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Edyta Chlebowska
Editor’s Notes

The articles collected in this publication were written over a span of almost a cen-
tury. Some of them were published prior to the publication of eight out of the 18
volumes critically edited by Sawicki, as well as the complete edition of the poet’s
Pisma wszystkie edited by Gomulicki. Up until the 1970s, researchers were using
many different editions. If this status quo were continued, we would be dealing
with chaotic textual criticism. Given this situation, the decision was made, for
the sake of the contemporary readers’ (especially foreign readers’) convenience,
to allow for bibliographical anachronism, in compliance with the binding rules of
scholarly critical editing adopted by Norwidology. Thus the quotations have been
adjusted — wherever it was possible — and based on the critical edition of Dziefa
wszystkie prepared by the team led by Stefan Sawicki: Cyprian Norwid, Dzieta
wszystkie, Vol. I1I: Poematy 1, ed. Stefan Sawicki, Adam Cedro (Lublin: TN KUL,
2009); Vol. IV: Poematy 2, eds. Stefan Sawicki, Piotr Chlebowski (Lublin: TN
KUL, 2011); Vol. V: Dramaty 1, ed. Julian Maslanka (Lublin: TN KUL, 2015);
Vol. VI: Dramaty 2, ed. Julian Maslanka (Lublin: TN KUL, 2014); Vol. VII: Proza
1, ed. Roscistaw Skret (Lublin: TN KUL, 2007); Vol. X: Listy 1: 1839-1854,
ed. Jadwiga Rudnicka (Lublin: TN KUL, 2008); Vol. XI: Listy 2: 1855-1861,
ed. Jadwiga Rudnicka (Lublin: TN KUL, 2016); Vol. XII: Listy 3: 1862-1866,
ed. Jadwiga Rudnicka, Elzbieta Lijewska (Lublin: TN KUL, 2019) (hereinafter
referred to as DW, a Roman numeral indicating the volume, and an Arabic one -
the page). In other cases, Norwid’s texts have been cited according to: Cyprian
Norwid, Pisma wszystkie, zebral, tekst ustalil, wstepem i uwagami krytycznymi
opatrzyl J.W. Gomulicki [Pisma wszystkie, collected, compiled, introduced and
critically annotated by J. W. Gomulicki], Vols. I-XI (Warszawa: Panstwowy
Instytut Wydawniczy, 1971-1976) (hereinafter referred to as PWsz, a Roman
numeral indicating the volume, an Arabic one the page). This decision, moti-
vated by the present editorial status of Norwid’s literature, involves discrepancies
in the graphic conventions used; particularly in the case of Norwidian emphases,
which in PWsz were rendered in the form of so-called spaced out print while in
DW - with the use of italics.

The bibliographic records and notes have been unified in order to produce
a synthetic entirety with a coherent and logical message. Concerning Norwid’s
texts cited in the articles, beside the original (Polish) version, the philological
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English translations have also been given, their boundaries clearly marked by
square brackets. Sometimes the existing translations of Norwid’s poems into the
English language were quoted. In such cases, the source of the translation has
been indicated in a footnote. Additionally, the volume has been provided with
indexes of the names and titles of Norwid’s texts. It was also considered appro-
priate to list the sources of the printed texts.



Tadeusz Makowiecki

Promethidion

Abstract: The paper presents an interpretation of Promethidion, the first longer work that
marked Norwid’s programme and poetic uniqueness. The content of this piece is diversi-
fied; apart from basic elements, such as two versified dialogues and an epilogue in prose,
it is notable because of various mottos, a poetic dedication, a poetic introduction, an
introduction in prose, and finally footnotes. According to the eponymous declarations,
the first dialogue, Bogumit, is to be devoted to the content, namely goodness. The second
dialogue, Wiestaw, to form, that is beauty. The third, with the light of truth, binding the
three dialogues together as a whole. In fact, both versified dialogues deal with this classic
triad: goodness — beauty — truth. Over half of Bogumil’s dialogue is devoted to the apothe-
osis of love, while the rest of the monologue is composed of verses praising work and related
concepts such as, practicality, activity, execution, embodiment, and performance. Norwid
claims that beauty comes from love or work; beauty (art) calls for awe, motivates man to
work, to execute love in the real world, and to be resurrected. In the second dialogue, the
anticipated concept of goodness does not appear even once. Truth is frequently discussed,
although it has various properties, from approaches that are from a logical nature to onto-
logical, or even metaphysical. It may be said that Promethidion discusses five concepts: art,
love, work, conscience, and continuity. This piece is not a philosophical treaty in the form
of Platonic dialogues, but a literary work, distanced from any grand Romantic concepts
and displaying original composition and style properties.

Keywords: Cyprian Norwid, Promethidion, dialogue, Platonic dialogue, Platonic triad,
goodness, beauty, truth

I.

The author of Promethidion is the most common and, admittedly, a highly proper
designation used to refer to Norwid. Promethidion is perhaps not his most per-
fect work, neither his greatest, nor the most original, but it is certainly Norwid’s
first major creative work. This work, the one that distinguished the poet from
other creative writers by turning him into a literary name and... providing a
pseudonym. Moreover, this work indeed contains and expresses numerous key
features of Norwid’s creative persona which in other works was often developed
more strongly but rather unilaterally. Finally, it contains many new and innova-
tive ideas in Polish literature presented in a lapidary form, which makes it possible
to memorise them. Consequently, it is not surprising that this particular work
gained the greatest fame, readership, and scholarly investigation. Promethidion’s
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recognition may be measured by the largest number of printed issues and the lar-
gest number of research projects either written as separate studies, or individual
chapters in more general reviews on Norwid’s writings.

Nevertheless, there are many concepts in Promethidion that are still not suffi-
ciently explored. Most scholars have been devoted to commenting on Norwid’s
views embedded in this work and trying to arrange his poetic statements into a
relatively consistent system of judgments which would reflect the entirety of the
poet’s aesthetic, philosophical and social beliefs and convictions. Although many
are highly insightful, these works outlined Norwid’s views accurately yet mostly
unilaterally; they highlighted the aesthetic, religious-philosophical or social
assumptions, trying to fully explain them all by using only several of his views.

Apart from this main and most important group of publications, other studies
were supplementary or (those that were more extensive and devoted to other is-
sues), by necessity, only briefly mentioned the ideas presented in Promethidion.
Some showcased the relationship between the views presented around the
time of writing Promethidion as well as earlier or later works by Norwid, while
others tried to pinpoint foreign influences (Plato and Platonists, German ide-
alistic philosophy, the Bible, French social utopists, etc.). Finally, there were
those that showed the innovative nature of the poet’s theories against related
later theoreticians in Poland and abroad. The studies of strictly literary issues,
literary properties, and values of this work were marginalised; if mentioned,
these publications were always discussed from a general standpoint and reluc-
tantly in almost all instances. However, it is becoming more typical that the ideas
in Promethidion are being met with approval and frequently with the greatest
enthusiasm.

As the studies of interpreting and systematising the poet’s views have greatly
advanced our understanding of Promethidion, we shall skip the issues such as, for
example, the relationship between art and work, the connections among various
arts, their ties with craftsmanship, criticism of imitation, recognition of the great
value of the form-letter, and the project of extending the scope of exhibitions,
etc. This article will move on to typical literary issues to hopefully shed more
light on the research of Norwid’s views.

Let us begin with the most superficial and simple matters, namely the arrange-
ment of the parts of Promethidion. The title with a subtitle and a motto by Pliny
chosen by the poet are followed by a poetic dedication (to Lubienski); next, again
with a motto, comes as a poetic introduction (“Witajcie anieli pokornej pracy”
[Welcome, angels of humble work]); after that, there is one more introduction,
in prose (Do Czytelnika), and only after them, the first dialogue Bogumit (with
a motto), the second dialogue Wiestaw (also with a motto); finally, we arrive at
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an epilogue in prose, singular, but composed of twenty fragments. Once sev-
eral footnotes (some a half-page in length) are taken into account, we may fully
observe the inner diversity of the work. It is even more impressive as the entire
publication is only forty pages long and prose constantly intertwine with verses,
and dialogues with monologues.

There may be various reasons for such a diversified layout of the work. One
of them may be the author’s careless haste when of gluing together distinct small
units to form a single publication. Another reason might lie in the slow pro-
gression of the work, as it was being written for several years and under various
circumstances and published later, without changes and deletions out of respect
towards the organic development of the entire creation. There is, in all likelihood,
that the poet chose two out of dozens of dialogues written between 1847 and
1851, added introductions, footnotes, and an epilogue at the end, thus creating
the whole work. Whichever perspective is chosen for the time preceding the
publication of Promethidion, the fact remains that, while preparing the work for
printing, the poet selected some elements from his personal portfolio, omitted
others (numerous dialogues were written in that period), arranged them in a
specific and predetermined order, and added introductions, mottos, footnotes,
and dedications; in short, he somehow managed to compose his publication.
Still, the same question remains: what are the notable compositional features of
the work in the form it was originally printed?

They seem to correspond with a certain characteristic of Norwid’s style which
transpires in many of his literary works and is extremely important and emblem-
atic to this poet. It consists of coating the heart of a certain matter (an image, a
word, a gesture) with rich pulp (descriptions, considerations, side notes, etc.) and
husks through which you have to break and bite off before you get to the proper
hidden seed, usually simple and mature. It must be noted that this compositional
method has nothing to do with the pursuit of an impressive denouement, if only
for the straightforward reason that Norwid’s seed is far from glamourous and
unique, it is almost always plain and simple.

Furthermore, it is not tied to the method of using other literary resources,
such as the attitude frequently employed by some authors who deliberately accu-
mulate motifs and situations to stimulate the curiosity of the reader or listener,
to enrich, or to “sensationalise” the simple and uncomplicated content. No,
Norwid’s works belong to a completely different compositional type.

Let us use some analogies. Musical instruments that rely on the sound of strings
must have resonant chambers, whether they are bodies of violins or cellos or
those of pianos. They do not need echo-related arrangements that are essential for
flutes or clarinets. Certain writers create similarly resonant chambers within their
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works. Joseph Conrad is one of the most recently famous writers in this category.
His intricate compositions, moving the action several years back, introductions,
episodes, numerous descriptions, etc., create a great acoustic background onto
which the author then throws a short song that roars and vibrates with all the
richness of tones that were accumulated beforehand. Norwid composed in a sim-
ilar manner. Of course, the similarity only pertains to the fact that he also creates
great acoustic interiors in his works, as Norwid’s songs are completely different
and the resonant components are dissimilar and otherwise arranged. The works
of those two writers resemble each other only in the manner of extracting all
sounds of a specific note thanks to the previously built-in echo arrangements.

To move from metaphors to concrete information, let us consider, for example,
how many tones the poet utilises in the “Fortepian Szopena” [Chopin’s Grand Piano];
how he shifts from caressing the keys of the goldbee song to the vision of the Cossacks
charging, so that the last words may resonate with a lot of giggling sounds: “Ideat -
siegnal bruku - -” (PWsz 11,147) [The Ideal - has reached the street — —]." It is the
manner Norwid mostly arranges his lyrical prose or dramatic works — not focusing
on the action, plot and descriptions as his main creative highlight. Especially in his
later works, from Quidam to [Cleopatra and Caesar], he finds extraordinary depth
in every tone and semitone, every word and manner of pronouncing it, every act and
gesture through the concealments accumulated beforehand.

Promethidion belongs to the first, yet already mature period, of Norwid’s
creativity. The question arises: if and how was the poet building his system
of resonances in this particular work? It seems that Promethidion belongs to
Norwid’s first original and distinctive compositions also in this respect.

II.

The first group of elements preceding and preparing the resonant background in
Promethidion is themed. The poet states several times in the poetic introduction
as well as later in the prosaic one that “do sztuki powraca jak do matki” [returns
to art as if to the mother], or that both dialogues are about the appreciation of
what is called art. The first dialogue begins with the words: “Taka rozmowa byta
o Chopinie / (Ktdry naczelnym u nas jest artysta):” (DW IV, 99) [And they talked
about Chopin again, / - — Our foremost artist, you know],> and then presents the

1 Trans. Danuta Borchardt in collaboration with Agata Brajerska-Mazur, in: Cyprian
Norwid, Poems (New York: Archipelago Books, 2011), p. 77.

2 Trans. Jerzy Peterkiewicz and Burns Singer, Five Centuries of Polish Poetry,
(London: Secker & Warburg, 1960), p. 78.
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dispute between the assembled (about music, beauty, order) on the next several
pages; finally, after discussing these related issues, he lets Bogumit speak about art.

The large number of allusions to the main theme is a frequent tendency in
various literary works. Although, of course, there are writers moving directly
ad rem, or even beginning as if halfway through the main plot, only gradually
passing through the hints in the text to reconstruct the introductory parts that
were not stated out loud before. Therefore, concluding that Norwid belongs to
the first type of writers who foreshadow the main theme of their work in advance
is not an entirely trivial assumption.

More important, however, is the second resonant group. The very title
serves as an opening. The word Promethidion is dignified, mysterious and
serious, portends momentous and rather difficult content, and prepares what
is needed - the tone. The same task is even more prominently performed by
the dedication to Lubienski: “Tobie — Umarly, te poswiecam piesni” (DW IV,
94) [To you - Deceased, I devote my songs]. These words intend to, apart from
the tribute to a friend, instil the belief in us of the deepest earnestness of the text
that follows. It is not governed by even the most sublime whims of imagination,
but by the truth and sincerity of intentions under the patronage of the spirit of
the deceased. Calling him as if a witness to the stand evidences the validity of
the raised issues:

Bo ciert gdy schyla si¢ nad pargaminem,
To prawde czyta, o podstepach nie $ni...
(DW 1V, 94)

[For the shadow, when it leans over the parchments
Reads the truth, does not dream about deception...]

The introduction has a similar tone: “Witajcie, Anieli / Pokornej pracy” (DW IV,
95) [Welcome, Angels / of humble work]. The remarks in the preface written in
proseaim at the same goal using slightly different means: “W dialogach podobnych
najwazniejsze dla ludzkoséci pytania rozstrzygaly si¢” (DW IV, 97) [The most
important questions for humanity were settled in similar dialogues]. The poet
suggests, as if in passing, the formal affinity of his work with Platos dialogues,
where the most important issues were resolved “as well,” thus suggesting the
importance of the issues Norwid raised. Finally, the introduction ends with the
poet’s remark that his deliberations are aimed at wisdom “ktéra tak od bojazni
w Bogu zaczynajac, koficzy na wolnosci w Bogu, / musi sobie krzyzem, to jest
bolesnym bojowaniem, droge pierwej otwiera¢” (DW 1V, 98) [which begins with
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the fear of God, ends with freedom in God - it needs to use the cross, meaning the
painful fight, to open the path first]. It is done without explicitly calling out the
name of God, after all, the poet uses words and notions that denote the highest
emotional eminence. The author seems to be putting priestly robes onto his work
before entrusting it with an important text to be read.

The dialogue itself begins with sociable small talk about Chopin, art, and
beauty. From those discussions, jumping from one topic to another, going
around in circles, and repeating the same common beliefs, one thing becomes
apparent: the understanding of how very difficult the main problem is. This is
their compositional role in the resonant series, intended to prepare the listener
to comprehend the entire load content of the poet’s claims that will soon be re-
vealed. One of the participants suddenly interrupts the dispute:

— Przestanmy! cyt... uciszcie si¢, moi kochani -
Wrhadystaw wotal - wkréotce Bogumit zaspiewa. ..

(DW 1V, 105)

[~ Let us stop! hush... be quiet, my beloved -
Wiadystaw called - soon Bogumit will sing...]

(Somewhat similarly to Dziady [Forefather’s Eve], where Felix silences the fellow
prisoners in the Philomates’ cell and prepares the listeners for Konrad’s song.)
And Bogumil® starts his great monologue, or rather his improvisation, and
moves directly to the central point; but, which is highly illustrious, he does not
formulate any judgements in his name, as if his own words are not yet important
enough. In the 6-verse invocation, the poet inserts a resonant lens once again:

- Spytam sie tedy wiecznego-cztowieka,
Spytam sie dziejow o spowiedz pieknosci;

“Céz wiesz o pigknem?”
(DW 1V, 105)

[~ I shall ask then the eternal — man,
I shall ask history for a confession of beauty:

“What do you know of beauty?”...]

*  The name Bogu-mit [found pleasant by God] is, of course, deliberately chosen as the
main defender of Norwid’s theses, just as Wie-staw [praising wisdom] in the next dia-
logue dedicated to knowledge.
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And only then, after nearly ten pages of the most diverse yet always indirect ways
of preparing the recipient, does the poet consider the moment to be ripe enough
so that three ordinary words, which he puts in a short sentence, may be heard
with full power: “ksztattem jest Mitosci” [is the shape of Love]. After this lapi-
dary statement, the poet formulates a long sentence full of enumerations as if he
was trying to make up for the previous laconic claim.

Similar poetic resonance means are used by the poet over a dozen verses
further in the poem when he defines another concept foundational in his
views: work. He again turns to the eternal man in a longer apostrophe, again
citing the man’s words instead of his own, after enumerating several words from
the realm of the “sublime” (God, sin, beauty, conscience) gives a short summary
of what work is, etc. The poet assumed an analogous stance also in the second
dialogue, Wiestaw.

The enumeration and full inventory of this type of poetic means is not the
purpose of the current elaboration; a general characterisation will suffice at the
moment. It is important to pay attention to the third group of “poetic amplifiers,”
which consists of two types: one includes numerous mottos, the other, even
more abundant footnotes (in Promethidion, there are four mottos and eighteen
footnotes across nearly forty standard pages of text).

The mottos set the emotional tone for the larger parts of the text and create
their atmosphere. For example, it is enough to quote two to comprehend their
role: “Morituri te salutant, Veritas” and “Nie za sobg z krzyzem Zbawiciela,
ale za Zbawicielem z krzyzem swoim” (DW IV, 98, 99) [Not after oneself with
the Saviour’s cross, but after the Saviour with ones own cross]. Moreover, this
“resonant” or “overtural” role of each motto in general is widely recognised; it
is only advisable to point out here that Norwid is one of those writers that uti-
lise them very often. The type of footnotes used by Norwid is more important.
They refer to smaller fragments of text but perform a motto-like role for them.
They are not of objective-informative nature, as in the predominant group of
authors, but rather subjective, often with strong emotional hues, digressive
remarks, and frequently of polemical character. For example, to the words
of the Count in the first dialogue, “Niech zatem kazdy rzeczy swej pilnuje”
(DW 1V, 105) [Each shall care for their own thing], Norwid adds a footnote
saying: “Nie rzeczy swej, ale krzyza swego, to jest rzeczy pospolitej — tak z
chrystianizmem ... nauczaliby Hrabie ... Ojcowie spod Wiednia” (DW 1V,
105) [Not their own thing, but their cross, which is the res publica - in this
Christian way ... the Count would be taught ... by the Fathers from Vienna].
It is a typical footnote used by Norwid.
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Another frequent element in the poet’s footnotes are “personal” remarks
written in the first person e.g. “zwracam uwage” [I draw attention], “dtugo, dtugo
myslalem i szukalem, az przekonatem si¢” [I have thought and searched for a
long, long time until I became convinced], “autor wyktadat to juz” [the author
has explained it already], “te my$l w zarysie naprzéd rzucam” [I signal the sketch
of this thought in advance], “ze tu wspomne Tadeusza Brodowskiego” [let me
mention Tadeusz Brodowski here], “jaka ogromna szkoda!” [such a great pity!],
“nie radbym przechodzi¢ granic laikowi zastrzezonych, wszakze” [I would not
want to cross the boundaries for laymen, but...].

Almost all the footnotes in Promethidion refer to the text of both versed
dialogues (Bogumit and Wiestaw), not to the author’s introductory or epilogue
elaborations, which are written in prose, in the first person, and contain many
personal remarks. Apparently, the footnotes for the latter were less necessary.
When it comes to the text of the dialogues, already objectified through the very
form and given as statements of someone else, the footnotes emotionally bring
them closer to the reader. The author’s constant and highly personal remarks in
the frequent digressive footnotes undermine the distance from the views given by
the characters in the dialogues, views as if only cited by the writer. Conveying the
author’s close, vivid association with the judgements, only supposedly reported,
is the main compositional task of these footnotes. Of course, the footnotes also
perform other, more proper tasks, and above all provide information; Norwid
is particularly eager to explain certain words with their etymological analyses
(usually remarkable).

The fourth group of resonant elements is very characteristic of Norwid’s work.
In the text, there is a number of words graphically highlighted by using italics or
spaced-out print. Seemingly, these are completely superficial features. But first
of all, they were not even roughly applied to such an extent by any other Polish
writer contemporary to the poet. Norwid introduced them in such quantities for
the first time; sometimes, 20 or 30 words are highlighted in this way on a single
printed page. Furthermore, these graphic features are by no means only orna-
mentation, similar to interjections, initials or mixing letters in different fonts
in some bibliophile publications. No. They are associated with the content in
the closest way; the poet uses them, not only in prints, but also in letters or lit-
erary notes. They are purely resonant in nature; their task is to ensure that cer-
tain words or sentences sound stronger and more clearly when reading aloud,
and if the text is read silently, this accent distinguishes them from the flow of
sentences. Not belonging to the innately literary components but to the external,
semi-technical elements of the work, together with the more obviously literary
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elements, they co-shape the group of resonant motifs which Norwid surrounds
the essential content of his work.

Using Promethidion as an example, which belongs to the poet’s early larger
works, the compositional distinctiveness of resonant motifs is noticeable, as usual
in early works with particular clarity, even glaring. In his later works, Norwid
embedded those elements into the main flow of his text more harmoniously and,
consequently, made them less graspable. Therefore, knowing Promethidion from
this perspective may grant us insight into the very specific and individual com-
positional properties of Norwid’s works in general.

We see, furthermore, that the variety emphasised at the beginning and so evi-
dent in the structure of Promethidion is not a random patchwork, but a structural
diversity where specific elements, such as introductions, mottos, footnotes, and
accents, etc., perform different functions. The diversity here is surely one thing,
differentiation. Certain elements alert the reader in advance, drawing attention
to some elements of the text, other elements do the same “bottom-up,” so through
footnotes, and there are those that set the “tone” for some of the longer passages;
graphic resources additionally highlight the more important places. Further, we
may find verses intermixed with prose, and monologues with dialogues, and
all of those, with digressions from the author; finally, after lapidary sentences
with strictly intellectual judgements, voluminous emotional-mood elements are
inserted so everything introduces a certain uneasiness and vibrancy to the main
flow of the piece and is full of unexpected twists and shifts of viewpoints. This
engaging the reader into the problems discussed in the work and making the
reader constantly vigilant and collaborative becomes an increasingly important
trait of Norwid’s writing. As we see here, Promethidion is a symptomatic piece.
And this restless diversity is especially typical for Norwid’s works written in the
period between 1848 and 1865, when, apart from Promethidion, he also wrote
Zwolon, Krakus, Wanda, Tyrtej [Tyrtaeus] and Za kulisami [Backstage], and
some poems: above all “Chopin’s Grand Piano” and the Vade-mecum series. The
later pieces gained more and more features of monumental works.

Finally, the last consideration raises two more comments. Capturing and
distinguishing in a literary work all of the elements that make up a system of
acoustic amplification, equivalent to acoustic chambers, allows the reader to
better capture and extract the essential elements, the ones that perform the same
role as strings in an instrument. At this point, we shall move on to those proper
literary strings of Promethidion. However, we first have to consider the second
remark arising from previous considerations which states the following: reso-
nant factors do not always have to amplify the core melody. Sometimes, as a
result of a not particularly agreeable setting, they can suppress certain notes and
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drown out others, deforming the melody itself to a certain extent. It is necessary
to always investigate what the main melody is, one devoid of the background. It
seems that Promethidion shifts this right course, although only partly, because of
the excess of certain elements.

Let us take a look at one more foreshadowing element of the system. The
most dangerous passages of any form of author’s introductions are constantly
those which the author tries to summarise the content of his literary work. For
the content of a literary work is expressed through its form and any attempts to
translate the verses into the language of prose are highly dangerous; this seems to
happen in Promethidion as well. In the preface To the Reader, the poet wrote: “W
dialogu pierwszym idzie o forme, to jest Pigkno. W drugim o tres¢, to jest o Dobro
i o $wiatlo$¢ obu, Prawde” (DW 1V, 97) [In the first dialogue, it is about the form,
that is Beauty. In the second one, it is about the content, that is Goodness and the
light of both, the Truth]. Judging from such foreshadowing, it is possible to as-
sume that the topic of consideration in both dialogues would be to set the inter-
relation between the three classical and basic philosophical concepts: goodness,
beauty, and truth. Norwid devoted two dialogues to these three concepts. The
first one is to discuss the form, beauty; the second one is to focus on the content,
goodness, and the truth performs the role of a mysterious connector that binds
the content with the form. Already at first glance, the layout of the dialogues may
seem unclear. This ambiguity will only expand when we examine the subtitles.
Dialogue I is provided with the subtitle: “rzecz o sztuce i stanowisku sztuki. JAKO
FORMA” (DW 1V, 99) [On Art and the Standpoint of Art. AS A FORM]. So, we
observe something similar to an internal shift, instead of beauty, there is art, a
concept that is close and yet very different. In the second dialogue, which was
supposed to focus on goodness (in the light of the preface), a total surprise awaits
the reader. The explanation under the title foreshadows: “rzecz o prawdzie, jej
promieniach i duchu” (DW IV, 119) [On Truth, its Rays and Spirit]. The problem
of goodness is not present in the subtitles of both dialogues at all.

Another phrase is found in fragment IV from the Epilogue where Norwid
states that art will develop “przez pojecia nieco sumienniejsze o formie zycia (a
wiec nie o formie “w ogdle” [remark by T.M.]), to jest o kierunku pieknego, i o
tresci Zycia, to jest o kierunku dobra i prawdy” (DW 1V, 133) [through concepts
more meticulous about the form of life (so not form as such [remark by T.M.]),
that is on the course of beautiful and the content of life, meaning the course of
goodness and truth]. Here the word “kierunek” [course] means, it is hard to
comprehend properly.

Of course, demanding from any poet the precision of wording typical to a
logistics specialist would only be a sign of pedantry. But it should also be noted
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that the cited sentences are found within the prosaic, not the poetic parts of
the piece; moreover, they foreshadow the main subject matter of the work.
Therefore, let us turn off the megaphones of various signs for now, full of internal
contradictions as it may be noticed and, forgetting about what is supposed to
be in the dialogues, move on to what is actually there. At the same time, let us
remember that the dialogue parts are only the frame and introduction to the
great monologues, Bogumif and Wiestaw.

III.

Bogumil, as it is known, begins his speech with the definition of Beauty; it is
“ksztaltem milo$ci” [shape of love]. The very same phrase (“ksztaltem milosci
piekno jest” [the shape of love is beauty]) begins the next passage of the mono-
logue. After this part the paragraph ends with the sentence: “I tak si¢ §piewa ona
piesni miloéci dawna” (DW 1V, 107) [and so this ancient song of love is sung].
Further, longer batches of poems devoted to the concept of work are found; after
those, often without direct relation to the concept of beauty, the theme of love
returns.

“Kto kocha - widzie¢ chce cho¢ cien postaci” (DW 1V, 110) [Who loves -
wants to see a mere shadow of the silhouette] these words open a 19-verse mono-
logue passage, followed by a fragment beginning with the words: “Kto kocha,
widzie¢ chce cho¢ cien obrazu” (DW IV, 111) [Who loves wants to see at least the
object’s shadow’]; the next ones begin similarly: “Bo Milto$¢ strachu nie zna” [For
Love knows no fear], “I wszelka inna Milo$¢ bez wcielenia” [And all other Love
without incarnation], “O! Grecjo - ciebie ze kochano, widz¢” (DW IV, 111) [Oh!
Greece - I see that you were loved], “O! Rzymie - ciebie ze kiedys$ kochano” (DW
IV, 112) [Oh! Rome - you were once loved]. Next comes a paragraph the cen-
tral moment of which are the returning words again: “~ Kto kocha, widzie¢ chce
oczyma w oczy” (DW IV, 112) [- Who loves wants to look in the eyes], and the
next fragment ends with the line: “Ze to Mitosci balsam braz ten zlepit” (DW 1V,
115) [That the Love’s balm glued together this bronze].

More than half of poems in Bogumil’s great monologue are devoted to the
apotheosis of love. The rest of the monologue is almost entirely made of verses
that worship work and concepts related to it, so practicality, action, realisation,
incarnation, and performance. These verses start with the definition of work,

3 Translation Jerzy Laskowski, in: Adam Czerniawski, Jerzy A. Laskowski, Reuel Wilson,
Polish Poetry Supplement, No. 7, “Oficyna Poetéw,” No. 2 (29), London, May 1973,
p- 13.
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given by the poet in a manner as solemn as in the case of beauty. After this,
several passages of the text directly following the definition of work and fur-
ther — after the apotheosis of love — a few more full passages are devoted to the
apotheosis of work. Again, it is possible to enumerate a long series of sentences
which would either begin or finish a longer paragraph of text devoted to this
issue: “w ziemie jak sie piesn przelewa, / ..., ilem jest praktykiem, / Opowiem”
(DW 1V, 107) [how into the ground the song is poured, /..., as I am a practi-
tioner, / I will tell], “praca, by si¢ zmartwychwstalo” (DW IV, 108) [work so that
one is resurrected], “I stad najwigkszy prosty lud poeta” (DW IV, 109) [Hence
the simple folk are the greatests poets], “Pies# a praktycznosé - jedno, zargczone”
(DW 1V, 109) [Song and practicality — one, bethroted], “[sztuka], jako chorggiew
na prac ludzkich wiezy” (DW 1V, 116) [(art), as a banner on the tower of human
work], “Pomiedzy tymi praca si¢ stopniuje” (DW IV, 117) [Among them work
graduates], “Az sie i trudéw trud wreszcie” [Until the hardship of hardships].
Also, many passages that praise love are combined closely with the celebration
of its realisation, e.g. “I wszelka inna Milo$¢ bez wcielenia / Jest upiorowym
mysleniem myslenia” (DW IV, 111) [And any other Love without incarnation
/ Is the ghastly thinking of thinking], etc. It is possible to notice that the subject
matter of many of these paragraphs is the same.

In general, it may be concluded that in this monologue Norwid often uses
the concepts of “art” and “beauty,” without distinguishing between them and
that he further sees beauty (art) from two standpoints. At one moment he raises
them out of love, where beauty is supposed to be its shape or, more precisely, its
expression; and love, in a way, conditions beauty as its predecessor. The second
definition of beauty is laid out by the poet using the concept of work. The work
is, in a way, beauty’s successor; beauty (art) delights, inspires a person to work
to realise the love in the real world until the moment of resurrection. And the
supreme goal of a person is to raise from the dead, stop being a lifeless, passive
pawn in the games of fate, and to become aware, as Norwid says elsewhere, the
“zwolony” [being freed from captivity because of agreeing with God’s will] co-
creator of reality. With only these two concepts, love and work, Norwid uses the
words of Bogumil to determine another, the concept of beauty (or art); any other
terms that appear in this dialogue are of tertiary importance. Especially “truth” is
nearly marginal with the “goodness” being mentioned only once in passing when
the poet says that “dobro ... na wygodno ... zdrobnieje” (DW IV, 108) [goodness
... because of comfort ... diminishes].

By placing both concepts (love and work) in solemn and foundational
definitions of beauty, and by dedicating the vast majority of the poems of the
monologue to those concepts, Norwid disclosed the proper content of the first



Promethidion 23

dialogue. Even more so if we consider the poet’s idea that love in people or peoples
is a mere glare, a shadow of eternal, divine love; that in work, the realisation, he
sees the only way to rise from the dead and believes that it is the essential “zguby
szukaniem” [searching for the loss]. Thus, Norwid singled out both concepts.

In the second dialogue, Wiestaw, the concept of Goodness, to which the entire
dialogue was supposed to be devoted, does not appear even once. The Truth
is mentioned many times indeed, but, as mentioned, the meaning of the word
differs. It is used in a logical sense, as an indication of the correctness of certain
truths being derived from others; it is also used in a rather ontological sense, as
the suitability of some theses formulated verbally with the external reality, as well
as in a metaphysical sense, as the existence of eternal truths, etc.

It is important that Wiestaw’s first words are: “co opinii gtosem si¢ nazywa,
to jest ... c6z” (DW 1V, 119) [what is called the voice of an opinion is ... well];
they take the form of a question formulated similarly to that in the first dialogue
where the poet defines the concepts of beauty and love of work. In further parts
of his monologue, Wiestaw again and again formulates opinions: “Owoz — opinii
jeszcze onej cieniem / Jest” (DW IV, 122) [That — a shadow of that opinion / Is]; “Bo
ona — glosem Ludu! — glosem Boga” (DW 1V, 122) [For it is the voice of the People! -
voice of God]; “Opinio! ojczyzn ojczyzno” (DW 1V, 123) [Opinion! homeland of
homelands]; “Glos czego$. .. nie wiem. .. glos jakiej$ Opinii” (DW 1V, 127) [A voice
of something... I do not know... a voice of an Opinion]; “O Polsko! ... tys corg
opinii, | Tys glosem, ktory jest to - co gtos Boga” (DW 1V, 126, 127) [Oh, Poland! ...
you are the daughter of opinion | The voice that is — what is the voice of God.].

Further, a number of ideas emerge so that the poet may juxtapose them with
an “opinion” and use them to replace it as they are its closest and appropriate
equivalents. They are: “Glos ludu - glos Boga” [Voice of the people — voice of
God], “wotanie na puszczy” [calling in the woods], “proroctwo” [prophecy],
“przenajswietsze narodu sumienie” [the most sacred conscience of the nation]
and frequently — “prawda” [truth]. Norwid constantly substitutes beauty and
art in the first dialogue, while in the second one, he insufficiently differentiates
between “truth,” “opinion,” and “conscience” Their interchangeable use, as they
are seen as notions closest to one another, is possible only thanks to the peculiar
way the poet understands these words.

Conscience is an internal voice that tells the individual which action is ac-
ceptable, and which should not even be contemplated, and the opinion has a
somewhat similar role. Norwid does not consider it to be the average belief of
the majority (with the hue of a trend or a cliche - as it is contemporaneously
perceived), but as the collective experience of the general public which has been
engraved into the shared consciousness as an impersonal truth and not the voice
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of this person or another, but the voice of the common internal truth. This inner
truth of collectivity (similarly to the conscience) speaks first and foremost about
what is right and what is wrong in an individual’s actions. Because it is the truth,
after all, that rather stands on a different area, that of ethics. Hence Norwid’s
indecision about which subtitle is better for this dialogue, whether it is about
truth or goodness. In fact, this dialogue speaks about something else, about con-
science, or even more precisely, about the collective conscience, the opinion, the
voice of the people, which is that - the voice of God. Wiestaw’s monologue was
dedicated to this idea.

Extensive deliberations about prophets, bards, and seers are a consequence of
their own relation to the truth, one that is ethically understood as a principle of
action (“zeby walczyli prawda i dla prawdy” [so they would fight by means of the
truth and for the truth], according to their “astrem wnetrznym” [inner astro] -
the conscience of the nation). The main duty is to keep the atmosphere of truth
pristine so that the inner voice may be heard. And the opposite of such an under-
standing of truth is the pollution of the moral atmosphere with the “omnifalsity
of the outer world;” it disturbs this inner purity, “the pope of charm,” lies, pride,
hypocrisy, vanity, so falsehood again, falsehood as the basis of action, behav-
iour, and, therefore, also a morality-related issue. Recently, Borowy accurately
wrote that: “the most articulate of Norwid’s poems are devoted to unmasking
‘beautiful’ falsehoods or delusions and showing the harsh (and sublime in its
strictness) truth.”*

The establishment of the main problem in the extensive Epilogue is more dif-
ficult than in both monologues because the poet raised more issues in the 20
paragraphs of this conclusion. If, however, the multiplicity of the concepts raised
there was to be expressed in a single basic principle from which the poet derived
at least most of the problems, it would be necessary to recognise the organic
continuity as the main feature of any matter or substance that is vital, healthy,
and with a future.

This concept is the basis for the judgement that each nation should assert its
participation in the arts on its own and avoid bringing foreign art from the out-
side as it will always be a weak exotic plant, not organically growing out of the
soil. Uplifting the folk to the level of Humanity “by the inner development of
maturity” (as in Chopin’s music or any great work of art) is based on the same
foundation. The judgement on the chain of crafts and handicrafts that combines

4 Waclaw Borowy, “Norwid poeta,” in: Pamigci Cypriana Norwida, collective work
(Warszawa: Muzeum Narodowe w Warszawie, 1946), p. 38.
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physical work with the work of the spirit, condemning the vacuum between the
past and the future and between the folk word and the scientific word are sim-
ilarly based. Also, comments on the “arcades of waterwork arts” and the non-
separation of fine arts exhibitions from exhibitions of crafts and industries have
at their core the principle of organic continuity which must not be broken if
receiving real and viable results is the goal. Finally, Norwid’s words on the moral
obligation of uplifting and ennobling matter with human work may also be
derived from the principle of continuous growth.

Thus, if a conclusion needs to be drawn from recent considerations, it would
be necessary to state that Promethidion does not discuss the three general phil-
osophical concepts: beauty, truth, and goodness, but five issues: art, love, work,
conscience, and organic continuity. They are the main topics of the poet’s con-
siderations. All other issues either appear marginally or serve as an illustration
of those five fundamental concepts.

It is a good time to turn from the present considerations to a reminder about
Norwid’s life.

IV.

Norwid was a poet, a lyricist, and a playwright. During the Promethidion period,
he also began to write in prose (“Menego”); He was also (perhaps especially
then) a visual artist, studying in painting studios in Warsaw, a sculpture studio
in Florence, and antique art (especially Etruscan) in the libraries of Rome and
Berlin; he sculpted (especially bas-relief and medals), painted (oil and water-
colour), engaged in graphic design, drew a lot, and also sketched architectural
plans. So, he was, according to his own words, “sztukmistrz” (a magician / an
art-master). For such a man, devoted to art so completely, creativity must have
been a matter of life and death, immensely important and personal, and not a
snippet of a solely intellectual concept or a link of some abstract reasoning. Not
from books and not from aesthetic dissertations did Norwid learn about art.
The significance of Mrs Kalergis in Norwid life and work is so widely known
that it is not necessary to recall it here. If all throughout his life, until the almost
last works of the poet in his sixties (as in Cleopatra and Caesar), the experiences
associated with this love interest still shaped (positively or negatively) the concepts
of his certain works, the burning glare of that feeling in the age of Promethidion
cannot remain unnoticed. The poet was then nearly thirty and months, not years,
from dramatic conversations with Mrs Kalergis. Separated from her almost all the
time (Mrs Kalergis constantly resorted to distancing), the poet knew the feelings
expressed in these words from sources other than from books or theories:
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- Kto kocha - widzie¢ chce oczyma w oczy,
Czu¢ cho¢by powiew jedwabnych warkoczy.

(DW IV, 112)
[- Who loves — wants to look in the eyes
Feel a mere whisp of the silky braids.]
Kto kocha, widzie¢ chce cho¢ cien obrazu,
Cho¢ $lad do lubej wiodgcy mieszkania,
Cho¢ roztozone rece drogowskazu...
(DW 1V, 111)

[Who loves wants to see a mere shadow of the image
A mere trace leading to the house of the beloved
A mere sight of the spread out arms of the road-sign...]

The concept of work must have been close to the poet in the age of Promethidion
for entirely different reasons. After all, Norwid wrote it (or rather finished it)
during the February Revolution, a time of accumulated irritability about social
issues. It was the period in which the poet wrote his versed treatises (Wigilia
[Christmas Eve], Pies#i spoteczna [A Social Song], Niewola [Enslavement]), the
themes of which were: freedom, equality and brotherhood, slavery, property, the
Commonwealth, etc. The matters of ownership (“property without conscience”)
and work “on its own” were especially important in those works. Finally, at that
time, the poet moved away from his aristocratic friends and protectors and
became estranged because of their dislike of his “incomprehension;” he lived in
poverty, tried to keep his own work (artistic crafts) afloat, and came into contact
with the working people. In addition, ever since the Warsaw period, Norwid held
great admiration towards realisation, acts that transformed intent into material
reality which grew even stronger in connection with the atmosphere of 1848.
All of this must have embedded the concepts of “work” and “deed” within ideas
particularly close to Norwid.

The next issue, to which the poet devoted almost the entire second mono-
logue, is the matter of conscience (individual and collective). Norwid was a
Catholic; a non-nominal Catholic, if not the most fervent, then certainly the
most consistent Catholic in nineteenth-century Polish literature. Even compared
to Krasinski, who was seen as an exceptionally Catholic writer for a long time,
Norwid seems to be a much more legitimate and conscientious Catholic (let us
even consider Krasinski’s works such as Nieboska Komedia czes¢ 1 [Undivine
Comedy part I], Syn Cieniéw [Son of the Shadows], etc.). And for a Catholic,
the matter of conscience (a good conscience) is a central matter of life. Such a
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person weighs every thought, word, and deed on the most sensitive scales of the
inner weight. Simultaneously, this conscience, next to prayer and sacraments, is
the surest way to approach God and to hear His revelations. Therefore, for a true
Catholic, the matter of conscience is one of the chief problems in life.

One more issue remains, organic continuity. For Norwid, this was a crucial
issue, “perhaps the main key to the edifice of his works,” as I wrote elsewhere.
For a poet (a recluse not finding the resonance in his society and unwilling to
lower the level of his song to that of popularisation) the most horrific personal
experience was crystallised in the words “over-complete actor,” with the most
tragic feature of the generation expressed in the phrase: “w tej prézni zrodzone
pokolenie — miedzy przesztoscig a przysztoscig nieztaczonymi niczym” (DW IV,
135) [a generation born in this void - between past and present not connected
with anything]. Lack of continuity, gaps, and breaks were the cause of his greatest
concerns and his most painful complaints. The problem of the marginality of
life was the most personally tragic problem for Norwid until his death. It is,
therefore, not surprising that the affairs of organic relationships, connections,
and continuity must have been of particular importance to him and his views.
And again, these principles did not stem from theoretical premises, but from
Norwid’s most personal experiences.

All of these matters, each for a different reason, are among the most vivid, per-
sonal, and internally relevant issues in Norwid’s life in general, especially in the
age of Promethidion. However, they belong as biographical messages to the set of
mere side lights when illuminating the case of Promethidion.

Let us return to considerations that are stricter in literary nature. The main
five strings in Promethidion’s lute are important, not only because the poet
touched upon them so many times in his work while other matters were hardly
mentioned. Also, not only because these five issues were singled out by using
terms delivered in a particularly solemn manner. Finally, biographical consider-
ations may be put aside as well. These five major issues were shown in the poem
in a special literary, stylistic shape. For instance, let us take a look at just one sen-
tence from Bogumil’s monologue:

O! gdybym jedna kaplice zobaczyt,

Chocby jak pokdj ten wielkosci takiéj,

Gdzie by sie polski duch raz wyttumaczyt,
Usymbolicznil rozkwitlymi znaki,

Gdzie by kamieniarz, ciesla, mularz, snycerz,

5 Tadeusz Makowiecki, “Norwid mysliciel,” in: Pamigci Cypriana Norwida, p. 50.
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Poeta — wreszcie Meczennik i rycerz

Odpoczgt* w pracy, czynie i w modlitwie. ..

- Gdzie by czerwony marmur, cios, zelazo,

Miedz, braz i modrzew polski si¢ zjednaly

Pod postaciami, co niejedng skazg

Poryte leza w nas, jak w sercu skaly;

O! - to bym w lisciach rzezbionych paproci

I w koniczyny treflach, i w stokroci,

I w kos zacieciu tukiem - i we freskach

(O Bazylianek méwiacych meczenstwie...);

O! - to bym w drobnych nawet arabeskach,

Z naturg rzeczy polskiej w pokrewienstwie

Nierozplatanym bedacych - doslepit,

Ze to Mitoci balsam braz ten zlepit...
(DW IV, 115)

[Oh, were I to see one chapel, even

If it were like this room, this size, where once
The Polish spirit could explain itself,
Symbolize itself in flourishing signs,

Where the mason, carpenter, wood-carver,
Poet - eventually martyr and knight

Would start afresh™ in work, prayer and deed -
Where red marble, ashlar, iron and bronze,
Copper and Polish larch all were to unite

In shapes which, furrowed by not a few flaws,
Lie within us as in a heart of rock,

Oh, then would I in the fern’s sculpted fronds
And in the clover’s clubs and in the daisies
And in the scythe’s arching sweep, in frescoes
(Telling of the Basilian nuns’ martyrdom...),
Oh, then even in minute arabesques

Related to the nature of things Polish

By ties unbreakable, I would detect

That it was Love’s balsam had fixed this bronze.]®

The fragment above, based on the anaphoric arrangement of subordinate
sentences, with unheard-of bravado, and yet clarity, rushes through 19 verses
in the same breath to give the verb only in the penultimate one. The dynamic

X%

Re-create means: created a new, created to the second power... (added by C. N.).

6 Trans. Laskowski: Czerniawski, Laskowski, Wilson, Polish Poetry Supplement, p. 14.
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nature of the abundance of accumulated nouns overcomes the monotony of
enumerations thanks to the changing cases in which these nouns are used and
the continued rise of the anticadential parts of a sentence. In other instances,
when the poet shows the indestructible beauty of antique works even if they are
in ruin, the dynamism will be obtained by concentrating monosyllabic words
and accumulating verbs in the imperative. The enjambements are also important
for the flow of the text as they do not allow for longer stops in rhymed endings.

Statue grecka wez — zrab jej ramiona -

Nos - gtowe - nogi opigte w koturny,

I ledwo torsu grubg zostaw bryle;

Jeszcze za zywych stu uduchowiona,

Jeszcze to nie glaz Slepy - jedna zyle

Pozostaw, wskrzesi!... i te zrgb — zostanie

(DW 1V, 116)

[Take a Greek statue — chop off its arms —

Nose - head - legs in wedge shoes —

Leave barely the thick lump of the torso:

It is more spirited that a hundred living!

It is not yet a blind stone — one vein

Is left, resurrected!... chop this one off too - it will remain.]

Norwid writes with a comparable inner heat when discussing the subject of love.
Sentences admiring love are rarely limited to quatrains; they frequently encom-
pass 12-verse passages (e.g. “Kto kocha, widzie¢ chce cho¢ cient postaci”), are full
of repetitions, accumulations, anaphoras, enjambements, and resemble bursts of
affection. For instance, in one of the fragments (“Kto kocha, widzie¢ chce cho¢
cien obrazu”), the word “cho¢” closes five sentences in five consecutive verses;
while in another paragraph (“O Grecjo - ciebie ze kochano, widz¢”) the locative
form of the enumerations in seven verses appears six times, all of this creates the
expression of a rapid flow of the sentence.

Not only these passages, in their very essence cultivated on the soil of the
poet’s feelings, are full of affective dynamism. Similarly, though in a different
tone, Norwid adores work, and a passionate tone there does not seem necessary.
However, when Bogumil asks the eternal man about this issue, he responds with
sentences virtually breathing with emotions, but not those of longing or love, but
contempt and then horror.

I... 1 méwi¢ zacznie tak: “Prézniacy!
Proézniacy wy — ciekawos¢ sity wam zatrwozy(...].”

(DW IV, 107)
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[And ... will start to talk like this: “Vain ones!
You vain ones — curiosity will scare your strength [...]”]

Next, he states in a 16-verse sentence starting with critical remarks:

A teraz wrdécie do wyobrazenia,
Ze jest rozrywka znudzonej materii
Odcedza¢ $wiatlo i czysci¢ pélcienia,
(DW 1V, 108)

[And now return to the imagination
That it is the entertainment of bored matter
To strain the light and clean the half-shadow;]

And triggers fear in the anaphoric accumulations of the ending -

Az jaki piorun rozedrze zastone,
Az jaki wicher na nowo rozbudzi,
Az jakie fale zatetnig czerwone...
(DW 1V, 108)

[Until a lightning bolt tears the drapes.
Until wind awakens it anew
Until waves pulsate red]

In the prose of the Epilogue, the emotional dominants are much fewer. Yet,
it also employs several accumulations of synonyms working as emotional
enhancements, e.g.: “Nardd tracac przytomno$¢ — traci obecno$¢ — nie jest — nie
istnieje” [A nation, losing consciousness - loses presence - it is not - it does not
exist] (DW 1V, 137), or “przytomnosé i obecnosé - byt” (DW 1V, 137) [conscious-
ness and presence — existence] or “aniolem, co przelata — upiorem, co przewiewa —
zniewiescialym niczym... meczennikiem... Hamletem” [angel that flies by - a
wraith that flows - effeminate as if... a martyr... Hamlet...] (DW IV, 135). There
are quite a few apostrophes, e.g. “Wezcie z Zydéw nauke, o! Rodacy” [Learn from
the Jews, oh! Compatriots] (DW IV, 135), “Czytelniku obywatelu dziewigtnastego
wieku” [Reader citizen of the nineteenth century] (DW IV, 139) or “zmilyj sie
czytelniku” [have mercy, reader] (DW 1V, 140). It also includes many questions,
such as “Czemze ma pozosta¢?” [What it should remain?] or “i dzi$ oto — c6z
czynig?” [and today — what do they do?], “Wielez to talentéw juz zmarniato?”
[How many talents have gone to waste?], etc.

It may be concluded that elements enhancing the emotional dynamics are
not exclusively found in the fragments closely related to issues close to the
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poet’s heart; these elements are spread across the entire text. This group includes
numerous exclamations, rhetorical questions, statements in the second person
(O, Grecjo! O, Polsko! O, bracia! even: Opinio, etc. [Oh, Greece! Oh, Poland!
Oh, brothers! even: Opinion, etc]]), as well as broken sentences (e.g. “do$¢ -
niech stuchacz w duszy swej za$piewa” [enough - if the listener sings inside the
soul] or “skonczytem - zycze¢ Czytelniku zdrowia” [I have finished - I wish
you, Reader, good health]). Phrases addressed at listeners, interrupting the flow
of sentences and referring to those who are present are also full of emotions.
For example, when the poet mentions the voice of the people seeping deep into
human consciences like blood in amphitheatres, he interrupts himself in this
manner: “To strach! - Milczycie teraz? Strach to wielki ten glos” [It is fear! - You
are silent now? Fear is this loud voice...]. Or in a different fragment: “Tu juz nie
pytam Was o pozwolenstwo — sam moéwi¢” [Here, I do not ask for your permis-
sion - I speak on my own...].

Finally, the poet sometimes presents, solidifies, and in a way updates the
expressed content of the experience. The ways of bringing those feelings closer
frequently include the present tense of verbs, as well as large amounts of pronouns
and demonstratives (e.g. “ta cala krata promieni” [this entire grid of rays], “pod
meczenstw tu amfiteatrem” [under this amphitheatre of martyrdom], “milczenie
to wasze przed chwilg” [your silence a moment ago], “chocby jak pokdj ten” [even
if it were like this room], etc. [emphasis — T. M.]). The combination of different
stylistic means (questions, imperative mood, present tense, interjections, etc.) is
visible, for instance, in such a sentence:

A chceciez widzie¢ tego - ktory maci?...
Oto - patrzajcie tam - stoi ten krwawiec
I méwi: “Jam jest, ktoéry Pana straci [...]7”
(DW 1V, 128)

[Do you want to see the one — who disturbs?...
Behold - there stands that bloody man
And says: “T am who will overthrow the Lord [...]”]

I do not know any other couplet in Polish literary system that would more
strongly and succinctly express the depth of absolute conviction in the value it
expresses:

Tak wierze - tak jest — ile czlowiek moze,
Ze jest, powiedzie¢ - tak jest, Wielki Boze!
(DW 1V, 127)
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[So I believe - yes — as much as a man is able to
Say that He is — yes, it is so, Great God!]

Citing such frequent passages, and a lot more could be cited from Promethidion,
allows for the conclusion that not only the elements of the content, not only
the quantity or quality of the poems devoted to them, but also the strictly lit-
erary properties indicate that this work by Norwid differs in terms of style from
philosophical considerations and aesthetic treatises. The features of this literary
work, full of desire and passion, feelings of wonder, anger, contempt, despair, full
of painful complaints and axioms of steadfast faith, and oversaturated with the
evocativeness of imagination, clearly prevail in this text.

V.

Norwid’s feelings and beliefs originated, as already known, in the poet’s most
personal and strong experiences and were important and awe-inspiring in
his eyes (also for other reasons, which will be mentioned later). To be able to
transmit their weight and heat directly into the listeners’ hearts, in addition to
the strength of direct expression, Norwid wanted to surround them, as if from
the outside, with an acoustic backstage that would intensify the voice of both
monologues. The introductions, mottos, and footnotes mentioned at the begin-
ning are most assuredly a later compositional addition. And here, in addition
to the various factors already signalled, the poet also included the concepts of
goodness, beauty, and truth.

Why? - Because he wrote in the mid-nineteenth century during the revival
of the idealistic philosophies of Plato and Plotinus (numerous translations of
Platonic dialogues), because he wrote in the era when not only Hegel's and
Fichte’s were students in Germany, but also French writers such as V. Cousin or
Lammennais, and Norwid’s friends in Poland (Cieszkowski, Libelt and Krasinski)
moved into an enchanted triangle of those concepts which were essential for the
era. He reached for this dignified trinity of concepts, so popular at the time, but
incorporated it only within external resonant elements (Introduction, Epilogue,
Footnotes) and in a way mislead the readers about the content of both dialogues.

Hues of validity must therefore be reset to not distort the judgement. From
Skarga’s Kazania sejmowe [Parliament Sermons], it is possible to extract the
entire political thought advocated by the Jesuit; however, claiming these sermons
are only a collection of political articles would be, despite the correct interpret-
ations of Prof. Kot regarding their content, harmful towards the artistic qualities



Promethidion 33

of Skarga’s writing.” It must not be forgotten that Kazania Skargi is a wonderful
monument to Polish prose, and the sermon genre belongs to literature. In the
same way, Mickiewicz’s historiosophical views may be drawn from the Ksiggi
narodu polskiego i pielgrzymstwa [Books of the Polish Pilgrimage]; nevertheless,
the publication is not a political treatise or a historical dissertation disguised
superficially in biblical robes, but a grand literary monument and an achieve-
ment in the history of Mickiewicz’s poetic experience.

Similarly, Promethidion is not a philosophical treatise, encompassed in a form
imitating Platonic dialogues and settling the relations between beauty, goodness,
and truth, but a literary piece with particular compositional and stylistic prop-
erties, composed of three poetic speeches (two in verse, one in prose), in which
the poet used words imbued with heat to lock his experiences associated with the
things closest to him in those years, art, love, and work, conscience and organic
continuity of life.® However, to fit the above into the final formula, one other
issue must be considered first - to conclude.

7  Piotr Skarga, Kazania sejmowe, ed. by Stanistaw Kot (Krakow: Krakowska Spétka
Wydawnicza, 1925).

8 Note. The hypothesis that the entire Pramethidion was later composed out of two previ-
ously written dialogues is supported by: 1. the compositional diversity of constituents,
2. content discrepancies between both dialogues and the notes and announcements in
prose elements, 3. the existence of Dialog z porzgdku dwunastego [Dialogue from the
Twelfth Order] (C. Norwid, Pisma zebrane, Volume A); which was found among the
documents belonging to J. Kozmian. Norwid, who often complained in his letters about
losing his works, must have had mentioned 11 lost dialogues. He never wrote about
it. If we enumerate, alongside Bogumit and Wiestaw — five dialogues (Rzeczywistos¢
[Reality], Pisarstwo [Writings], Ruiny [Ruins], Burza [Storm], Lilie [Lilies]) released
together as Pig¢ zarysow [Five Sketches] and separate dialogue about O historii [On
History] (there are two persons that often take part in these conversations: Wiestaw,
Maurycy) — only three dialogues will be missing. And, if we include the conversation
of Napoleon and Julius (Vendéme), Plato and Archimedes (Epilog), Byron and Raphael
(Rozmowa umarlych) ([Dialogue of the Dead]) — we would have a full set of dialogues
written in 1847-51 and in that period alone. 4. In both Promethidion dialogues,
mentions of Greece and Rome (Italy) are quite frequent, while there are no recollections
regarding France, where the poet stayed since the spring of 1849 — columns, flat antique
roofs, arks, aqueducts, Caesar, Michelangelo, Benvenuto Cellini, Ugolino, alabaster can-
opies, acanthuses, the Roman codex, Basilian sisters’ martyrdom — (and also Mother
Macrina of Rome), Bogumil mentions only Venus de Milo - the word Frenchman (and
Englishman) appear only in Epilogue. 5. In both dialogues, there are mentions such
as — “te gmachy, / Gdzie, ktérys z medrcow starozytnych ... na dachy wstepujac plaskie”
(DW 1V, 104) [those houses / Where some of the ancient wise men ... going onto
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Just as at the beginning, an issue emerges: since both dialogues (at least their
main elements) were created at a different time than the Epilogue, since some
traces of gluing them together are noticeable because the texts are not always and
not completely harmonised with each other, the dialogues are probably mergers.
However, when we consider that the dialogues singled out of a larger collection
were created in the three-year gap of 1848-50, and that they were not separated
from one another by many years, and when we recall the great number of later
additions that were already mentioned (apart from the text of both dialogues
but probably also within them) it is possible to clearly observe Norwid’s com-
positional attempts to make Promethidion a whole. At the time of perfecting it,
Promethidion was already a unified work. So, what is this balm Norwid used to
merge various elements of his piece?

In the penultimate passage of the Epilogue, Norwid wrote: “Czytelniku Polaku,
mamze ci thumaczy¢, czemu tu o rzeczach narodowych w tej estetycznej pracy
mowie?” [Reader-Pole, am I to explain to you why I am talking about national
matters in an aesthetic piece?]. And further: “Czym moge, stuze — sfowem i ...
podnoszeniem tworczego ducha postaciujacej sity naszej” (DW IV, 139) [Where
I can, I serve — with word and ... uplifting the spirit shaping our strength]. And
before that: “Tylko sztuce pojetej w calej swojej prawdzie i powadze Polak dzisiaj
poswieci¢ moze zycie” (DW IV, 138) [Only to art understood in all its truthfulness

their flat roofs] or: “pod meczenstw tu amfiteatrem” (DW IV, 123) [under this amphi-
theatre of martyrdom (which Miriam already highlighted in the footnotes to volume
A [Pisma zebrane, p. 802])]; “‘Karabinieréw konnych” [Carabineers]
(not Cuirassiers), finally, we encounter the following in the 6th sentence “I tak, w Italii,
tej mojej Macosze, / Tak pieknej! ... / I tak, u Matki mojej — jest po trosze” (DW IV,
124) [And so in Italy - my Mommy-in-law/ So beautiful! .../ As if at my Mother’s — a
little bit]; which clearly proves that while writing Wiestaw, Norwid considered Italy
rather than France as his second homeland. It is also characteristic that while Epilogue
mentions Chopin’s grave, the conversation about Chopin in Bogumit does not reveal
the fact that it was written after his death (1849). The main core of both dialogues was
prepared before the February Revolution; after the unrests, while preparation for print,
Norwid supplemented them with prose additions, and it is possible that he expanded
some of the thoughts in both monologues. It is necessary to be diligent in discerning
between the essential components of the work (both dialogues and the later main core
of the epilogue) and the remarks as if seemingly marginal. For instance, the excerpt
from Bogumit on the cascades of blood in the solar abyss — too close to “kaskadzie
stworzenia na szlaku biatych stonic” [the cascade of creation on the path of white suns],
found in the dedication written already after the death of Lubienski, not to disclose that
it was written in 1850, at the time of finishing the entire work before print.
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and seriousness may a Pole devote his life]. And even earlier: “Wezcie z Zydéw
nauke, o! Rodacy” [Learn from the Jews, o! Countrymen] (DW IV, 135). These
paragraphs contain numerous comments about sources of Polish art, Polish
music, and the role of Czestochowa canticles, etc.

In Wiestaw’s speech on the opinion as the voice of collective conscience, the
most intense moments come from these words:

O Polsko! ...
... ty$ corg opinii,
Ty$ glosem, ktory jest to - co glos Boga.
(DW 1V, 126, 127)

[O! Poland ...
... you are the daughter of opinion,
You are the voice which is that of God.]

The aim of these words is, after all, that “wojne prawdy Polska wygrata w sobie”
[the war of truth Poland won inside itself] before it wins this war in the world.

In Bogumil’s monologue, after various definitions of art in general and art
in the world, the closing fragment proclaims: “I tak ja widz¢ przyszta w Polsce
sztuke” [This is how I see future art in Poland] (DW IV, 116); in Poland, not as
such. In other parts of the monologue, when talking about love and its forms
of expression in Greece and Rome, the most painful complaint resonates in
the words about the crooked cabins and barns in Poland, about the absence
of even a single chapel “gdzie by si¢ polski duch raz wyttumaczyt” (DW 1V,
115) [where once the Polish spirit could explain itself], about the absence of
variety of lyrics, about the form disgraced in the country, and, consequently,
about the lack of expression of the love of homeland (apart from music, poetry
and the presence of martyrs). In a nutshell, in all the important moments of
Promethidion the word “Poland” is used, reappearing throughout the entire
piece. It comes as no surprise if we consider that Promethidion was written
on emigration; like most Polish works of that period of exile, it addressed the
country directly.

And only at this point the title, Promethidion, becomes understandable.
Prometheus stole the gods’ fire, the fire of eternal life, and breathed that fire into
the dead figurines of men made of clay to bring them to life. Promethidion is a
plan to transfer the fire of great and true art, the embers of the great eras of his-
tory, the breath of eternal life and the truths of the divine taken from the circle
of great, happy nations, great eras, and great cultural currents, and to transfer
all of that to the earth of the graves and crosses to awaken from among his dead
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brothers, Prometheus. For true art, combining areas of physical work with the
sphere of spiritual creativity, the world of the people with the world of the civ-
ilisation, shaping the imagination of a nation and the scale of its emotions, has
always been a measure and expression of love; art is an inspiration to work and to
perform great deeds, and at the same time the comfort in daily struggles; it is not
only important for cultural life in general, but becomes such for every nation full
of life, and, of course, especially a nation in captivity, which it uplifts and bonds
from within regardless of political conditions.

A similar effect is held by love and work. Only love realised in deeds and
finding a visible shape fearlessly and creatively embedding itself into reality
becomes true love, not a shallow platitude or self-delusion of sentimentality.
Only work imbued with the love of great goals ceases to be a curse of fate and
becomes the foundation of living works. And these truths are important, not
only in life as such, but in particular in the life of a nation, testifying what true
love of the nation is and which work is of value to a nation. Just as in the scale of
individual “zwolony;” life where beauty enchants one to work and work inspires
resurrection, in the life of the nation, they lead to rising from the dead, to no
longer be passive but active contributors to the significant “zwolony” history of
mankind.

Living in truth and living in accordance with one’s conscience is an issue
discussed by Norwid in Wiesfaw from the level of importance to individuals up
to the general level as he introduced the concept of opinion, the voice of the
people, the voice of God. Finally, there is no need to write about the weight and
seriousness of organic continuity for the life of a nation.

Thus, it can be concluded that Promethidion, along with aesthetic or phil-
osophical and religious theses, has very clear tones of patriotic and national
nature, to which, apart from personal reasons, it owes much of the fervour in
the work’s general tone. This is consistent with the foundational beliefs of the
poet proclaiming, “Co prawda jest — jest nig w obrocie planet na niebiesiech, i
w ziarnku piasku, i w sercu, i w kieszeni, i wszedzie — inaczej, to zarty!” (letter to
Marian Sokotowski dated 2 August 1865; DW XII, 394) [What is the truth - is
truth in the planets revolving in heavens, and in the grain of sand, and in one’s
heart, and in the pocket, and everywhere — otherwise it is a joke!].

In short poems on socio-political issues (such as Piesni spolecznej cztery stron
[A Social Song in Four Pages], “Wigilia” [Christmas Eve], “Jeszcze stowo” [A
Word More]) written in 1848-49 and in several dialogues from these years,
Norwid embedded his thoughts on current issues related to the February
Revolution. He concluded them with a heated confession of faith, mainly in
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the ending of the poem “Niewola” [Enslavement] in which he gave his “Credo,”
but this “Credo” only pertains to the most general rules. Meanwhile, at that
time in the West and in Poland, Romanticism was dying with all of its beliefs,
convictions, slogans, dying in literature, art, philosophy, politics, and life; the
transitional years had begun, a period between the fading Romanticism and the
not yet germinating Positivism. Norwid was probably the first Pole to realise on
such a scale the historic significance of that moment and felt responsible when
writing his second “Credo,” more concrete and detailed, a Credo of an artist, a
Pole, and a human being.

In Norwid’s mind, the ideals of Romanticism were being pushed further
and further away. Even the poet’s youthful, rebellious attitude about the form
and matter changed when Norwid saw them not as a curse, but the necessary
ingredient of all content. Also, the Romantic apotheosis of folk songs would be
corrected in the form of folk songs of Chopin, and only then, crystallised into
perfect form, may they become a model of creativity. Finally, he adds completely
new slogans: manual labour, organicity, and the rigour of conscience. During the
twilight period of a certain era, the poet tries to ignite, or rather pass over from
the depths of centuries, new lights.

After finally losing hope associated with the Spring of Nations, when it was
necessary to move to everyday life under a yoke that bends the neck to the lows
of utterly worldly affairs, the poet must have been afraid that he and his work as
an artist as well as the contemporary derailed generation and the entire Polish
nation who stood between remembering the past and the longing for the future,
would wind up in a void on the shallows of history, away from the current of
deep, real life. Feeling the validity of this horror of the historical vacuum, the
poet wanted those few truths he had learned and the redeeming powers of which
he believed, both clarified to himself - as a programme — and conveyed with all
fervour — to “test” — to give to the nation without and further waiting for the
topic to be precisely chiselled.

Pisze to dzi§ dorywczo, aby $lad pozostawic ... bo nie moge zbyt na zdrowie moje liczy¢
... Nie jest to, co winienem z podrézy moich po cmentarzach sztuk przynies¢, wszakze —
z czasem opozniaé sie nie godzi ... i dlatego zmiluj si¢ czytelniku: za to, co si¢ broszurg
dzi$ nazywa, testamentu sumiennej mysli nie bierz. (DW IV, 136, 140)

[T am writing it casually to leave a trace ... as I cannot rely on my health too much ...
It is not what I should bring back from my travels through the graveyards of truth - in
time, it is not honourable to be late ... so, readers, do be merciful: because this, what is
now called a booklet, you should not consider to be a testament of a careful thought.]
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Konrad Gorski

“Ad leones!” An Attempt at Analysis

Abstract: The article interprets Norwid’s short story “Ad leones!” It indicates that the
writer’s artistic purpose is to show with the dramatic method the paths leading to the moral
fall of the artist-protagonist and to the distortion of the original, ideologically monumental
artistic idea. The plot shows that everything happens almost as if beyond conscious will
and intention of the sculptor, who at some point is actually surprised with the course of
events, becoming a toy of fortune and events. The article presents a detailed artistic analysis
of the text, its events and the motivations of people which trigger those events; it also
encompasses linguistic (lexical and syntactic) issues, focusing on many areas used for the
purpose of irony. That irony disappears at the ending of the story, and the narrator sheds
the mask of a satirist to show the face of someone deeply disheartened with the symbolism
of the presented anecdote.

Keywords: Cyprian Norwid, short story, Rome, Christian art, sculpture, capitalisation

The work which is the subject of aesthetic analysis in this paper does not have
a subtitle in the autograph. It would be a very interesting step in establishing
Norwid’s poetics to consider the genres in which he categorised his own prose
works. He termed “Garstka piasku” [A Handful of Sand], “Bransoletka” [Bracelet]
and “Cywilizacja” [Civilisation] - legends; “Stygmat” [Stigma] was named a
short story; and “Ostatnia z bajek” [The Last of the Fables], “Tajemnica lorda
Singelworth” [Lord Singelworth’s Secret] and “Ad leones!” received no specifica-
tion of their literary genre, although it is apparent from the text of “Tajemnica
lorda Singelworth” that the author considered the work a short story.! Zofia
Szmydtowa was thus right to apply the criteria of historical poetics to that work
and classify most of the works listed here as short stories, including them in
the category, Tuscan short story, despite strong individual characteristics and
deviations from the form.?

1 Cyprian Norwid, Pisma Zebrane, ed. Zenon Przesmycki, Vol. E (Warszawa-
Krakéw: Jakub Mortkowicz, 1911), p. 92 (hereinafter referred to as PZ E, a numeral
indicating the page) — The text of “Ad leones!” is also quoted after Miriam’s edition.

2 Zofia Szmydtowa, “Nowele Norwida,” Przeglgd Wspélczesny, No. 196-197 (1938). It
discusses the following works: “Menego,” “Bransoletka” [Bracelet], “Tajemnica lorda
Singelworth” [Lord Singelworth’s Secret], “Ad leones,” and “Stygmat” [Stigmal].
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For if one agrees to accept the definition of a short story which prevails
among today’s literary theorists (a concise, matter-of-fact story about some
extraordinary event, symbolically concentrating some important problem; thus
it is close to a drama, with an unexpected ending, one climactic action scene,
meticulous composition and means of expression used very economically), all
of those features can be found in most of Norwid’s short stories, and definitely
in “Ad leones!”. A deeper insight into the piece may convince the reader (despite
Szmydtowa’s doubts) that it is actually one of the best written Polish short stories.

In his invaluable footnotes to the collective edition of Norwid’s works, Miriam
proved that “Ad leones!” was written by Norwid in 1881, influenced by a negative
impression from an art exhibition in Paris.

That obvious fair, [wrote Miriam,] that adjusting, the efforts to obtain official
commissions, that flattery to personal or democratic vanities, that soulless, creative-
less tampering, that essential indifference to art, the readiness to sell it for some “thirty
pieces of silver,” that procuring attitude of the press and critics, that pimping, yielding,
tuning, recommending - must have irritated him to the highest degree with their
hypocrisy and insolence.?

The bitter reflections of the writer, for whom beauty in art was “ksztatt mito$ci”
[the shape of love], also reveal the basic problem of the story of “Ad leones!”: pen-
etrating the psychological and sociological mystery of why the art that was con-
temporary to the poet was so horribly devoid of ideology. How come the artists
themselves did not know what they were creating; that they were, in fact, merely
good technicians ready to perform each commission regardless of its ideological
content and moral sense?

Thus, a posed problem is expressed with the plot of the story about a cer-
tain excellent sculptor who had the idea of creating a group representing two
Christians thrown to the lions in the Roman arena; but then, tempted by profit
and skilfully entrapped by the editor of the newspaper organizing the entire
transaction, he transformed the sculpture “ad leones” into a group representing
the merchant ideal of “capitalisation” The glaring contrast of the two interpre-
tative possibilities of the same sculptural group was conceived as a means of
highlighting the fundamental problem.

The artistic goal pursued by the author throughout the story shows, with dra-
matic rather than epic means (without a psychological analysis of the main pro-
tagonist), what led to such moral derailment of the artist and distortion of the
original idea, monumental in its concept. The entire construction of the story

3 PZE,290.
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indicates a clear intention to emphasize the fact that everything happened some-
what beyond the conscious will and intention of the sculptor, who, at one point,
is actually surprised with the developments and becomes a passive toy of fate and
events beyond his power.

In order to realise such an artistic intention, the author divided the short story
into two chapters; they are not marked with numbers, yet they are very clearly
distinguished in the text.* The first chapter provides a presentation of the people
who are part of the event as well as information about the intended sculpture
and the atmosphere which led to its creation; the second chapter consists of two
scenes: 1. the main one - showing how its original idea changed as a result of a
collective suggestion authored by one man; 2. the final one, containing moral
judgment about the whole matter.

The presentation of the characters begins, naturally, with the sculptor, who
may be at first assumed to be the main protagonist. It is only later in the the
story that one realises he is a mere mannequin in the hands of the editor, who
is the character directing the entire plot. The sculptor’s characterization begins
with two significant features: “to nie byt wcale ani mato obiecujacy talent, ani
mato dotrzymac¢ mogaca organizacja” (PZ E, 127) [His was a talent by no means
unpromising, nor was he of an order disinclined to persevere, the red-bearded
sculptor].” Both details are meant to emphasize the great artistic opportuni-
ties open to the artist. The mention of the endurance of his body is perfectly
understandable as a condition for good development throughout his artistic
career, as he is a sculptor and his artistic profession requires (or at least did in
Norwid’s times) much physical strength and health (forging statues in marble,
granite, etc.).

Immediately after listing the two conditions which opened great opportuni-
ties to the sculptor, a longer section follows, devoted to the beautiful greyhound
with whom the artist visited at Caffe Greco every evening. It follows from many
conversations and discussions with various readers of today that the greyhound
theme, recurring in several important parts of the story, may be interpreted in

4  Miriam distinguishes both chapter with graphic layout: the first one ends in page 136,
the second starts in page 137; the autograph shows that the graphic distinction does
not come from the author. The edition by Zrebowicz (Czarne i biate kwiaty [Black
and White Flowers] (Warszawa-Krakéw: Jakub Mortkowicz, 1922), pp. 43-55) has
no separation of the two chapters. Similarly, the first print in Chimera (I, 34-46) has
no division into two chapters.

5 Trans. Ilona Ralf-Sues, Polish Short Stories (Warszawa: Polonia Publishing House,
1960), p. 15 (hereinafter referred to as PSS).
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various manners. Some see the stylisation of that fragment as a satirical quip
against the sculptor; others see the greyhound as an aesthetic element of move-
ment to enliven the plot based on an abstract problem.® Yet, it seems that Norwid
himself gave a clue sufficient to explain the role played by the dog in the very first
sentence of the abovementioned fragment, in the words: “sam wybor zwierzecia,
ktére jednato (= jednoczylo) wdziek i sile w czytelnie naznaczonych muskutach
swoich, dawac¢ juz mégl uwaznemu postrzegaczowi do mniemania korzystnego o
umyslowej godnosci osoby, ktdra to a nie inne upodobata sobie stworzenie” (PZ
E, 127) [the very facy that he had chosen so magnificent a creature, whose clean
lines and lithe muscles combined both strength and grace, was in itself enough to
make an attentive observer think highly of the intellectual dignity of the man].”
In the next sentence, referring to the words of General Jomini about the impor-
tance of horses for good cavalry, the author adds that “dobranie sobie tego lub
owego psa rodzaju glo$no o dobierajacego poczuciach i umysle znamionuje” (PZ
E, 128) [the selection of a particular breed of dog is transparent evidence of the
feelings and taste of its owner] (SR, 163) to an even greater degree. Therefore,
doubtless that the greyhound serves to further characterise the sculptor, the
question is, in what sense. There seems to be no irony in the quotes above on
the testimony given by someone to their mind by choosing a specific animal as
a daily life companion. This is most likely a completely positive thing: one more
detail emphasising the special predispositions of the sculptor to become a great
artist.

The entire artistic individuality consists of more than mere technical abilities
(emphasised by Norwid in the main scene); above all, it is based on sensitivity
to such sensual feelings which play a decisive role in a given type of art. Hence,
the future of a musician is determined by their hearing; a painter’s career by
their sensitivity to colours; and a sculptor’s abilities by their sensitivity to shapes,
to the spatial arrangement of a solid object. Norwid continuously emphasises
that the greyhound embodies beauty and monumentality of shapes, grace and
strength, dexterity and majesty of lines. How significant is the episode in the
main scene when the sculptor breaks away the nose of one of the statues with
a disrespectful kick, “az charcica, ktéra lezala byla pierwej jak gryf odlany z

6 In her study “Nowele Norwida,” Zofia Szmydtowa compares the greyhound with the
flowers from “Stygmat” [Stigma] and emphasises the contrast of the dog’s beauty with
the moral ugliness of the human environment, in particular of the editor.

7 Trans. N.B. Jopson, Slavonic Review, Vol. 11 (1932/33), p. 163 (hereinafter referred to
as SR).
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bronzu, podniosta sie, powachata odtamy gipsu rozbitego i powrdcita utozy¢ sie
w te same monumentalne formy i spokojno$¢” (PZ E, 139) [thereupon he hound,
which had been lying like a gryphon moulded in bronze, rose, sniffed at the
broken pieces of plaster and resumed the same attitude of a monumental repose]
(SR, 168).

It is that monumentality of its beauty which is the focal point, and the fact
that the sculptor chose such an animal for his everyday companion characterises
him as an artist. In the light of such preferences, it is not surprising at all that
he is able to conceive gigantic ideas, such as the intention to create the group
Ad leones, which is to “odbrzmiewa¢ wewnetrznym ludzkosci tragediom” (PZ E,
132) [reflect the inner tragedy of mankind] (PSS, 19).

The sculptor’s description ends with the fragment mentioning the greyhound.
The reader knows that he has talent, a penchant for monumental beauty, and a
strong body. That is all. Not a word about his mind, ethics, or understanding of
art. For the entire duration of the story nothing is stated about any of that. As a
human, the sculptor is left in the shadow of complete mystery. There is only an
incidental mention of his appearance, stating that he also has some features of
dignity and majesty (in a comparison of the red-bearded sculptor clad in black
velvet to an old Venetian portrait - PZ E, 131-132).

The information that the greyhound was held in high esteem by everyone
skilfully steers the story towards the presentation of other drama personae.
The emphasised word requires a comment, enumerating “everyone” Those
are: the newspaper editor, a singer, a painter, a young tourist and his tutor; those
characters constitute the “group” of the red-bearded sculptor, i.e. the environ-
ment of the artist outside of his working hours.

The indication that the people listed are the sculptor’s immediate environ-
ment is indirectly a continuation of his presentation. Yet, that conclusion comes
later. The first thought is to focus on the new characters, without the old truth
in the back of one’s mind that you can know a person by the friends they keep.

The author devoted a disproportionate amount of space to particular
characters in this part. Of the painter it is only said that he was talented; he
gives himself a character with one single statement during the main scene. The
first information about the young man and his tutor is immediately ironic; the
spiritual image of the young man is discussed no further. In his own words, he
was sent abroad by his parents “dla ksztalcenia si¢ w zapatrywaniu na rzeczy” [to
develop his outlook on things] (SR, 164), and the news that the young man and
his ever-present tutor seek each other all day throughout the city to then meet at
Caffe-Greco in the evenings, evoke the old Latin saying sapienti sat! Similarly,
the singer is characterised with a few banal features meant to convince the reader
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that the man “nic nieczytelnego w swojej postaci nie przedstawowal” (PZ E,
130) [did not present an unreadable riddle] (SR, 165).

The author’s attention is focused on a subtle delineation of the two actors who
partake in the scene to come: the editor and the tutor. While all the others are
various personifications of banality, inner emptiness and foolishness, those two
present a more complex set of psychological traits which predispose them to play
a sinister role in trading the group of Christian martyrs for “capitalisation.”

First comes the editor. Norwid does not immediately expose his character.
The first piece of information is only that his profession as a journalist could
be guessed by his behaviour (which does not bring any negative conclusions in
itself) and... style. A brilliant situational comparison occurs which indicates the
editor’s heartlessness and deadness of verbal expression, and, at the same, time it
is the first warning against the man. The stylisation of the comparison combines
not merely irony, but sarcasm with cold contempt. Yet, that presentation of the
editor’s style does not give the reader the right to draw any conclusions of a moral
nature yet, and the actual face of the character is only revealed in the main scene.

The tutor is treated more freely because his role in the said scene is simply the
result of pretentious pseudo-erudition, not a conscious intention as it is in the
case of the editor. Still, Norwid treats the character quite ruthlessly, drawing the
figure of a braggart and a loafer cloaked in the pretence of learning. The character
is sketched with features of external comedy (“parskat §ling, ilekro¢ w zapale sie
poczuwal” [he was spluttering saliva whenever he was in a fit of enthusiasm])
(PSS, 18), mockery is cloaked with praise (“nieptocho jednak bierat si¢ do piéra”
(PZ E, 131) [but he was quite adept with his pen] (PSS 18) as evidenced by the
fact that the work he had been toiling for over a year had not gone beyond the
first two words of the title), and finally, the contrast between his scientific claims
and his inability of scientific reasoning about a simple physical fact, such as the
movement of a billiard ball on the surface of a table is emphasised with irony and
pity. All that information is the more comic for the fact that the author prepares
a different first impression. When ending the description of the singer, banality
incarnate, he says: “mniej wyraznym typem byl guwerner” (PZ E, 131) [a less
distinct type was the tutor...] (PSS 17), while the text which follows draws the
image of the man all too clearly.

After the presentation of the people comes a longer fragment about the work
intended by the sculptor. A very important detail of the narrator’s account is the
emphasis that “azeby mie¢ naprzdd pojecie o uskutecznianym jakiego artysty
dziele, nie potrzeba na to (w przezacnym Rzymie) by¢ do poufnego temuz
artyscie kota zblizonym” (PZ E, 132) [However you need not belong to an artist’s
intimate circle in our honoured Rome to have a preconceived idea of his work]
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(PSS, 18-19). That emphasis allows the author to achieve two things: first, the
narrator is shifted away from the circle of the sculptor’s closest companions;
second, one more factor conducive to creating great art can be highlighted,
namely the atmosphere of the artistic community in Rome.

Placing the narrator outside the immediate human environment of the
sculptor is a consequence of their characteristics, well-motivated by the fur-
ther development of the work. The narrator turns out to be someone from a
completely different world; by the end of the story, the author makes him a moral
judge of the whole event, and in such light his presence among the sculptor’s
friends would be at odds with the nature of the character. Therefore, the narrator
learns about the great work intended by the sculptor, not from the creator him-
self, but from news circulating in the artistic milieu of the “honoured Rome”
But the news coming from models waiting at the foot of Monte Pincio to be
employed is not a mere rumour. The reader learns at this point that spreading
the word about who is working on what is an expression of collective interest in
works of art in statu nascendi. The fact that friends call the sculptor not by his
first or last name, but with the expression “ad leones,” pronounced with the right
stress, induces the narrator’s significant reflection on the beneficial influence of
such a spiritual atmosphere on the development of art. This last detail is impor-
tant, as mentioned previously, to complement all the auspicious circumstances
accompanying a great idea. It becomes clear that the sculptor not only had the
personal requirements for its execution, such as talent and physical health at his
disposal, but also a favourable social atmosphere which provided moral support
to the artist in his monumental undertaking.

It would seem that after a presentation of the main actors and the intended
piece, the author should have moved to the main scene of the work. Yet one more
scene appears, the narrator is invited to visit the sculptor’s studio. Moreover, the
content of the scene is not limited to just the invitation; if that were the case,
there would obviously be no need to add a whole scene, since a few words about
the fact would suffice. However, the actual purpose of that scene is to present the
character of the narrator.

Due to the role played by the narrator in the main scene and the character of
a moral judge over the event, the author had to provide the narrator’s spiritual
image. Clearly it could not be done by direct characterization, as was done with
the other actors, so a scene was necessary to have the narrator reveal his attitude
to art and thus legitimize his right to later act as a judge. In fact, the scene is
mostly filled with the narrator’s words.

He speaks twice; the first time, in response to the actual invitation to the
studio; the second time, to reply to the question of what he is working on.
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The narrator’s first speech illustrates his excellent orientation in the psychology
of artistic creation. He realises that the meeting is not to show the finished work,
but to exchange friendly reflections at a critical moment of creation — when
extensive changes to the final shape of the intended idea are still possible. Such
words from the narrator’s mouth are not necessary to give him further presen-
tation; they serve another purpose. The narrator is already playing the same role
that he does later in the main scene: thinking only about the work of art and only
in artistic terms, he unwittingly provides arguments for the transaction planned
by the editor. Hence his words at this point foreshadow future events. The thesis
that an artist should retain the option to make a complete change of his idea plays
into the hands and intentions of the editor, who readily confirms the speaker’s
words. The narrator notes that action, stressing at the same time that with all the
support to what was said, the editor “bacznie si¢ w rozmowie utrzymywal” [was
careful to keep abreast of the conversation] (SR 166). In a word, the editor has the
whole plan of action ready, but is careful not to betray it.

The narrator’s second speech in the scene says a lot about his attitude towards
art. When asked what he is working on, he does not develop the idea of the plot
of the painting because the conversation takes place in a group of professionals,
but he immediately explains the essence of the artistic problem that he has
decided to solve: extracting two expressive possibilities from the same ges-
ture, namely the raising of the head. But the comparison of those possibilities
characterises the artist who has chosen such an artistic task. The eyes of one
character are turned upwards, yet they stop at some material object connected
with the earth; the eyes of the other figure are raised heavenwards. Eliciting the
difference between the former, a prosaic gesture, and the latter, a spiritual one,
with their near-identical appearance, is a task which proves understanding of
the art as an area of expressing the highest ascents of the spirit. An additional
detail enhancing that impression is the fact that the narrator, despite his humble
opinion of his own participation in matters of art, devotes much effort, bor-
dering on torment, to that work. It is thus a conscious search for artistic tasks on
the path of the most severe resistance.

During the first speech of the narrator, only the editor’s reaction is mentioned;
during the second, the reactions of both the editor and the sculptor are shown.
They are both silent, but their silence bears completely different meanings. The
editor makes pencil marks on the marble of the table; perhaps it is a gesture
of uneasiness, perhaps of cynical disregard for that ridiculous idealist who, for
reasons unknown, is struggling to create two heads looking up. In any case, the
editor makes sure not to pick up the glove, not to start a discussion which might
awaken a deeper instinct of artistic conscience in the sculptor. For the sculptor’s
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silence is rather disturbing; it is a sign of a deeper emotional and mental reaction
within. It shows in the outer gesture of reflection (“podpart cate czolo silng swa
rekg” [he rested his entire forehead on his strong hand]) and... in the behaviour
of the greyhound. The animal instinctively feels that something extraordinary
is occurring in her master’s soul. At the sculptor’s pensiveness, “charcica, u nég
lezaca pierwej, podniosta si¢ i poczeta wejrzen swego pana poszukiwaé” (PZ E,
135) [the hound which had been lying at his feet, rose and began to fathom its
master’s look] (SR 167). Signalling the emotions turning inside the sculptor with
the greyhound’s reaction is an extremely subtle idea. For the second time in the
story, the sculptor is characterized indirectly with what is said about his animal.
The animation of the soul caused by the narrator’s words is strong enough to
arouse anxiety in the faithful dog, but not strong enough to arm the sculptor
with inner resistance when the temptation of the dollar enters the stage.

The narrator’s reaction to being invited to the studio may raise the reader’s
expectation that the meeting will concern only artistic matters. However, the
illusion is partially dispelled before the main scene: the entire company of the
sculptor from Cafté Greco has been invited to the studio, and the purpose of the
visit is to determine the ultimate character of the sculpture in the presence of the
American merchant who is to appear. The news takes expectations from loftiness
down to earth and prepares the reader for the scene which is about to unfold.

The scene is actually composed of three smaller scenes, recreating the major
stages of evolution from Ad leones to Capitalisation. The first of them shows the
enthusiastic reaction of the people present at the sight of the completed part of
the work; the second one presents a partial distortion of the original idea as a
result of removing crosses from the hands of the figures; the third one reflects
the definitive change of the sculpture’s character due to the suggestion made by
the American merchant.

The sense of the first scene (apart from a short description of the group by the
narrator) consists in shedding sharp, satirical light on the spiritual atmosphere
in the closest environment of the sculptor. The narrator does not note any deeper
reaction to the work, which was, after all, supposed to be “Eurypidesowego
nastroju kompozycjg” (PZ E, 132) [a composition in the mood of Euripides]
(PSS, 19). After much initial applause accompanying the unveiling of the group
from the wet canvases, comes the traditional jaunty celebration of a joyful occa-
sion. The young tourist, who is the founder of the party, mindlessly exclaims: “Ad
leones! ad leones!;” the sculptor assumes a tone “wyzywajacy $wiat do walki”
[challenging the world to mortal combat] (SR, 168); the singer starts a revo-
lutionary song; and the painter adds: “Anch’io sono pittore!” The behaviour of
the artistic trinity (sculptor, singer, painter) has particular significance in the
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scene. The crude gesture of disregard for the work performed before (breaking
off the nose on Domitian’s bust) is meant to express complete self-satisfaction
in the sculptor’s soul. Yet, what does that satisfaction concern? - the recogni-
tion of people whose mental and moral shallowness is revealed in every detail
of their behaviour. Norwid continues the method of stark contrasts. The singer,
the embodiment of banality, narrow-mindedness, and foppery, bellows in full
baritone proclaiming in the song’s lyrics the anger of the people and the final
judgment over the tyrants of the world. The comic nature of that combination is
soon surpassed by the remark of the talented painter, which is a prelude to what
happens in a moment with the sculpted group. For, in such an artistic environ-
ment where the creator himself does not know what he has painted, and may
consider the image to present Cleopatra just as well as the Assumption, it shall
not be a too difficult task to turn the group Ad leones into Capitalisation.

Thus, the first scene, by revealing different types of spiritual reaction in the
environment of the red-bearded sculptor, prepares the ground to understand the
psychological and moral possibilities of the impending finale.

The discussed scene, however, has not one word about the editor. There is no
need to present his attitude towards the work of art; the focus of the satire was on
the psychology of the artists, which enabled the work of tempters like the editor.
His role begins only at this point.

The editor’s speech opens scene two. Despite the brevity of the speech, it
contains all the basic points of a rhetorical composition. Captatio benevolentiae
is expressed in the thesis that the intention of all the people present is nothing
but to ensure the future to a work of a brilliant artist. Narratio presents the dif-
ficulties and costs of the final implementation of the idea. Argumentatio, indi-
cating how to solve the issues, presents a proposal to remove crosses from the
hands of the figures, using the arguments of prudence and aesthetics. Refutatio
engages in polemics with anyone who may wish to place more emphasis on a
“znak martwy” [dead symbol] (SR, 169) than on the feeling, which is contained
in the entire work anyway. Peroratio, warning against the consequences of such
stubbornness, suggests a conclusion which is too obvious to even mention.

The sculptor’s first reaction immediately reveals his lack of any ideological
attitude to his own work. The artist shows little resistance, following the aes-
thetics of shapes: the crosses break the main lines. One can see that he is not
going to put up a fight over the point and seeks the opinion of his environment
and whether someone absolves him of his scruples. Despite some hesitation, he
is already holding a boxwood tool in his hand to mutilate his own creation as the
tempter suggests.
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A questioning glance at the narrator forces the latter to speak. What falls from
his lips now follows the same ideological line which could be observed when he
was invited to the studio. The narrator answers as if he has not heard the editor’s
words about “prudence;” he only discusses the solution of a technical problem in
the service of art as an expression of spiritual content. In his answer, he presents
the matter in such an abstract and generalizing manner as if he were facing a
work which has in some way already resolved the problem (“palec dotyka
symbolu” [the hand touches the symbol]). His words sound evasive: “artysta,
ktéry to zrobi, potrafi wszelka kompozycje zrobi¢” (PZ E, 141) [And the artist
able to do that can produce any composition] (SR, 169). But the man and the
woman in the Ad leones group are holding the crosses in their hands; their fin-
gers are touching the symbol, so the phrase “artysta, ktéry to zrobi” [the artist
able to do that] suggests that the sculptor has not solved the problem satisfacto-
rily in his work. Naturally, the narrator judges others by himself, and it does not
occur to him that emphasizing the difficulty of a task may deter someone rather
than promote further efforts to achieve the goal. Since he himself is selflessly
struggling to create two heads looking upwards in order to extract two possi-
bilities of expression from the same gesture, he supposes that emphasizing the
difficulty of grasping the cross with the hand can only encourage the ambition
and imagination of the author of Ad leones. However, the result is different: by
limiting himself only to the artistic issue, the narrator facilitates the realisation
of the editor’s intentions.

It is stated: “To wiec jedna wielka trudno$¢ mniej!” (PZ E, 141) [That, then,
is one difficulty the less!] (SR, 169) Who says it? First the editor and the painter,
then the sculptor repeats the same thing. It is understandable, in light of his
secret plans, that the editor reacts in such a way, but the painter? It is a new dig at
the ideology-less artistic milieu of which the creator of Ad leones is a part of. As
a side note, such consistency in details is a new testimony to the precise artistry
of the story discussed.

The cross in the hand of the male figure is removed with two lightning-fast
movements of the expert sculptor. Before the same thing happens to the second
cross, the tutor intervenes. So far, the following elements have collaborated in
the act of mutilating the Ad leones group: deviousness of a corrupt conscience
(the editor), lack of ideology in the artists (the sculptor and the painter), and
finally the naive evaluation of the others with one’s own measure from the only
person in the group who has a deeper attitude to art. Now, a fourth factor comes
to the forefront: the pretentious stupidity of showing oft with pseudo-learned
arguments. The tutor goes along with the previously expressed aesthetic scruples
of the sculptor and proposes to have the cross in the hand of the female figure
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replaced with a key. When compared to the original meaning of the entire group,
presenting such a proposal could be outright provocative if the author of Ad
leones was guided in his idea by any impulse of true regard for the martyrdom of
the first Christians. The tutor says: “Jezeli dla zatamania linii nalezy cos wetkng¢
w rece kobiety” (PZ E, 142) [If anything has to be placed in the woman’s hand for
the sake of breaking the main lines...] (PSS, 25) But expecting any reaction to
that brazen “anything has to be placed in” would be in vain. The sculptor yields
to the speaker’s suggestion and transforms the cross into a key “kilkoma biegtymi
ruchy” [with a few deft strokes] (PSS, 25). Thus once again, his excellent mastery
of the craft is emphasised.

At this point, the narrator interrupts the account and remarks that everything
which has happened so far “dzialo sie jako$ magicznie, przez ogdlny nakion
pojec i uczud, a zupelny brak rozumowanej protestacji” (PZ E, 142) [happened
almost like magic, the result of a common trend of feelings and ideas and a com-
plete absence of rational protest] (PSS, 25-26).

Yet, the realisation that the group lost its sense as a result of the changes made
finally reaching the sculptor’s consciousness. His reflection at this point: “Alez
to tym sposobem i z tychze wzgledow cala scena Chrzescijariska musiataby
odmieni¢ si¢” (PZ E, 142) [But in this way and for these reasons the whole
Christian scene would have to be changed] (PSS, 26), is proof that his artistic
conscience has finally awakened and a testimony to the fact that the sculptor did
not know the editor’s plans and is surprised by the proposed changes in his work.
That episode clears him of the accusation of a strictly money-oriented attitude
towards art — but it does not save him as an artist in the readers’ opinion. It takes
very little effort on the part of the editor and tutor to dispel his scruples. If his
qualifications were not limited to “talent and order;” if he still had at least some
awareness of what art is for (as understood by the author of the story), he would
not succumb so easily to the arguments of the tempter and the pseudoscientific
gibberish of a fool.

At this point, the editor’s argumentation is extremely perfidious. Thanks to
their symbolism, the crosses in the hands of the figures were of decisive impor-
tance for the spiritual meaning of the entire group, as intended by the artist.
The editor tries to downplay that meaning by treating the crosses as a secondary
prop of historical authenticity. Just as both figures do not portray specific his-
torical figures, external signs of the historical location of the recreated event are
also deemed unnecessary. The conclusion is stretched because the editor prefers
not to call things by name and say that he intends the group to have nothing
to do with Christianity. To all appearances, the editor wishes to maintain the
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continuity of the original idea, meanwhile obliterate the signs that allow the orig-
inal meaning of the work to be recognised.

What the editor found difficult to express is stated by the tutor. The former
is unable to openly express what he has long and consciously pursued; a bad
conscience dictated by caution in every word. The latter does not have such
inhibitions and can therefore state the conclusion: “to moga by¢ wcale nie
Chrzescijanie rzuceni lwom” (PZ E, 143) [they need not be Christians thrown to
lions at all] (PSS, 26). But what could they be? The tutor is aided in the specific
formulation of the new sense of the work by his own mental chaos and cloudy
phraseology. In that short fragment, Norwid synthesises all that has been said
about the tutor so far. The favourite adjective returns, and that in the compara-
tive form (“scientyficzniejszy” [more scientific]), “rzut oka” [glance] returns, and
at the end of the speech the reader learns that “zapluty nieco méwca otarl usta”
[the slightly drooling speaker wiped his mouth] (PSS, 26). In short - the last per-
formance of the tutor is meant to present him in his full mental capabilities and
his appearance.

But that is not quite the last touch of sarcasm in scene two. It is expressed
in two reactions: the sculptor’s gesture of gratitude towards the editor and the
tutor for everything they said to absolve him from scruples of artistic conscience
(“rzezbiarz $cisnat rece obu” [the sculptor shook hands with them both] SR, 170),
and the quiet withdrawal of the singer, painter and young tourist from the studio
in the face of discussions “prézno gtowe ktopoczacych” (PZ E, 143) [unneces-
sarily taxing their brains] (PSS, 26).

The stage has been set for the final act of the tragicomedy. The sculptor,
the editor, the tutor and the narrator remain as the audience; the greyhound
announces the merchant’s arrival with silver barking. The image of the new
figure is limited to symbolic features of appearance: fresh, elegant clothes, a thick
gold chain with keys and stamps made of precious stones; smooth manners, tes-
timony to social polish. For an embodiment of the power of money, the portrait
is sufficient.

In the scene now unfolding, Norwid serves justice to the editor who is briefly
branded in the eyes of the other participants with a trait of degrading comedy. It
was easy to remove the original meaning of the group by removing the crosses,
but it is more difficult to invent a new interpretation. The tutor’s platitudes were
sufficient to turn the sculptor’s head and to appease his doubts, but now they
cannot be provided when the merchant asks for an explanation of the figures. The
question should have been answered first by the sculptor, but he retreats instead,
so as not to have to speak first. The situation has been composed perfectly in
order to fully highlight the comedy of surprise. The editor feels responsible for
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the transformation of the group, he understands the helplessness of the sculptor,
from whom any reasonable statement can hardly be expected; and finally, he
certainly does not wish the tutor to act as a commentator, so he takes the floor.

A compromising stuttering begins, without sense and coherence to it, typical
of a surprised person who cannot tell the truth and cannot invent some intel-
ligent lie on the spot. At that moment, the editor is playing a pathetic role and
must appear a very comical figure in the eyes of the people present.

The comedy and sarcasm of the situation are raised further when the
merchant’s imagination, excited by the editor’s chaotic verbiage, provides him
with a new interpretation of the sculpture. It is psychologically understandable
that, to a representative of financial spheres, a woman with a key in her hand
becomes a symbol of savings, and a lump of clay intended to become a lion is a
trunk for money. The sculptor follows the merchant’s thought humbly without a
word, giving the would-be lion the approximate shape of a trunk with a sickle as
an emblem. The group Ad leones became Capitalisation.

In view of the extraordinary brevity of the short story “Ad leones!”, it might be
considered surprising why Norwid prolongs the sales scene, providing the text of
both commercial documents mentioned in the transaction in extenso. Yet there
are legitimate reasons for that.

First, that exchange of written documents requires time; as long as the mer-
chant viewed the group and speculated that it represented Capitalisation, the
sculptor could remain silent because he was not responsible for someone else’s
interpretation. The obedient transformation of a lion into a lump representing a
trunk did not settle the sculptor’s decision in a final manner; the dice have not yet
been cast. But a written statement that the group represents Capitalisation, his
own signature on such a document is an act of informed consent, given with no
surprise and under no duress. Formulating both copies of the contract in writing
allows for a clear understanding of the changes made and allows enough time
to withdraw from the choice. The prolongation of the scene also an emphasises
the passing of time when the sculptor had a chance to withdraw after seeing the
results of the editor’s advice. But the sculptor does not withdraw. That is one
point of the purchase scene.

Second, the author states twice in the official document that the group
represents Capitalisation, enhancing the final effect. A moment later, the word
recurs in the note that on signing the contract, the sculptor throws the wet
canvases back on Capitalisation. There is no Ad leones group anymore, there is
Capitalisation! The reader is pierced with four repetitions of the word within a
short period, evoking a reaction of disgust and painful reflection in the face of
such a change of the idea.
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However, the purchase scene ends with yet another point. The leitmotiv of
the greyhound returns here. At the beginning of the story, the beauty of the
animal served to characterise the sculptor’s tastes, emphasizing his qualifications
and the possibility of achieving the highest level of artistic creativity. Now, after
signing the contract, the merchant congratulates the sculptor on such beautiful
talent and such a beautiful dog. Compared to the opening of the story, where the
passage about the greyhound immediately follows the mentions of the sculptor’s
promising talent and physical endurance, it sounds like the words of the Knight
in Wyspianski’s drama Wesele [The Wedding] to the Poet: “Wiesz ty, czem ty
mogle$ by¢?” [Do you know what you could have been?] Alas! “Miale$ chamie
zloty r6g” [You oaf, you had the golden horn [and lost it]].

The story has actually finished. But Norwid intentionally did not emphasise
the ideological elements of the purchase scene, in order to be able to strongly illu-
minate the moral perspective of the whole event in one more final scene, which
could be called the judgment scene. It is a short discussion between two actors
who have been fully aware of their goals and their path throughout the story: the
editor and the narrator, the dark spirit and the bright spirit. The main charge
is not directed against the sculptor, but against the structure of the “stusznie
przekletego $wiata” [rightly accursed world,] (SR, 172) in which similar acts of
Judas’ treason may occur. The narrator attempts to examine the conscience of the
tempter: “Jak to jednak daleko od Wyznawcéw, dla wyznania lwom rzuconych,
do Kapitalizacji?” (PZ E, 147) [How far is it from the Confessors of the Faith,
from those who for their confession were cast to the lions, how far it is from them
to Capitalisation?] (SR, 172).

The response of the main culprit is a mixture of shame and shamelessness.
The gesture of uneasiness returns - tracing an outline on the pavement with the
tip of an umbrella (in the invitation scene, there was a similar movement of a
pencil on the marble table) - the culprit does not raise his eyes, but at the same
time declares that they, i.e. the journalists, do the same thing every day with
almost every thought and every feeling. The editor says it with some embarrass-
ment, but simultaneously with a sense of some deterministic inevitability of such
a state of affairs: “redakcja jest redukcjg” [Redaction is Reduction]. The narrator’s
answer: “sumienie jest sumieniem” (PZ E, 147) [conscience is conscience] (SR,
172), due to the opposition of the logical structure of the two sentences, is a
protest against suggesting such determinism. In other words: if your conscience
were a conscience, then editing would be editing because its essence does not
imply that it must be reduced. Thus, over the course of the discussion, the editor
indirectly admits his guilt, and the aphorism on editing serves as a mitigating cir-
cumstance (the alleged inevitability of such actions as a result of the profession
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itself). Yet the author — with the narrator’s words — unmasks the falsehood of
such a defence and ends the story with a statement of the uncompromising
nature of an honest conscience.

Thus, the trial against contemporary art for its lack of ideology results in the
condemnation of the artists, because they only see technical skill in art, and the
condemnation of society, especially the press, for demoralizing artists with the
corrupting influence of materialism. The plot of the story, and particularly the
final judgment scene, place greater moral responsibility for such a state of affairs
on the tempters rather than the artists.

The entire event is placed very generally. It happens in Rome, somewhere in
the city’s artistic milieu, as emphasized by linking the plot to the famous Greco.
The time is much less specific; it is clearly late nineteenth century, but any closer
definition of the actual decade is difficult. The only clue might be that America
is perceived as a country synonymous with the power of money, and since the
tremendous economic development of the United States dates back to the end of
the civil war in 1861-1865, the terminus a quo should be placed in the seventh
decade of the nineteenth century. The national affiliation of the characters is even
less clear. Due to the fact that nothing is said about their nationality, one may
tacitly accept that they are Poles. Such a hypothesis may be supported with only
certain moral details, such as the young tourist sent abroad with a tutor to gain
sophistication and knowledge of the world; although it should be added that in
1870-1880 a young man in such a situation would be an anachronistic idea even
in the context of Polish affairs.

Such a faint indication of the local colour is understandable in view of the
transnational perspectives of the issue raised. It is not about the ills of Polish,
French or Italian art, but about the future of contemporary art rooted in the
European cultural circle. In all ages, art has been created upon someone’s
request, but the conditions of its creation in the former era of patronage did not
transform the artist’s atelier into a mere shop providing whatever the customer
demands. And under the dictatorship of money, the artist is deprived of human
dignity and becomes a trader — not only of their own works, but also of their own
conscience. The issue stems from the general system, not the living conditions of
one particular nation. Hence the general definition of location mentioned above.
The only detail caught consciously by the reader is the setting of the plot in Rome
among an international assembly of artists. In fact, as stated above, that detail
serves to reflect the spiritual atmosphere conducive to the creation of great works
of art. Norwid used the occasion to note that the external, even facetious, signs
of public interest in works of art which are still to be created are beautiful and,
“a pélnocnym chlodnym nieznane stronom” [unheard of in cold and northern
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countries] (PSS 20). It was for that reason alone that Norwid placed the entire
event in “honoured Rome” and brought the artists’ favourite café, Caftée Greco,
to the stage.

Below, some remarks about the language of the story follow. It has been cor-
rectly noticed that the language of a short story should be halfway between the
commonness of a narrative about the events forming the plot of the work, and
the solemnity of great literary forms, such as epic or drama. The double character
of the language corresponds, on the one hand, to the realism of events, and on
the other to their symbolism (R. Petsch) that postulate, drawn from the practice
of the great short-story writers in world literature, is fully realized in the story
“Ad leones!”. There is a particularly striking contrast between the language of
almost the entire story and the language of the final scene.

The consequence of an abstract basic problem is the prevalence of conceptual
prose over poetic language. Fragments of unusual flair are few and refer almost
exclusively to paintings presenting visual beauty. Such is e.g. the image of the
greyhound:

Sliczny to byt 6w rudobrodego rzezbiarza pies, zwolna przed nim idacy z paszcza
otwartg i w niej rozestanym na biatych kfach amarantowym jezykiem, do $wiezego licia
purpurowego jakiego kwiatu podobnym. (PZ E, 128)

[Lovely she was, that red-bearded sculptor’s dog, pacing slowly before him, with open
mouth, her amaranth tongue spread over the white fangs like the fresh leaf of some
purple flower.] (PSS, 15)

Such a fragment is also evident in the description of Piazza di Spagna in Rome:

szerokie schody, we dwa skrzydta rozwierajace si¢ i podrywajace na monte pincio, jak
gdyby z bruku ogromny jaki, bajeczny ptak chcial wzlecie¢ i oczekuje tylko, az si¢ na
piorach jego ludzie ugrupuja. (PZ E, 132)

[wide steps spreading like two wings rising towards the Monte Pincio like same enor-
mous legendary bird that wishes to soar from the pavement, waiting only for people to
gather on its wings.] (PSS, 19)

But, as noted above, such extracts are necessarily rare. The ironic tone of the
whole work requires the use of rather common and abstract language. Striking
is the great number of foreign words, emphasising the transnational nature of
the subject matter. Apart from the word scientyficzny [scientifical], introduced to
illustrate the tutor’s mentality, the following foreign words appear, sometimes in
a slightly different sense than commonly used:

atrybut [attribute], organizacja (= organizm) [organization (= organism)],
elokwencja [eloquence], skulpturalny [sculptural], skulptor [sculptor], profan
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[layman], period [(time) period], interes (= zainteresowanie) [interest (in some-
thing)], fawor [favour], kompozycja (= pomyst) [composition (= idea)], egzekucja
(= wykonanie) [execution (of a work)], egzaltowa( (= oddawac czes¢, uwielbiac)
[exalt (= worship)], fortunnie [fortunately], monitor (= dziennik) [monitor
(= daily paper)], choreograficzny (= wyrazajacy co$ gestem) [choreographic
(= expressing something with gesture)], protestacja [protest], komplement (=
uprzejmos¢) [compliment (= politeness)].

Etymologically Polish vocabulary has a tendency for archaisation and vis-
ible deviations from the meaning. Thus there are forms completely obsolete by
the time of writing the story, as: przedstawowat [(he) presented], poprawujgc
[correcting], uwazywszy [considering]; there is the archaic sztukmistrz [con-
jurer]; and beside them, there are words used in an unusual sense, e.g. jedna¢ (=
jednoczy¢) [to reconcile (= to combine)], postaciowanie si¢ (= uzewnetrznianie)
[embodiment (= externalisation)], znamionowaé (= $wiadczy¢) [characterise (=
prove)], porzucié (= narzuci¢) [discard (= throw upon)], przetrgcié (= przerwac)
[break (= interrupt)], uwidomié (= wyrazi¢) [visualise (= express)]. Norwid
shows particular fondness for the word czytelny [legible] and its derivatives, like
uczytelnia¢ [make something clear/legible], in the sense of: expressive, expressing
something.

The language of the short story in terms of syntax is characterised by marked
synthetics, expressed in a very specific order of words, as if modelled on Latin.
That feature is visible in: 1. placing compound attributes before the noun they
refer to; 2. placing verbal predicates at the end of the sentence; 3. starting sub-
ordinate sentences with sentence elements other than the conjunction, most
often with the subject. Below listed are some examples of the phenomena, in the
same order:

1. Eurypidesowego nastroju kompozycjg [a composition in the mood of Euripides]
(PSS, 19)
wewnetrznym ludzkosci tragediom [reflect the inner tragedy of mankind] (PSS, 19)
tyle goscinne dla swojej pracy powitanie [so hospitable a reception of his work]
(PSS, 20)
od mnostwa lat przyjetym zwyczajem [a custom of many years] (PSS, 20)
ustalonym kawiarni greckiej adresem [to use the Greek café as your address] (PSS, 20)
zupetnego swej kompozycji odmienienia [complete change of his composition]
and others.

2. caly i gléwny interes kompozycji we dwdch tylko glowach zawiera sie
[the leading idea of the composition is embodied in these two heads alone] (PSS, 20)
zaproszenie do pracowni rzezbiarza bynajmniej mnie jak fawor wylaczny nie
spotkato [my invitation to the studio was no a special] (PSS, 21)
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redaktor w sposéb nastepujacy do rzezbiarza pierwszorzednie, lecz zarazem i do
gosci przemowit

[the editor, addressing himself primarily to the sculptor but simultaneously to the
audience as a whole, spoke] (PSS, 24)

azeby dzieto genialnego naszego przyjaciela i mistrza przyszto$¢ zapewniong sobie
znalazlo

[to see the work of our friend and great master gain its rightful place in the future]
(PSS, 24)

3. dzien nawiedzenia rzezbiarskiej pracowni skoro w swej pelni nadszedt
[on the day of my visit to the sculptor’s studio] (PSS, 22)
co wraz uzytem gdy zostalo
[the immediate consumption of which helped to intensify the cheering] (PSS, 23)
uciszenie skoro do swej pelni doszlo
[when silence reigned supreme] (PSS, 24), etc.

There are many more examples for phenomena 1 and 2, which may prove that
the particular features of language are very important for the short-story style.
They can be summarised by a thesis that all sentences gravitate towards their end.
Norwid often put those words at the end which were most important and gave
meaning to the whole sentence. That may be related to the frequent use of irony.
The effect of irony is most often obtained - like any comic effect — by raising
expectations of something important and valuable to then surprise one with
everything turning unexpectedly into nothing (nascitur ridiculus mus). Hence
an ironic style must have a tendency to use the point, i.e. to build sentences with
meaning-heavy endings. Such is the structure of the sentence which begins with
the tutor’s praise that he does not practice reckless scribbling:

Nieptocho jednakze bieral si¢ do pidra, kto$ albowiem, nienajdyskretniejszy, lecz
bystrowzroki, rok temu u niego przyjmowany, gdy z rozsypanego na arkuszu biatym
tytoniu wit sobie cygaretko, wyczytat byt dwa pierwsze stowa tytutu i rekopismu: “Rzut-
oka, a jeszcze i wczora tamze i w podobnejze okolicznosci niewiecej zdarzylo sie mu
wyczytaé. (PZE, 131)

[But he was quite adept with his pen, for while rolling a cigarette, one of his none too
discreet but observant guests had spread his tobacco on a sheet of white paper, and
had there observed, a year ago, the first words of the title of the manuscript: “Survey
of” Yesterday, in the same place and under similar circumstances, he could see nothing
added to this.] (PSS, 18)

An ironic punch line was the author’s intention in giving a conditional form to
the Homeric simile meant to illustrate the editor’s style. The excerpt reads:

Jezeli kto uwage kiedy zwrdcit na rodzaj $widréw szklanych, obracanych przez ukryty
mechanizm i do zludzenia nasladujacych bieg Zrédlanej wody; jezeli widzial takowe
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szkietka obracane w paszczach Iwow gipsowych, obstawionych kwiatami i zielonoscia; 1
jezeli wspomniat, jak li$¢ zaden Zadnego kwiatu nie czuje tam zblizenia kropli wody, ani
jej chlodu i zycia; tedy ma on zupelne wyobrazenie o redaktora stylu i jego elokwencji.
(PZE, 130)

[If you have ever seen those glass gimlets (which by some secret mechanism perfectly
simulate the trickling of spring water) put in position in the gullets of plaster lions, all
bedecked with flowers and greenery, you will have noticed that not one leaf of one flower
feels the presence of a single drop of water, not one breath of coolness and life. The par-
allel exactly fits the Editor’s style and delivery.] (SR, 164-165)

The traditional syntactic form of the Homeric (or epic) simile is a comparison.
But it was impossible to use the comparative structure in the short story. Such a
syntactic form was too strongly associated with the style of a great epic to comply
with the common language binding in a short story with the understandable
dominance of conceptual language over poetry in prose narration. Therefore,
Norwid chooses a conditional structure which, due to its intellectual character,
naturally grows out of conceptual prose and does not evoke any associations with
a great epic form. The conditional also allows for a much better ironic conclu-
sion. With its traditional beginning (“like,” “similar to”), a comparison prepares
a juxtaposition of some phenomena, and since the previous sentence ends with
information about the editor: “i nareszcie, skoro juz zaczal méwi¢, poznawato
sie po stylu cztowieka pidra” [and finally, once he started speaking, you could
recognise a man of letters by the style], one might expect to have the editor’s
style characterised using the started comparison. On the other hand, the con-
ditional does not promise any analogy between phenomena, and therefore the
completely unexpected development makes for an effective satirical point.

The final scene of the story is surprising from the very first word with its
completely different language. Irony disappears. The narrator sheds the satirist’s
mask and reveals the face of a man painfully disheartened by the symbolism of
the anecdote. In the place of sentences built to achieve an ironic point comes
rhetorical syntax using anaphora to convey a lofty mood. Below, the structure of
individual sentences is discussed.

Tak to wiec

wszystko, na tym, stusznie przekletym $wiecie,

wszystko, co si¢ poczyna z dziewiczego natchnienia mysli, musi tu by¢
sprzedanem za 6 dolaréw!... (TRZYDZIESCI SREBRNIKOW) (PZ E, 147)

[Everything therefore in this rightly accursed world,
everything which is conceived by the virginal inspiration of thought, must be
sold for 6 dollars (thirty pieces of silver)] (SR, 172)
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The glaring antithesis between the two parts, starting with the word everything,
finds its solution in the part providing the predicate for both subjects. The final
sign of the equation between the unexpected sum of 6 dollars and thirty pieces
of silver is a sarcastic punchline which draws the sentence closer to the previous
ironic style of the story.

I jakkolwiek obiecywalem sobie
nic wcale nie powiedzie¢,
nic nie dodac,
nic nie powtoérzy¢,
jednakowoz, przenies¢ na sobie nie mogac calego ciezaru moralnego,
rzeklem do Redaktora. (PZ E, 147)

[And although I had promised myself
not to say anything,
not to add anything
nor repeat anything,
I could not bear all that moral burden.
I told the Editor:] (PSS, 29)

In the set of three anaphoric sentences starting with the word anything, some
of the verbs used may seem illogical. The word repeat is hardly justified in this
context. All three verbs are actually synonyms of the word speak and that is their
only role. The narrator wants to emphasize three times that he has decided not to
start a conversation on the whole event but was unable to keep to that decision.
Hence the matter of the verbs’ logical match with the situation is of secondary
importance. The essential meaning of the sentence consists of expressing a cer-
tain emotional state, one which was so strong that it broke the resolve of the
will, expressed emphatically three times in refusing to speak. The order of the
verbs: say - add - repeat is not accidental, either.

The word that best reflects the logical meaning in question has been placed
first, followed by others in accordance with the requirements of rhythmic sym-
metry: 3-2 - 3.

Jak to jednak daleko
od Wyznawcow,
i dla wyznania

Iwom rzuconych,
do Kapitalizacji. (PZ E, 147)

[How far it is
from the Confessors of the Faith,
from those who for their confession
were cast to the lions,
how far it is from them to Capitalisation.] (SR, 172)
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The entire effect of the sentence is based on the antithesis of the notions of faith
vs. capitalisation, with the evaluation emphasis placed on the first part, due both
to the repetition of words of the same etymology and to the emphasis on the
drastic consequences of being faithful.

On zas,
gietkie okulary poprawujac, (a)
poczal co$ parasola ostrzem kresli¢ na bruku (b)
i
nie podnoszac oczu (aa)
odrzekt: (bb) (PZE, 147)

[And he,
as he set his glasses straight, (a)
began to draw something with the tip of his umbrella on the pavement, (b)
and
replied (bb)
without raising his eyes: (aa)] (SR, 172)

There is a perfect syntactic symmetry in the clauses describing the editor’s
reaction to the attack. Adjusting the glasses should be a prelude to looking at
someone, however the second part states that the editor does not dare look into
the speaker’s eyes. Part b presents a gesture which replaces an answer; sentence
bb introduces the long-awaited verbal answer.

Redakgcja nie jest telefonem. (a)
My podobniez przecie czynimy codzien

z kazdg nieledwie myslg (m)

i

z kazdym uczuciem... (n)
Redakgja jest redukcja. (b)
To tak, jak
sumienie jest sumieniem - (c)

odpowiedzialem. (PZ E, 147)

[Editorial work is not like a telephone. (a)
We actually do this kind of thing every day,
for almost every idea (m)
and
with every sentiment... (n)
Redaction is Reduction. (b)
Even so,
as conscience is conscience, — (c)
I replied.] (SR, 172)
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The analogy of elements m and n is aimed at evoking an emotional effect: to
reflect the malevolent influence of the press on the life of society; two comple-
mentary notions: idea and sentiment, are introduced here not as antithesis, but
to reflect the comprehensive range of editorial work. On the other hand, clauses
a, b, and ¢, due to their construction parallelism (subject, copula, nominal pred-
icate), constitute an effective logical conclusion; and thanks to the ideological
perspective — a moral and emotional one. Also, clause b, a typical paronomasia
(the use of similar sounding words to emphasize a semantic contrast), comes
from a range of rhetorical means of expression.

In a word, the polar difference between the ironic narrative of the whole and
the pathos of the finale emphasises the difference between the realism of the plot
and its simultaneous symbolism.

What conclusions about Norwid’s talent as a short-story writer may be drawn
from the above analysis? It is likely justified to recognise the great simplicity and
at the same time the purposefulness of a well-planned composition, along with
a striking economy of means of expression, which is still completely sufficient
to achieve the desired artistic impression (no unnecessary details or episodes),
and finally an amazing adjustment of linguistic expression to the nature of the
content conveyed.

Regardless of the position one might take towards the notions of art expressed
here or towards the requirements set for art, “Ad leones!” has to be considered
one of the most masterfully written Polish short stories.






Zofia Szmydtowa
The “Venetian” Novellas by Norwid

Abstract: This article presents an analytical approximation and comparison of two novellas
set in Venice. The first, “Menego. Wyjatek z pamietnika” [Menego. An Extract from a Diary]
was written in the early period of Norwid’s work, while the second, “Tajemnica lorda
Singelworth” [Lord Singelworth’s Secret] was written in the final period of Norwid’s work.
The former is a record of the last days of life for the painter Tytus Byczkowski (who in the
text is constantly referred to as B.), marked by the drama of artistic unfulfillment and defeat
which fully resounds against the background of the extraordinary and magnificent city,
whose image is the quintessence of art - a perfect realisation of the relationship between
art and life and between art and reality. In the second novella, which lacks a tragic plot,
presents originality, beauty, and grace as a passive defence against enslavement. A peculiar
maniac, the title character, is hovering over the city, silently protesting against his smallness
and humiliation. In the heart of the city, in St. Mark’s Square, the Venetian patriot Toni
di Bona Grazia, dressed as a jester and using clownish phrases and gestures, is fighting
the same evil. Both texts, despite great differences in the outlined visions, are similar in
the adopted lowered style. In the first text, it plays a major role in the statements of the
painter B. as an expression of depression. In the second text, it is an intentional stylisation
of triviality adapted to the role of a jester, which is in fact a mask, and a means of action
in the given time, place, and situation.

Keywords: Cyprian Norwid, Tytus Byczkowski, Venice, novella, classical tradition, impro-
visation, lowered style, multi-style novella

Norwid recalled Venice from his memories for the first time in 1850. What
happened seven years before (1843) was rendered in verbal form. The subtitle
was: “Wyjatek z pamietnika” [An Extract from a Diary], the title: “Menego” -
ambiguous and disturbing; it pointed to a self-contained literary work. Its lit-
erary character was evidenced in the arrangement of the plot and clear rules
of composition, and despite all its freedom of narration, the action gravitated
towards the end and its strong closure. Thus, the story used the mechanism typ-
ical of a novella. Therefore, considering both the diaristic conventions and the
layout of the work, Zenon Przesmycki, an expert on the subject, recognised it
as an almost novella. This once seemed right to me since it was in line with
the suggestion given in the subtitle. Today, however, I am worried about this
cautious “almost” - through its ambiguity evasiveness. As it is known from
practice, the diary allows for a combination of different styles, especially when
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quoting someone else’s utterances, kind of monologue, or dialogue clippings; it
also allows for a small epic or lyrical forms to emerge from the main thread
of memories and from interjected works of an autonomous literary character.
We are also familiar with novels stylized as a diary, but also novellas, tales, and
humorous sketches served in the form of pages from a diary. Both the genesis
and the result of such treatments may be different. If an author cares about con-
vincing the reader about the authenticity of the facts, he or she will obscure the
presence of a literary convention in every way. But the opposite also occurs, and
the diary can adopt the character of a novel. By announcing an excerpt from a
diary, Norwid may have suggested that he gave a part of a larger whole, retaining,
for example, the links to what preceded or was to follow that part. However,
he did not follow that path; he isolated the event by creating a compositionally
separated whole. Therefore, he understood the memoir writing as an account
of what actually happened at a certain time and place. Does such a correspon-
dence with reality reflected in the memory have to categorise a work somewhere
between a diary and a novella? Should “Menego’, due to its genesis, be considered
an uncrystallised novella? Aristotle wrote extensively about relations between art
and life, and it is worth recalling him here. Building his argument about the
autonomous character of poetry, the Greek philosopher stated that “it is not the
function of the poet to relate what has happened, but what may happen” (Poetics,
Chapter IX).! He seemed to separate poetry from life, but this was not the case.
In the same chapter, a little further he wrote about the poet: “And even if he
chances to take a historical subject, he is none the less a poet; for there is no
reason why some events that have actually happened should not conform to the
law of the probable and possible, and in virtue of that quality in them he is their
poet or maker” On another occasion, Aristotle stated that certain tales were par-
ticularly suited to be threads of a tragedy, and therefore “a few families only, as
has been already observed, furnish the subjects of tragedy. It was not art, but
happy chance, that led the poets in search of subjects to impress the tragic quality
upon their plots. They are compelled, therefore, to have recourse to those houses
whose history contains moving incidents like these” (Chapter XIV).? In another
place, the philosopher argued that, although a poetic work must have a motiva-
tion based on probability, the fact that something really happened increases this
sense of probability. Thus, as we can see, this all boils down to the usefulness of
a given mechanism for certain artistic purposes. When an artist recognises this

1 Trans. Samuel H. Butcher: http://classics.mit.edu/Aristotle/poetics.2.2.html.
2 Trans. Samuel H. Butcher: http://classics.mit.edu/Aristotle/poetics.2.2.html.
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usefulness for his own purpose, he submits the thread to a verbal arrangement;
he makes it present, alive, rich. In order for a work to be created, a plot, taken
from the external world or invented, must be developed with the use of compo-
sitional links and with the participation of characters.

If “Menego” was to be part of a diary, Tytus Byczkowski, a portraitist of
Mickiewicz and Stowacki, would appear in it. Meanwhile, the author used only
the first letter of his surname when writing about him and preceded his appear-
ance with a short chronological note, mentioning the year and season (spring
1844).> He then gave a description of the Venetian coastline known as Riva degli
Schiavoni, depicted from above in its full length with the intersections of green
canals and white bridges connecting them. This two-coloured, white-green route
is a haven for several thousand different ships, a route not shown from the
ground, but from above. And after the presentation of this colourful topographic
plan, created on the basis of various observations and impressions, there
appeared a view of the harbour captured as a whole composed of three phases of
the day - at dawn, noon, and night. The sequence of the images is so suggestive
of a constant rhythm, as if all those spring days were similar to each other and all
the nights were moonlit. At dawn, small fishing vessels with figures of apostles
on sails, maintained in the strict Byzantine style, were put out to sea. In the fog it
seemed that these apostles were leaving from the land and walking on waves. It
is thus an optical illusion — an allusion to the miracle known from the Gospel. In
the southern light, on a sunny day, of course, the mystery of the colours of
Venetian painters is revealed; there people of different nationalities appear, in
different costumes, in motion, with their eyes directed at ships. At night the ships
disappear into the darkness and only on the moonlit silver-plated wave there
appears a shiny axe at the bow of the gondola floating by, then the rower, then the
cabin, the second rower, and the shiny wave. All the images follow one another
in the rhythm of passing time in complete silence. No voice is heard as if the
paintings were born in the spirit of art with the participation of a mime. Not even
a splash, but the glow of the wave “skrzela wiosta odepchniety w $wiattosé
ksiezycowq” [pushed away into the moonlight with the gill of an oar] has its
painterly meaning here. The oar acts as a fish gill, which brings a mute inhabitant
of water to mind. The places shown in the general long strip, among bridges and
canals, and thus in its unchanging plan, as well as in the permanently recurring
and regularly coming mornings, noons, and evenings, acquire a special meaning.

3 The meeting took place in 1843. The signature: Byczkowski was placed only under the
letter.
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It is here, not elsewhere, on the shore referred to by the Italian word riva, that the
author strolled with the artist in the spring of 1844 (1843), as we later learn, and
talked to each other about the sculpture. When they approached the Doge’s
Palace, B. pointed to the artistic invention revealed in the capitals supporting the
palace. Looking at the sculptures closely, they were both wondering about their
creation. The author asked if they had been created based on an architect’s
drawing or if the sculptor had created them from observation, from memory,
from imagination, stimulated by an object or thought. Among the figures taken
into account by the sculptor could be his patron or wives, Adam and Eve, or a
great merchant from the Far East “co przyjechal z dalekiego Wschodu na okrecie
pelnym ... drogich kamieni na pieczecie dla senatu Rzeczypospolitej, i zielonych
papug dla panienek” (DW VII, 36) [who came on a ship full of ... expensive
stones for the seals for the senate of the republic and green parrots for the
ladies...]. Excitement and images coming from various sources could generate
psychological readiness and energy that lent life to works of art. B. agreed with
such an approach to the process of creation. They continued to talk about Roman
architectural plans, “prostsze od najprostszych figur geometrycznych” [simpler
than the simplest geometrical figures]. And yet these sketches gave rise to
Pantheon, Colosseum... B. smiled sadly at these words of the author, and a sad
smile appeared on his face for the second time when the author assured him that
what is truly beautiful and what was conceived out of love does not perish. They
were just entering St. Mark’s Square at dusk, thus “dokola pod obiegajacym
czworobok placu korytarzem zaczynalo by¢ gwarno, i porozéwiecaly sie
kawiarnie” (DW VII, 36) [around, under the corridor that was encircling the
four sides of the square, it was getting noisy and the cafés were lighting up].
B. headed for a second-rate café which he visited as if he were born in Venice.
Pointing out, as we guess, the serving boy he assured us that he would come there
soon because they knew each other. After mentioning that coffee and cigars were
served, preceded by a remark about the chess players there and the person
writing the letter, the author introduced information addressed to the reader
about B’s life, about his great love for art, and about his long years of persistent
work in Dresden and Munich under the guidance of German painters amidst
“przeciwnosci zabdjcze” [lethal adversities]. This man, who was so devoted to
art, but with little genius himself, was subject to the masters’ influence in his
excessive humility and patience. He did not gain independence. When he
approached his 60s, he found himself in Venice, and he faced the masterpieces of
Venetian art. He felt their superiority — in spite of their “zaniedbanie rysunku”
[neglect of drawing] and composition as if “z ulicy branej” [taken from the
streets] — over the technical correctness of his teachers. They diminished in his
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eyes in comparison with the old Venetian masters. Their authority collapsed, but
at the same time his own defeat was apparent to him. “I niejeden Cornelius -
mowit - ba! i zarozumialy sam Kaulbach uczy¢ by sie z tego dobrze mogli” (DW
VII, 37) [And not just one Cornelius — he said — oh well! even the conceited
Kaulbach himself could learn well from it]. How great was the disappointment of
a man who had been apprenticed for years to those whose conceitedness had
stupefied him so that it was only at the end of his life that he woke up out of the
illusion, discovering their smallness and his irrecoverable error. This happened
in Venice when faced with its original painting. Both interlocutors agreed that
great Venetian art grew out of the fertile native soil; that its dynamics came from
a variety of excitement. Listening to his companion’s argument, B. stated that
great painters “prosto z zycia wzory brali” [took patterns straight from life] and
that their paintings “sa o zycie zaczepione” [are rooted in life]. The laconically
formulated conclusions, almost truisms, acquired the status of conviction that
came too late. This concerned, not only the fact of modelling on nature, but also
a deeper thing - the participation in reality on a rich scale, as well as immediately
grasping historical things in what is current and contemporary. In Promethidion,
Norwid addressed the difficult ability to implement life in the arts of living. This
includes the affliction of a wasted artist of similar stature. Pulled out of his con-
templation by the author’s question about what he was working on, he answered
at first that he was playing the violin, that he probably composed something, and
that he would be happy to play; but he soon withdrew the invitation because he
was not alone and had to reckon with those who had taken him to Italy. Indirectly,
without explicitly mentioning any restraint, he hinted at his addiction. The
author explained to himself that B. played the violin with special skill. Hence, he
was a virtuoso musician too. Why did he then smile sadly even when talking
about his own musical composition? Only after a while, as if his companion’s
question escaped his memory, with some strange emphasis on the subject he
mentioned the unfinished painting. He wanted to present a fisherman in it who,
after working all day long and having only caught an empty shell, was surrounded
by his children begging and stretching out his hand with this shell to passers-by.
The subject was chosen not by chance. It was a strikingly clear analogy to the
artist’s hardships. The end of the day symbolised the end of life. The futility of the
fisherman’s efforts and his appeal to the support of the people he met occasion-
ally indicated the similarity to the situation of a painter who, by someone else’s
grace, found himself in Italy. Stating that the painting was close to completion,
B. did not seem to want to continue the conversation, as he cried out loudly when
he got up from the table: “Menego!” This was a boy’s name in a diminutive form,
or rather a Venetian abbreviation for Domenico. Unlike when he had called him
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for the first time, this time B. pronounced the name differently. By strongly
emphasising the second syllable, he gave the word a different meaning. Menego,
in the changed version, did not mean the boy’s name; it was not a noun. A verb
was created in the first person of the present tense: “I am drowning” The boy
grasped the new meaning of the word and joked about the unjustified alarm.
And it could have been an appropriate alarm in this very place, in a Venetian café
during the rainy season. The boy would have not seen anything strange in such a
cry if it had been under different weather conditions. With cheerfulness and wit,
falling into the foreigner’s word, he shouted: “jak to, topisz sig, panie ... Jak to? -
... a wszakze dzi$ gondole po kosciele $wietego Marka nie plywaly i suchutko w
kawiarni” (DW VII, 38) [How is it that you are drowning, sir ... How? - ... and
yet today, after all, the gondolas were not floating on St. MarK’s church and the
caféis dry...].

It might have been different during the floods, but on that day in beautiful
weather, who was calling out this way? Leaving the café, B. reacted to the boy’s
joke with the word “buffone” repeated twice. During the evening on the next day,
the author received a letter from B. informing him that Mr and Mrs H. might
leave the next day, and that he would go with them. He would be glad to yet
visit the island where, as the author told him, Byron created “Mazeppa” Maybe
they would meet there in the morning “nizli stonice zapiecze?” [before the sun
becomes unbearable?]. In the footnotes, he added that he sent him a handker-
chief which had been given to him at the beginning of his emigration to Dresden
by “wielki nasz lord Byron” [our great Lord Byron]. He wrote to an admirer of
Byron, but why did he decide to offer him an object that he valued so much? He
also expressed his regret that he did not play the violin for him, i.e. that he did
not say goodbye more solemnly. Was this supposed to be the last goodbye?

Thus, “nizli storice zapiekto” [before the sun became unbearable], the author
went by boat to the Lido. He presented it to the reader as a long strip of land
between the lagoons and the sea; then walking across a meadow with faded
stones shining among the greenery, because it was the cemetery of mighty
Jewish merchants at the time of the republic, he reached the seaside gravel. And
this is the factual ending which requires a direct quote because it is too laconic
to be discussed without extending or complementing it. These are the author’s
own words:

Tam doszedlszy, spotkalem gondoliera; stat nad garstka bielizny, przy nim stuga z policji
i dwie damy Angielki z albumami. B., zaplaciwszy gondoliera, powiedzial mu, ze uzy¢
chce kapieli... ale za gleboko w fale zaszedl. Grob jego jest na Lido. (DW VII, 39)
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[Having reached the place, I met a gondolier there; he stood over a handful of under-
wear, next to him there stood a police servant and two English ladies with albums. B.,
having paid the gondolier, told him that he wanted to take a bath... but he went too deep
into the waves. His grave is on the Lido.]

No one here speaks in this author’s account, although it is not difficult to guess
that the author received the information from the gondolier. He gives this
information like a fact communicated to him by a witness. So, no questions or
answers are revealed and no mention of the recovery of the corpse. Since he
mentions a grave, the recovery must have taken place, and there must have been
a funeral. These successive stages were omitted. The composition particularly
typical of the novella prevailed over the loose structure of the diary and its abun-
dance of anecdotes. The laconism of the novella reached its highest level in the
ending. None of those present, including the author, showed emotion, revealed
anxiety, or expressed reflection. People who incidentally met on the seashore had
nothing in common with each other; they were just standing over the “handful
of underwear” left by a man “who went too deep into the waves”...

Reading the epigraph chosen by the poet for this particular novella from
Krasicki: “Bajki wam niose, postuchajcie dzieci!” [I bring you fairy tales, children,
listen to them!], we are not clearly aware of Norwid’s intention. He could have felt
the bitterness of these allegorical miniatures not written for children. Or, given
the unusual laconism that is a special feature of epigrammatic compositions,
especially fairy tales, one can suppose that the poet had this feature in mind
when choosing the epigraph. The ending of “Menego” cannot be summarised for
the simple reason that it is extremely concise, just as it is impossible to summa-
rise e.g. Krasicki’s “Ptaszki w klatce” [“Birds in a cage”] without utilising special,
almost charade-like methods. Or maybe the presentation of death in fairy tales
in a way that is not only laconic but also mechanical was of importance here? If
this was the case, we can say that Norwid distilled some deep pathos from this
seeming insensitiveness which is obviously uncommon for fairy tales.

The death of B. was announced by the café boy, did he herald it or hint at
it? The joke about the mispronunciation raised the inappropriateness of crying
out due to the given situation. The boy was entertained by someone calling out
that he was drowning in a dry place. Despite his sadness, B. clearly and vividly
reacted to this joke. Thus, he did not realize it immediately, not yet then... From
a letter written after 24 hours, it turned out that the change of date of his depar-
ture made him want to visit the Lido where he had not been yet, but where Byron
was creating and wanted to say goodbye to the author. But why did he part with
such a dear gift from Byron as if he had left him to a friend as part of his inheri-
tance? Perhaps it was then that the joke made by the cheerful boy revealed to him
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its true seriousness? The author deliberately did not want to explain the matter
in detail. He probably decided that what he had revealed from the protagonist’s
long life, what had been expressed in his chronic sadness, and finally in the con-
tent of the image he had started, was enough. The painter opened his eyes to
great art in Venice. Here, in a painting depicting the futile effort of a fisherman,
he presented his own defeat. Here he learned the difference between pedantic
correctness and original art fed with the rich juices of life. Venice and the poor,
old man addicted to human help, his own passivity, and most importantly living
under huge pressure from the school for years, clashed with each other, and
Venice became the man’s grave. It was as if it were his predestination. Here, the
words uttered by Menego could have been taken as an oracle and could have
suggested the man was dominated by sadness and the thought of going too deep
into the waves of the sea.

The tragedy of human fate, shown in great shortcuts and allusions, was not
expressed with pathos. The author consistently, and as if casually, revealed how
pathetic the artist, tormented by ineffective effort, was in a city of dazzling beauty.
Therefore, the charm of the initial image of the haven in its extension and in the
changeability of lighting overshadowed the matters of wasted life. In the novella,
Venice is linked with admiration and appreciation, whereas the unhappy man
provides a contrast with his recognition of beauty and his persistent service to art
until his energy and will to live have been exhausted. The artist’s Sisyphean effort
ended with death. This second pole of hopelessness, depression, and incurable
sadness was overshadowed by the reflections of the interlocutors. No complaints
or confessions, no protest. All of it covered with a sad smile which was revealed
by the author in passing and only indirectly by the protagonist in the allusion to
the painting he started, to his dependence on those to whom he owed his arrival
in Italy, and, as we know, his accelerated death after a desperate experience of
disappointment.

Norwid was able to bind the two poles together because of the fact the
reflections concerned Venice and perhaps even more so because of the phrases
used in the two contrasting areas, typical of colloquial speech. Thus, when
watching the capitals supporting the Doge’s Palace, the words are uttered which
point to the heads seen at that moment: “Co moze by¢ ta postac ... albo owa w
hetmie... albo tamta” (DW VII, 35, 36) [What can this figure be ... or this one
in the helmet... or that one]. This is what people say when an object is in front
of them. B. says something similar in the café: “Ten chlopiec mnie zna” [This
boy knows me], when we do not know who he is referring to yet. While talking
about the greatness of the masterpieces, B. states: “Nie moge tu jeszcze dojs¢
tadu” [I cannot figure it out yet], and later he says the same thing about the old
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painters “co to prosto z zycia wzory brali i co to sie zwykle o tym czyta jakby
jakie legendy... A teraz tu widze, Ze podobno wszystkie stare obrazy to tak sa
o zycie zaczepione” (DW VII, 37, 38) [who took patterns directly from life, and
one reads about it as if these were some kind of legends. And now I see that all
the old paintings are probably rooted in life]. B. expresses this discovery, which
is extremely important to him, with a certain awkwardness; he seems to draw his
expressions from common phrases, which are repeated for the sake of clarity and
using connections such as “co to” [which is], “to tak” [that is], “to zwykle” [it’s
usually]. These are stylistic means which suggest unpretentious, lively speech.
After all, the artists in Venice talk to each other about it and its art - one is
enchanted with it to the point of suffering, the other has a mastery of the vivid
and illuminating word. The author uses Italian words: riva (shore/coast) as well
as the full, distinctive name: Riva degli Schiavoni (Coast of Slaves) to evoke the
Venetian coast and harbour in his art. He also adds an archaeological note that
another name, Riva degli Slavi (Coast of Slavs), can be read on the not yet effaced
inscription. The extensive image of the harbour was captured by the poet in three
phrases beginning anaphorically with the word “tam” [there] and pointing all
the time to the same place. The author closed this rich description with casual
words: “i tak tam gondole przeplywaja” [and so the gondolas flow there]. In a dif-
ferent function distinguishing the place, the adverb “tam” [there] appeared in the
narrator’s enumeration of various experiences of old sculptors. After using “tam”
three times, there appeared “6wdzie” [elsewhere/there] in the same function.
The poet took the opportunity to mention, among the presumed models of the
sculpted figures after Adam and Eve, the artist’s patron and his wife, the exotic
figure of a great merchant from the Far East and his exotic, attractive goods such
as fragrant wood, expensive stones, and green parrots. It is worth stressing this
particular order of things that affects the artist's imagination and the fact that
the figure of the merchant as well as the contents of his ship were most strongly
exposed. The author clearly wanted to emphasise the variety of impressions and
what stimulated curiosity due to its peculiarity which drew the attention of both
the commoners and the artist. The novella features poetic phrases such as “blask
fali skrzelg wiosta odepchnietej w $wiatlos¢” [the glow of the wave pushed away
into the moonlight with the gill of an oar] or rhythmically renders the successive
images. There is also a passage of rhetorical nature with growing tension justified
by the admiration for great architecture which deserves to be distinguished in its
entirety. It originates with the narrator and contains a significant allegorical layer
concerning the creation of legends. The following utterance seems to be taken
out of laudation:
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Trzeba gmachu pigknego, azeby mogl piekna by¢ ruing. Trzeba pieknej ruiny, azeby
dotrwata az do konca, az do posad budowy i do pierwszego planu rozlozenia, az do
glazu pierwszego, na ktérym legendy siada¢ beda w ciezkich wiencach bluszczowych,
az do glebi pod gtazem, gdzie medale stare w wazach lezg i pargamin zolty z opisaniem
pierwotnego pomystu. (DW VII, 36)

[It takes a beautiful building to be a beautiful ruin. It takes a beautiful ruin for it to last
until the end, to the foundation of the building and the first unfolding of the plan, to
the first boulder, where the legends will sit in heavy ivy wreaths, to the depth beneath
the boulder, where old medals in vases and yellow parchment with a description of the
original idea lie.]

The course of the event corresponds in the novel to the richness of the features
rendered in the first painting of the Venetian harbour and the laconicism sketch-
iness of the final picture. It suggests absence and lack of man, after which a
handful of underwear remained on the shore. This is a reminder of the words of
the poet from the poem “Do mego brata Ludwika” [“To my Brother Ludwig”],
which is chronologically close to the meeting in Venice:

Bo jakze malo bedzie ze mnie: popiot;

Ni tu radosci godta, ni meczenstwa,

Ni tego stowa nad grobowcem: dopig#!
(PWsz 1, 71)

For how little of me will be left: ashes,
Neither the joy of an emblem, nor martyrdom,
Nor the word on a tombstone: he gained his end!

Having given all his efforts to art, B. did not achieve his goal; nor did he manage
to finish the painting, expressing a silent complaint about a wasted life. A sad
smile accompanied what he had said himself and what his companion claimed.
However, despite such an important role of description and reflection (which
also contained description) in the novella, they did not suppress the course of
the action. Through artistic imagery and rhetorical argumentation, the author
managed to suggest the monumentality and permanence of great art, while
using laconic references, discrete allusions, understatements, and finally silence
to create a sense of threat and fragility of man in his pursuit of a great goal. After
all, B. was extremely talented. If it had been about the craft, he would have had no
reason for despair. But he fought against grave adversities for a great thing that
appeared to him in Venice as unattainable.

Venice was used as a place of action for the second time in “Tajemnica
lorda Singelworth” [Lord Singelworth’s Secret] (DW VII, 217-233). The author
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announced that his mysterious regular balloon rides over various world capitals,
which were met with mixed comments, would find a particularly strong reso-
nance in Venice and would contribute to the spread of both horizontal rumours
and deeper speculations. The city with stifled political life reacted to triviality as
if to a momentous matter and also exhibited a kind of masked stand. Here, in
St. MarK’s Square, a folk improviser performed, who, by entertaining the public
with jokes, mocked the invading governments in his country. According to the
author’s words, the descendants of the former patricians “zyli w Wenecji, jak
gdyby sie¢ w niej znalezli wygnancami” [lived in Venice as if they were exiles].
They did not have the financial means to maintain their palaces which they
inhabited only in part ensuring that the old chronicles testifying to the histor-
ical greatness of their families were not destroyed. The poet said with apprecia-
tion that these worthy descendants of patricians through silence, tact, and proud
patience accepted the foreign government in their homeland. He also credited
them with social qualities, elegance, and discretion. After all, these descendants
of dignitaries, related to doges, lived in proud isolation and passivity. In the heart
of the city, a bold, aggressive voice resounded which was aimed at the invaders
and tolerated by them because it came from the mouth of a folk jester. Before this
favourite of the audience, Toni di Bona Grazia, appeared on the scene; Norwid
introduced him in a significant way: “osoba historyczna, ktéra wielokrotnie
stysze¢ mialem przyjemnos$¢” (DW VII, 221) [a historical personage whom I had
the pleasure of hearing many times*]. In a footnote he added that the recently
deceased improviser was presented in Italian illustrated magazines, in images
that represented both his character and his outfit well; however, he expressed the
following reservation:

Lecz, co do tekstu przy onym rysunku, $miemy utrzymywac, ze nasze kilka rysow w
tej noweli spotkanych i wierniej, i wlasciwiej malujg te postac i jej talentu rodzaj. (DW
VIL, 233)

[Still as far as the caption accompanying the drawing is concerned, we dare claim that
some of his traits observed in this short story portray this character and his peculiar
kind of talent better and more faithfully.] (MPSS, 56)

As it can be seen, the poet was meticulous about capturing both the character and
even more the nature of his improvisations. However, he did not start the novella

4 Trans. Olga Scherer-Virski, The Modern Polish Short Story (Hague: Mouton, 1955),
p- 54 (hereinafter referred to as MPSS).
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with the improviser’s performances, but with the protagonist. He intrigued the
reader with a number of unanswered questions. Here is the first:

Czy rzeczywiscie byly jakie ziemie Singelworth, we waznosci baronii nadane przodkowi
z linii prostej meza, o ktérym to moje spomnienie zapisuje? (DW VII, 219)

Has there ever existed a shire by the name of Singelworth and was it ever bequeathed to
a direct ancestor of the gentleman about whom I am now writing these reminiscences?
(MPSS, 54)

This was followed by questions about the consequences of such a possibility,
and finally about a totally different possibility. After all, could the Singelworths
have been “zacnymi wiascicielami rekodzielni, wyrabiajacej perkaliki albo rzeczy
cynowe i stalne?” (DW VII, 219) [the respectable owners of a dry-goods mill or
a factory that made products of tin and steel?] (MPSS, 54). The author consid-
ered it appropriate for the novelist to resolve such issues but not the author of a
novella. At this very point, he mentioned that he was writing “ulotng ... nowele,
za zadanie majaca wyjatkowe jakie spostrzezenie psychologiczne utrwali¢
obrazem wiernym” (DW VII, 219) [a short story the object of which is to crys-
tallize an unusual psychological observation in the form of a faithful image].
He pointed to the intended selection of facts and started the proper narrative
with what Aristotle called the common belief. Thus, he concluded that in all the
hotels in Europe and in the East, people used to greet the Lord saying: ‘Domine
Singelworth. In addition, the Lord’s daily balloon rides everywhere gave rise to
various assumptions, discussions, and jokes. A professor claimed that the pur-
pose of those flights was meteorological research while a French columnist spec-
ulated about the Lord’s special care about digestion. This was also pointed out
in the report by the governor of Odessa’s subordinates, who mentioned the box
with a round vase-like vessel that was carefully placed in the balloon basket.
In Venice, this drastic and unbelievable version achieved such great popularity
that Toni di Bona Grazia considered it appropriate to speak on this matter,
including, according to the author, “histori¢ aeronaucji Lorda do przedmiotéw
swoich genialnych konferencji, na zaludnionym pod wieczér placu Sw. Marka
zagajanych” (DW VII, 221) [the story of his lordship’s flights among the subjects
of the brilliant twilight lectures he delivered on the crowded St. Mark’s Square]
(MPSS, 56). The author closed the first chapter of the novella with this an-
nouncement. The second chapter offers an introduction to the nature of these
conferences; this was done with the beginning of the phrase closely related to
the last words: “Co za$ Toni di bona Grazia zmierzyt okiem” [What then Toni di
Bona Grazia eyed up]. This was the beginning of a longer passage with a richly
pictorial message. From one sentence we learned that he was gazing from under
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a triangular hat with a sparkling eye, that he deliberately lisped in order to give a
special tone to the words, “potrzasat na swoich piersiach wielkimi dekoracjami
z ktéw wieprzowych, muszli i blyskotliwych blaszek” (DW VII, 221) [his breast
shook with huge decorations, made of hog’s teeth, sea-shells and spangles], that
these were the ways of an harlequin (but a classic harlequin from the Etruscan
times) and although the speaker was met with a snort of laughter, it did not
pass by “jak klask i piana poruszanej wiostem laguny” [like the splash and the
foam which the stroke of an oar makes in the lagoon]. Thus, the Venetian spirit
was supported by the antique tradition, and this was immediately followed by
a remark that the Austrian dignitaries listened attentively to these “volgarne
moéwienie” [vulgar talks] and that the words of the improviser even reached
the house of the governor of Venice’s wife. After this introduction, the author
recalled that, in a conquered country, the folk improviser had to fool around
and that his extensive buffo had to be flat. In the given situation, the impro-
viser acted on the pretext that he wanted to defend “osobistg stawe podréznika”
[Lord Singleworth’s personal reputation] (MPSS, 56). He criticised the ridicu-
lous idea that somebody would be hovering over the world’s finest places only
“azeby tam warunkéw poziomych higieny dopelnial” [to fulfil there the hori-
zontal conditions of hygiene...]. He does not think it is possible for one’s heart
and soul not to be moved by the mere sight of the monuments in any capital; in
Venice itself, although the prisons and the Bridge of Sighs are similar to creeping
vermin when seen from above, the four horses on the basilica cannot leave one
indifferent. It must be assumed that the aerial balloon hides a deep mystery that
will only become clear after centuries. The speaker assures his listeners that he
knows the reason why it is not thought about it; instead, something totally dif-
ferent is suggested. It is said that paper fell from a balloon basket on the island of
Murano, which, to people with a refined nose, said everything. Here, diverging
from the topic, he admitted that he, too, when observing things thrown away,
was sometimes imagining intricate stories. Perhaps this paper also revealed the
Lord’s secret. He ended his speech, not by confirming the version about the
paper, but with an ironic praise of “dorodne nosy policji Panistwa Apostolskiego”
[the fine-looking noses of the Papal State police], making it clear that it partic-
ularly suited them as rumours distracted attention from great matters and from
the thoughts about the future. The speaker did not doubt that the Lord’s secret
concerned the future and better years.

The first part of the improvisation - in its rhythm, in its sequence of inter-
rogative sentences, in its transition from addressing those who harm the Lord
to the obvious grandeur of historical things - vividly resembles the introduction
of Ciceros first speech against Catiline. Both its first invocation in elevated tone
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and its fundamental scheme - the juxtaposition of what is unworthy with human
dignity and grandeur of history - brings this analogy. Compare the two texts
together with the Latin original provided in the footnote. First, the beginning of
the improvisation by the Venetian speaker, Toni di Bona Grazia:

- Dopokadze ... dotyka¢ bedg nierozwaznie latajacego na powietrzu, ktorego dotkngc
niepodobna? I do myslenia beda dawa¢: jakoby kto$ nad najznakomitszymi na $wiecie
miejscami dlatego tylko unosit si¢, azeby tam warunkéw poziomych higieny dopelniat
... Jestze podobienstwem, aby sam widok monumentéw stolicy jakiej nie poruszal
ducha i serca? Wieze-wysokie §wiatyn, tuki triumfalne, kolumny zwycieskie nie majaz
uroczystej sity zachwytu? (DW VII, 222)

[- ‘How much longer’ ... ‘will unreasonable mortals touch the one flying in the air, the
one whom it is impossible to touch? And they imply that a person rises above the most
illustrious places only to expectorate! ... Is it in any way possible that the very sight of a
capital’s monuments would not move his heart and soul? Do not the tall towers of the
churches, the arches of triumph and the columns of victory possess a solemn power of
delight?] (MPSS, 56)

And here is the beginning of Cicero’s speech:

When, O Catiline, do you mean to cease abusing our patience? How long is that mad-
ness of yours still to mock us? When is there to be an end of that unbridled audacity
of yours, swaggering about as it does now? Do not the nightly guards placed on the
Palatine Hill—do not the watches posted throughout the city—does not the alarm of the
people, and the union of all good men—does not the precaution taken of assembling the
senate in this most defensible place—do not the looks and countenances of this vener-
able body here present, have any effect upon you?®

Continuing his speech, Toni di Bona Grazia stated, “nie myg¢le, azeby konie
cztery Swietego Marka kiedy zarza ptucami zlotymi i zachwieja grzywami z
korynckiego brazu w stonca blasku, widokiem byty obojetnym!” (DW VII,
223) [I do not think that the four horses of St. MarK’s, with their golden lungs
neighing and their manes of Corinthian bronze swaying in the sun’s radiance,
constitute an indifferent sight!] (MPSS, 57). The whole speech shows that the

5 M. T. Cicero. The Orations of Marcus Tullius Cicero, lit. trans. by C. D. Yonge (London,
1856)  (http://data.perseus.org/citations/urn:cts:latinLit:phi0474.phi013.perseus-
engl:1.1). The Latin text after: Ciceron, Les quatre Catilinaires, (Paris 1898), Oratio
prima: “Quousque tandem abutere, Catilina, patientia nostra? Quamdiu etiam
furor iste tuus nos eludet? Quem ad finem sese effrenata jactabit audacia? Nihilne te
nocturnum praesidium Palatii, nihil urbis vigiliae, nihil timor populi, nihil concursus
honorum omnium, nihil hic munitissimus habendi senatus locus, nihil horum ora
vuitusque moverunt?”


http://data.perseus.org/citations/urn:cts:latinLit:phi0474.phi013.perseus-eng1:1.1
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improviser directed his attack through wandering digressions, changes of voice,
and loud hissing at the foreign power imposed on Venice. In this arrangement,
the image of horses became a symbol of greatness and triumph. In the closure of
the speech, there was a cutting remark directed at the Austrian police:
Nie ublizy si¢ wcale policji Pafistwa Apostolskiego, gdy powiemy, ze bywaja w niej nosy
tak dorodne, jakich i pomiedzy Neapolitariczykami spotka¢ nielatwo! (DW VII, 223)

[The police of the Apostolic State will not get offended at all when we say that among
them there are noses so fine-looking that it is difficult to find such ones even among the
Neapolitan people.]

Thus, the Venetian improviser announced by the author refers to the classical
tradition by following the rhythm, tone, and preserving the two-partite intro-
duction of the great speaker of Rome in his first speech against Catiline, which is
considered to be an improvisation. The harlequin turned out to be a consul. He
did not attack an individual man, an organiser of a conspiracy that threatened
the republic, but the powerful imperialist state whose “apostolicity” has been
sharply and ironically called into question.

Serenissima no longer had a senate or senators. In the public square under
the open sky, a representative of the Venetian people who was dressed as a clown
spoke to everyone for those absent. He had to protect himself from strangers by
hedging and skilfully aiming the mockery as if at himself that supposedly he him-
self reads the secrets from rubbish tips, so the paper could also give the police the
Lord’s secret. The improviser skilfully mocked himself, claiming that his muse
was probably a ragpicker. Cicero’s pathos in the speech of the improviser took
on the appearance of a parody, seemingly finding application in a trivial subject.
Toni di Bona Grazia seemed to treat it as a trivial thing - a curiosity arousing
sensation with comical exaggeration. In this way he evaded the unintended audi-
ence, using irony and self-irony, as well as oscillating in and out of the intention,
the targeted audience were supposed to guess and the anecdote presented in such
a way that strangers would not refer to themselves if the speaker nodded to them.
The author described the speaker’s speeches differently. He called them brilliant
conferences, vulgar speeches, and rhapsodies. It was like a Single Actor Theatre.
After the performance was over, the listeners tossed coins into a handkerchief
laid on the cobbles as if “do kasy zwijajacego si¢ teatru” [to the cash-box of the
show, now at an end] (MPSS, 57). The author included a small set instructions
for the director in the text of the speech in italics indicating the change of into-
nation. He also emphasised the play of the improviser, drawing the audience
into an apparent dialogue. The author’s comment reads: “tu monologista biegty
odmienial nagle glos, jak gdyby kto$ zza sceny wdal si¢ w rozmowe” [at this
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point the skilful monologist’s voice suddenly changed, as though someone from
behind the stage had interfered with his speech] (MPSS, 56).

First, the improviser spontaneously came up with the idea that the Lord’s
secret concerned the future, and thus when this speculation was confirmed by
the explanations of the aeronaut, Toni di Bona Grazia was more eager than ever
to proclaim to himself and to strangers that the traveller was a man of mission, a
forewarner and herald of

Wielkiej Epoki nowej, ktéra ma stac si¢ dla ludzkosci catej rodzajem puryfikacji i czyms

do Revivalu amerykanskiego podobnym... Revivalu, o ktérym (mowigc i szczerze, i na

stronie) ani nasz stary, uksztafcony i niewolniczy kontynent nie ma stusznego pojecia, ani

bylby na silach, azeby go u siebie sprobowac i zaszczepic!... Archeologia tu raczej, lubo

wstecz, ale zywo i $wietnie dziata: (DW VII, 232)

[a great new epoch which is to become one of purification for humanity, something
resembling the American Revivalist Movement, a movement (speaking frankly and off
the record) our old, cultivated and slave-bound continent interprets wrongly and would
be unable to attempt to inculcate on its own lands! In this respect archaeology acts with
splendid energy - though with a somewhat backward trend.] (MPSS, 62)

The paraphrased statement contained the thoughts of the Lord accusing
the European continent of immediately turning everything that cannot be
understood into laughter, but it also expressed the author’s view that “wir
archeologicznego szalu ... nie bez pobudek uwzgledniata roztropna austriacka
policja” (DW VII, 233) [whirl of archaeological folly ... which the Austrian
police tolerated.] (MPSS, 62). Already in the previous speech, the improviser’s
deliberations on the rubbish-heap were already typical of Norwid; here, as a
result of the Lord’s confessions, especially his historiosophy, but also due to the
use of reported speech, the people’s speaker became even closer to the author of
the novella.

The only man in Venice, a harlequin with classical traditions, in whom
Serenissima had its own erroneous knight, immediately intuitively grasped the
deeper meaning of the Lord’s strange actions. Among the horizontal gossip that
overwhelmed the tops and bottoms of society, he considered it necessary to rise,
like the aeronaut, above flat, confusing conjectures, to symbolically revive St.
Marc’s horses, to threaten the rapists of freedom, to ridicule them with a delib-
erate wit and rudeness. The people’s speaker came first when it comes to public
affairs; the rhythm of the speech against Catiline, despite appearances of parody,
sounded in his mouth like a warning and a wake-up call. The author of the
novella kept it, gave it his own knowledge, enriched its style, but did not lose
the expressiveness of the character, gesture, mimicry and theatrical qualities. He
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offered a suggestive rendering of the speaker’s fervent patriotic feelings, the dex-
terity of hiding them, and the situational appropriateness of that buffo, about
which the author so aptly wrote that it had to be flat, being spacious, and there-
fore capable of holding everything. In the author’s words, a people’s speaker in
a conquered country had to speak in this way. Norwid exercised his copyright
in shaping the improviser’s statements and giving him some of his thoughts and
words. However, he did not add himself as one of the characters to the crowd of
the improviser’s listeners, but to the group of educated, socialised people who
frequented the hotel where the aeronaut stayed. They got so caught up in the
local gossip that the difference of opinion led to a wager. The author using the
documents, when it would come to convincing the Lord of the old English tradi-
tion of making a wager, immediately stressed that

Nieszlo ... juz o same rozstrzygniecie wezta watpliwosci tyczacej obyczajow oryginalnego

jednego Anglika, ale szlo o rzecz wenecka i niecodzienna, czyli: pod czyim nazwiskiem

w dzien narodowej Regaty §w. Marka zajasnieje na Kanale Wielkim $wietna zlocista
nawa? (DW VII, 227)

[the question thus ceased to be one of resolving a doubt connected with the daily habits
of one eccentric Englishman, and now rather became a truly Venetian affair, and unusual
one at that: under whose name would the magnificent golden ship appear on the canal
on the day of St. Mark’s national regatta?] (MPSS, 58)

Here, too, the author placed emphasis on the place of action. And he did so
throughout the whole story, starting with the fact that in the White Lion Hotel
the arrival of the Lord was announced, that he was overtaken by an aeronaut
sent to the Lido. The Lord, preceded by his maiordomo, came alone in a sep-
arate boat to the hotel and “wystapil ze smuklego i czarnego statku na lizany
stong woda kamien progu” (DW VII, 220) [stepped from the graceful black ship
onto the wave-lapped stone threshold] (MPSS, 54). This is how one arrives in
Venice to the hotel or palace from the front. We learn about another way from
the author - the entrance from the narrow streets. The author called this road
more confidential. One had to “odczytaé naprzdd ginace w murze mate wnijscie”
[read ahead a small entrance lost in the wall] and touch the brown knob to find
oneself in a medieval courtyard. And here, according to local custom, a cere-
mony not known elsewhere took place:

Jezeli przyjetym nie mogles by¢, spuszczal si¢ bezosobiscie kosz na linie — wkladales wen
karte swojg i wychodzite$ nie widzac nikogo, a wszystko w ciszy, co$ inkwizycyjnego,
staro-weneckiego w sobie majacej. (DW VII, 224)
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[If you could not be accepted, a basket was impersonally dropped down on the rope -
you put your card in it and left without seeing anyone, and all this in silence that was
somewhat inquisitional, Old Venetian in nature.]

As the action goes on, we also learn about gossiping, which was particularly char-
acteristic of the conquered Venice, and about its buildings, both flat and elevated -
all this from the mouth of the people’s speaker, and the author assured us that the
words of the speaker did not pass “jak klask i piana uderzonej wiostem laguny”
(DW VII, 221) [like the splash and the foam which the stroke of an oar makes
in the lagoon] (MPSS, 56). After the performance of the Single Actor Theatre,
the square began to fill up with another audience. Grand ladies, Austrian officers
who were polite to them and announced the military music and, above all, the
pigeons who flew over the square last time before the nightfall. It was at this very
moment that the author presented further historical metamorphoses of the place.
The city in its foundations on “pierwowieczny” [proto-eternal] construction on
stilts, then a fish market and a shelter for refugees, then a city of “kramarzacych z
fenicka przedsigbiorcéw” [Phoenician-like merchants], then a Republic formed
by them, but not as strict as Sparta. This ended the material characteristics,
and later a figure emerged in slow motion, as “bisior szeroki leniwo wlokt sie
za ztotym jej sandatem, nieco na azjacki lub wschodni sposoéb szpiczastym i w
gore podkrzywionym” (DW VII, 224) [a wide byssus lazily dragged behind his
golden sandal, slightly pointed and curved upwards in an Asian or Eastern style].
An expensive fabric flowing freely onto the feet and the golden elongated sandal
captured in motion are elements of the outfit indicating wealth and splendour.
This visual evocation of a person, as if disappearing in a crowd, is followed by
the author’s statement that in its history the city experienced an idyllic and dra-
matic period, that it also abused comedy and tragedy, and that like “znudzona
wszystkim wielka dama, pozostalo piekne i czarowne” [like a grand lady, bored
by everything, remained beautiful and fascinating] (MPSS, 57-58). The fact that
this reflection was made from the heights of history results from the author’s cry
that closes these remarks: “O, historio!” [Oh, history!]. And yet even then, when
Austrian officers appeared on St. Mark’s Square in the evening, Norwid stated
that, contrary to appearances, Venice remained itself “nazbyt bedac oryginalna,
azeby i mogta by¢ ostatecznie ujarzmiona” [being too original for it to be ulti-
mately subjugated]. The descendants of the patricians living in the collapsing
palaces “ruine wtasnej historii za swojego dobrego miewali sgsiada” [considered
the ruin of their own history to be their good neighbour]. They were the ones
who protected the chronicles of the former Republic from annihilation; coats
of arms and doges” hats were preserved on the stairs of their houses. Moving
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from “amfiteatr dziejow” [the amphitheatre of history] to the present, the author
began discussing the matter of the dispute and wager with a humorous compar-
ison, reminding us that the action is taking place in Venice: “Rzecz skoro sie tak
uwyraznita, jak wysoko$¢ mostu Rialto ..., uwazano za dobre mnie jako delegata
naznaczy¢” (DW VII, 227) [As soon as the matter became as clearly obvious as
the Rialto Bridge in all its height ..., it was considered best to designate me as
a delegate] (MPSS, 59). Once the Lord had set the time for the reception of the
delegation for the next day before breakfast, the author seemed to have forgotten,
or perhaps he regretted that he had handled Venice so harshly, reproaching it for
its resemblance to a grand lady bored with everything, he returned to the matter
of its originality and charm. He could not escape its charm, it became for him a
creature like no other, a unique one, and thus flowed the words of praise:

Wenecja ma misj¢ $wiadczenia czlowiekowi, ze jest fantastyczna sfera zycia, ze stolica
nie jest tylko samym scentralizowaniem administracyjnym kilku biur, Ze plac moze
by¢ salonem, ... ze na kosciele katolickim moze igra¢ cztery brazowe konie rydwanu
Apollinowego, nic nabozenstwu nie szkodzac... I ze przeto $miertelny ... godnoscé
zywego czlonka bytu we wszech-stworzeniu ... ma, a przez to samo moze si¢ i zadumac,
i za-rozmawiad, i zabawié!... (DW VII, 228)

[Venice is endowed with the mission of proving to man that it harbors a fantastic way
of life, that a capital is not merely the administrative centre of a few public offices, that
the public square can be a drawing-room as well, ... that four bronze horses of Apollos
chariot can make merry on top of a Catholic church, without disturbing the religious
service in the least... That is why a mortal ... possesses the dignity of a membership of
being in omni-creation ..., and is therefore free to engage in meditation, conversation
and entertainment!] (MPSS, 59)

After this commendation of Venice, we move on to a social conversation and
to the fate of the Venetian-style wager, among Venetians overwhelmed by the
Lord’s mystery and excitement, in a comedic way, about the sensation of the
current days. Thus, Venice and the Venetian character is also revealed from
other perspectives. It is no different with its admirer who is sensitive to different
features of its existence. The author appears as a private man, having friends in
the city among the descendants of patricians, also knowing the famous impro-
viser, as a thinker evaluating the history of Venice and its culture, as an artist
sensitive to beauty, and finally as the creator of the given novella. The role of the
author is revealed in the way he presents matters and people on different levels,
in different moods and sections, in prompting his characters’ utterances, in the
style of their speeches. He also reveals himself directly in the side remarks in his
reflections. One of them defines the novella as a work focused on one striking
observation that is visually captured, which puts it in contrast with the novel.
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With great emphasis, with a polemical stress, but without naming his opponents,
Norwid considered it an unwavering certainty that art cannot reject the hearty
content, because only by saying everything it can reveal motion and life.

The author, as a member of the group meeting the conditions of the social
ritual, has given himself, as well as the entire group, comic features. When
it turned out from the Lord’s solemn speech that his air rides were aimed at
protesting against the prevailing conception of cleanliness, the author was going
to ask the speaker for a clearer definition of the principle of actions. This did not
happen, however, because no one wanted to speak first by being overly polite
to the other members of the delegation, and that is why the Lord reopened his
monologue, explaining further the meaning of his protest: “Czystos¢ zalezy na
podniesieniu, nieczystoscig za$ jest ponizenie si¢ lub kogo... Czysto$§¢, ktora
musialaby degradowac ludzi, azeby siebie utrzyma¢, bytazby bez-plamng?” (DW
VII, 232) [Cleanliness depends on rising high, while uncleanliness is descent
... of those who ... seem obliged to degrade others] (MPSS, 62). Rising up was
therefore meant to be a protest against degradation. The wager was resolved, the
author along with the whole social group was ridiculed to some extent. Even
their conjectures came from foreign sources. Those who asked the Lord and lis-
tened to his confessions — and among them the author - left chastened. Toni di
Bona Grazia spoke from himself and for them for the second time about the
Lord. This second improvisation, presented in reported speech, has strengthened
and consolidated the first. The one who intuitively guessed the deeper sense of
the Lord’s aeronautics and then considered him to be “uprzedziciel i zwiastun
wielkiej epoki nowej” [the forerunner and herald of a new epoch] (MPSS
62) was thus the awakener of national dignity and fighting spirit, the people’s
speaker and actor. Serenissima had in him a fervent defender, from whom the
times demanded that he wear the clown’s dress. His speech was secretly filled
with the author’s reflections on human matters that can be read from the trash,
on monuments that evoke mixed feelings, if one knows and thinks of suicide,
throwing themselves down form them in despair. The Lord’s biting remarks con-
cerning the European continent, which the people’s speaker called slavish, also
adds to that. Although the Lord’s monologue, interrupted by pauses, is much
longer than both of the improviser’s speeches, he is a working figure, not the Lord,
who merely gives the opportunity for Venice, its people and Venetian character
to manifest their multifaceted nature; however, the main centre of Venetian life
was shown in its people. The words of the Venetian harlequin about archaeology
working backwards have aligned with those of the author when at the end of the
novella he presented a picture of a deserted city in which only pigeons - alone
and uninterrupted - were walking on wide cobblestones. The sudden emptiness



The “Venetian” Novellas by Norwid 83

resulted from the fact that, on St. MarK’s day, all the inhabitants found themselves
at the Grand Canal watching an “nieporéwnang” [incomparable] regatta. This is
how the author describes the moment of this inherently Venetian impulse in a
concise and, at the same time, eloquent way:

Wiszystkich oczy w-igrane lub wlepione byly w ten wir archeologicznego szatu, ktéry nie
bez pobudek uwzgledniala roztropna austriacka policja. (DW VII, 233)

[All eyes were absorbed in that whirl of archaeological folly which, not without ulterior
motives, the Austrian police tolerated.] (MPSS, 62)

The play of great matters under the cover of clownery, which is characteristic of
the work, with sensation erected on the pedestal of a solemn ceremony, as in the
case of this wager, does not lead to satirical focus. Despite the regret that Venice
lost its historical grandeur, the novella still conveys an impression of its charm,
which takes the author’s satirical pen out of his hand. When Zenon Przesmycki
stated that in “Tajemnica lorda Singelworth” we find “the whole soul of the col-
ourful tale of the golden and marble city of the Doges,” he expressed the assump-
tion that perhaps “it was the main and first stimulus to write the work” We have
seen that Venice embraces everything here, it shapes people’s clothing, houses,
their interiors, reminds us of the proximity of the lagoon, of St. Mark’s Square in
an ever changing light and different audience, and depopulated. Here the harle-
quin utters his pathetic and derisive words. Being the background and creating
the atmosphere, Venice makes one perceive the word spoken by a gondolier in the
local dialect together with “stony powiew lagun” [the salty breeze of the lagoons].
On one level there are things that are connected by comparison, emphasising the
Venetian character seen from different sides and in different moods. Thus, the
costume of the improviser, the place of his speeches, and the way he speaks, are
all combined with an equally Venetian phenomenon expressed in the compar-
ison to the clasp and lagoon foam moved with an oar. Even the stars over the city
going to sleep “przepadaja [w lagunach] kregami zlotymi ... drzace, jak dozéw
szlubne piercienie” (DW VII, 224) [(in the lagoons) sink in golden circles after
the manner of Doges’ wedding rings] (MPSS, 58). The expression of a real or alle-
gorical figure here and in other Norwid’s novellas is similar. A gesture, a detail of
an outfit make both an animate object and a person visible, or rather make them
present. The personified Venice is covering a certain segment of the stage in no
hurry, as the author managed to notice the exact shape of its golden sandal, indi-
cating Byzantine influences, as well as the lightness of the wide, expensive fabric
falling freely on its feet. The poet was no different in recognising a known person
when he landed in the Piazzetta, i.e. a small square at the Doge’s Palace. This is
the image of a figure in a crowd, characteristic of the way Norwid portrayed it:
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odgadujesz z dala $réd przechodniéw mantyle znajoma albo wstazki pomigszane
z wachlarzem, z niesfornym puklem wloséw i ze srebrnymi widéknami promieni
ksigzycowych... (DW VII, 225)

[among the passers-by, from afar, you recognise a known mantilla or ribbons mixed
with a fan, with an unruly curl of hair and silver moonlight fibres...]

The novella consists of six chapters combined into two parts, each consisting of
three chapters. In the following we will take a look at their introductions and
endings. The work begins with the words: “czy rzeczywiscie byly jakie ziemie
Singelworth” (DW VII, 219) [Has there ever existed a shire by the name of
Singelworth] (MPSS, 55) - a question which, as we know, together with the
other ones is left unanswered. The first chapter ends with the announcement of
the improviser’s “genialnych konferencji, na zaludnionym pod wieczér placu Sw.
Marka zagajanych” (DW VII, 221) [brilliant twilight lectures held in St. MarK’s
Square, populated in the evening] (MPSS, 56). The second chapter brings, in an
opening sentence, a seemingly direct reference to the initial information from
the end of the previous one, as it is common in an oral conversation after a short
break: “Co za$ Toni di Bona Grazia zmierzyl wzrokiem” [What Toni di Bona
Grazia measured with his eyes], but this is an introduction to a complex, rich
whole, to a bipartite section of great capacity, indicating both the details of the
outfit, the expression of the eyes, the way of speaking, as well as the classical
tradition of the harlequinade and the speaker’s influence on the audience. The
chapter concludes with the speaker’s words of admiration for the fine-looking
noses of the Austrian police. The third one again offers a seemingly casual verbal
reference to the previous one in the words: “Tak gdy improwizator zamykat
rapsody swoje” (DW VII, 223) [As the improviser was closing his rhapsodies],
giving the impression of the naturalness of the phrase while raising the tone
by using the word “rhapsody” The ending refers to the mentioning of exqui-
site company in great Venetian hotels. In the fourth chapter, Count Antonio
speaks again as if referring to someone else’s words: “To jest tak dalece trywialne”
[This is so unusually trivial], but the further course of the sentence - in its word
order, rhythm, and phrasing - becomes evidence of craftsmanship. The author
announces in openly sophisticated language, with a tone of irony hidden in
pathos, the consequences of the wager made: “Rzecz skoro sie tak uwyraznila jak
wysoko$¢ mostu Rialto i skoro przeto bytu jej przyczyn zaprzecza¢ nie mozna
byto, uwazano za dobre mnie jako delegata naznaczy¢” (DW VII, 227) [As soon
as the matter became as clearly obvious as the Rialto Bridge in all its height ..., it
was considered best to designate me as a delegate ...](MPSS, 59).
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The last, sixth chapter opens with the following sentence: “Chcieliémy co$
odrzec, ale ze dawalismy sobie wzajem pierwszenstwo glosu, nikt go nie podniést”
(DW VII, 231) [We all wanted to say something, but as each gave priority to
the other, nobody took the floor] (MPSS, 61). The phrases of spoken language,
mainly in the introductory references, are included in wider developed wholes.
The improviser, who follows the course of Cicero’s speech, uses verbal inven-
tion typical of the farce to comment on the tragic fate of people. For instance,
speaking: “z tych gotyckich wiez, z tych triumfalnych tukéw i kolumn, tego rana,
wczora i w rozne onegdaje zrucali si¢ rozpaczg gnani $miertelnicy nieszczesni”
(DW VII, 222) [from these towers, from these triumphant arches and columns,
this morning, yesterday and on days of by-gone years, unfortunate mortals, pur-
sued by despair, jumped to their death ...] (MPSS, 56). “Rézne onegdaje” [days
of by-gone years] can be regarded as a verbal element of a clownish game accom-
panied by loud nose wiping or sneezing.

One of the important characteristics of the syntax in this novella is what
Konrad Gorski, when analysing “Ad leones!”® called the gravitation of sentences
towards their ends. It is worth noting that the last word or phrase does not neces-
sarily have to be a predicate or be a verb - it can also be a noun (e.g. wager, price),
an adverb (e.g. flightily, to and fro). The striking elements of the language of the
novella are also negations where one would expect affirmative forms. Here is one
example from the Lord’s monologue:

Niechze nie bedzie teraz rzecza na jowialny jedynie u$miech zastugujaca, skoro
przystapie i do technicznej formy mojej protestacji. (DW VII, 231)

[Let it not be a thing worthy merely of a jovial smile, as I now move on to the technical
form of my protest.]

Archaisation is clearly visible, but it also opens the way to neologisms. Therefore,
next to the word “$niada¢” [have breakfast], the author introduces derived
adjectives in the expressions such as: “godzinna $niadanna” [breakfast hour] or
“przedsniadanna” [pre-breakfast]. Alongside the revived Old Polish words such
as: “udziatany” [done], “zdawa si¢” [it seems], “dawa si¢” [it can be done] etc.,
there appears “ureczy¢” instead of “zareczy¢” [affirm], as well as a phrase which is
probably not grammatical in Polish: “dolegany pytaniami” [ailing with questions].
Based on the old formula, next to “obiadowa¢” [have dinner] or “Sniadaniowac”

6 Konrad Gorski, “‘Ad leones” (Préba analizy),” in: Konrad Goérski, Z historii i teorii
literatury: Seria druga (Warszawa: Panstwowe Wydawnictwo Naukowe, 1964), p. 235
(in this volume published as: “’Ad leones!” An Attempt at Analysis.”)
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[have breakfast], the author introduced the form: “sprawozdawalo si¢” instead of
the commonly used “zdawalo si¢ sprawe” [realise]. Foreign words were used to
add exotic features or to emphasise importance.

Thus, various language tendencies, which are interlinked with each other,
appeared in “Tajemnica lorda Singelworth,” i.e. there are features of colloquial
or common speech, rhetorical mastery, suggestive, and pictorial expressions.
Inversion played an important role in the syntax of the text. Foreign phrases
were also associated with erudite expressions related to the knowledge of laws
and customs of different countries and continents. In the author’s narrative there
even appeared a neologism taken from Aristophanes — “wyeurypidowa¢” [lit.
euripidesise] to designate a skilful way out of a difficult situation. Given the clear
effort to freely introduce words, the style of the novella is sophisticated, with
ironic reversals and deep pathos flashing out from underneath it.

In “Menego,” the author constructed the statements made by the painter B. in
a lowered style. With the touching awkwardness of a man aware of his defeat, the
unhappy artist stumbled on words, clung on to them, seeking verbal salvation.

There is no tragic action in “Tajemnica lorda Singelworth,” although histor-
ical ruins accompany people. Originality, beauty, and charm remained as a pas-
sive defence against captivity. A peculiar maniac is hovering over this unique
city, beloved by the poet, despite all the errors and abuses of history — a maniac
protesting in silence against smallness and degradation. In the heart of Venice,
in St. Mark’s Square, someone fights with the same evil for a better future for
his once great homeland, an awakener of the fighting spirit in a clown costume
and with the help of clown phrases and gestures, a Venetian patriot — Toni di
Bona Grazia. A maniac and the clown who intuitively guessed the gesture of the
maniac. This particular closeness, with all the external contrast between the Lord
and the harlequin, could lead to a sharp satire on the dignified, refined, and edu-
cated Venetians. But since their characters, houses, and culture were part of the
charming city, the author revealed, even though he saw their passivity, the best
features of these descendants of the patricians - tact, discretion, and gentleness.

In the multi-style novellas dominated by sophisticated language, the lowered
style had to be even more striking. In both works, a slight adoption of this style
occurred in the author’s narrative, while it was most focused and played the main
role in the first novel in the statements uttered by painter B. as an expression of
depression, while in the second one, it appeared in a conscious, trivial style typ-
ical of a clown. On 18 July 1856, Norwid wrote to Trebicka:
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wybralem naumy$lnie dzien i poze, i moment najzaniedbanszy do fotografu mego, tak
jak najzaniedbansze dobieram wyrazy tlomaczac mysli i uczucia moje, bo uwazam za
konieczne prezentowa¢ istnienie moje w najnizszej jego kategorii ... (DW XI, 79)

[I have deliberately chosen the most negligent day and poze and moment for taking
my photograph, just as I choose the most negligent words to explain my thoughts and
feelings, because I consider it necessary to present my existence in its lowest category ...]

In B’s comments we can find something akin to negligence that comes from a
long silence or from a paralysing word of sadness. In the public speeches of the
improviser, the lowered style became a consciously adopted mask, a means of
action at the given time, place and situation. However, the intended triviality also
spurted lofty, prophetic, Tyrtaean words addressed to his own people, which is
why the author also referred to his lectures in the square as rhapsodies.
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On the Theatrical Form of Cleopatra
and Caesar by Cyprian Kamil Norwid'

Abstract: The paper attempts to reconstruct the stage vision for Cleopatra and Caesar.
Norwidian tragedy was written, as the poet declared, “for the stage and according to its
technical capacities” The article presents how the author possibly imagined staging his
work and its functions when it comes to specific elements contributing to the theatrical
shape of the drama, subordinate to visual and auditory perception; finally, what kind of
tasks Norwid set for actors, directors, and scenographers. Group scenes and custom-
ceremonial scenes shape the space, monumentalise it, and saturate it with sacral serious-
ness. They are the carriers of the cultural stigmata of confronted civilisations, which are
the basis for the drama’s main purpose. Characters are related to the concept of space,
they create sculpted figures and images in its background; the poet showcases them with
light and colour, sees them in costumes and provides with props. Semantic sensitivity and
precision of the theatrical vision decide on the richness and diversity of words, depending
on the situation on stage or the identification of a specific character with one of the cul-
tural circles. The most important role is played by the intonation and strength of voice,
preserved in a specific manner of graphically arranging the text. Through certain staging
decisions, which are an integral part of the text of Cleopatra and Caesar, Norwid tried
to reinforce his original theatrical vision. This vision allowed the drama’s concept to be
recognized: the problem of living and dead cultures, the dusk of a civilization and dawn
of a new era, historical fatalism and tragedy of an individual, utter love and revenge. The
mysterious, ceremonial character of the drama and its ability to merge the poet’s vision
with uniquely Norwidian realism make Cleopatra a sample of great synthesis in theater. In
the last part, the article tries to compare Norwid’s staging ideas to the common European
theatre practices at around 1850-1870 (mainly in France).

Keywords: Cyprian Norwid, tragedy, theatrical vision, theatre practice, theatrical shape
of the drama

Zachodze do tunizariskiej kawiarni - te wybratem. Murzyn nalewa mi kawe tunizanska

. Tunizanska dziewczyna, w kwefie na wlosach i z naramiennikami zlotymi,
niestychanie do Kleopatry podobna... Cala archeologie-profiléw czytam na tej twarzy
i w tych ramionach i gestach... Co$ fenickich-ksiezniczek i co$ faraoriskich-cérek, i ani
jednego innego rysu ani gestu - jakby zatrzymaly sie wieki jedng Epoka na tej twarzy i

1 TIam deeply thankful to Prof. Irena Stawinska and - particularly — Prof. Zbigniew
Raszewski for their priceless remarks concerning this article.
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jakby usmiechnely-si¢-umarte wieki, mowiac: “To sen!” - 1867, czerwca, w tunizanskiej
kawiarni na placu Marsowym - Paryz. (PWsz VI, 207-208)

[T go to a Tunisian coffee shop - it is the one I chose. A black manis pouring me some
Tunisian coffee ... A Tunisian girl, with a veil on her hair and golden epaulettes, unbe-
lievably similar to Cleopatra... I read the entire archaeology of profiles on this face and
in those arms and gestures... Something after Phoenician-princesses and something after
Pharaonic-daughters, and not a single different feature or gesture - as if centuries stopped
in one Epoch in this face and as if the-dead-centuries smiled saying “It’s a dream!” - 1867,
June, in a Tunisian coffee shop on the Fields of Mars — Paris.]

It is the first time Norwid’s writing mentions the name of the Egyptian queen,
shrouded in the ancient past, by-gonecenturies and dreams of tradition. This poetic
image simultaneously expressis verbis introduces the circle of searching, associating,
reflecting, and theatricalisating the world, typical for the poet. A few years later,
Norwid writes a drama related to the history of Cleopatra VII and her love towards
Julius Caesar, a poetic reverie concerning the historiosophy of the Egyptian-Roman
circle of civilization.?

Norwid’s attitude towards theatre and the fascination with this “atrium of
heavenly matters” were described in many writings, with his dramatic output
being an important part of the portfolio. Only Kleopatra i Cezar [Cleopatra and
Caesar] - written at the dusk of his poetic activity - gained the name of his
“beloved tragedy” as he acknowledged it to be the theatrical sum of his crea-
tive output. In this exact case, the poet points to the staging capacities most
often. The content of the subtitle notes that Cleopatra was written “Scile w réwni
do grania, jako i do odczytéw” [in precisely equal potential for being staged
and read]. The drama was given an introduction in which Norwid included
numerous explanations pertaining to the text, e.g. “as for acting;” unfortunately,
this fragment did not survive to date. Finally, in a letter to Zaleski, the poet says
clearly that Cleopatra was written “dla sceny i wedle jej technicznych warunkow -
arcyniemata konstrukeja!! doprawdy -! - (PWsz IX, 524) [for the stage and its
technical capacities — a monumentally large construction!! Indeed -! -]. It is a
formula that provokes research for many reasons. It is possible to skip the abso-
lute rule of the poet’s responsibility for his words or the fact that in the next par-
agraph of the cited letter Norwid argues about Romantic dramas by Krasinski,

2 The determination of the date of this tragedy (1872), its origin and manuscript,
see: Juliusz Wiktor Gomulicki, “Metryki i objasnienia.,” in: PWsz V, 413-424. Further
in the paper, the Norwidian abbreviated title — Cleopatra - is used.
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Mickiewicz, and Stowacki.* Most of all, Cleopatra’s theatrical history and its
constant absence in contemporary repertoires call for returning to the piece and
confronting it with the poet’s testimony.* Does Norwid confirm the theatricality
of his score? Which theatrical and dramatic features determine this “monumen-
tally large construction?”

This contribution does not pose as a comprehensive analysis of the theatrical
issues of this drama or an immanent investigation into individual elements of
this rich vision, or regarding setting them in their proper historical contexts.
That would exceed the scope of the paper. Some problems will be discussed
in detail while others will only be mentioned. However, the primary focus is
placed on answering the question of how the poet probably imagined staging

3 “S.p. Zygmunta gra¢ nie mozna — ubalwochwalony Mickiewicz nigdy scenicznego
tadu nie podjat - acz zapewne bylby potrafit — za$§ Konfederatyr 6 zn e, po francusku
pisane, sa nie najodpowiedniejszymi wielkiemu Jego piéru - Juliusz gdyby nie byt
rozdrazniony i opracowal byt swe tak zwane dramata, bytoby to pigkne - tak, jak
sa, satoamfidramatyczne arcydzietka” (PWsz IX, 524n.) [The late Zygmunt
cannot be staged - the idolised Mickiewicz never took up the scenic order - although
he probably would be able - while various Konfederats, written in French, are
not suitable for his grand pen - Juliusz, if he was not that annoyed and actually
perfected his so-called dramata, that would be beautiful - as for now, they are simply
amphidramatic little masterpieces]. Most importantly, Norwid consciously argues with
Shakespeare: “Brakuje mi pot ostatniego aktu do mojej ukochanej tragedii, ktora po
Shakespearze dtugo wahatem sie byt pisa¢: Kleopatra i Cezar, w trzech aktach. Ale ze
u Shakespeara jest tylko Antoniusz, przeto pozwolilem sobie tej zbrodni stanu, aby po
nim przedmiotu dotyka¢” (PWsz IX, 524) [I am missing half an act of my beloved
tragedy which, after Shakespeare, I was afraid to write for a long time: Cleopatra and
Caesar, in three acts. But, as Shakespeare has only Antony, I staged this coup detat and
touched the matter after him.].

4 The drama waited half a century to appear on stage. The preview took place in the
Lviv Grand Theatre (1933) as interpreted by W. Horzyca (see: Zdzistaw Jastrzebski,
“Sceniczne dzieje Norwida,” Pamietnik Teatralny, Vol. 9, No. 2 (1960); Anna Maria
Klimalanka, “Kleopatra Norwida we Lwowie w inscenizacji Horzycy (1933),” Pamietnik
Teatralny, Vol. 23, No. 3-4 (1974), p. 447). After the war, Cleopatra was staged by
K. Dejmek in the National Theatre in Warsaw (1967) and K. Braun in J. Osterwa
Theatre in Lublin (1968) (see: Anna Maria Klimalanka, Trzy inscenizacje Kleopatry’
C. K. Norwida w teatrze polskim (Horzycy, Dejmka, Brauna), (Lublin, 1971, manuscript
in KUL Library)). The last two performances cannot be considered fully successful,
but they confirmed the staging capacities of this work. One more fact should be con-
sidered, namely that since the first issue, until now, many literary and theatre critics
have deemed this drama as unfit for the stage.
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this drama. What was his goal here and why; what are the functions of the elem-
ents of the theatrical form of the drama, subjected to visual and auditory per-
ception; what are the tasks that Norwid set before the theatre for the actor, the
director, and the scenographer?® The conclusions attempt to compare the poet’s
idea to the convention of theatre of that time (mainly French) and the context of
those dramatic practices. This confrontation answers one more question, what
in Norwid’s concept is original and what belongs to commonplace theatrical
practices of European scenes around the period of 1850-1870.°

1. THE CONCEPT OF SPACE: STAGE STRUCTURE

It might be said from the very start that the scenic design in Cleopatra is very
vivid; the poet shapes it meticulously and determined its important role in the
drama and its theatrical vision.

Generally speaking, two concepts of space might be differentiated here: a
scene that is architectonically framed and enclosed with a back wall (act I and
III) and an open scene (act II). Also, this space is never flat, shallow, or just
a single-plane. The Norwidian division of the scene into “front” and “deep” or
“bottom” is common in his staging vision. He conscientiously highlights this

5 The terms: “theatrical form” or “staging form” or “staging vision” relate to their well-
known theoretical definitions after Zbigniew Raszewski (see: “Partytura teatralna,”
Pamietnik teatralny, Vol. 7, No. 3 (1958), pp. 380-412; “O teatralnym ksztalcie
Balladyny, Pamietnik teatralny, Vol. 8, No. 1-3 (1959), pp. 153-186) and Irena
Stawiniska (see: “Struktura dzieta teatralnego. Propozycje badawcze,” in: Problemy teorii
literatury, ed. Henryk Markiewicz (Wroctaw-Warszawa-Krakéw: Zaklad Narodowy
im. Ossolinskich, 1967)) pp. 290-309. It is mainly about interpreting those elements
of Cleopatra’s structure that — as parts of a work that should be staged because of its
nature — were equipped by the poet with both dramatic and theatrical functions. The
sum of such elements, as the author of the paper believes, outline the theatrical form
of the drama, reveal the idea of its author.

6  When it comes to publications on Cleopatra, one name has to be mentioned here: Irena
Stawinska and her articles entitled “Rezyserska reka Norwida;” “Ciag scenicznych
gestow;” “Metafora w dramacie;” “Problemy teatralne Kleopatry” (in: Rezyserska
reka Norwida, Krakéw: Wydawnictwo Literackie, 1971); “O teatrze Norwida,’
Zeszyty Naukowe KUL, Vol. 3, No. 1 (1960), pp. 13-22. “Rezyserska reka Norwida” as
“Norwid’s Producing Hand” was published in the first volume of On Cyprian Norwid.
Studies and Essays (Berlin: Peter Lang, 2019), pp. 153-172. Also, the author of the
paper would like to mention Kazimierz Braun’s Cypriana Norwida teatr bez teatru
(Warszawa: Paiistwowy Instytut Wydawniczy, 1971), where he analyses the dramatic
works of the poet, also Cleopatra, from the perspective of a theatre practitioner.
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dichotomy in stage directions as it determined the location of décor elements
often about the scenic movements, especially on the arrangement of groups of
people. It is also the manner of achieving multiple planes within a scene (e.g. in
the wedding image).

Norwid provides information on scenography solutions in the side text,
mostly at the beginning of acts and some scenes. However, they are not full
and detailed. They usually mention in a general manner the location of action,
positioning of the door, windows, furnishings (thrones, chairs, tables, benches,
flowers in vases) and divide the space by means of the arrangements of people.
Other details, often semantically and theatrically important, are delivered in the
dialogues, which complete the space with items, divide it into planes, and finally,
often using metaphorical constructs, its colour palette, architecture and sculp-
ture, expressed in most cases in composing groups of people. Moreover, group
scenes and ritual-ceremonial scenes play a huge role in shaping the space by
monumentalizing it, drawing it in a visual manner, and saturating the scene with
sacral seriousness.

Jeden z patacéw Kleopatry w okolicach Aleksandrii: dwoje drzwi wnetrznych po dwéch
stronach sceny i jedne wielkie naprzeciwko. Wnetrzne s3 sfinksami ozdobione. (DW
VI, 247)

[One of Cleopatras palaces near Alexandria: two internal doors on both sides of the
scene and one large door on the opposite side. The internal ones are decorated with
sphinxes.]

It is the entire content of stage directions at the beginning of act I. Scarce infor-
mation, but one that obviously shapes a closed space, a palace room surrounded
by walls with symmetrically set side and central doors, which will play a role
later on. What is strange is the emptiness of this closed space, serving as if an
official room of the Queen. Only the throne and sphinxes “usmiechajace si¢ w
swoje wlasne usta” [smiling into their own mouths]. One of them will take part
in the plot and provoke a bitter monologue of the Monarch. This emblematic
element of Egyptian architecture will make her aware of the previously discov-
ered truth about her subjects: “Miedzy Sfinksem a Mumig nar6d wychowany!”
[A nation brought up between a Sphinx and a Mummy!]. The soulless mummy
will also appear on stage and will be played in an equally dramatic manner. It will
be an excellent contrast to Cleopatra, who craves authentic life, and reveal the
desires of a female heart with exceptional clarity. This closed, nearly empty space
is a place in which Norwid makes her, the ruler of Egypt, wait until she meets
Caesar. It is difficult to refrain from the conclusion that such a concept of space
corresponds with the dramatic expression of this part of act I and reinforces its



94 Anna Maria Klimalanka-Leroux

semantics. The poet trapped Cleopatra “between a sphinx and a mummy” just as
her existence is torn between the duties of a queen and personal life.

After breakfast, Cleopatra leaves the palace. She will return here soon, but
her place will be taken by Caesar. The “airtight” space seems redundant now: the
middle door opens and “w rozwartych podwojach wida¢ od jednej naprzéd, a
potem od drugiej strony przebiegajacych dwoch zolnierzy rzymskich” (DW VI,
276) [in the opened doors, two Roman soldiers run first from one side and then
from the other]. In this way, the scene becomes more spacious and a new ac-
cent is placed on the events in a theatrical manner. This palace room will now
become the office of a Consul, not only because of his physical presence. The
poet completes the stage with relevant props-emblems of Rome and Caesar’s
genius (papyrus with his war chronicles, a travel chair, a lion’s skin, a crimson
coat, war-time packages, a military insignia), using them later both within the
drama and the theatrical plan of the piece.

Norwid also shapes the scenic space by expanding its dimensions. Next to
the areas visible on the stage (“scenic space”)” appears a space “only mentioned
in the relations of other characters or signalled otherwise, yet not visible to the
audience, although important and ‘active’ in the theatrical world of the drama™®
(“theatrical space”). The poet uses this technique consciously and also assigns it a
dramatic function. And so, in act I, while describing in detail one of the chambers
in the palace, Norwid places it as if within the palace, seeing the architecture of
the entire building. He includes the adjacent areas in the theatrical plan. They are
sometimes recalled in side text (“Cleopatra ... disappears in one of the precincts,’
“yelling behind the scene is audible”), sometimes in the dialogues: either meta-
phorically or in parts directly tied to the plot (e.g., when Szechera informs that she
left the peasant boys “u Sfinkséw zewnetrznych” [at the Sphinxes external], while
Eukast responds: “Gdy powotani beda, przejda przez podziemia -” [When they
are called upon, they will go through the undergrounds -], and the meaningful
words of Szakal “Stonice u dziewigtnastej kolumny przysionku / Zajasniato” [The
sun shone at the nineteenth column of the precinct ...!]. Sometimes they ap-
pear when the characters report about events either currently unfolding behind

7  We are following the terminology developed by Etienne Souriau (Les grands problémes
de lesthétique thédtrale, Paris: Centre de Documentation Universitaire, no year), adapted
by Irena Stawinska to research the domestic drama (“Znaki przestrzeni teatralnej w
Krakusie Norwida,” Roczniki Humanistyczne, Vol. 19, No. 1 (1971), pp. 135-145).

8 Slawinska, “Znaki przestrzeni teatralnej w Krakusie Norwida,” p. 136.
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the scene or have happened there before - e.g., when the Second Centurion
describes Cesar’s entrance to the palace in this manner:

Na pierwszy schod przysionka zesunat sie z konia,

Liktor Torax szedl przed nim... on stopien po stopniu,
Miegdzy jednakie Sfinkséw wstepowal profile,
Krokiem rownym przemierzyl kruzganek i sale,
I znéw kruzganek wnetrzny, az gdzie wody szelest,
Spadajacej do wanny z porfiru, dat wiedzie¢,
Ze sie jest w fazni; ...

(act I, scene 5; DW VII, 277)

[On the first step to the precinct he dismounted his horse

Lictor Torax walking before him... he, step by step
Ascended between the identical profiles of the Sphinxes
With a steady stride he crossed the gallery and the room
And another internal gallery, until the rustle of water
Running down to a tub of porphyry indicated

That one has entered the baths;...]

There is so much information in this text! The palace room indeed corresponds
with the entire building via: internal and external galleries, arcades, columns,
external sphinxes, precincts, undergrounds, corridors, steps, rooms, baths.
Norwid highlights the grandeur and magnificence of the palace construction
even more with the awe of the Romans, e.g.:

... — to twierdza,
Gdzie by sie oprze¢ mogto kilku ludzi wszystkim
Sitom zalogi naszej. Takiego to stosu
ZYozonych tak granitéw sie nie lekcewazy!...

(act I, scene 5; DW VI, 276)

[... —itisa stronghold
where a few people could resist all
The force of our units. Such a pile
Of granite arranged like that cannot be underestimated!...]

Does such an expansion of space, which at the same time monumentalises and
emphasizes the scenic image, express only the poet’s care about the colours of
the background? Probably not. The grandeur of the palace is a testament of the
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power of the dynasty, the refinement of Egyptian culture, one worthy of admi-
ration - yes, but already becoming covered by the patina of museum dust and
dead inside, “uncreative,” just as the people living inside the palace. It is noticed
by the ironist Her:

... Wedle przypowiesci
Archi-egipskiej gmachéw mieszkalnych tu nie ma,
Lecz sg go$cinne dworce — grodami za$ groby!
(act I, scene 5; DW VI, 279)

[...According to an Archi-Egyptian
Legend, there are no residential buildings here
But hospitable courts — and the cities are graves!]

The technique of expanding the scenic space in the relationship between
Szechera and Cleopatra also includes the meadows and fields adjacent to the
castle. While strolling, the Queen meets Melmeja and Ganimedion, who are in
love, and Faleg-Mun. The function of recalling such remote areas is obvious: it is
to clearly articulate the feelings of Cleopatra, who yearns for love. Additionally,
the entrance of Caesar’s legions serves as a pretext to expand the space in act
I (neighing of horses, call of the guards and yelling of soldiers are audible; in his
report, a Centurion will say that Cleopatra “przeszta przez fono obozu” [walked
through the heart of the camp] after leaving the boat in which she came ashore).

A different concept of space - although similarly shaped and equally func-
tional - is presented by Norwid in act II. The main stage-building instruction
states the following:

Portyk patacu Kleopatry w Serapium, dajacy na wybrzeze i kanat portowy - niekiedy
todzie przeplywaja, widome przez arkade naprzeciw sceny. Z dwoch stron dwa rzedy
kolumn - marmurowe stoly, kwiaty we wazach. (DW VI, 298)

[The portico of Cleopatra’s palace in Serapeum, open towards the cost and the port
channel - sometimes boats pass by, visible through the arcade opposite the scene. On
both sides two rows of columns — marble tables, flowers in vases.]

The opposition to what act I offers is clear, although the architectural accent
is still present in this space. Norwid locates the scene outside the Serapeum
palace, in the colonnades that surround it and the arcades of the portico. The
space here is open and it may be interpreted in two ways: the architecture of the
building does not enclose it, but its end on the horizontal plane is marked by a
quite far perspective. Norwid divides space perceived in this manner into four
main planes: 1. far landscape perspective (with the port channel) designed from
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a painter’s viewpoint; 2. “depth,” the farthest “depth” of the scene where the royal
ship appears (coast); 3. middle stage, the portico and its arcades (with its own
“depth”); 4. the “front” of the stage — the area between the two rows of columns,
which will be further divided depending on the arrangement of people at the
wedding tables. This part of the stage is reserved for “osoby dialogujace” [persons
in dialogue], the direct participants of the drama. Its depth (the arcades of the
portico) will be filled by crowds of people and choir processions. The side rows
of columns will perform the function of “przeciw-otwartych” [opposite-open]
internal doors.

It is possible that Norwid intended to decorate the platform rising towards the
back of the stage since the action often takes place within the far plane. Undoubtedly,
he thought about a large, monumental stage, expanded even more with the “the-
atre space” Again, dialogues and the course of scenic movement provide the infor-
mation that, on one side of the colonnade, there is a palace, and on the other “a
close palace;” where “si¢ dopala ... stos Pompejuszowy” [Pompey’s pyre is burning
out], voices of the gathered people and troops are audible from there. Also, “okret
nadptywa” [a ship approaches] from afar, one that the lovers will use to sail on in
the river Nile. This space is also expanded by sound effects: sounds of trumpets that
pace the wedding ceremony, “okrzyki uwyraznione zza sceny” [calls from behind
the scene made clear], “obwolywania” [proclamations], “wolanie spoza sceny”
[calls from outside the scene]. Cleopatra hears “ludu okrzyki i stapanie” [yells
and steps of the people] when she approaches the palace; later on, the songs of
her subjects returning home and, simultaneously, the sounds of legions marching
away. Vertically, the space is expanded not only by means of the symbolism of
frequently mentioned birds, but most importantly by introducing the night with
star constellations and many metaphorical constructs inspired by the darkness.
Furthermore, Norwid includes the city and the entire area of Alexandria into the
“theatrical space” The Knight reports:

Uczta ludu po catym miescie, gdzie Krolowa
Przechodzita dzi$ stopa swoja, ...
(act I1, scene 2; DW VI, 311)

[A feast of the people all over the city, wherever the Queen
Set her foot today; ...]

Eukast will say that the overall “wesolo$¢” [joyfulness] as a “piorunu iskra, po
miescie juz przeszta!” [thunderbolt spark rushed through the town!...], while
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Karpon adds: “to przeszto / Jako piorun po calej Aleksandrii” [it rushed like a
thunderbolt across entire Alexandria].’

Why did Norwid resort to the concept of an open scene here? The title of
act II: “Wesele krolewskie” [Royal Wedding] explains a lot in his context. Such
celebrations require a proper setting, but most of all, the people taking part in
this ritual, which is both a grand day for the dynasty and the entire nation, had
to be put on the stage. In this manner, Norwid was able to naturally present all
levels of Egyptian society at the same time and confront it internally (people
with the court) and with the representatives of Rome. (It may be noted that the
perspective, including the port channel view, makes the appearance of the ship
somewhat real). Perhaps this open space is related to the situation of the Queen-
prisoner, finding release in “mito$¢ zupelna” [complete love]? It is difficult to
overlook the ironic tones — so many preparations, such scenery and collective
happiness because of Cleopatra’s wedding with her brother-child?

After Caesar’s death, the Queen lives on the memory of their love and the
thought of the revenge of Rome - its tool will be Mark Antony. What Norwid
offers as the background for reflecting the Monarch’ feelings and the message of
the entire act ITI, is summarised in the formula: “Samotno$¢ i zgon” [Loneliness
and Death]?

Here returns, from act I, the concept of an enclosed space, but this time with
walls of tomb-like architecture:

Sala w stylu architektury grobowej. — Podobne do doryckich dwie kolumny w ostatniej
glebi sceny, a po dwdch stronach blizej dwa przeciwleglte wejscia. — Na przodzie tej sceny
jest tron i lawy, wszelako przestrzen pomiedzy kolumnami i tron okryte sg zastonami
ciemnej barwy. Niewielkie okna, i takze przystoniete, sa w tej sali. -Kleopatra na jednym
ze stopni wlasnego tronu, ktére sg jak siedzenia nizsze urobione, ... opiera stopy swoje
o skore lwa. (DW VI, 360)

[Room in the style of funeral architecture. - Two columns similar to Doric in the bottom
of the scene, and on both sides closer two opposite entrances. - On the front of the
scene, there is a throne and benches, but the space between the columns and the throne
are covered with a dark material. Small windows, also covered, are in this room. —
Cleopatra, on one of the steps of her own throne, made as if lower seats, ... rests her feet
on the lion’s skin.]

9 Cleopatra will also say to Eukast: “Zrob mi, prosze, szczesliwych sporo w Aleksandrii, |
O co, gdy wrdce, spytam sama - czy rozumiesz?” (act 2, scene 2; DW VI, 312) [Make me
many happy people in Alexandria / About which I will ask myself upon my return - do
you understand?...].
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Again, the stage space is a concrete, multi-plane, and the décor elements are
parts of the plot taking part in the scenic image or becoming necessary for the
drama. During the dialogue with Eroe, the Queen asks her to cover the win-
dows better; since she has seen a comet, she cannot look at bright skies. The
large throne remains in the centre of the scene focusing characters and in a way
demonstrating Cleopatra’s royal status. The lion’s skin strengthens the love sym-
bolism of the drama.

The dialogues of the main text also provide information about the location
of the “sala grobowcowa” [tomb room]. It is in a separate part of the building
(sometimes called “pawilon” [pavilion], sometimes “palac grobéw” [palace of
tombs]) known from act I. We are back in “okolice Aleksandrii” [areas near
Alexandria]. Is it Norwid’s conscious manoeuvre? Yes. Cleopatra returns here
after losing Caesar while following the memories of their love, which are tied
strongest with this place. She constantly recalls his image when - e.g., she asks
Eroe twice whether the skin beneath the throne “to jest / Taz sama skora, z
zamku??” [is the same skin, from the palace??...]. Even a small remark made
by Psymach that the Roman deputies are delaying the audience because of vis-
iting “wlasnie twierdze / Aleksandrii” [the Alexandrian stronghold] is not left by
Cleopatra without a meaningful comment:

- Jezli czynig to Cezara $lady,
Ze Kleopatra dotad nie widzi ich - jezli
Tylko dlatego nie sg u tronu krélowej,

(act III, scene 3; DW VI, 391)

[- If they are following Caesar’s steps
and Cleopatra does not see them - if
It is the sole reason they are not at the throne of the Queen

Therefore, the return to the Alexandrian palace, the architecture of which
Norwid again, although in a different manner, included in the theatrical space
of the drama is fully justified from the drama-oriented perspective.’’ The grim
sculptures of the tomb she chose for her residence correspond with the emo-
tional state of Cleopatra at the beginning of act III the most."" It expresses her

10 In this way, the poet could make the inner turmoil of the heroine even clearer.

11 Which is commented upon by her subjects in this manner: “Zdziwieni sa wielce
wyborem mieszkania, / Twierdzac, ze to Krélowej przesady egipskie / Doradzily opusci¢
gléwny dworski palac. / Gosciom - Zycie, lecz sobie, ze Krélowa-Pani / Pozostawila
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“samotnos$¢ zupelna” [utter loneliness], which she now desires, and symbolizes
the seperation she wants to set between the public affairs and “domeng osobistych
zalobnych wspominkow”!? [the domain of personal mournful memories] as well
as what is her possession as a woman. The curtain that divides the scene seems to
be a theatrical method of highlighting the decision of the Queen."

The tomb is a place assigned in act III to Cleopatra-the-woman. However,
Cleopatra-“the queen of the world,” because of her desire for revenge, is engaging
in politics and cooperating with Antony, has to take part in court celebrations
and receive deputies. Norwid builds a different background for those public
events: the stage is more lit, props are added (tables, “various devices,” chalices,
a golden chair for Mark), the curtain which “okazuje jakoby wnetrze amfiteatru”
[shows as if the inside of an amphitheatre] is pushed back." By doing so, the
poet expands the size of the scene and allows the audience to see the change
of decorations, which naturally has its theatrical impact'® as well as semantic
consequences. The building of the amphitheatre is not only a proper back-
ground for a group scene in act III. This masterpiece, erected because of the

groby..” (act I1I, scene I; DW VI, 363, 364). [They are very surprised by her choice
of residence / Claiming that the Queen’s Egyptian superstitions / Led her to leaving
the main court palace. / To the guests - life, but to herself Queen-Lady / Left the
tombs...... ].

12 Wanda Achremowiczowa, “Rola obrzgdowosci w Kleopatrze Norwida. Znaki i gesty
jako wspdtczynniki stowa,” Roczniki Humanistyczne, Vol. 4, No. 1 (1953), p. 221.

13 Cf. therein and words of the drama: “EROE / Wszelako / Zastona-wielka w glebi tej sali
pochodzi / Prosto z mysli Krolowej?... / KLEOPATRA / (Powstaje, robi pare krokow ku
zastonie ... i powraca) / - - Zaslona! - zaslona! - / Zastona - - - wymyslitam zastone -
to wszystko, / Cokolwiek jeszcze wlasng stworzy¢ umiem sila...” (act III, scene 1; DW
VI, 366). [EROE: Does / The grand-curtain deep in this room come / Straight from the
queen’s thoughts?... / CLEOPATRA: - - Curtain! - curtain! - / Curtain — — — I thought
out the curtain! - that is all / T am still able to create with my own strength...].

14 Further preserved scenes allow for a conclusion that this scenery was maintained
until the end of scene 6 in act III. It is possible that, while planning Cleopatra’s death,
Norwid thought about moving the action to the tomb again. In one of the drafts of
further scenes in act I, he made a note “Rozkaz zamurowania drzwi amfiteatru” [Order
of walling up the door of the amphitheatre], right after the passage: “Wiesci o porazce
zupelnej Rzymian” [News on the complete defeat of the Romans] (Achremowiczowa,
“Rola obrzedowosci w Kleopatrze Norwida. Znaki i gesty jako wspotczynniki stowa,”
p. 174).

15 The effect of presenting the amphitheatre is additionally highlighted by the poet since
the very beginning of act III via dialogues, where the issue of ingenious solutions in
this building is recurring.
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Queen’s wish and according to her idea, expands to become, most importantly,
a symbol of greatness and the sovereignty of Cleopatra — “pani na Wszech-
$wiat nieograniczonej” [the ruler of the limitless Universe] and competing with
Rome. It shows her ambition as the “krélowa $wiata” [queen of the world] on
her way to the Capitoline. This monumental building exceeds everything that
she used to enchant Anthony and deputies of the Empire.'® “Machiny rownej nie
widzialo miasto!” [An amphitheatre equal to this has not been seen in the city!],
“Rzym jeszcze nic rbwnego nie ma,” [Rome has nothing that equals to this] boast
Psymach and Olymp, at the same time stating that:

Madrosci wszelkiej klucze, stuszna jest, by Egipt,
By Aleksandria bardziej dzierzyta nizli Rzym.
(act III, scene 2; DW VI, 375)

[The keys of wisdom, should belong to Egypt,
To Alexandria much more than to Rome.]

Therefore, the amphitheatre is one more, and probably the most colourful,
symbol of the nationwide pride of Egypt, which Norwid set in opposition to the
pride of Rome."”

Shaping the theatrical space functionally cooperates with this concept of the
scenic space in act III. Norwid recalls the theatrical space mainly on a hori-
zontal plane, gradually outlining larger areas. He starts with a tomb enclosed
within walls (which “szeroki jest jak miasto” [is as wide as a city] (!) and has
“przestronnelochy” [spatious dungeons]), uses Cleopatra’s memories to reflect on
the architecture of the royal palace (again, its columns, arcades, “miedzysionki”
[inter-precincts]); next, he shows “wnetrze amfiteatru” [the interior of the
amphitheatre], presented on stage, and its external fronton (where people and

16 Psymach explains the genius of this construction in this manner: “- - A tego
nastgpstwem / Jest: iz wszelaki moze gmach nekropolijny, Nie tracac nic, raz - zycie
obejmowa¢ publiczne, / Drugi raz - w niedobyta twierdze si¢ zamienia¢” (act III, scene
3; DW VI, 398). [The consequence / Is: any necropolis building may / Without losing
anything, one: take part in public life / Two: turn into an unconquered stronghold...].

17 Caesar will say: “Duma jest dlugim trudem godno$ci - i ona / Nie nabywa si¢ wcale
zadna chelpliwoscia: / Lud twdj nie ma jej, wlasnie dlatego ma pyche” (act 1, scene 6;
DW VI, 293). [Pride is a long effort in dignity - and it / Is not earned with boastful-
ness: / Your people do not have it, which is why they have conceit.] The amphitheatre
is also a symbol of reviving the great mummy of Egypt by Cleopatra, even though she
knows very well that the Egypt of today is not creative (compare: Achremowiczowa,
“Rola obrzedowosci w Kleopatrze Norwida”).
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caravans of various deputies stop to admire the building) familiarises the audi-
ence with the vicinity of the palace (where Cleopatra rides on horseback and
fishes with Antony), the Alexandrian province and the entire Egypt, under mar-
tial law, and finally, the Empire (as a counterweight to the East), which Cleopatra
wants to conquer.'® The situation is accurately reported by Knight:

- Wiesci i doniesienia mniejszej byly wagi,

Dopokad sie prowingji calej nie zmienito

Na biegaczy z listami ...

... atoli

Dzi$ otrzyma¢ wiadomos¢ z Cyklad, ergo z Rzymu,

Lacniej, nizli takowa rozwikiac i sprawdzic...

Obozy za$ przez cale pustynie ku morzu
Stoja, 1 starczy stowo w Serapium powiedzie¢,
By, jezeli jest ostre, utkwilo w Italii.
(act III, scene 1; DW VI, 368)

[News and reports were of lesser importance

Until the entire province was turned

Into couriers with letters...

... although

It is easier now to get a message from the Cyclades, ergo from Rome
Than to solve and confirm one...

Camps throughout the entire desert up to the sea
Are spread, and it is enough to say a word in Serapeum
To make it, if sharp, wound Italy.]

Never before, until this act, were the presence and closeness of the confronted
Egyptian states and, especially, Rome so clear. It is, of course, tied to Cleopatra’s
political and personal plans, as she has just become aware of Rome’s crimes. The
essence of the city was previously “stonit” [obstructed] by Caesar and his “osoba
lub stowem” [person or word].

The theatrical space shaped in this way is supplemented by sound effect. Again,
the sound of trumpets paces the ceremony of receiving deputies, “echa okrzykéw
i granie” [echo of calls and playing] in the back of the stage accompanies the

18 This space is also expanded by recurring names of cities and countries (Philippi,
Modena, Athens, Gaul, Italy) as well as names: Brutus, Octavian, Caesar, wife of Mark,
Horner, Cato, Pythagoras, Bacchus, Pompey, Kaspis.
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appearance of Cleopatra in all the richness of the court, those “glosy ogdtu”
[voices of the general public] loudly praise the Ptolemaic daughter. The sounds
of marching troops, hoofbeats, or trumpet signal for reconnaissance also recur.

To briefly recapitulate, it must be stated that the concept of space in all three
acts of Cleopatra is meticulously thought-out, dramatically and theatrically func-
tional both as a whole and as individual elements of the stage. The clearly syn-
thetic and monumental character of this space is achieved through the size of the
stage (depth, multi-planes), introducing three-dimensional architectural forms
(columns, arcades, porticos), and constantly expanding it. It is also shaped by
other elements: colours, light, music, group scenes, props and other characters
as elements of the scenic vividness.

2. COLOUR, LIGHT, SOUND

Norwid uses the colour palette in moderation when it comes to Cleopatra, but
the applied hues of colour have their important role in the visual perception of
the scene. It has to be stated at the very beginning that colour does not really per-
tain to decorations.'” Only the dark hue of the curtain in the tomb and the overall
colour of granite and basalt in the palace, as well as the marble of the tables are
noted in the script. The magnitude of the props on the scene, elements of costumes
and poetic images are two-coloured: gold and red in various tones, with crimson
being dominant.?* Hues and reflexes of gold surely dominate and, what is signif-
icant, it is possible to say that they function only on the Egyptian side. There are
various items on the stage: golden vases and half vases, bowls and half-bowls,
golden vessels with spices, “ztotem gesto nabijane czary” [cups heavily encrusted
with gold], golden goblets and chalices, golden instruments and chairs. Cleopatra
“fanicuch zloty porzuca” [hangs a golden chain] on Knight, Cinna receives a lion
with a golden collar, the queen often wears golden bandelettes and “przeblysk
zlotego koturna” [glimpses of golden wedges] she wears is always a sign of her
presence; during the wedding ceremony, “infant brat caly jest pstry od zlota i
cacek” [the infant brother is covered in gold and trinkets]; while talking with
Ganimedion and Faleg-Mun, Cleopatra has vases filled with gold coins within
her reach and gives them to her interlocutors. This colour scheme is particularly
intensified by, constantly present in the metaphors, golden sunshine (which after
the night “przybliza si¢ sandalem ztotym” [approaches in golden sandals] and

19 Here, the poet pays more attention to the lights.
20 The interplay between these two colours is registered within the poetry of Norwid by
Kazimierz Wyka, Cyprian Norwid. Poeta i sztukmistrz (Krakow: PAU, 1948), p. 120.
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constantly “tli si¢ pod ciezkim sklepieniem piramid” [glows under the heavy roof
of the pyramids]) and the sand glimmering in the same colour (even the Nile has
“z6tte wody” [yellow waters]).

It appears that this “totalna ztoto$¢” [total goldenness] of Egypt in the poet’s vi-
sion is not accidental and is motivated by the drama (although it surely confirms
the colours of the country upon the Nile). Norwid contrasts it with another
colour - crimson, dominant on the Roman side. The first colour demonstrates
the “theory” of Egypt, which is like a golden treasure in a museum where it
shines; it draws attention but is also dead and non-creative. While crimson (like
blood) is the symbol of “practical” Rome, its military activity, a symbol of life
and action. Therefore, Kalligion, Fortunius, Cinna, Anthony, Roman deputies
wear crimson togas. Centurion throws a crimson cape on the travel chair right
before the moment in which Caesar officially enters the palace room. While
entertaining the Egyptian deputies, Consul will put it over his shoulders. In fact,
Julius does not appear without this cape, which deepens the theatrical value of
the scene already during the first time he meets Cleopatra. Lovers joined by this
crimson will go through the camp:

- Chtéd ranny niech mi prawo da, bym twe ramiona
Purpurg odzial...
(act I, scene 6; DW VI, 296)

[...Let the morning chill give me the right to cover your arms
With crimson...]

They will swim over the Nile in similar closeness:

Jedna przestapmy deske od progu na statek,
Ktéry purpury nasze dwie zamieni w zagle,

(act II, scene 1; DW VI, 309)

[Let us step over the plank from the threshold to the ship,
Which will turn our two crimsons into sails. ]

It is significant that Norwid defines the consular cape belonging to Caesar only
by its colour. It is the colour that Cleopatra will remember forever. The crimson
toga of Mark Antony will immediately move her heart with the memory of Julius,
the scarlet anemone flower has a similar effect. In act III, Antony mentions the
“purpurowa galera” [purple galley] sailing under the flag of the Egyptian queen.

It seems that Norwid captured the symptoms of the presented nations via
colour (and light) vision. As a result, he incorporated gold and crimson into the
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clash between the two cultures. Also, these two-colour dominants decide on the
visual outlook of a scene and upgrade the spectacularism of an image.?* The sce-
nographer needs to remember these important guidelines from the poet.

Light plays a unique role in Norwid’s vision of the performance. Operating it and
being aware of its theatrical functions, used in the drama in an excellent manner,
it must evoke admiration due to the poet’s ability to exploit the drama’s staging
potential.

Furthermore, light shapes the space by dividing it into planes, pinpoints
characters, sculpts, and brings out from the background various groups of
people, their gestures and movements, and makes images more vivid; finally, light
dominates in metaphors; there are virtually no “obrazy gestyczne” [gesture-based
images] in Cleopatra without a ray of light.?? Norwid places lights in many places
across the scene - front, back, often far deep (just as in the wedding scene), sides.
Light is even cast from behind the scene (Pompey’s pyre). It is not a flat light, static,
only illuminating the scene. Here, the poet distinguishes many hues and subtle-
ties: “blask” [shine], “poblask” [glimmer], “Swiattos¢” [light], “mrok” [darkness],
“mrok znaczny” [great darkness]. Sometimes the light flickers, in other instances,
it “becomes noticeable” or “lightens” elements of the decorations, it may also cut
the stage or shine “blaskiem do tuny podobnym” [with a shine similar to a glow],
sometimes there is “nieco $wiatla” [a bit of light] in the back of the stage, in other
instances “scena zupelnie rozéwieca si¢” [the stage is completely lit up] or “blade
zorzy promienie zaczynaja $wita¢ §réd kolumnady portyku” [pale rays of the aurora
start to shine among the columns in the portico].

How does light function on the stage? Let us list some examples. The gloomy
atmosphere in the tomb is achieved theatrically by introducing the dark curtain
and covering the windows. Cleopatra’s leaving the place of seclusion is signalled
not only by opening the curtain, showing the view of the amphitheatre, but also
a change in lighting: “scena zupelnie rozswieca si¢” [the stage is completely lit
up]. Norwid achieved a strong theatrical and dramatic effect via the lighting
in the scene with Kornelia.”? Also, the moment of Szechera’s prophecy the poet

21 Surely, the group scene of the crowds and the harvest choirs in act IT add a lot of colour
to the scene.

22 Compare also: Stawinska, Rezyserska reka Norwida, p. 127.

23 First, the information: “od jednej strony arkad blask podobny do tuny daje si¢ na
chwile widzie¢, a przy kolumnie kobieta w dlugiej catozatobnej szacie” [on one side of
the arcade, it is possible to see for a moment a shine similar to a glow, and a woman
in along mourning dress]. Next, Kornelia slowly walks across the stage with her hand
raised “biorac uszanowanie rzymskich wojsk dla cieniéw meza” [receiving salutations
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composed by means of a play of light. The morning comes, “zorza, od gtebi sceny,
nieco rozjasnia portyk” [aurora lights up the portico from the back of the stage] -
it is where Cleopatra hides. The centre of the stage is taken up by the Prophetess
conversing with Knight. The front “jest jeszcze mrokiem znacznym okryty” [is
still covered in heavy darkness] intentionally. When Szechera pronounces the
name of Caesar - “mrok, ktory trwal u przodu sceny, przeciety jest nagle ogonem
komety, uwyrazniajacym si¢ na kolumnach portyku” [the darkness which lin-
gered at the front of the stage is suddenly cut through by a comet’s tail, which
becomes conspicuous on the columns in the portico]. The comet, in a reminder
about the presence of fate, seals the personal tragedy of the lovers. Again, Norwid
ties the theatrical effect with the expression of an event on the stage.

It is rather obvious that all the elements of the drama balance on the border of
day and night, light and dark, sunshine and shadow. These oppositions are vis-
ible in the lighting of the scene and, most importantly, become the centre of the
poetic image. The events on the scene take place during the day and during the
night, but also on their border, at sunset — “przed stonca zaciemky” [before the
sun darkens] - “o wnij$ciu ksiezyca” [as the moon rises] and at dawn. In act I,
Cleopatra and Caesar admire the sunrise, Szecheras prophecy is revealed in the
morning. Norwid announces the time of each day using lighting, which becomes
a kind of time determinant in the drama. For instance, when the Romans took
over the pharaoh palace in the evening, it is signalled by lamps which Lictor
sets around the scene. We may assume that they light up the night scene 6 in
act I: Caesar continues the paragraph “O Egipskiej potrzebie” [On the Egyptian
Need], Cleopatra enters and they talk for a long time, until the morning aurora.
The night that is invited onto the stage in act II is shown by the appearance
of the night guard and a change in lighting (“Noc widocznie zapada - w glebi
nieco $wiattoéci” [The night visibly comes — a bit of light deep inside]). The
light also announces the morning “blade zorzy promienie zaczynaja $wita¢ $réd
kolumnady portyku” [pale rays of the aurora start to wander among the col-
onnade of the portico]. The night will become a natural scenery for the fare-
well meeting of the lovers. The specific atmosphere it creates echoes constantly
throughout the pages of the drama because “kazda noc ma co$ szczegélnego”
[each night has something unique]. According to Norwid: night is the world
of scholars and wise people (it is the time when Szechera works and loses her
sight “zyskujac ciemno$ci” [gaining darkness]), it is the strength of dreams

of Roman forces towards the shadows of her husband]. This device of Norwid’s has
already been interpreted by Stawinska, Rezyserska reka Norwida, p. 121.



On the Theatrical Form of Cleopatra and Caesar by Cyprian Kamil Norwid 107

often related to the events of the day (Knight, Kalligion, priests talk about their
dreams); finally, the arrangement of stars is for the Egyptians a binding oracle
and still an indisputable confirmation of the pharaoh tradition. They often stare
into the sky; Caesar notices it:

Starcy egipscy patrza w konstelacje niebios,
Ja — z Europa w dziejow gltebokos¢ pogladam.
(act II, scene I; DW VI, 309)

[Old men in Egypt gaze into the heavenly constellations,
I - look into the depths of history with Europe]

The poet had a highly original idea when it comes to using the oppositions: light-
shadow (darkness), sun-shadow, as together they highlight the verbal and the-
atrical structure of the drama in the strongest way. The shadow, as a form of
lighting the scene, appears on the stage as darkness, semi-darkness, and chiar-
oscuro,”* which Norwid uses the most and always highly skilfully, both in the
daylight and moonlight. The poet utilises his chiaroscuro manner in composing
the scene with the night guard, the scene in which the lovers meet for the first
time, Szechera’s prophecy, the scenes in Cleopatra’s tomb and the episode with
Kornelia, who first appears in the shadow of a column and then in the light of
a glare from behind the scene. The viewers also observe the silhouettes moving
against the background of the moonlit night, such as Cleopatra’s escapade in a
boat to Caesar’s camp, or her sneaking in the back to meet Julius. The second
Priest reports that Szechera lost her sight and escaped “z wiezy zodyjakowej”
[from the zodiac tower], “raz zaledwo / Sréd ksiezyca sylwetke wyszczerzyta
czarng / I znikneta” [once she barely exposed her black silhouette against the
moonlight and disappeared]. The motif of light and shadow is often given a
metaphorical meaning, most often contrasting sun and shadow, filling in the
dialogues and their metaphorical constructs present in the poetic word and pre-
sent in the theatrical space. The images of particular significance speak about
the path of the sun’s ray or the shadow that determines the moment of a day,
touching one by one the columns, steps, precincts,” or the shadow that always
accompanies people and items in Egypt (e.g. Ganimedion’s crime was that he did

24 The grandness and richness of chiaroscuro in Norwid’s poetry is stated by Wyka
(Cyprian Norwid. Poeta i sztukmistrz, p. 124 £.).

25 For instance, Eukast reminds Cleopatra that they have to hurry by saying: “Kolumna /
Dotyka cieniem schodéw” (act I, scene 3; DW VI, 268) [...The Column / Touches the
steps with its shadow...].
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not notice the Queen’s shadow on the sand). They also speak about the shadow
because of the belief of shadows living after death (Cleopatra constantly sees
Julius’s shadow next to her and for this reason enjoys “pétmroczne chwile ranku -
godziny hermejskie / Swiatto-cieniu” [the semi-dark moments of dawn - hours
of Hermes’ light and shadow]).

Apart from the surprisingly strong presence of colour and light in the poet’s
vision, music together with numerous sounds and acoustic effects shape the the-
atrical vision of the drama. We may hear its weaker or stronger tones from the
very beginning, whether in the main text or notes in stage directions. First, it
should be noticed that there is an abundance of musical instruments present on
the stage or merely mentioned in the text, such as a harp,? trumpets, a flute, a lyre,
a bagpipe, and bellows. Acoustic effects are also numerous and diverse, either
vocal: calls, announcements, Szechera’s yells, voices from behind the scene,”
joint recitations, the songs of the Harp Player and the choirs of harvest, and whis-
pers of two tragedy choirs, or instrumental: trumpets playing, harp, reveille, or
reconnaissance signals. There are also sounds of a different nature: “oklask rak”
[hands clapping], Cleopatra’s “stapanie lekkie, drobne, jako lidci szelest” [light
steps, tiny, resembling the leaves rustling], “wody szelest / Spadajacej do wanny
z porfiru” [water whispering when falling to a porphyry bath], or “odbrzmienia
wojennego marszu” [echoing sounds of war-time marches].”®

Music and sound effects accompany many scenes (are their integral elem-
ents or just co-create them) and perform various functions. Most importantly,
Norwid subjected music to the context of the drama’s topic; confrontation of two
cultures. The country of the pharaohs is constantly filled with music. It accom-
panies royal hunts, it is heard from Cleopatra’s ship with its oars “sg urobione na
wzorce narzedzi muzycznych” [in the shapes similar to musical instruments]. The
Egyptian “theoryje” [theories] became famous in the flood of music and incense
smoke. Music accompanies virtually every scene with customs, rituals, and court
ceremonies, such as the scene of Cleopatra’s breakfast, receiving Roman deputies
and the royal wedding. The sound of trumpets regulates the course of each event;
the first one opens the feast; after the second signal, the crowds slowly leave the

26 Wyka (Cyprian Norwid. Poeta i sztukmistrz, p. 67) claims that the harp is one of the
instruments of Norwid’s mature poetry.

27 Various “glosy ogotu” [voices of the public] or “wotania” [calls] are treated by the poet
as equal to characters and are highlighted in the text by using capital letters.

28 “In Cleopatra, there are many - as Stawinska writes (“Metafora w dramacie,” p. 83) -
situations where characters present on the stage listen to the voices from backstage
and try to decipher their origin and nature”
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palace; the third blow announces general silence and the return to regular tasks.
Such a strong (almost intrusive) presence of music in the pharaoh court will sur-
prise the Romans (Cinna says that he sometimes gets drunk with music, some-
times with incense smoke) and will again become the symbol of “teoria” [theory]
of Egypt. This clash, as we would say nowadays, on the field of music culture is
accurately reflected by the whispers of two tragedy choirs:

GRUPA EGIPSKA
Zdaloby sie, ze ludu $piew wracajacego —
Zdaloby sie, ze stycha¢ juz muzyke wiosel,
Zepsowang odbrzmieniem wojennego marszu...
GRUPA RZYMIAN
Cos, jakoby grom kroku wracajacych Legii
Lub orléw tetno zenska spsowane muzyka
Zda sie utrapiad uszy...
(act II, scene 2; DW VI, 326)

[EGYPTIAN GROUP:
It would seem to be the song of the people returning
It would seem to be the music of the oars
Destroyed by the echoing sounds of war-time marches...
ROMAN GROUP:
As if the thunder of the steps of the returning Legions
Or the pulse of eagles destroyed with female music
Seems to bother the ears...]

Singing and playing are introduced by Norwid in a different manner. They will
barge open the stage with Egyptian crowds cheering for the Queen’s wedding.
Throughout the stage, entire processions of villagers, maidens, and young men
parade. It is possible to hear “brzek sierpow” [rattle of sickles] and “pobrzek
harty” [clinks of harps], then the song of the Harp Player, two choirs and Epod,
all the time accompanied by waves and calls of the crowds deeper in the por-
tico, and finally the songs of people coming back to their homes. Obviously,
such a composition confirms, first and foremost, the ritual-based tendency in
Cleopatra; it also strengthens the theatrical effect of the large group scene on
the one hand, and on the other hand, gains significant value in its meaning: the
cheerful, singing crowd became an expressive contrast for the passive inhabitants
of the palace who are enslaved by dead ceremonies.

Saturating the poet’s vision with music and sound effects expands the stage
space, undoubtedly monumentalises it, and, including the play of colours and
lights, enhances the spectacular image. Norwid yet again sets a difficult task
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before the theatre (underlining it with clear guidelines), and it is challenging
because light, colour, and music were given their own mission in transferring
the issues of the drama.”

3. GROUP SCENES, STAGE MOVEMENT

It has already been noticed that group scenes are numerous in Cleopatra, which
is motivated by the customary and historic character of the drama.*® The Queen
is the only person who stays alone on the stage in the first part of act I. There are
only a few two-person scenes. They are mainly devoted to Cleopatra and Caesar,
but always just for a moment. Other two-person arrangements usually begin in
subsequent scenes and expand into larger groups throughout their course (e.g.
act], scene 5). When Norwid composes a three-person scene, the movements are
most often arranged in a triangular shape and certain symmetry, which is par-
tially theatrically determined by setting the doors on the sides of the stage and
one in the centre; for instance: “Eukast i Kondor uwidaczniaja si¢ po stronach
drzwi - $rodkiem zbliza si¢ Rycerz” [Eukast and Kondor become visible on the
side door — Knight approaches in the middle], “Cezar z jednych drzwi arkady
wewnetrznej, a Kleopatra z drugich przeciw otwartych, spétczesnie wychodzac,
spotykaja sie. Zaczem Rycerz si¢ cofa” [Caesar from one door of the inner arcade,
Cleopatra from the other opposite door leave at the same time, they meet. As a
result, the Knight backs away], “Kleopatra w wielkim stroju weselnym - z jednej
strony Eukast, z drugiej Eroe — wchodzg” [Cleopatra in her grand wedding at-
tire — on the one hand Eukast, on the other Eroe - they enter].

Multi-person scenes and especially group scenes were surely a more difficult
problem for Norwid to solve. Does he view them theatrically? Is he aware of their
stage values? Finally, does he subject them to some compositional laws regarding
stage movement and arrangement within the stage space? Let us take a closer
look, exempli gratia, at some of those scenes.

A multi-person scene, Cleopatra’s breakfast. First, called by Eukast and
Kondor, servants enter “jeden za drugim” [one after another] and “przyrzadzenie
czynig” [make preparations] on the table carried into the scene; it takes place in
the middle of the stage. Eukast and Kondor are in the front, but they will also
deliver their lines while moving since “w scenie tej osoby dialogujace od czasu
do czasu biora udziat w zastawianiu stotu” [persons taking part in the dialogues

29 A musical instrument and music itself often become the subject of a metaphor.
30 See Stawinska, Rezyserska reka Norwida, pp. 22, 119 f.
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from time to time take part in setting the table]. Therefore, they are “employed”
by Norwid and the scene becomes more natural. When Eukast announces
Cleopatra’s entrance, servants group “stosownym potkolem” [in a proper semi-
circle], and Szechera sits at her feet, a few peasant boys stop near the throne
a moment later, and finally the Monarch leaves the palace room via the main
door. This is how Norwid solves the arrangement of this scene: “jedni spozywaja
reszte potraw — drudzy ukfadaniem sprzetéw w kosze i onychze odnoszeniem
zajeci sg, tak iz dwie rozmowy sa prowadzone” [some eat the rest of the dishes -
others are busy with putting the tools into baskets and carrying those out, so
two conversations are conducted], then Eukast backs away “z ostatnimi koszami
i stuzebnymi chtopcami” [with the last baskets and servant boys], next Kondor
“uchodzi” [leaves] and Szakal “oddala si¢” [moves away], finally the last two boys
“usuwajg sie cicho i spiesznie” [remove themselves quietly and in haste] to leave
Her sleeping at the table.

Here Norwid provides, as may be noticed, a ready-to-use situational solution,
skillfully filling the stage space with groups of people. The overall arrangement
is governed by the laws of court ceremonialism and the scene ends with “szereg
$wietnych wyj$¢” [a number of grand exits] of characters.*!

Let us skip the royal wedding for a moment and take a look at the group scene
in act III, where Cleopatra shows herself in the entire richness of the pharaoh
dynasty.

First Eukast, the master of ceremony, “z pocztem stuzby niosacej rozne
przybory, wchodzi” [enters with a crowd of servants carrying various tools] and
talks with Kondor and Olymp while preparing the room for a feast. After putting
together two small tables, the boys “zaczynaja sie szykowac” [start to prepare
themselves] and on Eukast’s “oklask rgk” [clap of hands] take their proper places,
probably on the side of the throne, perpendicularly to the audience, similarly to
the Choir, Priests, Lector, and Herald introduced in a moment.* Just as the cur-
tain is pulled:

jednoczesnie przez uszykowane rzedy dworskie u jednego z wnetrznych wnijs¢
wchodzi Kleopatra i Antoniusz. Ona uprzedzona jest giermkiem niosagcym wldcznig
krotka, malg tarcze, misiurke z korona, cizmy wojenne, a on uprzedzon swym liktorem,
helm z diademem na przylbicy i miecz niosagcym([?]. Scena zupelnie rozswieca si¢ - w
glebi slycha¢ echa okrzykow i granie. Niejaki poczet ksiazat, ludu i dam postepuje za
Monarchinig - przy Antoniuszu Delius w rzymskim $wietnym ubraniu. (DW VI, 387)

31 Cf. Slawinska, Rezyserska reka Norwida, p. 124.
32 Scene 2 in act III ends, unfortunately, with gaps in the manuscript (see: DW V1, 387).
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[at the same time, via the prepared court rows at one of the inner entrances arrive
Cleopatra and Anthony. She is preceded by a squire carrying a short spear, a small
shield, a basinet with camail and a crown, war-time shoes, he is preceded by his lictor
carrying a helmet with a diadem on the visor and a sword. The stage completely lights
up - echoes of yells and playing can be heard from the background. A kind of an entou-
rage of princes, peasants and ladies follows the Monarch - next to Antony walks Delius
in a magnificent Roman attire. ]

Next, the Priests give Cleopatra myrrh, which she throws into a three-legged
censer; then the Roman deputies enter, but they “sa mato uwazani” [are respected
little]. Only after Eukast announces them a second time does the Queen greet
the deputies; upon her signal “granie tragb sie odzywa i caly dwor staje u miejsc
przeznaczonych” [the playing of the trumpets begins and the entire court stands
at their assigned positions], then Cleopatra sits on the throne and begins the
audience.

Norwid’s sensitivity to the spectacularism and theatricality of group
compositions is evident. The poet provides clear guidelines when it comes to the
arrangement and rhythm of the scene, which are subjected to the etiquette of the
Egyptian court presenting itself to the Romans. This is why there are so many
people and a certain symmetry of the arrangement as well as ceremonial stiffness
(“uszykowane rzedy dworskie” [prepared rows of court members]).

The group scene in act II reveals an even more splendid stage potential and
different laws govern its composition when it comes to the scenic arrangement
and movement. Here, Norwid introduces entire crowds of people, warriors
and “the curious,” processions of peasants, choirs of maidens and young men.
They bring onto the stage music, singing, and the atmosphere of general joy.
The stage directions for this moment are incredibly detailed. Even before
leaving on a boat with Caesar, Cleopatra hears “ludu okrzyk i stapanie” [calls
and steps of the people] coming to the palace. Later on, “przez arkade¢ dajaca
na brzeg w glebi portyku wida¢ wojsko rzymskie” [Roman army is visible via
the arcade going towards the shore in the back of the portico]. Further, “glebie
sceny ze wszech arkad nadbiegajacy lud zapetnia” [the back of the stage is filled
with people running from all arcades]. Cleopatra and Caesar “przechodza thum
ku okretowi — okrzyki powtarzane towarzysza im” [move through the crowd
to the ship - repeated calls accompany them]. Then “w glebi sceny zostawa i
rosnie ttum ciekawych, gdy na przodzie onejze od czasu do czasu, wyblfakane z
rzeszy, dialogujg osoby” (DW VI, 310) [at the back of the stage, a curious crowd
lingers and grows, while at the front from time to time some people engage in
dialogues]. They are direct participants of the scene who, joining both groups of
people, report on the situation taking place in the far part of the stage. It is how
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Szechera - “tam i sam przechodzac, rzuca Eukastowi potglosem” [walking here
and there, tells Eukast in a hushed voice] about the harvest choirs approaching.
At another moment, Karpon “przeciska si¢ przez tlum i podchodzi do przodu
sceny” [forces his way through the crowd and walks up to the front of the stage]
to deliver his lines. The choir performance precedes the song of the Harp Player
“u przodu sceny” [at the front of the stage], accompanied with “nucenie i wotania
ttumu w glebi sceny” [humming and yelling crowds at the back of the stage]. At
the front of the stage, characters gather around tables set alongside columns (on
one side a table for Centurions, who is at the other a table for “debating” Priests
and Szechera). Norwid guides people from the back through the middle part
of the stage so that the audience may hear their lines, then they move back or
approach the tables. The rules for movement are specified by the poet in stage
directions: “jak w calej tej scenie, usuwaja si¢ jedni w glgb, drudzy za$ na przéd
wystepuja” [as in the entire scene, some remove themselves to the back, others
go towards the front]. All of this pulsates with the changing rhythm of music,
singing and dancing as well as an asymmetrical, wave-like movement of groups of
people which gives the scene a unique visual appeal because of the large number
of characters.”® Norwid resolves the issues of this scene in the following way.
On the first trumpet, “znaczna liczba skfadajacych ttum rozchodzi si¢ réznymi
arkadami portyku w glebi sceny” [the majority of the crowd dispersed via var-
ious arcades of the portico at the back of the stage]. Next, “coraz znakomitsza
cze$¢ ttumu ustepuje” [a bigger and bigger part of the crowd leaves], Kornelia
passing by focuses the attention at the front of the stage. During the third blow,
“przodek sceny zajety przez dwie male grupy” [the front of the scene is taken up
by two small groups] of Egyptians and Romans, creating the two tragedy choirs;
“dno sceny zupetnie oproéznia si¢” [the back of the scene becomes completely
empty]. After a moment, “tez same grupy dwie si¢ rozwijajg [podkreslenie
moje - A.M.K] w dwa réwnolegte szranki” [the same two groups expand [high-
light mine - A.M.K.] into two parallel rows], between which Cleopatra and
Caesar will go after returning from their trip at the sea. “Osoby przybyte zajmuja
przodek sceny — grupy rozwiniete w szranki cofaja si¢ zupelnie” [people arriving
take up the front of the stage — groups in rows back away completely], leaving on
the stage the ensemble of the Queen and Consul.

The quoted (and purposefully longer) fragments of the poet’s stage directions
are an obvious proof of his constant care towards composing scenes with groups

33 Associations with stage movement in Wyspianski’s Wesele [The Wedding] are difficult
to ignore.
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and directing groups of people. The interpretation-related conclusions that come
to mind may be expanded and concern the entire drama. Let us note them briefly.

All group scenes are directed by Norwid from a theatrical point of view with
ready-made situational solutions. Their composition employs the whole range
of space (its “back” and “front” exist here all the time) and the arrangement
of groups of people is closely related to the stage set (columns, portico, tables,
throne, etc.). The main rule here is based on calling to the fore the persons “in
the dialogue;” when it comes to handling crowds or groups - irregular traffic,
there are virtually no stiff arrangements known from the poet’s early works.*
The groups of people in Cleopatra are diverse,” internally complex, but always
“Norwid tries to tie them with proper — and justified - stage situation*

The carefully directed situational group scenes of the drama, reinforced by
music, sometimes dancing and singing, intensified with the interplay between
the light and darkness, folds in the costume, a prop, related to series of various
gestures of characters and monumentalising the space give a magnificent spec-
tacular value. It should also be noted that the poet shapes those scenes theatri-
cally by their verbal structure.”” More importantly, group scenes are a carrier of
the stigma of the culture of confronted civilisations. Therefore, anybody who
wants to adapt Cleopatra to the modern stage has to be cautious, as eliminating
culture-bound scenes from the drama may weaken the impact of the issues
discussed therein as well as their theatrical value.

4. ELEMENTS OF SHAPING CHARACTERS

Obviously, we are only interested in the stage life of Cleopatra’s characters and
their theatrical presence in the stage vision of the poet. It is possible to notice at
once that Norwid approaches this issue from many perspectives: characters are

34 See Stawinska, Rezyserska reka Norwida, p. 119.

35 The poet determines them as: servants, general public, soldiers, camp guards, Roman
army, peasants, curious crowd, persons, choir, debating people, two small groups,
entourage.

36 See Stawinska, Rezyserska regka Norwida, p. 119.

37 In the wedding scene in act II, e.g. individual statements are intertwined with the
Harp Player’s song, “gtosami ttumnymi” [crowd voices], a common statement “u stotu
Centurionéw” [at the Centurion’s table], “gtosami w glebi sceny” [voices from behind
the scene], the songs of the choir of young men and that of maidens (in turns and
during the joint performance), calls “stamtad i zowad” [from here and there], general
“obwotaniem” [announcements] and whispers of both tragedy choirs, which end with
a joint declamation.
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related to the concept of space, they create sculpted groups and images in its back-
ground; they are showcased through lighting and colour reflexes (as discussed
above); further, he sees them in consumes; their hands are busy handling props,
the reflection encompasses many elements of on-stage acting: gestures, facial
expressions, stage movement, manner of entering and exiting, way of speaking,
and intonation; Norwid entrusts his characters with “bezmowne chwile dramy”
[silent moments of drama], and equips them with a wide scale of emotions and
feelings that have to be played out on the stage; finally, the characters are given
important semantic functions, which shapes them into attractive, rich the-
atre roles. It seems that characters are the elements of the theatrical vision of
Cleopatra that Norwid hears and sees on stage most clearly.

Each of the problems registered above may surely be the subject of a separate
dissertation, but this paper has to select some and limit itself to a synthetic and
functional exemplification.

First of all, Norwid exceptionally used an important element of theatrical
concretisation of characters, costume. It is always noted in stage directions and
is often further specified in various ways in the dialogues. Cleopatra entails the
true richness of costumes.®® The queen of Egypt is changing them the most.
She is first wearing a ceremonial outfit — for audiences (the breakfast scene), to
change a moment later into another ceremonial outfit for travelling. “Starannie
owita” [meticulously covered], she sneaks through the Roman camp, although
the guards notice “przeblysk jej ztotego koturna” [a glimpse of her golden wedge
shoe]. She appears before Caesar wearing “kolce” [spikes] with two famous pearls.
During the wedding, Cleopatra wears “wielki str6j weselny” [a grand wedding
attire]; later on, she sneaks incognito through the stage “w dlugiej oponie” [in
a long coat]. Finally, in act III, she puts on the magnificent and seductive outfit
of the goddess Isis, but parts with “nierozlaczne perly” [inseparable pearls].”

38 Cf. Stawinska, Rezyserska reka Norwida, p. 122 .

39 Eroe reports in detail on this outfit: “...Krélowa weznie zloty i podiuzny / Koturn
egipski, z wierzchu odkryty zupelnie, / Lecz dlugie szaty zwierzchniej strzepy nan
upadnag, / A z tych kazdy jest sznurkiem drobniuchnych perelek, / Jak krople wiatrem z
fali nagarniete morskiej, / Tak iz sie palce w pianie z perel ciagle kapig...” (act III, scene
I; DW VI, 372). [...the Queen will take golden and elongated / Egyptian wedge shoes,
completely uncovered in the front / But the long fringes of her outer dress will fall onto
them, /And each is a thread of fine pearls / Like drops of a sea wave carried by the wind
/ So that fingers constantly bathe in the foam of pearls...] The outfit is completed by a
gauze on her arms, pinned in some places by the belt of Isis. We learn from Szechera
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Caesar appears “w stroju powszechnym” [in a common outfit], a consular toga
with folds; later on, he throws on a crimson cape which he changes into a travel
coat before departing from Egypt. How about Antony? During his first entrée on
the stage, he wears “str6j rzymski wykwintny i réze ma w reku” [!] [a splendid
Roman attire and carries a rose in his hands]. We already know that soldiers
accompanying Caesar, also Roman deputies, wear togas and capes.”” Kornelia
appears in “dlugiej catozatobnej szacie” [a long mourning dress], Szechera wears
a black outfit and shawls. The group scene in act III becomes a fashion show
for costumes: next to Cleopatra, Mark, and the Roman deputies, appears Eukast
“w wielkim stroju” [in a grand outfit], Psymach “w dworskim ubiorze” [in a
court attire], Knight “w $wietnej zbroi” [in an excellent armour] and Delius “w
rzymskim $wietnym stroju” [in splendid Roman clothes].

Surely, the number of costumes makes the characters and scenes conspicuous.
Norwid further accentuates this value by his unique “playing” of the costume on
stage, tying it with numerous effective images, situations, and “standing figures.”
For instance, by changing or completing the costume on stage, Cleopatra being
dressed in her travel outfit by the servants, or lacing up the sandal, or putting
on the helmet and securing the sword by Caesar. The “fald szaty” [fold of the
cape]* often plays a role, similarly to the repeated, generating the effect close to
that in the drapes of antique sculptures, gesture of throwing on the cape.” For
instance, Caesar “podejmuje rég plaszcza purpurowego i zarzuca go na jedno
ramie, nie konczac ubrania, nie biorgc miejsca, tak iz potowa purpury spoczywa
na siedzeniu” (DW VI, 283) [takes the hem of his crimson cape, throws it over

that Cleopatra wears “str6j mieszczanskiej kasty” [an outfit of the townspeople] to avoid
recognition when she is walking near the palace (act I, scene 3; DW VI, 265).

40 Also armour, swords and helmets.

41 Caesar reacts to Cleopatra’s tears in the following manner: “Inne wszystkie, o! ksiezno,
tzy, we faldach togi / Konsularnej, na piersi pochowac¢ rad jestem” (act I, scene 6; DW
VI, 291) [All other, oh! princess, tears in the folds of the cape / Of a Consul on my chest
I'am happy to hide]. The folds of the crimson cape and the gesture of throwing it on by
Caesar return also in Szechera’s prophecy: .. - caly maz, jak filar - / Od zawieruchy
krétkich puginalow wziety / Zdrada — dwadziescia i trzy pchnie, a wszystkie w piersi,
| Zgarnie rekoma, jakby purpure zarzucal / Pluskiem krwi, jak faldami ptaszcza..” [-
the whole man, like a pillar - / By the storm of short daggers / Betrayed - twenty and
three stabs, and all in the chest, / He will gather them with his arms as if throwing on
the crimson / The splash of blood, like the folds of his cape...].

42 Wyka (Cyprian Norwid. Poeta i sztukmistrz, p. 23) already paid attention to this ges-
ture, also Achremowiczowa (“Rola obrzedowos$ci w Kleopatrze Norwida,” p. 227) and
Stawinska (Rezyserska regka Norwida, p. 122 n).
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one shoulder, without finishing, without changing place, so half of the crimson
lies on the seat], for a moment creating a standing, immovable statue. In scene
5 of act I, Fortunius “zarzuca plaszcz” [throws on his cape] before exiting the
stage. Prior to Caesar saying his last line in the drama, Kalligion “obrzuca [go]
plaszczem podréznym” [throws <over him> the travel cape]. We might also
mention the scene where elements of Cleopatra’s wedding attire are taken off
and her arms are covered with crimson (and she walks like that across the stage
with Caesar), along with the scenes where she refuses the veil, Antony throws
down his crimson and armour and puts them on again.

This theatrical “playing” of the costume is obviously related to its other
functions in the drama. Costumes show the nature of characters; they reveal
their characteristics and actual feelings, e.g. Kornelia’s or Szechera’s robes, Mark’s
exquisite attire, Cleopatra’s cape and her outfit in act III. It further strengthens
the contrast between Egyptian and Roman cultures: the ceremonial clothes
of priests and - let us remind ourselves - the Roman crimson and armour.
Cleopatra’s “wielki str6j weselny” [grand wedding attire] is very heavy and the
scene in which Eroe rejects its ornaments is symbolic. Another meaningful ges-
ture may be noted when Antony takes off the toga once he decides he cannot
compare himself to the greatness of Caesar. An ironic connotation is surely
evoked by Her appearing “w zupelnym pancerzu” [in full armour] in the wed-
ding scene. At another time, during Delius” audience, the discussion about the
outfit the Queen will put on becomes an opportunity to talk about important
political issues in a veiled manner. It is also an example of using the so-called
“white flowers,” colourless words, “neutral,” but covering a wide array of tragic
consequences.® Finally, a costume serves as a prop, additionally semantised in
a symbolic manner and tied to the tragic situation. This pertains to the last pre-
served scene in act ITI (DW VI, 405), where Antony “zdejmuje pancerz jak rzecz
cigzacy’ [takes off the armour as it is a heavy thing] and then says to Her:

Probuyj, azali w tuszczke - tam, u lewej piersi —
Pomigdzy nity wrazisz bez chybienia ostrze?
... po dwakroc skoro tego dopniesz,

List ci dam i potrgce w ramie...

[Try, into the plating — there, on the left breast
Will you not miss and stab your blade between the rivets?

43 Achremowiczowa, “Rola obrzedowosci w Kleopatrze Norwida,” p. 220.
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If you do it twice
I will give you a letter and pat your arm...]

“Her dobywa miecza i utrafia” [Her takes out his sword and hits well] for the first
time; he hits the same place for the second time, but it is a deadly blow as Mark
has already put on his armour again.

Norwid’s remarks on the external appearance of characters (e.g. Cleopatra’s
physical attractiveness) should also be mentioned. Therefore, it becomes visible
that by giving a costume specific functions in the dramatic shape of Cleopatra,
Norwid is aware of its theatrical, scenic value. Surely this manner of “playing”
the costume and sculptor-like perception of characters are a consequence of the
poet’s archaeological studies.*

The process of “playing” props is even more theatrically profound. Their mul-
titude and diversity are not accidental, but the fact that they perform various
functions is crucial.

In general, props may be divided into groups because of their relation to
1. restoring the cultural background of the presented nations, 2. stage and space
layout, 3. other characters. Different props accompany ritual scenes, different
ones are assigned to love scenes. On the Egyptian side, props (more frequently)
are related to the dead rituals, on the Roman side — with military deeds of the
Empire.

Norwid diligently lists the props in the side text, although they often, similar
to elements of decorations, result from the dialogues (which again proves the
constant theatricality of the text). For instance, Cleopatra states in the break-
fast scene:

Szechero! przystap blizej, podsun sobie dywan,
U nogi krolewskiego stotu mis¢ postaw,
(DW VI, 265)

[Szechera, come closer, move the carpet closer,
Put a bowl at the leg of the royal table,]

The poet always comments on the use of props and the manner of handling
them while on stage. It is mostly visible in 4 vue, saturating the stage space with
props that often gives rise to a new situation, e.g. the breakfast scene, the mo-
ment before Caesar enters or preparations for the feast in act III. Many will gain

44 Realising Norwid’s costume concepts is a highly interesting task for a scenographer.
Poe’s drawings may help in this instance.
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strong dramatic and metaphorical meaning, e.g. the mummy brought on stage (a
symbol of death, deceased and soulless traditions of Egypt, its bigotry) contrasted
with Cleopatra yearning for an authentic life. Norwid masterfully “plays” the
elements of decorations, e.g. flowers in vases in act II. When Caesar dictates the
edict on marriages of his soldiers, “Kleopatra opodal ... obchodzi si¢ kwiatami
bliskiego wazonu” [Cleopatra nearby ... arranges the flowers in a vase]. Later on,
the Queen “rzuca precz” [throws away] her edict, but it falls on one of the vases
tull of flowers, which is immediately commented with a beautiful metaphor:

Gdyby te kwiaty z Galii byty lub znad Renu,
Pomyslityby teraz, ze upadl $nieg na nie!
Ale egipskie ufajg stoncu...
(DW VI, 304)

[If those flowers were from Gaul or the Rhine,
They would think that snow has fallen upon them!
But Egyptian flowers trust the sun...]

Props related to specific characters often determine their features. The short spear
the queen of Egypt uses to hit the shield is a symbol of Cleopatra as a queen, a
sign of her leadership over the Egyptian army;* the sceptre and the bandelettes -
Cleopatra-priestess, keeper of the pharaoh tradition; the travel chair, pieces of
paper, lion’s skin, and crimson - props characterising Caesar’s genius. The pha-
raoh ring denotes Knight’s nobility; the cane, Szechera’s blindness, a rose held by
Antony clearly points to the “school of Roman ladies” he represents.

Another function of the props entails managing the gestures of characters;
they employ their hands, attract attention, and determine stage movement.*® The
anemone flower and, especially, the lion’s skin (“played” and recalled numerous
times) reinforce the love-related symbolism of the drama. In Cleopatra, props
are swelling, as I. Stawiniska put it, with meaning that is “not only sacral, but
also emotional: a testament that Caesar touched, parchments with drafts of
new acts for the provinces,”* flowers... At another point they participate in a
comedic scene with a clearly ironic tone when priests steal the precious elements
of Queen’s tableware in the folds of their robes.

45 When the pharaoh court is presented to the Roman deputies, Cleopatra is preceded by
a squire who, apart from the shield and the spear, carries a basinet with a camail and
war-time shoes.

46 Cf. Stawinska, Rezyserska reka Norwida, p. 124.

47 Stawinska, Rezyserska reka Norwida, p. 124.
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Props in a drama definitely enhance its spectacularism, especially in group
scenes, and confirm the truth of the epoch with its archaeological precision. The
majority of the props perform this function, but they are not only of antiquarian
value or simply brought on stage. They take part in the action, are often theat-
rically used, always essential in a situation in which they appear, and are often
symbolic and representative. It is obvious that Norwid is exceptionally diligent
in restoring the social background of Rome and, particularly, Egypt, closely
following the stylistics of both nations. He does not get lost in the details by
keeping a proper balance, always using the props for a purpose and with a skill
that reinforces the artistic impressions.

The issue of gestures in Cleopatra has already been researched. This notion
was brought to attention by - already quoted — two works: Rola obrzedowosci w
Kleopatrze Norwida by W. Achremowiczowa and “Ciag scenicznych gestéw” by
I. Stawiniska.”® Both works — although their starting points are different — arrive
at similar conclusions: first, there are many and various gestures in Cleopatra;
second, a gesture and movement associated with it is assigned within the drama
not only to characters (as means of physical expression), but most of all to the
given culture presented through the environment. Norwid also ties elements of
theatrical messages with the clash between two civilisations, and this antago-
nism, so it seems, is executed mainly in the characters’ behaviour and only then
in the meaning of their words.*’ It is probably the most important piece of infor-
mation for the director and actors who need to remember that the gestures and
movements of dramatis personae are subject to the main issue of the drama and
bear the weight of the stigma of culture most of all.

Let us now pose a question on the formal aspects of those series of gestures
in Cleopatra, categorised after I. Stawinska, gestures realising the clash of two
cultures, gestures presenting characters and their features, series of gestures of
love and those related to “playing” the costume and prop. The precise record
of each gesture in the stage directions draws attention. Let us start with the
examples of “cultural” gestures.

At the beginning of act I, Cleopatra enters the stage “powolnym krokiem” [in
slow pace], for she will reveal herself to her subjects in a moment. In the first part
of his act, the Queen “powoli wstepuje na siedzenie” [slowly ascends to her seat],
“podejmuje berto” [accepts the sceptre] to complete the ceremony of appointing

48 Stawinska, Rezyserska reka Norwida.
49 Cf. Stawinska, Rezyserska reka Norwida, p. 120; Achremowiczowa, “Rola obrzedowosci
w Kleopatrze Norwida,” p. 220.
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Knight as one of the priests and she “porzuca” [throws on] his shoulders a golden
chain; right after that, “powolnym krokiem ... ginie w jednym z przysionkéw”
[pacing slowly ... she disappears in one of the precincts]. In the breakfast prepa-
ration scene, servant boys called upon by Eukast enter “jeden za drugim krokiem
ceremonialnym” [one after the other with a ceremonial step]. After Caesar
touched the testament, “pierwszy z Kaplanéw poczyna ceremonialnie zwija¢
papirus” [the first Priest starts to ceremonially scroll the papyrus]. “Postepujac
ceremonialnie kilka krokéw” [making a few steps in a ceremonial manner],
Knight approaches Cleopatra, running to meet Julius, to express his “znak
czujnosci” [sign of vigilance]. In act III, Eukast “odejmie” [removes] the cover
from the ruler’s throne “z patetycznoscig gestu” [in a pompous gesture]. At each
step, the priests (and subjects) “dopetniajg” [complete] or “wypelniajg” [per-
form] “wielkie” [grand] and “glebokie” [deep] bows; frequently, they back away
“stopniowo” [gradually], “dawajac zlecenia gestem” [transmitting their orders via
gestures] or “oklaskiem rak” [by clapping their hands].>

This short register of examples as well as earlier remarks on the character of
movement in group scenes presenting rituals and customs allow for the iden-
tification of the poet’s intentions. The Egyptian gestures are slow, hieratic, in a
word, ceremonial. On this plane, the opposition towards the Romans is clearly
marked, which corresponds with the intent of the drama. None of them walks on
stage “krokiem ceremonialnym” [in a ceremonial manner] and they greet each
other with a word. When the Romans enter for the first time, the audience sees
“od jednej naprzdd, a potem od drugiej strony przebiegajacych dwoch zotnierzy”
[two soldiers running first from one side, then from the other]. The legion of
soldiers often “rozstepuja si¢ na boki” [spread to the sides], which gives their
movement a military feel. “Stopniowo” [gradually], “powoli” [slowly] are words
rarely used by Norwid with reference to the Romans who use a live, dynamic,
more natural language.

What is the nature of the gestures of love as determined by Norwid? Most
of all, they are restrained, discreet, subtle and “daleka od naturalistyczne;
brutalnosci” [far from naturalist brutality]. “This feeling is expressed mainly in
the touch of the hand, leaning on the arm, staying silent together,”' a meaningful
glance, often also in semi-gestures “because the love between rulers cannot be
revealed even before themselves”** This symphony of gestures, movements,

50 A rather stiff mannequin in the drama is Eukast - Marshall of the court and master of
ceremony.

51 Stawinska, Rezyserska reka Norwida, p. 124.

52 Stawinska, Rezyserska reka Norwida, p. 125.
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words characterise the often quoted and interpreted scene of the official farewell
between Cleopatra and Caesar.”

This expressive, emotional character within the drama is given not only to
gestures of love. It also pertains to other series of gestures, for instance, also those
that characterise a persona in the drama or show emotions of the moment, e.g.
the gesture of Caesar turning away and covering his eyes upon seeing the head of
Pompey, “dziwne poruszenie” [unusual movement] of Cleopatra while hearing
about a crimson anemone, her pose at the beginning of act III: “niedbale rzucona
i wyciagnieta” [carelessly thrown and stretched] on the steps of the throne, or the
provocative and trivial gesture of Mark throwing the rose at Eroe’s feet. In those
instances, gestures are strongly expressive in the dramatic and symbolic sense,
and the gesture shaped by the poet is excellent commentary on the emotional
state of a character; let us now refer to the scene of Kornelias passing by, Knight
breaking his sword, and the gesture of Cleopatra fainting during Szechera’s
prophecy, the Queen’s stepping on seven sand hills — a symbol of Rome, the ges-
ture of Antony who appoints his killer Her to become “rzymskiego kawalera” [a
Roman chevalier]. Norwid presents some gestures in an ironic manner, e.g. in
the scene where the priests carry out precious tableware “$piesznie” [in a rush]
and “cicho” [quietly].

Gestures are also an integral element of the image, e.g. in the scene of Szechera’s
prophecy, which actually plays out between the gesture, movement and glance of
Knight, Prophetess, and Cleopatra: “Krolowa, styszac prorokowanie, zbliza sie. -
Rycerz, rekg na oczy pokazujac, uprzedza Kleopatre o nieszczesciu Szechery. -
Krélowa wstrzymuje sie, niema i uwazna” [Hearing the prophecy, the Queen
approaches. — Knight, pointing to his eyes with his hand, cautions Cleopatra
about Szechera’s misfortune. - the Queen stops, silent and attentive]. A moment
later, Szechera “przerywa prorokowanie - i obracajac glos wylacznie do Rycerza,
mowi” [stops her prophecies — and turning her voice to the Knight only, says]:

- mow! Rycerzu,
Czy tu nikogo oproécz ciebie nie ma?
(Krdlowa daje znak Rycerzowi, aby sktamat)

RYCERZ
Nie mal...

[ tell me! Knight,
Is there anyone here beside you?

53 See Slawinska, Rezyserska reka Norwida, pp. 122, 126; also: Achremowiczowa, “Rola
obrzedowosci w Kleopatrze Norwida,” p. 223.
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(The Queen gives the Knight a sign to lie)
KNIGHT:
No one!...]

Later on, Szechera once again “zwraca si¢” [turns] to Knight “z rekoma omacnie
podanymi” [with her hands blindly stretched out]:

...Synu moj! odrzecz mnie rycerskim-stowem!
- Czy tu Krélowej nie ma?
RYCERZ

KLEOPATRA
(dale Rycerzowi znak reka, aby ktamat)

RYCERZ
(do Szechery)

- Raz odpowiedzialem...

SZECHERA
- Rycerskie stowo?...

RYCERZ
(poglada ku Krdlowej, ktora jemu niecierpliwy znak porzuca gestem, aby sktamal.
Rycerz dobywa nagle miecza z pochew, famie go oburacz, sklada u stop Krélowej
i wola)

... Stowo rycerskie!!

(DW VI, 358-359)

[...my son! Tell me on your knightly honour!
Is the queen not here?

KNIGHT:
(looks at Cleopatra, silent)

CLEOPATRA:
(gives the Knight a sign with her hand to lie)

KNIGHT:

(to Szechera) I said it once...

SZECHERA:
On your knightly honour?

KNIGHT:
(looks at the Queen, who gives him an impatient sign to lie with her gesture.
Knight suddenly takes out his sword, breaks it with both of his hands, puts at the
Queen’s feet and calls out):

... on my knightly honour!!]
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Acting out the gestures that Norwid introduces into the drama is undoubt-
edly a difficult task for an actor, as a lot of subtleties have to be expressed while
performed; e.g., such terms are used by the poet: “kwapigc sie ku odejsciu” [eager
to leave] or “majac si¢ ku odejsciu” [about to leave], “znaki uciszenia” [silencing
signs], “igrajac ko$¢mi” [playing with dice], “ostrzegajac znakiem milczenia”
[warning with a silencing gesture], various “skinienia” [nods], “znaki gestem
dawane” [signs given via gestures], “lekkim pozdrawiajg gestem” [greeting with
a light gesture], “daje znak uprzejmy pozegnania” [gives a polite sign of fare-
well], “z-lekka, ale wybitnie rzuca precz” [lightly yet decisively throws away],
“Kleopatra porusza nieco ramieniem” [Cleopatra moves her shoulder slightly],
“zakrywa oczy zalamanymi rekoma” [covers her eyes with wrung out hands].

Gestures introduced on the stage often gain clear theatrical values, e.g.
when “playing” a prop, especially a costume (throwing the cape over, fastening
Cleopatra’s sandal, securing Anthony’s spurs) or exposing a character’s profile.**
Strong theatrical and dramatic expression is also hidden in the gesture of sud-
denly raising up and standing positions.* In act I, Caesar stands up upon hearing
the news of Cleopatra approaching and greets her in this position while she
kneels on the lion’s skin; a Centurion “nagle powstanie” [suddenly rises] when
noticing Kornelia at the portico column, then rises the remaining Centurions;
Caesar rises and calls at Cleopatra walking away “nie za mnie szlub ten” [it is not
me you are marrying]; when the Consul is mentioned, the Queen rashly rises
from a chair upon which she rested, internally devastated and tired of the wed-
ding ceremony.

Numerous “gestural images” should also be mentioned here as well as the
unique participation of metaphors in shaping the gestures.* Stawinska pointed
out the excellent use of entrances (often announced with entire series of gestures,
e.g. when Cleopatra and Caesar enter the stage for the first time) and exits of
characters preceded sometimes with a conventional fausse sortie.”

Furthermore, it is impossible to omit the various manners of walking on
stage that Norwid defines. Several expressions are noted: “wchodzg krokiem

54 For instance, when Caesar turns away upon seeing Pompey’s head after which the
Consul remains on the stage for a moment “nie obracajac profilu do postéw” [not
turning his profile towards the deputies], to finally: “nie odwraca jeszcze spojrzenia
i usuwa sie z wolna we drzwi wewnetrzne” [does not turn his gaze away just yet and
slowly leaves via the internal door] (act I, scene 5).

55 These gestures were noted already by Slawiniska (Rezyserska reka Norwida, p. 122).

56 See Stawinska, “Metafora w dramacie;” pp. 78-81.

57 Stawinska, Rezyserska reka Norwida, p. 121.
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ceremonialnym”[they enter in a ceremonial manner] and “krzatajg si¢”
[moving about] (servants), a Centurion “obraca kroki na sposéb wojskowy i
odchodzi” [reverts his steps in a military manner and walks away], the lovers
“tam i sam przechadzajg si¢ z wolna” [wander slowly here and there], “krokiem
przechadzajacego sie po gmachu wchodzi Cezar - przemierza cala sale” [as if
strolling around the building Caesar enters — walks across the entire room],
“Kornelia przechodzi bardzo powoli przez scen¢” [Kornelia walks very slowly
across the scene], after the Queens breakfast “chlopcy usuwaja si¢ cicho i
$piesznie” [the boys leave quietly and quickly], “idac omackiem” [walking
blindly] (Szechera), Karpon “przeciska sie przez ttum” [makes his way through
the crowd], in the farewell scene, Cleopatra leaves “opdzniajgc kroki umyslnie”
[consciously delaying her steps], characters often walk across the scene while
talking, back away, rush out, disappear, walk out, leave. This tool of theatrical
expression gains many shades under Norwid’s producing hand, and its shape
always corresponds with the situation on the stage, showing features of some
characters in some instances.

The richness of the gestures in Cleopatra is further strengthened by facial
expressions, the participation of which in the theatrical execution of the drama
was exemplified by the quoted fragment of the scene with Szechera’s prophecy.
Facial expressions are reserved, discreet, very subtle in love scenes, and often
becoming a conversation conducted in glances. Norwid is excellent in theatrical
realisation of how characters look at things and people, which is always recorded
in detail, sometimes even with differentiation between tones of glances.”® They
also have a dramatic meaning - they relieve words, specify a gesture or replace it,
characterise protagonists, expose their thoughts and experiences. For instance,
Szechera is always “milczkiem u$miechliwa, / Baczna, cho¢ stéw nieskapa” [a
smiling clam, vigilant, though she does not economize on words]. When Caesar
dictates the edict on the marriage of his soldiers, Cleopatra reacts all the time
only with her eyes by “spogladajac znaczaco” [looking in a meaningful way].
Compassion for Kornelia is shown by the Centurions in their looks of “patrzac
wrycie” [staring unable to move] in her direction. Cleopatra also “wrycie
spoziera” [glances unable to move] at the curtain, all that she was able to create
with her own strength. Her look also reveals her jealousy when it comes to her
subject knowing normal human happiness (“wpatrujac si¢ w twarz Ganimediona”

58 Norwid even notes the fact of “domykania oczu” [closing eyes] and their “zamkniecie”
[shutting]. It refers to the reactions of the Queen who felt tired by the wedding
ceremony.
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[staring into Ganimedion’s face]). In another instance, Eroe relieves Cleopatra
in a conversation, “reading in the Queens eyer what to say” earlier. Therefore,
we may notice that, similarly to stage movement in group scenes, Norwid also
designed with detail and precision the gestures of all characters, giving them var-
ious functions and bringing out various hues of meaning.

The poet’s semantic sensitivity and precision of his theatrical vision underpin
the great richness and diversification of the words.” Norwid colours each word
depending on the stage situation, mostly because of the stigma of the character
belonging to a specific civilisation and role in the love-related current of the
drama. Intonation and intensity of voice plays the most important role in trans-
mitting various relations between words. It is evidenced by, first of all, graphi-
cally highlighting particularly important words and expressions. Norwid uses
spaces (most often), italics, inverted commas, brackets, colons (“Wielkiego meza
imie jest: Cezar!” [The great man’s name is: Cezar!]), ellipsis, question marks, as
well as ellipses (often double or triple); he puts one important word at the end
of the line, a question mark in the middle of the sentence, just as capital letters
and uppercase (e.g. Pompey WAS), he also joins words with a hyphen to form a
semantic whole (“Fortunie-mécicielce” [Fortune-avenger]).

Second, the stage directions precisely note and reveal various intonation
hues of expressions and the power of voice which are always subjected to the
semantic meaning of a situation. The register of those hues would be long, as
in the following examples: “ciagna rozmowe” [continue the conversation], “z
usmiechem” [with a smile], “wota gtosem znacznym” [calls with a strong voice],
“z wybuchem” [like an explosion], “rzuca Eukastowi poigtosem” [says to Eukast
in a hushed tone], “ciaggnie méwienie z ironig” [continues to talk ironically], “z
westchnieniem” [with a sigh], “patetycznie” [pompously], “familiarnie” [in a
familiar tone], “tajemniczo” [mysteriously], “zimno” [coldly], “krotochwilnie”
[joyfully], “serio” [seriously], “w monologu” [in a monologue], “z melancholia”
[with melancholy], “z przyciskiem” [accentuating], “z pogardy” [with con-
tempt], “podszept dwu choréw tragicznych” [whisper of two tragedy choirs],
“mniej gto$no i z westchnieniem” [less loudly and with a sigh]. Szechera states
the deepest truths “zagadkowo i powaznie” [mysteriously and seriously] (act II,

59 It is only remarked here that dialogues in the drama stand next to monologues,
group recitations with singing, contemporary reports with retrospective. The very
Introduction to Cleopatra (DW VI, 245) confirms the poet’s attention towards “czytania
glos$nego” [reading aloud] and “wyglaszania rymu” [pronouncing the rhyme], as he
discusses the act of reading the so-called krementy.
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scene 2); and “ciagnac prorokowanie” [continuing her prophecies] at the end of
this act, she stops them “zmieniajac glos — i osobi$cie do Rycerza” [changing her
voice — and personally talking to the Knight] addresses a question on whether
Cleopatra is on stage. Additionally, Norwid always notes the addressees of spe-
cific statements.

Attention to intonation is also revealed by a unique manner of shaping
syntax, a disharmony of its flow with the end of a verse, sudden cuts in the
lines or adding pauses to the metre, moments of silence, inversion and spe-
cific punctuation-based graphics (frequent use of hyphen and ellipsis), broken
sentences, repetitions, interjections, and brackets.

The constant presence of silence and staying silent in the drama (which
performs dramatic as well as theatrical functions), both in stage directions and
dialogues need to be mentioned here - through special graphic arrangement
of the text, cutting monologues into parts, e.g., with expressions “po chwili”
[after a moment], “po przestanku” [after a stop], understatements and pauses in
conversations, mute scenes, delivered in hushed tones, characters staying silent
and scenes using gestures only.®

It seems that the deliberations above, although consciously brief, confirm
the earlier opinion that Norwid actually sees and hears his characters on stage.
While shaping them, the poet referred to many tools of stage expression and
used them with an acute awareness of the specificity of theatre. Furthermore, he
equips his characters with a wide array of features, possibilities of interpretation
and emotions which they experience on stage. It all contributes to the rich and
attractive theatre roles in Cleopatra. Let us stay for a moment with the character
of the Queen - undoubtedly, the most interesting role in the drama.*!

60 For instance, the already quoted scene of Szechera’s prophecy or Cinna’s leaving and
Kalligio exiting after the edict is rejected by Cleopatra: “Cezar odprowadza Cinne pare
krokéw, a potem nieslyszalnie co$ Kalligionowi mowi, ktory wraz cofa si¢” (act I1, scene
1; DW VI, 305) [Caesar walks Cinna for a few steps, then says something inaudible to
Kalligio, who immediately backs away]; the lovers stay alone and the Queen explains
her behaviour without witnesses. Norwid notes in the stage directions expressions
such as “Szechera milczy” [Szechera is silent], “widzac Cezara milczacym” [seeing that
Caesar is silent].

61 Interpreting characters of Norwid’s dramas as acting opportunities was taken up
by Slawinska (Rezyserska reka Norwida, pp. 28-35), dealing mainly with his female
characters, especially Cleopatra. Also Achremowiczowa (“Rola obrzedowoséci w
Kleopatrze Norwida”) analyses the hues and richness of her experiences while ana-
lysing gestures.
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The first pages of the play unveil the duality of her nature, closed in the
opposition: queen and woman, which has significant dramatic and theatrical
consequences. She knows that her life flows in two separate currents as she says
to Caesar at their farewell:

Podaj chustke... kobiecie... Cezarze!

Krélowa
Egiptu wyjdzie nieco na ganek - lud czuwa,
By orzeczono szlub jej z mtodszym bratem, krolem
(act I, scene 3; DW VI, 328)

[Give a handkerchief... to a woman... Caesar:

The Queen
Of Egypt will step a bit onto the balcony - the people wait
For the announcement of her marriage to her younger brother, the king]

This duality of her nature corresponds with two types of her gestures, movements,
and behaviour. Some are related to fulfilling her duties as the monarch and
priestess of Egypt, others are individual experiences of a woman subjecting
herself to the power of love, yearning for a true feeling. What is striking is the
diversity of the experiences of Cleopatra-woman on stage: here her love towards
Caesar is born, on stage she experiences parting with him, then the heart-
breaking news of his death, the game with Antony, growing disdain towards the
mummy, the entire court ceremony, and finally her hatred towards Rome.*
Cleopatra’s joy of meeting “istotnego meza” [an important man] is as great as
her suffering after they parted, especially after his death. Love towards Caesar
and hatred towards Rome reach the same peak in strength. For this reason, this
character first moves and then worries deeply. Her female nature shows sub-
tlety, softness, and pompous charm when she loves, and cunning, resourceful-
ness, predation, and coyness while pretending to love while plotting revenge for
the death of her lover. In general, the scope of her tragic experiences as a woman
and a queen spans from attentive longing, joy, and utter happiness, to bitterness,
uneasiness, separation, despair, pain, anger, a feeling of a wasted life, false love,
and tragic fate. The concept of her character is obviously tied with the “histor-
ical disaster” which meddles with the fate of individuals and the world. All of
those features and experiences, along with diversified gestures and manner of

62 Stawinska, Rezyserska regka Norwida, p. 31.
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walking, the richness of voice subtleties, changes in costumes, physical charm,
and the ability to fascinate, make Cleopatra not washed-out, static, and fleeting,
but dynamic, theatrically malleable, “a living woman” in the Norwidian sense.

>*

Among many the problems related to the theatrical vision of Cleopatra, we
mainly analysed those that clearly reflect the staging idea in Norwid’s mind.*
We especially asked about the extent and manner in which the poet introduces
the means of scenic expression, whether he operated them consciously and how
they gain various theatrical and dramatical functions. Subsequent parts of the
analysis ended with conclusions. At this point, an attempt to generalise them
will be made.

The discussed devices used by Norwid prove that Cleopatra is a text defi-
nitely created with theatre in mind and written for the stage with an exceptional
familiarity beyond its technical conditions. Purposefulness, sense in using these
artistic means, as well as the logic of the reality of the drama are irresistible,
unveiling its theatrical richness and making the drama an attractive on-stage
material.

The vast number of elements of theatrical expression that the poet includes in
his vision as well as their functionality initially draw attention. They are always
“played” several times, dramatically and on stage, whether as direct participants
of the plot, or returning in metaphorical constructs, expanding the perspectives
of the drama’s meaning.

We showed how, with great theatrical awareness, the poet uses props,
costumes, gestures, and builds group scenes, while also providing the future
director with ready-to-use situational solutions. how skilfully he saturates the
drama with light, colour, and music; how rich the structure is in which the
characters of the drama are enclosed; how attractive the roles for the actors are.
Norwid never uses theatrical effects for their own sake, but is able to accurately
merge them and combine with the message of the stage situation.

The important role of words in the visual shape of the drama also needs to be
noted. They perfectly cooperate (very often via “scenic-friendly” metaphors) with
other means of stage expression, gestures, stage composition, costumes, props,
and vivid concretisation of characters. Words also carry a wide range of feelings
and experiences. Of importance is the poet’s constant care to stress semantically
significant words and to make them recitable. This is achieved by a precise record

63 Issues that were skipped include, e.g. the concept of time in Cleopatra, surely important
for the theatrical condensation of the text and its general expression.
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of intonation and voice strength, specific punctuation and graphical layout of the
text, the rhythmic pattern of each verse, as well as the use of pauses, ellipses, and
dramatic silence. Surely, the sculpture-like view of the characters and the large
number of “gestural images” make Cleopatra’s text theatrical.

Undoubtedly, Norwid shows himself here as a director who thought out and
sculpted the entire drama on stage. At the same time, he wanted to evoke a vi-
sion in the reader close to his own since, as we already know, he also anticipated
the reader’s reception. Hence strong theatralisation of the text, expressed in, e.g.,
blurred lines between stage directions and dialogues. The scenic shape of the
drama also serves its main concepts. It is a bidirectional relation: the content of
the drama is accurately expressed in the stage idea of Cleopatra.

The poets scenic vision also allows the concept of the tragedy to be
deciphered. Based on the analysis of the guidelines and postulates stated by
Norwid, we believe that his staging ideas lean towards monumental, grand the-
atre. Such theatre is required by the concept of space, its constant expansion,
operation on a multi-plane stage, multitude of characters, their planning, stage
movement, presence of choirs, crowds and army, group scenes, acoustic effects
and, especially, the sphere of meanings: grand historiosophic issues exceeding
the presented epoch with its generalisation, the concept of cultures that are alive
and dead, the end of civilisation and birth of a new epoch, historic disaster and
tragic fate of an individual, utter love and revenge. Norwid ties these generalised
and grand issues with a theatrical vision which clearly calls for a monumental
stage. Only such a stage is able to lift and encompass all dramatic means that the
poet employs to transmit those wide circles of meaning. At the same time, the
mysterious, ritual-based character of the drama and the fact that it combines the
visionary quality with the uniquely Norwidian realism make Cleopatra a theatre
of grand synthesis.

Let us attempt to refer to Norwid’s staging ideas in the context of contempo-
rary stage practices, since this often has a greater capacity of capturing the imag-
ination of playwrights than we suspect. Obviously, we will not solve the problem
of the genesis of Cleopatra’s stage concept, but we may show what in Norwid’s
ideas and imaginations were original and creative if contrasted with conventions,
and what belongs to the common practices of the European theatre of around
1850-1870 (chiefly in France).®*

64 An attempt to look at Norwid’s Cleopatra — especially in the aspect of “series of stage
gestures” — in the context of modern European theatre and its main tendencies was
taken up by Stawinska (Rezyserska regka Norwida, pp. 32-35, 138-141).
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Exotism, oriental and antique themes, were fashionable and attractive motifs
in the dramatic literature of that time. Dozens of works written in that period
were written in relation to these themes, probably as a result of multiplying
works of archaeologists and historians in the second half of nineteenth cen-
tury. “The inauguration date when it comes to tragedies d lantique is believed to
be - as Stawinska writes - is the year 1843, the birth of Ponsard’s Lucretia, after
which comes Ulysses, a tragedy with choirs (1852)% Did Norwid follow the lit-
erary tendency while writing Cleopatra? Let us recall other facts. The genesis
of the works exploiting antique motifs did not usually involve the true interest
of their authors in the ancient epoch or any deeper artistic goals. They were
often written occasionally, (e.g. Verdi’s Aida) but mostly were treated as erudite
performances that were to reconstruct and present the past in an archaeolog-
ical manner. Antiquarian costumes, props, stage design (prepared according to
the rule of illusion, verité or, later, realisme historique) were to act as witnesses
of the authenticity of the epoch. It also fell in line with the Romantic tendency
towards spectacularism. By 1822, Ciceri had already reconstructed an antique
forum in the drama by E. de Jouy entitled Sylla.®® When A. Dumas wanted to
repeat his success, he did it through antique drama. He writes Caligula (1837)
and “to reflect the atmosphere of the piece ... he became interested in archae-
ology, fiercely gathered information, collected notes” The “local colour” in
costumes and decorations probably never received so much attention.”” Between
1840-1850, stage reconstruction of antique archaeology, in the name of truth
and historical realism, takes a form that is almost scientific. Ponsard’s Lucretia
was a great triumph in the Paris theatre Odeon, with its stage design being “an
accurate copy of antique interiors and all those details that ‘shed the light on the
epoch; [recreated] with nearly archaeological accuracy”® In 1844, the archaeo-
logical staging of Antigone is recorded and “everything was done to revive the
appearance of a Greek stage”® After seeing the oriental images of La Peri (1843),
where Cairo is shown from a bird’s eye view, Théophile Gautier writes, “I do not

65 Stawinska, Rezyserska reka Norwida, p. 138.

66 See Marie-Antoinette Allevy-Viala, Inscenizacja romantyczna we Francji, transl. by
Wojciech Natanson (Warszawa: Paiistwowy Instytut Wydawniczy, 1958), p. 99.

67 It was about “restoring the Roman life, fill of forums, temples, shops, its Tupanar; the
smallest ‘curiosities’ of an antique city and its most splendid spectacles.” Allevy-Viala,
Inscenizacja romantyczna we Francji, p. 145.

68 Allevy-Viala, Inscenizacja romantyczna we Francji, p. 173.

69 Allevy-Viala, Inscenizacja romantyczna we Francji, p. 173.
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really know what else I would see while going there myself””° This convention
of historical realism and the manner of presenting antique themes remained in
theatre practice for a long time.”” We may note the activities of Meiningers and
the preview of Verdi’s Aida (1871), written to commemorate the conclusion of
building the Suez Canal and erecting an Italian opera building in Cairo, and
Norwid surely heard about its theatrical success.

Norwid’s staging concept is rather clearly different from common practices. It
is true that writing Cleopatra was preceded by voluminous and diligent studies
on the culture of Egypt and Rome. However, they did not stem only from the
poet’s erudite ambitions but his authentic fascination with the past; they were
processed into grand historiosophic and poetic parables in many of his works.
Undoubtedly, Norwid used his thorough knowledge of Egypt and Rome while
writing Cleopatra but introduced it discreetly and in a manner maintaining an
artistic balance, which results in a suggestive image that is not overtly erudite. It
is known that the poet cared about restoring the social background of contrasted
cultures; we see some historical precision in the composition of scenes with cere-
monies and rituals, using props and costumes. Archaeological attention to detail
does not apply here, but the couler locale, different from the binding conven-
tion, is simply functional! These details of the social background are not only
a decoration but are also essential from the dramatic and theatrical standpoint,
subjected not to reconstruction, but to the power of the concept of paramount
importance in the poet’s mind. Faithfulness and historical precision in Cleopatra
achieve a level motivated by the intellectual value of the piece. Therefore, it
is difficult to categorise Norwid’s drama within the strict frames of tragedie
scientifique or tragedie archeologique, terms which only entail the piety and his-
torical realism in restoring the past that were common in the period discussed.”

70 Allevy-Viala, Inscenizacja romantyczna we Francji, p. 117.

71 Cf. Denis Bablet, Esthétique générale du décor du Théatre: de 1870 a 1914 (Paris: Centre
National de la Recherche Scientifique, 1965), p. 18: “Il doit [le décor] donne au drame sa
couleur locale el historique. ... En un siécle ou lethnographie et l'archéologie prennent
une importance croissance croissante, le décorateur, disciple de Viollet-le-Duc, travaille
comme un restaurateur de monuments historique, il reconstitue les temps passés en
sappuyant sur I'histoire-date, sur le fait, 'anecdote et la détail. Il ne décéle pas les grands
courants de la civilisation, il ne suggére pas l'atmosphére d’'un paysage. Sa traduction
est littérale. Il n'adapte pas, il ne choisit pas, il ne stylise pas. D’un style architectural, il
ne pergoit ni le principe de base, ni la structure nécessaire, mais le détail ornemental;”
see also: Howard Lee Nostrand, Le theatre antique et a lantique en France de 1840 a
1900 (Paris: E. Droz, 1934).

72 Compare with remarks by Stawinska (Rezyserska reka Norwida, p. 139).
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This theatrical practice, as previously mentioned, also affected the staging of
Shakespeare’s dramas in England in the 1850s. The poet could then see the
performances by Charles Kean at the Princes Theatre or Samuel Phelps at Drury
Lane.”” Norwid also surely heard about the historical performances of prince
Georg of Meiningen that gained fame throughout Europe. It should be noted
that the works on Juliusz Cezar [Julius Caesar] (1870) - taking place simulta-
neously with reliable investigations into the epoch - lasted there for two years!™

In this manner, Norwid’s opposition towards the contemporary tendencies
of Parnassianism is clearly marked. M. Zurowski accurately summarises this
juxtaposition:

Despite the typical for the entire trend attention to precision and vividness of descriptions,

archaeological documentation and local colour, he refrains from overloading [his

drama] with historical detail and strong colours. It is, in a manner typical to this poet,
monumental and spiritual.”

Norwid’s creative attitude towards the common convention is visible also
regarding other elements. Let us return to Aida for a moment:

A condition of the contract [for the screenplay of this Egyptian cliche of the epoch’]
was a libretto based on themes related to Egyptian history, which would provide various
possibilities of spectacular staging, decorations, music, ballet - just like for the Grand
Opera in Paris.”®

And that wish became a reality. The relations in the country of the pharaohs,
wars and a love story are just excuses to show Egyptian landscapes, dresses,
customs, rituals and the elegance of the pharaoh court. At every corner, there
are huge scenes running, not only crowds, but masses of people. Every now
and then, the pharaoh shows himself in all the splendour of his court, incense
smoke, while performing ritual prayers and dances, surrounded by armies and
subjects. All of that was set on the background of numerous temples, palaces,
and pyramids. Excellent decorations and costumes according to an Egyptologist

73 Cf. Slawinska, Rezyserska rgka Norwida, p. 138 and Allardyce Nicoll, Dzieje teatru
(Warszawa: Panstwowy Instytut Wydawniczy, 1959), pp. 175-180; see: Albert Dubeux,
Les traductions frangaises de Shakespeare (Paris “Les Belles Lettres,” 1928), p. 37.

74 See Wiktor Brumer, “Meinigenczycy,” Scena Polska, Vol. 14, No. 1/4 (1937), p. 158.

75 Maciej Zurowski, “Lepszy od Szekspira?,” in: Program Teatru Narodowego w Warszawie
do Kleopatry C. K. Norwida, Warszawa 1967, p. 14.

76 Stanistaw Proszynski, Aida J. Verdiego (Krakéw: Mala Biblioteka Operowa, Vol. 13,
1958), p. 31.
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Mariette were made in the Grand Opera in Paris.” The staging splendour in Aida
performances became a mandatory practice of theatres until the end of nine-
teenth century.”® It accompanied the oriental theme in theatres since the begin-
ning of Romantism. Already in 1825, the staging of Pichat’s Leonidas received
such a review: “never before has the French Theatre seen such decorations,
costumes and performances. After the curtain was raised before another act, the
public yelled and stumped their feet in delight”” During the staging of Dick-
Rajah in 1832, “all of the oriental scenes of the One Thousand and One Nights”
were shown to the audience, even elephants were brought onto the stage.®

Let us see how Antony and Cleopatra by Shakespeare were staged then. It
should be stated at the very beginning that in the Foreword to Cromwell V. Hugo
“criticised Shakespeare’s works ... for the staging splendour they required”®!
R. Dybowski mentions the exceedingly pompous decorations for Shakespeare’s
dramas already on Reinhardt’s stage in Berlin.*

Antony and Cleopatra is both a drama and a screenplay. It is possible to choose
either. As Jan Kott writes, “nineteenth-century theatre chose the screenplay with
living images. Cleopatra fanned by slaves swam in a boat in Antony’s arms”*
This is how Henryk Sienkiewicz reported on the staging:

The staging of Antony and Cleopatra in England and America are one of the most
impressive when it comes to decorations. After the curtain is raised between act one and
two, a sumptuous image of Antony and Cleopatra in a golden boat with crimson sails
is shown. Nubian sailors hold silver oars, groups of maidens dressed in white play the
harps, tetrachords and pan flutes. Cleopatra, half-laying, lies her dreamy head on the
folds on Antony’s crimson toga folds. The lovers are surrounded by black-skin maidens

77 Henryk Swolkien, Verdi (Krakéw: Polskie Wydawnictwo Muzyczne, 1963), p. 236.
Verdi sent letters to the author of the libretto and Egyptologist Mariette regarding
historical and geographical data as well as rituals of ancient Egypt: he was interested
in weapons, musical instruments (Swolkien, Verdi, p. 240).

78 Stanistaw Peplowski (Teatr polski we Lwowie 1780-1881, Lwéw: Gubrynowicz i
Schmidt, 1889, p. 380 f.) notes such a description of staging Aida in the Polish theatre
in 1876: “The staging of the opera exceeded everything that Lviv has seen to date.
Decorations and costumes were strikingly accurate historically rich and picturesque”

79 Allevy-Viala, Inscenizacja romantyczna we Francji, p. 100 £.

80 Allevy-Viala, Inscenizacja romantyczna we Francji, p. 142.

81 Allevy-Viala, Inscenizacja romantyczna we Francji, p. 106.

82 Roman Dybowski, William Shakespeare (Krakow: Krakowska Spotka Wydawnicza,
1927), p. 333.

83 Jan Kott, Szkice o Szekspirze (Warszawa: Panstwowy Instytut Wydawniczy, 1961),
p- 307.
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fanning them with long fans made of ostrich feathers. Blooming lotus flowers, at the
back some palms, pyramids and sphynxes complete the image.**

We believe that those images prove that dramas with Egyptian, oriental, and
antique motifs were mostly excuses to show stage effects achieved thanks to the
technical capabilities of the Romantic stage as well as reacting to the needs and
tastes of the audience. Therefore, the overwhelming spectacle of decorations,
costumes and theatrical effects pushed the text to the back. Norwid does not aim
to make the Egyptian theme more attractive as, what he admits himself, he took
it up after Shakespeare. The poet’s staging vision is far from the commonplace
theatre practice. We proved that group scenes in Cleopatra are spectacularly
visual, but they do not hide the text from sight; on the contrary, their presence is
motivated by the concept-related needs of the drama. As a result, Norwid clearly
opposes the pompousness and excessiveness of Romantic performances and the
period-specific spectacularism entailing numerous stage effects and machinery
tricks that, often without any connection with the message of the drama, existed
for their own sake, pleasing mostly the eyes of the audience.® It was difficult for
the theatre to break this spectacularism tendency until nearly the end if nine-
teenth century. Even in 1882, E. Perrin gave the staging of Le roi sumuse in the
French Theatre a form richer than what this drama had during the preview.*® At
the same time, Norwid joined the harsh criticism of performances d spectacle
which, initiated by Charles Maurice, Jules Janin and Theodore Banville, occurred
in France nearly until the end of the nineteenth century.

Let us now briefly mark the uniqueness or convergence of Norwid’s ideas with
theatre practice concerning some details of his vision.

For instance, Norwid opposes the Romantic concept of a character (he cre-
ated attractive theatre roles but breaks with the theatre of stars; all characters
are important for the main idea of the drama);*” in shaping the love gestures

84 Henryk Sienkiewicz, Dziefa. Collection of works edited by Julian Krzyzanowski, Vol.
51 (Warszawa: Panstwoty Instytut Wydawniczy, 1951), p. 11 f.

85 Cf. Bablet, Esthétique générale du décor du Théatre, pp. 5-45, Encyclopédie du thédtre
contemporain, Vol. 1: 1850-1914 (Paris: Publications de France, 1957); Nicoll, Dzieje
teatru.

86 Allevy-Viala, Inscenizacja romantyczna we Francji, p. 195.

87 There are over 30 characters in Cleopatra, none of them are extras. They are also
highlighted by Norwid using spaces, both in dialogues and stage directions. Even
the supporting characters have their own and rich stage life and “turn out to be - as
I. Stawinska says — essential for saturating the drama with historical pulp, oriental
colour, creating the malleable background, most of all - cultural background for
Cleopatra and Caesar” (Stawinska, Rezyserska reka Norwida, p. 27).
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(restraint, no melodramatic hues);* in playing the props (they are always func-
tional, representative and hold a theatrical value in every instance). The stage
space and build-up concepts are not only, as in the discussed time period, a
description or illustration of the place of the action without references to the
dramatic organisation of the drama,* but they reveal the internal world of the
characters and what they live by and what they think about.

However, the common theatrical practice prevailed, as it seems, to a cer-
tain, though scarce, degree in the poet’s imagination. Numerous group scenes
undoubtedly relate to the Romantic opera convention, but it is motivated by
the concept of the drama; there is no arbitrary stiffness or symmetry in their
organisation. Architecturally, the stage composition was probably designed
for painting the backstage, which was still a common practice in the period of
interest.” Another reference to this mode is the presence of phenomena such as
comets, glows, or auroras. It is widely known that the nineteenth century was a
period of various experiments when it comes to lighting and the discovery of, for
instance, the diorama by Daguerre and the use of gas. These opened new, previ-
ously unavailable opportunities of providing naturalist illumination and kinetic
effects. Virtually all natural phenomena were copied through the use of light.”
Silence and managing dramatic silence connect Norwid with the Romantic
convention, but it would be difficult to find another author who would, in that
time, transport silence on stage and present it using such means of expression
as Norwid did. His attitude towards convention is revealed in, for instance,
expressions d parte (appearing only several times and to prove highly impor-
tant points)® or absence of chagement d vue of the décor. For each act, the poet

88 I. Stawinska poses and interesting thesis on the convergence of Norwidian care on the
recitation-like sound of words and his intonation as well as the concept of characters —
especially regarding the sculpture-like vision, restraint in gestures, and movements —
with playing Rachel (Stawinska, Rezyserska reka Norwida, p. 141).

89 Cf. Bablet, Esthétique générale du décor du Théatre, p. 19: “Si le décor reproduit le lieu
du drame, il nen jaillit pas et influe pas sur son déroulement. Le lieu est un témoin. Le
décor es tune description et une illustration. Il y a rupture.”

90 Cf. Nicoll, Dzieje teatru; Allevy-Viala, Inscenizacja romantyczna we Francji; Philippe
van Tieghem, Technique du théatre (Paris: Presses Universitaires de France), 1969.

91 Cf.Nicoll, Dzieje teatru; Allevy-Viala, Inscenizacja romantyczna we Francji; Enciclopedia
delio spettacolo, Vol. 8 (Roma: Le Maschere, 1961), col. 1590.

92 For instance: “EUKAST / (n[a] s[tronie] i z glebi sceny) / Nasz caly Egipt jedng teorig
jest zawsze! / CINNA / (na stronie) / Praktykg — Rzym..” (act II, scene 1; DW VI,
300). [EUKAST: / (on the side and at the back of the stage) / Our whole Egypt is
always a single theory! / CINNA: / (on the side) / Practice - Rome...]. It should be
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gives one suggestion for the stage arrangement, completing it with proper props
during the progression of the play or revealing to the audience the previously
hidden elements of the spatial composition (the amphitheatre).

To conclude, we would like to highlight two issues: Norwid’s original ap-
proach to treating the circulating theme of d lantique, which consists in his sat-
uration of the work with historiosophic depth and its generalisation,” as well
as the fact that all elements of theatrical expression introduced by him into the
drama, multifunctional and “played” in many ways, serve these historiosophic
concepts and Norwidian concept of the tragedy. These are, to our mind, the
greatest achievements of the poet.

For this reason, Norwids Cleopatra is an undoubtedly difficult text that
requires significant effort and authentic engagement of the people on stage.
Surely, this drama may become a tragedy of our times, engaging the viewers with
its theatrical and intellectual content. However, theatres should express their
opinion in this matter.

Bibliography:

Achremowiczowa, Wanda. “Rola obrzedowosci w Kleopatrze Norwida. Znaki i
gesty jako wspoélczynniki stowa” Roczniki Humanistyczne, Vol. 4, No. 1, 1953,
pp. 209-235.

Allevy-Viala, Marie- Antoinette. Inscenizacja romantyczna we Francji, transl. by
Wojciech Natanson. Warszawa: Panstwowy Instytut Wydawniczy, 1958.

Bablet, Denis. Esthétique générale du décor du Théatre: de 1870 a 1914.
Paris: Centre National de la Recherche Scientifique, 1965.

Braun, Kazimierz. Cypriana Norwida teatr bez teatru. Warszawa: Panstwowy
Instytut Wydawniczy, 1971.

noted that, in a certain way Norwid felt the aesthetic phenomena of his epoch. For
instance, constant light and colour reflexes in seeing the characters, as well as met-
aphorical and gestural images, and the operating chiaroscuro remind the viewers of
the correspondance des arts by Delacroix (see: George Sand, Impressions et souvenirs,
Paris: M. Lévy, 1873, pp. 79-90; Juliusz Starzynski, O romantycznej syntezie sztuk.
Delacroix, Chopin, Baudelaire, Warszawa: Pafistwowy Instytut Wydawniczy, 1965),
and the permanent overlapping of auditory and visual stimuli in dialogues remind
of — Wagner’s theory of total art.

93 Norwid states that in his epoch “serio uwazajgc pelnej dramy nie ma” [heeding the seri-
ousness there are no fully fledged dramas] writing Cleopatra was probably his attempt
to fill this void in literature and theatre (see: Introduction to Cleopatra and Caesar, DW
VI, 245).



138 Anna Maria Klimalanka-Leroux

Brumer, Wiktor. “Meinigenczycy” Scena Polska, Vol. 14, No. 1/4, 1937,
pp. 158-207.

Dubeux, Albert. Les traductions francaises de Shakespeare. Paris “Les Belles
Lettres,” 1928.

Dybowski, Roman. William Shakespeare. Krakoéw: Krakowska Spotka
Wydawnicza, 1927.

Jastrzebski, Zdzistaw. “Sceniczne dzieje Norwida” Pamietnik Teatralny, Vol. 9,
No. 2, 1960, pp. 259-294.

Klimalanka, Anna Maria. “Kleopatra Norwida we Lwowie w inscenizacji Horzycy
(1933)2 Pamietnik Teatralny, Vol. 23, No. 3-4, 1974, pp. 447-460.

Kott, Jan. Szkice o Szekspirze. Warszawa: Pafistwowy Instytut Wydawniczy, 1961.
Nicoll, Allardyce. Dzieje teatru. Warszawa: Panstwowy Instytut Wydawniczy, 1959.

Peptowski, Stanistaw. Teatr polski we Lwowie 1780-1881. Lwéw: Gubrynowicz i
Schmidt, 1889.

Prészynski, Stanistaw. Aida J. Verdiego. Krakéw: Mata Biblioteka Operowa, Vol.
13, 1958.

Raszewski, Zbigniew. “Partytura teatralna” Pamietnik teatralny, Vol. 7, No. 3,
1958, pp. 380-412.

Raszewski, Zbigniew. “O teatralnym ksztalcie Balladyny” Pamietnik teatralny,
Vol. 8, No. 1-3, 1959, pp. 153-186.

Stawinska, Irena. “Struktura dziela teatralnego. Propozycje badawcze”
In: Problemy teorii literatury, ed. Henryk Markiewicz. Wroctaw-Warszawa-
Krakéw: Zaktad Narodowy im. Ossolinskich, 1967, pp. 290-309.

Stawinska, Irena. Rezyserska reka Norwida. Krakéw: Wydawnictwo Literackie,
1971.

Stawinska, Irena. “Znaki przestrzeni teatralnej w Krakusie Norwida.” Roczniki
Humanistyczne, Vol. 19, No. 1, 1971, pp. 135-145.

Souriau, Etienne. Les grands problémes de lesthétique thédtrale. Paris: Centre de
Documentation Universitaire, no year.

Starzynski, Juliusz. O romantycznej syntezie sztuk. Delacroix, Chopin, Baudelaire.
Warszawa: Panstwowy Instytut Wydawniczy, 1965.

Swolkien, Henryk. Verdi. Krakéw: Polskie Wydawnictwo Muzyczne, 1963.
Wyka, Kazimierz. Cyprian Norwid. Poeta i sztukmistrz. Krakéw: PAU, 1948.



Zdzistaw Lapinski
Quidam: When “Thought Connects to Space”

Abstract: The paper indicates that visuality and spatial dimension lead directly to the main
idea in Norwid’s narrative poem Quidam. They express the conviction that the presented
epoch was a breakthrough period and at the same time, from the perspective of the opinions
of the time, stagnant. The poet views history and cultural differentiation through artefacts,
objects of the visible world. The spatial shape of the poem becomes the constructive principle
for presenting a specific period in history, the time of the rule of Roman emperor Hadrian.
In the opinion of the author of the study, everything in the poem’s world happens through
inertia; there, formalism rules along with the anomia of individuals which leads to the decay
of common values. In that dying world, Christians, who do not actively oppose the authori-
ties and the existing order, add a destructive factor through their mere refusal of acceptance.

Kaywords: Cyprian Norwid, narrative poem, emperor Hadrian, Rome, Christianity, space
in literature

Czlowiek tak z miejscem bywa solidarny,
Czy mysl tak czesto taczy sie z przestrzenia,
Ze jakas licha rzecz i przedmiot marny
Przez pordwnanie $wieca jej, lub cienig?
(DW 111, 145)

[The man is often so loyal to the place,

And thought connects so often to space,

That some meagre thing and a poor object
Give it light or shadow through comparison?]

The issue of space in Norwid’s work has been researched by one scholar, though
the papers by Irena Stawinska dedicated to the topic mainly focused on the
generic features of drama.! Yet, they also shed a lot of light on those features

1 Cf. mainly “Znaki przestrzeni teatralnej w Krakusie,” in: Irena Stawinska, Rezyserska
reka Norwida (Krakéw: Wydawnictwo Literackie, 1971), pp. 210-227; Irena Stawiniska,
“Jeden motyw antyczny w poezji Norwida: bruk rzymski,” Roczniki Humanistyczne,
Vol. 6, No. 2 (1956-1957). The same topics were discussed also on the basis of further
romantic material, in the study “Przywotanie przestrzeni w dramacie Stowackiego
Zawisza Czarny, in: Irena Stawinska, Sceniczny gest poety (Krakow: Wydawnictwo
Literackie, 1960), pp. 129-154 (first printed in the collective work Juliusz Stowacki. W
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of Norwid’s space, shaping which can be found in the writer’s other works, for
instance in Quidam.

The perspective from which the world of the work is viewed shifts and floats.
In the introduction, you accompany the eye-witness, “son of Aleksander” from
afar, but still reachable when he comes to the capital of the Empire. The actual plot
starts precisely a year later. Several songs from the beginning cover only a few days’
time. Those are filled with a journey led by the narrator, the route of which runs
through the dwellings of the then elite and sometimes stops in the streets of Rome.
In the city square you participate in a trial over insubordinate citizens, Christians.
Your field of visions mostly includes people with whom the protagonist, the “son
of Aleksander” (Quidam I), is currently meeting; yet, sometimes you leave him to
follow other characters he stays in contact with. Through the eyes of the narrator,
you sometimes limit your “modern” (actually: nineteenth-century) knowledge in
order to enter the cognitive horizon of said characters. It may also be that you must
invoke that knowledge. But usually, you face a scene which is directly given to you
and not related in a summarised version.

Such is your contact with the world presented in the work until the last lines
of the poem. Yet the further you go, the more often you notice a metaphorically
phrased comment to the events; poetic philosophy finds its way into branches of
extensive digressions. The perspective lengthens and the point openly appears
in which you process your view, more in terms of thought than senses. You
move more and more often into the nineteenth century. Still, the perspective
fluctuates; it withdraws and then returns to the course of action, and you keep
participating in the events as an eye-witness of the death and funeral of most
of the protagonists, of banishing one of them, and of the last one betraying his
friends.

One of the paradoxes of Quidam is the fact that a narrative poem dedicated to
the course of historical time and to a breakthrough period disregards the layer of
events and gladly substitutes narration with description.? In a less striking shape,

stopigcédziesigciolecie urodzin. Materialy i szkice, eds. Marian Bizan, Zofia Lewinéwna
(Warszawa: Panstwowy Instytut Wydawniczy, 1959), pp. 283-299).

2 That view is signalled already in the introductory “excerpt from the letter” to Z. K., in
the imaging contained therein: “~ Cywilizacja, wedlug wszelkiego podobienstwa, do
dzi jeszcze podobna jest do tego koéciota, ktory za Kapitolem tyle razy przy ksiezyca
$wietle ogladate$ — do tego ko$ciota, co w kwadracie kolumn $wiatyni starozytnej jako
golab w roztamanej klatce przestawa, tak iz, mszy $wietej idac stucha¢, przechodzi sie
owdzie przez Jowiszowy przysionek” (DW III, 119) [Civilisation, in all likelihood, is
still today alike that church which you have seen so many time behind the Capitol in
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the tendency is actually typical of all Norwid’s works and is connected with his
philosophy of culture as an organic phenomenon governed with internal laws.
Those laws and directions of changes may be read over even short periods of
time and in actions which may seem marginal. Borderline cases of the under-
stood historic narrativeness are a single gesture, a passing facial expression,
or speech intonation. The tendency is enhanced by the conviction that history
happens through historically moulded personalities and certain cultural types.
Recognising individual mechanisms, one may derive general social regulari-
ties from them; and those individual principles can be caught on the smallest
of scales.’

Considering the events in Quidam from the view of empirical dependen-
cies, you see only loosely linked elements. In other words, the causative factor is
mainly a coincidence. But from the perspective of historiosophy, a coincidence
happens no more by chance. What is not the action of particular individuals,
becomes the action of a collective subject, personified in History. On a closer
look, there are sequences of behaviours linked to each other more or less closely.
A look from further away gives a uniform pattern of historical processes.

Space is treated in a similar manner. From up close, you see only isolated
scenes presented very distinctly. From afar, the spatial composition of the city
gains double meaning: one in the protagonist’s internal world and the other -
also mainly (though not exclusively) through the protagonist - in the world of
allegorical senses seen by the author. Using psychological categories, one might
call that closer look a direct spatial perception, and the look from afar a “cogni-
tive map.”

The concept of a “cognitive map” is used here as an auxiliary construct to help
show the transition from perception data to a symbolic composition. The cogni-
tive map is an outline filled with quasi-sensory data. It allows parameters to be
set in the space you are moving. In Quidam, that outline is usually immediately
subjected to a symbolic interpretation. Also, to the protagonist himself, as stated

moonlight — that church which stands within the square of ancient temple columns
like a dove in a broken cage, so that when you go to hear the Holy Mass, you walk there
through Jupiter’s vestibule].

3 Cf. Irena Slawinska, “O prozie epickiej Norwida. Z zagadnien warsztatu poety-
dramaturga,” in: Stawinska, Rezyserska reka Norwida, pp. 277-320 (first printed
in: Pamigtnik Literacki, Vol. 48, No. 2 (1957), pp. 467-498); “Ciag scenicznych gestow;
in: Stawinska, Rezyserska rgka Norwida, pp. 90-145 (first printed in: Stawinska,

Sceniczny gest poety, pp. 85-90).
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explicitly in his poetic journal, it appears to be not as much an (isolated) equiva-
lent of reality perceived by the senses as a symbolic representation thereof:

Czy czlowiek, widzac tak szeroko
Na kazda chwile swojego zywota,
Ile zakres$la mu dokota oko,
Doszedlby, gdzie sa wszech-madro$ci wrota?—
I wielkich $wiata spotkat luminarzy
Tam, gdzie powinien, nie tam, gdzie sie zdarzy?
Czy raczej zwiedzi¢ winien obszar caly,
Nie okiem jego, lecz okiem ludzkosci
Skreslony jemu, gdy byl jeszcze maty
(DW I, 138)

[Would a man, seeing just as broadly

In every moment of his life

As his eye catches around in a glance,

Arrive where the gate of omniscience stands?—

And meet great luminaries of the world

Where he should go, and not just come perchance?

Or should he rather tour the land as whole,

[Seen] not with his own eye, but with the eye of humanity
Described to him when he was small]

Between perception and the “map” there is a genetic continuity because those are
subsequent phases of the cognitive process. Quidam also presents another dif-
ferent relationship between the two phenomena: analogous construction.

In the house of Jazon, Artemidor is waiting for the host:

Drzwi do tej sali, bedac otworzone,
Przysionku wnetrze odstanialy oku;
Drzwi od przysionka niemniej inng strone
Podworza w ramy swe, na ksztalt obloku,
Obejmowaty - a $wiatlo, ztamane
Po dwakro¢, bito prosto na fontanne.
(DW III, 170)

[The door to the room, standing open,
Revealed the hall’s interior to the eye;
And the hall’s door had a different side
Of the yard in their frame, like a cloud,
Visible - and the light, broken

Twice, shone straight on the fountain.]
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Such a composition is very typical of Norwid, a view of an interior which opens
into the next room, and that next room opens a view to another space not limited
anymore. That construct of a close view finds its counterpart in a similar struc-
ture of the distant view; particular scenes partially overlap, leave great expanses
of the presented reality beyond direct reach, and arrange themselves in a per-
spective reaching deep into historical space. The centre of that space is taken by
the City, but it also includes in the peripheries of vision in digressions and the
borders of the then world: Britain, Gaul...*

In Quidam, two time dimensions unfold. One of them, the subject of the poet’s
analytical interest, is the historical dimension. The other, a recurring background
chorus in the composition summarising its suggestions at a higher interpreta-
tional plane, is the moral and metaphysical dimension. For instance, conflicts
in the first dimension occur in individual temporal and spatial circumstances
(although mentions of certain repetitiveness in history of certain situational
patterns appear). In the metaphysical imagery, the same conflicts are sublimated
into an eternal drama patronised by powers beyond the human.

In accordance with the tendency mentioned above, both dimensions strive
to assume a substantial three-dimensional shape. Historical time is located in
the products of human entrepreneurship and in the artefacts of civilisation.
Metaphysical time finds its visible location in natural phenomena:

Na dwdch konczynach wielkiej czaséw strugi,
Co jest jak Tyber —
(DW 111, 179)

[On the two limbs of the great stream of times
Which is like the Tiber -]

4 To quote Norwid’s note: “Lubo panstwo rzymskie obejmowato nieledwie $wiat, linia
jednak od dzisiejszego Krymu do Marsylii przez posade Europy wyciagnieta dalaby
nizej wlasciwa ojczyzne Rzymianina, wyzej za$ kraje do robienia karier wojskowych i
miejsce wygnan. — I jako na przyktad Ameryka wzgledem Europy bywala i jest krajem
ucieczki z roznych przyczyn, tak byt na on czas éw obszar srodkowej Europy” (DW
111, 281) [Although the Roman state covered nearly the entire world, yet a line drawn
from today’s Crimea to Marseilles through the base of Europe would have placed the
actual homeland to the Roman below it, with countries for making military careers
and for exile above it. - And as, for instance, America has for Europe been a country
to escape to for various reasons, such was that area of central Europe at that time].
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The author externalises the internal states of his protagonists; they are materialised
in the appearance of their robes, furniture, and houses. He gives their mental
processes an almost unchangeable shape, predictable and definable. Defined by
history, they petrify in their surroundings. Like Pulcher in the transparent robe
“podobny / Do rzeczy w szklanng pochowanej skrzynie / Ogotem-ksztattu” (DW
111, 203) [similar / To a thing hidden in a glass box / In the shape of the Entirety].
Yet, the descriptions of the particular interiors also give other information; and
so e.g. the very vivid, if fragmentary, image of the house of Artemidor allows for
the presentation of the climate of other houses of Greek and Roman intellectuals
per extension. On the other hand, the enigmatically sketched dwelling of Jazon,
the yards and the fences reflect the unspecified features of the character himself
and his very non-definability; and, at the most material plane, they enhance the
atmosphere hinting at a conspiracy motif. Neither is it a coincidence that it is
within the presence of Jazon that historical time settles in human creations in
a unique manner. In this case, it is not time in a modern view, but time in its
gradual course. It fossilises impatiently and unwillingly. The symbolism of stone
slabs in Jazon’ yard indicates that the Judaic element in the Empire has not yet
yielded to the inclination of general inertia:

- Noc byta
Widna; podwoérzec ustany z kamieni
Bielal, lecz w kazdym pierwsza my$l ozyla,
Skad byl? do czego ztamkiem swym nalezal?
I kazdy z gtazéw tych, zdalo si¢ oku,
Ze przypominal sie znajdowaé w tloku
Wstrzymany, ale nie dwdzie, gdzie biezal -
Stad niemy lament miedzy tymi bruki
Czules i roznych wytezen splatanie:

(DW 111, 187)

[~ The night was
Bright; the stone-laid yard
Shone white, but in every stone the first thought awakened,
Whence they came? To what each piece belonged?
And each of those stones, it seemed to the eye,
Resembled one who in the crowd
Was stopped, but not where one had headed -
Hence a mute lament among the stones
Was felt, with various strains entangled:]
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Human attitudes have their own topographic background in the work. Closed
space where conspirators hide, the inn left unconcernedly by the pilgrim, the
open market where people act openly to bear witness to the truth... And the
dialectics of leaving (physically) and returning (in spirit) from home to the
Centre of civilisation and material power. The pilgrimage of thought to the truth
becomes a journey through the world’s capital. Yet, in fact, it is a journey “Przez
labirynty te, niebudowane / Glazami, z ludzkich uwiane zywotéw, / Hieroglifami
pozapisywane -~ (DW III, 258) [Through the labyrinths, built not / With stone,
woven of human lives, / Written in hieroglyphics -]. Subsequent meetings of the
protagonist with the main cultural centres reflect the stages of his maturation.
In the eyes of the “son of Aleksander;” and in the narrator’s and therefore the
reader’s eyes, the city plan is a spiritual, symbolic plan. The city space is a sign of
internal space.

The historical situation is distilled into a metaphysical one at various levels of
poetic generalisation. Regardless that there are also various levels of landscape
definiteness. In the fragment starting with “A po péinocy bylo juz na niebie”
(DW 111, 220) [And the sky was already after midnight], the image of a windy
night is deprived of direct linguistic indicators referring to metaphorical senses.
Yet, the context clearly indicates the feeling that “Oto teraz / Uderzy piorun”
(DW 111, 221) [Now / It shall thunder] should not be taken for a weather fore-
cast. The other end of the scale holds a measure which treats natural elements
not as objects for description, but as a collection of motifs secondary to imaging
focused on internal experience:

W powietrzu zwianym z przed$witem Epoki
Nowej, z metami starej — z siarka, z sola,
Z szeptaniem ksztattow niklych jak obloki,
(DW II1, 193)

[In the air blown away with new Epoch’s dawn
With dregs of the old one - with sulphur, with salt,
With whispers of shapes as faint as clouds,]

Through further segments of the similes, the intermediate area is taken by
images which develop a description of nature parallel to metaphysical symbols.
The most distinct example of that procedure is the following description found
twice in the text:

Pomiedzy $witem a nocy zniknieciem

Plomienne blaski rézowe z mrokami



146 Zdzistaw Lapinski

Walczg, jak cnota z swiata-tego ksieciem,
Mdlawe, lecz ufne, cho¢ wciaz je co§ mami.
(DW IIL, 131)°

[Between the dawn and the dispersion of night
Pink-flaming light wrestles with darkness

Like virtue with this-world’s Evil Prince -

Dim, yet sanguine, though ever beguiled.]

Sometimes, the two orders discussed here (the historical one, located in works of
culture, and the metaphysical one, embodied in natural phenomena) are linked
directly, if contrastively, like it is done e.g. in the description of the room of the
“son of Aleksander:”

Kwiatéw won izbe napetnita calg -
Stonce plamami w te i owa strone
Na $ciany bilo nimfom w modre oczy,
Do ztotych promien niosto im warkoczy
Lub malowane, nieme usta grzato. —
(DW 111, 228)

[The smell of flowers filled the whole room -

The sun threw its patches this and that way

On the walls, shining into the nymphs’ eyes of blue,
Added a ray to their golden braids

Or warmed the painted, silent lips. -]

The illusive play of light in the image given above becomes the game of life
and eternity. The culture, which has lost its creative potential, is represented by
the frescoes, gaining an appearance of life. Yet, it is no more than appearance
because the life-giving mystical spring (traditional symbolism of the sun) cannot
breathe life into the human order which has lost its own resources. Such is the
most general possible sense of the image, whose elementary senses are only to
invoke a vision which is a sensitive and optically faithful record of a common
experience. Finally, the background holds an emotively tinged reflection on the

5 Cf. the comment on this fragment and the notes on the role played by the image of
night turning into day in Norwid’s work: Irena Stawinska, “Podréz do kresu nocy;
in: Stawinska, Rezyserska reka Norwida, pp. 228-247.

6 Trans. Danuta Borchardt in collaboration with Agata Brajerska-Mazur, in: Cyprian
Norwid, Poems (New York: Archipelago Books, 2011), p. 101.
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passing of time and on the helplessness of art, which is unable to prolong human
existence, etc.

* % %

To summarise the notes above, it is easy to state that visuality and spatial dimen-
sion are not a side component in Quidam, but they lead directly to the prin-
cipal idea of the work. They express the conviction that the presented epoch was
indeed a breakthrough period, but at the same time, considering the conceptions
at the time, also a stagnated one. Norwid translates human activity into the
products thereof. He presents history and cultural diversity through artefacts
and objects in the visible world. Internal dynamics (visible only from afar) is
either hidden by statics or moved into the sphere of natural symbols. The writer’s
general creative tendencies, known well from his other works, gain particular
justification here.

Quidam’s spatial shape thus becomes for the author a structural principle
specific for the presentation of that particular episode in history. The time of
Hadrian’s rule is shown in the poem as a time of moderate despotism, to some
extent abiding by the law. The paradox of that law and order consists in the
fact that it has no other guarantee than the emperor’s will. Under the rule of a
dotard’s despotism, a general sense of inability spreads. Everything turns with
the momentum of inertia. “Formalism” raises its head in the sense that the tech-
nical means developed (in many areas of life) serve a power lacking a historical
purpose. Anomy appears, as well as the state of isolation for individuals due to
the decay of a common set of values. Political trials are prosified to the role of
criminal trials. At critical moments, intellectuals are not beheaded anymore but
simply exiled. To add to that, national movements are gaining strength at the
borders of the Empire. It is thus no surprise that the yearning for social dynamics
is embodied in the image of bare strength, the legions and their symbol: fasces.

Such is the world which sees the lives of the protagonists, characters from a
dying world, and the lives of those (in accordance with the then views) dissidents
who are mentioned only incidentally, Christians. The Christians may not
actively oppose the existing order, but their refusal of acceptance alone becomes
a destructive factor.
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Perfect - Fulfilment: Cyprian Norwid’s
“Chopin’s Grand Piano”

Abstract: The article attempts to interpret Norwid’s poem entitled “Fortepian Szopena”
[“Chopin’s Grand Piano”]. It points out that the main subject of the poem is Chopin’s
music. But starting from this point, Norwid’s reflection forms a huge circle, encompassing
the whole problem of art - from its genesis to its most perfect form. The patron of the
archaic beginning of art, also of its mythical greatness, is Orpheus, while the symbol of
its ultimate fulfilment is Chopin. Art involves both the process of transformation and the
process of the synthesis of values. The presented interpretation brings out the aesthetic
reflection and follows the creative process inscribed in the structure of the poem, and above
all performs its axiological analysis (not devoid of its historical motifs). The ending of the
work allows for at least two readings. In the first reading, the falling and smashing of the
piano symbolises the destruction of the ideal before our eyes, and the late grandson, in
fact, has nothing to be happy about. According to the second reading, the call, “Rejoice,
late grandson!” contains an element of hope. The smashing of the piano becomes a sacri-
fice and, at the same time, a testimony - it is the image of an ideal reaching the pavement
and announcing a rebirth, a process of synthesising the shreds of the shattered whole and
rising towards perfection, towards fulfilment. The second reading is closer to the author of
this article. It sacrifices the irony of the first reading and at the same time raising Norwid’s
paradox: perishing and rising again, death and resurrection.

Keywords: CyprianNorwid, “Fortepian Szopena,” Fryderyk Chopin, ancient tradition,
axiological analysis, aesthetic interpretation, Orpheus

Ale ja odpowiem, ze czytanie autora zalezy na wyczytaniu zet tego, co on tworzyt, wigcej
tym, co pracqg wiekow na tym urosto. Jest to cien, ktéry z fona najnieskonczeniej wyzszej
prawdy upada na literatury papier, i Swiadczy albowiem, ze poza stowami naszymi jest
jeszcze zywot Stowa! ... Stowa autoréw maja nie tylko ten urok, te moc i te dzielnos¢,
ktéra my im da¢ usilujemy lub umiemy, ale maja one jeszcze urok i moc zywotu
stowa; czyta¢ wiec nie kazdy umie, bo czytelnik powinien wspdlpracowaé, a czytanie,
im wyzszych rzeczy, tym indywidualniejsze jest. (O Juliuszu Stowackim [On Juliusz
Stowacki], PWsz VI, 428)

[However, I will answer by saying that the reading of an author depends on reading what
he created, and furthermore, on reading the work of the centuries that has grown on it. It is
a shadow that falls from the womb of the infinitely higher truth on paper, and it testifies
to the fact that beyond our words there is a life of the Word! ... The words of authors not
only have this charm, this power and this bravery which we try or know to give them,
but they still have the charm and power of the life of the word; thus not everyone knows
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how to read, because the reader should cooperate. As for the reading - the more pro-
found things read, the more individual it is.]

It is not common for a brilliant artist to devote his pen to the work of another
contemporary artist — and for what has been created in such a way that it matches
the greatness of the described work; Plato about Socrates, Rilke about Rodin, and
Norwid about Chopin... it is not easy to provide a long list of such examples.

Norwid came into contact with Chopin’s music early, perhaps still during his
youth in Warsaw. But we know for sure that he took a deep interest in it when,
at the age of 24, in Rome and in love with Maria Kalergis, he listened to Chopin’s
works performed by her. Norwid met the composer in person in Paris in the year
of the musician’s death.! Gradually, Chopin’s music revealed ever deeper values
in Norwid; he was one of those who understood it truly from the beginning. In
his thoughts, Chopin grew into an artist embodying the ideal of art in general
and the ideal of Polish art in particular. The strophes of Promethidion begin with
a conversation about Chopin, while the Epilogue of this poem contains the mem-
orable words:

W Polsce od grobu Fryderyka Chopina rozwinie sie sztuka, jako powoju wieniec, przez
pojecia nieco sumienniejsze o formie zZycia, to jest o kierunku pieknego, i o tresci zycia,
to jest o kierunku dobra i prawdy.

- Wtedy artyzm sig ztozy w catos¢ narodowej sztuki. (DW 1V, 133)

[In Poland, art will develop from the grave of Fryderyk Chopin as a wreath of bindweed,
through somewhat more conscientious concepts about the form of life, that is, about
the direction of beauty, and about the content of life, that is, about the direction of good
and truth.

— Then artistry will be put together into the whole of national art.]

1 See Tadeusz Makowiecki, “Fortepian Szopena,” in: O Norwidzie pie¢ studiéw, ed.
Konrad Gérski, Tadeusz Makowiecki and Irena Stawinska (Torun: Ksiegarnia Naukowa
T. Szczesny i S-ka, 1949), pp. 113-117; Juliusz W. Gomulicki, commentary in: Cyprian
Norwid, Dzieta zebrane [Collected Works], Vol. 2 (Warszawa: Panstwowy Instytut
Wydawniczy, 1966), pp. 670-672 — the reader will find there a detailed discussion
on the circumstances of the creation of “Fortepian Szopena,” as well as invaluable
comments on the work as a whole (pp. 670-690 and 856-857). With regard to com-
prehensive studies on “Fortepian Szopena,” a recommended book is Tadeusz Filip’s
Cypriana Norwida “Fortepian Szopena” ze stanowiska twérczosci poety odczytany
(Krakow: M. Kot, 1949), containing an abundant comparative material; unfortunately,
both its excess and the lack of clearly defined criteria for its selection make the book
difficult to read and interpret.
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Every analysis and every interpretation of the work of art is inevitably connected
with an act of violence against it. This claim is all the more true the more val-
uable the work. An analysis is an act of violence because it breaks the organic
unity of the work - the unity which determines its identity — down into some
elements which are isolated and torn out of context. Interpretation is a violent
act because, in an attempt to penetrate the sense of a work of art, one can never
reach the same depth, or even if only to penetrate evenly all its layers, and nec-
essarily disrupts this balance and hierarchy of meanings which the work actually
contains and which co-create its superior and unique expression.

On the other hand, without these efforts it would be impossible to satisfy our
longing for full knowledge and comprehensive experience of the work. Moreover,
it is owing to this analysis that we are able to discover the essence of its structure
and, owing to its interpretation, to become more and more aware of everything
it contains. The point is that this should be done in an attitude of total submis-
sion to the subject of study, so as not to treat it as a means to an end; and finally,
when the analysis and interpretation come to an end at a given stage, to reject it
without regret and give in again to the work itself in a deep but pure undistorted
contemplation of it.

“Fortepian Szopena” [“Chopin’s Grand Piano’] is one of the works whose
content can be penetrated endlessly. This particular experience is only associ-
ated with masterpieces: having made their hermeneutic interpretation, even the
most insightful at a given stage, we can see that we could start it anew, making
as if a circle over the achievements already made, and - without rejecting
them - delving into the work a second time, then once again, and so on, perhaps
infinitely.

Therefore, what will be said here cannot make any claims, not even the
slightest, as to the depletion of everything that is contained in Norwid’s poem.
The richness and depth of thought cannot be grasped through the completion of
a single hermeneutic circle. The mystery of the poem, its unique emotional aura,
and its greatness will always remain impenetrable...

There are many ways in which we can analyse, and thus dissect, stratify, and
extract the levels in “Fortepian Szopena.” Norwid himself divided the poem into
10 strophes (it would be more accurate to call them strophoids), but the last one
is divided into two, separated not by a number but an asterisk. Some researchers,
e.g. Tadeusz Makowiecki, propose a three-partite division of the poem: the first
part would include strophes 1-3, the second - strophes 4-7, and the third -
from strophe 8 to the end. The first part is characterized by the greatest inti-
macy, the second is the most intellectual, the third is the most dramatic but ends,
according to Makowiecki’s interpretation, with a “coda” full of bitterness and
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irony.> Without denying the fundamental validity of such a tripartite division,

I would like to propose yet another stratification of the work. The point is that

some of its essential threads are present in the poem from the beginning to the

end, with some segments being to some extent polyphonic, others rather homo-
phonic or even monodic, dominating the parts distinguished by Makowiecki.

Therefore, 1 see three levels in “Fortepian Szopena:” a level of recollective
clarity, more or less distinct in strophes 1-3 and 6; a level of reflection accompa-
nying the first level in all its strophes, but dominating in strophes 4, 5, 7 and 10;
and a level of vision, most apparent in strophes 6, 8 and 9, but also present, albeit
in a different form, in strophe 4 (in the words uttered by “starozytna Cnota”
[the ancient Virtue] — marked in the poem with inverted commas). It should be
added that the reflection of the second level changes its character in the course of
the poem from a very personal one, connected with the direct memory expressed
in strophes 1-3, to a more abstract and simultaneously deeply metaphysical one
in strophes 4-7, to finally transform into what is probably the most difficult to
interpret, which it takes in the “coda” of the last strophe.

Although in this text I wish to focus on the second level, it is impossible, at
least at the beginning, to separate it from the other two, especially the first.

1 The main subject of the poem is Chopin’s music. But starting from this peak,
Norwid’s reflection makes a huge circle, encompassing the whole scope of
problems of art - from its origins to its most perfect shape.

The problems related to the most elementary, primitive, and archaic elements
in art are addressed already in strophe 2. There appears the figure of Orpheus,
who is a patron of the dialectic of the “force-of-thrust” and “song,” as well as the
matter of elementary sounds that come here to the fore:

I rozmawiajg z soba struny cztéry,
Tracajac sie,
Po dwie - po dwie -
I szemrzac z cicha:
“Zaczglze on
Uderzaé w ton?...
Czy taki Mistrzl.., ze gra... cho¢ - odpycha?™

[And four strings converse,
Nudging each other,

2 Makowiecki, “Fortepian Szopena,” pp. 117-118.

3 PWsz II, 143. “Fortepian Szopena” [“Chopin’s Grand Piano”] is cited in accordance
with the version which was included in Norwid’s Vade-mecum (henceforth abbreviated
as VM), PWsz 11, 143-147.



Perfect — Fulfilment: Cyprian Norwid’s “Chopin’s Grand Piano” 153

Two - by two -
And in soft strains:
“Has he begun
To strike the tone?...
Is this the Master!... who plays. .. yet, disdains?”]*

A similar image returns at the end of the performance; and there the strings of
the piano alone will come to the fore, but shaken by the great music that has
rolled between the beginning and the end, they will come together in a richer,
though equally muted, harmonic system:
... jedno - stysze:
Co$?... jakby spor dzieciecy - -
- A to jeszcze kldcq sie klawisze
O nie do$piewang cheé:
I tracajac sie z cicha,
Po o$m - po pie¢ -
Szemrza: “Poczgtze grac? czy nas odpycha??”
[... merely - I hear:
Something?... like children quarrelling -
- These are the keys of the piano wrangling
For their not-fully-sung wish:
And nudging each other in soft strains
By eight - by five -
They whisper: “has he begun to play? or does he disdain us?”]

Thus, art begins at the most elementary level of sound; two strings and two
sounds are enough. But immediately, the sphere of mystery also begins to spread,
and the dialectic of impact and repulsion, the dialectic of trial, is already a suc-
cessful beginning. Here, once again the definition of music proposed by Hoene-
Wronski finds its application, extracting the intelligence contained in a sound.’ It
is the sound itself, its very matter that wants to be extracted and transformed - it
will express regret when it is not completed in the entirety of its possibilities,
when - in the repelled, silenced elements, there still remains a “not-fully-sung
wish” However, one condition must be met from the beginning, the condition
of mastery. Orpheus is the patron of not only the archaic beginning of art, but

4 Trans. Danuta Borchardt in collaboration with Agata Brajerska-Mazur, in: Cyprian
Norwid, Poems (New York: Archipelago Books, 2012), p. 69. All quotations of “Chopin’s
Grand Piano” come from Borchardt’s translation, pp. 69-77.

5 See Edgar Varese, “Wspomnienie i mysli,” trans. Zofia Jaremko-Pytowska, Res Facta,
No. 1 (1967), p. 5.
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also its mythical greatness. Chopin will become a symbol of its ultimate comple-
tion. The beginning remains only the beginning - just as the end is only the end,
but capable of transferring, albeit in a different way, the value of what has been
completed in it:

A w tym, cos grat - i co? zmowil ton - i co? powié,

Cho¢ inaczej si¢ echa ustroja,

Niz gdy blogostawites sam reka Swoja

Wszelkiemu akordowi —

[In what you played - and what? asked the tones, what?
Though echoes will strum differently,

Than when You blessed with Your Own hand

Every chord -]

The most important thing is played out in the middle. There exists a figure of
art in which it is possible to achieve perfection - perfection in the most appro-
priate sense of the word, synthesising in itself and, at the same time, bringing
all the values that can be revealed in the world in general to the top. They are
synthesised through their successive transformations, raising them to an ever
higher level until they melt into a single, superior value. It turns out that it can
be called Beauty, although the name of this value does not appear directly in the
poem. It is also important that both this process of transformation and the pro-
cess of synthesising values are carried out in art “by itself,” but also in art in actu,
which is just taking place and being performed.

Finally, it must be said what these values are. They can be divided into two
groups: the form and the content, but in art, at its height, they are one, simply
described as a “Love’s profile”

Let us start with the idea of transformation. From the very beginning, it
concerns values. The process of transformation does not start with something
that is axiologically negative or devoid of value. Value is the beginning, arche:

A w tym, co$ gral: taka byla prostota

Doskonalo$ci Peryklejskiéj,

Jakby starozytna ktéra Cnota,

W dom modrzewiowy wiejski

W chodzac, rzekla do siebie:
“Odrodzitam si¢ w Niebie
I staty mi sig arfg - wrota,
Wistegg - Sciezka. ..
Hostie - przez blade widze zboze. ..
Emanuel juz mieszka
Na Taborze!”
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[In what you played, was the simplicity
Of Periclean perfection,
As if some Virtue of antiquity,
Entering a larch-wood country manor -
Said to herself:
“I was reborn in Heaven
Its gates became — my Harp,
Its path — my ribbon...
The Host - through the pale wheat I see...
And Emanuel already dwells
On Mount Tabor!”)

The beginning is then the value of simplicity, closely related to perfection itself.
It found its historical form in ancient art, in the “Periclean perfection,” where it
was not only an aesthetic but also a moral value. Hence the concept of Virtue.
However, this does not stop at what constituted it in antiquity. It requires a
rebirth and therefore a transformation, through the simplicity of yet another
kind, the simplicity of a particular “naivety,” straightforwardness, purity, sin-
cerity, and even poverty - everything that is symbolised by the “larch-wood
country manor.”

The great, universal human ideals of ancient art and thought, brought to the
highest perfection and, at the same time, universality, descend as if to the level
of an ordinary human being into the interior of the house and acquire intimacy
and warmth. What has already obtained its most wonderful shape is now being
internalised and combined with individual values, developed under a different
sky, but experienced in the deepest and most authentic simplicity of heart. It
turns out that this is a necessary “mediation,” allowing the ancient perfection to
“be reborn in Heaven.” For here, thanks to the combination of these two sets of
values, general human and particular, the simplicity of perfection and the sim-
plicity of heart, another stage of development is achieved, leading to the sacred.
It is owing to the sacred, which is thus being revealed, that the gates are raised
to the dignity of “arfa” [a harp], the path - to the dignity of a ribbon capable of
binding the existing ideals to something even higher — and the sphere of reli-
gious and Christian values. Let us note the last three verses of strophe 4: one can
see the Host through the pale wheat. This again shows the idea of transforma-
tion - the grain becomes bread, and the bread becomes the host. There is a new
highest peak, closing everything that has happened before; after all, the Host is
the body of God -

Emanuel juz mieszka
Na Taborze!
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[And Emanuel already dwells
On Mount Tabor!]

This statement is the final point of access and, at the same time, confirmation
of the whole path of transformation revealed here. After all, Mount Tabor is the
place where Christ was transfigured in front of his disciples, appearing to them
in his divine form:

After six days Jesus took Peter, James and John with him and led them up a high moun-
tain, where they were all alone. There he was transfigured before them. His clothes
became dazzling white, whiter than anyone in the world could bleach them.*

Let us note one more thing; of the names attributed to Christ, Norwid chooses
“Emanuel” [Immanuel], which means “God with us” This is not accidental
either; the divinity, the sacred becomes our share, and it becomes present in the
world, thus showing the final destination and completion of “praca dziejow™®
[the work of history].

Norwid’s dialectic of history is a movement towards the highest, Divine ideals;
however, it is a movement that does not overturn anything that is valuable, but
it rather absorbs every value and every authentic achievement. The continuity
of history consists, or in any case should consist, of constantly enriching its pos-
itive content, synthesising and transforming it in order to achieve the absolute
optimum. This is a task for all of mankind, but it is also a task that every nation
has to fulfil in its own way and in accordance with its vocation. This duty is also
tulfilled through art:

Kazdy naréd przychodzi inng drogg do uczestnictwa w sztuce ...

Pers — przez pojecie $wiatta ...

Grek — przez pétboska (tj. bohatyrska) heroicznosc.

Rzymianin — przez pojecie ogromu i ogarniecia (Koloseum).

Chrystianizm — przez przeciecie linii ziemskiej horyzontalnej i linii nadziemskiej,
prostopadlej — z nieba padlej, czyli przez znalezienie Srodka +, to jest przez
tajemnice krzyza ... (DW 1V, 130, 133)

[Each nation has come a different way to participate in art ...

A Persian - through the concept of light ...

A Greek - through semi-godly (i.e. valiant) heroism.

A Roman - through the concept of immensity and embracing (Colosseum).

6 Mark 9: 2-3 (New International Version).
7  See Isaiah 7: 14; Matthew 1: 23.
8 Cf. “Socjalizm” [“Socialism”], PWsz II, 19.
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Christianity — through the intersection of the horizontal earthly line and the
above-earthly, perpendicular line - fallen from the sky, that is, through finding the
centre +, that is, through the mystery of the cross ...]

Strophe 5 brings us to a point which, after what has been said so far, should not
come as a surprise since it is still about revealing the mystery of art embodied in
Chopin’s music; for the place where the transformation of the aforementioned
values comes to its fullness is Poland. Of course, it has already been signalled by
the “larch-wood country manor,” but now the thing is called by its name. There
is a form of art in which and through which Poland can reveal itself in its fullest
form, synthesising in itself general human and particular humanistic and reli-
gious values. For this to happen, however, Polishness must also be transformed.
Otherwise, national values will not melt into one with the highest human ideals.
And vyet, the vocation of every great art is to raise people’s inspirations to the
dignity of humanity (DW IV, 133). It should be remembered how much Norwid
suffered from this lack of unity, not only in national art, but also in Polish
moral and political life above all.’” Now, he is saying clearly: this is not about
“byle jaka” [mere] Poland, but about a Poland of “przemienionych kotodziejow”
[wheelwrights transfigured into kings], a Poland educated according to the idea
prepared for it in eternity:

I byta w tym Polska, od zenitu
Wszechdoskonatoséci dziejow
Wzieta, tecza zachwytu — —

Polska — przemienionych kotodziejow!

[And in this was Poland - from its zenith

Through Age’s all-perfection

Captured in songs of rapture -

- That Poland - of wheelwrights transfigured into kings!]

9  See “Listy o Emigracji” [“Letters on Emigration”] and “Odpowiedz krytykom ‘Listéw
o emigracji” [“Reply to the Critics of ‘Letters on Emigration™] (PWsz VII, 17-39),
as well as the bitter words from a letter to Michalina Zaleska née Dziekonska written
in Paris on 14 November 1862 (DW XI, 127, 128): “Oto jest spolecznos¢ polska! —
spoleczno$¢ narodu, ktéry, nie zaprzeczam, iz o tyle jako patriotyzm wielki jest, o ile
jako spoleczetistwo jest Zaden. ... Ale tak, jak dzis jest, to Polak jest olbrzym, aczkolwiek
w Polaku jest karzel - i jeste$my karykatury, i jestesmy tragiczna nico$¢ i $miech
olbrzymi... Stonice nad Polakiem wstawa, ale zastania swe oczy nad czfowiekiem.” [Here
is the Polish community! — a community of a nation which, I do not deny, is great in
terms of patriotism, but not as a society. ... But as it is today, a Pole is a giant, but the
man in a Pole is a dwarf — and we are caricatures, and we are tragic nothingness and
giant laughter... The sun rises above a Pole, but it covers its eyes above a man.].
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The “zenith through Age’s all-perfection” is nothing more than the ideal of
Poland and Polishness, cleansed from any deficiency and, at the same time, true
to itself, preserving everything that is most specific and important to it:

Taz sama, zgola,

Zloto-pszczotal...

(Poznat-ci-ze bym ja — na krancach bytu!...)
[The very same — indeed

A golden-bee...
(Recognise it I would, at the limits of existence!...)]

At this point, in strophe 5 of the poem, ends the description of Chopin’s art itself.
“I - oto — pie$n skonczyles” [And - thus - you've ended your song ...]. This is
what the first verse of the next strophe clearly says. The perfection available in
this world has been realised to the fullest, and what is now melted into one - the
current performance, which has just been brought to an end, and simultaneously
tulfilment of music, and what should be according to the intended idea. Let us
repeat once again, this idea offers the fullest synthesis of human, Christian, and
national values.

What has been said about Chopin’s art was prepared earlier using words that
characterise him - a man and an artist. This encapsulates the assumption about
the unity of art and its creator, his personality, and the whole of his life. Chopin
himself realised the ideal that was called to life by “wieczny Pigmalion” [eternal
Pygmalion]:

I bytes jako owa postac, ktorg

Z marmuréw tona,

Nizli je kuto,

Odejma diuto

Geniuszu - wiecznego Pigmaliona!

[And you were that form, which
From marble’s bosom,

Still uncarved,

With chisel withdrawn,

By the genius - eternal Pygmalion!]

This passage was understood differently by the interpreters, but in general,
influenced by the text of Czarne kwiaty [Black Flowers], they probably attributed
a too literal meaning to it, referring it only to Chopin’s external appearance. Let
us also recall here this fragment of Norwid’s prose:

On, w cieniu glebokiego tdzka z firankami, na poduszkach oparty i okrecony szalem,
piekny byt bardzo, tak jak zawsze, w najpowszedniejszego zycia poruszeniach majac cos
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skonczonego, co§ monumentalnie zarysowanego. .. co$, co albo arystokracja ateniska za
religie sobie uwaza¢ mogla byla w najpiekniejszej epoce cywilizacji greckiej — albo to,
co genialny artysta dramatyczny wygrywa np. na klasycznych tragediach francuskich
... Taka to naturalnie apoteotyczng skonczonos¢ gestow mial Chopin, jakkolwiek i
kiedykolwiek go zastatem... (DW VII, 47)

[He, in the shadow of deep bed with curtains, propped up on pillows, and wrapped in
a shawl, looked very beautiful, as always, displaying in the most mundane movements
something of perfection, something of a monumental outline... something which either
Athenian aristocracy could have adopted as a cult during the most beautiful epoch of
Greek civilisation — or that which an artist of dramatic genius portrays, for instance, in
classical French tragedies, ... Chopin possessed such naturally idealized perfection of
gestures, whenever and how ever I saw him...]"

There is also a second text, often quoted in explanations, this time from a letter
to Bohdan Zaleski from 1867:

Michal-Aniol Buonarroti znalazt byl w ogrodzie Medyceuszéw blok starozytnego
marmuru poswidrowany zaledwo w glownych proporcjach. 1 poszedt do Medyceusza i
rzekl: “Oto - w marmurze tym jest Dawid mlodzieniec z proca w reku -” Tak, wierze, iz
z umartymi, bo nie$miertelnym i, godzi si¢ trzymac i postgpowac — (PWsz IX, 291-292)

[Michelangelo Buonarroti found a block of ancient marble in the garden of the Medici
family, which was chiselled in the main proportions only. And he went to Medici and
said: “Behold - in this marble there is David, the young man with a sling in his hand -”
Yes, I believe that it befits one to keep together and interact with the dead, and thus
immortal -]

It seems that the last words quoted here bring us closer to Norwid’s intentions.
It is not, or at least not exclusively, about the external beauty of Chopin’s face,
figure, or gesture. What is important, what was conceived by the genius, the
“eternal Pygmalion,” that lies deep inside. It is not possible to present the motif
of Pygmalion here, which persistently recurs in many texts by Norwid as an idea
motif particularly important to him." However, I would like to draw attention to
one thing, since in “Fortepian Szopena” Norwid speaks of the eternal Pygmalion,
it must refer to God, the Creator who calls his works to life according to a pre-
determined and specific idea for each of them. Chopin’s genius is therefore a
“sign” of God (this issue will appear again in strophe 7), a sign that has been
fulfilled in him from the beginning before he himself came to maturity as a man

10 Trans. Adam Czerniawski, in: Cyprian Norwid, Selected Poems (Lodnon: Anvil Press,
2004), p. 52.

11 See Marian Piechal, Mit Pigmaliona. Rzecz o Norwidzie (Warszawa: Panistwowy Instytut
Wydawniczy, 1974), Chap. 3.
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and an artist. The essence of the matter lies in the fact that this “sign” was not
wasted by him, but “completed,” brought to its optimum in his art. For when
Chopin’ life came to an end, although, on the one hand, his “watek” [thread] was
“nie docieczony” [inscrutable, lit. not fully discovered, un-completed], and thus
not brought to an end, on the other hand, the same thing that was also expressed
in his art appeared in the life of the artist: maturity, fullness, completion, growing
throughout the entire time given to him, right up to his last days'* -

Bylem u Ciebie w te dni przedostatnie

Nie docieczonego watku — —

- Petne, jak Mit,

Blade, jak $wit...

- Gdy zycia koniec szepce do poczatku:
“Nie stargam Cig ja — nie! - Ja, u-wydatnie!”
[I visited you in those days but last

Of life’s inscrutable thread -

Full - like Myth,

Pale - like dawn. ..

- When life’s end whispers to its beginning:
“I won’t destroy you — no! - You I'll enhance!”]

We need to make a digression here, which is important for understanding the
essential meaning of this text. One of the peculiarities of Norwid’s writing is
the use of near-synonymous terms to which he assigns the opposite meaning.
This will be shown later on in the example of the opposition “man-people” Now
I would like to draw attention to the ambiguity associated with “the end of life”
In the poem entitled “Na zgon $p. Jozefa Z” [“On the Death of the Late Jozef
Z”], an officer of the Grand Army, wounded near Paris, one of the leaders of
the Polish Uprising, a poem which in the Vade-mecum cycle directly follows
“Fortepian Szopena” and which, at the same time, ends the cycle and adds point
to the most important threads, which were left uncompleted, we can read, among
other things:

12 See Promethidion, Epilog (DW 1V, 133): “podnoszenie ludowego do Ludzkosci nie przez
stosowania zewnetrzne i koncesje formalne, ale przez wewnetrzny rozwdj dojrzalodci. ..
oto jest, co wystucha¢ daje si¢ z Muzy Fryderyka jako zaspiew na sztuke narodowg”
[raising people’s thing to Mankind not through external applications and formal
concessions, but through internal development of maturity... This is what can be heard
from the muse of Fryderyk as a song of national art].
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- Dlatego to w Epoce, w ktdrej jest wigcej
Rozlamati - nizli Dokoriczen. ..
Dlatego to w czasie tym, gdy wiecej
Jest Roztrzaska# — nizeli Zamknigé;
Dlatego to na teraz, gdy wiecej jest daleko
Smierci - nizeli Zgonéw:
Twoja $mier¢, Szanowny Mezu Jozefie,
Doprawdy, ze ma podobienstwo
Blogostawionego jakby uczynku!
—Moze bysmy juz na $mier¢ zapomnieli
O chrzeécijaniskim skonu pogodnego tonie
I o caloéci zywota dojrzatego...
Moze bysmy juz zapomnieli, doprawdy!...
Widzac - jak wszystko nagle rozbiega sig
I jak zatrzaskuje drzwiami przerazliwie —
Lecz malo kto je zamknat z tym krélewskim wczasem i pogoda,
Z jakim kaptan zamyka Hosti¢ w oltarzu.
(PWsz II, 148-149)

[~ That is why in an age in which there are more
Breaches — than Completions...

That is why at this time, when there are more
Shatterings — than Closures;

That is why now, when there are far many more
Deaths - than timely Departures,

Your death, Dear Sir. Jozef,

Truly bears similarity to

A blessed deed!

- Perhaps we would have completely forgotten

About the serene tone of the Christian death

And of the entire mature life...

Perhaps we would have forgotten, truly!...

Seeing — how everything was suddenly dispersing
And how it was slamming the door with terror -

But few have closed it with the same royal peace and cheerfulness
With which the priest also closes the Host in the altar.]

Let us go back to the text of “Fortepian Szopena:”

- Gdy zycia koniec szepce do poczatku:
“Nie stargam Cig ja — nie! - Ja, u-wydatnie!”

[- - When life’s end whispers to its beginning:
“I won't destroy you - no! - You I'll enhance!”]
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We must have no doubt that here we deal with the mystery, not of death, but of
timely departure, i.e. with completion and closure. However, the end, under-
stood in this way, may also be the beginning.

In the next strophe, where Chopin is, in turn, compared

Do upuszczonej przez Orfeja liry,
W ktorej sie rzutu-moc z piesnig przesila,

[Likened to the lyre Orpheus let fall,
Where force-of-thrust struggles with song,]

Is it not possible to interpret the fall here, the thrust as an indispensable begin-
ning of something new, of a song which begins in a dialectic union, at the same
time as the thrust, the end? After all, it is a throw of a lyre symbolising the genius
of Chopin himself and through him the highest ideal of art in general.

Let us in any case consider this interpretation. It will turn out to be important
for understanding the last chords of the poem, preceded by a strophe, in which
the lyre is replaced by a piano thrown on the street.

The transfer of truths about art to the creator makes it possible to take one
more step: to transfer them also, by comparison or metaphor, to the tool of art.
Therefore, it was possible to compare Chopin to “the lyre dropped by Orpheus,”
thus also the piano can be perceived as an ideal.

... Chopin mial mieszkanie ..., ktérego to mieszkania gtéwna czescig byt salon wielki
o dwoch oknach, gdzie niesmiertelny fortepian jego stal, a fortepian bynajmniej
wykwintny - ... — ale owszem tréjkatny, dtugi, na nogach trzech, jakiego, zdaje mi sie,
juz matlo kto w ozdobnym uzywa mieszkaniu. (DW VII, 46)

[...And such was the apartment that Chopin had ... main part consisted of a huge
drawing-room with two windows, where his immortal piano stood, a piano you
wouldn’t describe as exquisite ... — but rather quite triangular, long, three-legged, which
now, I believe, is hardly ever found in elegant apartments.]'

This is what Norwid wrote in Czarne kwiaty [Black Flowers], and the vision of
such a piano will be recalled in the penultimate strophe of the poem. It is not
the first time that the essence of art has been transferred onto its tool. A similar
thought can be found in the poem “Liryka i druk” [Poetry and Print]:

Liry - nie zwij rzecza w pie$ni wtora,

Do przygrawek!... nie — ona

Dlan jako zywemu orhu pidro:

Az z krwia, nieroztgczona!

(PWsz 11, 24)

13 Trans. Czerniawski, p. 51.
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[Do not call the lyre a second thing in a song,
It is not — for accompaniment!...

It is like a feather to a living eagle:
Inseparable with blood!]

Finally, the same applies to the feather/quill and its connection with the
poet’s work:
O, pidro! ty$ mi zaglem anielskiego skrzydla

I czarodziejska zdrojow Mojzeszowych laska,
(PWsz 1, 49)

[O, quill! You are my sail of an angel’s wing
And the magic staft of Moses’s springs, ]

This is followed by the strophe in which Norwid’s ideal of art and its highest
value in general finds its most complete expression. Chopin provides patronage
to this value - the strophe retains the second person singular, previously used in
the memories of his meetings with Chopin, and now referred directly to Beauty,
there remains the motif of a figure previously extracted from “marmuréw tona”
[marble’s bossom] and now appearing as “profil milosci” [Love’s profile], there
finally appears Chopin’s surname in juxtaposition with the names of the greatest
geniuses of art of all times. Every verse and every word demands the highest level
of attention. And the strophe is built in such a way that, after going through a
whole series of complements to the highest values, a tragic statement resounds —
again unexpectedly, but now violently, sharply, stunning the receiver: “Zawsze -
zems$ci si¢ na tobie: BRAK!” [Always - you’ll be revenged by: NOT ENOUGH....!]

This statement is all the more tragic because, in view of what had been said
about the ideal of art previously which elevated it to the heights unattainable for
any negativity, weakness, deficiency, it seemed almost unthinkable. And yet, it is
precisely this which prepares, through the vision of the fire of the Warsaw palace,
for the final image of the fall of the piano...

But first, let us try to examine the ideal of the highest value outlined in the
first part of the strophe:

O Ty! - co jeste$ Mitoci-profilem,
Ktéremu na imi¢ Dopelnienie;

Te - co w Sztuce mianuja Stylem,

Iz przenika piesn, ksztalci kamienie. ..
O! Ty - co si¢ w Dziejach zowiesz Erg,
Gdzie za$ ani historii zenit jest,
Zwiesz sie razem: Duchem i Literg,
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I “consummatum est.”.

O! Ty - Doskonate-wypetnienie,
Jakikolwiek jest Twdj, i gdzie?... znak...
Czy w Fidiasu? Dawidzie? czy w Szopenie?
Czy w Eschylesowej scenie?...

[O You! - who are Love’s profile,

Whose name is Fulfillment;

The one - that in Art they call Style,

For it infuses song, chisels stone...

O! You - who through the ages bear the name: Era,
Even in times that aren’t history’s zenith,
You are named both: Spiritus et Littera,
And consummatum est...

O! You - Consummate-completion,
Whatever is Your sign... and where?

Be it in Phidias? David? or Chopin?

Or in an Aeschylus scene?...]

What is “profil mitosci” [Loves profile]? When a question is asked in Promethidion,
addressed to “wieczny czlowiek” [the eternal man]: “céz wiesz o pigknem?” [what
do you know about beauty?] - the immediate answer is: “ksztaltem jest mitosci” [it
is the shape of love].

Ksztattem mitosci pigkno jest; i tyle,
Ile jg czlowiek ogladat na $wiecie,
W ogromnym Bogu albo w sobie - pyle,
Na tego Boga wystrojonym dziecie,
Tyle o pigknem czlowiek wie i glosi —
Choc¢ kazdy w sobie cien pieknego nosi
I kazdy - kazdy z nas - tym piekna pylem.
(DW 1V, 106)

[The shape of love is beauty, and that

Is all that man has seen of it in the world,

In the enormous God or in his own

Self-dust, that child decked out as God;

That’s all man knows of beauty and makes known
Though each man bears the shade of beauty within
And each - each one of us - is beauty’s dust.]"

14 Trans. Jerzy Laskowski, in: Polish Poetry Supplement, No. 7, (London: Oficyna Poetow,
1973), p. 13.
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In other places in Promethidion, beauty is also described as “profil Bozy” [God’s
profile], “ksztalt prawdy i mito$ci” [the shape of truth and love], “profil prawdy i
mitosci” [the profile of truth and love].

There is no doubt that this metaphor contains the idea of beauty as a connec-
tion between the inner and the external elements, the “content” and the “form,”
something spiritual, inner, expressed in the external shape, form, and “profile”
Such a concept was proclaimed, in the times closest to Norwid, by the great ide-
alistic German philosophers — Schelling and, above all, Hegel - but its roots go
back to antiquity, namely to the philosophy of Plotinus.

And on what has thus been compacted to unity, Beauty enthrones itself, giving itself to
the parts as to the sum: when it lights on some natural unity, a thing of like parts, then
it gives itself to that whole.

On what principle does the architect, when he finds the house standing before him cor-
respondent with his inner ideal of a house, pronounce it beautiful? Is it not that the
house before him, the stones apart, is the inner idea stamped upon the mass of exterior
matter, the indivisible exhibited in diversity?'®

Let us also recall the relevant passage from Hegel:

the Idea qua the beautiful in art is not the Idea as such, ..., but the Idea as developed into
concrete form fit for reality, and as having entered into immediate and adequate unity
with reality. For the Idea as such, although it is the essentially and actually true, is yet the
truth only in its generality which has not yet taken objective shape; but the Idea as the
beautiful in art is at once the Idea when specially determined as in its essence individual
reality, and also an individual shape of reality essentially destined to embody and reveal
the Idea. This amounts to enunciating the requirement that the Idea, and its -plastic
mould as concrete reality, are to be made completely adequate to one another. When
reduced to such form the Idea, as a reality moulded in conformity with the conception
of the Idea, is the Ideal.'®

The juxtapositions internal — external, ideas — external shape, and at the same
time the postulate for their mutual compatibility and even unity, are visible in
both cited philosophical texts and in Norwid’s statements. But, as it can be easily
seen, this inner content in Norwid is not an idea, but love. A word that means

15 Plotinus, Enneads, 1 6, 2; 16, 3, trans. Stephen Mackenna and B. S. Page (http://class
ics.mit.edu/Plotinus/enneads.mb.txt).

16 Georg Wilhelm Friedrich Hegel, Lectures on aesthetics, in: Selections from Hegel’s
Lectures on Aesthetics, by Bernard Bosanquet & W.M. Bryant, “The Journal of
Speculative Philosophy,” 1886, (https://www.marxists.org/reference/archive/hegel/
works/ae/index.htm).


http://classics.mit.edu/Plotinus/enneads.mb.txt
http://classics.mit.edu/Plotinus/enneads.mb.txt
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something more than an idea. Above all, love cannot be anything abstract, as
it is in the case of Hegel, despite all the reservations he makes himself here.”
The notion of love can encompass the whole of spiritual life, not only that which
manifests itself in the power of the intellect, understanding, or even contem-
plation; as well as the whole of the values which are associated with such a life.
When Norwid uses the terms “ksztatt mitosci” [the shape of love] and “profil
Bozy” [God’s profile] interchangeably in Promethidion, he clearly reaches back
to the Christian tradition, as formulated most emphatically in the words of the
First Epistle of St. John: “Deus caritas est” - “God is love” Beauty is therefore,
in its essence, a “shape of the divine,” and thus an expression of the supreme, an
expression of the sacred. When embodied in art, it elevates it to the optimum
and unattainable in any other way.

Immediately after the apostrophe to the Love’s profile, there follows the con-
cept of complement. However, one may interpret it either as a unity of content
and form, or as a purely formal factor; what is important is the moment of full-
ness contained in this concept, which opposes any deficiency. In the history of
aesthetics, the postulate of fullness has been raised many times, and we can come
across it, among others, in Thomas Aquinas, who mentioned integritas as one of
the important factors of beauty.'® After all, “completion” means something that
before it reached its fullness required to undergo a process of becoming, and it
needed to be brought to an end. It then refers either to a process, or to what is
subject to a process, what constitutes it. In a word, it means achieving ultimate
harmony, i.e. a particular unity determined by the multiplicity of what is being
harmonised.

In this way, in Norwids concept of beauty he combines two aesthetic
traditions: the one which saw beauty primarily in an expression, in a manifesta-
tion of the spiritual in a material form, and the one which sought it in harmony,
unity, and fullness. Beauty understood in this way is a force that shapes art as if
from within: “przenika piesn, ksztatci kamienie” [it infuses song, chisels stone]
(emphasis added by W. S.). And as such, beauty determines Style, which is prob-
ably understood, not as a formal quality resulting from one thing or another,
but as a value, determining that art is really art, and as an internal content,
manifesting itself in various ways. However, the ultimate point of reference for

17 For example, when he refers to Plato’s views as his starting point.

18 Thomas Aquinas, Summa theologiae, 139, 8: “Ad pulchritudinem tria requiruntur: primo
quidem integritas, sive perfectio ... Et debita proportio, sive consonantia. Et iterum
claritas”
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art lies always in the beauty itself, complementing itself in art, but never reaching
perfect completion in it.

While analysing a subject, it is sometimes good to ask why something is
excluded in it that could or even should be there. We should then ask why the
word “beauty” itself, so important to Norwid, does not appear in “Fortepian
Szopena?” Why is beauty defined as if indirectly and remains speculative is clear
and easy to decipher - but only as speculation?

I believe that this is not incidental. I suspect Norwid wanted to avoid certain
stereotypical associations that are linked to the concept of beauty in particular
to avoid reducing it, and, along with it his whole concept, to the plane of aes-
thetics. The essence of art does not entirely fit within this field, and the task of
art exceeds the realisation of beauty, commonly understood as “what one likes”*
The deeper layers of the very idea of art are hinted at by further definitions which
appear in the successive verses of strophe 7: Era, zenith of history, Spirit — Letter,
“consummatum est” Each of these terms requires separate analysis. It will not be
easy to bring it to an end, but we should at least pay attention to the most impor-
tant things, again referring to Norwid’s own texts for help.

The following two lines are the most difficult to interpret correctly:

O! Ty - co si¢ w Dziejach zowiesz: Era,
Gdzie za$ ani historii zenit jest,

[O! You - who through the ages bear the name: Era,
Even in times that aren’t history’s zenith, ]

It seems that this fragment contains a particular and certainly intended contra-
diction. Completion is realised in history, but when it refers, as in this case, to art;
it goes beyond it, fulfilling itself in a sphere to which history no longer reaches,
that is to say to eternity. In the first case, it is about an era. It synthesizes the con-
tent developed at a certain stage of the development, it closes it and completes
it. The era is a special formal quality, it is a frozen course, but marked by char-
acteristic features that allow it to be distinguished from the others. However,

19 See Promethidion (Bogumit) (DW IV, 108): “A teraz — wréccie do waszej rozmowy / O
sztukach pigknych i piesni ludowej, / A teraz wrdéécie do wyobrazenia, / [............. 1/
Ze pigkno to jest, co sie wam podoba / Przez samolubstwo czasu lub koterii; / Az
zobaczycie, ze druga osoba / Pigknego — dobro - tez zsamolubnieje / I na wygodno
koniecznie zdrobnieje” [And now — get back to your conversation / About fine arts and
folk song / And now get back to your imagination, / ... / That beauty is what you like /
By the selfishness of time or coterie; / Until you see that the other person / Beautiful -
good — will also become selfish / And it will conveniently diminish].
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when all the possibilities for their development are exhausted, when the char-
acteristic features of an era are brought to their fullness, their perfection breaks
the constraints of time, it rises above “the zenith of history,” and comes close to
its unattainable idea.?’

The juxtaposition of the Spirit and the Letter brings to mind, first and fore-
most, the words of St. Paul about Christ:

He has made us competent as ministers of a new covenant—not of the letter but of the
Spirit; for the letter kills, but the Spirit gives life.”!

Norwid also refers to this juxtaposition when he writes in Rzecz o wolnosci stowa
[On the Freedom of Speech]:

Dwa kierunki! pozornie rézne i czasowo
Sprzeczne, jako litera-praw i duch jej: Stowo.
(DW 1V, 249)

[Two directions! Seemingly different and temporally
Contradictory, as the letter-of-laws and its spirit: the Word.]

But in the same poetic treatise, there appears another thought - the thought of
the need to overcome this contradiction and bring them together in the Word.
The spirit is an inner word, the letter is its indispensable shape:

I od poczatku byla czesé zewnetrzna stowa
I wewnetrzna — jak wszelka $wigtyni budowa.
- Duch, miat czym si¢ na zewngtrz wyrazac¢ lub w gore
Monologiem podnosi¢ — miat architekture!
(DW 1V, 237)%

20 Professor Stefan Sawicki pointed out to me that the following verses: “Gdzie za$ ani
historii zenit jest, / Zwiesz si¢razem: Duchem i Litera,/I “consummatumest..”
[Even in times that aren’t history’s zenith, / You are named both: Spiritus et Littera, /
And consummatum est...] should be read together. In this case, the “zenith of history”
no longer belongs to the history itself, to its eras, but is transferred to another sphere,
where it only becomes possible to complete the times. In such an interpretation, the
contradiction mentioned above obviously disappears. See also: Jacek Trznadel, “Brak
i dopelnienie. ‘Fortepian Szopena’ i ‘Ad leones!” w $wietle problematyki dobra i zfa u
Norwida,” Pamigtnik Literacki, Vol. 4 (1975), p. 40.

21 2 Corinthians 3: 6 (New International Version).

22 See also strophe 5 (DW 1V, 232).



Perfect — Fulfilment: Cyprian Norwid’s “Chopin’s Grand Piano” 169

[And from the beginning there was an external part of the word
And the internal - like the structure of any temple.

— The spirit had something to express itself externally or upwardly
Lift itself through a monologue; it had - an architecture!]

We find here an opposition analogous to the one discussed on the occasion of
the “Love’s profile” - an opposition between the form and the content, and simul-
taneously an analogous demand to overcome it.” It should also be noted that
according to Norwid, the weakness of national culture in Poland results from
underestimating the letter:

Polskiemu jezykowi na czym z rodu zbywa?...

Na literze! - to jego strona jest watpliwa —

Nie na stowie, ni stowa duchowym bogactwie,

Ni jego wléknach srebrnych; raczej — na ich tkactwie.
(DW 1V, 259)*

[What is the Polish language lacking?...

The letter! - this is its weak spot —

Not the word, or the spiritual wealth of the word,
Not its silver fibres; bur rather - their weaving.]

This statement is all the more important for Norwid because, when considering
the vocation of Poles in art, he comes to the conclusion that it will consist of
bringing about the unity of the content and the form, i.e. the spirit and the letter.
One of the footnotes to Promethidion reads:

Dlugo, dlugo mygélitem i szukalem, gdzie jest przystan dla sztuki polskiej, tego dziecka
natchniesi, a matki prac, tego momentu wytchnieri. — Przekonatem si¢, ze uczucie
harmonii miedzy trescig a formg Zycia bedzie u nas posada sztuki. Przekonatem sie, ze
sztuka wylacznie harmonig tresci i formy zatrudniona inaczej rozwijaé si¢ nie moze...
... (DW1V, 133)

[For a very long time I was thinking and searching where the haven for Polish art is, this
child of inspiration, and the mother of works, this moment of respite. - I found out that
the feeling of harmony between the content and the form of life will be for us a funda-
ment of art. I found out that art, concerned only with the harmony of the content and the
form, cannot develop differently... ... ]

23 Stowo i litera [The Word and the Letter], PWsz VI, 324: “Ze litera jest forma, wigc w
czlowieku litera forma jego” [Since the letter is the form, the letter in man is his form].
24 See also DW IV, 261.
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By the content of life Norwid means the direction of good and truth, and by
the form of life - the direction of beauty. This completes the triad of the highest
values, which, although not named, are, after all, the proper object of all the
invocations contained in the analysed strophe of the poem. It should be added
here that it was in Chopin’s art that Norwid saw as the fulfilment of the postu-
late of the unity of the content and the form, hoping that this would become the
beginning of further development of Polish art in general.

But there is yet another aspect of Norwid’s theory of the letter. He develops
it, in a manner reminiscent of Hegelian speculation, in his treatise Stowo i
litera [The Word and the Letter], especially in the short supplement entitled “O
prawdzie” [“On the Truth”]. According to the text, the letter considered by itself
is “zatrzymane-posrednictwo” [a halted mediation].

1. ... Ale litera odniesiona do stowa jest juz nie tylko posrednictwem-zatrzymanym,
lecz jest posredniczeniem, z ktdrego si¢ ona sama nie posiada - jest juz linig, nie
punktem = i ginie w czynnosci swojej, a odnajduje si¢ dopiero w onejze czynnosci
zatrzymaniu.

2. Idea jest litera potegi wyzszej, jest istotng-literg — jest litery-istota - i jest literg-
stworzenia! Ona do siebie samej odniesiona nie jest juz zatrzymaniem-po$rednictwa
(jak litera), ale jest zawarciem, jest okresem.

(PWsz VI, 327)%

[1. ... But the letter referred to the word is no longer only a halted mediation, but is
mediating which it cannot control itself - it is already a line, not a point = and it gets
lost in its own action, and finds itself only in that action of halting.

2. An idea is a letter of a higher power, it is a letter-of-importance - it is a letter- es-
sence — and it is a letter-of-creation! When referred to itself it is no longer a halted
mediation (like the letter), but a conclusion, a period.]

This text sheds new light both on what has been said about the concept of era,
which is, after all, related to the concepts of conclusion and period, and on what
will emerge in a moment, in relation to the concept of perfect completion. For
the next stage of the movement of the letter-idea is the truth, which “jest idea
nieustannie powodujaca — réwne sobie §wiadectwo” [is an idea that constantly
causes - a testimony equal to itself], and also power. “Ze za$ Ideg i mocg (a
moca majacy miejsce swoje) jest, wiec koniecznie i wladzg stawa si¢” (PWsz VI,
327) [Since it is an Idea and power (and the power that has its place), it neces-
sarily becomes authority.]

25 Seealso PWsz VI, 311 f.
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Viewed in this way, this idea-power transcends material reality, even though it
acts in it. After all, it has “miejsce swoje” [its own place]. This concept combines
the themes of Hegelian, Platonic and Neo-Platonic philosophies. According to
Plotinus, an idea is simultaneously a transcendent model and a creative force;
owing to this interpretation of idea, Norwid could speak of Beauty as Style that
“przenika piesn, ksztalci kamienie” [it infuses song, chisels stone]. Owing to
the emphasis on the transcendence of an idea, on the other hand, he can call
it perfect fulfilment, which is revealed dialectically at the end of the road and
marked by the previous expressions of beauty. It rises higher and higher, just
like the previously described path of transformation from Periclean perfection
to “Polska przemienionych kotodziejéw” [a Poland of wheelwrights transfigured
into kings], and like the Platonic path of love, at the end of which the idea of
beauty appears in its purest fullness.

The unity of the spirit and the letter, which evokes the words uttered by St.
Paul, finds its final complement in the words of Christ himself: “Consummatum
est” Once again the element of the sacred is recalled, and along with the new
content of the complement, its religious and mystical aspect. This is linked to
the idea of the fullness of time, i.e. the “zenith of history,” or, according to the
teachings of the Church Fathers, the culmination of a breakthrough moment in
the human salvific history. However, the words of Christ are not only an expres-
sion of fulfilment but also of sacrifice that perfection makes of itself so that it can
begin to be reborn. It is also necessary to address this meaning of “consummatum
est” in order to understand the deepest sense of the last words in “Fortepian
Szopena” And one more thing, the sacrifice of Christ is not only important for
the world and for the history of mankind; it is, if one may say so, also an event
in eternity engaging the entire reality and transferring the earthly things into the
realm of heaven and into the sphere of absolute perfection.

This is why the last invocation follows, addressed to the absolute value, sat-
urated with both human and divine elements, lifting to the highest unity, and
yet exceeding all the elements mentioned above, which in its transcendence
constitutes the greatest thing imaginable: “O! Ty - Doskonate — wypetnienie” [O!
You - Consummate-completion].

It cannot be realised completely within the borders of the world. When it
comes down to it as an idea, as inner content: spirit, love, and style, manifesting
itself only as a self-indicating sign. This very sign, the sign of perfection, and
the final completion are the masterpieces of art, the works by Phidias, David,
Aeschylus, Chopin...

Each of these names symbolises something different but each is synonymous
with greatness. Phidias and Aeschylus are associated with the peaks of ancient
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art, expressing the highest humanistic ideals. David was invoked as an expo-
nent of the divine element, the sacred, the deepest mysteries, and Revelation.
Chopin and his art is, as we already know, a synthesis of all these moments
complemented with the national element and also realised in it. Here, Chopin
is also the only representative of modern art, but all of them are signs of this
“perfect fulfilment” within the framework of the arts they represent: sculpture,
drama, religious poetry, and music.

The “sign” referred to here can be understood in two ways. First, as something
that realistically embodies the works of those artists (consider the previously
noticed unity of the creator and his art), which marks them with its stigma (and,
of course, we should disregard negative associations connected with the notion
of stigmatisation!). Second, as just a sign, which means that even these works
do not realise in themselves a perfect fulfilment but are like a reflection or trace
of it. For every situation in which perfection is to manifest itself in the reality of
the world, this terrifying truth, which is shouted out in the next verse, remains
in force: “Zawsze - zeméci sie na tobie: BRAK!” [Always - you'll be revenged
by: NOT ENOUGH...!].

“Brak” [privation/deficiency/lack] is the only word of the poem that has been
written using capital letters. And it sounds like a terrible, dissonant chord, later
resolved in an explanation that reveals the deepest, metaphysical structure of
reality:

- Pigtnem globu tego — niedostatek:
Dopetnienie?... go bolil...

On - rozpoczynaé woli

I woli wyrzucaé wcigz przed sie — zadatek!
- Klos?... gdy dojrzat jak ztoty kometa,
Ledwo ze go wiew ruszy,

Deszcz pszenicznych ziarn prészy,

Sama go doskonalo$¢ rozmieta...

[- Privation is this globe’s stigma:

Fulfillment?... pains it!

It - prefers ever to begin

Prefers always to pay — a deposit!

- An ear of wheat?... when rape - a golden comet —
When barely moved by the breeze,

It sprays the rain of its wheaten seeds,

Its own perfection scatters it...]

It is thus impossible to achieve perfect completion in the real world. A gust of
wind is enough to destroy it. Perfection is a state that cannot be sustained, it
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must, as Hegel would say, be “abolished” Does it mean that perfection itself
contains a moment of contradiction, of self-destruction? That it is the tension of
opposing forces — or that it inevitably enters into this tension, provoking it when
it tries to realise itself in the world?

The world does not only fail to complete its work and does not only passively
resist perfection; sometimes it violates it. This is what happens with a sign, or
rather a symbolic extension of perfection, which was a real, material object — an
instrument of Chopin’s art, his piano.?

We will skip the vision of Warsaw and the descriptions of events preceding
the moment of throwing the piano out onto the street; instead, we will focus our
attention on the piano itself:

Ten!... co Polske glosit, od zenitu
Wszechdoskonato$ci Dziejow

Wzieta, hymnem zachwytu —

Polske — przemienionych kotodziejow;

[The very one!... that proclaimed Poland

— From the zenith of Age’s all-perfection
Captured - in hymns of Rapture -

That Poland - of transfigured wheelwrights -]

It is thus a tool proclaiming the ideal of Poland, elevating national art to its
optimum, a piano which implements “Podnoszenie ludowych natchnien do
potegi przenikajacej i ogarniajacej Ludzko$¢ cala — podnoszenie ludowego do
Ludzkosci” (DW 1V, 133) [Elevating people’s inspirations to the power that
permeates and embraces the entire Mankind - elevating people to Mankind
..] and synthesises in it all the highest values: “Ten sam - runal - na bruki z
granitu!” [That same piano - cast — on a street of granite!].
And now, the ideal that has been embodied and reflected in it

... jak zacna mysl cztowieka,
Poterany jest gniewami ludzi,
Lub jak - od wieka

Wiekow — wszystko, co zbudzi!

[... like man’s noble thought,
Besullied by men’s wrath,

Or, so it is — ever and evermore —
With all that will awaken!]

26 A comprehensive analysis of Norwid’s understanding of “brak” [privation/deficiency/
lack] was conducted by Trznadel, “Brak i dopelnienie”
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“Zacna mys$l czlowieka” [man’s noble thought] once again evokes the motif of
truth, the nobleness of which - I think it can be added here - also has moral,
liberating overtones, aimed at awakening and building new values. And it is pre-
cisely these values that are left to the mercy of thoughtless anger of people who
are unaware of their actions - a blind power in which we may find the mani-
festation of “BRAK” [privation/deficiency/lack] that stigmatises our world. This
blind anger is symbolised by Passions that are tearing Orpheus’s body; Passions
that — by doing evil — are not even able to accept it as their own responsibility,
burdening others with it, and pushing it onto the anonymous “nie ja” [not I]...

And suddenly, there appears a new thought, as if coming from another dimen-
sion - the dimension of conscious reflection, individual responsibility, from a
dimension of authentic humanity, capable of incarnating only in the concrete
personality of a concrete person. This is the great personalistic motif of Norwid’s
thought which also comes to the fore here. “Lecz Ty? - lecz ja?” [But You? — But
I?]. This is an opposition to both the irresponsible “not I” of the Passions and the
anonymous crowd of people connected only through their anger.?”

Only “You” and only “I” are able to have a reflection, which often appears in
Norwid’s work to express hope for the future.?® But how to interpret this reflec-
tion? Does it really express hope? Are the final words of the poem:

... — uderzmy w sadne pienie,
Nawolujac: “Ciesz sig, poZny wnuku!. ..
Jekly — gluche kamienie:

Ideat - siggngt bruku - -~

[... - let’s break into judgement chant,

And exhort: “Rejoice, our grandson yet to comel!...
The dull stones groaned:

The Ideal - has reached the street — -]

27 The opposition of man-people appears many times in Norwid’s texts, whereby
“people,” understood as an anonymous crowd, are generally evaluated negatively; see,
for instance, the following poems from Vade-mecum: “Harmonia” [“Harmony”], “W
Weronie” [“In Verona”], “Bliscy” [“Loved Ones”], and especially “Szlachcic” [“The
Nobleman”], where we can read in the ending: “Gdy czar stéw jego i wzigcia urzeka,
/ Nie znawstwem ludzi, jakby ziarna w plewie, / Lecz znajomoécig siebie... i
Czlowieka! (PWszII, 103)” [When the charm of his words and behaviour is
enchanting, / Not due to knowing people as if they were grains in the chaff, / But
knowingoneself... and Man!].

28 Cf. the famous words from the work “Klaskaniem majac obrzegkle prawice” [“Their
Hands Swollen from Clapping”] (VM): “Syn minie pismo, lecz ty spomnisz, wnuku”
[My son - will skirt this work, but you, grandson, will note] (Trans. Borchardt, p. 19).
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words full of sincere hope - or, on the contrary, are they an expression of biting
irony? It is well known that the answers to this very question polarised previous
interpreters of the poem.” I will therefore consider both possibilities.

29 Let us recall the most important interpretations of the ending of “Fortepian Szopena:”
Waclaw Borowy, “Norwid poeta,” in: Pamigci Cypriana Norwida (Warszawa: Muzeum
Narodowe w Warszawie, 1946), p. 43: “One may be surprised that there is so much irony
in the works of the poet who sometimes speaks with great and pure pathos ... But also,
his pathos is sometimes intertwined with irony. It is enough to recall just the ending of
‘Fortepian Szopena ”- Tadeusz Makowiecki, “Norwid mygliciel,” in: Pamigci Cypriana
Norwida, p. 123: “There is a terrible, even painful clash in this appeal to delight. And in
this tone of terrifying irony and mockery, the poet formulates two theses, with which he
eventually closes the whole thing. Rejoice — because even deaf stones moaned, rejoice -
because even dead objects have spoken, but at what cost, you, the ‘late grandson, will
not know. This sudden change of point of view, this ‘Froschperspective; the view from
the perspective of the stones and their benefit — entails a second thesis, giggling like a
fiend. “The ideal has reached the street; the main slogan of various theorists has come
true in our eyes as a tragic caricature — perfection has thus descended to the level of
the ground, to the level of the ordinary, has reached the street. Well, it died in the pro-
cess — but the programme came true - so rejoice! ... Thus resorting to mockery has
here a double artistic meaning - it creates a bitter distance between the author and
the events just described and, at the same time, through a sudden emotional leap and
ironic dissonance, it impressionistically closes the image of the shattered piano. The poet
could not close the dynamic, rushing melody of the last passage with a serious, majestic
chord; he had to break it off - with a rasp” - Zofia Szmydtowa, Liryka romantyczna,
Part 1. (Warszawa: Trzaska, Evert i Michalski, 1947), p. 41: “The final sense of disso-
nance is difficult to capture” - Filip, Cypriana Norwida “Fortepian Szopena” ze stanowiska
tworczosci poety odczytany, p. 220: “Nonetheless, even in the face of such a tragic crisis,
such a gloomy reality, Norwid - as a result of his own idea of tragedy and his own
ironic contradiction - sees in the parable of the disaster of Chopin’s piano the
pledge to realise moral truths, and therefore triumphantly expresses his faith” —
Janina Garbaczowska, Cyprian Norwid (Warszawa: Czytelnik, 1948), p. 16: “Chopin’s
piano thrown out onto the street is admittedly a symbol of the misery of every ideal that
came into contact with the earth, but at the same time, perhaps, a prophetic symbol -
it means that art will descend and permeate the people” — Gomulicki, a commentary
in: Norwid, Dzieta zebrane [Collected Works], Vol. 2, pp. 688-689: “Well, this ‘breaking’
of the ties between the Reality and the Ideal has now been symbolically repaired, for
Norwid reads the Warsaw piano disaster as a parable ... Hence the poet’s joy, believing
that the parable read by him as if foreshadows the future victory of the ideal ..., which
is only seemingly smashed and humiliated in its fall, for in reality it ‘reached’ the indif-
ferent and dead Reality, as if ennobling it and raising it to a higher level. The ideal can
never die down, on the street ...: “Bow gorze - grob jest Ideom czltowieka, / W
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In Norwid’s work there appears both the concept of idea and the concept of
the ideal. It is not easy to state whether he considered them to be synonyms or

dole - grob ciatu” [For upon those height — lies the grave of mans Ideas, / Down
in these depths - his body’s tomb;] (Trans. Borchardt, p. 47) - not to mention the fact
that every ‘upadek, ktéry pozostawia po sobienastepstwa - zywotne, jest
zwyciestwem’ [fall that leaves behind vital consequences,isavictory] (O
tszinie i czynie” [“On the Tchin and the Deed”], 1861)” — Artur Sandauer, “Pasja $w.
Fortepianu,” in: Artur Sandauer, Matecznik literacki (Krakéw: Wydawnictwo Literackie,
1972), p. 26: “‘Pietnem globu tego — niedostatek’ [Privation is this globe stigma]. Does
it not mean that Chopin’s art - too harmonious and ‘finished’ — demanded an intrusion
into reality — even if by slamming the instrument against the cobblestones, that the
annihilation was inherent in it, that Chopin’s artistic triumphs demanded to be com-
pleted by - for example, posthumous — martyrdom, harmony - through the clatter of
bursting strings? ... ‘Defenestration’ becomes a symbol - not so much of the defiance of
holiness, but of Passion, which is a necessary condition for the resurrection. For music
to gain immortality, Orpheus must be torn apart: Caucasian maenads find their sacred
role in this rite. The final dissonance is not so much ‘trudno uchwytny’ [difficult to cap-
ture] as it simply does not exist. ‘Ciesz si¢, péZny wnuku’ [Rejoice, our grandson yet to
come] - it is not a bitter irony; it is a serious prophecy.” — Trznadel, “Brak i dopelnienie;’
pp. 48-49: “Although the last sentence of the poem: ‘Ideal siegnat bruku’ [The ideal has
reached the street] through the word ‘reached’ emphasised an element of intent in rela-
tion to the earlier reporting formula ‘runal na bruki’ [it has fallen onto the cobblestones]
(about the piano), this also includes a warning. The tragedy means here the price for
realising an ideal. If not something more: a pure idea without the mediation of effec-
tive practice-work is ‘rzez niewiniat’ [the slaughter of innocents]. And additionally: the
progress of good is brought about not by what is forced by a bloody struggle, but what
is an innocent victim in the face of the consequences of the struggle. ... This is a fatal
sacrifice, but a fertile one, bringing ‘nastepstwa zywotne’ [vital consequences] - reaching
for the reality of deaf stones. They play in the poem the same function as Russia as
‘brytalodu’ [a lump of ice] in the poem ‘Do wroga’ [“To the Enemy’]. The good changes,
‘rozpuszcza [dissolves] the evil. The following sentence contained in Norwid’s loose notes
can be considered a commentary to the poem ‘Do wroga:” ‘Barbarzyncy, jak lodu bryta
toczgca si¢ na dot, ku fiotkom - rozptakali sie w nic!” [The barbarians, like a lump of ice
rolling down to the violets — burst into tears into nothingness!] (PWsz VII, 381). Due
to all these considerations that the last strophe of ‘Fortepian Szopena’ is both prophetic
and bitter-ironic. It is Norwids tragic irony, well known to us.” See also Jacek Trznadel,
Czytanie Norwida: proby (Warszawa: Panstwowy Instytut Wydawniczy, 1978), p. 157.
Henryk Markiewicz, Pozytywizm (Warszawa: Panstwowe Wydawnictwo Naukowe,
1978), p. 267: “The final meaning of the poem is ambiguous - in the words ‘ideal siegnat
bruku’ [the ideal has reached the street] one can read both the painful irony in the face
of violating and destroying spiritual values, and the paradoxical interpretation of the
described catastrophe as a symbolic announcement of the fusion of these values with
everyday reality”
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associated them with different contents. If one were to assume that his thought
was in line with the distinctions made by Hegel, the idea would have to be
interpreted as a special entity that is transcendent in relation to the world, as
a true equivalent to itself (this would be indicated by the considerations from
Supplement to “Stowo i litera” [The Word and the Letter] as cited above), while
the ideal as an embodiment of an idea in a work of art. In any case, the fact is that
an idea, according to Norwid, demands “completion” through its realisation in
the world, especially in human reality. If it is not embodied, it is condemned to
death, and the time of its possible revelation may pass forever. This certainly does
not apply to every idea; it is hard to think that Norwid did not see those that are
truly eternal and always relevant. Nevertheless, there remains the possibility, or
even necessity, for many of them not being fulfilled, as the poem “Idee i prawda”
[“Ideas and Truth”] proclaims:

Bo w gorze — grob jest Ideom czlowieka,
W dole - gréb ciatu;

I nieraz szczytne wczorajszego wieka
Dzi$ - tyczy katu...

S0 %%

Prawda si¢ razem dochodzi i czekal
(PWsz 11, 66)

[For upon those height - lies the grave of man’s Ideas,
Down in these depths - his body’s tomb;
And often what’s lofty in yesteryear

Today - it touches excreta...
66 4 %

Truth, one both reaches it and awaits!]*

Let us consider the last verse of this work. The truth needs to be specifically
sought for by combining the ideal with what is transient through the efforts of
those who should embody it. One would like to repeat after Scheler that an idea,
similar to a value, contains a moment of a specific claim. However, its imple-
mentation requires preparation and maturity on the part of those who are to
do so. The same truth also applies to art. A nation which has not matured to
practise it autonomously will, out of necessity, regard it as something foreign
and even inconvenient to itself. Therefore, it will never achieve the ideal that
could be revealed to it through art. This thought is contained in the Epilogue in

30 Trans. Borchardt, p. 47.
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Promethidion, but it is probably most clearly expressed in the poem “W pracowni
Guyskiego” [“In Guyski’s Studio”]:

Tak dalece spotecznos¢, cho¢ odpechniesz dlutem,
Wréci zawsze, i wrdci koturnem rozzutym,
Panujaca czasowi, przestrzeni i cialu,

I tylko jednej rzeczy trwozna... Ideatu!

Lecz Ideat (o! Guyski) nie zstapi do luddw,
Ktére don rak wyciagna¢ nie chca, czy nie moga.
Patrz, gdzie doszla Florencja Idealu droga,

I czy byltaby doszla bez szkoty swej cudow?...

A dzi$ nosi stoneczny dyjadem na glowie,

Ktory jej zwiastowali Michal-Aniotowie.

Bo zaprawde ci powiem: ze narodéw losy,
I koleje ludzkosci, i $wiat, i niebiosy,
I storice, i gwiazd chdry, i rdzen mineratu,
I duch!...
... i wszystko — bierze Zywot z Ideatu.
(PWsz 11, 194)

[So far will the community, although shoved off with a chisel,
Always come back, and it will come back with a split-wedge,
Having reign over time, space and body,

And there is only one thing that it fears... the Ideal!

But the Ideal (o! Guyski) will not descend to the peoples

That do not want or cannot reach out their hands to it.

Look where Florence has got on the path of the Ideal,

And would it have come there without the school of its wonders?...
And today it wears a sunny diadem on its head,

Which was heralded to it by Michelangelos.

Because I truly tell you: the fates of nations,
And the fate of humanity, and the world, and the heavens,
And the sun, and the choirs of stars, and the mineral core,
And the spirit!...

...and everything - takes its life from the Ideal.]

Meanwhile, the piano, the symbol of the ideal, is violently thrown out from a
burning building here. The ideal is undoubtedly profaned, broken, and, as a con-
sequence, divided into parts. These will be pulled apart by Passions. Another
image, a man’s noble thought ruined by men’s wrath - it means it was not only
misunderstood, but also rejected, both “in itself” and in its consequences: “jak
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od wieka wiekow — wszystko co zbudzi” [- ever and evermore - With all that will
awaken]. The profanation refers to the ideal of Poland, the zenith of its perfec-
tion (this sentence must be read as a whole: Poland taken from the zenith of the
all-perfection of history, a Poland of transfigured wheelwrights — he proclaimed
with an anthem of admiration), an ideal which has not yet been achieved because
it will only become a reality when Poland, having returned to the essence of
its origins and enriched with general humanistic ideals, becomes the Poland of
“wheelwrights transfigured into kings”

The profanation of the ideal is a fact, just as “men’s wrath” is a fact; this time it
is not the anger of marauding soldiers throwing away a lofty symbol of art, but,
unfortunately, of the compatriots who are unable to accept and appreciate the
“man’s noble thought,” the thought of the idea of Poland, an idea prepared for
it in eternity. Indeed “~ ever and evermore — With all that will awaken” because
of this thought is thoughtlessly manhandled and destroyed. Once again Norwid
voices the bitter truth about a nation that is immature and insensitive to the
values descending upon it, a nation as deaf as the cobblestones.

Hence now, at the end of “Fortepian Szopena,” when we hear the tragic
words: “Ideal siegnal bruku” [The ideal has reached the street], we cannot refrain
from thinking about the cruel irony of this situation. We are a society that was
not ready to accept the ideal revealed in Chopin’s art. The ideal has fallen apart
before our very eyes. It does not matter what power caused it. In fact, the “late
grandson” has no reason to rejoice. For us, everything has ended regardless of
whether it was our fault or not.

However, this is not the only way to interpret the final verse of “Fortepian
Szopena?” I have already drawn attention to the role of the words: “Lecz Ty? -
lecz ja?” [But You? - but I?]. Is our “sadne pienie” [judgement chant] supposed
to be a chant heralding the end? Let us once again recall the distinction between
“$mier¢” [death] and “zgon” [untimely departure] from the last poem of the
Vade-mecum cycle — “Na zgon $p. Jozefa Z” [“On the Death of the Late Jozef
Z.”]. It now seems that everything depends on whether the fall and breaking of
the piano, the symbol, or more than a symbol, the embodiment of the ideal of
Chopin’s art, should be understood as death or untimely departure. In the first
case, the former interpretation applies. In the second case, the call: “Ciesz sie,
pdzny wnuku!” [Rejoice, our grandson yet to come!] takes on the tone of real
hope. The untimely departure is a testimony - a testimony for us. This is how the
essential meaning of the poem dedicated to Jézef Z. is presented. The smashing
of the piano is undoubtedly a sacrifice. But as a result of it, the ideal does not
have to perish forever. Was the image of “upuszczonej przez Orfeja liry” [the
lyre dropped by Orpheus] not been complemented by the reflection that “si¢
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rzutu-moc z pieénig przesila® [force-of-thrust struggles with song]? Do we not
have the right to expect a further continuation here too: in the song?

In the normal course of things, the ideal descends to people by its gradual
elaboration through art. Here it came down by violence, but it came down, re-
vealed itself, and touched the lowest level. And, most importantly, it found a
response, although a specific one. Stones have a dual nature. It is true that the
piano is smashed against them, but they are also capable of moaning. This is their
deepest response. A colon before the sentence: “Ideal siggnat bruku” [The ideal -
has reached the street — -], allows us to assume that these are the words uttered
by the stones! Therefore, smashing does not mean annihilation; it is a necessary
sacrifice made to reach out to the lowest regions of reality which should also be
permeated by the ideal; they can respond to it and, by default, they can appreciate
it. Such an interpretation of the breakdown and preservation, of reconstructing
the broken one and raising it to a new, higher level, which also means returning
to the “consummate completion,” is confirmed in an earlier poem from the
Vade-mecum cycle, entitled “Moralnosci” [“Moralities”]. It is about Moses’ two
tablets, of which: “Druga - calym pekla kamieniem / O twardos¢ ludu” (PWsz
11, 78) [The second - the whole stone split / Against the hardness of the people.].
It is essential to recall here the end of this poem:

Az przyjdzie dzien... gdy gniew, co zbit tablice,
Stanie si¢ zapalem, ktéry tworzy:
Rozniepodziane ztozy
I pogodne odkryje lice.
(PWsz 11, 79)

[Until the day comes... when the wrath that has broken the tablets,
becomes the zeal that creates:

It will gather the dispersed

And reveal bright faces.]

Going back to “Fortepian Szopena” - the words “Ideat siegnal bruku” [The ideal
has reached the street] are followed by two hyphens. The poem has ended, but
the thought has been left unfinished. It should be completed — a demand pos-
tulated by Norwid many times. What are the consequences of this event? Is it
not a necessary condition for the transformation of a “Poland of wheelwrights?”
After all, as the Epilogue in Promethidion states: “W Polsce - od grobu Fryderyka
Chopina rozwinie si¢ sztuka, jako powoju wieniec” (DW 1V, 133; secondary
emphasis added by W. S.) [In Poland, art will develop from the grave of Fryderyk
Chopin as a wreath of bindweed ...].
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The image of reaching the street by the ideal had been anticipated before.
The dialectic character of perfection-imperfection was signalled in the image
of “klécenie si¢ klawiszy” [keys wrangling with one another], in the fall of
Orpheus’s lyre, and brought to a climax in the image of scattering of an ear of
wheat, the destruction of perfection, and the impossibility of maintaining the
balance.® All these situations are connected with the essence of “our” reality,
with the essence of “this globe,” and only that in each of them the privation/lack/
deficiency manifests itself differently - from the master’s control (the argument
of the keys), through the accidental dropping of the lyre, the inability to main-
tain a state of special tension, the necessary condition of perfect maturity, which,
therefore, itself bears the seed of doom - to the violent act, is inflicted on this per-
fection as if from outside, by the evil inherent in people. But every such situation,
absolutely every situation, also includes the seed of revival. The clash of positivity
and negativity leads to “abolition,” which starts the new process of synthesising
the shreds of the broken whole and ascending to the ideal.

This was the second interpretation of the ending of “Fortepian Szopena”
But which interpretation is the right one? Seemingly, it would seem both. For
both can be confirmed in Norwid’s texts and in his thoughts. One would have
to agree that the ending of the poem is ambiguous and even that this ambiguity
was intended by the author. Some things remained unsaid - and this should
remain so. The two interpretive possibilities could therefore be complementary.
Unfortunately, however, this solution is not free of certain difficulties or even
contradictions. If we adopt the first interpretation, which highlights irony, we
will be concerned about its incompatibility with the deepest sense of the poem.
If we adopt the second, there will be a shadow of uncertainty as to whether we
have not sacrificed something that is so characteristic and important to Norwid’s
thought - irony.*?

And yet, despite everything, there is a solution. The ending of the poem is
not ambiguous, and the two suggested interpretations are not equivalent. We
just have to distinguish between the superficial and the deep, and between the
truth “for now” and the truth for the future. The fall of the piano does not herald
the end of the ideal revealed in the poem. This would seem to be the case if one
took into account the time when it happened, the situation in which it was not
yet entirely possible to understand what was most important. Just as in the first
poem of the Vade-mecum cycle, also here Norwid refers to the “late grandson”

31 This was pointed out by Sandauer, “Pasja §w. Fortepianu,” p. 21.
32 See Sandauer, “Pasja §w. Fortepianu,” pp. 22-24.
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“Rejoice” is uttered completely seriously. In a world in which it is impossible
to retain perfection, the only way to achieve it is through its dynamic develop-
ment.* This, in turn, necessarily means dispersing and collecting, losing and
rising again, death and resurrection - there is no other way. Life requires sacri-
fice; the future requires overcoming the past. The hope underlying this process is
as strong as love, reborn in different shapes of beauty.

Such an interpretation of the ending of “Fortepian Szopena” allows us also
to read its beginning in a different way. Strophe 1 now turns out to be a pre-
lude announcing, in the most concise way possible, the entirety of the essential
meaning of the poem. The words: “Pelne jak mit” [Full - like Myth] do not refer
to an undefined concept of myth, but to the concept of development and achieve-
ment of fulfilment outlined in strophes 4 and 7. “Swit” [dawn] means hope for
the new, the dawn of what is to arrive and come true despite the approaching
death - or rather through it. And finally: “Gdy zycia koniec szepce do poczatku”
[When life’s end whispers to its beginning] does not necessarily have to be read
as a reminder of the beginning of what was and is about to pass away completed,
but as a prophecy of the beginning of a new phase of development of the same
ideal, but in a changed, more mature and, above all, better and deeper form...

Although the direct object of the poem is Chopins art, the scene, the meta-
physical horizon in the deepest deposits of the layer of content becomes the entire
reality. It is stretched between what is absolutely perfect, characterised by full-
ness, “‘completion,” eternity, and finally, not called directly by name, beauty (we
can call it the sphere of ideas), and the “globe” stigmatised by its accidentality.
However, these two spheres are not isolated from each other. The ideal, which
in its various manifestations (“the Love’s profile”) lends itself to earthly reality,
does never fully remain in it in its pure form, but is condemned, or condemns
itself, to “rozmienienie” [fragmentation], dispersion, and destruction. But this,
too, never comes to an end, to absolute destruction, and perhaps this final stage
of disintegration is an indispensable condition for entering the path returning to
the ideal — death can become untimely departure. After all, the globe “wyrzuca
przed si¢ zadatek” [prefers always to pay — a deposit], thus it starts a new job —
the difficulty is to bring it to the end and to achieve completion. Scattered values
can undergo a purifying transformation and rise to a higher synthesis. Both the
“descending” of the ideal and its “raising” are achieved through art. It is art that
constitutes the main factor (and simultaneously the expression) of the devel-
opment of mankind, if only it synthesises in itself the highest values that it is

33 See Makowiecki, “Norwid mysliciel,” esp. pp. 54-55.
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able to develop. Among them, the most important are the humanistic values
represented by ancient art and morality, Christian religious values, and finally,
in particular, national values — though the poem only mentions Polish national
values. All of them, however, must be “transformed,” i.e. brought to the purest
and highest form - only then can they melt into a single whole, capable of
reaching the ideal. This happens in those short moments when art, by the power
of the artist’s genius, reaches its fullest actualisation* and, at the same time, such

a tension of perfection and harmony that it is simply no longer possible to main-

tain it under the conditions of our world.

2 A characteristic feature that imposes itself at the first reading of the poem is its
musicality.”® It manifests itself in various dimensions: in the formal construc-
tion resembling a cyclical form, in the polyphonic course of the main threads,
in the waving and contrasting of moods and tensions, and finally in the most
basic layer, in the selection of verbal sounds and the use of rhythm.

The poem begins with a phrase with a muted sound and a calm, as if halted,
rhythm. This rhythm, like a slow and sweeping pace, seems to force us to reflect
on both the deepest and ultimate matters.

But the rhythm of “Fortepian Szopena” is constantly changing. It adopts dif-
ferent figures but always those most closely corresponding to the meaning of the
poem. At the same time, the agogic course of the work changes. In the middle
part, the poem flows slowly, in a dignified manner, and calms down in evenly
stressed phrases of verses proclaiming the ideal of art. In the last strophes, the

34 This moment of actualisation and simultaneously blending the artist with art is
emphasised by Norwid in the drama Kleopatra i Cezar [Cleopatra and Caesar] (Act
III, DW VI, 386): “Znikna¢ we wykonaniu dziela! - oto sztuka! / Kapitalniejszej nie
znam precepty i mysle, / Ze znaé innej nie moze uwazny pracownik. / Powiadaja, ze
dziela maja nas uwieczniaé: / Nie to wszelako czyni je drogimi. One, / Gdyby nasz
przewlekaly zywot z nedzg jego, / Ze zazdrosciami ludzi, z odbytych walk trudem, /
Zaiste, ze cenniejsze bylyby, im wiotsze!...” [To disappear in the execution of a work! -
that is art! / I know no more terrific recipe, and I think / That an attentive worker
cannot know any other. / They say that works are supposed to immortalise us: / That
does not make them valuable anyway. They would be / If they threaded our life along
with its misery, / With the envy of people, with the hardships of the fighting, / Indeed,
the more fragile, the more valuable they would be!...].

35 An excellent analysis of the aesthetic aspects of “Fortepian Szopena” was presented in
a study by Makowiecki (“Fortepian Szopena”), the rhythm of the work was carefully
examined by Filip, Cypriana Norwida “Fortepian Szopena” ze stanowiska twérczosci
poety odczytany, Chap. 4.
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rhythm is accelerated which is strengthened through the multiplication of short,
stressed syllables:

Patrz!... z zautkow w zautki
Kaukaskie sie konie rwg

Jak przed burza jaskotki,
Wys$migajac przed putki,

Po sto - po sto - -

[Look!... from alleys to alleys
Caucasian horses tear forth,
Like swallows before a storm,
Ahead of their brigades -
Hundred - by hundred - -]

- to change again and calm down at the very end, until the last words: “Ideat -
siegnat bruku” [The Ideal - has reached the street — -].

The dynamics of the poem goes hand in hand with the qualities of its rhythm
and agogic. From the piano of the first strophes, silenced to a whisper, it goes
in the middle part to the full voice revealing the essence of art, to the forte of
“BRAK?” [privation/lack/deficiency], to rise to a desperate cry of the last strophes
through the crescendo in the description of what is happening next to the burning
building and in it. Furthermore, we may have the impression that the words
ending the poem sound like chords, each one quieter than the previous.

The musicality of the poem stems from the spirit of Chopin’s music. In saying
this, I do not mean any literal “illustration” that could be made concrete, for
example, in attempts to “backing” the particular strophes of the poem with
Chopin’s works. It would make even less sense to ask what Norwid might have
heard when he composed the verses of “Fortepian Szopena,” or which works he
knew best, what he experienced “live;” or which of Chopin’s works were most
important to him. This concerns an issue that is more important and, at the
same time, much more difficult to capture — the special correlation between the
aesthetic qualities and forms of those qualities, which seem surprisingly anal-
ogous in Chopin’s art and its “description” by Norwid. If “Fortepian Szopena”
resembles cyclical musical work in its construction in which the individual links
differ in tone, rhythm, agogic, emotional character, and yet still form a single
cycle, then one cannot resist the thought, that the closest analogy of the poem
could be Chopin’s Preludes, which encapsulates such an incredible wealth of
feelings and moods, so compelling for reflection and revealing qualities impos-
sible to express in another language - tragedy and serenity, drama and calmness,
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idyll and metaphysical solemnity. But other works by Chopin may also come to
mind, especially those with an elaborate form, and among them, above all, some
polonaises. Provided that the interpretation proposed in the previous part of the
article is correct, the juxtaposition of “Fortepian Szopena” with the polonaise,
with its “idea,” finds an interesting confirmation in Norwid’s own opinion about
this “Polish dance:”

POLONEZ, kreacja juz nie prowincjonalna, pojedynczego elementu, ale cato-narodowa,
mogaca si¢ rozciggnac od religijnego rytmu az do tej powaznej mimiki chéréw lub
tryumfow starozytnych, ktére na bareliefach greckich i rzymskich spotykamy. Jako
powaga rytmu tej jest warto$ci i to miejsce zajmuje u Polakéw, co np. (w rozwijaniu si¢
piesni u Grekéw) Epopeja. (PWsz V1, 387)

[The POLONAISE, no longer a provincial creation of a single element but a whole-
national one, which can range from a religious rhythm to that serious countenance of
the choirs or ancient triumphs that we encounter in Greek and Roman bas-reliefs. The

value of the seriousness of this rhythm and the place it occupies among Poles is similar
(in the development of songs in the Greek culture) to Epic.]

Of course, a clear indication of a particular polonaise by Chopin would be
impossible. But perhaps one of the most mysterious, evocative of the whole array
of the imperceptible varieties of the idea of values: drama, tragedy, loftiness and
reverie, but also surprising in its middle part due to the cheerful rhythm of the
mazurka - in a word: Polonaise in F sharp minor, Op. 44, would be the closest to
the emotional aura of Norwid’s poem. Of course, it is only a suggestion, one of
many possibilities, but probably worth noting and investigating in the future...

And what about the layer of images evoked?

The images that appear before our eyes are highlighted by the words of the
text which clearly direct the gaze of the observer to the hand that “mieszala mi
sie w oczach z klawiaturg” [fused in my eyes with the keyboard], to the host that
“przez blade widze zboze” [through the pale wheat I see] - or drawing atten-
tion of another person to something: “Oto - patrz, Fryderyku!... to - Warszawa”
[Look then — Frederic!... this is - Warsaw]. And everything appears in a clearly
marked perspective, in close-ups or from a distance, as if as a result of partic-
ular camerawork - coming closer or moving away from the objects portrayed.
Chopin’s hands are visually blended with the keyboard because we look at them
from a close-up, but the image of Warsaw “pod rozptomieniong gwiazdg” [under
a flaming star] is first presented as if from a bird’s eye view, and only later to
reveal more and more additional details: houses, the cobblestones of squares,
Sigismund’s sword, and even the organ hidden inside the Parish church. The
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same “filmic” way of zooming in and out can be found in the description of the
fire, except that the gaze slips from such details as “czota ozatobionych wdow”
[widows’ mourning brows], to “ganek kolumny” [balcony’s columns], and all this
is taking place in motion, in the nervous rush of a man really flipping his gaze
from one place to another.

This is accompanied by a masterful and meaningful use of colour. The initial
image emerges from an indeterminate pallor of dawn; and the whole is subordi-
nated to this gentle glow, blurring all sharp contours — even when the attention
is focused on the detail brought to the foreground:

Ktorego reka... dla swojej bialosci
Alabastrowej — i wzigcia — i szyku -

I chwiejnych dotknie¢ jak strusiowe pidro —
Mieszata mi sie w oczach z klawiaturg

Z stoniowej kosci. ..

[Whose hand... with its alabaster
Whiteness — and manners, and chic,

Its swaying touches like an ostrich plume -
Fused in my eyes with the keyboard

Of elephant tusk... ]

White remains the dominant colour of the images emerging based on the first
strophe. An alabaster hand, keys made of ivory, marble - and later white grain,
the host, and finally, not directly visible, but inevitably suggested, the bright
whiteness of the robes of transfigured Christ on Tabor.

Only one more colour is recalled in this part of the work: “zloto-pszczota”
[golden-bee] Poland and an ear of wheat, “zloty kometa” [a golden comet] -
thrown in like an embroidery against the background of whiteness that saturates
everything.

But suddenly the picture changes. “Rozplomieniona gwiazda” [a flaming star]
appears in the sky; the view of the flames devouring the building adds redness to
the image, and finally, everything is obscured by the blackness of smoke. And it is
precisely black that now becomes the colour defining every detail: the Caucasian
horses compared to swift swallows, “czota ozalobionych wdéw” [widows’
mourning brows], granite cobblestones, and finally, “sprzet podobny do trumny”
[coffin-likened object] — the piano. The gentle contours of objects described in
the first strophes give way to brightness, the flimsiness of touches, and the gentle-
ness of pushing keys - to the cruelty done to women’s bodies who are “kolbami
pchane” [pushed by rifle butts]...

White and black - like black and white piano keys...
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The qualities signalled here, which are present both in the layer of sounds
and in the layer of images in the poem, harmonised with the richness and ever-
growing depths of its meanings, lead to extraordinary selections of aesthetically
valuable qualities, determining the values foregrounded in the individual parts
of the poem. Here, it is difficult to speak merely of aesthetic values, unless one
means integral aesthetics, capable of synthesising — in a particular kind of axi-
ological unity — various types of values, including moral and religious values.

The lines of the first part of the poem, the most personal and reflexive, are
enveloped in an aura of extraordinary gentleness, restraint, subtlety, and silence.
Since everything that is described is evoked as a reminder, while at the same
time it is presented in the detail of the closest view, it creates a specific dialectic
of distance and closeness.

The thought runs in its own, apparently held back (sostenuto) rhythm, in line
with what is described in the object layer, where everything also proceeds as if
on its own, according to laws specific to itself: the nudging of the strings, the
argument of the keys, the movement of Chopin’s hand “blogostawigca kazdemu
akordowi” [blessing each chord].

In strophes 4 and 5, which resemble an anthem celebrating Chopin’s music,
an anthem sung in joyful but subdued exaltation, new voices come to light -
moments of joy and seriousness, but also extraordinary peace, familiarity, idyll,
even pastorality — if we understand pastorality not merely as ordinary “rusticity”
but its ideal, subjected in a way to the “shepherding” of values higher than it,
including religious values. The calmness of these strophes and their partic-
ular brightness evoke an elegiac atmosphere which - still present in strophe 7,
speaking of art in general — becomes more exalted, reaching the superordinate
axiological categories of solemnity and loftiness. ..

It is in this mood of solemnity that the great words about Love’s profile and
perfect fulfilment are uttered. This mood only fades when the sharp and heavy
word “brak” [privation/lack/deficiency] is spoken, and further when, in an atmo-
sphere of certain sadness and resignation, the essence of “tego globu” [this globe]
starts to be explained in a gradually calmer tone.

And finally, the final strophes - the most dramatic, breathing terror and rising
to the point of screaming, strophes in which every image, every sound of the
word is subordinated to the prevailing atmosphere of tragedy, which is all the
deeper, because it is not only seen, almost tangibly felt, but the reader is also
aware of all its horror, since the thread of bitter reflection constantly intertwines
here with vision.

Then comes the “coda” containing the most difficult words - not only for
a purely content-related interpretation but also an aesthetic interpretation.



188 Wiadystaw Strézewski

For - despite the justification provided above - there remains a shadow of this
mysterious ambiguity, a painful hiss of irony, which seems to want to break
through to the surface, even if it is going to be ultimately suppressed by the deep
and dominating serio. The final words of the poem make us think; it is due to
them, inter alia, that this work, closed in its perfection, also becomes an “open
work”*¢ Fulfilment is not equivalent to limitation; after all, through constantly
re-initiated concretisations, it can be accomplished infinitely...

There comes a moment to put aside all analyses and interpretations and return
to the very text of “Fortepian Szopena.” Let it speak for itself and reveal itself in
its truth, undisturbed by anything, or any other foreign thought. Let it reveal
itself as yet another sign of perfect fulfilment.
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Fate Crucified

Abstract: “Fatum” from Vade-mecum is interpreted in the context of Norwid’s entire literary
output and from the models of romantic, lyrical poetry. The author aims at showing Norwid’s
attitude towards suffering, which disables man like an irreversible Il Fate or Misfortune.
A comparative analysis of “Fatum” points to the Christian concept of suffering where suf-
fering is considered to be a profit rather than a loss. Man should experience suffering and not
“swerve” in the face of Misfortune. He must adopt the priestly attitude (“Sfinks”) towards his
own history and experience it as a great celebration “in Spirit and truth” (John 4: 23) and with
everything good and acceptable since everything comes to us directly from God (“Dookota
ziemi naszej. Pie$i”). Yet, in his liturgy, which reflects the Mystery of the Passion sufferings
resulting from all the misfortunes (but not from the sin!), occupy a privileged place. They bear
the name of the cross and render it possible to experience the Pascha that is the transition
from death to resurrection [“A Pani c6z ja powiem?”]. Biblical Adam, the first man, could not
“see” and therefore was defeated by the Serpent; pre-Christian Socrates could “see” but was
not conscious enough of his “seeing” Only the man of the Christian era delivers himself and
the whole world from Ili Fate by taking it upon himself. Christ, another Adam, revealed the
mystery of the cross and now gives it to man as the armour of God for his wrestling against the
world rulers of this darkness (Eph 6: 19-20). Christ had already won this fight and now this
fact guarantees man'’s victory. Therefore, this is a glorious cross, radiating resurrection. For, in
Norwid’s world of values, the cross occupies the main point of the divine and human universe.

Keywords: Cyprian Norwid, Vade-mecum, Christianity, Christian tradition, Christian
concept of suffering

1
Jak dziki zwierz przyszlo Nieszczescie do cztowieka
I zatopilo wen fatalne oczy...
- Czeka - -
Czy, cztowiek, zboczy?

1I
Lecz on odejrzal mu, jak gdy artysta
Mierzy swojego ksztalt modelu;
I spostrzeglo, ze on patrzy - co? skorzysta
Na swym nieprzyjacielu:
I zachwialo sie calg postaci waga
- I nie ma go!"
(PWsz 11, 49)

1 All highlights in Norwid’s texts — unless stated otherwise — come from the poet.
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[Misfortune, like a wild beast, accosted man
And pierced him with its fateful eyes...
— Waits - /
Will man swerve?

II
But he gazed back steadily like an artist
Who sizes up his model’s form;
Noticing that he looks — how? to profit
From his foe:
It staggered with all its weight
- - And is gone!]?

1

This quote from “Fatum” [Fate] represents the thirtieth “stop” on the road
through the “hell of modern times,” to use the expression of the tireless pub-
lisher, Juliusz Wiktor Gomulicki.> Through the hell of the nineteenth century
daguerreotyped with the “Dantean” pen of Cyprian Norwid in the poetic cycle
Vade-mecum which was not published during the poet’s lifetime, it is known that
the call, “Follow me,” was addressed by the dialogue-thirsty author of this “artist’s
diary” primarily to a contemporary audience. Taught through experience that
manuscripts are lost, publishers in the end terminate contracts because of the
permanent accusation of the “darkness of speech” He ultimately relied on dia-
logue from beyond the grave, with “his late grandchild” that “on spomni mnie...
bo mnie nie bedzie!” (PWsz I1, 17) [“will recall me... when I'll be no more.”]*

In a letter to Henryk Merzbach dated 7 June 1866, a publisher and a poet (one
lowbrow in comparison!), lucky in being able to make his poetry accessible to the
audience, Norwid recommends his own cycle as “a reply-song to [Merzbach’s]
booklet Z wiosny [From Spring] - because it is Z jesieni [From autumn]!” Later
on, Norwid says:

Jest to moje “Vade-mecum” ztozone ze 100 ryméw najwszelakszej budowy, a misterng

nicia wewnetrzng zjetych w ogoél. Sa to rzeczy gorzkie, moze glebokie, moze dziwne - -
niezawodnie potrzebne! (DW XII, 475)

2 Trans. Adam Czerniawski, Cyprian Norwid, Selected Poems (London: Anvil Press,
2004), p. 67.

3  Comment. VII. Vade-mecum. 1865-1866, in: C. Norwid, Dziela zebrane, ed.
J. W. Gomulicki (Warszawa: Pafistwowy Instytut Wydawniczy, 1966), Vol. 2: Wiersze.
Dodatek krytyczny, p. 729 (further cited as Dz 2).

4 Thelast verse of the prologue piece in Vade-mecum begins with the incipit: “Klaskaniem
majac obrzgkle prawice” [Their Hands Swollen from Clapping]. Trans. Danuta
Borchardt, in: Cyprian Norwid, Poems (New York: Archipelago Books, 2011), p. 19.
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[It is my Vade-mecum, composed of 100 rhymes of various structure, joined together by
an intricate inner thread. These ideas are bitter, maybe deep, maybe strange — undoubtedly
necessary!]

“Fatum,” as the thirtieth “rhyme,” diligently entangled with the “intricate thread”
of references to preceding and following poems of the anthology, is surely “deep;’
“strange,” and “undoubtedly necessary”” It may not be “bitter” in itself; so we have
to ask, what is the source of this bitterness? Or perhaps it is “bitter” in the sense of
readership pragmatics, meaning that the message to the reader contained therein is
not executed, that the deep existential wisdom found in it remains in the “realm of
the ideal” and the utopia inaccessible to human experience?

The semantic “strangeness” and “depth” of “Fatum” may have provoked the
most prominent critics of our widely understood modernity to lighten the “dark-
ness of [this] speech,” and to undertake many attempts to light the hermeneutic
candles. In 1948, a comprehensive analysis of the poem was published in Stefan
Szuman’s book O kunszcie i istocie poezji lirycznej [On the Artistry and Essence
of Lyrical Poetry]; it treated this Norwidan miniature in an exemplary manner
and stated that “one of the essential features of an actual lyrical work is its lap-
idary nature”® In that same year, Kazimierz Wyka in his publication entitled
Cyprian Norwid. Poeta i sztukmistrz [Cyprian Norwid. Poet and Magician] also
refers to “Fatum,” as if it were impossible to discuss the essential qualities of
the poetry of this nineteenth-century Magician without including this poem.
In 1971, a jubilee year for Norwid, Zdzistaw Lapinski in his monograph (a short
but highly inspiring and balancing what was the most accurate in Norwidology),
again despite the asceticism in quoting, recalls this text of interest and states in
the chapter on Norwidan anthropology that “the role of artistic activities related
to personal growth was most eloquently laid out in the metaphoric “Fatum™?®
Furthermore, “Fatum” could not be overlooked in the paper by Michat Glowinski
entitled Norwida wiersze-przypowiesci [Norwid’s Poem-Parables] delivered at
the conference of the Institute for Literary Research commemorating the 150
anniversary of the poet’s birth.” And recently Danuta Zamacinska confirmed the

5 Formula from “Ciemno$¢” [Obscurity] included in the Vade-mecum cycle (IX), PWsz
I1, 26. Further quote also from here.

6 Stefan Szuman, O kunszcie i istocie poezji lirycznej (Torun: Poligrafika, 1948), p. 113.

7  Kazimierz Wyka, Cyprian Norwid. Poeta i sztukmistrz (Krakéw: Polska Akademia
Umiejetnosci, 1948), pp. 36-37.

8 Zdzistaw Lapinski, Norwid (Krakéw: Znak, 1971), p. 78.

9 Michal Glowinski, “Norwida wiersze-przypowiesci,” in: Cyprian Norwid w 150-lecie
urodzin. Materialy konferencji naukowej 23-25 wrzesnia 1971, ed. M. Zmigrodzka
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previous state of research on the poem with particular emphasis on the interpre-
tation by Wactaw Borowy published in 1947 in Gféwne motywy poezji Norwida
[Leading motifs in Norwid’s poetry],'° and wants yet again to “light the candle
herself” She rebels against:

formulas that lead us away from the monumental view of man, from intellectualism,
from moralism - towards the observation of mechanisms that are rather simple but
deeply rooted in every human being. If a psychologist calls them very unpoetically “self-
defence mechanisms,” typical to all living beings, then Norwid allows me to see this
encounter with fate in more human categories — and without the lofty loneliness of the
chosen one "

From the perspective of the quoted statement of the last personal act of “lighting
the candle,” this attempt at interpreting the poem will be close to the protest
against its intellectualism (Wyka), against moralism (Szuman), and against
“monumental perception of man” (Borowy). However, the motifs that explain
the condition of a Norwidian Man threatened by misfortune are also found in
places other than “self-defence mechanisms.” Because the second fragment of
the piece, despite some artistic shortcomings revealed by Zamacinska,'? cannot
be belittled by indicating its nineteenth-century conventionalisation, which
barrens the poetic potential and deprives the text of the power capable of moving
the imagination a bit more vividly.

The poet fervently postulates the reception of individual poems in Vade-
mecum in the context of the entire cycle, even his entire oeuvre, which is indi-
cated by stylistic and conceptual references to “Fatum” found in other texts from
Norwid as noted in a commentary by Gomulicki.”® It is true that rationalisa-
tion and objectivisation of grate (real) misfortune exceed the capabilities of the

» «

human condition, one shaped by “psychophysical parallelism” “Our integrity,

(Warszawa: Panstwowy Instytut Wydawniczy, 1973), pp. 102-103. This article was
published in the first volume of On Cyprian Norwid. Studies and Essays, ed. A. Brajerska-
Mazur and E. Chlebowska (Berlin: Peter Lang, 2019), pp. 337-374.

10 Waclaw Borowy, O Norwidzie. Rozprawy i notatki, ed. Zofia Stefanowska
(Warszawa: Panstwowy Instytut Wydawniczy, 1960), pp. 55-56. “Leading motifs in
Norwid’s poetry” was published in the first volume of On Cyprian Norwid. Studies and
Essays, pp. 123-172.

11 Danuta Zamacinska, “Kilka uwag o czytaniu liryki Norwida,” Pamigtnik Literacki, Vol.
71, No. 3 (1980), p. 197; see also the article “Discovering Norwid’s Poetry” in the first
volume of On Cyprian Norwid. Studies and Essays, pp. 427-464.

12 Zamacinska, “Kilka uwag o czytaniu liryki Norwida,” p. 197.

13 Dz2, pp. 786-787.
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therefore, requires — as Lapinski outlined Norwid’s thought - that all behaviours
are the actions of a creation conscious of its carnality”** In Norwid’s lyrical expe-
rience that “czlowiek cielesny” [carnal man] no longer exists on its own, but in
unison with other men and potentially according to Christian views - organi-
cally joined since birth with the first one:

Ze cie egipskie przyniosly zurawie -
Ze Boga jeste$ sasiadem — czlowiekiem.
(“Cztowiek” [A Human]; PWsz I, 272)

[... That Egyptian cranes brought you -
That you are God’s neighbour - a man.]

In relation to this couplet, Norwid offers a folk and biblical comment about the
proximity of homelands, the neighbourhood of Man and God-man, Christ:

Dzieciom w Polsce méwig, iz czlowieka na $wiat przynosi bocian lub zuraw: w czym
lezy parabola, iz z gornych stron i od wschodu ludzko$¢ bierze poczatek. (PWsz 1, 272)

[Children in Poland are told that a stork or a crane brings a child into the world: there
lies a parable that humanity takes its beginnings from above and in the east.]

In the final part of this text, a man as God’s neighbour (also in the literal
sense: Egypt and Palestine) will be called “God’s Man.” The Gospel of Matthew
(2: 15) also moves from analogy to identity, asserting the fulfilment of the
prophecy of Hosea: “And so was fulfilled what the Lord had said through the
prophet: ‘Out of Egypt I called my Son.”" Egypt is also the country of cap-
tivity which Yahweh summoned his Son Israel to bring him to the land of milk
and honey.

It is notable that Norwid’s “man” profiled in this way, suspended between
slavery and freedom, remaining in both happiness and misfortune, and will be
“nie bardzo szcze$liwy” [not really happy] but this will enable him true existance
in a carnal and spiritual identity, in a word - as a God-man:

Nie! - ty badz raczej nie bardzo szczesliwy — Pierwszym nie bedzesz, ni
ostatnim, przeto

Badz niezwodzonym! — umarly czy zywy? -

Cykutg karmion czy miodem i mlekiem? -

14 Lapinski, Norwid, pp. 53-54.
15 Holy Bible, New International Version, https://www.biblegateway.com/passage/?search=
Matthew%202%3A15&version=NIV
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Badz: niemowleciem, mezczyzng, kobietg —
Ale przed wszystkim badz: Bozym Czlowiekiem.
(PWsz 1, 274)

[No! - youd rather not be really happy -
You will not be the first, nor the last, so
Be undeceived! - dead or alive?-

Fed hemlock or milk and honey?-

Be: an infant, a man, a woman —

But above all, be: a God’s Man.]

It is notable that the Norwidian postulate of becoming “God’s Man” also takes
into account self-knowledge triggered by suffering, present already in the pre-
Christian period and attributed to Socrates (“cykutg karmion” [fed hemlock]).
This Socratic anticipation of the Christian attitude towards suffering returns in
the verses of this poet and stylistically correspond with “Fatum.” Patristic litera-
ture also annexed pagan wisdom according to the principle that everything true
must be Christian.

2

The most outstanding achievements of pre-Norwidian Romantic poetry break
with the rhetorical expression of Enlightenment, with its pursuit of essen-
tial approaches suggesting psychological expression reveals unique situations
within human existence. The lyrical subject is the bearer of a particular biog-
raphy immersed in clearly defined space-time realities. The Enlightenment
optimism, originating in the belief in the meaning of life within a rationally inte-
grated world, is negated in Romanticism by the events of large and small history.
The time of both large history and the time of individual experiences become a
source of permanent suffering. Hence, various attempts to exorcise time.

In patriotic poems, for instance, time destroying the national entity is repealed
due to various forms of activities. The insurgent lyrics carried the apotheosis of
the armed movement and heroic attitudes in the Romanticised ode, elegy, and
soldier song.

A Romantic poet tries to eliminate the painful sensations of the destruc-
tive activity of time in individual history, time directed at the moment of death
through various forms of immortalisations: permanent presence in culture,
especially by the creative poetic word (Mickiewicz, Stowacki), embracing the
moment, that Byronic “drop of eternity;” and, above all, by wandering “in search
of the time lost” to the gone Arcadia of childhood (mystical lyrics of Stowacki,
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Lausanne lyrics by Mickiewicz), or projections into the future that appear as an
allegory of eternity (Psalmy przysztosci [Psalms of the Future] by Krasinski).'®

Such attempts to tame misfortune, if only in the dimension of genesian mys-
ticism, were undoubtedly rooted in escapism, building deluded asylums (the
awareness of which again brought suffering) on the grounds of the psychological
self-defence mechanisms or religious needs embedded in man, often nebulous
or even unconscious.

“Fatum,” written by Norwid, who does not want to owe anything to the
Romantic masters, fits this context. Even the poetics of didactic fables with the
Enlightenment tend to favour the defined approaches or related mechanisms
governing parables which are closer to his attitude. The “average man” will ap-
pear there again, but only seemingly close to the anthropology of Enlightenment.
While Norwid shares the belief in the existence of real Misfortune with the
Romantics, he does not bring it to the man disguised in historical-colourful
entanglements but orders this naked man to defend himself outside a particular
time and space, as each man is naked in his defencelessness: both in the bib-
lical account from the Book of Genesis (it is commonly known that the name
Adam means Man) and in the account from monumental Greece which knows
the tragic activity of Fate. Also, the nineteenth-century man is lonely and weak,
although “the work of history” devoted the most effort to form him (“Czasy”
[Times]).

Where, then, does the incapacitating power of Misfortune come from if its
simple stylistic expression is weighed, personification conventionalised by the
still Enlightened tradition, and a very frugal comparison to an equally well-
defined “beast?”

Furthermore, Vade-mecum contains a poem entitled “Smier¢” [Death]
(LXXXII) - death is one of the most expressive names of Misfortune, which reads:

Procz chwili, w ktdrej wzigla — nic nie wzigta:
- Czlek - od niej starszy!
(PWsz 11, 116)

[Barring the moment when he took, but took nothing:
— Man - is death’s elder!]"”

16 My broader deliberations on the Romantics struggling with time to move existence into
the eternal dimension may be found in “Mickiewiczowskie czucia wiecznosci’ (Czas i
przestrzen w liryce lozariskiej),” in: Mickiewicz. Sympozjum w Katolickim Uniwersytecie
Lubelskim, ed. Andrzej Podgorski (Lublin: TN KUL, 1979), pp. 333-378.

17 Trans. Borchardt: Norwid, Poems, p. 57.



198 Marian Maciejewski

Leaving for a moment “on the side” the Christian belief that Man does not die,
which is also an important notion for the interpreted poem, let us recall the
thought from the second stanza since, if paraphrased, it proclaims that death
does not “touch beings” but “circumstances.”

A moment in time dies or disappears, or the situation, not the man, under-
goes a transformation. The first part of “Fatum,” by proper “poruszenia mowy”
[stirrings in speech], perpetuates this sharp vision of the existential situation,
one of the “Dantean” stops on the road leading through the hell of the living,
with the daguerreotype method. Perhaps it contains there the most important
calling of poetry, especially the existential type? The essence continues anyway,
the circumastances disappear.

Therefore, all the compositional-stylistic means that paradigmatise time, let
us call them situation-forming, gain immense importance. The situation is a syn-
chronous approach to elements existing over time and seeing them in a relation-
ship. What may be a better tool for reporting than measuring something with
one’s own eyes? Therefore, the situation of a spiritual struggle, the very thought
process is metaphorically interiorised by the author as a battle “of stares” known
from the tales of hunters, Shakespeare, and the “mighty eye” of the Romantics.'®

we

18 Prof. Z. Stefanowska, while reviewing “‘Fatunmy’ crucified” for print, graciously drew
my attention to the fact that the Norwidian “battle of stares” has something of the
Romantic “might eye” and that “in the situation presented in ‘Fatum” it is possible to
find “reminiscences from Shakespeare’s Julius Caesar, in the line of Caesar in act II,
scene II, verse 10-12 Activating the Shakespearean tradition, so eagerly updated by the
Romantics, is entirely possible with Norwid, and even more so since it is known that the
poet read Julius Caesar in London - perhaps - looking “in Shakespeare’s works ... for
thoughts which in his days he could not literally feel” (C. Norwid. O Juliuszu Stowackim
w szesciu publicznych posiedzeniach (z dodatkiem rozbioru Balladyny), PWsz V1, 444). -
Shakespeare’s Julius Caesar could fight evil only with an “open visor,” objectivising it
cognitively exactly in terms of “staring battle:” “Caesar shall forth: / the things that
threatend me / Neer lookd but on my back; / when they shall see / The face of Caesar,
they are vanished” (http://shakespeare.mit.edu/julius_caesar/full.html). - It is a good
place to ask a question what kind of thoughts Shakespeare did not feel? Thoughts which
are also not included in Schiller’s The Glove translated by Mickiewicz, where the tiger
fights the lion “snarling with rage, round him warily stalks?” - The Romantics will
look for explanations for the power of the “mighty eye” in magic, in beastly magne-
tism and other supernatural forces inherent in man, cf.: Wactaw Borowy, “Potezne oko
Mickiewicza,” in: Wactaw Borowy, Kamienne rekawiczki, (Warszawa: Instytut Literacki,
1932), pp. 98-112, and Juliusz Kleiner, Mickiewicz Vol. 2: Dzieje Konrada, (Lublin: TN
KUL, 1948), pt. 1, p. 325. The study attempts to reveal Norwidian source of power.
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Stefan Szuman explains the metaphor imposed on the whole poem and consti-
tuting the situational core in the following way:

... in the eyes of misfortune, a man may read that it is as inevitable as fate, that there is
no escape, that it is as unrelenting as fate. But this metaphor is also illustrative. Although
“fateful eyes” (fateful gaze) do not exist, in the reader’s imagination, the eyes of a beast
gain some incredible power, a hypnotic expression from which a man cannot escape,
like a bird paralysed by the gaze of a snake. Fatal eyes are the relentlessness of fate and
an overpowering gaze at the same time. Therefore, this metaphor leads to the so-called
condensation of two meanings in one expression, which of course increases the range of
meanings and the weight of expression."”

“Fatum” executes the poetics of a deep paradox in the sense that it is about every
human being and every misfortune that totally degrades humanity and annihi-
lating it in a universalist dimension beyond the division of time and space, but it
is also simultaneously about misfortunes palpably tangible, actually prominent,
and about the undiminished man presenting himself in his psychophysical com-
plexity. This effect is achieved by Norwid by showing a situation precisely deter-
mined by the metaphor profiling the whole poem (“an eye fight”), and then by
clarifying, “sharpening” details on the linguistic plane of the text beginning with
the sound layer of the statements and ending with a functional outplay of syn-
tactic patterns and the overall textual composition with meaningful punctuation.
Concerning the phonetic layer, the text of the first fragment is far from the

classicist euphonic harmony or the songlike arrangements of Romantic lyrics
that feed on folk poetry in the style of Lenartowicz’s Lirenka-like wailing. The
poetics of dissonances and cacophonic rasps should be discussed here. This indi-
cated impression originates primarily in the oversaturation of the text with fric-
ative consonants (3, z, §, §), and especially the affricative (¢):

Jak 3iki zwie§ psysto Niescescie do ctowieka

I zatopilo wen fatalne ocy...

- Ceka -

Cy, ¢lowiek, zbocy?

The “unpleasant” wording is an unmistakable reference to the semantics of
misfortune and to the arrival of an unexpected Intruder who irrevocably and
fatalistically wants to destroy the substance of life. These rasps are in a way the
echoes of Misfortune and its intra-textual motivation. The sound structure of
the statements is semantised by Nieszczeécie [Misfortune] because the fricative
consonants §, § and the affricate ¢, ¢ that make-up half of the phonic material

19 Szuman, O kunszcie i istocie poezji lirycznej, p. 115.
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of this word, which is the grammatical subject of the main clause of the condi-
tional sentence. Misfortune spreads all over the entire sound layer of the utter-
ance because the consonants § and ¢ appear in virtually all other words. Above
all, it is important to note that ¢ occurs in the repeated word “czlowiek” [man],
in weapons used for combat, i.e. in “oczy” [eyes], and in verbs emphasising the
tension of the struggle: “czeka” [waits] and “zboczy” [swerve]. Thus, the for-
tress is nearly conquered; the enemy attacks from within. The noisy storm of
Misfortune is emphasised by rhymes with the consonant ¢: cztowiek [man] -
czeka [waiting], oczy [eyes] — zboczy [swerves]. The rhymes circle and enclose
the enemy. The attack from within is symbolised by internal assonances: zwierz
[beast] — wen [in it]. Misfortune compared to an animal resonates in the human-
oriented pronoun “wen,” reinforcing the feeling of being surrounded.

The entrapment is also evoked by the syntactic structure of the comparison
inverting the position of the secondary element to the first place to emphasise
the wild, pervasive attack, and its bestial, anarchic dimension, strengthened by
reversing the “natural” order.

But the change in word order also anticipates a decisive change in the situ-
ation in the second fragment, manifested precisely by the natural order in the
comparison and introduction of an oppositional reference. “Dziki zwierz” [wild
beast] - a reference from the world of natural chaos is confronted with the most
conscious behaviour of man, who in these activities becomes similar to the
Creator - in modelling his artistic work.

The second part of the poem, in which the attack is repelled (all the while
maintaining the metaphorical consequence in the “eye fight”) in its compositional -
stylistic profile seems to be freed from a suffocating embrace from nervous ten-
sion. The reply is delivered with a ‘full voice’ illuminated with a vocalic element.?
The affricate consonant ¢ does not appear at all, even though it dominated the
sound layer of the previous fragment and symbolised Misfortune and its dev-
astating expansion. Misfortune is also “disarmed” and linguistically tamed by

20 George Santayana, observing “rich vocalisation in various poets,” says that “the speech
of one man or one nation is compact, full of consonants, rough, ripped with expres-
sive buttons, and of the other one - open, light, fast, smooth” (“Interpretacje poezji i
religii,” trans. Jadwiga Lekczynska, in: Teoria bada#i literackich za granicg, anthology,
selection, introduction, comments by Stefania Skwarczynska, Vol. 2: Od przetomu
antypozytywistycznego do roku 1945, (Krakéw: Wydawnictwo Literackie, 1981) pt.
2: Od fenomenologii do egzystencjalizmu. Estetyzm i new criticism, p. 285). These two
types of poetic speech, differentiated by the organisation of the sound layer Norwid
activates to generate dramatic tension within a single poem.
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defining it in terms of interpersonal relations as an “enemy”” This de-bestiality in
favour of humanisation is also expressed by internal assonance (and alliteration)
opposingly corresponding with the previous one:

Lecz on odejrzat mu, jak gdy artysta
Mierzy swojego ksztalt modelu; *'

[But he gazed back like an artist
Who sizes up his model’s form;]

The wild animal becomes an orderly model.

In the previous passage, the man was an object and something passive, but
now gains the rank of a subject. His subjective behaviour is confirmed by the
neologism “odejrzal” [gazed back]; the prefix of which was added similarly to the
manner of forming words such as “odpowiedzial” [replied]. After all, the main
idea of the poem is to formulate the man’s response to Misfortune. It is about a
dialogue with events contesting the very process of life. Of course, this dialogue is
imagined in a sensual way to not lose the carnality of experience, as this loss could
lead to elusive theories. The image, however, is easy to precisely paraphrase into
an unambiguous statement revealing the actual course of thought. The couplet:

I spostrzeglo, ze on patrzy — co? Skorzysta
Na swym nieprzyjacielu:
(PWsz 11, 49)

[Noticing that he looks — how? to profit
From his foe:]

may be expressed in an unpoetic discourse: “and it understood that the man won-
ders how to benefit from his misfortune.”

3

And this reflection almost obsessively returns in Norwid’s deliberations as in
misfortune he sought for the key to solving the riddle of Man.

In 1849, in the introduction to the rhapsody entitled Niewola [Enslavement],
nine years before writing “Fatum,” if we agree with Gomulicki that the missing
Model of 1858 was its first version,”” Norwid wrote:

21 Underlining - mine [M.M.].
22 See PWsz XI, 215.
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Nie moge tu albowiem zapomnie¢ wzoru Sokratesa, ktéry obrazenie od kajdan
wytloczone na nodze uwazal za tres¢ i za przyktad popierajacy rzecz o bélu i stosunku
bolu do zywota, panujgc wyraznie tym sposobem nad fatalnoscig potozenia, owszem,
rosngc w wolnosci nie do pokonania pewnej siebie. (DW 1V, 42)

[For here I cannot forget the example of Socrates, who thought of the wound from the
shackles engraved in his leg as the essence and example supporting the concept of pain
and the relation of pain to life, obviously ruling over the fatality of his situation in this way,
yes, growing in the indestructible freedom sure of itself.]

Examining his own example (“wound from shackles”), “the relation of pain to
life” Socrates mastered the “fatality of his situation.” He entered the state of full
freedom, destroying the attack of misfortune with his attitude in the mental
dimension, though physically it may have continued to prey.

The strange attitude of Socrates, who does not escape his misfortune (“does
not swerve”) but consciously wants to use it, will return in Norwid’s letter to
Marian Sokolowski dated 2 August 1865 (it is the year in which the poet prob-
ably wrote “Fatum”). There will be formulas and syntactic constructions similar
to those he had used in the poetic text, and they have been spaced as well:

Rzewnie wspominam, iz Sokrates majgc bél od kajdan na nogach swoich starat si¢ stgd
korzysta¢, badajac stosunek bdlu do zywota. Nie wiedzial on jeszcze jasno i nie mdgt
wiedzie¢, co? przez to czynil... alez! czas juz wiedzie¢ jasno, iz wigksza czes¢ uciskow na
to przychodzi, aby prawda i znajomosc¢ jej nie byly zatrzymywane. (DW XII, 393)*

[T wistfully mention that Socrates, feeling pain from the shackles on his legs, tried to
use it, examine the relation of pain to living. He didn’t know it clearly yet and could not

know, what? what he did through it... but! it is time to know for sure that the greater part
of the oppressions comes so that truth and knowledge of it are not withheld.]

It is clear that Misfortune may be spoken of only if it becomes an internal experi-
ence and acquires a mental dimension. Therefore, although in the first part of the
work it “czeka” [waits], it was already experienced as evidenced by the semantics
of imaging, phonetic instrumentation, and sense of syntagmatic structure. And
it is the only background against which Misfortune becomes “odejrzane” [gazed
back at], i.e. recognised, objectified (light was cast upon it) similar to an artistic
model that will come to life in the work of art. It must be a “cold” gaze, without
sentimental falsification, though such temptation exists when one realizes that it
is about a self-model and about one’s own life. Socrates was conducting an exper-
iment on himself. The stake is a sculpture of oneself or, metaphorically speaking,
aself-portrait that constitutes the interiorisation of one’s own personality without

23 Cf. also: a letter to Konstancja Gdrska [Paris, post office, 7 July 1866], DW XII, 504.
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any falsification. The manner of looking in such a way is presented by passage
XVIin Quidam, also mentioned by Gomulicki in his commentary on “Fatum:”

Jazon za$ — zimno patrzyt nan z tg sila,
Z ktéra oglada rzezbiarz dzielo swoje,
Taz samg forma odlewane w dwoje;
Co? gdzie? udalo si¢ lub odmienito.
(DW 111, 217)

[And Jason - was looking coldly at him with the strength
Of the sculptor watching his work,

The same form cast twice:

What? where? succeeded, or changed.]

In the quoted letter to Sokotowski, Norwid wrote: “iz wigksza czes¢ uciskéw [a wiec
nie wszystkie!] na to przychodzi, aby prawda i znajomosé jej nie byty zatrzymywane”
(DW XII, 393) “the greater part of the oppressions [so not all of them!] comes so
that truth and knowledge of it are not withheld? First, it is necessary to distinguish
between “truth” and “familiarity” The “truth” probably also encompasses the fact
that suffering caused by Misfortune is an inalienable part of being man.

Truth as well as the knowledge of it would be stopped if man swerved, if
he did not take advantage of it, if he did not accept it in himself. This happens
when a man fights the irreversible Misfortune “on its own field” He accepts the
enemy’s wild, animalistic weaponry and destroys himself in a hopeless struggle,
becoming the Don Quixote’s Energumen. Also, he swerves in a literal sense
when he escapes from the Misfortune understood as such, alienating himself
in a deluded asylum of falsely immortalised time by returning to the country
of childhood memories, embracing the moment or escaping into the future. He
swerves when he puts on heroic-stoic, infantile, sorrowful, moralistic, mystical,
Messiah-like masks, or other disguises stemming from natural religiousness.*

4

In the quoted letter, the opinion about Socrates is intriguing. Although the phi-
losopher tried to do his best to live with misfortune, “badajac stosunek bélu do
zywota” [“examine the relation of pain to living,’] he still “nie wiedziat on jeszcze

24 When thinking about similar matters, Santayana states, e.g. “the hysterical forms of
music and religion are refuges for strayed idealism; these roads are most often swarmed
with wasted and lost human lives;” Santayana, “Interpretacje poez;ji i religii,’ p. 301.
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9«

jasno i nie mogt wiedzie¢ co? jeszcze czyni” “[didn’t know it clearly yet and could
not know, what? what he did through it”]. Why “didn’t know it clearly yet and
could not know?” What happened afterwards that showed the mystery of Truth
which could redeem a man even through his incomplete awareness of it?

It was probably the Truth about Man. In the era of Socrates, it was encrypted
in the riddle of the Sphinx who also came to the Thebes “like a wild animal” The
riddle was solved by King Oedipus, but the solution he provided only triggered
the next twists of crushing Fate. Norwidian fate is conquered, and it does not
result in a tragedy. There probably is no room for tragedy in the Christian vision
of reality adopted by Norwid:

Tragism, understood as a closed circle of fate — as Maria Janion explains the thought of
Roman Guardini - from which there is no appeal, “disappears if we accept the Revelation
claiming that the way opens before us through Christ”*

A confirmation of this intuitive approach is brought by the Norwidian “Sfinks
I1” [Sphinx II] in Vade-mecum. Gomulicki aptly notes that “ ‘Fatum’ is structure-
wise, verse-wise and even concept-wise a striking parallel to the poem ‘Sfinks’
(XV)* 1t is even possible to go further and state that “Sfinks” semantically
complements “Fatum” in terms of the determination of Man. It needs to be
remembered that Oedipus’s response only related to the biological status of Man,
while the Truth of the Norwidian subject (for a fuller commitment on this issue,
he talks about it in 1. person) reveals his priestly dimension:

- “Czlowiek?... jest to kaplan bezwiedny
I niedojrzaty” -
Odpowiedziatem mu.
Ali¢ - o! dziwy...
Sfinks sie cofnat grzbietem do skaty:
- Przemknalem zywy!
(PWsz 11, 33)

[“Man?... he’s an ignorant callow
Priest..”
I replied

*

And marvelling saw

25 Maria Janion, Tragizm, in: Maria Janion, Romantyzm. Rewolucja. Marksizm
(Gdansk: Wydawnictwo Morskie, 1972), p. 18.
26 Dz2,p.786.
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The Sphinx pressed against the rock:
I slipped alive!]”

However, the Sphinx’s question was about life in its most basic substance, not
about ritual behaviour. Nevertheless, the Sphinx was defeated and Misfortune
dissipated instantly, just as in “Fatum” Defining man as ignorant, the callow
priest characterises well the pre-Christian ignorance of Socrates and the not fully
Christian formation of a man of the nineteenth century; but even this little truth
is enough.

Comparative analysis takes us towards the Christian concept of suffering as
presented in “Fatum,” where suffering becomes not a loss, but profit. However,
man to suffer in this manner must assume a priestly attitude towards the events
of individual history and experience his own condition as a great celebration “in
Spirit and Truth” (John 4: 23), where there is no division into the sacred and the
profane (Romans 12: 1-2) and where all facts are good because they come from
God.® In this liturgy that mirrors the paschal mystery of Christ, the suffering
born from all the misfortunes that were “odejrzanych” [gazed back at] is a place
of privilege. It bears the symbol of the cross and allows for Passover to be experi-
enced, i.e. the transition from death to life:

I nie ma krzyzéw... oprocz na zimnym kamieniu, Albowiem krzyz jest Zycie juz
wiek dziewigtnasty:
Nowina! - ktéra przecie z najweselszym zalem Maryje i Salome, trzy $wicte
niewiasty,
Przyniosly byly jeszcze — tam, do Jeruzalem!...

([“A Pani c6z ja powiem?”] [What am I Going to Say to You?...], PWsz I, 266)

[And there are no crosses... except on the cold stone,
For the cross is life for the nineteenth century already:
News! — which with the merriest grief

Marys and Salome: three holy women,

Had delivered already - there, to Jerusalem!...]

27 Trans. Czerniawski: Norwid, Selected Poems, p. 62.

28 “I znajdziesz zywot w $mierci, a potege / W stabosci, w stowie latajacym ksiege, / W
ciemno$ci jasnos¢, a w jasnosci cienie! / To wiedz — i z plewy szczere czy$¢ nasienie”
(“Dookola ziemi naszej. Pie$n” [Around Our Land. A Song], PWsz I, 126). [And you
will find life in death, and power / In weakness, in the flying word a book, / In the
dark - brightness, and in the brightness — shadows! / Then know — and from the husks
clean the honest seed.].
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Norwidian “Fatum,” becoming a cross through enlightenment, is conquered
not by adopting a stoic attitude,”” but by the rising power from above - from
Transcendence.”® Hence, many lyrical situations in Norwid’s writing, haunted by
such interference, depict a sudden twist as if a reminder of the presence of God in
events, especially in the cross which for the religious people is an outrage, for the
wise a trifle, and for the elect “the power and wisdom of God” (1 Cor 1: 17-31; 2).

In the poem “Krzyz i dziecko” [The Cross and a Child], after escalating the
tension and fear that a bridge crossed with the mast of the boat will lead to its
capsizing, suddenly (PWsz 11, 96):

Oto — wszerz i w z-wyz

Wiszystko - toz samo.
*

Gdziez sig podziat krzyz?

*

- Stat si¢ nam bramg.

[Here — upward, a-cross
All’s the same - and yet -

*

And where is the cross?...
*

It became our gate.]*!

29 In the prosaic poem “Na zgon $p. Jozefa Zaleskiego” [On the Death of the Late Jozef
Zaleski], February 1864, Norwid wrote: “Przedwieczny nie pragnie tej bolesci, ktora
ostupia serce ludzkie i zamienia je w wytrwaly glaz. On przenosi raczej owa boles¢,
ktora zwycieza siebie sama i z pociechami graniczy” (PWsz I, 380) [The Eternal Lord
does not desire the pain that staggers the human heart and turns it into a hard boulder.
He rather conveys the sorrow which prevails over itself and borders with consolations].

30 Here is a poetic interpretation of this power, which in eschatic times will appear in the
sky as a “sign of salvation” in a poem by Norwid entitled “Do Pani na Korczewie” [To
the Lady of Korczew] (PWsz I, 350):

1

Jest sztuka jedna, co jak storice w niebie Swieci nad wiekiem:

Mie¢ moc pociesza¢ — moc zasmucac siebie,

A by¢ - cztowiekiem!
[There is one art that like the sun in the sky / Shines over the century: / Have the power
to console - the power to grieve yourself / And to be human!]

2
Trudna - bo Mistrzem jest tylko ten, ktéry Odszed! daleko: By kiedy$ wrocil na
oblokach, z géry, Swiatlosci- rzeka — —[Difficult - for the Master is only the one / Who
has gone far: / To come back once on the clouds, from above, / The river-of-Light — -].

31 Trans. Borchardt: Norwid, Poems, p. 127.
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Similarly, in “Fatum:”

I spostrzeglo, ze on patrzy — co? skorzysta
Na swym nieprzyjacielu:

I zachwialo si¢ calg postaci waga

- — I nie ma go!

[Noticing that he looks — how? to profit
From his foe:

It staggered with all its weight

- — - And is gone!]

Fate has been crucified, which is why Misfortune loses its infectious sting. The
scales change, and what was supposed to be destructive starts the act of building
because:
Krzyz,jak waga... przewidziany
Od wszech-sumien wstep do Boga. ..
(“Nieskoniczony. Dialog z porzagdku dwunasty” [Infinite. Dialogue twelve], PWsz I, 202)

[Cross, like the scales...foreseen
From omni-conscience access to God...]

The metaphorical association of the cross with weight becomes another argu-
ment for interpreting “Fateful Misfortune” as the experience of the cross. If
taken, it makes Misfortune “zachwialo si¢ cala postaci waga / — I nie ma go!” [It
staggered with all its weight — And is gone!]. The poem “Bliscy” [Loved Ones] in
Vade-mecum (L) provides further evidence supporting the adoption of the pro-
posed interpretive hypothesis. Dying in time (“znikomos¢” [scarceness]), “taken
for more than” a moralistic mindless “plague” — precisely taken for the cross -
opens the prospect of its collapse, obliterating “shape and weight:”

Ludzie? - znikomo$¢ te? — czy mieli sity Wzigé¢ za cos wiecej niz plage?...

Cho¢ krzyz sam, walgc sie na grobie, zgnity,

Razem traci ksztalt i wage!

(PWsz 11, 75)

[People? - this insignificance? — did they have the strength
To take for more than a plague?

Though the cross is lone, falling onto the grave, rotten,
Losing both shape and weight!]

“Ksztattiwaga” [Shape and weight] directly referred to the cross corresponding with
“postaci wagg” [weight] in “Fatum.” These expressions emphasise the recognition
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>

of the “sign of salvation” (“posta¢” [silhouette], “ksztalt” [shape]), the weight of the
destructive attack (“waga” [weight]), and the fact of breaking through the situa-
tion and dominating over it (“waga” [weight / scales] as a measuring instrument).

5

“Fatum,” with the secret of the cross hidden deeply in it just as it was hidden in
early Christianity that fascinated Norwid (Quidam!), carries the same message to
people crushed by suffering as Yahweh sent to Moses wishing to save his people:

Make thee a fiery serpent, and set it upon a pole: and it shall come to pass, that every one
that is bitten, when he looketh upon it, shall live (Num 21, 8).

This “look” is the Norwidian “gazing back” at Misfortune. The First Man (Adam)
could not “gaze back,” which is why he was defeated by the snake. The pre-
Christian Socrates®” “gazed back” in a way not yet fully aware of the world. Only
a man of the Christian era can save himself and the world from Misfortune
by taking advantage of it and taking it upon himself. For Christ, as the second
Adam, discovered the secret of the cross and gave it to man for free as a weapon
for a fight (Eph 6: 10-20; Gal 5: 24-25; 6: 14-17). He won earlier, becoming
the guarantee of victory.” It is a glorious cross, illuminated by the resurrection;
therefore, it can enlighten and give power, or spiritually punish. Such existential
experience contests the fateful, animalistic strength of Misfortune.**
“Crucifying” fate understood in a manner that includes the psychophysical
and spiritual experience of man is, therefore, something infinitely greater than

32 Cf.p.59 and further.

33 “This is the night when Christ broke the prison-bars of death and rose victorious from
the underworld” - the Church sings in the joyous Exsultet during the Easter Vigil.

34 This power - thanks to the preservation of the faith — was experienced by St. Paul in
“Dwa meczenistwa” [Two Martyrdoms] by Norwid; it reduced neither his own humanity
in extreme situations nor the faith in the deifying power of God incarnate. The mis-
fortune that wants to incapacitate Paul threatens him with entering into a state of false
deification of the human situation and wants to finally bind him with its animal power,
wants to paralyse as in “Fatum:” “I kazal Pawta wi¢zi¢ — potem $cial mu glowe.! / * /
Wiec byt Apostot Pawel petany jak zwierze, /I jako Bég obwolan — a wytrwat przy
wierze,/Ze cztekiem b yt.- Albowiem stalo sie wiadomo, / Ze cztowiek zwierzat
bogiem, gdy Bog: ecce homo.” (PWsz 1, 121) [And he ordered Paul’s imprisonment — and
then he beheaded him.! / So there was the Apostle Paul bound like an animal, /and as a
God proclaimed, and he persevered his faith, / Because he was a man. - For it became
known / that a man is a god of animals, when God: ecce homo.].
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rationalising Misfortune to objectify it; then it becomes more than just a stoic
agreement to respect out of necessity.

In the world of Norwid’s values,* the cross is the centre of the God-man uni-
verse. It is “the bone of the Earth,* as the Fathers of the Church referred to it.
For this reason, it is not surprising that the cross as the “srodek” [middle] of the
spiritual space: earthly, bodily and heavenly,” will be defined in Promethidion’s
Epilogue as a way, due to the synonymous ambiguity of the word “Srodek” in
Polish as it also indicates “sposob” [the way of doing something]. First of all, it
is a way to reach the salvation of the tormented consciousness and the whole
existence, but it also becomes the “means,” ie. “droga [chrzescijanina] do
uczestnictwa w sztuce” [the way (of a Christian) to participate in artistic crea-
tion]. Therefore, it is also the structural principle of Norwidian poetics:*

Chrystianizm [przychodzi do uczestnictwa w sztuce — M. M.] — przez przecigcie linii
ziemskiej horyzontalnej i linii nadziemskiej prostopadtej — z nieba padlej, czyli przez
znalezienie srodka +, to jest przez tajemnice krzyza (srodek po polsku znaczy zarazem
sposob). (DW 1V, 133) ¥

35 Cf. Edward Kasperski, Swiat wartosci Norwida (Warszawa: Pafistwowe Wydawnictwo
Naukowe, 1981), p. 74 and 87-88.

36 In the patristic tradition, the cross is also referred to as “Jacob’s ladder” Norwid, wishing
to insert there the “gazing back at Misfortune,” deleted elements such as “foundations”
or “stairs” from the poem “Do panny Jézefy z Korczewa. [Koszutskiej]” [To Miss
Jozefa de Korczew. Koszutska] and introduced “handrails of crosses” that came from
God: “Podwalin nie ma, bo deptac je trzeba, / Ni schodéw wyzéj; / Ale porecze
siegaja do nieba, / Porecze z krzyzy!” (PWsz I, 354) [ There are no foundations, because
they should be trampled / Nor stairs above / But handrails that reach to Heaven, /
Handrails of crosses!].

37 Towards “Srodek” [middle] understood as one that equates it with Love and Christ,
“gravitates” the rosary prayer of the heroine of the poem “Do stynnej tancerki rosyjskiej,
nieznanej zakonnicy” [To a Famous Russian Dancer, an Unknown Nun] (PWsz I,
393): “Plynniej i stodziej tylko ciekna fale, / Tylko rozancow zlatuja opale, / Grawitujace
do Milosci-$rodka, / Co zwie si¢ Chrystus - i kazda z nich spotka!” [More sweetly and
flowingly only waves roll, / Only opal beads of a rosary fall down, / Gravitating towards
the Love-centre / Whose name is Christ - Who will meet them all.].

38 In the conclusion of Promethidion’s Epilogue, Norwid translates his own poetic vocation
as taking a cross, his cross, and following Christ (Mk 8, 34): “Nie z krzyzem Zbawiciela
za sobg — ale z krzyzem s w 0 im za Zbawicielem idac, uwazalem za powinnos¢ da¢
glos myslom w pi$mie tym objetym -~ (DW 1V, 140) [“Not going with the cross of the
Saviour behind me - but with my cross behind the Saviour - I think it is my duty to
give voice to the thoughts expressed in this writing - ...]”

39 Cf. also: Pét-listu, PWsz V1, 382-383.



210 Marian Maciejewski

[Christianism [comes to participate in arts — M. M.] - through the intersection of the
earthly, horizontal and heavenly line, perpendicular - falling from heavens, so by finding
the middle +, via the mystery of the cross (Srodek [centre] in Polish also means sposéb
[way of doing something]).]

In such a way, a Christian crucifies fate and the poet notices this situation at the
intersection of glances.

Figure 1. Manuscript of C. Norwid’s poem “Fatum,” National Library in Poland. Photo
National Library in Poland.
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Ireneusz Opacki

Funeral Rapsody, First Rapsody

Abstract: The paper interprets one of the most famous poems written by Norwid, “Bema
pamieci zalobny-rapsod” [A Funeral Rhapsody in Memory of General Bem]. The funeral
described in the poem is stylised to resemble an ancient knightly funeral which symbolises
the dignity of the deceased and the majesty of death. The moment of the funeral, the
“now” of the poem, is reported in the present reporting tense — and encompasses or even
accumulates the past within itself. Archaically stylised, in a way, “summarising” the life of
the Great Deceased in the symbols of a tribute, a spear, and knightly props. This funeral
procession — Old Polish, knightly - proceeds to the grave. It is moving to the final event that
inscribes the hero in the past and identifies him as one of the ancestors —until the symbolic
fall of the archimimus from the horse, “till it’s time to roll into the grave” It is the finale of
the heros life journey. Yet the border that was to close the past, opens the future; the grave
is crossed over, archimimus does not fall from the horse, and the procession moves along.
Before it happens, there is a significant change in the order of the procession. Up to this
point it was led by the archimimus-Bem and was reported “from a distance,” “passively;,”
and from the standpoint of a disengaged observer. However, the poem does not end, it
remains open. The anaphora of the last, unfinished stanza forecasts the further course of
this stanza which, similarly to the first one, finishes and becomes a signal of the “new era”
opened by the fact of inheriting Bem’s ideas by the community. Norwid’s poem appeals to
the epic convention. The funeral, which usually ends the hero’s life and the epic, becomes
the beginning which left an obligatory place for the story to be continued through the
broken anaphora.

Keywords: Cyprian Norwid, J6zef Bem, rhapsody, funeral procession, archaic stylisation
To Professor Henryk Markiewicz

This funeral was not “solemn and sullen” The interned Hungarians carried the
coffin with the body of Jézef Bem on the hill opposite to the barracks in Aleppo,
to a Mohammedan cemetery. The body was removed from the coffin and placed
in a grave with the head towards Mecca. The assistance was not ceremonial; it
featured several Turkish battalions without weapons, there was no salute fire.
The commentator wrote, “This funeral was not a soldier’s funeral. A veteran who
became grey-haired in the fights deserved more.*

1 The report from Bem’s funeral is provided by Maria Straszewska, “O poezji
emigranckiego losu,” Przeglgd Humanistyczny, No. 6 (1964), pp. 1-13.
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“Was not a soldier’s funeral”... and Norwid showed even higher regard towards
Bem when he juxtaposed him against Chiopicki, “od natury wojowniczego
ducha w jenerale Chlopickim do natury potegi, co sprawowata wattym Bema
ramieniem, jest jak od wojskowosci do rycerstwa” (PWsz VII, 40) “from the
nature of a warrior’s spirit in the General Chlopicki to the nature of the power
that directed Bem’s arm is as far as from military to knighthood* He also wrote
that Bem “w bohaterstwie na czele wieku stawa” (PWsz VI, 615) “stands in the
fore of the entire century in terms of heroism.”? So, if the truth about the funeral
did not measure up to the hero-knight, was there room for a Great Lie of poetry?
Apparently yes:

I
Czemu, Cieniu, odjezdzasz, rece zlamawszy na pancerz,
Przy pochodniach, co skrami graja okolo twych kolan? -
Miecz wawrzynem zielony i gromnic plakaniem dzi$ polan,
Rwie si¢ sokot i kon twoj podrywa stope jak tancerz.
- Wieja, wieja proporce i zawiewaja na siebie,
Jak namioty ruchome wojsk koczujacych po niebie.
Traby dlugie we kaniu az si¢ zanosza, i znaki
Poktaniajg si¢ z gory opuszczonymi skrzydtami,
Jak widczniami przebite smoki, jaszczury i ptaki...
Jako wiele pomystow, ktores doscigat wtoczniami...

II
Idg panny zalobne: jedne, podnoszac ramiona
Ze snopami wonnymi, ktore wiatr w gorze rozrywa;
Drugie, w konchy zbierajac tzg, co si¢ z twarzy odrywa,
Inne, drogi szukajac, cho¢ przed wiekami zrobiona. ..
Inne, tlukac o ziemie wielkie gliniane naczynia,
Czego klekot w pekaniu jeszcze smetnosci przyczynia.

III
Chlopcy bija w topory pobiekitniale od nieba,
W tarcze rude od $wiatel bija pacholki stuzebne,
Przeogromna choragiew, co si¢ wéréd dymow koleba,
Wtéczni ostrzem o tuki, rzeklbys, oparta pod-niebne...

2 'This is how Norwid wrote about Bem in “Z pamietnika (O zemscie)” [From
an Album (On Revenge)], 1851. See Commentary on the poem made by J.W.
Gomulicki, in: Cyprian Norwid, Dziela zebrane, Vol. 2: Wiersze. Dodatek krytyczny,
(Warszawa: Panstwowy Instytut Wydawniczy, 1966), p. 411.

3 See Norwid, Dziela zebrane, Vol. 2, p. 411. Quote from Norwid’s “Zmartwychwstanie
historyczne” [Historical Resurrection], 1850/51.
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v
Wchodza w wawoz i tong... wychodza w $wiatlo ksi¢zyca
I czernieja na niebie, a blask ich zimny omusnal,
I po ostrzach, jak gwiazda spas¢ nie mogaca, przeswiéca,
Chorat ucicht byl nagle i znéw jak fala wyplusnat...

\%
Dalej - dalej — az kiedys stoczy¢ sie przyjdzie do grobu
I czeluscie zobaczym czarne, co czyha za droga,
Ktore aby przesadzi¢ Ludzko$¢ nie znajdzie sposobu,
Wtbcznig twego rumaka zeprzem, jak starg ostroga. ..

VI
I powleczem korowéd, smecac ujete snem grody,
W bramy bijac urnami, gwizdajac w szczerby toporéw,
Az sie mury Jerycha porozwalaja jak ktody,
Serca zmdlale ocuca - pleén z oczu zgarng narody...
Dalej - dalej — -
(PWsz 1, 186-187)

[A FUNERAL RHAPSODY IN MEMORY OF GENERAL BEM*
Tusiurandum patri datum usque ad hanc diem ita servavi...
Hannibal

I
— Why ride away, Shadow, hands broken on the mail,
Sparks of torches playing around your knees —?
The laurel-green sword is spattered with candle tears,
The falcon strains, your horse jerks its foot like a dancer.
— Pennons in the wind blow against each other
Like moving tents of nomad armies in the sky.
Long trumpets shake in sobbing and banners
Bow their wings which droop from above
Like spear-pierced dragons, lizards and birds...
Like the many ideas you caught with your spear...

II
— Mourning maidens go, some lifting their arms
Filled with scent-sheaves torn apart by the wind;
Some gather into shells tears breaking from the cheek,

4 Trans. Adam Czerniawski, C. Norwid, Poezje/Poems (Krakéw: Wydawnictwo
Literackie, 1986), pp. 11-13.
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Some still seek the road that was built centuries ago...
Others dash against the ground huge pots of clay
Whose clatter in cracking yet adds to the sorrow.

III
— Boys strike hatchets blue against the sky,
Serving lads strike light-rusted shields,
A mighty banner sways amid the smoke, its spear-point
Leaning, as it were, against the arcs of heaven...

v
They enter and drown in the valley... emerge in the moonlight
Blackening the sky, an icy glare brushes them
And glimmers on blades of spears like a star unable to fall,
The chant suddenly ceased, then splashed out like a wave...

\%
On — on — till it’s time to roll into the grave:
We shall behold a black chasm lurking beyond the road
(And to cross it humanity will not find a way)
Over the edge we shall spear-thrust your steed
As though with a rusting spur...

VI
And we'll drag the procession, saddening slumber-seized cities,
Battering gates with urns, whistling on blunted hatchets,
Till the walls of Jericho tumble down like logs,
Swooned hearts revive — nations gather the must from their eyes...

A ceremonial funeral procession progresses: pompa funebris.

Moves [Bem] along the path of Old Polish warriors — writes Sandauer’-~ of whom he is a
rightful heir. The expedition is symbolic - as proven by his hands monumentally crossed
on armour — symbolic just as the war insignia carried behind him, which are not for
him to use in combat: instead of the modern weapons, parade ancient armament, axes,
shields, spears, just as instead of a modern procession we are passed by - like an archaic
bas-relief - “mourning maidens” and “serving lads”

Indeed: the funeral is styled to resemble an antique knight’s funeral.

Every funeral arranged with great style, especially hetman’s, was associated with ceremo-
nies, which were wonderful and dramatic spectacles and were meant to symbolise the

5  Artur Sandauer, “Wyprawa trzecia,” in: Zebrane pisma krytyczne (Warszawa: Pafstwowy
Instytut Wydawniczy, 1981), Vol. 3, p. 99.
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dignity of the deceased and the majesty of death. Behind the coffin walked a favourite
steed of the dead warrior, with a trailing mourning cover, people also carried his sword,
basinet and shield with burning candles on it, and a knight in full armour rode to the
church ...¢

At the bier: “On both sides, the courtiers carried lit candles, holding the hem of the
shroud with their other hand.””

In the middle, behind the corpse walked the hired weepers (mourners) wailing, scratching
their bodies, tearing their robes. ... The funerals of the chieftains of the Slavic tribes in 6%-
9 century were also attended by, among others, captives, horses carrying war-time loot,
wailing women and armed men.®

Funeral banners were associated with the rites of the noblemen funerals ... They were
carried at the funeral, hung by the catafalque ... Among the depictions on surviving
banners from the seventeenth century, there are ... scenes from the life of the deceased
... For contemporary people, the banners associated with the funeral belonged to objects
reminding them of death.’

Such banners, labara funebria, “replaced epitaphs, were emblazoned with the name,
coat of arms and date of death, and sometimes a painted portrait of the deceased”*

The procession moved in a certain order; it was not a mixed crowd, but “a few
hundred or thousand people progressing in a special formation™" Those groups
of “mourning maidens,” each focused on different funeral items and activities,
are so expressive in Norwid’s poem: groups of “boys with hatchets” and “serving
lads” with shields...!? It is also not difficult to find other props from a knight’s
funeral in Norwid’s description: first, the funeral banner, which “sways amid the
smoke,”"* mourners-weepers, the horse of the deceased, his sword...

6 Wrtadystaw Lozinski, Zycie polskie w dawnych wiekach, ed. 3, Lwéw (unknown pub-
lishing year), pp. 183-184.

7 An excerpt of the description of the funeral of Sigmund III, made by Albrecht
Radziwill. Cited after: Jan Stanistaw Bystron, Dzieje obyczajéw w dawnej Polsce, Vol.
2, (Warszawa: Panstwowy Instytut Wydawniczy, 1960), p. 111.

8  Juliusz Chroscicki, Pompa funebris: z dziejow kultury staropolskiej (Warszawa: Panstwowe
Wydawnictwo Naukowe, 1974), pp. 84-85.

9  Chroscicki, Pompa funebris, p. 72.

10 Lozinski, Zycie polskie w dawnych wiekach, p. 187.

11 Chroscicki, Pompa funebris, p. 52.

12 Juliusz Wiktor Gomulicki (Norwid, Dziela zebrane, Vol. 2, p. 414) recalls that “the
coffin of Prince Jozef was also followed by sappers with mighty hatchets”

13 This banner is at the same time “spear-point ... against the arcs of heaven,” which
evokes the image of a temple, metaphorically changing the sky into an arched ceiling.
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First, the relationship between the vision of Bem’s funeral in Norwid’s poem
and the Old Polish knight's funeral allows for, it seems, the settling with great
certainty the dispute that grew around one of the picturesque motifs of this vi-
sion. It is about depicting the silhouette of Bem, when on the bier is he lying
down - or is he riding his horse, sitting straight? The text itself does not give a
clear answer here; perhaps more accurately, the association of the text with the
stereotype of the funeral, where corpses are usually carried on the bier, prompts
the first version:

Czemu, Cieniu, odjezdzasz, rece zlamawszy na pancerz,
Przy pochodniach, co skrami graja okolo twych kolan? -
Miecz wawrzynem zielony i gromnic plakaniem dzi$ polan,
Rwie si¢ sokot i kon twoj podrywa stope jak tancerz.

[- Why ride away, Shadow, hands broken on the mail,
Sparks of torches playing around your knees -?

The laurel-green sword is spattered with candle tears,
The falcon strains, your horse jerks its foot like a dancer.]

The association of the bier with the rows of courtiers with candles on both sides
and the horse of the deceased led after them seems to settle the argument. For
this reason, it was generally specified, “it should be remembered that the protag-
onist of rthapsody does not ride a horse but is carried on a mourning bier, with
his hands crossed on armour’'* However, Artur Sandauer opposed this, refer-
ring to the ambiguity in the text which does not allow the issue to be settled with
such certainty:

It is not really that unambiguous. The poem does not mention any wagon, while the
torches burning not along the body but at its knees seem to prove that the hero is riding
on horseback, in an upright position, for the last spectral expedition.'®

This concretisation is obviously most advantageous for the poem, giving it the
pompousness of being unique. It also turns the funeral into, precisely, “the last,
spectral expedition Is it possible to give stronger arguments, other than the cate-
gory of the lack of mentioning of a mourning bier and a particular focus on light

It is a typical motif of castrum doloris - the banners at the arched ceiling over the cat-
afalque. This is illustrated by the frequently recalled monograph by J. Chroscicki.

14 J.W. Gomulicki in Norwid, Dziefa zebrane, Vol. 2, p. 413. Similarly - Anna Kamienska,
“Pochdd nieprzerwany; in: Od Czarnolasu: najpigkniejsze wiersze polskie, ed. Anna
Kamienska (Warszawa: Iskry, 1971), p. 186.

15 Sandauer, “Wyprawa trzecia,” p. 29.
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reflexes? It is too weak of an argument to outweigh the opposing scales with the
already outlined, customary procession with a bier...

And yet Sandauer is right, only the scope of the resources needs to be
expanded. Especially concerning the area of funeral customs, with which the
association with the bier is speaking so strongly. Lozinski writes:

The second original custom was that behind the coffin rode a man of similar attire,
posture and face to the deceased and served as a kind of a posthumous yet living por-
trait. It created the impression of the departed escorting himself to the grave. For this
purpose, people similar to the deceased were chosen, and physical similarity was fur-
ther emphasised with art. ... Behind Koniecpolski’s coffin rode Cossack rittmeister
Komorowski dressed as the hetman with his “stature, and especially his beard, similar to
the deceased, in his clothes” It was probably an imitation of a similar custom observed
during funerals of kings, for we know that at the funerals of Sigismund Augustus and
Stefan Batory there were people in the king’s clothes, physically similar to the deceased
monarchs. It is strange that an old Roman custom, where at the funerals of Caesars there
was such an archimimus as a doppelganger of the deceased, ended up in Polish customs
after such a long time and such a great distance!'®

Actually, there is a thread of continuous European tradition between Old
Roman and seventeenth-century Polish customs, which consolidates and con-
stantly embodies this custom in the general consciousness.'” This custom was
known in medieval Italy, where, for example, in the year 1375 a certain Blaise
charged five soldos “for performing as a deceased knight during the funeral.
At royal funerals, a leather effigy dressed in princely robes was usually used,
aiming at the greatest similarity possible. ... The awe of the people concentrated
on viewing these images.” This custom, being quite popular, survived until the
seventeenth-century in Poland where during the funeral procession “rode one
of the courtiers, dressed as the deceased, which added a remarkable feeling of
horror to the rite”'® But the advanced nineteenth century recalled it in Warsaw
in 1826 during the Warsaw mourning ceremonies in honour of the late Tsar and
King Alexander I: “In front of the coffin rode the Knight, in magnificent armour,
carrying the king’s sword with a blade towards himself; behind him, a mourning
squire with a lance and a royal shield”" It was a faithful prolongation of the

16 Lozinski, Zycie polskie w dawnych wiekach, pp. 184-185.

17 See Chroscicki, Pompa funebris, especially in the early parts of the book; Johan
Huizinga, Jesieri sredniowiecza (Warszawa: Panistwowy Instytut Wydawniczy, 1961),
p- 321. Quote from Jesieri Sredniowiecza, p. 321.

18 Bystron, Dzieje obyczajéw w dawnej Polsce, Vol. 2, p. 111.

19 Chroscicki, Pompa funebris, p. 87.
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seventeenth-century custom, in which “during the funeral rode an archimimus
on horseback with a squire”?® Such a funeral procession “passed under triumphal
gates towards the cemetery or moved near the church with a prepared grave* It
happened in the same way at the symbolic Warsaw funeral of Tsar Alexander I:

Out of the whole procession, only the Knight and squire would ride on horseback into
the temple. “Here ... the squire would throw the sword onto the ground, break the lance
against the coffin, and fall down. It was a symbol of the disappearance of the king’s
earthly power. Ceremonial maces and canes were broken, banners were lowered towards
the ground.”*

Here we reach the second funeral custom important to Norwid’s poem, the habit
of falling from a horse over a grave or at a catafalque. Typically, this rite was
performed by many knights from the procession to symbolise in this gesture
their grief because of parting with the deceased:

... into the church rode a knight in full armour, broke wood, i.e., broke the lance at the
feet of the catafalque and fell down from the horse onto the floor of the church. To rein-

»

force the feeling of horror, this fall was all about a loud clang and rumble, with “thunder;
with “severe and immense crackle,” as the reports of the witnesses state.?

Sometimes these effects were achieved by constructing a special floor which mul-
tiplied the rumble,* which indicates how important of an element of this custom
was in a knight’s funeral. It also concerned the archimimus. Such an archimimus
that imitated the deceased appeared in Poland for the first time in the year 1370,
and replayed the scene mimicking the death of the deceased, falling from the
horse at the catafalque.” Such situations were also reported in

... the epicedium of Corvinus dedicated to Casimir Jagiellon as well as in the later
Historia funebris ... Sigismundi Sannatiarum Regis by Pedro Ruiz de Moros where
there appeared, for example, a description of a funeral procession in which one of the
characters in full armour and on horseback — was to imitate the deceased. The procession

20 Chroscicki, Pompa funebris, p. 52.

21 Chroscicki, Pompa funebris, p. 52.

22 Chroscicki, Pompa funebris, p. 81.

23 Lozinski, Zycie polskie w dawnych wiekach, p. 184.

24 The description of the funeral of Jézef Potocki is commonly quoted here as reported
in the diary of F. Karpinski. See e.g., Bystron, Dzieje obyczajow w dawnej Polsce, Vol. 2,
p. 111; Ludwika Szczerbicka-Slek, W kregu Klio i Kalliope. Staropolska epika historyczna
(Wroctaw: Zaktad Narodowy im. Ossoliniskich, 1973), p. 134.

25 Chroscicki, Pompa funebris, p. 86.
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would enter the church where the knight would suddenly fall from his horse right in
front of the catafalque. Corvinus’s description was not a unique mention.*

Those cited elements of a knight's funeral are sufficient enough to juxtapose
them with the beginning and predicted finale of Bem’s funeral in Norwid’s poem:

Czemu, Cieniu, odjezdzasz, rece ztamawszy na pancerz,

Dalej — dalej — az kiedys stoczy¢ sie przyjdzie do grobu
[Why ride away, Shadow, hands broken on the mail.

On - on - till it’s time to roll into the grave]

- to conclude how precisely Norwid alludes to them.

He alludes - not selflessly because the fall of the archimimus from the horse
near the catafalque has meaning in the ritual of the knight’s funeral. Stanistaw
from Szczordkowice Morawicki made an ironic comment about it:

Niektorzy ten zwyczaj maja,
Konie w zbroje przebieraja,
Swoje miecze pomiatajac,

A drzewce czarne druzgajac

Wzdluz na zbroi upadajg,
Stary obyczaj dzialaja,
Ukazujac, iz to isty

Byt umarly rycerz czysty.”’

[Some have this habit,

Dress their horses in armour,
Throwing away their swords,
And breaking black lances.

Along they fall in the armour,
Evoke the old custom

To show that indeed

The dead knight was pure.]

A posthumous confirmation of chivalry. While discussing the Old Polish
funebral poetry, Szczerbicka-Slek writes:

Against the background of several centuries of literary practice ... the situation of death
served to “appoint” the deceased to the role of a knightly ancestor, helping him move to

26 Szczerbicka-Slek, W kregu Klio i Kalliope, pp. 133-134.
27 Cited after: Szczerbicka-Slek, W kregu Klio i Kalliope, pp. 133-134.
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the world of the fathers ... This posthumous “appointment” was materialised not only in
literature. A similar function was performed by funeral rites ... Captured by all writers
scene [of falling down the horse - 1.0.] had symbolic significance: it served as means of
identifying the deceased with the persona of a knightly ancestor, as if it was a posthu-
mous anointment of a knight.*

Let us recall here the already quoted conviction of Norwid regarding Bem’s
knightly character, as opposed to Chiopicki... The conviction which was poeti-
cally incarnated in the stylization of the funeral imagery in this funeral rhapsody.

2

Moving into the world of the fathers, identifying with a chivalric ancestor — in a
word, it all meant to root the hero in the past, to show him as the heir and con-
tinuator of tradition.

The spirit of nations answers best to our queries from a distance, like an echo. That is
why it speaks from the past the most clearly — as wrote Michat Grabowski* - the time
itself creates what is needed for the poet; for time has on its bosom the image of all peo-
ples and history. — The very distance paints a charming veil over each object, veil that
lends it tentative interest.

These sentences regard historical romance and reveal, however, a more general
problem: a special value that the past and tradition had for the Romantics. That
value meant, among other things, that the past was not merely the subject of a
speech, but a means of poetic expression; in the eyes of the Romantics, it had the
poetic quality “in itself” When, according to Grabowski, a writer reaches for the
past, it “does not need elegy-like means to present its gentle grace,”*® because the
very past entails that “it by itself becomes a poetic costume.™

The rule also applies to romantic funebral poems in which the protagonist’s
rooting in the past becomes an important feature. It’s not always bound with
the actual moving of the hero into the depths of time, as in Norwid’s rhapsody
about Bem. Sometimes, as in “Smier¢é Pulkownika” [Death of the Colonel] by
Mickiewicz, the hero receives contemporary features — for instance, through
the “rifleman’s uniform” - but the ritual of death brings back the old chivalric

28 Szczerbicka-Slek, W kregu Klio i Kalliope, p. 134.

29 Michal Grabowski, “Literatura romansu w Polsce. Cze$¢ pierwsza,” in: Literatura i
krytyka, Wilno 1840, Vol. 2, pp. 39-40.

30 Grabowski, “Literatura romansu w Polsce. Czg$¢ pierwsza,” p. 40.

31 Grabowski, “Literatura romansu w Polsce. Cze$¢ pierwsza,” p. 40.
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custom in which the protagonist obtains the features of a representative of the
old tradition:*

Kazal konia Putkownik kulbaczy¢,

Konia w kazdéj stawnego potrzebie;

Chce go jeszcze przed $miercig obaczy,
Kazal przywies¢ do izby — do siebie.
Kazal przynie$¢ swéj mundur strzelecki,
Swdj kordelas i pas i fadunki;

Stary zolnierz, — on chce, jak Czarniecki,
Umierajac, swe zegna¢ rynsztunki.

[Saddle my steed once more for me,
Who shared with me so many a fight!
That noble steed, oh, let me see,
Before I close my eyes in night!

My sword and belt, too, let them lie,
And all my trappings, at my side:
Gazing upon my arms will I

Die as the brave Czarnecki died!]

At other times it will be a metaphorical archaisation of the lyrical hero by giving
him the features of a medieval, armoured knight fighting to the end alone (as
in the first option) or styling him as a participant in the crusades, a Templar,
fraught with a steadfast calling (as in the second one):

Ze kto na walke samotna, rozpaczna

Patrzy tak zimno — tak jak ty patrzatas, —

I nieraz reke podnosi niebaczng

Zbroi, mieczami pobitej na ¢wierci —

— Gdy $mier¢ wyniknie — bedzie winien $mierci.

we

32 See Bogdan Zakrzewski, “‘Ach, to byla dziewica’ O Mickiewiczowskiej Plateréwnie,”
Pamigtnik Literacki, No. 3 (1976), p. 83 and further. In this excellent study, Zakrzewski
also notes the “archaising” resemblance of the arrangement of the body of the Colonel
on the peasant bier to the figure of the sarcophagi of the past (“He clasps the cross as
when he died; Upon his saddle rests his head, His sword and fire-arms by his side”),
which makes the protagonist seem more heroic and grants the aura of alegend (p. 91).
It also archaises, let us add, the allusion to the former knighthood as in the motif of
the “famous” horse, when not only the knight but also his horse had a “name” and was
known in legends. This is also emphasized by linguistic archaisation - the use of the
word “need” in the meaning of “struggle, skirmishing” (see: Stefan Reczek, Podreczny
stownik dawnej polszczyzny, Wroctaw 1968, entry “potrzeba”). Compare also remarks
in: Maria Janion, Maria Zmigrodzka, Romantyzm i historia (Warszawa: Pafistwowy
Instytut Wydawniczy, 1978), p. 463.
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[If someone on the lonely fight; despairing,

looks so cold - as you looked —

And more than once raised the hand unforgiving
With armour, with swords beaten in quarters —

- When death dare come - he’ll be guilty of death.]
(Juliusz Stowacki, “Do E” [“To E”])

Bo serce moje jest losu i Boga,

A wprzdd, iz mialaby je zdeptac noga,
Predzej je zimnym Zelazem rozetne.

I prézno powiesz, bo nikt nie uwierzy,

Abym twdj nosit znak u lewej strony;
Bo moje serce jest w plaszczu rycerzy.

Ktorzy na bieli majg krzyz czerwony;
A nad nim jeszcze jest pancerz stalony.

[For my heart belongs to fate and God,

And if someone’s leg would trample them,

I'd sooner cut them with cold iron.

And you will say in vain, because no one will believe,

That I wear your sign at the left side;/For my heart is in the cloak of knights,
‘Who have a red cross on the white;

And steel armour above it all.]

(Juliusz Stowacki, “Do A. M. I [“To A.M.I])

In “Testament moj” [“My Testament”], Stowacki’s time distance multiplies. On
the one hand, it roots the lyrical hero in the past even deeper making him the
heir and continuator of the grandeur of the ancestors:

Ze plaszcz na moim duchu nie byt wyzebrany,
Lecz $wietno$ciami dawnych moich przodkow $wietny.

[That my mind’s mantle was no drab for beggars meant,
But with the splendour of my ancient fathers splendid.]*

After all, if the wording here is not “is not,” but “was not;” the past tense is deter-
mined not from the position of the time present for the action of speaking — that
“now” of the lyrical subject - but from far future; the time of some future gener-
ation which will be the recipient of the tale about the protagonist and for whom
the hero will be someone from more distant times:

33 Trans. Jarostaw Zawadzki, https://wolnelektury.pl/katalog/lektura/slowacki-my-testam
ent.html.
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Ale kiedys - o smetnych losach zadumy

Mojej biednej ojczyzny — przyzna, kto szlachetny,

Ze plaszcz na moim duchu nie byt wyzebrany,

Lecz $wietno$ciami dawnych moich przodkéw swietny.

[But he — that may reflect upon the detriment

Of my poor fatherland — will say, if well-intended,

That my mind’s mantle was no drab for beggars meant,
But with the splendour of my ancient fathers splendid.]**

The word has been passed, for the future grandson and addressed towards the
future, multiplying the temporal distance towards the hero. Multiplying, since
the protagonist is equated with the ancestors, “moved back” with regard to own
“now;” at the same time this “now” is viewed from the position of far “tomorrow;’
for which the protagonist will also be a thing of the past. It is a speech - delivered
within enormous temporal remoteness!

This stanza, and other adjacent ones, are worthy of a little more attention
because they correspond with the theoretical enunciations of pre-Romantics and
Romantics and enunciations on the topic of a nation and national poetry. In the
quoted stanza, three concepts seem the most relevant here. The first is a category
of the past, “old history” in which the subject-protagonist is rooted, wearing a
coat of “the splendours of my old ancestors [that] are great” The second is a
category of the future, towards which the address and the message of a protag-
onist shaped in this manner is oriented. The third, is the shape-changing “now;’
within which actually exists the subject-protagonist of the poem. In this regard,
the poem by Stowacki truly constitutes a “model” for Romanticism, more closely,
the period of post-partition Poles for whom Romanticism built self-awareness,
turning literature into “recognition of the nation in its own existence,” according
to the popular saying by Mochnacki.

The category of the past becomes fundamental for the concept of a nation
whose existence is based on rooting its “now” each time in the in the past history.
Mochnacki wrote:

All ancestral people, historical ones, present in the history of the world are like a plant
in a patriarchal settlement; ... Its root is the historical past. And all the fates of its trunk
expressed year by year with a new ring will tell a rich tale! In the middle, there is the
core — the life of the plant, from which the primary leaves will spread; around, in ever
wider circles, you will see the later years and centuries ... All of this together is covered

34 Trans. Jarostaw Zawadzki, https://wolnelektury.pl/katalog/lektura/slowacki-my-testam
ent.html.
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with external bark, which welds it all into a whole. Such is the life of the people! ...
How wrong are those who plant everything on what there is now ... The historical life
of all people is, in my opinion, nothing else but a continuous, uninterrupted process of
becoming embodied for oneself from the beginning, from the cradle, through all times.
It is about comprehending, feeling oneself in the whole expanse of the ancestral being.
Let us feel ourselves in all of our times so we have all the successive centuries of our
being consciously available at every moment, so with every pulse and in every scarce
breath in our lives, the past and the lost identity of the nation comes to the fore of our
memory. ... That is what understanding oneself in the past and present entails. From
the little bud, from the grain to the crown of the widely-spreading maple tree shade,
sycamore or arch!*

To put it another way - also in Mochnacki’s words:

... everything we perceive outside of us ..., it happened, that is, came to fruition by ac-
tion. ... A true naturalist does not take and does not consider it as it is but wants to know
how it came to be ... Each phenomenon in nature, each factum is the sum of previous
operations.*

Therefore, the national “today” is, by means of simplification, the sum of the pro-
cesses of “yesterday;” it is rooted in the past. Its understanding is dependent on
comprehending and knowing the past. Its identity may be defined as the identity
of tradition, “let us feel ourselves in all of our times,” “in the whole expanse of
the ancestral being” And so is fashioned the hero-subject of “My Testament,” not
only because he wears a drab of great ancestors splendour. It is also true because
he is presented, not as an individual, but from the perspective of including within
himself the national values and traditions - these “ancestral splendours” - and
is identified with national tradition in a way; after all, he will be recalled by the
“late grandson” thinking about “sad fates” of the homeland... He is a national
hero embodying the value of national tradition because he is inscribed into these
traditions, rooted in the past history of his homeland.

And the future? It is recognised as a further series of unbroken historical
events, as a “further now.” It is also meant to be the heir of the past, rooted in it,
and conscious of it. So, this “now” — being the heir of the past - is inclined towards
the future which is to be its heir. And so, just as the past has consequences in the
present, giving it an identity, this “now” will have a result in the future, giving it
identity and modelling it as a tradition of legacy:

35 Maurycy Mochnacki, O literaturze polskiej w wieku dziewietnastym (Lodz: Wydawnictwo
Lodzkie, 1985), p. 67.
36 Mochnacki, O literaturze polskiej w wieku dziewigtnastym, p. 78.
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Jednak zostanie po mnie ta sita fatalna,

Co mi zywemu na nic, tylko czolo zdobi;

Lecz po $mierci was bedzie gniotla niewidzialna,
Az was, zjadacze chleba - w anioléw przerobi.

[But after me remains, howeer, the fateful force,
That, of no use in life, adorned my forehead tall;

But it will press you when I die, without remorse,
So that, bread-eaters, you become sheer angels all.]*”

The identity of a nation is based on the awareness of its continuity, on the con-
scious belief that every “now” means inheriting that which has passed but is also
the inheritance of the past. There is a rule applied here that could be called the
“principle of delayed action” in history: idea, deed - are not effective in their time,
in their present. Every “yesterday” — becomes an effective “today” Every “today;’
will be effective “tomorrow.” In a word: “Victory shall be mine — beyond the
grave” It is clearly demonstrated by the quoted stanza, showing how the “fateful
force” is nothing for the protagonist’s today, the effectiveness is acquired in later
generations, those inheriting. Then when the hero is no longer present in reality
(after all: “T leave behind”), he will live in legends and in fables: “But you that
knew me well, in your reports convey””

The concept of “historical stories” typical for Romanticism is born here; the
premise is that this story becomes effective only when it is supported by the
authority of “being from the past” To have a chance of effectively impacting
the collective, it must be a story rooted in the past, a story — so to speak —
“historioderivative” But that’s only the condition of effectiveness. The effective-
ness as such is actually played out in the future that inherits all that has passed.
It is the place where a story can affect history and become historiogenic. In
fact, to really exist in history means to exist in the future and in the generations
inheriting the past one by one. It means to exist, not because of the historiogenic
effectiveness of the real act, but by the histonogenic effectiveness of the story of
the act, the legends. Effectiveness — of will.

For the Romantics, obviously, the second matters most. In the poem “Na
sprowadzenie prochéw Napoleona” [On the Occasion of Bringing Napoleon’s
Ashes], the emperor as a real, living ruler is, in essence, nothing. Only when he
becomes physical nothingness, after his death and only when his legend will be

37 Trans. Jarostaw Zawadzki, https://wolnelektury.pl/katalog/lektura/slowacki-my-testam
ent.html.
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able to affect, he will become a power that can model history because it influences
the living generations of his successors:*

Ale nigdy, o nigdy! cho¢ w reku

Miales berlo, $wiat i szable naga,

Nigdy, nigdy nie szedles sréd jeku

Z tak ogromna litosci* powaga,

Z takg moca... i z tak dumnym obliczem,

Jak dzis, wielki! gdy powracasz tu niczem.

[But never, oh never! though in your hand

You had a sceptre, the world and a naked saber,

You've never, never walked amongst groans

With such grand mercy and seriousness,

With such power... with such a proud face,

Like today, o great! when coming back here with nothing]

It happens that such a view of the “historical story” shifts the accents: the value
of “historioderivity” will become less important, but the “historiogenicness” will
gain value. Historical - that is, released in history and valuable in this regard -
status may be gained not necessarily by what has been confirmed by past events.
It is possible to exist in history by entering into its scope through legends, even
fictional, as long as this legend has had its effects in the further course of history
and became historiogenic. A historical story is not necessarily a tale of a hero
who existed in history which resulted in a story about the person. It can also
happen the other way round: the story — supported by the authority granted to it
by being from the past - functioning as a legacy, affects the course of the future,
and the protagonist immortalised in it — not necessarily truly - uses it to enter
history and shapes the “future story” In this way, for example, Stowacki thought
out his dramatic legend about Balladyna:

... let the thousands of anachronisms scare the historians and chroniclers sleeping in
their graves: and if all of that has any force of life, if it was created in the head of the
poet according to the divine laws, if the inspiration was not a fever, but the result of this
strange power, which whispers to my ear words never heard of before, and the eyes see
creatures never seen before, even in a dream, ...: then Balladyna, against reason and
history, will become a Polish queen, and the thunderbolt that hit during her momentary
reign will shine and cut the fog of history of the past.*’

38 See Janion, Zmigrodzka, Romantyzm i historia, p. 231.

39 One of the earlier variants read: “With such immense seriousness of those that cannot
die;” which more strongly accentuated the transition “beyond the grave”

40 List dedykacyjny, in: Juliusz Stowacki, Dzieta wszystkie, Vol IV (Wroclaw: Zaktad
Narodowy im. Ossolinskich, 1953), pp. 21-22.
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The historical value of a legend is measured by its historiogenic effects and its
effects as a legacy of future generations. The historicity of the deed and the
historical effectiveness of the act is measured not by its ad hoc effects in the
contemporary moment, but by the effectiveness of the legend of the deed as a
factor modelling the future history measured by the effectiveness of heritage.
Effectiveness — of legacy. Hence the characteristic “bidirectionality” of these
poems-legends. On the one hand these poems, in a way, “archaise” their heroes,
equipping them with the authority of the past, at least with the authority of what
has already passed if only a moment ago, the authority of the “bygone”” It is notice-
able in the situational stylization of the “Death of the Colonel,” the Norwidian
rhapsody about Bem, it may also be seen in the style Stowacki’s “Sowinski na
okopach Woli” [“Sowinski in the Trenches of Wola’], a clumsy and incom-
plete eight-syllable syllabic verse evoking associations with medieval poems,
strengthened by the archaicity of syntax, vocabulary and inflection, as well as the
characteristic juxtaposition of “physical frailty” and “unbroken spirit” of the pro-
tagonist which shape associations with legends of saints.*' The “now” stylised in
this archaic manner is leaning towards its effectiveness in future history:

Aby miasto pamietato

I méwily polskie dziatki,

Ktore dzi§ w kotyskach leza

I bomby grajace stysza,

Aby, méwie, owe dziatki
Wyroéslszy wspomnialy sobie,
Ze w tym dniu polegt na watach
Jeneral - z noga drewniang.

[That... this city might remember

And our little children, too

Who today are in their cradles

As the bombs play in their ears.

I will fight that these, our children

When they’re grown, may well remember
That this day upon the ramparts

Died a General -- with leg of wood.]*

Hence, the lyrical “now” of these poems — the “now” of their subjects-heroes or
heroes - is the moment of delivering the will. It does not matter for the sake of

41 See Janion, Zmigrodzka, Romantyzm i historia, p. 463.
42 Trans. Walter Whipple, http://www.mission.net/poland/warsaw/literature/poems/
sowinski.htm.
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modernity - it is leaned from what passed or is passing, towards the future, as if
writing down a will or the first moment of checking its effectiveness, and rooting it in
tradition while planning to move it into the future. As Krasinski wrote to Kozmian:

Don't think, don't infer, dear sir that your voice will not be understood by your
descendants. Indeed, it always happens that poetry is the only one that preserves the
past lives of the predecessors for the descendants. It constantly tells the future both ways,
in both directions of time called past and future; gives life, timbre, movement, resur-
rection to that which is no longer there. ... As the saviour of the dying and the dead,
give them those shapes, lend them this power of preservation that is to save them for
posterity, which will use them, those who are no longer before our carnal eyes, to sculpt
from them eternal statues, ever-present to the spiritual eyes of the people of the future.*

This is a poetry-testament, poetry-story of the past for generations of the future.
For its protagonists, the tool of permanence is effective commemoration as well
as a chance to experience a victory that is “beyond the grave” Hence the charac-
teristic hero of these poems, the funebral hero, is the Great Deceased. Therefore
the characteristic situation described in the poems, the moment of death, the
moment of the funeral - the moment of transitioning from the living past into
the future of the legend, from real life into a historical story-fable, from them-
selves into others who inherit this story and “take it into themselves™* - confirms
the posthumous entry of the hero into the history of the future. Hence, in the
end, the presence of some distinctive instruments of poetry, certain ensembles
of allusive evocations and stylisations. One is, for example, an allusion to the
Gospel understood as an effective and enduring “story of Christ,” which granted
Him with the influence on future history, the posthumous “victory of Golgotha”
Such allusions saturate Stowacki’s poem, “Na sprowadzenie prochéw Napoleona,”
“and on the sword as if on a cross spread,” “the gravestone will crumble;” “you
will prevail, but with the victory of Golgotha” Such references are also used in
My Testament; this “tale” is dictated to “the tiny comrade,” the tale that “after
death” is to turn “bread-eaters into angels” And in Sowiriski w okopach Woli,
there are many such allusions: in the death scene on altar, “where the priest reads
the Gospel,” in that stabbed breast, in that kneeling of the soldiers in front of the
general... This - alongside expressive conceptual, messianic relationships - also
basing the legend on a proven pattern, one that passed the exam of historical
effectiveness, and became, in essence, a “historiogenic story;” providing the pro-
tagonist with posthumous influence on “the history of the future”

43 Cited after: Zygmunta Krasiriskiego mysli o sztuce, collected by ... A. Grzymala-
Siedlecki, (Lwow: Ksiggarnia Polska B. P 1912), p. 68 and further.
44 See Janion, Zmigrodzka, Romantyzm i historia, pp. 517-518.
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The regret of the subject-creator of the legend expressed from time to time
that the “matter of fact” given at their disposal does not stimulate the creation of
a legend and does not provide an opportunity to root the hero among the ances-
tral heroes of the past is understandable:

Gdyby przynajmniej przy rycerskiej $piewce
Karabin jemu pod glowe Zolnierski!

Ten sam karabin, w ktérym na panewce
Kurzy si¢ jeszcze wystrzal belwederski,
Gdyby miecz w sercu lub $miertelna kula —
Lecz nie! — szpitalne toze i koszula!

(If at least with the knightly song,
the soldier’s rifle got under his head!
The same rifle in which the belvedere shot
Is still gathering dust on the pan,
If by a sword in the heart or a deadly bullet -
But no! - hospital bed and a nightshirt!]
(Stowacki, “Pogrzeb kapitana Meyznera” [Captain Meyzner’s Funeral])

3

However, it is also not a moment to rashly believe in the direct meanings of
words. As it is in poetry, sometimes it is better to believe in the meaning of the
genre of the work, and this is in this case faithfully reproduced from Young’s epic
poem, “A Poem on the Last Day,” and the description of Pompey’s death:

Gdyby przynajmniej dusze cztowiek ten dostojny

W polu wyzionat, wposréd okropnosci wojny;

Gdyby smutne rycerzoéw konajacych krzyki,

Gdyby zatosne tony wojennej muzyki

Ostatnie bohatyra zaszczycily tchnienial

Nie: umiera bez chwaly, ginie bez zemszczenia.

(Young, “Sad ostateczny,” Piesn II, translated by F. K. Dmochowski)

[If this lordly man at the least yielded his spirit

In the field, amongst the atrocities of war;

If the sad cries of dying knights,

If the sombre tones of war music

Graced the hero’s last breaths!

No: he dies without glory, perishes without vengeance.]*

45 “The original poem reads as follows: / When the world bowd to Rome’s almighty sword,
/ Rome bowd to Pompey, and confessd her lord. / Yet, one day lost, this deity below /
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It is an important lead because Stowacki’s poem finally refers to the epic and is
repeating this reference using allusions in the last paragraph which is based on
references to Iliad.*® Apart from styling God as the arrow-shooting Apollo, there

isa

clear paraphrase of Ajax’s request:

Zapal przynajmniej na $mier¢ naszg — stonce!
Niechaj dzien wyjdzie z jasnej niebios bramy,
Niechaj nas przecie widza — gdy konamy!

[At least for the moment of our death light — the sun!
Let the day come out of the bright gate of heavens,
Let them see us — when we perish!]

(Stowacki, Pogrzeb kapitana Meyznera)

Father Zeus, save the sons of Achaea from the dark, and clear the heavens so our
eyes can see. Kill us if you will, but in the light.
(The Iliad, Book XVII, translated by A.S. Kline)

Style-wise, as we pointed out, Stowacki’s poem entitled Do A. M. I. sends the
reader to Tasso’s epic as the hero has Crusader-Templar features; styling the death
of Emilia Plater in the “Death of the Colonel” should also be seen as rooted in

the
sod

medieval romance genre. Even more may be said about the Norwidian rhap-
y about Bem’s funeral so meticulously referring to the Old Polish funebral

custom, a knightly one — which also has its roots in the tradition of poetry epic,

for

instance in GrazZyna:

Przeciez i traba ozwala si¢ z wiezy,
I most opada, i wolnymi kroki
Rusza si¢ orszak w zalobnej odziezy,

46

47

Became the scorn and pity of his foe. / His blood a traitor’s sacrifice was made, / And
smoked indignant on a ruffian’s blade. / No trumpet’s sound, no gasping army’s yell, /
Bid, with due horror, his great soul farewell. / Obscure his fall: all weltering in his gore,
His trunk was cast to perish on the shore! / While Julius frownd the bloody mon-
ster dead, / Who brought the world in his great rival’s head. / This severd head and
trunk shall join once more, / Though realms now rise between, and oceans roar. / The
trumpet’s sound each vagrant-mote shall hear, / Or fixd in earth, or if afloat in air, /
Obey the signal wafted in the wind, / And not one sleeping atom lag behind. (Young,
“A Poem on the last Day,” Book II) https://archive.org/details/poemonlastdayint00y
oun/page/24/mode/2up?q=When+the+world+bow%27d+to+Rome%27s+almighty+
sword%2C.
Juliusz Kleiner, Juliusz Stowacki, Dzieje twérczosci (Lwow: naktad Gebethnera i Wolfa,
1923), Vol. 3, p. 258.
2009, https://www.poetryintranslation.com/PITBR/Greek/Iliad17.php#anchor_Toc23
9246187.
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