further

dwanaécie, az do ostatniej prelekcji mianej w 1830 r.”, F.S. Dmochowski, Zycie, dzieta i epoka
Ludwika Osinskiego. In: Dziefa, L. Osinski, Warszawa 1861, vol. 1, p. XIII.

L. Osinski, Wykiad literatury poréwnawczej czytanej w Uniwersytecie Warszawskim. In:
Drzieta, L. Osinski, vol. 2-3, Warszawa 1861.

4 J. Bielinski, Kréolewski Uniwersytet Warszawski, vol. 3, Warszawa 1912, p. 322.

,»Godzina prelekcji Osinskiego byta festynem, bankietem chciwie poszukiwanym. Zbiegano si¢
do sali jego, jesli nie jak na prelekcje literacka, to jak na koncert”. A.E. Kozmian, Ludwik Osin-
ski. Ustep ze wspomnien jednego z zyjgcych autorow, Poznan 1857, p. 16.

At that time literature was taught at the University of Warsaw by Kazimierz Brodzinski and in
Vilnius first by Euzebiusz Stowacki and then by Leon Borowski.
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conclude the necessity of the existence of certain rules in art, which I have
briefly outlined in this introduction’.

The professor’s aim was to convince the audience that the rules exist and are ne-
cessary. If we interpret the project of the lectures as a whole in this context, we should
take notice of two aspects of Osinski’s main thesis.

Firstly, it is a required framework which helps us understand the role Osinski
ascribes to investigating and teaching literature. The theory that allows the scholar to
organize the facts appears to be more important then the facts themselves. As a con-
sequence three disciplines of literary studies, listed in Osinski’s introductory lecture,
are situated hierarchically. Theory overshadows history, but they are both subordi-
nated to criticism, which passes judgement on the basis of rules defined by theory.
It is worth mentioning that, in accordance with the mainstream beliefs of late Classi-
cism, the models are more important than the rules, with the rules being derived from
the models®. This belief may be interpreted as potentially weakening the rigor of the
Classicists’ doctrine. It justifies the favorable opinion of works which cannot easily
be judged according to the known parameters, and it makes way for the category of
the creative genius who can transform the rules. On the other hand, it also it enables
“the laws” of literature to aspire to the status of empirical knowledge, derived from
observed and investigated facts, similar to the laws of physics or biology’. Through
the analysis of selected works, Osinski conducts yet again an experiment whose aim
is to prove the existence of particular relations in aesthetics, right in front of his au-
dience. This “empirical” aspect of the rules-models relation is important for Osinski’s
methodological polemics with Romanticism, which will be discussed later. For the
moment, let us notice that the structure of the entire course is strictly connected with
the assumptions mentioned previously. As a consequence, they may be looked at as
a part of Osinski’s lectures as important as their actual subject matter. The structure of
the course can be presented as follows:

*  The material is ordered by genre and not chronology. This is a common fea-

ture of all texts originating form the tradition of Poetics and Rhetoric.

»  Within the specific genres, works are discussed chronologically. There is at

least one major, meaningful exception to this — concerning comedy — when
the works recognized as a model (those of Moli¢re) precede earlier but less

,Sledzac klasyczne picknosci, pordownywajac je ze soba, a wiecej zawierzajac uczuciu nizeli
szkolnej pedantyzmu rozwadze, poznamy droge, jaka postgpowaé przystoi, aby doj$¢ do
utworzenia ptodow i nowych, i godnych zalety. Tym sposobem, nie watpi¢, utwierdzi si¢ w nas
przekonanie o koniecznej potrzebie pewnych w sztuce prawidet, o ktorych w tym wstepie kilka
stow nadmienitem”. L. Osinski, Wyklad...., vol. 2, p. 8.

On the category of bons modéles and its changes in late classisicm, although mostly in connec-
tion with literature (as a form of mimesis) and not literary studies, see: P. Zbikowski, Klasycyzm
postanistawowski. Doktryna estetycznoliteracka, Warszawa 1984, pp. 98-105 and M. Stanisz,
Wezesnoromantyczne spory o poezje, Krakow 1998, pp. 19-58.

Another procedure adapted form science (e.g. anatomy) that was used to make literary criticism
more objective was comparison. For more about this category and Osinski’s notion of compari-
son see T. Bilczewski, Porownanie i przektad, Krakow 2016, pp. 82—89.
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appreciated texts. Model works are mentioned first, because they are neces-
sary for deriving the rules of the particular genres.

» Particular texts are elaborated according to the rules specific to each genre.
This is most clearly visible in the first chapter, where the //iad is judged in
terms of unity, variety and likelihood.

The lectures become not only a presentation of the rules derived from investiga-
tion of the models, but also an elaborate proof for the existence of the rules. These are
the methodological consequences of Osinski’s main thesis, that result in the goals and
the structure of his teachings.

Secondly, it is clear that the thesis about the “necessity of some rules in art” is
also polemical in nature. Osinski’s work undoubtedly embodies some coherent sys-
tem of assumptions concerning literature, worthy of description on its own merit and
not only for the relationship that it has with the development of Romanticism. On the
other hand, the situation of performance, as described at the beginning of this paper,
leads to an involvement with new tendencies in culture. In my opinion, both ways of
reading the Lectures are justified and they should be taken as complementary perspec-
tives of looking at the whole project of the course in comparative literature. However
I would like to highlight that analyzing what and how Osinski said about Romanti-
cism instead of looking at his work in the light of Romanticism seems to remain an
untested research approach.

From this perspective, let us examine some features of the text that have been
mentioned previously. The introductory lecture seems to be built form key words

EEINT3

of late Classicism. On the first page alone, one finds references to “models”, “per-
fection”, “rules”, “Greece and Rome”. This particular excerpt would be eminently
suitable for anthologising, given its representative character, which is markedly Clas-
sicistic. As such, it serves as a statement by Osinski as a literary authority on which
aesthetic opinions he favors. What is more, the genre-based structure of the material
is not only traditional, but also an alternative to chronological structuring — incre-
asingly postulated at the time and used for instance by Kazimierz Brodzinski in his
lectures given at the University of Warsaw from 1823'°. Finally, the thesis claiming
the existence of literary rules, which is key to Osinski’s entire discourse, is directly set
against the Romantics’ opinions in his text.

To introduce that confrontation, Osifiski has to name his opponents. The adjective
“romantic” occurs probably only twice: in the introductory lecture and in his remark
on Schiller’s The Maid of Orleans subtitle. Other references are made to “somebody”,

CEIN3 LR N

“the judges of art”, “some experts on art”, “contemporary writers”, “our century”,
“the new way”, “the new theories”. It is no accident that the contemporariness and no-
velty is highlighted in these terms, since the main objection raised to those standpoints
which are criticised are that they lack respect for the traditional way of understanding

literature!!. This is connected especially with two aspects of it: respecting the rules

10 See: K. Brodzinski, Literatura polska. In: Pisma, idem, vol. 3, Poznan 1872.

The “new way” in literature had been already mentioned by Osiniski when he accepted the post
of professor (see: J. Bielinski, Krélewski Uniwersytet..., p. 468).

11
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and imitating the models. The accusations of these two main “sins” come up repeate-
dly in the lectures:

When it so happens that more than one judge of art is against its rules, only
because the greats would often not adhere to them; why, then, would such
ajudge not try to learn the secret of the greats’ achievements in impression and
result — which is, in turn, the triumph of art?'?

Yet it is much more hurtful to witness the progressive diminishing of respect
for the true masters of art, to hear the calamitous instructions of our contempo-
rary writers who dare — in their madness — to claim that Dante was courageous
enough to treat the path set by Homer and Vigil with disdain; also, that the
profound Shakespeare was most fortunate to not have been acquainted with
Euripides'.

They are part of a more general cultural diagnosis: “It seems that our century
looks for its own advantage by rising up against everything, which is honored by the
judgment of time and more enlightened people”!“.

As can be seen, the ideas that are presented by Osinski as the object of his oppo-
sition are those which attack the core of his beliefs concerning literature. Lack of rules
is a serious threat regarding not only aesthetics, but also the moral order in art. Those,
who neglect the importance of obeying the rules are the victims of “madness”. As the
effect “wickedness” is taking place of “decency”'.

In the light of the sample remarks quoted above, the main aim of the lectures may
be also interpreted as a part of the Classical-Romantic polemic. The term romanticism
is not defined in the lectures. While introducing this phenomenon into his discourse
Osinski uses the phrase “the new school of writers, called romantic”'®. We can assume
that for him “the romanticism” is the new group of authors, and at the same time the
group that prefers novelty in culture over tradition. The reader’s attention is drawn to
the fact that Osinski generally does not refer to the aesthetic qualities preferred by the
Romantics, but only to the rules by which they formulated their ideas on literature.
In this context he pursues a methodological polemic with Romanticism. That is not

12 Kiedy nie jeden z sedziow sztuki dlatego jedynie przeciw jej prawidlom powstaje, ze ich
czesto wieley ludzie nie zachowywali; czemuz razem nie docieka tej tajemnicy, przez ktdra
oni wielkie osiagneli wrazenia i skutki, co znowu triumfem jest sztuki”. L. Osinski, Wykiad...,
vol. 2, p. 306.

13 Lecz bolesniej daleko postrzegaé coraz bardziej nikngce dla prawdziwych mistrzow sztuki
uszanowanie, styszy¢ te zgubne wspotczesnych nam pisarzow nauki, ktorzy $mieja, w obtakaniu
swojem, utrzymywac, ze Dante miat dosy¢ odwagi pogardzi¢ droga przez Homera i Wergilego
utorowang; rownie, ze glteboki Szekspir, na szczgscie swoje nie znat Eurypida”, ibidem, vol. 2,
p. 90.

14 Zdaje si¢ jakby wiek nasz wlasciwej sobie szukat zalety, powstajac na wszystko, co uswiecone
sadem czasu 1 o§wieconych ludow”, ibidem, vol. 3, p. 173.

15 Ibidem, vol. 2, p. 4.

16 Ibidem, vol. 2, p. 6.
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surprising in the lectures, which very often refer to the methods of literary scholarship.
Osinski teaches comparative literature and describes in the first place the masterpieces
of European literature, so he concentrates mostly on different opinions about historical
works of art and not contemporary literary production. There are, however, other re-
asons for this that may be concluded from the professor’s arguments. According to him,
the Romantic texts worth analyzing and judging have not been written yet. He asks:

We laboriously and wistfully muse on the inconceivable space of human tho-
ught, the richness of our imagination, the genius of certain works; but these
ample lands — so easily discovered in our belief — what fruit have they given?’

This judgment on modern literature is to some extent supplanted by a discussion
of older texts. Osinski does not refer to them as romantic works, but deliberately
uses the examples often used by romantics. This reflects the intensive displacements
made in the canon in the previous decades. The reliability of the opinions presented
is thetorically supported by giving some (very limited) praise to those texts which are
particularly valued by the promoters of the new theories. This applies, for example, to
Cervantes, Milton and to Shakespeare for whom, notably, Osinski is almost enthusia-
stic. This is illustrated by his analysis of Macbeth, which concludes that the high value
of this text compared to the other to Shakespeare’s plays is the result of its success
in maintaining unity of action. Of course, that is not the only merit of Shakespeare,
whose whole work has, according to Osinski, its advantages. It is though significant,
how the rules of art are seen by him as always beneficial. In contrary to the opinion
of those, who claim, that “profound Shakespeare was most fortunate to not have been
acquainted with Euripides”.

Shakespeare thus serves as an example confirming one of the most important
Classicist rules'®. Osinski’s discussion of Shakespeare is characteristic of the pro-
fessor’s strategy of using Romantic authorities to confirm Classicist assumptions.
To praise Racine’s Athalie, he quotes Schlegel'®. He bases his lecture on Moliere on
the article of Walter Scott®. This mode of reasoning is introduced in the first lecture,
where Dante, Shakespeare and Ariosto are named as writers who respect tradition and
at the same time create new qualities in art*'. That is how the masters of the Romantic
style avoided the great sin of their successors: neglecting the past.

References to the same authorities are used in order to blur the difference be-
tween both worldviews. In his introductory lecture Osinski claims that trends which
originate from common ancestors and models — such as Homer and Sophocles — can
not differ in essence: “the name itself was a bone of contention, as a thing springing

»Mozolnie i tgskliwie filozofujemy nad nieogarniona przestrzenig mysli ludzkich, nad bogac-

twem wyobrazni naszej, nad genialno$cia utworow; lecz te obszerne niwy, ktéoresmy w rozumie-

niu wlasnem tak tatwo odkryli, jakiez nam plony wydaty?”, ibidem.

18 See: ibidem, vol. 2, pp. 366-396.

Y Ibidem, vol. 2, p. 397.

2 Jbidem, vol. 3, p. 128. See: W. Scott, Moliére. In: The miscellaneous prose works, idem, vol. 17,
Periodical criticism, vol 1, Poetry, Edinburgh, 1835, pp. 137-215.

2 Ibidem, vol. 2, p. 3.
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from one source could not differ to such an extent””. However during the lectures it
transpires that rapprochement towards Romanticism and approval for texts deemed
to be Romantic means an attempt to include them within the classical paradigm and,
in the case of Macbeth, to be judged according to the rules. Osinski says: “The kinds
of beauty cannot be either too numerous, nor too different from one another — and
they can never be contrary to each other””. Doubting the difference between both
aesthetics seems to be only a rhetorical strategy, part of the self-presentation of the
scholar as an objective scholar.

How is Romanticism presented in general, and looked at ex cathedra? 1t is
a new trend in culture, but it originates from the same models that had always been
valued. Some displacements result from the close reading of several new authors of
the Romantic school, and these were praised as truly talented, but not perfect. “Good
models” and “imitation” are the main terms that serve Osinski to conceptualize li-
terary tradition. As we can see, in his interpretation the Romantics also have their
models which they imitate, both positively and negatively. They have not yet created
prominent works of art, but they still have a chance to improve. They have only to re-
alize their mistake concerning their attitude towards tradition: they need to recognize
model authors and admit that their excellence depends on adherence to the rules. The
rules are not arbitrary, but they spring form nature and they are realized somewhat
involuntarily, whenever reason and emotions are adhered to.

In that context, the main goal of Osifiski’s lectures seems to be to cast light on
these correlations. The course is composed as a series of examples. Their analysis
and comparison are supposed to lead to rules being derived and the necessity of these
rules being asserted. Deriving the rules from the works of art on the basis of compa-
rison as an empirical, scientific method is thought to guarantee the objectivity of the
judgments. This objectivity is also rhetorically supported by citing authorities whose
views would appear to be opposed to those of Osinski himself. As such, Osinski’s
course of literature as a whole may be interpreted as a singular, polemical statement
on new tendencies in art, divided into lectures. Seeing it in the context of the dialogue
with Romanticism paradoxically allows us to consider it as a coherent and deliberate
project, and not just a compilation or an epigonic copy of La Harpe.
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Streszczenie

Tematem artykutu jest przejawianie si¢ sporu klasykéw z romantykami w owczesnym
dyskursie akademickim na przyktadzie wykladow Ludwika Osinskiego. To wlasnie wykta-
dy z literatury porownawczej prowadzone na Uniwersytecie Warszawskim najlepiej ukazuja
wage polemiki z nowymi tendencjami w kulturze takze dla §wiata akademii, cho¢ odniesienia
do nich czesto wyrazane byt nie wprost. W artykule analizuje¢ strategie retoryczne stosowane
przez Osinskiego do odnoszenia si¢ do nowej estetyki. Opisuj¢ dialogiczne relacje migdzy
romantyzmem a przyktadami literackimi wybieranymi przez Osinskiego, jego ocenami dziet
oraz jego przekonaniami dotyczacymi literatury. Szczego6lnie istotne okazuje si¢ zaprezento-
wane przez niego ujecie relacji pomiedzy tradycja a innowacyjnoscig w kulturze. Umieszcze-
nie wyktadow Osinskiego w konteks$cie dialogu z romantyzmem pozwala zobaczy¢ jego kurs,
czesto niedoceniany jako wtorny, jako spdjny i przemyslany projekt.

Summary

Paper discusses the reflection of the argument between Classicists and Romantics in aca-
demic discourse on the example of Ludwik Osifiski’s lectures. The lectures in comparative
literature that Ludwik Osinski gave at the University of Warsaw can best illustrate the aca-
demic significance of a polemic with new tendencies in culture, even though it is usually not
expressed directly. In the paper the lecturer’s rhetorical strategies employed to refer to new
aesthetics are investigated. Dialogical association between Romantic style and Osinski’s cho-
ice of examples, the judgments he made and concepts he used is described. Finally, the terms in
which he articulates the relation between the old and the new in culture are examined. Seeing
Osinski’s lectures in the context of the dialogue with Romanticism allows to consider it as
a coherent and deliberate project.
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In the 1820s, French classicists often accused the Romantics of a lack of proper
education and an irreverence towards literary authorities. They saw the Romantics as
a literary sect whose members were contributing to the group’s undeserved success
by promoting each other through flattery, quoting each other in epigraphs to their
volumes of verse, and reviewing each other’s works favourably in La Muse frangaise,
a leading journal of early French Romanticism'. This had been unheard of in the past,
when only quotations from classical writers such as Virgil or Horace were considered
acceptable material for an epigraph. Nevertheless, the young Romantic writers quoted
one another without proper respect towards the literary institutions, as if they had not
read their classics at all. This strategy of undermining the classicist authority is clearly
visible during the period when Romanticism was developing in a close relationship
with classicism. In the 1830s, the argument from authority seems to have gradually
lost its prominence as a Romantic poetics was evolving in new directions.

! This accusation in not unfounded: a Romantic dissident, Henri Latouche, took up the charge
and turned his back on his Romantic colleagues in a satirical tract, “De la camaderie litteraire”
(1829). Cf. A. Glinoer, La Querelle de la camaraderie littéraire. Les romantiques face a leurs
contemporains, Droz, Geneve 2008.
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The nineteenth-century French classic-Romantic quarrel® has already been well
described in extenso®, which is why in this paper I would like to focus on its rhetorical
dynamics, and particularly on the accusation of the lack of classical erudition levelled
against the Romantics. This line of accusation deserves attention not only because it
triggered an avalanche of spiteful responses which form an important part of the clas-
sic-Romantic debate, but also because it captures a specific feature of French Roman-
ticism which has its source in the Romantic relation to classicism, and more generally,
to the literary tradition. In essence, the strategy of the Romanticists in the early years
of the quarrel can be described as an attempt to undermine the aesthetic difference
between Romanticism and classicism, and to appropriate the argument from classical
authority, making it a part of their line of defence. Analysis of the rhetorical dynamics
of the quarrel can lead to conclusions expressed in sociological terms, as an attempt to
replace the old generation with a new one in an increasingly commercialised literary
field* or in psychoanalytic terms, as a form of oedipal rivalry with the aim of taking
the father’s or precursor’s place’.

I have chosen not to use the well established military metaphors of “war” or “battle”, as they
might create a false image of two opposing camps, which would be a considerable oversimpli-
fication. Instead, I employ the term “quarrel”, defined as a “socialising, creative and dynamic”
form of debate which structures the literary field and plays the role of a “visibility vector” for
its actors (cf. J.-P. Bertrand, D. Saint-Amand & V. Stiénon, Les querelles littéraires: esquisse
méthodologique, “COnTEXTES”, 2012, no. 10, http://journals.openedition.org/contextes/5005
[10.01.2020]). In the quoted article, the quarrel, distinguished from dispute, polemics and con-
troversy, is defined by its component of hostility and the fact that the “participants are not adver-
saries, but rivals who have similar motives and pursue the same goal, though not necessarily in
a similar way”.

3 Cf. L. Séché, Le Cénacle de La Muse frangaise, Mercure de France, Paris 1909; J. Marsan, La
Bataille romantique, Hachette, Paris 1912; R. Bray, Chronologie du romantisme 1803—1830,
Boivin, Paris 1932; E. Eggli, P. Martino, Le débat romantique en France (1813—-1816), Les
Belles Lettres, Paris 1933. More recently, some French critics have revisited the issue, mainly in
order to deconstruct the overly teleological conception of the history of early French Romanti-
cism; cf. V. Laisney, L’Arsenal romantique. Le salon de Charles Nodier (1824—1834), Champi-
on, Paris 2002.

Cf. “The ageing of authors, works or schools is something quite different from a mechanical
sliding into the past. It is engendered in the fight between those who have already left their
mark and are trying to endure, and those who cannot make their own marks in their turn without
consigning to the past those who have an interest in stopping time, in eternalizing the present
state; between the dominants whose strategy is tied to continuity, identity and reproduction,
and the dominated, the new entrants, whose interest is in discontinuity, rupture, difference and
revolution”, P. Bourdieu, The Rules of Art: Genesis and Structure of the Literary Field, trans. by
S. Emanuel, Stanford University Press, Stanford 1995, p. 157.

A process described by Bloom as a clearing of imaginative space by a misreading of great pre-
decessors and then appropriating them. In Bloom’s terms, it can be said that the dynamics of
the French Romantic debate, within the chronological scope of this paper, stops at the second
of Bloom’s revisionary ratios, tessera, which is described as follows: “A poet antithetically
‘completes’ his precursor, by so reading the parent-poem as to retain its terms but to mean them
in another sense, as though the precursor had failed to go far enough”, H. Bloom, The Anxiety of
Influence. A Theory of Poetry, Oxford University Press, New York 1973, p. 14.
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Frivolous quarrel

In April 1824, Louis-Simon Auger, secretary of the Académie frangaise, delivered
a memorable speech on the occasion of King Louis the XVIII’s return after the French
Revolution and the Napoleonic era. Auger’s speech was directed at the Romantic
schism, which was, as he put it, a danger to the unity of the literary world. The politi-
cal overtones in his speech are conspicuous: Romanticism is not only a manifestation
of political liberalism® but it is also anti-national in character. In contrast to Polish
Romanticism, which was closely connected with the question of preserving national
identity’, in France, at that stage in the Romantic debate, it was classicism that played
the role of the defender of the national tradition. According to Auger, the anti-national
character of Romanticism did not merely stem from the fact that it was a movement
of foreign origin, but precisely from the fact that it was of German provenance. In
Auger’s words, the main representatives of the German “sect™ in France, such as
Madame de Staél or Benjamin Constant, were enchanted by a nation who had neither
its own language nor literature, and who deemed it possible to build true art merely by
staging folk tales. As he put it, Germany was a country:

where literature is as decentralised as political power, where guardians
of good taste do not exist, where the minds, disposed to meditation by their
isolation, to independence by their dispersion, and to error by their very sin-
cerity, have often carried profundity to abstruseness, sentiment to mysticism,
and enthusiasm to exaltation. That country had remained for a long time for-
eign to the refinement and elegance of modern civilisation. Endowed with an
energetic but rough tongue; abundant, but not conducive to accuracy and clar-
ity; of a language which, even today, has not yet been codified, [that country]
could have no literature proper when other nations of Europe could already
pride themselves on their own’.

In this diatribe against German literature Auger stresses its lack of taste and prin-
ciples, as well as its primitivism and other-wordliness, none of which he recognises as

¢ Six years before Victor Hugo (“Préface” of Hernani, 1830), Auger defines Romanticism as
a form of liberalism, although his attack is mainly addressed to the strictly monarchist writers
from La Muse francaise.

On the subject of this complex question, see T. Jedrzejewski, Literatura w warszawskiej prasie
kulturalnej pogranicza oswiecenia i romantyzmu, Krakow 2016, pp. 12—-15, 21-26.

L.-S. Auger, Recueil des discours prononcés dans la séance publique annuelle de I’ Institut royal
de France le samedi 24 avril 1824, Firmin Didot, Paris 1824, p. 3.

«[En Allemagne] la littérature n’a pas pas plus de centre d’unité que le pouvoir, ou la police du
ridicule n’existe pas, ou les esprits, disposés a la méditation par leur isolement, a I’indépendance
par leur dispersion, et a I’erreur par leur sincérité méme, ont souvent porté la profondeur jusqu’a
I’abstrusion, le sentiment jusqu’au mysticisme, et I’enthousiasme jusqu’a 1’exaltation. Cette
contrée demeura longtemps étrangére au raffinement et a 1’élégance de la civilisation moderne.
Douée d’une langue énergique, mais rude ; abondante, mais peu favorable a la précision et a la
clarté ; d’une langue qui, aujourd’hui méme, n’est pas encore fixée, elle n’avait pas de littéra-
ture propre quand chacune des autres nations de 1’Europe pouvait s’enorgueillir de la sienne»;
ibidem, p. 5. Unless otherwise noted, all translations into English are mine.
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virtues. In this way, he explicitly discourages French authors from seeking inspiration
in German writers. It is noteworthy, however, that Auger’s paternalistic but benign
tone aiming to instruct young writers gone astray is not one of vitriolic polemics, but
of advice, employing deliberation rather than the demonstrative rhetoric of blame.

This attitude is visible also in another fragment, where Auger anticipates the ar-
guments of the Romantics, who saw the Germans as a welcome source of new liter-
ary inspiration through a return to the Middle Ages, religiousness and the sublime.
Auger suggests that if the Romantics desire literature which appeals to the heart,
arouses emotions, speaks of national history and returns to religion and the Middle
Ages, they should turn to classicists instead. He asserts that Corneille’s Polyeucte and
Le Cid, Racine’s Athalie and Bajazet, Voltaire’s Zaire and Tancréde would fulfil the
Romantic desire for emotional, national and historical subjects!®. Auger goes on to
question whether Romanticists had ever achieved or would achieve anything new
in this respect and concludes that “Romanticism is not a system of composition;
or rather, Romanticism does not exist, does not have a real life”. It is a ghost, adoles-
cent dream, “a vertigo of enthusiastic coteries”!!.

Perhaps rather surprisingly, Romanticists appropriated this argument and went
on to demonstrate that the tragedies put forward by Auger are in fact Romantic trag-
edies. In a similar vein, they turned every classicist reproach to their own advantage,
blurring the border between classicism and Romanticism. Consequently, the dynamic
of the contention can be expressed by way of a very simple syllogism: if La Muse
francaise is Romantic — and it is, at least according to what historians of literature
state — and if, at the same time, La Muse francaise is classicist, which is what the Ro-
mantics declare in their press, then classicism and Romanticism are one and the same.

In fact, for a long time Romanticism in France had been considered complemen-
tary to classicism. It was a novelty which did not in fact break with tradition. This
was the opinion of authors from La Muse frangaise such as Charles Nodier, Alexan-
dre Guiraud and Victor Hugo, who were all stipulating in the press that “it is absurd
to suppose a war between classicists and Romanticists. It is absurd to distinguish
Romanticism form classicism. [...] We must agree that Romanticism could be noth-
ing else than the classicism of modern times, that is, an expression of a new society
which is neither Greek nor Roman society”'?. The idea that Romanticism is just a re-
newed classicism adapted to nineteenth-century society was popular both in the mon-
archist and liberal factions of French Romanticism. With regard to the latter, in 1823,

10 Ibidem, p. 12.

«Le romantisme n’est donc rien comme systéeme de composition littéraire; ou plutot le roman-
tisme n’existe pas, n’a pas une vie réelle [...]. Ces vapeurs sont le délire de quelques orgueils
adolescents, le vertige de quelques coteries enthousiastes, les sophismes de quelques esprits
faux [...]», ibidem, p. 16.

«l est absurde de supposer qu’il y ait une guerre d’école a école entre les classiques et les
romantiques. Il est méme absurde de distinguer les classiques des romantiques. [...] conve-
nons que le romantique pourrait bien n’étre autre chose que le classique des modernes, c’est-
a-dire I’expression d’une société nouvelle, qui n’est ni celle des Grecs, ni celle des Romainsy,
C. Nodier, Le Petit Pierre, «Annales de la littérature et des arts», Au bureau des annales de la
littérature et des arts, Paris, 1821, vol. 2, p. 78.
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Stendhal published his famous pamphlet Racine et Shakespeare where he writes that
“Romanticism is the art of presenting to people the literary works which, in the actual
state of their habits and beliefs are capable of giving them the greatest possible plea-
sure; classicism, on the contrary, of presenting them with that which gave the great-
est possible pleasure to their grandfathers”’. In the same year, Nodier — at that time
a member of the monarchist Romantic faction — repeats the adage from Louis de Bon-
ald that literature is an expression of society and consequently the “eternal rules of
beauty” must be applied to the “new modes of thinking, [...] the new achievements of
civilisation, [...] the new needs of the human heart”'%, which is just a new formulation
of André Chénier’s appeal “Sur des pensées nouveaux faisons des vers antiques”',
serving as an epigraph to the collection of poetry published in La Muse frangaise'®. In
a similar vein, Victor Hugo declares in his third “Preface” (1824) to Odes that he does
not understand the difference between the Romantic and classical genres, and that he
sees the whole debate only as a “frivolous quarrel”. He insists, without any pretence
to renew the literary form, that it is a need for truth that is the only reason for his ir-
reverence towards academic taste: “It must be said and reiterated — it is not a need for
novelty which torments the minds, it is a need for truth; and it is immense™'”.

Rom(antique)

Nodier and Hugo assert that there is no substantial difference between Romantic
and classical styles, but the other authors from La Muse fran¢aise go even further to
claim that the Romantics are in fact the true descendants of the great classical au-
thors'®. Alexandre Guiraud declares that the authors from La Muse fran¢aise want to
return to the aesthetic principles of the seventeenth century and to cleanse literature
of the unbearable mannerisms and accretions which were a result of the poor work of
Corneille’s and Racine’s imitators. Guiraud refers to no one else but Nicolas Boileau

«Le Romanticisme est I’art de présenter aux peuples les ceuvres littéraires qui, dans 1’état actuel
de leurs habitudes et de leurs croyances, sont susceptibles de leur donner le plus de plaisir pos-
sible. Le classicisme, au contraire, leur présente la littérature qui donnait le plus grand plaisir
possible a leurs arriére-grands-péres», Stendhal, Racine and Shakespeare, Michel Lévy, Paris
1854, pp. 33-34.

«nouvelles modifications de la pensée, [...] de nouveaux faits de la civilisation, [...] de nou-
veaux besoins du cceur humain”; C. Nodier, Premiere lettre sur Paris. De quelques logomachies
classiques ». In: La Muse francaise 1823—1824, (ed.) J. Marsan, E. Cornély, Paris 1909, vol. 2,
p. 193.

“Filling them with a new thought, let us compose ancient lines” from the Chénier’s poem
“Invention”.

16" In his critical edition of La Muse fran¢aise, which I quote in this article, Jules Marsan didn’t in-
clude this epigraph. It is available in the original edition from 1823 (La Muse frangaise, Tardieu,
Paris 1823, vol. 1, p. 7).

«Il faut le dire et redire, ce n’est pas un besoin de nouveauté qui tourmente les esprits, ¢’est un
besoin de vérité; et il est immense», V. Hugo, Odes et ballades, (ed.) Pierre A., Gallimard, Paris
2010, p. 29.

% A. Guiraud, «Nos Doctrines». In: La Muse frangaise..., vol. 2, pp. 3-5.
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himself as the highest Romantic authority, with his adage from Epitres: “Rien n’est
beau que le vrai, le vrai seul est aimable”".

In order to provide further examples of the attempts to appropriate the classi-
cist traditions, I will refer to Nodier’s review of Victor Hugo’s play Marion Delorme
(1831), published one year after the alleged Romantic victory over the classicists
in the “battle of Hernani”. The academics accuse Hugo of faulty versification and
bizarre metaphors, to which Nodier retorts that, at the level of versification, Hugo
does nothing that Horace or Terence would not do?. Nodier quotes Horace’s odes,
where the poet “pushed his Romantic audacity” to such an extent that he employed an
enjambement of a syllable and even of a letter, which can be seen in the second ode
from the first volume of Odes:

... Jove non probante, u-
Xorius amnis.

And from the 13" ode, second volume:

...Non gemmis, nec purpura, ve-
Nale nec auro®.

According to Nodier, in comparison with Horace, Hugo’s audacity seems quite
inoffensive. Besides versification, in Nodier’s view the academics simply fail to rec-
ognise the Virgilian sources of Hugo’s poetry with respect to metaphors. For instance,
when they mock expressions such as “les flots qui baisent les rivages”, they fail to
notice the Virgilian reference in Romantic poetry?. In this way Nodier repeats his
charges from the article “Premicre lettre sur Paris”, where he claimed that the aca-
demics do not know what they are saying, that they are going into battle groping in
the dark, and that they act like Roman priests during Lupercalia, striking blindly at
anybody within their reach — but missing the Romantics, whom they cannot even
recognise®.

The accusation of ignorance levelled against classicists reappears in Nodier’s es-
say “Du fantastique en littérature” (1830), where he indicates the origins of the Ro-
mantic fantastic in Homer’s Odyssey:

The king of Tthaca’s descent to the underworld, although idealised and of a gi-
gantic character — reminds us of ghouls and vampires from the Levantine tales,
for which our learned critics reprimand us so severely. Those devoted followers

19 “Nothing but truth is lovely, nothing fair”, ibidem, p. 3. Charles Nodier quotes the same verse in
«Premicére lettre sur Paris...», p. 199.

2 C. Nodier, Marion Delorme par M. Victor Hugo. Premier article in: Feuilletons du Temps, (ed.)
J.-R. Dahan, Classiques Garnier, Paris 2010, p. 144.

2 Ibidem, p. 144—145. Nodier erroneously quotes it as Ode no. 16.

22 C. Nodier, Premiere lettre sur Paris..., p. 194.

3 Ibidem, p. 197.
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of Homeric antiquity, foolishly entrusted with care of the literary doctrine are
so far from understanding Homer — or so vaguely remember the reading!*

Furthermore, in the two different prefaces to his short story Smarra® (1821 and
1832), Nodier complains about the ignorant academic critics who are unable to rec-
ognise the classical allusions to Tibullus, Virgil and, above all, to Apuleius, who was
the most evident authorial inspiration for Smarra. Nodier adopted several elements of
The Golden Ass: the setting, Thessaly, a magical place, abundant in phantasmagorias
and metamorphoses. He also borrowed the protagonists’ names: Lucius is the main
character of The Golden Ass, whereas Méroé is a witch, turning men into animals and
tearing out their hearts. Lastly, he took inspiration from the plot structure, relying on
metamorphoses and the fantastic. In the first preface, Nodier calls Apuleius “the most
Romantic of the Classical authors”?. Indeed, much to the horror of classicists and
academics, Nodier often pointed out the “Romantic nature” of ancient authors such
as Horace, Virgil or Terence with respect to their imagery and versification; Tasso and
Ariosto, owing to their use of the fantastic; or even Corneille, Moli¢re and late Racine,
due to their disapproval of academic principles.

In Smarra itself, this strategy of deconstruction of the classic-Romantic opposi-
tion takes yet another form, although it still uses similar premises. In this case, Nodier
highlights in the classical authors all elements related to irrationality, cruelty, savage-
ry, prejudice, or belief in ghosts and magic. What he really appreciates in antiquity is
not the harmony, the noble simplicity and the quietness (Winckelmann’s edel Einfalt
und stille Grof3e), but rather what he calls freneticism and fantasy. In this way, Nodier
contrasts the savage antiquity with excessively refined — and thus effectively dead
— French classicism. The only relevant opposition would be not between classicism
and Romanticism, but between two different visions of antiquity, which corresponds
to Maria Kalinowska’s conclusions regarding the English and German Romantic in-
terpretation of ancient literature: “The classicist relation to antiquity, defined by for-
malism, moralising and the principle of imitation, was transformed by the Romantics
into an attitude no less reverential, but based on different foundations: freedom, primi-
tivism, symbolism and individualism”?’.

2 «La descente du roi d’Ithaque aux enfers rappelle, sous des proportions gigantesques et admira-

blement idéalisées, les goules et les vampires des fables levantines, que la savante critique des

modernes reproche a notre nouvelle école; tant les pieux sectateurs de 1’antiquité homérique,
auxquels est si risiblement confiée chez nous la garde des bonnes doctrines, sont loin de com-
prendre Homére ou se souviennent mal de I’avoir lu!», C. Nodier, Du fantastique en littérature.

In: Euvres de Charles Nodier, vol. 5, Renduel, Paris 1830, p. 77.

I have considered Smarra in detail in the article «Smarra albo demony nocy Charlesa Nodiera:

zmierzch estetyki klasycystycznej?». In: Noce romantykow. Kultura-literatura-obyczaj, (eds.)

D. Skiba, A. Rej, M. Ursela, Krakéw 2015, pp. 287-300.

2 Charles Nodier, Smarra. In: La Fée aux miettes. Smarra. Trilby, Paris 1982, p. 338.

2 Klasycystyczne odnoszenie si¢ starozytno$ci, okreslone przez formalizm, moralizatorstwo
i zasade nasladownictwa, zostato przeksztalcone w romantyzmie w stosunek rownie admirujacy,
ale oparty na innych podstawach: wolnosci, prymitywizmie, symbolizmie i indywidualizmie”;
M. Kalinowska, Grecja romantykow. Studia nad obrazem Grecji w literaturze romantycznej,
Torun 1994, p. 109.

25
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Corneille, c’est moi

“Boileau would be on our side”, argues Alexandre Guiraud in an editorial in La
Muse frangaise from January 1824, “because Boileau defended Corneille against ac-
ademic attacks on his tragicomedy Le Cid, he also came to the defence of Racine’s
Britannicus, scorned by pedantic critics — and he recognised the sublimity of Racine’s
biblical tragedy Athalie”*®. What the Romantics saw in seventeenth-century aesthetics
was not the rigidity of the systeme dramatique with all the rules of bienséance and
vraisemblance, but rather a set of flexible and effective techniques for composing
great works of art.

In numerous works of Hugo, Vigny and Dumas, Pierre Corneille is depicted as
a misunderstood, rebellious genius and as a poet refusing to submit to the rigours of
academic principles. He is the embodiment of a writer persecuted by the mediocre
literary world, a pariah whose greatness offends the high and mighty®. In his preface
to Cromwell (1827), the most famous French Romantic drama, Hugo shows Corneille
as a “muzzled lion™’, an energetic and free-spirited artist censured by academic au-
thorities. This image echoes the way in which Hugo intended to portray Corneille in
his unfinished play, known only under the working title of Corneille. Hugo abandoned
his project for unknown reasons — it could have been the difficulty of the task, the
unsuitability of the subject or the absence of dramatic intrigue. The only surviving
fragments of Corneille are plans for several scenes, published posthumously in Hu-
go’s Complete Theatre. The scenes show the author of Le Cid as misunderstood and
persecuted by his peers, editors and bourgeois readers. The only person who seems
to understand Corneille is an eccentric aristocrat (Le Duc) who recognises the sover-
eignty and uniqueness of Corneille’s genius:

Je vais le voir ! je vais contempler un grand homme !
Corneille ! que déja le monde entier renomme !

Le chantre glorieux du Cid, mon noble aieul !

Je lui dois cet hommage, et le dois a lui seul.

11 a droit aux respects de ma fierté muette.

Je suis le fils du Cid : mais il est son poéte’’.

These lines superimpose on the seventeenth-century realities the anachronistic
Romantic concept of the sovereignty of poetic genius®?, In her introduction to this

28

A. Guiraud, Nos Doctrines. In: La Muse frangaise..., vol. 2, pp. 3—4.

M. Dufour-Maitre, F. Naugrette, «Présentation». In: Corneille des romantiques, (eds.) M. Du-
four-Maitre, F. Naugrette, Presses des Universités de Rouen et du Havre, Mont-Saint-Aignan
2006, p. 10.

30 V. Hugo, Préface, in: Cromwell, Paris 1968, p. 86.

31 “T will see him! I will contemplate a great man!/ Corneille! whom the whole world already praises!
/ The glorious bard who sang of Cid, my noble ancestor! / I owe this homage to him, and to him only. /
He has the right to the respects of my silent pride. / I am the son of Cid: but he is his poet”, V. Hugo,
“Corneille” in: Thédtre complet de Victor Hugo, Bibliothéque de la Pléiade, Paris 1967, vol. 2, p. 943.
The sovereignty of poetic genius is interpreted by P. Bénichou in terms of /e sacre de [’écrivain.
P. Bénichou, Le sacre de [ 'écrivain. In: Romantismes frangais, Gallimard Quarto, Paris 2004, vol. 1.

29

32
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play, Anne Ubersfeld reveals the poet’s intentions: “first, to show the genius strug-
gling with the jealousy of the mighty, then with that of inferior writers, and final-
ly with misunderstanding on the part of dull bourgeoisie”®, Corneille is depicted as
a great, lonely, misunderstood man, surpassing mediocrity — an image in which Hugo
no doubt wanted to recognise his own face*.

The same device can be identified in Alfred de Vigny’s Corneille from the histor-
ical novel Cing-Mars (1826). Corneille is compared to John Milton, whom he sees
in a Parisian literary salon. After trivial recitations in the préciosité style favoured by
the most popular poets of the day, such as Madeleine de Scudéry, John Milton takes
the floor. The fragment her recites of Paradise Lost is received as incomprehensible,
insipid and blasphemous by the admirers of Honoré d’Urfé, complaining about the
“absence of grace, gallantry and the belle flamme” in the work of the English poet.
After the reading, Corneille approaches Milton and says:

Listen. If you aim at present glory, do not expect it from so fine a work. Pure
poetry is appreciated by but few souls. For the common run of men, it must be
closely allied with the almost physical interest of the drama. I had been tempt-
ed to make a poem of ‘Polyeuctes’; but I shall cut down this subject, abridge
it of the heavens, and it shall be only a tragedy™.

Corneille speaks like a Romantic poet; just like Vigny himself, he values poetry
higher than tragedy, which is obviously at odds with historical Corneille and his opi-
nions — not unlike Hugo, when depicting Corneille, Vigny portrays himself. Further-
more, Milton and Corneille are shown as superior to all the other writers thanks to
their sovereignty of genius, an idea which Vigny borrows from Félicité de Lamennais
and uses in the epigraph to the cited chapter:

Circumstances reveal, so to speak, the royalty of genius, the last resort for the
vanishing peoples. The great writers — those kings, who may not have a title,
but who truly reign by the force of their character and the greatness of their
thoughts, who are chosen by the very events which they are to command?’.

This quotation from Lamennais’ Pensées diverses is inaccurate. Unlike Hugo,
who respected the original version in the epigraph to his ode “Le Génie” (1820),

3 «[...] montrer le génie aux prises tout d’abord avec la jalousie du puissant, ensuite avec celle des
écrivains médiocres, enfin méme avec 1’incompréhension du bourgeois épais», A. Ubersfeld,
Présentation. In: V. Hugo, «Corneille» in: Thédtre complet..., p. 936.

**  This Romantic interpretation of Corneille could be considered an example of the volun-
tary misreading and appropriation of a great predecessor’s work, as defined by H. Bloom
(The Anxiety of Influence..., p. 13).

3 A. de Vigny, Cing-Mars or a conspiracy under Louis XIII, trans. by W. Hazlitt, D. Bogue, Lon-
don 1847, p. 247.

3¢ Ibidem, p. 248.

37 «Les circonstances dévoilent pour ainsi dire la royauté du génie, derniére ressource des peuples
éteints. Les grands écrivains ... ces rois qui n’en ont pas le nom, mais qui régnent véritablement
par la force du caractére et la grandeur des pensées, sont élus par les événements auxquels ils
doivent commander», ibidem, p. 241.



50 Marta Sukiennicka

Vigny adds the phrase “les grands écrivains”, literally identifying the Lamennais’
prophet with a great writer, with whom he identifies himself**.

It is worth noting that both Vigny and Hugo depict the academics in a denigrating
light as if they were taking aim not at the seventeenth-century authors, but directly at
Louis-Simon Auger and his acolytes from the Académie fran¢aise. Through the sym-
bolic substitution of themselves for Pierre Corneille, a consecrated author in both the
seventeenth and nineteenth centuries, the Romantic writers provide themselves with
auctoritas and anoint themselves as legitimate authors who speak from the very core
of the literary tradition.

Conclusion

Nodier qualified the whole classicist-Romantic quarrel as a logomachy, a vain dis-
pute about words, but from a historical perspective it reveals important features of nine-
teenth-century French literature. At a time when the history of literature was emerging
to replace the normative poetics of classicism, the Romantics revisited the literary tra-
dition to make themselves its very epitome. On the one hand, the debate allowed the
Romantics to rewrite the history of classicist literature, to see new aspects in the works
of Corneille, whom they promoted as the author of Le Cid, an irregular tragicomedy,
rather than as the author of the more regular tragedy Horace; Racine, whom they saw
as the author of the biblical tragedy Athalie rather than mythological Phédre; or Charles
Perrault, promoted at the expense of Jean de La Fontaine.* On the other hand, the quar-
rel also reveals the specificity of French Romanticism: the importance of the argument
from authority shows how strongly the authors from La Muse frangaise were attached
to classical culture and how much they did not want to break with the classical identity.

In the 1820s, the aesthetic polemic could be reduced to a generational con-
flict, which manifests itself in the Romantics’ desire to replace their enemies in the
Académie frangaise, supporting their cause with the backing of classical authority.
Alexandre Soumet, the founder of La Muse frangaise, joined the Academy at the very
beginning of the quarrel in 1824. Lamartine tried for the first time in the same year
and succeeded only five years later. Nodier tried three times and was finally accepted
in 1833. Victor Hugo had tried several times since 1836 and was eventually appointed
in 1841. Alfred de Vigny was the most persistent: he had tried seven times before he
was ultimately named a member in 1845. This attraction to the “bastion” of classicism
may be surprising, but it also shows that the distance between the Romantics and clas-
sicists was not as vast as it might seem.

3 1In the preface to his play Chatterton, Vigny established a typology of different kinds of authors.

He distinguished the classicist « homme de lettres », the Romantic « poet » and finally the
« great writer » which is a synthesis of the two previous types; A. de Vigny, Derniére nuit de
travail, dans: Euvres completes, Bibliothéque de la Pléiade, Paris 1948, vol. 1, pp. 813-814.

¥ Cf. C. Nodier, Du fantastique en littérature, pp. 97-99.
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Streszczenie

Na poczatku drugiej dekady XIX wieku francuscy klasycy starali si¢ zdyskredytowac es-
tetyke romantyzmu, pi¢tnujac ja w akademickich mowach jako obca narodowym wzorcom
literackim. Oskarzali oni romantykow o zty smak i brak erudycji, ale argument ten obrocit si¢
przeciwko nim w trakcie sporu, ktory wywigzat si¢ migdzy reprezentantami dwoch estetyk.
Romantycy rownie zapalczywie jak klasycy postugiwali si¢ argumentem z autorytetu autoro6w
antycznych. Starali si¢ oni przywlaszczy¢ sobie dziedzictwo Wergiliusza, Horacego, Boileau
i Corneille’a, by ugruntowaé w ten sposob wiasng estetyke. Artykut opisuje retoryczna dyna-
mike tego odcinka francuskiego sporu klasykoéw z romantykami i ukazuje, jak autorzy zwigza-
ni z pismem La Muse franc¢aise usitowali zaja¢ miejsce klasykow w nowym panteonie pisarzy
pelych klasycznej erudycji, ale tez bedacych wyrazicielami glosu nowej epoki.

Summary

In the early 18208, French classicists tried to discredit the Romantic aesthetics, considering
it foreign and anti-national in character. They accused the Romantics of bad taste and lack of
classical erudition, but the Romantics turned the accusation against the classicists. In fact,
both sides of the ensuing quarrel employed the argument from classical authority. French Ro-
mantics appropriated the heritage of ancient and classical literature, relying on Virgil, Horace,
Boileau and Corneille in order to legitimate their own aesthetics. This paper describes the rhe-
torical dynamics of the French classic-Romantic quarrel to demonstrate how the authors from
La Muse francgaise were aiming to replace their opponents as actual representatives of erudite
and yet modern literature.
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In most parts of nineteenth-century Continental Europe Byron functioned as a Ro-
mantic icon. His name became one of the battle cries of the new generation of writers
who debuted in the late 1810s and 1820s. This identification of Byron with Romanti-
cism was very much the product of French men of letters and reviewers whose articles
circulated widely all over the Continent, where French served as a lingua franca.
The examination of the most influential French and Swiss accounts of Byron, in turn,
reveals that their construction of the Romantic Byron heavily relied on the reviews
published in the leading British periodicals, particularly “The Edinburgh Review”.
Byron’s British literary and social celebrity became rewritten into the iconic image of
the Romantic poet to such an extent that the very name “Byron” became synonymous
with “Romantic poet”.

This phenomenon may be examined in terms of rewriting, a reassuringly self-
explanatory concept introduced by André Lefevere. Lefevere draws attention to the
significance of “middle men” — critics, editors, translators, and anthologizers — in the
reception of literature by general audiences. Most non-academic readers read literatu-
re not as it was written, but in the way it was “rewritten” by various “rewriters”, who
have shaped the images of writers, literary works, genres, literary periods, and even
whole literatures'. Lefevere points to the fact that these images have reached more
people than the actual literary works, so what interests him is the process by which

' A. Lefevere, Translation, Rewriting and the Manipulation of Literary Fame, London 1992, p. 4.
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these images are constructed. According to Lefevere, “[r]ewriters adopt, manipulate
the originals [...] to make them fit in with the dominant, or one of the dominant ide-
ological and poetological currents of their time?. One of the problems with Lefeve-
re’s argument is the fact that it accounts neither for the significance of the text itself,
nor the involvement of the reader, nor for the fact that the originals may also be used
to promote new ideas. Nonetheless, it usefully theorizes the process in which we as
literary scholars are implicated, and by which we unavoidably have been influenced.

Traditionally, the British and Continental receptions of Byron have been studied
separately, with recent studies focusing on the subject of Byron’s celebrity in Regency
Britain on the one hand, and Richard Cardwell’s two-volume collection of essays on
The Reception of Byron in Europe documenting the momentous afterlives of Byron’s
myth and works in various national cultures on the other. It has been widely noted that
in many countries such as Poland, Portugal, Spain, and Russia, Byron’s poetry was
read mainly in French translations, and early articles on Byron in Polish periodicals
were adaptations from the French?, but not much attention has been paid to how
strongly the French authors originally relied on British reviews.

Jerome Christensen has pointed out that the original British celebrity of Byron in
his years of fame was “the collaborative invention of a gifted poet, a canny publisher,
eager reviewers, and rapt readers™. Yet as Andrew Rutherford noted, Byron was cast
in the role of the Romantic poet by French writers and critics and the image spread
throughout Continental Europe owing to the wide circulation of French publications®.
The ground had been prepared for them by the British reviews, particularly Francis
Jeffrey’s articles in “The Edinburgh Review”, which presented Byron in the role of
the most prominent representative of a new trend in British literature, that of literature
of passion and introspection, and pointed to his dangerous Satanic sublimity and his
magnetic power over his readers.

William St Clair has persuasively argued that literary criticism played a much less
significant part in popularizing literary works in Britain in the early nineteenth century
than was believed by contemporaries or than is generally accepted nowadays, as books
had been sold, read and judged before the reviews were published®. However, while St
Clair provides persuasive evidence on the negligible role of periodicals in forming the
original British reception of Byron’s works, it has been well documented that Conti-
nental readers were first introduced to Byron and his works through magazine articles’.
Moreover, the British reviews very often served as sources for Continental journalists,
who rewrote them, adapting them to their own aesthetic and political agendas.

2 Ibidem, p. 8.

3 R. Cardwell, Introduction. In: The Reception of Byron in Europe, ed. R. Cardwell, 2 vols,
London 2004, vol. 1, p. 3; p. 4. For particular instances in Polish early articles on Byron, see
S. Wasylewski, U switu romantyzmu. Pierwsze sqdy o Byronie w Polsce (1816-1822), ,,Pamigt-
nik Literacki” 1913 no 12, pp. 156-68.

J. Christensen, Lord Byron's Strength: Romantic Writing and Commercial Society, Baltimore
1993, p. XX.

5 Byron: The Critical Heritage, ed. A. Rutherford, London 1970, pp. 20-21.

¢ W.St. Clair, The Reading Nation in the Romantic Period, Cambridge 2007, p. 189.

R. Cardwell, Introduction. In: The Reception of Byron in Europe, vol. 1, pp. 2-3.
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For Francophone men of letters, who were very much concerned with the emer-
gence of the new “Romantic” literature, Byron, as presented by British periodicals,
appeared to embody the most salient features of the new literary school. They thus
applied the “Romantic” label to him and his works, and it has stuck on the Continent
ever since. In Italy the Romantici wanted to recruit him to their cause, and while
Byron himself did not want to be connected with any literary school, in 1819 the
Austrian authorities were informed by a local police agent that he was involved with
the Societa Romantica as he had “written, and continue[d] to write, poetry of this new
school. Significantly, the term was not applied to Wordsworth and Coleridge, who
were little known on the Continent at the time. In Britain, there was a clear sense of
them constituting a new literary school; yet though the Schlegels’ and Staél’s taxono-
my was known (and Coleridge actually presented it in his lectures), no such label was
attached to them’. According to David Perkins, the term was first used in reference to
Wordsworth’s and Coleridge’s poetry as late as 1863 by Hippolite Taine in his influ-
ential Histoire de la littérature anglaise, and it gradually caught on in England'®. Me-
anwhile Byron had been seen as one of the most influential figures of various national
Romantic movements. On the other hand, when the word “Romantic” was adopted
by Anglo-American criticism in the course of the twentieth century, Byron started to
be perceived as the least Romantic among the English Romantics, since the bulk of
his poetry did not seem easily to match René¢ Wellek’s criteria of nature, imagination
and symbol'!, nor the more recent suggestions of idealism as the Romantics’ shared
characteristic.

Of course, what is at stake is the very notion of Romanticism: why was there
a need for the term on the Continent, while in Britain early nineteenth-century critics
refrained from using it in reference to the changes they observed in contemporary
literature? The very meaning of the word romantic is obviously equivocal. In early
nineteenth-century Britain it was primarily used in the sense of “tending to write in
the manner of a romance” (OED), and thus, as Raymond Immerwahr suggests, pos-
sibly referred to the expansive effect that romances exerted upon the imagination of
their readers: transporting them out of their humdrum everyday experience into exotic

8 The Works of Lord Byron: Letters and Journals, vol. 4 ed., R.E. Prothero, Appendix VI. Extract
from the Archives of the Police, London 1900, p. 462. Obviously, Childe Harold Canto IV was
referred to as the most seditious (p. 463). Qtd. in R. Wellek, 4 History of Modern Criticism:
1750—-1950: The Romantic Age, New Haven 1955, p. 110.

> Wellek, 4 History..., p. 110.

The Construction of ‘The Romantic Movement’ as a Literary Classification, Nineteenth-Centu-

ry Literature 1990, vol. 45, no. 2, p. 136. According to Taine, “the English Romantic school”

(“I’école romantique anglaise™) emerged around 1793-94 and resembled the French Roman-

tics. Characteristically, he refers to Jeffrey’s review of Southey’s Thalaba the Destroyer, where

Jeffrey attacks Wordsworth, Coleridge, Southey and Lamb as members of a “sect of poets”,

who are “dissenters from the established systems in poetry and criticism” (“Edinburgh Review”,

Oct. 1802, vol. 1, pp. 63-83 (p. 63). Taine rewrites this passage as “secte de dissidents en poé-

sie”. Histoire de la littérature anglaise, 3 vols, Paris 1863, vol. 3, p. 471. Google book.

The Concept of “Romanticism” in Literary History: Il.The Unity of European Romanticism,

“Comparative Literature”, Spring 1949, vol. 1.2, pp. 147-172 (p. 147). On the history of the use

of the term, see also Aidan Day, Romanticism, London 1996, pp. 78—125.
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settings and distant ages; introducing them to wonderful adventure, extraordinary vir-
tue and intense passion; affording the boundless freedom of wild nature and primitive
society as a release from the regular monotony of modern urban civilization'.

In the history of literary criticism, the word, together with its derivative noun “Ro-
manticism”, forces us to enter the marshy area of literary classification, whose pitfalls
have nowadays made many scholars abandon the idea of periodization altogether.
Paradoxically, although the term was in wide use in Germany, Italy, France and Russia
in reference to old or /and new trends in literature in the early nineteenth century, and
not used in Britain in reference to the new literary developments, according to Eich-
ner, the critical usage of the term on the Continent was a borrowing from the English
by the German critics. Thomas Warton had casually used the distinction between the
classical and the romantic in his Observations on the Faerie Queene (1754), applying
the term to the medieval romances, Ariosto’s and Tasso’s romanzi, and similar works
of the Middle Ages and the Renaissance. Gerstenberg and Herder adapted this me-
aning of the word into their more formal classification, and thus set the stage for
Friedrich Schlegel’s postulates for the renewal of modern poetry by return to romantic
tradition. These ideas were disseminated throughout Europe by August Wilhelm von
Schlegel’s Berlin and Vienna lectures (1801-1804; 1808), the latter published as Lec-
tures on Dramatic Art and Poetry, and widely translated throughout Europe'’.

A.W. Schlegel contrasts “ancient” or “classical” art and literature with “modern”
and “romantic”. He illustrates his classification with the examples of Dante and Ario-
sto, who in spite of their attempts to imitate Virgil and Homer, did not create “classi-
cal” works but produced “modern” masterpieces far superior to their models. Schlegel
underscores the importance of the original genius, arguing that “mere imitation is
always fruitless; what we borrow from others must be again as it were born in us, to
produce a poetical effect”. For Schlegel, the European modern mind was formed by
Christianity, which had infused it with a longing for transcendence: “When the soul,
resting as it were under the willows of exile, breathes out its longing for a distant
home, the prevailing character of its songs must be melancholy. Hence the poetry of
the ancients was the poetry of enjoyment, and ours is that of desire; the former has its
foundation in the scene that is present, while the latter hovers between recollection
and hope”'.

Schlegel’s taxonomy was popularized throughout Europe by Germaine de Staél’s
De L’Allemagne (1813). As John Clairborne Isbell notices, Sta€l adopted Schlegel’s
idea of Romanticism and used it “as a perfect label for her own global agenda, and
sold this private agenda to Europe’s half-formed anti-Classical reactions”!>. Following

12 R. Immerwahr, “Romantic” and Its Cognates in England, Germany, and France before 1790, In:

“Romantic” and Its Cognates: The European History of a Word, ed. by H. Eichner, Manchester

1972, pp. 17-97 (p. 18).

H. Eichner, Introduction. In: “Romantic” and Its Cognates: The European History of a Word,

pp. 6-8.

A.W. Schlegel, 4 Course of Lectures on Dramatic Art and Literature, 2 vols, transl. by J. Black,

London, 1815, vol. 1, p. 6, p. 7, pp. 15-16. Google book.

15 J.C. Isbell, The Birth of European Romanticism: Truth and Propaganda in Staél’s “De L’Alle-
magne”, 1810-1813, Cambridge 1994, p. 4.
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Schlegel, Sta€l saw Romantic literature as inspired by the spirit of the chivalry and
Christianity of the Middle Ages, and regarded Shakespeare’s works amongst its chief
masterpieces. While Classical literature, according to Staél, focused on the external
events, modern literature focuses on character and the turbulent mental struggles of
the self:

In ancient times men attended to events alone, but among the moderns charac-
ter is of greater importance; and that uneasy reflection, which, like the vulture
of Prometheus, often internally devours us, would have been folly, amidst cir-
cumstances and relations so clear and decided, as they existed in the civil and
social state of the ancients'®.

As opposed to Classical literary tradition cultivated in France, the Romantic was
rooted in particular, national cultures, and hence had a wide, popular appeal and was
capable of further improvement. Thus German and English literatures, which accor-
ding to Staél had cultivated the Romantic mode, should serve as models for the deve-
lopment of French literature. Although Sta€l’s and Schlegel’s works were published in
England (in 1813 and 1815 respectively), and their views were well known'’, the lite-
rary classification was not used at the time, probably because the distinction between
the Romantic and the Classical did not seem relevant to the current British literary
debates, or perhaps because, according to Staél’s classification combined with her
earlier taxonomy of literature into the literature of the North and of the South, British
literature was seen as Romantic.

Byron, who knew Staél’s classification and observed the debates between the Ro-
mantics and the Classicists in Italy (in which the former signed him up on their side),
did not recognize the distinction as applicable to British literature, as is apparent from
his unpublished dedication to Marino Faliero addressed to Goethe (1820):

I perceive that in Germany as well as in Italy there is a great struggle about
what they call ‘Classical and Romantic’, terms which were not subjects of
Classification in England — at least when I left it four or five years ago. [...]
Some of the English Scribblers (it is true) abused Pope and Swift — but the
reason was that <they> they themselves did not know how to write <in>
either prose or verse, [...] but nobody thought them worth making a Sect of.
— Perhaps there may be something of the sort sprung up lately — but I have not
heard much about it, — and it would be such bad taste that I should be very
sorry to believe it's.

Yet on 5 September 1817 he wrote to John Murray that he and his British con-
temporary writers “[were] upon a wrong revolutionary poetical system — or systems

1 @G. de Staél, Germany, transl. from the French, 3 vols., London 1813, vol. 1, p. 306. Google
book.

17 See Wellek, A4 History..., p. 110.

18 Lord Byron, The Collected Poetical Works, ed. J.J. McGann, 7 vols., Oxford 19801993, vol. 4,
pp. 546-547.
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— not worth a damn in itself”””. In the Bowles/Pope controversy in 1821 he classed
himself “amongst the builders of this Babel”, refraining however from using the word
“Romantic”?, although he referred to the taxonomy introduced by the Schlegels and
Staél, and pointed to its reductiveness, noticing the parallels between their classifica-
tion and the positions of the two contending sides in the debate in Britain®'.

Was Romanticism the system that Byron had contributed towards building, or was
he rather enlisted in its cause by his Continental contemporaries, who were fascinated
by the ideas of the new literary school propagated by the Schlegels and Staél? To his
Continental European readers Childe Harold s Pilgrimage and the Turkish Tales ap-
peared to exhibit the most salient features of the trend, particularly when they read the
reviews in British periodicals, particularly “The Edinburgh Review”.

In 1816 Henri Beyle, better known as Stendhal, who actually met Byron in Milan,
wrote to his friend Louis Crozet:

This system, in the way that is practiced by Lord Ba-i-ronne (Lord Byron, the
young peer, a thirty six [sic!] year old Lovelace) and in the way that is taught by
The Edinburgh Review, is bound to attract the human race. Schlegel remains a ri-
diculous pedant. [....] Byron, Byron is the name we must ring out loud. The Ed.
Rev. places him just after Shakespeare in the painting of energetic passions?.

Stendhal is referring here to Francis Jeffrey’s 1814 review of The Bride of Abydos
and The Corsair, where Jeffrey presented his “cyclical theory of taste”, to borrow
Rutherford’s phrase, to account for the recent developments in British literature®.
Jeffrey argued that in primitive societies violent passions constitute the main poetic
subject. With the progress of civilization people learn to control their feelings and the
era of good taste and civility follows; however, true sensations gradually become re-
pressed by artificial rules, “poetry becomes first pompous and stately — then affectedly
refined and ingenious — and finally gay, witty, discursive and familiar’?*. As a reaction
to this decline in poetic taste, there naturally follows a return to the fascination with

9 Byron's Letters and Journals, ed. L.A. Marchand, 13 vols., London 1973-1994, vol. 5, p. 265.
Hereafter BLJ.

2 Letter to John Murray Esq., The Complete Miscellaneous Prose, ed. A. Nicholson, p. 148. Qtd.
in Wellek, 4 History..., p. 123.

2 Ibidem, p. 142.

2 “Ce systeme tel qu’il est pratiqué par Lord Ba-i-ronne (Lord Byron, jeune pair, Lovelace de

trente-six [sic !] ans) et tel qu’il est enseigné par /’Ed/[inburgh] Review est slir d’entrainer le

genre humain. Schlegel reste un pédant ridicule [....] Byron, Byron est le nom qu’il faut faire

sonner ferme. L’Edinburgh R[eview] le place immédiatement apreés Shakespeare pour la pein-

ture des passions ,,énergiques”. To Louis Crozet, le 28 septembre 1816, Stendhal, Correspon-

dance I: 1800-1821, ed. H. Martineau and V. Del Litto, Paris 1968, p. 819, p. 820. The texts

Stendhal referred to were The Corsair, The Giaour and The Bride of Abydos, which he called

“histoires d’amour tragiques”, p. 820. The translation is mine apart from the penultimate sen-

tence qtd. after P. Cochran, From Pichot to Stendhal to Musset: Byron'’s Progress Though Early

Nineteenth-Century French Literature, In: The Reception of Byron in Europe, vol. 1, p. 56.

Byron: The Critical Heritage, p. 53.

2 [F. Jeffrey], Review of The Corsair and The Bride of Abydos, “The Edinburgh Review” 1814,
vol. 23, pp. 198-229 (p. 200).
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great passions and primitivism, especially among those who being at a higher level
of civilizational development no longer feel threatened by them. According to Jef-
frey, an essential difference in the depiction of violent sensations between primitive
and early-nineteenth-century literatures consists in the fact that whereas the former
focused on the consequences of passion, in the latter, “[t]he minds of the great agents
must be unmasked for us — and all the anatomy of their throbbing bosoms laid open
to our gaze” so that the reader can identify with their feelings®. Byron is the greatest
representative of this mode of poetry, though the tendency is also observable in the
writings of Scott and Southey.

Stendhal used passages from Jeffrey’s article to characterize the new literary de-
velopments he postulated in L’ Histoire de la peinture en Italie (1817) and his 1818
essay Qu’est-ce que le Romanticisme? On being first introduced to “The Edinburgh
Review” by his English friends, he reports to Louis Crozet that this initiates “a great,
though at the same time very discouraging epoch for my spiritual history” as he has
found out that most of the ideas he prided himself on having presented in L’ Histoire
de la peinture en Italie (1817) derive from “general and more elevated ideas presented
in this cursed book™?. In his final chapters of L Histoire he openly translates, or rather
rewrites, Jeffrey’s theory of the development of taste to posit that the literature of the
nineteenth century should be a literature of passion, and he repeats the same phrases
in his 1818 pamphlet:

La poésie anglaise est devenu de nos jours, et depuis la Révolution francaise,
plus enthousiaste, plus grave, plus passionnée. 11 a fallu d’autres sujets que
pour le siecle spirituel et frivole qui avait précédé. On est revenu a ces héros
dont les grands caractéres animérent les poémes énergiques des premiers et ru-
des inventeurs; ou bien il a fallu aller chercher des hommes semblables parmi
les sauvages et les barbares. [Est-ce parmi les jeunes élégants de Paris que lord
Byron aurait trouvé le caractére sombre de son Giaour et le caractere bien plus
touchant de son Corsaire?]”.

In the essay he labels the literary excerpts published in “The Edinburgh Review”
“Romantic” and assigns to the journal the role of the main promoter of Romantic
literature. His romanticisme derives from the Italian word romanticismo, drawing upon

3 Ibidem, p. 203.

2 “une grande époque pour I’histoire de mon esprit; mais en meme temps une époque bien décou-
rageante”; “idées generales et plus élevées, exposées dans ce maudit livre”, Stendhal, Corres-
pondence I, p. 819, my own translation.

Stendhal, Qu est-ce que le Romanticisme?. In: Racine et Shakespeare. Etudes sur le roman-
tisme. (Euvres compleétes de Stendhal, Paris 1854, pp. 229-257 (p. 250). Google book. The last
sentence is a new addition in the essay. See also Stendhal, Histoire de la peinture en Italie, Paris
1817, vol. 2, pp. 428-429. Google book. Cf. Jeffrey: “Poetry [...] reflects and partakes in this
great transformation [apparent in the ‘political enthusiasm’ of the time]. It becomes more en-
thusiastic, authoritative and impassioned; and feeling the necessity of dealing in more powerful
emotions than suited the tranquil and frivolous age which preceded, naturally goes back to those
themes and characters which animated the energetic lays of its first rude inventors”. [F. Jeffrey],
Review of The Corsair and The Bride of Abydos, “The Edinburgh Review” 1814, vol. 23, p. 200.
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the literary debate going on in Lombardy, where he was living at the time. For Stendhal
the querelle in France should be understood in terms of the struggle between Racine
and Shakespeare, Boileau and Byron, and French neoclassicists should look to “The
Edinburgh Review” for their true opponents?. Interestingly, Stendhal’s attitude towards
Byron drastically changes five years later, when in Racine et Shakespeare he no longer
views him as the “head of the Romantics” and refers to him as the author of “some su-
blime, but always the same epic poems, and of many mortally boring tragedies™.

Echoes of Jeffrey’s reviews are to be found in other French-language periodicals
and through them throughout the rest of the Continent. Perhaps the most striking
example of an enthusiastic rewriting of his comments, strongly reminiscent of Sten-
dhal’s reaction, appears in Philaréte Chasles’s Essai historique sur la poésie anglaise
et sur les poétes anglais vivants published in “Revue encyclopédique™. Like Sten-
dhal, Chasles drew strongly on Jeffrey’s reviews, using his cyclical theory of taste
to explain the recent developments in English literature, enthusiastically presenting
Byron as the greatest poet of passion.

While Stendhal and Chasles used the authority of “The Edinburgh Review” to
advocate their radical vision of Romanticism as the literature of passion, already in
1817-19 the Swiss journalist and politician Charles Pictet de Rochemont rewrote Jef-
frey’s review of Childe Harold s Pilgrimage, Canto 111 and Prisoner of Chillon in his
series of articles on Byron in the Geneva-based “Bibliothéque universelle”. Accor-
ding to Peter Cochran, it was through the pages of “Bibliothéque universelle” that “the
myth of Byron as a Satanic, seductive figure of misanthropic depravity sprang fully
armed from the collective unconscious of right-wing Europe™!.

Cochran rightly points out the significance of Pictet de Rochemont’s publications
in constructing the image of Byron for Continental readers, but what is also worth
stressing is the fact that the first of these articles consisted mainly of rewriting of Jef-
frey’s review of Childe Harold, Canto Il and Prisoner of Chillon in “The Edinburgh
Review”, which is apparent in the argumentation, use of imagery and the selection of
the quoted passages. Hence the image of Byron which was spread throughout Europe
by the Swiss periodical was the creation of Jeffrey, readjusted to the ideological and
poetological needs of Pictet de Rochemont.

In his review Jeffrey complains that Byron “delights too exclusively in the deli-
neation of a certain morbid exaltation of character and feeling, a sort of demoniacal
sublimity, not without some traits of the ruined Archangel”*. This image of Byron as

2 Stendhal, Qu est-ce que le Romanticisme?, p. 233.

“quelques héroides sublimes, mais toujours les mémes, et de beaucoup de tragédies mortelle-

ment ennuyeuses”. Stendhal, Racine et Shakespeare, p. 35, my own translation.

P. Chasles, Essai historique sur la poésie anglaise et sur les poétes anglais vivants, “Revue

encyclopédique” 1821, vol. 9, pp. 228-240; 446-58. Google Book.

31 P. Cochran, From Pichot to Stendhal to Musset: Byron's Progress through Early Nineteenth-Cen-
tury French Literature. In: The Reception of Byron in Europe, vol. 1, pp. 32-70 (p. 40).

32 [F. Jeffrey], Review of Childe Harold's Pilgrimage, Canto the Third, “The Edinburgh Review”

Dec. 1816, vol. 27, pp. 277-310 (p. 279). ProQuest. The comparison of Byron’s persona to

Milton’s Satan had already appeared in Jeffrey’s review of Childe Harold, Cantos I and II,

“The Edinburgh Review” Feb. 1812, vol. 19, pp. 46677 (p. 467). ProQuest.
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Satan obviously originated in allusions to Milton’s Satan present in his works, and it
was quickly adopted in the imagery of literary criticism, finding probably its most stri-
king literary expression in Lamartine’s L’Homme in his Meditations (1820). Jeffrey
on the whole praises Byron’s emotional intensity and stresses his hold on his readers,
though he objects to what he perceives as his apparent identification with his morally
dubious protagonists and his misanthropy. Byron himself appreciated Jeffrey’s review
though he realized that it contributed to spreading his misanthropic reputation: “I sup-
pose now I shall never be able to shake off my sables in public imagination™?*.

Byron’s prediction came true instantaneously. In his rewriting of Jeffrey’s article,
Pictet de Rochemont stresses the moral dangers that Byron’s works pose to their re-
aders, but he also emphasizes the power of his poetry and laments what he perceives
as the abuse of his poetic imagination in directing the mind of the reader to misan-
thropy and melancholy. He does not use the term “Romantic” in reference to Byron’s
poetry, though the Satanic image of Byron he constructed in his reviews anticipated
the Byron of the French Romantics**.

The wide circulation of the ,,Bibliothéque universelle” among European intellec-
tual elites means that this is probably how many Continental readers first learned abo-
ut Byron. That was certainly the case with his Polish readers: not only does the first
known mention of Byron in Polish appear in the translation of an article from the Ge-
neva-based journal, but we also have evidence that Mickiewicz and his Vilnius friends
first learnt about Byron from their readings of the ,,Bibliothéque Universelle™. While
Pictet de Rochemont in his rewritings strengthened the tone of Jeffrey’s moral criti-
cism in his review of Childe Harold, Canto III, Philaréte Chasles dismissed it alto-
gether, rewriting Jeffrey’s moral reservations into the highest expression of praise.

The image of Byron as the Romantic icon for most of Continental Europe was
probably most widely spread by Amédée Pichot’s and Eusébe de Salle’s French trans-
lations of Byron’s works, which started to appear in 1819. Pichot’s introduction to
that publication was revised for the subsequent editions, and from the fourth edition
of 1823 onwards it was preceded by “Notice préliminaire” by Charles Nodier*®. In the
introductions to the second and third editions, which, as he admitted in a footnote,
consisted mainly of adaptations and translations of British reviews, Pichot declared
Byron to be the main representative of Romantic literature.

Pichot understands Romantic literature in Sta€l’s terms, conflating her description
of literature of the North with her vision of Romantic literature in De [’Allemagne.
According to Staél, people of the North value freedom, find inspiration in Nature, who-
se ferocity leads to their melancholy, and their poetic tradition derives from Ossian.

3 Letter to Moore of 10" March 1817. In: BLJ, V, p. 185-186.

3 [C. Pictet de Rochemont], Childe Harold's Pilgrimage. Canto the Third. Le Pélérinage de
CHILDE HAROLD. Troisieme chant. Par Lord Byron, “Bibliothéque universelle des sciences,
belles lettres et arts”1817, vol. 5: Littérature, pp. 72—100.

35 J. Kleiner, Mickiewicz, vol. 1: Dzieje Gustawa, 3" rev. ed. Lublin 1995, p. 221, footnote 47,
p- 448-449, footnote 5.

3 For a list of Pichot’s editions and their contents, see E. Estéve, Byron et le romantisme frangais:
essai sur la fortune et l'influence de I’oeuvre de Byron en France de 1812 a 1850, Paris 1907,
pp- 527-528. Gallica. Bibliothéeque numerique.



62 Monika Coghen

And indeed Ossian is presented by Pichot as Byron’s antecedent in his depiction
of Nature:

Libre, sauvage, impétueuse et imposante dans ses inspirations hardies et
méme dans ses €carts, la littérature romantique est I’interpréte de la nature,
des passions, des souvenirs du moyen age et des superstitions du cceur. Tantot
elle plane avec le génie des temps chevaleresques sur les ruines de la féoda-
lité, assiste aux tournois des preux, erre sous les voltes des temples gothiques
[...], ou s’égare dans les regions de la féerie et des enchantemens; tantot ¢’est
I’esprit de la solitude qu’elle évoque dans le silence des nuits, dans les pro-
fondeurs religicuses des foréts et sur la cime altiére des monts. Son pinceau
créateur nous retrace avec des couleurs nouvelles les magnifiques tableaux de
I’univers, et sait donner la vie aux objets inanimés; ses descriptions de la natu-
re nous charment d’autant plus qu’elle la peint moins par sa forme matérielle
que par les sensations qu’elle nous fait éprouver®’.

Free, wild, impetuous and imposing in both its audacious inspirations and its
excesses, Romantic literature is the interpreter of Nature, of passions, of me-
mories of the Middle Ages and superstitions of the heart. Sometimes it hovers
with the spirit of chivalric times over the feudal ruins, takes part in tourna-
ments, wanders under the vaults of Gothic temples [...], or loses itself in the
regions of magic and enchantment; sometimes it is the spirit of solitude that it
evokes in the silence of the night, in the holy depths of forests and on the proud
mountain peaks. Its creative brush redraws for us with new colours the splen-
did pictures of the universe, and knows how to bring to life inanimate objects;
its descriptions of nature enchant us all the more as it paints it less through its
material form than by sensations which it makes us experience.

The image of Byron that Pichot introduces in his essay uses the same syntactic
structure as the passage characterizing Romantic literature, which reveals the analo-
gies between the two: Byron rather than Byron’s works appears to embody the main
characteristics of this type of poetry:

Indépendent par son caractére comme par sa fortune, dédaignant avec fierté
les régles de I’art pour s’abandonner sans retenue a I’impression du moment
et aux inspirations du moment et aux inspirations bizarres du génie le plus
capricieux, lord Byron exerce une sorte de magie tyrannique sur ses lecteurs,
par son enthousiasme entrainant, la sombre énergie de son ame, le vague
mélancolique de ses souvenirs, et la voix solonnelle et terrible de ses douleurs
et de ses ressentimens?®.

Independent both in his character and in his fortune, proudly despising the
rules of art so as to abandon himself without any restraint to momentary
impressions and momentary inspirations and strange inspirations of the most

37 [A. Pichot], Notice sur Lord Byron et ses écrits. In: (Euvres complétes de Lord Byron, 2nd ed.,

Paris 1820, vol. 1, pp. i—xxxvi (P. i-ii). Google book. My own translation follows.
3 Ibidem, p. 11.
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capricious genius, Lord Byron exercises some kind of tyrannical magic over
his readers with his stirring enthusiasm, dark energy of his soul, melancholy
flow of his memories, and the solemn and terrible voice of his pain and
resentments.

The defiance of the rules, enthusiasm and melancholy, all key concepts in Staél’s
thinking on Romantic literature, are apparent in these characteristics, which draw very
strongly on the aesthetics of the sublime®’. Pichot’s equation of Byron with the “Ro-
mantic” was to reverberate in numerous publications over the Continent. In his article
on the reception of Byron in Spain, Derek Flitter quotes a passage from the preface
to a historical novel Los bandos de Castilla (The factions of Castile 1830) by Ra-
mon Lopez Soler, where Soler tries to “encapsulate the essence of the ‘Romantic’”.
The very opening sentence of the passage echoes Pichot’s definition:

Wild, impetuous, we might even say savage, as admirable in the audacious
flights of its fantasy as it is striking in the sublimity of its extravagance, we
may declare Romantic literature to be the interpreter of those elusive and inef-
fable passions which, lending to man a sombre mien, urge him towards soli-
tude, where he seeks in the ocean’s roar and in the whistling wind the images
of his own sorrows*'.

Flitter notices that although Byron is not mentioned in Soler’s text, the vision of
Romantic literature appears to be based on his work, and indeed the verbal echoes
confirm that it may have been at least partially inspired by Pichot’s account of Byron
—unless Pichot and Soler used some common source I have not identified. The Ossia-
nic context within which Byron is presented in Soler’s text points to Sta€l’s concept
of the literature of the North as the starting point for their idea of Romantic literature.

Pichot’s 1820-1 introductions also offer a characteristic instance of rewriting Bri-
tish critics for the needs of the newly emerging French Romantic movement. Central
to his introduction is the analogy between Byron and Rousseau, which he presents on
the basis of John Wilson’s review of Childe Harolds Pilgrimage, Canto IV in “The
Edinburgh Review”, where Byron and Rousseau are perceived as modern writers who
fascinate the reader more by their personalities than their work, as their work is the
expression of their character*>. Byron’s toying with the conventions of the romance in
Childe Harold's Pilgrimage combined with the topicality of his subject, subjectivity
and the melancholy of his poetic tales easily yield to the Romantic classification.

3 Tam grateful to Richard Cardwell for pointing this link to me.

4 D. Flitter, “The Immortal Byron” in Spain: Radical and Poet of the Sublime. In: The Reception
of Byron in Europe, vol. 1, p. 133.

“Libre, impetuosa, salvaje, por decirlo asi, tan admirable en el osado vuelo de sus inspiraciones
como sorprendente en sus sublimes descarrios, puédese afirmar que la literatura romantica es el
intérprete de aquellas pasiones vagas e indefinibles que, dando al hombre un sombrio caracter,
lo impelen hacia la soledad, donde busca en el bramido del mar y en el silbido de los vientos las
imagenes de sus reconditos pesares”. Qtd. in Flitter, p. 134.

J. Wilson, from his unsigned review, “The Edinburgh Review”, Sept. 1818, vol. 30, pp. 87-120.
In: Byron: The Critical Heritage, pp. 147-154.
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By 1823 British reviewers had generally turned against Byron, and Byron’s clas-
sicist sympathies had become widely known, so Pichot’s introduction to the 1823
edition, now expanded to Essai sur le génie et le caractére de Lord Byron and ta-
king up most of the first volume, reflected these developments. Pichot amply quoted
from British periodicals, echoing Jeffrey’s accusations of immorality in Don Juan,
and bitterly stated that “waging this war against enthusiasm is not honourable for the
genius™. Moreover, he reported on the Letter to John Murray in the Bowles/Pope
controversy, pointing out that Byron was now attacking the school of which he had
been proclaimed the main representative. On the other hand, he perceived Byron’s
position in France as that of a widely imitated member of the new Romantic school
(“We are Romantics like Lord Byron, sir Walter Scott, Chéateaubriand, etc, etc.”)*.
The origins of that school, referred to as the Romantic genre, were explored in Charles
Nodier’s Notice préliminaire.

The publication of Nodier’s essay coincided with the growing activity of the sup-
porters of the Romantic movement in France. Nodier himself, known for his 1818
novel Jean Shogar, hosted one of the first Romantic cénacles at the Library of the
Arsenal in the years 1824-1828, and in 1820 he co-authored a melodrama Le Vampire,
an adaptation of Polidori’s The Vampyre. As Joanne Wilkes notes, for Nodier the im-
portance of Byron lay in the fact that he expressed the spirit of the age, capturing the
feeling of political and spiritual upheaval, and becoming a kind of prophetic figure.
This was to become a recurring motif in the French reception of Byron*:

The appearance of Lord Byron in European literature is one of those events
whose influence can be felt by all the people and all generations, not however
because Lord Byron is, as some thoughtless critics have claimed, the creator
of a new poetic genre [school?]* [...] Witness to the renewal of a civiliza-
tion, Lord Byron has been the most powerfully inspired interpreter of all the
emotions, of all the passions, to speak plainly, of all the frenzies which awake
in the stormy interval in which the efforts of a society coming into being are
mixed up with the convulsions of a society in decline. He has no more inven-
ted this poetry than this state of affairs: he has revealed it*.

# “cette guerre faite a I’enthousiasme n’a rien d’honorable pour le génie”. (Euvres de lord Byron,

4th ed., Paris: 1823, vol. 1, p. cxv. My own translation.

“Nous sommes romantiques comme lord Byron, sir Walter Scott, Chateaubriand, etc, etc.”

Ibidem, p. cxlv.

J. Wilkes, ‘Infernal Magnetism’: Byron and Nineteenth-Century French Readers. In: The Recep-

tion of Byron in Europe, vol. 1, p. 17.

My own translation.

47 Transl. by J. Wilkes. In: Wilkes, “Infernal Magnetism”....,In: The Reception of Byron in Europe,
vol. 1, p. 17. “L’apparition de lord Byron dans la littérature européenne, est un de ces événemens
dont I’influence se fait ressentir a tous les peuples et a toutes les générations; non que lord Byron
soit, comme ’ont avancé quelques critiques irréfiéchis, le créateur d’un nouveau genre de poésie
[...].- Témoin du renouvellement d’une civilisation, lord Byron a été ’interpréte le plus puissam-
ment inspiré de tous les sentimens, de toutes les passions, tranchons le mot, de toutes les frénésies
qui s’éveillent dans ’intervalle orageux d’une societé naissante, et les convulsions d’une societé
qui tombe. Je le répéte: il n’a pas inventé cette poésie que cet état de choses. Il 1’a révélée”
C. Nodier, Notice préliminaire. In: (Euvres de lord Byron, 4th ed., Paris 1823, vol. 1 p. i—ii.
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For Nodier, Byron opens a new literary epoch, which is a reaction against the
age of reason. Nodier’s vision of literature as expressing the spirit of the time ties
with other contemporary historicist views, such as Sta€l’s or Hazlitt’s; Chasles’s essay
I referred to earlier uses as its epigraph Hamlet’s words: “Poets are [...] the abstract
and the brief Chronicle [sic!] of the Time” (I, ii), translated into French as “le mirroir
des peuples et la bréve chronique des tems™,

Pichot was certainly not the first French writer who had perceived Byron as
a Romantic. However, owing to the wide circulation of his translations, he was the
one who popularized the French image of Byron as the main representative of new
Romantic poetry across the Continent®. All the paratexts published in Pichot’s edi-
tions served as a major source of information on Byron for most of his Continental
readers, either directly, for those who read in French, or in the form of acknowledged
and unacknowledged translations and adaptations. Among the latter it is worth not-
ing the translation of Pichot’s introduction to the third edition of Byron’s Oeuvres
in “Pamigtnik Warszawski” (Warsaw Journal) in 1823 and the unacknowledged
adaptation of Charles Nodier’s Notice by Karol Wojcicki in Zyciorysy znakomitych
ludzi wstawionych w roznych zawodach (Lives of great men renowned in various
professions, 1850)%!.

Twenty-first century British scholars sometimes reject ‘Romanticism’ as too am-
biguous a term or try to think of it in terms of idealism and transcendence. According
to the latter view, most of Byron’s works are hardly Romantic, since, like Don Juan,
they are firmly rooted in reality. But the Romantic Byron as a subjective poet of pas-
sion and melancholy, who expresses all the anxieties of his age, is a lasting presence in
the history of European literature. Originally he was constructed on the basis of both
his own early poetical works and British reviews, only to become appropriated by the
Romantics in Italy, France and Poland in their campaign against the Classicists, even
before his death in Greece consolidated his status as a Romantic icon.
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Streszczenie

Z poczatkiem XIX wieku dla wigkszosci czytelnikow w krajach Europy kontynentalnej
Byron byl uosobieniem ducha romantyzmu. Termin ,,romantyczny” nie byt jednak uzywany
w stosunku do poety w Wielkiej Brytanii. Na czotowego przedstawiciela romantyzmu wykre-
owali Byrona francuscy krytycy, szczegolnie Amédée Pichot and Charles Nodier, w swoich
wstepach do francuskich przekladow dziet Byrona, przez ktore najczgsciej europejscy czytel-
nicy zapoznawali si¢ z tworczo$cig poety. Dyskurs francuskich krytykow oparty byt gldwnie
na brytyjskich artykutach, ktoére ukazaly si¢ w ,,The Edinburgh Review”. Francuscy ludzie
piora uznali subiektywizm i emocjonalizm poezji Byrona, podkreslany przez Francisa Jeffreya
i Johna Wilsona w recenzjach na tamach tego czasopisma, jako wyraz literatury romantycznej
i oglosili go przedstawicielem nowego ruchu literackiego, ukazanego przez Germaine de Staél
w jej glosnej ksigzce O Niemczech.

Summary

For most Continental readers in the early nineteenth century Byron embodied the spirit of
Romanticism. The term ‘romanticism’, however, in reference to the new literary movement,
was not used in British criticism. The role of the Romantic Poet was assigned to Byron by
French critics, perhaps most influentially in Amédée Pichot’s and Charles Nodier’s introduc-
tions to the French translations of his works widely read across Europe. Most of the French
critical comments were substantially based on British reviews of his poetry. French critics
recognized the subjectivity and emotionalism of Byron’s poetry underlined by Francis Jeffrey
and John Wilson in their reviews as expressive of new Romantic literature, and they linked
Byron’s name to the literary movement which Germaine de Staél presented in De L’Allemagne.
The aim of this paper is to examine the ways in which French writers drew on British litera-
ry criticism, particularly Francis Jeffrey’s articles in “The Edinburgh Review”, to establish
Byron’s reputation as a leading representative of the new Romantic school of poetry on the
Continent.
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The problems of the literary canon may well be treated as products of culture
(Zgorzelski 11), or as interpretative traditions characteristic of native cultures, which,
however, result in lasting axiological hierarchies, such as the ones created by Meyer
H. Abrams in his attempt to grasp the paradigm of a “greater Romantic lyric”'. The
heritage of Abrams (7he Mirror and the Lamp, Oxford: OUP 1953) developed by
René Wellek in his theory of Romanticism?, in which William Wordsworth’s lyrical
poetry constitutes the centre of English Romantic poetry and George Gordon Byron
is deliberately excluded, dominated, it seems, British criticism until the 1980’s, when,
as Jerome McGann puts it: “The continental vantage exposes the problems in their
most telling form. From Goethe and Pushkin to Baudelaire, Nietzsche and Lautréa-
mont, Byron seems to stand at the very centre of Romanticism’™. The reasons for the
long simultaneous existence of two different canons/paradigms of English Romantic
poetry may partly be explained by the lack of historicism in critical theories of poetic

' http://viscomi.sites.oasis.unc.edu/viscomi/coursepack/criticism_etc/Abrams-Structure_and_
Style.pdf [16.03.2020].

2 R. Wellek, Pojecia i problem nauki o literaturze, H. Markiewicz (red.), thum. A. Jaraczewski,
M. Kaniowa, 1. Sieradzki, Warszawa 1979.

3 J. McGann, Byron and Romanticism, ed. J. Soderholm, Cambridge: Cambridge University
Press, 2002 , p. 237.
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style and partly by Byron’s own provocative refusal to follow current poetic fashions
and his open criticism of Wordsworth’s literary stance.

William Wordsworth (1770-1850) and George Gordon Byron (1788—1824) appa-
rently met only once at the house of Samuel Rogers in 1815%. As it has been reported,
both of them were deeply aware of each other’s eminence as poets, as well as of By-
ron’s earlier criticism of Wordsworth’s poetry and his satirical statements of English
Bards and Scotch Reviewers starting with the lines:

Next comes the dull disciple of thy school,

That mild apostate from poetic rule,

The simple WORDSWORTH, framer of a lay

As soft as evening in his favourite May,

Who warns his friend “To shake off toil and trouble,
And quit his books, for fear of growing double”

(lines 235-240, vol. I, p. 315).

Already in this fragment, and further in lines 241-254 and 903-905 of the poem,
one may observe the basic differences between the poetic projects of the two poets,
Wordsworth being the founder of English Romanticism and Byron being the most
important representative of the second generation of English Romantics. Byron noti-
ces Wordsworth’s attempt to found his new poetic style on a rejection of neoclassical
poetics and on simple language close to the rustic reality of country people and he
ironically states that Wordsworth’s aim was “To shake off toil and trouble, / And quit
his books, for fear of growing double;” (240). Byron writes further that Wordsworth —

[...] both by precept and example, shows
That prose is verse, and verse is merely prose;
Convincing all, by demonstration plain,
Poetic souls delight in prose insane;

And Christmas stories tortured into rhyme,
Contain the essence of the true sublime:

Thus, when he tells the tale of Betty Foy,

The idiot mother of “an idiot Boy;”

A moon-struck, silly lad, who lost his way,
And, like his bard, confounded night with day;
So close on each pathetic part he dwells,

And each adventure so sublimely tells,

That all who view the “idiot in his glory”
Conceive the Bard the hero of the story.

“Up, up my friend, and clear your looks,
Why all this toil and trouble?

4 Ibidem, p. 173.
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Up, up my friend, and quit your books,
Or surely you’ll grow double.”
(lines 241-258)

Byron evidently sneers at the idea of intellectual resignation from learning or
erudition, but at the same time he notices the emergence of new aesthetic concepts
exploring the borders of the human condition, the epistemology of the unknown and
the obscure, the reality of madness and the mystical quality of childish innocence.
Byron even notices a sort of group predilection grounded in some sort of religious
practices which may transform the poet-practitioners into an obscurely infantile lot:

[...]

Yet let them not to vulgar WORDSWORTH stoop,

The meanest object of the lowly group,

Whose verse, of all but childish prattle void,

Seems blessed harmony to LAMB and LLOYD:

Let them — but hold, my Muse, nor dare to teach

A strain far, far beyond thy humble reach:

The native genius with their being given

Will point the path, and peal their notes to heaven.

And thou, too, SCOTT! resign to minstrels rude

The wilder Slogan of a Border feud:

Let others spin their meagre lines for hire;

Enough for Genius, if itself inspire!

Let SOUTHEY sing, although his teeming muse,

Prolific every spring, be too profuse;

Let simple WORDSWORTH chime his childish verse,

And brother COLERIDGE lull the babe at nurse [...]
(903-918)

By 1811 Wordsworth had published the Lyrical Ballads (1798/1800) and Poems,
in Two Volumes (1807) which included the “Immortality Ode™, which contains the
most important motifs of his poetic creed. As an ode typical for the period of Ro-
manticism, “Ode: Intimations of Immortality from Recollections of Early Childhood”
introduces an addressee which belongs to the fictional world of the poem (a “Child”),
but at the same time is part of the consciousness of the lyric persona. The poem is
based on the lyric persona’s reflective recollection of his own childhood, but the con-
crete image of a Child is in the course of meditation endowed with a set of abstract
features (the “Creed of Childhood”) symbolically embodying poetic creative powers®.

5 Ibidem, p. 173.

¢ Cf. M. Modrzewska, “Speaker, Theme and Addressee in Nine Odes by Different Authors”, “Fo-
cus on Literature and Culture”, G. Bystydzienska and L. Kolek (eds.), Lublin: Maria Curie
-Sktodowska University Press, 1994, pp. 33-41.
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The poetics of remembrance is interwoven with a lyrical contemplation of idyllic
landscape and Wordsworthian epistemological excitement is counterpointed with
a deep sense of loss:

THERE was a time when meadow, grove, and stream,
The earth, and every common sight,

To me did seem

Apparell’d in celestial light,

The glory and the freshness of a dream.

[...]
But yet I know, where’er I go,
That there hath pass’d away a glory from the earth.

Wordsworth’s evocation and adoration of childhood is rooted in the New Testa-
ment tradition of faith understood as innocence, as well as in his understanding of
creative freedom uncorrupted by convention and social norms. The concept of a Child
takes on a variety of shapes: “Child of joy” (line 34), “Shepherd-boy” (36), “blessed
creatures”, “fresh flowers” of the “sweet May-morning” (45), the “Child among his
new-born blisses” (86), “Mighty prophet! Seer blest!”’(115). In the final lines of the
poem Wordsworth draws metaphorical parallels between the Child’s sense of immor-
tality and the power and the infiniteness of the rolling oceans, in which the concept
of childhood acquires the more abstract features of the “splendour in the grass” and
the “glory in the flower” that soothe human suffering “in the faith that looks through
death”. Thus the contemplation of childhood acquires in the poem the meaning of
heightened perception of nature and finding religious inspiration in the “Fountains,
Meadows, Hills, and Groves™ (192).

It was Wordsworth’s conception of nature that made him the central poet of En-
glish Romanticism, despite the fact that nature and landscape usually serve the poet
as a reflection of the subjective perception of the world, as can be observed in “Daffo-
dils”, a poem apparently concerned with flowers, but whose subject is equally or even
more importantly the “inward eye” of a lonely wanderer. Still Wordsworth and his po-
etry became determinant of the Romantic style until the 1980s , as is clear from Rene
Wellek’s famous definition of Romanticism as “Imagination for the view of poetry,
nature for the view of the world, and symbol and myth for poetic style”

Wellek’s definition naturally strengthens Wordsworth’s position as an icon of the
English Romantic canon and removes Byron from the map of English Romanticism
because of the latter’s different view of poetic imagination (as not necessarily a so-
urce of poetic inspiration) and his neglect of nature (not necessarily at the centre of
his world view). Also, Byron’s ironic, antithetical and digressively rhetorical lyric
persona does not construct consistent myths or symbols [Don Juan, Canto XVII]. Ho-
wever, George Gordon Byron is perceived as an icon of Romanticism on the continent

7 J. McGann, Byron and Romanticism, ed. J.s Soderholm, Cambridge: Cambridge University

Press 2002, p. 236.
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of Europe and those two conflicting ways of defining and understanding Romanticism
become a subject for re-definitions in the 19808,

It only became obvious to the English Romanticists in the last decades of the
twentieth century that Byron’s literary output, which was recognized in Britain as
continuing neo-classical literary traditions, provided literary models which were fol-
lowed by Romantic artists and writers on the continent of Europe. In his introduction
to the two-volume edition of The Reception of Byron in Europe (2004), Richard Card-
well explains that “Byron was perceived as a ‘world-historical’ figure who expressed
the ‘subjectivity of his age’. [...] His libertarian profile (in his sacrifice for Greece)
fuelled nationalist aspirations. Literature needed to express national cultural concerns
to create ‘differences’ [...]™. What immediately caught the public attention in con-
tinental Europe was Byron’s aura of social and political revolt. His fragmentary and
digressive poetry was read as a poetic expression of freedom, and his comicality was
understood as the bitter irony of a “troubled soul” (ibid. 8-9). The Byronic motif
of “sacred crime” gave infinite possibilities of local character creation and Byron’s
mystery plays, with a fallen-angel protagonist, were in harmony with the Manichean
aspect of European Romanticism.

skosksk

The “Supposed Confessions of a Second-rate Sensitive Mind Not in Unity with
Itself” by Alfred Tennyson belongs to his early poetry, first published in 1830 in the
volume Poems, Chiefly Lyrical. Tt exhibits the poet’s affiliation with earlier English
Romantic poetry, traceable in the use of motifs, but also in the confessional lyrical
style reminiscent of the poetry of Percy Bysshe Shelley, John Keats, Lord Byron and
Wordsworth. The title seems ironic but the poem is written as a Christian prayer which
justifies the humbleness of the title. The first two lines of the poem — “Oh God! my
God! have mercy now. / I faint, I fall” — suspend the reading process between two
planes of reference: the Christian tradition and the tradition of Romantic confessional

8 “The contrast between the view of Romanticism that dominated the period 1945-1980 and the
nineteenth-century’s view seemed to me equally startling. Once again Byron loomed as the
unavoidable locus of the issues. The continental vantage exposes the problems in their most tell-
ing forms. From Goethe and Pushkin to Baudelaire, Nietzsche, and Lautréamont, Byron seems
to stand at the very center of Romanticism. The nineteenth-century English view is slightly
different. Though Byron remained an important resource for England and the English, he had
emerged as a highly problematic figure. From different Victorian points of view Byron’s famous
“energy” (as it was called) seemed one thing — usually a positive thing — whereas his equally
famous critical despair seemed something else altogether — typically something to be deplored.
Nineteenth-century England therefore kept opening and closing its Byron with troubled irregu-
larity.” Ibidem, p. 237.

° R. Cardwell, “An Introduction”. The Reception of Byron in Europe, London & New York:
Thoemmes Continuum, 2004, p. 6.

10 A. Tennyson, “Supposed Confessions of a Second-Rate Sensitive Mind Not in Unity with It-
self” (http://www.online-literature.com/tennyson/the-early-poems/94/ [14.02.2018]; Tennyson,
A., 1809-1892, Poems, chiefly lyrical ( https://brbl-dl.library.yale.edu/vufind/Record/3555041,
[16.02.2018]).
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poetry. The phrase “I faint, I fall” immediately brings to mind Shelley’s Ode to the
West Wind, which uses the motif of sacrificial death and rebirth in the fourth part of
the poem: “As thus with thee in prayer in my sore need. / Oh! lift me as a wave, a leaf,
a cloud! / I fall upon the thorns of life! I bleed!”

Tennyson’s lyrical persona is not entirely egotistic about his faith and there are
fragments of the poem in which he assumes a plural voice, or speaks on behalf of
believers, as in the lines:

Men pass me by;

Christians with happy countenances —
And children all seem full of thee!

And women smile with saint-like glances
Like thine own mother’s when she bow’d
Above thee, on that happy morn

When angels spake to men aloud,

And thou and peace to earth were born.
Goodwill to me as well as all —

I one of them: my brothers they:

Brothers in Christ — a world of peace
And confidence, day after day;

And trust and hope till things should cease,
And then one Heaven receive us all.

How sweet to have a common faith!

To hold a common scorn of death!

And at a burial to hear

The creaking cords which wound and eat
Into my human heart, whene’er

Earth goes to earth, with grief, not fear,

With hopeful grief, were passing sweet!
(lines 19-39)

Also the Wordsworthian category of the child is at first treated as a general and
plural category spoken of in the third person as a class of phenomena, when after
a passage on the immortality of “moles and graves” (lines 40-56) Tennyson com-
ments on the infant’s “spirit of happiness” (67):

Thrice happy state again to be

The trustful infant on the knee!

Who lets his waxen fingers play
About his mother’s neck, and knows
Nothing beyond his mother’s eyes.
They comfort him by night and day;
They light his little life alway;

He hath no thought of coming woes;
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He hath no care of life or death,
Scarce outward signs of joy arise,
Because the Spirit of happiness

And perfect rest so inward is;

And loveth so his innocent heart,
Her temple and her place of birth,
Where she would ever wish to dwell,
Life of the fountain there, beneath
Its salient springs, and far apart,
Hating to wander out on earth,

Or breathe into the hollow air,
Whose dullness would make visible
Her subtil, warm, and golden breath,
Which mixing with the infant’s blood,
Fullfills him with beatitude.

Oh! sure it is a special care

Of God, to fortify from doubt,

To arm in proof, and guard about
With triple-mailed trust, and clear

Delight, the infant’s dawning year.
(lines 57—-84)

In the above fragment Tennyson describes the “happy state” as a general con-
dition of childhood and the “Spirit of happiness” coming from trust and innocence,
but in the next lines he becomes personal again in his complaint:

Would that my gloomed fancy were

As thine, my mother, when with brows
Propped on thy knees, my hands upheld
In thine, I listen’d to thy vows,

For me outpour’d in holiest prayer —
For me unworthy! — and beheld

Thy mild deep eyes upraised, that knew
The beauty and repose of faith,

And the clear spirit shining through.
(lines 85-93)

The motif of the child is further on transformed into the Lamb, resembling the
Christological figure of the Child-Lamb from William Wordsworth’s Ode: Intima-
tions of Immortality... in the scene of “constant beauty” (167). It is the idyllic landsca-
pe, the dwelling place of an ox feeding on herbs, the place of “horned valleys” (169)
and “summer heats” (171), where —



76 Mirostawa Modrzewska

[...] in the flocks

The lamb rejoiceth in the year,
And raceth freely with his fere,
And answers to his mother’s calls

From the flower’d furrow.
(lines 173-177)

Towards the end of the poem the pastoral image of childhood and spiritual inno-
cence gives way to motifs of shadow and death. The motifs of darkness are seman-
tically linked with the motifs of slopes and “filmed eyes”, as well as the inevitable
doubleness of human life and the human condition in which the creed is undermined
with doubt and the weariness of the desolate heart and the “damned vacillating state”
(207) of the mature mind.

The state of “not being in unity with oneself”, suggested as the main theme of the
“supposed confessions” in the title, is the most conspicuous reference to the Byronic
Romantic stance in which the poet rarely assumes a public collective voice. In the
fragments of the confessions containing the expression of humiliated personal pride
(lines 14—17), the devilishness of the “gloomed fancy” leads the lyric persona to re-
semble Byron’s Manfred, a protagonist torn by contradictory feelings and ideas, who
belongs to the Faustian type of the fallen angel. Similarly the protagonist of Tenny-
son’s “Supposed Confessions” speaks of “bitterness” (134), “vexed pools” (150) and
a whirling spirit “moved from beneath with doubt and fear” (154-5). “My hope” he
says “is gray, and cold / At heart...” (120—121). The poem ends with a plea to God:

[...] Oh teach me yet

Somewhat before the heavy clod
Weighs on me, and the busy fret
Of that sharpheaded worm begins
In the gross blackness underneath.

weary life! O weary death!
spirit and heart made desolate!
damnéd vacillating state!

The contemplation of childhood turns into a contemplation of the grave, associa-
ted with the motifs of self-destruction, devilishness and intellectual anxiety. The lamb
and the beast in the one person of the poet is the Romantic heritage derived from two
conflicting canons of British Romanticism: the Wordsworthian and the Byronic. For
a long time these two poets and two types of poetry have been considered mutually
exclusive in the reception of English Romanticism. Jerome McGann tried to recon-
cile their two points of view on man and nature and present Byron in dialogue with
his predecessor!!. Definitions of Romanticism have also evolved towards less rigid

" Cf. J. McGann, “Byron and Wordsworth” in Byron and Romanticism (2002), pp. 173-201.
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formulations and recent theoretical works on English and European Romanticisms,
such as the volume edited by Christoph Bode and Sebastian Domsch in 2007 (British
and European Romanticisms) have set out to prove that the heterogeneous and poly-
phonic nature of English Romanticism corresponds to the equally “richly diversified
and heterogeneous European scene”'?.

Surprisingly, the discrepancy between the Wordsworthian and Byronic Romantic
canons becomes visible again in the definitions of Romanticism provided by so-called
“eco-criticism”. J. Andrew Hubbel in his article “A Question of Nature: Byron and
Wordsworth” rephrases the problem of the Romantic canon and the positioning of
Byron in the following way: “...most critics ignore Byron because he does not me-
asure up to the Wordsworthian standards of nature and dwelling”. The author explains
the notion of “dwelling” adopted by “eco-poetics” critics, such as Jonathan Bate and
James McKusick, in the following way:

‘Dwelling,’ a concept adopted from Heidegger, means to embed oneself within
the texture of one’s place, thereby opening oneself to an empirical understand-
ing of the interworkings of the environment as a system. Dwelling is a practice
and a theory, a way of being — and a way of knowing. Lines of belonging are
established between one’s identity and the physical place, ultimately creating
a sense of home. Identification, belonging, and place-meaning are dialogically
related to the quality of empirical observation and depth of knowledge that is
attained. The greater the length of time spent in one place, the more extensive
the dialogic action. For this reason, dwelling has become synonymous with
‘rootedness,’ and an equation has developed between dwelling, environmental
sensitivity, and ethical care for one’s place!*

This definition of dwelling stands in opposition to the aesthetic enjoyment of
travelling and wandering, typical of Byron’s writings. Hubbell claims further that
the initial Romantic binary opposition of nature and culture, to which Byron never
seemed to have consented, has reappeared in modern criticism as the opposition be-
tween eco-centrism and anthropocentrism. Some Romantic writers are now reco-
gnized as “proto-ecological thinkers”'* promoting “re-baptism in the Wilderness™'
and aesthetic enjoyment of rural community life as opposed to the modernism and
techno-rationality of the city, epitomising culture. Byron falls out of the list again.
In a comprehensive study by James C. McKusick (2010) Green Writing: Romanticism
and Ecology, not a single chapter is devoted to this icon of European Romanticism.

Ch. Bode, “By Way of Introduction: Towards a Re-definition of European Romanticism”,

Ch. Bode and S. Domsch (eds.), British and European Romanticisms: Selected Papers from the

Munich Conference of the German Society for English Romanticism, Trier: Wissenschaftlicher

Verlag Trier 2007, p. 8.

13 J.A. Hubbel, “A Question of Nature: Byron and Wordsworth”, Wordsworth Circle, vol. 41, No. 1,
2010: 1-12 (https://www.questia.com/library/journal/1G1-228662991/a-question-of-nature-by-
ron-and-wordsworth [24.09.2017], p. 1.

14 J.C. McKusick, J.C. Green Writing: Romanticism and Ecology, New York: Palgrave-Macmillan,
2010, p. 19.

S Ibidem, p. 3.



78 Mirostawa Modrzewska

Now, what is the reading of Wordsworth as a poet of “dwelling” and Byron as
a “tourist-minded” poet'® in Tennyson’s confessional poem?

If there is any “rootedness” in Tennyson’s post-Romantic poem, it is rootedness
in biblical language and in a sense of community that is not necessarily localized in
space but visible in the poet’s use of the grammatical plural and his tendency towards
generalization. Tennyson’s lyric persona first of all communicates his loneliness and
his misery (lines 8-12) and then his alienation: “Men pass me by” (19). The only place
to which he seems to be attached is his own grave or his mother’s grave, and this motif
reappears throughout the poem. He finds the sense of community in the “common
scorn for death” (34) and in seeing the “red small atoms wherewith we / are built [...]
be indued with immortality” (44-56). The movement of which he speaks is the move-
ment of thought and the process of cleansing himself of pride. He utters the stages of
this process in lines 137-139:

I think that pride hath now no place
Nor sojourn in me. I am void,
Dark, formless, utterly destroyed.

His “spirit whirls / Moved from beneath with doubt and fear” (154—155) and he
remembers the “freshness” (157) of his youth and the images of “constant beauty”
(167): flocks and cattle on hills and valleys. In lines 173—177 the most important
motifs of space are linked in one image:

[...] And in the flocks

The lamb rejoiceth in the year,
And raceth freely with his fere,
And answers to his mother’s calls
From the flower’d furrow.

In this fragment the biblical image of the rejoicing lamb from the Book of Reve-
lation (21:2)"7,which symbolically signifies the marriage of Christ and his Church, is
linked with the Wordsworthian image of childhood innocence and immortality and
with the post mortem spiritual existence of the dead mother — speaking from the grave
— the “flowered farrow”.

In conclusion I would like to state that both the Wordsworthian and the Byro-
nic types of Romanticism are reconciled in Tennyson’s confessional lyrical style and
his Christian-Faustian ambivalence, and the reading of Tennyson must inevitably be
conceptual with reference to biblical language and signs. The figurative meaning of
Wordsworthian “dwelling” and Byronic “travelling” is the literary heritage of wan-
derings through concepts and ideas which lead Tennyson towards a sense of personal

16 J.A. Hubbel, “A Question of Nature: Byron and Wordsworth”, Wordsworth Circle, vol. 41, No. 1,
2010: 1-12 (https://www.questia.com/library/journal/1G1-228662991/a-question-of-nature-by-
ron-and-wordsworth [24.09.2017], p. 1.

17 https://www.kingjamesbibleonline.org/Revelation-Chapter-21 [14.02.2018].
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and linguistic freedom in a world in which the collective voice of modern society is
overwhelmingly present and permeated with anxiety.
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Streszczenie

W historii odbioru obu poetow — Williama Wordswortha (1770-1850) i George’a Gordona
Byrona (1788-1824) — zwykle przeciwstawiano ich tworczos¢ jako dwa odlegle bieguny an-
gielskiego romantyzmu. Wordsworth rozpoznany zostal jako prekursor romantyzmu w poezji
angielskiej, a Byron uznany za najwazniejszego przedstawiciela drugiej generacji angielskich
romantykéw. W wierszu “Supposed Confessions of a Second-rate Sensitive Mind Not in Unity
with Itself” (1830) Alfreda Tennysona oba kanony brytyjskiego romantyzmu — Wordswortha
i Byrona — pogodzone zostajg w lirycznym stylu konfesyjnym Tennysona i w wytworzonej
przez niego chrzescijansko-Faustowskiej ambiwalencji w taki sposob, ze czytanie Tennysona
musi nieuchronnie by¢ konceptualne i pozostawa¢ w odniesieniu do jezyka i znakow Biblii,
czyli kodu dobrze znanego zaréwno Wordsworthowi, jak i Byronowi. Metaforyczne znaczenia
»~miejsca i siedliska” Wordswortha i Byronowskiego ,,przemieszczania si¢ i podrozy” jest lite-
rackim dziedzictwem pielgrzymowania poprzez idee i koncepcje, ktore prowadzity Tennysona
do poczucia osobistej i jezykowej wolnosci w $§wiecie, w ktorym zbiorowy glos nowoczesne-
go spoleczenstwa jest przygnebiajaco obecny i przenikniety niepokojem. Wiersz Tennysona
przejawia afiliacj¢ poety z wczeSniejszg angielska poezja romantyczng (Wordsworth), ktorg
rozpozna¢ mozna w uzyciu charakterystycznych motywow, ale przypomina takze liryczny styl
poezji konfesyjnej Percy’ego Bysshe Shelley’a, Johna Keatsa i Lorda Byrona.

Summary

For a long time the two poets William Wordsworth (1770-1850) and George Gordon By-
ron (1788-1824) have been considered mutually exclusive in the reception of English Ro-
manticism, Wordsworth being the founder of English Romanticism, and Byron being the most
important representative of the second generation of English Romantics. In the “Supposed
Confessions of a Second-rate Sensitive Mind Not in Unity with Itself” (1830) by Alfred Ten-
nyson both the Wordsworthian and the Byronic types of Romanticism are reconciled in Ten-
nyson’s confessional lyrical style and his Christian-Faustian ambivalence, and the reading of
Tennyson must inevitably be conceptual with reference to biblical language and signs, the
code with which Wordsworth as well as Byron was well acquainted. The figurative meaning
of Wordsworthian “dwelling” and Byronic “travelling” is the literary heritage of wanderings
through concepts and ideas which lead Tennyson towards a sense of personal and linguistic
freedom in a world in which the collective voice of modern society is overwhelmingly pre-
sent and permeated with anxiety. The poem exhibits Tennyson’s affiliation with earlier English
Romantic poetry (Wordsworth), traceable in the use of motifs, but it is also reminiscent of the
confessional lyrical style in the poetry of Percy Bysshe Shelley, John Keats and Lord Byron.
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Perhaps surprisingly, in the three standard surveys of American literary history
that were published in the second half of the 20" century the term “romanticism”
does not appear very often. In the classic Literary History of the United States edited
by Robert E. Spiller et al. (rev. ed. 1953) it was used for the first time in relation to
William Bartram’s Travels (1791), an aftermath of the botanist’s exploration of Flo-
rida, Georgia, and the Carolinas in 1773—1778. The author of that particular section,
Frederick B. Tolles, had an association with Coleridge’s “Kubla Khan,” which let him
ignore an obvious fact that both Bartram’s trips and the book itself preceded Lyrical
Ballads and “Kubla Khan,” the latter written in 1797 and published in 1816. Some
more attention was paid to romanticism, both British and American, by Tremaine
McDowell in the section about the literature of New England in the 1820s, where he
mentioned not only Bryant, but also Richard Henry Dana, Sr., a poet, fiction writer,
and critic largely forgotten today even by scholars specializing in the period. McDo-
well’s two-paragraph account of Dana’s career is almost adequate, except for a claim
that he “refused” to contribute to the North American Review, having been rejected
as its editor-in-chief after Edward Tyrrell Channing quit to concentrate on his pro-
fessorial duties at Harvard®. In the chapter on Poe, supplied by F.O. Matthiessen as

V' Literary History of the United States, ed. R.E. Spiller et al., New York 1953, p. 286.
2 See D. Hunter, Richard Henry Dana, Sr., Boston 1987, pp. 40-41.
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a sort of apology for not including him in American Renaissance, “romanticism” does
not appear at all, to pop up again in the following section by David Bowers, titled
“Democratic Vistas”. Bowers first makes a reference to a number of European roman-
tics inspiring the dissident Unitarians, and then offers the reader a general formula
a bit out of the blue, “the romanticism of Emerson, Thoreau, Melville, Hawthorne,
and Whitman™?, clearly echoing Matthiessen’s 1941 subtitle. To borrow a phrase
from Thoreau, “American romanticism’ as a well-defined and described movement is
“nowhere to be seen” in Spiller’s impressive collective enterprise.

The Columbia Literary History of the United States, another one-volume history
of American literature with Emory Elliott as General Editor (1988), has even less to
tell the audience about romanticism. For the first time, the word appears in reference
to Charles Brockden Brown as the “head of the American romantic tradition™, then,
in passing, in reference to Hawthorne®, and finally, in connection to Hawthorne again
as well as to transcendentalism: “The transcendentalism of Ralph Waldo Emerson and
his followers was, among other things, an American variant of European Romanticism
(...)’8. To be sure, Poe is not called a Romantic even once, according to Matthiessen’s
earlier decree. On the other hand, Leon Chai, author of The Romantic Foundations of
the American Renaissance (1987), a comprehensive study of English, German, and
French inspirations of Hawthorne, Emerson, Fuller, Amos Bronson Alcott, Poe, and
Melville, has no doubt that the Southern poet from Boston was a romantic drawing
not only from Coleridge, as in “Letter to B ,” but also from Shelley, Cousin, and
Kant (Chai 273-279, 367-375)". For Chai, the “American Renaissance” period — plus
Poe — is for sure a valid frame of reference with no need to extend it in any direction,
but American-European romantic affinities seem just as relevant to him. In institutio-
nal terms, the Columbia Literary History of the United States has more authority and
cultural power, however, The Romantic Foundations of the American Renaissance,
published a year later, is a coherent and well-argued proposal not to be underestimated
or disregarded either.

Of the eight volumes of the new Cambridge History of American Literature,
whose General Editor was Sacvan Bercovitch, two — volumes 2 and 4 — cover the
period of, respectively, 1820-1865 and 1800-1910. Volume 2 (1995) is entitled Pro-
se Writing, volume 4 (2004) Nineteenth-Century Poetry, which means that both can
be expected to consider American romanticism, if it ever existed. As it turns out,
though, this is not so sure: in volume 2 the noun “romanticism” refers mainly as
a background term to its British and German varieties influencing in some ways certain
American writers who are not called romantics explicitly, with the exception of — sur-
prise, surprise! — Richard Henry Dana, Jr. and the historian William Prescott, while as
a specific designation of an “intellectual movement” it appears once, referring to the

3 Literary History of the United States, op. cit., p. 355.

4 Columbia Literary History of the United States, ed. E. Elliott, New York 1988, p. 178.

5 Ibidem, p. 225.

¢ Ibidem, pp. 426-427.

See L. Chai, The Romantic Foundations of the American Renaissance, Ithaca and London 1987,
pp- 273-279, pp. 376-375.
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male and female US “literary traditions of the 1850s™%. In volume 4 the situation is
somewhat different since romanticism was chosen as a proper context for Dana, Sr.,
Poe, Whitman, and Dickinson, yet once more as a movement it is addressed only in its
British version®. A conclusion that can be drawn from all the three “literary histories”
is unmistakably just one: for some reason, contemporary American literary historians
who are responsible for the canon do not really seem to need romanticism as a label
at all, approaching texts and facts written and produced in the United States more or
less at the time when German, English, and French authors, as well as Polish, Russian
or Hungarian ones, did not mind being called precisely “romantics,” and they are still
called so by the local critical establishment and by the common readers.

When in 1983 Jerome McGann reconsidered in a Marxist way the “romantic
ideology” in Britain and Germany, he began his argument with a quote from Rene
Wellek’s famous essay “The Concept of Romanticism,” originally published in 1949:

If we examine the characteristics of the actual literature which called itself or
was called “romantic” all over the continent, we find throughout Europe the
same conceptions of poetry and of the workings and nature of poetic imagi-
nation, the same conception of nature and its relation to man, and basically
the same poetic style, with the use of imagery, symbolism, and myth which is
clearly distinct from that of eighteenth-century neoclassicism. This conclusion
might be strengthened or modified by attention to other frequently discussed
elements: subjectivism, medievalism, folklore, etc. But the following three
criteria should be particularly convincing, since each is central for one aspect
of the practice of literature: imagination for the view of poetry, nature for the
view of the world, and symbol and myth for poetic style'.

Thirty-four years ago, rewriting the romantic blueprint, McGann still did not de-
cide on the New Historicist approach, analyzing, for instance, Byron’s and Keats’s
poetry not in their socio-historical context, but as products of the ironic consciousness
engaged in a “critique of ideology”!'. When in 2003 Lawrence Buell came up with
a rereading of Emerson for the early 21% century with its liberal anti-essentialist and
anti-nationalist bias, he admitted that the author of Nature was a romantic, claiming,
however, with a reference to Heidegger, that the programmatic text of transcendenta-
lism owed its romantic features to the German fragment aesthetics.'? Fourteen years
earlier, Wai-chee Dimock in her Empire for Liberty explored Melville’s fiction as
a document of the US imperialism. Dimock did not need “romanticism” as a descripti-
ve tool, turning a writer who met Wellek’s criteria almost perfectly into a victim of
false consciousness — a tension between the sovereign authorial subjectivity and the

8 The Cambridge History of American Literature. Volume Two: Prose Writing 1820—1865,

ed. S. Bercovitch, Cambridge 1995, p. 77.

See The Cambridge History of American Literature. Volume Four: Nineteenth-Century Poetry,

1800-1910, ed. S. Bercovitch, Cambridge 2004.

10 R. Wellek, Concepts of Criticism, New Haven 1963, pp. 160-161.

" See J.J. McGann, The Romantic Ideology. A Critical Investigation, Chicago and London 1983,
pp. 130-136.

12 See Buell, op.cit., pp. 109-114.
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politics of the book market combined with that of American territorial expansion.
In other words, both Buell and Dimock approached “romantic” figures from the canon
in terms that suited their specific coherent projects, distant from any kind of critical
consensus based on the idea of “romanticism.” One showed Emerson as a prophet of
multi-culturalism, the other showed Melville as a crypto-imperialist.

The case of the author of Billy Budd makes one think of the literary historian’s
crucial dilemma: when did something which may be called “American romanticism”
start and when did it come to an end? Was its starting point 1836, the year of the pu-
blication of Nature, and did it expire in 1857, when Melville published The Confiden-
ce-Man, a novel featuring the caricatures of Emerson and Thoreau? Is then The Last
of the Mohicans (1825) a romantic narrative? What about Poe’s Tamerlane (1827)?
And finally, what to do with the first edition of Leaves of Grass (1855), which marked
the beginning of Whitman’s long career? Most likely, the first American to use the ad-
jective “romantic” in writing was the Rev. James Marsh, who in July 1822 published
in the North American Review a long essay on the Present Literature of Italy, based
on Lodovico di Breme’s account of the current Italian literary debates, issued in 1816
in Milan. Marsh, later the editor of Coleridge’s Aids to Reflection for the American
reader, clearly knew what that adjective meant since he made references to Mme de
Staél and Friedrich Schlegel as well as quoted from di Breme:

The author has before said, that “the romantic is a distinct form of literature
can no longer be a matter of question. The only desideratum is a more com-
plete and better defined system of rules adapted to it.” ... It seems to be on
the ground that romantic literature is essentially distinguished from classical,
and that the principles of the former only are suited to the materiel on which
modern genius is employed, that he wishes a ragion poetica capable of deve-
loping our impressions'3.

As Marsh’s review essay provoked no response even from the sophisticated Bo-
ston public, it can be remembered only as a curiosity contributed to the most elitist
American periodical of the times by an outsider — a young Congregationalist clergy-
man who could read Italian, French, and German though he never visited Europe, and
graduated from the provincial Andover Theological Seminary founded in 1807 as a re-
sult of the Unitarian takeover of Harvard. Having provided, contrary to his intentions,
an inspiration for Emerson and other transcendentalists, Marsh remained an outsider
till the end of his days, dying prematurely as President of the University of Vermont
in 1843. Still, that outsider did what others did not dare to do before him, including
Bryant, author of brilliant Wordsworthian poems published in the North American
Review in 1817 and “Essay on American Poetry” published a year later, and Dana, Sr.,
who enthusiastically praised Wordsworth in his scandalous review of Hazlitt’s Essays
on the English Poets of 1819 that cost him the editor’s position. In fact, the ground
was there: already in the first issue of the North American Review of September 1815
Walter Channing proved in his “Essay on American Language and Literature” to have

13 J. Marsh, Present Literature of Italy, “North American Review” 1822, no. 36, p. 113.
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read Mme de Staél, too, and realized, probably thanks to Herder, that truly American
poetry, rooted in the local folklore just as Wordsworth’s poems were rooted in the
English one, was created by Indians, unfortunately a priori excluded from the literary
circles as “savages” speaking incomprehensible tongues'¥. Romanticism was in the
air, but the word itself remained taboo. Dana’s expulsion from the North American
Review was a significant warning against extravagance, amplified as late as in 1829 by
Alexander Everett, who in a learned piece titled “History of Intellectual Philosophy”
fulminated against the “wild and vague poetical imagery”" of German thinkers and
poets of the romantic era.

The North American Review did not offer a convenient tribune to those American
poets and critics of the 1820s who favored the romantic idea of literature and romantic
diction. However, in 1825 Bryant received a golden opportunity to share his literary
beliefs with at least a fraction of the public interested in such matters. In April that
year, the New York Athenaeum, a club and a library, invited him to deliver a series
of talks focused on poetry and its prospects in the United States. Already in his first
lecture, “On the Nature of Poetry,” the author of “Thanatopsis” stressed the key role
of both the poet’s and the reader’s imagination in the production and reception of the
poetic speech:

The imagination is the most active and the least susceptible of fatigue of all
the faculties of the human mind; its more intense exercise is tremendous and
sometimes unsettles the reason; its repose is only a gentle sort of activity; nor
am [ certain that it is ever quite unemployed, for even in our sleep it is still
awake and busy, and amuses itself with fabricating our dreams. ... Poetry is
that art which selects and arranges the symbols of thought in such as manner
as to excite it the most powerfully and delightfully. The imagination of the
reader is guided ... by the poet, and it is his business to guide is skillfully and
agreeably; but the imagination in the mean time is by no means passive. It
pursues the path which the poet only points out, and shapes its visions from
the scenes and allusions which is gives's.

Besides, Bryant told his audience that the poetic speech is that of “passion”: “The
language of passion is naturally figurative, but its figures are only employed to he-
ighten the intensity of the expression; they are never introduced for their own sake™"”.
In the subsequent lectures, he addressed the question of “national literature as a matter
of pride”'® (Godwin 25) and the superiority of original poetry to the poetry of imita-
tion. Since he could not predict the listeners’ reaction to such a literary program (and
he moved to New York to start a career in journalism), all the four talks included also

14 See The American Literary Revolution 1783—1837, ed. R.E. Spiller, Garden City, NY 1967,
pp- 113-120.

5 A.H. Everett, 1846. Critical and Miscellaneous Essays. Second Series, Boston 1846, p. 436.

The Prose Writings of William Cullen Bryant. Volume First. Essays, Tales, and Orations,

ed. P. Godwin, New York 1964, pp. 6-7.

7" Ibidem, p. 10.

8 Ibidem, p. 25.
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evidence of his classical erudition, but their general message was unambiguous: even
though the term “romanticism” did not appear in Bryant’s agenda, it was essentially
romantic. The problem is that the lectures were published for the first time in 1868,
when they could be appreciated only as an interesting testimony of the bygone days.

In what could, and perhaps still can be the — yet unwritten — history of American
romanticism, absent from the acknowledged literary histories, there are more unti-
mely texts, published too late to influence the course of the US culture. One of them
is Washington Allston’s “Lectures on Art,” delivered to a friendly audience of two,
Longfellow and Cornelius Conway Felton, in 1833-34 but released in print in 1850;
another Dana, Sr.’s two-volume Poems and Prose Writings including his conservati-
ve romantic essays and gothic fiction from the early 1820, also issued in 1850. One
thing is their little or no influence on the potential contemporary recipients, the other
actual presence in American intellectual and literary heritage as it is known to us to-
day. Apparently, the editors of the twentieth-century historical projects from Spiller to
Bercovitch accepted Emerson’s dictum from his journal of 1838:

Oh my country! In thee is the reasonable hope of mankind not fulfilled.
It should be that when all feudal straps & bandages were taken off an unfol-
ding of the Titans had followed & they had laughed & leaped young giants
along the continents & ran up the mountains of the West with the errand of
Genius & love. But the utmost thou hast yet produced, is a puny love of be-
auty in Allston, in Greenough; in Bryant; in Everett; in Channing; in Irving;
an imitative love of grace. A vase of fair outline but empty..."

As to Dana, Sr., when Emerson was delivering his “American Scholar” oration
to the elite of Harvard, Boston, and the State of Massachusetts, he was sitting in one
of the front rows, having written a few years before an essay “The Past and the Pre-
sent” (1833) which was an avant la lettre polemic with the assault upon history made
in Essays. First Series. Emerson, however, chose to ignore his opponent completely
although both of them felt obliged to contribute to the nation’s culture. In conclusion,
one may argue that the three main features of international romanticism according to
Wellek — “imagination for the view of poetry, nature for the view of the world, and
symbol ... for poetic style”” — were all present in American literature already at the end
of the second and in the third decade of the 19™ century. It was not a strong presence
indeed, to be later suppressed by the transcendentalist dominant, yet after all, when
the Transcendental Club enjoyed its heyday, it was also a rather marginal element of
the intellectual life of Unitarian Boston and the whole country. The picture in which
it looms large came into being many years later, gradually fixed by Octavius Brooks
Frothingham and eventually by Matthiessen. Last but not least, what Emerson and
his predecessors shared was the nationalist impulse, so characteristic of many eman-
cipatory romanticisms in Europe: German, Polish, Ukrainian, Russian, and Hunga-
rian. Bryant, Irving, and even Allston were cultural nationalists just as much as most

19 The Journals and Miscellaneous Notebooks of Ralph Waldo Emerson. Vol. VII, ed. W.H. Gil-
man, Cambridge, MA 1969, p. 24.
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transcendentalists. If they differed from Emerson in that respect, it was the difference
in tone, not in desire — as everyone knows, their detractor turned the lack of history,
which they deplored, into an unique advantage. At this point, one comes across a ma-
jor paradox: in today’s American Studies many efforts have been taken to deny “Ame-
rican exceptionalism,” while the denial of romanticism actually makes the United
States exceptional in comparison to other countries where the romantic ideology and
literature also drew inspiration from neighbors, sometimes, as in the cases of Poland
and Ukraine, as culturally overpowering as Britain was in relation to her former co-
lonies in North America. For sure, there are all kinds of arguments against correcting
Spiller, Elliott, and Bercovitch. Possibly number one is the origin of transcendenta-
lism in the local New England theological debate. However, under the circumstances
the choice seems to be clear: either “America” officially did not have its romanticism,
which means that it is exceptional, or American romanticism did exist, and the US is
not as exceptional as it may seem to be.
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ed. P. Godwin, New York 1964.

Wellek R., Concepts of Criticism, New Haven 1963.

Streszczenie

Chociaz badacze zgodnie przyjmuja, ze w historii literatury amerykanskiej romantyzm
jako prad ideowy i literacki zaistnial i odegrat nader istotng rolg, zarowno historycznoliterac-
kie syntezy od potowy XX wieku do czasow wspotczesnych, jak i sami mysliciele i pisarze
na ogot kojarzeni z amerykanskim romantyzmem konsekwentnie unikali tego terminu. Bywa
on czesto zastepowany terminem ,.transcendentalizm”, obejmujacym bostonskie srodowisko
R.W. Emersona, mimo iz skadingd w opozycji do niego sytuowany jest ,,czarny romantyzm”
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E.A. Poego. Artykut podejmuje problematyke skomplikowanej genezy i trudnych poczatkow
amerykanskiej formacji romantycznej od drugiej dekady XIX wieku, a takze porusza kwesti¢
zamknigcia romantyzmu w USA, ktora wydaje si¢ szczeg6lnie enigmatyczna. Tak czy inaczej,
uzywane przez poetdOw i pisarzy romantycznych z oceanem pojecia oraz dykcja, jak rowniez
ujawniane przez nich inspiracje, bezsprzecznie dowodza powinowactw z romantykami euro-
pejskimi, w tym zwlaszcza W. Wordsworthem i S.T. Coleridge’m.

Summary

The paper focuses on the paradoxical absence of the term “romanticism” from the US
literary-historical discourse in the 20th and 21st centuries. In the major histories of American
literature that have been published since the 1950s “romanticism” is virtually missing, men-
tioned in passing only a few times in each comprehensive overview of the nineteenth-century
US print culture. What makes the situation most unusual is the fact that romanticism definitely
occupied a significant place in the evolution of American letters both in its variant described by
Rene Wellek (transcendentalism, poetry of William Cullen Bryant, Whitman, and Dickinson),
and in its “dark” variety represented by Poe, Hawthorne, Melville, and Richard Henry Dana,
Sr.). The paper includes analyses of the early, abortive attempts to introduce romanticism in
American culture in the second and third decades of the 19th century, as well as some of its
later manifestations.
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Uwagi wstepne

»Zalezy mi na tym — pisat w 1939 roku niespelna trzydziestoletni krytyk literac-
ki Michal Chorvath — zeby takze poza Stowacja zrozumiano, dlaczego to czy tamto
dzieje sie¢ w Stowacji, dlaczego tak a nie inaczej pisze si¢ w Stowacji”?>. Odpowiedzig
na szereg nurtujacych go pytan stat si¢ romantyzm, ktéry interpretowat jako funda-
ment dominujgcego konstruktu tozsamosciowego, a przy okazji jako zroédto metafory

naduzywanej w dyskusji publicznej®. Reakcje Chorvatha migdzy innymi wywolaty

Artykut zostal przygotowany dzigki finansowemu wsparciu z grantu VEGA 2/0025/16: Textové
figuracie slovenskej literatry 19. storocia. Kierownik projektu: mgr. I. Taranenkova, PhD.

M. Chorvath, Romantyczne oblicze Stowacji. W: Kwestia stowacka w XX wieku, R. Chmel,
(red.) Gliwice 2002, s. 223. W przektadzie Z. Jurczak-Trojan.

Stwierdzit woweczas: ,,Wizja romantycznej Stowacji jest tak mocno zakorzeniona w umystach
Czechéw 1 Stowakow, dazacych do wskazania réznic charakteru i okreslenia wzajemnych
stosunkow obydwu kultur, iz z pojeciem tym spotykamy si¢ niemal na kazdym kroku
w publikacjach literackich, rozwazaniach politycznych oraz na famach prasy. (...) Dotychczasowe
braki dotyczace badan nad romantyzmem stowackim tkwiag wedlug mojego przekonania w tym,
iz operuje si¢ pojeciem, ktorego tres¢ w stosunkowo krotkim czasie ulegla zmianom” (ibidem,
s. 222). Stowacki romantyzm juz wtedy nie byl na marginesie zainteresowan czeskich
i stowackich badaczy. Chorvath miat do dyspozycji szereg opracowan (np. autorstwa Jaroslava
Vicka, Pavla Bujnaka, Milana Pisuta i innych). Przy okazji jednak odczuwat brak refleksji nad
romantyzmem jako kulturotwérczym zjawiskiem i formacja §wiatopogladowa.
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owczesne spory na temat czeskiej 1 stowackiej odrgbnosci (w charakterologicznych
analizach stowacki romantyzm przeciwstawiano najczeSciej czeskiemu racjonali-
zmowi 1 traktowano jako Zrédto antagonizméw). Romantyzm stat si¢ wigc stowem-
-kluczem do zrozumienia tego, ,,co dzieje si¢ w Stowacji” w latach trzydziestych XX
wieku, Chorvéath za$ okazal si¢ prekursorem systematyzacji wielo$ci znaczen i §ladow
romantyzmu w przestrzeni stowackiej kultury. W tym sensie rozwingt dyskusj¢ na
temat dtugiego trwania romantyzmu w stowackiej kulturze XIX 1 XX wieku.

Niniejszy tekst skupia si¢ na wybranych aspektach stowackich sporéw o roman-
tyzm na przestrzeni XX wieku, ktérych dotychczasowe opracowania na gruncie sto-
wackiego literaturoznawstwa i kulturoznawstwa ograniczyly si¢ do pojedynczych
studiéw przypadku*. Kultura stowacka dostarcza jednak wystarczajaco duzo potwier-
dzen, by epigonéw, interpretatoréw i krytykow stowackiego romantyzmu w ramach
lokalnego dyskursu tozsamos$ciowego wyrozni¢ jako odrebne Srodowisko, ktore
w spory o kulture narodowa wniosto powtarzajace si¢ schematy argumentacyjne.
Celem niniejszego tekstu jest zarys szerokiej problematyki — korpus tekstow nie
powinien si¢ ogranicza¢ wytacznie do wybranych wewnatrz waskiego $rodowiska
stowackich intelektualistow polemik, ktore prowadzono takze na tamach prasy spe-
cjalistycznej 1 opiniotworcze;j.

Odrebng kwestie stanowi przesledzenie zmieniajacych si¢ definicji romanty-
zmu jako formacji literackiej 1 kulturowej. Na plan pierwszy wysuwa si¢ stowacka
specyfika definiowania romantyzmu, ktérego konceptualizacje, uchodzace za ka-
noniczne, skupiaty si¢ na narodowo-budzicielskim charakterze ruchu. W zwiazku
z powyzszym literaturoznawca Peter Zajac na marginesie uwag o trwato$ci odrodze-
niowych fantazmatow zaznaczyl, ze: ,,romantyzm dla Chorvatha stanowi synonim
kultury odrodzeniowej, a wige XIX-wiecznego projektu kultury, ktory utrzymywat
si¢ w latach trzydziestych XX wieku’”. Przy okazji jednak — co warto w tym miejscu
podkresli¢ — dla liberalnie 1 lewicowo mys$lacych Stowakéw, do ktérych Chorvath
w latach trzydziestych przynalezal, romantyzm stat si¢ rowniez synonimem anachro-
nicznego zamknigcia si¢ w tradycyjnych, narodowych ramach — w klatce nacjonali-
zmu. Stad tez funkcjonowat jako ,,tradycja uzytkowa™, przydatna z jednej strony do
pogtebionych analiz kultury, z drugiej za§ w lewicowym $rodowisku odgrywajaca
role kozta ofiarnego w stowackiej konfrontacji z procesami modernizacyjnymi i roz-
rachunkami z wtasng prowincjonalnos$cia.

Stowacki romantyzm jest wobec tego uwiklany w bogatg sie¢ kulturowych
odniesien, ideowych konfiguracji, a zwlaszcza uproszczen. W tekscie postaram
si¢ przynajmniej czeSciowo wskaza¢ przyczyny tego stanu rzeczy w stowackim

Por. P. Zajac, Slovenské kargo, Bratystawa 2016; R. Chmel, Romantizmus v globalizme. Malé
narody — velké myty, Bratystawa 2009 albo wybrane prace T. Pichlera, M. Hamady i innych.

5 ,Romantizmus je pre Chorvatha v podstate synonymom obrodenectva ako kultirneho projektu
devitnasteho storocia, prezivajuceho aj v tridsiatych rokoch dvadsiateho storo€ia. (P. Zajac, ibi-
dem, s. 91; thum. wlasne). Zajac rozwijal takze koncepcje stowackiej dziewigtnastowiecznosci
i dlugiego wieku dziewigtnastego w realiach stowackiej kultury.

Zob. D. Dabrowska, Wprowadzenie. W: Romantyzm uzytkowy. Diugie trwanie romantyzmu
w kulturze polskiej, Szczecin 2014, s. 7-15.
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srodowisku, bezposrednio zresztg zwigzane z problematyka lokalnych sporéw o spu-
$cizne romantyczng. Skrawki paradygmatu romantycznego — jak mozna by okresli¢
to, z czym Slowacy w XX wieku polemizowali lub si¢ utozsamiali — stanowia 0§
lokalnych procesow identyfikacyjnych, wokot ktorej krazy jeden z ,,wielkich spo-
row matego narodu’’, bedacy rownoczesnie integralna czescia ,,gordyjskiego wezta
problemow™ (korzystajac z okreslenia, ktorym w zwigzku w tzw. kwestig stowacka
postuzyt si¢ historyk Cubomir Liptak). Z konceptualizacja stowackiego romantyzmu
bezposrednio wigze si¢ takze recepcja jego reprezentantow, a zwlaszcza srodowiska
skupionego wokot Cudovita Stiira. W cieniu Stura i pod jego patronatem tocza sie
bowiem najwazniejsze XX-wieczne dyskusje o miejsce Stowacji na mapie Europy,
o zaplecze i potencjat jej kultury®.

Stowackie spory o romantyzm: prolegomena

Stowackie spory o romantyzm mialy wprawdzie tozsame §rodowiskowe determi-
nanty (spory prowadzono w waskim $rodowisku stowackich intelektualistow), ale ich
zakresy tematyczne byly rézne. W pierwszej kolejno$ci o romantyzm spieraty si¢ §ro-
dowiska akademickie, podkreslajac od drugiej potowy lat 70. XX wieku pluralistycz-
ny charakter nurtu i burzac dotychczasowe wyobrazenia na temat monolityczno$ci ro-
mantycznej formacji literackiej. Po drugie, spory z romantyzmem mialy swoje wazne
miejsce w publicystyce, gdzie z romantyzmem polemizowano przede wszystkim jako
z typem formacji kulturowej, ktorg charakteryzuje dtugie trwanie. Dzi$ jednak — jak
zauwazyt niedawno stowacki literaturoznawca Rudolf Chmel w jednym ze swoich
esejow — pojawia sie inny typ (nie)refleks;ji: ,,Jesteémy narodem fragmentow — pisat
o Stowakach — odtamkow, improwizacji, braku ciagtosci historycznej, braku syntez,
braku catoksztattu i braku odniesien. Nie mamy charakterystycznych symboli, wyraz-
nych osobowosci. Nawet Cudovit Stur, posta¢ o fundamentalnym znaczeniu, jest dla
wielu — o ile nie dla zdecydowanej wigkszosci — formalnym symbolem wyniesionym
ze szkoty, martwym, bez tresci (chociaz winien by¢ zywy, inspirujacy i tresciwy
wilasnie)”!.

Stowackie spory o romantyzm pojawiaty si¢ w momentach przelomowych, kie-
dy do glosu dochodzity (czgsto zresztg thumione przez dominujacy pronarodowy mo-
del) alternatywne koncepcje kultury narodowej. Trudnosci ich z rekonstrukcjg wyni-
kaja przede wszystkim z faktu, ze obie linie — roboczo okreslane jako ,,akademicka”
i,,publicystyczna” — nie funkcjonujg jako dwa odrebne $wiaty, ale spotykajg sie, réwno-
cze$nie si¢ mijajac; wchodzg tym samym w dialogiczne, a zarazem polemiczne relacje.

Nawigzanie do tytutu monografii J. Goszczynskiej. Por. J. Goszczynska, Wielkie spory matego
narodu, Warszawa 2015.

L. Liptak, Slovensko v dvadsiatom storo€i, Bratystawa 2011, s. 113.

W kontekscie miedzywojennych sporéw o Cudovita Stira zob. K. Csiba, Ludovit Stiir ako téma
v medzivojnovej publicistike. Interpretacia vybranych publicistickych textov. W: ,Studia Aca-
demica Slovaca” 2015, nr 44, s. 31-44.

10 R. Chmel, Kompleks stowacki, ttum. M. Bystrzak i T. Grabinski, Krakow 2014, s. 245.
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Z powyzszych przyczyn w skrétowym opisie sporow postuze si¢ syntetyzuja-
cymi kategoriami. Monolityczng interpretacje zestawig, po pierwsze, z koncepcja
pluralistyczng. Tradycjonalistyczny model umieszcze, po drugie, w opozycji do linii
postepowej (czyli postuze si¢ kategoriami, ktore sg obecne w stowackich sporach
o romantyzm na przestrzeni XX wieku w sposob ciggly). Wydaje si¢ jednak, ze dysku-
sja, ktorg w latach trzydziestych XX wieku rozwingt wspomniany wcze$niej Michal
Chorvath, nie odbita si¢ szerokim echem — wracata natomiast w postaci fragmentdw,
a przy okazji pozostawita swoj $lad w repertuarze argumentdéw, ktérymi operowa-
ty liberalne i demokratyczne srodowiska po 1989 roku. Publicystycznym dyskusjom
z lat trzydziestych XX wieku poswiece w zwigzku z ich znaczeniem dla sprawy nieco
wiegcej uwagi.

Pierwsza opozycja: monolityczny versus pluralistyczny

Monolitycznemu obrazowi stowackiego romantyzmu najbardziej przystuzyt si¢
czesko-stowacki historyk literatury Jaroslav VI¢ek, autor Dejin literatury slovenskej,
wydanych w latach 1889-1890, uznawanych za najbardziej autorytatywng prace
w dziejach stowackiej historiografii literackiej!''. Szczeg6lnie trwate okazato si¢ okre-
$lenie ,,szkola Stura®, ktore na wiele lat zagoscito w stowackim literaturoznawstwie
jako synonim stowackiego romantyzmu literackiego, a co za tym idzie, ujednolicito
pluralistyczng romantyczng formacje literacka i zamknelo jej aktywno$¢ w ramy jed-
nego $srodowiska. Wyktad Jaroslava VIcka byt na tyle wplywowy, ze termin ,,szkola
Stara” z powodzeniem wykorzystywali autorzy syntez historycznoliterackich do lat
70-tych XX wieku — Andrej Mraz, Milan Pisut czy chociazby Mikulas Bakos (kon-
sekwentnie stosujacy okreslenie ,,szkola” takze w innych kontekstach, np. szkota
Hviezdoslava, szkota Kraski itp.)'.

Powyzsze ujednolicenie i pozbawienie romantyzmu wielogtosu miato dla stowac-
kiej historiografii literackiej przede wszystkim negatywne konsekwencje. Na margi-
nesie literaturoznawczej refleks;ji znalazty si¢ tendencje subwersywne, ktore wdawaty
si¢ W nie zawsze bezposrednie polemiki z normatywna poetyka Stira. Rzadziej pisa-
no takze o autorach, ktorzy wymykali si¢ z ram i1 nie wpisywali si¢ w patriotyczna,
budzicielskg norme, a przy okazji zaburzali dominujacy ideologiczny wyktad roman-
tyzmu®®. Tematy badawcze przez wiele lat narzucata monolityczna optyka (Viktor
Kochol, charakteryzujac w 1960 roku w Dejinach slovenskej literatury szkote Stira/

Zob. J. Pacalova, Zrodenie legendy: medzi Hurbanom a Vickom, ,,Slovenska literatira™ 2014,
nr4,s.265-291.

Zob. P. Zajac, Koncepcie slovenského romantizmu, ,,World Literature Studies” 2016,
nr 8, s. 95-106. Artykut Petra Zajaca stanowi dotychczas najbardziej wyczerpujacy przeglad
literaturoznawczych koncepcji stowackiego romantyzmu, na potrzeby tego artykulu roboczo
okreslanych jako ,,akademicka linia sporow”.

W skrotowy sposdb 6w problem przedstawit w 1973 roku krytyk literacki i literaturoznawca
Alexander Matuska: ,,vladnuca doktrina nechcela byt rusena, a literarna histéria nevyrusovala™/
»~doktryna wtadzy nie chciata, by ktokolwiek jej przeszkadzat, historia literatury na to przystata”
(A. Matuska, O romantizme, ,Litteraria” 1974, nr 16, s. 23).
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szturowcoOw — w jego ujeciu stowacki romantyzm — pisatl m.in. o syntezie subiekty-
wizmu i obiektywizmu jako nadrz¢dnej kategorii stowackiego romantyzmu, o nawia-
zaniach do folkloru i ludowosci, budzicielskim patosie literatury romantycznej, dy-
stansowaniu si¢ od romantyzmu ,,zachodniego typu”, literaturze formalnie i tre§ciowo
narodowej itd.)". Selekcja miata takze konkretne historyczne uwarunkowania — wy-
daje si¢, ze tak jak powojenna stlowacka historiografia poszukiwata trwatego pod-
miotu historii (podkre$lajac plebejski charakter narracji narodowej), tak stowackie
literaturoznawstwo poszukiwalo narodowego fundamentu i oparto si¢ o projekt dla
kultury narodowej inicjalny — a wiec stowacki romantyzm w wersji, ktora w uprosz-
czony sposob okreslam jako ,,szturowska”",

Momentem przetomowym byly lata 70. XX wieku. Iskra, ktora rozniecita dysku-
sje 1 zburzylta tradycyjng ,,proszturowska” koncepcje, byty uwagi Alexandra Matuski
na temat kanonicznej (oficjalnej) i apokryficznej linii stowackiego romantyzmu'c.
Lini¢ apokryficznej literatury romantycznej wykorzystata takze polska stowacysty-
ka (m.in. Halina Janaszek-Ivanickova, Maria Bobrownicka i Jacek Kolbuszewski),
a przede wszystkim — w pluralistyczny model romantyzmu stowackiego rozwinat sto-
wacki historyk literatury Oskar Cepan, do ktorego opracowan stowacka historiografia
literacka nadal tworczo nawigzuje'’. Cepan podkreslit przede wszystkim znaczenie
stowackiego mesjanizmu, ktéremu nadat inicjatorskg role w ksztalttowaniu si¢ sto-
wackiej formacji romantycznej i wyznaczyt mu autonomiczng pozycj¢ w dyskur-
sie stowackiego romantyzmu'®. Potwierdzil wspotistnienie trzech najwazniejszych
ideowych, niezaleznych od siebie, linii: antyfeudalnego liberalizmu wspieranego
przez wegierski (lub tzw. uhorski)" patriotyzm, pragmatyzmu (tu umiescit przypa-
dek Stura) i wreszcie stowackiego mesjanizmu®. Pluralistyczny model stowackiego
romantyzmu, wsparty szczegoétowymi badaniami i erudycja autora, szybko znalazt
swoja kontynuacj¢ (takze w $rodowisku polskiej stowacystyki, przede wszystkim
w polemicznych pracach Joanny Goszczynskiej). Problematyke nadal tworczo rozwi-
jaja Jana Pacalova (Piros¢akova), Lubica Schmarcova, a takze Peter Zajac, pracujacy
z synoptycznym modelem slowackiego romantyzmu, ktoéry odchodzi od nieco star-
szej XX-wiecznej opozycji monolitu i pluralizmu, a przy okazji podkresla zwigzki
miedzy pluralistycznym dyskursem romantycznym w literaturze i XIX-wiecznymi

V. Kochol, Hyvrcholenie obrodeneckej literatiiry (Stirovsky romantizmus). W: Dejiny slovenskej
literatury, Bratystawa 1960, s. 271-474.

Zob. L. Liptak, Uloha a postavenie historiografie v nasej spolocnosti. W: Idem, Storocie dlhsie
ako sto rokov, Bratystawa 2011, s. 40-63.

P. Zajac, Koncepcie..., s. 96.

Zob. Slovensky romantizmus. Synopticko-pulzacny model kulturneho javu, P. Zajac, L. Schmar
cova (red.), Brno 2019. Najnowsza praca nie zajmuje si¢ jednak sporami o romantyzm na
przestrzeni XX wieku, a dlugie trwanie romantyzmu w stowackiej kulturze jedynie sygnalizuje.
L. Somolayova (Schmarcova), Cepanov pluralitny model slovenského literdrneho romantizmu.
W: Osobnost Oskdra Cepana, Trnawa 2006, s. 16-21.

Tzw. uhorski — zwiazany z Krolestwem Wegierskim. Tozsamy wybor translatorski prefruja:
A. Kobylinska, M. Falski, M. Filipowicz, Peryferyjnos¢. Habsbursko-stowianska historia
nieoczywista, Krakow 2016.

200. Cepan: Ideové rozpory slovenského romantizmu, ,,Slavia” 1979, nr 4, s. 352-359.
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koncepcjami wewnatrz ruchu narodowego, w ramach ktoérych dominujaca ,,szturow-
ska” wersja (swoja droga takze wewnetrznie niejednolita)! jest jedng z alternatyw.

Tak — w skrotowej wersji — przedstawia si¢ akademicka linia sporéw o roman-
tyzm na gruncie stowackiego literaturoznawstwa, ktorej dzisiejsze zakonczenie jest
wystarczajaco czytelne: stowacki romantyzm stanowi pluralistyczna, wieloglosowa
formacj¢ kulturowa, ktorej wybrane watki nalezy pilnie bra¢ na literaturoznawczy
warsztat. Akademicka linia spordw nie zawsze koresponduje z linig publicystyczna,
ktéra do szerszej swiadomosci wniosta liczne uproszczenia, nierzadko zatrzymujac
si¢ na monolitycznej interpretacji romantyzmu lub traktujac romantyzm jako synonim
odrodzeniowego paradygmatu kultury. W zgodzie z takim rozumieniem romantyzmu
Anna Kobylinska pisata o ,.,konserwowaniu normy okreslajacej stowacko$c”, ,,pilno-
waniu granic nowego, wewnatrzstowackiego centrum”, ,,0 centralnej pozycji Stira
w dyskursie narodowym™?, a takze o utozsamianiu szturowsko-hurbanowskiego mo-
delu kultury z modelem romantycznym (okreslenie odwotuje sie do nazwisk Stara
1 Jozefa Miloslava Hurbana, ktory byt jednym z jego najblizszych wspdtpracowni-
kow, a przy okazji najwazniejszym z propagatoréw ,,szturowskiego” kultu).

Druga opozycja: koserwatywny versus postepowy

Waznym watkiem w dyskusjach publicystycznych byta ,,szturowska proba mo-
nopolizacji kultury” i podkreslanie $§wiatopogladowych réznic miedzy Stirem a jego
krytykami (wsrod argumentow pojawialy sie dychotomiczne opozycje: tworczo$é
ludowa po stronie Stira versus kultura wysoka po stronie jego oponentdw, izolacja
narodowa versus kosmopolityzm, idea narodowa versus obywatelskos¢ itd.)**. Publi-
cystyka rozwijata teze o monopolizacji, promujgc jednak wazny watek — ze to wtasnie
Star, dzieki swojej charyzmie, stworzyt silne $rodowisko i uzyskat dominujaca role
wsrod dwcezesnych dziataczy ruchu narodowego. A co za tym idzie, stworzyl potezna
armi¢ wiasnych epigondw, ktorzy — z uptywem lat — nawigzywali do jego dziedzictwa
w wybidrczy sposob.

Jak zauwazyt Tibor Pichler, koncepcje narodu autorstwa Stara charakteryzowat
etniczny entuzjazm”™?. | Star byl uczonym, ktory stowacki/stowianski zapal, czy
wrecz zarliwos$¢, przetransformowat w projekty polityczne”?®. Na romantyczng de-
finicj¢ narodu — w ujeciu Pichlera — sktadata si¢ orientacja na ,.etniczno$¢”, zbio-
rowos¢, narodowe ,,my”, a takze brak myslenia panstwowotworczego, podkreslanie
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Powszechnie znany jest chociazby zwrot panslawistyczny Stira po 1849 roku.

Zob. A. Kobylinska, Na peryferiach peryferii. W: Peryferyjnosc..., s. 27. 3
Zob. L. Schmarcova, Hurbanov zivotopis Ludovita Stura ako romanticka biografia. W: Stur,
Sturovci, romantici, obrodenci, red. P. Zajac, Bratislava 2016, s. 257-267.

Zob. T. Pichler, Narodovci a obcania: O slovenskom politickom mysleni v 19. storoci, Bratystawa
1998.

T. Pichler, Stitrov etnicky entuziazmus ako politika tuz6b, ndadeji, idei a moci. W: T. Pichler, Stir..,
s. 15-32.

,Star bol vzdelancom, ktory slovenské/ slovanské nadienie, ba vricnost, prekladal do
politickych projektov” (ibidem, s. 16, thum. wlasne).
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znaczenia jedno$ci narodowej oraz traktowanie kultury (zwlaszcza literatury) jako
nosnika wartosci narodowych?’. W tej postaci rezonowat romantyzm w publicystyce
— nie jako historycznoliteracki, ale jako kulturowy, pronarodowy fenomen, a przy
okazji synonim kultury zamknigtej, epigonskiej, anachronicznej, a takze — co w cza-
sach wzmozonej modernizacji w okresie mi¢dzywojennym miato niebagatelne zna-
czenie — niepostepowe;.

Pod koniec XIX wieku zaczyna si¢ drugie — publicystyczne — Zycie romanty-
zmu, ktéry nierzadko przedstawiano jako statyczne, skostniate zjawisko i rezerwuar
anachronicznych, tradycjonalistycznych dogmatow. Stowackie $rodowiska poste-
powe (liberalne, lewicowe, demokratyczne itd.), czesto bedace w Scistej relacji ze
srodowiskiem czeskim lub wegierskim, w szturowskiej probie monopolizacji kultury
doszukiwaly si¢ przyczyn peryferyjnego charakteru stowackiej kultury narodowe;.
Kontynuacja i echem romantycznego modelu kultury byla w ujeciu niektérych XX-
-wiecznych krytykow romantyzmu koncepcja ,,svojstva” (swojskosci), ktérg promo-
wat w drugiej potowie XIX wieku Svetozar Hurban Vajansky?, skadinad syn jednego
ze ,,szturowcow* Jozefa Miloslava Hurbana (w okresie migdzywojennym powyzsza
tez¢ rozwijal m.in. stowacki krytyk literacki Alexander Matuska). Podobne argumen-
ty (izolacja, tendencja do mitologizowania historii wtasnego narodu, dogmatyzm, tra-
dycjonalizm itp.) pojawialy si¢ w progresywnej krytyce romantyzmu przede wszyst-
kim w latach trzydziestych XX wieku. Co cieckawe, wrdcily takze z impetem w 1989
roku, kiedy to Ladislav Kovac¢ na tamach czasopisma Slovenské pohlady opublikowat
artykut Premyslanie o vede a nasich dejinach (Rozwazania o nauce i naszej historii),
ktory wzbudzit szereg polemicznych reakcji®®. Teza o dtugim trwaniu romantyzmu
w warunkach stowackiej kultury przedostata si¢ jednak na grunt akademicki z pew-
nymi trudnosciami (w 2006 roku na marginesie rozwazan o konstruktach romanty-
zmu w czeskiej 1 stowackiej literaturze Peter Zajac apelowat o jasny podziat migdzy
romantyzmem jako zjawiskiem historycznoliterackim a romantyzmem jako pojeciem
z zakresu historii kultury)*.

Na przetomie XIX i XX wieku, a takze w poczatkach XX wieku silng opozy-
cje wobec konserwatywnego Srodowiska w Martine stworzyt oboz stowackich inte-
lektualistow skupionych wokoét czasopisma Hlas (1898—1904). Doszto wowcezas do
polaryzacji stanowisk i koncepcji, a takze dychotomii w rozumieniu zadan, z jakimi
na poczatku nowego wieku musieli si¢ Stowacy konfrontowaé. Rézne byly takze ide-
owe zrodta martinskiego Srodowiska i hlasistow — tradycyjnemu w Martinie rusofil-
stwu przeciwstawiano Masarykowski ideal pracy u podstaw, mesjanizm i fatalizm

2 T. Pichler, Ndarod, narodnosti, $tdt: politike etnického entuziazmu, ,,Historicky ¢asopis” 2006,
nr4,s. 569-590.

Koncepcje swojskosci, propagowang przez S.H. Vajanskiego, analizowala 1. Taranenkova
(zob. 1. Taranenkova, Fenomén Vajansky, Bratystawa 2010, s. 44-45). Zwrécita uwage na
jej romantyczng geneze¢ i podstawowe wyznaczniki ideowe — zwrot w stron¢ stowackosci
rozumianej jako odrgbna kategoria wobec ,,obcego”, innego.

Zob. L. Kovac, Premyslanie o vede a nasich dejinach, ,,Slovenské pohl'ady 1989, nr 3, s. 12-24.
P. Zajac, Konstrukty romantizmu v Ceskej a slovenskej literature. W: Hledani literarnich déjin
v diskusi, red. J. Wiendl, Praga—Litomysl 20006, s. 99.
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zastgpiono racjonalizmem i empirig. Krytykujac romantykéw wtadnie, a niebezpo-
$rednio takze i $srodowisko w Martinie, pisat w 1910 roku jeden z hlasistéw Bohdan
Pavli:

Nosicielem postepu moze stac si¢ tylko i wytacznie ten, kto dzieki krytyczne-
mu mysleniu, opartemu o rzeczywiste doswiadczenie, stworzy jasng koncep-
cj¢ swoich obowiazkow i jest zdeterminowany, by dziata¢ podtug wiasnych
przekonan. Punktem wyjsciowym dla szkoty Stara nie byto rozumowe pozna-
nie — J. M. Hurban jeszcze w pierwszych rocznikach Slovenskych pohl'adov
bronit si¢ przed racjonalizmem. Ich dogmatem byto §wiete uduchowienie®'.

Niniejszym obwinil stowackich romantykéw za stagnacje stowackiej kultu-
ry, jej niepostgpowosc, jej tkwienie w bezruchu. ,,Romantyzm” stal si¢ wowczas
konkretnym narzedziem w rgkach postgpowej (wowczas demokratycznej i liberal-
nej) opozycji; uzyskal, jak pisat w latach osiemdziesigtych XX wieku Oskar Cepan
w kontekscie szturowcdw, charakter winiety, ozdobnego motywu, dekoracji (swoja
droga o cechach nienaruszalnego monolitu). Juz Pavli podkreslat dtugie trwanie
romantyzmu, chcac réwnocze$nie obroni¢ Stowakéw przed ,,romantyzmem i obto-
mowszczyzng stowackiej inteligencji™>.

W latach trzydziestych XX wieku wzmozone dyskusje toczyly si¢ przede wszyst-
kim wokot definicji narodu i tradycji narodowej. Z jednej strony generowat je ujed-
nolicajacy czechostowakizm (spory o istnienie narodu czeskostowackiego i kwestio-
nowanie istnienia narodu stowackiego), z drugiej za$ etnocentryczne, demokratyczne
(obywatelskie) i klasowe rozumienie pojecia. Stowacki strukturalista 1 jezykoznawca
Ludovit Novak w ten oto sposob definiowat role nauki w intensywnych wowczas
dyskusjach:

[Nauka — przyp. M. B.] powinna zwraca¢ uwage¢ na dotychczasowe — czasem
zbyt waskie, a czasem zbyt szerokie — definicje narodu. Nie powinna jednak
przemilcza¢ faktu, ktére z nich sa w Europie Srodkowej najbardziej powszech-
ne. [...] Spelnienie powyzszych formalnych warunkow jest potrzebne po to, by
takze u nas zagadnienia narodowe byly lepiej opracowane, by zniknat swoisty
strach, sztucznie karmiony jednostronnym operowaniem ze statyczng defini-
cja narodu, opartg o retrospektywne $wiadectwa z przesziosci®.

31 Nositelom pokroku méze sa stat’ iba ten, kto kritickym myslenim, opierajiicim sa o realnu
skusenost’, dospel k jasnému nazoru o svojej povinnosti a je odhodlany konat’ podla svojho
presvedcenia. Vychodiskom Stirovskej Skoly nebolo rozumové poznanie — J.M. Hurban este
i v prvych roénikoch Slovenskych pohl'adov rozhodne sa brani racionalizmu, ich dogmou bolo
svité odusevnenie” (B. Pavll, Pokrokovost a konzervatizmus na Slovensku. W: Hlasy v prudoch
casu, R. Chmel (red.), Bratystawa 1983, s. 121, thum. wlasne).

2 Ibidem, s. 129.

3 Ona musi upozoriovat’ na doterajsie neraz tizke, alebo zas Siroké definicie naroda a nesmie
amlcovat, aké ponatia su najobvyklejSie v strednej Eurdpe. [...] Toto st zhruba formalne
predpoklady, potrebné preto, aby sa aj u nas lepsie videlo do nacionalnych otazok a aby sa najma
odstranil akysi strach, zvdc¢Sa umele ziveny jednostrannym operovanim so statickou definiciou
naroda, opretou o retrospektivne dokazy z minulosti” (L. Novak, K ostatnym prispevkom
o ceskoslovenskej otazke. Na margo troch knih: Dérerovej, Ciekrovej a Krofiovej, ,,Slovenské
pohlady” 1935, nr 6-7, s. 358, thum. wtasne).
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Novék przedtozyt w éwczesnym kontek$cie istotne wnioski — zasugerowal, ze
pojecie narodu w stowackim kontekscie kulturowym ma liczne definicje, ze postrze-
ganie spraw narodowych w Europie Srodkowej posiada pewne specyficzne cechy
(miat zapewne na mysli 6wczesng Srodkowoeuropejska falg nacjonalizmu), rowno-
cze$nie wskazal, ze kwestia narodowa w stowackiej autorefleksji nie jest wystarcza-
jaco opracowana i naukowo zbadana. Przede wszystkim jednak wniost argument, ze
»statyczna definicja narodu”, wsparta poczuciem zagrozenia i przekonaniem o braku
bezpieczenstwa narodowego, stanowi kontynuacje schematéw myslowych zakorze-
nionych w XIX wieku.

Na zwigzki miedzy ideami romantycznymi a atmosferg ideowgq lat trzydziestych
XX wieku w skroétowy sposob zwracali uwagg liczni 6wczesni przedstawiciele sto-
wackich elit. W 1930 roku w ten oto sposob pisat na przyktad Andrej Kostolny:

Estetyka romantyzmu w najwigkszym stopniu wpltyneta w ciggu ostatniego
stulecia na ekspresje literackg naszego kraju. Mowiac wprost — cho¢ boje si¢
wprowadzaé ograniczajace argumenty — nawet jesli powinnismy godnie $wig-
towac jego jubileuszowe stulecie, wigkszos$¢ literackich zjawisk nadal znaj-
duje si¢ w cieniu romantyzmu. Sledzenie $ladéw romantyzmu w dzisiejszym
spdznionym nacjonalizmie lub chaotycznym subiektywizmie, a takze zbada-
nie przyczyn tego stanu rzeczy, jest z pewnoscia interesujace i wazne*.

Krytyke romantyzmu (w okresie miedzywojennym interpretowanego jako
anachroniczny model kultury) wniesli do dyskusji glownie przedstawiciele stowac-
kiej miedzywojennej lewicy. W szeregach lewicowej krytyki, do ktérych przynalezat
wczesniej wspomniany M. Chorvath, panowat konsensus, ze ob6z narodowy w latach
trzydziestych XX wieku manipuluje z dziedzictwem ,,szturowskiego” romantyzmu.
Nacjonalistyczny dyskurs — w ujeciu lewicowych publicystéw 1 krytykéw literackich
— zawlaszczyt romantyczna definicj¢ kultury narodowej, a przy okazji potwierdzit zy-
wotno$¢ romantycznych, ,,szturowskich” dogmatow. W kontekscie uwag na temat dhu-
giego trwania romantyzmu w kulturze stowackiej nie sposob w zwigzku z tym pomi-
naé faktu, ze polemiki z romantyzmem miaty swoje konkretne zaplecze ideologiczne.

Ideologiczne manipulacje z dziedzictwem Stura nie byly jednak w latach trzy-
dziestych XX wieku wylacznie domena obozu narodowego. W 1932 roku w artykule
Kto pojde na barikady?, opublikowanym w lewicowym czasopismie ,,DAV”, pojawit
si¢ wprawdzie komentarz:

W czgsei srodowiska »naszych«, »wskrzeszonych« nacjonalistow od jakiego$
czasu coraz czgsciej zauwazamy wysitek wpisania swojego dzisiejszego nacjo-
nalizmu w historyczne ramy, nawigzania do ,,szturowskiego™ nacjonalizmu®.

3 Umelecky romantizmus u nas je najvyraznej$i prejav literarny v minulom storoci. A skoro sa

bojim takto ho ohranicit’, lebo hoci by sme mali uz i my dostojne svitit’ jeho storo¢né jubileum,
z viacerych literarnych prejavov este i dnes citime jeho dych. Sondovat’ jeho ohlasy v dnesnom
opozdenom nacionalizme alebo v rozharanom subjektivizme a skiimat’ po jeho pri¢inach bolo
by urcite zaujimavé a délezité” (A. Kostolny, Na margo Vickovych »dejin slovenskej literatury«,
LUK 1930, nr 3-4, s. 35, thum. wiasne).

»Z0 strany »naSich« »znovu obrodenych« nacionalistov v poslednej dobe vzdy castejsie
a CastejsSie (vid’. napriklad uvod k zvolenskému manifestu) sa prejavuje snaha zaradit’” dnesny
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Przy okazji jednak krotki przeglad publicystyki z lat trzydziestych XX wieku
na tamach czasopisma ,,DAV”, a takze komunistycznych gazet ,,Cudovy dennik”
i ,,Slovenské zvesti” sugeruje, ze komunisci w postaci Stura widzieli antyfeudalnego
wojownika o prawa ludu i rewolucjonistg, a wiec wpisywali pamie¢ o nim w swoj
wiasny, ideowy profil.

Na chwilg obecng przedstawi¢ rozwazania Michala Chorvatha skrotowo, cho-
ciaz mowa o eseju (przywotywany juz tekst Romantyczne oblicze Stowacji), ktory
dla stowackiej inteligencji miedzywojnia, przede wszystkim dla obozu tzw. po-
stepowcOw sympatyzujacych z 6wczesng lewica, jest bez watpienia zasadniczy.
Dodam, ze lewicowa inteligencja inicjowata polemiki przede wszystkim ze sto-
wackimi autonomistami, najczgsciej cztonkami Stowackiej Partii Ludowej Hlin-
ki, tzw. ludakami, okre$lajac ich nierzadko jako ,neoszturowcow”). Chorvath
—w okresie migdzywojennym przede wszystkim krytyk literacki i publicysta — w oce-
nie stowackiego romantyzmu wykroczyt poza sfere literatury 1 historycznoliterackich
cezur. Dokonat jednej z wazniejszych o6wczesnych kulturowo-socjologicznych
analiz Stowakdéw 1 opisat procesy, ktore ztozyly si¢ na dlugie trwanie romantyzmu
w stowackiej kulturze. Dazyt do syntezy i dbat o obiektywizm — podkreslat historyczng
zmienno$¢ romantyzmu jako postawy ideowej, ale roéwnocze$nie zwracal uwage
na znaczenie wyobrazni w romantycznym widzeniu $wiata. Stowacy, oceniajacy
politycznag, spoteczng i kulturalng rzeczywisto$¢ jako niekompletng, wybrakowang,
uciekali si¢ do tworzenia fikcyjnych, idealnych konstrukcji myslowych po to, by
wypehic brak, z ktérym jako nar6d, poddany chociazby ostrej madziaryzacji w drugiej
potowie XIX wieku, musieli sie zmaga¢. Slady romantycznej postawy wobec $wiata,
charakterystycznej przede wszystkim dla stowackich warstw wyksztatconych, krytyk
$ledzit w stowackim charakterze narodowym, miedzywojennym nacjonalizmie,
w pracach artystycznych i naukowych, a takze w d6wczesnym mysleniu politycznym.
Co ciekawe, okres migdzywojenny, czasy demokratycznego pluralizmu, jednoznacznie
ocenit jako czas dla Stowakow niestaty, chaotyczny, do pewnego stopnia takze
wybrakowany 1 wywolujacy potrzebe konstruowania romantycznej fikcji. Narod
stowacki taczyto wobec tego dos§wiadczenie braku — jego wypelnianie miato nadal
romantyczne, fantazmatyczne fundamenty.

Chorvath nie zapomnial jednak wskazaé, ze nowoczesna stowacka tozsamo$é
narodowa ksztattowata si¢ w obrebie rozlegtych historycznych i kulturowych prze-
mian. Integralng czescig stowackich proceséw modernizacyjnych w drugiej potowie
XIX wieku bylo wynarodowienie, ktore dotkneto najrozniejsze warstwy spoteczne
(zwlaszcza ziemianstwo i mieszczanstwo). Romantyczng potrzebg czynu w czasach
madziaryzacji zastgpitlo ponadto przekonanie o niemoznosci aktywnego wplywu
na rzeczywisto$¢. W tym sensie romantyzm stowacki jako typ $wiatopogladu opie-
ral si¢ na tworzeniu politycznych i tozsamo$ciowych fantazmatow, ktére cho¢ nie
przystawaty do rozbitej rzeczywistoéci 1 nie mogly w niej znalez¢ odzwierciedle-
nia, jednoczyly wyobrazong stowacka wspdlnote. Niespetnione aspiracje politycz-
ne i kulturalne matego narodu, ktérego struktura spoteczna ulegta w czasach

svoj nacionalizmus do historického ramca, »naviazat'« na $tirovsky nacionalizmus* (DAV, Kto
pojde na barikady?, ,DAV” 1932, nr 11, s. 150, thum. wlasne).
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madziaryzacji glebokim zmianom, ozywiaty romantyczne iluzje takze po roku 1918.
Gdy brakowato oparcia w chaotycznej stowacko-czeskiej rzeczywistosci, pozostato
tradycyjne uciekanie si¢ do sfery wyobrazeniowej. Idea narodu czechoslowackiego
(ani etniczna, ani polityczna), o iScie romantycznym rodowodzie, nie wypelnita po
1918 roku poczucia niedostatku, ktére w stowackim doswiadczeniu historycznym i na
przestrzeni XIX 1 XX wieku, a zwtaszcza w stowackiej pamigci kulturowej, pozosta-
wito trwaly §lad. W zwigzku z powyzszym Chorvath opisal romantyczng postawe wo-
bec $wiata jako fundament modelu kultury narodowe;j, ktory warunkowat jej cigglose,
istotng tres¢ 1 wspolczesng mu forme. Przedstawit tym samym ciaglo$¢ romantyzmu,
ktoéra polegata na frenetycznym poszukiwaniu iluzorycznych substytutow w zmienia-
jacej si¢ rzeczywistosci, niedorastajacej do narodowych oczekiwan.

Uwagi koncowe

Nie podejmujac tu dyskusji nad zywotnos$cig stowackiego romantyzmu po 1989
roku, zasygnalizuj¢ jedynie, Ze zastrzezenia, ktdre niegdy$ wobec romantyzmu wnosit
migdzywojenny obdz postepowy, pojawity si¢ w tek$cie Ladislava Kovaca Premysla-
nie o vede a nasich dejinach (Rozwazania o nauce i naszej historii) po ponad pigc¢dzie-
sigcioletniej przerwie (na tamach czasopisma Slovenské pohlady w 1989 roku)*. Po
raz kolejny zabrzmialy tu staro-nowe argumenty na temat romantycznego pozbawie-
nia Stowakoéw swojej whasnej historii (przede wszystkim w formie odrzucenia historii
Krolestwa Wegierskiego, zamiast nadania jej statusu historii wspolnej), naukowego
dyletantyzmu szturowcow 1 ich irracjonalnos$ci, ktéra przechodzi, jak pisat Kovac,
,Z pokolenia na pokolenie”’, a takze sktonnosci do mitotwdrstwa i opierania si¢
o tradycjonalizm i historyzm. Tym razem jednak publicystyczny komentarz Kovaca
nie przeszedt bez echa — spotkat si¢ z falg krytyki ze strony $rodowiska akademic-
kiego, zwtlaszcza literaturoznawczego, ktorego §wiadomo$¢ w zakresie badan nad
romantyzmem w poréwnaniu z okresem mig¢dzywojennym znacznie wzrosta. Dys-
kusja byta takze sporem o definicje, o precyzyjny stownik i odpowiednie narzedzia
interpretacyjne. Potwierdzita jednak wazno$¢ problematyki i podkreslita koniecznosé
namyshu nad romantycznym obliczem Stowacji w konkretnym momencie historycz-
nym, kiedy to iluzja realizmu socjalistycznego definitywnie si¢ rozpadta.

Przeglad rewizji i ideologicznych deformacji wyktadu stowackiego romantyzmu
w XX wieku z pewnoscig wymaga powaznego opracowania i krytycznych analiz bo-
gatego materiatu badawczego. Warto jednak powtorzy¢, ze po 1989 roku ,,publicy-
styczna” 1 ,,akademicka” linia sporéw z trudem znalazly punkty styczne. Cenng war-
toscig dodang bytaby wobec tego aktualna i merytoryczna refleksja nad stowackim
romantyzmem w szerokich kontekstach historycznych, s$wiatopogladowych i spotecz-
nych (takze jako ,tradycji uzytkowej”), a przy okazji romantyzmem jako repertuarem
form, postaw 1 strategii artykulacji stowackiej tozsamosci kulturowe;.

3 L. Kovag, Premyslanie o vede..., s. 12-24.

3T Ibidem, s. 18.
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Streszczenie

Artykut koncentruje si¢ na dyskusjach wokot romantyzmu w kulturze stowackiej. Wska-
zuje na monolityczne i pluralistyczne interpretacje romantyzmu na gruncie stowackiego li-
teraturoznawstwa i rozréznia dwa paradygmaty $wiatopogladowe — tradycjonalistyczny
i progresywny — ktore w kulturze stowackiej prowadzg z romantyzmem dialog. Szczegdlnie
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waznym glosem w dyskusji jest esej Michala Chorvatha Romantyczne oblicze Stowacji z 1939
roku, ktory rozwija tez¢ o dtugim trwaniu romantyzmu w kulturze stowackiej. Autorka $ledzi
krytyczne spory o romantyzm, Zywotne zwlaszcza w okresie miedzywojennym, ktore traktuja
romantyzm nie tylko jako zjawisko estetyczne, ale takze jako formacj¢ kulturowa i $§wiatopo-
gladowa.

Summary

The article focuses on an overview of the discussions around the meanings of romanticism
in Slovak culture. It distinguishes “monolithic” and “pluralistic” romantic interpretations and
confronts these models with world-view paradigms, namely “traditionalism” and “progres-
sivism”. A key introduction to understanding the issue is Michal Chorvath’s essay Romantic
face of Slovakia from 1939, probing a comprehensive recognition of the romantic heritage in
Slovakia’s culture. The author follows critical disputes on romanticism, vital especially in the
interwar period, treated romanticism not only as an aesthetic phenomenon, but also as a cultur-
al and worldview formation. The article shows that traces of interwar discussions may be also
found in polemics after 1989.
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For an accurate account of Romanticism in Albania, or the lack thereof, an inter-
disciplinary approach is necessary, one including not only Albanian literature, histori-
cal accounts, and news articles but the latest modes of digital communication, such as
social media images and posts. This variety and range of research is necessary due to
the specific nature of Albanian literature, an oeuvre that is, at beast, incomplete and,
at worst, amputated or disrupted. Perhaps one of the main reasons is that “the Otto-
man Empire, which ruled Albania from the 15" to the early 20™ century, prohibited
publications in Albanian, an edict that became a serious obstacle to the development
of literature in that language. Books in Albanian were rare until the late 19" centu-
ry”!. Furthermore, the “earliest books, from the mid-16" to the mid-18% century, were
mostly religious and didactic in character™. Thus, for five centuries, including the
period when Western European countries were undergoing the Romantic movement,
in addition to not being exposed to the West, Albania was entirely absent from the
global literary and art scene. It is a wonder that Albanian literature has survived. Inde-
ed, the image of Albania has been shaped historically from outside of the country, by
the most famous national poets, who never lived in Albania, western travelers during

' PR. Prifti, “Albanian Literature,” Encyclopaedia Britannica, Jul 20, 1998, https://www.
britannica.com/art/Albanian-literature.
2 Ibidem.
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Romanticism, such as Lord Byron and Edward Lear, and western institutions of cul-
ture, such as the New York Times, a trend which has been resumed and continued by
the local and international travel and photography blogs. In the 21* century, the locals
continue to perpetuate a perspective that has been created by the west as, throughout
history, Albanians have naturally absorbed an image of the country that has been pro-
duced by outsiders. The manner in which the outsider’s perspective has, perhaps too
liberally, shaped the local’s romanticism of Albania recalls Edward Said’s Orienta-
lism. Said suggests that the free dissemination of information on Eastern countries by
the West denotes a power that has been unjustly seized: “To have such knowledge of
such a thing is to dominate it, to have authority over it. And authority here means for
«us» to deny autonomy to «it» — the Oriental country — since we know it and it exists,
in a sense, as we know it™. Interestingly, this outsider’s perspective, however, may
have spurred the rise of Romanticism in Albania, three centuries after the Romantic
Movement initially expanded in Western Europe.

Initially, in the early 19™ century, the survival of Albanian literature was safeguar-
ded from outside the country’s borders by Arbéresh writers, artists and poets who had
migrated from Albania to Italy centuries earlier. Chief among them was Jeronim de
Rada (1814-1903), generally considered the greatest Albanian Romantic poet and one
who “marked contemporaneity with European developments™ with his long poem
Kéngét e Milosaos (The Songs of Milosao) in 1836. Although 1836 is nearly a century
after the beginning of the European Romantic movement, de Rada is the Albanian
poet that most approaches the Romantic Movement in temporal terms. Indeed, Ro-
manticism in Albania developed belatedly “in the nineteenth century until the begin-
ning of the twentieth century’. Thus, content- and style-wise, de Rada’s poetry is not
entirely similar to the western Romantics. However, de Rada’s poem reveals elements
of a “return to feeling, to folk traditions™, a characteristic of Romantic poetry. Indeed,
de Rada drew inspiration from Albanian folk songs in the writing of his poem, which
sets a love story against a rural backdrop. His poem Milosao touches on such themes
as social class, patriotism, and poverty while incorporating vivid descriptions of the
surrounding rugged beauty. The natural elements are intertwined with the rural folks’
fates, the former often influencing the latter, the two becoming one and the same:
“Duro zemér duro / Sa duroi mali me boré (Endure heart endure/As the mountain en-
dured the snow)”’. The poem, however, does touch on the poverty of the Albanian vil-
lage. While autobiographical in the poet’s evident longing for his distant home, both
temporally and geographically, the poem lacks the individual focus of the Romantics

3 E.W. Said, Orientalism, New York: Vintage Books, 1979, p. 32.

4 V. Dibra, “Albanian and English Literature in Light of Comparative Reports,” Academic

Journal of Interdisciplinary Studies 2, no. 4 (2013) https://nanopdf.com/download/albanian-

and-english-literature-in-light-of-comparative-reports_pdf, p. 80.

Bavjola Shatro, Between(s) and Beyond(s) in Contemporary Albanian iterature (Newcastle

upon Tyne: Cambridge Scholars Publishing, 2016), https://www.researchgate.net/

publication/307601329 Betweens_and eyonds_in Contemporary Albanian_Literature, p. 11.

¢ H.Bloom & L. Trilling, Romantic Poetry and Prose, New York: Oxford University Press, 1973,
p. 4.

7 J.de Rada, Kéngét e Milosaos, Tirané: Argeta, 2002, p. 46.
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as well as the “revival of the instinctual life” !, one the most significant aspects of
Romantic poetry. Thus, it is his evocation of the pastoral which most represents the
Romantic aspect of his poem as the direct self-exploration, usually found in Romantic
poets, is absent. Albanian Romantic poetry did not explore the “self-consciousness”
of the poet, which, is a defining characteristic of Romanticism, a movement which
depended “upon a fuller sublimation of the instinctual life”” and the eventual “yielding
up of the instinctual life to a fully self-conscious creative mind™, Albania’s poetry
centered on patriotism, the poet’s nostalgia for his home, — often incidentally not the
poet’s birthplace, — the often unearthly beauty of the Albanian landscape, and, the
poor conditions of the Albanian villages'. It was the latter that prevented Albanians
from finding “romanticism” in the poems of de Rada.

Albania saw the birth of Romanticism after two decades, in the poems of the
greatest national poet, Naim Frashéri. Similar to de Rada, Naim Frashéri!' was also in-
fluenced by the European Romantic poets'? and is considered to be the quintessential
Albanian Romantic poet due to his style of verse. In temporal terms, Frashéri wrote
approximately a century after the European Romantics. Unlike de Rada, Frashéri was
born in Albania. With the exception of a short return to his native village of Frashéri,
however, he lived the majority of his life in exile. He lived in Greece, Austria, and
Turkey where he was educated in Eastern and Western culture and literature and, as
such, was influenced by both. Indeed, Naim Frashéri may embody the best representa-
tion of the Albanian nostalgic émigré: eternally longing for home while romanticizing
its extreme poverty from a distance. In the poem Bagéti e bujqési (Herds and Pastu-
res) written in 1886, a poem whose passionate tone and highly Romantic language
separates it from previous Albanian poetry, he writes:

Kur dégjon zéthin e s’émés qysh e le gengji kopené, / When he hears his
mother’s voice, how the lamb runs from the herd

Blegérin dy a tri heré edhe ikén e m,,err dhené, / he starts bleating twice or
thrice and runs wildly towards her

Edhe né i prefshin udhén njézet a tridhjeté veté, / and should twenty thirty
herds cross his road to thwart his passing

E ta trémbin, ajy s’kthehet, po shkon né mes si shigjeté./ he won’t turn even
when frightened, like and arrow he’ll keep running

H. Bloom & L. Trilling, Romantic Poetry and Prose, p. 4.

> Ibidem, p. 4.

Romanticism in Albania was more profoundly nationalistic, as it led to and merged with the
subsequent Romantic Nationalism or Renaissance literary movement, involving the two most
prominent poets in Albanian Literature, Naim Frashéri and Ndre Mjeda.

Naim Frashéri (1846—1900) is considered one of the greatest Albanian poets. Though writing in
the late 19" century, Frashéri is considered a Romantic poet in Albania and is the link between
the Albanian Romantics and the post-Romantic movement the Renaissance, seldom described
as Romantic Nationalism.

V. Dibra, Albanian and English Literature, p. 82: “Jeronim de Rada mentions Shakespeare,
Naim Frashéri, mentions Milton, and Ndre Mjeda, mentions the Irish poet, Charles Wolf. The
only English poet that is mentioned by nearly all of our romanticists and the only English poet
that is often mentioned, almost as much as Homer, is Byron.”
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Ashtu dhe zéméra ime mé le kétu tek jam mua, / How like him my heart ru-
shes, leaves me here and soars away

Vjen me vrap e me déshiré aty ndér viset e tua. / and at once dashes forward
towards you and your vast lands."?

Some typical aspects of Romantic poetry, absent in de Rada, are the desire to esca-
pe the city, the idealization of and reliance on nature, and the introduction of the poet’s
own condition. Frashéri becomes the first Albanian poet to introduce an “I,” one of
the most significant elements of Romanticism, when he directly addresses his “mind:”

Mendje! merr fushat e malet, jashté, jashté nga qyteti, / Mind! Run to the fields
and mountains, out, out from the city
Ngabrengat,ngathashethemet,ngarrémuja, ngarrémeti./Fromallsorrows, from
the gossip, from the chaos and hypocrisy

Tek kéndon thélléza me gas edhe zogu me déshir€, / To that place where the
partridge sings with joy and the bird so longingly'

More than patriotic or nostalgic verse, Frashéri’s poem reveal an exiled man who
seeks refuge in nature and yearns to leave the industrialized city. Frashéri, however,
was an exceptionally privileged Albanian poet, as he largely resided in western Eu-
ropean capitals. At the time of his writing, in Albania, industrial cities were inexistent.
Thus, this Romantic perspective, while expressed in the verse of an Albanian poet, is
not entirely Albanian in that it is not born of a poet from within the county. It resem-
bles an outsider’s perspective, one who has only glimpsed Albania. As contemporary
French philosopher Georges Didi-Huberman suggests, it is the glimpse, rather than
careful observation, which allows beauty to appear. “To glimpse is to see only in
passing,” he notes, a way of “seeing a little less well, not as well as when the thing
to be seen has become an object of observation.”'> The opening verses of Frashéri’s
poem — “O malet’ e Shqipéris€ e ju o lisat’ e gjaté€! (Oh, mountains of Albania, and
oh you trees of towering height!) / Fushat e gjéra me lule, q’'u kam ndér mént dit’
e naté! (Vast meadows of flowers that are with me day and night!)”’!® — are romantic
precisely because the poet views the country from a distance. The image of Albania is
idealized, veiled in nostalgia. These verses are, to this day, the most powerful claim
Albanians have to the romanticism of their own land and a kind of patriotism that
is mostly unknown to the general population that lives inside the country’s borders.
It seems that only an exile could write these verses: “Ti Shqipéri, mé jep nderé, mé
jep emrin shqipétar, (You Albania, make me proud, give me the Albanian name) /
Z&mrén ti ma gatove plot me déshiré dhe me zjarr (My heart was fed by you with such

3 N. Frashéri, Bagéti e bujgési, 1886, https://sq.wikibooks.org/wiki/Bagéti e Bujqési. My

translation.

N. Frashéri, Bagéti e bujqési.

15 G. Didi-Huberman, Glimpses, European Graduate School EGS, Saas-Fee, Switzerland, 2015,
video, https://www.youtube.com/watch?v=60GdzcKKdwE.

N. Frashéri, Bagéti e bujqési.
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fire and desire).”” In the case of a country like Albania, patriotism or love of one’s
country is inspired in and by distance, from the privileged perspective of a glimpser,
rather than an observer, the latter largely representing the local population. Indeed,
the desire to be in distant lands, where one becomes a glimpser, is Romantic in nature.
Such romanticism springs from distance, whether in temporal or spatial terms, as Said
confirms: “For there is no doubt that imaginative geography and history help the mind
to intensify its own sense of itself by dramatizing the distance and difference between
what is close to it and what is far away.”!®

The process of romanticism is similar for the Western traveler to the East, in that
temporal and spatial distance are inherent in the former, innately residing within the
traveler. It is through this distant lens that he confronts and forms his image of the
foreign, “Oriental” land. The following passage, written by British Romantic artist,
author, and poet Edward Lear in his journals while on his 1848 stay in the village of
Dukat, reveals both the outsider’s romantic lens and glimpse:

The huge sides of the mountain are wrapped in pine forests, and the bare sno-
wy peaks above stood forth in the utmost magnificence. The groups of trees
are most beautiful and resemble feathery cedars; indeed the whole Pass thro-
ughout is a noble scene of mountain beauty'.

Lear further adds that Tepelena, in actuality a poor village, is a place “whose ru-
ined palace and walls and silver-toned mosque give a strange air of dreamy romance
to this scene, one of the most sublime and simple in Albania”?°. Though not Albanian,
Edward Lear resembles most Albanian Romantic poets, as the latter are “glimpsers”
of Albania, as well. The outsider’s glimpse, highlighting the country’s beauty more
than its poverty, was available to local Albanians only in this manner, as these views
from outside. Unlike the tourist or displaced poet, for the local, the beauty of the fields
is “the cadaver under the eye of the anatomist or the butterfly pinned under glass™*!, as
Didi-Huberman suggests, something to be examined rather than admired, something
that no longer lives. In Albania, farmers were traditionally seen as men living in po-
verty rather than privileged individuals. Rather than bucolic beauty, what Albanians
see in the country’s vast fields is most likely a lack of progress. Spectacular nature and
fresh food markets are found around the corner, the lack of distance diminishing the
individual’s ability to romanticize them. Traditionally, these have been underapprecia-
ted and unnoticed by the local population while outsiders have historically swept in to
salvage, as it were, and, at times, glorify the country’s assets.

The only Albanian poet who treated the country’s poor conditions truthfully in his
poetry was Albania’s first modern poet Migjeni (Millosh Gjergj Nikolla). In contrast
to the patriotic-romantic legacy the exiled poet Frashéri had left behind, Migjeni’s

7" Ibidem.

8 E. Said, Orientalism, 1978, p. 55.

19 R. Elsie, Albania in the Painting of Edward Lear, 1848.
20 Ibidem.

21 G. Didi-Huberman, Glimpses, 2015.
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revolutionary Vargjet e Lira (Free Verse), composed between 1933 and 1935, revealed
Albania’s reality as recounted from deep within the village, from a highly educated
and erudite young man. Migjeni was a privileged Albanian, born in Shkodra, the most
culturally-developed city in Albania. He completed his studies in Montenegro and,
was thus, exposed to much of the world’s literature, unavailable to Albanians at the
time. In his introduction to Migjeni’s Free Verse, Robert Elsie summarizes the profo-
und significance Migjeni’s appearance had on Albanian literature and the subsequent
image of the country:

Albanian literature was late in evolving. Indeed, it was only in the second half
of the nineteenth century that a national literature consolidated in this Balkan
nation struggling for freedom from a decaying Ottoman Empire. The spirit of
romantic nationalism characteristic of nineteenth-century Albanian literature
lingered on in the country even after it achieved independence in 1912. Inde-
ed, the genre survived unscathed up until the 1930s, at a time when the rest of
Europe had forgotten its existence. It was a young teacher from the northern
Albanian town of Shkodra who finally cast the lofty traditions of national cul-
ture aside and altered the course of Albanian literature. With Migjeni, contem-
porary Albanian poetry begins its course?.

Migjeni was the first poet to portray Albania as it could be observed only from
a very close distance, lending the image of the country the realism it had histori-
cally lacked. Migjeni’s poetry chronicled the poor condition in the country not only
to expose the truth but to challenge the tradition of lofty, patriotic tales, sung from
distant shores, and to bring Albanian poetry both to the present moment and to earth.
Elsie explains that while “previous generations of poets had sung the beauties of the
Albanian mountains and the sacred traditions of the nation,” Migjeni “now opened his
eyes to the harsh realities of life, to the appalling level of misery, disease and poverty
he discovered all around him.”? His long Poema e mjerimit (Poem of poverty) depicts
the consequences of Albanians’ destitute existence throughout the centuries:

Kafshaté qé s’ kapérdihet asht, or vlla, mjerimi,/ Poverty, brothers, is a mo-
uthful that’s hard to swallow,

Kafshaté qé té mbeté né fyt edhe té z¢ trishtim / A bite that sticks in your throat
and leaves you in sorrow,

Kur shef ftyra té zbeta edhe sy t¢ jeshilta/ When you watch the pale faces and
rheumy eyes

Q¢ t& shikojné si hije dhe shtrijné duert’ e mpita / Observing you like ghosts
and holding out thin hands;

[..]

Mjerimi ka vulén e vet té shémtueme, / Poverty carries its own vile imprint,
Asht e neveritshme, e keqe, e turpshme, / It is hideous, repulsive, disgusting

22 R. Elsie, “Introduction”. In: Migjeni Free Verse, Peja 2001, p. 7.
2 Ibidem, p. 10.
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Balli g€ e k4, syt qé e shprehin, / The brow that bears it, the eyes that express it,
Buzét qé mé kot mundohen ta mfshehin —/ The lips that try in vain to hide it**

Migjeni touches on the monstrous element of the destitute environment at the
time, a kind of poverty of body and spirit, inherited from one generation to the next,
which renders humans inhuman:

Mjerimi gjithashtu 1én dhe né trashigim/ Poverty leaves a heritage as well,

— Jo ve¢ nepér banka dhe né gja t&€ patundshme, / Not cash in the bank or
property you can sell,

Por eshtnat ¢ shtrembta e né gjoks ndoj dhimbé, / But distorted bones and
pains in the chest,

Mund qé t€ 1én kujtim ditén e dikurshme / Perhaps leaves the memory of
a by-gone day

Kur pullaz’ i shtépis u shemb edhe ra / When the roof of the house fell into
pieces

Nga kalbsin’ e kohés, nga pesha e qiellit, / By the decay of time, and the we-
ight of the sky*.

Migjeni introduces his perspective on the consequent loss of identity in such con-
ditions: “Edhe shuhet Gja, dhe fashitet etja (And in unbridled lust the thirst is quen-
ched), / N’epshin kapérthyes, kur mbytet vetvetja®. (The craving stilled, and self-con-
sciousness lost.)””. Migjeni’s premature death from tuberculosis in 1938, at the age of
twenty-seven, brought an unfortunate halt to both a realistic perspective of the county
and to the rise of a modern poetry in Albania. It was not only Migjeni’s death that
attributed to this loss but also the beginning of Communism in the country, following
the second World War. Migjeni’s literature was “soon to be nipped in the bud. Indeed,
the very year of the publication of ‘Free Verse’ saw the victory of Stalinism in Albania
and the proclamation of the People’s Republic”, explains Elsie’®. Because of the ver-
ses’ un-romantic content, the poet’s modernist style as well as the dominating voice
of the individual present in Migjeni’s poetry, the latter was considered unpatriotic
and objectionable and silenced throughout the Communist period in the country. This
caused yet another long period of regress in Albanian literature.

During the Communist period, as part of the state’s agenda, the village was bro-
ught to the forefront in order to be glorified, despite its poor conditions. The privileged
citizens of Albania’s capital were sent to villages as a way of equally distributing the
nation’s population and its human resources but also to support the construction of
the new Socialist hero: “in particolare viene esaltata la figura eroica dell’uomo alba-
nese che perde le caratteristiche del guerriero per assumere quella del lavoratore.””

24 Migjeni, Migjeni Free Verse, trans. R. Elsie, Peja 2001, p. 36.

2 Ibidem, p. 40.

% A more accurate translation of these verses is “when the self is drowned” or “stifled.”

2 Migjeni, Migjeni Free Verse, pp. 36-39.

2 R. Elsie, Introduction, p. 13.

» L. Toppan, “Gézim Hajdari (1957-), il poeta dell’esilio.” Altriitaliani.net, 2009, https://
altritaliani.net/wp-content/uploads/pdf Conf. Laura su Hajdari per Paris.pdf, p. 1.
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Literature was reserved only for a privileged few and discouraged for most, while
people were encouraged to become workers. For those who had only recently begun
living in a developing city, the transfer to the villages represented a severe kind of pu-
nishment, a much too premature return to the rural life they had happily relinquished.
As such, in many ways, the Communist period was the last act in the removal of
any traces of genuine romanticism that may have organically grown among Albanian
poets. Love for the countryside was instilled by a dictatorship and the population’s
“positive” response was mainly due to fear and the country’s extreme isolation as
well as a result of the significant propaganda of the time, the latter meant to instill
an unwavering sense of patriotism among the population. Albanian poets suffered to
find liberty of expression during the Communist period in the country. Following the
citizens’ dislocation in villages, which included the poets, the first sign of the socialist
regime’s descent into a dictatorship, and the imminent literary catastrophe, occurred
in 1961, with the country’s official rupture with the Soviet Union: “nel *61 la rottura
dei rapporti politici con I’Unione Sovietica da avvio ad un acceso dibattito in campo
letterario tra coloro che desiderano mantenere la tradizione letteraria socialista e co-
loro che auspicano ad un rinnovamento stilistico e tematico. Partigiani di questa se-
conda via sono gli scrittori Ismail Kadare, Dritéro Agolli e Fatos Arapi: viene adottato
il verso libero, legato alla spontaneita del discorso orale’. Indeed, it is the Albanian
poetry written during Communism that most clearly reveals the interrupted rise of
romanticism in the country, something which was neither truly inherited nor passed
on to the next generation of poets. In his poem “Pérse mendohen kéto male” (What
are these mountains thinking about), written in 1964, Ismail Kadare, Albania’s most
prominent contemporary writer and poet, explains the distinctly unromantic condition
and position of an Albanian poet living in Albania at the time as compared to the
romanticism of exiles, survivors, glimpsers, those who positioned themselves well in
the world and were sufficiently privileged to see beauty in ruins:

And there were poets

Poised on hand carved furniture
From your forests

Who, inspired by you,

Wrote of varnished furniture
And of nightingales

They forgot

that in your forests,

From whence the furniture came,
There were many wolves

And few nightingales®'.

30 L. Toppan, Gézim Hajdari, p. 1.
31 1. Kadare, What are these mountains thinking about. In: An Elusive Eagle Soars: Anthology of
Modern Albanian Poetry, trans. R. Elsie, London 1993, pp. 89-90.
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A less fervent reaction, perhaps, than that of Migjeni to the false romanticism of
Albania, Kadare, nevertheless ensures that he confirms the historical propaganda with
his own seal of disapproval. Dritéro Agolli, a poet whose poems were mostly written
during Communism, addresses the forced romanticism of the countryside encouraged
by the regime while also apologizing to future poets for his generation’s lack of ro-
manticism, in his poem of 1971, “Dy fjal€ poetéve g€ vijn€” (A Couple of Words for
Poets to Come):

Ne s’kemi patur aq kohé té shkruanim pér dashuring,/ We had no time to write
of love.

Megjithése kemi gené dashnoré t€ marré./ Though we were impetuous lovers.
Vendi kérkonte kéngé pér liriné,/ The country needed songs of freedom.
Vendi kérkonte kéngé pér bukén q¢ piqej né aré./ The country needed songs of
grain ripening in the fields.

Vendi kérkonte nga ne poetét e shkreté/ The country demanded of us poor
poets

T&€ drejtonim kurset kundér analfabetizmit,/ That we teach courses to fight
illiteracy

T& ngrinim diga né lumen;jté,/ That we build dams on the rivers

T€ ndiznim maleve llambén e socializmit./ That we light the flame of socia-
lism in the mountains

Ne para jush do ngrihemi té ashpér si asketé,/ Compared to you we will look
like simple monks

T& ngarkuar me kalléza gruri dhe hekura t€ réndé./ Laden with grain and heavy
iron chains®.

Here, Agolli emphasizes a romanticism, subjectivity or sensitivity, of which
the poets living in Albania have been historically robbed. This lack of romanticism,
a common phenomenon in Albania throughout the years, was merely unearthed as the
voice of Albanian poets from within the country became increasingly heard and as
they began to write from the perspective of the self: “Could we not at least have writ-
ten a couple of love poems / Could we not have stammered “Oh my beloved!” / Do
not believe we were heartless!”**. Agolli concludes his poem. It was this perspective,
finally coming from within the country, that clarified the ever-present impossibility
of romanticism in Albania. Agolli, along with other poets of the period, inherited the
duality of a profound, romantic patriotism along with a sober view of the country’s
poor conditions. In the 1980s, during the very beginnings of the end of the Communist
era in Albania, the local poet’s description of the country began revealing additional
antiromantic notes:

32 D. Agolli, 4 Couple of Words to Poets to Come. In: An Elusive Eagle Soars: Anthology of
Modern Albanian Poetry, trans. R. Elsie, London 1993, p. 55.
3 Ibidem.
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Né fshatin tim prej vitesh s’kisha qéné / I hadn’t seen my village in years

Dhe malli mé kish djegur e zhuritur / Its absence had consumed me

Atje mé dukej héna tjetér héné / The moon there seemed another moon

Si¢ thosh dikur Naimi mendjendritur. / As the enlightened Naim once said**.

Here, Agolli references Naim Frashéri, in itself the quintessential romantic and
patriotic act. Following Naim’s footsteps, Agolli also implies that though, or perhaps
because, his current position makes the return impossible, the poet is defenseless
against home’s singular pull. In addition to confirming the inextricable attachment
to birthplace, Agolli also reveals the distant glimpse as the necessary ingredient of
romanticism. While he resides in the country’s capital, his glance is directed toward
a romanticized village.

With the fall of Communism in 1991, Albania came out of a long period of com-
plete isolation and opened its borders to local and international travelers. Along with
the return of the outsider’s glimpse, appeared the first traces of a possible return to
Romanticism which, beginning with the 2000s, came mainly from international so-
urces. Specifically, Albania’s gradual ascent from an isolated, unknown country to an
exotic touristic destination is chronicled by the New York Times, the same institution
that is partly responsible for creating it. Albania’s silence, while the Western media
outlets were shaping its identity, recalls Said’s “relation between Western writing (and
its consequences) and Oriental silence” as “the result of and the sign of the West’s
great cultural strength, its will to power over the Orient™*. The New York Times, with
its dedicated image-shaping campaign created a demand for Albania, an internatio-
nal sentiment of romanticism, which came to affect the locals, as well. Perhaps not
entirely accountable, The New York Times is partly responsible for planting the seed
of the beginnings of contemporary Romanticism in Albania, almost three centuries
following European Romanticism. The American newspaper has trailed the develop-
ment of Albania throughout the past twenty-five years and, as such, has been crucial
in the establishment of the perspective, through which Albania is currently viewed by
foreign tourists, Albanian émigrés and, most importantly, Albanian locals themselves.
Said sees Orientalism “as a kind of Western projection onto and will to govern over
the Orient;”*° thus, by making Albanians begin to see Albania through the lens of the
New York Times, they offer the country and its population the opportunity of being
legitimized by the West. A survey of the New York Times reveals articles, from the
period 2004-2006, which attempt to introduce, de-mythicize, and elucidate Albania
for its new audience. Like the Orient, Albania’s “foreignness can be translated, its me-
anings decoded, its hostility tamed.”’ The titles of the articles range from “Albania’s
Unexpected Rewards” (2004) and “Albania’s Capital Gets a New Coat” (2005) to “In
Albania, a Capital Full of Contradictions” (2006). Their focus is either on the peculiar

34

Sh. Cugka, Dritéro Agolli — simbol epoke, “Europa” 2014, October 10, http://europa.com.al/
index.php/2014/10/10/dritero-agolli-simbol-epoke/. My translation.

3 E. Said, Orientalism, p. 94.

36 Ibidem, p. 95.

37 Ibidem, p. 103.
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yet fascinating aspects of Albania’s capital city or the country’s ancient civilization.
These articles, responsible for introducing “wild” Albania to the West, deliberately
circumvent the topic of landscape and infrastructure. When mentioning landscape
and infrastructure, the articles cite the country’s dangerous roads — “asphalt perched
above ravines or the sea without any barrier whatsoever”® — but add that these same
“heart-stopping roads open up spectacular mountain scenery and historic sites in the
interior”®. In other words, the articles attempt to take away the notion of “wilder-
ness” associated with Albania by instead confirming its civilization and beauty. Most
articles describe Tirana as a Westerner would imagine Havana, raw and poor yet still
cosmopolitan and wild: “A cocktail at Flex could feel like the height of cosmopolitan
cool — until you had to contend with adorable but depressing street kids who would
kiss your arm in hopes of a 50-lek coin”*. Here, Albania is once again viewed as
Said’s Orient: “The Orient is watched, since its almost (but never quite) offensive be-
havior issues out of a reservoir of infinite peculiarity; the European, whose sensibility
tours the Orient, is a watcher, never involved, always detached,”! always glimpsing
rather than truly observing. “The Orient,” Said continues, “becomes a living tableau
of queerness.”* Tt is precisely this queerness that is carefully preserved while being
translated.

Most significantly, what these articles reveal is the lack of romanticism from the
local Albanian population: “Western beers are preferred over Tirana Pils (even tho-
ugh the latter is delicious and cheaper). Italian food is more available than native
Albanian dishes™. Clearly, while the New York Times works towards the demystifi-
cation of the “barbarian” country, Albanians themselves remain unaware of its gifts.
Yet, Said confirms that it is not important that the “Oriental” country understands
itself. As long as the Western source succeeds in establishing the clear distinctions
between “us” and “them,” the process of Orientalism flows naturally. “Imaginative
geography of the «our land-barbarian land» variety does not require that the barba-
rians acknowledge the distinction. It is enough for «us» to set up these boundaries in
our own minds; «they» become «they» accordingly, and both their territory and their
mentality are designated as different from «ours,»* writes Said on this phenomenon.
Said also remarks on the widespread mentality that without the Orientalist’s help and
support, the Orient simply cannot be accepted into Western society. Sacy, writes Said,
“always made it plain why the «Orient» on its own could not survive a European’s
taste, intelligence, or patience. Sacy defended the utility and interest of such things as
Arabic poetry, but what he was really saying was that Arabic poetry had to be proper-
ly transformed by the Orientalist before it could begin to be appreciated.” It is this

3 W. Schroeder, Albania’s Unexpected Rewards, May 2, 2004.

3 Ibidem.

4 Matt Gross, In Albania, a Capital Full of Contradictions, July 9, 2006 .
4 E. Said, Orientalism..., p. 103.

42 Ibidem.

# W. Schroeder, Albania’s Unexpected Rewards, May 2, 2004.

4 E. Said, Orientalism..., p. 54.

% Ibidem, p. 127.
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same transformation that the New York Times afforded Albania with their continuous
image-building campaign.

Articles from the period of 2011-2014, further testify to the continuation of this
campaign, which, during these years, exhibits a clear Romantic spin. “On the Alba-
nian Riviera, a Frugal Paradise” (2011) is an article that can only be described as
Romantic in its content: “Just past the tiny village of Ilias, on the two-lane highway
that weaves through the Ceraunian Mountains, a sign pointing down a narrow road
indicated a monastery about two kilometers on”*¢ begins the long tale of discovering
this beautiful land. The article continues with rich descriptions of the “inaccessible”
and “exclusive” land, its “idyllic pebbly beach” and the “deep blue Ionian sea™.
Similarly, in 2011, the internationally-influential travel website Lonely Planet follo-
wed its decision to make Albania its top destination*® with a similarly romanticized
description of the country®. In 2013, the New York Times continued by introducing
the trendy hiking aspect of Albania in “Hiking Beyond Borders in the Balkans.” While
outdoor and hiking travel agencies had emerged in Albania starting from the 2000’s%,
they were solely known to an exclusive group of the local population. Following this
article, foreign and local outdoor tourism in Albania flourished. The journalist writes
of an atmosphere that has him convinced he “has traveled back in time”'. This artic-
le also reveals the absorption of the West’s view of Albania by Albanians and, with
it, traces of the beginning of the return to Romanticism in the country. Echoing the
words of Naim Frashéri and the New York Times articles, Kela Qendro, an Albanian
woman working for a small tourism company tells the journalist, “If you want luxury,
sorry, go to Paris or New York. You come here to see the real stuff. The shepherd. The
old woman picking pomegranates. You go up to villagers and they will invite you
inside their home for the joy of meeting you”>. Though this may reflect reality, it is
the westernized interpretation that is most striking here. Prior to the West’s campaign
of promoting Albania, no Albanian would have phrased such descriptions thusly and
the tinges of pride, found in this statement, would be entirely absent. Qendro’s words
reveal only the romantic side of poverty, exposing a borrowed perspective as well as
a borrowed language. The Orient, according to Said, is not “as it is, but the Orient as
it has been Orientalized”*. The West’s romantic Albania began to have more concrete

% S. Kugel, On the Albanian Riviera, a Frugal Paradise, July 10, 2011.

47 Ibidem.

% Lonely Planet’s Top Countries for 2011, Lonely Planet, 2011.

4 “Pjicture a place where rulers have names like King Zog, Enver Hoxha and Bamir Topi. Set the
scene with coastal cliffs, snow-capped mountains and jungle-wrapped ruins. Cast some female
‘sworn virgins’ to fill the roles of men who have been lost in ancient blood feuds. Let the spoken
dialects be known as Tosk and Gheg. Make it that daily life is governed by a code of conduct
with 1262 instructions including 38 on hospitality towards guests. It may seem like you’ve just
conjured a medieval fantasy novel rather than an up-and-coming travel destination, but this is
Albania in all its epic, eclectic glory.”

Outdoor Albania and Auron Expeditions are a few of the oldest companies, opening as early as
1992 but only gaining popularity in a large scale in the last decade.

51 T. Neville, Hiking Beyond Borders in the Balkans, March 29, 2013.

2 Ibidem.

3 E. Said, Orientalism..., p. 104.
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consequences, as well. “A lot of locals are moving back to the area, which is very en-
couraging,” confirmed a British research fellow on the rural areas of the country. The
year 2013 saw a surge of international travel blogs describing travels in Albania in
strictly Romantic terms with one particular article aptly entitled “Albania in Byron’s
footsteps,” confirming Albania as one of the selected countries of modern Romanti-
cism. Echoing Frashéri’s perspective on the natural beauty of the land, the journalist
writes:

In the north you can wander for days between villages under towering limesto-
ne peaks. Some of the longest beaches of the Adriatic twinkle along its ragged
coast. Sylvan trails climb to cool lakes under the gaze of vultures and wolves,
and almost no one hikes on them for the simple reason that most people have
no idea they exist. So while man’s constructs have done their best to ruin Al-
bania, the country’s untamed nature still inspires plenty of awe. If that sounds
a bit Romantic, then perhaps we were on the right trail after all.

Finally, in 2014, the New York Times placed the Southern Albanian Coast 4" in
a list of places to visit in 2014, The article was shared by thousands of Albanians as
well as the national media. Following this event, hundreds of international blogs** emer-
ged, followed by a noticeable growth of images of the Albanian landscape posted not
only by foreigners but by Albanians, as well. And while some of the recent blogs claim
that “Albanians would refuse to believe their country could be a tourist destination™,
this may be mainly due to what Albanians still assume the West thinks of the country
rather than the locals’ lack of appreciation for their country. Once the West legitimized
Albania’s beauty and provided a status worthy of romanticism, the locals’ photographs
of rural landscapes flooded social media, revealing traces of a borrowed “glimpse.” On
photographic images, Didi-Huberman suggests that they may be “the vehicle of some-
thing like a non-knowledge. But non-knowledge is not to knowledge what total dark-
ness would be to full light. Non-knowledge is imagined, thought and written. It thus
becomes something other than the nothing of simple ignorance or obscurity.” Similar-
ly, the images of Albania transmitted by Albanians reveal a stage between something
and nothing, between knowledge and ignorance. In this particular case, the images
may reveal the stage between an original perspective and a borrowed one, the line
between which remains elusive. This process, however, is the simplest consequence of
Orientalism: “the paradox of an Arab regarding himself as an «Arab» of the sort put
out by Hollywood is but the simplest result”’ of Orientalism. In Albania’s case, this ap-
propriation of the Western viewpoint may have spurred a return of Romanticism, along
with the patriotism, nostalgia, and subjectivity that are associated with the movement.

52 Places to Go in 2014, “The New York Times”, 2014.

% Several travel blogs referencing Albania: http://www.adventurouskate.com/whats-it-like-to-
travel-in-albania/; https://eternalarrival.com/travel-blog/europe/albania/75-reasons-travel-albania-
asap/; https://rediscoveralbania.wordpress.com/; http://yomadic.com/tourism-albania/; https://
albanianblogger.com/2017/05/07/visit-albania-but-how/; http://floatingmyboat.com/albania/.

% K. McCulley, What’s It Like to Travel in Albania?, 2015.

57 E. Said, Orientalism..., p. 325.
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In conclusion, Albania has been under Ottoman rule for five centuries, occupied
for almost the first half of the 20" century, and isolated under the strictest Communism
in Europe for the subsequent half. As such, Albanians are a population of a conflicted
identity, particularly susceptible to influential international cultures. As mentioned
above, two of the most prominent figures of Albanian Romanticism and Renaissance
are only technically Albanian and greatly influenced from other cultures. Nowadays,
a similar process is occurring wherein the culture of outside glimpsers is instilling Ro-
manticism in the local Albanian population, who would not be otherwise inclined to
romanticize their countryside. Indeed, until only decades ago, the majority of the local
population saw the city as the escape from the primitive countryside and wilderness.
Currently, however, the decades-long coverage and image-shaping by international
media coupled with the rapid industrial development that the country is experiencing,
has contributed to a noteworthy transformation in the mentality of the country. A re-
turn of patriotism, of appreciation and gratitude for one’s country, along with the very
personal experiencing of the bucolic havens it offers are some of these symptoms of
the belated Romanticism in Albania. Perhaps, as they have done historically, the Al-
banian population is absorbing and reinforcing the image offered them from the West.
Social media chronicles of Albanians exploring their own land are the most ubiquitous
form of what may be termed as “borrowed” Romanticism. By adopting this outsi-
der’s perspective, Albanians have become glimpsers and can, thus, capture the beauty
of their own land, echoing the Romanticism of Naim Frashéri. Yet, it can also be
argued that there never was a Romantic movement in Albania and that this current
appreciation of the country, its landscape and nature, represents the very first stages
of the rise of Romanticism, centuries following that of Europe. Indeed, the country
began experiencing industrialism and urban sprawl only in the last decades, creating
the necessary pre-curser to Romanticism, an environment that may naturally lead one
to leave the city, be in nature, and focus on the condition of the self. It remains to be
seen whether this Romanticism will be reflected in local art and literature. These early
stages should, perhaps, come to a natural maturation and reflect the population’s in-
creasingly authentic perspective.
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Streszczenie

Wersety albanskiego poety narodowego Naima Frashéri Stada i pastwiska zostaty napi-
sane w 1886 r. Bohaterami sg emigranci tgsknigcy za swojg ziemia: O, gory Albanii, wy wy-
sokie drzewa / Lgki szerokie petne kwiatow / Jestes ze mng dzien i noc. Ten opis odcisnal si¢
w pamig¢ci kazdego Albanczyka XXI wieku, chociaz zostat napisany pod koniec XIX wieku.
Frashéri jest uwazany za poet¢ romantycznego w Albanii, ale jego poezja odzwierciedla
elementy europejskiego romantyzmu. Jednak to, czy romantyzm kiedykolwiek dotart do
Albanii, pozostaje watpliwe. Od czasu dziewigtnastowiecznego wiersza Frashériego poezja
albanska odzwierciedla perspektywe spojrzenia ludnos$ci, ktéra utracita zdolno$¢ widzenia
lub doceniania otaczajacej ja idyllicznej wsi. Wyglada na to, ze romantyzm rodzi si¢
z dystansu czasowego i geograficznego. Frashéri, emigrant przez wigkszo$¢ swojego zycia,
byt doskonale przygotowany do zobaczenia pigkna Albanii. Wspolczesny francuski filozof,
Georges Didi-Huberman, nazywa to nostalgiczne, odlegte spojrzenie spojrzeniem, ktore za-
miast uwaznej obserwacji pozwala na pojawienie si¢ pigkna. Rzut oka to widzenie tylko prze-
lotne, a spojrzenie nostalgiczne to sposob zobaczenia nie tak dobrze, jak wtedy, gdy to, co ma
byé obserwowane, staje si¢ przedmiotem obserwacji. Albanska poezja z okresu komunizmu,
cho¢ powsciggliwie tworzona przez poetéw z powodu cenzury przez rzad, ukazywata kraj,
ktory stanowit przedmiot rozbioru, a nie pragnienia. Jednak w dzisiejszych czasach, gdy
Albania jest ksztaltowana, projektowana i podawana miejscowym przez dyskurs mi¢dzyna-
rodowych medidw, takich jak ,,The New York Times”, miejscowi znow przyjmuja perspek-
tywe outsiderow, ktora umozliwia dostrzezenie i tym samym uchwycenie pigkna ich wtasnej
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ziemi, co pozwala powrdci¢ zapomnianemu romantyzmowi lub nawet umozliwia powstanie
romantyzmu, ktorego nigdy nie byto.
Summary

The verses of the Albanian national poet Naim Frashéri’s poem Herds and Pastures, written
in 1886, are ones of an émigré longing for his land: O, mountains of Albania, you trees of to-
wering height / Meadows broad full of flowers / You're with me day and night. Yet, they are
imprinted in the memory of every Albanian of the 21* century. Though writing in the late 19"
century, Frashéri is considered a Romantic poet in Albania, his poetry echoing elements of the
European Romanticism. However, whether Romanticism Ever reached Albania remains qu-
estionable. However, since Frashéri’s 19" century poem, Albanian poetry reflects a population
that have lost its ability to see or value the idyllic countryside surrounding it. Romanticism, it
seems, can be born of temporal and geographical distance. Frashéri, an émigré for most of his
life, was perfectly positioned to see the beauty of Albania. Contemporary French philosopher
Georges Didi-Huberman refers to this nostalgic, distant gaze as “the glimpse,” which, rather
than careful observation, allows beauty to appear. “To glimpse is to see only in passing, he
suggests, a way of seeing a little less well, not as well as when the thing to be seen has become
an object of observation.” Albanian poetry from the Communist period, though both carefully
written by the poets and censored by the government, reveals a country that was beginning to
be the object of dissection, rather than an object of longing. In contemporary times, however,
with an Albania that is shaped, packaged and served to locals by international media like “The
New York Times”, locals are once again adopting the necessary outsider’s perspective, finally
beginning to glimpse and, thus, capture the beauty of their own land, allowing a forgotten ro-
manticism to make its slow return to the country or the rise of the Romanticism that never was.
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Lord Byron’s visit to Albania in 1809, represented in the second canto of “Childe
Harold’s Pilgrimage,” constitutes a rare mention of the country and one of its most
memorable evocations in verse. While not every Albanian may be familiar with the
canto’s actual lines, Byron’s visit to the land is a well-known fact and point of pride.
For the people of a still relatively obscure country, the mere attention of a world-re-
nowned British poet suffices, a viewpoint which existed in Byron’s time and continues
to linger. The poet’s importance for the nation cannot be overstated. Ultimately, his
lines have served as the foundations on which every major international work con-
cerning Albania would be built. In “Albania: Family, Society and Culture in the 20™
Century”, Andreas Hemming, quoting Stephen Minta, writes that “Byron’s fantasy
of Albania as one of the world’s wild places, [became] the mainstay of most English
travel writing about the country ever since”!. In the Financial Times article entitled
“Albania: in Byron’s footsteps”, Auron Tare, the present director of the National Co-
astal Agency in Albania, owner of a traveling agency, and a public figure tells the
writer, Tim Neville, “over Turkish coffee”, that “Albanians love Byron. He didn’t jud-
ge Albanians and they didn’t judge him. He accepted them and their world and they

1

Eds. A. Hemming, G. Kera, E. Pandelejmoni. Albania: Family, Society and Culture in the 20"
Century, Miinster, LIT Verlag, 2012, p. 115.
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loved him for it”2. While it is true, as Tare claims, that Albanians value the poet and his
verses on the country, the statement of a lack of judgement from the poet’s part may be
questionable. The effects of his verses on the West’s perspective of Albania and, con-
sequently and more importantly, on Albanians’ perception of their own country, will
be the focus of this research. While Byron’s verses may have immortalized Albania
and its beautiful landscape, they have also firmly placed the country in the category
of exotic and less-civilized locations, a part of the body of Orientalism as defined by
Edward W. Said in his seminal work, Orientalism. Throughout the centuries, Byron’s
depiction of Albania has been accepted as true and continues to affect the nation’s
self-definition in many aspects, the self-exoticizing being especially visible in artistic
representations, both local and international.

Disappointed with the place generally assumed to be the cradle of Western civi-
lization, Greece which, in early 19" century, according to Byron, merely displayed
an echo of its former glory, the poet or, rather, his fictional alter ego, Harold, sets out
to see more remote places. His disappointment eventually leads him to Albania, an
unknown and exotic land to the British reader of Byron’s time. While not the Orient
in the strictest geographical sense, Albania is located in the Balkans, a region which
has long been regarded as marginal, borderline separating “Europe’s well-ordered
civilization from the chaos of the Orient™, as Misha Glenny phrases it in the introduc-
tion to “The Balkans, 1804—2012: Nationalism, War, and the Great Powers”. Aware
of the appeal of exoticism, specifically of the Orient’s pull on the British audience,
as this quote from a 1813 letter to Thomas Moore demonstrates, “Stick to the East
— the oracle [Madame de] Stael told me it was the only poetical policy™, Byron is also
cognizant of the pragmatic benefits of recounting his strange adventures. Yet, it is not
simply strategic planning which motivates him. Above all, Byron wants to experience
new lands which he will, in turn, introduce to a curious and novelty-hungry British
audience. The poet yearns for the very opposite of the newly industrialized England.
He seeks wilder, more natural places and, according to stanza 37 of “Childe Harold’s
Pilgrimage”, he appears to have not only found one of them in Albania but he swiftly
becomes the first to literally and figuratively mark it: “Though I have marked her
when none other hath, /And sought her more and more, and loved her best in wrath™.
Further on, he continues: “Childe Harold passed o’er many a mount sublime, / Thro-
ugh lands scarce noticed in historic tales: / Yet in famed Attica such lovely dales / Are
rarely seen; nor can fair Tempe boast / A charm they know not; loved Parnassus fails, /
Though classic ground, and consecrated most, / match some spots that lurk within this
lowering coast,”® clearly pleased to experience and introduce a novelty, a place that is

2 Neville T., Albania: in Byron's footsteps, “Financial Times” 2013, 26 April, https://www.ft.com/
content/7551924¢-a8d0-11e2-bcfb-00144feabdc0. [30.11.2017].

3 Glenny M., The Balkans, 1804-2012: Nationalism, War, and the Great Powers, London: Granta,
2012, p. 3.

4 Ed. Murray Ch.J., Encyclopedia of the Romantic Era, 1760—1850, vol. 2, New York: Fitzroy
Dearborn, 2004, p. 834.

5 Byron G.G., Childe Harold s Pilgrimage, The Guttenberg Project: eBook, February 2004, http://
www.gutenberg.org/files/5131/5131-h/5131-h.htm [30.08.2017, stanza 37].

¢ Ibidem, stanza 44.
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absent from books, one both unseen and of incomparable beauty. The poet is a pioneer
in both reaching Albania and describing it and, beauty-wise, he presents it in the most
advantageous light. In “Romantic Marginality: Nation and Empire on the Borders
of the Page”, Alex Watson affirms that “Byron’s verse sought to acquaint a wider
audience with Albania,” and that, even beyond his verse, “his annotation attempted
to deepen this engagement™. Yet, the poet’s motivations so positively summarized by
Watson, assume a darker tone in light of Said’s reading. Indeed, the attitude expressed
in the aforementioned verses, one of a fearless and curious explorer, introducing the
world to beautiful places unknown to it, corresponds to Said’s “modern Orientalist
[who] was in his view, a hero rescuing the Orient from the obscurity, alienation, and
strangeness which he himself had properly distinguished®. Watson obviously disa-
grees with the position of superiority assumed by the Western poet implied in Said’s
lines. He claims that in “Childe Harold,” Byron is speaking from “within the culture
he represents™, not form outside or above it.

While Byron does travel to the Orient in order to experience it firsthand and avoid
the limited perspective of a passive reader, “convinced that the advantages of looking
at mankind instead of reading about them, and of the bitter effects of staying home
with all the narrow prejudices of an Islander”!?, as he writes to his mother, he is most
definitely not within the culture he describes. Firstly, similar to many other authors
and artists succeeding him, Byron’s interests partake of a greater “Romantic prefe-
rence for the Balkan mountains and fierce, proud mountaineers (Albanians, Herzego-
vians, Montenegrins, Suliots)” which “meant that the Balkan city dwellers who were
not seen to be a ‘genuine article’ were much more rarely described.”!! Thus, from the
outset, the focus of the search is clear, narrow and already colored by the projected
result of the exploration. Romantic travelers, including Byron, purposefully selected
remote areas, preferably untouched by urban influences. They sought the “wildness”
gradually effaced by the growing metropolises of the West. Indeed, Byron’s first call
to Albania, in stark contrast to “Fair Greece”'?, to which he refers as the cradle of
Western civilization, the birthplace of the polis, is “Land of Albania...thou rugged
nurse of savage men! / The cross descends, thy minarets arise”'®. These lines not only
introduce Albania as a “rugged” and “savage” rather than a fair, i.e. beautiful and just,
country, they also firmly place the country in the Muslim and, hence, oriental cate-
gory, as defined by Said. Epithets like wild, turbulent, bold, stern, barbarians, among
others, follow “rugged” and “savage”: “Morn dawns; and with it stern Albania’s hills
/ Here roams the wolf, the eagle whets his beak, / Birds, beasts of prey, and wilder

7 Watson Alex, Romantic Marginality: Nation and Empire on the Borders of the Page, London:
Routledge, 2012, p. 124.

8 Said E, Orientalism, New York: Vintage Books, 1979, p. 121.

Watson, Romantic Marginality, p 124.

10 Ed. Lansdown R., Byron's Letters and Journals: A New Selection, New York: Oxford University
Press, 2015, p. 74.

" Ed. Youngs T., Travel Writing in the Nineteenth Century: Filling the Blank Spaces, London:
Anthem Press, 2006, p. 27.

12 Byron, Childe Harold, stanza 73.

13 Ibidem, stanza 38.
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men appear,”'* or “The scene was savage, but the scene was new”"; and “a nation,
turbulent and bold™'®, to cite only a few instances. The occurrences of these or similar
terms are too many to recount but their nature, one emphasizing the Islamic faith and
the bold, savage nature of the men corresponds to Said’s description of the West’s
general perception and creation of the Orient in Orientalism: “The Orient was almost
a European invention, and had been since antiquity ‘a place of romance, exotic beings,
haunting memories and landscapes, remarkable experiences”'’. Furthermore, he
unambiguously adds that the true purpose of thus defining the Orient is the implied
definition of West — here, primarily Britain and Germany as the cradles of Romanti-
cism and, to some extent, France — as its very opposite, a civilized and rational place:
“The Oriental is irrational, depraved (fallen), childlike, ‘different’; thus the European
is rational, virtuous, mature, ‘normal’”'®. Indeed, Byron’s emphasis on Albanians as
“bold” and “savage” and Albania as “rugged”, correspond to Said’s definition of the
Orient as perceived by the Western viewer. This perspective is unavoidable, suggests
Said, as an author, a scholar, a traveler cannot escape the boundaries of his/her culture.
All that the individual perceives is colored by the society of his/her provenance: “for
a European or American studying the Orient there can be no disclaiming the main
circumstances of his actuality: that he comes up against the Orient as a European or
American first, as an individual second”!’. Thus, a view from within the culture, as
Watson suggests, remains impossible as “never has there been such a thing as a pure,
or unconditional, Orient”?°, concludes Said.

Despite its lush appearance, Byron’s Orient, i.e. Albania in this specific case, con-
ceals a darker, threatening layer which corresponds to the Westerner’s view of the
Orient as “depraved.” The presence of this darker side can be detected in Byron’s im-
pressions of Ali Pashé Tepelena, the Ottoman Albanian ruler whose court was located
in Ioannina. Ali Pasha, otherwise called the Lion of Ioannina, ruled over Albania and
the western parts of Thessaly and Greek Macedonia in Northern Greece. The meeting
with Ali Pasha greatly impressed Byron as its detailed inclusion in the second canto of
“Childe Harold” demonstrates. In a letter to his mother, Byron describes the positive
and negative aspects of the Albanian ruler, rendering a conflicted verbal portrait of
Ali Pasha, one interweaving elements of a great hero of antiquity with clichés of the
despotic Muslim ruler. The pasha shows great hospitality to the British author who has
“not been permitted to pay for a single article of household consumption... Indeed he
treated me like a child, sending me almonds and sugared sherbet, fruit and sweetme-
ats twenty times a day”?!. In accordance with Byron’s philhellenism, the hospitality

14 Ibidem, stanza 42.

15 Ibidem, stanza 43.

16 Ibidem, stanza 47.

17 Said, Orientalism, p. 1.

18 Ibidem, p. 40.

Y Ibidem, p. 11

2 Ibidem, p. 23.

2t Byron G.G., Lord Byron: Letters on Albania 1809—1810, http://www.albanianhistory.net/1809
Byron/index.html [01.10.2017].
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recalls xenia, the ancient Greek law of hospitality upheld and evoked in The Iliad
and The Odyssey. Yet, in the same breath, the poet describes the overly-ornamental
excess of the palaces, typical of the Muslim despot, which are “splendid but too much
ornamented with silk and gold”*. He presents the same excess in “Childe Harold,”
overtly connecting lavishness and Islam: “And gazed around on Moslem luxury, / Till
quickly wearied with that spacious seat / Of Wealth and Wantonness, the choice re-
treat/ Of sated Grandeur from the city’s noise: / And were it humbler, it in sooth were
sweet”?. Indeed, not only does the poet associate excessive luxury with Islam in these
verses, he openly condemns the greed, lust, and indulgence that such luxury repre-
sents. The extravagance of Ali Pasha’s quarters, Byron suggests, hides terrible deeds.
In both the letter and poem, Byron notes the discrepancy between the pasha’s polite
demeanor and the cruelty concealed underneath. “His manner is very kind and at the
same time he possesses that dignity which I find universal amongst the Turks. He has
the appearance of anything but his real character, for he is a remorseless tyrant, guilty
of the most horrible cruelties, very brave and so good a general, that they call him the
Mahometan Buonaparte”, he writes to his mother. In stanza 47 of “Childe Harold’s
Pilgrimage”, Harold meets Ali Pasha, “Albania’s chief, whose dread command / Is
lawless law; for with a bloody hand / He sways a nation, turbulent and bold”*. While
in the letter, Byron notes the gap between the ruler’s polite or, rather, “civilized” be-
havior and his savage nature, in the poem he refers to the pasha’s iron rule over the
“turbulent” and “bold” nation, again reinforcing the Orientalist views of the Orient as
savage and unstable and the Oriental leader as a cruel, bloodthirsty despot.

An Orientalist representation would be incomplete without the sexual aspect,
never absent from evocations of the Orient. Referring to the Orient constructed by
Orientalists, Said mentions its despotic element and sexual nature in conjunction:

Now one of the important developments in nineteenth-century Orientalism
was the distillation of essential ideas about the Orient-its sensuality, its tenden-
cy to despotism, its aberrant mentality, its habits of inaccuracy, its backward-
ness-into a separate and unchallenged coherence; thus for a writer to use the
word Oriental was a reference for the reader sufficient to identify a specific
body of information about the Orient?.

Indeed, Childe Harold’s description of his visit to the vizier in stanza 56, includes
all the Orientalist elements spelled out by Said:

He passed the sacred harem’s silent tower, / And underneath the wide o’erar-
ching gate / Surveyed the dwelling of this chief of power / Where all around
proclaimed his high estate. / Amidst no common pomp the despot sate, / Whi-
le busy preparation shook the court; / Slaves, eunuchs, soldiers, guests, and

2 Ibidem.

2 Ibidem, stanza 64.

24 Byron, Letters on Albania.

% Byron, Childe Harold, stanza 47.
% Said, Orientalism, p. 205.
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santons wait; / Within, a palace, and without a fort, /Here men of every clime
appear to make resort?’.

The court includes soldiers, guests and, of course, eunuchs, the presence of whom
denotes the ever-present harem. Supposedly, Ali Pasha had both a male and female
harem. Rumors of his bisexuality circulated, a phenomenon not unusual in the Ot-
toman Empire and Greece at the time and one which attracted many British artists,
the famously-bisexual Byron included. Sexuality is always present and emphasized
in the Orientalist discourse as Said demonstrates in numerous cases, including tho-
se of great and influential authors like Byron and Flaubert. Referring to the latter,
Said writes: “Woven through all of Flaubert’s Oriental experiences, exciting or di-
sappointing, is an almost uniform association between the Orient and sex. In making
this association Flaubert’s instance was neither the first nor the most exaggerated of
a remarkably persistent motif in Western attitudes to the Orient™®. In Byron, this link
between the Orient and sex emerges as well, although it remains implicit. In addition
to the mention of the harem, this sexual aspect surfaces most clearly in his description
of Ali Pasha. In his portrait of the brave leader/cruel despot, the poet notes the discre-
pancy between the ruler’s venerable and wise appearance and the ferocious passions
underneath: “It is not that yon hoary lengthening beard / 11l suits the passions which
belong to youth: / Love conquers age — so Hafiz hath averred, / So sings the Teian, and
he sings in sooth””. While not overtly, Byron clearly seems to ridicule the older man
who apparently continues to indulge in youthful, i.e. lustful, passions. The poet’s tone
seems judgmental even though one of the main reasons that attracted Western artists
like Byron and Edward Lear, for instance, was precisely the region’s lax sexual laws
during the Romantic period. In British Romantic Writers and the East: Anxieties of
Empire, Nigel Leask, discussing Byron’s bisexuality, claims that in the poet “there is
a clear association between his homosexuality and the (less homophobic Orient)™™...
Certainly, despite the passage of time, this kind of draw continues to exert its influence
today. Western tourists continue to visit Albania for similar reasons. With incomes that
far surpass those of the locals, these foreign individuals can afford most items provided
by the country, including younger girls from poorer and mostly rural backgrounds. This
consequence is one of the repercussions of Orientalism. Thusly, the idea of a freer and
more sexual Orient which was, if not created, then emphasized by the body of Orien-
talism, including Byron, is still in effect today. The West which perpetuated this idea
through travel writing and art, among other means, still profits from it presently.

The attitude of judging, creating, and exploiting — already visible in Byron’s por-
trait of Ali Pasha — and its long-lasting consequences, derive from the establishment
and reinforcement of a superior (Western) position and an inferior (Oriental) one. Said
has written a great deal about this dangerous dynamic:

27 Byron, Childe Harold, stanza 56.

2 Said, Orientalism..., p. 188.

2 Byron, Childe Harold, stanza 63.

30 Leask N., British Romantic Writers and the East: Anxieties of Empire, Cambridge: Cambridge
University Press, p. 58.
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Orientalism is never far from what Denys Hay has called the idea of Europe,
a collective notion identifying “us” Europeans as against all “those” non-Eu-
ropeans, and indeed it can be argued that the major component in European
culture is precisely what made that culture hegemonic both in and outside
Europe: the idea of European identity as a superior one in comparison with all
the non-European peoples and cultures. There is in addition the hegemony of
European ideas about the Orient, themselves reiterating European superiori-
ty over Oriental backwardness usually overriding the possibility that a more
independent, or more skeptical, thinker might have had different views on the
matter’!.

The power and longevity of Orientalism’s body of work precludes the option of
a different perspective on the matter. This attitude of superiority, condescension and
judging is obvious as early as Byron’s time. An evaluating tone permeates a great
number of lines on Albania and Albanians in “Childe Harold”, as the following case
demonstrates: “Fierce are Albania’s children / yet they lack / Not virtues, were those
virtues more mature”?. Their virtues exist but they lack the maturity reached by more
civilized nations, the poet seems to suggest. Similarly, in a letter, referring to his
attendant Albanian soldier, Byron writes: “and like all the Albanians, he is brave, ri-
gidly honest, and faithful, but they are cruel though not treacherous, and have several
vices, but no meanness™. The attitude of the poet in both letter and poem is one of
assessment, similar to a teacher’s report card containing the assignment of a grade and
a summary of the student’s behavior. One source for this attitude can be identified in
the active role of the West and the passive one of the Orient concerning the production
of a body of work: “a still more implicit and powerful difference posited by the Orien-
talist as against the Oriental is that the former writes about, whereas the latter is writ-
ten about™*. The West is the party that, like Byron, marks new lands, while the Orient
allows itself to be marked by the West and its representatives. These contrasting roles
allow for the dominance of the West’s perspective and the Orient’s absorption of the-
se views in defining itself and, consequently, the West: “In addition, the Orient has
helped to define Europe (or the West) as its contrasting image, idea, personality, expe-
rience”*. This continual cycle of self-definition through contrast fails to produce new
values and definitions. Instead, it strengthens and engenders the superficial opposition
between the West and the Orient.

A number of issues spring from the perpetuation of the ideas, concepts and defi-
nitions of Orientalism. Regarding Albania specifically, it quickly becomes clear that
these views have been absorbed through the centuries and reflected back to the West.
This desire to please is obvious in many Albanian artists’ propensity to select to-
pics and approaches that cater to the expectations and implied demands of a Western

31 Said, Orientalism..., p. 7.

32 Byron, Childe Harold, stanza 65.

3 Tanner M., Albania’s Mountain Queen: Edith Durham and the Balkans, London: 1.B. Tauris,
2014, p. 22.

3 Said, Orientalism..., p. 308.

3 Ibidem, pp. 1-2.
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audience in regard to a less-developed Eastern European nation or, even more speci-
fically, an Eastern European nation from the Balkans. This relationship resembles one
between colonizer and colonized but, in this case, the colonization is implicit. Another
elucidating parallel could be the parent-child relationship in which, consciously or
subconsciously, the child automatically mimics the parent or selects the behavior that
will win the parent’s attention or earn his/her approval. Tare’s words “Albanians love
Byron... he didn’t judge them™, express the prevalent Albanian attitude towards the
West, one unaware or conveniently dismissive of the implications and beliefs inherent
in the great poet’s words. Tare’s perspective betrays the Albanians’ willing acceptance
of an inferior position, recalling Said’s concerns about the Arab world’s internaliza-
tion of the West’s ideas: “Indeed, there is some reason for alarm in the fact that its in-
fluence has spread to the Orient itself’. And, more poignantly, Said unambiguously
states that “there has not been “an unlearning of the inherent dominant mode™?*.

In Albania, this lack of unlearning is most apparent in art. The following lines in
“Childe Harold:” “Blood follows blood, and through their mortal span, / In bloodier
acts conclude those who with blood began”, reflect one of the most popular subjects
for a number of successful and internationally renowned Albanian art works. The
savage, bloodthirsty, warrior-like men and the like are of the protagonists of nearly
all the Albanian films that receive any international acclaim. One instance, among co-
untless others, is the 2012 film “The Forgiveness of Blood,” one of the rare Albanian
films to receive prizes in international film festivals, such as Berlin and Telluride. The
film is a cooperation between an American director, Joshua Marston, and Albanian
screenwriters. Interestingly, alongside “The Forgiveness of Blood,” Marston has also
directed “Maria Full of Grace”, a 2004 film about drug trafficking, specifically drug
mules in Columbia. Having focused on the biggest cliché regarding Columbia, he
achieves something similar with “The Forgiveness of Blood”, in which he tackles the
phenomenon — rare nowadays — of blood feuds in the rural, mountainous regions of
Albania. Blood feuds were based on the Kanun, the ancient code of behavior observed
in the country in the distant past and echoes of which remain in remote corners of the
country. Yet, nowadays, the practice of retributive justice is uncommon, no longer re-
presenting a central issue in Albanian reality. Why, then, focus on it? For the Albanian
artists, the answer is simple: financial support and a certain amount of renown, both of
which depend on the interest of a Western audience. Without the latter’s support, the
development and success of a project are improbable. Only through a collaboration
with an American director can an Albanian screenwriter win the Silver Bear in Berlin,
as Andamion Murataj did for the screenplay of the aforementioned film*.

3 Neville, Albania: in Byron's footsteps.

37 Said, Orientalism..., p. 322.

8 Ibidem, p. 28.

¥ Byron, Childe Harold, stanza 63.

4 Macaulay S., Five Questions with “The Forgiveness of Blood Director Joshua Marston”,
“Filmmaker Magazine” 2011, September 8, http:/filmmakermagazine.com/28454-five-ques

tions-for-the-forgiveness-of-blood-director-joshua-marston/#. WmZauqinHIU [01.10.2017].
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A similar case is “Sworn Virgin” (2015), another recently successful film based
on Elvira Dones’ novel Hana and directed by Laura Bispurri, an Italian director*'.
The film has enjoyed wide international acclaim as it deals with issues of gender,
a current concern in the West, especially in the U.S. In the film in question, the sub-
ject is removed from Western reality and finds its place in the mountains extending
between Albania and Kosovo. Again, the phenomenon of burrnesha is a rural pheno-
menon. Burrneshat were sworn virgins who, in lieu of a paterfamilias, assumed his
place when no male was available. On rarer occasions, the role was taken on in order
to avoid marriage. The phenomenon is marginal and no longer practiced en masse,
yet the movie received critical acclaim and was covered by major internationally-read
newspapers like the Los Angeles Times. The reason for this success lies, undoubtedly,
in the films’ subject matter and collaboration with more economically powerful na-
tions like the United States and Italy. It becomes clear that the financial factor, both in
terms of investment and earnings, plays a fundamental role in determining the content
and eventual success of both these films and many others not included here. As Said
writes in Orientalism, a great problem in the perpetuity of Orientalism is “the fact of
consumerism in the Orient. The Arab and Islamic world as a whole is hooked into the
Western market system”*?. The same phenomenon occurs in Albania where the West
essentially purchases “artists” and works of art or, rather, products which it predicts
will be successful and attractive to an audience. The Albanian artist, in turn, provides
the material that the West indirectly demands, thus perpetuating the cycle of Orienta-
lism ad infinitum.

This cycle produces questionable consequences, not only for the “Oriental” coun-
tries but for the West as well, based, as it is, on half-truths or untruths. In addition to
a damaging self-definition by countries like Albania, still undeveloped and marginal,
it also leads to greater and more destructive threats. Following the logic of self-defi-
nition as absorbed by the West’s definitions, the ones defined as “bold” and “savage”
might actually act that way, a response and phenomenon that may prove relevant in
today’s world of terrorist attacks. In addition, the perception and continuous definition
of the West as more civilized is also difficult to believe in light of the Holocaust and,
more recently, the recurrence and frequency of mass shootings in the United States.
The construction of the opposition between the East as less civilized and the West as
the pinnacle of civilization has started to show its cracks. It seems as though these
oppositions and definitions hide a multitude of sins on both sides. It remains uncertain
whether the dominant mode of thinking can be unlearned, but attempting to undo this
system of thought constructed by multiple layers of lies may prove to be a worthy and
valuable effort.

4 Chang J., “Sworn Virgin” is an absorbing glimpse at Balkan tradition, “Los Angeles Times”

2016, April 28, http://beta.latimes.com/entertainment/movies/la-et-mn-sworn-virgin-review-
20160429-story.html [01.10.2017].
4 Said, Orientalism..., p. 324.
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Streszczenie

W Pielgrzymce Childe Harolda (1812—-1818) Lord Byron pisze o Albanii: Kraina Al-
banii! pozwolcie, ze zwrocg moje oczy / ty, surowa pielegniarko dzikich mezczyzn! Ta jedna
z najbardziej niezapomnianych wizyt w tym regionie zostata uwieczniona w portrecie Thoma-
sa Phillipsa Portret lorda Byrona w albanskim stroju (1813). Przywotana przez lorda Byrona
w tym wierszu Albania przedstawia powszechnie obecny obraz regionu jako krainy dzikich lu-
dzi. Wizja ta zostaje wzmocniona krwawa historig Batkanow, ktora takze zostata zinternalizo-
wana przez jej mieszkancow. Wykrzyknik Lorda Byrona jest powtarzany przez innych zachod-
nich turystow, takich jak Edith Durham i Edward Lear, ktorzy w 1848 roku pisza, ze w Albanii
jest ,,luksus i niedogodnosci, z jednej strony wolnos¢, cigzkie zycie i brud z drugiej”. Chociaz
stwierdzenia te zawierajg fragmenty prawdy, szczegolnie odnoszac si¢ do luksusowego krajo-
brazu i ubdstwa na obszarach wiejskich, dziata w nich réwniez orientalistyczna perspektywa
zdefiniowana przez Edwarda Saida. Tutaj Zachod definiuje Wschod jako gorszy, miejsce dzi-
czy, ktore zostato powoli wyparte przez industrializacje w krajach ojczystych zachodnich tury-
stow. Szczegdlne niebezpieczenstwo zwigzane z tg perspektywa lezy w jej absorpcji i utrwale-
niu przez samych Albanczykow. Sztuka, ktora koncentruje si¢ na tematach takich, jak krwawe
wasnie i zaprzysiezone dziewice (Broken April Ismaila Kadare i Sworn Virgin Elvira Dones to
tylko kilka przyktadéw), odnosi najwigksze sukcesy w otrzymywaniu wsparcia finansowego
i migdzynarodowego uznania. Takie dziatanie umozliwia kontynuacje i rozpowszechnianie ro-
mantycznej idei kraju jako miejsca egzotycznego i niebezpiecznego.
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Summary

In Childe Harold's Pilgrimage (1812—1818), Lord Byron writes these verses on Albania:
“Land of Albania! let me bend mine eyes / on thee, thou rugged nurse of savage men!” One of
the most memorable visits to the region, eternally immortalized in Thomas Phillips’ Portrait
of Lord Byron in Albanian Dress (1813), Lord Byron’s evocation in this poem presents a com-
monplace perspective on the region as a land of savage men, a view further reinforced by the
Balkans’ bloody history and one which has been internalized by its inhabitants as well. Lord
Byron’s evocation is echoed by other Western visitors like Edith Durham and Edward Lear
who in 1848 writes that, in Albania there is “luxury and the inconvenience, on the one hand, li-
berty, hard living and filth on the other.” Although these statements contain fragments of truth,
especially pertaining to the luxurious landscape and the poverty of rural areas, an orientalist
lens, as defined by Edward Said, is also at work. Here, the West defines the East as the other,
a place of savage wilderness which has been slowly erased by industrialization in their home
countries. The particular danger of this perspective lies in its absorption and perpetuation by
the region itself. Art that focuses on topics like blood feuds and sworn virgins (Broken April
by Ismail Kadare and Sworn Virgin by Elvira Dones are only a few examples) are the most
successful in receiving financial support and international acclaim, thus enabling their continu-
ation and proliferation of the Romantic idea of the country as an exotic and dangerous place.
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Historyczny fenomen rewolucji i rewolucyjne projekty nie zajmuja obecnie
szczegolnie eksponowanego miejsca w dyskursie historii idei. Zapewne dlatego, ze
na podstawie do$§wiadczen historycznych XX wieku dawno juz pogrzebano jakie-
kolwiek nadzieje polityczno-spoteczne zwigzane z projektami rewolucyjnymi. Ich
opromieniony poezja romantyczng patos bezpowrotnie odptynal, odgrodzony od nas
tragicznymi doswiadczeniami wspotczesnej historii. Rewolucje, ktore odniosty swoj
strategiczny sukces, okazaly si¢ bowiem poczatkiem rzadow biurokratyczno-wojsko-
wych, dyktatury rezimow, ktorym zalezato tylko na wtadzy i ktore dla tej wtadzy nie
cofaly si¢ przed zadnym, takze zbrodniczym dzialaniem. Historyczna kompromitacja
idei rewolucji przemodelowata zatem nasze widzenie i rozumienie przesztosci,
zdeformowata rzeczywisty ksztatt ideowo-politycznej sceny, na ktorej w dziewigt-
nastowiecznej rzeczywisto$ci rewolucji przypadto bardzo wysokie, wazne, kluczowe
nawet miejsce. A przeciez badanie przesztosci — zacznijmy od takiego uogolnienia
— obejmowac¢ musi takze samowiedze danej epoki, jako niezb¢dny dla pelni widzenia
element toczacych si¢ w jej wnetrzu sporow i dyskusji. Chociazby wiec z dzisiejszego
punktu widzenia problematyka rewolucyjna wydawata si¢ przebrzmiata i nieatrak-
cyjna poznawczo, to jako zywy obszar dziewietnastowiecznego dyskursu wcigz musi
by¢ analizowana i poddana badawczemu namystowi.

Zrédtem kariery projektu rewolucyjnego byto gwattowne zatamanie sie panuja-
cego od wiekow porzadku polityczno-prawnego na zachodzie i wschodzie Europy
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w ostatniej dekadzie X VIII wieku. O ile powszechnie rozumiany jest jako polityczny
1 przelomowy fenomen cigg wydarzen sktadajacych si¢ na Wielka Rewolucje¢ Fran-
cuska, ktoéra zlikwidowala podstawy porzadku feudalnego, to nie docenia si¢ histo-
rycznej rangi rozbiorow Polski, ktore konczac polityczny byt Rzeczpospolitej Obojga
Narodow, zdekomponowaly na caty dtugi wiek XIX rozktad sit i wplywow w Europie
Wschodniej. Rozbiory jako akt niezwyktego bezprawia byty takze rodzajem rewolu-
cji, lecz rewolucji przeprowadzonej ,,odgdrnie”, inspirowanej przez istniejace wtadze
panstw osciennych, w przeciwienstwie do rewolucji we Francji, przeprowadzonej
,oddolnie” przez tiers état.

Najwazniejszg konsekwencja polityczng rozbiorow stato si¢ wprowadzenie Rosji
jako waznego gracza przy europejskim stole. Jednak chronologiczna blisko$¢ tych
obu wydarzen — Rewolucji Francuskiej i rozbiorow Polski — kaze widzie¢ w nich
najwazniejsze zrodlo politycznych i spoteczno-kulturowych projektow, ktore zdomi-
nowaty dyskurs ideowy XIX wieku, takze dyskurs romantyczny. Wielka Rewolucja
Francuska zainicjowata proces politycznego (ale takze ideowego) upodmiotowienia
ogromnych grup spotecznych, ktore wewnatrz formacji feudalnej istniaty praktycznie
w niebycie, nie mialy mozliwosci artykutowania swych potrzeb, dazen, celow. Po-
dobnie stato si¢ w Polsce. Maurycy Mochnacki przenikliwie zauwazyl, ze ,,to, co si¢
dziato w Polszcze od chwili, jak ziemi¢ naszg zli sgsiedzi rozerwali pomiedzy siebie,
pokazuje dostatecznie, ze w nas jest pewna sita, ktérg trzeba nazwac silg dzwigania
si¢ z kazdego upadku. U nas tylko wyksztatcito si¢ i upowszechnilo, nie znane innym
ludom, zycie po $mierci politycznej [...] Te¢ przeto rewolucje [chodzi o powstanie
listopadowe — A.F.] uwazaé trzeba jako sume¢ wszystkich poprzednich powstan
w kraju naszym. Jest to najwyzsze i najdzielniejsze objawienie ducha narodowego,
ducha Polski”!. Podkreslajac pewna historyczng i funkcjonalng analogi¢ Wielkiej
Rewolucji Francuskiej i rozbioréw Polski, trzeba jednak dostrzec, ze owocem rewolu-
cji we Francji byto objawienie si¢ nowego typu mysli, nowych poszukiwan politycz-
nych, ideowych, takze estetycznych. W Polsce natomiast akt insurekcyjny objawiat
istnienie oraz zywotno$¢ — jak ujmuje to Mochnacki — ducha narodowego, ktorego
republikanski charakter wyksztalcit si¢ przeciez w czasach Rzeczypospolitej Obojga
Narodoéw. Rewolucja czy tez powstanie niepodlegtosciowe w Polsce nie tyle obja-
wiato nowe idee, co rozszerzato najwazniejsza ide¢ — dgzenie do niepodlegtosci — na
coraz szersze kregi spoleczne.

W tym miejscu spotykamy si¢ z pierwszym paradoksem idei rewolucji: miata ona,
bedac gwaltownym, nieosadzonym w istniejagcym porzadku prawnym przewrotem,
doprowadzi¢ w efekcie do utrwalenia, chociaz w zmienionej postaci, porzadku,
ktory wilasnie zostat obalony. Z wszystkimi niesprawiedliwo$ciami owego porzadku,
z calym jego zlem. Poszczegolne stadia Rewolucji Francuskiej podsungty §wiadkom
okreslenie rewolucji jako mitycznego Saturna, ktory pozeral wlasne dzieci. Egali-
tarystyczne ideaty Francuzéw po latach zamienity si¢ w monarchie napoleonska,
a rzeczywistym owocem Rewolucji stato si¢ tylko wyniszczenie kraju i bezmiar

' M. Mochnacki, Powstanie narodu polskiego w roku 1830 i 1831, opr. S. Kieniewicz, t. I,

Warszawa 1984, s. 511 55.
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popetnionych w imi¢ rewolucyjnych ideatéw zbrodni. Wydarzenia rewolucyjne
w horyzoncie intelektualnym wywotaly tez silng reakcje antyoSwieceniowg w postaci
pelnych polemicznej Zarliwo$ci pism Josepha de Maistre’a, Louisa de Bonalda,
anawet — zaliczylbym do tego nurtu — Pierre-Simona Ballanche’a®. Koncepcji polityki
racjonalistycznej przeciwstawiono polityke zorganizowang teologicznie, gwarantuja-
cg jednostce poczucie bezpieczenstwa w spoteczenstwie opartym na teokratycznym
1 absolutystycznym fundamencie. Kontrrewolucyjne dziela myslicieli francuskich
swoje najwicksze wplywy wywieraty wlasnie w epoce romantyzmu, gdy reakcjg na
relatywizm o$wiecenia stala si¢ wiara w istnienie warto$ci absolutnych. Dotykamy te-
raz kolejnego paradoksu romantycznego myslenia o rewolucji: byta ona wyrazem po-
litycznego relatywizmu, a jednocze$nie absorbowata i ch¢tnie wyrazala powszechna
tesknote do $wiata opartego na tadzie, respektujacego tak elementarne wartosci, jak
sprawiedliwo$¢, rownosc¢, wiara.

Idea rewolucji politycznej u poczatkéw romantyzmu polskiego sprzggnicta tez
byla ze sporem estetycznym, ktory do historii literatury przeszedt pod nazwa ,,walki
romantykow z klasykami”. Estetyczne poszukiwania mtodych romantykow prowa-
dzone byty pod ukrytym (lub jawnie rozpostartym) sztandarem rewolucji. I przeciw-
nie, argumentom zwolennikéw szkoty klasycystycznej towarzyszyto eksponowanie
takich warto$ci, jak lojalizm, polityczny konserwatyzm, nierzadko idealizacja prze-
sztoéci. Rewolucja literacka byta wigc kamuflazem dokonujacej si¢ w swiadomosci
polskiej rewolucji politycznej®. W literaturze chodzito wigc rzeczywiscie o zmiang
kategorii estetycznych, gdy w polityce rewolucja miata charakter bardziej przewrot-
ny. Deklarujac radykalng zmiane, zmierzata w istocie do utrwalenia istniejacego po-
rzadku lub przywrodcenia tego, ktory istniat wezesniej.

Te podstawowe antynomie rewolucjonizmu z niezwyktg przenikliwoscig dostrzegt
1 opisatl Zygmunt Krasinski w swym mtodzienczym dramacie, w Nie-Boskiej komedii.
W akcie trzecim utworu gldwny bohater dramatu, hrabia Henryk, w przebraniu lustru-
je noca oboz rewolucjonistow. W oczy rzuca mu si¢ posta¢ Bianchettiego:

MAZ

Kt6z jest ten dziwny zolnierz — oparty na szabli obosiecznej, z gldwka tru-
pia na czapce, z drugg na felcechu, z trzecig na piersiach? Czy to nie stawny
Bianchetti, taki dzi$ kondotieri ludoéw, jako dawniej bywali kondotiery ksigzat
i rzadow?

PRZECHRZTA

On sam, j[asnie] w[ielmozny] panie — dopiero od tygodnia do nas przybyty.

2 Por. J. de Maistre, Wieczory petersburskie: o doczesnym panowaniu opatrznosci, Warszawa

2011; L. de Bonald, Filozofia tradycyonalizmu, Warszawa 1913; M. Cie$la-Korytowska,
Romantyczna poezja mistyczna: Ballanche, Novalis, Stowacki, Krakow 1989.

Por.: M. Janion, Rewolucja literacka a rewolucja polityczna. W: Pisma wybrane, tejze, t. 1V,
Krakow 2001, s. 254-270.
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MAZ
Nad czym tak zamyslal si¢ general? [...]

BIANCHETTI
zadumany

Chociaze$cie moi bracia w wolnosci, nie jesteScie moimi braémi w geniuszu
— po zwycigstwie dowie si¢ kazdy o moich planach.
Odchodzi

MAZ
do Przechrzty

Radz¢ wam, go zabijcie, bo tak si¢ poczyna kazda arystokracja.*

W innym miejscu rewolucyjnego obozu hrabia Henryk, obserwujac celebrowany
przez Leonarda rewolucyjny sabat, nazywa jego uczestnikow ,,waszg arystokracjg’.
Protagonista Nie-Boskiej komedii jest wigc nie tylko arystokratg, ktéremu rodowe zo-
bowigzanie nakazuje walke z rewolucja, ale takze przenikliwym i — chyba — nieuprze-
dzonym obserwatorem, ktory dostrzega, jak w tonie rewolucyjnego ludu, walczacego
w imi¢ réwnosci, rodzi si¢ juz w antyegalitarnym procesie nowa elita, ktdra zapew-
ne bedzie wyzyskiwa¢ masy z jeszcze wigksza bezwzglednoscia niz dawna szlachta
herbowa.

Dyskurs antyrewolucyjny znajdowat si¢ jednak w polskich realiach XIX wieku
w wyraznej defensywie. Kojarzyl si¢ z biernoscia, pogodzeniem si¢ z politycznymi
realiami niewoli, wreszcie z lojalizmem, od ktorego krok tylko juz dzielit do postawy
zaprzanstwa, narodowej zdrady. Pozycja konserwatystow byla z tego powodu po-
dwodjnie trudna: po pierwsze, musieli zmagaé si¢ wlasnie z zarzutami lojalizmu, po
drugie za$ — i byto to chyba jeszcze trudniejsze — w swej pracy intelektualnej zmusze-
ni byli do pogodzenia idei trwania z imperatywem zmiany. Postawa konserwatywna
narzucata preferowanie trwania, przynajmniej w skali aksjologicznej przy dawnych
warto$ciach, patriotyzm nakazywal przeciwstawienie si¢ porzadkowi, w ktorym nie
bylo miejsca dla Polski i dla jej gtosu w europejskim chorze.

Poza tym polska recepcja idei rewolucyjnych, jak i kontrrewolucyjnych, filtrowa-
na byta przez specyfike historycznego usytuowania i kulturotworczej funkeji szlach-
ty, uprzywilejowanej warstwy feudalnej, ktora nie mogla by¢ w calo$ci jednoczesnie
rewolucyjna i przeciwna rewolucji, jako wstrzagsowi podcinajagcemu ekonomiczne
korzenie jej wlasnej egzystencji. Chociaz wigc rewolucja wpisana byla w sytuacje
polityczng Polski XIX wieku niejako immanentnie, co byto powszechnie dostrzegane
i komentowane, to byta ona jednocze$nie kontrrewolucjg. Jeden z wielu polskich
paradoksow. Przyktadem tego wiasnie paradoksu byly drobne zmiany, jakie wpro-
wadzat Mickiewicz w szkicu przysztej polskiej konstytucji, czyli w stworzonym
w Rzymie 1848 roku Skladzie zasad. W tekscie pierwotnym zapowiadat powszechng

4 Z.Krasinski, Dziefa zebrane, tom IIl/1: Dramaty, Torun 2017, s. 156-158.
> Ibidem,s. 163.
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wlasnos¢ ziemska, w ostatecznym stepit rewolucyjne ostrze tej deklaracji zapowiada-
jac, ze zastane stosunki wlasnosciowe nie bedg kwestionowane ani zmieniane®.

Pomimo ideowych zawirowan, jakim dyskurs rewolucyjny podlegat w polemikach
emigracyjnych, stawat si¢ on istotnym elementem sktadowym dyskusji europejskich.
Przypomnijmy stowa, jakie Karol Marks wypowiedzial w 1875 roku w Londynie,
uczestniczac w obchodach kolejnej rocznicy wybuchu powstania styczniowego
w Polsce. W niemieckiej gazecie ,,Der Volksstaat” ukazata si¢ relacja z tych
obchodow: ,,Marks powiedzial mniej wigcej, co nastepuje: Partia robotnicza Europy
jest jak najzywiej zainteresowana w wyzwoleniu Polski, a pierwszy program Miedzy-
narodowego Stowarzyszenia Robotnikow uznaje odbudowe Polski za jeden z celow
polityki robotniczej. Jakiez sa przyczyny tego szczegdlnego zainteresowania partii
robotniczej losem Polski? Przede wszystkim oczywiscie sympatia dla narodu ujarz-
mionego, ktory nieustanng bohaterskg walka przeciwko swym ciemi¢zcom dowiodt
swego historycznego prawa do niezawisto$ci narodowej i do samookreslenia. Nie ma
bynajmniej sprzeczno$ci w tym, ze miedzynarodowa partia robotnicza dazy do odbu-
dowania narodu polskiego. Przeciwnie: dopiero kiedy Polska znowu zdobedzie swa
niepodleglo$¢, dopiero kiedy znowu bedzie mogta sama o sobie stanowi¢ jako narod
niezawisty, dopiero wtedy moze si¢ znowu zaczaé jej rozwdj wewnetrzny i Polska
bedzie mogta samodzielnie uczestniczy¢ w dziele spotecznej przebudowy Europy.
[...] Ale gléwna przyczyna sympatii klasy robotniczej dla Polski jest nastepujaca:
Polska jest nie tylko jedynym plemieniem stowianskim, ale jest rowniez jedynym
narodem europejskim, ktory walczyt 1 walczy nadal jako kosmopolityczny zotnierz
rewolucji. Polska przelewata swa krew w amerykanskiej wojnie o niepodleglto$¢; jej
legiony walczyly pod sztandarem pierwszej republiki francuskiej; swoja rewolucja
w 1830 r. udaremnita uzgodniong wowczas miedzy zaborcami inwazj¢ na Francje;
w 1846 roku, w Krakowie, Polska jako pierwsza w Europie zatkneta sztandar re-
wolucji socjalnej; w 1848 roku bierze wybitny udziat w walkach rewolucyjnych na
Wegrzech, w Niemczech 1 we Wtoszech; wreszcie w 1871 roku Polska daje Komunie
Paryskiej najlepszych generatéw i najbardziej bohaterskich zonierzy™”.

Identyczne nieomal rozpoznanie sformutowal Zygmunt Krasinski, piszac w Me-
moriale dla Napoleona Il z pazdziernika 1854 stowa: ,,Zwtaszcza w ostatnich cza-
sach wielokrotnie oskarzano Polakéw o rewolucyjne instynkty i twierdzono, ze byli
widziani na wszystkich barykadach, nawet tych, gdzie, jak si¢ okazalo, nie stanat ani
jeden z nich. Wszelkie oskarzenia tego typu sa niepowazne; mogg rownac si¢ z za-
rzutami wobec Zotnierza z tysigcem ran i umierajacego na polu bitwy, ze padt ofiarg
delirium goraczki! Podniescie go, pomozcie mu, wyleczcie, a kiedy uratujecie go,
przekonacie si¢, ze owo delirium, zamiast by¢ jego naturalnym stanem, byto tylko

Por. S. Pigon, Adama Mickiewicza ,,Sktad zasad”. W: tegoz: Zawsze o Nim, Warszawa 1998,
s. 497-519.

https://www.marxists.org/polski/marks-engels/1875/03/24polska.htm [09.10.17]. Jenny Marx,
corka Karola, w 1863 (?) roku sfotografowata si¢ z zawieszonym na szyi krzyzykiem powstan-
coéw styczniowych, co Marks objasnit w liscie do Engelsa. Idealnie rymuje si¢ to z sytuacja
z Warszawy 1861 roku, ktora stata si¢ podstawe historii wpisanej w wiersz Norwida Zydowie
polscy. 1861.
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niezwyklym symptomem okrutnych tortur agonii. Jednak nie negujemy catkowicie
tego, ze co$ na ksztalt chorobliwej goraczki krazy w zytach kazdego Polaka [podkr.
— A.F.]; lecz czy wiecie, cOz to takiego owa goraczka? To caty ogrom niesprawie-
dliwosci 1 nieprawosci, ktore bezustannie go przyttaczaja i niszczg! [...] Duch pol-
skosci, daleki od destrukeji 1 radykalizmu, wymaga jedynie przywrdcenia wezesniej-
szych przywilejow, zgodnych z prawem i niezbywalnych, tym wtasnie si¢ on r6zni od
wszystkich inklinacji moskiewskich”®. Rewolucja polska byta wigc w ocenie Krasin-
skiego odruchem spotecznej rozpaczy, wymuszong okoliczno$ciami historycznymi
reakcja na bezprawie, jakiego na narodzie dopuszczaty si¢ potegi zaborcze®.

Reprezentatywne w jakim$ stopniu rozpoznania wyrazane po lewej, jak i po pra-
wej stronie sceny politycznej sag w swej strukturze zgodne: Polacy poktadali wielkie
nadzieje w ruchu rewolucyjnym, poniewaz tylko on dawat woéwczas nadzieje na od-
zyskanie utraconej w XVIII wieku niepodlegtosci. Rewolucja w edycji polskiej miata
by¢ wigc, podkreslmy raz jeszcze, obaleniem istniejacego status quo politycznego,
jednak nie w celu dokonania spotecznego i ekonomicznego skoku w mgliscie zary-
sowang przysztosc¢, lecz raczej w celu wykonania ruchu wstecz, powrotu, odzyskania
tego, co zostato utracone.

Dobitnie wyrazit to Mickiewicz w Ksiegach narodu i pielgrzymstwa polskie-
go, a takze w pisanych w tym samym czasie artykutach do ,,Pielgrzyma Polskiego”.
W Litanii pielgrzymskiej zamykajacej Ksiegi pisal: ,,O wojne powszechng za Wolno$¢
ludow! Prosimy Cig, Panie”!, ale jednoczes$nie w parabolicznej opowiesci o rozbit-
kach i sporach na temat budowy statku, ktorym mogliby si¢ oni wydosta¢ z nieprzy-
jaznej wyspy, dawat jednoznaczng recepte. Po trwajacej pot roku kiotni ustami ,,czlo-
wieka prostego” Mickiewicz przekonywal: ,,Obierzcie naprzdd ciesle, ktory by Wam
predko okret zbudowat, a zbudujcie tymczasem ksztattem dawnym, bo nie mamy
czasu nowego probowac. [...] Zrobili ci tak, jak im radzit, i wyptyneli szczesliwie!!.
Mickiewicz swoje koncepcje rozpinat pomigdzy radykalizmem zwolennika rewolucji
karbonarskiej a konserwatyzmem poety, ktory z nostalgia wspomina i odbudowuje
w literackim arcydziele szlacheckg rzeczywistos¢, odchodzaca w bezpowrotng prze-
sztos¢. Shuzyt on przede wszystkim pewnej utopii jednosci, co bylo sprzeczne w idea
rewolucyjng, ktora w sposob konieczny antagonizowala spoleczenstwo, wyrywajac
przywileje danej grupie spotecznej w imi¢ szeroko pojetej sprawiedliwos$ci oraz ega-
litaryzmu. Mozna wigc stwierdzi¢, ze byt ,,za”, a nawet ,,przeciw”.

Podobnie dziato si¢ w okresie Wiosny Ludéw, gdy poeta — adept towianizmu
— zaangazowal si¢ jako Przewodnik Zastgpu Polskiego w wydarzenia rewolucyjne
w Panstwie Ko$cielnym i w wojn¢ Piemontu oraz sfederowanych z nim panstewek

8 Z.Krasinski, Dziela zebrane, tom VI1/2: Pisma dyskursywne, przet. R. Jarzebowska-Sadkowska,

J. Pietrzak-Thébault, Torun 2017, s.152—153.

Por. A. Fabianowski, Mys! polityczna Zygmunta Krasinskiego, Ciechandw 1991, s. 95-114.
A. Mickiewicz, Dzieta. Wydanie rocznicowe, Warszawa 1997,t. V, s. 62.

" Ibidem, s. 36.
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wloskich z Austrig. Rewolucja miata by¢ metoda powrotu do dawnych realiéw po-
litycznych, a nie gwattownym wstrzagsem o charakterze ekonomiczno-spotecznym.
Gdy przesledzimy poglady Mickiewicza jako redaktora rewolucyjnej ,, Trybuny Lu-
dow” w 1849, takze dostrzezemy 6w osobliwy paradoks. Uzywajac juz w prelekcjach
paryskich stowa ,,socjalizm”, demaskuje jego rozmaite kierunki jako iluzje politycz-
ne, ekonomiczne i spoteczne. Reformatorom socjalistycznym brakuje rozumienia dla
rewolucji, ktora dokona¢ ma si¢ w sferze duchowej'>. Poszukujac jednak material-
nego konkretu, ktory statby si¢ platforma dla duchowe;j epifanii, Mickiewicz odnaj-
dywat go w napoleonizmie. Bez wielkiego entuzjazmu, ale popieral jednak Ludwika
Bonaparte jako jedynego wowczas depozytariusza tej idei. Wtasnie to, co w nie tak
odleglej przesztosci nazwano by ,,odchyleniem napoleonskim”, zrazito do wspoltpra-
cy z Mickiewiczem i jego ,,Trybung” wybitnych publicystow zwigzanych z rodzaca
sie wowczas ideg miedzynarodéwki socjalistyczne;.

Mickiewicz byl wigc rewolucyjnym konserwatysta lub konserwatywnym rewo-
lucjonista. Osobliwie taczyl w swej aktywnosci publicznej idee rewolucji, do ktérych
inplantowat tresci konserwatywne, zachowawcze. W ostatnich latach zycia poszu-
kiwat juz wylacznie duchowego uktadu, ktory zdolny by byt przezwyci¢zy¢ ludzki
egoizm 1 wprowadzi¢ wytesknione, z Ducha ptyngce zmiany. W tych ostatnich latach,
ktorych kulminacja byta proba stworzenia formacji zydowskiej podczas wojny krym-
skiej, rewolucjonizm Mickiewicza przypomina raczej judaistyczng ide¢ rekonstrukcji
$wiata w oparciu o swoisty sojusz z Bogiem, kabalistyczng ide¢ tikkun niz rewolucjo-
nizm historyczny", ktory w tym samym czasie wyraznie ewoluowat juz w kierunku
walki klas, czyli zjawisk, ktorych Mickiewicz nigdy nie chciat zaakceptowac.

Zdecydowanie inny ksztatt dyskurs rewolucyjny przyjat w dziele Juliusza Stowac-
kiego. Ztozyto si¢ na to kilka czynnikow. Po pierwsze, konieczno$¢ przeciwstawienia
si¢ Mickiewiczowi, opisywana obecnie w kategoriach ,,leku przed wptywem”!*. Nie
godzac si¢ z pozycja epigona, Stowacki musiat wypracowywac alternatywne wobec
Mickiewiczowskich koncepcje ideowe oraz estetyczne. Po drugie, Stowacki identyfi-
kowat si¢ ze swojg ziemig rodzinng — Ukraing, ktora w poezji polskiego romantyzmu
byta ziemig infernalna, przepetniong okrucienstwem, walka, nienawiscig. Frenetycz-
na w swym rewolucyjnym theatrum Ukraina przeciwstawiana byta koncyliacyjnej
z natury rzeczy Litwie. Wreszcie inaczej Stowacki pojmowat zwigzki $wiata ducho-
wego z materialnym. O ile u Mickiewicza przywrdcenie harmonii miato si¢ dokonad
w wyniku uruchomionej przez czlowieka Bozej interwencji, o tyle u Stowackiego
dokona¢ mial tego przeokrutny Krol-Duch, bezwzglednie rozdzierajacy stare formy,
ktére stoja na zawadzie duchowemu progresywizmowi. W jakim$ sensie wczesna
tworczos$¢ Stowackiego, gdy z dnia na dzien stal si¢ bardem walczacej w powstaniu

12 Por. A. Fabianowski, Socjalizm Mickiewicza. W: Mickiewicz. W 190-lecie urodzin, pr. zb. red.
H. Krukowska, Biatystok 1993, s. 249-257.

Bardziej szczegolowo pisze o tym w artykule pt. Legion Zydowski — mistyczny testament Adama
Mickiewicza, ,,Wiek XIX. Rocznik Towarzystwa Literackiego im. Adama Mickiewicza” 2015,
s. 275-288.

Por. M. Bak, Tworczy lek Stowackiego. antagonizm wieszczow po latach, Katowice 2013.
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listopadowym Warszawy, od poczatku zwigzana byta ze spoteczng lewicg'®. Stowac-
ki wziat tez udziat w wielkopolskich wydarzeniach Wiosny Ludow. Przebywajac
z garstka przyjaciot-wyznawcow w Poznaniu wiosna 1848 roku, zwigzat si¢ z le-
wicowg frakcjg Komitetu Narodowego, wspotpracujac m.in. z Karolem Libeltem's.
I chociaz spos6b zaangazowania poety w wydarzenia polityczne nacechowany byt
zawsze najwyzsza egzaltacja, a w okresie mistycznym wrecz lekcewazeniem uwarun-
kowan materialnych procesu historycznego (np. w wierszu o inc. Kiedy prawdziwie
Polacy powstang...), to jednak poezja Stowackiego stata si¢ trescig rewolucyjnych
sztandarow, rymujac si¢ w powierzchownej, skrotowej lekturze z hastami stronnictw
demokratycznych i rewolucyjnych.

Czytelnym przyktadem takiej sytuacji moga by¢ losy utworu funkcjonujacego
pod tytutem Odpowiedz na ,, Psalmy przyszlosci”. Stowacki w preferowanych przez
Krasinskiego ideach spotecznego solidaryzmu dostrzega tylko che¢ zakonserwowania
istniejacej struktury spotecznej, skutecznego przeciwstawienia si¢ triumfalnemu po-
chodowi Ducha przez dzieje. W polemicznej zarliwo$ci zwraca si¢ do autora Psalmow:

Wigc si¢ boj — bo Duch si¢ wdziera,
Juz podnosi gory, wieze,
>Staby<, mowisz, >rzez wybiera< —
A czy wiesz, co On wybierze?...
Moze ludoéw zatracenie —
Moze nam przyniesie w dloni
Komet wichry i ptomienie,
W ktorych drzy krol — matka roni —
Dziata, wozy, hufce, konie
Ogien pali — ziemia chtonie...
A nikt z ruin nie korzysta,
Jeno wszczynajacy ruch,
Wieczny Rewolucjonista,
Pod meka ciat — lezacy Duch."”

Stowacki sposréd wielkich poetow polskiego romantyzmu w najwigkszym stop-
niu byt rewolucjonista. Ale jego rewolucjonizm, szczeg6lnie w ostatnich latach twor-
czo$ci, mial swe ontologiczne zrédto w koncepcji wiecznej progresji Ducha, byt
rewolucjonizmem spirytualistycznym, pozostajacym w catkowitej sprzecznosci z po-
litycznymi koncepcjami 6wczesnych rewolucjonistow. Swiadczy o tym wiele tekstow
Stowackiego, wspomnie¢ wypada chocby o listach do Ksigecia Adama Jerzego Czar-
toryskiego, w ktorych poeta deklaruje swoj podziw i1 oddanie arystokracji, oczywiscie
zatozywszy, ze jest to arystokracja ,,z Ducha”.

15 Pisat o tym Stanistaw Makowski w artykule Spiewak rewolucji w pr. zb. Dziedzictwo powstania

listopadowego w literaturze polskiej, pr. zb., red. Z. Sudolski, Warszawa 1986.
Por. J. Fie¢ko, Romantycy i polityka, Poznan 2016, s. 17 i n.
17 J. Stowacki, Dziefa wszystkie, opr. J. Kleiner, t. VII, Wroctaw 1956, s. 264.
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Rewolucjonizm Stowackiego w okresie genezyjskim wymaga jeszcze dointer-
pretowania go kontekstem religijnym, jaki zaprzegany byt przez ideologéw emigra-
cyjnych do projektow rewolucyjnych. Przyktad takiego myslenia, inspirowanego do
pewnego stopnia francuskim saint-simonizmem oraz ikaryjskimi pomystami Etien-
ne’a Cabeta, daje pisarstwo Ludwika Krolikowskiego. W opublikowanym na tamach
,»Polski Chrystusowej” manifescie pisat: ,,Polska Chrystusowa — to nasza drozsza nad
zycie i rodzing Ojczyzna, to nasze Krolestwo Boze, to nasz zywot wieczny, to nasza
nie$miertelna i najpotezniejsza na Swiecie narodowos¢ [...]. Precz z Polskg budowa-
ng i urzadzang podlug chwilowych zadz i pomystéw ludzkich [...]! Precz z Polska
carska, kajzerowa, krolewska, papieska, szlachecka, mieszczanska i scentralizowang
w pewnej tylko kascie uprzywilejowanych zbawicieli.”'® Z pogladami Krolikowskie-
go rymowaly sie futurologiczne pomysty najbardziej zradykalizowanych politycznie
srodowisk emigracyjnych — Gromad Ludu Polskiego. Jeden z ideologéw Gromad, Ze-
non Swictostawski stworzyt Ustawy Kosciola Powszechnego, bedace projektem po-
rewolucyjnego zniesienia konfliktow w catej ludzkosci. W ,,Kosciele Powszechnym”
nie bylo miejsca na zadne antagonizmy, panowa¢ w nim miata harmonia i pokojowa
wymiana wszelkich dobr, materialnych oraz duchowych. Wprowadzenie tej nowej
organizacji o zasi¢gu globalnym taczyto si¢ z zakazem wyrazania innych niz przyjete
w ,.Kos$ciele” pogladow. W , Ko$ciele Powszechnym zniesiona by¢ miata wlasno$¢
prywatna, wszelkie dobra i $rodki stuzace ich wytwarzaniu mialy by¢ wilasnoscia
wspolng. Droga budowy tego nowego $wiata prowadzila —rzecz jasna — przez koniecz-
ng rewolucje globalng'®. Do autorytetu organizacji koscielnej siggato wowczas wielu
myslicieli 1 dzialaczy politycznych. O ile jednak na przyktad Franz Baader oczekiwat
politycznego zaangazowania Ko$ciota w drodze ewolucyjnej, to Polakom marzyto
si¢ stworzenie ko$ciota alternatywnego lub wprowadzenie — jak tego chcial Mickie-
wicz w okresie towianistycznym — zmian rewolucyjnych w koscielnych strukturach?.

Na tle monumentalnych konstrukcji polityczno-ideowych oraz religijno-mistycz-
nych Mickiewicza 1 Stowackiego dzieto Krasinskiego i Norwida nie jest tak impo-
nujace. Obu poetdow stawiam w jednym szeregu, poniewaz to Krasinski — co wcigz
nie zostato do konca zbadane — byt ideowo-moralnym mistrzem Norwida od czasow
rzymskich dyskusji i chociaz p6zniej Norwid zerwat oficjalne kontakty z autorem
Irydiona, to jednak nie wyrzekt si¢ nigdy przejetego od starszego poety, uksztattowa-
nego w okresie Wiosny Ludow, sposobu myslenia o rewolucji.

Wiosna Ludow dla Krasinskiego nie byta zaskoczeniem. Wielokrotnie, nawet
z pewng satysfakcja podkreslat, Ze wydarzenia polityczne rozwijaja si¢ wedle sce-
nariusza, jaki nakreslit ongi§ w Nie-Boskiej komedii. ,,Nie-Boskiej doczekalismy si¢
na jawie” to czesto pojawiajaca si¢ w korespondencji poety fraza, potwierdzajaca
jego profetyczne kwalifikacje. Trzeba wigc najpierw okresli¢ tre§¢ antyrewolucjoni-
zmu Nie-Boskiej, by w petni zrozumie¢ dyskurs rewolucyjny w pomystach ideowych

18 L. Krélikowski, Wybor pism, opr. A. Sikora, Warszawa 1972, s. 139.

19 Por. S. Kalembka, Wielka Emigracja, Warszawa 1971, s. 260 i n.

2 Por. R. Zajaczkowski, Na drogach swigtej rewolucji. Franz Baader i Adam Mickiewicz.
W: Mickiewicz — Stowacki — Krasinski, pr. zb. red. E. Owczarz, J. Smulski, s. 215-224.
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Krasinskiego. W najwickszym skrocie rzecz ujmujac, Nie-Boskqg organizuje nastepu-
jacy sylogizm: antagonizmy spoteczne sg juz tak glebokie, a konflikty tak rozpalone,
ze rewolucji nie da si¢ unikngé. Musi wybuchna¢. A rachunek sit jest taki: po stronie
rewolucji stajg ogromne masy ,,mtodych, zgtodniatych i silnych”, ktérym usituje prze-
ciwstawi¢ sie garstka ludzi ,,zgrzybiatych, robaczywych, pelnych napoju i jadta™,
a do tego naznaczona katastrofalnie niskim morale. Zwyciestwo rewolucji jest wiec
nieuchronne, klgska starego porzadku przesadzona. Ale zwyciezajac, rewolucja pono-
si jednoczes$nie kleske, poniewaz de facto zwyciezajgc, zabija samg siebie. W swych
strukturach wytwarza nowe elity, zdradzajac tym samym idealy egalitarystyczne, kto-
re do jej szeregdow zwabily wielkie rzesze spragnionych rownosci ludzi. Zwycigstwo
rewolucji jest wiec zarazem jej kleska, a idiograficzno-ideowym wyrazem tej klgski
bedzie posta¢ apokaliptycznego Chrystusa, ktorego dostrzega Pankracy. Rewolucja
koficzy dzieje ludzkos$ci pisane przez czlowieka, paruzja Syna Cztowieczego otwiera
cigg dalszy organizowany juz przez Boga i Jego sady.

Lata czterdzieste przyniosty intensyfikacj¢ prorewolucyjnych dzialan obozu de-
mokratycznego. Publikacje Henryka Kamienskiego, dzialania emisariuszy, gestnie-
jaca sie¢ konspiracji budzity w Krasifiskim nie tylko sprzeciw, ale takze Iek. Nie byt
to jednak lek przed walka, utratg swej uprzywilejowanej pozycji. Byt to raczej Igk
—nazwijmy tak — historiozoficzny, plynacy z przekonania, ze przygotowanie rewolu-
cji jest dziataniem najzupetniej sprzecznym z prowidencjalistycznym planem $wiata.
Do tego Krasinski podejrzewat, Ze stronnictwa i dzialacze rewolucyjni sa jawna badz
nieswiadomg agenturg rzadow panstw zaborczych. Petersburg, Wieden czy Berlin
wspieraja rewolucjonistéw, widzac w nich najlepszy czynnik rozkladu sit witalnych
narodu®?. Jerzy Fie¢ko uwaza, ze Krasinski wyodrebniat trzy nihilistyczne zagrozenia
europejskiego porzadku. Kazde z nich bylo rownie destrukcyjne i $miertelnie niebez-
pieczne dla wspotczesnej cywilizacji. Ateizm, rewolucja i Rosja byly trzema imiona-
mi szatanskich sit, ktore dazyly do wyrwania §wiata z prowidencjalistycznego pla-
nu®. Takie widzenie uwarunkowan dziatalno$ci rewolucyjnej przejat od Krasinskiego
Norwid, organizujac w monologii Zwolon obraz rewolucji jako cynicznej, szatanskiej
iScie prowokacji.

W centrum mys$li konserwatywnej i antyrewolucyjnej wpisany jest takze Bog oraz
zreinterpretowane pod katem wilasnych potrzeb politycznych idee chrzescijanskie.
Czasem skutkowato to marginalizowaniem rozumu ludzkiego, ktéry podsuwatl po-
etom romantycznym ,,obraz pustego nieba i ziemi porzuconej przez Boga”*. Rewolu-
cjaijej wyspekulowany racjonalnie plan byt dla Krasinskiego odrzuceniem porzadku
boskiego, a nie — jak twierdzili zwolennicy rewolucyjnych zmian — jego restytucja.

W okresie Wiosny Ludéw Krasinski swa krytyke rewolucji i ideologii lewi-
cowych wzbogacit o czynnik, ktory nie pojawiat si¢ ani w dzielach Mickiewicza,
ani Stowackiego. Chodzi o czynnik ludzki. Krasinski operuje wprawdzie w swych

2 Z. Krasinski, dz. cyt., t. I, s. 390.

2 Por. Z. Krasinski, Listy do Malachowskiego, s. 115.

Por. J. Fie¢ko, Krasinski przeciw Mickiewiczowi, Poznan 2011, s. 297-312.
2 J. Tomkowski, Mistyka i herezja, Ossa 2006, s. 121.
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wypowiedziach makro kategoriami narodow czy wielkich grup spotecznych, ale
w swoich projektach politycznych uwzglednia los pojedynczych ludzi. W ostatniej
dekadzie swego zycia nie pytal juz o utopijnos¢ badz nie projektéw rewolucyjnych,
o ukryty z premedytacja Iub nieSwiadomie fatsz. Pytat o skutki, jakie rewolucja przy-
niesie w zyciu pojedynczego czlowieka. I odpowiadal, Ze jednostka w spoteczen-
stwie egalitarnym stanie zupelnie bezbronna wobec niezwykle sprawnej maszynerii
wladzy. Absolutny egalitaryzm — tu Krasinski niezwykle przenikliwie antycypowat
wyobrazenia dwudziestowiecznych antyutopii — sprowadzac si¢ bedzie do absolutnej
niewoli. 21 maja 1848 roku pisat do Augusta Cieszkowskiego: ,,Czuj¢ i przeczuwam:
w imieniu rownosci absolutnej idzie na Swiat niewola”®. W stylu epoki Krasinski sty-
lizowat si¢ na proroka, ktdry ,,czuje i przeczuwa”, jednak w rzeczywistosci byt on tej
prawdy pewien. Dlatego, ze realizacj¢ idealow rewolucyjnych widziat w organizacji
panstwa carow. W Memoriale dla Napoleona III pisat: ,,Danton, Marat, Robespierre
to figury blade, jezeli si¢ je postawi obok rewolucjonistow takich, jak Iwan Grozny,
jak Piotr Wielki, jak Mikotaj 1’2, Smiate utozsamienie najbardziej reakcyjnego i an-
tyrewolucyjnego rezimu caratu z wizja tadu porewolucyjnego byto niezwykle orygi-
nalne i nie moglo by¢ w tamtym czasie przyj¢te ani zrozumiane. Trafnie ujmuje to
Jerzy Fiecko, piszac, ze Krasinski w ,katastroficznym scenariuszu upadku Europy
przepowiadal rozrost buntdw i rewolucji spotecznych na kontynencie, inspirowanych
przez dyplomacj¢ i wywiad rosyjski. Spodziewat si¢, ze ich finatem bedzie moskiew-
ska interwencja, przyjeta z ulga — przez warstwy posiadajace, zalgknione ciagtym
>rozruchem<, a takze z entuzjazmem — przez sfery rewolucyjne, uznajace przywodz-
two potnocnego satrapy. W ten sposob Zachod dostanie si¢ pod rzady moskiewskiej
despotii”™?’.

Jednak wtlasnie ograniczenie rewolucyjnych projektéw dazeniem do niepodle-
glosci, granice, jakie rewolucji zakreslat Mickiewicz, przenikliwa krytyka projektow
rewolucyjnych w pismach Krasinskiego i Norwida ztozyly si¢ na pewng tradycje
intelektualng, ktéra w czasach wspotczesnych kazata zawsze przywodcom polskim
z rewolucyjnego tramwaju wysiada¢ na przystanku ,,Niepodlegtos¢™?.
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Warszawa 1990, s. 143.
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Legion zydowski — mistyczny testament Adama Mickiewicza, ,,Wiek XIX. Rocznik Towarzy-
stwa Literackiego im. A. Mickiewicza” 2015.

Julian Krzyzanowski 1892—1976. Polihistor, multihumanista. W: Monumenta Universitatis
Varsoviensis, red. W. Baraniewski i in., Warszawa 2016.

Jak Norwid projektowat swoj powrot zza grobu, ,,Przeglad Humanistyczny” 2017, nr 4.

Michal Czajkowski i doswiadczenie judaizmu. W: Tozsamos¢ ukrainska wobec przemian XVII
-XXI wieku, red. K. Jakubowska-Krawczyk, A. Nowacki, Lublin 2017.

Etnocentryzm i polikulturowos¢. Projekty ideowe polskich poetow epoki romantyzmu. W: Spo-
teczenstwo polskie dzis, red. M. Saganiak i in., Warszawa 2018.

»Reduta Ordona”. Rzeczywistos¢ — historiozofia — mit, w: Liryka Mickiewicza. Uczucia
— Swiadectwa — Ekspresje, red. A. Fabianowski, E. Hoffmann-Piotrowska, Warszawa
2018.

Transgresja jako znak statosci. Casus Michata Czajkowskiego — Sadyka Paszy. W: Biografie
nieoczywiste, red. M. Karkowska, £.6dZ 2018.

Kornel Ujejski i tom ,, Dla Moskali” w kontekscie romantycznego stowianofilstwa i romantycz-
nej rusofobii. W: Literatura i kultura lat 60. XIX wieku — miedzy politykq a prywatnosciq.
Dyslokacje, pr. zb. red. U. Kowalczuk, D.W. Makuch, D.M. Osinski, Warszawa 2019,
s. 157-167.

Streszczenie

Zrédtem dziewietnastowiecznych dyskursow na temat idei rewolucji byly dwa wydarze-
nia, zmieniajace radykalnie geopolityczny ksztalt Europy w ostatniej dekadzie XVIII wieku:
Wielka Rewolucja Francuska i rozbiory Polski. Rewolucjonizm polski zwigzany byt z ideg
odzyskania niepodlegtosci, przyjmowat wiec najczesciej konserwatywng ide¢ pozostawienia
wczesniejszych stosunkow wlasnosciowych i politycznych (Mickiewicz, Krasinski, Norwid);
rewolucjonizm na zachodzie Europy radykalizowat swe programy, ale nie realizowat ich, osu-
wajac si¢ w system cezarianski (I i I Cesarstwo we Francji). Rewolucja w mysli europejskiej
XIX wieku byta wiec projektem ideowym tylez radykalnym, co utrwalajacym wcze$niejsze
modele wladzy.

Summary

The French Revolution and the Partitions of Poland were two events that radically chan-
ged the geopolitical shape of Europe in the last decade of the eighteenth century. Therefo-
re, they became the source of nineteenth-century discourses on the idea of revolution. Polish
revolutionism was associated with the idea of regaining independence. Consequently, thinkers
like Mickiewicz, Krasinski, Norwid most often adopted the previously binding conservative
ownership and political principles. Revolutionism in Western Europe was becoming more and
more radical, however it did not implement its program, but gravitated towards the Caesarian
system (First and Second French Empire). Thus, the revolution in European thought of the
nineteenth century was an ideological project, that on the one hand, was radical, on the other,
tended to consolidate earlier models of power.
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This paper focuses on the problem of the place of the Jewish population in Poland,
as well as on the relevance of this issue for Polish society and the project of Polish
state in spe moulded during the period when Poland was partitioned, namely in 19
century. Two main lines of thinking about this matter were represented by Romantic
poets, Adam Mickiewicz and Zygmunt Krasinski — both gave, offering contradictory
views, their contribution to the discourse on the role of Jew’s cultural, economical and
symbolic existence in Poland and in Europe'. In this essay I will analyse just one of
these lines of interpretation, the one that in my opinion ultimately won out in the end?;

1

The book of J. Fiecko, Krasinski przeciw Mickiewiczowi (2011, pp. 73—101) contains one of the
most comprehensive summary of these contradictory views.

To this conclusion leads me the thoroughgoing analysis of the conservative thought in Poland
with regard of the shaping and developement of Krasinski’s political ideas (Sekuta, Sylwetka
ideowa Zygmunta Krasinskiego, 2015, pp. 352-393), as well as the reading of M. Janion’s
works (i.e. Bohater, spisek, smieré. Wyktady zydowskie, 2009). Couterrevolutionary aberration
of Polish conservative thought together with the phantasm of “Judeo-Communism” (Polish:
“zydokomuna”) predominated the 20"-century and contemporary discourse on Jew’s place
in Polish culture and history. The Mickiewicz’s conviction (and prediction) that something
importand and new should emerge in Europe (and for Europe) from the “providential”
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Krasinski’s writings will serve as an example of this. Mickiewicz voiced the concept
of the providential significance of coexistence on the same territory of Polish Chri-
stian society and the “the elder brother” (“elder” here being understood in religious
terms: as the worshippers of the older, monotheistic religion, Judaism, from which the
Christianity emerged), i.e. the Jewish community.

Krasinski on the contrary expressed the idea of a Jewish plot against Poland and
Christianity. For Krasinski both targets of this vicious conspiracy were connected,
since he perceived Polish society as the new incarnation of Christ, this time embodied
in the collective body of the nation. This idea was incorporated in his famous drama,
Un-Divine Comedy (1835). After the drama had enjoyed some success (especially
among Polish political emigrants), Krasinski planned to supplement his text with two
other parts, thus creating a trilogy. Drafts of the first part of the intended trilogy were pre-
served as the Unfinished Poem, Unfinished Poem, Undivine Comedy was to become the
second part, and the third part [...] and the third part took the form of the poem Predawn
(Przedswit, 1843).

Zygmunt Krasinski’s Un-Divine Comedy shows how the young author (he was
only 21 when he wrote the text and 23 when it was published) perceived the conflict
between two crucial 19®-century “principles”: aristocracy and (egalitarian) democra-
cy. Although the drama is clearly divided into two parts (one concerning the private
life of the protagonist, Count Henry, and the other dealing with his political activities),
the problem of the social revolution lingers throughout of the whole work. Moreover,
Krasinski describes the revolution in a way that highlights the issue of the Jewish plot,
which inspires revolutionary powers in society and at the same time uses them for
Jewish own sombre goals (namely for taking over the world and destroying the God’s
plan of salvation). This is shown in the third act of the drama in the scene featuring the
Jewish converts, in Polish scornfully referred to as “przechrzty”.

It would be too easy to blame the author’s youth for this dangerous idea. The issue
returns years later in his Unfinished Poem, where it is both deepened and refined: here
Jews are ruling through the stock market, buying from the political leaders the blood
of the downtrodden and the poor, buying what was left of the former chivalric glory
from the descendants of the knights and noblemen etc. The scene from Un-Divine
Comedy informs us only that the Jews are plotting; from the Unfinished Poem we
know exactly how they do this. I am convinced that the planned trilogy should be
interpreted as a single entity.

Nonetheless, the most significant theatrical adaptations have concentrated on
the main text of Un-Divine Comedy, especially the “private” or “political” parts. So-
metimes also other works of Krasinski have been used®. For example in Un-Divine

coegsistence of Jewish and Christian communities on the Polish territories — did not spread in
Polish society. Moreover, after the extermination of Jewish community during the World War 11
Mickiewicz’s idea is rather impossible to incorporate.

The following productions can be indicated as the most important Polish stage versions of Un-
Divine Comedy in last hundred years: directed by Arnold Szyfman (Teatr Polski, Warszawa
1920), Leon Schiller (Teatr im. W. Bogustawskiego, Warszawa 1926; with Unfinished Poem
included), Bohdan Korzeniewski (Teatr Nowy, Lodz 1959), Jerzy Kreczmar (Teatr Polski,
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Comedy directed by Jerzy Grzegorzewski (2002) fragments of the Unfinished Poem
were included together with Krasinski’s short story /n Venice, and the monologue of
Beatrix Cenci by Percy Bysshe Shelley as paraphrased by James Joyce. Nevertheless,
these excerpts did not relate to Krasinski’s anti-Semitism. The emphasis was put not
on the social problems addressed in the play, but on individual issues, such as those of
the existence of an artist and a man (both as a male and as a human being); the revolu-
tion was depicted as a secondary problem, an event that brought chaos and destruction
to individual lives.

The other famous stage version of Un-Divine Comedy, the one directed by Kon-
rad Swinarski (1969) was influenced by Hegelian thought, perceived as a dominant
ideology of the 19™-century. Two distinctive agents representing opposite factions
— the conservatives (aristocracy) and the revolutionaries (people) — were depicted as
the tools of the Spirit that uses history for its own purposes, even though the leaders
might think they were working for the future happiness of humankind. Swinarski
used the old literary genre of the mystery play* to allow the historiosophical vision of
Krasinski to speak. Just as in the original text it transpired that neither of the factions
could be considered “good” in the face of God, and that neither had power or could
claim the authority to establish a better world, subject to moral rules. The aristocracy,
incapable of action, was being infected by egoism, whereas the common people ten-
ded to imitate the worst traits of the former ruling class. Krasinski gave the last word
in his text to the vengeful, apocalyptic God (Christ): the leader of the revolution, Pan-
kracy, dies blasted with the preternatural light from the sky, saying “Galilee vincisti”
(i.e. “Galilean, you won”). Swinarski in his adaptation transformed this symbol into
a stage prop: the neon sign shaped like an eye of Providence, blinking and shimmering
in the last scene while disassembled by the backstage crew accompanied by a hit pop
song from the 60’s “Ciao, ciao Bambina”.

Grzegorzewski included our knowledge of the author as a private person and used
a selection of fragments from the original text to convey his vision. Swinarski inc-
luded all of the scenes from Krasinski’s drama, but in the context of the dialogue of
political ideas.

Poznan 1964; with Unfinished Poem and excerptions from Krasinski’s letters to Delfina
Potocka included), Konrad Swinarski (Teatr Stary, Krakow 1965), Adam Hanuszkiewicz (Teatr
Narodowy, Warszawa 1969), Maciej Prus (Teatr Dramatyczny, Warszawa 1991; with Unfinished
Poem included) and by Jerzy Grzegorzewski (Teatr Narodowy, Warszawa 2002). See also:
http://encyklopediateatru.pl/sztuki/1437/nie-boska-komedia.

The Swinarski’s stage interpretation of Un-Divine Comedy was labelled as “morality play” in
medieval or baroque style (the scenography shows the interior of an abandoned church), which
allegorically displays the struggle between good and evil, although it must be said that it was
thoroughly secular. The director himself alleged he decided to put the emphasis on “universal
way of thinking”.

Some of the other historical stage versions of the Krasinski’s drama also have their labels, e.g.
Kreczmar’s production (1964) was pinpointed as the tragedy of “the leader separated from the
masses he leads”, and Un-Divine Comedy directed by Prus (1991) was also considered as the
morality play but taking place only in poet’s mind, whereas Grzegorzewski’s version from 2002
was called “postmodern”, as the intimate play about withering and inflation of ideas.
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The former theatrical adaptations prepared the ground for the most recent inter-
pretation of Krasinski’s drama made by Pawel Demirski (adapter of the text) and Mo-
nika Strzepka (director). There is not much left of the original Krasinski’s text in the
2014 production staged at the National Stary Theater in Kracow®. On the other hand,
Demirski’s adaptation takes hold of recent literary and historical scholarship, espe-
cially the biographical contexts. Because of this, and despite Demirski mixing and
shuffling the characters and utterances from the original play, he somehow managed
to reach closer to the core (or sense) of the drama that it might seem to be at first sight.

For example, in the second part (Demirski’s text is divided into 17 parts) character
named Rotschild recounts his parody of Zygmunt Krasinski. He does so by repeating
“papa” in almost every phrase, and the specific way he pronounces the sentences, etc.
In this scene, Rotschild impersonates Krysinski — the real nightmare of Zygmunt:
a Jew, whose name differed from his own by only one letter and who dared to be richer
than him (wearing gloves of bright coloured leather, always clean, which means he
had to change them often). The real Krysinski was probably quite “innocent”, perhaps
he didn’t care much about Zygmunt Krasinski and didn’t want to mock the young
dandy count. (Incidentally, we can say that the title of “count” was fake, having been
given to Krasinski’s father by the revolutionary emperor Napoleon I.) But the real
Krysinski doesn’t matter: we are inside Zygmunt Krasinski’s inner world: watching
his fears, obsessions, phantoms and phantasms®.

The dominating presence of Papa Wincenty corresponds to the importance of the
father figure in Krasinski’s life. This overwhelming dominance has been obvious sin-
ce Maria Janion published her biography about Krasinski’s early years (Janion 1962).

“You won’t go anywhere.”” With this incisive sentence, Papa Wincenty interrupts
the (internal) dialogue of Krasinski, split into two distinct personages in the play. This
can be understood as the reminiscence of the incident from 1829 that was going to
influence the whole life of the future author of Un-Divine Comedy. The incident was
linked with the verdict of the Parliamentary Tribunal (Sgd Sejmowy) in the trial aga-
inst plotters from the Patriotic Society (Towarzystwo Patriotyczne) accused of high
treason. The Society itself had connections with the Decembrists and also with the
Freemasons. The Parliamentary Tribunal was composed of 42 Polish senators appo-
inted by Tsar Nicolas I (who at this time was also the King of Poland, or so-called
Congress Poland, existing from 1815). The accusation of high treason was dismissed
by the Tribunal, acting under immense pressure of public opinion; out of 42 senators,
only one declared his votum separatum. His name was General Wincenty Krasinski.
Firstly, he declared that he perceived plotting against the legal monarch and the in-
ternationally accepted borders to be a crime — a high treason at that, since the plotters

Narodowy Stary Teatr im. Heleny Modrzejewskiej, https://stary.pl/en/about-the-theatre/

The literary research in Poland owe the introduction of the term “phantasm” (in Polish: fantazmat)
to Maria Janion (see: M. Janion, Projekt krytyki fantazmatycznej. Szkice o egzystencji ludzi
i duchow, Warszawa 1991); it can be understood as half philosophical idea and half imaginary
material.

The whole text of the stage version of Pawet Demirski was available during the performance,
printed along with the theatre programme, but has not yet been published.

6



Bloody Lining of High-Minded Ideas. Un-Divine Comedy and its Contemporary Contexts 151

were in the army. Secondly, he was demonstrating his loyalty to the Tsar, because
he wanted to continue his career within the political structures imposed by Nicolas
I, though he could not declare this openly. Nevertheless, the verdict of the Tribunal
was in accordance with public opinion, which expected the Tribunal to protect Polish
patriots from the Tsar’s vengeance. So the chair of the Tribunal, Senator Piotr Bielif-
ski, was proclaimed a national hero, whereas general Krasinski was accused of being
a traitor (graffiti of the time — the first reported work of this kind in Warsaw — showed
the general vomiting with Russian money).

In these unpleasant circumstances young Zygmunt Krasinski began his study at the
University of Warsaw. Senator Bielinski died soon afterwards and his funeral doubled
as a patriotic demonstration; all the students joined to show their solidarity with the
Senator who had not succumbed to pressure from the Tsar. Zygmunt was the only one
who did not join his colleagues — he asserted afterwards that he intended not to show
disloyalty to his father; thus he was listening to the lecture, sitting alone in the audito-
rium. Immediately after, one of Zygmunt’s colleagues, Leon Lubienski, accused him in
public of cowardice. Somebody even slapped him in the face, while others shoved him
around. Zygmunt Krasinski never forgot this incident, nor could he forgive those who
had attacked him. As he felt at this time, everybody was against him, and nobody had
tried to understand his sophisticated motives. He remembered this for ever as his perso-
nal experience of revolution: he equated Lubienski to a leader of the wild, instinctive,
predatory, revolutionary crowd. The sentence from Demirski/Strzepka’s play: “You
won’t go anywhere” (along with a few other hints) — references this story.”

There are more examples that show the erudition that sustains the construction of
Demirski’s text. If the same actor plays Pankracy and Satan, this embodiment is also
justified by Zygmunt Krasinski’s perception of the world around him. In his letters
he describes Leon Lubienski as a “satan”; the poet indicated his colleague from his
student days to be the living model of Pankracy’s character in Un-Divine Comedy.

The only original scene from Krasinski’s drama given in extenso can be found in
part 15", The dialogue between Count Henry, the conservative forces’ fugleman, and
Pankracy, the revolutionary leader — in the Demirski-Strzepka adaptation, turns into
a conversation between two actors playing Henry (one of them being female). This
concept makes it the inner conflict of antithetic points of view. The scene — the count
against the revolutionary — functioned for a long time as an argument for Krasinski’s
political impartiality, even as proof of it. It was interpreted as an evidence of his ab-
solute detachment from different needs, different points of view, as well as of his sen-
sivity for the sufferings of the other social classes. This was originally Maria Janion’s
argument in her monograph on Krasinski®.

Nonetheless, Krasinski’s political detachment is suspicious and in Un-Divine Co-
medy the conflict of antithetic points of view — seemingly equivalent — is built in
a tendentious way. In other words, this ideological fight is staged. The revolution is

8 Chapter “An Attempt at the ‘Christian Tragedy’ of Human Revolt” (Préba ,,chrzescijariskiej
tragedii” o ludzkim buncie). In: Janion, Zygmunt Krasinski. Debiut i Dojrzatosé, Warszawa
1962, pp. 199-240.
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depicted as a mere change of positions: the poor (Krasinski call them “those, who
do not have”) struggle to become the rich (both financially and in terms of social
status; i.e. in Krasinski’s words, to gain the position of “those, who have”). We know
this from those scenes in Un-Divine Comedy where Count Henry visits incognito the
camp of revolutionaries: he looks at the different groups of mean people, drunk with
the blood of their former masters and with alcohol. Servants and maids, butchers and
cobblers — united in clubs — celebrate the day when they can eat and drink and amuse
themselves, instead of serving the others. They celebrate the day when their position
in society changes.

While writing the Un-Divine Comedy, Krasinski reported on his work to Henry
Reeve. From these letters we know that he viewed the revolutionary crowd as “a mil-
lion cobblers and peasants™; a more detailed description of the camp of revolutiona-
ries generates a feeling of abhorrence: “convulsive scenes in the ruins of demolished
cathedrals, songs of fury, choruses of converted Jews, Saint-Simonists, unfettered
women, prophets of the future, liberated flunkies, butchers, indifferent to everything
except their passion for bloodshed, a club of assassins.”

Zygmunt Krasinski definitely sided with Count Henry and the aristocracy: he dec-
lared this in his letters (e.g. to Henry Reeve from Geneva, dated 20" October 1831).
He argued (referring to the social conflict, but transposing it into more lofty conflict
of ideas) that there are two main “principles” fighting against each other in the 19"
century: aristocracy and democracy, or, in the other words, the nobility and the people.
Krasinski explained in his letter that he leaned towards the aristocracy, because “it is
great with its memories” and because there is “more poetry” in a single member of the
aristocracy than in the whole unified, democratic crowd (simultaneously, with these
declarations he presents himself as a romantic poet). He asserted thereafter that the
only possible path in front of the “democratic principle” (i.e. masses that crave for
the social revolution) leads inevitably to blood shedding. Finally, in order to withhold
Henry Reeve from the temptation to foster the democratic ideas — he confessed he
didn’t want himself or his friend to dip their “white hands in blood”. He envisioned
only one possibility for the aristocracy to get involved in the affairs of the people:
namely to became leaders of the infantile, predatory crowd and to correct their ways
by unwinding “the old, famous flags” of “the religion and the glory of the past”.

One can say that usually revolutionaries also have other aims than “to possess”;
there are indeed more complex and subtle achievements of revolutionary movements.
If we are to maintain impartiality, it must be said that wars also are waged only to eli-
cit as much as possible from those who are labelled as “the enemies”. Thus not only
are the revolution’s aims achieved through blood, conflagration and destruction, but
so is the glory of the kings, commanders, and countries.

And yet Krasinski marginalizes or even fails to consider any high-minded goals
of the revolution. Ultimately the better world for all the poor people under Pankracy’s

®  Letter to Henry Reeve, Rome, 19" December 1833 (translation AS); see: Z. Krasinski, Listy do
Henryka Reeve, Warszawa 1980, vol. 2, p. 127.
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leadership will be undone by the “deus ex machina” scene: the apocalyptic Christ
killing the leader of the revolution with his sacred light.

Because of the aforementioned incident at the University of Warsaw, Zygmunt
Krasinski had to leave the country to continue his education in Geneva. A year after
his departure, the November Uprising broke out. General Krasinski was involved in
supporting the legal order of monarchy, as well as the Tsar, against the rebels. His son,
being instructed by the general, perceived this political conflict by analogy to confron-
tation between Senator Bielinski and his father. When the Uprising had fallen a year
later, he described the events in Congress Poland in the following manner:

The members of the clubs led us to ruin. You yourself cannot imagine their
madness and fury. Those wretches, cobblers, converted Jews and tailors, gre-
edy for money, completely ignorant about Poland and its past — they wanted
to amass their fortunes, to cash in, to speculate on the market, by hanging,
calumniating and stirring up [public opinion], and now they are disseminating
booklets against everything we hold to be great. They call it aristocracy. But
(...) outside of the aristocracy there are neither talents, nor enlightenment, nor
self-dedication! Our third class is nothing, our peasants are machines. Only we
are Poland!?.

Thereafter, in the same letter, Zygmunt Krasinski envisions the annihilation of his
social class by the radical forces that are emerging in the world and ends his argument
with melancholy and generosity: “I wish something good would happen to this mise-
rable country at the very least, when we are gone. Let those new people be successful
in becoming a great nation again”!!.

As a matter of fact, during last years we have witnessed in Poland the fulfilment
of those wishes and desires of the Romantic poet. The new leaders of the “infantile
crowd” emerged and revised the people’s endeavours and wishes by unfurling “the
old, famous flags” of “the religion and the glory of the past” and, of course, of the na-
tion. Even if the leaders are not “the aristocracy” (in the same way that Krasinski was
not a “count”) they invoke similar ideas and the fables of the old gentry, incessantly
speaking about Poland, it’s honour and it’s traitors, engaging conservative (or rather
counter-revolutionary) discourse etc.

Zygmunt Krasinski was convinced that, being a poet, he was able to “attune” his
imagination accordingly in order to decipher the profound meaning of the ongoing
events and to predict the future — similarly as the telegraph was able to receive the
information sent from far away. Maria Janion legitimated this unusual talent of the
Romantic poet and identified it as “the phantasmal ability to set himself at the centre
of history, in the middle of the events of his time”'2. This was the seed from which the
Un-Divine Comedy has grown.

10" Letter to Henry Reeve, Vienna, 14" July 1832 (translation AS), see: Z. Krasinski, Listy do Hen-
ryvka Reeve, Warszawa 1980, vol. 2, pp. 11-12.

" Ibidem, p. 12.

See: M. Janion, Wobec zla, Warszawa 1989, chapter “Katastrofa i religia” (“Catastrophe and

Religion”), p. 78.
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Going back to the stage version of Krasinski’s tragedy, recycled by Demirski
and Strzgpka: what the audience is watching on the scene is taking place inside the
Zygmunt Krasinski’s mind. It can be noticed, that he is arguing with himself, being
Pankracy and Count Henry, man and woman at the same time, split in two, simultane-
ously expressing his will and criticizing it without mercy".

Spectators are not just watching his struggles, but are also stepping inside Krasin-
ski’s mind and imagination. During the play the audience is invited to situate them-
selves in the same phantasmal point in which Krasinski was perceiving himself: the
point (slightly adjusted to our times), from which one can see (or feel) the principles,
forces and fears that constitute history right now.

Krasinski’s moment in the history of Europe (and of these parts of the world po-
litically connected with Europe) is, firstly, the time when the idea of national state
emerges, and, secondly, the time that shapes conservative parties and factions. Krasin-
ski approved of both of these projects. The idea of nation — pure and great — seemed
high-minded, sublime and redemptive to him. And this kind of sublime idea was very
important to him, since he perceived it as poetic.

Moreover, while the protagonist of Un-Divine Comedy is criticised (even con-
demned) as a poet because of his selfishness and moral disorientation, the sublime
idea of the nation leads the poetry to become high-minded, non-egoistic and thoro-
ughly moral.

The moment — the phantasmal point of history — in the adaptation by Demirski
and Strzepka takes place after the Second World War and after the extermination of
Jews in Europe. The fears and phantasms are adequate to this moment.

The audience is aware of all the calamities that took place in the last century and
is awaiting future catastrophes. The revolution broke out and failed. Spectators can
hear the words from Krasifski’s original text from early 19% century expressed by
the Philosopher about the forthcoming day of the “liberation of women and Negroes”
— derided by the self-confident, caddish Papa Wincenty. He is convinced that nothing
will change: a man with a social status similar to his will only have “his own liberated
Negroes and even more of his own liberated women”. His conviction about the impo-
tence of social revolutions is legitimated by the miserable fortunes of others: Leonard/
Przechrzta and his daughter Przechrzta/Cepelia Winy (i.e. “Folklore Of Blame”). Le-
onard/Przechrzta has made the revolution with his own hands (still lacerated and in
bandages), so he demands praise for his achievements from the next generation. But
his claims sound pathetic. His character resembles the character from Wajda’s film
Man of Marble — Birkut, the over-achieving but painfully naive bricklayer, who beat
the record of laying 30,000 bricks in one day. He legitimated the communist gover-
nment, but in the end was betrayed by the proletariat authorities. In Demirski’s play,
the daughter of Leonard/Przechrzta works in an office operating the photocopier. She
is a kind of “office maidservant” or “xerox machine maid”. The absurdity of this se-
condary character and the hopelessness of her job and social position, although funny

13 Incidentally, this concept of the personage incorporating Zygmunt Krasinski echoes the
interpretations and analyses of Marek Bienczyk, who introduced Krasinski to the family of
great melancholics (Bienczyk, 1998, 2002).
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somehow, has an immensely deep resonance. She incorporates the defeat of revolution.
The revolution didn’t change the world for the better. The life of revolutionary’s
daughter ends with suicide. And it is not even tragic. It is also pathetic as her father’s
pretension to the appreciation for his deeds. Nobody cares about what happened to
her except for her father, who searches for her desperately. He cannot believe in her
suicidal death and remains incapable of leaving behind his claims that he secured
a better life for a new generation.

Thus this is one of the threads that leads us back to the scene with converted Jews
(“Przechrzty”) from Krasinski’s drama. It is not the only one, however. The scene
is crowded with characters evoking “Jewish motifs” and the text is littered with re-
ferences to them. Demirski and Strzepka were even questioned on whether the play
is “about the Jews”, which they denied. Which they did, because it obviously is not.
The play calls out our inner fears and obsessions. This is the explanation — that is why
there are so many different Jewish characters on the stage. This is also our phantasmal
point, which I referred to above.

Another Jewish character is not betrayed by the revolution. He is the winner. He
is rich. The play refers to him by two names — Rotschild/Wolf of Wall Street — so he
represents the privileged. He is the predator and he does business with the second
representative of this class, Papa Wincenty — some critics were misled because of this
scene. They found that the message of the play is that anti-Semitism is not a problem of
racism or nationalism, but is the result of inequalities between different social classes.
One of the reviewers stated, summarizing: “if Rotschild were poor he would end up in
crematorium [in the death-camp], but he was not, so the Holocaust overtook him”.!*

I believe that this assessment is over-simplified. Firstly, anti-Semitism is also
a problem of social inequality. If we simplify things and assume (after Zygmunt Kra-
sinski and his father) that the revolution is a mere change of positions between the
haves and the have-nots (and a huge amount of people in Poland still believe this),
then we have to see that Jews were “those who did not have right to have anything”
and therefore they constituted a complete distinct social class. Going back to Rot-
schild/Wolf Of Wall Street, let us recall that he also impersonates Krysinski, the Jew
parodying Krasinski, and that he was a well-dressed Jew.

The character named Auschwitz Tour, the last depiction of a Jew (this time fema-
le), enters the stage with the words “And that is why I’m travelling to all these hell-ho-
les by bus. Because somebody was well-dressed”. A connection can be made between
her coming out of a hole resembling the city sewage system and a person escaping
the Warsaw ghetto after the defeat of the Jewish uprising in 1943. And also a ghost
from the concentration camp’s crematorium, as one of the prominent critics noticed,'®
connecting this scene with Grotowski’s theatrical masterpiece Akropolis (1962).

Israeli tourists are perhaps those dreadful figures who remind us of 3 million Jews
murdered in gas chambers. Decades after World War 11 it was already quiet in Poland,

See: review by Mike Urbaniak, http://www.sztukawspolczesna.org/recenzja/2014-2015/192/
wysluchaj-nas-panie.

See: Lukasz Drewniak, Kofonotatnik (part 9), http://teatralny.pl/opinie/kolono tatnik-35-ciem-
ny-punkt,850.html
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already “clean” (in terms of the nationalistic thinking), we suffered a lot, we survi-
ved the revolution and minimized its effects, all those members of the revolutionary
crowd incorporated by the character of Leonard/Przechrzta became pathetic losers.
The peasants didn’t slaughter their lords, the gentry, as Zygmunt Krasinski was fore-
telling with fear; on the contrary: their children now attempt to emulate the old social
patterns. Citizens of Poland nurture the high-minded ideals of a great nation, purified
(i.e. free from foreigners-citizens, the Jews), unified by the catholic religion and the
cult of pure, sinless, innocent Poland with it’s spotless history — as once upon a time
Zygmunt Krasinski, our Romantic poet, wished it to be. But the foreigners come here
again by buses, trains and planes, they are coming out from every hole and want to see
only those ugly, unpleasant places, not the beauty and glory of Poland.

The character called Auschwitz Tour also has a second name: Count Henry’s Fe-
ars. Namely, the fear that he (we) may be guilty of death of the Polish Jews. In the 6
part of the Demirski’s adaptation, Count Henry/Krasinski shouts the monologue from
Sara Kane’s Psychosis 4:48, standing in front of two Jewish characters (Auschwitz
Tour/Count Henry’s Fears and Przechrzta-Ojciec/Leonard):

I gassed the Jews, I killed the Kurds, I bombed the Arabs, I fucked small chil-
dren while they begged for mercy, the killing fields are mine, everyone left the
party because of me, I’11 suck your fucking eyes out send them to your mother
in a box and when I die I’'m going to be reincarnated as your child only fifty
times worse and as mad as all fuck I’'m going to make your life a living fucking
hell I REFUSE I REFUSE I REFUSE LOOK AWAY FROM ME.

He screams out his fear, he clarifies his feelings, but he isn ¢ justified. His words
could be put in mouths of those who are afraid of refugees today. They are coming
— and nothing can be done. What can we do? What are we doing? We are telling on
them to God, like children in school: “I’ll report you to the headmaster!” Like Krasin-
ski — so sensitive, vulnerable and noble — did before, telling on all those awful, brutal
“new people” to God.'® Of course, Krasinski and others — those who postulated con-
serving (or: constructing in the process of politics of memory) the purity of the endan-
gered Polish nation and who talked about the Jews’ vicious nature — are not directly
and personally responsible for events that happened over a hundred years later. Still, it
isn’t innocent to indulge the creation of ideas that have a “bloody lining”: that are la-
ced with bloodshed hidden from our sight. In Krasinski’s case, this bloody lining con-
sists of two problems. Firstly, Krasinski’s premise that Poland is impeccably pure!”’
and in it’s history was always the victim, that all its wars were waged in the name of
God and His causes — leads to the notorious practice of concealing the “ugly” side of
any military conflicts in which Poland and Polish patriots were involved'. Secondly,

This is also the subtitle of Demirski’s stage version: Un-Divine Comedy or I will tell all this
to God.

This concept was developed later, in the 1840’s, in Psalms of the Future; see: A. Sekula, Syl-
wetka ideowa Zygmunta Krasinskiego. Warszawa 2015, chapter “Czystos$¢ i wykluczenie”,
pp. 216-299.

This practice pertains to the narration e.g. on the contribution of Polish volunteers in the Napo-
leon’s wars as well as to the “chopping the border edges” of Poland action (i.e. expanding the
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the claim to purify Polish nation from the influence of Jews, while knowing that this
vital group is striving to achieve an appropriate social status, obviously must entail
some kind of elimination of that group'®, so this contempt also reeks of bloodshed.

One may get the impression that Demirski and Strzepka are equating the Ho-
locaust with the annihilation of the Polish gentry during and immediately after the
Second World War, but they are not. Again, we must interpret this motif through the
general perspective revealed in this paper and find ourselves in the phantasmal point
of perception before looking at the historical and social issues. This would lead us to
notice yet another national myth being played out before our very eyes by the charac-
ter named Barbara Niechcic and Papa Wincenty — the myth of a nice family. Barbara
Niechcic is the personage from the novel Noce i dnie (Days and Nights) written by
Maria Dabrowska in the 1930s. The novel is depicting the socio-cultural changes in
the years 1863—1914 on the territories of partitioned at that time Poland and Barbara
Niechcic together with her husband Bogumit are the protagonists; they witness the
decline of social status of the gentry in Polish society. Barbara represents a type of
romantic noble woman, a daydreamer bitterly disappointed with her life and an in-
dividual unwillingly, but severely afflicted by big world’s history. In the Demirski/
Strzepka adaptation Barbara Niechcic and Papa Wincenty constitute a phantasmal,
ultra-Polish (should we know their backgrounds) married couple. They have all the
traditional, typical characteristics of Polish family (the phantasmal one of course) and
to add the new, element from 20" century historical narration — they are hiding the Jew
(as some people did during Hitler’s occupation, which seems to be in current nationa-
listic narration extended to a/l Polish families). But even if Barbara Niechcic and Papa
Wincenty do it — they are not sure if he is still alive: this is their skeleton in the closet.
And also ours, contemporary Polish people. The Jew in the hiding place somewhere in
Polish family home hints at the problem of the witnesses — or, to put it more precisely,
of Polish fear of being guilty and of the possibility of shifting places — sliding from the
position of bystander to the position of the haunted and the oppressed.

Zygmunt Krasinski’s Un-Divine Comedy is not a comedy at all: it is tragic, very
lofty and thus sometimes pathetic. Demirski’s play makes us smile or even laugh
sometimes. But we have to regard these moments with suspicion, particularly when
the text or the situation suggest playfulness. The performers are playing on the strings
of the apocalypse, of panic and fear. The fear of refugees and the fear of becoming
refugees ourselves is the dominant one. “Watch this” — Demirski and Strzepka are
saying — “these are your (and our) fears. This is what they look like. We are afraid that
it is our turn now, that we will have to flee, to throw away everything and run away
in the middle of our dinner, in the middle of our life, in mid-sentence... What if it is
your turn to be the victim of extermination...?”. This attitude: to be an apocalyptic
reminder, is also what evokes the litany of dates and places at the end of the play: only

borders of the new established state of Poland by sending troops to pacify the areas near the edge
of the boarder, mainly in the East) directly after First World War.

See: M. Wodzinski, Oswiecenie zydowskie w Krolestwie Polskim wobec chasydyzmu. Dzieje
pewnej idei, Warszawa 2003; M. Janion, Mit zalozycielski polskiego antysemityzmu. In: Spole-
czenstwa europejskie i Holocaust, Freidrich Ebert Stiftung, Warszawa 2004, pp. 20-21.
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the year parts of the dates and the names of the cities burst like bombs out of mouths
of two women (the angels of apocalypse?): the extermination is encircling us above
our heads.

The dates relate to the assassination of Archduke Franz Ferdinand of Austria as
the symbolic beginning of the First World War, the armed insurrection of the workers
led by the Bolshevik Party who stormed the Winter Palace, as the symbolic beginning
of the October Revolution in Russia, the political upheavals that brought to power
Mussolini in Italy, Hitler in Germany, Andino in Honduras, Franco in Spain, as well as
many others in Latin America, and Africa. There are dates pertaining to the Troubles
in Northern Ireland and dates recalling the social movements in 1968 in Europe and in
2011 in north Africa and the Middle East. The end of the litany of recent dates (from
2014 to 2019) does not feature the names of cities. This brings the menace even closer,
because it stirs up the anxiety that perhaps one of these dates could be connected with
our city in the future. Will it remain in history as: “(20)19 Warsaw”?

This clever artistic trick makes us all the successors of Zygmunt Krasinski. What
will we do with our fears? What strategy will we construct? Will we go deeper in the
ideological purification of our nation and head-hunting the traitors?

It was Krasinski’s courtesy to say at the news on the death of Mickiewicz that
“We all took after him”?° which was to mean that we, all the Polish people, the Polish
nation owe a lot to this Romantic poet and that we grew from his poetry. Mickiewicz’s
idea (or: project) of nation was nonetheless inclusive; Krasinski’s one was exclusive
and based on fears, as I circumstantiate in this paper. It must be said therefore: much
more we took after the author of Un-Divine Comedy.
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Streszczenie

Jeden ze sporéw wokot Nie-Boskiej komedii Zygmunta Krasinskiego, dramatu romantycz-
nego o rewolucji, zogniskowat si¢ wokot sceny z przechrztami, ukazanymi jako zdrajcy wszel-
kiej idei, spiskujgcy przeciw chrzesdcijanskiemu $wiatu i pracujacy wylacznie dla osiggnigcia
wlasnych celow. Adam Mickiewicz okreslit taki sposob ukazania spotecznosci zydowskiej w
dramacie, skadingd wysoko przezen cenionym, mianem ,,wystepku narodowego”. Interpreta-
cje historykow literatury staraty si¢ uniewazni¢ niewygodna sekwencje jako ,,nieorganiczna”
w kontekscie catoéci problematyki utworu. Rowniez przez inscenizatorow bywata ekstrahowa-
na lub bagatelizowana. Heurystyczne teksty Marii Janion wbudowaty powtornie sensy wyply-
wajace z ,,zalatujgcej siarkg” sceny w konstrukcje ideowo-fantazmatyczng dramatu, osadzajac
ja przy tym w historii mysli europejskiej, obiegu idei charakterystycznych dla epoki oraz w
biografii autora. Wystawiona w Teatrze Starym w Krakowie w 2014 r. inscenizacja Pawla
Demirskiego zatytulowana ,,Nie-Boska komedia. Wszystko powiem Bogu” zdradza nie tylko
swiadomo$¢ dotychczasowych opracowan historyczno-literackich utworu, ale prowadzi wy-
dobyte z nich mysli, sensy i utozsamienia dalej, scalajac je w wizj¢ uniwersalnej opowiesci o
ludzkim Igku.

Summary

Zygmunt Krasinski’s “Un-Divine Comedy”, the 19"-century drama on revolution, altho-
ugh in general highly prized by a prominent Polish romantic poet, Adam Mickiewicz, was
nonetheless criticised by him because of the scene with converted Jews, which depicted them
as traitors, provocateurs of the revolutionary disorder and plotters that strive to achieve power
and ruin Christianity. In this scene, called by Mickiewicz “a national crime”, focused one of
the literary contests for “Un-Divine Comedy”. Some of the literary interpretations and theatre
versions seek to revoke this cumbersome fragment as “non-embeded” in the main context of
problems in the drama. However, the heuristic works of Maria Janion inserted the incriminated
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scene anew in the ideological construction of the whole drama by using the phantasmal criti-
cism in literary research, placing it in the history of the European thought and the circulation
of ideas in the romantic epoch and in Krasifiski’s biography. The 2014 production by Demirski
(adapter of the text) and Strzepka (director) shown at the National Stary Theatre in Cracow
takes hold of recent literary and historical scholarship and, moreover, makes a step forward:
carries on the phantasmal interpretation, without loosing any of the drawn out meanings and
connotations, in order to raise the universal question about the people’s fear.
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Ani Cyprian Norwid, ani urodzony w tym samym roku Charles Baudelaire nie
rozpoczynali swej tworczosci od manifestow zrywajacych zasadniczo z modelem po-
przednikdw, jak to miato miejsce w przypadku romantykow wystepujacych w opozy-
cji wobec reprezentujacej starsze pokolenie formacji klasykow. Dodajmy, ze sytuacja
formowania si¢ romantyzmu w kontrze do klasycyzmu stanowi wilasnie o specyfice
literatury polskiej 1 francuskiej, w innych krajach europejskich nie odegrata ona tak
znaczacej roli. Manifesty romantyczne — przedmowy Victora Hugo i Adama Mickie-
wicza — otwierajg umownie nowg epoke. Pisarze kolejnego pokolenia, mtodsi o dwa-
dziescia lat, wchodza na sceng literacka w latach 40. w inny sposob, ich krytycyzm
wobec poprzednikéw jest bardziej subtelny. Nie wystepuja wylacznie w opozycji
wobec starego, ale takze z pragnieniem kontynuacji, coraz wyrazniej jednak postrze-
ganej jako niemozliwa. T¢ specyfike ich potozenia dostrzegt Paul Valéry, ktory pisat
0 swoistej ,,sytuacji Baudelaire’a”, o problemie bycia poetg po Lamartinie, Hugo,
Mussecie!. Ma ona swoj odpowiednik w ,,sytuacji Norwida”, o ktérym stusznie pisze
Zdzistaw Lapinski: ,,To, co go réznito od jego wielkich poprzednikow, byt to przede

Praca naukowa finansowana w ramach programu Ministra Nauki i Szkolnictwa Wyzszego pod
nazwa ,,Narodowy Program Rozwoju Humanistyki” w latach 2016-2021 (Nr 0046/NPRH4/
H2a/83/2016).

P. Valéry, Sytuacja Baudelaire’a. W: Estetyka stowa, idem, wyboér A. Frybesowej, wstep
M. Zurowskiego, przet. D. Eska, A. Frybesowa, Warszawa 1971, s. 143.
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wszystkim fakt, Ze pisat po nich. Oni to stanowili glowne dziedzictwo, wobec ktorego
musiat si¢ okresli¢: Mickiewicz, Stowacki, Krasinski’™.

Deklaracje obu twércow zwarte z jednej strony w projektowanym wstepie do
Fleurs du mal, z drugiej — w przedmowie do Vade-mecum wyrazaja i uznanie dla
»wielkoludow”, 1 przekonanie o wlasnej odrgbno$ci zwiazanej z wyczerpaniem ro-
mantycznego paradygmatu oraz z wyzwaniem stworzenia nowego jezyka poetyckie-
go. Baudelaire wielokrotnie odwotuje si¢ do tworczosci Chateaubriande’a i Hugo,
Norwid — do Mickiewicza i Stowackiego, cho¢ — jak dowodzit ostatnio Rolf Fieguth
—takze w jego dziele zawarte sg silne $lady lektury Hugo®. Norwid wyrasta niewatpli-
wie 1 z polskiego, i — cho¢ w mniejszym stopniu — z francuskiego romantyzmu.

Mozna by powiedzie¢, ze mowa o poetach zawieszonych mig¢dzy romantyzmem
anowoczesnos$cig, gdyby romantyzm i nowoczesnos$¢ stanowity parg opozycyjng. Tak
jednak nie jest. Romantyzm byt dla Baudelaire’a synonimem nowoczesno$ci, jeszcze
kiedy jako krytyk sztuki pisat o malarstwie Delacroix. Podobnie romantyzm — jako
w latach 40. tozsamy z nowoczesnoscia — postrzegat Norwid. Z perspektywy czasu
(w 1861) tak pisat o wydarzeniach Wiosny Ludéw w Poznanskiem: ,,Dzienniki
wszystkie na catym $wiecie glosza postep, lud, elektryczno$é, romantyzm, koleje
zelazne, cudzotdstwa i rzeczpospolite!” (PWsz VII, 58)*. Romantyzm, obok wymie-
nionych z nim jednym tchem zjawisk cywilizacyjnych, rozwoju przemystu i komuni-
kacji, elektrycznosci, demokracji i etycznego sceptycyzmu, staje si¢ jednym ze sktad-
nikoéw postepu.

Z czasem obaj pisarze romantyzm przesuwali w strong tradycji, widzgc w nim to,
co przynalezne raczej do — bardzo nieodlegtej — przesztosci, ale do czego nie sposob
si¢ nie ustosunkowac. Takze wypracowanie wlasnego modelu literatury w opozycji
wobec romantycznego stawato si¢ u obu bardziej konsekwentne. Mozna chyba po-
wiedzie¢, ze 1 Norwid, i Baudelaire z romantyzmu wyrastali w podwdjnym sensie
— jak z korzeni i jak ze zbyt ciasnego juz ubrania (Swiadomie uzywam w tym po-
rownaniu figury syllepis). Spory z romantyzmem — ze ,,szkota natchnienia”, jak na-
zywa go Norwid — sg nie tylko wyrazane explicite w wypowiedziach teoretycznych,
eseistycznych czy traktatowych, ale takze w tekstach literackich. W przypadku Nor-
wida i Baudelaire’a mamy wszak do czynienia ze znakomitymi poetami zakorzenio-
nymi mocno w romantyzmie, z niego czerpigcymi, ale proponujacymi — i to bardziej
w praktyce niz w teorii — wlasng §ciezke nowoczesnej liryki. Utwory poetyckie wy-
raznie nawigzujace do dziet wielkich poprzednikow, stanowigce ich swoiste przepisa-
nie, re-inskrypcje, to np. Romantyczny zachod storica Baudelaire’a — wiersz poswig-
cony Hugo, czy Czemu Norwida, utwor ujawniajacy nowe znaczenia w zderzeniu
z bezposrednim poprzednikiem — Mickiewiczowskim sonetem Do D.D. Wizyta.

Z. Lapinski, Norwid, Krakow 1984, s. 24.

Zob. R. Fieguth, ,, Vade-mecum” Cypriana Norwida w kontekscie Victora Hugo i Charles’a
Baudelaire’a. W: Strona Norwida : studia i szkice ofiarowane Profesorowi Stefanowi Sawickiemu,
pod red. P. Chlebowskiego [et al.], Lublin 2008.

4 Wszystkie cytaty dziel Norwida za wydaniem: C. Norwid, Pisma wszystkie, t. I-XI, pod red.
J.W. Gomulickiego, Warszawa 1971-1976, oznaczone w tekscie skrotem: PWsz, liczba rzymska
oznacza tom, arabska strong.
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Ich poezja to zatem nieustanne napigcie — mi¢dzy przyswajaniem romantyzmu a jego
krytyka i odrzuceniem, nigdy jednoznaczne i oczywiste.

Chciatabym tutaj jednak skupi¢ si¢ na samym poczatku tej drogi, na poczatku
procesu, ktory Zofia Stefanowska nazwata ,.kontynuacjg przez zaprzeczenie™. Bau-
delaire 1 Norwid u progu tworczosci tworzg bohateroéw dotknigtych romantycznym
rozczarowaniem, ale przede wszystkim bohaterow rozczarowanych romantyzmem,
takich, ktorych romantyzm ztamat czy wypaczyl. Ci wtasnie bohaterowie bedacy za-
razem nosicielami pewnej koncepcji poezji, poetami, beda mnie tutaj interesowac.
Skupig si¢ przede wszystkim na jednym tylko utworze Baudealire’a 1 jednym Norwi-
da, cho¢ symptomy swoistej choroby romantycznej czy choroby na romantyzm, za-
mknigte we francuskim opowiadaniu, rozporoszone sg w réznych tekstach polskiego
pisarza. Chodzi¢ bedzie o francuskg nowele Panna Fanfarlo i wezesng fantazje Ma-
rzenie, ktora dopetni¢ moga inne teksty Norwida: Chwila mysli, Wieczor w Pustkach,
Noc tysigczna druga... Utwory te ukazuja wypaczenia romantycznego idealizmu
1 wielki zmarnowany potencjat, ich bohaterowie jednocze$nie zmagaja si¢ i identyfi-
kuja z tym dziedzictwem. Obaj pisarze idg w tym w $lady romantykow, wewnetrzna
krytyka romantyzmu rozpoczyna si¢ bowiem przeciez w jego tonie. Gustaw, bohater
IV cze$ci Dziadow — ten Atlas zamieniony w komara — jest juz kreacja polemiczna,
zwichnigtg przez romantyczny idealizm, romantyczng mito$¢, romantyczne ,,zte wy-
chowanie”¢. Kolejnym etapem tego procesu sg kreacje Alfreda de Musseta, Gérarda
de Nervala, Juliusza Stowackiego, Zygmunta Krasinskiego. Bohaterowie Norwida
1 Baudelaire’a stanowig kontynuacje, niejako trzeci stopien tej wewnatrzromantycz-
nej polemiki.

Fanfarlo to jedyna nowela napisana przez Baudelaire’a, powstata w polowie lat
40. (wydana w 1847), jak dowodzi Pierre Laforgue, najprawdopodobniej po Salonie
1846, z koncepcjami ktorego utwor koresponduje’. Oto jej pierwsze stowa:

Samuel Cramer, czyli Manuela de Monteverde — bo takim nazwiskiem nie-
gdys, za dobrych czaséw romantyzmu, podpisat kilka romantycznych eksce-
sOW — jest pelnym sprzecznosci potomkiem bladego Niemca i $niadej Chilijki.

Samuel Cramer, qui signa autrefois du nom de Manuela de Monteverde
quelques folies romantiques, — dans le bon temps du Romantisme, — est le
produit contradictoire d’un bléme Allemand et d’une brune Chilienne®.

Zob. Z. Stefanowska, Pisarz wieku kupieckiego i przemystowego. W: tejze, Strona romantykow.
Studia o Norwidzie, Lublin 1993, s. 71.

Zob. M. Piwinska, Zte wychowanie, Warszawa 1981, zwt. s. 316.

Zob. P. Laforgue, Avant-propos « Les Fleurs du mal » ou les , follies romantiques” de Bau-
delaire. W: La Fanfarlo, suivi d’extraits de la correspondance de luteur avec Sainte-Beuve,
Ch. Baudelaire, ed. introduite et présenté par P. Laforgue, Paris 2008, s. 9. Badacz przekonuje,
ze Salon 1846 to przestrzen stawiania przez Baudelaire’a pytan o wlasna praktyke poetycka
w odniesieniu do romantyzmu, a Fanfarlo stanowi jej przedtuzenie (s. 14). Nowele czyta
badacz jako rewizj¢ romantyzmu, nie zerwanie z nim, a poszukiwanie jego nowego wyrazu,
wynalezienia si¢ na nowo, takze przez ironig¢ (s. 21-22).

Ch. Baudelaire, Panna Fanfarlo, przekt. R. Engelking, Warszawa 2001, s. 5. Oryginak:
Ch. Baudelaire, La Fanfarlo. W: Euvres compleétes. Texte établi, présenté et annoté par C. Pichois,
t. I, Paris 1975, s. 553. Dalej korzystam z tych wydan, podajac skrot F i numery stron obu wersji
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Takie otwarcie definiuje bohatera, wprowadzajac dwa zalozenia: pierwsze, ze
jest to poeta romantyczny, drugie — ze jego romantyzm to romantyzm juz prze-
brzmiaty, jako ze bon temps du Romantisme — ,,dobre czasy romantyzmu” juz mingty.
Z tego jednego zdania mozna wywnioskowaé, ze romantyzm (romantyzm Samuela)
to: kontradyktoryjno$¢ — potaczenie sprzecznosci (w tym Potnocy i Potudnia, w mysl
teorii Mme de Staél), ekscesy (,,folies”), ekstrawagancja (hiszpanskie przybrane na-
zwisko), zwielokrotnienie tozsamosci i przybieranie masek (pseudonim’). Cramer
wielokrotnie nazywany jest przez narratora romantykiem: ,,romantyczna Manuelg de
Monteverde” (F 8; la romantique Manuela de Monteverde 555), ,.jednym z ostatnich
romantykéw Francji” (F 30; ['un de derniers romantiques que posséde la France
571) (ta ,,ostatnios¢” znow warta podkreslenia), a jego jezyk okreslany jest mianem
»Lromantycznego zargonu” (F 27; jargon romantique 569), ,,wylewania bani roman-
tycznej 1 banalnej poezji” (F 26; un torrent de poésie romantique et banale 568).
Cramer jest pod przemoznym wptywem romantyzmu, ale jest takze jego ostatnim
1 niewatpliwie zdegenerowanym ogniwem. Baudelaire nie pozostawia czytelnikowi
watpliwosci, uzywa w stosunku do swego bohatera nast¢pujacych okreslen: proz-
niak, pechowiec, ambicjusz, twérca chybionych arcydziet, ,,stworzenie raczej cho-
robliwe, blyszczace poezja raczej w sposobie bycia niz w wierszach” (F 6; créature
maladive et fantastique, dont la poésie brille bien plus dans sa personne que dans
ses ceuvres 553). W przypadku Fanfarlo dokonuje si¢ na naszych oczach istotne
przesilenie romantyzmu, ktory nalezy juz do przesztosci, ale ustanawia to, co dzieje
si¢ tu i teraz'’.

Ten stan zawieszenia poezji migdzy starym a nowym diagnozuje takze Norwid
w fantazji Marzenie z roku 1840. Czyni to juz w motcie z piesni Jana Kochanowskie-
go: ,,Lecz tylko Ze pragniemy,/Ale nie rozumiemy/Czego si¢ trzymac, jako si¢ spra-
wowac [...]” (PWsz I, 19). Wyrywajac z kontekstu ten cytat, poeta eksponuje dwie
kwestie: pragnienie stabilnego oparcia z jednej, a jego brak, zagubienie, dezorienta-
cj¢, z drugiej strony. Poszukiwanie tego oparcia bedzie kierowato bohatera w strone
wzorcoOw romantycznych, ale stabilnos¢ tej kotwicy zostaje w catym tekscie, jak we

jezykowych: najpierw polskiej, potem francuskiej. R. Engelking pisze o Alexandrze Privacie

d’ Anglemont jako pierwowzorze bohatera Baudelaire’a; zob. tegoz, Tajemnice panny Fanfarlo.

W: Panna Fanfarlo, Ch Baudelaire, s. 51-53. Awanturnicze zycie dziewigtnastowiecznej

bohemy jako inspiracja noweli kierowato badaczy takze w strone poszukiwan prototypu samej

Fanfarlo, zob. np. G. Robb, Lola Montes et la Fanfarlo. W: , Etudes Baudelairiennes” XII,

red. B. Marchal, S. Michaud, G. Robb [ef al.], Boudry-Neuchatel, 1987, s. 55-70.

Co do pseudonimu, mozna w nim widzie¢ takze autoaluzj¢ do nieustalonej jeszcze sygnatury

samego Baudelaire’a, ktory postugiwat si¢ nazwiskiem matki (zob. P. Laforgue, Avant-pro-

pos « Les Fleurs du mal »..., s. 40); aluzj¢ do kobiecego pseudonimu P. Meriméego — Clara

Gazul (zob. J. Prevost, Baudelaire. Essai sur l'inspiration et la création poétiques, Paris 1998

(I wydanie — 1953, s. 42) czy innych romantycznych pseudoniméw sugerujacych odmienng niz

autora pte¢ (jak np. George Sand).

10" Zob. G. Robb, La poésie de Baudelaire et la poésie francaise 1838—1852, Paris 1993, s. 13.
Robb pisze takze o swoistej zdradzie, jaka popeinia Baudelaire, adaptujac reguty, ktérych
niewystaczalno$¢ oglasza (s. 14). O stosunku Norwida do romantyzmu zob. np. W. Rzonca,
Norwid a romantyzm polski, Warszawa 2005.
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francuskim opowiadaniu, podana w watpliwo$¢. Nie bez znaczenia jest takze sam gest
siggniecia nie do bezposrednich poprzednikéw, ale do Kochanowskiego!!'. Niemniej
jednak — podobnie jak tekst Baudelaire’a — utwor Norwida z romantyzmu wyrasta'?,
jest wypowiedziany jego jezykiem. Mozna powiedzieé, ze oba utwory problematyzu-
ja uwiktanie w jezyk romantyzmu.

W obu mamy takze do czynienia z Schillerowskim z ducha przeciwstawieniem
niegdy$ 1 dzisiaj, przeszlosci i terazniejszo$ci, naiwnosci i skazenia; przyszto$¢ zas
jest niejasna, naznacza j3 pragnienie niemozliwego powrotu do tego, co byto, do utra-
conej niewinnos$ci. Przeszto$¢ bohatera fantazji cechuje optymizm i prostota:

Skowronek §piewat — ja o §wicie wstatem
I czutem zycie, i zycie kochatem;

Lecz teraz zgadna¢ nie moge, dlaczego
Ciezy mi niesmak, dziwnie pomigszany,
Jak won fijotka §wiezo rozkwitlego

I pogrzebowych kadzidet tumany.

[...] dawniej ja marzytem,

Wszystko kochatem, we wszystko wierzytem,
Szczesliwy bytem!

A dzis?... smutny — i czemuz! (PWsz 1, 19)

Dawny optymizm zostaje — co wazne, bez wyraznego zewngtrznego powodu
— utracony, terazniejszo$¢ jest zatruta melancholig. Rowniez Samuel Cramer, spo-
tkawszy kobietg, ktora niegdy$ kochat, przywotuje obraz przesztosci, charakteryzujac
ja podobnie jak Norwidowski bohater: ,,Jakiez wspaniate to byly czasy, gdy ranek
podrywat nas na nogi [...], gdy nasze jasne oczy $mialy si¢ do catej natury, gdy na-
sza dusza nie dzielita wlosa na czworo, lecz zyta i cieszyta si¢ zyciem [...]” (F 15;
Le beau temps que celui ou le matin ne réveilla jamais nos genoux [...], out nos yeux
clairs riaient a toute la nature, ou notre dme ne raisonnait pas, mais ou elle vivait et
Jjouissait [...] 560) Rado$¢ zycia, umiejetnos¢ bycia bez jego rozpamigtywania, jest
—jak w rozprawie Schillera O poezji naiwnej i sentymentalnej 1 jak u idacych w jego
$lady romantykow — niemozliwa do odzyskania przez poetg dotknigtego chorobg wie-
ku. Mtodzieniec z Marzenia dwukrotnie stawia pytanie o powdd smutku, niesmaku,
przykroéci, jakiej do§wiadcza, i nie znajduje na nie odpowiedzi. Poczucie braku nie

" Takze ten gest datoby si¢ wpisa¢ w Bloomowska koncepcje¢ agonu wielkich poetéw z ojcami,

zob. H. Bloom, Lek przed wphywem. Teoria poezji, przekt. A. Bielik-Robson 1 M. Szuster,
Krakow 2002.

Te genetyczna dwuznaczna zalezno$¢ Marzenia od romantyzmu wielokrotnie podkresla-
no, wskazujac na podobienstwo utworu do Rusatki S. Goszczynskiego, Nie-Boskiej komedii
Z. Krasinskiego, ballad A. Mickiewicza, Dziadow wilenskich, Ody do miodosci. Zob. zwt.:
Z. Trojanowcz, Rzecz o miodosci Norwida, Poznan 1968, zwt. s. 83; G. Halkiewicz-Sojak,
Mtodziencze ,, fantazje” Norwida. W: Nawigzane ogniwo. Studia o poezji Cypriana Norwida
i jej kontekstach, tejze, Torun 2010, zwt. s. 36, 44; E. Skalinska, Norwid—Dostojewski. Zblizenia
i rekonstrukcje, Warszawa 2014, s. 49-51, 56.
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konkretyzuje sie, to, co utracone, nie zostaje okreslone, nie ma nazwy. Niewatpliwie
bohater cierpi na owa ,,melancholi¢ romantyczno-mglistg”, od ktérej Norwid odze-
gnuje si¢ potem w Promethidionie. Cierpig na nig zreszta rowniez inni bohaterowie
wczesnych utworéw Norwida, jak Roger, protagonista Nocy tysigcznej drugiej, ktory
jest postrzegany przez doktora, obserwatora postronnego, jako ,,dzieci¢ czasu”, jeden
z wariatéw, albo ,,zbolatych”. Samuel wprost méwi o rozczarowaniu i nienawisci
do samego siebie. I on takze jest sktonny do melancholii, co wigcej — osiagnawszy
spetnienie mitosne, pograza si¢ w niej jeszcze bardziej, a jego mito$¢ przybiera barwy
chorobliwe: ,,jego mitos¢ [...] poczeta si¢ smuci€ i [...] bolesnie tgskni¢ do ideatu”
(F 39; son amour commengait d’étre triste et malade de la mélancolie du bleu 578,
[podkr. — M.S.]). | Baudelaire takze, jak Norwid, wigze melancholi¢ z romantyzmem,
zwlaszcza z Chateaubriandem, a w eseju o Pierze Duponcie odrzuca ,,0szukancze
cienie Renégo, Obermanna i Wertera”'® w imi¢ dziatania.

Rozczarowanie, przesyt staja si¢ udzialem Samuela, autora chybionych ar-
cydziel, ale takze protagonisty Marzenia: egzaltacja i zachwyt (Norwid), roman-
tyczne ekscesy (Baudelaire) sg juz za nimi, chwila obecna to moment przesilenia.
Problemem obu bohateréw jest impas, przeciagajacy si¢ kryzys tworczy. Narrator
francuskiego opowiadania przedstawia Samuela jako romantyka wykolejonego,
nazywajac go ,,nowoczesnym i obojniaczym bozkiem impotencji” (F 6; e dieu de
l'impuissance — dieu moderne et hermafrodite 553). Meczarnie Norwidowskiego
Mtodziefica rowniez wynikaja w duzej mierze z zawieszenia mi¢dzy tym, co bytlo,
co oferuje Rusatka i co juz mu nie wystarcza, a niejasnym przeczuciem niewypel-
nionym tres$cig. Cechuje go niepokoj zwigzany z oczekiwaniem na nieznane, ale
1z obawa, ze nowe nie nadejdzie. Baudelaire taczy znaczaco epitety ,,romantyczny”
1,,banalny”, takze dla Norwida poezja Rusatki bedzie banalna, okre$lona jako ,,mdte
rozkosze”. Pani Cosmely — wchodzac w rolg inspiratorki jak Norwidowska Rusatka
— proponuje odrzucenie ponurych tematow i poezj¢ radosci z zycia. Tej propozycji nie
mozna jednak potraktowac jako propozycji mocnej. Dawna kochanka nie jest zadnym
autorytetem, a powstate pod jej wptywem wiersze przedstawione sg z ironig, narrator
nazywa je ,lichymi stancami”. Roéwniez propozycja Rusatki jako ,,mdla” zostanie
odrzucona przez Poete Norwida. Samuel jest tworcg Krogulcow, zbioru sonetow, kto-
re poznajemy wylgcznie z recenzji pani Cosmely, zarzucajacej autorowi ,,predylek-
cj¢ do ponurych tematéw i portretowania nieboszczykdéw” (F 14; j’ignore pourquoi
vous chérissez tant les sujets funébres et les descriptions d’anatomie 559)'. Nie ulega

13 Ch. Baudelaire, Piotr Dupont, przekt. A. Kijowski. W: Sztuka romantyczna, wstep A. Kijowski,
Gdansk 2003, s. 65.

Fanfarlo jest nie tylko kping z romantyzmu, ostrze noweli wymierzone jest w samego
Baudelaire’a. P. Laforgue stusznie zauwaza, ze przedstawiona przez panig Cosmely, ktora
bohater chce uwies¢, charakterystyka wierszy Samuela z tomu Krogulce odnosi si¢ dobrze
do poezji Baudelaire’a (napisanych juz w roku powtania noweli wierszy, takich jak chocby
Padlina), jak rowniez, ze plany dziet Cramera, przywotane na koncu noweli, przypominaja
projekty samego pisarza; zob. tegoz, Avant-propos « Les Fleurs du mal »..., s. 20, 25. To
dlatego autorzy stownika Baudelaire’a mogli napisa¢ o Fanfarlo: ,,Le héros, Samuel Cramer,
est un autoportret de Baudealire, réel et réve.”, Dictionnaire Baudelaire, C. Pichois avec
J.-P. Avice, Tusson 2002, s. 181. J. Prevost natomiast uznat Cramera za pierwsza autokarykature
Baudelaire’a; zob. tegoz, Baudelaire. Essai..., s. 42.



Jeszcze o sporach o romantyzm u progu nowoczesno$ci (Norwid i Baudelaire) 167

watpliwosci, ze predylekcje t¢ dzieli z nim Norwidowski Mtodzieniec, takze przed-
stawiony przede wszystkim w roli poety. Potwierdzenie znajdujemy w cytowanej wy-
zej metaforze zapachu fiotkow pomieszanego z pogrzebowymi kadzidtami, a takze
w obrazie ,,czarownej dziewicy”’, zmieniajacej si¢ nagle w postac upiorng, obnazajaca
kosci (obraz odsytajacy do Nie-Boskiej Komedii)'>. Mozna zatem stwierdzi¢, ze do-
$wiadczenie désenchentement opisane jest w obu przypadkach za pomoca podobne;j
estetyki.

Przynalezno$¢ do pokolenia w pewnym sensie przegranego — jak dowiodta Zofia
Trojanowczowa — jest jednym z najwazniejszych probleméw wcezesnej twdrczosci
Norwida'®. Mtodzieniec z Marzenia ,,czuje brak nieznosny”, szuka waznego celu
w przekonaniu o wlasnym potencjale, méwi o ,,przeczuciu wielkosci” (PWsz I, 22)
i dowodzi:

Bo przeciez nie dla fraszek — na pregierzu zycia
Rozpigty — czekam czego$ od catego $wiata,
Jak policzku od kata. (PWsz I, 20)

Nietrudno zauwazy¢, ze to przekonanie o wlasnej wielkosci 1 niemoznos$¢ czy
nieumiejetnos$¢ potwierdzenia go zyciem jest powtoérzeniem ,,jaskotczego niepokoju”
Kordiana, czekajacego na jedng wielkg mys$l i w gruncie rzeczy nigdy jej nieznaj-
dujacego. Poczucie pustki, braku ma rodowod romantyczny, a ten spadek to raczej
brzemig¢ niz zysk. Utkanie dialogu z intertekstualnych nawigzan to chyba nie tylko
poetyckie wprawki, jak probowano czyta¢ ten utwor, ale takze diagnoza uwiktania
w btedne koto romantyzmu. Proby wyjscia z niego sg w gruncie rzeczy ruchem w jego
obrebie, przechodzeniem od jednego do drugiego wariantu romantyzmu.

Samuel to dzieci¢ wieku na tyle Swiadome swej przynaleznosci do stracone-
go pokolenia, pokolenia des mal venus, ze uwaza si¢ za uprawnionego, by wypo-
wiadaé si¢ w imieniu braci — podobnych sobie, cierpigcych na chorobg wieku po-
etow, oskarzajgc ,,0jcOw” o wilasne nieszczescial”. T¢ przynaleznos¢ generacyjng

15 D. Pluciniska pisze o pastiszu gotycyzmu romantycznego w pierwszych utworach Norwida, zob.

tejze, Wezesne wiersze Cypriana Norwida a konwencja gotycyzmu, ,,Roczniki Kulturoznawcze”,
t. V, 2014, nr 3. O znaczeniu tradycji fantastyki grozy i youngizmu dla fantazji Norwida zob.
D. Pniewski, Po co Norwidowi fantazja?. W: Strona Norwida: studia i szkice ofiarowane
Profesorowi Stefanowi Sawickiemu..., s. 335-336. Réwniez we wczesnej noweli Baudelaire’a
dostrzegano gr¢ z konwencja gotycyzmu (np. Petrusa Borela), zob. G. Robb, Baudelaire, lecteur
de Balzac, Paris 1988, s. 167.

Zob. Z. Trojanowcz, Rzecz o mlodosci Norwida..., zwt. s. 67-116.

Juz w momencie ukazania si¢ noweli anonimowy krytyk, nieco srozac si¢ na nowatorstwo
jezykowe noweli, docenia talent autora i — co wazniejsze — dostrzega ironi¢ wymierzong
w romantyzm i we wspotczesng mlodziez: ,,Peut-étre I'auteur abuse-t-il du néologisme, et
tout en voulant montrer le ridicule du romantisme, tombe-t-il dans ses errements. Quoi qu’il
en soit, les portraits de Samuel et de la Fanfarlo sont tracés de main de maitre. Notre jeu-
nesse actuelle des deux sexes peut s’y mirer et s’y reconnaitre.” Cyt. za: M. Brix, Un compte
rendu retrouvé de « La Fanfarlo », ,,Revue de I’Histoire Littéraire de la France” 2009, nr 1,
s. 210. W takim ujgciu celem autora mialoby by¢ o§mieszenie romantyzmu, jednak mistrzostwo
polegatoby na aktualnosci noweli, ktoéra odmalowuje nie tylko mijajaca literature, ale jej echa
w zyciu wspolczesnej mlodziezy.
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Baudelaire wyeksponuje pdzniej nieco inaczej w otwarciu Kwiatow zta, zwracajac sie
Do czytelnika jako brata w grzechu, w upadku. Samuel mowi: ,,Lata deformujg ciato,
my wypaczyliémy namig¢tnosci. Przekleci po trzykro¢ nasi cherlawi ojcowie, co zro-
dzili rachityczne pokraki, zdolne ptodzi¢ tylko niedonoski.” (F 14; Les années n’in-
firment que les membres, et nous avons déformé les passions. Malheur, trois fois mal-
heur aux peres infirmes qui nous ont faits rachitiques et mal venus, prédestinés que
nous sommes a n’enfanter que des mort-nés! 560). Owi ,,ojcowie”, pigtnujacy swych
nastepcOw, sg obecni, cho¢ w r6zny sposob, w obu tekstach. Wraz z nimi powraca
kwestia oryginalnosci i zalezno$ci od mistrzow, lgku przed wptywem. Baudelaire
pisze o tym wprost: ,,[Cramer] Jest naraz kazdym z artystéw, ktorych kiedys zglebiat
1 kazda ksigzka, ktora przeczytal — a jednak, mimo talentow nasladowczych, pozostaje
na wskro$ oryginalny.” (F 8; Il était a la fois tous les artistes qu’il avait étudiés et
tous les livres qu’il avait lus, et cependant, en dépit de cette faculté comédienne, il
restait profondément original. 555) Bohater, dazac do utozsamienia si¢ z ksigzkami,
staje si¢ podmiotowoscig zbudowang z wptywow. Jest nie tylko kazdym artysta, ale
»kazda ksigzka”. Takie pelne utozsamienie si¢ z innym jest mozliwe tylko za cene
przenicowania wlasnej tozsamosci. Samuel nie jest w petni zadng ze swych lektur, nie
jest jednak takze sobg, kazde wrazenie jest dla niego przymierzang maska, ale maska
nie jest dlan odrdznialna od prawdziwej twarzy.

Z cytatow 1 kryptocytatow zbudowany jest takze monolog Mtodzienca. Marze-
nie w sposob oczywisty nawigzuje do ballad, ma — jak dowodzono — pierwowzor
w Rusatkach Jozefa Bohdana Zaleskiego i przypomina Mickiewiczowska Switezianke.
Do zamykajacego utwor cytatu z Ody do miodosci jeszcze powroce. Sa tu niemal
kalki z Zaleskiego i Mickiewicza (,,Mtodzieniec blednym wzrokiem spozieral wo-
koto” (PWsz 1, 20 ) — u Mickiewicza ,,[...] strzelec, btedny krok niesie,/Btednymi
rzuca oczyma”'®), Rusatka przypomina takze Goplane Stowackiego ($piace pod woda
jaskotki). Nie o wyliczenie analogii jednak tu chodzi, a o dialog z paradygmatem
romantycznym ustanawiajgcym prymat wyobrazni, z marzenia czynigcym materi¢
poetycka. Maria Janion pisala o marzycielstwie jako synonimie romantyzmu, tak ro-
zumial je takze Norwid"”. W jednym z listow przeciwstawienie rzeczywistosci i ma-
rzenia poeta wyraznie wiaze z romantyzmem Mickiewiczowskim:

Od czasu, kiedy rzeczy wisto$ ¢ zaczela by¢ nikczemna,
czyli raczej nikczemno$¢ stala si¢ u nas rzeczywistszg — przekleto
wszelka rzeczywisto$¢, co tak wymownie spotykamy w calej naszej
poezji Mickiewiczowsko-romantycznej. A jakiz koniec tej lotnosci?

(do Antoniego Celinskiego, Berlin [listopad lub grudzien] 1845, PWsz VIIL, 8).

8 A. Mickiewicz, Switezianka. W: Dziefa, tegoz, Wydanie Rocznicowe, t. 1. Wiersze, oprac.

Cz. Zgorzelski, Warszawa 1993, s. 70.

19 Najbardziej adekwatne i najbardziej popularne okreslenie romantyka to ,.ten, ktory marzy”. Zob.
M. Janion, Marzqcy jest tu, gdzie go nie ma, a nie ma go tu, gdzie jest. W: Prace wybrane, tejze,
t. IlI, Zto i fantazmaty, Krakow 2001, s. 185-186.
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Warto przypomnie¢ takze krytyczny w stosunku do romantycznych kreacji ko-
biecych list do Marii Trebickiej z 1853 roku, w ktorym tworca pisze migdzy innymi:
,»Nikt nie wie, co jest i jakiej plci ta mgta, dla ktorej Gustaw zwariowat 1 przebit si¢”.
([Nowy Jork] 20 pazdziernik 1853, PWsz VIII, 197). Norwid z opowie$ci o mitosnej
relacji me¢zezyzny z rusatka, czyli z opowiesci fantastycznej, czyni tekst metapoetyc-
ki. Przeksztatcajac rusatke w figure inspiratorki, nie pisze wigc kolejnego tekstu o ru-
safce, a raczej o romantycznym wyobrazeniu rusalki. Jako poeta zmagajacy si¢ z sila
wlasnej wyobrazni przypomina Hrabiego, poete Krasinskiego (mara dziewicy, mara
stawy wojennej) i — moze bardziej jeszcze — Gustawa — tego z czesci 1V, ale 1 tego
z 1 czgdci Dziadow, ktdry marzy o wcieleniu kobiecego ideatu, marzy o mitosci, samej
jej idei. Bohater Norwida powtarza ruch Gustawa, cho¢ Norwid, piszac Marzenie,
nie mogt znaé jeszcze 1 czes$ci Dziadow. Oczywiscie kontekst poezji polskiej, zwlasz-
cza poezji wieszczow, ale takze poezji krajowej, bedzie dla Norwida podstawowy,
chee jednak zwréci¢ uwage na zbiezno$ci fantazji Norwida takze z romantyzmem
francuskim — z niewiele wczesniejszymi Nocami Musseta (1835—-1837), a zwlaszcza
z Nocqg majowg (opublikowang w roku 1835 w Poésies nouvelles, czyli pie¢ lat przed
powstaniem Marzenia) stanowiacg quasi-dialog poety z jego Muza®. Nie rozstrzygne
znajomosci tych tekstow Musseta przez Norwida w 1840 roku, cho¢ ich autor oczywi-
$cie nie byt mu obcy, niemniej podobienstwo jest uderzajace — takze i u Musseta poeta
odrzuca model poezji postulowany przez ,,rusatczang” inspiratorke.

Jak Marzenie oparte jest na wzorach Zaleskiego 1 Mickiewicza, Krasinskiego
1 Stowackiego, tak utwor Baudelaire’a zbudowany jest na wzorach i motywach Bal-
zakowskich (Beatrix, Rastigniac)?'. Identyfikacja ze straconym pokoleniem i zderze-
nie idealizujgcego marzenia z rzeczywistoscig to watki podjete z twdrczosci Musseta
1 Nervala (obu tych poetéw znat takze Norwid). Co istotne, pierwsza rozmowa Sa-
muela z Mme de Cosmely jest kiotnig dotyczacg literatury, sporem dwoch wizji ro-
mantyzmu: walteroscotowskiego i nowoczesnego, w kazdym razie takze i tutaj nie
ma wyjscia poza romantyzm?. Walter Scott to ,,nudziarz”, ,,utyttany w kurzu rabus

2 Na temat Nocy zob. M. Siwiec, Trzy ,,Noce” z Muzq Alfreda de Musset. W: Romantyczne
koncepcje poezji. Poeta i Muza — relacja w stanie kryzysu (Alfred de Musset i Juliusz Stowacki),
tejze, Krakow 2012.

2l Tej inspiracji duzo uwagi poswieca J. Prevost, zob. tegoz, Baudelaire. Essai..., s. 42-49. Pisze

on o samej intrydze zaczerpnigtej z Beatrix (s. 42), o kreacji pani Cosmelly z reminiscencji

Balzakowskich (s. 43—44), o opisach wnetrz korespondujacych z hedonistycznym modelem

zycia wzorowanych na Dziewczynie o zlotych oczach (s. 44), o sladach lektury Balzaka

w sonetach Samuela (s. 48), w koncu — o idei correspondences jako Balzakowskiej. W konkluzji

Prevost stwierdza, ze Baudelaire’a interesuja inne niz Balzaka aspekty intrygi, ze poeta

przekracza wzor, stosujac metode poprzednika, ale przepuszczong przez pryzmat wilasnego

doswiadczenia. G. Robb z kolei przekonuje, ze Baudelaire chce pisac jak Balzak, w Fanfarlo
stosuje jego metodg, zgodnie z nig kreuje swego bohatera (cho¢ z zacigciem parodystycznym);
zob. tegoz, Baudelaire, lecteur de Balzac..., s. 149178 (zwt. s. 157, 176-178, 164). Zob. tez

P. Laforgue, Avant-propos « Les Fleurs du mal »..., s. 11-13 (o wplywie Beatrix na Fanfarlo).

Inni dowodza, ze Baudelaire zaczerpnat intryge z Une grande coquette Privat d’Anglemonta;

zob. Dictionnaire Baudelaire..., s. 181.

P. Laforgue pisze w tym kontekscie o opozycji romantyzmu przestarzalego i nowoczesnego,

wyrostego z doswiadczenia wspotczesnosci — oba typy przedstawione przez Baudelaire’a
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starych kronik” (F 11; [’ennuyeux écrivain, un poudreux déterreur de chroniques 557).
Jego historyczna rekwizytornia przeciwstawiona jest przez Samuela ,,zacnym pisa-
rzom francuskim, ktérzy namigtno$¢ i kwestie moralne zawsze przedktadajg nad re-
kwizyty” (F 11; nos bons romanciers frangais, ou la passion et la morale ’emportent
toujours sur la description matérielle des objets 557). W gruncie rzeczy Samuel broni
tu francuskiego modelu literatury romantycznej spod znaku Victora Hugo i Balzaka.

W ramach tego wewnatrzromantycznego sporu istotng rol¢ odgrywa stawetne qui
pro quo z sonetami napisanymi przez Cramera dla pani de Cosmelly i dla Fanfarlo.
Sonet pierwszy to ,,mistyczny specjal stawigcy urode tej nowej Beatrycze”, drugi
— ,,pikantny frykas, pelen pieprznych komplementéw” (F 28; ou il louait en style
mystique sa beauté de Béatrix; ,ou il lui servait un ragoiit de galanteries pimen-
tées” 569) . Samuel radzi sobie §wietnie z obydwoma, w tym ostatnim, przewyzszajac
toutes les andalouseries possibles (570) — ,,wszelkie mozliwe andaluzerie”. Jest to
wyrazna aluzja do hiszpanskich sonetéw i Contes d’Espagne et d’Italie Musseta, co
trafnie rozpoznal polski thumacz (ttumaczenie w polskim wydaniu noweli: ,,gorujac
nad wszystkimi nasladowcami Musseta” F 28), ale takze do Les Orientales Hugo.
Andaluzeria to — jak pisze Pierre Laforge — niemal klisza romantyzmu francuskie-
g0%. Ponownie dochodzi tu do zderzenia dwoch modeli literatury, ktore jest de facto
zderzeniem dwoch modeli romantyzmu (tu bardziej niemieckiego i francuskiego).
Zarzucano tez Baudelairowi, ze pomytkowa zamiana adresatek sonetow nie jest umo-
tywowana fabularnie, nie ma zadnych konsekwencji dla rozwoju akcji. To prawda,
jest ona jednak istotna wiasnie jako ekspozycja stosunku do romantyzmu i niemozno-
$ci wyjscia poza jego paradygmat. Samuel w gruncie rzeczy krazy pomiedzy dwoma
typami romantyzmu, pragmatycznie je wyzyskujac i tym samym niejako dezawuujac
obydwa.

Mtodzieniec z Marzenia w poczuciu wyczerpania swej dotychczasowej posta-
wy 1 — dodajmy — dotychczasowej literatury, poddaje ja krytyce. Odrzucony model
poezji reprezentuje Rusatka: to model poezji czerpigcej z folkloru, balladowej, sen-
tymentalnej, zwigzanej z przyroda, prostej, Spiewnej (Zaleski). Ten rodzaj poezji
Norwid okresla jednoznacznie pejoratywnie mianem ,,cacek”. To okreslenie powraca
u poety wielokrotnie takze w pdzniejszych metapoetyckich krytycznych utworach
(by przypomnie¢ tylko wiersz pod tym tytulem). Cacka to nie tyle zabawa, poezja
niepowazna, rozrywka, ile przede wszystkim — co tu istotne — poezja przebrzmiata
—bo ,,juz nie czas™:

Dosy¢ — dosy¢ tych cacek!... trudno mi, nie moge
Bawic¢ si¢ — bo mam jakies silniejsze przeczucie,

Co odpycha pieszczoty — wzbudza nawet trwoge,
Ze juz nie czas. (PWsz 1, 22)

krytycznie (przy czym krytyka tego drugiego jest bardziej subtelna), zob. tegoz, Avant-propos
« Les Fleurs du mal »...,s. 16-18.
2 Zob. ibidem, s. 17.
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Rusatka odchodzac, zapowiada:

Ze twojej tak glebokiej, tak zatrutej rany
Dzielno$¢ moich urokéw nawet nie wyleczy”. (PWsz I, 24)

Gdyby czyta¢ utwor w konwencji kuszenia, poeta wychodzi z tej proby zwycig-
sko?*. Mtodzieniec glosi rados$¢ z uzdrowienia, twierdzi, ze otrzasnat si¢ z ,,rojonych
cierpien”. Przepedzenie Rusatki reprezentujacej uznany przez samego poete za szko-
dliwy model literatury, mozna by uznaé za przezwycig¢zenie go, poeta przechodzi od
apatii do entuzjazmu, ale jest to zwyciestwo podejrzane. Zmora wojny ma pokazaé
znikomos$¢ ,,ptonnej mary”, ,,corki pieszczot i gnusnosci”, nie stanowi jednak wystar-
czajacej przeciwwagi, skoro mowa wiasnie o ,,zmorze”, a obraz wojny jest obrazem
przez poete wysnutym, a zatem iluzorycznym w rownym stopniu, co obraz ,,rusalcza-
ny”. Znikni¢cie Rusatki oznacza jej porazke, ale bynajmniej nie uzdrowienie poety.
Rana pozostaje nieuleczona. Najwazniejsza w tym kontek$cie wydaje si¢ interpreta-
cja zamknigcia fantazji cytatem Ody do miodosci. W moim przekonaniu zamkniecie
to jest dwuznaczne i wcale niekoniecznie konstruktywne, jak chcieliby badacze do-
strzegajacy w nim zwyciestwo mtodzienca nad marzycielstwem?. Stawiam teze, ze
jest to cytat wielostopniowy, Norwid cytuje nie Ode, a IV cze$¢ Dziadow, powtarzajac
doktadnie ten fragment Ody, ktory przywotuje Gustaw?. A Gustaw, jak wiadomo,
przywoluje Ode jako $§wiadectwo wytamania skrzydet, wypaczenia, dowodzac tym
samym, ze tamte ideaty sg skompromitowane. W catym Marzeniu cofa si¢ Norwid od
wczesnego romantyzmu (ballady) do fazy go poprzedzajacej (oda), a wiec do twor-
czosci klasycyzujacej Mickiewicza, ale ukazanej przez pryzmat Dziadéw?’. Marzy-
ciel pozostaje zamknigty w zakletym kregu Mickiewiczowskim, w obrebie $ciezek

2* O dialogu z Rusatka jako kuszeniu i odpieraniu (takze pokusy lekkiej, piosenkowej tworczosci)

oraz o odrzuceniu urojonych cierpien na rzecz aktywizmu w Marzeniu, zob. G. Halkiewicz-
Sojak, Miodziencze ,,fantazje”..., s. 40-41.

,» Wyrazne jest przestanie tej Norwidowskiej ballady: postulat pokonania cierpienia oraz etyczne
zwycigstwo optymizmu, cierpigcy miodzian bowiem wyzwolil si¢ od dominujacej nad nim
mary” — pisze D. Plucinska, Wczesne wiersze..., s. 60. Ta sama badaczka stwierdza jednak takze,
ze Norwid w fantazji naduzywa romantycznego je¢zyka w celach parodystycznych (s. 64). Rodzi
si¢ zatem pytanie, czy cytat z Ody nie jest elementem tego naduzywania i czy wobec tego mozna
go interpretowac jednoznacznie jako wyraz zwycigstwa.

Te dwoistos¢ Mickiewiczowskiej inspiracji zauwaza Z. Trojanowicz, zob. Rzecz o miodosci
Norwida..., s. 83—84. Badaczka pisze, ze wybor miedzy Mickiewiczem z IV czgéci Dziadow
a Mickiewiczem jako autorem Ody do miodosci byt charakterystyczny dla pokolenia Norwida,
ktore opowiadato si¢ po stronie wartosci reprezentowanych przez ode. Jestem §wiadoma
znaczenia Ody do miodosci traktowanej z calkowita powaga przez pokolenie Norwida.
Podwojne zaposredniczenie pozostaje jednak faktem, ktorego Norwid na pewno nie przeoczyt.
By¢ moze nalezaloby je intepretowac jako probe powrotu do pierwotnych senséw, zniwelowania
modyfikacji, skrzywienia przestania Ody, dokonanej przez Dziady, nie mozna go chyba jednak
uzna¢ za catkowite zignorowanie Dziadow wilenisko-kowienskich.

Na temat klasycyzmu ody Mickiewicza (specyficznego, bliskiego Schillerowi i Goethemu) zob.
T. Sinko, O tradycjach klasycznych Adama Mickiewicza rozpraw pigcioro, Krakow 1923, rozdz.
»Tradycje literackie Ody do miodosci”, oraz D. Seweryn ...jak tam zaszedles?” Mickiewicz
w szkole klasycznej, Lublin 1997, rozdz. ,,Duch Hellady” i ,,Wieczna mtodos$¢ klasycyzmu”.
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wytyczonych i przewarto$ciowanych przez romantyzm. Jest to kolejny zwrot nie od
literatury do rzeczywistosci, jak chcialby Mtodzieniec (i chyba Norwid), ale od lite-
ratury do literatury.

Pozwolg sobie na krotka, acz brzemienng w konsekwencje, dygresje genologicz-
ng. Do glosow Grazyny Halkiewicz-Sojak 1 Dariusza Pniewskiego zajmujacych sie
od strony gatunkowej Norwidowymi fantazjami®, warto — szczeg6lnie w przypadku
fantazji Marzenie — doda¢ kontekst francuskiej réverie. To forma rozstawiona oczy-
wiscie przez Réveries du promeneur solitaire Jeana Jacquesa Rousseau i potem Réve-
ries sur la nature primitive de [’homme Etienne’a Piverta de Senancoura. Angielska
Encyklopedia eseju uwzglgdnia réverie jako osobny gatunek, ktdérego wyznacznikami
sa: wymiar wyobrazniowy 1 filozoficzny oraz nastawienie na podmiot dokonujacy
autorefleksji, odkrywajacy prawdg o sobie, czgsto taczy si¢ z fikcjonalizacja auobio-
grafii, ubranie powaznych problemow filozoficznych w szate fantastyki®®. Polskim
tlumaczeniem réverie bytoby marzenie wtasnie®®. Réveries du promeneur solitaire,
przynoszace nowy typ podmiotu, okreslajacy sie jako — jak w tytule — samotny we-
drowiec, stworzyly takze przechadzke jako specyficzng forme gatunkows. Zajmuje
si¢ nig Hugo Sert, do jej przedstawicieli zaliczajac takze Nervala i Baudelaire’a®'.
Przechadzka na tonie natury zamienia si¢ z czasem w przechadzke miejska, fla-
neurie, ktorej paradygmat literacki wyznacza Paryski spleen Baudealire’a, a ktorej
slady mozna znalez¢ takze u Norwida. W tym miejscu wystarczy podkresli¢, ze we
wczesnych utworach obu poetdéw mamy do czynienia z samotnym marzeniem

28 Zob. G. Halkiewicz-Sojak, Mlodziericze , fantazje”... Badaczka pisze o fantazjach Norwida

w kontekscie fantazji jako gatunku cechujacego si¢ melicznoscia i kompozycyjna swoboda,
synkretyzmem liryczno-dramatycznym, uprawianego przez Zaleskiego 1 Gostawskiego
i — szczegolnie chetnie — przez ich nastgpcow, przedstawicieli pokolenia Norwida (s. 37-38).
Wspdlng cecha fantazji jest takze pewien typ bohatera bajronicznego do$wiadczajacego
rozziewu miedzy rzeczywistoscia a marzeniami (o fantazji Marzenie zob. s. 38—41) Zob. tez
D. Pniewski, Po co Norwidowi... Badacz podkresla, ze dramatyczna konstrukcja fantazji
pozwala by¢ $wiadkiem intymnych wyznan i przezy¢ (s. 335).
¥ Zob. A. Levy, Réverie. W: Encyclopedia of the Essay, red. T. Chevalier, London & Chicago
2001, s. 698—699. Levy pisze takze: ,,As a mental event, the réverie, to which the English “day-
dream” is merely an approximation, represents only a moderated relaxation of rational control,
such as used to be cultivated chiefly by imaginative artists and their followers in developing
their sensitivity to nature and beauty, in search of aesthetic stimulus or satisfaction. Our inad-
equate vocabulary for dealing with such phenomena nonetheless allows us to distinguish the
realm of imagination, in which the réverie explores with some degree of realism the meaning
of emotional experience, together with any possible alternative forms which it might take, from
the realm of mere fantasy, in which all degree of conscious control or logical coherence can be
jettisoned.” s. 698. Zob. takze: R.J. Morrisey, La Réverie jusqu’a Rousseau: Recherches sur un
topos littéraire, Lexington, Kentucky 1984; A. Tripet, La Réverie littéraire: Essai sur Rousseau,
Geneva 1979.
Dodam jeszcze, ze w Nocy majowej Musseta pada okreslenie réverie odnoszace si¢ do postaci
widma-Muzy, podkre$lajace jej nieoczywisty status, niepelng autonomie, zalezno$¢ od
marzacego podmiotu: ,,Cest une étrange réverie;/Elle s efface et disparait”. A de Musset, La
nuit de mai. W: Poésies complétes, red. M. Allem, Paris 1933, s. 304-305.
Zob. H. Sert, Errances et mélange des genres: la Promenade littéraire en question. W: Séminaire
du RIM — Réflexions interdisciplinaires sur le mineur 2014: http://www.cellf.paris-sorbonne. fr/
sites/default/files/articles/hugo_sert errances melanges genres_retour.pdf [17.03.2020].
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(pragnienie samotnosci jest obsesyjne u Mtodzienica) 1 z wedréwka bez okreslonego
celu (przy czym Mtodzieniec btadzi w zaroslach, Samuel jest juz dzieckiem miasta).
Jesli jednak u Rousseau réverie taczy si¢ nierozerwalnie z postulatem autentycznosci,
w przypadku obu protagonistdw marzenie staje si¢ polem do popiséw przed samym
soba, sceng teatralng, pozwalajaca przybiera¢ rozne role dzigki wyobrazni.

Okres$lenie Samuela jako ,,btyszczacego poezja raczej w sposobie bycia niz
w wierszach” nawigzuje do romantycznego mitu zycia poezja, utozsamienia poezji
1 egzystencji, pomieszania porzadku tekstowego i empirycznego. ,,Chetnie uktadam
swoje zycie jak powie$¢” —napisze Nerval, jeden z wazniejszych poprzednikow Bau-
delaire’a®. Takie utozsamienie — prowadzace do komplikacji tozsamo$ci podmiotu,
ktore dzi$ okresliliby$my mianem sylleptycznosci — mogto mie¢ z jednej strony walor
autentycznosci, podkresla¢ zgodnos¢ stowa i czynu, z drugiej jednak prowadzito do
zaburzenia granicy mig¢dzy tym, co autentyczne, a tym, co kulturowe, sztuczne i do
niebezpiecznego pomieszania zycia i iluzji*, by przypomnie¢ tylko ,,dramat ukta-
dasz” protagonisty Nie-Boskiej komedii. Bohaterowie Norwida i Baudelaire’a ida
jeszceze o krok dalej. Owo pomieszanie porzadkow staje si¢ teraz juz nie tragiczne,
a tragikomiczne.

Narrator Fanfarlo opisuje bohatera z ironicznym dystansem, podkreslajac zasad-
niczy dla artysty problem, jakim jest uwiklanie w sztuczno$¢, skazanie na gre: ,,Za-
cny z urodzenia — czasem troch¢ dran dla rozrywki — z temperamentu jest aktorem
1 przy zamknigtych drzwiach odgrywa dla samego siebie niestychane tragedie, a wia-
Sciwie tragikomedie. Poczuwszy cien wesoto$ci, natychmiast sprawdza jej szczero$é,
zmuszajac si¢ do hucznego $miechu. Kiedy, na czute wspomnienie, tza zakrgci mu
si¢ w oku, zaraz biegnie do lustra, patrze¢ jak szlocha” (F 7; Fort honnéte homme
de naissance et quelque peu gredin par passe-temps, — comédien par tempérament,
— il jouait pour lui-méme et a huis clos d’incomparables tragédies, ou, pour mieux
dire, tragi-comédies. Se sentait-il effleuré et chatouillé par la gaieté, il fallait se le
bien constater, et notre homme s ’exer¢ait a rire aux éclats. Une larme lui germait-elle
dans le coin de l'eil a quelque souvenir, il allait a sa glace se regarder pleurer. 554);
i dalej: ,,[...] nigdy nie wiadomo, kiedy ten wcielony diabet zaczyna gra¢” (F 32; car
avec ce diable d’homme, le grand probleme est toujours de savoir ou le comédien
commence. 572)*. Samuel zakochuje si¢ w Fanfarlo, kiedy ta wyst¢puje na scenie.
Przypomina w tym bohatera Sy/wii Nervala, tyle tylko, Ze o ile tamten chce, by obiekt
jego mitosci pozostawat daleko, o tyle dla Cramera stymulacja, takze erotyczng, jest
przebranie sceniczne. Pocigga go nie Fanfarlo jako kobieta, ale Fanfarlo odgrywajaca
role Kolombiny (Baudelaire demaskuje romantyczng fetyszyzacje kobiety). Stoimy
na antypodach autentyczno$ci. Samuel nie umie juz odréznié¢ gry od rzeczywistosci,
zycia od pozoru, staje si¢ ofiarg wlasnej tendencji do estetyzacji zycia.

32 Cyt. za: J. Hartwig, Gérard de Nerval, Warszawa 1972, s. 71.

3 Zob. np. M. Warchala, Autentycznos¢ i nowoczesnosé. Idea autentycznosci od Rousseau do
Freuda, Krakéw 2006, zwl. s. 153—-160.

Dla P. Laforgue’a teatralizacja (tu tozsama z iluzorycznoscia), estetyka sztucznosci, jest kluczem
do odczytania noweli; zob. tegoz, Avant-propos « Les Fleurs du mal »..., zwk. s. 26-32.
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Mtodzieniec Norwida takze w gruncie rzeczy odgrywa przed sobg samym dramat,
obserwujac wiasne reakcje i przeczucia. Rusatka-marzenie — tak nazywa jg Norwid
— jest bowiem projekcja poety, wytworem jego wyobrazni. Tytulowe okreslenie fan-
tazja jest nie tylko okresleniem gatunkowym, odnosi si¢ takze do fantazji, wyobrazni
jako dominium poety. Forma rozmowy, jaka przybiera Marzenie, potwierdza potrzebe
dialogicznosci. Jest to istotne o tyle, ze podmiot — ewidentnie doswiadczajacy kryzy-
su tozsamosci, kryzysu wartosci 1 kryzysu poezji, wobec tego, ze linia romantyczno-
sentymentalna jest juz niemozliwa do kontynuacji, moze si¢ ukonstytuowacé tylko wo-
bec innego. Dlatego na wlasne potrzeby tego innego sobie tworzy. Jest to gest, ktory
wykonuje takze — na innym poziomie — Konrad w Wielkiej Improwizacji w rozmowie
z Bogiem, bgdacej w istocie solilokwium, pozwalajagcym na ukonstytuowanie silnego
ego. Rusatka powtarza wtasne wypowiedziane przed chwilg przez Mlodzienca stowa,
1 twierdzi, ze zjawia si¢ jako odpowiedZ na jego nie w petni u§wiadomione, jak si¢
okazuje, wezwanie. By tozsamo$¢ mogta si¢ utwierdzi¢, konieczne jest wyobcowa-
nie, co utatwia figura oponenta. Nie rozpoznajac Rusatki, Mtodzieniec nie rozpozna-
je, czy nie chce rozpoznaé, samego siebie z przesztosci, spoglada na siebie jak na
innego. Podobnie czyni Samuel, przy czym u Baudelaire’a dystans budowany jest
bardziej przez narracje niz przez dialog.

Dla wzmocnienia paraleli komparatystycznej warto przywota¢ w tym miejscu
kontekst innych utworow mtodego Norwida. Takze Roger, bohater Nocy tysigcznej
drugiej, sam sobie wyrzuca ,,poetyzujesz”, obiecujac sobie zwrot ku ,,praktyczno-
sci” (PWsz 1V, 100). Moéwi z pozycji cztowieka rozczarowanego, spogladajacego
na ,,przestrzen ideatu” rozpoznang jako ,,ziemia uludna”, jako iluzja. W dramacie
przeciwstawienie poezji i prozy powraca jako przeciwstawienie ideatu, marzenia
1 rzeczywistosci. ,,Pigkna — pigkna kraina marzen-btedow, bledéw-marzen” (PW IV,
100) jest zarowno kraing wyobrazona, jak i przetworzong we wspomnieniu przeszto-
$cig. Rogera taczg z Samuelem Cramerem wiasnie pamie¢ o minionej mitosci i inkli-
nacje poetyckie. Co cieckawe — w przypadku obu protagonistow kobieta, przedmiot
ich uwielbienia, dostrzega w tej adoracji fatsz. Bohaterka Nocy tysigcznej drugiej
moéwi o przechodzeniu prawdy uczué w wykwintng forme jednoznaczng z brakiem
autentycznosci (PW 1V, 106). Norwid rozbija ironig takze wzniosto$¢ pozegnania
np. porownanie pozegnania z fantazjg do stow Hannibala na szczycie Alp samemu
Rogerowi wydaje si¢ $mieszne, nieprzystajace. Bohater jest $wiadomy hiatusu,
jaki okresla jego sytuacje, stopien jego samoswiadomos$ci przewyzsza wigc ten,
jaki reprezentuje Samuel Cramer. Teatralno$¢ zwiazana z brakiem autentycznosci
kluczowa i dla noweli Baudelaire’a, i dla wczesnych utworow Norwida powraca
potem w sposéb az nazbyt wyrazisty w Za kulisami, gdzie bohater rozmawia nie tyle
z osobami, co z maskami, z rolami, jakie odgrywaja*.

Jesli mozna moéwi¢ o wymiarze autobiograficznym wezesnych utworéw Norwida
i Baudelaire’a, to sprowadza si¢ on wlasnie do owej dziwnej i trudnej ,,sytuacji” poety

3 Pozniejsza tworczo$é Norwida powstata na emigracji, zwlaszcza w Paryzu, staje si¢ w duzej

mierze poezjg miasta, poezjg kultury, cho¢ zawiera wyrazng komponente krytyczna. Ten temat
podejmuj¢ gdzie indziej, zob. O kilku motywach u Norwida i Baudelairea, ,,Studia Norwidiana”
2018, t. 36, s. 73-92.
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— by powr6ci¢ raz jeszcze do okreslenia Valery’ego — (po?)romantycznego, sytuacji
bycia pomigdzy. Obaj probuja na réozne sposoby — przez nasladowanie (mimikre),
ale takze przez ironi¢ (autoironi¢), sceptycyzm czy krytycyzm okresli¢ swoja pozy-
cje¢ jako pisarza. Zdradzajg przywigzanie do jezyka romantyzmu, z ktorym walcza,
ktérego niewystarczalno$¢ dostrzegaja, a ktdry jest na razie jedynym jezykiem ich
zmagan z romantyzmem. Mozna powiedzieé¢, ze obaj poeci we wezesnych utworach
powtarzaja spér wewnetrzomantyczny, przesuwajac go i przeksztatcajac z czasem
W SpOr z romantyzmem.
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Streszczenie

Artykut dotyczy sporéw pokolenia Norwida i Baudelaire’a z romantyzmem, ktdre traktu-
j¢ jako kontynuacj¢ polemik wewnatrzromantycznych. Jego celem jest prezentacja sposobow
okreslenia si¢ obu poetow wobec paradygmatu romantycznego ustanowionego przez ,,wielko-
ludéw”: Mickiewicza i Hugo. Zaproponowana tu analiza komparatystyczna eksponuje nie tyl-
ko problemowy aspekt sporu, ale takze dazenie do realizacji konkretnego, odmiennego od ro-
mantycznego modelu poezji. W przypadku Norwida i Baudelaire’a mamy wszak do czynienia
ze znakomitymi poetami zakorzenionymi mocno w romantyzmie, z niego czerpigcymi, ale pro-
ponujacymi — i to bardziej w praktyce niz w teorii — wlasng $ciezke nowoczesnej poezji. Skupie¢
si¢ na wczesnych utworach pisarzy: Fanfarlo Baudelaire’a z jednej i wczesnych fantazjach
i dramatach Norwida (Marzenie, Chwila mysli, Wieczor w Pustkach, Noc tysigczna druga...)
z drugiej strony. Ambiwalentny stosunek obu pisarzy do romantyzmu — ,,tworcza zdrada”,
zaktadajaca zarazem kontynuacje i zerwanie ujawnia si¢ w kreacji bohaterow — jeszcze ro-
mantycznych, ale poddajacych romantyczny idealizm, wyobrazni¢, marzycielstwo wyraznej
krytyce. Ta krytyka ze wzglgdu na stygmantyzacj¢ romantyzmem staje si¢ takze samokrytyka.
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Summary

The subject of the paper is a dispute of the Norwid’s and Baudelaire’s generation over ro-
manticism, a dispute treated as a continuation of intro-romantic polemics. The aim of this com-
parative analysis is to present the ways of defining poets relative to romantic paradigm estab-
lished by the “great men” (Mickiewicz, Hugo). This ways are shown primarily in literary texts
— and not only through problematic debate, but also through the realization of a concrete, dif-
ferent from the romantic model of poetry. In the case of Norwid and Baudelaire we are dealing
with great poets deeply rooted in Romanticism, who derive from this tradition, but proposing
— and more in practice than in theory — their own path of modern lyricism. are focuses on early
works: Baudelaire Fanfarlo on the one hand and early Norwid fantasies and dramas (Marzenie
— Dream, Chwila mysli — Moment of thought, Wieczor w Pustkach — Evening in the Void, Noc
tysigczna druga — Second Thousandth Night...) on the other hand. The ambivalent attitude of
both writers to romanticism — “creative betrayal,” which assumes continuity and rupture at the
same time, is revealed in the heroes’ creations — yet romantic, but criticizing romantic idealism,
the fantasy, dreams. This criticism — due to the “stigmatization by romanticism” also becomes
self-criticism.
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Historically, the term “lyricism” designates a Romantic poet’s inspired self-
expression. But in common language it also refers to a dream-like mood, in which the
subjective origin is rather blurred. This ambiguity matters if one traces the usage of
the concept in the aftermath of Romanticism. To be sure, the French neologism Jyri-
sme had become ambiguous very soon after its appearance in the end of the 1820s. In
what is one of the first evidences of the word’s appearance, Alfred de Vigny used it to
explain the need of a capacity of stylistically rising the intonation “up to the highest
lyricism” (remonter jusqu’au lyrisme le plus haut) to render, in French, the freedom
of Shakespearean language!. Lyrisme, as Jean-Michel Maulpoix puts it, “addresses
song without the support of music”, or is supposed to be just the “equivalent of song
within poetry”2. It is, then, an agonal notion and represents the striving of Romantic
poetry to embrace the other arts. The introduction of the term occurred, however,

' A. de Vigny, Lettre a Lord*** sur la soirée du 24 octobre 1829 et sur un systeme dramatique.
In: Oeuvres complétes, idem, ed. F. Germain et A. Jarry, Paris 1986, vol. 1: Poésie, théatre,
p. 409. — All translations are mine, Ch. Z. This article was written during an “Advanced Postdoc.
Mobility” fellowship of the Swiss National Science Foundation. I thank Jens Herlth and Jared
Warren for their helpful comments on earlier versions of this paper.

2 J.-M. Maulpoix, Incertitudes d’un néologisme. In: Du lyrisme, idem, 2" ed., Paris 2000,
p. 23, 33.
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as Maulpoix points out’, at a moment when Romanticism had long been able to view
itself critically. Only some five years after Vigny, a character in Théophile Gautier’s
Mademoiselle de Maupin (1835) could make fun of himself by saying, “I let myself
go nicely with lyricism [...], for a while I’ve been pindarizing quite ridiculously”.
Since the mid-nineteenth century, dictionaries too record as a second signification of
lyrisme: false pathos, stereotypical enthusiasm, epigonic Romantic style. Sometimes
a third, metaphorical usage is defined that characterizes a certain affective or senti-
mental attitude of a person.

It seems as if the initial drive of lyricism to compete with music was later widely
abandoned and the vigour of the term has been absorbed by purely musical refe-
rences in contemporary English, German, Polish, or Russian (to mention just a few
European languages). “Lyricism”, I would say, today typically serves to characterize
elegiac voices both in musicology and journalistic discourse on music. Interestingly,
this tendency is only partly reflected by standard dictionaries®. Entries on “lyricism”,
“Lyrismus”, “liryczno$¢”, “mupusm” are still clearly biased by the semantics of exal-
ted sentimentality and sensibility both as artistic style and personal behavior. Those
definitions show, in a way, only the repercussions of lyricism’s expansion into other
realms: a metaphorized sentimental melodiousness. Whereas initially, the term was
meant to express the energy of Romantic writing, the generalized definitions of recent
dictionaries represent it predominantly as a nostalgic, passivist mood. My impres-
sion is that this semantics is, however, not so widespread anymore even in sophis-
ticated conversation, for lyricism has — more or less — become a musical terminus
technicus. Ironically, this understanding of lyricism actually excludes lyric poetry
as it now foregrounds music’s (at times also a film’s or even a painting’s) capacity
to be “lyric”.

The French language reveals a slightly different tendency. It grasps a quality in
lyrisme, some quasi-orphic or troubadour-like element that still might inform literary
texts — not only poetry; Maulpoix’s and a whole range of other recent publications
on the subject are proof of this possibility®. Now a growing scholarly interest in the
“lyric” can also be noted beyond France, namely a reappraisal, and neater distinction,
of lyric vis-a-vis the “poetic”, which was dominant in literary criticism as long as
structuralism and poststructuralist textualism were, in one way or another, its most
influential methodology. In structuralism, the “poetic” was considered a universal
function of language crucial to a certain degree for any text insofar as there are self-
referential aspects at work in it. Roman Jakobson’s iconic example shows this well:

3 Ibidem, p. 26.

“Je me suis joliment laissé aller au lyrisme [...], et voila bien du temps que je pindarise assez
ridiculement.” The Chevalier d’Albert in the 1834 epistolary novel in T. Gautier, Mademoiselle
de Maupin. In: Romans, contes et nouvelles, idem, ed. P. Laubriet, Paris 2002, vol. 1, p. 267.
Such as Oxford Dictionary, Duden, Ozhegov/Shvedova’s Tolkovyi slovar’ russkogo iazyka,
Stownik jezyka polskiego PWN (visited online).

See, among others, M. Broda, L 'amour du nom. Essai sur le lyrisme et la lyrique amoureuse,
Paris 1997; A. Rodriguez, Le pacte lyrique. Configuration discursive et interaction affective,
Sprimont 2003; J.-M. Maulpoix, Pour un lyrisme critique, Paris 2009.
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Eisenhower’s slogan for the U.S. presidential election of 1952, “I like Ike™’ is poetic
in terms of an overstructured way of putting the words, but there is certainly nothing
“lyric” to it.

Among contemporary endeavors, one can name the case of German Lyrikologie,
which seeks to define lyric in analogy to narratology®. Robert von Hallberg’s Lyric
Powers or Jonathan Culler’s recent Theory of Lyric should be noted, among others,
for the English-speaking part®. In this international context, the example of Polish
Studies is typical and yet particular. In the last years, there has been undertaken an
attempt to actualize the category of lirycznosé', a term already used by Romantic
critics!! and revisited in the twentieth century by Czestaw Zgorzelski (1908—1996) as
a conceptual alternative to traditional genre discourse'?. Zgorzelski was an eminent
specialist of Adam Mickiewicz, and in the context of Mickiewicz’s Lausanne Lyrics
(Liryki lozanskie, 1839), lirycznos¢ will hardly face objections, unless that one of
a too close relation to its object. But the idea of a renewal of lirycznosé is clearly not
only an analytical proposition. It involves instead elements of a literary anthropology,
namely the idea of a reintegration of the (post)modern subject'.

Zdzistaw Lapinski, a former student of Zgorzelski’s, unambiguously criticizes the
idea of universalizing the category of /irycznos¢ — unsurprisingly, with reference to
Polish structuralism. The “lyricality” of a text, he argues, cannot possibly be measu-
red, in contradistinction to “poeticality”’, whose degree can be assessed by analyzing
rhetoric devices. Moreover, Lapinski asks whether the assumption of a stable subject
bearing the lyric utterance, made by the authors of the Lirycznos¢ volume, is defend-
able at all under postmetaphysical conditions'. What is clear is that the Polish attempt
to renew the category of lyricism differs markedly from other reappraisals in that it is
much more voice-oriented and takes for granted a subject “behind” the poem.

7 R.Jakobson, Closing Statement. Linguistic and Poetics. In: Style in Language, ed. T.A. Sebeok,
second printing, Cambridge, Mass., 1964, p. 357.

8 See F. von Ammon, Lyrikologie. In: Handbuch Literarische Rhetorik, ed. R. Zymner, Berlin—
—Boston 2015. See also the recently established International Network for the Study of Lyric
(INSL).

® See R. von Hallberg, Lyric Powers, Chicago 2008; J.D. Culler, Theory of Lyric, Cambridge,
Mass., 2015.

10 Lirycznosé. W kregu probleméw estetyki, teorii i historii literatury, eds B. Kuczera-Chachulska,

E. Skalinska, Warsaw 2013).

M. Stanisz, Prawdziwa poezja serca i duszy. Kategoria lirycznosci w polskiej krytyce literackiej

wezesnego romantyzmu. In: Kuczera-Chachulska/Skalinska, Lirycznosc...

See, among many other texts, Cz. Zgorzelski, Lirycznos¢ poezji romantycznej. In: Zarysy i szki-

ce literackie, idem, Warsaw 1988.

13 See A. Stoff, Lirycznosé w zyciu i w literaturze (W poszukiwaniu Zrédlowego sensu pojecia). In:
Kuczera-Chachulska/Skalinska, Lirycznosé... Stoft (ibidem, p. 276) speaks about lyricism as
“place of encounter between life and art.” Teresa Dobrzynska, in her paper, describes lyricism
as a factor of the “creation of sense” (T. Dobrzynska, Utwor liryczny a status podmiotu w kul-
turze wspotczesnej w Swietle spojnosci i interpretacji tekstu. In: Kuczera-Chachulska/Skalinska,
Lirycznosé..., p. 283).

14 In her introduction, head of the project Bernadetta Kuczera-Chachulska cites at length Lapinski’s
internal review of the volume (O problemie lirycznosci (uwagi wstegpne). In: Kuczera-Chachul-
ska/Skalinska, Lirycznosé..., pp. 8-9).
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Interestingly enough, Zdzistaw Lapifiski himself, decades earlier, had made a point
on lyricism of literary-sociological relevance: In his essays and letters, the late Ro-
mantic poet Cyprian Norwid (Lapinski noted en passant) extensively uses the concept
liryzm with regard to extra-literary phenomena." This usage is not a surprise if we
keep in mind the initial drive of /yrisme to extend “the lyric to domains that hitherto
were untouched by it”!® — not only to other genres but also to everyday life. Still, the
phenomenon is so prominent in Norwid that it deserves more attention.

The authoritative dictionary of the Polish language of the nineteenth century,
Stownik jezyka polskiego, the so-called “Varsovian” (Sfownik Warszawski), does not
define liryzm. It cross-refers to lirycznosé, and from there, to the adjective liryczny.
The entry lists, very much as French dictionaries did, a metaphorical usage: “senti-
mental, exaggeratedly affective”, with the example of someone singing “lyric songs
on friendship”'’. It should be noted that this example for behavioral lyricism remains
lyric-related, and such closeness to the literary is a feature of respective French dictio-
nary entries, too. That is to say, a complete detachment of the concept from the literary
context is unusual.

Here lies the originality of Norwid’s usage. As a matter of fact, he speaks, for
example, of “lyric citizenship”!®. With Norwid, one can observe the transformation of
a critical, still partly genre-specific notion into what, in Reinhard Koselleck’s phra-
se, is a “universally applicable pejorative polemical concept”'. To be sure, the in-
trinsic possibility of a pathetic collapse of lyrisme, as pointed out earlier, had been
in the mind of the French Romantics when they were championing a transgeneric
mode of poetic speaking. Moreover, /yrisme had become very early a purely pejora-
tive concept in the criticism of Francis-Alphonse Wey (1812—-1882)%°. However, even
Wey’s discourse remains literary. The topic of the present paper is instead a political
or more precisely, metapolitical reframing of “lyricism” in the writings of several
Polish writers.

What seems essential in the examples [ will address is the referential shift, for it is
not subjective expression or a “singing” mode of speaking as such that is denied. Such
arefusal would be typical of a classicist or of a realist/positivist viewpoint. Rather, the
concept of lyricism is specifically adopted and functionalized anew. An appropria-
tion takes place, which obviously shares many of the premises of Romanticism. My
hypothesis is thus the following: Lyricism — transformed into a polemical concept

15 Z. Lapinski, Norwid [1971]. In: O Norwidzie. Rzeczy dawne i najdawniejsze, idem, Lublin 2014,
p. 224.

J.-M. Maulpoix, Incertitudes d'un néologisme..., p. 26.

“[...] sentymentalny, przesadnie uczuciowy: liryczne zapiewania o przyjazn.” Stownik jezyka
polskiego, eds J. Karlowicz, A. Krynski i W. Niedzwiedzki, Warsaw 1900, p. 748, 1* column
(emphasis in the original).

I will discuss this notion in more detail in the section “Lyricism as a Compensatory Mechanism
and as ‘Asceticism’ in Norwid”.

“[...] universal verwendbarer pejorativer Kampfbegrift”. R. Koselleck, Zur Begriffsgeschichte
der Zeitutopie. In: Begriffsgeschichten. Studien zur Semantik und Pragmatik der politischen und
sozialen Sprache, idem, Frankfurt/M. 2006, p. 272.

See J.-M. Maulpoix, Incertitudes d un néologisme..., pp. 39-41.
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— attacks social and/or political conventionalizations of Romanticism, and implies
the suggestion of “another” Romanticism. In other words, as a polemical concept,
it does not remain purely pejorative. As I will argue, it clearly retains, or regains,
a positive facet.

The first case [ will address is that of Norwid, the most significant representative
of the second generation of Polish Romanticism, who by all means tried to avoid the
epigonism of his fellow poets and discovered a highly paradoxical rhetorical weapon
in liryzm. Secondly, I will discuss the functioning of “lyricism” in the writings of
the fin de siecle philosopher, critic, and writer Stanistaw Brzozowski (1878-1911),
who was deeply indebted to Norwid for a specific cultural criticism. The harshness of
Brzozowski’s socially framed anti-lyricism conforms with his notorious anti-Roman-
ticism. I will be also focusing, however, on how sympathetic he could be toward lyri-
cism. Finally, I will address the case of the right-wing underground magazine Sztuka
i Narod (Art and Nation, Warsaw, 1942—1944) and the young poets and critics gathered
around it. They used Norwid and Brzozowski as key references in order to advocate
an engaged yet autonomous art. Their fights with “lyricism” were a way of discussing
both literary and existential issues in the midst of daily terror and the devastation of
the Occupation.

ricism as a Compensator echanism and as “Asceticism” in Norwi
Ly C tory Mech d as “Ascet ”in N d

Cyprian Norwid was a lyric poet, very much so. And he himself expressed a deep
belief in the reality of song within poetry, i.e. that the “lyre” could and should consti
tute an effective, and not merely nominal, counterpart to the heaviness and darkness
of (printer’s) “ink™!. “I do not feel the strings trembling under your finger — / You
are a printer of poetry!”, he stated in his poem “Lyric and Print” (“Liryka i druk’)
from the poetic cycle Vade-mecum (1866)*2. Moreover, he expects from any poet to
acknowledge “[t]hat strings lighter than those visible / Do exist [...]”?. Norwid was,
then, even a lyricist in the strictest sense of the term. But he was also concerned, very
consistently so, with the grounding of musical exaltation in what he once calls “archi-
tecture of reason”*.

2l Norwid writes about his contemporaries that “if they were told to sing so as the stones would

stack up city walls, each of them would wet his finger with ink...” (“gdyby im kazano $piewaé
tak, aby kamienie si¢ sktadaly w mury miasta, to kazdy z nich palec by w atramencie umoczyt...”)
C. Norwid, O Juliuszu Stowackim. IV. In: Pisma wszystkie, idem, ed. ].W. Gomulicki, Warsaw,
1971-1976), vol. 6, p. 439 (emphasis in the original).

“Nie czuje¢ strun, drzacych pod palcem twym — / Jestes poezji drukarz!” C. Norwid, Liryvka
i druk. In: Pisma wszystkie, idem, vol. 1, p. 24.

“Ze od widzialnych strun — struny letsze / Sg [...]” (ibidem, p. 25). To be sure, other poems in
Vade-mecum such as “Cacka” (Gem) give a more ambiguous account of the status of the “lyre”
and the resonance of its strings (ibidem, p. 131).

“[...] poezja ma architekture rozsadku swego” (C. Norwid, Do Marii Trebickiej. Maj 1954,
New York. In: Pisma wszystkie, idem, vol. 8, p. 209). Rolf Fieguth puts it aptly: “Norwid was,
in both prose and poetry, an author who wrote musically, and who in many ways broke and de-
formed yet never completely suppressed his melodies.” R. Fieguth, Gedanken zu Norwids Essay

22

23

24



184 Christian Zehnder

Given this prestige of, and identification with, the lyric, it is astonishing to see
how easily Norwid could convert it for polemical purposes®. Writing “lyricism”,
or sometimes just “lyric”, he addresses, in a most direct way, matters of the public
and pursues his merciless critique of Polish society. His aim is to show the necessity
of national self-criticism. Examples of this usage include the following remarks on
a “lyric” enactment of citizenship: “[...] Hitherto, Poles keep making lyric appeals in
order to gain nerves and spasms! — or, driven not by a creative but an imitatory routine
of ideas developed by other people, they try hard to get an official stamp and seal in
advance.” A slightly different accent can be observed in a polemical note on the oc-
casion of the death of Wincenty Pol (1807—1872), a minor Romantic poet, participant
in the November Uprising of 183031, and professor of geography in Cracow:

When Wincenty Pol died, /yric citizenship came up with the idea of burying
the poet on Wawel Hill.

I dissolved into spiritual tears as they adopted the idea not in reaction to the
softening of the Republic but because they never thanked any poet during his
lifetime. That’s why they must be, and are, generous after poets pass away?’.

In the first the two cited passages, “lyricism” stands for a kind of agitation of
one’s self. With a contemporary term one could speak of an ostentatious cultivation
of indignation. Such “nervous” lyricism, according to Norwid, goes hand in hand
with unoriginality, epigonism, and a bureaucratic mindset of self-preservation. “Lyri-
cism” would be, then, a mask — stolen as it were from the authentic sentimental
culture of Romanticism — dissimulating political and cultural “disheartenment”. In
a way, this insinuation is an emphatically Romantic critique of conventionalizations
and instrumentalizations of Romantic subjectivity. The second passage shows the
same tendency even more acutely. By means of the metonymy “lyric citizenship”,
Norwid is fighting what could be called a parasitic participation in lyricism. (To what
extent Norwid’s sarcasm applies to Wincenty Pol himself and his public career as
a professor in partitioned Poland, is difficult to say).

Das Schweigen. In: Geddchtnis und Phantasma. Festschrift fiir Renate Lachmann, eds
S.K. Frank, E. Greber, Sch. Schahadat, I. Smirnov, Munich 2001, p. 627.
2 In the sense of ‘Romantic exaltation’ Norwid’s rejection of liryzm is discussed bv Michat
Kuziak. See M. Kuziak, Norwid et le probléme du sujet. In: Norwid notre contemporain, ed.
M. Delaperriére, Paris 2015, pp. 179-180. Norwid does not use the more common /irycznos¢
(see J. Puzynina’s and T. Korpysz’s, Internetowy stownik jezyka Cypriana Norwida, online).
The use of /iryzm instead is indicative of the fact that there was an important impact of French
lyrisme on Norwid.
26 «[...] Polacy dotad robia odezwy liryczne, aby nerwy sobie zyska¢ i spazmy! — albo, idac
nie tworcza, lecz nasladownicza rutyna dokonanych przez inne ludy pomyslow, staraja si¢
naprzdd o zyskanie pieczatki i timbru oficjalnego: ze poczciwe jest poczciwe.” C. Norwid, Nota
z dziewigciu punktow. In: Pisma wszystkie, idem, vol. 7, p. 153.
“Kiedy zmart Wincenty Pol, obywatelstwo liryczne pomyslato poete pogrzes¢ na Wawelu.
/ Zaptakatem w duchu, bo to nie dlatego oni pomyslili, iz Rz[eczpospo]lita zniewiesciala juz, ale
dlatego, iz zadnego poety nigdy za zywota nie u-wdzigczyli, przeto hojnymi musza by¢ i sa po
zgonach.” C. Norwid, Do Jozefa Bohdana Wagnera [Paryz, poczqtek grudnia 1874?]. In: Pisma
wszystkie, idem, vol. 10, p. 32 (emphasis in the original).
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Turned into a pejorative polemical concept, lyricism thus describes a compensato-
ry mechanism. Rhetorically — “I dissolved into spiritual tears” — Norwid takes, for his
part, a highly lyric stance not to be confused with an outburst of emotion, though, but
being based on a carefully shaped emotionality. Elsewhere, he mentions a language
of “expressions of precise power”, aiming at a controlled expression, behind which
an even deeper emotionality would dwell. “Lyricism”, he writes, “is the opposite pole
[to such controlled expression]”?. Tt displays, according to him, a sensationalist exhi-
bition of feelings as concealing the lack of a citizen’s substantial cultural vision.

The scope of the polemical concept goes beyond that compensatory mechanism.
It includes namely the phenomenon of self-delusion in view of the conditions under
which nineteenth-century culture evolved. In a letter from 1863 Norwid wrote:

I know that lyricism would answer that it does not actually matter [how the pub-
lishing market is organized in Poland] since there will always be both graves
for the promulgation of tradition and those ruins shrouded in mystery about
which, God knows, I would sing far more beautifully if I did not know under
what vault one has to sing, and under which one speaks and acts®.

To “sing beautifully” appears to be a question of context. I would like to explain
this aspect with a letter from 1856, where Norwid deals with the poetics of a friend
of his, the notorious lyricist (/irnik) Teofil Lenartowicz (1822—1893). Here, the use of
the term is generally literary. Still, what is at issue is the status of lyric song under the
premises of already conventionalized “social” lyricism. Norwid wrote:

I know very well how much, by virtue of his /yricism, he [Lenartowicz] has
been approaching consumption, [...] however, he lives in a conventionalized
world, [in this world] as it is, in such a way that he has behaved like someone
who, the more he enters the circle of heartlessness the more subtly he prepares
his aching strings, so as to be all the more unjustifiedly plucked*°.

Maverick Norwid, with his extremely acute consciousness for social mechanisms,
is describing the vulnerability of a modern Orpheus (i.e. Lenartowicz) who actual-
ly does not manage to “read” the social sphere and to anticipate its dynamics. But
with his awkwardness — here comes Norwid’s serious objection — Lenartowicz is also

2 “[...] wyrazen $cista majacych moc”, “Liryzm przeciwnym tego jest biegunem” (C. Norwid,
[W sprawie uczczenia przesladowanych unitow] [1874]. In: Pisma wszystkie, idem, vol. 7,
p. 177).
“Wiem, iz liryzm odpowiada na to, Ze to nic, bo zostana zawsze mogity gloszace tradycje i te
ruiny owiane legendami, o ktoérych dali Bég ze ja tez daleko pigkniej zaspiewatbym, gdybym
nie wiedzial, pod jakimi sklepieniami si¢ $piewa, a pod jakimi si¢ mowi i rzecze.” C. Norwid,
Do Leona Kaplinskiego. [Paryz, maj—czerwiec] 1863. In: Pisma wszystkie, idem, vol. 9, p. 100.
30 “Ja wiem bardzo dobrze, jako niedawno liryzmem swym juz, juz suchot bliski byt, coraz to
subtylizujac najeteryczniejsze wdzigki tkliwosci, a Zyjac w $wiecie konwencjonalnym, jaki
jest — w sposob, ze podobny byt do czlowieka, ktory w miarg jak w wigcej bezserdeczne koto
wchodzi, tym subtelniej przygotowywa struny zbolate, aby tym niesprawiedliwiej szarpany
byt.” C. Norwid, Do Marii Trebickiej [Paryz] 15 wrzesnia 1856. In: Pisma wszystkie,
idem, vol. 8, p. 287 (emphasis in the original).
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unable to serve, so to say, the cause of tenderness. The task set by Norwid is to give
lyricism a kind of sober harshness, which would provide it with agency. As he puts
it, “Song is not only art and flowers but it is also work. I know well that in any ob-
ligation there is always a certain proportion of indelicacy. This is, however, a most
sacred indelicacy [...]”%!. And he goes on by rephrasing lyricism as “asceticism”:
“I said to him [Lenartowicz]: “You can reach the highest lyricism, but [by doing so]
you have to walk in sandals or barefoot and with a pilgrim’s staff [...].” Lyricism is
always ascetic, fruitless. Passive asceticism without being a sacrifice for something
is suicide.”? Lyricism, this mode of elevation and stylistic excess, appears now to be
adevice of reduction. What Norwid means by this lyric “asceticism” is probably the li-
cense to suspend social aspects and the relativization of the mimetic element in poetry.
But such a reduction, according to him, might be justified only by a highly conscious
dealing with the framework of poetry. Artistic reduction must be accompanied by
a reduced life-style, that is to say, by ascetic practice and the perseverance characte-
ristic of a pilgrim. Lyricism has to be bought by a sensible price. In turn, asceticism
might be able to transform elevation into a kind of second-degree-realism: into a par-
ticular clear-sightedness in social matters.

A Symptomatology of “Slavish Lyricism” in Brzozowski

Stanistaw Brzozowski considered Norwid — almost fully unknown by the end of
the nineteenth century and rediscovered by the Symbolist Zenon Przesmycki (Mi-
riam) in 1897 — interestingly enough, under the label “lyricism of ruins” (liryzm ruin).
Such lyricism, Brzozowski wrote in 1905, would “mock” the ephemeral output of
modern culture “by virtue of its calm” (szydzi spokojem), with “sculptural disregard”
(posqgowe lekcewazenie) for the seemingly most relevant matters of the day*.

Some years later, in The Legend of Young Poland (Legenda Mtodej Polski, 1909),
Brzozowski’s critical opus magnum, a specific Norwidian lyricism becomes the sy-
nonym of a silent, ultimately unquestioned rootedness in totality: “Lyricism is not
unfamiliar to Norwid, [...] lyricism is the breath of the whole, telling the single stones
that the edifice endures and stands firm™>*.

31 “Piesn jest nie tylko sztuka i kwiat, ale i dzieto — wiem ci ja, ze W kazdym zobowiqzaniu jest

pewna proporcja niedelikatnosci — ale to niedelikatno$¢ najswietsza [...].” Ibidem (emphasis in

the original).

“Mowitem mu: ,Mozna i najwyzszego liryzmu siggac, ale trzeba przy tym w sandatach chodzi¢

albo boso i z kijem w re¢ku [...]." Liryzm jest zawsze ascetyczny; ascetyzm jatowy, bierny, bez

ofiary za cos$, jest samobojstwo. ” Ibidem (my emphasis, Ch.Z.).

S. Brzozowski, Cyprian Norwid. Proba. In: Kultura i zycie, idem, Zagadnienia sztuki i twor-

czosci. W walce o §wiatopoglad, ed. A. Walicki (Dziela, ed. M. Sroka), Warsaw 1973, p. 155.

3 “Liryzm nie jest obcy Norwidowi, ale ma on u niego specyficzne zabarwienie, jest on jakby
milczeniem i duma poteznej katedry. [...] liryzm jest tchnieniem catosci, zwiastujacym
oddzielnym kamieniom, ze trwa i stoi gmach.” S. Brzozowski, Legenda Mlodej Polski. Studia
o strukturze duszy kulturalnej, ed. J. Bahr (Dziela, ed. M. Sroka), Cracow 2001, p. 342. Curi-
ously, “solitary” lyricism seems to have an affinity with historical “activity”: “Lonely, Norwid
bore a world of construction and deed; he had in him the belief of an integral historical man”

32
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There are other curious instances of a revalorization of lyricism in The Legend of
Young Poland, namely a surprisingly sympathetic account of the Symbolist poet Jan
Kasprowicz (1860—-1926)*. Nontheless, Brzozowski basically used the term by no
means less polemically than did Norwid himself, and he gives it an even vaster scope
as he applies it to the Polish and eventually the European intelligentsia as a whole, in
an age of what he calls “Romantic crisis” (przesilenie romantyczne)*®. There are nu-
merous descriptions of a hedonistic and narcissist cultivation of solitude and the mel-
ting of contours in Brzozowski’s writings, and he typically attacks them as “lyricism™:

Nothing tells me to see what I am, I have the right to dream of what I wish, as
I wish it — thus one could conceptualize the source of slavish lyricism. Polish
lyric irrationalism is taking actually the same spiritual attitude as confessed by
progressive rationalism. There [in the latter], the creed declares its confiden-
ce in a recognized mechanical process, here [in lyricsm] it is [confidence] in
elementary, undefined becoming. Life is understood here in such a way that
a fruitless, idle, sentimental existence of the Polish “loners” should be some-
how especially Polish — that is the only method of historical action we know?’.

The idea that lyricism, qua “irrationalism”, stands back to back with societal ra-
tionalism, naive scientism, and progressivism is a model that played already a role in
Norwid’s analyses. And the parallels between him and Brzozowski reach even further.
Very much like in Norwid’s cultural criticism, “lyricism”, in Brzozowski’s account, is
a pretext for ignoring the modern condition of life and for delaying artistic, cultural, or
religious responses to it. Reflecting on Maurice Barres, the French Fin de siécle writer
and politician, Brzozowski wrote:

(“Norwid dzwigat w samotnos$ci $wiat konstrukeji i czynu: miat w sobie wiar¢ petnego history-
cznego cztowieka”; ibidem, p. 310).

3 Reframing Kasprowicz’s “lyricism” socially, Brzozowski writes: “Lyricism is the flow of life as
it flows, the source out of which can arise the deed” (“Liryzm jest potokiem zycia, gdy ptynie,
zrodlem, z korego moze powstaé czyn”). Ibidem, 340. See on this aspect C. Zehnder, Tdtiger
Augenblick: Zur , poetischen Ethik* in Stanistaw Brzozowskis, Legende des Neuen Polen.
Zeitschrift fiir Slavische Philologie 2018, no. 74(2), pp. 341-343.

% An excellent outline of Brzozowski’s anti-Romanticism and Romanticism sui generis is
M. Piwinska, Legenda romantyczna i szydercy, Warsaw 1973, pp. 121-134 and passim. Piwins-
ka, adapting herself Brzozowki’s style, speaks of the “fireworks of lyricism” (fajerwerki liry-
zmu;, ibidem, p. 131) in Symbolism (in Miriam, i.e. Zenon Przesmycki, and others). Moreover,
she uses the highly Brzozowskian phrase rozplywali si¢ w liryzmie (ibidem, p. 147) with regard
to Stefan Zeromski and Stanistaw Wyspianski. See also, with a more European scope, T. Burek,
Miejsce Brzozowskiego w dwudziestowiecznym sporze o romantyzm. Wstep do zagadnienia.
In: Wokot mysli Brzozowskiego, ed. A. Walicki, R. Zimand, Cracow 1974.

37 “Gdy wyczerpi¢ wszystko, co jest na zewnatrz mnie i co mojej woli podlega, mam jeszcze
siebie [...]. Nasza kultura bezwiednosci w innym zmierza kierunku: nic nie kaze mi widzie¢,
czym jestem, moge¢ marzy¢ o czym zechcg, jak zechce — tak datoby si¢ okresli¢ to zrodto
niewolniczego liryzmu. Polski liryczny irracjonalizm to wtasciwie ta sama postawa duchowa,
ktora wypowiada si¢ w postepowym racjonalizmie. Tam wypowiada si¢ zaufanie do poznanego
mechanicznego procesu, tu do zywiotowego, nieokreslonego stawania si¢. Zycie pojmowane
jest tu tak, aby bezptodne, bezczynne, sentymentalne trwanie polskich ,samotnikow’ byto jakas
specjalnie polska, nam tylko znang metoda dziejowego czynu.” S. Brzozowski, Legenda Mlodej
Polski..., pp. 210-211 (my emphasis, Ch.Z.).
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We need to understand the construction of modern action, the law that defines
the crystallization of culture today. The life of culture has its own concrete
logic: We have to comprehend it if we want our thoughts to be thoughts and
not merely symptoms, physiological reflexes — to the lyricism that has become
the most dangerous temptation for Polish thought3$,

Lyricism as a “symptom” of the lack of intellectual penetration of modern life:
Brzozowski is emphasizing, again, an objection Norwid had raised against compensa-
tory tricks by intellectuals in partitioned Poland. What both Norwid and Brzozowski
aim at is a sincere, incorruptible reflection upon the modern conditions of creativity.

As some of his early postulates remained uncovered by practice, Brzozowski notes
self-critically in his late Journal (Pamietnik, 1910—11), he helped himself with
a “lyric” on the one hand, a “demagogic” element on the other®. Lyricism served
him, he admits, as a sensationalist device with a compensatory function. Clearly,
the structure of this observation is consistent with Norwid’s concerns. Already in an
earlier entry in the Journal, Brzozowski addresses the dangers of lyricism for his
own writing: “I was bold once and did not treat my work as self-expression, lyricism,
which — somehow by chance — help me make a living. Whatever your spiritual world
is, you have to make of it an instrument of struggle and work! That has to be your
foundation.”® A pivotal principle is, then, the minimization of emotional interest in
writing and a markedly unemotional, economic use of intellectual and artistic practi-
ce. Later in the Journal, the same polemic against lyricism appears in the context of
the novel of Brzozowski’s time: “An author of novels that do not appeal to conscious
consent is forced to act by other means: sensation and sympathy, lyric hypnosis.”!
And Brzozowski suggests two antidotes highly untypical, it would seem, of his criti-
cal agenda: “stylism” (stylizm) and “egotism” (egotyzm). One has the impression that
lyricism is thus to be beaten by its own arms: In order to understand his surprising
“stylism” and “egotism” claim, it is important to know that Brzozowski, at that time,
was considering new cultural models for his criticism, namely English literature and

¥ “Musimy zrozumie¢ budoweg nowoczesnego czynu, prawo okreSlajace dzi§ krystalizacje

kulturalng. Zycie kulturalne posiada swa wilasng konkretng logike: pojaé¢ ja musimy, jezeli
chcemy, aby mysli nasze byly dzi§ mys$lami, a nie symptomatami tylko, fizjologicznymi
odruchami, liryzmem, ktory stat si¢ najniebezpieczniejsza pokusa mysli polskiej.” S. Brzozowski,
Maurycy Barres (ze studiow nad myslg francuskq) [1909]. In: Glosy wsrod nocy. Studia nad
przesileniem romantycznym kultury europejskiej, idem, intr. C. Michalski, afterword A. Bielik-
-Robson, Warsaw 2007, p. 202 (emphasis in the original).

3 «[...] liczy¢ na pomoc elementu lirycznego”, “bezwiednie [...] demagogicznego” (S. Brzozow-

ski, Pamietnik, intr. M. Wyka, ed. M. Urbanowski, Wroctaw—Warsaw—Cracow 2007), p. 168;

February 12, 1911.

“Bylem kiedy$ odwazny i nie traktowatem mojej pracy jako autoekspresji, liryzmu, ktore

— przypadkowo niejako — dajg mi byt. Czymkolwiek jest twoj §wiat umystowy, musisz z niego

uczyni¢ narzgdzie walki i pracy! musi on by¢ twoja podstawa.” Ibidem, p. 18 (December 16,

1910) (my emphasis, Ch. Z.).

“Powiesciopisarz nie apelujacy do $wiadomego przyzwolenia musi dziata¢ za pomoca innych

srodow: ciekawosci 1 wspolczucia, lirycznej hipnozy.” Ibidem, p. 129 (January 18, 1911).
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seventeenth-century French Classicism*. Self-expression should, it seems, not so
much be avoided than soberly defined and neatly delimited. This is how late Brzozow-
ski conceptualized the contribution of literature (poetry) to a “creative self-definition
of man™®.

Lyricism as Detachment from the Here and Now in Sztuka i Naréd

The young poets and critics gathered around the right-wing underground maga-
zine Sztuka i Nardd in occupied Warsaw adopted a particularly polemical view of
lyricism. As Andrzej Trzebinski, the most prolific essayist of the circle, notes in his
Journal (Pamietnik, 1941—-1943) (which was consciously designed on the model of
Brzozowski’s):

Remember never to speak of one’s self. That is bad style, a lack of taste, lyri-
cism. [...] Remember that in general, speaking is our last weapon. My attack
is and has to be — silence. Silence and evaluation. Simply some: “that’s bad”,
or “that’s good!” Even with my eyes I shall speak little*.

In a later entry Trzebinski notes, maybe referring specifically to Brzozowski’s
Journal: “[You should] treat writing the least lyrically, the least immediately possible.
Remember that writing is a means to gain money.”* Trzebinski is convincing himself
of the need for distance towards his own artistic practice in order to keep control over
it. We might say that this twenty-year-old writer adopts Norwid’s and Brzozowski’s
arguments — which tried to overcome the existing public of partitioned Poland as
wallowing in self-complacent “lyricism” — in the context of war. And Trzebinski obvi-
ously radicalizes that project. Whereas Norwid called for intellectual independen-
ce and Brzozowski explained the need for intellectually matching up with technical

2 On Brzozowzki’s sympathetic remarks on (French) Classicism and moralism in the context of

his late turn to Catholicism see T. Burek, Miejsce Brzozowskiego w dwudziestowiecznym sporze
o romantyzm..., p. 30. Burek also outlines Brzozowski’s particular interest in English Romantic
poetry as a model of a “mature” Romanticism (ibidem, p. 35).

“Poezja musi by¢ pojmowana jako tworcza autodefinicja cztowieka.” S. Brzozowski, Pamigt-
nik..., p. 13 (December 10, 1910) (emphasis in the original). However, Brzozowski’s metaphor-
ical “poetry” discourse works differently from his “lyric” discourse. To live “poetically” is most
often a positive trope, meant to express intensity. In his novel Flames (Plomienie, 1908), the
narrator Michal Kaniowski, an activist in the Russian terrorist movement, notes, “Each moment
of human life contains poetry, creates it. Poetry, this is the acceptance of the present moment.”
(“Kazdy moment ludzkiego zycia ma w sobie poezj¢, wytwarza ja. Poezja — to jest przejecie si¢
chwila.”) S. Brzozowski, Pod cigzarem Boga. Wiry. Plomienie, afterword by M. Wyka (Dziela,
ed. by A. Mencwela, t. 5), Cracow 2012, p. 748. On the “poetry” discourse of The Legend of
Young Poland see C. Zehnder, Tdtiger Augenblick: Zur ,, poetischen Ethik*..., pp. 333-345.
“Pamigtaé, ze nie moéwimy nigdy o sobie. To jest zty styl, brak smaku, liryzm. [...] Pamigta¢, ze
w ogole mowienie jest nasza ostateczng obrong. Atakiem moim jest i ma by¢ — milczenie. Mil-
czenie i ocena. Jakie$ jedno — ,,to zle”, albo — ,,to dobrze!”. Nawet oczyma méwi¢ mato. Uczy¢
si¢ tego.” A. Trzebinski, Pamietnik, ed. P. Rodak, Warsaw 2001, p. 182 (undated).

“Pisanie traktowa¢ jak najmniej lirycznie, bezpo$rednio. Pamigtaé, ze pisanie to metoda
zdobywania pieni¢dzy.” Ibidem, p. 196 (undated).
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progress and Modernity, Trzebinski’s issue is how to maintain practical authority and
agency in the field of underground culture and of organized resistance. Lyricism has
become a caricature to be fought by means of an intimidating silence which he tho-
ught to be the highest expression of control and sovereignty*.

Trzebinski’s reflexion is, however, more complex than it could seem. In a text
entitled “A Sheaf of Life and Thistle (From the Cycle: From the Battles for a Con-
temporary Lyric no. 1)” (1942) he shows himself torn between the idea of a hierar-
chization of “lyrical values” (wartosci liryczne) and the conviction that a lyric is,
each time, new, singular, incommensurable and, therefore, resists any hierarchization.
“Lyricism” refers now to an aesthetic stance that denies lyric the power of affecting
readers hic et nunc, perhaps precisely because it was, supposedly, experienced too
immediately during the creative process. As one could put it, Trzebinski is denoun-
cing lyricism as a waste of immediacy. In contradistinction to such futile lyricism, he
develops his presentist standpoint and attacks the vague hope “that the avant-garde
can serve to prepare for a future [postwar] poetry, that it can accumulate some store
of condensed lyricism, of poetic charm™¥. For, Trzebinski continues, “if those spoils
and supplies [...] are real and if they are really so remarkable then it is high time to cut
into them now, that is to say, by the time of war, to work them up in an edible way, to
feed on them [now]™®. Lyricism thus stands for a dysfunctional deferment of the fu-
ture instead of its anticipation. (Trzebinski might be drawing here, again, on Norwid’s
expression “lyricism of waiting”, liryzm czekania®).

In terms of genre, Trzebinski and his fellow poets took the “lyric” actually
quite seriously, which is shown by the fact that they tried to find a new kind of lyric
expression —answering to the extreme conditions of war — in the “lyric poem in prose”

% One may see a reference in this idea to Norwid’s essay “Silence” (“Milczenie”, 1882) which,

however, did not mystify silence but highlighted “concealment” (przemilczenie) as a chain link

to which an interlocutor can refer and freely react, not only in dialogue but also metaphorically,
in literature (reader response) and, more broadly, in cultural tradition (one epoch “speaks out”
what remained “unsaid” by the previous one). Norwid uses the phrase “to be great by silence”

(“jakze wielkim jest albo bywa milczeniem ten...”) but he understands “concealment” in what

one could call a dialectical interplay with speech. C. Norwid, Milczenie. In: Pisma wszystkie,

idem, vol. 6, p. 231, 241 (emphasis in the original).

“[z]e awangarda moze stanowi¢ przygotowanie poezji przysztosci, nagromadzi¢ jakie$ spichle-

rze skondensowanego liryzmu, poetyckiej urody.” A. Trzebinski [pseud. Stanistaw Lomien],

Snopek zycia i ostu (z cyklu: Z walk o wspotczesna liryke nr 1) [Sztuka i Narod 1942, no. 3/4)].

In: Aby podniesc roze... Szkice literackie i dramat, idem, ed. M. Urbanowski, Warsaw 1999),

p- 80.

“[...] jezeli te zdobycze i zapasy (te niby eksperymenty) naprawde sa i to takie znakomite, to

czas je teraz — w czasie wojny wlasnie — napocza¢, przyrzadzi¢ na sposob jadalny, pozywic si¢

z nimi.” Ibidem, p. 77 (my emphasis, Ch.Z.).

4 C. Norwid, Pig¢ zarysow. III. Ruiny [1849]. In: Pisma wszystkie, idem, vol. 3, p. 494. Norwid’s
phrase is likely to be an ironic allusion to the cult of the Slavs in Adam Mickiewicz’s Paris
Lectures (1840—1844). In them, Mickiewicz ascribed a particular eschatological inclination to the
people (lud) of the Slavs. He conceived of them as bearing “a special mark, the mark of waiting
[...]” (“Lud ten posiada szczegdlne znami¢, znami¢ oczekiwania™). A. Mickiewicz, Literatura
stowianska. Kurs trzeci [March 14, 1843], Warsaw 1998 (Dziefa, vol. X, oprac. J. Maslanka),
p. 176 (emphasis in the original) (“Ce peuple offre un charactére particulier, celui de ’attente
[...]”; A. Mickiewicz, Les slaves. Cours professé au College de France, Paris 1849, vol. 4, p. 273.

47

48



Lyricism as a Polemical Concept in Norwid, Brzozowski, and Sztuka i Narod 191

(liryk prozq)*. To put it in Norwid’s terms, they were looking for an indelicate version
of lyricism. Nonetheless, Trzebinski’s “The Lyric Generation and the Dramatic Gene-
ration” (,,Pokolenie liryczne i dramatyczne”, 1942), his best known polemical piece,
is marked by a completely denigrating understanding of “lyric”. In the form as it had
dominated the literary scene before the war, he argues, lyric is merely a “technique
of departing” (technika oddalania sie), that is, contemplative detachment, escapism.
And even in its aspiration to embrace war “thematically”, it never could succeed. He
writes: “War has easily become a theme but it lacked any lively or new form.”' The
structure of Trzebinski’s argument is remarkable, as he criticizes the mechanism by
which “the person of the author, his true, private life becomes, through reception, an
element of composition of the lyric poem™. What is crucial for Trzebinski is the idea
of an opposition between such author-centered lyricism and the “objectivity” (obiek-
tywnos¢) of drama — an art somehow purified from its author without the mediation of
a subject perpetuating himself or herself through lyricism??.

It should not be overlooked that within the circle of Sztuka i Nardd there existed
quite significant disagreement. In a reply (to be published for the first time only two
decades later) to Trzebinski’s text, his fellow Zdzistaw Stroinski (1921-1944) de-
tects a trivializing conception of lyric. Under “lyric”, Stroinski eloquently points out,
Trzebinski understands something “tearful, blurred, egg-less, sickly-sentimental, em-
phatic, forced”*. In other words: Trzebinski defines lyric in a deliberatly reductionst
way as the poet’s detachment from reality in order to then reproach him for this de-
tachment®. In fact, Stroinski goes on, the degree of participation of lyric in reality is
virtually impossible to measure, especially in the midst of the “apocalyptic reality”*®
of the Occupation. Escaping the dichotomy between activity and passivity, subjec-
tivism and objectivism, Stroinski defines lyric instead — somehow anachronistically
yet all of a sudden, almost subversively — as an “elementary cry from the most me-
taphysical ground of essence”’. And respectively of Trzebinski’s slogan of the “epoch

0 See A. Kluba, Wojenne ,,liryki prozq”. In: Poemat prozq w Polsce, eadem, Warsaw—Toruf,

2014.

“Tematyka stata sig wojenna bez trudu, ale zywej i nowej formy zabraktfo.” A. Trzebinski,

Pokolenie liryczne i dramatyczne [Sztuka i Naréd 1942, no. 5]. In: Aby podniesé roze..., idem,

p- 105 (emphasis in the original).

2 “[...] osoba autora, jego prawdziwe, prywatne zycie staje si¢ tu — przy recepcji — elementem
kompozycji w liryku.” Ibidem, p. 107.

3 Ibidem.

s “[...] placzliwy, rozmazany, bezjajski, ckliwo-sentymentalny, emfatyczny, wymuszony”

(Z. Stroinski [pseud. Marek Chmura], O liryce, dramacie, etymologii i innych figlach (w zwjgzku

z artykutem St. Lomienia Pokolenie liryczne i dramatyczne). In: Rod Anhellich, idem, ed.

L.M. Bartelski, Warsaw 1982, p. 90.

See A. Kluba, Wojenne ,, liryki prozqg”, p. 383.

“Ocenienie oddzwigku naszej apokaliptycznej rzeczywistosci w literaturze jest zupehie

niemozliwe.” Z. Stroinski, O liryce, dramacie, etymologii i innych figlach..., p. 92.

“[...] krzyk elementarny z najbardziej metafizycznego dna istoty” (ibidem). Clare Cavanagh

convincingly argues that it is precisely the insistence on lyric subjectivity that turned out to be

the most relevant political dimension of poetry in the context of the repressive regimes of the

twentieth century. C. Cavanagh, Lyric Poetry and Modern Politics: Russia, Poland, and the

West, New Haven—London 2009.
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of the deed” (epoka czynu), soon to be entered by the “dramatic generation”, Stroinski
notes: “How bronze-like that sounds!”®

Conclusion

The transformation of “lyricism” into a polemical concept proves to be a highly
instructive instance of the lasting impact of Romanticism in the second half of the ni-
neteenth and the first half of the twentieth century. The cases of Norwid, Brzozowski,
and Sztuka i Narod show how Romantic subjectivity remains a central point of referen-
ce throughout manifold contestations thereof. Despite their anti-subjectivist agendas,
none of those poets and critics is willing to fully renounce the imaginative potential of
lyricism as both inspired exaltation and a “passivist” mood. After all, the main enemy
turns out to be not Romanticism as such but Romanticism as a social convention and
as a means of dissimulation of what is to be done. The polemical use of “lyricism” for
extra-literary phenomena, at some point, turns into an attempt at its purification, at
a paradoxical fusion of Romantic transgression with acute self-discipline.
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Streszczenie

Pojecie liryzmu (lyrisme) weszto w obieg we Francji w latach 20. XIX wieku i postuzyto do
okreslenia szczegolnie wyegzaltowanego, ,,$piewnego” trybu wypowiedzi poetyckiej. Mozna
2o ponadto oddac jako narzedzie samoutwierdzania si¢ romantyzmu. Tymczasem w konteks$cie
poznego romantyzmu okreslenie to niedtugo przybralo zabarwienie ambiwalentne, gdyz opi-
sywalo coraz cze¢$ciej konwencjonalizowany styl romantyczny, i to nie tylko w pismiennosci,
lecz takze w zachowaniu. W artykule tym omawiam szereg przyktadoéw z literatury polskiej,
w ktorych liryzm/lirycznos¢ przechodzi nie tylko takg czgsciowa, lecz — jak si¢ wydaje — zupel-
ng dewaluacje. Funkcjonuje wowczas jako koncept polemiczny o pejoratywnym wydzwieku
iuniwersalnym zakresie zastosowania — zgodnie z koncepcja Reinharda Kosellecka. U p6znego
romantyka Cypriana Norwida,,liryzm” opisuje specyficzne zabiegi retoryczne rozpowszechnio-
ne wsrdd polskiej elity, ktore majg kompensowaé brak odwagi cywilnej i autorefleks;ji. Filozof,
krytykipisarz Mtodej Polski Stanistaw Brzozowski, uzywajgc tego samego okreslenia, krytykuje
»dekadenckie” upieranie si¢ przy autonomii sztuki jako pretekstu do uniknigcia nowoczesnosci
i akceptacji rozwoju technicznego. Wreszcie mlodzi poeci konspiracyjnego czasopisma ,,Sztu-
ka i Nar6d” (Warszawa 1942—44) — wyraznie nawigzujac do strategii Norwida i Brzozowskiego
— eksploatowali koncept ,,liryzmu” jako dyskursywna bron przeciw ,,defetystycznym” repre-
zentantom literatury dwudziestolecia migdzywojennego oraz jako pole odniesienia przy cia-
glym przepracowywaniu wlasnej postawy w konspiracyjnym polu literackim okresu okupacji.
Te polemiczne zawlaszczania ,,liryzmu” — oto teza artykutu — ujawniajg taki tryb kontestacji,
ktoéry przyczynil si¢ do kontrowersyjnego przekazywania miast odrzucenia podmiotowosci
romantycznej.

Summary

The concept of “lyricism” (/yrisme) was coined in France in the late 1820s to declare
a particularly exalted, “singing” poetic mode. It can be understood as a way of codifying Ro-
mantic self-empowerment. However, in the context of late Romanticism, the term soon be-
came ambivalent. It now often described a conventionalized Romantic literary manner and,
moreover, an exaggeratedly sentimental behavior. This paper presents a series of examples
from Polish literature where lyricism (liryzm/lirycznos¢) undergoes not only such a partial but,
as it were, complete devaluation and functions instead as a universally applicable pejorative
polemical concept in Reinhard Koselleck’s sense. In the late Romantic poet Cyprian Norwid
(1821-1883), “lyricism” describes specific rhetorical moves that compensate for the lack of ci-
vic courage and self-reflection among Polish intellectuals. The fin de siécle philosopher, critic,
and writer Stanistaw Brzozowski (1878-1911), dwelling on the same notion, criticizes the
“decadent” insistence on artistic autonomy as a pretext to avoid both facing modernity and
acknowledging technical progress. The young right-wing poets gathered around the under-
ground magazine Art and Nation (Sztuka i Narod, Warsaw, 1942—44) — obviously referring to
Norwid’s and Brzozowski’s strategies — used “lyricism” as a discursive weapon against some
of the “defeatist” representatives of prewar literature and as a negative foil for the constant re-
working of their own stance in the field of clandestine literature during the Occupation. These
polemical appropriations of “lyricism”, the paper argues, instantiate a mode of contestation
that contributed to a controversial tradition of Romantic subjectivity, rather than to abandon it.
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Zamiast wstepu: Conrad rozwazny i romantyczny

W orbicie tematéw i probleméw oddziatywania polskich lektur romantycznych

na pisarstwo Josepha Conrada do dzi$ nie udalo si¢ wyj$¢ poza istotny, aczkol-
wiek wstepnie jedynie zarysowany obszar klasycznych preliminariow. Stato si¢ tak,

1

Uzywajac metafory ,,polskiego oblicza Conrada”, celowo nawiazuje¢ do glo$nej w conradystyce
Swiatowej monografii autorstwa Yves’a Hervoueta, The French Face of Joseph Conrad.
Jak pisat na jej temat Zdzistaw Najder: ,,imponujaca erudycja — a mimo wszystko niepeina!
— ksigzka Yves’a Hervoueta o »francuskim obliczu« Josepha Conrada ukazuje zaskakujaca
liczbe zapozyczen Conrada z literatury francuskiej. Od poszczegélnych zwrotéw i motywow
stylistycznych — do calych scen, czgsto niemal Zywcem przeniesionych z francuskiego
oryginatu do angielskiego tekstu i nowego kontekstu. Dotyczy to nie tylko takich utwordw, jak
W zawieszeniu, gdzie akcja oparta jest w znacznej mierze na pamigtnikach Comtesse de Boigne.
Filiacje wystgpuja w catej tworczo$ci Conrada, takze w utworach, ktore z Francjg nic wspdlnego
nie maja — jak w Murzynie z zalogi ,, Narcyza”, gdzie opis $mierci Waita jest kopig sceny
w Bel-Ami Maupassanta, albo we W oczach Zachodu, gdzie Natalia Haldin odzywa si¢ stowami
Madame de Rénal z Czerwonego i czarnego. Nie bede si¢ tu zajmowal posadzeniami Conrada
o plagiat; zostaly przekonujaco odrzucone. Jak napisal lan Watt, »w pewnym sensie Conrad
jest najmniej wtornym z pisarzy; bardzo niewiele z tego, co napisal, mozna by wzia¢ za czyj$
inny utwér«”. Z. Najder, Dla kogo pisat Joseph Conrad? (tekst wyktadu, jaki autor wygtosit
w Tuluzie w czasie trwania ,,Semaine polonaise”, 24 kwietnia 2007), ,,Culture”, 16.06.2008,
<culture.pl/pl/artykul/dla-kogo-pisal-joseph-conrad> [24.01.2018].
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co znamienne, pomimo istniejacego, czgsciowego stanu badan (tworzyli go nie tyl-
ko w Polsce — Manfred Kridl, Jozef Ujejski, Wactaw Borowy, Julian Krzyzanowski,
Kazimierz Wyka, Andrzej Busza, Stefan Zabierowski, Wit Tarnawski 1 wielu innych,
w najnowszych pracach natomiast m.in. Mary Morzinski oraz Jean M. Szczypien?).
Jednakze wraz z ramowg zgoda na uogolnienia nadchodzit — co trzeba podkresli¢ — fa-
sadowy opor wobec szczegotowych koncepcji okreslania wptywu, ktory na Conrada
mogt wywrze¢ szeroko rozumiany polski romantyzm. Nadal symptomatyczny pod
tym wzgledem pozostaje komentarz Zdzistawa Najdera zamieszczony we wstepie do
polskiego wydania Listow pisarza z 1968 roku:

Kiedy Conrad uzywa (a czasem i naduzywa) romantycznych czy neoroman-
tycznych zwrotow jak ,,bezkresne przestworza”, ,,niezglebione tonie”, ,,nie-
ublagany los”, ,,posepne fatum”, ,,wieczyste tajemnice”, itd. — trzeba umieé
oddzieli¢ stylistyczng powtoke od tresci, ktora z idealizmem filozoficznym
nie ma nic wspolnego: zadne niezbadane, tajemne sily losu nie odgrywaja
jakiejkolwiek roli przyczynowej w utworach Conrada. Niezaleznie od ,,du-
chologicznego” czasem slownictwa cata motywacja wydarzen utrzymana jest
w ramach empirycznego prawdopodobienistwa’.

Dobrze wiedzie¢, z jakim ,,idealizmem filozoficznym” Najder rzeczywiscie tu
dyskutuje, i tym samym — czego w istocie chce dowies¢, a przynajmniej — co pragnat-
by zasugerowac. Wiele na to wskazuje, ze implikuje on autorowi Murzyna z zatogi
,, Narcyza” poglad do$¢ dwuznaczny — romantyczne i neoromantyczne — indyferen-
tyzm, a takze atematyzm i konwencjonalizm. Pod pojeciem romantyzmu rozumie
za$ okres§lony zespot jakosci estetycznych, ktére swobodnie mozna przypisaé do tzw.
czarnego romantyzmu w obrebie tworczosci polskiej szkoty ukrainskiej. To bowiem
z dzietami takimi, jak Maria Antoniego Malczewskiego i Zamek kaniowski Sewery-
na Goszczynskiego taczy¢ nalezatoby specyficzny model obrazowania, ktory Najder
kontekstualizuje w swoim tekscie za pomocg metafor ,,nieublaganego losu”, ,,posep-
nego fatum” albo ,,wieczystych tajemnic”.

To wszystko obecne u Conrada ukazuje Ryszard Przybylski w stynnym stu-
dium Swiat jako maszyna piekielna (O ,, Zamku kaniowskim” Goszczynskiego) jako

2 M. Kridl, ,,Lord Jim” Conrada, ,,Przeglad Wspbtczesny” 1929, nr 81 i 82; J. Ujejski, Conrad
i Polska. W: O Konradzie Korzeniowskim, idem, Warszawa 1936, s. 11-63; W. Borowy,
Fredro i Conrad oraz J. Krzyzanowski, O tragedii na Samburanie. W: Wspomnienia i studia
o Conradzie, wybrata i opracowala B. Kocowna, Warszawa 1963, s. 246-252, 333-337;
K. Wyka, Wyspa na polskiej zatoce, ,,Tworczo$¢” 1964, nr 10, s. 90-102; A. Busza, ,, Karain”.
W: Conrad’s Polish Literary Background and Some Illustrations of the Influence of Polish
Literature on his Work (ex , Antemurale X”), idem, Romae—Londini 1966, s. 209-213;
S. Zabierowski, Conrad a romantycy polscy. W: Conrad w Polsce. Wybrane problemy recepcji
krytycznej w latach 1896—1969, idem, Gdansk 1971, s. 133-155; W. Tarnawski, Conrad
a Malczewski. W: Conrad. Czlowiek — pisarz — Polak, idem, Londyn 1972, s. 211-212; a takze
M. Morzinski, Linguistic Influences of Polish on Joseph Conrad’s Style, Boulder—Lublin 1994;
J.M. Szczypien, ,, Sailing Towards Poland” with Joseph Conrad, New York 2017.

3 Z.Najder, Wstgp. W: Listy, J. Conrad, wybor i opracowanie: Z. Najder, przektady H. Carroll-
Najder, Warszawa 1968, s. 8.
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spuscizne okreslonego rodzaju, bedaca owocem zawrotnej, literackiej kariery fatali-
stycznej antropologii romantycznej w tonie polskiej szkoty ukrainskie;j:

Bunt jest formg skazania i autozagtady indywidualno$ci. Swiat romantykow
byt réwnie mechanicystyczny, co uniwersum klasykow. Nie miejmy ztudzen.
Nie wierzmy w te wszystkie opowiesci o intuicyjnym przenikaniu istoty bytu.
Swiat romantykéw to rowniez wykoncypowana machineria. U klasykow byta
to wszak maszyna puszczona w ruch przez dobry rozum. Oczywiscie byl to
twor wyimaginowany, ale za to jakze ludzki. Maszyna romantykow byta row-
niez dzietem umystu, ale jakze zgnegbionego, jak zrozpaczonego, jak przestra-
szonego, jak upodlonego. Byla to zaiste piekielna maszyna*.

Komentarz Najdera do Listow Conrada — jestem o tym przekonany — warto prze-
czyta¢ raz jeszcze w nowej perspektywie, ktora ustala wspolczesny stan badan nad
polska szkota ukrainskg (zatem nie tylko Ryszard Przybylski, lecz takze m.in. Halina
Krukowska oraz Jarostaw Lawski®). Juz bowiem za sprawg samego Przybylskiego,
ktéry rozpatruje problem fatalistycznej antropologii polsko-ukrainskiej z perspekty-
wy sporow pomiedzy romantykami a klasykami wida¢, ze Najder w swojej ocenie
romantycznego stylu Conrada realizuje ten sam sposob myslenia, co Przybylski. Con-
rad zatem praktykowal 6w sposéb pisania nie§wiadomie, miato to w sobie wigcej
z maniery niz z intertekstualnej gry, w istocie bowiem autor Jgdra ciemnosci to ,,ma-
szyna puszczona w ruch przez dobry rozum”, a wigc w zaden sposob niepodobna do
ukrainskich ,,maszyn”, czyli ,,dziet zgnebionego i upodlonego umystu”.

To zdecydowanie warte zauwazenia oraz odnotowania — te same cechy, w kto-
re Ryszard Przybylski wyposaza tzw. dobrego klasyka, Zdzistaw Najder przypisalby
najpewniej Josephowi Conradowi, chcgc zasugerowac jego romantyczny indyferen-
tyzm. Likwidacja za$ problematyki makabry, frenezji romantycznej, do tego watkow
pogranicza polsko-ukrainskiego silnie obecna w dzietach polskiej szkoty ukrainskie;j,
uznanie wszystkich tych watkow za nierelewantne dla dziet Conradowskich dopro-
wadzi¢ ma do wyprowadzenia konkretnych ram nowego Conradowskiego portretu.
Conrad Zdzistawa Najdera to bowiem takze Conrad-romantyk, lecz romantyk wyspo-
wy, postepujacy w zgodzie z anglosaskim prawidlem etycznym sense and sensibility.
To Conrad — pomimo epizodéw depresji, nerwic i napadéw melancholii — rozwazny
oraz romantyczny, a wiec taki, ktory pozwala siebie zrozumie¢ Anglikom w dostep-
nym im (czego dowodzi Agata Bielik-Robson, skrajnie odmiennym od polskiego®)
romantycznym kluczu anglosaskim. W dychotomii Ryszarda Przybylskiego nalezatby
do wyréznionego, ekskluzywnego grona dobrych klasykow:

4 R. Przybylski, Swiat jako maszyna piekielna (O ,Zamku kaniowskim” Seweryna Gosz-
czynskiego). W: ,,Szkota ukrainska” w romantyzmie polskim. Szkice polsko-ukrainskie, red.
S. Makowski oraz U. Makowska i M. Nesteruk, Warszawa 2012, s. 98.

> H. Krukowska, Noc romantyczna. Mickiewicz, Malczewski, Goszczynski. Interpretacje, Gdansk

2011 oraz J. Lawski, Bo na tym $wiecie Smier¢. Studia o czarnym romantyzmie, Gdansk 2008.

A. Bielik-Robson, [ rozwazna, i romantyczna, czyli o racjonalnosci romantyzmu. W: Roman-

tyzm, niedokonczony projekt. Eseje, taz, Krakow 2008, s. 5-20.
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Albowiem przerazeni nieporzadkiem $wiata romantycy z przedziwnag lubo$cia
wymyslali swg piekielng maszyne do oszotomienia i zagtady cztowieka. Za-
miast klasycznej harmonii materialnego uniwersum cztowieka zaproponowali
porzadek zta i zniszczenia. Ten swoj bezmy$lny gest zaczeli przedstawiac jako
intuicyjng prac¢ ducha, ktéry w ten sposob dociera do istoty bytu, chociaz
byta to tylko szczegolnie ponura zdrada ideatow. Klasycyzm byt wielka szkota
radosci istnienia. Romantyzm stat si¢ przedszkolem wielkiego pesymizmu.
Klasycyzm uczyt rozsadnego liczenia si¢ z rzeczywisto$cig. Romantyzm
ponad rzeczywistos¢ stawiat ekspresje osobowosci i surrealnej idei. I pedzit
w ten sposob ludzi do buntu, ktéry przynosit im tylko zagtade’.

Pod stowami badacza romantyzmu czgsciowo przynajmniej mogtby podpisaé
si¢ Najder. Conradowska, romantyczna tragedia honoru, a zatem m.in. tragedia Jima
z Lorda Jima nie moze by¢ rozpatrywana w innych estetycznych kategoriach roman-
tyzmu niz anglosaskie zatozenia sense and sensibility. Na pewno — bezwzglednie nie
nalezy jej interpretowa¢ w kategoriach ukrainskiej frenezji romantycznej. Owszem,
autor Zycia Josepha Conrada-Korzeniowskiego, interpretujac Lorda Jima, powotuje
si¢ na europejskie i polskie etosy szlachecki oraz rycerski, oba jednakze zakorzenione
sa w staropolskiej, nie w romantycznej antropologii literackiej. To za$, na co Najder
nie mogtby si¢ zgodzi¢, przyjmuje z przekonaniem m.in. Adam Gillon, wskazujac na
paralele miedzy Conradowskim Jimem a Kordianem Juliusza Stowackiego. Tego ro-
dzaju krok bylby jednak dla Najdera rozerwaniem spdjni, jaka zmudnie konstruowat
dla Conrada, taczac jego pisarstwo z anglosaskim ideatem XIX-wiecznego sense and
sensibility. Mowiac krotko, jezeli romantyzm, to jedynie ten funkcjonalny i korzyst-
ny, gdy przychodzi identyfikowa¢ Conrada-Korzeniowskiego z literatura angielska.

W ten wlasnie sposdb uciele$niony zostat rzeczywisty paradoks w badaniach
nad tzw. Conradowskim polskim zapleczem tworczosci. Wraz z przyrostem wiedzy
o polskich kontaktach oraz znajomos$ciach autora Ksigcia Romana, razem z krytycz-
ng edycja korespondencji pisarza z Polakami, zabrakto intertekstualnej, kompletne;j
monografii oddzialywania polskiego romantyzmu na Josepha Conrada. Celem niniej-
szej pracy jest zatem tematyczna oraz problemowa integracja watkow romantycznych
w pisarstwie Conrada oraz proba dowiedzenia, ze polskim, romantycznym kluczem
motywow oraz watkow pisarz-Polak postugiwat si¢ w sposob wyrafinowany, ztozo-
ny, a przede wszystkim — konstelacyjny, wytwarzajac w swoich tekstach niekiedy
wrecz konceptualny palimpsest, regularng mozaike romantycznych watkow polskich,
z ktérymi gra stanowi¢ miala ukryty, subtelnie artykutowany temat niejednego Con-
radowskiego utworu.

Ten typ zatozen, z pewnoS$cig mogacy zniechgcaé do siebie arbitralnoscig i czg-
sciowg tylko sprawdzalnoscig hipotez, domaga si¢ — to jasne — licznych zastrzezen,
przyblizen, takze objasnien. Bezwzglednie nalezy je sformutowac. Polski romantyzm
oddziatuje na Conrada za posrednictwem réznych modeli i paradygmatéw. Po pierw-
sze — w obszarze tekstu Conradowskiego nie jest tatwo oddzieli¢ od siebie polsko-
romantyczng aluzj¢, parafraz¢ oraz reminiscencje tematyczng. Przemozne wrazenie

7 R. Przybylski, dz. cyt., s. 110-111.
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obecnosci ,,wtérnego kodowania” polskiego stylu romantycznego w tek$cie pisarza
zatem wynika z nagromadzenia motywiki okre$lonego typu (dla przyktadu: noc, sen,
$nienie, a takze oniryzm z nokturnowo$cia w Opowiesciach niepokojgcych®), a takze
ze sposobu ewolucji okreslonej grupy motywow w tekscie 1 innowacyjnej drogi ich
przearanzowywania w stosunku do romantycznego, szczegdlnie za$ polskoroman-
tycznego oryginatu. Po drugie — w rekonstrukeji intertekstualnego modelu relacji
1 uwarunkowan ,,Conrad a romantyzm polski” nie jest mozliwe wyznaczenie ostrej
granicy pomiedzy tym, co jeszcze stanowi element §wiadomej gry intertekstualnej
Conrada z jego polska spuscizna, co za$ jest juz podprogowo ujawniajacymi sig, prze-
sladowczymi tematami i rematami (haunting themes) jego sposobu pisania.

W poszukiwaniu metody: pomiedzy intertekstualnoscia a hontologia

W do tego stopnia zawiktanej sytuacji zestawienia i pordéwnania metodg kompa-
ratystyczng postugiwac nalezy si¢ wyjatkowo ostroznie, gdyz to nader czule w tym
wypadku narzedzie bardzo tatwo wypaczyé, co doprowadzi do popetnienia bledu
polonocentryzmu w badaniach, a nastgpnie do zafatszowania wynikow. Warto w tej
sytuacji wprowadzi¢ co najmniej cztery plany badania: ten pierwszy to obszar bezpo-
$rednich, niepowatpiewalnych nawiazan Conrada do polskoromantycznej spuscizny
(np. nawigzania do Konrada Wallenroda w Szalenstwie Almayera), ten drugi z kolei
to sfera nawigzan posrednich, cho¢ przekonujacych poprzez sposéb egzemplifikacji
(np. nawigzanie do Czatow w Karainie). Ten trzeci to sfera przypadkoéw granicznych,
w debacie nad ktorymi jest zasadne zapyta¢ precyzyjnie o wymiar oraz rodzaj $wiado-
mosci intertekstualnej Conrada (w tej grupie ulokowac nalezy podstawowe zupelnie
interteksty odsytajace do dramatéw oraz poematdéw Stowackiego, prawie nigdy nie
werbalizowane przez pisarza wprost). Czwarta sfera, najbogatsza oraz rownie zasad-
nicza co poprzednie, to rezerwuar Conradowskich reminiscencji tematycznych, kto-
re petnig fundamentalng rolg w okreslaniu polskoromantycznej aury tekstow pisarza
(sposob dyskutowania Alvana Herveya ze swoja zong w opowiadaniu Powrot powiela
schemat klasycznej tyrady romantycznej, co wigcej nasuwa skojarzenie z Wielkg Im-
prowizacja z Mickiewiczowskich Dziadow cz. 111).

Wymienione juz przed momentem Karain i Powrot sg opowiadaniami wigczonymi
w obreb szczegblnie wyraznie operujacych polska hiperbolg romantyczng Opowiesci

8 W Karainie dla przyktadu Mindanao, dominium Karaina — jak wspomina narrator opowiadania
— ,wydawal si¢ nam krajem bez wspomnien, zalow i nadziei; krajem, gdzie nic nie mogto
przetrwaé nadejscia nocy i gdzie kazdy wschod stonca — niby oddzielny, ol$niewajacy akt
stworzenia — byt oderwany i od wczoraj, i od jutra” (,,it appeared to us a land without memories,
regrets and hopes; a land where nothing could survive the coming of the night, and where each
sunrise, like a dazzling act of special creation, was disconnected from the eve and the morrow”).
J. Conrad, Karain. Wspomnienie, przet. A. Zagoérska. W: Opowiesci niepokojgce, przet.
H. Carroll-Najder, H. Gay, A. Zagorska, idem, Warszawa 1972, s. 15, takze J. Conrad, Karain:
A Memory. W: Selected Works of Joseph Conrad, idem, Hertfordshire 2005, s. 804; zob.
réwniez studium Michaela Greaneya na ten temat: M. Greaney, Conrad, Sleep and Modernism,
,,The Conradian” 2012, nr 37, s. 1-19.
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niepokojgcych, tomu Conrada z 1898 roku. John Stape, piszac w swojej biografii pi-
sarza o Idiotach, innym z opowiadan zbioru, zaznacza, ze tg akurat fabulg stworzong
niejako ,,na wzor pisarstwa [Marguerite — K.S.] Poradowskiej”, belgijskiej autorki
polskiego pochodzenia, dalekiej krewnej, przyjaciotki Conrada, ,,powrdcit [on] do
Maupassanta i Flauberta™. W wypadku Karaina — kontynuuje Stape — na ksztatt tek-
stu ,,w znacznym stopniu wpltyneto opowiadanie Tamango Prospera Merimée”!?, za$
w Placowce postepu fabuta opowiadania poprowadzona zostata ,,na wzor opubliko-
wanej poSmiertnie powiesci Flauberta Bouvard i Pécuchet (1881)”".

Dobrze jest spojrze¢ na rezultat kwerendy Stape’a w sprawie intertekstualno$ci
Opowiesci niepokojgcych z charakterystycznej perspektywy tzw. polskiego zaplecza
pisarza. Ten specyficzny horyzont ujawnitby szybko bowiem, ze cho¢ efekt poszuki-
wan jest w tym przypadku bogaty (Maupassant, Flaubert, Merimée, Poradowska...),
pozostaje on jednostronny, nie angazuje bowiem osobnego, calego zespotu odwotan,
a nierzadko — mikro- i kryptoodwotan: zwartego i rozlegltego zarazem konglomera-
tu polskich kontekstow romantycznych. Nigdy niepodjete w oddzielnej pracy inter-
tekstualne badania nad Conradem wymagaja bowiem specyficznie przeformutowa-
nej metody analizy. Mozna ja nieco przyblizy¢ za pomoca modelu intertekstualnego
krzyzowania kontekstow ze sobg. Krzyzowanie intertekstow ze sobg oznacza w tym
wypadku, ze w Karainie koegzystuja ze sobg w osobnym powigzaniu, ktore nalezato-
by wyjasnié, a przynajmniej zasugerowac — Tamango Merimée 1 Dziady Mickiewicza,
w Idiotach — np. Horla Maupassanta i Maria Malczewskiego, w Placowce postepu
z kolei — Bouvard i Pécuchet Flauberta oraz Sen srebrny Salomei Stowackiego.

Conradowska intertekstualnos$¢ to wiec specyficzna ,,intertekstualnos¢ krzyzuja-
ca”, w ktorej wypadku metoda krzyzowania kontekstu moze (to dosy¢ prawdopodob-
ne) domagac si¢ intertekstu polskojezycznego, czgsto nie tyle dziewigtnastowieczne-
go sensu largo, co — romantycznego sensu stricto, nadajacego oryginalnemu tekstowi
Conrada specyficznego, stylowo-formalnego kolorytu, ktéry Edward Garnett mogt
rzeczywiscie rozpoznac jako na poty ekscentryczny, ,,stowianski tembr” Conradow-
skiej narracji (przeciw czemu pisarz emocjonalnie wystapit'2). Ow ,,polski, roman-
tyczny faktor” obecny jest w Conradowskim pisarstwie w sposob bezwarunkowy
1 nieuwarunkowany, a zarazem — ,,widmowy”, tzn. tak, jak pojecie to rozumial m.in.
Jacques Derrida, tworca terminu i teorii widmontologii'®:

9

J. Stape, Mgz i pisarz (1896—1898). W: Joseph Conrad, z angielskiego przetozyt J. Chmielewski,
idem, Warszawa 2009, s. 133-134.

0 Ibidem, s. 140.

W Ibidem, s. 135.

12 Letter to Edward Garnett, 28 August 1908. W: The Cambridge Edition of the Letters of Joseph
Conrad, Cambridge 1983, s. 225-226.

,,Po lekturze ksiazki Cryptonymie, le Verbier de I’Homme aux Loups francuski mysliciel juz
nigdy si¢ nie uwolnit od filozoficznej melancholii, ale od tej pory jego zainteresowanie widmami
przybierato ré6znorodne formy. W 1983 roku wziat udziat w filmie fabularnym pod tytutem Ghost
dance w rezyserii Kena McMullena. Jednak dopiero dziesig¢ lat pozniej, w zwiazku z zaproszeniem
na konferencje zatytutowana Dokqd zmierza marksizm?, Derrida zdecydowat si¢ wprowadzi¢ do
dyskursu humanistycznego catkowicie autorska koncepcje widm i przez jej pryzmat spojrzeé
na heterogeniczne dziedzictwo Karola Marksa”. A. Marzec, Wstgp. W: Widmontologia. Teoria
filozoficzna i praktyka artystyczna i nonowoczesnosci, idem, Warszawa 2015, s. 9—10.



Polskoromantyczne widma Josepha Conrada. Prolegomena do badan nad polskim obliczem... 203

Wedtug Derridy, badacz naukowy w tradycyjnym tego slowa znaczeniu nie
bedzie nigdy w stanie nawigza¢ dialogu z widmami, gdyz po prostu ich nie
zauwazy, gotowy pomina¢ je jako co$ nic nieznaczacego, nieistniejacego lub
sladowego. Intelektualista spragniony twardych sensow jest za mocno osa-
dzony w metafizyce obecnosci, zbyt gorliwie postuguje si¢ zasada niesprzecz-
nosci, dlatego widzi jedynie to, co jasne i wyrazne, co potrafi natr¢tnie, obce-
sowo, w pelni zamanifestowa¢ swoje niezaprzeczalne, namacalne istnienie.
To, co si¢ tylko zjawia, opiera si¢ ontologizacji, w zwigzku z czym desperac-
kie 1 pelne przemocy proby Horacja [bohatera Hamleta — K.S.], by uczynié¢
z efemerycznej, zmiennej rzeczywistosci co$, co mozna by uwigzi¢ w gorse-
cie poje¢ naukowych, koncza si¢ niepowodzeniem.Traktujac widmo jako byt
w pelni istniejacy, przejrzysty i catkowicie dostepny, czynimy je niewidocz-
nym dla narzedzi, jakimi si¢ postlugujemy, czyli spragnionych niepodwazal-
nego sensu oczu'*,

Skutkiem potaczenia tzw. metody hontologicznej z intertekstualng sta¢ si¢ musi
w wypadku utworéow Conrada konstatacja, ze tekst Conradowski istnieje nie tyle
w swojej utrwalonej postaci, co w rodzaju ,,intertekstualnej projekcji”. Za owa ,,pro-
jekeyjnos¢” zas odpowiada¢ ma wiasnie sie¢ polskich intertekstow. Okreslona Con-
radowska proza — to innymi stowy, méwigc obrazowo — w potowie tekst-widmo,
a w potowie tekst-krzyzowka intertekstualna'®. Stosownymi okresleniami s tutaj tak-
ze: intertekstualna mutacja badz hybryda, w ktorej — azeby zachowac spojnos¢, zwar-
tos¢ 1 integralno$¢ dzieta literackiego, poszukuje si¢ sposobu pseudo-harmonizacji
dwoch przeciwstawnych rodzajow intertekstow: globalnego i lokalnego, europejskie-
go i polskiego. W Nostromo chociazby spotykaja si¢ na rownych prawach realistycz-
na powies¢ panoramiczna oraz polski dramat romantyczny, dajac dzieto uksztattowa-
ne w okreslony, idiomatyczny sposob, w rownym stopniu przesycone romantyczng
grandilokwencja, operowos$cig oraz metateatralnoscia, co rozlegle wyprowadzanymi
w tzw. uniwersum tekstu technikami punktu widzenia.

W planie szczegétowym rownoczesnie ,,widmowy” w rozumieniu Derridianskim
wplyw Malczewskiego krzyzuje si¢ z oddziatywaniem Maupassanta, ,,widmowe” od-
dziatywanie Adama Mickiewicza i Juliusza Stowackiego z kolei ,,nawiedza” tekst
Conradowski rownie efektywnie, co wyrazne aluzje do pisarstwa Prospera Merimée,
a takze Gustave’a Flauberta. Narracja ukrainskiej powiesci poetyckiej (wymienie-
ni Goszczynski, Malczewski, a nawet Tomasz August Olizarowski) oraz narracja
Maupassantowska tez koegzystuja ze soba, tworzac suwerennie stop cech, ktore to
dopiero wzigte razem daje si¢ nazwaé specyficznym, przesadzajacym o $wiatowej

4 A. Marzec, Widma. Anachronicznosé¢. W: ibidem, s. 206.

15" Choc¢ na gruncie polskiego literaturoznawstwa nie bytem w stanie znalez¢ zadnych przyktadéw
monografii mogacych wykorzystywa¢ narzedzia tzw. widmowej intertekstualnosci, problem
wzorca metodologicznego skutecznie rozwiazaty w tym przypadku filologie obce: stosownego
przyktadu, wraz z nim teorii ,,widmowe;j intertekstualnosci” dostarczaja nam nieoczekiwanie
polskie studia anglistyczne: tu szczegodlnie Edyty Lorek-Jezinskiej nad wspotczesnym kobiecym
dramatem w Wielkiej Brytanii. Zob. E. Lorek-Jezinska, Hauntology, Intertextuality, Revision.
W: Hauntology and Intertextuality in Contemporary British Drama by Women Playwrights, taz,
Torun 2013, s. 21-74.
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marce pisarza, Conradowskim modusem opowiadania. Wspierajaca ten tryb odczy-
tan Conrada potaczona metoda intertekstualno-hontologiczna znajduje odpowiednia
podstawe na gruncie conradystyki takze ze wzgledu na istniejacy stan badan na te-
mat pisarza, gdzie dyskusje nad jego ,,widmami polskos$ci” byly prowadzone na dhu-
go przed publikacja przez Derride ksiazki Widma Marksa z 1993 roku (juz w 1976
roku Gustav Morf opublikowat wazng dla tematu monografie The Polish Shades and
Ghosts of Joseph Conrad'®).

Na przykladzie Opowiesci niepokojgcych: pomiedzy Dziadami cz. 111
Mickiewicza a Lambrem Slowackiego

Rzeczywisty wymiar trudnosci, z jakimi polski badacz Conrada obcuje, usitujac
przebadac polska (nie tylko romantyczng) intertekstualno$¢ jego dzieta, niech una-
oczni przyktad nie w petlni oczywistych odwotan pisarza do mitu Mickiewiczow-
skiego romantyzmu wulkanicznego. Tekstem zatozycielskim i otwierajacym zarazem
horyzont mitologii polskiego czynu narodowego staly si¢ Dziady cz. I1I, w nich za$
stynna wypowiedz Piotra Wysockiego w scenie przedstawiajacej salon warszawski
oparta na wizji narodowej katabazy, zejscia do wnetrza, samego jadra narodu: ,,Nasz
narod jak lawa, / Z wierzchu zimna i twarda, sucha i plugawa, / Lecz wewngtrznego
ognia sto lat nie wyzigbi; / Plwajmy na t¢ skorupe i zstapmy do glebi”'”.

O tym, ze Conradowi bliska byta filozofia romantycznego wulkanizmu, za-
$wiadczy¢ moze wywiad, jaki z pisarzem przeprowadzit Marian Dabrowski w 1914
roku. Wrecz zmuszany wowczas do odpowiedzi, indagowany, niechetnie, chociaz
z przekonaniem odwotal si¢ — jak si¢ zdaje — do kategorii romantycznego profetyzmu
1 wulkanizmu: ,,Wielkie stowa, wielkie stowa mam mowic¢? To trudno, bardzo trudno.
Nie jestem wielko$cig, ani nie jestem prorokiem. Pali si¢ we mnie jednak wasz nie-
$miertelny ogien, maly on, nieznaczny, lueur, tylko, ale jest, trwa”'®,

Z pewno$cig mozna odczytywaé te stowa jako ostrozna, niezwykle oszczgdng
w stosowanej hiperboli deklaracj¢ uprawiania ,,pisarstwa wulkanicznego™. To daleko
idgca interpretacja, jednak — przy czym bede tu uparcie obstawat — jeszcze nie nadin-
terpretacja, zwazywszy na wydatny pierwiastek autotematyzmu silnie obecny w ciggu
catej rozmowy Conrada z Dgbrowskim. Czy ,,wulkaniczne pisarstwo” Conrada jest
w jaki$ sposob zwigzane z projekcyjno-intertekstualnym charakterem jego dziel? Czy
w tym polu odniesien wulkanizm moéglby by¢ specyficznym, romantycznym rodza-
jem intertekstualizmu, a wlasciwie — tego swoistego intertekstualizmu poreczng meta-
forg? Coz, intencja pisarza z pewnoscia nie siega tak daleko, ale ilustracyjnos¢ catego
poréwnania pozostaje tak czy inaczej kuszaca.

1 G. Morf, The Polish Shades and Ghosts of Joseph Conrad, New York 1976.

17 A. Mickiewicz, Dziady cz¢$¢ III. W: Utwory dramatyczne, idem, red. J. Krzyzanowski, t. III,
Warszawa 1955, s. 210.

Rozmowa z J. Conradem — Marian Dgbrowski. W: Szkice o Conradzie, M. Dgbrowska, wstep,
redakcja i przypisy E. Korzeniewska, Warszawa 1974, s. 46.
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Komplikuje ten sposéb odczytania Stefan Zabierowski, sugerujac, ze metafore
ognia w tym jednym wypadku Conrad zaczerpna¢ mogt nie od Mickiewicza, ale
z powiesci poetyckiej Juliusza Stowackiego Lambro. Uwaga to stuszna, szczeg6l-
nie, ze Lambro pozostaje dla Conrada chyba jednym z najwazniejszych zrodet aluzji
1 parafraz (a jak juz wskazywatem, Conrad postuguje si¢ parafrazg ze Stowackiego
wyjatkowo rzadko). Najbardziej spektakularnym przyktadem tego typu zapozyczenia
z Lambra jest angielski tytut Conradowskich esejow o morzu, tj. The Mirror of the Sea.
W powiesci poetyckiej Stowackiego ,,zwierciadto morza” stanowi metaforg stygmaty-
zujacego przeznaczenia bohatera utworu, greckiego powstancy i korsarza:

I noc przeklatem, i morza zwierciadto,
Morze tak ciche, czemu burz nie miato?
Gdy w nie patrzatem — moje czucie mdlato,
Patrzatlem w czucie, moje czoto bladto
I mgty na serce spadaty jak $niegi®.

Skoro zatem w wywiadzie Conrada z Dabrowskim w istocie pojawia si¢ aluzja
do znanej frazy z Lambra Stowackiego, jak sugeruje to Zabierowski (,,Wiec bede
$piewat i dazyt do kresu, / Ozywig ogien, jesli jest w iskierce™!), to nie ma w nim...
Mickiewiczowskiego mitu romantyzmu wulkanicznego. Jednakze wulkaniczna me-
taforyka Piotra Wysockiego z Dziadow czgéci 111 raz po raz w pisarstwie Conrada po-
wraca. Jeden za$ z najwymowniejszych i najbardziej intrygujacych, ,,wulkanicznych”
passusow Conradowskiej prozy znajdujemy w najmniej oczekiwanym momencie
lektury Opowiesci niepokojgcych, tj. czytajac pisanych przez pisarza-Polaka Idiotow,
opowiadanie powstajace w trakcie potrocznej podrozy poslubnej Conrada z Jessie
George po Bretanii w 1894 roku. Opis bretonskich chtopdéw poprzez nieoczekiwane
natozenie na narracj¢ klisz romantyzmu wulkanicznego ,,wypacza” bezstronna, ,,na-
turalizujaca” narracje Idiotow pisana do tej pory niejako a la Maupassant. Sposob
organizacji wypowiedzi narratora w sposob bardzo konkretny zaczyna bowiem zdra-
dza¢ polskie akcenty, a wrecz — polonizowac sie. Jesli Wysocki z Mickiewiczowskich
Dziadow méwit o ,,wewngtrznym ogniu” Polakéw, Conradowski narrator w Idiotach
przywoluje na wokande ,,wewnetrzny ogien” trawigcy bretonskie rodziny chtopskie
(sic!). Do glosu dochodzi w ten sposob nierozliczona nigdy przez Conrada w petni
problematyka polskiej kwestii chlopskiej, idea, co do ktorej pisarz nie wypracowat
nigdy — jak twierdzit Adison Bross* — jednoznacznego stosunku:

19 S. Zabierowski, ,, Pali si¢ we mnie jednak wasz niesmiertelny ogie”. O ,, Rozmowie z J. Con-
radem” Mariana Dgbrowskiego z roku 1914. W: Autor-rodak. Pisarze polscy wobec Conrada,
idem, Katowice 1998, s. 27.

20 J. Stowacki, Lambro. Powstarica grecki. Powies¢ poetyczna w 2 piesniach. W: Dziela wszystkie,
idem, red. J. Kleiner, t. II, Wroctaw 1952, s. 38.

2L Ibidem, s. 20.

22 Pochopne wnioski Conrada dotyczace nieobecno$ci elementow rewolucyjnych w programie
insurekcji styczniowej sa zaskakujacym upraszczaniem polskiej historii. Nawet Bobrowski,
ktory napigtnowat powstanie, uwazat, iz przyniosto ono jeden pozytywny skutek: Aleksander 11
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Ludzie ci [chtopi — K.S.], podobni do ziemi, nad ktdra panuja i ktérej shuza,
powolni w spojrzeniu i mowie nie pokazuja wewnetrznego ognia; w koncu
wigc 1 z nimi, jak z ziemig, nie wiadomo: co tkwi w samym sednie — zar,
gwalt, sita tajemna i przerazajgca — czy tez nic procz grudy, zyznej i bezwtad-
nej, zimnej i nieczutej, gotowej dawac plon roslin podtrzymujacych zycie lub
niosgcych $mieré?,

Jeszcze w obrebie zbioru Opowiesci niepokojgce, mianowicie w wypetnionym hi-

perbolami romantycznymi opowiadaniu Powrdt, pojawia si¢ kolejne, reminiscencyj-

ne,

aczkolwiek wyraziste nawigzanie do polskiego romantyzmu wulkanicznego. Co

istotne, tym razem — jezeli uznamy, ze fragment rzeczywiscie reprezentuje §wiadoma,
intertekstualng gre Conrada z pierwowzorem, passus nabierze charakteru gleboko
rewizyjnego. W Dziadach cz. 111 przemowa Wysockiego ma charakter projektu ka-
tabazy narodowej. W Powrocie romantyczna metaforyka wulkaniczna shuzy — jezeli
mozna tak powiedzie¢ — katabazie poznawczej Alvana Herveya, ktora ten utozsamia
z anihilacja, przynoszacym ukojenie, subiektywnym unicestwieniem. Mg¢zczyzna,
ktorego bez jakiegokolwiek uprzedzenia opuscita malzonka, szczotkuje (sic/) wlosy

prz

ed lustrem:

Nawatnica szalejaca w jego mozgu przeistoczyta si¢ w tak powolny rozlew
refleksji, jak po wybuchu wulkanu prawie niedostrzegalne posuwanie si¢ po-
toku lawy, petznacego leniwie po okolicy nawiedzonej trzgsieniem ziemi i bez
litodci zacierajgcego wszystkie znaki graniczne, ktore jeszcze si¢ ostaty. Jest
to zjawisko destrukcyjne, lecz tagodne w pordwnaniu z poprzednim. Na Alva-
na Herveya ten powrot do rownowagi podziatat prawie kojaco. Jego moralne
shupy graniczne znikaly jeden za drugim, trawione ogniem do$wiadczenia, za-
tapiane w gorgcym btlocie i popiotach. Stygl — na powierzchni, lecz gdzie$
tam w glebi pozostalo dosy¢ zaru, by mogt cisnaé szczotki na stol i odwré-
ciwszy sie powiedzie¢ wécieklym szeptem: — Zycze mu dobrej zabawy...
Niech ja diabli wezma [pogrubienie — K.S.]*.

Zacytowany fragment Powrotu to takze z innych wzgledow przyktad symptoma-

tyczny dla badania sposoboéw postugiwania si¢ przez Conrada hiperbolg romantyczng.

23

24

zostal zmuszony do rywalizacji z powstancami o wzgledy mas chtopskich, a przez to do obiecania
im reformy rolnej na znacznie korzystniejszych warunkach niz w innych czgsciach Rosji.
Innymi stowy, chociaz Conrad twierdzil, iz jego ojciec »nie pracowat nad obaleniem zadnego
spotecznego czy politycznego systemu«, jego konspiracyjna dziatalnos¢ na rzecz powstania
w Warszawie w latach 1860-1861 faktycznie przyczynita si¢ do zmiany systemu agrarnego
prawobrzeznej Ukrainy. Bagatelizowanie przez pisarza rewolucyjnych aspektéw insurekcji idzie
w parze z brakiem zrozumienia debaty toczacej si¢ wowczas w Galicji, wskazywanie bowiem
na zwiazek miedzy kwestia wloscianska a walka wyzwolencza i podkreslanie ich znaczenia
dla przysztosci Polski legto u podstaw zrywu z 1863 roku”. A. Bross, Powstanie styczniowe
i jego skutki: temat nieobecny w swiadomosci politycznej Conrada. W: Conrad a Polska,
red. naukowa W. Krajka, Lublin 2011, s. 223.

J. Conrad, Powrot, thum. H. Gay. W: Opowiesci niepokojgce, przet. H. Carroll-Najder, H. Gay,
A. Zagorska, idem, Warszawa 1972, s. 74.

Ibidem, s. 154.
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Jezeli Mickiewiczowski romantyzm wulkaniczny to literacki przyczynek do budo-
wy etologii czynu narodowego, Conrad postrzega wulkanizm jako okreslony rodzaj
antropologii, chce — w tym przypadku poprzez analize¢ przeciwstawnych, kontra-
dyktorycznych nierzadko postaw Alvana Herveya z Powrotu — dokona¢ catkowitej
wiwisekcji osobowos$ci wulkanicznej oraz jej hiperbolicznych schematéw poznaw-
czych. Hervey jest przeciez zywa contradictio in adiecto. W chwili proby, w ktorej
opuszcza go zona, z purytanskiego, mizoginistycznego mieszczanina przeistacza si¢
w zupehie nieSwiadomego siebie, romantycznego ,,gorgczkowca”, pastisz Kordiana
Stowackiego oraz Mickiewiczowskich Gustawa i Konrada. By¢ moze z tego powodu
w efekcie w przedmowie do Opowiesci niepokojgcych pisarz reasumuje wymownie
1 tajemniczo:

Przegladajac niedawno to opowiadanie, doznatem wrazenia, ze siedz¢ pod
wielkim i kosztownym parasolem ws$rdd glosnego plusku wiscieklej ulewy.
Bardzo to byto przykre. Mimo ogdlnego hatasu styszalem wyraznie, jak kazda
kropla bebni o gruby, naciagnicty jedwab. Przeczytawszy do konca, zanie-
mowitem na reszt¢ dnia — nie tyle ze zdziwienia, co wskutek jakiej$ przykrej
niepewnosci. Nie chcg mowic¢ lekcewazaco o zadnym ze swoich utworow. Ta
moja proba opierala si¢ istotnie na pewnych danych psychologicznych i warto
byto ja podja¢, chociazby tylko po to, aby si¢ przekonac¢, do jakich wybrykow
jestem zdolny w tego rodzaju wirtuozerii®.

Zamiast zakonczenia: pomiedzy dwoma szkolami polskiego romantyzmu

Przyktad zawoalowanych, peryfrastycznych nierzadko odniesien Conrada do
romantyzmu polskiego wymaga wciagz szczegotowego, dodatkowego réoznicowania.
Inaczej funkcjonalizowa¢ winno si¢ nade wszystko wptyw na autora Lorda Jima pol-
skiej szkoty ukrainskiej w romantyzmie, inaczej za$ — polskiej szkoty litewskiej. Calg
dwuznaczno$¢ Conradowskiego intertekstu dobrze zobrazowata dotychczasowa re-
fleksja zwigzana z charakterem autorskich odwotan pisarza-Polaka do wulkanizmu
romantycznego. To, co w wywiadzie Conrada z Marianem Dabrowskim moze by¢ po-
strzegane jako Mickiewiczowska ,,naleciato$¢”, Zabierowski nie mniej chyba stusz-
nie — o czym moéwilis§my — zaklasyfikowat jako prawdopodobne odestanie do Lambra
Stowackiego. Tymczasem o ile Mickiewicz oraz poeci tzw. polskiej szkoly litewskiej
w duzej mierze stuzg Conradowi jako narzedzie artystycznej, nierzadko oryginalnej
retrospektywy, o tyle Stowacki, a wraz z nim poetyka ,,romantycznego ukrainizmu”
wspoltworza utajony i gteboko wymodulowany, ale nie wyciszony, wrecz przeciwnie,
styszalny na wielu poziomach, w wielowarstwowym, jakby ,,widmowym” echu
— aspekt rewizyjny tego pisarstwa.

2 J. Conrad, Od autora. W: ibidem, s. 8.
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Streszczenie

Studium, czerpigc z do§wiadczen badawczych najwybitniejszych interpretatorow intertek-
stualno$ci w prozie Conrada, w tym m.in. Yves’a Hervoueta, dazy do ustalenia interpretacyjne-
go punktu zero w wypadku badania niejasnych, a wrgcz podprogowych oddziatywan romanty-
zmu polskiego na pisarstwo Conrada. Sa one tak wieloznaczne i zréznicowane, ze — czerpiac
z tytulu imponujacej monografii Hervoueta The French Face of Joseph Conrad — nalezatoby
je okresli¢ mianem aspektu, nawet — dominanty ,,polskiego oblicza pisarza”. By konteksty
polskoromantyczne u Conrada doprecyzowac oraz uwypukli¢, trzeba byloby przetworzyé
klasyczne pojecie intertekstualnosci, skrzyzowawszy je z tzw. metodologia hontologiczna,
u ktorej podstaw spoczywa Derridianska teoria widm. Syntetyczne badanie intertekstualno-
-komparatystyczne tomu Opowiesci niepokojgce z 1898 roku wskazuje, ze (oprocz odwotan
do Flauberta czy Merimée) rownie istotne pozostajg dla ujecia Conradowskiej intertekstual-
nosci konteksty polskoromantycznej szkoly litewskiej (Mickiewicz) i ukrainskiej (Stowacki).
W toku analizy — jako dwa konkurencyjne kregi intertekstualne — powinny by¢ zawsze oddzie-
lane od siebie i wyodrebniane.

Summary

The study, drawing from the research experience of the most prominent interpreters of
intertextuality in Conrad’s prose, including Yves Hervouet, seeks to establish an interpretative
zero point in the case of the study of the vague, or even subliminal influences of Polish Roman-
ticism on Conrad’s writing. They are so ambiguous and varied that — drawing from the impres-
sive monograph of Hervouet The French Face of Joseph Conrad — they should be described
as an aspect, or even — the dominant feature of the ,,Polish Face of the writer”. To clarify and
emphasize Polish-romantic contexts in Conrad’s texts, it would be necessary to transform the
standard concept of intertextuality, crossing it with the so-called hontological methodology ba-
sed on Derridian Theory of Spectres. A synthetic intertextual-comparative study of the volume
Tales of Unrest from 1898 indicates that (apart from references to Flaubert or Merimée) the
independent contexts of the Lithuanian (Mickiewicz) and the Ukrainian (Stowacki) Schools



210 Karol Samsel

of Polish Romanticism should remain equally important for Conrad’s intertextuality. Therefore
during the analysis — as two competing intertextual circles — they should always be separated
and differentiated.

Biogram

Karol Samsel — dr hab., historyk literatury, poeta, filozof. Adiunkt w Instytucie Litera-
tury Polskiej Wydziatu Polonistyki Uniwersytetu Warszawskiego. Publikowal swoje teksty
w ,,Pracach Filologicznych. Literaturoznawstwo”, ,,Studiach Norwidianach” oraz w ,,Yearbo-
ok of Conrad Studies (Poland)”. Autor monografii Norwid — Conrad. Epika w perspektywie
modernizmu (2015) oraz Inwalida intencji. Studia o Norwidzie (2017). Zajmuje si¢ polskoro-
mantyczng intertekstualnoscig pisarstwa Josepha Conrada.

lewks@wp.pl



SWIAT TEKSTOW « ROCZNIK SELEUPSKI
Nr 18 ss. 211-228 2020

ISSN 2083-4721
© Katedra Filologii Polskiej Akademii Pomorskiej w Stupsku

Oryginalna praca badawcza Priyjeto:  14.01.2020
Zaakceptowano:  09.03.2020

Magdalena Baraniak

University of Warsaw, Faculty of “Artes Liberales”
Warszawa

MICKIEWICZ WITKACEGO
ADAM MICKIEWICZ IN THE VIEW OF THE WITKACY

Stowa kluczowe: Witkacy, Mickiewicz, szydercy, Mickiewiczowski patriotyzm, tran-
scendencja pozioma, Witkiewiczowie, wychowawca narodu, Lekcja XVI

Key words; Stanistaw Ignacy Witkiewicz, Adam Mickiewicz, the mockers, Mickiewicz’s
nationalism, horizontal transcendence, the Witkiewicz family, mentor of the nation, The
16" Lesson

Kim byt dla Witkacego Mickiewicz? Badanie tego zagadnienia jest niezwykle waz-
ne nie tylko dla eksplikacji tworczosci autora Niemytych dusz. Od dwudziestolecia mig-
dzywojennego az do dzi$ (1) pokutuja w $wiadomosci spotecznej krzywdzace stereoty-
py obrazu Witkacego jako nihilisty, odrzucajacego wszelkie warto$ci, miedzy innymi
i te, o ktore walczyli romantycy. Jednak kolejne, wnikliwe analizy jego utwordw,
pism estetycznych, spotecznych, filozoficznych, a takze korespondencji przynosza
zaskakujace wnioski — Stanistaw Ignacy wbrew pozorom wcale nie odrzucat tradycji
romantycznej. Fascynowaty go dramaty Juliusza Stowackiego, a szczeg6lnie Kor-
dian. Co wigcej — nawet o Panu Tadeuszu Mickiewicza wyrazat si¢ z najwyzszym
uznaniem. Ba! Oba utwory niemal w catosci cytowat z pamigci. Inspiracje autora
Niemytych dusz dzietami romantycznych poetow nie zostaty jednak dotychczas do-
ktadnie rozpoznane'.

Zatem, wbrew pozorom, Witkacy nie odrzucat tradycji romantycznej, z ktdrg
tak silnie zwigzana byla cata jego rodzina. W niniejszym artykule nie bede doktad-
nie analizowata obszernego zagadnienia stosunku wielu pokolen Witkiewiczow do

Ze wzgledu na ztozono$¢ zagadnienia, niniejszy artykut jest jedynie szkicem. Z tego tez powodu
pomingtam niezwykle wazny watek obecnosci modernizmu w twoérczosci Witkacego. Doktadna
analiza wymienionych probleméw zostanie opisana w powstajacej pracy doktorskiej pod
tytutem: Witkacy i romantyzm.
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romantyzmu. Te jednak ich zwiazki i fascynacje zwiazane z Mickiewiczem, ktdre mo-
gty wplynaé z kolei na inspiracje Witkacego dzietami romantycznego poety, zostang
oczywiscie omowione w artykule.

»Mickiewiczowski patriotyzm” Witkiewiczéw

Nie bez znaczenia dla uksztattowania si¢ $wiatopogladu, tworczo$ci, a nawet je-
zyka Witkacego byt fakt, iz urodzit si¢ on w patriotycznej rodzinie, ktora od pokolen
miala wiele wspdlnego z Adamem Mickiewiczem. Najstarszy brat babki Witkace-
go — Franciszek Szemiot, przyjaznit si¢ z wieszczem?. Ojciec opowiadal mtodemu
Witkacemu (takze opisywal w listach) bohaterskie czyny przodkéw. Jan Prosper
Witkiewicz, stryjeczny dziadek Witkacego, miat pigtnascie lat, gdy zatozyl wraz
z Cyprianem Michatem Janczewskim stowarzyszenie Czarni Bracia. Ten tajny zwia-
zek miat na celu wywotywanie zamieszek, by pomdc w ztagodzeniu kary Promieni-
stym, wsrod ktorych gtownym dziataczem byt Tomasz Zan. Niestety spisek zostat
wykryty 1 car skazal Witkiewicza na kar¢ $mierci. W drodze taski zamienit jg na
zsytke na Sybir. Kazat wydali¢ go do Orenburga. W trakcie podrozy Witkiewicz byt
katowany, miesigcami szedt, zakuty w kajdany do celu podrézy. Wydarzenia te wspo-
minatl Mickiewicz w opowiesci Sobolewskiego w I1I czg$ci Dziadow?. Anna Micinska
w przypisach do listu Stanistawa Witkiewicza do syna z dnia 1 sierpnia 1911 roku tak
opisata histori¢ Jana Witkiewicza ,,Wallenroda” od momentu wygnania:

[...] Witkiewicz zostaje mianowany agentem dyplomatycznym Rosji na Da-
lekim Wschodzie, odbywa szereg podrozy po Persji, Afganistanie, Bucharze.
Zaczyna wowczas prowadzi¢ podwdjng gre polityczng i omal nie doprowadza
do wojny Anglii z Rosja. Odwotany do Petersburga, wg relacji Tomasza Zana,
zostat zamordowany po audiencji u cara®.

Co ciekawe, prawnuk tego samego Zana, ktory spotkat si¢ na zsylce z Janem Wit-
kiewiczem — takze Tomasz Zan — niecatle sto lat pozniej zaprzyjazni si¢ z Witkacym.

Opowieséci o bohaterskich czynach ,,Witkiewicza-Wallenroda” przekazywali
sobie Witkiewiczowie z pokolenia na pokolenie. Dla Stanistawa Witkiewicza Jan
Prosper byt legenda, wzorem do nasladowania. Opowiadat o nim swojemu synowi.
W 1913 roku wystal mu nawet kopie portretu rodzinnego bohatera®.

Legenda stawnego przodka musiata wywrze¢ wrazenie na Witkacym, skoro pisat
o Janie Witkiewiczu jako o ,,jedynym wcieleniu Wallenroda:

Jak dowodzi Przemystaw Pawlak, wspotuczestniczyl on takze w finansowaniu druku fran-
cuskiego przekltadu Ksigg narodu polskiego i pielgrzymstwa polskiego, wydanego
w 1833 roku w Paryzu. Zob. P. Pawlak, Errata. Jest: ciarapata, ma by¢: arystokrata. W: http://
witkacologia.eu/uzupelnienia/uzupelnienia.html [30.03.2020].

S. Witkiewicz, Listy do syna, oprac. B. Danek-Wojnowska, A. Micinska, Warszawa 1969,
s. 785.

4 Ibidem, s. 785.

> Ibidem,s. 591.
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Moja kuzynka [...] chwali si¢ [...], ze dziadek jej, Jan Witkiewicz (i to nie-
prawda, bo brat dziadka), byt wielkim (to prawda) awanturnikiem w Afga-
nistanie (faktycznie dziwna to postaé, jedyne wcielenie Wallenroda) — z ze-
stanca, cudem przez Humboldta wyratowanego z karnych batalionow, zostaje
adiutantem hr. Perowskiego, gubernatora Turkiestanu, wywotuje bunt Afgan-
czykdéw w Khaboulu, rzez czterech tysiecy sipajow angielskich; o mato nie
wybucha wojna angielsko-rosyjska. Wezwany do Petersburga zostaje tam
z rozkazu kanclerza Nesselrodego zamordowany [...]°.

Ojciec Witkacego rowniez byt patriotg. Juz jako dwunastolatek czynnie uczest-
niczyl w powstaniu styczniowym. Dostarczat powstancom zywnos$¢ i beczulki z pro-
chem. Wraz z rodzing zostal wywieziony na cztery lata na Sybir’. Ostatecznie po-
wstancy poniesli klgske, a Polska przestala istnie¢ jako panstwo..

Maria Janion nazwala patriotyzm Stanistawa Witkiewicza Mickiewiczow-
skim®. Za wecigz aktualne uwazal on wzorce wychowawcze proponowane przez
autora Dziadow:

Mickiewicz stworzyl cate poklady idei, ktore stopniowo dopiero pokolenia
po pokoleniach bedg odkrywaly, pojmowaty i wprowadzaty w swoje zycie’.

W artykule Witkiewicza Wallenrodyzm czy znikczemnienie? czytamy:

Pedagogia, ktora zalecal Matce Polce Mickiewicz, niewiele moze by¢ zmie-
niona i dzi$ jak dawniej w tej walce trzeba by¢ ,,jak otchtan w myslach nie-
dosciglym”. [...] Tego tylko mozna nauczy¢ si¢ w zyciu, w walce, w pra-
cy nad zdobywaniem ostatecznego celu dazen wszystkich pokolen polskich
od lat stu'®.

Stanistaw Witkiewicz uwazat, ze nardd polski ocali wlasng tozsamosc, jesli po-
szczegolne jego jednostki, beda pracowaty nad soba, ¢wiczyly site woli. Aby odzy-
ska¢ niepodleglos¢, nalezato, jego zdaniem, zacza¢ wychowywac Polakow, a szcze-
gblnie mtode pokolenie.

Czy Witkacy, dorastajac w cieniu ojca, znanego pisarza zaangazowanego w ,,spra-
we polska”, utozsamiat si¢ ze swoim narodem? Stanistaw Witkiewicz zachecat syna
do czytania literatury romantycznej i poznawania historii Polski. Mtody Witkacy miat
pracowac nad soba.

Moj Stary! przede wszystkim by¢ absolutnie dobrym czltowiekiem, a potem
cokolwiek dobrego robi¢, malowaé¢ cudowne obrazy czy rozwozi¢ bulki po
Zakopanem albo gnoj oskidowac¢, byleby mie¢ wzniosta dusz¢ — to wszystko,

¢ S.I. Witkiewicz, Narkotyki. Niemyte dusze, oprac. A. Micinska. W: Dziela zebrane, tegoz, t. 12,
Warszawa 2004, s. 322.

7 M. Janion, Zycie posmiertne Konrada Wallenroda, Warszawa 1990, s. 612.

8 Ibidem.

°  S. Witkiewicz, Dziwny czlowiek, Lwow 1903, s. 95.

10 Idem, Wallenrodyzm czy znikczemnienie?, ,,Kultura Polski”, 1917, nr 6/7.
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co stanowi istotng madros¢ zycia. [...] widze, ze poza t¢ madro$¢ wyjs¢ nie
mozna i dgzenia najlepszych ludzi w kazdym czasie sg jednakie — Mickiewicz
i Totstoj nic innego nie mowia'".

Jednakze niesforny, mtody czlowiek nie spetnial oczekiwan ojca — buntowat sie
1 méwit wprost, ze nie interesujg go sprawy spoteczne. Dopiero jako dojrzaly pisarz
zajal si¢ sprawa narodowa. W swoim studium Niemyte dusze, ktore powstato w 1936
roku, zaczat wrgcz upominac Polakow i stat si¢ sam w pewnym sensie ,,wychowawca
narodu”'?,

Krytykowal wady spoteczenstwa i przestrzegat je przed natogami. Zgodnie z ,,pe-
dagogia Mickiewicza”, uznal, ze rozwoj poszczegdlnych jednostek sktada si¢ na ma-
dro$¢ i sit¢ catego narodu.

Trzeba zacza¢ wali¢ w mordy, my¢ niechlujne pyski i glowy, i trzas¢, i tba-
mi zafajdanymi wali¢ o jakie$ chlewne Sciany z calych sit, bo naprawdg,
jak przyjda wypadki przerastajace naszg epoke obecng — tatwych triumfow
w Lidze Narodow czy czyms$ podobnym to mogg zasta¢ juz nie nardd, a kupe
plynnej zgnilizny [...]".

By¢ moze patriotyzmu Witkacego nie mozna nazwac¢ Mickiewiczowskim,
jednak gdy tak ostro atakowat Polakéw, to przy$wiecata mu niewatpliwie idea
uzdrowienia narodu — podobnie jak wczesniej jego ojcu, ktory cytowatl w swoim
studium o Janie Matejce stowa Mickiewicza z Ksigg narodu i pielgrzymstwa
polskiego:

A kazdy z was w duszy swej ma ziarno przysztych praw i miar¢ przysztych
granic./O ile polepszycie i powigkszycie duszg wasza, o tyle polepszycie pra-
wa wasze i powiekszycie granice wasze'.

Witkacy uwazal, ze literatura nie ma juz obowigzku poruszania tematu walki
Polski o niepodlegtosé.

Pisarze poprzedniego pokolenia mieli problemat Polski, jesli mozna si¢ tak
wyrazi¢, jako takiej, narzucony im przez tradycj¢ wielkich poetéw epoki Ro-
mantyzmu. Byt on poteznym motorem ich twdrczosci, a jednoczesnie uginali
si¢ pod jego cigzarem. Byli zmuszeni dzwiga¢ go, poniewaz do chwili powsta-
nia Legionéw nikt nie byl w stanie na tle rozdziatu na zabory ani go wzigé
na siebie catkowicie, ani realnie rozstrzygnaé. Musieli by¢ ,,wieszczami”

" S. Witkiewicz, Listy do syna, dz. cyt., s. 48.

12 Zob. J. Degler, Witkacy —wychowawca narodu. W: Czlowiek, kultura, historia, E. Dobrzejewska-
-Mozrzymas, A. Jezierski (red.), Wroctaw 2011.

13 S.I. Witkiewicz, Narkotyki. Niemyte dusze, dz. cyt., s. 247.

A. Mickiewicz, Ksiggi narodu polskiego i pielgrzymstwa polskiego, Paryz 1832, s. 106.

W nieco znieksztalconej wersji cytuje je Witkiewicz-ojciec w swoim studium Jan Matejko,

ktére Witkacy z pewnoscia czytal: ,,A kazdy z was w duszy ma ziarno przysztych praw i miarg

przysztych granic./O ile powigkszycie i polepszycie dusze wasza, o tyle polepszycie prawa

wasze 1 powigkszycie granice . Zob. S. Witkiewicz, Jan Matejko, Krakow 1903, s. 1.
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w dawnym znaczeniu: rozdmuchiwa¢ utajone zarzewie narodowych uczu¢,
przechowywac tajemny skarb dla przysztych pokolen'.

Czemu wigc, zdaniem Witkacego, kazda jednostka, czgstka narodu powin-
na pracowa¢ nad sobg? Dlaczego nalezy nadal wychowywaé spoteczenstwo tak,
aby byto w nim jak najwigcej silnych jednostek — ,,snardzow”, takich jak Jozef Pit-
sudski, pomimo ze Polska odzyskata niepodlegtos¢'®? ,,Bo jak przyjda wypadki prze-
rastajace naszg epoke obecng [...] to moga zastaé juz nie narod, a kupe ptynnej zgni-
lizny”, moéwi Witkacy w Niemytych duszach. O jakich wypadkach pisal? Zapewne
majac w pamieci wojng w Rosji, myslat o katastroficznie rysujacej si¢ przysztosci,
ktora niejednokrotnie opisywat w swoich dramatach, cho¢by w Bezimiennym dziele
czy Szewcach. Przewidywal, ze nadejdzie era ludzi-automatdéw, masowe uspotecznie-
nie, upadek kultury. By¢ moze mial nadziejg, Ze silny nardd bedzie w stanie przeciw-
stawi¢ sig¢ takiej katastrofie.

Witkacy — ,,szyderca antyromantyczny”?

Warto zwroci¢ uwage, ze pomimo iz Witkacy podobnie jak Mickiewicz czy Wit-
kiewicz-ojciec upominatl nardd, robit to jednak zupelnie w innym, wlasnym stylu.
O autorze Niemytych dusz mozna raczej powiedzie¢, ze to ,,straszliwy wychowawca”,
poniewaz nawet gdy postanowit wreszcie ,,zrobi¢ co$ dla drugich”, wcigz mowit tym
samym, charakterystycznym dla siebie, szyderczym jezykiem. Zaciekle krytykowat,
osmieszat zadufanie w sobie narodu polskiego i1 jego poczucie wyzszosci. Ten zespot
przywar nazywat ,,chorobg §lachcicka”, ktora ,,zarazaty si¢” kolejne pokolenia.

A ludzie kapcanieli i deformowali si¢ w tym nadymaniu si¢ coraz gruntowniej;
wytwarzala si¢ ogdlnoszlachecka (,,$lachcicka”) choroba, ktorej symptomy
skomplikowane mozna stre$ci¢ w jednym zdaniu: Ze pozory sg wazniejsze
niz rzeczywisto$§¢, ze wobec braku dalekich perspektyw uzycie
1 pozorna tworczos$é jest istotniejsza niz spetnianie trudnych
czasem 1 niewdzigcznych zadan na daleki dystans, z myS$la
o drugich wspotczesnych i dalszych pokoleniach [podkresl. S.I.
Witkiewicz] 7.

Skad wziat si¢ u Witkacego ten szyderczy jezyk? Czy uzywajac go deprecjono-
wat takze tradycje romantyczng'®, cho¢ wychowywat si¢ w atmosferze uwielbienia
dla niej?

S.I. Witkiewicz, Pisma krytyczne i publicystyczne, oprac. J. Degler. W: Drziela zebrane,
tegoz, t. 11, Warszawa 2015, s. 117-118.

Ze wzgledu na szkicowy charakter artykutu nie rozwijam niezwykle interesujacego zagadnienia
stosunku Witkacego do Pitsudskiego. Temat ten zostanie opisany w osobnej pracy.

17 S.1. Witkiewicz, Narkotyki. Niemyte dusze, op. cit., s. 236.

Zapewne dzigki ojcu Witkacy juz jako kilkuletni chlopiec recytowat z pamigci Kordiana
Stowackiego. Zob. A. Dawidowiczowa, Zeschniete liscie i kwiat, Krakow 1989, s. 25. Analiza
niezwyklego wptywu Stowackiego na tworczos¢ Witkacego znajdzie si¢ w powstajacej pracy na
ten temat.
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Dzieta romantykow byty dla jego ojca— Stanistawa Witkiewicza, czyms$ wigcej niz
obowigzkowe lektury, staly si¢ dla niego wrecz ,,narodowa $wigtoscia”. Towarzyszyty
mu na co dzien. Uzywal ich fragmentdw, by wyrazi¢ wtasne mysli. Czgsto postugiwat
sie nimi w Listach do syna. Przywotywal je z pamigci. Warto zwrdci¢ uwage na cieka-
we zjawisko — gdy ojciec trawestuje w listach cytaty z Beniowskiego, Ody do mtodo-
sci czy Pana Tadeusza.... Totez czgsto postugiwal sie w Listach do syna fragmentami
znanych utworéw romantykow. Przywotywat je z pamigci. Warto zwrdci¢ uwage na
ciekawe zjawisko — gdy ojciec trawestuje w Listach do syna fragmenty na przyktad
Bieniowskiego, Ody do miodosci czy Pana Tadeusza, to czasem tak bardzo je znie-
ksztatca, ze trudno si¢ domysli¢, jaki byt ich pierwotny ksztatt — to jednak zupetnie
nie przeszkadza Witkacemu w ich odczytaniu. Na przyklad w liScie do syna z dnia
10 marca 1906 roku ojciec pisze:

Ja ,oplesniatej zbywszy si¢ kory” — nabitem blejtram 150 x 95 — i bede
malowat!"

Zupelie naturalnie w swoja wypowiedz wplata cytat z Ody do miodosci Mickie-
wicza wiedzac, ze Witkacy bedzie potrafit j3 wlasciwie odczytaé. Mozna wiec przy-
puszczaé, ze w domu rodzinnym syn musiat wielokrotnie styszec¢, jak ojciec cytuje
z pamieci arcydzieta romantykéw. Staty si¢ wiec one pewnego rodzaju jezy-
kiem czy kodem, za pomoca ktorego jeden Witkiewicz wyrazat wlasne
mys$li, a drugi go rozumiat.

Jednak w rzeczywistosci utwory Mickiewicza znaczg dla kazdego z nich co$ zupet-
nie innego. Stanistaw Witkiewicz z uniesieniem pisat o Konradzie z III czesci Dziadow:

,,Czu¢ za miliony”, panowa¢ nad milionami dusz lub da¢ si¢ za nie ukrzyzo-
wac — to sg krance wytezenia energii ludzkiej duszy. W sztuce nikt dalej w ten
$wiat nie siggnat niz Mickiewicz w improwizacji Konrada; w Zyciu imi¢ tych,
ktorzy dosiegli szczytu — jest legion...?

Syn o tym samym bohaterze romantycznym i Mickiewiczu wyrazal si¢ zupetnie
inaczej.

A co do ostawionego indywidualizmu polskiego, ktdérego rozwojowi nic na
przeszkodzie (w wymiarach szlacheckich) nic nie stato, i ,,wzniostych” (niby)
instytucji poswigconych swobodzie, jak np. liberum veto (ktore podziwia ko-
mediancki prorok nigdy niespelnialnego snu o nadcztowieku—
—indywidualiscie w tej wtadnie epoce ludzkosci [podkresl. M.B.]),
to wlasnie cato$¢ tych instytucji [...] i przedwczesny ten, a zarazem spdzniony
indywidualizm [...] byly przyczyng wszystkich naszych nieszcze$¢ dawnych
i obecnego niskiego pod kazdym wzgledem prawie poziomu naszego kraju®'.

19 S. Witkiewicz, Listy do syna, op. cit., s. 329. Oryginalny cytatz Ody do mlodosci, A. Mickiewicza:

,Dalej, brylo, z posad $wiatal/Nowymi ci¢ pchniemy tory,/Az oplesnialej zbywszy si¢ kory/
Zielone przypomnisz lata”.

Idem, Dziwny cztowiek, dz. cyt., s. 105.

S.I. Witkiewicz, Narkotyki. Niemyte dusze, op. cit., s. 224.
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Obaj zupetnie inaczej interpretowali posta¢ Konrada. Zdaniem Stanistawa Wit-
kiewicza, bohater Dziadow jest w stanie ,,czu¢ za miliony” i panowac¢ nad milionami
dusz, a sam Mickiewicz to poeta-geniusz. Witkacy z kolei wy$miewa patos i pyche
Konrada, nazywa go ironicznie ,,nadcztowiekiem — indywidualistg”, a wielkiego ro-
mantyka rownie szyderczo i prowokacyjnie — komedianckim prorokiem.

Odmiennie odczytywali takze fragment Ody do miodosci Mickiewicza: ,,Patrz na
dot — kedy wieczna mgla zaciemnia/Obszar gnu$nosci zalany odmetem:/To ziemia!/
Patrz, jak nad jej wody trupie,/Wzbit si¢ jaki$ ptaz w skorupie”??. By¢ moze to o niej
ojciec wypowiadat si¢ patetycznie w liScie do syna.:

Niezapomniana Ida pisata: ,,Zabierz mnie morze, na nurt rzué. I burze wod
swych pod 16dz ma zwal, bo oto stoj¢, czekam fal!” — To czekanie fali, to
gonienie za czyms, czego si¢ nie przezylo, jest sila rzutu naprzdd, ktéra nieraz
prowadzi do wielkich czynow?.

Z kolei Witkacy w swoim dramacie Maciej Korbowa i Bellatrix z roku 1918 do
Ody do mlodosci nawiagzat przekornie i komicznie.

Patrz — tam na podniebnej skale, w ktorg swe kly spienione zatapia fala law,
tam stang ja, krol zimnej pozogi, w ktorej si¢ Nicos$¢ ucielesnia, 1 Tajemnica,
pokorna jak jakie$ mate zwierzatko przypetznie mi do nog [...J*.

Nietrudno zauwazy¢, ze jego interpretacja znanego utworu Mickiewicza jest zu-
petnie inna niz ojcowska. Witkacy kpil niewatpliwie z egzaltacji i manii wielko$ci
romantycznego artysty. I cho¢ nie odmawial Mickiewiczowi bycia wielkim poeta,
jednoczes$nie wytykat mu jego stabosci®. Czy jednak ostrze prawdziwej krytyki skie-
rowat przeciwko autorowi Dziadow? Czy mozna powiedzieé¢, ze Witkacy deprecjono-
wat wartos¢ literatury romantyczne;j?

Whbrew panujgcym stereotypom Witkacy nie tylko jej nie odrzucat, lecz niektorymi
dzietami Mickiewicza i Stowackiego wrecz si¢ zachwycat. Jak wspomina jego Zona
Jadwiga, co najmniej potowe Pana Tadeusza umial na pamigé i czgsto go przytaczat®.
Jak wytlumaczy¢ niejednoznaczny stosunek Witkacego do tworczos$ci Mickiewicza?
Z jednej strony wydaje si¢, ze szydzi on z arcydziet poety:

[..]
Bo zwazcie to dobrze u siebie
Ze czy ma byé w piekle czy w niebie

A. Mickiewicz, Oda do miodosci. W: Dziela wszystkie. Wiersze 1817—-1824, tegoz, oprac.
Cz. Zgorzelski, Wroctaw 1971, s. 91.

3 S. Witkiewicz, Listy do syna, dz. cyt., s. 221.

2 S.1. Witkiewicz, Maciej Korbowa i Bellatrix. W: Dramaty, tegoz, t. 1, oprac. J. Degler, Warsza-
wa 1996, s. 95.

O takim niezwykle waznym postrzeganiu tworczosci Mickiewicza pisza: Maria Janion i Michat
Kuziak. Zob. M. Janion, Gorgczka romantyczna, Gdansk 2007 oraz M. Kuziak, Inny Mickiewicz,
Gdansk 2013.

% J. Witkiewiczowa, Wspomnienia o S.I.  Witkiewiczu. W: Listy do zony (1936—
—1939), S.I. Witkiewicz, red. J. Degler, Warszawa 2012, s. 596.
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Ni tu, ni tam si¢ nie zbtazni
Ten ktoéry chodzi do tazni.

20 11l 1935 Zakopane/Bystre (nasze kochane)*.

A z drugiej jednak — co mozna dostrzec dopiero podczas wnikliwej lektury — na-
wigzania do nich pojawiajg si¢ w sposob mniej lub bardziej zawoalowany w wiek-
szosci utworow Witkacego. Fragmenty Pana Tadeusza czy Dziadow stajg si¢ czasem
wreez czgécig jezyka jego dramatdéw czy powiesci. Nie sa to jednak celowe odnie-
sienia czy aluzje, bowiem tworca teorii Czystej Formy uwazat, ze prawdziwa sztuka
powinna by¢ od nich wolna. I cho¢ dociekliwy czytelnik moze dostrzec w utworach
Witkacego wymykajacg si¢ opisom, ciagla polemike z mysla Mickiewicza, to jedno-
cze$nie Dziady czy Pan Tadeusz sa dla Witkiewicza-syna jednocze$nie
waznym i statym punktem odniesienia.

Marta Piwinska uznata Witkacego za jednego z tworcOw nurtu literatury szyder-
czej wobec paradygmatu romantycznego w kulturze polskiej.

Na czym polegata owa rewolucja ,,szydercow”? Wbrew pozorom nie byta ona
szydzeniem z samego romantyzmu, lecz z jego znieksztatconej recepcji. To, ze Wit-
kacy i inni ,,szydercy” w pewien sposob chcieli przeciwstawiaé si¢ Mickiewiczo-
wi, przekornie powtarzali tre$¢ jego dziet, celowo znieksztalcajac, jakby probowali
»przedrzeznia¢” wieszcza — nie znaczylo, ze negowali warto$¢ jego utwordw. Para-
doksalnie — to ciggle nawiazywanie do arcydziet Mickiewicza byto wrecz swoistg ich
kontynuacja.

JesteSmy tu chyba $wiadkami, jak w materii poetyckiej zachodzi proces [...]

przemiany uformowany przez romantyzm kultury polskiej. Przemiany i rewo-

lucji, ktora jest jednak kontynuacja, ktora czerpie z glgbokich zrdodet, takze

romantycznych. [...] Baczynski czerpie jawnie u odkrytych zrodet, u Gom-

browicza sg one utajone, zasypane, to ,,ciemno$¢ i magia”, sam mowi. Jego

»synczyzna” bez ojczyzny jednak nie istnieje, jest on przeciez ,,bardzo polski
928

dlatego, ze tak antypolski”?.

Witkacy uwazat, ze Jan Nepomucen Miller i Tadeusz Boy-Zelenski, jako jedni
z nielicznych, ustrzegli si¢ stereotypowego myslenia o Mickiewiczu i Stowackim.

Wyjatkami sg jedynie Miller w stosunku do Mickiewicza i Boy do Stowackie-
go (ost[atnie] felictony w ,,Kur[ierze] Por[annym]”)*.

Cata trojka szydzila z powszechnie panujacego w szkole upraszczania i znie-
ksztatcania mysli wielkich poetow romantycznych. Demaskowaly stereotypy naroste

27 S.1. Witkiewicz, Dedykacja dla Marii i Edmunda Strqzyskich na egzemplarzu tzw. Gléwniaka,

Hauptwerku — ,,Pojecia i twierdzenia implikowane przez pojecie Istnienia”, 1935. Zob.
S.1. Witkiewicz, Varia, oprac. J. Degler. W: Dziela zebrane, tegoz, t. 23, Warszawa 2019.

M. Piwinska, Legenda romantyczna i szydercy, Warszawa 1973, s. 267.

S.1. Witkiewicz, Pisma krytyczne i publicystyczne, op. cit., s. 96.
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wokot zycioryséw Mickiewicza i Stowackiego. Nie bata si¢ wyrazaé¢ swoich kry-
tycznych sadow o najwiekszych arcydzietach romantykow. Bunt ,,szydercow” wobec
romantyzmu paradoksalnie przypominal wiasnie zmagania romantykéw z tradycja,
co zauwazyl sam Witkacy:

Przeciez dawni, codzienni juz dla nas ,,wieszczowie” tez kiedy$ dla pewnych
ludzi byli bezsensowni i niezrozumiali, stali si¢ nastepnie zrozumiatymi, ,,we-
szli w krew”, a nastgpnie przezyci i pozbawieni stusznos$ci w swoich niespet-
nionych proroctwach, trwajg przez czysto artystyczng warto$¢.

,»Odradzacze”!

Autor Niemytych dusz zaciekle walczyt z funkcjonujgcym paradygmatem lite-
ratury romantycznej w dwudziestoleciu miedzywojennym. Oskarzal wspdtczesnych
mu odbiorcoOw o instrumentalne wykorzystywanie mysli Mickiewicza. Warto przypo-
mnie¢, ze nie bylo to w czasach miedzywojnia rzadkoscia. Do przedstawiania celow
propagandowych partie polityczne najch¢tniej wykorzystywaly uproszczone, czgsto
znieksztatcone cytaty ze znanych dziet wielkich romantykoéw — tak zwane ,,ztote my-
$li”. Opisuje to Danuta Patkaniowska:

[...] na poziomie publicystyki [...] cytaty tworczo$ci wieszczow nalezaly do
rytuatu, shuzyly jako argumenty, uzasadniaty rézne stanowiska. Instrumen-
talne postugiwanie si¢ zlotymi myslami romantykow, szukanie wérdd nich
patronow i prekursoréw okreslaly taktyke propagandowa niemal wszystkich
pism i orientacji politycznych. Mickiewicz dla ,,Naprzodu” byt socjalista, dla
,,Mysli Narodowej” — nacjonalista, dla ,,Drogi” — aktywista militarnym, dla
czasopism religijnych — wielkim katolikiem™.

Z takiego cynicznego wykorzystywania dziet Mickiewicza kpit Tadeusz Boy-
-Zelenski:

Wzniesiono tedy Mickiewiczowi pomniki, uczyniono zen rodzaj ,.trzeciego
maja” przeciw pierwszemu majowi, sztandar przeciw socjalistom. Mickie-
wicz — to byla tradycja, kontusz, wiara, tad i porzadek. To byla ,reakcja”.
Ale pomatu zaczeli si¢ pod niego dobierac socjalisci i mowic: ,,0On jest nasz”,
i tez pielgrzymowac pod jego pomnik™®.

30 Ibidem, s. 96.

31 Jest to termin Witkacego, ktorym nazywal bezmyS$lnych epigondow wieszczow. Zob.
S.1. Witkiewicz, Teatr i inne pisma o teatrze, red. J. Degler. W: Dziela zebrane, tegoz, t. 9,
Warszawa 1995, s. 18.

32 D. Patkaniowska, Romantyzm w literaturze polskiej XX wieku. W: Stownik literatury polskiej XX
wieku, red. A. Brodzka, Wroctaw 1992, s. 959.

3 T. Boy-Zelenski, Mickiewicz a my. W: Brgzownicy i inne szkice o Mickiewiczu, tegoz, Warszawa
1956, s. 48.
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Jaki byl 6wczesny odbidr Pana Tadeusza, mozna wnioskowaé z wypowiedzi pro-
fesora Ignacego Chrzanowskiego z 1907 roku (a ogloszonej drukiem w 1925): ,kto
kocha ojczyzng, ten kocha i Pana Tadeusza*. Co wigcej, z arcydzieta Mickiewicza
zrobiono ,,$wigtos¢ narodowa”, do ktérej nalezato odnosi¢ si¢ z szacunkiem. Dosko-
nale podsumowat to Boy:

Uczyniono z Pana Tadeusza Bibli¢ polsko$ci w ciasny sposob, kazano
do niego pielgrzymowac na kolanach, kazano w tej wiosce litewskiej wi-
dzie¢ wecielenie ojczyzny. [...] Punktem wyjscia stat si¢ namigtny artykut
J.N. Millera, ktéry $ciagnat na autora gromy oburzen, mniej lub wigcej pro-
fesorskich. Biada literaturze, gdy przestaje budzi¢ namigtnosci. Ci, co ,,bluz-
nig”, to sg lepsi czytelnicy niz ci, co pielgrzymuja do krypty*.

Zdaniem autora Szewcow epigoni, czyli ,,odradzacze”, bezmyslnie powtarzali
poglady wielkich romantykoéw, bo nie potrafili formutowac wtasnych.

[...] nastepuje ta beznadziejna improwizacja oszalalego od odczuwan krytyka,
ktory nie mogac sprecyzowac swoich doznan, wpada w szal produkcji prawie
bezsensownych frazesoéw na temat tego, ,,co poeta myslal”. [...] Gorzej jest,
jesli frazeologia pokrywa umystowa pustke i brak nawet wszelkich odczuwan
— wtedy nie ma juz zadnej nadziei: tylko sig$¢ i wy¢ z rozpaczy i nudy. Nie
chodzi przecie o to, aby si¢ nabucha¢ cudzych mysli i nastgpnie wyrzygiwaé
je w stanie niestrawionym [...]*.

Zespoly uproszczonych, stereotypowych wyobrazen na temat romantyzmu,
czesto utrwalanych w szkole — nazwat obrazowo ,,futeratami mysli”.

Niech nikt nie $mie mnie posadzi¢ o to, ze dla nas, zyjacych wyrzutkéw, do-
magam si¢ wieszczych dostojenstw. [...] Do tych mistrzow dawnych, na tle
tej ilosci juz napisanych o nich tomow, fatwo jest przystepowaé z u§miechem
wszystko rozumiejacego znawcy. [1o$¢ na ten temat krazacej frazeologii jest
tak wielka, Ze trudno dzi§ wiedzie¢, czyje mysli kto powtarza i czy to w ogole
mysli, czy tylko ich futeraty, ktore zachowaty ich forme?*”.

»Zniewala¢ do dzialania duchy opieszale”
Wypracowanie przez Witkacego wlasnego, cho¢ szyderczego jezyka, ktorym mo-

wit o literaturze romantykow, jest dowodem na to, Ze ta literatura byta dla niego waz-
na. Od wczesnego dziecinstwa zna ojcowska interpretacje Pana Tadeusza, Dziadow

3 1. Chrzanowski, Za co powinnismy kocha¢ ,, Pana Tadeusza”? (Odczyt popularny wygloszony
w Warszawie, w Uniwersytecie Ludowym Polskiej Macierzy Szkolnej w roku 1907), Warszawa
1925, s. 32.

35 T. Boy-Zelefiski, Mickiewicz a my, op. cit., s. 50.

3 S.I. Witkiewicz, Pisma krytyczne i publicystyczne, op. cit., s. 151.

3T Ibidem, s. 96.
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czy Ksigg narodu..., gdy pdzniej zacznie samodzielnie obcowac z dzietami Mickie-
wicza, bedzie wyciggat wlasne wnioski z lektury.

Okaze si¢ wiec, ze Witkacowskie spojrzenie na role artysty, ktory ma zachecad
odbiorce do czynu, a wrecz rozpalaé w nim taka zadze, jest zaskakujaco podob-
ne w tym aspekcie do mysli Mickiewicza. W 1902 roku, w swoim dzietku
filozoficznym Marzenia improduktywa, siedemnastoletni Witkacy powotywat si¢ na
jego autorytet:

Wskutek tego za$ istnienia jednostek, ktore zawsze gtowng cze$¢ uczucia
swego w statym kierunku zuzywaja, istnieja epoki czynu i sztuki, jak mowi
Mickiewicz [podkresl. M.B.]. [...] sztuka zostawia za sobg tesknote i za-
dz¢ czynu. Oswietla jakby nieznane obszary uczu¢, wydobywa iskry, co
u drugich im nieznane, w nich spoczywajace silty do czynu zapali¢ sg zdol-
ne. Tak przez swa silg wewnetrzng sztuka przygotowuje czyn. Czyn daje
warto$ci niezniszczalne, ale tym, Ze sg one rzeczywiste, sg tym samym ciasne.
Dlatego po epokach czynu przychodza czasy sztuki, ktore sg tesknota do no-
wych uczué i czyndws.

To zaskakujace, ze autor Narkotykow podzielat poglady Mickiewicza na role dra-
matu, ktory ma ,,pobudza¢ duchy opieszate™*. Swoja mysl rozwinat poeta romantycz-
ny w stynnej Lekcji XVI:

W dramaciepoezja przechodzi w dziatanie wobec widzoéw [podresl.
— M.B.]. Nadmienitem, ze dramat zapowiada niemal zawsze kres jednej,
a poczatek innej epoki. Skoro mysl ozywajaca nardd znalazta juz swych
przedstawicieli w rzeczywisto$ci, skoro wydata juz bohaterow, wowczas dazy
do utrwalenia pamigci ich czynow w sztuce, wydaje dramat. Przeznaczeniem
tej sztuki jest pobudzac, a raczej, jesli wolno si¢ tak wyrazié, zniewalac¢ do
dziatania duchy opieszate [podkresl. M.B.]*.

Kim byly dla Witkacego owe ,duchy opieszate”? Autor Nowych form
w malarstwie uwazal, ze myslaca istota powinna zadawac sobie pytania typu: ,,Skad
si¢ wzigtem?”, ,,Co bylo przed moim istnieniem?”. Niestety, jego zdaniem ludzie co-
raz bardziej upodabniaja si¢ do zwierzat. Nie zastanawiajg si¢ nad fundamentalnymi
kwestiami dotyczacymi bytu. Nie probujg odkrywaé prawdy o wlasnym istnieniu.
Spoteczenstwo ,,mechanizuje si¢”, staje si¢ coraz bardziej wygodne, nastawione na
konsumpcje. Istnienie Poszczegdlne zamiast zy¢ — egzystuje i co gorsza, wybiera
czesto zamiast ambitnego dzieta sztuki ,,tatwg rozrywke dla mas”. Za takie uwazat
Witkacy kino, sport, dancing.

# S.1. Witkiewicz, Pojecia i twierdzenia implikowane przez pojecie istnienia i inne pisma
filozoficzne (1902—1932), oprac. B. Michalski. W: Dziefa zebrane, tegoz, t. 13, Warszawa 2002,
s. 23-24.

¥ Niezwykle wazne zagadnienie performatywnego pojmowania sztuki nie tylko przez
Mickiewicza, ale takze przez Witkacego zostanie rozwini¢te w osobnej pracy.

4 A. Mickiewicz, Dziela, t. 1. Literatura stowiarnska. Kurs trzeci i czwarty, przet. L. Ploszewski,
Warszawa 1955, s. 117.
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W przyszto$ci odbiorcy literatury masowej beda szczgsliwi, bo nie beda odczuwad
metafizycznego niepokoju, ale czy bedzie mozna ich nazwacé istotami myslacymi?

Dlatego wedlug mnie ludzie nie zajmujacy si¢ filozofia, zyjacy w ,,odproble-
mionym”, pospolitym $wiecie przeci¢tnego bydlecia ludzkiego nie uzywaja
zycia, chocby pili najdrozsze wina, zazywali najwscieklejsze narkotyki, po-
drozowali czort wie gdzie na wlasnych jachtach i uprawiali inne, wyrafino-
wane rozpusty*!.

Ci bezmyslni, jedynie wegetujacy milosnicy kultury masowej to dla Witkacego
»duchy opieszate”, ktore nie umieja juz odczuwaé przezycia metafizycznego.

Na marginesie warto dodac, ze to pytanie tworcy Czystej Formy jest wcigz aktu-
alne. W 1996 roku Maria Janion w swoim zbiorze esejow pod tytutem Czy bedziesz
wiedzial, co przezyles zadata zaskakujaco podobne pytanie: ,,Czy odbiorcy kultury
masowe] przezywajg $wiadomie swoje istnienie?”*2. Z kolei w 2009 roku Andrzej
Franaszek przeprowadzit wywiad z Januszem Deglerem. I zapytat: ,,Czy aby nie do-
piero teraz dochodzimy do sytuacji, gdy grozi nam stan szczesSliwego — jak mowit
Witkacy — zbydlecenia?”®, Janusz Degler odpowiedziat:

Chyba dopiero teraz nadszedt czas, aby wlasciwie odczytac historiozoficzne
prognozy Witkacego. W jakiej$§ mierze zblizamy si¢ przeciez do modelu tzw.
spoteczenstwa konsumpcyjnego, a unifikacja zachowan spotecznych — poczy-
najac od mody az do narzucanych przez telewizj¢ i pisma kolorowe wzorcow
obyczajowych — przypomina witkacowska wizje §wiata, w ktorym zycie jed-
nostki podlega przemoznej standaryzacji i — co najgorsze — ona wcale nie chce
si¢ przed tym broni¢*.

Zanik uczu¢ metafizycznych doprowadzi, zdaniem Witkacego, do upadku religii,
sztuki i filozofii. Istnienie Poszczegdlne w wyniku automatyzacji i rozwoju spotecz-
nego zagubi unikalng indywidualno$¢.

Wiele zmienito si¢ od tamtych czasow, [chodzi o starozytng Grecje — przypis
M.B.] ale mimo wszystko nie warto nawet w najokropniejszych warunkach
(tatwo mowic, wige co: oboz koncentracyjny, zapluskwione glinianki, gtod,
mroz, wszy — moze nawet i tak — zalezy od sity woli) traci¢ go z oczu, bo
przy pewnej transformacji warto$ci greckich co innego nam pozostaje procz
zarabiania na chleb, dbania o naszych bliskich, starania si¢ 0 mozliwie petne
i skuteczne uczestnictwo w zyciu spotecznym, jak nie ten wtasnie harmonijny
rozwoj naszych osobowosci, ktory ostatecznie jest celem wszystkich transfor-
macji spotecznych: chodzi o szczgsécie indywidudw, a nie szczescie jakiego$
bezindywidualnego mrowia, ktére nazywamy w skrocie spoleczenstwem czy
ludzkoscia®.

4 S.I. Witkiewicz, Pisma krytyczne i publicystyczne, op. cit., s. 150-151.

M. Janion, ,,Czy bedziesz wiedzial, co przezytes”, Warszawa, 1996, s. 36.

B J. Degler, Stan szczesliwego zbydlgcenia, ,,Tygodnik Powszechny” 2009, nr 38, s. 44.
4 Ibidem, s. 44.

# S.1. Witkiewicz, Narkotyki. Niemyte dusze, op. cit., s. 328-329.
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Jaka postawe wobec nieuniknionej katastrofy zaprezentuje autor Niemytych dusz?
Majac $wiadomos¢, ze nie da si¢ zapobiec temu procesowi, zapragnie zachowaé¢ mimo
wszystko poczucie godnosci.

Umie¢ nie by¢ tymczasowym w atmosferze palagcego si¢ domu i zaktadaé
w nim np. dzwonki elektryczne, polewajac druga reka ptomienie z matego
kubeczka, wielkg bytoby zaiste sztuka. A takim musi by¢ troch¢ cztowiek dzi-
siejszy, o ile chce wytrzymaé napor przemian przysztosciowych, ktore moga
si¢ rozpocza¢ lada chwila [...]%.

Podobng postawe zaprezentuje bohater jego powieSci PozZegnanie jesieni
— Atanazy Bazakbal:

Czy warto w ogdle czyni¢ cokolwiek? W samym bezposrednim przezywaniu
wznie$¢ si¢ ponad zmore¢ przypadkowosci codzienne;j. A jesli to niemozliwe,
stara¢ si¢ przynajmniej o to wszelkimi sitami: tylko droga do czego$ jest
czyms$ istotnym — osiagnigty cel jest niczym [podkresl. — M.B.]*.

Co zadziwiajace, ze Witkacy jako artysta stanie si¢ takze odpowiedzialny
za caly nardd, co znow wyrazi stowami Atanazego:

Tamto bedzie to szczyt materialny za cen¢ automatyzmu — oni [ludzie przy-
szto$ci — przypis M.B.] tego juz wiedzie¢ nie beda, 1 beda faktycznie szczesli-
wi—ale my [prawdziwi arty$ci — przypis M.B.], ktorych glowy stercza jeszcze
ponad ten poziom, musimy wiedzie¢ za nich — w tym moze by¢ nasza
naturalna wielkos§¢! [podkresl. S.I. Witkiewicz] [...] C6z, ze automatycz-
ni ludzie przysztosci beda szczesliwi i nie beda wiedzie¢ o swoim upadku.
My wiemy teraz za nich i powinni$my ich od tego uchroni¢*.

Witkiewicz zasad¢ bezkompromisowego tworzenia sztuki wceielat w zycie. Wiem
jedno, ze niezaleznie od warto$ci moich prac staralem sie, czy to w sferze czysto
artystycznej, czy intelektualnej, pracowaé z najwickszym napigciem, na jakie mnie
byto stac. [...] A mam glgbokie przekonanie, ze wigkszo$¢ ludzi piszacych nie pracuje
u nas calg parg. Chodzi przecie o przejawienie si¢ catkowite, o absolutng Prawde
w stosunku do siebie — tylko wtedy moze by¢ mowa w sumie o wielkosci literatury
danego kraju. Obnizanie samego siebie, przystosowywanie i kompromis doprowadzi
tylko do wykrzywienia si¢ danej indywidualno$ci®.

W Pozegnaniu jesieni o artystach pracujacych bezinteresownie dla innych,
poswigcajacych si¢ dla sztuki, Sajetan Tempe — pragmatysta powiedziat z pogar-
da: ,,prometeiczne duszki”. Dlaczego? Bo chciaty poprzez sztuke u$wiadamiaé

4 Ibidem, s. 240.

47 S.I. Witkiewicz, Pozegnanie jesieni, oprac. A. Miciniska. W: Dziela zebrane, tegoz, Warszawa
2001, s. 111.

®  Ibidem, s. 417-418.

#  S.1. Witkiewicz, Pisma krytyczne i publicystyczne, op. cit., s. 115-116.
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1 przez to ocala¢ odbiorce przed utrata refleksji nad sobg (nawet jesli dziatanie to
skazane byto na niepowodzenie). Takim Prometeuszem byl, jego zdaniem, Atanazy,
ktéry w zakonczeniu powiesci nidst thumowi swoja szlachetng ide¢ odwrdcenia me-
chanizacji. Chciat ratowaé gingce warto$ci wbrew poczuciu, ze nie da si¢ unikngé
katastrofy. Jednak to przeciez nie wynik tych dziatan byt wazny, ale samo dazenie
do celu. Prometeiczna postawa Bazakbala to tak naprawde postawa samego Wit-
kacego. Jego ponoszenie ofiary za bezkompromisowos¢ w tworzeniu sztuki czystej
nieodparcie przypomina faustyczne zmagania bohatera romantycznego. To swoisty
prometeizm™.

Transcendencja pozioma

Witkacego dziatania dla dobra innych przypominajg Mickiewiczowska intuicje
metafizycznej odpowiedzialno$ci za kazdego czlowieka, za los swojego narodu,
o ktérych pisze Michat Mastowski®!. Nowy typ wigzi kulturowej, postawy religijnej
nazwat badacz ,,analogowym” na$ladowaniem Chrystusa®. Poczatek zjawiska upa-
truje w Dziadach®:

Instytucjonalna, oparta na tradycji religia indywidualistyczna staje si¢ wcie-
lajaca si¢ w histori¢ religia profetycznego dynamizmu wspdlnoty
i charyzmatycznych misji indywidualnych wynikajacych =ze
zbiorowych celow [podkresl. M.B.]%*.

Dowodzi on, iz w tym schemacie wertykalna transcendencja zostaje zastgpio-
na przez transcendencj¢ pozioma, ktora ,,zasadza si¢ na uniwersalnym konsensusie
etycznym, przejeciu odpowiedzialno$ci za histori¢ i na rozwoju osobowosci prowa-
dzacym do przebostwienia [...]”%. Takie przesunig¢cie w strone transcendencji hory-
zontalnej Mastowski obserwuje takze u Norwida:

Charyzmatyczny bohater Mickiewicza zostat u Norwida zastapiony przez wy-
sitek cztowieka zbiorowego, syna Prometeusza, wlasciwego herosa dziejow
— ktory kumuluje doswiadczenie pracy nastgpujacych po sobie cywilizacji
1 epok oraz wynikajace z niego bogactwo duchowe, wynik sublimacji zbioro-
wego wysitku przez sztuke.

0 Jest to niezwykle wazne zagadnienie w tworczoéci Witkacego. Do jego zbadania zainspirowat

mnie na konferencji: Spory romantyczne i spory o romantyzm (dawne i nowe) Profesor Michat
Mastowski, za co Mu serdecznie dzigkuj¢. Szczegétowa analiza tego tematu zostanie podjeta
W osobnej pracy.

M. Mastowski, Etyka i metafizyka. Perspektywa transcendencji poziomej we wspotczesnej
kulturze polskiej, Warszawa 2011, s. 121 17.

2 Ibidem, s. 12.

3 Ibidem, s. 13.

3% M. Mastowski, Gest, symbol i rytualy polskiego teatru romantycznego, Warszawa 1998, s. 309.
5 Tegoz, Etvka i metafizyka..., s. 15.

% Ibidem, s. 16.
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I taka wlasnie postawe™, blizsza Norwidowskiej*®, prezentuje Witkacy — to po-

stawa odpowiedzialnosci za odbiorce, ocalanie warto$ci poprzez sztuke oraz postulat
pracy nad sobg®.

Ofiara poprzedza i ustanawia transcendencje, rytuat tworzy dyskurs, dziatanie
wobec i dla innych jest formowaniem siebie, swego cztowieczenstwa®.

Witkacy prowadzit dramatyczne poszukiwania sensu za wszelka cene. Bezkom-

promisowo walczyt przeciez o Czysta Forme, by za jej posrednictwem odbiorca mogt
zblizy¢ si¢ do Prawdy Absolutnej i dozna¢ wstrzasu metafizycznego. Przezycie to
mialo by¢ nagtym doznaniem ,,jednosci w wielo$ci” istnien w kosmosie, przeczuciem
misternego wzoru Wszech$wiata.

Witkacy — ,,metafizyczny nienasyceniec”, rzeczywiscie po$wiecit wilasne istnie-
b

nie, by ,,stwarzac idee”:

[...] zanikta tez idea samotnego artysty, pracujacego beznadziejnie samotnie
na zimnym stryszku az do zagwazdranej $mierci. W dzisiejszych czasach jest
co$ $miesznego w takiej koncepcji — jej wielko$¢ nalezy do przesztosci. Rozne
indywidua na ro6znych drogach szukaja wyjscia z tej beznadziejnej sytuacji.
Nikt jednak — to jest cieckawe — nie wraca na zimny stryszek. To rozwigzanie
zdaje si¢ wykluczonym. Wyrzeczenie si¢ ma w sobie pozory pigkna — brzyd-
kim zdecydowanie jest kompromis renegata®'.

Autor Teatru tworzyt sztuke nie tylko w tym celu, by ocali¢ w sobie ginace

uczucia metafizyczne, ale po to, by takze inni mogli je przezywac.

Twierdze, ze znaczenie spoteczne teatru mogloby si¢ podnies¢ znakomicie,
gdyby przestat on by¢ miejscem ogladania na nowo zycia, nauczania i wypo-
wiadania ,,pogladow”, a stat si¢ prawdziwg Swiatynig dla przezywania
czystych metafizycznych uczué [podkresl. M.B.]%%.
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W mysli Witkacego idea transcendencji poziomej ujawnia si¢ raczej poprzez nasladowanie
Prometeusza niz Chrystusa, cho¢ to wcale nie znaczy, ze Witkacy byl nihilistg 1 glosit $mierc¢
Boga. Przyjmowal raczej postawe sceptyka, ale z zalem mowit o upadku religii.

Takze dla ojca Witkacego niezwykle wazne bylo Norwidowskie pojmowanie roli sztuki.
Wielokrotnie cytowal on dzieta wielkiego poety, w tym Promethidiona. ,,Cypryan Norwid
wypowiedziat o sztuce glebokie prawdy [...]. Dzi$, czytajac jego stowa, widze, ze na przyktad,
0 co ja si¢ bilem i za co dotychczas jestem napastowany, ten dziwny czlowiek dawno wiedziat
i powiedziat. Postuchajmy: [...] <<Podnoszenie ludowych natchnien do potegi przenikajacej
i ogarniajacej ludzko$¢ cala, podnoszenie ludowego do [ludzkosci nie przez stosowania
zewnetrzne i koncesje formalne, ale przez wewngtrzny rozwoj dojrzatosci...>>”. S. Witkiewicz,
Dziwny cztowiek, Lwow 1903, s. 96-97. Zwiazki Witkacego z Norwidem analizowal Wiestaw
Rzonca. Zob. W. Rzonca, Witkacy—Norwid. Projekt komparatystyki dekonstrukcjonistycznej,
Warszawa 1998.

Michat Mastowski opisat niezwykle interesujaco rodzaj specyficznej relacji pomigdzy odbior-
cami i tworcami groteski. Zob. Rytuatly polskiej groteski. W: Etyka i metafizyka..., M. Mastowski,
op. cit.

Ibidem, s. 22.

S.1. Witkiewicz, Teatr..., op. cit., s. 421-422.

S.1. Witkiewicz, Teatr..., op. cit., s. 113.
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Cho¢ odbiorcy w koncepcji Witkacego maja indywidualnie doznawac przezy¢
metafizycznych, kontemplujac sztuke, w pewnym jednak sensie tworzg wspolnote
— cho¢by w teatrze. Gdy autor Niemytych dusz wprost mowil o narodzie, takze i za
niego czut si¢ odpowiedzialny. Nawet wtedy, gdy go ostro upominat, to przeciez
troszczyt si¢ o przyszte pokolenia Polakdéw. W jego przemysleniach wyraznie ujawnia
si¢ ,,troska kazdego cztowieka o kazdego”®. Bedzie to ta forma interakcji miedzy-
ludzkiej, ktora Mastowski odnajduje u Josepha Conrada czy u Gombrowicza.

Przyblizamy si¢ w ten sposob do zasady transcendencji poziomej, w ktorej
sens jest pomigdzy ludzmi [podkresl. M. Mastowski], a nie przekazany
przez tradycje czy usytuowany w niebie. [...] Postrzeganie absurdu jako zasa-
dy ludzkiego $wiata stworzyto w XX wieku nowy gatunek, groteske, ktora Jan
Kott okres$lit jako tragedi¢ pod pustym niebem®*.

W kontekscie kryzysu wartoéci postawa Witkacego, podobnie jak innych twor-
coOw groteski, staje si¢ niezwykta. Ich heroiczne proby przezwycigzenia nihilizmu
beda wrecz tragiczne®. Autor Szewcow podejmuje ogromny wysitek, by w tej sytu-
acji ocala¢ ginacg sztuke czysta, cho¢ wie, ze jest skazany na niepowodzenie. Tym
wickszg warto$¢ ma jego troska o kazde Istnienie Poszczegodlne, ktéra jest czyms$
w rodzaju Mickiewiczowskiej odpowiedzialno$ci za kazdego cztowieka.
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Streszczenie

Whikliwa lektura tworczos$ci Witkacego przynosi zaskakujace wnioski. Okazuje sig, ze
mysl Mickiewicza byta dla niego niezwykle wazna. Stanistaw Ignacy od najmtodszych lat wy-
chowywal si¢ w atmosferze uwielbienia dla dziel romantycznych poetow. Poznawal je dzigki
ojcowskiej interpretacji, ktora z pewnoscig miata wplyw na jego pozniejszg tworczos¢. Nie
podzielat jednak fascynacji ojca w pelni. Juz jako mtody pisarz prezentowal wlasne, czgsto
odmienne poglady na temat literatury romantycznej. Niejednokrotnie polemizowat z utworami
Mickiewicza, uzywajac do tego szyderczego jezyka. Jednak byly one dla niego jednoczes$nie
niezwykle waznym punktem odniesienia i miaty wielkg warto$¢ artystyczng. Poglady Witka-
cego na role sztuki czystej sa zaskakujaco podobne do Mickiewiczowskiej filozofii dramatu ze
stynnej Lekcji XVI. Dramat, zdaniem romantycznego poety, ma ,,zniewala¢ do dziatania duchy
opieszale”. Wedtug Witkacego teatr powinien porusza¢ wspotczesnego odbiorce, budzi¢ w nim
uczucia metafizyczne.

Im autor Niemytych dusz bardziej dojrzewal, tym wyrazniej ujawniata si¢ w nim troska
i odpowiedzialno$¢ za Istnienia Poszczegdlne, ktore mozna jeszcze ocali¢ od upadku wartosci.
To wyraznie przypomina Mickiewiczowska troske ,.kazdego cztowieka o kazdego™.
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Summary

An insightful reading of Stanistaw Ignacy Witkiewicz’s output brings some surprising
conclusions. It turns out that the thought of Adam Mickiewicz was outstandingly important for
him. Witkiewicz had been brought up in the atmosphere of adoration of the Polish romantic
poetry since his childhood. He discovered them thanks to his father’s interpretations, which
surely had a huge impact on his later works. Witkiewicz did not fully share his father’s endless
fascination, however. As a young writer, Witkiewicz presented his own, often separate opinion
about the role of the romantic literature. He repeatedly disagreed with the Mickiewicz’s oeuvre,
often using a mocking language. Still, Mickiewicz’s thought constituted a crucial point of ref-
erence to Witkiewicz and according to him Mickiewicz’s literary works had great artistic value.
Witkiewicz’s opinion about pure art is surprisingly similar to the philosophy of Mickiewicz
expressed in The 16™ Lesson. Art, in Mickiewicz’s own words, has to “captivate the sluggish
souls to action”. Witkiewicz thought was similar: in his view, art should impress the recipient
and arouse metaphysical reflections.

The more Witkiewicz maturated, the more he demonstrated his care and responsibility for
all “Separate Beings” that can be saved from the value decline. It actually resembles Mick-
iewicz’s conception of the “care of every human for every human”.
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The paper investigates three representations of Chopin, which are “unorthodox”
according to the “grand Polish” Romantic model. Scholars from the classical school
who have a fixed idea about what Romanticism is and should be, tend to be suspicious
about new ways of representing Chopin that is the creation of new cultural pheno-
mena by way of Chopin’s performative presence. Thus the pop-cultural presentation
of Chopin’s biography, or postmodern notions applied to some aspects of his life or
the mythical reality it created, may be viewed as a point of contention regarding the
modern outlook on Romanticism.

In my paper I would like to take a deeper look (however one that is possible in
an article this size) at three phenomena which “taint” the biography of the Romantic
genius. Firstly, there is the notion of gender and the portrayal of Chopin in feminine
terms in nineteenth-century historiography. Secondly, I will examine the phenomenon
of queer and camp aesthetics, tracing the composer’s dandyism and his relationship
with the cross-dresser artist George Sand. Thirdly, the paper will discuss Chopin’s
dual nationality (despite his deep and genuine nostalgia for Poland) and his cosmo-
politan approach to life and art, which ran contrary to the “grand Polish” discourse.
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Gender ambivalence in the representation of the genius dandy

When the twenty-six year old Chopin met the thirty-two year old George Sand for
the first time it is believed that he said: “What a resentful woman she is. Is she really
a woman? I am inclined to have my doubts™'. George Sand, on the other hand, was to
write to her friend Charlotte Marliani: “Ce Monsieur Chopin, isn’t he rather a girl?”.
The attraction must have outweighed the resentment as the two artists spent almost ten
years together. It is a cliché to say that they were the exact opposite, but indeed from
the nature of their relationship, it is possible to make some cultural and anthropologi-
cal observations about gender and the discourse surrounding it.

Throughout his life, Chopin was metaphorically attached to various creatures of
the realm of the imagination, such as elves, fairies, sylphs, angels, and sprites. He
tended to be viewed either as a woman, a very young effeminate boy, or as a child, but
very rarely as a fully-grown man. These descriptions of Chopin started to be made
soon after his move to Paris and continued throughout his later years. They became
even more marked during the creation of the Chopin myth that followed his death,
and that has continued up to now. Mieczystaw Tomaszewski in his study on Chopin’s
personality explains that the contradictions and complexities of the artist’s nature
lie in the “schizoid” type which he represented®. The logics of inconsistencies and
ambivalences are to be traced in Chopin’s rich correspondence which shows him as
a versatile writer and a personality grasping many different personas
in one.

The matter seems much more complex than merely a Romantic trope of other-
worldly beings which manifested a mode of praise, and drew attention to the tran-
scendental and ethereal realms which were a result of Chopin’s idiosyncratic perfor-
mance style. Along with this Romantic trope, the portrayal of Fryderyk Chopin carries
implications of gender ambivalence and sexual ambiguity, introducing the subject of
sexuality, desire and passion into our understanding of the composer.

Jeffrey Kallberg opens his study Chopin at the Boundaries: Sex, History, and
Musical Genre with a thought so closely connected to the performative paradox, that
it is actually unsettling:

At once exalted and shadowy, [Chopin] cuts a curious figure in contempora-
ry culture. Ethereal composer and enervated enfant mdle (or so the popular
biographical image of him would have us believe), he parries attempts to re-
concile the music with the man. A Pole who wrote most of his works among
Frenchmen, his music exudes exoticism at the same time as it partakes of the
European common-practice tradition. Champion of the miniature at a time
when many around him gravitated toward ever grander musical colossi, he
confounds our abilities to hear his contemporaries and him on equal footing.

' Quoted in Mieczystaw Tomaszewski, Chopin i George Sand, Krakow 1990, p. 87.
2 ]. Barry, George Sand. Zywot jawnogrzesznicy (polish transl. I. Szymanska), Warszawa 1996.
M. Tomaszewski. Chopin. Czltowiek, dzielo, rezonans, Krakow 2005, p. 13.
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Amale composer who wrote in “feminine” genres like the nocturne for domestic
settings like the salon, he confuses our sense of the boundaries of gender.
Central to our repertory, Chopin nevertheless remains a marginalized figure®.

Indeed Chopin is marginalized in terms of gender discourse, but also in the vast
field of psychoanalysis, which would reach beyond the correlation of genius and/
or madness. The eroticism of Chopin’s life in the sense of Platonic understanding is
completely dismissed and there is a big blank space in this area. I would call this field
the “internal dandy” landscape, as it touches on a certain trait of personality.

During Chopin’s lifetime and especially afterwards, writers feminized and infan-
tilized Chopin’s persona and his music. This is definitely connected with the compo-
ser fashioning himself as a child as well. It is no coincidence that the only true and
real relationship Chopin ever had with a woman was very quickly transformed from
a relation of two lovers into a relationship of a mother and a child, and remained as
such for eight years. Sand referred to Chopin as le pétit, mon enfant, mon ange, and
it was in this way that she addressed her letters to him. She also communicated with
Chopin’s sister Ludwika and his mother Justyna with the tone of a “foster mother” to
Fryderyk while he was far from home.

This approach was extrapolated into the field of music, which was also consi-
dered most suited to women, children and angels. Henriette Voigt highlighted Cho-
pin’s childlike naturalness as the main reason for her enthusiastic response to his art:
“[h]e has enraptured me — I cannot deny it — in a way which hitherto had been unk-
nown to me. What delighted me was the childlike, natural manner which showed
in his demeanor and in his playing™. Solange Clésinger on the other hand saw the
angelic quality in Chopin’s music: “The woman, the children (young Filtsch died so
young!) brought a finer sense than the masculine talents did to this celestial music [...]
Liszt played these adorable melodies badly. He botched them [...] Under the flexible
and responsive fingers of Chopin’s pale and frail hand the piano became the voice of
an archangel...”.

The angelic trope was taken up by women who understood him and wanted to sur-
round themselves with Chopin’s presence. Chopin was considered the incarnation of
the piano. Edmond de Goncourt was not exaggerating when he baptized the piano as
the “lady’s hashish” — indeed the piano was an instrument played as a pastime mostly
by women in the 19" century’. Daniéle Pistone® found two thousand scenes in nine-
teenth-century novels in which a piano appears: half of them involved young, single
women and a quarter married women (we can imagine that some of them were among

4 J. Kallberg, Chopin at the Boundaries: Sex, History, and Musical Genre, Harvard University
Press 1996, Preface (x).

J.-J. Eigeldinger, Chopin: Pianist and Teacher, trans. N. Shohet with K. Osostowicz and
R. Howat, ed. R. Howat, Cambridge University Press, 1988), p. 269.

¢ Cited in Eigeldinger, p. 280-281.

7 Cited in 4 History of Private Life, ed. by M. Perot, Ph. Ari¢s and G. Duby, vol. IV From the Fires
of Revolution to the Great War, ambridge, Mass.: Harvard University Press 1989, p. 531.

D. Pistone, Le piano dans la littérature frangaise des origines jusque vers 1900, Paris, Champion
1975.
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Chopin’s students). The social function of the piano was of primary importance.
The great vogue for the instrument began after the Congress of Vienna and slowly
entered the salons, replacing the “indecent” harps, cellos and violins. The July Monar-
chy popularised the piano among the petite bourgeoisie and its popularity flourished
pretty much throughout the whole century.

The ability to play the piano enhanced a woman’s chances on the matrimonial
market and was well regarded among the higher ranks of society. For both women
and men, it established a reputation and gave public proof of a proper and respectable
education. That is why the bourgeoisie were ready to pay Chopin incredible sums of
money to be among his students — 20 francs in gold when the students came to him
and 30 francs when he had to visit them’. He, as the grand master of the piano, became
one of the most exclusive and fashionable teachers in Paris, even more popular than
Kalkbrenner or Liszt. He usually had five lessons during the day, sometimes seven.
Chopin became one of the richest Poles in Paris overnight thanks to the position of the
piano and the pianist in the social hierarchy.

Where did this fashion come from exactly? What metaphors did the piano co-
nvey? Pistone stresses that pianos were rarely the instrument of an amorous dialogue
per se. For a very long time, however, the piano fulfilled the roles of friend, confidant,
and soul-mate until it was transformed into expensive furniture, expressing social
status rather than artistic self-expression. Young, solitary women in particular were
portrayed as playing the piano, which helped them express feelings that could not be
stated in language.

There is also the distant connection between love and the piano. Mostly the piano
could convey the pain of the soul wounded by the end of love. The literary stereotype
of a sensitive and understanding but not very beautiful woman was that she “perfor-
med her own autopsy with a few bars of Chopin™'. Chopin, according to the popular
belief and stereotype, was the composer who understood the broken heart, the nostal-
gia for thwarted love and solitude.

Chopin’s versatile nature can however break this stereotype easily with his acute
sense of humour and cutting sarcasm like in the below letter to his dear friend Tytus
Wojciechowski. The composer describes his daydreaming disturbed by a line of stu-
dents who could not play the piano properly but felt it was a sophisticated need which
had to be met:

Dlatego mgcze si¢ i nie uwierzysz, jak szukam jakiej$ pauzy, co by do mnie
caty dzien nikt nie zajrzat, nikt nie zagadat. Do Ciebie piszac, nie cierpie, kie-
dy mi si¢ dzwonek ruszy — i wlazi jakie$ co$ z wasikami, duze, wyroste, tegie,
— sigdzie do fortepianu i samo nie wie, po co improwizuje, wali, thucze bez
sensu, rzuca si¢, przektada rece, z pig¢ minut na jednym klawiszu grzechocze

° See: J.-J. Eigeldinger, Chopin vu par ses éléves, Fayard 2006, where one can find portraits
of all Chopin’s students and their rates, as well as Piotr Witt, Przedpiekle stawy. Rzecz
o Chopinie, Warszawa 2009, p. 328 where he writes about Chopin’s carrier strategies. Witt notes
that 100 francs in gold had the same value as today 2—3 thousand Euros.
J. Laforgue, cited in A History of Private Life, op. cit., p. 533.
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ogromnym paluchem, ktéry gdzie$ tam na Ukrainie do ekonomskiego batoga
i do lejc przeznaczony!!.

Another view in this kaleidoscope is the piano as an outlet for irrepressible pas-
sions. The piano replaced horse-riding and the walk through a storm, with the inten-
ded proximity of the three semantic fields. Long before psychoanalysis, Edmond de
Goncourt saw a connection between playing the piano and masturbation'.

As a sickly exile, Chopin was the perfect person to be looked after by many and
all he seemed to want was simply to write music. As a reviewer wrote:

Chopin doesn’t care for that kind of music which accomplishes nothing but to
drown out the orchestra. On the contrary, pay attention to how he dreams, how
he weeps, how he sings so sweetly, so tenderly, and with such sorrow, how he
expresses to perfection everything that is heartfelt and noble. Chopin is the
pianist of feeling par excellence'?.

This representation leads us to the queer and camp notions which arise in the per-
formative analysis of Chopin and contradict the “grand Polish model”.

Queer and camp notions

Chopin being so obviously “feminized” and “infantilized”, this also demonstrates
in an unpatronising way how the “masculinized” star of George Sand could shine so
bright. She is indeed like one of her characters, flickering between being Gabriel and
Gabrielle. Honoré de Balzac, who visited Nohant in 1838, wrote in a letter to Ewelina
Hanska that in the presence of George Sand he felt like he was with a man in terms of
the conversation flow, the specific manner she had and the energy she emanated'*. He
depicted her in his novel Béatrix (1839) as Madame Félicité des Touches, a writer who
used the male nickname Camille Maupin. This is a reference to the hermaphrodite
from the novel of Henri de Latouche Fragoletta ou Naples et Paris en 1799 (1829),

1" Z. Helman, Z. Skowron, H. Wrdblewska-Straus, (eds.), Korespondencja Fryderyka Chopina,
vol. 2, Part 1, Warszawa: Wydawnictwa Uniwersytetu Warszawskiego 2017, p. 130.

See A History of Private Life, op. cit., p. 533. The authors in general see the piano as
a metaphorical instrument, basically used by women to idle away the hours awaiting the arrival
of the man in their life, be he a husband, lover or protector. All the conventional scenes they
quote are attributed to the female condition, leaving bourgeois men outside the parenthesis (as if
they never had anything to do with the piano — unless as an object to send a woman they jilted).
This contradicts the fact that the most acclaimed virtuosos of the time were men, at least on the
official scene. However Chopin’s students also prove that the gender mix varied and there is no
single conclusion to be drawn concerning the matter. It is true however that the piano created
spaces, which were unavailable for women in other circumstances and therefore it might be
perceived as a nineteenth-century instrument of emancipation.

13 Translated in the appendix of concert reviews in William G. Atwood, Fryderyk Chopin: Pianist
from Warsaw, New York, NY: Columbia University Press, 1987, p. 235.

J. Barry, George Sand... op. cit., pp. 292-293.
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to whom George Sand showed her early writings, and a lesbian character from Théo-
phile Gautier’s novel “Mademoiselle Maupin”'.

Both Sand and Chopin were considered geniuses in their time and both were re-
presented as having characteristics of the opposite sex. However, there was an asym-
metry in the respective “gendering” of their genius:

While the “truth” about Sand and Chopin as a couple will doubtless continue
to entice and elude, some scholars have analyzed different representations of
the two to better understand the cultural and social history of the middle deca-
des of the nineteenth century. This approach also bears on the issue of genius
during that time — for part of Sand’s masculine image derives from the attribu-
tion of genius, as does Chopin’s effeminacy. To be sure Sand did, in fact, dress
in man’s clothes, smoke little cigars, live an independent life, and succeed in
literature — all practices that violated feminine norms of behavior in her time.
And Chopin was, in fact, usually in poor health, thin, weak, and careful about
his dress and interior decoration — all characteristics associated with feminini-
ty rather than masculinity®.

What is different are the representations of gender specifically in relation to their
genius.

The collection of feminine and androgynous metaphors for Chopin imply accep-
tance of androgyny in a man of genius, but by contrast the sexual confusion and an-
drogyny in representations of George Sand rendered her a dangerous figure, which the
writer certainly understood and used in her work. Chopin’s effeminacy distinguished
him from conventional masculinity also in terms of music — the belief that his feeble
energy made him focus on small piano pieces as opposed to classical genres for the
orchestra and their alleged masculine energy. However, there were also voices that
radically belied this — Chopin’s effeminate qualities brought him closer to divinity and
otherworldly sources of genius.

It is fascinating how the feminine and masculine elements also entered fields as
distant from issues of gender as the eternal argument over the wines from Bordeaux
and Burgundy'” and which was Chopin’s favorite. He himself'is said to have preferred
the “feminine” Burgundy to the masculine “Bordeaux”. Scholars followed the thread
of Chopin’s favorite flowers — violets, which he always liked to have at home. There
were soirées organized in his apartments when every lady who visited the composer,
would leave with a little violet bouquet.

Gautier made pleasure the ultimate criterion of artistic validity, and preaching hedonism put him
at odds with both the bourgeoisie and the teachings of the Christian church. The writer, who
refused to believe that the flesh was evil and that it was necessary to subjugate it, enjoyed his en-
fant terrible status and ideas which disturbed the philistine views of his bourgeois compatriots.
His sensual philosophy and acceptance of bisexulaity was a performance of its own kind.

W. Walton, Gender and Genius in Postrevolutionary France: Sand and Chopin. In: The Age of
Chopin: Interdisciplinary Inquiries, ed. H. Goldberg, Bloomington and Indianapolis: Indiana
University Press, 2004, p. 230.

W. Bonkowski, Chopin gourmet, Warszawa 2015, p. 53.
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Chopin captured these paradoxes of his nature in an intimate letter to his close
friend, Tytus Wojciechowski:

W ten moment, kiedy si¢ zabieram do opisu jednego balu, na ktérym mnie
bostwo jedno zachwycito z r6zg w czarnych wtosach — odbieram Twdj list.
— Wychodzi mi wszystko moderne z glowy — przenosze si¢ jeszcze bardziej
do Ciebie, bior¢ Ci¢ za reke i ptaczg. — Miatem Twoj list ze Lwowa. — Tym
pozniej si¢ zobaczym, a moze i wcale nie, bo, serio mowiac, moje zdrowie
nedzne, - wesoly jestem zewnatrz, a szczegdlniej migdzy swoimi (swoimi
nazywam Polakoéw) — ale w $rodku co§ mnie morduje — jakie§ przeczu-
cia, niepokoje, sny, albo bezsenno$¢ — tgsknota — obojetno$é — cheé zycia,
a w moment che¢ $mierci — jakis slodki pokdj, jakie$ odretwienie, nieprzy-
tomnos$¢ umystu, a czasem doktadna pami¢¢ mnie drgczy. Kwasno mi, gorzko,
stono, jaka$ szkaradna migszanina uczu¢ mng miota! Glupszym niz kiedy.
Moje zycie — daruj mi. — Juz dosy¢'®.

The dichotomies male/female, intellectual/emotional, crude/spiritual, down-to-e-
arth/poetic, heavy/light were intimately incorporated in the social values shared by
the dandy. Dandyism represents a spectrum of sophisticated taste in dress and worldly
opulence, though one whose functioning as a symbol of superiority is limited to the
field of the intellect, rather than the emotions. The dandy is rather a loner, who con-
siders love and erotic passion as a threat because both of these sensations require
a momentary or permanent loss of self. The ideal held by the dandy — and certainly
held also by Chopin — was conscious life with a mirror image of the reflective intellect
as a guideline. This trope absolutely matches with that of gender ambivalence and the
portrayal of Chopin as an asexual being.

In frenzied passion the inner self loses control of the body and loses the distant
perspective of the calm observer who sees through others but who is reluctant
to reveal his own feelings and sensations. As an aesthete who regards the self
as a well-formed composition, the dandy considers love to be a kind of decom-
position, a dissolution of the mental contours of the self™.

This is not to say that Chopin was incapable of love, but in some ways the only
and true love he had was that of music.

Countess Paulina Plater, when asked to compare the merits of the three pianists
who had played in her salon — Ferdynand Hiller, Chopin and Liszt — said that she
would choose Hiller as a friend, Chopin as a husband, and Liszt as a lover®. Whate-
ver is said about gender ambivalence and the ways of “resolving it”, Chopin always

18 Z.Helman, Z. Skowron, H. Wréoblewska-Straus (eds.), Korespondencja..., op. cit., vol. 2, Part 1,

Warszawa 2017, pp. 130-131.

H. Gniig, “The Dandy and the Don Juan Type”. In: European Romanticism, Literary Cross-Cur-

rents, Modes and Models, ed. by G. Hoffmeister, Detroit 1990, p. 232.

20 L. Ramann, Franz Liszt als Kiinstler und Mensch, Leipzig 1880—1894, vol. 1, p. 229. Quoted in
A. Walker, Franz Liszt: The Virtuoso Years, 1811-1847 (vol. 1), Ithaka New York: Cornell Uni-
versity Press, 2004, p. 149.
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embodied a strange dichotomy and paradox, which rose from within in the discourse
of the dandy and would have been understood as the unity of grace and impertinence
— the oxymoronic aversions, which came to life in this one being.

On Chopin’s Polishness and cosmopolitanism

Chopin’s life, work and reception from the nineteenth century until now, have
been very often interpreted through the discourse of patriotism and national spirit. The
“grand” tradition portrays him as a splendid virtuoso artist, individual with unique
sensitivity but in his artistic activity supported by the foundation of folk art and stron-
gly shaping the consciousness of Poles. Chopin’s genius is in this representation asso-
ciated with the spirit of national collectiveness where the spirit of Polishness allegedly
inspired him and which was shaped by him at the same time. And yet Chopin’s Polish-
ness is one of the most difficult notions to grasp. It is referred to ubiquitously within
volumes of myths, stereotypes and slogans such as “Chopin as the greatest Polish
composer”, “Chopin, whose Polishness can be felt by anyone who hears his music”;
however at the same time contradictorily announced as “truly European”, “absolu-
tely universal”, “understood by all nations, races and societies, on all continents aro-
und the globe” — all through the nineteenth century, throughout Chopin’s lifetime up
until today.

Since we are dealing with a phantasmatic reality — in the case of Chopin’s con-
nection to Polishness, Slavdom and folk culture, as well as transcendental ideas — all
of these are a performance of an image of Chopin which has been useful in the hi-
story of culture, but at the same time are points of contention serving to divide rather
than unite.

Chopin was the perfect cosmopolitan artist, associated with international, ari-
stocratic Parisian salons, a virtuoso and dandy whose image was quite distant from
Polish weeping willows and muddy meadows. Adam Mickiewicz criticized Chopin
for his lack of “Polishness”, and condescendingly looked down on his “tickling of
aristocratic nerves” instead of moving the masses with his music?', creating a spiri-
tual change, maybe even a revolution guided by the spirit of the Slavs. As we know,
Chopin was far from sharing Mickiewicz’s idea of the mission of art and avoided the
masses by all costs.

There are many ways of looking at Chopin’s Polishness. One may use such fil-
ters as the linguistic — the language of the composer to describe himself in the world
and by traces of a “Polish spirit”. It can also be done by recreating the patriotic
canon among the émigrés and tracing Chopin’s activity for the sake of Poles and
Poland — which for him was a true civic duty. Finally there is the axiological aspect
— by looking at the spiritual reception of Chopin as a figure in some ways peculiar
and mediating between worlds — in the testimonies of his contemporaries and those
who came later.

2 W. Mickiewicz, Pamietniki, 3 Volumes, Warszawa, Gebethner &Wolff, 1926, vol. 1, pp. 173-174.
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Chopin often wrote how one’s native language was an important vehicle for one’s
well being and inner compass. This kind of symbolic human exchange Chopin un-
derstood as the biggest kind of consolation. The very sound of one’s native language
was like music which had the nostalgic power to spirit one away, back to the home-
land. There is a theory stating the influence of the “Polish cadence” on the music of
Chopin?2. The author of this thesis, Krzysztof Bilica, stated that the cadence Chopin
often used in his pieces, was an analogy to the polonaise rhythm: that in his musical
notations he used the same rule of stressing the penultimate sound, just as in Polish
the stress lies on the penultimate syllable. As a very “romantic” idea it belongs to
the phantasmatic analysis of Chopin’s Polishness, which constitutes a representative
“grand Polish” discourse.

The idea that the language heard far from home brings you back to the place you
consider your own is an obvious one. What is interesting is the absence of Chopin’s
“Frenchness” — after all not only did the composer spend half of his life in France, but
he was also half French and he grew up hearing both Polish and French at home. This
French side is usually negated by biographers and “altered”, even by people like Liszt,
who wrote about Chopin’s resentment towards writing letters — indeed writing in ge-
neral —unless it was in Polish and to his nearest and dearest, so his handwriting was
apparently unknown to most of his friends. Chopin only made exceptions for those
who could speak Polish and therefore understood it in writing. Liszt writes:

[H]e always used it with the people of his own country and loved to translate
its most expressive phrases. He was a good French scholar, as the Slavs gene-
rally are. In consequence of his French origin, the language had been taught
him with peculiar care. But he did not like it, he did not think it sufficiently
sonorous, and he deemed its genius cold?.

Liszt contradicts the prevalent opinion that Chopin’s French was quite poor, and
that it was this that made him want to speak Polish in order to feel “fully himself”. It
seems quite incredible for a musical genius with perfect pitch and absolute hearing
of the most delicate tones not to be able to speak his father’s native language impec-
cably unless it was a conscious decision. As regards grammar and spelling mistakes
in French, Chopin admitted himself that the language was not his strong point and
always jokingly announced it in advance, like when he wrote to Marie de Roziéres
from Nohant: Je vous écrit sans dictionnaire pour vous confier ma lettre pour ma
mere (KFC II 389).

Chopin’s intimate homeland — Poland — was therefore something quite different to
what it is believed to be by most biographers. The composer understood that the price
to pay for immigration would be huge, but that it was worth paying anyway — and as
with the November Rising, he understood that his battle lay elsewhere. It is obvious to
say that Chopin’s Polishness of everyday life was manifested in more “positive” ways
(in the sense of Auguste Comte’s understanding) rather than in Romantic revolutionary

22 K. Bilica, Wokot Chopina i Polski, Wotomin 2005, ,,Muzyka” 1997, no. 4.
3 F. Liszt, The Life of Chopin (transl. J. Pyschowski), ReadaClassic.com 2010, p. 67.
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plotting. In the process of iconizing the representation of Chopin, adding symbolic
qualities to it, some transgressions were made with regard to the desired connotations
of “Polishness”, and that is when “Chopin” as a concept got in the way of Chopin®.
The axiology of Polishness, the quest for Polish subjects in Chopin’s mazur-
kas and polonaises (Chopin systematically used Polish genres in his music) was
a recurring topos in 19"-century responses to his music and more surprisingly in
20%-century scholarly analysis. These responses created art forms of different discipli-
nes. One of the most famous examples is Teofil Kwiatkowski’s compositions, known
as “Chopin’s Polonaise, or the Ball at Hotel Lambert”, painted in the years 1849—
—1860%. These images can be counted among the numerous mystical portrayals of
the national procession of figures from the grand Polish past. In one of them, Kwiat-
kowski painted a scene in a Roman cloister, with the figures marching to the tunes of
Chopin’s music.
Scholars often justified the belief about the “Polishness of Chopin” in the most peculiar
ways, based on phantasmata and “feelings” treated as hard facts. Bohdan Pociej has
provided grounds for considering the national aspect of Chopin’s spirit as exclusively
Polish by delving deeper into the history of Polish folklore and popular culture.
His explanation seems quite extraordinary:

Without any doubt — the Polishness of Chopin’s music — we — his co-patriots,
feel and differentiate as Polishness, because we know that this artist was Po-
lish, raised in patriotic traditions, and that he himself felt Polish. And because
we, the listeners of his music, are also Polish, therefore the certainty that our
feeling of Polishness is true, that what we hear is indeed Polishness, that the
expression of Chopin’s music (in a large part of his oeuvre) has a significantly
Polish color. The mere feeling however is not enough. We are seeking for
a precise confirmation, proof, something on which we could rely. We can find
this support and confirmation of our feelings in how “they sang” and danced,
may we add, in Poland at the time. The melodies which were sang and play-
ed, the rhythms of the dances of Polish origins, enrooted in Polish tradition,
customs, culture — seem to be the only concrete, empirically palpable musical
base and the sound test of the Polishness expressed in Chopin’s music®.

Pociej’s description sounds seemingly incredible; and yet it came from a scholar
and is shared by scholars. This reference is summoned here to stress the poetic and
phantasmic aura surrounding academic takes not uniquely on Chopin’s art, but above
all else — on his presence in Polish culture and tradition. It is well worth listening to
Chopin himself in his private letters, like this one to a friend, describing Chopin’s
resentment to Wojciech Sowinski, author of Chant polonaise, nationaux et populaires

2 See: 1. Kurz, ,,Chopin”. Miedzy salonem a ulicq. In: M. Sieradz (eds.), 2010. Postscriptum,
Warszawa 2011, Warsaw: Narodowy Instytut Fryderyka Chopina 2013, p. 287.

> For more information about the relations between Chopin and Kwiatkowski, see: Chopin i jego
malarz Teofil Kwiatkowski, Malarstwo i rysunek ze zbiorow Muzeum Narodowego w Warszawie
i Biblioteki Polskiej w Paryzu, Muzeum Narodowe w Warszawie, Warsaw 2010.

2 B. Pociej, Polskos¢ Chopina (ed. E. Stawinska-Dahlig), Warsaw: Narodowy Instytut Fryderyka
Chopina, 2012, pp. 4748 (transl. D.M.)



Fryderyk Chopin’s Iconic Biography ,.tainted” by Gender, Queer and Cosmopolitan notions... 239

avec accompagement de piano ou harpe, textes et notices publiés par Albert Sowinski
et traduits en franc¢ais par C. Fulgence et I. de Frémont. The collection was published
in Paris in 1830 and Sowinski was widely praised by his contemporaries yet Chopin
could not stand this kind of expression of the spirit of Polishness:

Wiesz, ile chciatem czué i po czgséci doszedlem do uczucia naszej narodowej
muzyki — zatem miarkuj, jak mi przyjemnie — kiedy on [Sowinski] czasem,
to tu, to tam zatapie co$ mojego, czego pickno$¢ czesto na akompaniamencie
zalezy — i karczemnym, szenkatrynkowsko ge¢getowsko organowym, parafial-
nym gustem zagra i nic nie mozna powiedzie¢, bo wiecej nad to, co ztapat nie
pojmie. Jest to Nowakowski na lewg strong¢! A gada! O wszystkim, a szczegol-
nie o Warszawie, w ktorej nigdy nie byt’.

The national component both in Chopin and his listeners is a constitutive factor
in this criticism. All together it forms a phantasmatic entity, which most definitely
requires further and deeper study.

Chopin belongs among the “cultural ideas” and “performative entities” which
are processed academically with — seemingly — the most extraordinary tools, such as
those of “feeling”, “belief” or “spirit” or national identity based upon phantom know-
ledge. The other semantic field, which considers Chopin culturally and is widespread
is Chopin’s attachment to Polish folklore and popular culture, though particularly to
Mazovian songs and dances, and many scholars argue that this attachment is proof of
Chopin’s Polishness and his national belonging.

This category is in line with the “spiritual content” of Chopin’s music as being
a display of Polish spirit, which is often expressed as among the predominant cha-
racter traits ascribed to the whole nation and its people, such as “sorrow”, “longing”,
“homesickness.” Musically this can be considered as “arrhythmia”. The category of
dying du mal du pays — “dying of homesickness” — creates an interesting counterpoint.

Despite the traditional views represented primarily by 19"-century Polish bio-
graphers in which “Polishness” occupies a central place in Chopin’s life and work, it
appears that the composer constructed his identity or identities from various hetero-
genous rather than homogenous elements. While his Polishness was of course deeply
significant to him, at the same time it did not interfere with him being a fully cosmo-
politan artist, who understood his position in the world and was not damned with an
inferiority complex of having blood from a country which did not exist anymore.
Chopin’s cosmopolitan image was as prominent a part of his exotic identity and in
the salons of the international Parisian aristocracy this combination of traits ensured
his success.

27 Z. Helman, Z. Skowron, H. Wroblewska-Straus (eds.), Korespondencja..., op. cit., vol. 2,

Part 1, Warszawa: Wydawnictwa Uniwersytetu Warszawskiego 2017, p. 130.
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Conclusion

Over-romanticized sources, which still the bases for presenting the life and work
of the composer, show Chopin as a delicate figure coughing blood onto the piano
keys. The other vector is Chopin as a Romantic revolutionary in Warsaw or a Parisian
exile playing the patriotic card. However as we are well aware, Chopin was no Ro-
mantic hero in the political or military sense, having taken no part in the November
Rising. Adam Mickiewicz called him a «moral vampire» for that reason. It is vital to
say that Chopin surpassed these two representations and lead to a more complex and
more profound one, which has not always been recognized by Polish scholars.

It would appear that the application of categories and terms originating in the
postmodern realm is sacrilegious towards “the grand tradition of Polish Romanti-
cism”. The main actors of the romantic espaces imaginaires who — like Chopin — in-
habit the spiritual matecznik — heart of Poland are considered beyond reproach and
cannot be categorized by postmodern intellectual notions without generating consi-
derable contention.

This raises the question of what Romanticism is for us today, rather than what it
has been in the past, leading up to now. Polish intellectual tradition shows us that the
evaluation of Romanticism has always been an existential barometer of subjectivi-
ty. Thus the examination of Chopin’s biography from an altered perspective through
analyzing its points of contention allows us to discuss Romanticism and its counter-
cultures, as well as to place this dispute in the internal development of Romanticism
and its reception in the wider sphere.
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Streszczenie

Artykut stanowi analize trzech konceptow kulturowych, ktore ,kalaja” biografi¢ Fryde-
ryka Chopina, geniusza (polskiego) romantyzmu w ujeciu performatywnym. Po pierwsze,
namystowi poddana jest idea gender i rozmyta tozsamos$¢ ptciowa Chopina w dziewigtnasto-
wiecznej historiografii. Po drugie, fenomen queerowosci Chopina, jego dandyzm i zwiazek
z cross-dresserka George Sand. Trzeci aspekt biografii artysty, ktory jest tu omawiany, to kwe-
stia narodowosci: przywigzanie Chopina do polskosci, a zarazem kosmopolityczny modus
zycia. Tradycyjne ujecia biografii Chopina, jak roéwniez organiczenia ,,(arcy)polskiego dys-
kursu romantycznego” czy tez etnocentrycznej tradycji polskiego romantyzmu prowadza do
jednowymiarowej reprezentacji tej postaci. Spojrzenie na zycie i tworczo$¢ kompozytora przez
soczewke kultury popularnej, a takze z uzyciem instrumentarium postmodernistycznego samo
w sobie stanowi punkt sporu romantycznego, a takze sporu o romantyzm. Zatem proba na-
$wietlenia niektorych faktow i epizodow biografii Chopina z innej strony, a takze proba oba-
lenia tradycyjnego wizerunku Fryderyka Chopina wydajg si¢ wazne i ciekawe, gdyz pozwa-
laja na inny oglad romantyzmu i jego kontrkultur, a w dalszej perspektywie stawiaja pytania
0 miejsce tradycji romantycznej w nowoczesnosci.

Summary

The paper explores three phenomenona which ,,taint” the biography of Fryderyk Cho-
pin, the ultimate (Polish) Romantic Genius. Firstly, the notion of gender and the portrayal of
Chopin in feminine terms in nineteenth century historiography. Secondly, the phenomenon of
the queer, tracing his dandyism and his relationship with the cross-dresser artist George Sand.
Thirdly, his dual nationality (despite his deep and genuine nostalgia for Poland) and cosmo-
politan approach to life and art. Over-romanticized sources, which are still the mainstream for
presenting the life and work of the composer always stress the patriotic card and tend to be
rather conservative. The creation of new cultural phenomena by way of Chopin’s performa-
tive presence is usually treated with distance and scepticism by scholars from the ,,classical”
school. Thus the pop-cultural presentation of Chopin’s biography with postmodern notions
applied to some aspects of his life or the mythical reality it created, may be viewed as a point
of contention.Therefore the examination of Chopin’s biography from an altered perspective
allows us to discuss Romanticism and its countercultures as well as to place this dispute in the
landscape of Romanticism vs. Modernity.
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The Modern Greek nation was established in 1828, after a 7-year revolutionary
fight against the Ottoman Empire, which had lasted for 4 centuries (since 1453). It
was the time of Romanticism in Europe, a movement that supported the spirit of the
Revolution. When the first dramas appeared in the small liberated nation, they had the
recent Revolution (which was not over yet) as their subject one way or the other. As
Lord Byron, the most heroic of the Philehellenes, had recently (1824) died in Messo-
longhi, having come to Greece to assist the revolution and having sacrificed his life
as well as his fortune to the great issue of Greek freedom, he became (and still is)
a legend and his poetry and drama a model for Greek poets and playwrights. He
was not the only one: Victor Hugo’s preface to his Cromwell and his romantic plays,
especially Hernani, were imitated by the Greek writers in prefaces and plays in ver-
sions concerning the Greek reality and conditions. For two decades or so, almost all
newly appearing plays were romantic in a way. Soon objections were raised, mostly
because some European scholars (the most famous or rather notorious being Jakob
Philipp Phallmerayer) suggested that contemporary Greeks were no Greeks at all, not
descendants of the worshipped ancient Greeks but rather Slavs, because of the inter-
mingling with other races for centuries. The Greek scholars almost for the rest of 19™
century made every possible effort to prove the ancient Greek lineage linguistically
and culturally. In this spirit, objections to Romanticism were raised as foreign and im-
moral and, in contrast, scholars supported Classicism, stemming from ancient Greece,
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the cradle of Western civilization. The historical poetic plays had mainly Byzantium,
the Frankish / Venetian domination era or the Greek Revolution as subject matter.
This supported the romantic style, however.

The first European movement to appear even before the Greek Revolution of 1821,
was naturally the Enlightenment, as it had provided the ideological material for the
French Revolution and other lesser rebellions, and the Greeks were beginning to orga-
nize a major one themselves. Enlightenment is generally interpreted as an offspring of
Classicism which, as is well known, stemmed from ancient Greek and Roman culture
through Humanism in the Renaissance. So it was considered more Greek and worthy
of following. Classicism inspired loannis Zambelios’ first tragedy of 1818, Timoleon,
with the typical message of the Enlightenment: the murder of a tyrant.

The play The Wanderer (Soutsos 1962 [1831]), or “dramatic poem” according to
its author, Panayotis Soutsos, written in 1826, when Soutsos was 20 years old, and
published in 1831 after a lot of editing and probably a lot of changes (Puchner 2007:
79-117), is generally considered by the historians of modern Greek literature and the-
atre to have introduced Romanticism to Greece (Dimaras 198: 270; Mastrodimitris
1999 [1976]: 142; Beaton 1996: 68—69, Tsakonas 1999: 172). It was one of the first
plays to be staged in Athens, in 1836, when professional theatre made its appearance
after centuries of oblivion. It had many subsequent editions up to Mid-war years, be-
ing extremely popular as a book. This was no special case: theatrical life struggled to
come into existence and establish itself as did the Greek nation historically. Most of
the plays written until the last decade of the century, were intended by their authors
for reading and also for the drama competitions, which where inaugurated in 1851 and
played an important role in the Greek theatre until about 1920.

In the preface of The Wanderer, Soutsos stated that his play was influenced by
Racine s Andromache, but all of its critics agreed that, beyond doubt, its model was
Lord Byron’s Manfred. Despite the derivation, however, it has different solutions and
messages, starting with the dramatic space, which is not the fatal Alps but the Greek
Holy Mountain, on which there are only monasteries and monks and no woman is
permitted to visit. The dramatic time is the real one, that is sometime after the end
of the Greek Revolution. The central dramatic person, named Wanderer, has gone
there after abandoning his beloved Rallou in Constantinople in order to take part in
the Revolution. The Turks slaughtered her family and she is thought to be dead. The
Wanderer feels guilty and wonders whether his existential duty was towards his na-
tion or to his beloved. A wise monk instructs him that his sublime duty is towards
his soul and to God. The Wanderer cannot decide and dies in the end. He resembles
Manfred however in criticizing God for permitting misery and injustice in the world.
The priest, unlike Byron’s priest almost persuades him that the redemption of afterlife
exists. In the preface, Soutsos states his dramatic intentions perhaps as sincerely as
he could understand them himself. The reader (or the spectator) should not expect the
merry and serene poetry of old Greece (by old perhaps meaning ancient). He states
cryptically that his drama “designed in the cloudy horizon of arctic Europe, resembles
the mythic ghosts coming out of graves”. As for its content, it contains “among human
passions redeeming principles of celestial metaphysics. That is the quotations about
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God and worldly vanity [...] as newly born contemporary and Christian poetry...”.
That is exactly the opposite of Byron’s denouncement of God and the priest’s offer of
repentance and redemption. He adds that he himself is very pious and contemplates
becoming a monk, which his biography disproves. And Byron is mentioned by name
in the dramatic text (p. 14). Manfred’ dealings with demons and witchcraft and on top
of all his atheism are expelled from The Wanderer though.

Its first reviewer was very severe, also criticizing the unwanted romantic trend,
spread all over Western Europe through Manfred, Faust and some other works, resul-
ting in steeping the whole world with false and poisonous poetry. This pernicious in-
fluence, the critic continues, made Soutsos adopt this morbid melancholy and despair
and deviate from the positive, the triumphant character of Hellenism at this moment
of national liberation. Byron’s plays more than his poetry are liable to criticism and
condemnation. Especially The Wanderer is an absurd play, presenting the sacred duty
of participation in the liberating struggle as a misfortune and as a dreadful lot of fate,
which destroys the pair of lovers (Vlachos 1901, 3-55).

Panagiotis’ brother Alexandros, also a romantic poet and playwright, commented
that it was far from Greek life (A. Soutsos n.d., 98; Sideris 1990, 32). The historian
of Modern Greek theatre, Giannis Sideris interprets that the Byronic trend was very
popular in Greece and he was personally loved because of his philhellenic activity and
his recent death in Messolonghi . Soutsos combined it with French tragedy to compose
his drama (Sideris 1990, 31-32). It is rather surprising that a play with such ideas was
written literally during the Revolution, was soon published and became so popular,
a best seller for decades, up to the first half of 20" century. One would expect a typi-
cal patriotic drama, written perhaps with special talent, to have such a course. At the
time of its writing, Evanthia Kairi wrote Niceratos (1926) with subject matter from
the Messolonghi exodus and the judge loannis Zambelios wrote his successive histo-
rical dramas in classicist style and the spirit of Enlightenment, having the heroes of
the Revolution and their adventures as subject matter. In the first edition of his plays
(1833) he sides with classicism and expresses reserve towards Romanticism. This
resulted in a mixture: the form is classicist, but traces of passion indicate the presence
of Romanticism in the content. This phenomenon will be stabilized during the next
50 years: Romanticism will be rejected and adopted in turn by the writers of the time
(Chatzipantazis 2006).

Leaving out of this paper the general ideological and aesthetic issue of whether
Romanticism was really a desideratum in the elementary cultural life of Greece during
those first post-revolutionary decades, the question is this: what induced Panagiotis
Soutsos to write such a play? Although he states clearly in his preface that the Wan-
derer (the dramatic person) is not a persona of its author, it is very easy to apply
some psychoanalytical thinking to compare them. We can easily detect the simila-
rity of their existential questioning. Like his hero, Soutsos must have asked himself
whether or not to participate in the war, like his brother Demetrios, who was killed in
it. He came to Greece but decided against fighting, like so many of his compatriots
from Constantinople and the Heptanesian poet Dionysios Solomos, whose long poem
Hymn to Freedom, about the Revolution, was chosen as our national anthem. Perhaps
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Soutsos had feelings of guilt, which he appeased by thinking that he should stay alive
and benefit his country -and himself- through his high education and his spiritual,
governmental, even his social accomplishments, when it would be free. If the Revo-
lution failed, then he would seek his fortune in some European country, perhaps one
of those he had visited before coming to Greece. He also had a Rallou in his life. The
Wanderer chose differently. He is not crushed by the terrible experiences of the war,
but by the remorse for abandoning his beloved and her subsequent destruction, for
which he blames himself. The Revolution and the building of the new nation are issu-
es that the monk-advisor does not even take into consideration, equally ignoring the
responsibility of love, but he stresses that man has only religious obligations, that is
the redemption of his soul and not committing suicide. The Wanderer is very suicidal
nevertheless and dies in the end, of melancholy it seems, condemning the Revolution
for his misfortune with his last lines. This idea, instead of causing a scandal, moved
the public and the play became a model for later playwrights (Moullas 1989: 144, 151,
164; Sideris 1990: 31-34). The proposed dramatic solution could be seen as an alibi
for the playwright’s feelings of guilt, who manages through his hero to fulfill his pa-
triotic duty and question its value at the same time, in the name of a higher value and
duty and not in the name of a general existential/social rebellion, like Byron’s heroes.
Soutsos could not support the undisguised individualism of the romantic heroes of
free and socially advanced Europe. He presented instead the need for subjugation to
a sublime Christian duty in the context of Orthodoxy, compatible with the strong re-
ligious feeling of Greek people (Chatzipantazis 2002: 192-229), which undoubtedly
he shared. But why did it become so popular? Perhaps because unhappy love affairs
always move the audiences, despite the fact that both lovers are anything but amiable.
Their indifference and irresponsibility for the national fight and the national drama,
resembling the attitude of the monks in this matter is really strange — Byron himself
sacrificed his life and fortune for this fight, in which he tried to take part in person.
Perhaps the demands of the war and the following more complicated and difficult to
understand demands of the new nation and the permanent issue of the unliberated are-
as, worried many young people of the time who had no more endurance for heroic ac-
tions and superhuman efforts and would like to be permitted simply to live their lives.

Soon Soutsos’ example was followed by his cousin, Alexandros Rizos Ragavis,
who published his drama Frosyni, in 1837, based on real facts that have inspired
poetry, prose, opera and a number of plays. He added a preface, on which almost all
critics agree that follows Hugo’s preface of Cromwell (1827), which was intended to
be the manifesto of French Romanticism and was in fact acknowledged as that. In
direct comparison, we detect Ragavis’ ideas derived from Hugo, but he has his own
as well. If he also intended his preface to become similarly such a manifesto, he did
not achieve this exactly, but it was studied by later playwrights of the 19" century
and they gave their own answers and solutions. It is a dialogue between two persons
named “He” and “I”, who possibly represent the two egos of the poet, the classicist
and the romantic. At first “He” wonders that such an infantile nation should seek to
create culture when there are so many other crucial issues. “I”’ answers that he does
not really know where this craving for poetry comes from, but he believes that our
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immature society needs it in order to reconcile itself with the bitter truths that the po-
ets tells poetically. That is the reason for the debut of a number of poets in the midst of
the sufferings of the war. Revolution was itself poetry, but the people still need the po-
etical stimulation in order to support the feeling of the Good and the Brave, under the
flag of which they fought, and elevate their spirit towards the sky, from which virtue
and liberty come. “He” stresses Aristoteles” demands on pure language for the drama,
whereas Frosyni is written in a simple language and also has an abnormal verse com-
position and a distortion of facts and characters, concluding that his interlocutor is ro-
mantic. “I”” denies knowledge of the meaning of the term. “He” explains: “I” deviated
from Aristoteles’ rules in several dimensions. His drama is very long, it contains both
tragic and comical scenes, its central hero is a simple peripheral commander instead of
a powerful king or prince, the three unities are not kept. There are two rival camps on
mount Helicon: the classicists, who are right-minded, their culture obeys Aristotle and
they imitate the ancients, and the romantics, the rebels, impudent apostates, renoun-
cing faith in rules and citations. They bolt against boundaries, follow their erratic ima-
gination, ignore the unities, do not create profound dramatic characters, do not respect
traditions or follow examples; they falsify art and distort its principles and the taste of
the audiences. “I” protests that the ancient world does not exist anymore, and with it
its simplicity vanished. Modern drama was born not in imitation of the ancient one but
from the medieval plays. The axis of the contemporary world is Christianity and the
contemporary demand for drama is the creation of characters and individual passions
and feelings (these are really Hugo’s ideas). “I”” goes on disputing all classicist rules
and aesthetic, until “He” pronounces him undoubtedly a romantic and “I” accepts
it. The classicists side with traditions, the romanticists with protest. The classicist is
a loyal and law-abiding subject, the romantic a legislator and a reformer. However the
rules and traditions are only ideas created in time and place — they are not sacred. They
can and must be changed (Ragavis 1874 [1837]).

In the middle of the 19" century, contemporary drama was still under-developed
and had not started developing yet. The state officials were rather indifferent to Greek
theatre. Between 1858—-1862, theatrical life shrank to the point of vanishing. On the
other hand, poetry had reached a good level and its prestige was much higher in the
public conscience. The poet played an important social role that approached that of
the ideological instructor (Dimaras 1985: 167-220). Romanticism was still the do-
minant aesthetic movement of the time. However, its extreme manifestations were
considered dangerous by many: either (mis)leading away from reality or encouraging
rebellious and immoral tendencies (Moullas 1989: 370-377 and pass.). The idea that
poetry should be encouraged and cultivated within the “right” spirit activated Amvro-
sios Rallis in 1851, a rich merchant from Trieste, to finance an annual poetry compe-
tition, run by the University of Athens (Moullas 1989: 31-45; Petrakou 1999: 19-52).
According to its regulations, the prize should be given to poems with a moral content,
that is, not contradictory to religion or common morality and written in the puristic
language approaching the ancient. Drama made its appearance in Rallis’ competition
in 1854 as a poetic genre (according to the antiquity-orientated notions of the time,
the poetic genres were epic, lyrical and dramatic poetry). Rallis withdrew in 1860 and
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the financing of the competition was undertaken by loannis Voutsinas, a merchant
from Odessa. This change of patron was combined with a slight change of ideolo-
gy in the matter of language (Moullas 1989: 167). The new competition was called
Voutsinas’ competition and lasted until 1877. During this time, the Greek theatre de-
veloped considerably both in the artistic life of the country and in the conscience
of the mentors in cultural matters. There was a growing interest in it as a section of
national culture. Besides Voutsinas’ long-lived competition, there were others, con-
ducted once or twice, exclusively dramatic or mixed (Petrakou 1999). These two first
poetry competitions (Rallis’ and Voutsinas”) included drama which should necessarily
be “poetic”, that is verse-drama. Most of the plays were (unofficially) considered as
closet-dramas. As actual theatrical life was poor, this attitude was not restricted to
the austere circles of university critique. The conflict was conducted between the two
rival ideological/aesthetical movements: Romanticism in style with Byzantium or the
Revolution as subject matter or Classicism and Antiquity? Or perhaps a blending of
the two trends in a species “mixed but legal” as Solomos instructed about the langu-
age. In Voutsinas’ competition more and more plays were submitted as years went by.
It was obvious that its judges wanted to turn the interest of the poets to drama and
perhaps away from romantic poetry, as their expressed intention was to do away with
the extreme manifestations of Romanticism, like the love for death, incest and the
excessive spleen and lamenting, traits which were plaguing all lyric poetry but could
not be so easily canalized into drama. The judges censured them severely: they were
imported from abroad, alien to and incompatible with the positive and optimistic cha-
racter of the Greek people; they considered them factors of decadence. The university
critique in the two first competitions tried to direct towards Classicism. One of the
main objectives of the existence and function of these competitions was to prove that
contemporary Greeks were genuine descendants and heirs of the ancient ones, that is
they were seeking answers to this identity problem which had arisen from Fallmeray-
ers’ theory (Moullas 1989: pass., Moullas 1993: 298).

Since its debut in Rallis’ competition in 1854, drama had a progressively more in-
tensive presence. The first really interesting play was Maria Doxapatri by Demetrios
Vernardakis, submitted in 1857. The university committee did not rise to the occasion.
Strangely, the professors were not impressed by Maria, which, when staged in 1865,
was the first Greek play in the professional theater to attract such a large audience, had
many revivals, served as a model for other plays and is considered a landmark in mo-
dern Greek theater. The university professors, without saying it explicitly, rejected it
as immoral (Petrakou 2007a; Petrakou 2015). Vernardakis, who soon became himself
a professor of Philology in the University of Athens and a prominent scholar and play-
wright, wrote a prologue-manifesto for the edition of his Maria Doxapatri (1858),
somehow answering Alexandros Ragavis after twenty years, agreeing with him that
the developing Greek theatre should be romantic, giving Shakespeare as a model,
strangely rejecting Goethe, Schiller, Hugo and Byron. He believed that the tendency
to reject Romanticism and adopt Classicism both in the free theatre and in the circles
of the University poetic competitions was fruitless, as the ancient tragedy cannot be
resurrected for several reasons, chief among which is that it is based on Fate, whereas
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in modern drama the axis is character and psychology. Modern art depicts violent
passions and contemporary drama must contain them in the romantic way in order to
move the audiences. He arbitrarily claims that like Antiquity, the recent Revolution
is unsuitable as subject matter for dramatization, so there is only the Byzantium. Ho-
wever, the playwright must be a true poet and a true Greek, his work must be purely
Greek and his morals must coincide with the morals of the Greek people. The Greeks
are no cosmopolitans, they are firm and even stubborn in their nationalism. Hellas has
a sacred mission: to perform great deeds and superhuman achievements. The values
of modern drama must be: Nation and Faith, Religion and Freedom. We can see that
he goes beyond Ragavis in his dramatic targets, giving a more ambitious scope to
contemporary Greek drama: it has to be national drama (Petrakou 2007). That is, the
playwright must use the romantic form and characterization, perhaps the aesthetic as
well of Romanticism, with mysterious mountains, ghosts, suicides et al. but the ide-
ology must be nationally positive, social, religious, that is classicist. Needless to say
that his next play, of the following year, Kypselidai, and his next, Meropi (1866), had
ancient Greek subject matter and were more classicist then romantic. In the meantime
he had been appointed a professor in the University of Athens (1861), took part as
a judge in the poetical competitions of the University and condemned Romanticism in
the submitted poetical works, dramatic or not.

In the decade 1850—1860, the historians Spyridon Zambelios and Konstantinos
Paparrigopoulos created the contemporary concept of Greek history since Antiquity,
including Byzantium as part of the uninterrupted historical course of Hellenism, stres-
sing its role as an enlightened Greek Middle Ages which should be respected. So
Romanticism had found a Greek subject matter. Zambelios and Nikolaos Politis pu-
blished collections of folk-songs, and, like Herder, gave drama a direction to draw
material from this source. We shall mention here the inflammatory Julian the Apo-
state by Cleon Ragavis (1865), attacking Christianity in the Byronic-romantic way.
When it was published, in 1877, it caused a public scandal (Petrakou 2016) more by
its prologue in which he expressed his contempt of Christianity and his admiration
for Antiquity together with Charles Darwin’s theory, which was recently published
(1859) (Petrakou 2016).

In the decade of 1870, Romanticism was enhanced by the debut of a young poet
— dramatist, Spyridon Vassiliadis (Dimaki Zora 2002; Petrakou 2002). He appeared
in 1865 with lyric-romantic poetry, but as has already been mentioned, Romanticism
was under persecution by the official intelligentsia. In 1868 he wrote and published
two romantic historical dramas: The Kallergeses and Loukas Notaras, both having
Greek medieval subjects. He also wrote a preface about the creation of national dra-
ma, in some points agreeing with Ragavis and Vernardakis and in others deviating. It
concerns mostly the ideas — the unities are set aside provisionally. The dilemma is still
the same: Classicism or Romanticism. He is for Classicism. He despises Byzantium.
The model is the wonderful ancient Greek civilization. Christianity made humani-
ty melancholic and dark. Contemporary drama, like Byron’s, is inspired by worms.
The romantics are temporary, the ancient Greeks are eternal. Ancient plays are per-
fect, whereas Faust is chaos, confusion and conflict of feelings, knowledge and ideas.
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The Greeks managed to liberate themselves through the ideals of French Enlighten-
ment, which modernized ancient Greek ideals. There are no great foreign dramatists
except Shakespeare, who is a god. But he was a butcher’s son, used to blood, and
a Christian, prone to Christian spleen, which the English people decorate with humor.
Hamlet is the Oresteia of modern history, though. He admires him excessively, but
he is no proper model for Greek dramatists. His imitation has led to unacceptable
extremes. For the Greeks there are their ancient ancestors and the spark of their spirit
surviving in the folksongs. Through the four centuries of enslavement, the real natio-
nal positive character was preserved in them (Vasiliadis 1858: 38). The Greeks do not
love incest, brother murderers, illicit passions, Hamlet-like characters, love-maniacs.
Greek Romanticism is unavoidable, but it will have a Platonic version (Vasiliadis
1858: 38). It is obvious that he considers drama as a “school for the people”. At the
time of writing, there are many national liberating issues, like the recent (1866) Cre-
tan Revolution against the Turks, which was drowned in blood. If there is a romantic
wrapping, the content must be classicist. Such was the preface of two dramas which
were romantic not only in their subject-matter. His dramatic persons are given to
passions, hysteria and tears, with scenes referring directly to Shakespeare’s plays. He
wonders himself how this happened: it was against his intentions. He aimed at the
creation of a national drama, which would praise the heroism and patriotism of Hel-
lenism. In his next play, Galateia, he experimented mixing both styles with great suc-
cess. He combined an ancient myth with the plot of a folk song, with Shakespearean
motives as well. In the prologue he explained that he wanted to reveal the true Greek
moral character, in which brotherly love transcends erotic passion. It was considered
the masterpiece of 19" century. Together with Maria Doxapatri, it was the greatest
success of its time and a model for subsequent playwrights. Vasiliadis also wrote
another romantic drama which he tried to make classicist (Skylla 1872) and almost
succeeded. He died young, only 29 years old, in 1874, the same year as his best friend
of the same age and a romantic poet as well, Dimitrios Paparrigopoulos. It is quite
common for romantic poets to die young. It was estimated that he revived the dying
Romanticism with his talent (Petrakou 2007a).

There was also another romantic dramatist, who wrote some Byzantine tragedies.
We have already met him: it was Cleon Ragavis, the author of the heretic Julian the
Apostate. In 1884, he wrote his Theodora (C. Ragavis 1884). In the preface, as was
the habit, he stated that his tragedy had a national flag, that Byzantium is “our own”
medieval life. Rather inaccurately, he informs that many writers tried to write dra-
mas about classical time, but, as far as he knows no one has attempted to depict the
Byzantine grandeur, although this historical period is as integral a part of our history
as Pericles’ era. That is the reason why in his drama he used a language approaching
the ancient one. In the next year he wrote another, Herakleios (Ragavis 1885). Its
subject is more romantic, as it contains some degree of incest: the emperor married
his niece and was lost in his passion for her for many years, whereas the Persians
and the Avars invaded his empire. The author’s message was that the Greeks were
intended by Destiny to correct historical injustice. He estimated that the stage was too
small for his works, which had a universal perspective, so he rather intended them as
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closet-dramas. He wrote some more, all Byzantine, but as the Greek theatrical life was
progressing, he gave them for staging, with some success.

The decade 1880—-1890 was a turning point in the orientation of modern Greek
intellectual life. Through the Eighties’ Generation, the tendency towards investigation
of reality appeared, with the linguistic problem as the most crucial and controversial
issue of the new movement. The modern realistic trend was considered as some kind
of revolution and of course there should be a counterbalancing influence. Theatre did
not belong to the avant-garde of this revolution; it was rather a rear-guard, a tentati-
ve rear-guard. However, the “right-minded” intellectuals thought it wiser to launch
a counter-attack through the university, as usual, which always acted as the guardian
of national ideals. Since 1865 there had been a legacy, left to the university by Geor-
gios Lassanis, a veteran of the Greek Revolution of 1821 and a minister later, in order
to establish a purely dramatic competition giving two prizes: one for the best tragedy,
the other for the best comedy. The tragedy should derive its subject-matter from the
Byzantine era or the Turkish Domination era. Its style should be like Shakespeare’s
or Hugo’s plays, that is, it should follow the romantic and not the classicist model.
In 1865 Romanticism was the dominant aesthetic trend, but, as we have seen, it was
interwoven with Classicism. In 1887, a university professor unearthed Lassanis’ le-
gacy in order to have another university competition with the view of enhancing the
poor dramatic production of the time and perhaps counterbalance the bold tendencies
and ideas that the magic of the theater might render dangerously attractive. It started
in 1889. The playwriting models, as defined in Lassanis’ will, were all right for the
sixties, but in 1889 they were outmoded. The result was that the competition revived
the stale romantic tendencies and, as this competition lasted for many years, it instiga-
ted the production of a great number of pompous iambic tragedies and tasteless come-
dies. To tell the truth, its criteria got gradually informally modernized. Most of the ne-
wly appearing dramatic genres however, vaudeville, revue, the dramatic idyll, and the
bourgeois drama, were expelled — the two last not so fanatically. The competition was
conducted irregularly in the last decade of the 19" century (1889, 1891, 1896, 1898,
1899), annually between 1900-1905 and one last time in 1910. In the 20" century, the
new tendencies in drama and theatre practice made its plays strike the audiences as
hopelessly obsolete, but they were compatible with the —partly— conservative spirit of
the newly founded Royal Theater (1901) and some prize-winning plays were staged
there. To win the prize was profitable, gave publicity and was a good opportunity for
a playwright making his debut to have his play staged, usually by a good theater com-
pany. On every account it was an honor, but not unconditionally so. During the decade
1890-1900, two female stars dominated the Greek theater (Evangelia Paraskevopo-
ulou and Ekaterini Veroni), both compared by their fans to Sarah Bernhardt. The high
tone of the Lassanis’ competition tragedies suited their strong talents well and they
played quite a few. So the competition managed to contribute to the repertory, but the
intellectuals did not appreciate it very much. They chose rather to condemn or attack
or satirize the competition through reviews in the press from the beginning to the end,
in the 20" century more intensely. At the beginning of the 20™ century Romanticism
was pronounced dead.
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But why had the 19" century playwrights such a schizoid attitude towards Roman-
ticism? Why did they intend to write classically but the result was romantic? They won-
dered themselves as we have seen, without being able to explain it. We might try to
explain it with psychological and sociological criteria. It might be as it happened with
the “Sturm und Drang” poets and intellectuals, who wanted to manifest themselves in
the world, but the clinging feudal establishment put strong social barriers. Most of them
were bourgeois, with special talents and education, who, however, found it very difficult
and exhausting to rise to eminence and affluence. They fell in love with delicate aristo-
cratic girls who did not marry them, as their families did not like mésalliances with poor
poets and artists. Vasiliadis explained this in one of the last writings of his short life: he
wrote that this general contemporary discontent and spleen was caused by materialism,
which had persuaded people that happiness belonged to this world and not the other. The
romantics are melancholic and death lovers because they are really materialists, who
desire the best for themselves, but, as they are weak and fail to get it, they lament. He
realizes that this romantic pessimism and mourning is really an introverted social and
political 4Angst, which seeks a way of expression and not something purely existential,
or at least not exclusively (Vasiliadis IV: 203-204).

The next literary generation, of the ‘80s, started out full of vitality and discovered
or invented new forms of the previous movements: Classicism developed into Re-
alism and Naturalism. They investigated fearlessly the dark sides of reality but they
also enjoyed its prosaic and sensuous pleasures. They married bourgeois girls with
humble dowries, they had families and love affairs. They endured the national ban-
kruptey of 1893, the defeat of the war of 1897, digested the bitter lesson and recruited
their strength in order to dominate in cultural life playing something like a Messianic
role during Venizelos’ era (1910-1922).

But Romanticism never dies. It gets repeatedly resurrected or reincarnated. The
example of Nikos Kazantzakis is characteristic: after experimenting with modern trends
like Realism, Naturalism, Symbolism etc. in the first decade of the 20, he turned again
to tragedy, verse or prose or mixed and wrote 14 tragedies on ancient, Byzantine and
several subjects. His example was followed in the Mid-war years by other writers, who
refreshed it through contemporary (demotic) language, modern scenes and dialogue,
psychological to psychoanalytic composition of characters and relations.
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Streszczenie

Wspotezesny nardd grecki zostal zalozony w 1828 r., po 7-letniej rewolucyjnej walce
z jarzmem osmanskim, ktora trwata 4 stulecia (od 1453 r.). Byl to czas romantyzmu w Eu-
ropie, prad, ktory wspieral ducha rewolucji. Kiedy pierwsze dramaty pojawity si¢ w matym,
wyzwolonym narodzie, Grecy mieli ostatnia rewolucj¢ (ktora jeszcze si¢ nie skonczyta) jako
swoj przedmiot. Gdy Lord Byron, najbardziej bohaterski z Philellenes, zmart niedawno (1824)
w Messolonghi, przybyl do Grecji, aby pomdc rewolucji i poswiecit zycie, a takze fortune
dla wielkiego problemu greckiej wolnosci, stat si¢ legenda (wcigz trwa), a jego poezja i dra-
mat sg wzorem dla greckich poetow i1 dramaturgow. Nie tylko: przedmowe Victora Hugo do
Cromwella i jego romantycznych dramatow, greccy pisarze — zwlaszcza Hernani, nasladowali
w wersjach dotyczacych greckich danych i warunkow. Przez okoto dwie dekady prawie wszyst-
kie nowo pojawiajace si¢ sztuki byly romantyczne. Wkrotce pojawily si¢ zastrzezenia, gtdwnie
dlatego, ze niektorzy europejscy uczeni (najstynniejszy lub raczej notoryczny Jakob Philipp
Fallmerayer) sugerowali, ze wspotczesni Grecy weale nie byli Grekami ani potomkami czczo-
nych starozytnych Grekow, ale Stowian, z powodu mieszania si¢ z innymi rasami przez stule-
cia. Naukowcy greccy niemal do konca XIX wieku doktadali wszelkich staran, aby udowodnié
rodowod jezykowy i kulturowy. Podniesli wigc sprzeciw wobec romantyzmu (z Bizancjum,
epoki dominacji franko-weneckiej Iub rewolucji greckiej jako przedmiotu w historycznych
sztukach poetyckich) jako obcego i niemoralnego oraz wspierali klasycyzm, wywodzacy si¢ ze
starozytnej Grecji, kolebki cywilizacji zachodniej. Byto takie zakwestionowanie w dramatycz-
nych konkursach prowadzonych przez Uniwersytet Atenski, w ktorych dramat grecki i jego
krytyka zostaly w duzym stopniu sformutowane. Niektorzy z najwazniejszych dramaturgdw
pisali przedmowy, w ktorych popierali najpierw romantyzm, potem klasycyzm (ale potem pi-
sali sztuki romantyczne, zastanawiajgc si¢, jak mogliby pisa¢ wbrew swoim zamiarom). W tym
artykule trendy te zostaty przeanalizowane z proba interpretacji kilku wybranych aspektow.

Summary

The modern Greek nation was established in 1828, after a 7-year revolutionary fight aga-
inst the Ottoman yoke, which had lasted for 4 centuries (since 1453). It was the time of Roman-
ticism in Europe, a current that supported the spirit of the Revolution. When the first dramas
appeared in the small liberated nation, they had the recent Revolution (which was not over yet)
as their subject one way or the other. As Lord Byron, the most heroic of the Philhellenes, had
recently (1824) died in Messolonghi, having come to Greece to assist the revolution and having
sacrificed life as well as his fortune to the great issue of Greek freedom, he became a legend
(still holding) and his poetry and drama a model for Greek poets and playwrights. Not the only
one: Victor Hugo’s preface to his Cromwell and his romantic plays, especially Hernani, were
imitated by the Greek writers in prefaces and plays in versions applied to the Greek data and
conditions. For two decades or so almost all newly appearing plays were romantic one way
or the other. Soon objections were raised, mostly because some European scholars (the most
famous or rather notorious being Jakob Philipp Fallmerayer) suggested that modern Greeks
were no Greeks at all, not descendant of the worshipped ancient Greeks but rather Slavs, be-
cause of intermingling with other races for centuries. The Greek scholars almost for the rest of
19™ century made every effort to prove the lineage linguistically and culturally. So they raised
objections to Romanticism (with Byzantium, Frankish / Venetian domination era or the Greek
Revolution as subject matter in historical poetic plays) as foreign and immoral and supported
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Classicism, stemming from ancient Greece, the cradle of Western civilization. There was such
a contestation in the dramatic competitions run by the University of Athens, in which the Greek
drama and its critique were to a great degree formulated. Some of the most important drama-
tists wrote prefaces in which they supported first Romanticism, then Classicism (but then they
wrote Romantic plays wondering themselves how they could write against their intentions).
In this paper these trends is being analyzed with an effort of interpretation from several aspects.
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Since Friedrich Schlegel?, who is generally thoughtto have introduced the term “Ro-
mantik” in literature in 1798, many definitions have been formulated®. This fact reflects
the immanent polymorphismand multiplicity ofthe movement. In Greece, Romanticism
due to the social and political conditions of the early 19th century, had significant deve-
lopmentin all areas of intellectual life*. However, in the theatre, its beginnings and appe-
arances in the 19th century present unique characteristics focusing on national ideals®.

This paper is going to focus on the European literary movement of the beginning of
the 19" century and the way it survived in Greek theatre of the period 1920-1940.

In the Greek Mid-war period — especially in the first decade — the seeking for new
and avant-garde forms of theatrical expression is dominant both in drama and stag-
ing. Romanticism is naturally set aside as a played out pillar of the past. All efforts to
revive it are either ignored or treated negatively.

The text is based on primary archival material of the interwar period and on systematic research
of the daily and periodical press.

The relevant works of the German theorist repeatedly caused confusion with their persistent
contradictions and different attitudes to the interpretation of the term. (Lilian R. Furst: 1969,
pp. 15-17). The difficulty of definition is also analyzed by Isaiah Berlin (B. Isaiah, The Roots of
Romanticism, transl. by G. Papadimitriou, Athens 2000, pp. 27-53).

3 L.R. Furst, Romanticism, London, 1969, pp. 15-17. B. Isaiah, The Roots..., pp. 27-53.

More on the emergence and manifestations of Romanticism in Greece, see: Scientific Sympo-
sium “Romance in Greece”, Athens 2001.

T. Hadjipantazis, The Unique Character of Romanticism in Greek Theater, “Conference Proce-
edings, Relations of the Modern Greek Theater with the European”, Athens 2004, pp. 59—68.
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The romantic melodramas, extremely loved in the Greek theatre of the nineteenth
century, lost their popularity in the Mid-war years. Hugo’s melodramas, like Lucrecia
Borgia and Les miserables or Schiller’s® The robbers, are played by uptown groups as
low-class shows. The downtown theatres and the critics take no notice of them’. They
remain in their repertories of both the high level and the low level troupes as necessary
solutions in periods of economic recession or lack of audiences.

Romanticism returns on the stage on anniversaries of the movement or of its
representatives. In these cases however, not even the important plays of French Ro-
manticism, which were staged by short-living groups with ambitions of theatrical
upgrading, are appreciated by the Greek intelligentsia. There are no sufficient data
of the reception of these productions, as the critics generally almost completely
ignored them®.

Despite this general indifference, in 1924, on the celebration of the hundredth an-
niversary of Alexandre Dumas fils, Spiros Melas, a well-known scholar in the field of
theater, tried to interpret the sentimental effect that Marguerite Gautier always has on
the audiences, as a hymn to ideal love (Fortunio, 1924). This view was verified, when,
Marika Kotopouli, the leading lady of the Greek theatre played La dame aux camellias
in 1928. The play has been established as a timeless love anthem. At the same time the
play was successfully revived in Paris, as the Greek intelligentsia loudly pronounced’.

Nevertheless, Romanticism and romantics are not seen in general in this positive
way. In 1930, in a celebration for the hundred years of Romanticism, one prominent
intellectual, Aggelos Terzakis, wrote an article about this contradiction: although the
movement started from the theatre, the famous or rather notorious Hernani battle, Ro-
manticism soon faded out of the theatre, contrary to what happened in poetry and the
novel'®. The same phenomenon appeared all over Europe'!. Another prominent intel-
lectual and theatre critic Leon Koukoulas, influenced by an “artistic performance” of
the play Romanesques, of Edmond Rostand, detected the central axis of the Mid-war
reception of Romanticism. His article focused on the enviable but short-lived glamour
of the French romanticists, which soon faded because of its grandiloquence and the
exaggeration of the characters!?.

In the second decade, 1930-1940, the establishment and function of the National
Theatre and a general turn towards the past, created better chances for Romanticism.
The consolidation of directing and the appearance of new directors who experimented

¢ A leading German playwright, he has been directly influenced by Kant. He suggests the con-
cept of the high (das Erhabene). Looters (Die Riuber) is his first work, based on true events
and directed against social injustice, (The Age of Enlightenment, 1715-1789, ed. H.B., Garland,
R. Grimsley, New York 1979, pp. 419-421).

A. Vassileiou, Modernization or Tradition, Prose Theatre in Interwar Period Athens, Athens
2005, pp. 138-140.

8 V. Georgopoulou, The theatrical critique in Athens of the Interwar period, Athens 2008,
pp. 56-212.

A. Vassileiou, Modernization..., p. 253.

10 A. Terzakis, The Romanticism in Prose, “Pnoi”, February 1930, pp. 60—62.

1" L.R. Furst, Romanticism, pp. 80-82.

12 L. Koukoulas, Theatron. Romanesk, “Work”, 08.02.1930, p. 23.
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with plays of the past, together with the improvement of the theatrical education of the
actors opened up new possibilities for Romantic theatre. The National Theatre offered
rich and elaborate sceneries and costumes, which were absolutely necessary for the
performances of romantic plays.

In 1932, the National Theatre played the one-act comedy by Prosper Mérimée,
The carriage. In general, the intelligentsia praised the selection of The carriage,
which served the aim of the National Theatre to stage historical repertory well'®. The
actress Katerina Andreadi made her debut as a protagonist, and was favorably com-
mended'. She had just come back to Greece after her studies in Max Reinhardt’s
school in Germany.

Two productions of Alfred Musset’s plays were not considered successful. The
main objection was the difficulty of translating Musset’s poetic text and the inexpe-
rience of the Greek actors to perform it.!> These productions were The Lantern (Le
chandelier), staged in the National Theatre in 1933 and translated by Kostas Varnalis,
and The Moods of Marianne (Les Caprices de Marianne) by Katerina’s troupe. The
latter was directed by Yannoulis Sarandidis, an avant-garde director who had recently
come back from France. Many critics acknowledged the contribution of the director
for such a demanding play enhancing the performance of actors who had experience
mostly in light repertory!.

In 1936, Katerina Andreadi’s group presented the legendary drama by Alexan-
dre Dumas fils La dame aux camellias. The critics referred to the acting history of
Marguerite Gautier, as it was performed by so many important actresses of the world
theatre and also the Greek. They ascertained the amazing endurance of this play in
theatre history!’. La dame aux camellias finds its place among the plays of classical
repertory and is considered “a play with an artistic tradition”®, demanding special
acting performance and directing solutions®.

Closing our reference to French romantic reception by the Greek theatre, we
claim: The “discovery” and evaluation of the French Romantic playwrights in the
Greek theatre followed their scenic course in the French. At the same period, plays
by the above-mentioned dramatists were staged in Paris by the directors of the Cartel,
— Pitoeff, Dullin, Baty, Jouvet — who were the theatrical avant-garde of the time®.

Let us continue with the reception of German romanticists, who presented
a peculiar course on the Greek Mid-war stage. Schiller?! and Goethe are dominant
among them?. Schiller’s play The Robbers caused the enthusiasm of the lower-class

13 P. Charis, Maria Stewart, “Work”, 30.10.1932, p. 1385.

4 M. Rodas, National Theatre. The Carriage, Feast, Wine, Love, “Eleftheron Vima”, 12.05.1932.
5 A. Thrylos, (pseudonym of Eleni Urani), The Greek Theater, Athens 1977, p. 424.

16 K. Economidis, Andreadis Theatre. The Moods of Marianne, George Dadin, “Ethnos”, 08.1939.
7" M. Rodas, Theatron. The Lady with the Camelias, “Eleftheron Vima”, 03.09.1936.

18 Theatrikos, The Lady with the Camels, “Vrathini”, 03.09.1936.

19 A. Lilos, Theatre, “Greek Inspection”, August—Sept.1936.

A. Vassileiou, Modernization..., p. 307.

2 G. Sideris, Schiller and the New Greek Theatre, “Nea Estia”, 1959, vol. 66, pp. 1474—148]1.
These two writers, along with Lessing, are the main representatives of the movement Sturm und
Drang. It is a political and literary stream that took place mainly in Germany in the second half
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audience. It was made a part of the uptown repertory because of its popular character
and the simplicity of production.

The reception of the romantic plays based on Greek ancient myths present special
interest. Electra by the Austrian neo-romantic poet Hugo von Hofmannsthal together
with Goethe’s Iphigeneia in Tauris®, are really the plays with which the actress Mari-
ka Kotopouli gained the title “The Greek tragedian in America”, in 1932. Strangely
enough, sometimes in the programs, Sophocles or Euripides are listed as writers of
the aforementioned German plays®*. These performances by Kotopouli made history
and elicited much critical response in their first appearance. Later the interest faded or
focused on the expression of enthusiasm for the talent of the actress®.

In the Greek theatre, Faust was strictly connected to Thomas Ikonomou, one of
the first directors of Modern Greek Theatre. He directed it in the Royal Theatre in
1904, translated by Konstantinos Chatzopoulos, and Marika Kotopouli played Mar-
garete. He went on presenting it, usually in parts, until 1920, playing Mephistoph-
eles himself*. Those productions, although not up to the demands of the play, had
a purgative function among the general decay of the Greek theatre, as a result of the
boulevard and revue shows that were mostly played”. During the Mid-war period, the
performances of Faust, especially after Ikonomou’s death in 1927, declined more and
more. It was presented in parts and altered by uptown theatres, or by the protagonists
themselves. In the best cases, Faust was staged by ensembles that claimed the im-
provement of the Greek theatre as their aim. The reaction of the critics towards those
parodies was either silence or vivid protest.

The best performance of Faust*® was for the one 100" anniversary of Goethe’s death.
A big part of the play was staged by the drama school of the Conservatory of Piraeus, in
the Municipal Theatre in 1932, directed by Vassilis Rotas, who also played Mephistophe-
les. Giannis Sideris, a historian of Modern Greek Theatre, praised it highly as “compara-
ble to a performance by a downtown theatre””. In June of the same year, Faust was also

of the 18th century. It succeeds the period of Enlightenment as opposed to it, as it as he prepares
and announces Romanticism. The name derives from Friedrich Maximilian Klinger’s theatrical
play of the same name, Sturm und Drang, (O. Brockett, History of the Theatre, Boston 1995,
p. 304). A hallmark of ambiguity in terms used by Greek intellectuals in interwar period is that
they classify Goethe’s and Schiller’s works as romantic in while in essence they are the precur-
sors of the movement. This deficiency is also manifested in the reference to other currents and
authors, (V. Georgopoulou, The theatrical..., vol. B, p. 429).

» [Ifigenia in Taurus co-ordinates Goethe’s conversion to classicism, which is traced after his trip
to Italy (1786—1788) and is developed centrally in Weimar, (O. Brockett, History..., p. 313).

2% G. Sideris, The Ancient Theater at the New Greek Stage, 18171932, Athens 1976, p. 434.

% V. Georgopoulou, The theatrical..., pp. 254-255.

2% A. Glytzouris, ‘Compulsive immersion in the genius’. The first Greek performances of Goethe's

Faust and the Contribution of Thoma Economou, “Nea Estia”, 2002, vol. 151, pp. 209-224.

A. Glytzouris, ‘Compulsive immersion..., pp. 222-223.

2 The leading work of the German playwright, the first part was published in 1808 and the second

in 1831. Both the structure and the philosophical views are very close to the works of romantic

writers, advocating Goethe’s contribution to Romanticism, which was developed after 1798,

(O. Brockett, History..., p. 315).

G. Sideris, Theater. Piracus Municipal Theater. Piraeus Conservatory. Drama school. Faust,

“Musical Chronicles”, 1932, vol. D, p. 118.
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partly — from Faust and Margarete’s meeting until the end-staged in the same translation
by Chatzopoulos, by the “Folk Theatre” of Basilis Rotas in Pagrati, an uptown suburb.
This production had good reviews, which was unusual for the productions of popular
theatre. Despite the difficulties and the insufficient means of the group, it was char-
acterized as a “conscientious, praiseworthy effort”. Faust was played by Santorinaios,
a rather unknown actor, Mephistopheles by Rotas himself and Margarete by Thalia
Kalliga, whose promising performance was the most interesting part of this production®.

In 1932, Marika Kotopouli and Kyveli, the stars of the Greek theatre since the
beginning of 20" century, united their groups to face the function of the National
Theatre together. This cooperation was rather unexpected. The two actresses chose
Siller’s play Maria Stuart to inaugurate their new ensemble. Their production elicited
a lot of reviews both because of the importance of the play us well as the co-existence
on the stage of the two rival actresses. On the opening night, the Press stressed the
adequacy of play in setting off the talents of the two female protagonists in the roles of
the two legendary queens: Kotopouli played Elisabeth and Kyveli played Maria Stu-
art. This acting challenge almost monopolized the interest of the intelligentsia®'. The
production offered new material in the translations of Siller’s plays. Rotas’s transla-
tion, according to Giannis Sideris, gave the play “a new and modern life”*?, as it used
colloquial language and was published in the same year.

In 1934, the 175" anniversary since Schiller’s birth, the National Theatre present-
ed Don Carlos, which became the swan song of Fotos Politis, the director and man-
ager of the theatre. The critics focused on the performance, acknowledging in general
that the German poet’s prestige was beyond dispute. Objections, however were raised
both by the bourgeois* and the leftist intelligentsia** as the play Don Carlos, was not
especially representative of Schiller’s revolutionary spirit.

The previous year, in 1933, Georg Biichner, another German playwright was pre-
sented in the national theatre, also directed by Fotos Politis. The play Danton's Death
was fully compatible with the director’s life philosophy and heroic idealism. As he
expressed, “Danton’’s Death is the drama about the French Revolution, its own pulse”.
It worthily gave his creator the title of the classic®. In another article, after opening

30 D., Faust. At the “folk theater” to Pangrati, “EleftheronVima”, 30.06.1932.

31 Paraskinitis, 4 theatrical event. Maria Stuart. Kyveli and Marika. Love and ... politics, “Ellini-
ki, 19.10.1932. Theatrikos, Maria Stouart. With Marika and Kyveli, “Vrathini”, 9.10.1932.
Theatrikos, Maria Stouart. Kyveli and Marika. Theatre Central, “Vrathini”, 26.10.1932. (Un-
signed), An artistic event. Maria Stouart: Kyveli. Queen Elizabeth: Marika. The Schiller’s mas-
terpiece in the National theatre, “Politia”, 18.10.1932. Ariel (pseudonym of Dion. Kokkinou),
Maria Stouart, “Hellenicon Mellon”, 27.10.1932. P. Charis, Maria Stewart..., p. 1385. Red.,
Maria Stewart. Central-Marika-Kybeli, “Acropolis”, 27.10.1932. G. Athanasiadis-Novas, Athe-
nian Dramaturgy, Critics of the Theatre, Athens 1955, pp. 149-150.

32 G. Sideris, Schiller and the..., p. 1479.

3 Ariel, Don Carlos, “Hellenicon Mellon”, 1.12.1934. N. Laskaris, Schiller in Greece, “Nea Es-
tia”, 1935, vol. 17, p. 43.

3 Al Alafouzou, Don Carlos of F. Schiller. National Theatre, “Neoi Protoporoi”, January 1935,

pp- 33-34.)

F. Politis, The death of Danton and George Buchner. Tonight's performance of the National

theatre, “Proia”, 3.1.1933.
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night, Politis strongly argued that Buchner created the soul of the hero and a real rev-
olutionary in Danton, in a way that only true poets can conceive®®. The critics neither
shared Politis’s view, nor recognized the high poetical breath of the play, accusing it
of monotony and romantic affectation’’. On the contrary, the production was thought
to be very resourceful, despite reactions®®.

In 1938, the National theatre was renamed the Royal Theatre due to the political
conditions, and presented one of the most characteristic plays of German Romanti-
cism, The prince of Homburg of Heinrich von Kleist, directed by Dimitris Rodiris. By
general affirmation of the critique, Rodiris managed to deal with the difficulties of the
play: the poetical text, the structure consisting of 12 pictures, the quick rhythm and the
crowd scenes®. A crucial factor for the success of this production was the talent of the
two stars of the National Theatre, Alexis Minotis and Eleni Papadaki.

The last production of the German romanticists in Mid-war theatre was Kleist’s
play Penthesileia, in 1939, for the first time in Greece. This production was connect-
ed with the dictatorship of Metaxas, as it was organized by Metaxas’s Youth. The
innovation of this performance was the scenic place. The German-trained director,
Takis Mouzenidis, considered the stone quarry of Lycabetus hill as the ideal natural
space to host the Amazons, the main dramatic persons. This production was generally
considered successful. The director’s ability to organize and discipline the almost 200
amateurs* was especially commended. Some objections on the outmoded romantic
performance were reconciled by the originality of the whole endeavor.

At this point it is worth mentioning a paradoxical phenomenon. The articles writ-
ten about German writers and their work demonstrate a much stronger and deeper
impact on the circle of Greek intellectuals than the performances themselves.

The main champion of the German spirit and culture in mid war Greece is the
German-educated Fotos Politis. He is mainly driven by German Idealism and Ro-
manticism, an inheritance of his university studies in Jena. The influence of Lessing’s
style*! and critique is really impressive on the most important issues that have been

3¢ F. Politis, Selection of Critical Articles, Theatrical, Athens 1984.

37 A. Thrylos, The Greek Theater ..., p. 434.

Ariel, Danton’s death. National Theatre, “Hellenicon Mellon”, 5.01.1933.

% A. Thrylos, The Greek Theater ..., p. 433. K. Economidis, National Theater. The Death of Dan-

ton, “Ethnos”, 4.1.1933. Soudenitis (pseudonym of Pelos Katselis), The Death of Danton, “Stu-

dio”, January 1933.

L. Koukoulas, The Prince of Hoburg. The premiere of two days ago at the Royal Theatre,

“Proia”, 18.03.1938. Ad.D. Papadimas, Prince of Homburg. At the Royal Theater, “Acropolis”,

19.03.1938. G. Pratsikas, Kleist, The Prince of Hoburg, “Neohellenic Literature”, April 1938,

p. 236.

4 A. Thrylos, The Greek Theater-..., p. 419.

41 Lessing is appointed drama consultant and critic at the Hamburg National Theater (1767). He
founded a magazine and republished his articles in two volumes in the Hamburg Dramatur-
gy (Hamburgische Dramaturgie, 1767-1768). Here are all the author’s views on dramatic art
in Germany and on theater in general. Lessing dismisses with all his strength the imitation
of the French tragedy, which he sees as the main obstacle to establishing a national German
theater. Through his works he develops a cult of Shakespeare that will affect Goethe and Schil-
ler, the writers of Sturm und Drang and all subsequent German playwrights to date (The Age
of Enlightenment..., p. 413-414). His views were endorsed by F. Politis in their main points.
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dealt with. These issues were the exaltation of Greek and Roman antiquity, his objec-
tion to French culture and theatre, the metaphysical dimension of art, and the almighty
role of the creator*?.

For the celebration of the 200" anniversary since Lessing’s birth, Politis wrote
an article in which he emphasized Lessing’s role as a writer and critic in the spiritual
rebirth of Germany, especially in the theatre. He explained Lessing’s influence on
the writers of Romanticism, that is Goethe, Schiller, Kleist etc. Potitis manifested an
unceasing interest towards German culture, which he has repeatedly expressed, on
the occasions of the German theatrical productions especially those of Goethe’s plays
on ancient subjects. For him, Goethe and Schiller” are “the mighty poets” who were
inspired by “an individual titanic force™* and renewed the most important theatrical
genre, tragedy, in which the individual is the dominant factor.

The air of German romanticism penetrates Kostis Palamas’s entire work, in which
Goethe dominates. The year 1932 marks the celebration of Goethe’s 100" anniversary
since his death. The entire intellectual world takes part with papers and articles®. Pala-
mas wrote his article “Goethe in Greece”. With his well-known lyric and profound sty-
le, Palamas proves his “eclectic relationship” with the German poet*. Goethe’s relation
to music is presented in the same year, in a tribute of the magazine The Musical Chro-
nicles. Basilis Rotas’s article is theatrically interesting, as it presents Goethe’s views
on acting, scenery, repertory, rehearsals, the audience and theatre critique*’. Another
article, by Yiannis Sideris, is about Goethe’s reception in Greece. It places emphasis on
the 19" century and the translations*. In the Mid-war years there is a rich translating
activity on Faust. The first one by Constatinos Chatzopoulos was republished (it was
only of the first part) and new ones appear, which include the second part too®.

The articles on Schiller are also extended and various®. In 1932, on the occasion
of Maria Stuart’s production by the Co-operation Ensemble, Alexandros Veinoglou
published a paper in the journal Nea Hestia (one of the most important and long-li-
ving literary periodicals — it still exists) about Maria Stuart, a historical personality.
It focuses on her adventurous love life and was based on the historical sources which
Schiller himselfused in order to justify the Scottish queen. He stresses the avant-garde
psychological dimension of the play, contrary to the classical models.’! The most inte-
resting ones are published in 1932, on the occasion of Maria Stuart’ s production by

4 B.F. DuKore, Dramatic Theory and Criticism, Creeks to Grotowski, USA 1974, pp. 429-436.

4 1In the texts of Schiller, On the Tragic Art, and On the Use of the Chorus in Tragedy, we find the
main points of view and perspectives of Photos Politis on ancient tragedy and, in particular, the
crucial role of the chorus(B.F. DuKore, Dramatic..., pp. 448—458, pp. 471-475).

4 F. Politis, Selection of ..., p. 111.

4 (Unsigned), 4n artistic event... (Unsigned), The Goethe's centenary, “Eleftheron Vima”,
7.1.1932. F. Wolff, Goethe and the Basic Concepts of Life, “Eleftheron Vima”, 14.01.1932.
G. Greco (pseudonym of G. Fteri), Goethe against Napoleon, “Eleftheron Vima”, 12.09.1931.

% K. Palamas, Entire works, vol. 13, n.d., pp. 212-224.

47 B. Rotas, The Goethe and the Theater, “Musical Chronicles”, 1935, vol. D, pp. 99-102.

*® @. Sideris, Goethe's Theatrical Works in Greece, “Musical Chronicles”, 1932, pp. 99-102.

4 W. Puchner, Ariadne’s Thread, Athens 2001, pp. 309-310.

0 L. Mithalis, Greek Bibliography Friedrich Schiller, Thessaloniki 1986.

St Al Veinoglu, The Historical Theatre. Maria Stouart, “Nea Estia”, 1932, vol.12, pp. 1196-1204.
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the troupe of Co-operation of Kybeli-Kotopouli which we have mentioned. Athana-
siadis-Novas, on the occasion of the above-mentioned production, offers the landmark
of the Mid-war reception of Schiller: “The theatre, being tired —in the beginning of
the century by Naturalism and after WWI by Expressionism- returned to the source
of Schillerian fountain, which is full of idealism and high passion”. Novas mentions
the triumphant performance of Maria Stuart by Reinhardt in Vienna, who directed it
when he was there in exile.”

In 1934, on the 175" anniversary since Schiller’s birth, he becomes popular once
again.> In related articles, the authors investigate diverse aspects of his work, like his
relationship with the ancient Greek culture and the philosophical dimension of his
ocuvre.** There was also a satisfactory production of translations of Schiller’s plays
at the time.

In conclusion, despite the desideratum of the avant-garde scene, during the Mid
-war period, the achievements of the prominent romanticists display an admirable
vitality. They seem to respond to the sentimental exaltation of the popular classes as
well as the aspirations of the intellectuals for ideals and transcendence. During the
second decade, the new conditions will bring them to the front line and will be often
characterized as “classics”.
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Streszczenie

W latach migdzywojennych francuscy dramaturdzy romantyczni, ktorych tworczos$¢ na-
prawde dziatata jako medium, dzigki ktéremu nurt grecki zostat wprowadzony do greckiego
teatru, doswiadczyli tendencji spadkowej w porownaniu z XIX i poczatkiem XX wieku. Po-
niewaz ta epoka byta pelna przetomowych historycznych punktow zwrotnych, konfliktéw na-
rodowych, wojen domowych i walk spotecznych, romantyczne wywyzszenie i idealizacja nie
znalazly zyznego gruntu. Mimo to w pierwszej dekadzie dwudziestolecia migdzywojennego
(1920-1930) sztuki romantykow byly nadal wystawiane, cho¢ nie tyle przez wielkie zespoly
teatralne, ile przez grupy podmiejskie, na ktore krytycy nie zwracali uwagi.

W drugiej dekadzie drugiej wojny $wiatowej romantycy sg ozywiani dzigki inauguracji
Teatru Narodowego, ktory ma wszystkie udogodnienia potrzebne do odpowiedniej produkcji
swoich sztuk, ugruntowania roli rezysera i ogoélnego zwrotu w kierunku przeszto$¢ i repertuaru
klasycznego. Nowa generacja rezyserow stara si¢ stosowac¢ awangardowe rozwigzania rezyser-
skie, aktorskie i scenograficzne do inscenizacji starych sztuk, bardzo czgsto z powodzeniem.
Punktem wyjscia do ozywienia romantykow byta 100-lecie francuskiego ruchu romantyczne-
gow 1930 r.

W tym okresie (1930-1940) odbiér niemieckich romantycznych dramaturgéw jest bar-
dzo interesujacy, a zwlaszcza pierwsze pojawienie si¢ na deskach waznego pisarza Heinricha
von Kleista.

Summary

During the Mid-war years, the French romantic playwrights, whose work really acted as
the medium through which the romantic current was introduced in the Greek theatre, have
a declining course compared to the 19" and early 20" centuries. As this era was full of crucial
historical turning points, with national conflicts, civil wars and social struggles, the romantic
exaltation and idealization did not find fertile ground. Still, in the first Mid-war decade (1920
—1930) the plays of the Romanticists were still staged, although not so much by the big theatre
companies as by suburb groups, of which the critics took little notice.

In the second Mid-war decade, the romanticists are being revived on account of the inau-
guration of the National Theatre, which has all the facilities needed for the adequate produc-
tion of their plays, the consolidation of the role of the director and a general turn towards the
past and the classical repertory. The new generation of directors tries to apply the avant-garde
directing, acting and scenic-designing solutions on the staging of the old plays, very often quite
successfully. The starting-point for this revival of the romanticists was the 100-year anniversa-
ry of the French Romantic movement in 1930.

In this period (1930-1940) the reception of the German romantic playwrights is very inte-
resting, and especially the first appearance of the important writer Heinrich von Kleist.
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MICKIEWICZ AS A «<GAMING DEVICE».
THE CASE OF JERZY GROTOWSKI
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cepcja teatralna
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Pamieci prof. Zbigniewa Osinskiego

Potrzebe przebadania zwigzkow Jerzego Grotowskiego z szeroko pojeta tworczo-
$cig autora Dziadow formutowato wielu badaczy. O szczegdInym podobienstwie Mic-
kiewicza i Grotowskiego bodaj pierwsza méwita Maria Janion'. Krzysztof Rutkowski
przekonywat o nieprzypadkowej zbiezno$ci migdzy obu artystami, ,,wymagajacej
odrebnych studiow™. Sporo miejsca tej problematyce poswiecit w ksiazce Gusiarz
i eremita Grzegorz Zidtkowski®. Najpetniej chyba wyrazit te potrzebe jednak Zbi-
gniew Majchrowski, piszac w artykule Kim byt Jerzy Grotowski, o:

nadzwyczaj ciekawej paraleli: Grotowski a Mickiewicz...Taka paralela moze
razi¢ nachalno$cia — konstatowat badacz — ale — zachowujac wszelkie koniecz-
ne proporcje — warto jednak w przysztosci mozliwie subtelnie ja rozwinac...*.

M. Janion, gtos w sondzie Grotowski dzis: montaz w samym sobie, ,,Dialog” 1993, nr 7, s.112.
K. Rutkowski, W strone poezji czynnej. Adam Mickiewicz w College de France, ,Zeszyty
Historyczne” 1998 z. 123, s. 55.

G. Zidtkowski, Guslarz i eremita Jerzy Grotowski: od wyktadow rzymskich (1982) do paryskich
(1997-1998), Wroctaw 2007.

4 Z. Majchrowski, Kim byl Jerzy Grotowski. W: Mickiewicz i wiek dwudziesty, idem, Gdansk
2006, s. 323.
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Postulat Majchrowskiego wydaje si¢ szczegdlnie necacy dla historyka literatury,
badacza tekstow i zycia Mickiewicza, trudnigcego si¢ szukaniem sensow wielkie-
go dziedzictwa. Korzystanie z tego dziedzictwa przez artystow miary Grotowskiego
staje si¢ wszak wyjatkowo interesujacym przyktadem odnawiania romantycznych
znaczen, wspotczesnego eksplorowania dziewigtnastowiecznych tekstow, choéby po-
szukiwania te razi¢ miaty niekiedy interpretacyjng dowolnoscia czy instrumentalnym
ich wyzyskiwaniem w niezupetnej zgodzie z intentio operis lub tez domniemanym
intetnio autoris.

Wydaje si¢ bowiem, Ze to, co i jak Grotowski wyczytywat z Mickiewicza, moze
przede wszystkim pomoc w zrozumieniu dzieta autora Apocalipsis cum figuris. Moze
by¢ jednak tak, cho¢ na pierwszy rzut oka wyglada to karkotomnie, Ze niektdre po-
jecia i diagnozy wypracowane przez Grotowskiego moga postuzy¢ do zrozumienia
1 opisania dzieta Mickiewicza — mysle tu przede wszystkim o poznej tworczosci poety
z lat czterdziestych dziewigtnastego wieku.

Taka koncepcja mozliwa jest przy przyjeciu zalozenia o pewnym podobienstwie
tozsamosci wewngtrznej, predyspozycjach duchowych i artystycznych obu tworcow,
ze $wiadomoscia jednoczes$nie zagrozen powierzchownego eklektyzmu, nadinterpre-
tacji i uproszczonych poréwnan (bo c6z tak naprawde, poza wartoscig symboliczna,
mozna rzec przekornie, wynika z tego, ze obaj artysci zasiadali na katedrze College de
France Iub zZe ,,0baj tworcy, gdy wydaja na §wiat swoje graniczne dzieta, majg po trzy-
dziesci pig¢ lat?). Jednoczesnie taka konfrontacja moze by¢ ubogacajaca. Czasem
przeciez i osobiste doswiadczenie staramy si¢ przenikng¢ i zrozumie¢ poprzez skoja-
rzenie z innym ludzkim do$§wiadczeniem, cho¢by odlegtym czasowo czy kulturowo.

Na poczatku muszg jednak rozpocza¢ od koniecznych zastrzezen. Jerzy Gro-
towski jest dla mnie interesujacy przede wszystkim jako filozof kultury, ktéry przez
propozycje artystyczng i towarzyszacg jej refleksje intelektualng (zmienng w cza-
sie, dynamiczng, ale jednoczes$nie spdjng) odpowiadat na znaki czaséw, w ktorych
przyszto mu zy¢. Pytania, ktore stawia Grotowski w swoich tekstach, sg dla mnie
wazne ze wzgledu na ich rudymentarne, uniwersalne znaczenie, jako ze daleko wy-
biegaja poza rzeczywisto$¢ nawet bardzo szeroko rozumianego teatru. Patrzg wigc
na Grotowskiego przede wszystkim przez pryzmat jego tekstow (bardziej niz dziet
teatralnych, ktorych zresztg nie miatam okazji zobaczy¢), wsrdd ktorych mozna od-
nalez¢ glebokie wypowiedzi odnoszace si¢ do pozateatralnej rzeczywisto$ci — nawet,

Zob. Z. Majchrowski, ibidem, s. 323. Jednak o szczegdlnej i silnej paraleli migdzy wyktadami
Mickiewicza i Grotowskiego pisal naoczny swiadek wystapien Grotowskiego w francuskim
kolegium, Zbigniew Osinski, konstatujac, ze ,,podobnie jak ponad sto pigédziesiat lat temu
jego wielki polski poprzednik w Collége de France, jest on (...) cztowiekiem zywego stowa”.
Z. Osinski, Jerzy Grotowski. Zrodla, inspiracje, konteksty, Gdansk 2009, t. 1, s. 231. Przy
okazji badacz wskazywal na silne inspiracje idea teatru wylozona przez Mickiewicza w lekcji
XVI o dramacie stowianskim 4 kwietnia 1843 roku: ,,w auli przy rue des Ecoles i od tego
czasu Lekcja szesnasta — pisze Osinski — stanowi jeden z najwazniejszych punktow odniesienia
i tworczej inspiracji dla niemal wszystkiego, co zywe i twércze w polskim teatrze, migdzy
innymi dla Grotowskiego”, ibidem, s. 231. Paralele Mickiewicz—Grotowski komentowat takze
K. Rutkowski w artykule pod wyjatkowo celnym i znaczacym tytulem Guslarz na katedrze,
»Gazeta Wyborcza”, 28 111 1997, nr 74, s. 15.
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paradoksalnie, jesli dotycza one teatru. Takie spojrzenie nie jest zresztag odosobnione.
Juz w 1973 roku podczas dyskusji Grotowskiego z uczestnikami IV Migdzynarodo-
wego Studenckiego Festiwalu Teatru Otwartego we Wroctawiu jeden z dziennikarzy
mowil, ,,ze na spotkaniu teatralnym mowi si¢ wlasciwie o filozofii”®. Maria Janion,
uzasadniajac wniosek przyznajacy Grotowskiemu doktorat honoris causa Uniwer-
sytetu Wroctawskiego 10 kwietnia 1991, zwracata uwage, ze ,,stworzyt [on] swoja
filozofie kultury”’. Badaczka wyznaczata w swym wystapieniu jednoczesnie gldwne
cechy mysli Grotowskiego wptywajace na wspolczesng antropologi¢ kultury. Wielo-
krotnie o rezyserze jako ,,filozofie praktykujacym na obszarach sztuki” czy ,.filozofie
wypowiadajgcym si¢ przez sztuke” pisat Tadeusz Burzynski®. Wynika to m.in. z pre-
zentowanej przez artyste koncepcji sztuki, ktora o czym wielokrotnie tu bedzie mowa,
nie jest nastawiona na samg siebie. Nie jest warto§ciowana ze wzgledow li tylko este-
tycznych, autotelicznych, ale ze wzgledu na jako$ci etyczne, co wlasciwie bliskiej jest
poszukiwaniom romantykow. Mozna pokusi¢ si¢ o stwierdzenie, ze Grotowski budo-
wat w oparciu o teatr refleksje nad wspolczesng kultura, rozumiang bardzo szeroko
takze jako —a moze przede wszystkim — antropologi¢®, filozofi¢ ludzkiej egzystencji'®
1 nie sg to stowa przesadzone. O tworcy Teatru Laboratorium w takim konteks$cie pi-
sat przekonujaco Zbigniew Osinski, konstatujac, ze Grotowskiemu chodzito o petnie
cztowieka, ktora mozna osiagna¢, praktykujac teatr. ,,Kluczowe — pisze badacz — zna-
czenie wydaje si¢ mie¢ dla Grotowskiego jego obraz czlowieka™!!, ktory, dodajmy,
wyrasta z okre§lonej mistyczno-gnostyckiej tradycji, ale tez tradycji Mickiewiczow-
skiej antropologii, do czego zreszta wprost tworca si¢ przyznawal, cytujac czy para-
frazujac wielokrotnie wypowiedzi autora Dziadow'. Takze wiec pod tym wzgledem
mozna traktowa¢ go jako nieodrodnego spadkobiercg romantyzmu czy nieco weziej:

¢ J. Kelera, Grotowski wielokrotnie, Wroctaw 1999, s. 33.
7 M. Janion, Trzeci wymiar zZycia. Uzasadnienie wniosku o przyznanie Jerzemu Grotowskiemu
doktoratu honoris causa Uniwersytetu Wroctawskiego, ,,Notatnik Teatralny” 1992, z. 4, s. 8.
8 Zob. T. Burzynski, Mdj Grotowski, Wroctaw 2006, s. 47, 27.
Dla porzadku zapisa¢ nalezy, ze w rozmowie z J. Kelerg Grotowski ,,08wiadczy? (...) bardzo
stanowczo, ze nie zajmuje si¢ bynajmniej zadna ,,antropologia” i nie powinien by¢ do zadnych
takich zatrudnien przypisywany”. J. Kelera, Grotowski wielokrotnie, Wroctaw 1999, s 155.
Z. Osinski pisal, ze niewatpliwym pragnieniem Grotowskiego byla realizacja projektu
»~czlowieka zupelnego”, ,totalnego”, ktory to projekt byt propozycja ,,ponownej jednosci
rozdartego cztowicka i $wiata (...)”, Z. Osinski, Jerzy Grotowski. Zrédla, inspiracje, konteksty.
Zrédla, inspiracje, konteksty, Gdansk 2009, t. 1, s. 207.
" Ibidem, s. 210.
Z. Osinski wskazuje, ze szczegodlnie w latach siedemdziesigtych Grotowski ,,odwotywat
si¢ (...) wyjatkowo czesto do autora Dziadow”. Tak bylo choéby w tekécie Wedrowanie za
Teatrem Zrédel, Mickiewicz formutowat to tak — cytuje z pamieci — chodzi o pragnienie bycia
cztowiekiem zupelnym”, ,,calym czlowiekiem”, ,,cztowiekiem poj¢tym jako cato§¢”, to znaczy
takim, ktory by zarazem jako wojownik uczestniczyt w historii i uczestniczyt w zyciu swojej
istoty, stowem — ,,oddawat si¢ catkowicie temu, co czyni¢”. Cyt. za: Z. Osinski, Grotowski...,
s. 207. Grotowski trawestuje tu m.in. wyktad XIII z IV kursu, w ktéorym Mickiewicz formutuje
ideg cztowieka-syntezy. Zob. A Mickiewicz, Literatura stowianska. Kurs czwarty, tegoz, Dziela
(Wydanie Rocznicowe), komitet red. Z.J. Nowak, Z. Stefanowska, Cz. Zgorzelski i in., t. XI,
oprac. J. Maslanka, Warszawa 1998, s. 165. Wszystkie cytaty z dziel Mickiewicza podaj¢ za tym
wydaniem i opatruj¢ w dalszych przypisach skrotem WR, cyfra rzymska podaje¢ tom, arabska
numer strony.
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romantycznych projektéw podmiotowosci. Niewatpliwg zastuga Grotowskiego byto,
wedle Janusza Deglera, wlasnie m.in.:

tworzenie wlasnej filozofii teatralnej i wywalczenie dla teatru tego prawa, ja-
kie inne sztuki (gtownie literatura) zdobyty juz dawno. Prawa, ktore mowi,
Ze artysta nie musi by przekazicielem idei czy koncepcji filozoficznych stwo-
rzonych przez innych, ale sam moze takie idee tworzy¢ i glosi¢ je w swoich
dzietach®.

Takze, mozna dopowiedzie¢, poprzez mediacje z kulturg romantyczng. Zdanie
Deglera trzeba oczywiscie uzupetnié¢ stwierdzeniem, ze Grotowski nie stworzyt li tyl-
ko filozofii teatralnej. Sadze, ze podobnie jak Mickiewicz w latach czterdziestych, da-
zyt (moze nawet nie do konca $wiadomie) do krystalizacji jakiej$ pragmatycznej, co
nie wyklucza jej ideowych podstaw, wedle formuty Kelera'*, filozofii istnienia, kto-
ra stanowitaby niebanalng odpowiedz na banalne cokolwiek pytanie jak zZy¢? Sztuka
w przypadku obu tworcoOw miata wspiera¢ odbiorcow w docieraniu do Prawdy. Zbi-
gniew Osinski potwierdza te intuicje, piszac, ze ,,Grotowski nie stworzyt tez jakiego$
systemu filozoficznego czy kulturowego i nie przejawiat tego rodzaju aspiracji”'>.
Budowat natomiast mozolnie przez praktyki teatralne droge zycia i poznania.

W podobny sposob jak Grotowskiego (zachowujac postulowane przez Zbignie-
wa Majchrowskiego proporcje) warto spojrze¢ na Mickiewicza — jako dziewietna-
stowiecznego filozofa kultury, ktory poprzez tworzenie poezji i refleksje nad kulturg
(takze teatrem) wychodzi daleko poza rzeczywisto$¢ artystyczng, a w latach czter-
dziestych traktuje ja wtasnie jako swoisty wehikut ku celom pozaestetycznym, odma-
wiajac tym samym sztuce estetycznej jedynie warto$ci.

Mickiewicz jako ,,przyrzad do grania”. Poziomy recepcji

Grotowski w swoich wystapieniach wielokrotnie przywotywat nazwisko Mickie-
wicza, tym samym przyznajac si¢ do dziedzictwa wielkiego romantyka. Czerpat z tej
spuscizny na roznych poziomach i w r6zny sposob. Wydaje si¢ jednak, ze klasyczne
pojecie interpretacji (jest nig przeciez kazdorazowo inscenizacja teatralna), traktowa-
nej jako préba wyjasnienia faktu kulturowego, poprzez badanie jego kontekstu, przy
uznaniu, ze proby wydobywania sensu z dziela maja przez sam tekst wyznaczone
granice, w przypadku Grotowskiego jawi si¢ jako niewystarczajace.

Umberto Eco w ksiazce Lector in fabula pokazuje rdéznic¢ miedzy interpretacja
tekstu a jego uzyciem'¢. Takie funkcjonalne czytanie, ,,uzywanie” tekstu uprawiat

13 J. Degler, Laudacja (z okazji przyznania J. Grotowskiemu tytutu doktora honoris causa

Uniwersytetu Wroclawskiego), ,,Notatnik Teatralny” 1992, z. 4, s. 13.
4 J. Kelera, Grotowski wielokrotnie, Wroctaw 1999, s. 119.
5 Z. Osinski, Jerzy Grotowski. Zrédla, inspiracje, konteksty, Gdansk 2009, t. 1, s. 209.
Por. U. Eco (R. Rorty, J. Culler, Ch. Brooke-Rose), Interpretacja i nadinterpretacja, red.
S. Collini, ttum. T. Bieron, Krakéw 2008.
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w moim przekonaniu Grotowski, w czym réwniez widzie¢ mozna kontynuacje
romantycznej hermeneutyki!’. Realizowat styl lektury, jakby to okreslit Eco — nieskre-
powany, zgodny z wlasnymi, czytelniczymi pragnieniami'®. W sposob nieswiadomy
zblizal si¢ do sposobu czytania, ktory opisywal Rorty, twierdzac, ze lektura jest ni-
czym innym jak wilasnie uzyciem tekstu podporzadkowanym podmiotowym celom.
W polemice z Umberto Eco Rorty wyraza:

sprzeciw wobec idei, ze tekst moze powiedzie¢ co$, co sam chce powiedzie¢,
anie tylko dostarcza bodzcow, dzigki ktorym czytelnik z wigksza lub mniejsza
trudnoscia potrafi przekonac siebie lub innych do tego, co od samego poczatku
miat ochotg powiedzie¢ na temat tego tekstu'’.

W wypowiedzi Rorty’ego uzyteczna moze by¢ teza, ze tekst ,,dostarcza bodz-
coOw”. W przypadku Grotowskiego mozemy chyba powiedzieé¢, ze dziata on jak aku-
szerka wspierajgca narodziny nowego dzieta, stajac si¢ podstawa, a czasem tylko
rusztowaniem wlasnej wypowiedzi rezysera. Takie eksplorowanie cudzych tekstow
dla podmiotowych potrzeb, czgstokro¢ kosztem pierwotnego sensu utworu literackie-
g0, taczy si¢ tez z pytaniem, ktore Grotowski zadawat sobie pod wptywam Meyerhol-
da. Mianowicie oto, kim jest rezyser wystawiajacy przedstawienie? Jaka role petnié¢
ma w zamys$le rezysera tekst literacki — ograniczajacg czy inspirujaca?

Jan Btonski pisal, ze zespot Teatru Laboratorium ,,nie wystawia dziet romantycz-
nych, czerpie tylko z nich inspiracje”?. Matgorzata Dziewulska, przywotujac reali-
zacje Dziadow?' wystawianych przez Grotowskiego wedlug Mickiewicza, méwita
0 ,,ostentacyjnym przekraczaniu”?* w niej ,,granic wyznaczonych przez akademic-
kg lekturg arcydramatu”. W tym samym artykule autorka pisata tez o romantyzmie
,»uzytym [przez rezysera] psychotechnicznie”. Postugiwanie si¢ dzietem romantycz-
nym (to znéw okreslenie Flaszena) stuzy¢ miato w zamysle Grotowskiego penetracji

7O romantycznych stylach lektury pisato wielu badaczy, zob. fundamentalng w moim

przekonaniu prace Z. Lempickiego, Swiat ksigzek i Swiat rzeczywisty. W: Renesans, oswiecenie,

romantyzm i inne studia z historii kultury, idem, Warszawa 1966. Zob. takze W. Szturc, Jak

czytali romantycy?, ,,Pamigtnik Literacki” 2005, z. 1.

O szczegblnej autoutozsamiajacej hermeneutyce romantycznej pisatam w artykule Swiety

Augustyn i Zygmunt Krasinski — o romantycznej autoutozsamiajacej lekturze filozofa

z Hippony. Rekonesans, ,,Prace Filologiczne. Literaturoznawstwo” 2017, nr 7(10), s. 101-113.

R. Rorty, Kariera pragmatysty. W: Interpretacja i nadinterpretacja, U. Eco (R. Rorty, J. Culler,

Ch. Brooke-Rose), red. S. Collini, thum. T. Bieron, Krakéw 2008, s. 117.

20 J. Btonski, Romans z tekstem, Krakow 1981, s. 98.

2O tym, jak Grotowski ,,wystawial” arcydramat zob. m.in. Z. Kosinski, Chrystus i miotla
— ,,Dziady”. W: Grotowski, idem, Przewodnik, Wroctaw 2009, s. 120-129. Badacz zwraca
uwage, ze zabiegi redukcjonistyczne Grotowskiego, eliminujace m.in. nieomal calg III czes$é
dramatu, wiazaty si¢ z przesunigciem punktu cigzkosci w przedstawieniu z problematyki
polityczno-historycznej na egzystencjalng i metafizyczng (ibidem, s. 121). Sam sposob realizacji
Dziadow, ktore ,,przestawaty by¢ widowiskiem, a stawaly si¢ przygotowanym do$wiadczeniem,
nie tyle ,,czytanym”, ile przezywanym bezposrednio”, i to, dodajmy, nie tylko przez wiaczanych
w akcje widzow, ale 1 aktorow, zblizajg pomyst Grotowskiego do misteryjnej koncepcji dramatu-
rytuatu, o ktorej Mickiewicz mowit w lekeji X VI III kursu literatury stowianskiej.

2 M. Dziewulska, Romantyzm trzezwego wieku, ,,Didaskalia” 2005, nr 69, s. 49.
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ludzkiej psychiki, rozumieniu zagadniefn egzystencjalnych itp. bardziej niz samego
dzieta?. Dlatego tez najbezpieczniej bytloby mowié nie o interpretacji tekstu roman-
tycznego w dziele Grotowskiego (odnoszac si¢ tym samym takze do modelu inter-
pretacji zaproponowanego np. przez Umberto Eco), ale o jego przywotywaniu, uzy-
waniu, wykorzystywaniu, interpretujacym (czgsto wrecz instrumentalnie) cytowaniu
— jednak bez wartosciujacej konotacji tych sformutowan.

Z drugiej strony trudno odsadza¢ od czci i wiary takich odbiorcow pomystow
inscenizacyjnych Grotowskiego, jak Wactaw Kubacki, ktory w recenzji Kordiana®,
zaprezentowanego w piwnicy Krzysztoforow w Krakowie, dystansowat si¢ od po-
mystow wystawienia dramatu Stowackiego ,,na wariackich papierach”, konstatujac
(calkiem stlusznie), ze w inscenizacji tej zarowno idea utworu, jak i dramatyczna for-
ma romantycznej tragedii ulegly zupelnemu znieksztatceniu. Jesli bowiem, tak jak to
zrobit Kubacki, patrze¢ na pomyst Grotowskiego w kategoriach adaptacji scenicz-
nej dramatu Stowackiego, mozna doj$¢ do wniosku, ze byta to adaptacja chybiona,
ktora czynigc szpital wariatow ,.komorka zarodowa” catego spektaklu, odarta dzieto
z autorskich sensoéw. Sadzg, ze tylko uswiadomienie sobie, ze Grotowskiemu nie szto
o adaptacje romantycznego dramatu, a rezyser wlasciwie poruszat si¢ na granicy tek-
stu, ze postugiwat si¢ ,,utamkami cudzych tekstow”?, aby powiedzie¢ co$, co jest
zawieszone ponad tymi tekstami, pozwala zaakceptowac historykowi literatury po-
myst Grotowskiego dystansujacego si¢ od filologicznej prawdy o tekscie. Ludwik
Flaszen odpowiadat po latach Wactawowi Kubackiemu tekstem Filolog w teatrze,
w ktorym do$¢ dyskusyjnym argumentem staje si¢ przede wszystkim teza o bezbrzez-
nym dystansie dzielacym kompetencje oraz cele filologa i rezysera w teatrze, sprowa-
dzajacym si¢ tak naprawde do ogranego pytania o granice swobody interpretacyjnej
dzieta. Wydaje si¢, ze dzi§ w tym w sporze filolog moglby zada¢ inne pytanie. Mia-
nowicie o to, co sprawito, ze Grotowski zredukowat romantyczny dramat do sali szpi-
tala wariatow, gdzie rozgrywaly si¢ w zasadzie wszystkie sceny Kordiana? Jesli wi-
downia miata jako$ rozpozna¢ siebie i swoje fiksacje za pomoca metafory wielkiego
i wszechogarniajacego szalenstwa®’, to oczywiste wydaje si¢, ze podobnie jak w innych

3 Ibidem.

2 Zob. W. Kubacki, , Kordian” na wariackich papierach. W: W wyobrazni, idem, Warszawa
1964, s. 136—147. Zob. takze rozdz. Upuszczanie krwi — ,, Kordian”. W: Grotowski. Przewodnik,
D. Kosinski, Wroctaw 2009, s. 130-139. Inne recenzje Kordiana (podobnie tez Dziadow)
w rezyserii Grotowskiego znalez¢ mozna w pracy Misterium zgrozy i urzeczenia. Przedstawienie
Jerzego Grotowskiego i Teatru Laboratorium, pod red. J. Deglera i G. Zidtkowskiego, Wroctaw
2006.

Okreslenie Jana Klossowicza z artykutu Podroz do Zrodet teatr. W: Misterium zgrozy
i urzeczenia, pod red. J. Deglera i G. Ziotkowskiego, s. 247.

A byta do tego niejako zaproszona, bowiem widzom takze przydano role wariatow w szpitalu
obtagkanych, o czym informowala ulotka autorstwa ludwika Flaszena rozdawana uczestnikom
widowiska. To wilasciwie thumaczy bardzo wiele. Cho¢ nie dane mi bylo zobaczy¢ Kordiana
w Teatrze 13 Rzedow, wlasnie jako ,filolog w teatrze” upieralabym si¢ przy formule, ze za
pomoca dramatu Stowackiego probowano zdiagnozowac jako$ wspotczesnosé. Marta Piwinska
(tez przeciez ,filolog w teatrze”) w swoim odbiorze Kordiana zwracala uwage m.in. na
bolesnie ironiczny wydzwigk przedstawienia, ktore podkreslato tragiczny wymiar odrzuconej
przez §wiat zewnetrzny ofiary Kordiana (Zob. M. Piwinska, ,, Kordian” w Teatrze 13 Rzedow,
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pomystach Grotowskiego, nie szto tu o Stowackiego, tylko o jakie$ nowe sensy wydo-
byte przy pomocy zdan zaczerpnietych z romantycznego dramatu. Do takiej ,,niewier-
nosci” wobec tekstu zresztg Ludwik Flaszen poniekad przyznawat si¢ sam?’.

Szczegb6lny autoutozsamiajacy typ lektury Grotowskiego potwierdzat w jaki$
sposob Leszek Kolankiewicz, piszac o do$¢ swoistym sposobie postugiwania si¢
ksigzkami przez rezysera, ktory potrafit wyrwaé z tomu interesujacy fragment tekstu,
aby spozytkowac go w swojej pracy. Mysle, ze w podobny sposob rezyser obchodzit
si¢ z wszystkimi dzietami *® — takze romantycznymi. ,,Wyrywal” z nich (tez w sensie
metaforycznym) to, co wydawato mu si¢ przydatne i inspirujace — mysli, sceny, sytu-
acje 1 budowat z nich sztuke potrzebng mu do istnienia. Zapewne wiec, kiedy artysta
odwoluje si¢ do Mickiewicza, sposob powotywania si¢ na romantycznego poete wie-
cej mowi o samym Grotowskim niz o autorze Dziadow.

Bardzo sugestywnie o procesie cigcia, niszczenia tekstu przez zespot Grotowskiego,
aby wydoby¢ z niego zupetie nowe jakosci, pisal Tadeusz Rozewicz. Autor Niepokoju
w koncu lat siedemdziesigtych opublikowat tekst pt. Apokalipsis cum figuris (w labo-
ratorium Jerzego Grotowskiego). Pisal w nim:

Stowa z Biblii, Dostojewskiego, Simone Weil, Eliota... zostajg wielokrot-
nie potknigte i zwrdocone jak $wigtokradcza komunia (...) Oni rodza te tek-
sty, rodzg raz jeszcze. Rodzg je w kazdym przedstawieniu. Ryki rodzacego
rozlegaja si¢ w tej zamknigtej sali teatralnej (a raczej operacyjnej). Stowo
na naszych oczach staje si¢ cialem, ro$nie w czasie przedstawienia. Ten ze-
spot karmi si¢ stowem (dostownie). Stowo jest tu trawione i wydalane. Sto-
wo jest wykrwawione, rozdzierane, zbite na miazge, odrzucone. Z jego boku
tryska strumien krwi, spermy, milczenia. Tu odbywa si¢ karmienie stowem.
Godzina karmienia: dziewigtnasta. Pomruki, mlaskanie, milczenie. Ryki.
W skurczach i rozkurczach calego organizmu stowo jest wydalane (...). Stowo
w tym przedstawieniu zostaje uniewaznione (...). To nie jest ani wspotpraca,
ani obcowanie, to jest pewien rodzaj ofiary?.

Ofiary ze stowa, dodajmy. Wypowiedz Rézewicza-poety, ktdrego poematem Zfo-
wiony jako godnym i ciekawym, aby przeprowadzi¢ na nim taka tworcza wiwisekcje,
interesowal si¢ Grotowski, zwraca uwage na kilka aspektow poshugiwania si¢ stowem
w praktyce Teatru Laboratorium. Przede wszystkim mimo bluznierczych operacji pro-
wadzonych na uzytych do przedstawienia tekstach, Grotowski nie pozbawia ich zycia,
tylko —jak mi si¢ wydaje — napelnia jakim$ nowym istnieniem, ktoremu zresztg Roze-
wicz nie odmawia sakralnej sankcji. USmierca, aby ozywic, aby je ,,zmartwychwsta¢”

»Teatr”, 1962, nr 8, s. 8-9). Jednoczes$nie, czy przypadkiem Grotowski nie prowokowat pytania
(i to jako$ zgadzatoby si¢ z duchem Stowackiego), kto tak naprawde jest tu chory i obtakany
— spoteczenstwo gluche i obojetne wobec ,,wariactwa” Kordiana czy tytutowy bohater dramatu?
Zob. L. Flaszen, Filolog w teatrze i inni, cyt. za: Misterium zgrozy i urzeczenia. Przedstawienia
Jerzego Grotowskiego i Teatru Laboratorium, pod red. J. Deglera i G. Zidtkowskiego, Wroctaw
20006, s. 163.

2 L. Kolankiewicz, Grotowski —w poszukiwaniu esencji. W: Wielki mafy woz, idem, Gdansk 2001,
s. 328.

Na taka interpretacje zwracata uwage M. Dziewulska w cytowanym artykule Romantyzm
trzezwego wieku, s. 52.
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w nowym ciele przedstawienia. Stowo ulega tu romantycznej, bliskiej koncepcjom
Mickiewicza, deifikacji, cho¢, wedle Rozewicza, takze procesowi uniewaznienia. By¢
moze w takim sensie, ze poza kontekstem przedstawienia — mszy stowo nie ma war-
tosci, jako ze pozbawione zostalo macierzystego kontekstu. Z drugiej strony mamy tu
przeciez realizacj¢ romantycznej idei ,,stowa dzialajacego” 1 w obrazoburczy sposob
przedstawiong przez poete profesora w prelekcjach paryskich idee poezji kaptanskiej,
proroczej, ktérej celem jest, jak mowit Mickiewicz, ,,zniewala¢ do dziatania duchy
opieszate”. Stowo jak najbardziej dla Mickiewicza stanowito, niedoskonate dodajmy,
narzedzie wypowiedzenia wizji autorskich! W V wyktadzie z ostatniego cyklu kursu
literatury stowianskiej poeta mowit o poezji przysztosci, kiedy to:

nie bgdzie wolno juz méwi¢ w imi¢ natchnienia boskiego, jesli si¢ go istotnie
nie dozna (...) za cztowieka bez czci bedg uznawac tego, kto bedzie opowia-
dal, jak to dzisiaj bywa dzisiaj, o aniotach, szatanach i tajemnicach natury,
jesli ich nie widziat w duchu (...)%.

Zachowujac wszelkie proporcje i granice interpretacyjne, tworczo$¢ Grotowskie-
go miesci si¢, w moim przekonaniu, w idei realizowanych indywidualnych ,,wizji
ducha” — tyle ze w przypadku Mickiewicza maja one oczywistg proweniencj¢ nad-
przyrodzona, w przypadku Grotowskiego sprawa zdaje si¢ bardziej zawiktana®!. Co
wigcej, stowo o funkcji kreacyjnej i magicznej, jako akt rzeczywisty, powolujace do
istnienia nie tyle fizyczne artefakty, co zjawiska duchowe i psychiczne (a tak byto
wedle przekazu Rozewicza w dziele Grotowskiego), jak najbardziej wpasowuje si¢
w Mickiewiczowska tradycje dziatajacego logosu, stowa (zwlaszcza mowionego) jako
,»poczatku wykonania”*?. Oczywiscie Mickiewicz bardzo na serio traktowat jako wzor
dziatalno$ci poetyckiej tworczo$¢ biblijnych prorokow i dziatajacego zywym stowem
Chrystusa (nie tylko jako archetypu kulturowego, ale autentycznego i mozliwego do
zrealizowania wzoru). Co wigcej, swoja dziatalnos¢ w Collége de France traktowat
jako realizacje poezji — czynu: ,,Stowa stad wychodzace — méwit np. w [ wykladzie
IIT kursu prelekcji — ruszyty z miejsca niejedng wazna kwesti¢™*. Mickiewiczowska
idea stowa zywego, wywodzaca si¢ oczywiScie z Biblii, wigze si¢ z tradycjg religijnej
literatury oralnej, ktora si¢ ,,urzeczywistnia, a nie przekuwa w ksigzki™**. Rozewi-
czowi taka wizja stowa musiala by¢ obca, takze ze wzgledu na wyznawang przez
autora Pufapki racjonalng koncepcje logosu. Swoistym $wigtokradztwem zdaja si¢
dla poety zatem operacje na przywolywanych tekstach. Autor Kartoteki nie jest wiec

0 WR XL, s. 52.

31 Z. Osinski bardzo bronit Grotowskiego przed probami jakiejkolwiek klasyfikacji $wiato-
pogladowej, wyznawczej, nie negujac silnych inspiracji religijnych jego idei. ,,Jego mysl
i doswiadczenie nie sa takze religia (ani teologia)” — pisze badacz, cho¢ jednoczesnie przyznaje,
ze otaczat go kult charyzmatycznego przywodcy duchowego i w krggu Grotowskiego mozna
moéwié niewatpliwie o elementach kultu. Z. Osinski, Jerzy Grotowski. Zrédla, inspiracje,
konteksty, Gdansk 2009, t. 1, s. 209-210.

2 WR. X, s. 8.

3 Ibidem,s. 7.

3 K. Rutkowski, Teoria poezji mesjanistycznej w prelekcjach paryskich (zarys problematyki),
»Przeglad Humanistyczny” 1980, nr 6, s. 125.
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zachwycony procederem potykania, trawienia stow zapisanych przez tworcow, zwra-
caniem ich w nowej, odartej z pierwotnego sensu postaci. Proceder zabijania stowa
w dziele Grotowskiego przyrownany zostaje w wypowiedzi Rézewicza wrecz do
meki Chrystusa, lecz to nie aktorzy, ale wtasnie tekst sktada z siebie w przedsiewzig-
ciu Grotowskiego najwyzszg ofiare.

Aktorzy w przekazie Rozewicza pelnig zatem role oprawcow mordujgcych nie-
winne stowo. Jak rozumiem, metafora ta dotyczy¢ moze takze odzierania stowa
z autorskiego sensu, instrumentalnego traktowania go przez rezysera. Ale co wigcej,
operacja na stowie — tekscie, przyréwnana do ofiary Chrystusa, pozbawiona zostaje
zbawczego kontekstu. W efekcie przeobrazone, ,,zgwatcone” 1 sponiewierane sto-
wo wcale nie zbawia przez ,,ofiar¢ niewinng”, ale poddaje si¢ procesowi przemiany
w ,ciato agresywne”. Tracac swoj Swiety wymiar, zostaje zbeszczeszczone. Roze-
wicz w bardzo radykalny sposob przeciwstawia si¢ wiec sposobowi uzycia tekstu
przez rezysera. ,,Da¢ Grotowskiemu tekst — mowi autor Pufapki — to dac istot¢ zywa
na pozarcie”. Kanibalistyczne zapedy Grotowskiego wobec stowa zostajg opatrzone
dodatkowo komentarzem, Ze to, co robi rezyser z tekstem, ,,to nie jest ani wspoOtpraca,
ani obcowanie, to jest pewien rodzaj ofiary”. Jedynie, co moze broni¢ praktyki Gro-
towskiego w tekscie Rézewicza, to akt tworczy rodzenia, wydalenia nowego sensu
z pozartych i1 przemielonych slow. Sensu skorelowanego oczywiscie z przezywanym
wlasnie egzystencjalnym stanem przez samego autora.

Problem ofiary i zbawienia

Jak sadze¢, Rozewicz uchwycit poprzez zastosowang, drastyczng dos¢ metaforyke
inny wymiar obsesyjnego tematu u Grotowskiego: ofiary i zbawienia. Poeta szcze-
gblnie wrazliwy na kondycje stowa uznal, ze 6w catkowity akt ofiary sktada z siebie
w przedsiewzieciach Grotowskiego nie tyle aktor, ile wtasnie personifikowany tekst.
Trzeba si¢ takze zastanowié, co uznawal Rézewicz za akt uSmiercania przez Gro-
towskiego tekstu? Czy tylko jego fragmentaryzacje¢, dowolne faczenie elementéw na
prawach nowego tadu i porzadku? Przeciez wielokrotnie jest tak w procesie czytel-
niczym, ze uwage odbiorcy skupia nie caty utwor, tylko jego fragment, na ktorym
odbiorca buduje sens. Jak si¢ wydaje, nie da si¢ rozpoznac i zinterpretowac wlasciwie
zarzutow (jednak chyba zarzutoéw) Rozewicza bez analizy kontekstu przedstawienia.
Sita oddziatywania Grotowskiego (i to takze mdgt by¢ zarzut ze strony poety) pole-
gala nie na oddzialywaniu nade wszystko stowem, ale calg wielowarstwowa struktura
przedstawienia, strukturg, dodajmy, niepokojaco wieloznaczng®.

Krytycy i znawcy Grotowskiego zwracaja zresztg uwage, ze przedstawienia reali-
zowane do tekstow Marlowe’a, Stowackiego czy innych tworcow stanowily ,,rodzaj
autokomentarza do wlasnej sytuacji i poszukiwan [rezysera]”¢. Jozef Kelera w recen-
zji do Apocalypsis cum figuris zauwazal, ze Grotowski postugiwat sie:

35 Por. artykut S. Wystouch, Grotowski — destruktor znakéw. W: Literatura a sztuki wizualne, tejze,

Warszawa 1994, s. 177-184.

% Zob. komentarz D. Kosinskiego do Fausta wg Marlowa. W: Grotowski. Przewodnik, idem, s. 90.
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(...) zawsze scenariuszem literackim; wprawdzie zmontowanym samodziel-
nie i na uzytek wlasnej wizji teatralnej, ale wykrojonym z okre$lonego utworu
i nie bez szczatkow jakiegos toku zawartej w tym utworze fabuly, anegdoty,
transponowanej zwykle w nowe rejony i uktady znaczen. Wedle celnej formu-
ty Konstantego Puzyny tekst byt w paru ostatnich przedstawieniach Grotow-
skiego ,,przyrzadem do grania®’.

Dodajmy jedynie, ze kiedy Puzyna pisze o ,przedstawieniach ostatnich”, ma
na mysli projekty rezysera juz z lat szes¢dziesiatych. W Apocalypsis cum figuris
w ogole trudno bylo mowié¢ o jakim$ zewngtrznym scenariuszu literackim?®, a tek-
sty wykorzystywane w przedstawieniu miaty ,,charakter pomocniczy jak rekwizy-
ty”¥. Sam Grotowski, piszac o Ryszardzie Cie$laku i jego roli w Ksigciu Nieztomnym
(w tlumaczeniu Stowackiego), zauwazal, ze aktor:

uzywal [podkr. moje] tekstu Calderona, ale cata jego partytura, mozna by po-
wiedzie¢ dziatan fizycznych, lecz nie tylko dziatan fizycznych, partytura im-
pulséw, reakcji byta budowana na jego doswiadczeniach osobistych®.

Biorac pod uwagg szczego6lna, inspiracyjna, metanoiczng rowniez wobec samego
Grotowskiego, kreacje Cieslaka jako Ksigcia Nieztomnego, mozemy powiedzieé, ze
analizujac t¢ role i stosunek aktora do tekstu, Grotowski wyznacza ramy obcowania
z dzietem wlasnie w kategoriach ,,uzycia”. Tekst staje si¢ wehikutem ku innym celom
— przede wszystkim ku poznaniu siebie.

Urzeczywistnianie wieszczéw

Wydaje si¢ wigc, ze to, co Grotowski ,,robil” z Mickiewiczem, miescito si¢
wjakiej$ ogolniejszej koncepcjilektury, ktérazdecydowanie przekraczatato, co zwykli-
$my nazywac interpretacja. Czyms$ w dodatku rozpietym migdzy ,,szarganiem” wiesz-
cz6w a traktowaniem ich dziela jak waznego wyzwania duchowego i intelektualnego.

Grotowski — jak na to wskazywata wyraznie — wedle relacji Burzynskiego — jego
rezyserska praktyka — uwazat ni mniej, ni wigcej, tylko ze takie dzieta, jak na przyktad
Dziady czy Kordian, zostaly przez wieszczow napisane mi¢dzy innymi po to, by sto
kilkadziesiat lat p6zniej mogly mu postuzy¢ do rozmowy z Mickiewiczem i1 Stowac-
kim, prowadzone;j jak rowny z rownym®*',

Dyskusyjne jest oczywiscie przekonanie, czy Grotowskiemu naprawde zaleza-
o na rozmowie z Mickiewiczem poprzez jego rezyserskie dzielo o Mickiewiczu.

37

J. Kelera, Takie byly zabawy, spory w one lata. Szkice i felietony teatralne 1968—1972, Wroctaw
1974, s. 73.

3 Por. J. Kelera, Grotowski wielokrotnie, Wroctaw 1999, s. 108.

¥ Ibidem, s. 110.

4 J. Grotowski, Zapis spotkania z Pontadery z 25 11 1989 r. Cyt. za: Z. Osinski, Jerzy Grotowski.
Zrédla, inspiracje, konteksty, Gdansk 2009, t. 1, s. 79.

T. Burzyniski, Grotowskiego teatr po drodze. W: Moj Grotowski, idem, Wroctaw 2006, s. 237.
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Sadze, ze raczej odnajdywat w nim prywatne inspiracje i pytat go raczej o siebie
1 wlasne niepokoje. Niezaleznie od tworczych inspiracji, jakie niewatpliwie nio-
sty ze sobg zmagania Grotowskiego z romantycznym arcydzielem, prowadzity one
w kierunku dowolnym, wrgcz pewnej nadinterpretacji, wyptywajacej np. ze sposobu
okrojenia adaptowanego dzieta. Uczciwos$¢ Grotowskiego polegala natomiast na tym,
ze przestrzegat odbiorcéw, iz sg to jego wihasne Dziady, zainspirowane jedynie Mic-
kiewiczowskim dramatem. Jak gdzie§ powiedziat o tej szczeg6lnej recepcji Tadeusz
Burzynski, Grotowski urzeczywistnial romantycznych twércoéw i stawal z nimi do
tworczego dialogu.

To ,,urzeczywistnianie” wspotgra jako$ z pojedynkami o jakos$¢ recepcji roman-
tyzmu po roku 1989, o to, czy romantyzm (i jako kanon tekstow i postawa wobec
$wiata) da si¢ obroni¢ w nowej rzeczywisto$ci pragnien, wartosci, idei. Wydaje sie,
ze pesymizm gloszonego wowczas kresu paradygmatu romantycznego byt przed-
wczesny (ten kres nie nastgpit takze, jesli chodzi o heroiczny model romantyzmu,
1to tez z uwzglednieniem wielu zastrzezeft). Romantyzm zyje takze — a moze przede
wszystkim — dzigki powigzaniu dziet z prywatng, indywidualng lekturg, a tym samym
egzystencja odbiorcow. Tymczasem dziatania Grotowskiego, niezaleznie od tego,
jak je ocenia¢, byty odpowiedzig postawiong niejako zanim narodzito si¢ pytanie
0 sposob istnienia romantyzmu we wspolczesnosci. Oczywiscie jest to jeden ze spo-
sobow wspotczesnego pasowania si¢ z romantyzmem. Mozna tylko zastanawiacé sie,
czy rezygnujac np. w swoim teatrze z wystawienia najwazniejszych i najstynniej-
szych scen III czes$ci dramatu Grotowski, uniewazniat pewna problematyke, czy po
prostu z jego perspektywy nie wydawata si¢ ona ciekawa i inspirujgca wobec wia-
snego doswiadczenia? Jesli zatem prowadzit dialog z twoérca tej miary co Mickie-
wicz, to byt to dialog bardzo prywatny i wybiorczo traktujacy zaproponowane przez
romantycznego tworce tematy do rozmowy. Przedstawienie, jako efekt tego dialogu,
musi by¢ zatem pojmowane nie z perspektywy wierno$ci Mickiewiczowi, ale wier-
noS$ci rezyserowi. Inna sprawa, ze Grotowski ujawniat swoje prywatne spojrzenie na
romantyzm w czasach, gdy ,.jutrzenka swobody” stabo przezierata przez chmury.
Dlatego pewna redukcja sensu dziet traktowanych w polskiej kulturze w kategoriach
sakralnych mogla rodzi¢ opdr i przerdzne podejrzliwosci. Sg one oczywiscie pochod-
ng terroru literatury pozostajacej na stuzbie, ale majg swoje uzasadnienie i historyczne
racje. W takim kontek$cie wystawienie Dziadow przez Grotowskiego po 1956 roku
jako pewnego rodzaju ideowsa czy polityczng dywersje ocenia jeden z bohaterow,
w kontrowersyjnej powiesci z kluczem Bronistawa Wildsteina, Zawistowski:

Gdyby dzisiaj kto$ wystawit Dziady tak jak on — méwi — zachnglbym si¢ tyl-
ko. Nie mialoby to wigkszego znaczenia. Wtedy, w szatkach falszywej, uwo-
dzicielskiej nowoczesno$ci deformowat i niszczyt nasz teatr, ktory byt i by¢
powinien w tamtych warunkach ostojg naszej tozsamosci. Zamiast dyscypliny
znaczeniowej — betkot. Zamiast czytelnego konfliktu wartosci — rozegzaltowa-
ny relatywizm. Chaotyczny eklektyzm zamiast osadzenia w naszej narodowej
rzeczywistosci. Gdy tymczasem romantyk Mickiewicz pod pozorem wilasci-
wego epoce rozwichrzenia zbudowal solidny, ugruntowany w czasie i prze-
strzeni, i na konkrecie oparty tad (...). Mial takie mozliwosci penetracji naszej
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kultury, zapoznanej wtedy, mogltby i$¢ za Mickiewiczem, ktory pokazywat
uniwersalizm poprzez konkret, ktory jest nam bliski. A on usitowat udziwnié
1 przeczyta¢ Dziady przez, bo ja wiem, teatr Kathakali? Albo teatr No? (...)
To Mickiewicz pokazuje, ile jest glebi niewyczerpanych poznawczo warstw
w tych naszych wydawaloby si¢ doszczgtnie rozpoznanych, zrutynizowanych
obyczajach. A on wolatl nasz obrzed przeinaczy¢ w, bo ja to wiem, melanezyj-
skie ekstazy*?.

Zawistowski ocenia przedstawienie Dziadow Teatru Laboratorium w katego-
riach moralnej i1 politycznej stosownosci. Prezentujac francuskiemu dziennikarzowi
i dawnemu stazysScie Teatru Laboratorium, ktory po latach przyjezdza szuka¢ §ladow
Mistrza, czym sg dla Polakow Dziady, interpretuje jednoczesnie to, co zrobit z nimi
Grotowski:

Ot6z jest w tym dramacie obrzed wywotywania duchow, tytutowe dziady, kto-
re chrze$cijanskie §wieto taczg z poganskim obrzgdem. Tymczasem dla niego
obrzed ten stat si¢ nie tylko kompozycyjng osia, ale i glownym rezerwuarem
znaczeh. Caly chrzescijanski wymiar obrzedu i dramatu doszczgtnie wypa-
rowal z inscenizacji w Starym, a poganski rytual pochtongl wszystko. Do-
datkowo z przedstawienia ulotnit si¢ calty narodowy charakter dramatu, cala
ta wielka epopeja cierpigcej zbiorowosci i narodowa teodycea (...). A wigc
jego interpretacja Dziadow to tak jakby, zachowujac proporcje, zinterpretowac
ewangelie, zapominajgc o Chrystusie®.

Zeby si¢ obroni¢ i przed ta podejrzliwoscia, i przed posadzaniem Grotowskiego
o0 szarganie $wigtosci, trzeba przyjac inng miar¢ wobec jego dzieta.

Jasne jest bowiem, ze jesli uznamy starg zasade, ze tekst ma sens tylko jako cato$¢
zbudowana przez autora, a pomi¢dzy intentio operis i intentio lectoris powinno si¢
utrzymac ,,dialektyczny zwigzek™*, jesli do sposobu uzywania przez Grotowskiego
tekstu Mickiewicza przytozymy augustianskg zasadg, ze kazda interpretacja fragmen-
tu tekstu moze by¢ przyjeta, jesli potwierdzona zostaje w innym fragmencie 1 musi
zosta¢ odparta, jezeli inny fragment jej przeczy, wtedy to, co Grotowski robi z teksta-
mi, wyda si¢ niedopuszczalne. Tyle Zze o spdjnosci dzieta Grotowskiego — takze jego
Dziadow — decyduje nie romantyczny utwor, ale wizja rezysera, ktorej tekst literacki
jest absolutnie podporzadkowany i nie zachowuje zadnej immanencji. W tym znacze-
niu Grotowski dokonal pewnej rewolucji, przewarto§ciowania w relacjach miedzy
teatrem a literaturg®. W tym sensie tez wewngtrzna spojnos¢ tekstu trzyma w ryzach
narowy czytelnika, ktore nie pozostaja pod zadng inng kontrola™® Zatem trzeba chyba
przyjac, ze przedstawienia Grotowskiego z udziatem tekstow Mickiewicza mowia
przede wszystkim o Grotowskim, o jego niepokojach, przezywaniu $wiata i czlowieka.

4 B. Wildstein, Mistrz, Warszawa 2004, s. 109-110.

8 Ibidem,s. 106-107.

U. Eco, Interpretacja i nadinterpretacja..., s. 72.

4 Zob. T. Burzynski, Mdj Grotowski..., s. 46.

4 U. Eco, Interpretacja i nadinterpretacja..., s. 73-74.
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Romantyzm jako mglawica teatralnych objawien...

To, co ,,wyprawial” Grotowski z Mickiewiczem i innymi romantycznymi autora-
mi, jest tez pochodng pojmowania przez tworcéw Teatru Laboratorium romantyzmu.
Pisat juz o tym Jan Klossowicz, podkreslajac pierwotne zakorzenienie Grotowskiego
w tradycji romantycznej*’. Warto jednak pamietal, ze rezyser z tej tradycji korzystat
bardzo wybidrczo. Waznym komentarzem zdajg si¢ tu stowa Ludwika Flaszena wy-
powiedziane w Rozmowach o dramacie i teatrze, toczacych si¢ na tamach ,,Dialogu”
w 1971 roku. Flaszen uznaje romantyzm, ktory stat si¢ ,,mglawicg teatralnych ob-
jawien — dla przyszto$ci™®, za wazng cezur¢ w polskim teatrze. Rozumie go przede
wszystkim jako formacje sprzecznosci i paradoksow:

ironia, sarkazm, wywracanie $wiata na nice sg od romantyzmu nieodtaczne,
stanowig drugi diabelski biegun napi¢¢ wewnetrznych romantycznej swiado-
mosci. Nie powinno wigc nikogo zdumiewa¢ — pisze Flaszen — Ze bluzniercy,
heretycy i szydercy bardzo czesto okazujg sie czystej krwi romantykami®.

Trudno oczywiscie za pomoca tych kategorii opisaé wiernie zjawisko polskiego
romantyzmu. Trudno tez zresztg o jakas$ jedng integralng i holistyczng definicje pradu/
zjawiska, zwlaszcza ze wyrdznikiem romantyzmu byt polimorfizm i wieloaspektowy
pluralizm.

Istotne jednak jest to, jak Flaszen — ideolog Teatru Laboratorium i wspotpracow-
nik Grotowskiego — pojmuje to, co romantyczne. Wyakcentowuje w kazdym razie
w romantyzmie pierwiastki rewolucyjne, ,,gniewne i niepogodzone z szacowng tra-
dycja”, zbudowane na dysonansach estetycznych i ideowych, a wiec np. zaskakujace
filiacje 1 zderzenia przeciwstawnych elementoéw. Wyrazem romantyzmu dla Flaszena
jest przede wszystkim radykalny bunt w wielu odmianach i realizacjach estetycz-
nych, co oczywiscie wyplywa ze zredukowanej, zawezonej, jesli nie uproszczonej
wizji romantyzmu. Teatr Grotowskiego, jak mozna si¢ domysla¢, jest jednak przede
wszystkim kontynuatorem tak pojmowanego pradu. Zatem:

teatr romantyczny, to nie jest celebrowanie obrzedu, ktéry ma nas utwierdzi¢
w prawdzie ustalonej, ale wyzwanie, ktore gwattownie wytraca nas z pewno-
$ci naszych wyobrazen o §wiecie™.

Dlatego tez ,,przedstawienie romantyczne to inicjacja przez wstrzas™'. Takie
dos¢ waskie i jednokierunkowe pojmowanie i praktykowanie romantyzmu prze-
ktadato si¢ na lekture tekstow w Teatrze Laboratorium. Byto tez wyrazem protestu

47 J. Kltossowicz, Podroz do zrodel teatr. W: Misterium zgrozy i urzeczenia. Przedstawienie Jerzego

Grotowskiego i Teatru Laboratorium, pod red. J. Deglera i G. Ziétkowskiego, Wroctaw 2006,
s. 248.

L. Flaszen, Eklektycy czy doktrynerzy?, ,Dialog” 1971, nr 11, s. 125.

¥ Ibidem.

0 Ibidem, s. 126.

St Ibidem, s. 127.

48
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przeciwko procesom ugrzecznienia i kanonizowania dziet romantyzmu, ktory
»gniewny i niepogodzony stat si¢ szacowng tradycjg”, ucukrowat si¢ i utozyt w zbior
symboli i odczytan, w jaka$, wedle Flaszena, ,,martwa rekwizytorni¢”. Przeciwko
takiej ugtadzonej recepcji w teatrze oponowat takze wierny sekundant poczynan TL
Konstanty Puzyna. Krytyk wpisywatl Grotowskiego w pewng organiczng i awangar-
dowa zarazem lini¢ recepcji romantyzmu po I wojnie $wiatowej. Jej zasadniczg ce-
cha, jak rozumiem, bylto przekonanie, ze ,,romantyczny Czyn, choéby rozgrywat si¢
tylko w teatrze, dazy do wyjscia poza teatr i poza estetyke, rozsadza granice sztuki
i chee tworzy¢ zycie™. To oczywiscie trawestacja idei Mickiewicza ze stynnej lekcji
XVI III kursu prelekcji paryskich®, pojmowania literatury jako dzialania, przekona-
nia o kreacyjnych walorach stowa poetyckiego. Ale uproszczeniem byloby przyjac,
Ze sposob prezentowania czy wykorzystania dziedzictwa romantycznego w dzietach
Grotowskiego byl prosta realizacja czy kontynuacja Mickiewiczowskiej idei teatru
—raczej jego tworczym, dynamicznym, czasem obrazoburczym przeksztatcaniem.

Problem Slowa...

W tekscie o Grotowskim i dramacie romantycznym Puzyna podnosi istotng z per-
spektywy naszych rozwazan na temat wykorzystywania dziet romantycznych przez
Grotowskiego sprawe roli i rangi stowa poetyckiego — istotnego budulca romantycz-
nych dramatéw. Puzyna dostrzega jednak, Ze to nie warstwa werbalna, nie sakralizowa-
ne przez Mickiewicza Stowo stanowig gldéwny budulec przedstawien Grotowskiego.

Tresci pozawerbalne — pisze Puzyna — wypieraty bowiem u Grotowskiego war-
stwe stowna; aktorzy zacierali jg zazwyczaj na rzecz ekspresji wokalnej oraz sytuacji
foniczno-ruchowej (...). Grotowski akcentowat co prawda takze strong emocjonalng,
rytmiczng i magiczng stowa, lekcewazyt jednak warstweg znakows, a z nig poezje
stow, literature™,

czyli to, co jednak stanowito podstawowy sposob wyrazu wizji romantycz-
nego tworcy — w tym Mickiewicza — nawet jesli romantycy wykazywali tez
na roézne sposoby nieufno$¢ wobec jezyka. Puzyna dopomina si¢ chyba, po-
dobnie jak Rozewicz, cho¢ z innej perspektywy i w innych stowach, o oca-
lenie w dziele Grotowskiego z tekstu romantycznego warstwy intelektualne;j,
dyskursywnej, znaczen wydobywanych wtasnie poprzez interpretacje Stowa.
Dlatego tez krytyk przywotuje jako swoista kontrpropozycje teatr Swinarskie-
go, ktory takze, dzialajac przez wstrzas, pokazujgc sprzecznosci, ironi¢, dwu-
znaczno$ci w dziele romantycznym, rownoczesnie ,,przywraca rOwnowage
stowa i tego, co poza werbalne™.

2 K. Puzyna, Grotowski i dramat romantyczny. W: Pélmrok, idem: Warszawa 1982, s. 135.

3 Ibidem.
3 Ibidem, s. 139.
3 Ibidem.
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Praca Grotowskiego na materiale romantycznym*® polegata na wydobywa-
niu z niego tresci uniwersalnych, ponadczasowych, ocierajacych si¢ o mit, magie,
wyobrazni¢ symboliczng czy archetypiczng. Chodzi mu przy tym i o mit poganski,
1 etos chrzescijanski. Rezyser konsekwentnie rezygnuje natomiast z przedstawienia
tego, co $wiadczylo o osobowosci 1 osobliwosci polskiego romantyzmu: historyzmu
1 historiozofii, polityki i probleméw narodowych. Oczywiscie w dzietach romanty-
kéw uktadaty si¢ one w nierozerwalng tkanke z problematyka metafizyczng, egzy-
stencjalng, budujac kanwe romantycznego uniwersum®. W mit, obrzed plemienny,
w przezycie jednostkowe wdzierata si¢ konkretna historia. Powstaje zatem pytanie,
czy Konrada lub Kordiana mozna w duchu romantycznym zinterpretowac poza pro-
blematyka romantycznej wspotczesnosci — ahistorycznie po prostu. Wydaje sie, ze
tak, ale z zastrzezeniem, ze realizowane sg one niejako poza intentio operis. Sktad-
nikiem istotnym romantycznej egzystencji zawsze stawato si¢ przezycie historyczne,
bycie przez przetwarzanie rzeczywistosci historycznej, $wiadomy udziat w niej, do-
okres$lanie si¢ poprzez histori¢ stanowito istot¢ bohatera romantycznego — nie tylko
przeciez polskiego®.

Konstanty Puzyna proponuje zatem termin ,,wspotbieznosci” mysli romantykow
1 Grotowskiego,

(...) poniewaz [rezyser] nie interpretowal romantykow, by znalez¢ dla nich
nowy ksztalt teatralny; to bylo jego pracy efektem ubocznym. Traktowat ich
teksty brutalnie, juz nie — tropem Schillera — jako materiatu dla rezyserskiego
scenariusza, lecz po prostu jako inspiracj¢ dla wlasnej kreacji teatralnej.

Wydaje sie oczywiscie, ze takie jednostronne, ograniczajace pojmowanie roman-
tyzmu ulegato w poczynaniach Grotowskiego ewolucjiidopetnienia przede wszystkim
przez odkrycie romantycznej antropologii i teologii. Paradoksalnie bowiem rezyser,
wydobywajac ponadczasowa, egzystencjalng stron¢ naszego romantyzmu, niwelujac
calg sfere waznych sensow, budowat wtasne znaczenia poprzez negacj¢ innych. Moz-
na oczywiscie zaproponowac dla Grotowskiego jaka$ formute neoneoromantyzmu®,
umiesci¢ go w nurcie tworczego ,,atakowania romantyzmu”, ktéry przybral w Polsce
na sile w latach siedemdziesiatych, a ktéory omawiala juz Maria Janion w wydane;j
w 1980 roku ksigzce Odnawianie znaczen. Co ciekawe, autorka nie wspomina w niej
o Grotowskim, pochylajac si¢ nad dzietami Swinarskiego, Hanuszkiewicza czy Dej-
mka. Nie wystepuje on w ogole obok tworcow podejmujacych wspotczesne rewizje
tradycji romantycznej, traktowanej nie ,,jako biernej masy spadkowe;j”, lecz wtasnie

% To tez okre$lenie K. Puzyny.

57 Romantyczne uniwersum rozmaicie interpretowane, Bogustaw Dopart definiuje jako ,,0g0t
wszechrzeczy; nie tyle uporzadkowana cato$¢, ile otwarta, dynamiczna, wewngtrznie zrézni-
cowang jednos¢ bytow duchowych, fizycznych i mentalnych”. Tegoz, Romantyzm, Krakow—
—Bochnia, b.d.w., t. 1, s. 16.

Pisat o tym M. Mastowski w ksiazce Gest, symbol i rytualy polskiego dramatu romantycznego,
Warszawa 1998.

K. Puzyna, Grotowski i dramat romantyczny. W: Pétmrok, idem: s. 137.

Okreslenie Marii Janion, zob. taz Gorgczka romantyczna, Krakéw 1980, s. 57.
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»domeny do zdobycia”®' Dlaczego? Przeciez Grotowskiego, cho¢ funkcjonowat na
marginesie oficjalnej kultury, byt w niej jednak silnie i... oficjalnie obecny. Inna spra-
wa, ze Grotowskiemu nie o romantyzm i jego ksztatt szto, i chyba tez nie obchodzita
go za bardzo rewizja tradycji, zmaganie z utrwalonym znaczeniem tekstu Mickiewi-
cza czy Stowackiego. Nie nawet o dialog migdzy, jak to okresla Janion, , historycz-
nosci pierwotng” a ,.historycznoscig wtasng”®?. Grotowski szukat u romantykow, po-
dobnie jak u innych tworcow, przede wszystkim artystycznego impulsu, traktujac ich
teksty jako ,,wehikut ku celom ostatecznym”, jak ,,przyrzad do grania” wtasnie. Moze
warto uznac go za jednego z prekursorow dzisiejszych sporéw o nowoczesng recepcje
romantyzmu, wazny, tworczy, cho¢ niewatpliwie dyskusyjny glos, dopominajacy sie
0 nowe, sprywatyzowane, upodmiotowione czytanie romantyzmu.
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Streszczenie

Przedmiotem refleksji w artykule jest szczegdlny sposob lektury teatralnej tworczo-
$ci Mickiewicza przez Jerzego Grotowskiego. Tworca Teatru Laboratorium, postrzegany tu
przede wszystkim jako filozof kultury, buduje swoje koncepcje antropologiczne m.in. poprzez
mediacj¢ z kulturg romantyczng. To, jak ,,uzywa” tekstow wielkich poprzednikéw, autoutoz-
samiajacy typ lektury utworéw Mickiewicza czy Stowackiego, przekonuje, ze Grotowskie-
mu nie chodzito o to, by zainscenizowa¢ romantyczny tekst, lecz by,,wyrywac” z niego (tez
w sensie metaforycznym) to, co wydawato mu si¢ przydatne i inspirujace — mysli, sceny, sytu-
acje 1 zbudowac z nich sztuke potrzebng mu do istnienia oraz wspierajacg rozumienie wtasnego
istnienia. Paradoksalnie, taki bardzo podmiotowy sposob czytania zblizat Grotowskiego do
lektury, ktora uprawiali sami romantycy.

Summary

The subject of reflection in the article is a special way of reading the theatrical work of
Mickiewicz by Jerzy Grotowski. The creator of the Laboratory Theater, seen here primarily as
a cultural philosopher, builds his anthropological concepts, among others through mediation
with romantic culture. The way he «uses» the texts of his great predecessors, the self-identify-
ing type of reading works by Mickiewicz or Slowacki, argues that Grotowski did not want to
stage a romantic text, but to «pully» from it (also in a metaphorical sense) what it seemed to him
useful and inspirational — thoughts, scenes, situations and build from them the art he needs to
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exist and support the understanding of his own existence. Paradoxically, this subjective way of
reading brought Grotowski closer to the reading that the romantics themselves did.
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Romantyzm caty byt kontrkultura, jesli rozumiemy to pojecie szeroko jako kry-
tyke kultury wysokiej 1, by tak rzec, oficjalnie panujacej. Byta to, wszyscy wiemy,
krytyka klasycyzmu od literatury po architekture, epoka fascynacji zmiennoscia hi-
storyczng, a nie wiecznoscig ,,$wietych wzoréw”, krytyka ,,rozumu” — szeroko poj-
mowanego racjonalizmu w filozofii, antropocentryzmu w naukach przyrodniczych,
krytyka okcydentalizmu, ,,tacifisko$ci” i dominacji kultury francuskiej w 6wczesne;j
kulturze Zachodu. Na ich miejsce romantycy proponowali kultury i tradycje inne:
gotycyzm, orientalizm, ludowos$¢ wiejska u nas, albo, jak w romantyzmie niemiec-
kim, tradycje miejsko-rzemieslnicze. Znamy dobrze romantyczng nieche¢ do wiel-
kich miast i stolic na rzecz prowincji, ,,matych ojczyzn” i wysokie warto$ciowanie
czynu w miejsce stowa... Wazna byla tez propozycja innego antyku — w miejsce
tradycji rzymskiej — starozytny Egipt, tradycje orientalne, Grecja traktowana jako
przedsionek wschodu... Mozna wylicza¢ dlugo kolejne punkty romantycznej kry-
tyki kultury, ale trzeba dodac, ze nie wszedzie i1 nie w kazdym czasie podejmowano
peina polemike. Byly w roznych kulturach narodowych elementy dominujgce 1 watki
niepodejmowane.

Datowanie romantyzmu jest rozmaite w réznych kulturach narodowych. Gdyby
wzig¢ pod uwage cata Europe, okres romantyzmu trwatby mniej wigcej wiek, od lat

' Tekst artykulu zostal wygltoszony na miedzynarodowej konferencji naukowej Spory roman-

tyczne i spory o romantyzm (dawne i nowe), zorganizowanej przez Wydziat ,,Artes Liberales”
i Wydzial Polonistyki Uniwersytetu Warszawskiego w dn. 10-11.10.2017 .
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60-tych wieku XVIII do potowy wieku XIX. Na tle takiej mapy czasowej polski ro-
mantyzm jest ,,pozny” — czy liczymy od Marii Malczewskiego (data wydania 1825
jest wiele pdzniejsza niz data powstania poematu), czy od wydania Ballad i romansow
(1822). To sprawia, ze juz u mtodego Mickiewicza czy Mochnackiego znajdziemy
niemal pelng game romantycznej polemiki z kulturg o§wiecenia, facznie z sieganiem
poprzez o$wiecenie do renesansu, w znanej formule ,,kopia kopii?. Inaczej méwiac,
polski romantyzm pojawia si¢ od razu ,,dojrzaly”. Totez w okresie polistopadowym
jest gotow do wszelkich rozrachunkow, politycznych i estetycznych, do ironii, do we-
wnetrznej polemiki. Tymczasem w kraju dojrzewa kolejne pokolenie mtodych, ktore
ma niezmiernie trudne warunki dla zaistnienia w kulturze. W Paskiewiczowskiej War-
szawie, sterroryzowanej po powstaniu, ci mtodzi, urodzeni okoto 1820 roku, czytaja
1 wielbig przemycane dzieta wielkich emigrantéw. Nie dana im byta uniwersytecka
mtodo$¢, poniewaz Uniwersytet Warszawski zostat zamkniety. Byli stabo wyksztat-
ceni, bo co bardziej inteligentnych i aktywnych patriotycznie uczniow wyrzucano
ze szkot $rednich przed ich ukonczeniem. Czesto konczylo si¢ to aresztem, bywato
tragiczne w skutkach, jak samospalenie w Cytadeli miodziutkiego Levittoux. Doj-
rzewali w okresie masowych aresztowan, zsytek, gdy zawiazanie spisku politycz-
nego nie bylo mozliwe. Byli §wiadkami spektakularnych egzekucji — przyktadowo
Zawiszy. Ich mlodo$¢ uptywata pod $cistym dozorem policji — a jednak szukali wla-
snego glosu, wlasnego sposobu zaistnienia w kulturze. Najbardziej wyrazista grupa
owych mlodych zostala ex post i na wzor paryski nazwana cyganerig. O nich wtasnie
chce mowic?.

Wezsze 1 ogblnie przyjete rozumienie kontrkultury oznacza wielostronnie bun-
townicza grupe, w ktorej spotka¢ mozna debiutujacych artystow: poetéw, malarzy,
muzykow, ale nie tylko. W sktad takiej grupy wchodza zwykle tez nieuprawiajacy
zadnej sztuki, lecz inspirujacy ludzie, po ktorych zostaja legendy. A takze zwykli
»cywile”, ktorzy szybko wycofuja si¢ do ,,normalnego zycia”. Taka grupa mlodych
i zwykle ubogich ludzi sytuuje si¢ poza spoteczenstwem, w opozycji mniej lub bar-
dziej manifestacyjnej wobec niego, zwykle demonstracyjnie praktykuje bunt obycza-
jowy przez styl zycia; silny bywa w niej nierzdko autodestrukcyjny poped do uzywek.
W wieku XIX byt to alkohol, w XX raczej narkotyki. W wieku XIX ich ulubiong
forma ekspresji byta poezja, w XX raczej muzyka, piosenka. Wybieraja emocjonal-
ne, halucynacyjne aspekty sztuki, a szokowanie ,.filistrow” jest programowe. Z biedy
1 ztachmanionych ubran czynig wyzywajacy sztandar.

,»Cudzy dar z trzeciej reki przejelismy. Literatura polska w drugiej potowie zesztego wieku byta
kopia kopii, przeobrazeniem przeobrazenia.” Maurycy Mochnacki, O literaturze polskiej w wie-
ku dziewietnastym. Cyt za Maurycy Mochnacki, Rozprawy literackie, Wroctaw 2000, s. 273.
Bibliografia dotyczaca cyganerii warszawskiej jest do$¢ obfita. Najwazniejsze pozycje: Wspo-
mnienia o cyganerii warszawskiej. Zebrat, wydat i opracowal J.W. Gomulicki, Warszawa 1964.
Tam przedrukowat i opatrzyt wstgpami dwa teksty z epoki: S. Szymanowskiego, Literaci war-
szawscy oraz A. Niewiarowskiego, Cyganeria warszawska, S. Kawyn, Cyganeria warszawska.
Z dziejow obyczajowosci literackiej, Warszawa 1938. Fundamentalny dla tematu: Obraz lite-
ratury polskiej. Literatura krajowa w okresie romantyzmu 1831-1863, tom 11, Krakéw 1988.
Ostatnio wydane: Dominika Skiba, Cyganeria artystyczna i cyganowanie w romantycznej War-
szawie, Wroctaw 2016.
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Warszawska cyganeria lat 1838-1843 (datowanie oczywiscie nie moze by¢
Scisle) zostata przestonigta przez legende cyganerii krakowskiej przetomu wiekow
XIX-XX i nie wszyscy absolwenci polonistyki umieliby wymieni¢ nazwiska Fille-
borna, Zmorskiego, Dziekonskiego, Wolskiego, Sierpinskiego... Sg migdzy tymi cy-
ganeriami pewne podobienstwa, jednak warszawska byta o wiele bardziej radykalna
spotecznie i jeszcze mocniej romantyczna.

Ich twérczo$¢ nie weszta do tzw. kanonu — dlatego ze 6w kanon uktadajg zwy-
kle historycy literatury, dla ktorych licza si¢ teksty — dokonuja wyboru, ustalajg hie-
rarchie, sprawdzaja, co oparto si¢ probie czasu. Poezja i proza warszawskich cyga-
néw sie nie oparly... Sprawnos¢ rymowania, znajomos¢ klisz poetyckich, tematyka,
nastr6j to znamiona wtornosci tych pisarzy. Cyganeri¢ warszawska mozna nazwac
ariergardg romantyzmu, podobnie jak druga cyganeri¢ paryska, t¢ opisang w Scenach
z Zycia cyganerii przez Murgera. Tak wyglada ocena w perspektywie historii litera-
tury. W perspektywie historii kultury mozna by si¢ pokusi¢ o wskazanie w cyganerii
warszawskiej pewnych cech prekursorskich. Niektorzy humanisci sadza, ze o zjawi-
sku cyganerii lepiej mysle¢ w kategoriach socjologicznych niz historyczno-literac-
kich. Tez jestem tego zdania. Dodatabym jeszcze, ze mozna mysle¢ takze w katego-
riach $wiatopogladowych i obejrzec je w dluzszym trwaniu.

Kontrkultury dwudziestowieczne, jakkolwiek si¢ nazywaja (termin ,hipisi”
w moim tytule peini funkcje wywotawcza), powszechnie si¢ wigze z dziewigtnasto-
wieczng cyganeria. Rodowod ten nie musi wceale im by¢ znany. ,,Idea, zgodnie z ktora
arty$ci musza si¢ przeciwstawiac spoteczenstwu gtdéwnego nurtu, nie jest bynajmniej
nowa. Wywodzi si¢ z osiemnastowiecznego romantyzmu, ktéry w wieku XIX zdo-
minowat wyobrazni¢ artystyczng. Najdobitniej — i z najwiekszym sukcesem komer-
cyjnym — wyrazit ja Giacomo Puccini w Cyganerii, stawiacej alternatywny styl zycia
paryskiej bohemy. ,,Prawdziwi” arty$ci musieli w owych czasach umiera¢ na suchoty,
nie z powodu przedawkowania heroiny czy od kul pedzacego samochodu. Ale wia-
domo o co chodzi.”™

Celowo cytuje nie historykdw romantyzmu, lecz wspotczesnych autorow ksigzki
poswieconej dwudziestowiecznym kontrkulturom: Bunt na sprzedaz. Dlaczego kultu-
ry nie da sie zagtuszy¢. Autorami sg Joseph Heath i Andrew Potter, kanadyjscy uczeni
i publicysci, w mtodosci aktywni dzialacze kontrkultury antyglobalistycznej. Tezg tej
ksiazki jest, iz blisko dwustuletni bunt kontrkultur nie miat, nie ma i mie¢ nie moze
zadnego wptywu na ,,gtéwny nurt” oraz ze kontrkultury coraz szybciej przez 6w nurt
zostaja zagarnigte, oswojone i skomercjalizowane. Autorzy ukazuja swoisty wyscig
migdzy buntownikami a handlowcami — najpickniej to si¢ rysuje na modzie marek
butow. Wskazujg tez wypadki, gdy kontrkultura, wymusiwszy na nurcie gtéwnym
ustepstwa — na przyktad zniesienie mundurkoéw szkolnych jako elementow , tresury”
(vide Foucault) — sprawia skutki nieprzewidzianie negatywne: wolno$¢ ubrania wy-
wotata miedzy uczniami ostrg i kosztowna dla rodzicéw rywalizacje. Ze znakomita tg

4

J. Heath, A. Potter, Bunt na sprzedaz. Dlaczego kultury nie da sie zagtuszy¢, przet. H. Jan-
kowska, Warszawa 2010, s. 28-29. Tytut oryginalny The Rebel Sell. Why the Culture can't Be
Jammed, Toronto 2004.
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ksigzka, znang szeroko, chcialabym w pewnym zakresie polemizowa¢. Podobnie jak
autorzy, zdaje¢ sobie sprawe, ze skala zjawisk rzutuje na ich oblicze, czyli jak kiedy$
mawiano, 1lo$¢ przechodzi w jako$¢. Jest wiele roznic migdzy krotkotrwatymi bun-
tami niewielkich grupek w Paryzu czy Warszawie a ogromnymi ruchami liczagcymi
sobie z pol wieku na drugiej potkuli. Ale ,,wiadomo, o co chodzi”, by powtorzy¢
za autorami Buntu na sprzedaz. W tym wypadku chodzi o interpretacj¢ oraz ocene
warto$ci 1 roli kontrkultur, z ktérymi ,,gldwny nurt” toczyt rézne spory: od lekcewa-
zacego przemilczenia do ostrych potepien, zarowno w wieku XIX, jak XX. Nie bede
wyliczaé rdznic, sg oczywiste. Dla mego wywodu wazniejsze sg podobienstwa, ktore
pozwalaja jedno i drugie zjawisko nazwa¢ kontrkultura. Podobne jest to, ze bunt kon-
trkulturowy wyraza si¢ nie tylko stowem, wierszem czy piosenka, lecz catym zyciem.
Roéwnie wazny jak dzieto jest stroj, mieszkanie, jedzenie, zwigzki damsko-meskie,
wychowanie dzieci, religia... Koszty tego bywaja wysokie, a czesto ptaci je nastep-
ne pokolenie, czyli wychowane przez ,,kontrkulturowych” rodzicow synowie i corki,
ktére niedawno dorosty i naleza zwykle do najostrzejszych ich krytykow.

W roku 20122013 w Paryzu i w Madrycie pokazano ogromng wystawe pod ty-
tutem Bohemes. De Leonard de Vinci a Picasso®. Z pewnym zdumieniem dowie-
dziatam si¢ z wielkiego katalogu, ze wystawa ta zostata podzielona na dwie czesci.
Jedna ukazywata wizerunki Cyganow, ktorych tabory w pejzazu, malownicze postaci
Cygandw, a zwlaszcza Cyganek fascynowaly malarzy istotnie od Leonarda da Vinci
— znalazly si¢ tam obrazy, rysunki i szkice Callota, Caravagio, La Toura, Watteau, Co-
urbeta, van Gogha, Maneta, by wymieni¢ pierwszych z brzegu. Druga i rownej wiel-
kosci czg$¢ ekspozycji poswigcona zostata wizerunkom artystow-cyganow, gtdwnie
bohemie paryskiej. Tworcy wystawy skupili si¢ na analogiach migdzy cyganeriami
artystow 1 Cyganami — Romami: jedni i drudzy zyja poza ,,gtownym nurtem” kultury.
Ich bezdomnos$¢ i otwarto$¢ na §wiat picknie ukazywaly wizerunki w pejzazu. Zwigz-
ki sztuki z Cyganami w kulturze francuskiej (podobnie chyba wtoskiej i hiszpanskiej)
majg dtuga tradycje, poswiadczong romantycznie.

Cygandw 1 cyganeri¢ taczy, wedle tworcow wystawy, byt na marginesie spote-
czenstwa, wedrowny tryb zycia, bieda, nieposzanowanie dla praw wtasnosci oraz
innych norm spolecznych, a wreszcie, dodatabym, malowniczo$¢. Cyganie-cyganie
1 cyganie-arty$ci sg wyrazisci, przykuwaja uwage publicznosci, spoteczenstwa, z kto-
rego sa wykluczeni, ktore ich odrzuca albo ktdre oni odrzucaja. Zdumiato mnie to, po-
niewaz wprawdzie przez Polske szty tabory cyganskie juz od XV wieku, ale cyganeria
z Cyganami nam si¢ nie kojarzy. Wykluczeni i odrzuceni, z ktérymi polska cyganeria
fraternizowala si¢, w ktorych szukata sity do wspolnej walki, w ktorych imieniu wy-
powiadata bdl i1 krzywdy spoteczne, to dla nich byli polscy chtopi. O wiele ostrzej
w warszawskiej cyganerii niz w krakowskiej. To jedna z waznych réznic, czy tez jed-
na z cech polskiej cyganerii. Inng jest ogdlny ton. Wedrowny tryb Zycia i bezdomno$¢
to przede wszystkim wymuszone przeprowadzki. Warszawscy cyganie robili takze
wycieczki w okolice Warszawy, na Bielany, do Wilanowa, do Wesotej, czasem az do

5 Bohemes. De Leonard de Vinci a Picasso, Paris 26 septembre 2012-26 janvier 2013. Madrid,
Fundation Mapere, 6 fevrier 2013—5 mai 2013 (brak daty wydania katalogu).
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Czerska — miaty one jednak inny, bardziej programowy charakter niz czysto rozryw-
kowe wycieczki do podparyskich lasow cyganerii paryskiej. Ogladali miejsca histo-
rycznych bitew, grob Staszica, opisywali ruiny zamkow i czgsto jezdzili do pobliskich
wsi, gdzie wilasciciele dworéw — kuzyni i znajomi — podejmowali ich 1 dozywiali,
a oni ,,szli w wie$”, bratajac si¢ z chtopami, pijac, Spiewajac 1 agitujac. Sypiali we
dworach, ale i na sianie, w stodotach, po chatupach. Nie bylo to podobne do kra-
kowskiej, pozniejszej ,,chtopomanii”. Ci mtodzi ludzie nie musieli si¢ przebiera¢ za
chtopow. Ten stroj i bieda byty im dobrze znane, wywodzili si¢ zwykle z rodzin ubo-
giej proto-inteligencji: nizszych urz¢dnikdw, rzadcow, administratoréw, nauczycieli.
Zwiazki przyjazni taczyly tez z cyganami Norwida, cho¢ obaj bracia Norwidowie za
swych warszawskich czaséw mieli jeszcze majatek i byli raczej dandysami. Mozna
dodaé, ze dandys, podobnie jak cygan, przez strdj i styl zycia tworzy dystans wobec
filistréw i1 zwyczajnego, unormowanego zycia.

Dalsze zycie zbiedniatego Cypriana Norwida byto dos¢ ,,cyganskie” — tyle, ze
nie mial juz wtedy grupy wsparcia, cyganerii. Byt samotny. To si¢ zdarza. Podobnie
widzialabym na przyktad Stendhala, z jego ,,romantycyzmem”, samotno$cig i zdy-
stansowaniem wobec pradow literackich epoki. U nas, w wieku XX, takim cyganem
bez cyganerii byl moze Edward Stachura.

Warszawiacy mieli takie same ktopoty z optaceniem czynszu jak paryscy cyganie.
Zdarzato si¢, ze bohater Murgera ,,Rudolf mieszkat w alei Saint-Cloud, na trzecim
drzewie po lewej, idac od Lasku Bulonskiego, na piatej gatezi™®, ale ogdlny ton pary-
skiej cyganerii, zarowno pierwszej, jak drugiej, tej opisanej przez Murgera, jest od-
mienny. Mimo dwoch zgonow, ton Scen z Zycia cyganerii jest pogodny, opromieniony
mtodos$cig i mitostkami. Warszawska cyganeria jest od poczatku melancholijna, pet-
na desperacji. Wprawdzie jeden z ich dawnych fanow zatytutowat napisang pdzniej
powies$¢ wspominkowa Zycie na Zart — lecz ich znamionowal humor raczej czarny.
Zostato po nich sporo rysunkow satyrycznych, karykatur, §ladéw mlodzienczych za-
baw 1 kpin, ale ogo6lnie biorac, ich aktywnos$¢ ma rysy dos¢ stracencze. To zrozumiate,
bo cho¢ debiutujacy w Paryzu arty$ci z trudnos$ciag wywalczali sobie przysztosc, ale
ci w Warszawie wiedzieli, ze nie majg zadnej przysztosci. A jednak pisali, stworzyli
wlasne czasopismo, mieli ulubione ksiegarnie i ulice, takze swoja kawiarnie ,,U Mi-
riamki” — na Powislu, blisko nieistniejacej juz géry Gnojnej, gdzie czekat na nich
wiasny stolik na podwodrzu i osobna izba. Mieli tez romanse, a wspominajacy ich
w dwadziescia lat pdzniej legendotworca, wystylizowat kochanke Filleborna na Cy-
ganke. Dzi$§ wiadomo, Zze owa kawiarnia to byl szynk zydowski, spelunka wislanych
flisakow, lumpenproletariatu i rzezimieszkow... Bo tez warszawscy cyganie tym si¢
od paryskich rdznili, ze ich bunt przeciw nurtowi gtdéwnemu mial wyrazny charak-
ter spoteczny. Radykalny byt zwlaszcza Wolski, ktorego drastyczny wrecz poemat
w przerdbcee na libretto Halki zostal mocno ztagodzony.

Obyczajowe ekstrawagancje warszawskich cyganéw moga nam si¢ dzisiaj wydaé
dos$¢ tagodne. Wtedy budzity raczej zdziwienie niz zgorszenie, bo dobre towarzystwo
warszawskie (inteligenckie, nie arystokratyczne) miato dla nich sympati¢. Cyganie

6

Henryk Murger, Sceny z zycia cyganerii, przet. T. Boy Zelenski, Warszawa 1957, s. 88.
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nosili fraki — zapewne bardzo skromne, ktdre na dodatek starannie niszczyli i brudzili.
Byty to fraki zdegradowane programowo — a jesli kto§ by watpil, mozna przytoczy¢
opowie$¢ o tym, jak Dziekonski zerwat i poszarpal z wéciektoscig biate rekawiczki,
symbol stroju salonowego. Do legendy przeszty ich przeprowadzki. Warszawscy cy-
ganie przeprowadzali kolegéw zbiorowo, w sposob ostentacyjny i teatralny. Kazdy
niést jedng rzecz: nedzny siennik, potamane krzesto, zdarty ptaszcz czy inny stary
grat 1 gesiego wedrowali powoli z ulicy na ulicg. Znamy to z ich rysunkow. Podobno
Paskiewicz, gdy zobaczyt przez okno takg procesje¢, wzruszyt ramionami i nie wydat
nakazu aresztowania, cho¢ mu to sugerowano. Przekazy o innych ekstrawagancjach
sg nikte. Dziekonski podobno prowadzit w salonach absurdalne rozmoéowki ze skon-
fundowanymi damami. Filleborn, ktéremu lekarze zalecili spacery po lasach, wysypat
swoj pokoj piaskiem i wetkngwszy wen obcigte drzewka, tam spacerowat dla zdrowia.
Umart zresztag mtodo, zniszczony przez gruzlice i alkoholizm. Miody Wolski, odzie-
dziczywszy majatek, przetrwonit go szybko i ostentacyjnie. Zmorski protest przeciw
mieszczanstwu wyrazat wyjatkowo juz zaniedbanym strojem i zawsze rozczochrang
fryzurg, chtopskimi buciorami, ktoére nosit wszedzie.... Nie wiem, czy wierzy¢ poz-
niejszym plotkom, ze przyczepiali sobie sztuczne brody i sypiali w trumnach. Takie
rzeczy robili podobno paryscy cyganie drugiej generacji. Ci mlodzi ludzie urzadzali
rozmaite show na oczach Warszawy i wladzy, a uchodzito im to bezkarnie... Nie
rozumiano tego — podobnie jak zdesperowani rodzice nie rozumiejg kontestujgcych
mtodych w naszych czasach.

Przyjmowano ich w salonach — tych skromnych salonach, inteligencko-miesz-
czanskich, w ktorych czasem podawano tylko herbate z herbatnikami, lecz recytowa-
no poezje¢, odbywaly si¢ koncerty, L uszczewska improwizowata i miata nawet miejsce
amatorska inscenizacja Fausta. Paulinie Wilkonskiej, podobnie jak innym ludziom
$wiattym i pelnym uznania dla talentow literackich cyganéw, byto ich po prostu zal’.
Ich wspotczeséni ze smutkiem notowali, ze marnuja talent i traca czas na dziwaczne
wyczyny... To kolejna roznica miedzy cyganerig opisang przez Murgera i cyganerig
warszawska: ta paryska biede wprawdzie znosila z humorem, ale nie demonstrowala
pogardy 1 obcosci wobec $wiata mieszczanskiego. Wrecz przeciwnie, Murger opi-
sat zabawny podstep jednego z nich, by zdoby¢ elegancki frak konieczny na wizyte
w arystokratycznym salonie. Pierwsze pokolenie paryskich cyganéw demonstrowato
swoj bunt — stynna jest premiera Hernaniego — drugie juz nie — przynajmniej wedle
Murgera. Moze byto inaczej. W czasie konferencji dowiedziatam si¢, ze Murgerowi
stawiano zarzut si¢, iz ztagodzil obraz drugiej paryskiej cyganerii, ktora takze byta
dosy¢ buntownicza.

Jesli zapowiadatam, Ze mozna zobaczy¢ w cyganerii warszawskiej pewne rysy
prekursorskie, miatam na mysli te wtasnie ekstrawagancje, ktore pozniej nazywano
»~manifestacyjnym stylem zycia”. Oni juz wtedy sytuowali si¢ nie tylko na marginesie
kultury oficjalnej, lecz w opozycji wobec niej. Wyrazali swoj bunt, teatralizujac zycie,
drwigc, postugujac si¢ sobie tylko wlasciwymi gestami i stowami. Podobnie bedzie

7 Paulina Wilkonska (1815-1875). Wierna korespondentka Bogdana Dziekonskiego prowadzita
salon literacki w Warszawie w latach 1840-1851. Cennym zrodtem informacji jest jej ksigzka
Moje wspomnienia o zyciu towarzyskim w Warszawie, Poznan 1841.
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pdzniej czyni¢ wiele dwudziestowiecznych kontrkultur. Ta cyganeria toczyta juz no-
woczesny spor ze spoteczenstwem ,,ludzi porzadnych” — takie okreslenie w kregu
cyganerii warszawskiej byto obelga. Potem nazywano ich mydlarzami i filistrami.

Owczesna patriotyczna Warszawa mimo wszystko miata sympatie i szacunek dla
tych mtodych. Dzi$§ z pewnym zdumieniem czyta si¢, ze Lestaw Zmorskiego zostat
uznany za dzieto wznio$lejsze niz dramaty Byrona czy Goethego, ze poemat Wolskie-
go Ojciec Hilary, owszem, interesujacy, natychmiast po druku w ,,Przegladzie Na-
ukowym” okrzyknieto arcydzielem, a bardzo wysoko ocenit go Edward Dembowski,
wydawca owego ,,Przegladu”. Ceniono ich wysoko, a nawet przeceniano — dlatego,
wedle pamigtnikarzy, ze Warszawa byta wtedy pustynig kulturalna, a oni wnosili po-
wiew nowosci. Cho¢ po prawdzie byly to nowosci sprzed ¢wier¢ wieku. Warszawscy
cyganie dokonali pewnego wyboru z romantycznego programu.

Historycy literatury odnotowali ich radykalizm spoteczny, wyostrzenie srodkow
artystycznych w kierunku frenezji, a wreszcie zamiar stworzenia ,,szkoty mazowiec-
kiej” obok szkot litewskiej 1 ukrainskiej. Pejzaz mazowiecki specjalnie atrakcyjny
nie jest. Ci mtodzi ludzie wpadli na pomyst, ktory okazat si¢ no$ny do dzis: poety-
zowali Wiste. Zostato po nich troche tadnych i zupelie zapomnianych wislanych
lirykéw oraz wyrazna deklaracja w tytule ich pisma ,,Nadwislanin”. Pismo wydawa-
no w latach 1841-1842 pod redakcja Filleborna. Wyszto 10 numerdw, a finansowat
je Edward Dembowski. Miato stanowi¢ przeciwwage nobliwie patriotycznej i raczej
konserwatywnej ,,Biblioteki Warszawskiej”. Wyrazna aluzja do rosyjskiego okresle-
nia priwislanskiego kraju przeksztalca raczej pogardliwg nazwe, ktora zastgpowala
miano Polski w hasto programowe. Takie zabiegi sa znane, zwykle tez sg skuteczne.
A wspomniany wyzej postulat ,,szkoty” zrealizowal pozniej, na emigracji, Lenarto-
wicz, nie bez powodu nazywany ,,lirnikiem mazowieckim”. Lenartowicz wprawdzie
si¢ zarzekatl, ze cyganem nigdy nie byl, ale publikowat w tych samych pismach, przy-
jaznit sie z tg grupa, chodzit na wspdlne wedrowki.

Historycy literatury zrobili wiele, by uscisli¢ sktad cyganerii warszawskiej i okre-
$li¢ charakter tej grupy. Mnie si¢ jednak wydaje, ze lepiej klas¢ akcent na pewna
ptynnos$¢ tego zjawiska. Obok wskazanych z nazwiska poetow, byto wielu innych:
réwniez malarze, muzycy. A takze sympatycy 1 satelici. Wielu z nich uciekato ra-
zem z kolegami-pisarzami z Warszawy, gdy grozito im wie¢zienie, dzielito ich losy
na emigracji. Inaczej mowiac, ptynna jest granica migdzy grupa literacka a grupa
cyganeryjng.

Podobnie niezbyt $ciste bywaja granice miedzy bohema a ruchem politycznym.
Zbyt ogromny to temat, by go tu przedstawic¢. Przypomng tylko, ze grupy przygoto-
wujace rewolucje — celowo mowie w liczbie mnogiej — prawie zawsze dos¢ demon-
stracyjnie praktykowaty obyczaje odmienne od przyjetych w spoteczenstwie miesz-
czanskim, wyrdznialty si¢ ubiorem, gestem, jezykiem... Obok programu wyzwolenia
spod tyranii cara, krola, cesarza, istniat czgsto program wyzwolenia kobiet, obok wol-
nosci politycznej — program wolnej mitosci i tak dalej. Inaczej méwiac, rewolucyjne
ruchy zwykle (cho¢ nie zawsze) obok programu politycznego miewaty, podobnie jak
bohema, program innego niz mieszczanski stylu zycia. I z reguty tej czgéci programu
szybko si¢ pozbywaty po odniesieniu sukcesu.
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Autorzy Buntu na sprzedaz szeroko rozwazaja kwestie¢, czy ruchy kontrkulturo-
we sg zjawiskiem politycznym. Sadza, ze tylko na pozor. Mnie si¢ wydaje, ze pytaé
w ten sposob mozna tylko w konkretnych wypadkach. Na przyklad cyganeria kra-
kowska z przetomu wiekéw raczej nie miata politycznego programu, byta przygaszo-
na, zdtawiona kleska roku 1863 i rzezig galicyjska. Wyspianski to jej oblicze ukazat
w melancholijnym finale Wesela. Warszawscy cyganie mimo niestychanie trudnych
warunkow, wszyscy, procz tych, ktoérzy mlodo zmarli, nalezeli do tajnych spiskow
politycznych. Bo spiski wprawdzie w Warszawie za czasoOw Paskiewicza byty nie-
mozliwe, ale jednak spiskowano.

Wiele na ten temat nie wiadomo, bo to byta konspiracja, dokumentow nie zacho-
wywano, historycy jednak sporo odtworzyli. Dla nas wazna wskazdéwka niech be-
dzie fakt, ze prawie wszyscy cyganie okoto roku 1843 byli zagrozeni aresztowaniem.
Ostrzezono ich — spiskowcy tez mieli swych informatoréw — a wtedy Dziekonski,
Wolski i cata reszta uciekali na emigracje na ré6zne sposoby, w réznych przebraniach,
z przygodami godnymi bohateréw powiesci awanturniczych.

Dalsze losy warszawskich cyganow wskazuja na ich rozmaite zaangazowania.
Dziekonski przestat pisa¢ 1 znalazt miejsce w legionach stworzonych przez Mic-
kiewicza. Brat udziat w walkach we Wtoszech. Jego dhugi list z 10 stycznia 1849
roku z opisem chaosu, rozpaczy i, jednak, nadziei legionistow, ja bym stawiata obok
stynnego opisu bitwy z Pustelni parmenskiej®. Kilku z bytych cyganow znalazto si¢
w grupce mtodych ucznidow otaczajacych Stowackiego w ostatnim okresie zycia.
Wsrod nich Ludwik Norwid, adresat najbardziej radykalnego genezyjskiego poema-
tu. Zmorski spotykat si¢ ze Stowackim w Paryzu i Dreznie. Bliski byt Stowackiemu
takze Szymanski, najmtodszy bodaj z cyganow, ktory nawiasem mowigc, po powro-
cie do Warszawy zaczal szerzy¢ kult poety. Wedle pami¢tnikarzy recytowat z pamieci
duze fragmenty Krola Ducha. Nic dziwnego, Stowacki wlasnie go pisat, gdy si¢ spo-
tykali... Warszawscy cyganie wyprzedzili krakowskie ,,odkrycie” péznego Stowac-
kiego? Nie chodzi o licytacje tego typu. Wazne wydaje mi sie, ze oni nie tylko czytali,
lecz poznali osobi$cie poetdéw i dziataczy wielkiej emigracji, zwykle obu wieszczow,
niektorzy takze Czartoryskiego, rowniez Lelewela. Mam wrazenie, ze polonistom
dzi$ jeszcze jako$ osobno rysuje si¢ obraz kulturalny kraju i osobno obraz wielkiej
emigracji. Nie byty one jednak az tak szczelnie rozdzielone, podobnie jak srodowisko
paryskiej ,,Kultury” miato tgczno$¢ z krajem w czasach PRL i wiadomo, jak byto to
wazne. Ex-cyganie tej drugiej, mniejszej, lecz wcigz jeszcze romantycznej emigracji
czgsto zreszta po amnestiach wracali 1 tworzyli kulturalny most migdzy wielka emi-
gracja a krajem. Ta ich rola chyba za mato przycigga uwagg historykow.

Wracajac do ich dalszych losow — do$¢ smetnie potoczylo sie dalsze zycie Wol-
skiego, ktory znat francuski roéwnie dobrze jak polski, ale okazalo si¢ to nieszcze-
$ciem, nie awantazem: zostat w Szwajcarii wyrobnikiem literackim. Wspotpracowat
jednak z prasg polska. W latach 1864—1865 wspotredagowal ,,Wytrwato§¢. Dziennik

8 List Dziekonskiego z Borgo d Allegio w Piemoncie, 19 sierpnia 1848. W: Listy do Adama Mic-

kiewicza, oprac. M. Dernatowicz, E. Jaworska, W. Kordaczuk, J. Krauze-Karpinska, Warszawa
2014, tom II, s. 218-224.
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narodowy, polityczny i literacki”, w latach 1871-1873 ,, Tygodnik Wielkopolski”, pu-
blikowat w ,,Ognisku” i ,,Sobdtce”. Bardzo interesujaca i bogata jest dalsza droga
Zmorskiego, ktory podrozowat przez Paryz, Drezno, Wroclaw, $cigany przez wszyst-
kie policje. Gdy udato mu si¢ w latach 18481849 zatrzymac¢ w Budziszynie, zaintere-
sowal si¢ Luzyczanami. Zbieral pie$ni ,,pobratymczego ludu”, wedrowat ,,od chaty do
chaty”, poznat i opisat zachowane resztki obrzedoéw poganskich i zalozyt wydawane
we Wroctawiu polsko-tuzyckie pismo ,,Stadlo”, ktérego ideg naczelng byta jedno$¢
ludow stowianskich. Zebranych funduszy wystarczyto tylko na 12 numerow, a zreszta
Zmorskiego szybko wyrzucita z Budziszyna pruska policja. Luzyczanie, dodam na
uzytek gosci, sa (a raczej byli) ostatnim szczatkiem zachodniego odtamu Stowian.
Tyle, ze Zmorski miat na swojg dziatalno$¢ mniej czasu niz Mistral, tylko dwa lata...
Dzi$ podobne akcje sg czescia programu europejskiego. Warto jednak pamigtaé, ze
nie w naszych czasach powstaty projekty ratowania i wskrzeszania gingcych jezykow
1 kultur, cho¢ obecnie jest o wiele tatwiej wydawaé na przyktad pisma i ksigzki w je-
zyku $laskim... Trzeba doda¢, ze dziatalno$¢ Zmorskiego przypada na te same lata co
»renesans prowansalski”: zjazd poetow oksytanskich odbyt si¢ w Arles w 1852 roku.

Rownie ciekawa jest dalsza droga najmtodszego bodaj z sympatykéw cyganerii
warszawskiej — Wactawa Szymanowskiego, autora wspomnien zatytulowanych Lite-
raci warszawscy®. Szymanowski w mtodosci mial ambicje poetyckie, ale dos¢ weze-
$nie 1 na cate zycie zwigzal si¢ z prasg. Niedobre wiersze wprawdzie wcigz pisywal,
byt jednak znakomitym dziennikarzem. Wspodtpracowat z wielu pismami, kilka sam
zatozyt. Pisywatl wszystko: recenzje teatralne i literackie, wrazenia z podrozy, notaty
kronikarskie i felietony, ktore miaty §wietny odbiér. Ceniono go, mimo zastrzezen do
jego karierowiczostwa, charakteru i pogladow, Szymanowski bowiem w odrdznieniu
od kolegéw, ktorzy byli pod wptywem ,,czerwonego” Dembowskiego, od mtodosci
oscylowal na prawo, ku ,,biatym”, konserwatystom i lojalistom.

Dla 6wczesnych ludzi te polityczne podziaty byly czytelne i wazne. Tu wypada
powtorzy¢ pytanie: czy kontrkultury majg programy polityczne? Miewaja, zwlaszcza
w wieku XX, cho¢ nie sg polityczne w potocznym rozumieniu — sg to programy inne-
go zycia, najwyrazniejsze chyba u zaktadajacych rustykalne komuny hipiséw. Zwy-
kle si¢ je uwaza za utopijne, naiwne i stabe, mimo efektownych sformutowan. Auto-
rzy Buntu na sprzedaz ktada na te kwestie nacisk. Wedle nich kontrkultury dziataja
wrecez szkodliwie, poniewaz dyskredytuja realne projekty reformatorskie, spychajg na
dalszy plan w opinii publicznej dziatania powaznych partii politycznych z powaznymi
programami. Ich bunt jest rownie krzykliwy jak jalowy. Znamiona tego buntu, ubior,
piosenki, styl zycia bardzo szybko staja si¢ atrakcyjnym towarem handlowym. Wedle
tych autorow kontrkultury sa wcielonym paradoksem: $wietnie stuza wszystkiemu,
przeciw czemu podnosza bunt...

Nie catkiem zgadzam si¢ z autorami Buntu na sprzedaz, ze kontrkultury nie miaty
1 nie majg zadnego wplywu. Moze inna jest perspektywa europejska — a oni pisza
o kontrkulturach na drugiej potkuli. Sadze, ze kontrkultury miaty wptyw — odmien-
ny jednak niz dziatania partii politycznych. W kulturze europejskiej istnieje stara

®  Wspomnienia Szymanowskiego Literaci warszawscy, przedrukowat Gomulicki, por. przypis 2.
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tradycja btazenska, zwana tez karnawatows, przypomne ja hastem ,,§wiata na opak”.
Na swoj sposob przejety ja nowsze czasy. Cyganerie, kontrkultury dziataja podobnie,
spektakularnie, $miechem i drwing. Pojawiajg si¢ w okresach terroru, gdy legalna
opozycja polityczna nie jest mozliwa. Tak bylo w Warszawie za Paskiewicza, gdy
warszawscy cyganie urzadzali co§ w rodzaju teatru ulicznego. Tak bylo w naszych
czasach w stanie wojennym — pewnie wszyscy pami¢tamy Pomaranczowa Alterna-
tywe, ktorej echo bylo moze wazniejsze niz samo wydarzenie. Gdy cyganerie si¢
organizowaty, ich sposobem ekspresji bywaty kabarety, ktore jak wiemy, takze ode-
graly pewna role, zwlaszcza w faszyzujacych Niemczech. To temat ogromny, kto-
ry tu tylko szkicuj¢. Nie lekcewazylabym takze zespotoéw muzycznych i piosenek,
w ktorych znajduja ujscie emocje: wiciektos¢, rozpacz, gniew, rozczarowanie, nostal-
gia... Uczucia nie do zniesienia, niedajace si¢ do konca zracjonalizowaé, co wydaje
mi si¢ waznym znakiem. Muzyka dopowiada to, co nie mie$ci si¢ w stowie. Wygrywa
te emocjonalng ,,resztg” gniewu i nadziei, buntu i tesknoty, ten niepokdj powracajacy
w kolejnych pokoleniach pod ré6znymi nazwami hipisow czy punkoéw. Piosenki
wprawdzie takze ulegaja prawom rynku, ale jednak wy$piewuja, wygrywaja to, co
catym rzeszom mtodych ludzi ,,w duszy gra”.

Do czego prowadzg i dlaczego podjetam ten temat, cho¢ osobiscie nigdy nie
uczestniczytam w ruchach kontrkulturowych? Dlatego, ze chcialabym si¢ zastanowic
wiasnie nad tym, co w ruchach kontrkulturowych jest emocjonalne i nie do konca
wystowione. Nad owym niepokojem, ktory drazy wspotczesng kulture od stulecia pod
wciaz nowymi postaciami mtodziezowych ruchow. Ten niepokdj ma romantyczny
rodowdd, wszyscy si¢ zgadzaja. Romantyczny — to znaczy jaki konkretnie?

Wspotczesnie Agata Bielik-Robson okresla romantyzm jako ,,projekt niedokon-
czony”. Podobnie z nieco odmiennych wzgledow ponad po6t wieku temu sadzit Zyg-
munt Lempicki. Cytuje: ,,W genezie romantyzmu zwrot do przesztosci i historyzm
(...) byt primum movens, pierwszym z czynnikdw Konstytucyjnych; drugi — mniej
uchwytny — odrodzenie wewnetrzne cztowieka dokonato si¢ pdzniej, a raczej nie do-
konato si¢ pdzniej, lecz wystapito jako tworczy czynnik w genezie i rozwoju roman-
tyzmu”'?. Na historyzmie oparte byty odrodzenia narodowe, a co z ,,odrodzeniem
wewnetrznym cztowieka”? Sadze, ze owo niedokonanie, ,,niedokonczenie” programu
egzystencjalnego romantyzmu, bo tak rozumiem postulat ,,odrodzenia wewngtrzne-
g0”, zawazylo na stabosci programow kolejnych kontrkultur. Romantyczny program
,»odrodzenia” nie zostat wystowiony, bo nie zostat domyslany, cho¢ p6zniejszych pro-
jektéw jego konkretyzacji nie brakuje, wzmagaja one jednak myslowy zamet wokot
tej kwestii. Moze dlatego ten niejasny postulat romantycznego pochodzenia wcigz
trwa i powraca jako szczegolny niepokoj? Wystowiono znakomicie tylko cze$¢ nega-
tywna, krytyczng i polemiczng. U nas to zrobit Mickiewicz w czgsci 1 i IV Dziadow
— przypominam ,,niewinnych czarodziei”, ktorzy od ,,nudnej rzeczywistosci” ucieka-
ja w jaskinie 1 ksigzki... Uczestnicy cyganerii romantycznych sa podobnymi czaro-
dziejami — ale im pdzniejsze ruchy kontestacyjne, tym wyrazniej chca rzeczywistosé

10

Zygmunt Lempicki, Romantyzm. W: Wybor pism, Warszawa 1966, tom 11, s. 147.
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zmienia¢, zmienia¢ ludzkie zycie — a przynajmniej swoje zycie. Najbardziej wyraziste
ich dzialania tez sg jednak gtownie krytyczne, negatywne i czgsto autodestrukcyjne.

Romantyczne Zrédta tych ruchow sa odmienne na obu potkulach. Na drugiej wy-
wodza si¢ z Emersona i Thoreau. W Europie patronuje im raczej bunt metafizycz-
ny typu byronowskiego. Pierwsze sg raczej optymistyczne 1 przynosza pewien wzor
praktyczny innego zycia — zwlaszcza Thoreau. Byroniczny bunt jest doglgbnie pe-
symistyczny i spala si¢ w sobie — cho¢ jest on zarazem punktem wyjscia dla mistyki
w poéznym romantyzmie. Wystarczy porowna¢ Wielka Improwizacje z wierszem
Widzenie: jest on jej powtdrzeniem i przekroczeniem... Mistyka romantyczna ma
wyrazny odcien antropologiczny i na pewno mozna jg nazwac¢ p6zng romantyczng
préba realizacji projektu ,,odrodzenia wewnetrznego cztowieka”. Sadzeg, ze proba
»dokonczenia” tego programu byty takze cyganeryjne postawy pdzniejszych pokolen
mtodych romantykow. Granica migdzy mistyka a buntem nie jest ostra, niektérych
$wietych za ich zycia potgpiano za ekstrawagancje. ..

Co wydaje mi si¢ rownie godne uwagi, jak niebezpieczne w kontrkulturach? Ich
skrajno$¢, determinacja. Spor z kulturg oficjalnie panujgca jest szerszy niz w awan-
gardach artystycznych, bo w kontrkulturach nie chodzi o to, jaka ma by¢ sztuka, lecz
jakie ma by¢ zycie. Spor ten, cho¢ podobny, i owszem, do wielkich polemik przeszio-
$ci — nie jest tylko sporem literackim, jak spor starozytnikow z nowozytnikami. Ma
charakter totalny — jesli temu stowu odejmiemy negatywne echo. Czy jest on zawsze
skazany na kleske — nie wiem.

Autorzy Buntu na sprzedaz maja oczywiscie racje, ukazujac szybka komercjali-
zacj¢ ,.tego, co kontrkulturowe”: marek butéw, samochodéw, tatuazy... Tak, ale oni
wskazujg na znamiona zewnetrzne i materialne oraz oceniajg kontrkultury z punktu
widzenia spotecznego. Nie jest to jedyny punkt widzenia. Kontrkultury wcigz powsta-
jace na nowo i pod nowymi nazwami s, jak sadze, wyrazem niepokoju egzystencjal-
nego, ktory drazy kulture od wieku XIX, to jest od kiedy romantyzm postawit — i nie
dokonczyt — program ,,odrodzenia wewnetrznego cztowieka”. By¢é moze ten niepokdj
jest znamieniem cztowieczenstwa. Nie mam dostatecznej wiedzy na temat kultur In-
dii czy Chin, by generalizowaé. Powotam si¢ wiec tylko na Edgara Morina, ktory
w ksigzce Mysle¢ Europa dowodzit, ze cechg charakterystyczng kultury europejskiej
jest to, ze toczy nieustanny spor sama ze soba. | ze wewnetrzne skonfliktowanie,
nieustanna krytyka (autokrytyka) jest sita, motorem rozwoju, niepozwalajacym jej za-
stygna¢ w totalitarny monolit. Krytyke kultury przeprowadzaja filozofowie, pisarze,
wielcy reformatorzy: Rousseau, Freud, Foucault... Kolejne pokolenia miodych sig-
gaja po ich ksigzki. Bunt kontrkulturowy jest zwykle nimi inspirowany, ale oceniany
bywa jako zjawisko czasem wprawdzie grozne, lecz mato powazne, mlodziezowe...
Ja bym te bunty uwazata za bardziej moze wazne niz ksigzki i wyktady. Ocena zalezy
od tego, jak si¢ interpretuje to zjawisko.

Istnieje kilka interpretacji cyganerii i ruchow kontrkulturowych. Tworcy wielkiej
wystawy z przywotanego roku dla zjawiska cyganerii rysuja dwie perspektywy: od-
wieczng, wedle ktorej cygan i poeta przeklety towarzyszy jak cien poetom uznanym,
oraz perspektywe XIX-wieczng, w ktorej zjawisko cyganerii jest produktem rodzace-
go si¢ kapitalizmu, gdy zmienia si¢ pozycja artysty: nie jest juz zalezny od mecenatu



300 Marta Piwinska

Kosciota, krdla czy magnatow, ale t¢ wolno$¢ optaca bieda, bo staje si¢ zalezny od
rynku, od publiczno$ci coraz bardziej masowej, jej oczekiwan i gustu. Zwolennicy
pierwszej interpretacji przywotuja zwykle posta¢ Villona, zwolennicy drugiej pisza
o tym, iz od wieku XIX arty$ci narzekaja, iz muszg si¢ niegodnie ,,sprzedawac”,
a swoj zawdd porownuja do prostytucji. Obie te interpretacje si¢ nie wykluczaja, lecz
uzupetniajg. Jeszcze inna interpretacja traktuje cyganeri¢ jako ,,nowicjat artystyczny”.
Zgoda, ale nowicjatem bywa ona dla niewielu. Wielcy i stawni artys$ci przechodzili
czesto w miodosci przez okres cyganeryjny, ale niewielu cyganow zostato wielkimi
1 stawnymi artystami. ..

Przedmiotem mojego zainteresowania sg witasnie ci, ktorzy artystami nie zostali,
nie majac czy to dos¢ talentu, czy wytrwatosci, ale znalezli sobie miejsce w kulturze
oficjalnej, nie przestajac o niej mysle¢ krytycznie i dziata¢. Wielu ex-cyganow zostato
»pismakami” — w ten sposob pogardliwie nazywano w wieku XIX dziennikarzy.

Dos¢ konfliktowe, ale bliskie zwigzki cyganerii z prasg znamy chocby z Balzaka.
Biografie warszawskich cyganow wskazuja, ze zwiazek cyganerii z dziennikarstwem
byl niemal reguty. Cytowatam wiele tytutéw pism, z ktorymi wspotpracowali, ktore
zaktadali... Byto tego duzo wiecej. I nic dziwnego: dziennikarstwo jest ,,blisko zy-
cia”, a jego zadaniem jest nie tylko informacja, lecz takze krytyka. A wiec wykrywa-
nie, demaskowanie wszelkich nierzadow, jakich si¢ dopuszczajg ,,porzadni ludzie”.
W tej krytyce dziennikarze bliscy sa cyganom i ruchom kontrkulturowym. Podobna
tez wydaje mi si¢ ich skfonnos$¢ do skandalizowania, co niekoniecznie jest zjawiskiem
negatywnym. Wrecz przeciwnie — czynnik ewolucji widziat w nim w swoim cza-
sie Wactaw Natkowski!''. W wieku XIX prasa nie miata wielkiego wptywu na $wiat,
ale dzi$ nie bez powodu nazywa si¢ jg trzecig wtadzg. Ci cyganie, ktorzy zostawali
»pismakami”, mieli wigc dobra intuicje. ..

Rola prasy w nowoczesnym $wiecie nie jest jednak moim tematem. A jesli cho-
dzi o kontrkultury, chc¢ na zakonczenie dodaé jeszcze jedno: wcale nie uwazam
kontrkultur XIX czy XX wieku za zjawisko jednoznaczne i chwalebnie pozytywne.
Mowitam o nich, cenig¢ je i wydaja mi si¢ wazne, dlatego ze spor, jaki wioda ze ,,$wia-
tem gotowym”, nie jest sporem elit ani profesjonalistow, artystow, filozofow, choé
czerpie z nich inspiracje. Nie jest sporem partii ani zawodowych politykow, cho¢ moze
by¢ przez nich wykorzystany. To jest raczej bardzo osobisty, lecz i do$¢ powszechny,
mocno emocjonalny spor ze §wiatem. Pojawia si¢ w szerokich kregach, powtarza
w rozmaitych postaciach, przezywa go wielu, przynajmniej w epoce mtodosci,
gdy cztowiek moze sobie pozwoli¢ na luksus zastanawiania si¢ nad sensem zycia.

" Por. Wactaw Natkowski, Skandale jako czynniki ewolucji. W: Pisma spoleczne, Warszawa 1951.
Na zjawisko cyganerii mozna by spojrze¢ takze w perspektywie jego pogladow, zwtaszcza
w $wietle artykutu Forpoczty ewolucji psychicznej i troglodyci, ibidem. Wymagatoby to jednak
zestawienia pogladow Natkowskiego ze wspolczesna socjologia i psychologia.
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Streszczenie

Tekst rozwaza kilka interpretacji i ocen zjawiska kontrkultur. Rysuje zwiazki wspotcze-
snych fal kontrkulturowych z XIX-wieczng cyganerig. Wskazuje odmienne inspiracje kontr-
kultur amerykanskich i europejskich. Zawiera szersze omdwienie warszawskiej cyganerii
(1838-1843) dziatajacej w okresie najwigkszego terroru ,,nocy Paskiewiczowskiej”. Charak-
terystyka warszawskiej cyganerii w poréwnaniu z paryska — na zachodzie Europy cyganerie
wigzg si¢ z wizerunkiem zyjacych poza i w opozycji do obyczaju, praw, stylu zycia kultury
panujacej Cyganow-Romow. W Polsce ,,cyganie” wiaza si¢ z wykluczonymi z tej kultury chto-
pami: ,,Judomania” krakowskiej cyganerii, radykalizm spoteczny warszawskiej cyganerii.

Polemizujac z ocenami, ktore odmawiaja kontrkulturom wartosci, tekst podejmuje kwe-
stie: kontrkultury a ruchy polityczne i kontrkultury a awangardy artystyczne. Kontrkultury nie
s dziataniem elit, profesjonalistow, politykow, artystow, cho¢ czerpig inspiracje z kolejnych
krytyk kultury. Wcigz pojawiajace si¢ pod réznymi nazwami ruchy mtodziezowe moga by¢
zwigzane z polityka i sztuka, ale nie mieszczg si¢ w nich. Sg wyrazem do$¢ powszechnego
niepokoju egzystencjalnego i probami odmiennego niz w kulturze panujacej stylu zycia. Moga
wigc wyrasta¢ z romantycznego postulatu ,,odrodzenia wewnetrznego cztowieka”. Postulat ten
pozostal w epoce niedookreslony, silnie emocjonalny, najdobitniej wyraza si¢ w nim negacja.
Postawy buntownicze kolejnych kontrkultur mozna uzna¢ za czynnik dynamizujacy kulture
europejska. Majg one takze druga, ciemng strong — destrukcji i autodestrukcji.
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Summary

This text deliberates a number of interpretations and views concerning the phenomenon
of counterculture. Outlines relations between contemporary countercultural movements and
the XIX" century Bohemianism. Indicates various inspirations that accompanied american and
european countercultures. Contains a wide coverage of the Warsaw boheme (1838—1843) and
its activity during the great terror of “Paskiewicz night”. Identifies elements of Warsaw bohéme
in comparison with bohéme in Paris. In the west of Europe, bohéme has the image of Gypsies,
Bohemians and Romes, who live in opposition to laws, customs, style of life requred in do-
minating culture. In Poland the “gypsies” appear as excluded from official culture peasants
— “folkmania” in Cracow and social radicalism of Warsaw “gypsies”.

Pollemizing with opinions which refuse counterculture appreciation, the above text un-
dertakes questions of counterculture and political movements as well as artistic avant-garde.
Countercultures are not an element of politics, professional art or elite, although they take in-
spiration from succeeding art critiques. Frequently appearing, under various names, youth mo-
vements are often related with politics and art, but not as their element. They are an expression
of a common existential anxiety and are an attempt to lead an unconventional life. Some may
have roots in the romantic “revival of internal life”. Romanticism left this postulate undefined,
strongly emotional, with negation as its main distinction. Rebellious attitudes of following
countercultures can be regarded as a dynamic factor to european culture. There also is another,
dark side — destruction and autodestruction.
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Oswiadczenie dotyczace etyki

Oswiadczenie dotyczace etyki i jej ztamania (przez Redaktorow, Autoréw, Recenzentow)

Ogolne zasady obowiazujace w redakeji ,,Swiata Tekstéw. Rocznika Shipskiego”

« artykuly do kazdego rocznika (oryginalne, samodzielne, nigdzie wczesniej niedrukowane)
Autorzy sktadaja do sekretarza Redakcji w zataczniku mailowym do konca lutego kazde-
go roku (bernadetta.zynis@apsl.edu.pl)

» Recenzenci do konca maja biezacego roku odpowiadaja na przedstawione im do oceny
artykuty, a do konca czerwca Autorzy ustosunkowuja si¢ do recenzji i odsytaja swoje
artykuty poprawione zgodnie z zaleconymi sugestiami i uwagami oraz wskazoéwkami re-
dakcyjnymi (od ztozenia artykutu do jego zrecenzowania mijaja 3 miesigce a do ukazania
— 11 miesigcy)

» kazdy numer wydajemy do konca danego roku

*  wysylamy do Autoréw egzemplarz autorski

* po przyjeciu artykutdw przez Recenzentoéw Wydawnictwo Naukowe AP moze wystawi¢
zaswiadczenie o przyjeciu artykutu do druku

» shuichamy Czytelnikow i Autorow i odpowiadamy na ich potrzeby

» dbamy o wysoka jako$¢ publikacji

* pilnujemy jawnosci, rzetelnosci, odpowiedzialnosci

* dzialamy na rzecz podnoszenia poziomu czasopisma

* zawsze zamieszczamy niezbedne wyjasnienia, poprawki, przeprosiny

* przestrzegamy, by interesy biznesu nie wptywaty na wyniki badan

* informujemy o zewngtrznych zrodtach finansowania publikowanych prac (zapora ghost-
WFiting)

Zasady kontaktow z Autorami

* do kazdego numeru przyjmujemy artykuly sktadane do konca lutego danego roku (wersja
elektroniczna, imi¢ i nazwisko autora, afiliacja)

» doktadne wskazowki i wymagania od Autoréw sa umieszczone w linku na stronie gltow-
nej czasopisma: http://swiattekstow.apsl.edu.pl/ w linku: http://swiattekstow.apsl.edu.pl/
index.php/informacje-dla-autorow

» dbamy o jakos$¢ artykutow, jasno sformutowane cele i standardy publikacji

* redakcja prowadzi wstgpng recenzje artykutow zgodnie z posiadanymi kompetencjami

» zlozone teksty podlegaja dalszemu procesowi recenzji zgodnie z przyjetymi standar-
dami double-blind review process, o czym informujemy doktadnie w osobnej zakladce
(Zasady recenzowania publikacji w ,Swiecie Tekstow. Rocznik Stupski”)

» Autorzy s3g oceniani przez Recenzentéw o innej afiliacji niz afiliacja Autora

» Autorzy dostaja pisemng wersje recenzji eksperckich z uzasadnieniem oceny

* jedna negatywna ocena oznacza odrzucenie artykutu, ktory mozna po poprawkach skiero-
wac do ponownego procesu recenzji do kolejnego numeru rocznika (wéwczas ocenig inni
recenzenci niz za pierwszym razem)

* Autorzy ustosunkowujg si¢ do uwag Recenzentow w druku Ustosunkowanie sie Autora do
opinii szczegolowej Recenzenta

* Autor podpisem potwierdza zapoznanie si¢ z zasadami etyki i jej ztamania na dru-
ku Oswiadczenia Autora

* niespelnienie wymogéw dotyczacych redakeji tekstu moze skutkowac jego nieprzyje-
ciem do druku mimo pozytywnych recenzji, ale po wprowadzonych poprawkach mozna
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Os$wiadczenie dotyczace etyki

skierowa¢ ten sam artykut do druku w tym lub nastgpnym roku — zostanie przyjety bez
powtdrnej procedury recenzji

o wszelkich przejawach nierzetelno$ci naukowej, naruszeniu i famaniu zasad etyki obo-
wigzujacych w nauce bedziemy powiadamia¢ odpowiednie podmioty (instytucje zatrud-
niajgce Autorow, towarzystwa naukowe, stowarzyszenia edytorow naukowych itp.).

Zasady kontaktow z Recenzentami

lista Recenzentéw z biezacego numeru jest drukowana w kazdym numerze rocznika
(nazwiska nie aczg si¢ z recenzowanymi artykutami)

oczekiwania od Recenzentow, zasady recenzji i formularz recenzencki znajdujg si¢ na
gtdwnej stronie czasopisma: http://swiattekstow.apsl.edu.pl/ w linku: http://swiattekstow.
apsl.edu.pl/index.php/zasady-recenzowania

informacje o Recenzentach i recenzowanych Autorach sa kodowane (Autorzy nie znaja
tozsamosci i afiliacji Recenzentow, Recenzenci nie znaja tozsamosci i afiliacji Autorow)
— zasada double-blind review process

Recenzenci zapisujq uwagi ogolne i szczegolowe na zakodowanym i przestanym wraz
z artykutem formularzu, konczqc go deklaracjq o przyjeciu (lub nie) artykutu

w sytuacjach kryzysowych i spornych Recenzenci mogg pozna¢ odpowiedzi Autoréw
z zachowaniem ich anonimowosci

Recenzent potwierdza podpisem zapoznanie si¢ z zasadami etyki i jej ztamania na druku
recenzji
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~Zasady recenzowania publikacji
w ,,Swiecie Tekstow. Roczniku Stupskim”

Kazdy tekst podlega wstepnej ocenie recenzenckiej dokonanej przez Komitet Redakcyjny.
Do oceny publikacji powotywani sa dwaj niezalezni zewnetrzni Recenzenci.

Prace powstate w jezyku obcym sg recenzowane przez dwoch Recenzentow, z ktdrych
jeden jest afiliowany w instytucji zagranicznej, innej niz narodowo$¢ Autora.

Recenzenci nie znajg nazwisk i afiliacji Autoréw (te sag kodowane), Autorzy nie znajg na-
zwisk swoich Recenzentow (zasada double-blind review process).

Recenzja zostaje sformutowana w wersji pisemnej, jest deklaratywna (konczy si¢ wnioskiem
o dopuszczeniu/niedopuszczeniu publikacji do druku).

Formularz recenzji znajduje si¢ na stronie internetowej czasopisma.

Nazwiska Recenzentoéw wspotpracujgcych sg drukowane w kazdym numerze czasopisma.
Czasopismo wprowadza zapore ghostwriting (deklaracji o wkladzie poszczegdlnych Au-
torow w powstanie publikacji — z afiliacja i kontrybucjg oraz o zrodtach finansowania).
O wszelkich przejawach nierzetelno$ci naukowej, naruszeniu i tamaniu zasad etyki obo-
wigzujacych w nauce bedziemy powiadamia¢ odpowiednie podmioty (instytucje zatrud-
niajgce Autorow, towarzystwa naukowe, stowarzyszenia edytorow naukowych itp.).

Wymagania edycyjne dotyczace artykutow sktadanych
do czasopisma ,,Swiat Tekstow. Rocznik Stupski”

Wydawnictwo przyjmuje wylacznie oryginalne prace, dotychczas niepublikowane

1 nieprzeznaczone do publikacji w innych wydawnictwach.

Przyjecie pracy do druku w Wydawnictwie Naukowym AP jest jednoznaczne z przeniesie-

niem przez Autoréw praw do publikacji na Wydawnictwo.

Dokument nalezy zapisa¢ do pliku: *.doc, *.docx.

Przed artykutem podajemy imie, nazwisko oraz afiliacje, nastepnie tytuly w wersjach

polskiej i angielskiej.

Bezposrednio pod tytutem podajemy slowa kluczowe po polsku i po angielsku (key words)

— maksymalnie 5 stow.

Format tekstu

— imi¢ i nazwisko autora (autorow) — Times New Roman, 14 pkt, pogrubienie,

— afiliacja — Times New Roman, 12 pkt, bez pogrubienia,

— tytut opracowania — Times New Roman, 14 pkt, pogrubienie,

— $rodtytuly — Times New Roman, 12 pkt, wyrownanie do lewego marginesu, pogrubie-
nie, bez numeracji,

— tekst podstawowy — Times New Roman, 12 pkt, odstep migdzy wierszami (interlinia)
1,5, marginesy 2,5 cm,

— tekst przypisow rzeczowych — Times New Roman, 10 pkt, odstgp migdzy wierszami
(interlinia) 1,0,

— justowanie tekstu i przypisOw — obustronne (wyréwnanie do prawego i lewego margi-
nesu),

— migdzy akapitami nie dawac¢ dodatkowych pustych akapitow (nie wciska¢ klawisza
Enter),

— nie wlaczac opcji dzielenia wyrazow,

— nie stosowac kropek po tytule,

— spacja po znakach interpunkcyjnych, ale nie przed nimi,

— numeracja stron w prawym dolnym rogu,
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— bez dodatkowego formatowania (prosimy nie stosowa¢ ozdobnej czcionki i koloru in-
nego niz czarny),

— cytaty — do dwdch linijek: czcionka ,,prosta” (podstawowa), w cudzystowie; dtuzsze
cytaty (powyzej trzech linijek): tekst podstawowy (prosty), bez cudzystowu, odstep
mi¢dzy wierszami (interlinia) 1, wielko$¢ czcionki — 10 pkt.

7. Wyrazenia obcojezyczne piszemy kursywa (i w tekscie glownym, i w przypisach).

8. Wyro6znienia fragmentu tekstu—pogrubienie; wyr6znieniaautorskie w cytacie—pogrubienie,
z podaniem w nawiasie kwadratowym inicjatéw autora, np. [pogrubienie B.Z.].

9. Przypisy
— umiesci¢ pod tekstem na dole strony (nazwisko autora poprzedzi¢ inicjalem jego imie-
nia),
— stosowa¢ nomenklatur¢ polska: ibidem, idem, taz, tejze, np. Ibidem, s. 67,
— w przypadku prac juz wezesniej przywotywanych, lecz nie bezposrednio powyzej, sto-
sowac¢ skrot tytutu, czyli np. P. Ricoeur, O sobie samym..., s. 28 (bez skrétu dz. cyt.),
— po kazdym przypisie nalezy postawi¢ kropke.

Wzory przypisow
— dla publikacji zwartej (monografii)
J. Kordys, Kategorie antropologiczne i tozsamos¢ narracyjna. Szkice z pogranicza neu-
rosemiotyki i historii kultury, Krakow 2006, s. 27.

— dla artykulu w pracy zbiorowe;j
M.P. Markowski, Nowoczesnos¢: ciato niedoswiadczone. W: Nowoczesnos¢ jako do-
Swiadczenie, red. R. Nycz, A. Zeidler-Janiszewska, Krakow 2006, s. 75.
M.P. Markowski, Przygoda ciala i znakow. Wprowadzenie do pism Julii Kristevej.
W: J. Kristeva, Czarne stonce. Depresja i melancholia, przet. M.P. Markowski, R. Ry-
zinski, wstep M.P. Markowski, Krakow 2007, s. XLV.

— dla artykulu w czasopismie (tytut czasopisma w cudzystowie, bez kursywy, rok i numer,
strona, jesli jest thumacz, podajemy po przecinku po tytule)
J.P. Markowski, Hermeneutyczne aspekty psychiatrii francuskiej, ,,Psychoterapia” 2002,
nr2,s. 16.

— dla artykutu z internetu (podajemy pelny link do strony, jesli jest autor i tytul — link
poprzedzamy tymi informacjami, po adresic w kwadratowym nawiasie umieszczamy
date dostgpu)

R. Sapenko, Od Obcego do Innego / Vom Fremden zum p_ersen, http://prolibris.net.
pl/index.php?option=com_content&view=article&id=182:0d-obcego-do-innegovom
-fremden-zum-anderen&catid=58:proza&Itemid=73 [14.02.2016].

— tabele, zdjecia i rysunki ponumerowac kolejno w calym artykule i opatrzy¢ odpowied-
nio tytulem 1 numerem (numer i tytul nad tabela, numer i tytut pod rysunkiem, zdjeciem
lub Wykresem) wyrownanymi do lewej strony, ze wskazaniem zrodta wedtug wzoru

przypisu.

10. Bibliografia
— wykaz wykorzystanych zrodet bibliograficznych winien by¢ zamieszczony na koncu
opracowania w porzadku alfabetycznym (Bibliografia),
— inicjat imienia (imion) podajemy po nazwisku autora,
— podajemy wylacznie literaturg przywotang w tekscie glownym lub przypisach.

Wzory zrédet bibliograficznych
— dla publikacji zwartej (monografii)
Pawliszyn W., Do czego zobowiqzuje filozofowanie?, Gdansk 2006.
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11.

12.

— dla pracy zbiorowej (jesli redaktorow jest wigcej niz trzech, podajemy nazwisko pierw-
szego zapisanego na stronie tytutowej z dopiskiem ,,i in.”)
Filozofia egzystencji, red. L. Kotakowski, K. Pomian, Warszawa 1965.

— dla artykulow w pracy zbiorowe;j
Grzegorek A., Jak mowienie zmienia myslenie. W: Zmiana osobowosci. Wybrane zagad-
nienia, red. A. Niedzwienska, Krakow 2005.

— dla artykulu w czasopi$mie
Pajor K., Psychologia intuicyjnego poznania, ,,ALBO albo. Problemy Psychologii
i Kultury” 2004, nr 4.

— dla opracowan w Internecie (w miar¢ mozliwos$ci: inicjat imienia i nazwisko auto-
ra lub dane o instytucji czy gospodarzu strony, tytut opracowania oraz data dostgpu)
GUS, Stan struktury terytorialnej za 2005 r., http://www.stat.gov.pl/dane_spolgosp/lud-
nosc/stan_struk _teryt/2005/30_06/Tablica 5.xlsn [20.05.2008].

— dlaelektronicznych wydawnictw zwartych —ksigzka w Internecie lub na CD (inicjal imie-
nia i nazwisko autora, tytul, oznaczenie nos$nika, miejsce i data wydania, adres, pod kto-
rym mozna znalezc¢ t¢ pozycj¢ w Internecie, oraz data dostgpu w nawiasie kwadratowym)
Zajac M., Metodyczne aspekty projektowania kursow online. W: Rozwdj e-edukacji
w ekonomicznym szkolnictwie wyzszym, red. M. Dabrowski, M. Zajac, Warszawa 2005,
http://www.e-edukacja.net/druga/e-edukacja.pdf [20.05.2005].

— dla artykulu w czasopi$mie internetowym
Litawa A., Motywy uczestnictwa nauczycieli w ksztalceniu ustawicznym, ,.e-men-
tor” 2008, nr 2, http://www.e-mentor.edu.pl/artykul v2.php?numer=24&id=540
[20.04.2008].

Na koncu artykutu podajemy streszczenie po angielsku (summary) — w objetosci do pot
strony tekstu.

Artykut konczymy krotkim biogramem (do 500 znakéw ze spacjami) i podaniem adresu
internetowego (e-mail).



