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Edyta Chlebowska
Editor’s Notes

The articles collected in this publication were written over a span of almost a
century. Some of them were published prior to the publication of seven 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 Dzieta wszystkie prepared by the team led by Stefan
Sawicki: Cyprian Norwid, Dzieta wszystkie, Vol. III: 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 I, ed. Ro$cistaw Skret (Lublin: TN
KUL, 2007); Vol. X: Listy I: 1839-1854, ed. Jadwiga Rudnicka (Lublin: TN KUL,
2008); Vol. XI: Listy 2: 1855-1861, ed. Jadwiga Rudnicka (Lublin: TN KUL,
2016) (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 JW. Gomulicki [Pisma wszystkie, collected,
compiled, introduced and critically annotated by J. W. Gomulicki], Vols. I-
XI (Warszawa: PIW, 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 discrep-
ancies 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
English translations have also been given, their boundaries clearly marked by
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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
appropriate to list the sources of the printed texts.



Stefan Kotaczkowski

Norwid’s Irony

Abstract: Stefan Kotaczkowski believes irony to be one of the major “categories” of
Norwid’s experiences. It explains the poet’s relationship with the epoch and the social
genesis and role of his works, and also indicates the key role of moral judgement and
intuitive cognition in his writings. The scholar sees irony mainly in works concerned
with socio-historical issues and socio-personal ones, with the reservation that it is often
difficult to discern the poet’s intentions, as, in Norwid’s art, irony sometimes takes the
form of very advanced objectivism. Kotaczkowski assigns a dominant role in Norwid’s
attitude to his ironic view on history, which directs the scholar’s focus towards seeking
the poet’s relation to Thomas Carlyle, as well as other contemporary writers. He also
indicates the dissimilarity of Norwid’s irony and romantic irony.

Kotaczkowski discusses the topic on the basis of several works: the narrative poems
A Dorio ad Phrygium and Quidam, dramas Noc tysigczna druga [The Thousandth and
Second Night], and Kleopatra i Cezar [Cleopatra and Caesar]. He also refers to a range of
shorter poems, short stories, and fragments of letters to present the broad scale and var-
ious shades of Norwid’s irony. A recurrent motif in the discussion are the connections of
irony and silence, strongly emphasised in the poet’s works and summarised in the quota-
tion which ends the article: “Norwid did not only know how to keep ironically silent, but
he also knew to unexpectedly draw out of the silence the things which you do not say.”

Keywords: Cyprian Norwid, Thomas Carlyle, poetry, irony, poethics, silence in poetry

The beginning of all Wisdom

is to look fixedly on Clothes

or even with armed eyesight

till they becometransparent.

T. Carlyle

Constante

te muestras a mi pesar.
sEs humildad o valor
esta obediencia?

El Principe Constante, Pedro Calderén de la Barca

Introduction

Contrary to appearances in the cult of poetry, little has been so neglected lately
by artists and writers as poeticalness and truth in poetry - at least in theoretical
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statements. This is less surprising with the critics. With their tendency for intel-
lectualism, they identified artistry with poetry. They popularised the aesthetics
of our writers and literary audience under the pretence of a cult of the form, and
while they admired poeticising, they taught that poetry should be disregarded
as an allegedly easy thing because one cannot learn it. Thus, they defended a
thesis that very much needed a defence - that the poet’s personality was unim-
portant, that the question of how a poet lived was irrelevant. They forgot the
minor detail that a person experiences poems not only in a poetic manner. On
the contrary, poems are written as subtle tools for organising imagination and
emotions to reflect the indefinable - poetry itself.

There was nothing new in that confusion of terms: “La confusion entre plaisir
poetigue et plaisir esthétique est traditionelle,” said J. Hytier;' means and aims are
often muddled. Recent events had brought about blatant misunderstandings: on
the one hand, in the fervour of combatting realism and intellectualism, the
existence of an intuitive cognition element in poetry was negated - contrary to
facts, and contrary to the combaters’ own cult of poetry in which that element
played the dominant role; and on the other hand, in the metaphysics concocted
by critics in an attempt to please fashion, it was announced that the whole value
of art was contained in artistry and was identical thereto. No one considered
how the poetic element could exist despite this in an experience alone, in a land-
scape or a historical event, or even in the crude form of primitive poetry. Those
judgements led to such a glaring contrast between theory and practice, such
diametrically different positions of one-sided aestheticians that it had to result
in a reaction in the form of differentiation. Hytier, quoted above, dedicated his
work to the differentiation of the two terms, yet no one had performed that aes-
thetic allotment with as much clarity of distinctions as Wiadystaw Tatarkiewicz
in his 1933 lecture at the Academy of Learning. Many more interesting issues
are contained in his text. This paper does not, however, provide enough space
to discuss the complex matter of poetic nature or the distinction between the
aesthetic and poetic and the intuitive cognition of truth in art.

The above is meant simply to explain what is meant by this discussion on
Cyprian Norwid’s irony because the author is convinced that asking such
questions would preclude many a quasi-philological work from existence. If
it were merely an inventory of frequently reappearing features, it would not be
worth writing. The concept for this study actually arose on its own and tempted

1 Jean Hytier, “UActivité poétique et 'activité esthétique,” Journal de Psychologie
[Normale et Pathologique], No. 1-3 (1926), pp. 160-182.
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the author to seek and find justification for it. Irony explains Norwid’s rela-
tionship with the epoch, the social origin and social role of his art, and one of
his principal emotional approaches to life - the stoic one, and it also makes the
reader aware of the vast, dominant role of moral judgement and intuitive cog-
nition in Norwid’s writing.

Irony is one of the elements linking cognition and moral judgement of the
world with Norwid’s emotional and poetic experience. Irony in itself, just like
humour or tragedy, is not poetic, but an ironic attitude to the world may be the
starting point for a special, irony-coloured poetic vision and experience of the
world or for presenting truth learned instinctively.

Hytier claims poetic delight differs from illusion and hallucination because
for it to occur, one needs to be aware of the difference between reality and the
changeable world of our undulating imagination. It may be that humour, and
in particular irony, expresses in art the most extreme case of difference, or even
contrast, between reality and the world of our dreams and wishes. Irony would
thus be a psychological paradox: a means of imposing — with artistic intona-
tion - a judgement and, at the same time, a poetic vision of the world, which
the poet judges and condemns; an intended shock that opens perspectives for
the contemplation of a new, unknown, fascinating truth. It is there that the
greatest triumph of poetry lies: to give a poetic quality to the object furthest
from poetic desires. The contrast serves as a springboard, like a hard shore that
gives momentum to the wave of poetic emotion. Truth is not shunned, poetic
illusion is not nursed; rather, naked truth is boldly challenged as a tool of poetry
and object of poetic contemplation. Or rather, it is not so much the truth as it
is the reality, screened by the poet with his truth, uncovering its content and
value. Wishes and yearnings bear dreams and poetry. And when can greater
yearning arise than when reality is furthest from our ideals? The taut bowstring
of Norwid’s yearning was that very distance — the greatest imaginable one -
between him and the world. The irony of fate, of history, were great metaphys-
ical and historical projections of the divergence he felt. Finally, a deep analysis
of the essence of irony (the ambiguity of an ironist’s intentions) also explains
Norwid’s categorical imperative: the reader’s collaboration.

Once, intellectuals and monists wrote of the idée-maitresse of someone’s
art. We could delve much deeper into art itself if one could find one of the
fundamental forms in which the experiences of an author occur, something
that, for its peculiar character, could be termed a category of experience for a
given artist. The author of the present study is far from monist tendencies and a
belief that irony is the most important or even the only “category” of Norwid’s
experiences. Quite the contrary: irony plays a great role only in that part of
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Norwid’s writings, which through the scope of its topics belongs to socio-
historical and socio-personal works, and which draws its artistic stimuli from
the realm of thought and value. Yet the other world of Norwid’s poetry, the
purely emotional or purely lyrical, which he himself indicated by saying that
Lenartowicz took the path he had walked - is no less important.

The originality of Norwid’s spiritual organization also consisted in the fact
that his talent was composed of two apparently separate, disproportionate
elements. One was related to the stoic attitude — statue-like, intellectualist, and
based on intuitive cognition. It was static to such an extent that the poet seemed
unable to create action or the illusion of motion, and sometimes even went into
almost glaring didactics and abstracts. The other — a world of purely lyrical
experiences — had that same fluent rhythm, an original and indefinable bright-
ness. Perhaps the other, musical element - both in the literal and metaphorical
sense of “music” - is even more tempting for an analyst of artistry. Yet this
paper concerns the former of the two spheres of Norwid’s writing. Whether
irony truly constitutes one of the major forms determining the character of
poetic experiences is for the reader to judge.

I. The Poet and the World

The sense of silence in Norwid’s work was often mentioned in lofty terms
because Norwid assigned a great role to it. Yet no one asked what the art of
speaking with silence consisted of, how much truth and how much eccentricity
there was in that paradox.

It would be a good idea to start that discussion with a simple example — and
such a silent answer was given by Norwid himself in a letter to B. Zaleski on
May 10, 1851 (DW X, 371). In this letter, he described his reaction to another
letter with readers’ complaints:

Odebralem szerokie skargi od arcyliberalnej strony, ale dziwnie §mieszne: 1-o ze
arystokracja jest tak niezrozumiale pisa¢; ze 2-o ze caly Kosciol uwaza si¢ za monopol
prawdy; 3-o tymi stowami: “czego my nie rozumiemy, to dla nas jest szatanem.”
Pojmujesz, ze fatwo zrozumiatem, jaki to méwi duch - odcialem kartke i wypadlo tak,
ze z jednej strony listu byto: “koécielnicy méwig — my mamy prawdy monopol etc.,” a
z drugiej: “czego ja nie rozumiem, to dla mnie szatanem i uwodzicielem jest” — dziwny
wypadek! Owodz odcigwszy tak i czerwono razem podkresliwszy, odestalem, piszac na
wierzchu te stowa z Ewangelii: “Tys$ powiedzial.”

(I received extensive complaints from the arch-liberal side, but strangely ridic-
ulous: 1° - that it is aristocratic to write so incomprehensibly; that 2° - the whole
Church believes to have the monopoly of truth; 3° - in the words: “what we do not
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understand, is [like] Satan to us.” You realise I understood easily what spirit was
talking. I cut the page off, and it thus happened that on one side of the letter there
was: “Church says: we have the monopoly for truth” etc., an on the other: “what I do not
understand, is a Satan and seducer to me.” A curious occurrence! Having thus cut the
page and underlined it in red, I sent it back, with those words from the Gospel written
on top: “You have said thus.”]

What a telling and yet silent reply! Such repetition of others’ words with an into-
nation giving them a contrary sense is called irony. The mention of the Gospel
adds one more element of Norwid’s artistry to the equation — parabolism. The
events of a drama or story were never the full expression of his artistic inten-
tion: that was always hidden in the unsaid symbolic sense.

It would be easy to prove that silence or concealment, used as an artistic
means, played many more different roles in Norwid’s writing. Irony and ironic
parable open such broad perspectives on the works of the poet that learning
even just a part of that “art of silence” makes for a quite broad topic. The issue of
irony is also important because it introduces the reader to the world of Norwid’s
values and criteria in the most important matters for any poet. Catholicism
and Christian humility, as well as his completely personal, aristocratic stoi-
cism, all characterised Norwid to the same extent. The “measure of greatness”
in Norwid’s works is also his irony. He measured value not only with rever-
ence and humility but also with proud ironic negation. “Nie bronie si¢ wiec,
alezaprzeczam ostatecznie” (PWsz VI, 598) [“Thus I do not defend
myself,butl definitely deny” ], wasone ofhis characteristic statements.
Norwid’s work expresses a whole spectrum of emotions, from curses and sar-
casm - from the anger he described in Fulminant, through all shades of irony,
up to the sweet smile of a martyr who accepts everything with humility. And
on the scale of irony itself, there is also the fluid, intangible line between super-
human, stoic pride and a martyr’s understanding. It is sometimes impossible to
differentiate where irony contains that stoic “odejrzenie” [“look-back”], annihi-
lating fatum, as mentioned in the same-titled poem, and where it contains emo-
tion, as expressed in the “tragedy” titled Stodycz [Sweetness]. Hence the motto
of this study, taken from Calderon’s drama. It may be a difficult task to define
the poet’s intentions at times, for irony is sometimes a form of
perfect objectivism in Norwid’s art: when measuring
values, the poet was satisfied with a statement, keeping
his emotions secret or discreet, sometimes unnoticeably betraying them. In a
letter to Trebicka, Norwid denied the truth of the statement that one could rely
only on oneself. The stoicism of Norwid, deepened through his Catholicism,
often took God as the basis of its stability. Yet that happened only in religious
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states. It was not always felt, for the poet also knew the stoicism of a wise man
who relied on himself. Norwid also offered the “nadobnie-bez-zjadliwa ironia”
[“handsomely-non-scathing irony”], which (usually unfairly) he attributed to
Stowacki in Czarne kwiaty [Black Flowers; DW VII, 50]. He also sometimes
presented the crushing irony of absolute aristocratic contempt. The ironist’s
objectivism had different senses. For example, describing Lenartowicz’s work
with the metaphor “Dant na fujarce” [“Dante on a panpipe”] could be taken for
crushing irony if Norwid had not put it in a letter to Lenartowicz with the added
word “Sliczny” [“pretty”] and in a generally kind and favourable context. The
ironist demanded an “ideal listener,” or rather, assumed the existence of one.
Or - as Norwid often did - he gave everyone as much truth in his irony as the
reader or listener was able to accept and process. “Jest niemato do powiedzenia
ludziom, ale czy znie$¢ potrafig?... Bedzie im mozna wiecej mowi¢ - lecz
wtedy dopiero, skoro oni nauczg si¢ wiedzie¢: kiedy si¢ godzi $miac?... a kiedy
ptakac?” (DW VII, 190) [“There is much to say to people, but can they bear
it...? You can tell them more - but only once they learn to know: when it is fit-
ting to laugh?... and when to cry?”] (Stygmat [Stigma]). Thus, irony is always
connected with silence and the “measure of greatness.” Not only because irony
is a silent judgement, but also because the author matched it with the reader,
giving them precisely as much as they could understand. Without the collabo-
ration of the reader or listener, an ironist cannot fulfil their artistic intentions.
Norwid was not a mystic, or rather, he was one only inasmuch as mysticism
fit within Catholicism, accepted that light related to darkness, and indicated
untransparent matters. In a lofty jest, he combined heavenly revolutions -
miracles, with earthly miracles - revolutions. Thus, it would be loyal and in
the spirit of Norwid to eliminate from research statements to the effect that
“Norwid was an epoch unto himself,” a “miracle,” etc. Windelband and Rickert
were only partially right when defending themselves against the designs of
natural scientific methods by stating that a historian was occupied with his-
torical events in their individual existence. A historian who wishes to under-
stand always looks for connections, but not necessarily causal ones or those
of a direct, tangible nature. To know without connections is to understand
nothing. Philological research on influences through detailed comparison is
useful where, like in old-Polish literature, paraphrase, adaptation, or theft often
occur. Here, we have to do the same with a great artist. Differences in dates are
unimportant when the relationship to the spirit of an epoch counts, and the
principal social and historic conditions remain the same over a longer period of
time. The identity of character and similarity of particular features of the art of
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not just one, but several successive generations, sufficiently explain the histor-
ical background of Norwid’s activity.

Also, it should be remembered that “epochs” are academic constructs neces-
sary for the awareness of common distinctive features, and despite changes and
turning points, there is continuity. With this in mind, we would not exclu-
sively state whether Norwid was a romantic or not, but only gather arguments
for and against both sides and define them through negation, instead of giving a
positive description of Norwid.? Trends and epochs are felt when the structural
relations of their particular features are understood. The existence of one or a few
features or a lack thereof with some writer does not determine whether they belong
to a certain trend. As in a description of a character, in the description of an epoch
and trends, the most important thingisstructure. The same elements in a dif-
ferent context may have a completely different meaning. If the structure of a trend
does not match or explain a writer’s aspirations and beliefs sufficiently, there is
nothing to achieve by stating their originality or by grasping at particular features
common to various trends or people. One must then seek a different structure, in
connection with a historic background beyond one generation, with factors more
stable than particular movements and schools, or with conditions of more general
meaning, such as particular movements and trends, insofar as the trends are indi-
vidual reactions and transient changes related to symptoms.

From that perspective, the conclusion might be reached that Norwid was
no more peculiar than, say, Baudelaire,* that he was simply a much greater and
more powerful human, and - at least after his death - his loneliness may be
overcome by finding people like him in spirit and attitude. The greatness of
a human does not consist in extraneous and exorbitant phenomenality, but
in the extent of the basis of their actions and the broadness of their horizons.
Although it is true that men are affected by things they are unaware of, the
number of factors shaping them grows together with
their broadening awareness. Both that and the fact that Norwid
was a traditionalist must be taken into account if one wishes to understand the
“genesis” of his work. Norwid cannot truly be understood without ancient and
medieval moralists, without Catholicism, Dante, etc. He covered with his spirit
the whole of contemporary culture, and his approach towards it was one of the
main elements shaping his general attitude. This may be defined in the most

2 Similarly, describing Norwid as an epigone and harbinger introduces more confusion
than clarification.
3 Below, an explanation is provided for what may seem a strange comparison to some.
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general terms as a religious organization whose deepest beliefs and desires went
contrary to the principles according to which modern civilization developed.
Such an attitude of Norwid towards the whole culture was expressed not only
in his historiosophical interests but also in his specific view on tragedy, under-
stood as the irony of history in general.

Naturally, an entire psychological study could be devoted to an analysis of
the writings of that great ironist, explaining his work through the poet’s per-
sonal experiences. Yet this discussion starts with a social basis, for an ironic
view on history played a dominant role in Norwid’s works. It was not the rebel-
lion of the romantic self against the world at large. With Norwid, it was some-
thing entirely different: a refusal to give his time the title of history. Norwid
presented his clearly crystallised view on the world to the equally clearly and
penetratingly understood entirety of nineteenth-century civilization.

To present that major, essential factor in Norwid’s ironic attitude to life fully,
much space is dedicated here to a certain comparison, which is even more inter-
esting because the writer compared with Norwid was considered more orig-
inal. “We are at first put out. All is new here: ideas, style, tone, the shape of
the phrases, and the very vocabulary™ - thus H. Taine wrote of him. Ludwik
Krzywicki called him the sphinx of the nineteenth century. Those quotations
concern Thomas Carlyle. The social character of irony and demonic humour
is particularly noticeable in Carlyle’s Sartor Resartus because it is not a satire
against one phenomenon or another, but an explosion of protests against the
whole culture. The “philosophy of clothes” of that writer would today
be termed culture criticism. The exceptional position of that book consists in
the fact that it is one of the earliest and strongest warnings. The book is about
what Norwid formulated in the postulate of “przepalenie globu sumieniem”
[“burning the world through with conscience”]. Just before industrialism
and capitalism came to full bloom, Carlyle’s spirit shuddered with dread,
almost seeing a vision of the future victory of matter and technology over
man. Norwid’s concept of enslavement, consisting of means becoming aims,
is matched by Carlyle’s pamphlet on the victory of clothing over men. In his
black humour, Carlyle announced: “clothes have made men of us; they are
threatening to make clothes-screens of us.” The shout of an individual, one

4 Hippolyte Taine, History of English Literature, trans. Henri Van Laun, Vol. 4
(Philadelphia: H. Altemus, 1908), p. 285.

5 Thomas Carlyle, Sartor Reartus: The Life and Opinions of Herr Teufelsdrockh: in Three
Books (Boston: J. Munroe and Company, 1840), p. 39.
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spirit against the world, would have vanished into the void, like an eruption of
despair of a romantic soul. Unable to communicate, Carlyle reached instinc-
tively for a different means: he presented the world as he saw it, in a monstrous,
menacing caricature, and then undermined it. That inability of the writer to
communicate with the worldineverything led not only to a demonic cari-
cature arising from suppressed pathos, not only to an unexpected combination
of content which imposed a completely different viewpoint on issues, but also to
the need to create an almost completely new language, with odd combinations,
merging words into one, emphases, stresses, and graphic innovations. Hence
Professor Teufelsdrockh from Sartor Resartus says of himself that “I was like no
other” and believes that “in action, speculation, and social position, my fellows
are perhaps not numerous.”

And yet, another such loner like no other can be found: Cyprian Norwid.
There is probably no other comparison that can throw as much light on
the author of Tajemnica Lorda Singelworth [Lord Singelworth’s Secret] and
“Rozebrana” [“Disrobed”] than the one with the “clothes-philosopher” and the
book Sartor Resartus. The discussion here is not about influences or a mechan-
ical comparison, although when reading Norwid, one may assume he had
read that famous book, perhaps in London, on his return from America. The
analogy reaches deeper and opens a broader horizon on the same social back-
ground. In both cases, a lone individual opposed an entire whole civilization;
and it was not the romantic self-against-world protest. Brzozowski owes much
to Carlyle’ as a critic of romantic idealism. Norwid’s philosophy of life can also
be summarised in Carlyle’s words: “The man is ... what he became,”® which
clearly opposed the beliefs of unrealistic “idealists,” who divided their lives into
their ideals, wishes, and a course of life different from those.

Since the stances of Carlyle and Norwid in judgement on contemporary
culture were very close, it is no wonder that they also showed similarity con-
cerning the consequences of such a stance. What is more, not only were their
views on truth, science, or tradition similar, but there were also further anal-
ogies in how they viewed silence, secrecy, and mysteriousness. Moreover, sim-
ilar attitudes to the world sometimes resulted in striking similarities of style,

6 Carlyle, Sartor Reartus, p. 110.

7 Theimpact of Carlyle’s artistry is visible, e.g., in Stanistaw Brzozowski’s Widma moich
wspélczesnych (fikcyjne portrety satyryczne, Lwow: Ksiegarnia Polska B. Poloniecki,
Warszawa: Gebethner I Wolff, 1914).

8 Carlyle, Sartor Reartus, p. 206.
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broadly understood. As Carlyle unearths the hidden sense of social life in the
demonic crosscuts of a humourist, e.g., linking the most diverse phenomena
into one causal chain, striking at its truth, as he writes of five million quintals
of rags being reshaped into great batteries of social power, i.e., journals, which
become more powerful than great royal dynasties,” Norwid immediately comes
to mind.

Norwid is also brought to mind with the deep insight into the sense of cul-
ture by giving particularly detailed senses to minor and completely irrelevant
and disproportionate facts, which is connected with a more or less apt ety-
mology serving symbolic and historiosophical purposes. Both writers had a
similar manner of opening historical perspectives with rhetorical questions
(related to that parabolic view on details): “The first ground handful of Nitre,
Sulphur and Charcoal drove monk Schwartz’s pestle through the ceiling: what
will the last do?”'* asked Carlyle.

Carlyle’s artistry was heavy, German, and generally minor, if original.
Norwid utterly outshone him with his talent. When stating the analogies, a
principal difference needs to be indicated: humour. Carlyle was aggressive
in his fight and generally didactic. Thus, irony played a minor role, smaller
than sarcasm and humour. Carlyle was aptly called by Krzywicki" “ostatni
kaznodzieja $redniowiecznego chlopstwa szkockiego” [“the last preacher of
medieval Scottish peasants”]. The differences between the mind of the British
writer and the refined artistic soul of Norwid, a Catholic, need not be listed. Yet
it is against the background of those great differences that similarities are strik-
ingly visible, indicating the same social basis for irony, sarcasm and linguistic
oddities, considered with both writers to be fully individual features.

It is not through similarity, like in Sartor Resartus, but through theoretical
sociological analysis on the origin of irony that much can be drawn from the
book of another ironist and poet of silence, the great Danish moralist, Séren
Kierkegaard. In his treatise of 1841, On the Concept of Irony, he wrote of pro-
phetic figures at the turn of epochs, who - unable to instil new concepts of the
world in their environment - expressed their negation of the old world through
irony. Such a role was also attributed to Socrates in his time.

In order to win, the ironist must become a victim like a tragic protagonist.
Analogy in attitude towards an epoch already foreign to them explains Norwid’s

9 Carlyle, Sartor Reartus, pp. 43-44.
10 Carlyle, Sartor Reartus, p. 39.
11 Ludwik Krzywicki, “Sfinks XIX wieku,” Prawda, No. 2 (1892).
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particular fondness of Socrates, who appeared very often in his writing. Norwid
saw in him not so much irony as tragic stoicism. Socrates “kielich dopetnit i na
statue zywa obowigzku zamienil statut pisany” (PWsz VI, 414) [“drank
the cup and changed the written statute to the living statue of duty”].
Norwid’s statement from his lecture on Slowacki: “Wspdtczesnosé
albowiem jest dwojaka” [‘contemporaneity is always
twofold”] clearly expressed that sense of identity. Faith in providence made
Norwid accept reality as the expression of God’s will, or at least as an act of
God. Yet, on the other hand, that reality denied his Christian moral values,
and he could not accept it. That contradiction continuously resulted in stating
a lack of adequacy. He overcame the dilemma with thought, explaining that
time is not eternity because of the fact that it is time; i.e., reality cannot con-
tain absolute values within itself. He distinguished between apparent and true
reality. He used emotion to oppose the circumstances; irony and silence played
the role of that opposition in his writings. Feeling unable to present the world
in the name of which he negated its surrounding reality, Norwid stated: “Jestem
znamiel... / Sam glosu nie mam - Panie” (PWsz I, 136) [“I am a stigmal...
/ T do not have a voice myself - Lord”]. Characteristically, Norwid wished to
change Sophocles’ metaphysical “unfortunately” into a historical “too-late.”*?
He spoke very openly of the misunderstanding of individuals who were ahead
of the epoch:

jakze albowiem, posuwajac spoleczenstwo w przysztoséijezyk uczué przysztych
mu przynoszac, porozumiewac sie jasno z obecnoscia .... Nie jestze to tak, jak gdyby
kto zdawkowg monetg placit wtedy, kiedy ta jeszcze od stempla oderwac si¢ nie moze,
albo gdy jest goraca i do czerwonosci rozpalona! (PWsz V1, 458)

[how then, moving the society into the future and bringing it the language of
future emotion, [can you] communicate clearly with the present .... Isit notas if someone
paid a small coin when the coin still cannot come off the stamp, or is yet red-hot!]

It is noteworthy that Kierkegaard started his considerations of irony by op-
posing the “romantic irony,” completely foreign to the new post-romantic gen-
eration. Contrary to the term, it actually had little to do with actual irony and
was certainly in no way connected with Norwid’s irony. Even where Norwid

12 That statement (in a lecture on Stowacki) contains the anti-metaphysical view on
tragedy as a merely historic phenomenon, typical for Norwid. Yet, there is also
another narrowing of the concept to a special case of tragedy: the artist missing
their epoch. A tragic hero is the one who fights for what future generations would
achieve. Hence the hero’s tragedy is called “too-late.”
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intentionally travestied romantic irony, as he did in Szczesna, he was more of a
satirist than an ironist. The romantic irony was born of the individualist anar-
chism of the romantics, of the fight against one’s own sentimentalism, of magical
idealism - and finally of an internal split. Anyone “kto by Diogenesa poczytywat
jedynie za improwizatora dorywczego i za bezkierunkowy jakihumor” (PWsz
VI, 224) [“who would take Diogenes only for an occasional improviser and for
some un-oriented hu mour” ] would be very much in error, wrote Norwid in
Milczenie [Silence]. That deprecated un-oriented irony, resulting from whim and
often from imaginary superiority over the world, agitated despair, boredom,
apathy, or scepticism, cannot be found anywhere in Norwid’s works. Norwid did
not negate reality as such; neither did he deprecate the common. This differenti-
ated his irony from the irony of romantics, the “disappointed souls” of romantic
epigones and the later sceptics of the end of the century. It may be that in his
youth, the irony of Norwid and of all the circle of “Warsaw bohemia” was of a
typically romantic character and that the ironic stand of “bohemians” had some
impact on Norwid’s later attitude towards the milieu.”® Yet the non-disappointed
later romantics, like Musset, Heine, or Berwinski, can help explain the character
of Norwid’s irony and its relation to the epoch.
Contrarytotheabove,Norwid’s irony had one very strongly
oriented tendency. It expressed a strongly built and closed individ-
uality, opposing the world in a stoic manner in the name of clearly defined
values and concepts. That the uncommon abundance of irony with writers
more or less contemporary to Norwid is explained with the disappointment
of romantic souls is another matter. The road from romanticism to realism led
through irony. The irony of Flaubert’s disappointed soul, and, in particular, his
immortal Homais from Madame Bovary, may serve as a signpost for the evolu-
tion leading to naturalism. Irony was the only weapon left to those who could
do nothing against the world. When the bourgeoisie took over culture, the edge
of irony turned against them. The more the “last Mohicans” of romanticism
stabbed about with vicious, aristocratic, desperate, and refined irony, the more
overpowered and lonely they felt. An example of that can be Contes cruels by
Villiers de I'Isle Adam, resembling Norwid’s derision in Ad leones. Hopes lost
after the “Spring of Nations” increased the bitterness. While some were dole-
fully melancholising in seclusion, like Amiel, others were “liberated” from the
world with Schopenhauer’s pessimistic philosophy, and still others found solace

13 See Stefan Kawyn’s study on Warsaw bohemia in: “Cyganeria warszawska:” szkic z
dziejow obyczajowosci literackiej,” Pamigtnik Literacki, No. 2 (1933), pp. 224-243.



Norwid’s Irony 23

in propagating aristocratic stoicism. The latter can be found in the classicism
and aestheticism of the Parnassians, their poésie objective et impassible. The
greater the rift between historical reality and the elites who understood its false
or ostensible nature, the greater was the isolation of the elites. The inability
to communicate resulted in the instinctive suppression of emotions; romantic
pathos was opposed with the pathos of restraint, silence, loftiness, and statue-
like demeanour. Such was the learned and aristocratic, static and composed
poetry of the Parnassians and of Norwid.

It may seem strange to compare Norwid with Baudelaire because there is
a great difference in the artistry of those writers. Baudelaire was conservative
and classical in his artistry, while nothing of the kind may be said of Norwid.
Baudelaire had more artistic culture as well, but that is not the point here. They
are similar if seen from a sociological point of view. What they had in common
was the trait of final tragic eccentricity in seclusion and stoic pride both in per-
sistence and in contrariness. Fortunately for Baudelaire’s artistry, his loneli-
ness in the surrounding middle-class atmosphere, his hatred, contempt, and
estrangement from the world were expressed in perversion, defiance, and a
fancy to surround himself with mystery up to ironic mystification in life, not
in art. But those are only different expressions of the same attitude towards the
world. Despite all those features of decadence, Baudelaire was not decadent. He
was a man with a good backbone, with great, uncommon strength of will. In
that strength of will, in that stoicism, the two men had much in common, and
likewise with their source — Catholicism. Similar situations resulted in sim-
ilar features: strength of sarcasm, irony, contempt, and desire for stoicism in
art and also in their inner self, which had to survive everything. Neither were
intuitive artists — with both of them, art was the result of work, premedita-
tion, and uncommon condensation of the word. “Nie bronie sie, lecz ostatecznie
zaprzeczam” [“I do not defend myself, but I definitely deny”], one might here
repeat after Norwid and Baudelaire. The latter only opposed ugliness with
beauty - for he was an aesthete. And therein lies the difference. Baudelaire never
looked beyond Paris and art in his thought — he was simply a brilliant writer and
poet. He choked and suffocated with Paris and bourgeoisie and lived on dreams
and art. Norwid suffered not from a city - he suffered from the whole epoch, he
fought practically the entire understanding of the culture of his day, and that
vast philosophical and historical horizon of his put him far above Baudelaire.
The scope of his thoughts and emotions was incomparably broader and, as a
result of the nature of the issues he saw, deeper. Their social role was similar in
attitude but not in scope. Leaning on the rock of Catholicism, they maintained
was an absolute, unbending negation of the life surrounding them, its weapons



24 Stefan Kotaczkowski

being sarcasm, mocking irony, contempt. They opposed that life with monu-
mentality — of beauty with Baudelaire, and of inner truth with Norwid.

Through his erudition and archaeological interests, Norwid was kin to the
Parnassians, but he had more in common with Baudelaire as concerned inner
kinship, mainly the tragedy arising from the social situation, which is of greater
interest here, when the social background of Norwid’s work is discussed. Hence,
more time was devoted to that comparison.

The traditions of that monumental pessimistic stoicism, the tendencies for
the pathos of restraint, silence, loftiness, and statue-like demeanour could
already be found with typical romantics. From the darkness, inspired by old-
Scandinavian poetry, there emerged the statue of the unfaltering Iridion.
Classical attitudes, combined with the dark, self-focused, stoic poetry by Alfred
de Vigny, was manifested by Chasseriau’s Venus,"* which is an ideal, if unin-
tended, illustration of that poetry. The increasing intellectualism and scepticism
favoured a scientific and historical treatment of religion (Renan). Aestheticism,
a symptom of detachment from life, used archaeological, historical, and myth-
ological research as material for aristocratic, learned, and intellectualist poetry,
delighting in egotism. Thus, was the art of Leconte de Lisle, who was contemp-
tuous of the masses, and thus was the art of other Parnassians. The interests of
writers detached from life turned to the far future in seeking kindred souls, in
striving for a moral anchor and an explanation of the matters of culture. For
Louis Menard, a Parnassian poet, moralist and philosopher of culture, absence
from life also had an adverse effect on drama, giving it a static nature foreign to
its essence. In that respect, Norwid’s dramas resembled the dramas by Leconte
de Lisle and Flaubert’s The Temptation of Saint Anthony. The ten-act drama by
Ibsen on Julian the Apostate, devoid of poetry and a historical sense, is typical
of the mid-nineteenth century in its reflectiveness and topic (revision of cul-
ture), and through its pursuit of an Apollo-Christ synthesis.

Kiedy to, co miewates blisko osobistym, potamie ci nagle przed oczyma fatalny
wicher i kiedy on co osobowego nadwerezy lub z kurzawa popiotu precz odmiecie,
pozostawaja ci poglady i poczucia ogélne, ludzkosciowe, historyczne... Lecz
pozostawaja moze jako upajajacy met na dnie kielicha... lecz otwieraja si¢ one moze
przed twymi oczyma jak “Egipska umartych ksigga” (DW VII, 193)

[When that which you had close and personal, is suddenly broken by violent
wind before your eyes and when it damages something personal, or wipes it away with
a storm of ash, you are left with views and sensations which are general to all people

14 In the Louvre.
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and history... But maybe they stay as intoxicating dregs on the bottom of the glass...
but maybe they open before your eyes like the “Egyptian book of the Dead”]

Do those words of Norwid not explain not only their author but also the
interests of the learned poetry of the time?

Norwid’s cult of Socrates, already mentioned here, may serve as a guide into
that interest in the past belonging to Norwid and kindred-spirit poets, which
is of particular interest due to its connection with irony. The latter finds its
closest ally in sarcasm, as will be seen below. The wisdom of ancient stoics
often fed old-Polish writers as well and was popular in the time of the motto of
perseverance (Orzeszkowa, Swietochowski). It is understandable why Norwid
also sought comfort in it and why stoicism was a very common motif with
the poets of his time.”” The advice given by Norwid to the nation in Niewola
[Enslavement] to make use of suffering applied to the whole society in the same
way as the thought was applied by Seneca to an individual. In the foreword to
Niewola, Norwid wrote:

Nie moge tu albowiem zapomnie¢ wzoru Sokratesa, ktéry obrazenie od kajdan
wyttoczone na nodze uwazal za tre$¢ i za przyklad popierajacy rzecz o bolu i stosunku
bélu do zywota, panujgc wyraznie tym sposobem nad fatalnoscig potozenia, owszem,
rosngc w wolnosci nie do pokonania pewnej siebie. (DW IV, 42)

[For I cannot forget here the model of Socrates, who considered the injury
chains had impressed on his leg to be the content and an example to support the lesson
on pain and its relation to life, prevailing distinctly in that manner over the fatality of
his situation, and even growing in freedom of invincible confidence.]

Stoicism, restraint, static quality, the cult of silence, and irony remained inter-
connected, and every now and again, one of those elements appeared with the
Parnassians or other writers of the epoch. Symptomatic in that respect was, e.g.,
the subtle, lofty comedy by Théodore de Banville, titled Socrate et sa femme.
With stoic irony, Socrates admired Xanthippe in the drama because, with her
conduct, she reminded him of earthly matters and thus helped his spirit main-
tain a perfect balance between the world of ideas and earth. In Mademoiselle
de Maupin, Théophile Gautier praised the unsaid inner content of the work as
being the most perfect. A Catholic thinker, Ernest Hello, saw God’s irony in
Napoleon’s life, and, speaking of the whole nineteenth century, he said: “Qu’est-
ce donc le dixneuvieme siecle? Une certaine ironie semble avoir obtenu la
présidence de ses destinées.”

15 A good example is L. Ménard’s poem Stoicisme.
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Norwid’s stoicism was being faithful to the truth - being objective. The irony
lay thus in the fact that he opposed by stating objectively. For him,
parabolization and allegoricalness resulted not just from a deep attitude towards
the world but also had their roots in intellectualism. The parabolic treatment
of reality and the resulting linking of realistic elements in art with deep sym-
bolic or allegorical interpretation were not something unique to Norwid, as
many claim. To take one example, Théodore de Banville’s poem Le Saut du
Tremplin shows that the analogous phenomena of parabolic and allegorical
interpretation of apparently non-poetic things could be found with other poets
of Norwid’s generation. The discoveries of realism did penetrate non-realist
poetry; the triviality of naturalists could also be found with Baudelaire. That
issue is important insofar as those features of realism harmonised with the
postulates of allegorising reality and objectivism of the ironists and sometimes
even formed an inevitable element of that style. In that respect, Norwid was
not particularly unique. Irony and parabolism, classical restraint and faithful-
ness down to the details bore deeper, parabolic meanings or could add value to
the point - all these were manifestations of Norwid’s objectivism. Norwid also
tried to find a theoretical, or rather historical, justification for such an attitude
and the resulting artistic style in Rzecz o wolnosci stowa:

Od Epoki Chrzescijariskiej: Stowo stawa sie sitg... I jezeli tamta dochodzila do
arcydziet poteznie plastycznych, tedy ta, wlasnie ze przeciwnie — doj$¢ ma do pozornej
bez-silnosci - do bez-personalizmu - do bez-stronnosci... do arcydzieta Prawdy! (DW
1V, 214)

[Since Christian epoch: the Word becomes strength... and if the other one led
to mightily visual masterpieces, this one, quite contrary - should lead to apparent
power-lessness — to non-personalism — to non-sidedness. .. to the masterpiece of Truth!]

The artistry of irony, aiming at objectivity, has a certain dualism in itself: it
requires subtle intellectual precision in differentiating terms but also a subtle
understanding of the slightest shades and understatements. Both assets are
conditions for grasping the intentions deliberately hidden in irony. Irony is, in
fact, the language of aristocrats, unintelligible for simpletons, who - to quote
Norwid - take “tak zatak —nie zanie -/ Bez $wiatlo-cienia” (PWsz I,
224) [“yes forayes —no forano -/ Without shades”].

That contradiction of precision and ambiguity of understatement, as an
artistic style, must be learned from example - especially as it characterised the
whole of the writing of that artist and thinker. That dualism of tendencies is
best shown in a poetic description of a sculpture by Norwid, which combines
succinct compactness and distinctness of the shape with shades and elusiveness
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of expression, opening up the possibility of a subjective view. Norwid spoke
beautifully of that in a sonnet to Marcel Gujski:

Meza jezeli posag wywiodtes z kamienia,

Tak, jak on jest, niech wiekom pdzniejszym zostanie,

Lecz kobieta - zarazem kobieta-spojrzenia,

Soba i ows, jak ty pogladates na nie.

Nieustannym zjawiskiem! Ona i nie ona

(PWsz 11, 205)

[If you led a man’s statue out of stone,

Such as he is, may he stay that to later ages,
But a woman, is a woman made of looking,
Herself and such as you saw her.

A constant phenomenon! Tis her and tis not her]

The mutual permeation of the empire, classicist style, and neo-Baroque ten-
dencies, or the coexistence of such trends in the early nineteenth century in
France formed the background with which Norwid’s dualism was in har-
mony.'® Besides the constant classical tendencies appearing in France in each
epoch, Correggio’s influences can also be seen. Next to Ingres’ art, there was the
demonic Baroque (Daumier). The somewhat earlier painter Prud’hon - freeing
himself from the classicism of David - the creator of the famous The Abduction
of Psyche by Zephyrus in the Louvre, in whose painting the chiaroscuro played a
significant role, is an important example here. These distant analogies are given
here simply to indicate the compatibility of the artistry of irony with the whole
spirit of Norwid’s works and the artistry of the epoch. With Leonardo, the elu-
siveness of Mona Lisa’s smile lies in the precision of the representation — and
such is the case of irony’s artistry with Norwid. A statement contains precision
of terms and matter-of-factness, and the elusiveness is only in the continua-
tion, which was how Norwid saw silence or understatement. It is in the merely
suggested but never articulated lyricism of an ironically stated fact. That kind of
intellectualism and classicist precision in intention provided a striking contrast
between Norwid’s artistry as an ironist from romantic irony with its whimsical
Ariostic smile, profuse lyricism, and subjectivism.

16 1In his Szkic syntezy, Jellenta mentioned the influence of Florentine Baroque, but
that mention is not entirely clear (Cezary Jellenta, Cyprian Norwid. Szkic syntezy,
Warszawa: E. Wende i S-ka, 1904).
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*

On considering the socio-historic background of Norwid’s irony, his own
views on the topic of irony can be discussed, as well as its connection with
the psychology of his experiences. Contrary to what might be expected from
a poet of definitions, Norwid gave very little in that respect as a theoretician.
The poem “Tronia” [“Irony”] speaks only of the inherent irony in life and work.
Psychologically, that truth corresponds to reconciled humour or realism in art,
but not to irony. In one of his letters to Trebicka, Norwid quoted his conver-
sation with Lenartowicz, giving as an example of unintended irony the fact
that a man “najpobozniej niosacy trumne” [“most piously carrying a coffin”]
knocked someone’s hat off. But he was mistaken as well since he took humour
for irony. Irony is biased in its nature, and even events of the “irony of life”
are ironic only insofar as they create the impression of something intentional;
coincidence and irony exclude each other. Hence, in a case that creates the
impression of irony, people speak of the irony of life, i.e., life’s course is not a
coincidence. These words of Norwid are not a definition, either, but a defence
against incomprehension:

Ci btadza, co majg Ironig

Za zto ludzkiego-serca - ta lewica-marzen
Niekoniecznie stad idzie... Jest Ironia-zdarzen
I jest Ironia-czasow

(DW 1V, 252-253)

[Those are mistaken who take Irony

For the evil of human heart - that left hand of dreams
Not necessarily comes thence... there is Irony of events
And Irony of times.]

Since Norwid’s theories explain little, the next step is to turn to consider the
factors which evoked that attitude in him and favoured the development of
artistic skill in irony."”

What swordplay in the sophist school was for Socrates, the salon was for
the worldly Norwid. Irony was an invaluable asset in social situations in that it
allowed him to oppose without making the fight open, without pedantry and
seriousness. Rather, he isolated himself aristocratically in the form of a game,

17 Theironic attitude of the Warsaw bohemians towards society and the possible impact
of that aura on Norwid has already been mentioned above.
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which made him original and pleasant — un homme spirituel. It gave him a
hidden sense of superiority and elevated him over the company, even as he
associated with them. Irony requires subtlety both from the one who uses it and
the one who listens; it both hides and uncovers an intention - it is grasped in an
instant. It is a guardian of closed and shy souls and yet can serve as coquetry,
or a discreet disclosure of one’s superiority. Hence the social irony of Norwid
was sometimes similar to a slight brush, barely noticeable, and sometimes
sharp but still clothed in the appearance of a compliment, as when Norwid
stated, for example, that women were like angels, for they have never known
work. Such playful superiority of Norwid as a man of the world can be found,
e.g., in a letter in which he recounted a conversation with young Delaroche.
When Norwid was amazed at his fluent Polish, the Frenchman explained he
had learned the language so that he might understand another Christian lit-
erature. Surprised at that, Norwid could at first find no words. “‘Jak to?... czy
pan zdania tego nie podziela?”” [“What is it?... do you not share this opinion?”],
asked Delaroche, and Norwid replied, “z przewrotnoscig patrycjalna, do jakiej
wielokrotnie naklania obywateli obowigzek: ‘Owszem, szlachetny paniel...
owszem... oczekiwalem tylko, azeby stowa te zaszczytne ustysze¢ po polsku iz
ust cudzoziemca’” (PWsz VI, 259) [“with patrician contrariness, to which duty
often induces a citizen: ‘Yes, sir, I do!... the only thing I have waited for was to
hear such noble words in Polish and from a foreigner’”]. Later, in the years of
poverty, bitterness, and oversensitivity, refined words and irony were a sharp
weapon to him, which he used to gain proud social independence.

I zaden nigdy szambelan nie baczyt
Na ceremonial, jak ja, gdym zro-zpaczyl!

(Assunta, DW 111, 334)

[And no chamberlain has never minded
the etiquette as I did in de-spair!]

It is significant that in one of his stories, Norwid mentioned the words of Marie
Antoinette, who, on stepping on the foot of the executioner as she ascended
the scaffold, apologised in those words: “Excusez, Monsieur, je ne ’ai pas fait
expres.” Norwid’s courtliness and observance of etiquette contained as much
humility as that ironic magnanimity of the one harmed; as much refined loy-
alty as spite.
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There is also another factor that ought to be mentioned here, as it forms the
psychological basis for the work of all humourists and ironists — ambivalence.
It is defined by psychologists as a twofold (positive and negative) reaction to
the same phenomenon; love and hate, pleasure and vexation, attraction and
aversion to the same thing. A typical example of ambivalence can be found in
Baudelaire’s memoirs. “Tout enfant j’ai senti dans mon coeur deux sentiments
contradictoires: I'horreur de la vie et 'extase de la vie.” The wise and yet simple
definition of a humourist by Bolestaw Prus — as a person who looks at the same
thing from at least two sides — splendidly explains the relationship between
ambivalence and a humorous view on reality. With nervous people, ambiv-
alence is connected with the tendency to jump from one mood to another
quickly. Contradictory judgements on people, so common with Norwid, for
example, in his opinions on Mickiewicz - sometimes full of admiration, at
other times overly caustic and mocking — were a striking proof of the quality,
vastly enhanced by the frayed nerves. The description of Norwid given by
Lenartowicz — sometimes good as an angel, sometimes immensely haughty -
confirms that feature. It is enough to mention the description of Lenartowicz’s
poem (“Dant na fujarce” [“Dante on a panpipe”]), given above, which contains
such contradictory opinions that it can be understood both negatively and pos-
itively, to realise how great a role ambivalence had in shaping Norwid’s writing.

It is clear now what the social ground of Norwid’s irony was. That inability
to communicate with contemporary culture was accompanied by incom-
prehension in his own community. Norwid’s confession from a letter to
Konstancja Gorska: “jestem tak wieloracznie nieszczesny i utrapiony, ze moge
tylkomilcze¢ albozartowadé - moglbym jeszcze i pi¢, ale to szkodzi i
nastepstwa posiada niedobre” (PWsz IX, 305) [“I am in such manifold misery
and distress that I can only be silent, ormake jokes -1 could also
drink,but that is harmful and has bad consequences”] has the significance of
a psychological document. To indicate the connection of that sense of loneliness
with the character of Norwid’s writings, one more psychological term ought to
be specified here. According to Bleuler, ambitendency is the principle stating
that each tendency to action is accompanied by a reverse reflex: restraint. In
the conditions in which Norwid lived, all the masculine power he had turned
inwards. Sometimes this suppressed instinct exploded in a curse, sarcasm, or
anger, but only for a moment. Power not expressed in expansion transformed
into the power of restraint. Objectivism, monumentality, and static character
bear the traits of restrained power, thus oriented. Distance from reality allows
one to see life as a parable. This often bordered on a habit of seeing it every-
where, like in the very characteristic fragment from the poem “Nerwy” (PWsz
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I1, 135) [“Nerves”], where a minor occurrence on the stairs evoked a tragic and
ironic concept.

chwycilem sie belki sprochniatéj...
(A gwozdz w niej tkwil,
jak wramionachkrzyzal...).

(PWsz 11, 135)

[I grabbed a rotten beam...
(A nail was there, as on the arms
Ofthecross!..)]*®

It is rare, on the other hand - the poem “Ruszaj z Bogiem” [“Godspeed™] is
likely the only example - that Norwid linked irony with an image of some
vengeful tendency of God. Irony played an immense role not only in Norwid’s
lyrical works but was also the point of all his short stories, without exception.
The plot served only as a foundation for that ironic sense, and irony recurred
within the story numerous times. Cywilizacja [Civilization] is an ironic alle-
gory of modern civilization that turns at places into a grim memento, like in
the image of the board of people of trust who start a session at the moment
when ice blocks crush the ship’s wheel. Tajemnica Lorda Singelworth [Lord
Singelworth’s Secret] is a humorous and ironic allegory of the author’s own atti-
tude to the surrounding world. Ad leones is an ironic presentation of the role
of art in a capitalist society. The author’s irony is so transparent in those works
that it needs no comment. Quite the opposite: he could be accused of exces-
sive mockery and over-saturation with irony. The poem “Czemu” [“Why”] is an
ironic point of that tragicomic story of human souls passing each other, never
to meet due to stigmas. The longest poem, Quidam, smuggles in the thought of
the irony of history — and so it continues. The irony “Ze nie z dziejow te dzieje z
ich monarchg treflowym” [“that the history with their monarch of clubs is not
from history”] is also contained in the drama Zwolon, spiced up at times with a
caustic remark like this one (DW V, 73):

A péiniej czlowiek bardzo si¢ zadziwi,
Ze taki wielki Pan, i tak szcze$liwi
Poddani kiedys byli — ci niezywi!

18 English translation by Danuta Borchardt in collaboration with Agata Brajerska-
Mazur, in: Cyprian Norwid, Poems (New York: Archipelago Books, 2011), p. 61.
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[And later, one shall be amazed
That such a great lord he was, and so happy
The subjects once were — the dead ones!]

“Ktokolwiek pisze rzeczy, jak one si¢ dzieja — ten tatwo stawa si¢ cynikiem”
(DW 1V, 152) [“Whoever writes things as they happen - he easily turns a
cynic’], said Norwid. Hence his indignation with “Ludzkos¢, [co] bez Boskosci,
sama siebie zdradza” (DW IV, 218) [“humanity who, lacking divinity, betray
themselves”], which often exploded with demonic derision. At such times, stoi-
cism left Norwid, and he rose in his irony and sarcasm to an exceptional power
of expression. Using trivial details from everyday life, shown with intentional
contrast to the perspective of history, he fascinated the imagination with unex-
pected artistic means and made a dramatic impression. Thus, he characterised
contemporary time in the poem “Zapal” [“Fervour”] (PWsz II, 90):

Po legendowych wiekach - przyszty historyczne,
Ogien-boski za-przestal by¢ Dziejow skazéwka.
(Natomiast - taniemamyzapatki-chemiczne,
Ktore gdy zrecznie ujmiesz — obrécisz w dot gtowka

I o0 obuwie potrzesz?... plomyk wraz wybucha,

A Turki pala fajke z dlugiego cybuchal...)

[History followed legendary ages

And holy-fire ceased to guide the sages.

(We - by contrast — have acheapphosphor match:
Grip it properly - depress its tip

And rub against your toe — a flame will leap.

And Turk takes the coiled hookah to his lip!...)]"

Norwid’s originality and power in that demonic irony (as shown here) cannot
be compared with the expression of another artist because, with him,
social emotions were always accompanied by such a
broad horizon of history, which gave his irony a vast
resonance. That category of irony includes poems like “Slowianin” [“The
Slav”], “Rozebrana” [“Disrobed”], “Swiety-pokéj” [“Blessed-Peace”], etc.

Contempt for the surrounding historical reality, inertia, and stagnancy, a
ridiculous parody of history, evoked in him a yearning for that primary history
of people which, unaware of itself, was an epos:

19 English translation by Adam Czerniawski in: Cyprian Norwid, Selected Poems
(London: Anvil Press, 2004), p. 73.
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Wole wsias¢ na kon z jakim drabem, ktory,
Procz ze swoimi, nierad bywa z nikiém,
Historii nie zna, ni architektury,

Milczy jak pomnik, bedac sam pomnikiem!

(DW VI, 18)

[I prefer to mount the horse with some fellow who,
Except for his own people, prefers to be with no one,
History or architecture he knows none,

Silent as a statue, and a statue himself!]

*

The entirety of Norwid’s works can be grasped and the role of irony in it realised
more quickly if one understands his views on epos and tragedy and what his
creative approach was to those genres. The issues are discussed in turn below.

The last of the poems quoted above shows that he saw more epic material
in coarsely naive, even barbarian life than in his own epoch. Theoretically, his
definition of an epic in the treatise on Bogarodzica [Mother of God]** does not
cause objections, which cannot be said of his definition of tragedy. That theo-
retical description appeared relatively late. Yet usually, and frequently, he did
not use the words “epos” or “epic” in the same sense in which they are used in
poetics. He consistently used them to definehistorical reality, thusop-
posing it to the apparent reality of an empty epoch - non-historicity. According
to Norwid, an epos was the entire historical reality. On the other hand, the said
definition clearly indicated that it was not the formal side but the topic, which
decided what an epic was for Norwid. Hence, such involuntary identification of
historical reality with a literary work might have occurred as a result of the use
of the word in the two senses.

His own epic works were usually not truly epic but ironic, reflective, and alle-
gorical. They are tiring for the same reason as his dramas - lack of action. Their
motif is very often the irony of fate. That is the motif in Quidam and Assunta,
and the case is similar to his short stories, Stygmat [Stigma] and Bransoletka
[Bracelet]. In such works as Powies¢ [Novel] or Szczesna, one finds an ironic trav-
esty of epic. One of the most beautiful works, A Dorio ad Phrygium, provides
an ironic narrative poem instead of an epic. The short list paints the following

20 Seethe fragment in the recently published Cypriana Norwida Poezje wybrane [z calej
odszukanej po dzis puscizny poety] (Warszawa: J. Mortkowicz, 1933), pp. 620-621.
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image of Norwid’s attitude towards epic: either the topic was irony of history,
illustrating a transient epoch, which is an antithesis of epic material (Quidam
is very significant in that respect, as it presents a world that has no place for a
hero - there is only a place for someone, who might perhaps be a hero in other
times), or an ironic approach to the topic, or both.

In that situation, it is difficult to speak of the degree of Norwid’s epic talent —
for the ability to write an epos is not, and was not for Norwid, either, only a
matter of talent. One thing must be stated emphatically: that the cause lay not
in the poet’s lack of understanding of what an epos was. Rather, it was a deep
and full understanding, unlike that of any of his contemporaries, of what epic
was that gave him an awareness that the Polish society and contemporariness
were the most glaring contradiction of such a life in which an epos was born,
or life worthy of an epos. In contemporary times, Norwid saw material for a
martyr parable, for a funeral rhapsody, for an apostrophe to heroes who were
an exception, like Abdel-Kader - but never for an epos.

If one may say of a work that it contains the whole scale of Norwid’s irony,
that he sang his entire complaint on the inadequacy of contemporary Polish life
when compared with an epos, he did this in the splendid, and sadly battered,
poem A Dorio ad Phrygium (DW III, 351-368). Ironic travesty appears early on
in the invocations to Apollo and “muza, rekopisow praczka” [“muse, washer-
woman of manuscripts”]; there is painful, crushing satire on the “nominalny
czas dziejow” [“nominal time of history”], on a society “co nominalnie istnieje”
[“which exists nominally”]; there is a warning, anger, tragic irony, melan-
cholic and yet ironic reflection on the “poza-, czy ponad-historyczna” [“extra-,
or supra-historic”] countryside, on land where “jedynie bocian / Powaznym
jest miejsc obywatelem” (DW III, 354) [“only the stork is a serious citizen of
places”]. If - contrary to what was said at the beginning of this study - romantic
irony could be indicated in Norwid’s works, it would have to be in A Dorio ad
Phrygium. But even if it were so, then it must be with a reservation because it
is more a case of reversing romantic irony. The romantic ironist interrupted
the epic motif, and Norwid did not take it up. Satire and travesty, an ironic
approach to epic turned into lyricism, and the most moving epic invocation
when the reality of the Polish countryside appeared to him through the prism
of longing as dear, and after all, beautiful in its primal nature and idyllic in
the glory of its melancholic existence. If one may speak of tender irony, such
a term could be applied to that invocation, where the author said of the Polish
countryside:
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Przesztos¢ twa — zawsze wczoraj!
Przysztos¢ - reka dosiezna,

(DW 111, 362)

[Your past - is always yesterday!
The future — within hand’s reach,]

It is impossible to discuss the whole scale of ironic tones of that work, yet
the discussion must return to the poem once more. It ought to be said that
Przesmycki’s statement, in the annotation noted above, on “urzeczywistnienie
tworcze epopei” [“creative realization of an epos”], on “wieszczace (jakoby)
nowe drogi eposowi modyfikacje w tym utworze” [“modification in that work
which (supposedly) prophesy new paths for the epos”], is a misunderstanding.
That cult, which, in the zeal of admiration, names irony of deficiency fulfilling,
becomes ironic! It is likely that no other poet expressed with greater strength
and tragic irony the disproportion between contemporary life and an epos
than Norwid did when he wrote of the short Polish heroic breath in the poem
“Swiety-pokéj” [“Blessed-Peace”] or of the Slav who “Duma, w szerokiem polu,
czekajagcnasiebie -7 (PWsz II, 254) [“who muses in the broad field, waiting
forhimself”] (“Stowianin” [“The Slav”]). Norwid was generally the master
of tragic irony, both in his social and personal poems. Among the latter, the
poem “W Weronie” [“In Verona”] is doubtless one of the works in which tragic
irony reaches its greatest expression. The relation of irony to the tragic requires
broad discussion, as given below.

Noc tysigczna druga [The Thousandth and Second Night] is a work particu-
larly important for the issue because it allows insight into the question of how
personal experiences impacted Norwid’s idea of history and what strange rela-
tion occurred between the tragedy of heartbreak and the visions of historical
reality as expressed in what may be the most exalted words of that poet:

Czasy skonczone! - historii juz nie ma,
Tworzenie tylko w bezbrzeznej otchlani.

(PWsz 1, 116)

[The times have ended! - history is no more,
Only creating in an infinite abyss.]

The plot of the tragicomic drama story in Noc tysigczna druga strangely
resembles the story of sending back two letter fragments, glued together and
emphasised, which was given at the very beginning of this study. The protagonist



36 Stefan Kotaczkowski

of the work finds himself, after some time, in Verona, in the same hotel in which
his love once stayed. There, he finds part of a letter which she wrote to him
when she stayed there - the part that she has lost, as she mentioned in the other
fragment of her letter, which he received. Considering the content of the letter,
the protagonist notes the irony of circumstance. The construction of the drama
reveals Norwid’s manner of objectifying the irony of circumstance and under-
standing tragedy thus. The protagonist — believing the beautiful stranger whose
arrival is mentioned by the hotel’s owner to be his love - acts ironically and on
a broken glass, like his heart, he glues both parts of the letter together and waits,
hidden in the wardrobe, to see what effect his ironic answer would have when
she enters the room and sees the letter. It is quite a different and good irony
of fate that the beautiful stranger is not the woman guilty of the protagonist’s
heartbreak, but a different person. It is clear that it is a story of the poet’s love for
Mrs Kalergis and an elegant allusion to his new feelings for Miss Trebicka, but
that is not the point here. The work is of interest here as a prototype of Norwid’s
tragedies, with the protagonist’s behaviour itself being an illustration. Norwid,
the tragedian, uncovering the hidden irony of fate, put it in his scenes. What is
tragic here is not the collision of fates but lives missing each other, as objecti-
fied in the scenes. The protagonist’s mistake, the missed blow of his irony is a
comical failure of aims and achievements to meet, which plays the role of rec-
onciliation here. But that reconciliation is not connected, as usually happens in
a tragedy, with the knot of moral necessity, but is a result of coincidence — a new
irony. The work thus combines two ironies of fate: one is tragic, and the other
could be comical if it were not at the same time a sad subjective expression of
overcoming one’s own self with humour. Instead of action, there is deliberate,
subtle allegory organised into scenes; instead of a tragedy’s climax (which could
not happen because there was no tragic collision), there is the famous lyrical
poem “W Weronie” [“In Verona”]. It is again an allegorical interpretation of
the rainbow and meteors over the graves of Montagues and Capulets, with a
moving, powerfully expressive, tragic-ironic ending. The author’s motto when
writing that work could be the words he wrote in Za kulisami: “nie uchyla¢ si¢
wcale od zabawy, jakkolwiek bardzo dla mnie ironicznej” (DW VI, 82) [“never
to evade fun, however ironic it may be to me”].

In Noc tysigczna druga, Norwid already had a ready humorous-ironic theory
on the irony of fate in love: women and men can be faithful in different periods of
life — half of humanity is able to give faithful love at the dawn of life, the other at
its ending. A new tragic “law of nature” appeared thus, always leading to the same
irony of fate that one finds in one of Norwid’s later works, Stygmat. In both works,
there is the fatalism of two people passing each other. The earliest work uncovers
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truly interesting perspectives, both on the dramatic technique and on the motif
of the irony of missing each other, and, in general, the irony of missing fate, which
is found all the time in both epic and tragedies. It appears in Zwolon, in Quidam,
Assunta, Kleopatra [Cleopatra] — from the first works to the last ones.

Norwid’s disagreement with Krasinski on the tragedy of Quidam gives
much food for thought. What was far from tragic for Krasinski was the peak of
tragedy for Norwid, felt all the more painfully and deeply because it was how he
viewed and felt the tragedy of his own life. Krasinski was closer to the Christian
perspective on the world in that he denied the existence of tragedy without
reconciliation. The Christianization of Krasinski’s views on tragedy was visible
in differentiating between providence and fate. As a Catholic, Norwid could
not adopt a tragic-metaphysical view of the world. Hence, he viewed tragedy
not in metaphysical but in historical terms, as the “uwidomienie fatalnosci
historycznej” (DW V, 167) [“manifestation of history’s fatality”]. But he could
only show that tragedy of history that he was experiencing himself, and he felt
one thing only: that “historii juz nie ma” [“history is no more”]. He lived a
tragedy of non-historicity. It was, for him, the most terrible irony of life that one
had only appearances of reality, appearances of history, appearances of life. The
life of Quidam, who had no historical life, had no name for that very reason and
died by accident - that is Norwid’s subjective tragedy.

Norwid’s best tragedy, Kleopatra, is, from the general viewpoint, not a
tragedy, for it lacks the tragic fatum and tragic collision of powers. But then,
it was a tragedy for Norwid for that very reason. The most horrible historical
fatalism for him was the end of an era, when a person capable of creating history
missed their calling, and the inconsequences of the times made them redun-
dant. Irony is static in its nature and does not move the action ahead; it merely
states. The successive scenes can only reveal the topic of the tragedy — emp-
tiness. There can only be one kind of action - missing one’s fate, in the sense of
the deepest essence of life and calling. The difference between the tragic irony
of fate in Stygmat or any other non-historical work and Kleopatra is that the
irony of an ephemeral meeting of two great people destined for each other -
only to miss each other forever - is a quasi-repetition, a reflection of the irony
of fate. The dead stagnation and pathos, and the ossification of the old Egypt,
manifest the end of an era. Strangely, the fault of Norwid’s drama - its inac-
tion - plays the role of showing the fatality of history, the lifelessness, and opens
the perspective of the greatest horror - the historical void.

It can thus be seen how fluid the borders of irony and tragedy were with
Norwid. Tragedy is a properly staged allegory of the
irony of fate. The depth of Brzozowski’s words may be admitted here
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when he wrote that “tragedy expresses the fullest life,” because a tragic death for
a truth thus won into life is the fullest fusion of man with life. The inability of a
full life bears an inability to create tragedies. In that way, Brzozowski explained
in his article “Styl Ibsena” the inability of Ibsen’s protagonists to experience
tragedy. Despite all individual differences, in both cases — with Norwid and
with Ibsen - the same sociological truth is revealed: the inability to create a
tragedy as a symptom of non-historicity. There is one immense difference, how-
ever. Ibsen’s protagonists are unable to experience tragedy, and their tragedy
frequently consists of realising too late an error made in life or in the inability
to live. With Norwid, the case is different, much like in a poem by Staff: “and
even he who knew how to die, had nothing to die for.” Norwid’s characters are
large enough for a tragedy, but they have no arena worthy of their strength and
abilities; they miss their time (hence why Norwid changed “unfortunately” by
Sophocles into a historic “too-late” - “za p6zno”). They miss life because the life
they have is not worthy of being called life by them. They miss their fate because
they cannot realise their great historic calling. And they also miss their love.

The irony of missing one’s fate is the tragedy of
non-historicity. And that is the great silent, tragic pathos of Kleopatra.
Such intention of the poet is proven, e.g., by the fact that Norwid, in his styli-
zation of history, did not mention Cleopatra’s stay with Caesar in Rome or
her child. Such facts would have thwarted the tragedy of great stars of history
missing each other and the tragic emptiness in Cleopatra’s heart. Time also has
its own meaning in Norwid’s dramas, e.g., in Krakus. But in the latter, Christian
humility overcomes the pathos of missing one’s time and finds a religious rec-
onciliation in trust in Providence. Norwid made the pathos of non-historicity
in Kleopatra more obvious and dominant by blending it with a thirst for life in
a young woman, and mainly through subjective lyricism.

Jakby wcielonej ciagle puls Ironii:

Styszac, wiesz naprzdd i wiesz ostatecznie,
ze z godzin zadna siebie nie dogoni!

ze nie wydzwoni siebie, dzwoniac wiecznie!

(DW V, 16)

[As if constantly hearing the pulse of incarnate Irony,
You know ahead, and you know with finality

that no hour can catch up with itself!

that it cannot ring itself, ringing eternally!]
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Those words, written by Norwid in W pamigtniku [In a Diary], could be put in
Cleopatra’s mouth, for the complaints of her heart are the same, if more exalted:

jestem smetna, jak nowo-wyryty
W granicie gréb na kogos czekajacy — — Pragne!

- Wody pragne, co granit ma za dno i niebo
Lezace jak w Zwierciadle!

(DW VI, 265)

[I am doleful like a new grave

In granite made, and waiting for someone — - I Crave!
- I crave water, which has granite for its bed and sky
Lying as if in a mirror!]

The historical void is the topic of Norwid’s greatest tragedy, and the irony of fate
merges with tragedy. Thus, for Norwid, nothingness also had
that specific tragic pathos: irony of life. Nothingness, like
silence, had its own tenor for him, and those subjective accents are heard in
Cleopatra’s words when she says: “Ciebie pozdrawiam w braterstwie Nicosci”
[“T greet you in the brotherhood of Nothingness”], or: “mam za towarzyszke
nico$¢ cichg” [“T have quiet nothingness for a companion”]. That classical objec-
tiveness, limited to stating things, which is typical for the artistry of Norwid’s
irony, can be found in Cleopatra’s monologues:

I'jasno ci poglada w czaszke - o! umarta
Lub umarly... ta, nigdy co nie byla zywa.
- Moglibysmy uscisnac sig, jak znani dawno

(DW VI, 264)

[And gives you a clear look into the skull - oh! dead woman
Or dead man... she who never was alive,
— We could embrace each other as old friends,]

When one understands the emotional unity of tragedy and irony with Norwid
and links it to his life, suspended in a historical void, to his bitter sense of lack
of life, only then can one fully grasp that suppressed pathos, also found in
many expressions speaking of nothingness and emptiness. It is clear then why
the strange words from a letter to Trebicka, written from America: “Widzialem
naiwnos$¢ nicoéci” [“I saw the naiveté of nothingness”] carry such dread of
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uncovering the essence of life. Norwid’s sense of brotherhood in nothingness gave
a specific emotional tone to words that were not sufficiently noticed, for instance,
in that simple dedication: “Tobie, umarty, te poswiecam pies$ni” [“I dedicate those
songs to you, oh deceased one”], or: “czekaj mnie, kazdy umiera” [“wait for me,
everyone dies”]. Nothingness and death seemed, to the poet, bereft of all, and the
only content of life left to him, the only thing in common with others. In a mo-
ment of utter despair, when he plainly saw the “naiveté of nothingness,” it seemed
to him to be the essence of the world, the face of God. Such a sense can be read
into the shockingly calm gravestone poem “Do Zeszlej” [“To the Deceased”]:

Sieni tej drzwi otworem poza soba
Zostaw — — wzle¢my juz daléj!...
Tam, gdzie jest Nikt ijestOsoba:
- Podzielni wszyscy, a cali

(PWsz 11, 120)

[Leave open behind you the door of this hall - -
Let us ascend higher!...

There No-body is and is a Person:

- Divisible all, yet whole!]*

Cleopatra also says, strangely:

- Ja tobie, Rycerzu,
Nic w nagrode nie daje (jest to, co najwiecej
Zwyczaj ma dawa¢ swoim wiernym Kleopatra).
Krélowa-swiata na to jest, by byt kto§ mozny
Niedania nic w nagrode znakomitych ustug.

(DW VI, 400)

[- I give you, Knight,
Nothing as reward (it is the most
That Cleopatra is in the habit of giving to her lieges).
The queen of the world is there, for there has to be one Able
To give nothing as reward for distinguished service.]

Those words contain both Norwid’s devotion in his own life to irony, the con-
trary loftiness of pride, and hieratic resignation. It was with the same objective
irony of things that the poet stated that he had but one privilege, being human,
or wrote with contrary pride or humility in “Pielgrzym” [“Pilgrim”]:

21 Translation based on Adam Czerniawski in: Cyprian Norwid, Selected Poems, p. 75.
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Przeciezija-ziemi tyle mam,
Ile jej stopa ma pokrywa,
Dopokad ide!

(PWsz 11, 28)

[EvenI-own as much land
As much foot can tread upon,
As long as I walk on!]*?

The effusive pathos of romantic lyricism was foreign and worth overcoming,
to Norwid’s stoic attitude, monumental-classicistic art tastes, and finally to his
Catholic humility and anti-individualist attitude. For that reason, he criticised
Mickiewicz’s Improwizacja [Improvization] and restrained his own complaints
and grievances when talking to God, limiting himself to a statement that held a
call from the deep, the pathos of irony, and the sense of the bereavement of all.
The statement is an appeal in the name of the one thing left to a man bereft of
the essence of life — mere existence.

O! Boze... jeden, ktéryJESTES - Boze,
Ja takze jestem

(Pierwszy list, co mnie doszedt z Europy, PWsz I, 219)

[Oh! The only God, who ARE - God,
T also am]

>*

As a Catholic, Norwid could not have a tragic perspective on the world. Hence,
tragedy was, for him, a “piorun niebios” [“lightning from heavens”], i.e., some-
thing that could happen when God permitted it but did not belong to the order
of things. Christian humility urged one to accept with resignation the tragic
disproportion between what should be according to the moral order of things,
and reality: the irony of life. So, one extreme of irony held a pathos of the direst
disproportion, tragedy, and the other offered a view of the world from the per-
spective of Providence, which permeated all obstacles with the hope of har-
mony, at least in eternity. In the midst of such a scale, comparisons operating in
contrast to illustrate the dismal irony of history ought to be placed as they are in
the poem “Sen” [“Dream”]. Sarcasm changes then into the other kind of anger
described by Norwid in Fulminant:

22 English translation by Danuta Borchardt in: Cyprian Norwid, Poems, p. 27.
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Ani gra w ciele jak skry elektryczne...
Golebia ksztalt ma, zadlo ma mistyczne...
- Gdy serce, dluzej cierpiac, juz byloby
Nie sercem, ale podfosci organem -

(DW 1V, 201)

[Neither does it play in the body like electric sparks...
It has the shape of a dove, and a mystical sting.

- When the heart, suffering for long, would be

No more a heart, but an organ of meanness.]

It may appear contradictory when Hoffding speaks of irony resulting from reli-
gious humility - after all, an ironist sees things from above. But an ironist in
a religious state does not make themselves a judge. Norwid’s irony was some-
times mild when he spoke “z gory samego siebie ruin” [“from the top of a ruin
of myself”] not just because the enormity of the experience gained throughout
his life quenched all anger in him, but also because he measured not
with his own measure, but with that of God. He viewed
the measure as contradicting the world through the
prism of humility. Only humility allowed him to gain an image of
that greatness in the dimensions of which he saw and presented life. Then, the
ironist poet reached the height of his impartiality. It is to such a state that the
following fragment from a letter to Trebicka can be referred when the poet
wrote of “bezwlasnowolna ironia” [“involuntary irony”]: “Kt6z albowiem réwny
Chrystusowi? — prozno! juzci dosy¢ tobie, jezli podobny jestes Mistrzowi” (DW
X1, 120) [“For who is equal to Christ? — tis to no avail! Tis enough for you to be
similar to the Master”]. Through analogy, such irony could be called recon-
ciled. It is the irony of all human things that marks the differences between
God and the world, but through His will finds sanction and seeks the expla-
nation unavailable to the man. As tragedy fades into “sweetness” — and such is
the meaning of the title of the poem “Stodycz” — with a person of such religious
zeal as Norwid, the same happens to irony. It may also grow over time to gain
that kind, angelic understanding, or such a restrained objective statement of
facts that it is barely discernible. Sometimes, Norwid brightened up with the
puckish smile of a sage; sometimes, the irony was impossible to distinguish
from a calm maxim. It may be seen both as a joke, an ironic presentation, or
simply a truth people need reminding of, when Norwid stated: “Z karafki napi¢
sie mozna, uscisnawszy ja za szyje i pochyliwszy ku ustom, ale kto ze zZrodta pije
musi ukleknaé i pochyli¢ czolo” (PWsz V1, 424) [“you can drink from a carafe if
you grip its neck and press it to your lips, but if you wish to drink from a spring,
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you must go on your knees and bow your head”].” There is nearly no bitterness,
only objectivity, in Norwid’s reply to Skrzynecki: “nie ja trace czasu, ale czas
mie traci” (DW X, 155) [“it is not I who lose time; it is time which loses me”].
In such cases, there is more artistic satisfaction in the art of a dialectician and
aphorist than there is sarcasm.

The extensive scale of irony and lyricism in A Dorio ad Phrygium was men-
tioned above. Here, a few tones need be mentioned, when the melancholy of
memories and yearning is interlaced with subtle irony, when it seems to look
at the world in intent religious meditation. When one wishes to define such
states, the poet’s words come to mind: “Na wysokosciach mysélenia jest sfera, /
Skad widok stromy” (PWsz 11, 64) [“at the heights of thinking there is a sphere /
whence the view is steep”]. A sarcastically quoted expression: “pchnij z listem
cztowieka” (DW III, 354) [lit. “push (=send) a man with a letter”] served here
as a springboard by means of which the author rose to new heights, whence he
saw the irony of things in Poland as if from the infinite distance of the beyond:

cdz jest czlowiek?!
*

- Czlowiek jest to kto$, co sobie idzie
Gdzies przez pole, i ty widzisz jego,
Droga jadac. - Parskaja twe konie -
“Cztek” uchyla czapki i Zegna sie. ..
Lekkie chmury wyzej, nizej tany
Grzywami bujnych klosow trzesa —
Stoi z dala zamyslony bocian.

Byl w Egipcie, wrdcit od piramid;
Faraonow nedze znajac, duma

O robaczku, o wezu... i o cztowieku!

(DW 111, 354)

[who is man?!

.
- A man is someone who walks
Across some field and you see him
When driving on the road - your horses snort —
“The man” raises the hat and crosses himself...
Light cloud above, below the wind
Shakes the manes of lush corn.

23 English translation by Adam Czerniawski in: Cyprian Norwid, Poezje / Poems
(Krakow: Wydawnictwo Literackie, 1986), p. 101.
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Afar, there stands a pensive stork.

It had been in Egypt, saw the pyramids:
Knowing the misery of pharaohs, it ponders
On the worm, the snake... and the man!]

Generally, Norwid often took the objectivity in his ironic poems so far that their
whole subjective lyricism was in the unsaid, and it may be difficult to state what
the larger element is in, e.g., such a poem as “Swiety-pokdj:” sarcasm, irony, or
perhaps that melancholy smile that a sage gives to children. The poetic habit of
parabolic vision and presentation of the world, as well as restraint of expression,
often define only the objective shape of things, and in the shades of grey, irony
blends with other sensations into an integral unity.

To the author of this study, the expression of Norwid’s face in the portrait
by Szyndler (Fig. 1) is undefinable in that way. One might see there the mellow-
ness and resignation of an old man who came to understand everything, or a
slight smile of triumph from patiently suffered torment, which seems to quote
Caesar’s words from Kleopatra:

Fig. 1. Pantaleon Szyndler, Portret Cypriana Norwida, 1882, oil on canvas, National
Museum in Warsaw. Photo Piotr Ligier.
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To nie jest atwo stawa¢ si¢ podobnym bogom!...
Trud to jest wladnie z tego duzy, ze codzienny

(DW VI, 294)

[It is not easy to become more alike to gods.
The effort is large for it is daily.]

That sentence may also be viewed as slightly ironic if one considers that Norwid
wrote it for the same society he characterised in the poem “Swiety-pokéj.”

II. Norwid and Us

A kt6z zaplacze po nas — kto? — oproczIronii.
Jedyna postad, ktorg weale znalem zywa,

(Do Walentego Pomiana Z. [To Walenty Pomian Z.] PWsz II, 157)

[And who shall cry after us - who? - beside Irony.
The only figure I actually knew alive.]

Irony was such an inseparable companion of Norwid that even at his own
death, he expected sorrow only from irony. And yet, it is a marble beauty of
which Baudelaire said that she never cried and never laughed. Irony merely
lasts, unwavering, and it never left Norwid, even after his own death, as also
proven by today’s “cult” of him.** Additionally, a great part of the comments on
Norwid was first reproaches made to him and then towards those who did not
understand him. He held a particular attraction for lofty admirers, much like
his Cleopatra, who spent their lives in brotherhood with a mummy and had
quiet nothingness for a companion. First, Norwid discouraged readers with
his incomprehensibility; then, his admirers deterred readers from him, hiding
his works for the future generations of noble souls. It almost seemed as if one
needed a foggy or barren mind to admire Norwid, as such was the majority of
his glorifiers. This is now subsiding, but what remains is the easiest manner of
admiring Norwid, that of placing him against others: romantics, and, in par-
ticular, Mickiewicz. Recently, Pigon caught someone placing Norwid against
Pan Tadeusz, bypassing in silence (quite unlike Norwid’s silence) some of his
opinions and intentionally quoting only the negative ones. Stowacki has already

24 Quite obviously, the comments do not apply in the least to poets who show true and
deep consideration of Norwid’s poetry in their work, or earnest critical works.
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been presented as a consumptive, Mickiewicz as either poisoned or an adul-
terer, yet no one has said of Norwid that he was a deaf old drinker, seen lying in
a gutter. Even Monsieur Homais of Polish journalism’s Boy did not give a new
“concept” of Norwid in the spirit of Rozen’s diaries. But this is simply fashion.
It is fashionable today to place Norwid against the romantics, and the boring
nature of Krakus or Quidam is spoken of in secret. A “splendid isolation” even
upon death. That is truly a strange irony of fate, for Norwid had more of that
loftiness of thought, held in such contempt nowadays, than anyone else. It was
Mickiewicz, the romantic, who, with his innate levelheadedness and quite
justly, said that “Norwida trzebaby odda¢ w sotdaty” [“Norwid ought to be put
in the army”]. Today’s glorifiers indicate Norwid’s acceptance of reality, for-
getting how Norwid understood that acceptance and what he thought of the
times contemporary to him. Would Norwid’s censure of Mickiewicz’s political
activity in 1848 be closer to us today than the politics of Mickiewicz, continued
by Pilsudski during the war? Or perhaps also, in that case, should placing
Norwid against Mickiewicz be ascribed to that which is now seriously termed
the “fight against romanticism?”

Klaczko was incriminated in Poland because he did not appreciate Norwid.
Klaczko was reproached for his failed prophesy of Polish painting, and quotes
from Norwid’s treatise on art, in disagreement with Klaczko, were chosen to
add insult to injury. The irony of fate is that Norwid actually reasoned in the
same manner as Klaczko, for it seemed impossible to him that Ukrainians,
brought up in the “bujna karta bezbrzeznego traktu i goscinca ludéw” [“lush
card of boundless tract and highroad of peoples”], could ever have sculpture.
He wrote that in obvious amazement that Gujski, who came from Ukraine, was
a skilled sculptor. Now, Ukrainians might let Norwid be forgotten entirely for
that mistake of his. Krasiniski, who could not possibly know Klaczko or Norwid
as well as we do now, being aware of all their activity, actually called Klaczko
a Jewish Norwid. They had much in common. They both had a Catholic per-
spective on the world, they were traditionalists, and both were characterised by
refined aristocratism and oversensitivity. They both had broad historiosophical
horizons. As Norwid measured his times with absolute rules, the same was
done by Klaczko as a critic, who took a sledgehammer to crack a nut —the utterly
innocent Korzeniowski or Lenartowicz could not have had even a general idea
of what the man wanted from them. Extensive comparative-historical studies,
the material for which could even be two ballads, indicated the same habit of
using great measures for everything. Among the Korzeniowskis, Chodzkos and
Kondratowiczs, Klaczko could say the same as was once said by Norwid: “Wielcy
poeci... dopiero przychodza, kiedy ich nie ma” [“Great poets... they come only
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when there are none”]. For he was a poet. However, being as oversensitive as
Norwid, he let malicious criticism push him into silence: a tragic Jew, hiding
his face. But his brilliance, his writing talent, his ability of creative synthesis,
impossible without imagination, and his strength of feeling speak for him. He
once betrayed the most hidden drama of his life himself, copying the lines from
Michelangelo (in Polish translation by Lucjan Siemienski):

Come puo esser ch’io non sia pitt mio?

chi m’ha tolto a me stesso,
c’a me fusse pill presso
o pitt di me potessi che poss’io?

[How can it be that ’'m no longer mine?

who took me away from myself,
who is closer to me
or can do more with me than myself?]

This is not about crediting Klaczko with a brilliance equal to Norwid’s or about
finding a parallel. Yet a comparative study of both writers could provide much
by way of understanding their attitudes and the type of people from their time.
But that would be an obstacle for our writers, who fight romantic individualism
in building original sociological theories, according to which Norwid was an
absolute phenomenon and an epoch in a single person.

Ifa foreigner were to ask about the attitude of Polish Catholic thought towards
Norwid, we might be as disconcerted as Norwid was on meeting Delaroche. It
is as if we were living in times when blissful peace, philology, and academism
bloom more exuberantly than the philosophy of history, and so few of Norwid’s
characters had a gravemound raised for them with philological sand.

I know no writer who would be better than Norwid in educating people
towards historical maturity, who would understand the duties of a man
as a creator of history in a deeper and nobler manner. Would enthusiasts of
Norwid decide to recommend reading his work — which is so current in the
matter — when state and civic education are spoken of? Perhaps Norwid might
be found a too demanding and difficult writer when he states: “ilekro¢ si¢
inicjatywy nie uzna, tylekro¢ zadne przedsiewziecie cig gu mie¢ nie moze
iodpowiedzialno$¢ znika” (PWsz IX, 395) [“if you do not acknowl-
edge initiative, no venture can be continued, and responsibility is gone”].
Blasphemy against Poland might be found in the statement that “czyn znaczy
[u nas] nieobecno$¢ idealnej pracy! Vacuum mysdli jest to czyn” (DW XII,



48 Stefan Kotaczkowski

251) [“a deed means [for us] the absence of ideal work. A deed is a vacuum
of thought”], or disloyalty in the prophecy: “gdzie energia wyprzedza zawsze
Inteligencje - i co pokolenie jest rzez” (DW XII, 321) [“where energy always
outruns Intelligence, there is a massacre in every generation”]. He said sarcastic
things as well: “tworzymy ciato i szukamy spotpracownikéw podobnych do
nas - lekamy si¢ wszelkiej indywidualno$ci umystowej, bo jak palcem ruszy,
to nas obali” (PWsz IX, 344) [“we create a body and seek co-workers similar
to us — we are afraid of any mental individuality, for when it moves but one
finger, it shall topple us”]. Norwid defined enslavement as mistaking means for
aims, hence his fight against fetishism and bureaucratism in any form. “Gdzie
indywidualnosci zaprzestana dziejowej pelni¢ stuzby,” he said in a lecture on
Stowacki’s Balladyna, “tto zaczyna by¢ wszystkiem i nazwiska nawet rozne
arcypowazne nosi — czasem nazywaja je: la force des choses... raison d’Etat...
fusion... confusion etc.” (PWsz V1, 471) [“Where individualities cease their his-
toric service, theback ground becomes everything and even starts bearing
various super-serious names — sometimes it is called: la force de choses... raison
d’Etat... fusion... confusion etc.”]

Many editors would consider it to be too lofty and romantic to demand
today what Norwid appealed for back in 1863. If, as he wrote, “w calej pogodzie
majestatu swego i w warunkach swobodnych miejsca stosownego nie postawi sie
pierw organu umystowego publicznego, ze, jednem stowem, dopdki nie bedziemy
mieli odpowiedniego epoce dziennika, nikt nie pozna nigdy czasu swojego”
(DW XII, 204) [“in the whole aura of its majesty and in free circumstances a
suitable place is not found first for an intellectual public body, if, in a word,
a journal suitable to its times is not established, no one will ever know their
own time”]. And if one were to publish Norwid’s opinion that “Zadne pismo
polskie nie utrzyma si¢ dla braku pieniedzy, to jest, dlatego iz wszystkie pisma
polskie zatrzymujg prawde” (DW XII, 393) [“no Polish paper shall hold for
lack of money, that is because all Polish papers withhold truth”], his aphorism
would likely become true: “redakcja jest redukcjg” [“redaction is reduction”].
That could easily happen with today’s cult of Norwid, although many of the
truths he stated could be described in, again, his own words: “zaprzeczy¢ temu
nie mozna (lubo méwi to ktos, co nie byt konspiratorem ani rannym, dwie
kwalifikacje prawdy nieomylne!!!)” (DW XII, 443) [“That cannot be denied
(though it is said by someone who was neither a conspirator nor wounded,
two unerring qualifications of the truth!!!)”]. Perhaps he was right in saying
that “kto pisze rzeczy, jak one si¢ dzieja, / Ten stawa si¢ cynikiem” (DW 1V,
152) [“who writes things as they happen, becomes a cynic”]. The cult of Norwid
with current Polish writers is amazing. One might ask if they agreed with him
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that a poet demanded only the victory of truth; whether they agreed to con-
demn the art in which the beauty of the Athenian form was a point de départ,
and not a point d’achévement; who would sign their name under his opinion on
success in the poem “Omyltka” [“Mistake”]; or who would not be offended by
Norwid’s poem starting with the words: “Dzi$ autorowie sg jak Bog” (PWsz II,
89) [“Today, authors are like God”]. Finally, it would be hard to find an enthu-
siast who would agree with the statement: “Cata sztuka wyszta z koryta swego -
pracy ludzkiej blogostawienstwem nie jest — tak, jak jest, niepotrzebna” (DW X,
304) [“all art came out of its channel - it is not a blessing of human work - as it
is, unnecessary”]. It was not in vain that the great ironist repeated the Biblical
quote: “Blessed is anyone who does not stumble on account of me.”

He also penetrated the essence of our cults of great people, as can be seen in
his statement on the project of a medal for Seweryn Goszczynski: “Potezniej i
niepowrotnie potezniej ... bylo to, kiedy plaszczem zakrywano sobie oczy, aby
upogodzenia blaskiem na twarzy Mojzesza nie spotkac, iz zdalo si¢ by¢ razace i
wstretne” (PWsz V1, 551) [“It was more, and far more powerful ... when people
covered their eyes with their cloaks to avoid the light on the face of Moses, for
it seemed glaring and repulsive”]. Apropos such a proposal, Norwid gave an
anecdote in Milczenie [Silence] that once, a man celebrating a jubilee, smiled
on seeing his image. When asked later in private for the reason of the smile, he
stated that he would not have known his profile without the image, for he could
never see it in the mirror, but he did not wish to disclose the reason for his smile
publicly, “[bo] takich rzeczy si¢ nie mdoéwi” (PWsz VI, 224) [“for
you do not say such things”].

Perhaps if we saw our own faces, reflected in the common and unanimous
cult of Norwid, we would need to smile, as well, and remain silent. To return to
the starting point, which was the close link between Norwid’s irony and silence,
it should be stated that the connection was a dual one: Norwid did not only
know how to keep ironically silent, but he also knew how to draw out of the
silence unexpectedly the things that you do not say.

I allow myself to offer this study

to Artur Gorski

who can see the irony of things and who knows the
humility of silence
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Waclaw Borowy

Foreword to the Facsimile of Vade-Mecum’s
Autograph

Abstract: This text is a foreword to the first integral edition of Vade-mecum, titled
Podobizna autografu, published by Wactaw Borowy in 1947. By referring to Norwid’s
correspondence, the author reconstructs the history of the collection’s creation and
Norwid’s persistent if finally unsuccessful endeavours to have the volume published.
The author also attempts to establish the chronology of writing the cycle. With great
solicitude, Borowy presents an editorial description of the incomplete autograph and the
changes made in the fair copy of Vade-mecum: numerous corrections and modifications
of poems, moving them to other, larger poetic and dramatic works, etc.

Keywords: Cyprian Norwid, Vade-mecum, cycle of poems, manuscript, editing

1

May 1866 has the oldest mention of Vade-mecum in the surviving correspon-
dence of Norwid. He wrote then to Kraszewski of a volume of poetry that he
would like to publish, and that would consist of two dramas, Tyrtej Lacedemotiski
[Lacedaemonian Tyrtaeus] and Aktor [Actor], and mainly a collection of
“stu poezyj drobnych - stu argumentéw stanowiacych jedne ‘Vade-mecum’”
(DW XII, 435) [a hundred small poems - a hundred arguments consti-
tuting one Vade-mecum). It follows from the letter that Norwid approached
Brockhaus about it, as Brockhaus had earlier published a volume of his poetry
(1863), and then Niewola [Enslavement]| and Fulminant (1861), but this time,
Brockhaus refused, giving the difficulties caused in Europe by the war atmo-
sphere as reason. Asked for advice, after a few weeks’ consideration Kraszewski
recommended contacting Zupanski in Poznan (DW XII, 464-465), which,
however, brought no positive results. Norwid then sent a proposal of publishing
Vade-mecum alone to a publisher with whom he expected to find greater under-
standing than with others, for the editor was a poet himself: Henryk Merzbach
(DW XII, 457, 458, 464-467). Yet Merzbach did not publish it; neither did he
encourage quick publication with anyone else' (before “spizowe dziala ucichng”

1 Letter from Folkestone of 23" June 1866, in Miriam’s collections.
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[bronze cannons fall silent], he explained that “niestety! najstabszy huk dziat
zawsze jeszcze najsilniejszy glos ducha zaglusza” [unfortunately! the weakest
rumble of cannons is still able to drown out the strongest voice of the spirit]).
The names of other publishers he listed (Kasprowicz and Rhode) were likely
of little use to Norwid, as well, because they are not mentioned any further
in his correspondence. And the poet was very intent on publishing the collec-
tion soon. One reason was financial, due to the 200 franks he was planning to
receive as royalty (the amount is given in letters: DW XII, 441, 446-447, 449,
457-458; the last one — to Merzbach - presents it as a proposal, a “cautious”
one, but negotiable, both with respect to the amount and the form of payment).
Letters to friends (e.g. DW XII, 449) give a glaring image of how miserable his
situation was at the time.

Yet the more important reason to publish the volume was for Norwid the
moral one. That pauper, who had, as he wrote to Leonard Chodzko, “pare
zlamanych oléwkéw i zardzewiatych rylcow” (DW XII, 453) [a few broken
pencils and rusty chisels] left, had an unfaltering certainty that “poezja polska
tam pojdzie, gdzie gléwna cze$¢ Vade-mecum wskazuje sensem, tokiem,
rytmem i przykladem” (DW XII, 436) [Polish poetry shall go where the main
part of Vade-mecum directs it with its sense, metre, rhythm, and example].

Somewhat later, he wrote: “Przeciez to obchodzi caly ogdl interesu
literackiego i jest dla wszystkich! — Bogata skadinad przeszlo$¢ poezji polskiej
nie przygotowala publicznoséci do podobnych utwordéw - ale c6z robi¢!” (DW
XII, 446) [It concerns the whole literary interest and is for everyone! - The
otherwise rich past of Polish poetry has not prepared the audience for similar
works - — but what can be done!...]

“Jest to moje Vade-mecum,” he informed Merzbach, “zlozone ze 100 rymoéw
najwszelakszej budowy, a misterng nicia wewnetrzng zjetych w ogoél. Sa to
rzeczy gorzkie, moze glebokie, moze dziwne - — niezawodnie potrzebne!” (DW
XII, 457) [Itis my Vade-mecum, consisting of 100 rhymes of most various struc-
ture, and woven with a fine thread in one whole. Those are bitter things, per-
haps deep, perhaps strange — — but absolutely necessary!]

In his next letter to the same addressee, he presented his opinion of Polish
poetry: “Czesé moralna i obowigzkowa jest u poetéw naszych na stanowisku
wyjgtku i malenkiego odsylacza, ale nie uzasadnia i nie uzrddla poezji ...
Stad: pigkno$¢ malarska zagérowata — ale to moim zdaniem skoriczone jest”
(DW XI11, 466) [The moral and obligatory part is with our poets at a position of an
exception and a small reference, but it does not justify poetry or take it back to
its source ... Hence: painting beauty has come to rule - but in my opinion that
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has ended]. He was developing there the thoughts contained in the collection
itself, in the introduction “Do Czytelnika” [“To the Reader”].

Norwid was also fully aware of the significance of the innovations within the
verse form he used in Vade-mecum.

He wrote to Bronistaw Zaleski in late 1867:

Jak wyjdzie z druku moje Vade-mecum, to dopiero zobacza i poznaja, co? jest
wlasciwa jezyka polskiego liryka ...... W doskonatej liryce powinno by¢ jak w odlewie
gipsowym: zachowane powinny by¢ i nie zgladzone nozem te kresy, gdzie forma z
forma mija si¢ i pozostawia szpary. (PWsz IX, 328)

[When my Vade-mecum is printed, they shall see and know what the true lyric of
Polish language s ...... Perfect lyric poetry should be like a cast in plaster: the slashes
where form passes form, leaving crevices, must be preserved and not smoothed out
with the knife.].

Since then, mentions of Vade-mecum were less and less frequent in the poet’s let-
ters. The only manuscript (the poet did not have the time for copying or money
for a copyist) circulated among his friends, who kept it overdue, and forgot
about it (evidence of that sad lot of the manuscript is found in letters: PWsz
IX, 376-378, 386-387). The poet mentioned it in increasingly bitter words. In
November 1868, he wrote to Karol Ruprecht:

Jesli Nabielak Ludwik oddat Ci dwa moje rekopisma, racz dla siebie jedynie czytac,
mianowicie Vade-mecum, ... albowiem przeznaczone bylo na zrobienie skretu
koniecznego w poezji polskiej, czego wida¢, ze zrobi¢ nie warto, jesli nie wyszto dotad
drukiem upowszechnione.

(PWsz IX, 377)

[If Nabielak Ludwik gave you my two manuscripts, please read only for yourself,
I mean the Vade-mecum, ... for it was meant as a necessary turn in Polish poetry,
which apparently is not worth doing, since it has not been published in print so far].

In a letter to K.W. Wéjcicki of 1869, the poet listed Vade-mecum among his
other unpublished works (PWsz IX, 386). It is definitely included in the later
numerous attempts to find a publisher (e.g., in a letter to August Cieszkowski of
July 1878: PWsz X, 118). It is probably mentioned in that terrible sentence from
a letter to Bronistaw Zaleski of September 1878: “juz NIKOGO nie szukam,
zeby mie¢ zrozumial w administracji prac moich - bo nie ma z kim gada¢ o tym”
(PWsz X, 122) [I look for NO ONE any more to understand me in the adminis-
tration of my works - for there is no one to talk to about it].

And so the manuscript of Vade-mecum remained with the poet likely until
his dying day. It later came into the possession of his relatives the Dybowskis.
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From there, through Waclaw Gasztowtt, it came to Zenon Przesmycki (Miriam)
and remained in his collections.?

2

The inner life of Vade-mecum may be traced to some extent through today’s
appearance of the autograph.’ Its main part is a collection of sheets of quite
poor paper of very pale ruling, with traces of binding, in some instances still
in gatherings: they most likely formed one thick notebook or several thin
notebooks. On the left edge of sheet 3 (with the title and dedication) there re-
mains some paper lining which covered the collection. The size of the sheets is
190 x 148 mm.

But that concerns only the main part. There are also inserts of a different
format and on different paper.

1. Poem VIII (“Lirykaidruk” [“Poetry and Print”]) is written on a sheet of 162
x 110 mm, attached (with sealing wax) on a hinge to the sheet containing
poems IX and X.

2. To poem XXXII (“Wierny portret” [“An Accurate Portrait”]), the poet
added an explanation in the form of a copy of a Torquato Tasso ticket, made
with an unknown hand on a narrow strip of paper, irregularly cut (height
50-60 mm, length 125 mm); the strip was glued at its left side under the
poem; the right side is folded.

3. “Fortepian Szopena” [“Chopin’s Grand Piano”] (poem XCIX in the cycle) is
written on three sheets; the first two are 196 x 127 mm and the last one is 190
x 118 mm; they wear traces of binding, and the third sheet is still glued on
a paper hinge with sealing wax between two neighbouring notebook sheets
(on two pages of the first of the two sheets, the poet wrote twice the title,
dedication, and motto of the work).

4. The “epilogue” of the cycle, poetic letter “Do Walentego Pomiana Z.” [“To
Walenty Pomian Z.”] is written over two sheets of 230 x 170 mm, and the
first sheet has a note on a piece of paper of 135 x 87 mm glued at the bottom;

2 Chimera, Vol. VIII (“Pamigci Cypriana Norwida”), pp. 422, 451; Cyprian Norwid,
Reszta wierszy odszukanych po dzis$ a dotgd niedrukowanych (Warszawa: skl. gt.
J. Mortkowicz, 1933), p. VL.

3 Przesmycki’s collection can be currently found in the National Library in Warsaw.
The digitalized manuscript of Vade-mecum is available in National Digital Library
POLONA. See: https://polona.pl/item/poezje-ii-vade-mecum,MTA1O0DEx/7/
#info:metadata (editor’s notes).
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the left part of both sheets had a margin (2 cm), a part of which the poet cut,
and the rest he glued together with sealing wax, thus forming a paper hinge
(like in the manuscript of “Fortepian Szopena”), allowing the “epilogue” to
be attached to the rest of the volume.

5. Those last sheets were glued to the whole by the poet, on giving the collection
its full title and an introduction (“Do Czytelnika”), which cover sheets 1 and
2. The paper of those sheets is different from the one in the main part of the
cycle. Today, the format is no different from the main part, but originally those
two sheets were broader by 3—4 cm. The poet used that surplus breadth to bind
the spine of the whole manuscript and to attach the two above-described (see
point 4) “epilogue” sheets of a different format, bound together with a hinge, in
the back. Today, only traces of that binding are found on the verso of the outer
page of the second epilogue sheet (three small paper pieces which remained
attached to the wax).

Yet not all the other poems in the cycle are written on sheets of the main format
(190 x 148 mm). Every now and again, the poet attached to the sheets (usually with
the wax) texts or parts thereof written on smaller pieces of paper, usually versos of
deleted versions of other poems from within or without the cycle. Some of those
pages remain attached, at least partially, as they were put in by the poet; others
have been torn off or detached in an inexpert manner, causing some damage even
to the text.

Most of the manuscript sheets were numbered in Miriam’s hand (with a soft
pencil in the upper right corner of recto); that concerns sheets 1 to 52. Further
sheets are numbered in a different hand, and not with a very careful eye: number
53 is lost, and 54 continues to 58; the last sheet of the cycle bears the “lost” No. 53.
There are thus 58 sheets of the principal or similar format, plus two separate epi-
logue sheets, which makes 60 sheets in total.

And yet that is not the entire cycle, which consisted of a hundred poems with
introduction and epilogue, and which is mentioned in the poet’s letters of 1866
and 1867. The manuscript lacks several full sheets that held twelve poems (XXI -
XXIIL XLVI- XLVIII, LVIIL LXIV-LXVIL LXXVI). Two of them (XXXIII and
LIV) were lost, as the attached pieces of paper with the texts were detached.
Eight poems (XLV, XLIX, LIX, LXIII, LXVIII, LXXII, LXXV, LXXVII) survive
only partially: without the beginning, ending, or middle.* What happened with

4 Cf. Zenon Przesmycki’s description in the foreword to Reszta Wierszy, p. V.
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those sheets is truly anyone’s guess.” It is highly unlikely that the poet himself
would have torn them out to seek a printing chance for some of the poems in
periodicals or in some collective volumes. His letters are a clear testament of
what weight he attached to the cycle being whole and inseparable.

Those few poems from Vade-mecum of which it is known that they were
published - VI (in the Lviv Dziennik Literacki 1867 No. 5, and in the Warsaw
Bluszcz 1870, p. 66°), IX and XXVIII as Rymy dorywcze [Casual Rhymes] in
Sarnecki’s Echo 1876/77 No. 1,7 XCIX (in the second volume of the Bendlikon
Pismo Zbiorowe 1865), LXIII (in the Krakéw Czas 1865 No. 1, but with a dif-
ferent title and some minor changes to the text®), LXXXIII also with a different
title and minor changes to the text in Kalendarz gospodarski dla kobiet for 1877,
prepared by the editors of Przeglgd Tygodniowy, p. 85° — have not been cut out

5 J.W. Gomulicki supposed that the lost sheets had to hold, e.g., the three poems listed
in aletter to Antoni Zaleski (214) of 1858 (“Model,” “Kropla wody” [“Drop of Water”],
“Nie wiedzie¢ co” [“Know Not What”]), which were meant - like “Wierny portret”
[“An accurate Portrait”] and “Na zgon Potockiego” [“On the Death of Potocki”] - for
the collection of Norwid’s writings planned at that time. From later works, the fol-
lowing poems were probably to be included therein: “Stawa” [“Fame”] (published in
the Krakéw Czas on 31** March 1858), “Memento” (printed in the Bendlikon Pismo
zbiorowe in 1865), Dziennik warszawski [Warsaw Journal], and “Do stynnej tancerki
rosyjskiej, nieznanej zakonnicy” [“To a Famous Russian Dancer, an Unknown Nun”].

6 Regardless of earlier publication in yearbook III of the Poznan Pokfosie (1854). See
Cyprian Norwid, Poezje wybrane (Warszawa: Wydawnictwo J. Mortkowicza, 1933),
p. 571; Cyprian Norwid, Pisma Zebrane, Vol. C (Warszawa-Krakow: Wydawnictwo
J. Mortkowicza, 1911), p. 392. Miriam supposed (Vol. C, p. 392) that the poem
was published in Dziennik Literacki (titled “Improwizacja w Castel Fermo pod
Werong” [“Improvization in Castel Fermo at Verona”]) from a copy of the comedy
Noc tysigczna druga [The Thousandth and Second Night] perhaps even without the
author’s knowledge, and Bluszcz probably reprinted it from there.

7 Poem XXVIII (“Saturnalia”) was titled there “Echa czasu” [“Echoes of Time”]. The
text has some changes. J.W. Gomulicki, to whom this piece of information along with
many other ones is owed, wrote: “Norwid proposed sending such elusive poems in
letters to Sarnecki of November 1876 (not surviving today).”

8 That poem (titled Praca [Work]) was reprinted by S.P. Koczorowski in: Tygodnik
Ilustrowany, No. 22, (1921), and after him by Stanistaw Cywinski in: Cyprian Norwid,
Wybdr Poezyj (Krakow: Krakowska Spotka Wydawnicza, 1924), p. 174. See Miriam’s
notes to Reszta Wierszy, p. V. The text in Czas is significant because in the autograph,
only the first 37 lines of the poem survive.

9 Reprinted by Juliusz Wiktor Gomulicki in: Ateneum (Warszawa 1938), p. 425, and
in: Gromy i pytki (Warszawa: Wydawnictwo Godziemba, 1944), p. 54.
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of the autograph; the first two and the last one are contained there in full, and
the third one in large part. The loss of the pages might likely be attributed to the
interference of some unauthorised “carer” and censor, to simple neglect, or to
uncommon savagery.

The poet prepared the manuscript very carefully. It is clearly a fair copy.
The writing is generally perfectly legible, sometimes outright calligraphic. The
rare cases of crossing something out were encircled and filled in with rhythmic
crosshatching, which makes them look nearly like intentional breaks. Roman
numerals given to the particular poems were marked by the poet in red or blue
pencil. The divisions of stanzaic works are always very clear graphically. The
script shows perhaps no bibliophilic meticulousness, but it bears a clear imprint
of a nature of instinctive taste and instinctive need for cleanliness.

Yet the autograph was changed with time - at least, some parts of it were.
The poet returned to some poems and modified them. He crossed out much
and entered changes - but without the previous care: it seems as if he only
briefly grabbed the manuscript and made hasty corrections on the paper, as
if he made the changes only for himself. Those notes are made almost exclu-
sively in pencil - black, red, violet, mostly blue - sometimes very thick, like a
carpenter’s pencil. Some of the thus corrected poems are “Ogoélniki (za wstep)”
[“Generalities (As Introduction)”], “Addio” (VII), “Liryka i druk” (VIII),
“Ciemnos$¢” [“Obscurity”] (IX), “Sieroctwo” [“Orphanhood”] (XXIV), or
“Saturnalia” (XXVIII).

Some other poems were treated difterently. The poet extracted them from
the collection to include them as components in other works, planned out later.
And so, the poem “Wie$” [“Village”] (XVII) and “Kétko” [“The Little Circle”]
(LV) were included with some changes in the long poem A Dorio ad Phrygium
(finished in 1872, according to Miriam'). Similarly, the poem “Czemu” [“Why”]
(LXXXIV) was included with some changes in the comedy Mifos¢ czysta u
kgpieli morskich [Pure-Love at Sea Baths] (written in 1877-1881, according to
Miriam"), and with some other changes'” in the short story Stygmat [Stigmal]
(1883). But the poems were not deleted from the manuscript of Vade-mecum.

7%

The fact of leaving “Wie$” and “Kétko” in Vade-mecum is the more noteworthy

10 In the notes to the first edition of the poem, MysI Polska, Vol. 3 (1915), pp. 440-441.
Some versions of the poem “Wies” were compared by W. Borowy, the poem having
been first printed in: Tygodnik Powszechny, No. 75, 11" August 1946.

11 See the note to the first edition of the comedy (Droga, No. 11, 1933, p. 959).

12 All versions were compared by Miriam in the notes to: Cyprian Norwid, Pisma
Zebrane, Vol. E, pp. 296-297.
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that, at some point, the poet decided to combine that cycle with the poem A
Dorio ad Phrygium into one publishing unit. Proof of that is found on the title
sheet of the autograph. At first, under the words: Cypriana Norwida poezie IT
Vade-mecum there was a motto, which can be deciphered today only by looking
against the light:"

Nie pochlebiaj cieniowi! o Ulissie szlachetny, synu Laerta — wolalbym pomiedzy wami
by¢ pachotkiem ostatniego wyrobnika nie posiadajacego nic i majacego ptug za calg
wlasnos¢ i zaledwo zdolnego wyzy¢: anizeli panowaé jak Monarcha nad narodem
Umarlych! (Odyseon)

[Nay, seek not to speak soothingly to me of death, glorious Odysseus. I should choose,
so I might live on earth, to serve as the hireling of another, of some portionless man
whose livelihood was but small, rather than to be lord over all the dead that have
perished." (Odyssey)]

Later, the poet covered the motto with a small strip of paper with rounded cor-
ners (5 cm high, 8 cm wide) glued on top, and on the strip, he wrote between
two parallel lines the title: “a Dorio, ad Phrygjum.” The fact that the title is
written “with identical hand and the same slightly watery ink” as “Pierécien
Wielkiej-Damy” [“The Noble Lady’s Ring”], finished in 1872 (that date is
known for certain), led Miriam to conclude that the idea of a new shape of
the planned second volume of poetry (with only Vade-mecum and A Dorio ad
Phrygium, and without Tyrtej and Aktor, mentioned in a letter to Kraszewski of
May 1866) was similarly dated.”

The same title sheet gives proof (unfortunately, a merely vestigial one) of
some other plan. As has been mentioned, the sheet was once wider than those
which hold the majority of the collection; its left edge bound the spine of the
whole book and was sealed with wax to the hinge of the last two sheets (the
“epilogue”). Today - again, as mentioned above - only meagre remnants of
that binding survive, in the shape of three small paper pieces stuck to the wax
on the final sheet. At some point, the poet wrote on the said binding a list of
the works which were to be included in the second volume of his poetry. The
title page has fragments of that list, quite readable: “tej... P... ki” “[Ostatni]

13 The text was deciphered by Miriam and copied onto a page now attached to the
autograph. It is a translation of four lines from The Odyssey: XI 488-491 (Odysseus
speaking with the ghost of Achilles in Erebus).

14 Homer, The Odyssey, book XI, trans. Augustus Taber Murray, Loeb Classical
Library Volumes (Cambridge, MA: Harvard University Press; London, UK: William
Heinemann Ltd., 1919), 488 ff.

15 Notes to: A Dorio in Mysl Polska, Vol. 3 (1915), p. 441.
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despotyzm” “[Stoli]ca[?].” “[Forteplian Szopena” “[Na] zgon J. Z.” - “[Epilo]
g” - “list do W. P. Z.” - “Relacja” - za kulissami — Koniec [“tej... P... ki” “[The
Last] Despotism” “[Capit]al[?].” “[Chopin’s Grand] Piano” “[On the] Death of
J. Z” - “[Epilo]gue” - “letter to W. P. Z.” — “Relation” - backstage — End]. The
final page has very small remnants of the writing. The top one could possibly
be read as: “[W]chodzg” [lit. they come in]. The lowest one may be guessed to
hold remnants of the word “[The]atrum.” (It is very close to the height of the
words za kulissami [backstage] on the title page; perhaps the title of the drama
originally consisted of those three words). Nothing is today known of the poem
“Relacja” [“Relation” or “Recount”]. As to the drama Za kulisami [Backstage],
Miriam claimed it had been finished in 1866, but he dated the title 1869;" on
the same grounds, he claimed that the discussed vestigial plan of the second
volume of poetry ought to be linked with the same year: 1869.1¢

The question arises as to what can be deciphered from the autograph as
concerns the chronology of writing Vade-mecum. The earliest date found in
the autograph is 1859, at the end of the “epilogue,” i.e., the poetic letter “Do
Walentego Pomiana Z.” The poem is connected with the preparations for the
first edition of the poet’s collective works, planned by Antoni Zaleski et al.,
but never realised. The poet included the old manuscript in the new collection
without any apparent changes, adding only a short note in brackets by way of
a comment and crossing out (in red pencil) the date and signature at the end.

The poems “Wierny portret” (XXXII), “Pamieci Alberta Potockiego” [“In
Memory of Albert Potocki”] (LXXXVI) and “Klaskaniem majac obrzekle
prawice” [“Their Hands Swollen from Clapping”] (I), listed by the poet in let-
ters or quoted in 1858," belong to the same period. Also in 1858 (if not earlier),
the first version of the poem “Sens-$wiata” [“Sense-of-the-World”] (LXXXIII)

16 The main argument is the date under the dedication, because writing a dedication
before finishing a work was against Norwid’s writing practice.

17 That year is mentioned in the autograph under the foreword: “dan 1869-0” [given
on 1869].

18 Notes to: Cyprian Norwid, Pisma Zebrane, Vol. C, pp. 448-451.

19 Inaletter to Antoni Zaleski, written after 13" December 1858 (214), among the poems
to be included in the planned collection, the poet listed “Na zgon Potockiego” and
“Wierny portret” “Klaskaniem majac” comes from the last months of 1858 or from
early 1859, because Norwid wrote the last stanza of that poem as a dedication on the
brochure On Art, given to Ms Luszczewska (J.W. Gomulicki).



60 Wactaw Borowy

was written, titled: “Obyczaje” [“Customs”]: the poet sent it to Mieczyslaw
Pawlikowski in November 1858.%

Earlier is the poem “Socjalizm” [“Socialism”] (III), a variant of “Czasy”
[“Times”], printed in the Poznan Poklosie in 1856, and the poem “W Weronie”
[“In Verona”] (VI), published also in Pokfosie with the title “Nad grobem Julii
Capuletti w Weronie” [“Over the Grave of Julia Capuletti in Verona”] in 1854.
Incidentally, both poems had undoubtedly been written long before publishing.*

More extensive chronological indications could be expected to be found on
the backs of small pieces of paper glued on the “principal” sheets. However,
actually only on the verso of the paper with “W Weronie” (sheet 7 r.) there is a
text clearly indicating time before 1863: it is the poem “Bacznos$¢” [“Attention”],
crossed out, which was included in the Leipzig volume of Poezje with some
small changes.?

The paper with the poem “Harmonia” [“Harmony”] (V, sheet 6 v.) has a
crossed-out poem “Po balu” [“After the Ball”], which is known in a slightly
different version as the song of the Mandolin from the drama Za kulisami.
Miriam was quite right to state that “the version from Vade-mecum should

20 A postmark is left on the autograph, which was sent without an envelope: “28. octo.
58.” See Tadeusz Pini, “Z po$miertnych utworéw C. Norwida,” Pamigtnik Literacki,
1907, p. 104; Cyprian Norwid, Wybér Poezyj, ed. Roman Zrebowicz (Lwow: nakladem
B. Potonieckiego, 1908), p. 163; ed. IT (Lwéw: nakladem B. Polonieckiego, 1911),
p. 251. It may be assumed that the title Obyczaj in the letter to Antoni Zaleski of
1858r. (214) refers to the same poem.

21 Miriam dated Czasy for 1849 - based on the text similarities with works written def-
initely in that year (see notes to: Cyprian Norwid, Pisma Zebrane, Vol. A, p. 864). The
replica of the text, mentioned below, withdrawn from the autograph of Vade-mecum,
was titled “Socjalizm 1848.” The poem “W Weronie” is included in the comedy Noc
tysigczna druga, written in 1850 (see Miriam’s notes to: Cyprian Norwid, Pisma
Zebrane, Vol. C, p. 387). Miriam believed of the same poem that “the poet wrote
it undoubtedly ... when going through Verona for the first time in 1843.” (notes
to: Cyprian Norwid, Poezje wybrane, 1935, p. 571) J.W. Gomulicki was more con-
vincing with the argument that the poem was written “rather around 1848, because
it was most likely published in Poklosie by J. Kozmian, to whom Norwid sent in
1848-1849 almost all poems printed in Pokfosie and meant for Przeglgd Poznatiski”
(letter to W.B.). Norwid was particularly attached to that poem. It is proved, e.g., by
one more autograph, written in later years — in pencil, but with particular care - for
J.B. Wagner’s daughter, as J.W. Gomulicki supposed. It has some changes, and it
survives in the collections of Miriam.

22 The volume was published in November 1862. In a letter with a postmark of 18 XII
62, Norwid informed Cieszkowski of the publication (DW XII, 141).
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unquestionably be considered the earlier one.”* But such a statement still does
not help with the chronological data much, since both the Vade-mecum cycle
and the drama Za kulisami were written at approximately the same time.

Verso of the page with poem XXVI (“Czemu nie w chérze”) holds (sheet 16
r.) “Mistycyzm” [“Mysticism”], written by the poet on the very next page (sheet
16 v.) with minor changes as poem XXVII.

Verso of the page with the first five stanzas of poem XXXI (“Ruszaj z Bogiem”
[“Godspeed”]) holds (sheet 18 v.) the poem “Socjalizm 1848,” with the same text
found in the cycle at No. III (minus the “1848” in the title).

The otherwise unknown poem “Tymczasem” [“Meanwhile”], written
on the back of the loosely attached paper (sheet 17 v.) with “Obojetno$é”
[“Indifference”] (XXIX), is a separate case. It is not numbered as part of the
cycle, and so it cannot be considered part of Vade-mecum. Yet the style and tone
prove that it was written in the same period.

The latest date found in the manuscript is 1865. The poet wrote it under the
cycle’s title and dedication (today it is sheet 3 r.). He crossed it out later; it was
probably at that time that he included the two initial sheets, with a fuller title
and the three-page introduction “Do Czytelnika;” yet that introduction still
ended with the words: “Pisalem 1865” [I wrote it 1865].

Most quotations and replicas in the collection, if given a date, are also dated
for or around 1865.

The poem “Na zgon §.p. Jozefa Z.” [“On the Death of the Late Jézef Z.”],
which was planned to close the cycle, was written already in February 1864
and sent in a letter to Jozef Bohdan Zaleski (DW XII, 263). The second (unti-
tled) autograph of poem XLIII (“Purytanizm” [“Puritanism”]) was sent to
M. Sokolowski with some small changes and the comment: “Marianowi
odspiew, odpowiedz” [a sing-back, a reply to Marian], comes from 1865.>* The
album of Sokotowski also holds a version of the first two stanzas of “Ironia”
[“Irony”] (XXXV); in all likelihood, that album entry should also be dated
1864-65, because in that period the relation between Norwid and Sokotowski
was particularly animated and warm.” “Zagadka” [“Riddle”] (LIII) is quoted
with some small changes in a letter to Karol Ruprecht of 1865 (DW XII, 412)*
and in a letter to M. Sokotowski of late 1865 (DW XII, 408). The echo of the

23 Seenotes to: Cyprian Norwid, Pisma Zebrane, Vol. C, p. 435. Changes are listed there.

24 See Miriam’s notes to: Cyprian Norwid, Poezje Wybrane, p. 590.

25 See Feliks Kopera’s introduction to: “Nieznana autobiografia C. Norwida,”
Wiadomosci Numizmatyczno-Archeologiczne, No. 34 (1897), p. 355.

26 According to JW. Gomulicki, the letter can be dated quite precisely to 1%
November 1865.
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poem “Omylka” [“Mistake”] (LXXXVII) is found in a letter to Konstancja
Gorska of 1866 (DW XII, 478-480). The poems “Lito$¢” [“Mercy”] (XIV) and
“Narcyz” [“Narcissus”] (XVI) were included in the cycle “Z mojego albumu”
[“From My Album”], dated by Miriam for 1866, but J.W. Gomulicki believed it
to be “most likely ... written somewhat earlier.”” It should also be remembered
that “Praca” [“Work”], a version of “Prac-czoto” [“Work in Brow’s Sweat”]
(LXIII), and “Fortepian Szopena” (XCIX) were published in 1865.

Thus, 1865 can be accepted as the date of closing the cycle. Miriam
extended that period with his suggestion to date the poem “Do Zeszlej” [“To
the Deceased”] (LXXXV) for 1869; yet also he indicated the possibility of ear-
lier dating by linking the outer impulse for the poem not with the death of
Z. Wegierska, but with the demise of the poet’s sister, Paulina Suska, in 1860.%

Based on the above listed data, terminus a quo of the first idea of the cycle may
likely be dated for the period of publishing the Leipzig volume, or soon after.’

Readers learned of Vade-mecum only thanks to Zenon Przesmycki from the
Norwid-themed issue of Chimera (1904). It held a brief note on the entire cycle
and seventeen poems included in it. Earlier, the letter “Do Walentego Pomiana
Z.” was published as a separate poem in Chimera’s volume I. Some other parts
were published by Przesmycki in other periodicals (Nowa Gazeta, Krokwie,
Droga, Kultura), and a larger part was included in the volume Poezje Wybrane
[Selected Poems] (1933). In that manner, within thirty years he made forty-
six entirely unknown poems from the cycle public. In the same period, the
poems: “Fortepian Szopena,” “W Weronie,” “Obyczaje” (i.e., the first version of
“Sens $wiata”), and “Praca, printed when Norwid was still alive, were reprinted.
A further thirty-three poems from Vade-mecum (full or fragmentary) were first
published by Przesmycki in Reszta Wierszy [Remaining Poems] (1933).

As can be seen from the material left by Przesmycki, his work towards pub-
lishing the entire Vade-mecum in volume B of Norwid’s Pismna Zebrane was very
advanced.” Yet the First World War stopped the publication. Similarly, WWII
stopped the publication of the poet’s Wszystkie Pisma, which seemed to be nearly
ready: one of its two unprinted volumes was planned to include Vade-mecum.

27 Both poems obviously have some changes here, later than Vade-mecum. See Wszystkie
Pisma, Vol. V, pp. 123-128.

28 See notes to: Norwid, Poezje wybrane, p. 530.

29 A letter to M. Sokotowski of 9™ October 1864 mentions “II tom pism” [2nd volume
of writings], but without a mention of Vade-mecum (DW XII, 304).

30 See Cyprian Norwid: Wystawa w 125 rocznice urodzin: Katalog (Warszawa: Muzeum
Narodowe, 1946), pp. 126-127; Cyprian Norwid: Wystawa w 125 rocznice
urodzin: Przewodnik (Warszawa: Muzeum Narodowe, 1946), pp. 19-20.
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Thus, this phototypical edition is the first one that allows one to present the
collection in its entirety and the shape given to it by its author. It is not only
an act of respect for the writer, but also a fulfilment of an important national
and scientific postulate. So many treasures have been lost to Poland that the
remaining ones should be possibly shielded from the dangers looming (and not
only at wartime!) over any unique objects. The autograph of Vade-mecum is
a treasure not only because it brings us closer to the poet’s hand, but mainly
because it contains poetic masterpieces the texts of which are not yet entirely
known. Any editor is bound by the author’s last intention, and - as has been
stated here - it is not an easy task to grasp Norwid’s last intention with respect
to the various parts of Vade-mecum. Deciphering some of the late changes
seems impossible. Przesmycki, greatly intimate with Norwid’s writing, did not
always take risks of going beyond the original calligraphic version.

To give just one example: when publishing the poem “Ogoélniki (za wstep)”
for the first time in Norwid’s Reszta Wierszy (1933), Przesmycki gave the fol-
lowing version:

Gdy, z wiosng Zycia, duch Artysta Lecz gdy pdzniejszych chtodéw dreszcze
Poi si¢ jej tchem jak motyle, Drzewa wzrusza, i kwiatki zleca,

Wolno mu méwic¢ tylko tyle: Wtedy dodawac trzeba jeszcze:

“Ziemia jest kragta — jest kulista!” “U biegundw splaszczona nieco”

Ponad wszystkie wasze uroki,
Ty! poezjo, i ty, wymowo,
Jeden - wiecznie bedzie wysoki:

Odpowiednie da¢ rzeczy stowo!

[When, in the spring of Life, the But when late shivers, chills
Artist’s spirit Move a tree, and little flowers flit,
Draws breath like a butterfly, He must enlarge upon it still:
Herein his only limit lies: “Though at the poles it’s flattened

»

“The earth is round - it is spherical just a bit”

Beyond, above all your charms,
You! poetry, and you, speech!, Behold
Ever the highest will be - this aim:

To name each matter by its rightful word!]*

* English translation by Danuta Borchardt in collaboration with Agata Brajerska-Mazur,
in: Cyprian Norwid, Poems (New York: Archipelago Books, 2011), p. 13.
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Such is the original, calligraphic text. Yet when one carefully studies the
autograph, a later version, finally binding, may be deciphered from the poet’s
hasty deletions and inserts. Below is that final version (with italics to indicate
the changes).

Gdy, z wiosng Zycia, duch Artysta Lecz skoro puchy kwiatow zlecg,
Poi si¢ jej tchem jak motyle, Nawalne gdy przeming deszcze,
Glosi¢ wolno mu tylko tyle: Wtedy dodawac trzeba jeszcze:
“Ziemia, jest kragla — jest kulista!” “U biegundw, splaszczona, nieco”

Ponad mnogie wasze uroki,
O, poezjo, i ty, wymowo,
Pozostanie jeden wysoki:

Odpowiednie rzeczy da¢ stowo!

[When, in the spring of Life, the But when little flowers flit,
Artist’s spirit And stormy rains pass,

Draws breath like a butterfly, He must enlarge upon it still:

His limit lies only therein: “Though at the poles it’s flattened
“The earth is round - it is spherical!” just a bit”

Beyond, above many of your charms,
You! poetry, and you, speech!, Behold
One ever the highest will be - this aim:

Each matter to name by its rightful word!]

However, written in the poet’s later, nervous handwriting, one more stanza
is added in the autograph, or perhaps a thorough change of one of the earlier
stanzas, which is impossible to decipher today. The same could be said of the
versions of “Sieroctwo,” “Ciemno$¢,” and other poems. Yet what seems unread-
able to one eye may be more easily unravelled by another. The more eyes that
can see the autograph, the greater the certainty that we get to know it better and
more fully. A phototypical edition, making the autograph available in faithful
copies, allows teamwork, which is so necessary in this case.
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Irena Stawinska

On Norwid’s Epic Prose: Poet-Playwriter’s
Workshop

Abstract: The article attempts to characterise Cyprian Norwid’s epic/narrative prose.
According to the author, Norwid’s artistic method within prose was based on five major
premises: 1) the writer wished to create modern art that would present a synthetic view
on civilization; 2) each story of events served such synthesis; 3) the characters and events
were of specific, unique, and individual natures; 4) the truth of the entirety was connected
with the truth and impression of authenticity of detail; 5) prose thus shaped had to have
a specific style, devoid of unnecessary ornaments, and possibly had to conform to the
presented topic/event/plot. Later in the study, the author discusses the means that Norwid
used in his prose to achieve the generalising semantic perspective while at the same time
keeping the uniqueness and authenticity of the chosen topic in mind. Three main strate-
gies are indicated: parabolising the main event, dramatising (understood as using means
characteristic for drama within prose, e.g., purely external presentation of characters, a
dramatization of the word: dialogues and monologues as the main structures of expres-
sion, situation and gestures used as a basis, etc.), and narrator’s perspective. The latter
evolved in Norwid’s epic-writing towards a gradual enrichment of functions and inclu-
sion in the world he presented. The three strategies are discussed by the author with the
help of rich illustrative material.

Keywords: Cyprian Norwid, narrative prose, dramatising, narration, anecdote

The phrase “epic prose” is not clear enough in and of itself. It has two
determinants: 1) prose speech, as opposed to versification, 2) narration of events
as opposed to non-narrative treatises, studies, or longer poems. Yet when those
two determinants are used to define more precisely, the area of the works exam-
ined here, many doubts arise: should only short stories be taken into account, or
should perhaps various texts of a basically non-narrative nature (like, e.g., Biafe
kwiaty [White Flowers] or the treatise Milczenie [Silence]) be combed through
for any small, scattered anecdotes?

That same question was faced by Miriam, Cyprian Norwid’s editor, twice: first
when he was preparing volume E of Pisma zebrane [Collected Works],! and

1 Cyprian Norwid, Pisma zebrane, ed. Zenon Przesmycki, Vol. E: Pisma prozg. Part one, com-
prising legends and short stories (Warszawa-Krakow: J. Mortkowicz, 1911) (hereafter: PZ).
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sixteen years later, when he was the editor of volume 5 of Wszystkie pisma po
dzis w catosci lub fragmentach odszukane [Cyprian Norwid’s Collected Works
Found in Fragments or in their Entirety].? Each time, he answered the question
in a different way. These two conceptions of Miriam match the two answers
suggested above.

In Pisma zebrane, Miriam included only Norwid’s larger, completed works
of narrative prose. These are: Garstka piasku [A Handful of Sand], Bransoletka
[Bracelet], Cywilizacja [Civilization], Ostatnia z bajek [The Last of the Fables],
Tajemnica Lorda Singelworth [Lord Singelworth’s Secret], Ad leones, Stygmat
[Stigma], and separately Laskawy opiekun [Kind Guardian], as “utwor
mlodzienczy” [“a juvenile work”]. The volume was titled Legendy i nowele
[Legends and Stories), taken from a phrase by the poet himself. The editor wrote
in the comment: “The most modest part of Norwid’s legacy is epic prose. There
are only eight legends and stories surviving, as contained in this volume.”

Both the construction of the volume and the statements above lead to the
conclusion that, at the time of that publication, Miriam followed the narrower
view on “epic prose” since he chose only the works listed above, even though, in
a commentary, he emphasised the link between Norwid’s stories and memoir
records. In Miriam’s view, the source of short-story writing could be traced
back to the tendency “do medytacyjnego i artystycznego pamietnikarstwa™
[“to meditative and artistic memoir writing”].

That last statement led Miriam to further editorial decisions only in the
edition of Wszystkie pisma, issued much later. Aside from the eight works
published previously, Volume 5, titled Proza epicka [Epic prose], contained a
whole series of other texts, either fragmentary or fully completed, including
Menego, Czarne and Biate kwiaty [Black and White Flowers], Milczenie, as well
as some shorter fragments. The presence of aesthetic treatises — like Biafe kwiaty
and Milczenie - in the volume of epic prose may raise doubts. The reason for
their inclusion is likely the presence in both works of short narrative inserts -
anecdotes — presented to illustrate the general aesthetic laws established by
both works (the “white flower” law, the law of silence).

2 Cyprian Norwid, Wszystkie pisma po dzis w catosci tub fragmentach odszukane,
ed. Zenon Przesmycki, Volume five of the first complete issue: Proza epicka,
(Warszawa: skt. gl. Kasa im. Mianowskiego, 1937) (hereafter: WP).

3 PZ,Vol.E, p. 241.

4 PZ,Vol.E, p. 244.
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Thus, works of narrative prose could be divided into two groups. One is made
up of texts in which the event that is presented gains a more general perspective
thanks to various elements of the narrative structure: exposition, background,
dialogues, etc. The second group includes short accounts of an event — only an
outline of an anecdote given to explain more general laws. Of such a nature are
the short narratives of meeting the Mountaineer in the Apennines or speaking
to a fellow Pole in London (both from Biale kwiaty). These are not indepen-
dent literary works but rather illustrative examples. Another well-remembered
anecdote is the one about Réza Nagnioszewska (from a letter to Konstancja
Gorska, 1866; DW XII, 518-519), which allowed Norwid to mock Polish polit-
ical history. With such short accounts, the generalising function is transferred
onto the text of the interpolated treatise; it is the comment that adds a broader
perspective to the event.

In both groups of works, the emphasis was placed on the presence of
“generalising perspectives.” One may ask if, e.g., in his journal writing, Norwid
ever strived simply to record a single, individual fact without a double-layered
meaning. The answer would have to be a definite No. “Albowiem zabawialbym
sie fotografowaniem” [“For I would play a photographer”], the poet might add;
he never considered the duties of a notary or calligraphist to be his calling.

Yet “photography” seems difficult to avoid when the poet wishes to record an
actual happening, a contemporary event. After all, Norwid saw contemporari-
ness, understood deeply as addressing the issues required by the epoch, as one
of the tasks of poetry. He also felt compelled to “wspdtczesnym zacnym oddaé
cze$¢” [“honour noble contemporaries”].

He expressed that difficulty in the introduction to Czarne kwiaty [Black
Flowers], which were written as biographies of well-known artists: Mickiewicz,
Stowacki, and Chopin, to name a few. Those biographic, or rather obituary, ac-
counts were meant to record faithfully one unique fact: the last meeting with
the artist, a visit before he died. But it is also clear that those accounts were only
a background used to show both the whole artist and a truth about art.

For that type of artistic work, “formut stylu nie ma” [“style formulas do not
exist”], stated Norwid. There are only two formulas, both equally useless to a
creative artist: “jakis ksigzkowy klasycyzm” [“some bookish classicism”] and a
“formuta czasowa dziennikarska” [“temporal journalist formula”].

The latter is a journalist report, or, as Norwid would say: daguerreotype,
a hasty note recording everything, but “mniej istote Zrédet, z ktérych ono
wszystko ptynie” [“less the essence of sources which give rise to it all”]. Today,
a different term could be used: to indicate an external, detailed record of a
fact while evading any generalising interpretation. Obviously, such a record of
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events remains beyond the borders of poetry, despite bearing the highest fac-
tual load; it better fits the category of faits-divers, annals.

But living poetry is also killed by “ksigzkowy jaki$ klasycyzm” [“some
bookish classicism”], an abstract generalization without the hot breath of the
said factual load. It cannot reflect the “tacznos$ci pomiedzy ksigzka a zywotem”
[“connection between book and life”]. Poetry is fed by the concrete, but those
concrete things must be meaningful and generalised, a fact that expresses a
truth or illustrates a law.

That artistic dilemma is born as a side note to the writing methodology of
Czarne kwiaty, but obviously also applies to other works. Norwid had to seek
his own method in order to implement the ideal of true poetry: filled with life
and deeply submerged in life, and, at the same time, revealing some general
truths. Of course, the artistic problem varied depending on the conception of
the particular work and on the literary genre.

Norwid’s narrative prose is also very diverse, but all his works are linked
with the element of the plot, rooted in the plane of eventualization. On - or
over — that plane rises poetic generalization.

This study is meant to present only the basic principles of Norwid’s artistic
methodology, which he developed over many years. To better highlight these
principles, Norwid’s juvenile story £askawy opiekun is often brought back from
oblivion for reference, as it is a story from the time when the young and naive
poet did not yet notice the issue discussed here.

Below, a summary is given of the assumptions that should form the basis for
the method examined here:

1) Norwid wished to create modern art — art that would participate in contem-
porary issues and give a synthetic image of the civilization.

2) Each account of events is meant to serve the synthesis mentioned above.
Norwid reached for it in particular in his dramas and short stories, i.e., in
narrative works. Thus an event needs to have such a “nabdj znaczeniowy”
[“semantic load”] if it is to shake the vision of the whole culture.

3) At the same time, the events and characters in that story have to be con-
vincing in their unique, exceptional concreteness; they are to be colourful,
tangible, alive, and not flat.

4) The general truth must be connected with authenticity of detail.

5) The poet should “unikna¢ stylu” [“avoid style”], but “nie zaniedba¢ stylu”
[“not neglect style”]. That paradox was also explained by Norwid in the
introduction to Czarne kwiaty. To avoid style means to abandon styliza-
tion, ornamentation, or any amplification out of respect for the topic,
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and also as an expression of trust that the “rzecz opisywana” [“described
object”] speaks for itself with sufficient strength. But also, that same respect
for the topic requires the author not to neglect style: to seek the best pos-
sible expression earnestly and diligently, and not allow the temptations of
artistic laziness or the “easy way out” to sway the writer. Such a lazy solu-
tion would be to follow in the ruts of others’ wheels, to be obedient towards
routine. The new style “surowym musi by¢ koniecznie, / Bo surowos$¢ jest
calos¢ walczgca z szczegotem” (Hrabina Palmyra [Countess Palmyral; DW
V, 314) [“must necessarily be rugged, For ruggedness is the entirety fighting
against the detail”]. The dynamism of that fight saturated all of Norwid’s
narrative prose.

Two questions follow: how did these generalising semantic perspectives arise,
and how did Norwid save the concreteness of the literal plane at the same time?
Three artistic means are used to implement the paradox: 1) parabolising the
main event, 2) dramatising, and 3) establishing a narrative perspective. Three
means are discussed below with the help of referring to Norwid’s stories - the
longer, well-developed ones, naturally, where meanings arise without the help
of an additional commentary. When the whole treatise (as in Biale kwiaty or
Milczenie) serves for semantic context, such generalising procedures would be
completely redundant, and so Norwid did not use them.

His texts will naturally be referenced very often, but this paper does not at-
tempt a comprehensive discussion of Norwid’s stories and is not meant to be an
outline of a monograph. Neither does it present the writer’s artistic evolution
in full, although a developmental approach does seem to be the only fitting
one when considering, e.g., the issue of the narrator. It is very easy to note the
abysmal difference between Norwid’s first attempt at a story (Laskawy opiekun)
and each of the subsequent ones from the mature, post-American period. Yet,
when the mature narrative works written between 1855 and 1883 are juxta-
posed, no striking divergences in the artistic method discussed are noticeable.
The method was outlined around 1856-1858, at the time of Czarne and Biafe
kwiaty and Bransoletka. Doubtless, in the later years, those of Ad leones and
Stygmat, it was perfected to a particular degree, but its foundations had been
laid earlier.

1. Parabolising the Event

The term “to parabolise itself” comes from Norwid. It is recurrent in the poet’s
reflections whenever Norwid wished to indicate particular layers of senses



72 Irena Stawinska

suddenly arising over a word or event. He also frequently used the terms
of legend or parable to define his works, as he did for Quidam, Epimenides,
Cywilizacja, Garstka piasku, Bransoletka - five larger works that the poet truly
wished to include in Brockhaus’ publication. In each of them, Norwid attempted
to emphasise the broad semantic range of the anecdote, its symbolism, which
would have allowed him to call each of his works “a legend of the nineteenth
century.” Among them is Quidam, in which an analysis of contemporary times
and phenomena leads clearly towards questions about the genealogy of Western
European culture. But each of those works contains elements of still greater
generalizations of truth, pertinent to all epochs.

What possibilities are offered by the anecdote, by a mere recount of events,
Norwid stated near the end ofhislife, in the treatise Milczenie. That work outlines
a fantastic development of literature in the world, a development whose funda-
mental law would be the law of silence. After the era of legend, epos, and history
came the time of anecdote, passed over in the previous developmental phase:

Tam sg tajemnice psychologii dziejow, biografii, niezmiernie wazne

czestotliwie, lecz za mate i za mnogie dla historii, i ona je przemilcza, ale one na

dnie anegdoty czekajg fatalnej godziny swojej, albowiem po epoce tej, ktorg

Anegdota zowiemy,jestRewolucjal...

(PWsz VI, 246)

[There are the mysteries of psychology of history, biography, oftentimes of
immense importance, yet too small and too numerous for history, and so it passes
over them in silence, but theyawa it theirfatal hour in the depths of anecdote, for
after that epoch whichwe call Anecdote,thereisRevolution!...]

That authentic raw material that is provided by an anecdote may be used in var-
ious ways: it may be spread into a background (“rozla¢ go na tto”) or told in a fun
and colourful manner, asisdonein“romans i powies§¢, icalytenrodzaj
pobieznej literatury” (DW VI, 246) [love stories and novels andall
that kind of cursory literature”] (The contemporary romance writing was often
the object of Norwid’s thrusts of irony). Obviously, such use of an anecdote robs
it of its documentary and metaphoric character and deprives it of the blade of
revolution (“Tego ostatniego wyrazu nie nalezy tu bra¢ z zadng wylacznoscia”
(DW VI, 246) [“That last word should not be taken with any exclusivity
here]).

But a true poet should look at those minor facts passed over by history and
see stigmas of the past, of contemporary times, or a harbinger of the coming
eras. And Norwid wished to be such a careful witness, a reader of the “mystery
of history.”
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With Norwid, the theory of metaphoricalness of events has another, romantic
layer. Although some said, “The parable proves nothing,” he responded:

Juzci tak jest, bo paraboli zadaniem nie jest dowie$¢, aleu-oczywistnié -
jedna zatem parabola oczywistni, lecz wszystkie razem uwazane parabole nie
tylko ze dowodza, ale dowodza one tak bardzo ogromnej rzeczy, iz strach §wiety
bierze pomysle¢ o tym!... Dowodza one albowiem analogijnego stosunku pomiedzy
prawami rozwoju rzeczy $wiata tego a prawami rozwoju ducha. ..

(PWsz VI, 236)

[‘Tis true, for the task of the parable isnotto prove,butto make-obvious -
thus one parable makes things obvious, but all parables treated together
not just prove, but they prove such an immense thing that to think of it makes you
shudder in holy fear!... Because they prove the analogous relationship between the
laws of development of the things of this world and the laws of development of the
spirit...]

One may ask, what events may be parabolised in Norwid’s stories? The answer
would have to be varied: the commonplace and tiny facts, as well as the highly
uncommon ones — the regular balloon flights of Lord Singelworth, or the
sinking of a ship. Each work has its own concept and its own range of meanings.
Among all the works discussed, only particular obituaries of Czarne kwiaty
and Menego - the earliest of the obituaries — may be considered close. They are
linked by the same artistic intention: to metaphorise the last moment of life,
which is meant to present the whole truth of an artist. That last moment has
a particular glow to it; it becomes a lens concentrating the whole life - hence
its symbolic worth. (Norwid similarly metaphorised “btyskawic $wiatto” [“the
light of lightnings”] of the moment right before a wedding, which revealed the
entire truth of human feelings.)

Memories of great historic figures particularly obligate one to precision and
restrain all structure. Obituaries should be faithful “jak podpisy $wiadkow”
[“like witnesses™ signatures”]. It was the poet’s aim to achieve the highest,
almost rigorous simplicity, to avoid any ornaments; he also avoided any pre-
tence of structure in the recounted events. But the structure is revealed in that
very conciseness, in the careful selection of ante mortem words and gestures,
which the narrator will recount. Only those words or snippets of conversa-
tion that gain particular significance in light of the recent death of the artist
are quoted. That significance is decided only by emphases, obviously few and
immediately toned down. After the emphasised word or gesture (Mickiewicz’s
“Adieu,” Chopin’s “wynosze sie” [“I am leaving;” lit. “I am getting out”]) usually
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comes a decrescendo, a falling tone and a very calm, “prosaic,” report-like ac-
count of death.

The metaphorization of the last moment that uncovers “cato$¢ zywota”
[“the whole life”] through a sudden flash of the spotlight stopping on that
one gesture is supported and further enhanced by other factors: the descrip-
tive ones. Mickiewicz’s “Adieu” (= @ Dieu) is shaken out of convention not only
through the narrator’s commentary, but also thanks to some details of the
room, at which the poet’s spotlight stops: “pickna rycina przedstawiajgca $w.
Michata Archaniola,” “Takze Ostrobramska Matka Naj$wietsza i Dominikina
oryginalny rysunek, komunie $§w. Hieronima przedstawiajacy” (Czarne kwiaty;
DW VII, 52) [“a beautiful image presenting St Michael the Archangel; Also Our
Lady of the Gate of Dawn and the original drawing by Domenichino, presenting
the communion of St Jerome”].

The account of the death of Byczkowski, the painter in Menego, goes in a dif-
ferent direction. It is not mainly about viewing the artist’s entire life through a
talk on the deathbed, but about the symbolic dimension of death as an inevi-
table failure of the Slav-artist. Again, various details, which have been carefully
collected on the way, lead to such an extension of senses: a brief biography of
the artist, the meeting at Riva degli Schiavoni (= Riva degli Slavi), conversation
on art, and the idea of the painting (the fisherman with an empty shell fished
out). Those elements of generalization are, at the same time, the actual premises
motivating the event. Death by drowning loses the character of an accident: the
event expresses a more general law and is simultaneously subject to that law — it
occurs due to the law. The immediate causal motivation (“za gteboko w fale
zaszedl” - Menego, DW VII, 39, [“went too deep into the waves”]) is given in
inverted commas by the narrator himself.

It is similar to other “accidents” that become the axis of the story’s plot.
Those are sometimes minor events (losing a bracelet, saying a word too loud)
or a major, apparently accidental catastrophe: a ship sinking. Norwid always
prepared them carefully, trying to show the roots of the events. In Bransoletka
or Cywilizacja, the “roots of events” spread through the whole social atmo-
sphere. The events are not directly connected with the circumstances preparing
them: Norwid left it to the reader to add in the missing links. In Bransoletka, the
poet immediately stressed the thoughtlessness of high society (the thoughtless-
ness is shown, e.g., through their attitude to the seven sacraments), losing the
bracelet, breaking the engagement, and remarrying have their roots in that very
thoughtlessness. The legend of a ship (Cywilizacja) has its events constructed
in a similar manner. First, there is the careful and apparently unbiased exposi-
tion, the presentation of the passengers. Emphasis is given to their egoism and
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lack of any social bond; the latter feature is discussed in the commentary in the
narrator’s monologue. Only then is the catastrophe pictured - the ship sinks.
The event is justified by the ship meeting the iceberg, yet a significant motivation
is indicated to be the said lack of a social bond. “Civilization” must sink because
of the passengers it has because there is nothing linking them. That is the main
cause of the event and the one that cooperates with the parabolising process. In
that particular work, the background of literal senses nearly fades away.

We have thus discussed several artistic means used by the poet to expand
on meanings: careful choice of details, emphasising the most important detail,
revealing the roots of various accidents, generalising, “symbolic” motivation,
and a superstructure over the usual, literal causality. Yet there are many more
such means. The poet demonstrated such great inventiveness and enriched his
method so much that, as years passed, new discoveries appeared, and new sets
were created. Each work was created on the basis of its very own, individual
conception and took a different path to giving the plot the sense of a parable.

In Garstka piasku, the poet put together two accounts of the life and death of
exiles: a Roman one from the first century AD and modern ones, a pagan and
a Christian. That juxtaposition leads to a generalization, as it demonstrates — in
a nutshell - the difference between the two civilizations or, more precisely, the
difference between two views on life and death.

The method of juxtaposition concerns not only the combination of a few
plots. The poet juxtaposed two cultures, e.g., the old Italian art, arising spon-
taneously from life, against the imitative Slavic culture. Hence, within the nar-
ration, there appear seemingly unnecessary descriptive inserts or apparently
redundant dialogues. A traditional idea of the romantics, vision, serves in
Stygmat to extend the law of stigma onto all human history. It is worth noting
that Norwid drew from such historiosophy previously and frequently.

The poet did not avoid introducing a direct commentary from a party.
Sometimes the objective sense of a parable was revealed only in the confron-
tation of various comments, both true and false ones. In Tajemnica Lorda
Singelworth, confrontation of this kind is the compositional principle: the poet
collected various false interpretations of the Lord’s strange habits (daily balloon
flights) to put an authoritative, true interpretation into the Lord’s mouth only
at the very end.

Yet usually, interpretation belongs not to the narrator but to characters. In
Garstka piasku or Ostatnia z bajek, the reader hears the sound of sand in the
hourglass, a light breeze, or an angel. In Stygmat, the whole historical lecture
on the origin of nations is given by a fantastic shape from the narrator’s vision.
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Sometimes, epilogues have the commenting function. Such epilogue scenes
that extend the meanings can be found in a few works: in Stygmat, Ad leones,
and Cywilizacja. What is particularly interesting is that in the last two stories,
the ironic epilogue is a conversation between the narrator and the Editor, who
constantly appears as an antagonist and, at the same time, the most significant
representative of modern civilization.

Next, various resonators (a term by Tadeusz Makowiecki) should be listed,
which support and enhance the works’ semantic structure. Those resonance
boxes include means known from elsewhere in Norwid’s poetry, like mottos,
dedication poems, and titles: Stygmat and Cywilizacja, for example, although
there are also titles evoking no associations, as with Bransoletka or Tajemnica
Lorda Singelworth. A signal of the semantic range may also be the subtitle: par-
able, legend, or “legend of the nineteenth century.” Such a subtitle indicates
that, on top of the literal sense of the plot, there arises a layer of new senses.
Norwid gave meaningful names to various significant objects or characters: a
ship is named “Civilization,” or a sculpting group called “christiani ad leones”
transforms into capitalization — the owner of the balloon is Lord Singelworth.

The role of semantic signals is also taken by some regular motifs in
conversations, recurrent expressions, and verbal refrains. They draw attention
and carry emphasis due to their repetitiveness alone. The poet took savages
through the deck of “Civilization” several times, and as many times he wrote
of their joy that “wszystko dokota jest tak rowno, pigknie i gtadko” (Cywilizacja,
DW VII, 106) [“everything around is so even, beautiful and smooth”]. Three
times, and all close to each other, the formula of social conversation that
“konczy sie wlasnie karnawat hucznie, gdyz post zbliza si¢” (DW 111, 83) [“the
carnival is now sumptuously coming to an end, for Lent is coming”] is repeated
in Bransoletka. The third time over, it takes even stronger emphasis: “iz post —
czyli czas sakramentu pokuty - zbliza si¢” (DW VII, 83) [“for Lent - the time
for the sacrament of penance - is coming”]. That formula is meant to unmask
the thoughtlessness of society, “modlacego sie i robigcego zbrodnie™ [“praying
and committing crimes”]. In both examples quoted above, the common elem-
ents are the blade of irony and the stance of the narrator, who refrains from
commenting.

The story may also be generalised through poetic inserts, like lyrical poems
placed between conversations or the narrator’s stories or separately, forming
a dedication. It is again an artistic means that is used not only for stories.

5 A description relating in letters to the Polish woman - a great lady.
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Obviously, lyrical poetry has a far greater potential for synthesis and universal-
ization of sense; Norwid also used such condensers in dramas and stories. It is
interesting to note that he introduces the erotic poem “Czemu” [“Why”] both
in Mitos¢ czysta [Pure-Love] and in Stygmat; in each of those works, the poem
plays a slightly different role, yet in both, it introduces the general issues of love.

The “parabolization of event” is also supported by punctuation and graphic
emphasis. Norwid used these means very often. In his artistic prose, emphases
of this kind appear particularly frequently where a generalising semantic
stress is present. For example, in Stygmat, they are found only in part II, where
they are used to express historical stigmas. Also, the “OKOLICZNOSCIOWE
SLOWO” [“occasional word”] is emphasised in the epilogue. Yet the anecdotal
part does not have such particularly emphasised fragments, even though it has
some stressed words.

The general consequences of such parabolization of events for the narrative
structure should be noted. First of all, the great semantic “density,” the tension
of the entire work, makes every element gain a second meaning and partici-
pate in the whole process. There are no neutral characters or events beyond the
scope of the parable.

In plot construction, a shifting of events towards the end may be observed
since a large part of the work is needed for the purposes of exposition. Here,
exposition is meant to prepare those meanings “potegi wtorej” [“of second
power”] and only secondarily to justify the events, which also gain a symbolic
dimension.

Shifting an event towards the end, which is common practice in short stories,
is not an obvious principle here. Sometimes the event seems to be given in the
beginning, like the daily balloon flights of the Lord. They are the starting point
for various interpretations, which finally lead to the Lord’s statement. And yet,
the significant event of the work is not about the flights, but about revealing
their true sense: the whole work leads to uncovering the mystery. Similarly, the
anecdote in Stygmat is closed well before the ending of the story. Again, it is not
the broken engagement and the death of Rdza that constitute the event of the
work. The story has three clear sections: it shows the stigma in individual life
(the exemplum: the story of R6za and Oskar), in the history of nations (the vi-
sion), and the stigma impressed on a word (the Editor’s visit). In the anecdotal
part, exposition given after the event executes the poet’s conscious intention: it
reveals the unnoticed, unknown roots of events and indicates that that very
lack of knowledge leads to a catastrophe.
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As has already been mentioned, the motivation of events at the literal plane
simply fades in favour of the generalization. The poet had to abandon half-
shadows and half-tints, as well as to refine the characters’ mental processes.

The reader learns only the main, rugged outline of the plot. Such motiva-
tion would clearly not withstand the trial of “realistic” psychological tests —
certainly not in Bransoletka or Stygmat, not to mention Tajemnica Lorda or
Cywilizacja. Yet, for the structure of the general senses, that brief record of the
event is enough.

Norwid’s artistic method did not remain constant — it evolved and improved.
The range of the meanings he communicated also grew. In the poetic obitu-
aries (Czarne kwiaty), the dying moment is meant to show just one person.
Bransoletka exposes the whole of “high society,” and thus an entire social
layer, with its ruthlessness and falsehood (superficial religiousness). Through
Garstka piasku, Norwid turns to the problems of the whole of modern civiliza-
tion, accused through the legend of the ship and the lonesome protest of Lord
Singelworth. In that process of gradual expansion of sense, Ad leones seems
to be regressing. Yet the main event of the work (a change from a group of
martyrs to capitalization) has many semantic layers. It is not just an issue of
modern art and the whole social atmosphere: the flash of that event gives a
glimpse into the history of all European society, from its catacomb beginnings
(“christiani ad leones”) up to capitalization. Finally, the last narrative work,
Stygmat, establishes a general law that is binding both in individual lives and in
the lives of nations. An anecdote is clearly becoming an exemplum here.

But that exemplifying character of the stories was outlined much earlier
than that. The poet aimed to define some laws, and an anecdote was meant
to illustrate them, to “make them obvious.” Those laws arise over the issues
of modern culture and explain its weakness and failure. One such law is illus-
trated with the life of a painter (Menego). It concerns the conditions for art to
live - imitative art, which does not grow directly out of life, must wither, and
such an artist must fail.

In many of his statements, Norwid indicated “organic relations” between
the life of an individual and the course of history (Makowiecki and Borowy
wrote more on that). The same truth is revealed in both a small and large area;
it governs both the human dust and the storms of history. And so, an account
of an event becomes a parable.
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2. Dramatising the Story

Norwid’s artistic method was shaped, as has been said, to serve two prem-
ises: to reveal the broad semantic perspectives of events and, at the same time,
save the truth of the concrete detail, of the literal image. Means constructing
the “second bottom” or higher layers of senses were briefly indicated above.
This part of the paper shows how the poet convinced the reader of the truth of
“vehicle,” the specific details that carried those meanings.

The term “dramatization” is introduced here. It is a term generally and gen-
erously used to define various, often vague issues. Hence the first step is to
define the use of the word here.

The essence of dramatising epic forms is not necessarily present in building
tension, emphasising conflicts, or lively action. A structural criterion is
suggested here: the dramatization of epic consists of using, to some extent, the
structural categories of a drama. The categories are:

1) Division into acts or scenes, into units divided by time and space.
Construction of closed and specific wholes-visions.

2) Showing characters only from outside: in gesture, motion, word-quote.

3) Dramatization of word: dialogues and monologues of characters, stage
directions as the basis of the verbal structure; situation and gesture as a
basis, speech stylization.

Obviously, when speaking of dramatization, two reservations should be consid-
ered: 1) narrative structures, drama, and epic have many features in common
and are subject to some common rules; 2) “drama categories” are introduced in
narratives as a supportive means, not removing completely, e.g., the accounts.
Otherwise, it would be a drama and not a story anymore.

If we take a closer look, we can see that Norwid did not use a continuous
structure in his epic forms. Each of the stories consists of a range of fragments —
mini-chapters or scenes. It is striking because those are already short stories in
themselves, except for Stygmat. Therefore, the divisions evoke questions about
their role.

Their purpose is to eliminate the “intermission,” the accessory, or linking
parts. It is easy to notice that those scenes are separated by the passage of time
and often a change of scene. The poet tried not to fill that passage of time visu-
ally, but rather ex post in an account. It did not have to be a long period of time,
either: the visit with Lord Singelworth is also divided into parts, yet in this case,
it is about signalling the moment of “stage silence,” which is used to emphasise
the significance of the Lord’s last words further.
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Another dramatic method is also raising the curtain in the midst of a sen-
tence or conversation and slowly expanding the exposition throughout the
first act, and sometimes over more than one. In Norwid’s time, novels usually
started with the character’s biography. Norwid used that convention only for
humorous or parodical purposes; he preferred to bring the reader immediately
in medias res. He also used the scene as one unit linked with a continued time
sequence and unity of the spatial construction. Among those complete visual
units, two types that recur in all stories may be distinguished: 1) the chamber
scene type — the action takes place in a house, in the living room; 2) the per-
spective, open scene type — a fragment of a street with a view to the city, usually
an old Italian street. No exceptions can be found. The ship’s deck in Cywilizacja
and the scene on the Roman Bridge can easily be linked to the second perspec-
tive scene type.

Lack of imagination or a coincidence might perhaps be suspected, but that
would not be enough to explain the regular recurrence of the scenery: the living
room or street in Italy. Quite obviously, the methodological premises of this
study exclude the consistently insecure area of genetic considerations, and an
answer will be sought only at the level of the artistic function. That regular
scenery is, first of all, linked to the topics of the story, the usual complex of
cultural issues. The living room - again, similar to dramas - provides a par-
ticular occasion to confront various people and attitudes. It is a focusing lens,
a product of the social culture of the time. Hence comes the possibility of the
synthesis of contemporary times. An old city street in a city with history and
tradition allows us to read both the past and the present. The idea of stigma is
hovering very clearly over Norwid’s epic prose, written in his mature writing
period. Hence the attempt to reconstruct the culture and the epoch from its
imprints - in stone, in words, in human gestures. Hence also the artistic method
of observing reflections rather than the distant and monumental origins of
those reflections. Of course, there is also the other aspect: the need to place
events and characters against a specific visual background.

When comparing the two kinds of scenery, a strong prevalence of the
chamber location over that of perspective can be seen. As stated in the litera-
ture, Norwid is “a poet of the house interior. He loses no oppor-
tunity provided by the topic to notice and poetically recreate a dwelling space.”
House interiors provide units that are far more complete and furnished than
the usually sketchy perspectives of streets or landscapes. That is no surprise.

6 Kazimierz Wyka, Cyprian Norwid. Poeta i sztukmistrz (Krakow: PAU, 1948), p. 89.
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When viewed from up close, the interiors capture the attention with preci-
sion of detail, unnoticeable at a greater distance. Closeness and limited, walled
space allow for the artistic play of elements, such as facial expressions, gestures,
and costumes. From afar, a viewer notices only patches of colour and the main
outlines of shapes and lines. In chamber scenes, the writer can show both “piety
poruszenie” [“motion of the heel”] and “fald szaty” [“fold of a robe”].

The analytical close-up, characteristic of the earlier stage, that of Czarne
kwiaty, also appeared in the later writing period, but then it was accompanied
by another artistic method, which clearly tended towards synthesis, towards
grasping a more distant interior with one holistic look. The phenomenon could
probably also be linked to the tendency towards a large, extensive stage with
a closed back wall, representing the interior of a room - such as is found in
the ball scene of Za kulisami [Backstage]. Of course, using a great closed scene
is only possible when the text leads the reader into a fine drawing or living
room. Such is the case in Bransoletka, and mainly — and even more boldly - in
Stygmat. In both works, Norwid attempted to give a synthetic view of a large
room, only generally marking the colour, light, the basic silhouette of a door or
window frame, and stage motion. That motion is also synthetically composed,
without emphasising single gestures: the favourite motif of such compositions
are dancing pairs flowing through the scene, “jako pigkne fale stonicem
zachodnim o$wiecone” (DW VII, 80) [“like beautiful waves lit by the setting
sun”]. Few visual details can be found here; in Stygmat, they are replaced by an
extended reflective part: an attempt to formulate the essence of the room ver-
bally, like general didaskalia for the director to show what the character of the
setting should be.

That is the background for characters. In a dramatic structure, the author
forewent his own, direct intervention in defining the characters, as well as
omniscience, expressed in narrative forms through the reporting of thoughts
and feelings. The characters are meant to present themselves: through words,
gestures, props, and elements of the stage background. The latter is the starting
point for the discussion below.

Information about the characters can also be found in the interiors of their
homes (“Czlowiek tak z miejscem bywa solidarny” (DW III, 139) [“A person is
sometimes so solidary with the place”]). The poet used this to a great extent in
Czarne kwiaty, where Mickiewicz was characterised by the images hanging on
the walls in his room, as has been discussed above. In those obituary stories,
each artist appears against the background of their own home, which was likely
shaped by the dweller. A similar function belongs to the graphic artists’ own
work: Byczkowski’s, Delaroche’s or the sculptor’s from Ad leones. The setting
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for a talk with the painter is his atelier, filled with paintings standing on easels.
Particularly interesting is how the images that are not painted by Delaroche or
Byczkowski relate to that scenery. Then, of course, the main function is their
semantic value.

The painting in the living room of Bransoletka works still differently in
characterising people (individuals and the whole community):

obraz stary wisial przed nami, wyobrazajacy jako Zbawiciel tamie chleb, miedzy
dwoma siedzac uczniami w gospodzie przydroznej.

(DW VII, 79)

[the old painting hung before us, showing the Saviour break bread, sitting between his
two disciples in an inn by the road.]

The intention here is to emphasise the sharp dissonance, the contrast between
the seriousness and truth of great art, and the thoughtless, conventionalised
community. Thus, scenery elements may be meant to complete the harmony or
to flash with jarring irony.

Norwid also made extensive artistic use of props related to the characters.
Each of the passengers of “Civilization” is given some detail completing their
characterization. Oskar (Stygmat) is constantly armed with a hat with crepe
and a violin bow; both objects are important to sketching his character as a
musician and a sentimental widower, and also necessary to modulate gestures.
The Editor - who appears in three works - has the broadest prop repertoire. In
the two latest stories (Ad leones and Stygmat), his hands are constantly busy
with two objects: an umbrella and a pair of “gietkie okulary” [“flexible specta-
cles”] (even that flexibility is symbolic!). Moreover, in the epilogue of Stygmat,
the range of props is further expanded: an envelope, a cloakroom ticket from
the theatre, and a wall calendar all direct the Editor’s conversation and bring
the “okolicznosciowe stowo” [“occasional word™] to life — not the live one, but
the one evoked by circumstances.

Characters are also brilliantly presented in their gestures. Kazimierz Wyka
wrote about this when he analysed the artistic value of gestures with Norwid.
He indicated three functions of those gestures: dramatic vividness, dramati-
zation, and expansion of psychological knowledge about the characters.” Yet
one more feature should be emphasised here: the parallel existence of the syn-
thetic and analytical treatment of both stage motion and gesture. Norwid’s
artistic technique accomplished a particular paradox: the ability to synthesise

7 Wyka, Cyprian Norwid, p. 18 {.
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grew together with the need to draw details precisely. That paradox is likely best
opened with the key to the law of “organic continuity,” mentioned above. Thus,
even in such great synthesis constructs as Stygmat, the recorded gestures play
with details.

Despite the monumental design of the whole, the individual is always in the
foreground. The poet brought the characters so close to the audience that each
wrinkle, each facial expression, was visible. Possibly, no character has ever been
shown in such minute detail as Oskar in Stygmat. The reader can see his cos-
tume (or at least the most characteristic part thereof, the hat with the black
band), facial movements, and, in particular, his gestures.

But in order to show him from such a close distance, the poet limited the
field of vision: he took Oskar out of the great rooms of the General’s wife and
into the meagre cubicle of the narrator. There, three confession scenes play out,
both triumphant and tragic. In each of them - depending on the musician’s
mood - a different pose is shown:

o godzinie pézniejszej od péznych ... wnikat Oskar mistycznym swoim krokiem, frak
zrzucal i krawate bialg, klekat przy fozu moim, glowe ku kolanom moim w postanie
zatapial, méwiac .... (DW VII, 178)

[at an hour later than others ... Oskar softly entered with his mystic step, discarded
his tailcoat and the white cravat, knelt at my bed, rested his head near my knees on
the covers, saying]

Oskar’s gesture is related to the props that have already been listed here: the hat
and the bow. They form the best frame to highlight the artist’s manner, being
different in various circumstances.

The Oskar who is happy and in love, with pink laurel at his breast, first plays
a song “wysunawszy naprzod reke lewa, na wyzynie strun utwierdzong” (DW
VII, 179) [“bringing forward his left hand, resting on the uplands of strings”],
and then “cicho, spokojnie I uwaznie zlozyt ... skrzypce” (DW VII, 180) [“qui-
etly, calmly and carefully, he put away his violin”]. The scene after the dis-
engagement emphasises his manner in a far more striking way. Oskar throws
himself into the chair, and then:

[obrazony] przybral nagle odmienng postac i ze spokojnoscia szczegolniejszg poczat
na sobie nielad odzienia poprawowac - nieréwnos¢ zapig¢ fraka, nieuktad wlosow...
Podjat z ziemi kapelusz potamany lezacy przy krzesle i z pomocg kolana powrécit mu
zwyczajng forme, a potem ze staraniem drobiazgowym uktadat drobne i zniepokojone
pierwej faldy zatobnej krepy ....
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Po chwili ... wzial smyk, jak sie laseczke biera, i poprawna postaé przyjawszy, poczal
mowi¢ nieco profesjonalnym i obrazonym tonem.

(DW VII, 185)

[[offended] he suddenly took a different stance, and started to correct his

dishevelled clothing with particular composure - the unevenly buttoned tail-
coat, the ruffled hair...He picked the broken hat from the ground, where it lay
by the chair, and returned it to its usual form with the help of his knee, then
with meticulous care he arranged the small pleats of the mourning crepe, previ-
ously disarrayed ....
After amoment ... he took the bow like you take a walking stick, and on taking a
proper pose, he started speaking in a somewhat professional and offended tone]
These few quotations are given here to present the coexistence of the analytical
and the synthetic take on gestures. Even with such a close look at the detail,
the generalising sense of the poet is active. Hence such expressions as: “Oskar
wniknat mistycznym swoim krokiem” [“Oskar softly entered with his mystic
step”] or “wzigl smyk, jak sie laseczke biera” [“he took the bow like you take
a walking stick”]. In both cases, the gesture is stylised and thus synthesised.
The phrases quoted here indicate the direction of that stylization only in
general terms.

It is not only the visual elements that play a role in staging the events. An
equally large part is assigned to sound effects. The reader is supposed to see the
characters, their faces and gestures, and, at the same time, hear their voices,
which are very diverse and often set against music.

Also, in that area, a significant evolution can be observed: the theatrical
shaping of the word increased in Norwid’s prose. It was expressed in various
ways: in the layering and diversity of account and dialogue forms, in mono-
logue dramatization, in dividing the story into voices, in forming general
conversations, or in the care for intonation of speech.

Social talk, whether individual or collective, took up substantial space in
Norwid’s stories, even though he rarely presented the conversation in its entirety.
Yet a thesis of dramatization or even theatralization of the word can be posed,
and also one of that process increasing. The entire story is always an account
of the narrator from a visit or meeting with people: in a room, in a study, on a
ship. Hence comes a constant need to report the conversation that took place —
whether the narrator was an active or merely a passive participant thereof. The
manner of reporting varies: sometimes, the narrator repeats the general course
of conversation in his own words; sometimes, the conversation is quoted in
its entirety; sometimes, both manners are combined partially to report the
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conversation and partially to quote it. It seems that the latter reporting type was
finally established in the end. It gave the poet the opportunity to follow both of
his parallel artistic tendencies — analysis with its concrete detail and synthesis,
which emphasised general senses. In the case of reporting conversation, this is
expressed through the staging of some fragments with a general account of the
entire conversation. Careful selection is active throughout: the more represen-
tative, significant, “symbolic” fragments are recorded literally, and other ones
are given synthetically.

But that general, synthetic account of a conversation could also go in two
directions, either emphasising the topic or creating more of an impression of a
listening observer. To give an example:

A moéwil mi wlasnie o istocie czynu odwaznego, ktéry niedawno miejsce miat,
i stad przyszlo cieszy¢ sie rozmowa o wielkich pieknosciach prawdy zywej i jako
bogatym jest dramatem zycie tego lichego zlepka, ktéry doczesny jest co chwila, a
wieczny zawsze.

(DW VII, 79)

[And he was just speaking to me of the essence of the brave deed which has
recently taken place, and hence arose the pleasure of conversation on the great
beauties of living truth, and on how rich a drama the life is of that wretched cluster
who is temporal every minute, and eternal forever.]

The account only provides the topic and general tenor of the conversation,
which are later contrasted with drawing room small-talk, also given very
synthetically:

A rozmowa byta: ze tak $wietnej i hucznej zabawy zaprawde przez caly
karnawalu ciag nikt nie widzial - lecz to wtasnie dlatego wydarzylo sie, iz post sie
zblizal.

(DW V11, 80)

[And the talk was: that such a fine and grand party was truly not seen throughout
the whole carnival -but it happened so, for Lent was coming.]

This is quite different from what happens in Cywilizacja, where the narrator
reports the buzz he hears, emphasising only the general auditory impressions:

A cofajac si¢ od jeku konajacych w boczny statku korytarz, uslyszalem $miechy,
przeklenstwa i gadanie ochryplym gardfem niestateczne - i co$§ podobnego do
naglonych po$piechem modlitw — wiecej przeklinaniu podobnych. (DW VII, 116)
[And backing from the moans of the dying into the side corridor of the ship, I heard
laughter, curses and unsteady ranting in hoarse sounds — and something alike prayers
hastened in a rush — more like cursing.]
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In Stygmat, Norwid also introduced an account of “druga potega” [“second
power”]: Oskar tells the narrator of his conversations with Réza. But the
ironic epilogues with the Editor in both Ad leones and Stygmat are given with
no mediator and with no abbreviations, quoted in full. The Editor’s priceless
words are directly reproduced by the narrator within the setting of the gestures
accompanying them.

Among those conversations, collective scenes deserve particular attention —
the conversation in the living room or the chaotic exchange on the ship in the
face of a disaster. Collective conversation was always of interest to Norwid as
a social phenomenon, hence an attempt at a theory of social exchange at the
beginning of Stygmat. The poet usually treated such conversations in a syn-
thetic manner, trying to reproduce their mood, fluctuation, and growth.

The monologue parts were also changed to dramatise them. There are many
monologues in the stories: they provide the necessary exposition, recount
the “intermission” events and comment on them, and introduce reflections
or generalizations. The dramatization of the parts consists of giving them a
spoken, presentational character. Thus, Norwid puts them in the mouth of par-
ticular characters partaking in the events (they may be - like in Bransoletka or
Cywilizacja — accessory, nameless interlocutors). The parts are also set in a spe-
cific situation and thoroughly justified. The long monologue of the Lord is pre-
pared by the author with a description of the bet, choice of the delegation, and
their visit to the palace. Even the narrator’s reflective monologue on board the
ship is dramatically outlined, related to the situation and a gesture (“aderzytem
noga w ruchomy pokfad statku” (DW VII, 114) [“I stamped my foot on the
ship’s moving deck”]), spoken aloud without company. The thinking out loud
is filled here with questions asked of oneself in a great variety of syntactic and
intonational forms. Likewise, in Cywilizacja, the other long monologue of the
narrator is included in a conversation with an anonymous friend.

Stylization into a spoken comment was much of a constant with Norwid.
Various signals point to its presence: lexical diversification of speech, syntactic
deformations, manners of relating dialogue responses, intonation modulation,
and combining speech with gesture.

Within lexis, conventional formulas marked with irony play a particular
role. In Stygmat, the poet stressed such empty, mindless phrases as “panna
niczego” [“the lady had something going”] or “panna ... nie ma co moéwic”
(DW VI, 175) [“lady ... uh! no doubt”]. In that manner, the statement of “zacny
z kraju obywatel” [“respectable Polish citizen”] is constructed:
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C6z za smutny przypadek! ta §p. panna Réza - bo zeby to nie u wéd, gdzie sie
przeciez dla zdrowia jezdzi!... aczi tu, panie dobrodzieju, tak samo si¢ przezigbisz jak
gdzie indziej... Wyzna¢ tez nalezy, Ze to panna byla! nie ma co méwié. (DW VII, 198)

[What a sad occurrence! the late Miss Réza — I mean, if it weren’t at the springs,
where you go to repair your health!... although here, my dear sir, you can catch a cold
just as well as anywhere else... It must be said, too, that the lady was, uh! no doubt.]

Easily noticeable are the graphic emphases concerning the said expressions,
the punctuation, and the lexical peculiarities. Graphic signals have been men-
tioned above and have a double function - a semantic one, as they highlight the
more meaningful words, and a phonic one, as they shape the actual tone and
tenor of the statement. Such ironically emphasised, mocked terms include the
adjective “scientyficzny” [“scientific”], frequent in Ad leones, or “niesmiertelny”
[“immortal”] (“nie$miertelny Wiktor Hugo” [“the immortal Victor Hugo”]) -
always as common language slogans. Noticeable is also the frequency of ellipses
or dashes to indicate pauses. This is again a sign of care for the tone, organi-
zation, and course of a statement. All those issues, present in various kinds of
Norwid’s poetic writings, are still waiting for a comprehensive study.

Sometimes, the poet attempted a descriptive distinction of the manner of
speech of the particular characters: the reader learns of the tutor (Ad leones)
that he was “w moéwieniu szybki, ale nie w wymawianiu, seplunif nieco i parskat
$ling, ilekro¢ w zapale sie poczuwal” (DW VII, 207) [“fast in speaking, but not
in enunciation; he lisped some and sputtered whenever he grew enthusiastic”].
A longer fragment reflects the style and eloquence of the Editor in a synthetic
manner, using metaphors. Even within one character’s speech, the poet made
distinctions. At such times, the narrator’s text resembles stage directions.

All conversations are also strongly rooted in the situation and in gestures,
which not only add colour to the wording but complement it. The poet shaped
the language of the word and the language of gesture at the same time, such
duality being characteristic of the drama method. Of course, gesture had to be
used sparingly - often a constant like epitheton ornans. Such a gestural attribute
of the Editor is connected with his glasses and umbrella. Both in Ad leones
and in Stygmat, the gesture is marked with the same formula “gietkie okulary
poprawujac” (DW VII, 197, 215) [“correcting the flexible spectacles”]. In the
conversation of the Editor and the narrator (Stygmat), the former’s gestures
merge with his words, robbing them of any significance and gravity... “- Trzeba
sie ochrania¢... - moéwil z gatka parasola wstrzymang w ustach, gdy oczyma
spod szkiet wkoto rzucal” (DW VII, 197) [“~ One needs to protect oneself... -
he said as he held the knob of the umbrella in his mouth and threw glances
around from behind his glasses”]. And further: “Redaktor wyciagnat noge,
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zasiadajac poprawniej” [“The Editor pulled out his leg, sitting more proper”],
then “poprawiajac gietkie okulary, dopowie” (DW VII, 197) [“correcting the
flexible spectacles, he adds”].

The phenomena mentioned here are not exceptional in Norwid’s poetry.
They appear simultaneously and in parallel within narrative prose and drama.
Both there and in comedies, there is that same tendency towards synthetic
art, towards great scenes of several layers with the possibility of taking a char-
acter to the forefront for a closer look. In all of those genres, there is the careful
moulding of gesture and the sound of voice. The use of props, grouping, predi-
lection for collective scenes, and a wealth of ironic emphases are also frequent.
Finally, common to all of them is the use of the method: building a synthetic
image of contemporary civilization by closely presenting specific elements
expressing and reflecting it.

The discussion above only signals some of the issues mentioned previously in
more extensive terms. The developments of Norwid’s drama-writing art enrich
the methodology of the narrator-prosaist.

3. Narrator’s Perspective

As has been stated, the development of Norwid’s epic prose led to great realism,
encompassing all issues of culture and looking at it through the focusing lens of
one event. That tendency was accompanied by establishing a specific narrator,
which resulted in certain limitations.

It may seem paradoxical, but when reaching for great synthesis, the poet also
needed great freedom and the opportunity to observe multiple events from var-
ious points of view. Adopting one narrator limits that freedom quite clearly
and does so in two aspects: 1) as concerns the scope because it limits the field
of vision, and 2) as concerns perspective because it establishes only one point
of view, that of the narrator. With such a construction premise, the poet had to
renounce the author’s omniscience, the presentation of mental processes from
the viewpoint of the people experiencing them, a synchronic presentation of
events occurring in various places, free changes of place, and many other artistic
licences. All characters are presented only from the outside. It was also highly
inconvenient for the author to organise the meetings of particular characters
with the narrator or - as the other option - to pursue reporting characters who
would inform the narrator of the course of events beyond his vision and provide
exposition. Further temptations and traps lurk. It would be easy to abandon
the position of that particular narrator or let yourself be lured into a subjective
view of the world and note the reflections of events inside the speaker’s mind
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rather than report the actual events. The narrator being an excuse to annihilate
objectivity in a story fully is an all too common occurrence (cf. the lyrical novel
of the late nineteenth century).

This part of the paper examines the evolution of the narrator, focusing
mainly on the manner in which that character is used for the great syntheses,
towards which Norwid’s epic prose is aimed. It is also an opportunity to see
how the narrator’s presence coexisted with the growing dramatization.

A specific narrator did not appear in Norwid’s prose before the time of
Czarne kwiaty. He was undoubtedly introduced through fragments of a
memoir-like nature — fragments that were correctly linked by Miriam to the
poet’s later narrative works. In 18521857, there appeared more such reminis-
cent prose: the lost Dziennik zeglugi [Navigation Log], Pamietnik podrozny [A
Traveller’s Journal], and Czarne kwiaty — accounts that were almost modern
and gave a live record of facts and memories of recent events. The passage from
memoirs to narratives was clearly a decision towards greater synthesis, a need
to present the general meanings and origins of facts. Precision and the concrete
nature of the vision, learned from those memoirist attempts, remained part of
the artistic method.

Before that “memoir” era, at the time of Norwid’s first epic attempts in his
youth, which included Laskawy opiekun (1840), the same type of the author’s
chat with the reader can be found with Norwid that is typical of that era, e.g., in
the early novels by Korzeniowski. The omniscient author knows the thoughts
and the past of all the characters, effortlessly moves between places, e.g., from the
city to the country (“po$pieszajmy na wies, azeby zobaczy¢” (DW VII, 12) [“let
us hasten to the country to see”]), and gives opinions of the characters (“Pan
putkownik, jak si¢ spodziewam, nie stuzagc w wojsku nigdy” (DW VTI, 16) [“The
colonel, I expect, never having served in the army”]). The narrator’s storytelling
style also facilitates shifting from one motif to another: “Nalezaloby jeszcze, jak
mniemam, dofaczy¢ tutaj stéwek kilka o radczyni W**” (DW VII, 17) [“We
ought to, I suppose, add here a few words about Mrs W***, the townsman’s
wife”].

The constant interference of the character aspect and the narrator aspect is
also significant. The poet clearly introduced the aspect of a character, either
through free indirect speech reporting thoughts and opinions or through
direct quotations. But the aspect of an author was constantly active, even if
sometimes cloaked for a moment with an ironic remark that seemed to pre-
sent the viewpoint of an average recipient. The author did not hesitate to inter-
fere directly through pejorative descriptions (“nielito$ciwy kupiec” [“merciless
merchant”]) or even through longer commentaries or polemics. The parodic
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account of a conversation on the weather is interrupted by the narrator’s inser-
tion: “Wpadam na mysl, czy nie lepiej byloby w progach naszych salonéw
zawiesza¢ barometra” [“A thought comes to me that it might be best if we hung
barometers on the threshold of our drawing rooms”] and then the interrupted
narration is calmly continued: “Potem pani putkownikowa zaczeta nowa
anegdote” (DW VII, 23) [“Then the colonel’s wife started a new anecdote”].

Sometimes, the author’s interference in the work combined the aspect of the
environment and the severe judgement of the author:

Ale u panstwa Drazkowskich nic gminnego si¢ nie pokaze; tam wyrwano
fijotek i lilie bialy, a wetknieto na to miejsce papierows gierlande, ktéra ustuzni kupcy
sprowadzili z Paryza.

Smiesznie jest, a czasem przykro patrzy¢ na tych oblgkanych ludzi, co
znacznymi pieniedzmi zakupuja okrawki wstazek i papieru, ktére w obcym narodzie
posklejali prézniacy w jakies arlekinskie ubiorki.

(DW VII, 23)

[“But with the Drazkowskis, nothing common is to be seen, they had the violets
and white lilies pulled out, and a paper garland was put in that place, brought from
Paris by the obliging merchants.”

Tis ridiculous, and sometimes sorry to see those insane people who spend con-
siderable money on scraps of ribbon and paper, glued together in some harlequin
clothing by loafers in a foreign nation.]

That type of narrator never returned in Norwid’s narrative works, at least in
those known to the public. In the era of Czarne kwiaty, there appeared a specific
narrator, as indicated above.

This narrator was born of the need for raw truth. He was to report what he
saw for himself, vouch for the accuracy of his report with his presence, and take
responsibility for it. A story told in the first person has great power of sugges-
tion - that credit was so often used in the eighteenth-century novel. In no work
of that time did Norwid try to shift the narrator away from himself, to stylise
him; quite the contrary - in every fragment, he allowed for full identification
and took responsibility for the narrator’s words. Importantly, in both Czarne
and Biatle kwiaty, the narrator steps away as a person: it is not of himself that
he speaks. He sets himself in the position of a viewer, an observer who is to
report what he has experienced. In Czarne kwiaty, he does so to honour great
contemporaries; in Biale kwiaty, to document some general truths.

It is symptomatic that both Biafe and Czarne kwiaty repeat the same situa-
tional setting: the narrator meets one person. In Czarne kwiaty, it is specifically
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about reporting the narrator’s visit. That constant situation also establishes
the “visual perspective:” the narrator enters the room, takes in the space, the
pictures on walls, and the host’s figure. The fact that the visits concern great
contemporaries establishes another aspect of the perspective: the atmosphere
of reverence, the desire to pay homage to the dead through the austere record
of knowledge about them. Only the death of the unknown lady on the ship is
different from the analogous (double-perspective) reports. It is connected to
the other “black flowers” through the character of an obituary, the grief for
a prematurely faded beauty, but the scene itself is different: 1) it is not as inti-
mate as a room, for the background is the open sea, and 2) for the first time, an
accessory character is introduced, an “interlocutor,” unimportant for his own
sake, yet necessary as an informer. That figure takes a regular shape in Norwid’s
later works.

That stage of writing opens with Garstka piasku, Bransoletka, and
Cywilizacja. It is a stage of legends, where Norwid reached for a broader scope
of representations and a more extensive range of meanings. This resulted in a
change of the narrator’s function: his main task was not to vouch for the authen-
ticity of facts but to work for those synthetic premises. That sphere of great
meanings was revealed not through his commentary but through a range of
factors, as has been discussed above. Yet the task of the narrator — who stepped
back as a person - was to reveal all that inevitably led to the one necessary
conclusion.

Those great syntheses also needed other characters. It was they who formed
the social environment and its opinion. For instance, in Bransoletka, the social
circle is unmasked through their mindless approach to religious practices and
sacraments. The process of tearing down the mask is only partially staged.
Some facts are recounted, yet not in the account of the narrator, which covers
the whole work, but in an “inner,” “second degree” report, something the nar-
rator hears from an informer who is introduced for that particular purpose.
It is the informer who provides the exposition, presents the characters, and
also provides material for those generalizations that are constructed by the
poet even in the very first sentence. Besides a “powazny przyjaciel” [“serious
friend”], there appears another accessory figure, “mity znajomy” [“polite
acquaintance”], although the latter is not just an informer, but has his own role
in the drama: that of an unlucky suitor and - mainly - a mannered poet.

The two accessory interlocutors (“mtody méj znajomy” [“a young acquain-
tance of mine”] and “powazny przyjaciel” [“a serious friend”]) reappear in
Cywilizacja. The former has a short-term and merely auxiliary role as a lis-
tener to the narrator’s long monologue on a sailing ship. The latter facilitates
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the exposition and presentation of the characters. It is no coincidence that the
author assigned this role to that figure: both in Bransoletka and in Cywilizacja,
the serious friend’s great life experience and noble character are mentioned, so
his words guarantee full truth. He represents unwavering authority in the work.

It was only in the last stage of his writing — that of Ad leones and Stygmat -
that Norwid could do without the accessory figures. The partners of additional
reporting scenes were protagonists themselves (e.g., Oskar in Stygmat) or at
least characters partaking in the representation of the environment or in the
event. Norwid drew numerous benefits from such reports: they communi-
cated the “off-stage,” “intermission” facts and, at the same time, revealed the
reporting character and refreshed the narrating aspect.

Starting with Bransoletka and Cywilizacja, the narrator was included in
collective scenes as a coordinated partner of social gatherings, a silent ball
observer, or a confidant of lovers. The poet clearly aimed to make him part
of the environment, to erase any distance between him and the satirically
portrayed world. He had the narrator share the responsibility for the warp of
contemporary civilization and did not wish to exclude him from its stigmas.
And although the judgment on that world and its culture is unambiguously
severe, it seemed to include the narrator as well — hence a flash of self-irony
hovering over the prose. This is clearly visible in Bransoletka, Cywilizacja, and
Tajemnica Lorda Singelworth. In the latter work, the superior, absolutely pos-
itive aspect is shifted onto the Lord himself, and the narrator belongs to the
crowd of the curious, superficial interpreters of the Lord’ balloon and his daily
flights. It is not him who forms a judgement on contemporary culture.

And yet that “absolute aspect” is found everywhere; all Norwid’s narrative
prose is entirely explicit in its tenor. The author achieved that partially with
the narrator’s commentary: a diagnosis of the disease of contemporary culture
(the opinion on its desocialization) is given by the narrator’s monologue on the
ship; the narrator’s words end the work and summarise the issue in Ad leones;
and finally, in the last story, in Stygmat, the “tragedia stowa” [“tragedy of the
word”] is also phrased by the narrator. Yet direct commentary is usually the
part of other characters, and the final opinion is evoked in the reader mainly
thanks to the construction of the event, the choice of characters, the quoted
conversations, and the irony towards false opinions. The negative aspect is re-
vealed much more clearly: in Cywilizacja, it is represented by the Editor, as well
as in Stygmat and Ad leones. That repetitiveness is not coincidental: the Editor
is an official spokesman of public opinion, responsible for its false direction,
and therefore, it is no wonder that the poet linked a negative aspect to that
character. And it is the ironic light cast on that negative, false aspect that helps
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uncover an important truth. It is revealed in the confrontation of two views or
two attitudes. This is very clear in Ad leones or anywhere else where the Editor
appears as the antagonist of the narrator.

But Norwid’s irony in epic prose was played on very fine strings. It seemed to
float over the narrator’s head, beyond his intention. It was a pure irony of facts,
not a result of the reporter’s sarcasm. For the reporter is not sarcastic at all;
quite the contrary - he is benevolent, ready to be amazed, kind, and sometimes
almost naive. All those features are present in Bransoletka: the narrator actually
belongs to that world, is interested in it, collects gossip, and delights in the beau-
tiful young lady and the whole party. It is only in passing, so as not to forget,
that he notes that the beautiful lady is a Eulalia for fashionable romance,
that the carnival ends sumptuously, for Lent is coming, and that Edgar
wanted to become a monk in anger. It is not the narrator’s comment that is
ironic, but the facts and their setting. This is very clear in Cywilizacja, where
the ship, which the narrator expected to provide security, peace, relaxation, and
speed, sinks.

The development of the narrator through the years that passed between
Norwid’s early prose and the mature stories by the end of the poet’s life has
been presented above. It is striking to see how his functions were enriched and
how he was included in that reconstructed world. To an observer, he became a
participant of the “drama wcale Zywotna” [“quite vital drama”]. Yet he always
retained the ability to ponder on events, the ability to see facts in broader, more
general perspectives. That ability clearly grew, as the largest number of syn-
thetic views could be found in the very last story: the “musical” theory of social
talk, the general presentation of the health resort, remarks on lovers, and the
formula of a word’s stigma. The tendency for synthesis is also expressed in
the gnomic phrasings, which are present particularly in the last works. Such a
gnome closes Ad leones, and they are even more frequent in Stygmat.

Thus, the reflection input and the need for synthetic formulae rose but, at the
same time, the dynamism of feelings pierced the surface of an objective account
with growing audacity. In earlier works, a feeling revealed itself very discretely
and quite indirectly in the choice of words and phrases. In Bransoletka and
Cywilizacja, the narrator was still not expressing his emotion in a straightfor-
ward manner. It may instead be recognised in, e.g., an image (like that of a
priest bringing the Eucharist to a sick man):

A pod onym niegdys purpurowym baldachimem naj$wigtsza z dotykalnych i
niedotykalnych na $wiecie rzeczy i istot, kruszyna obecnosci Bozej, szta w gwiazdzie
srebrnej, plétnem obwinietej czystym, jakoby tam byl pochéd kréla wygnanego i
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ostatniego jakiego z panujacych - albowiem purpury resztka i zlocen resztka, i poczet
idacych lichy byl.

(DW V11, 85)

[And underneath that, once purple, canopy the holiest of the tangible and
intangible things and beings in the world, a crumb of God’s presence, went in a silver
star, swathed in clear linen, as if that was a procession of some exile king, the last of
rulers - for the purple had faded, the gilding had faded, and the retinue was meagre.]

In the poet’s last years of writing, the narrator was not embarrassed anymore to
speak not only of the events, but also directly of his emotional reactions: “Serce
mialem obrzmiate i ciezkie, ducha czulem ponizonego” (DW VII, 213) [“My
heart was dismal and leaden, and my spirit down”]. Needless to say, that emo-
tional touch greatly refreshed the account itself.

Worthy of particular focus is also the narrator’s humour, which is quite
invigorating in Stygmat - especially the humour that concerns the presentation
of Oskar and his love confessions. It is a very complex and subtle phenomenon;
that humour does not undo the truly serious attitude towards love in that work
and towards the love tragedy of Oskar and Réza. It is humour of the same cal-
ibre and type as that which sparkles in the beautiful erotic poem “Czemu.”

When listing the various functions of the narrator above, one has not been
accounted for, namely the introduction of descriptive parts. The narrator
always reproduces the background of the events - he presents the scenery — and
recreates it as a “wiedny” [“aware”] observer, as an artist enamoured with beauty,
extracting the “odblask rzezby” [“reflection of sculpture”], colours, and aura.

At this point, the principal artistic benefits of that specific narrator ought to
be summarised:

1) he is a witness, a viewer, and a voucher for the truth of the events;

2) he gives a precise reproduction - adding his own, fresh emotion - of the
facts previously carefully observed;

3) he selects his observations in order to extract more general senses;

4) he describes the setting of the events (living room, street) from the specific
perspective of the experiencing subject — an artist;

5) he facilitates the dramatization of exposition by conversing with someone,
asking questions;

6) he brings the freshness and dynamism of direct emotional reaction to the
account;

7) he adds reflection and formulates general truths, as well as gives psycholog-
ical remarks;
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8) he is sometimes a commentator and sometimes an oppositionist (of the
Editor, the negative aspect);

9) he combines the approach of a reporter and that of an active participant;
he is both viewer and actor, he is - like Marlowe in Lord Jim — “one of
us,” a co-creator of civilization, a victim and, at the same time, co-judge
thereof.

It might seem disputable whether the presence of the narrator can coexist with
a tendency to dramatise events. Yet it has been stated that the said tendency
increased, and parallel to that, the narrator settled better into the stories and
took on more functions.

That apparently paradoxical coexistence of the storyteller and the staging
can be explained with one more function of the narrator, which has not yet
been mentioned: he is actually a theatre reporter.

The motif of “life dramatization” was recurrent with Norwid. He saw elem-
ents of conscious staging not only in ceremonies (processions, celebrations,
funerals), but in general in all social life, at teas, and in all forms of social
contact. Just as recurrent is the question of where the backstage is actually
found: The border between the scene and the audience? Between the actor and
the viewer? Between an act and an intermission? Norwid often compared life
in appearances, which are insignificant and almost at the margin of reality and
history, to an intermission, to staying backstage — outside the actual “drama,”
outside of the main plot of the spectacle. He generalised it with regard not only
to emigration life, but also all Polish life, and sometimes even the contempo-
rary civilization. “Rzeczywistoscig calg | Jestze entr’acte w teatrze?” (PWsz II,
41) [“Is the whole reality / intermission in the theatre?”]. The title of the comedy
Za kulisami is also related to such a concept; in Aktor [Actor], a movable back-
stage is also mentioned, which can be placed to one side, then another. Many
such statements could be cited here.

The dramatization of a story was not just a “trick,” an artistic idea — it was the
result of seeing life in the categories of the theatre. The narrator was the mediator
here. It was he who shifted the “movable backstage” and who literally became, as
was stated earlier, an actor and viewer. He reported the course of the particular
scenes, reproduced the situation, the costume, stage motion, gestures of a char-
acter. And for that reason, not only did he form no obstacle, but quite the con-
trary — he was useful. He was a dramatist: he noted “piety poruszenia” [“motions
of the heel”’] and knew how to recount them to show in that motion “duszg, jak
zadziata” [“how the soul works”].
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*

This study is meant to list the principal elements of Norwid’s own artistic
method, developed by him to create modern art. He considered the lack of
such art to be an unabsolved sin of both Polish artists and social life - hence
he wished to counteract it. New issues brought a need to create new means of
expression. The artist’s innovation was subservient towards the new perspective
on reality and its issues. But that “new perspective on reality” was obviously a
perspective of a creative, original artist.

The premises of that new method need not be listed again here. It was meant
to convey general meanings, even crossing the boundaries of one century’s cul-
ture, to establish general history laws, conditions of true culture, and thus to
explain the bankruptcy of the era. It was also meant to save the theatrical truth
of the image reproduced at present.

A result of those bold attempts was a great richness of the meanings con-
veyed — as well as a creative renewal of a literary genre. A legend, a parable,
a tale — all were reshaped by Norwid to a fresh, completely different, modern
shape. There was little occasion in this study to emphasise the great diver-
sity of the constructional concepts; Ostatnia z bajek, Garstka piasku, or the
smaller - but so outstanding! - texts like List krola Abgara [King Abgar’s Letter]
or Modlitwa [Prayer] would all require separate discussions. Analysis of those
texts should be attempted on a different occasion.

The aim of this study is only to outline and signal some issues. It is also a
signal of a need for more work, which should include the issues discussed here
in far broader complexes. It can be argued that nearly all of it requires a broader
and deeper approach. And so many areas have not been mentioned at all! These
include the whole scope of detailed artistic consequences of Norwid’s more gen-
eral decisions, like parabolising an event or adopting a specific narrator and a
theatrical perspective. This will require a focus on the issues of descriptiveness,
reflectiveness, gnomic nature, and the whole area of style - including syntax,
metaphors, lexis, and above all, spoken language intonation; the matter is as fas-
cinating as it is (so far) neglected.

A question also arises concerning the attitude towards other poems by
Norwid, versed stories, or comedies. Parallelism - both as regards general is-
sues and the artistic method — appears to be obvious. Finally, it would be a good
idea to consider Norwid’s method against contemporary poetics and not just
the Polish one. It is likely that the thesis about the poet’s innovativeness would
not be shaken by that.
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*

This essay does not discuss subject literature. Little has been written on Norwid’s
prose; no study was dedicated to the issues of his writing method. However,
some interesting comments, which are useful in this area of research, appeared
in various publications, starting with Miriam’s commentary and a study by
Zofia Szmydtowa,® which stressed the “rzezba zdarzenia” [“sculpture of the
events”] and “typ noweli toskanskiej” [“Tuscan short story type”]. Among post-
war publications, the work by Kazimierz Wyka is particularly noteworthy, full
of subtle remarks on the sculptural perspective on a character and the use of
gesture,’ as well as the analysis of Ad leones by Konrad Gorski,' which, within
its rich, multilateral research area, also includes matters of style — the linguistic
analysis provides interesting conclusions, in particular as concerns syntax.

In recent Polish literary articles, two works are of interest: Bronistaw
Mamon’s article Glossy o nowelach Norwida' and Natalia Modzelewska’s study
Norwid - prozaik."> The former was written by a student of lectures on Norwid
given by this study’s author. Mamon generally states a need for interest in
Norwid’s prose, signalling a range of important cultural issues. The latter study
requires a polemical answer, with all the mistaken theses that it provides: that
“[Norwid’s] worldview contained contradictory elements;” that “Next to great
work of progressive tenor ... he left works which are ... practically regressive.”
It is also difficult to agree with the author when she elevates the weak, nearly
amateurish story from Norwid’s youth Laskawy opiekun over all modern Polish
prose, and even over world prose!

Norwid’s epic prose has long been of interest to foreigners as well. Quickly
accessible with translations (German translation in 1907; Czech, in 1921;
French, in 1932), it evoked admiration and the highest praise. Norwid was
named a versatile genius; the poet’s artistic innovativeness and precursoriness
were focused upon unanimously.

The older, quite general works (and the newer ones, as yet unknown) are
now joined by a much more comprehensive study, which is part of an American

8 Zofia Szmydtowa, “Nowele Norwida,” Przeglgd Wspdlczesny, Vol. XVII, Nos. 8/9
(1938).

9 Wyka, Cyprian Norwid, pp. 1-61.

10 Konrad Gorski, Tadeusz Makowiecki and Irena Stawiniska, O Norwidzie pie¢ studiow
(Torun: Ksiegarnia Szczesny, 1949), pp. 65-91.

11 Bronistaw Mamon, “Glossy o nowelach Norwida,” Tygodnik Powszechny, Vol. XI,
No. 38 (1955).

12 Natalia Modzelewska, “Norwid - prozaik,” Zycie Literackie, Vol, 111, No. 33 (1953).
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monograph of Polish short story. Nineteen pages are dedicated to Norwid there,
with nearly half of that focusing on the English translation of Tajemnica Lorda
Singelwortha. In the study, the author of the monograph writes a little on each
of Norwid’s stories and also tries to find some common principles. She stresses
the symbolism of events (and takes the occasion to indicate the impact of lyrical
poetry on such a perspective on events) and the role of humour, and she also
analyses the endings of the stories, differentiating “external conclusions” from
“plot solutions.” Out of necessity, much space in her work is dedicated to plot
outlines; she understandably refers to Polish comments on the works. Yet the
work also presents the author’s own, subtle remarks (e.g., on the leading role of
flowers in Stygmat). Further, the author praises Czarne kwiaty. The discussion
ends with a reference to modern prose:

Such areportage, until then unknown in Polish literature, leaves the realm of expos-
itory prose; moulded into the form of fiction and highly stylised, it belongs rather to
the tradition of the modern epic.”
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Norwid in the Berlin Prison

Abstract: The purpose of the article is to shed some light on the facts surrounding
one of the more mysterious episodes of Cyprian Norwid’s life — his imprisonment in
Berlin in 1846. Trojanowicz challenges the previous studies on the chronology of his
detention, which were determined (Przesmycki, Gomulicki) based on the dates in the
illuminated Modlitewnik [Prayer Book] made for Wiodzimierz Lubienski. Trojanowicz
argues that Modlitewnik must have been created after Norwid’s stay in prison and also
proves that the dates therein are misleading, on account of Norwid’s own mistake; he
consistently entered the wrong month (June instead of July). In further analysis of the
primary materials, the scholar determines that Norwid was imprisoned not in the first,
but in the second half of June 1846 (most likely June 23-30). According to Trojanowicz’s
reconstruction, the poet was arrested after 22 June 1846, and, after a week in the Berlin
prison, Hausvogtei, was transferred to the clinic, which he left shortly after 25 July.

Keywords: Cyprian Norwid, biography, Berlin prison Hausvogtei, epistolography,
prayer book

One of the most interesting riddles in Cyprian Norwid’s biography is his mys-
terious imprisonment in Berlin in June 1846. It has been written about on more
than one occasion, and yet it remains an enigma. The discovery of previously
unknown materials that shed new light on the Berlin incident or verify previ-
ously proposed hypotheses makes it possible for us to take a fresh look at how
this sad episode in the poet’s life has been described thus far and to propose
new ideas.

There are so many ambiguities in this story, including the reasons for his
arrest, the course of the investigation, and the dates of these events, that the
search for the truth almost resembles a circumstantial trial, taking place many
years later. The accounts of the “accused” and the “testimonies” of the witnesses
(both Norwid’s contemporaries and later ones, who were familiar with the
documents from that time) are not always consistent. Many details still cannot
be determined - not all the witnesses were able to attend this proceeding.!

1 A closer look at the Berlin archives could provide us with a complete explanation.
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Dates

The chronology of Norwid’s stay in the Berlin prison has usually been deter-
mined using the dates of his illuminated Modlitewnik [Prayer Book]. The poet
created it for his Berlin friend, Wlodzimierz Lubienski, while he was in prison.
On 19 July 1846, Lubieniski wrote to his mother, J6zefa Lubieniska, née Pruska:

My poor Norwid is still being detained, at least now he is a bit more comfortable, he
is also very lucky; everyone who meets himis immediately interested in
him, strangers send him fruit and other things, especially the wife of a doctor who
manages this hospital under Dieffenbach, she is extremely good to him, I stopped by
her home yesterday to thank her. Norwid made for me a souvenir to commemorate the
7 days, thathe spentin that harsh prison,inperpetual uncertainty, whether
they would at any moment send him to Russia, a kind of prayer book, i.e. a Psalm of
David for every day, rewritten to include a vignette corresponding to each object of
faith, that was intended for each day of the week, as you know, Mother, e.g. Saturday
to the Mother of God, Sunday to the Holy Trinity etc. Itisa smallmasterpiece,
so beautifully made, and what is so interesting about it, is that it is all in some pitiful
notebook, that he was able to smuggle into the prison.

Zenon Przesmycki reconstructed the timeline of that “harsh prison” Lubienski
mentions using the dates that appear in Modlitewnik:

Norwid began to write in this notebook from the end, perhaps when he was still at
home, before prison. On page 27, the soulful prose poem “Monolog” [“Monologue”]
(“Modlitwy idg i wracajg” [Prayers go and come back...]) bears the date: Monday —
6 June 1846, while the excerpts from the Psalms, commemorating those 7 days of
“harsh prison,” on pages numbered 1-16, according to their explicit and detailed
dates, are from 10-16 June. Apparently from later dates, there are: on pages 17 and
19-22: — a copy of the introductory antiphon from page 1, an explanation of the ordi-
nation of the days of the week, and excerpts from the Acts of the Apostles and Saint
John; on page 23, the title: Z Danta [From Dante], written in the center in gold, and on
pages 24-26 the following translation ... signed: C. N.; and finally, at the beginning,
on unnumbered page 3, the title illustration, which is a kind of dial with the number
VII on it, and a motto at the top of the page.’

Juliusz Wiktor Gomulicki went a step further in his commentary on “Monolog,”
when he recognised all the dates entered by the poet in Modlitewnik (not just
10-16 June) as determinative of Norwid’s period of detention in prison:

2 Cyprian Norwid, Pisma zebrane, ed. Zenon Przesmycki, Vol. A, Part 2 (Warszawa,
Krakoéw: Jakub Mortkowicz, 1911), p. 769.
3 Norwid, Pisma zebrane, Vol. A, Part 2, p. 770.
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Norwid’s detention in prison lasted a total of over four weeks, including seven days
in especially harsh conditions. He created the memorial Modlitewnik in prison as
well .... It was in this Modlitewnik that the widely discussed “Monolog,” dated 6 June,
was found, which means that he created it just a few days before that week of “harsh
prison” (10-16 June).*

Norwid wrote his “Monolog” at an exceptionally difficult and depressing time,
because he happened to be in the Berlin prison.

Tying the dates in Modlitewnik to the dates of Norwid’s stay in the “harsh
prison” does not seem right for several reasons. Lubienski’s letter to his mother,
from which this supposition originated, cannot be considered a sufficient basis.
According to Lubienski, the poet made the “little prayer book™ as “a souvenir to
commemorate the 7 days, that he spentin that harsh prison.”Itdoes
not mean, however, that this book was crafted in prison or that the dates therein
correspond to that memorable week. It would make more sense to surmise that
Norwid memorialised something that had already ended after the fact.

It is difficult to imagine the painstaking work on Modlitewnik being done in
the primitive conditions of the prison, all the more so by a sick man. The little
book, whose current whereabouts are unknown, can be partially reproduced
using Przesmycki’s precise description and prospectus of three of the Psalms
in “Przeglad Powszechny.” The prayer book, consisting of 25 pages, was
richly decorated with colourful initials, in which the poet inserted a number
of images, e.g., the Virgin Mary with Child, Christ, and pen and watercolour
drawings, gilding, and borders. Norwid described “the harsh prison,” in which
the work was allegedly done, in a letter to Adam Potocki from 16 July 1870:

rozmowa byla o smetnej mojej utomnosci - o gluchocie - i o tym, ze poczatki jej

nagabnety mie we wiezieniu pruskim w 1846, w Haus-fochtag, wiezieniu ciezkim,
gdzie w goracy dzien w lekkim fraku po mnéstwie agitujacych nerwy indagacji bytem
zawarty na stomie i we wilgoci, i gdzie §.p. zacny doktor Dieffenbach byl taskaw do

4 Cyprian Norwid, Okruchy poetyckie i dramatyczne, collected and compiled by Juliusz
Wiktor Gomulicki (Warszawa: PIW, 1956), pp. 290-291.

5 Norwid, Okruchy poetyckie i dramatyczne, p. 290.

6 Przemycki provided two descriptions of Modlitewnik: the more precise one is in
Przesmycki’s Norwidian Archive in the National Library (ref. No. 6321, sh. 266-278;
ref. No. 6322, sh. 148) and the other was printed in a footnote to Pisma zebrane,
Vol. A, Part 2, pp. 769-771. The prospectus of Modlitewnik was published as a sup-
plement to “Przeglad Powszechny” in 1911.
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mnie do wiezienia przyjecha¢, a potem zowad mie wydoby¢ przez osobista Jego dla
mnie dobro¢.

(PWsz IX, 459)7

[the conversation was about my unfortunate disability - about my deafness — and
about the fact that its onset began to plague me in Prussian prison in 1846, in Haus-
fochtag, a harsh prison, where on a hot day in a light jacket, after a lot of questioning
which agitated my nerves, I was locked up on straw and in the dampness, and at some
point the late noble Doctor Dieffenbach was kind enough to come to me in the jail,
and then, out of His personal kindness, get me out of there.]

The harsh prison in which Norwid was “locked up” was the Berlin police prison
Hausvogtei (Norwid misspells it: haus-fochtag) at Hausvogteiplatz. Aleksander
Guttry, who spent the entire second half of 1846 there, described the pre-
vailing conditions there at the time.® It was a preventative detention centre for
offenders of all kinds. There were also individuals suspected of political activ-
ities, criminals, and ladies of the night. The Prussian government allocated 15
silver pennies per prisoner per day to Hausvogtei. Sending letters was made
very difficult. Investigations were carried out in various ways, depending on the
whims of the presiding official. Guttry, for example, was assigned to an investi-
gative judge named Mikiet, about whom he wrote about in his diary:

The investigation he conducted with me in this prison lasted six weeks, with the
exception of Sunday, every day in the morning from half past nine to twelve and from
two to six in the evening. - I, having learned through the banging on the walls what
he allowed himself to do to other prisoners, was prepared that if he allowed himself
even the slightest brutality with me, I would smash his face in with the inkwell and
beat him up as much as I could.’

It seems unlikely that Norwid would have had all the necessary materials to
make handicrafts in prison. It is entirely possible, however, that he kept busy
with artistic work of a different kind. He mentioned this in 1880 in a letter to
Konstancja Goérska:

7 In the most recent critical edition of Norwid’s Dzieta Wszystkie (DW), the date of
one of Norwid’s letters to Maria Tebicka has been changed (from July 7 to July 14 or
21) in relation to Gomulicki’s edition, as quoted by Trojanowicz. In her article, all
citations are given from PWsz (editor’s note).

8 Aleksander Guttry, W przededniu Wiosny Ludéw. Wspomnienia z r. 1846-1848,
published and with introduction by Maciej R. Wierzbinski (Wilno: Ksiggarnia
Stowarzyszenia Nauczycielstwa Polskiego, 1913), pp. 122-128.

9 Guttry, W przededniu Wiosny Ludow, p. 122.



Norwid in the Berlin Prison 105

Kiedy Krol Saski w swoim palacu, zapewne we willi nad rzeka, tltumaczyl la
Divina-Commedia Danta, i mysle, ze ttumaczyl il Paradiso, to ja wlasnie wtenczas
tlumaczylem Inferno, lezac na stomie przegnilej w wiezieniu w Berlinie.

Moéwie Pani najscislejsza prawde: jedng ksigzke pozwolili mi Prusacy mie¢ w
wiezieniu, i zazagdalem Danta, i dali mi - tltumaczylem wiec Inferno i myslitem nawet,
ze ten rekopism zginal z papierami innymi - ale ja daltem go, przez kraty wiezienia
rzuciwszy, §.p. hr. Wlodzimierzowi Lubienskiemu, przyjacielowi, ktory co sobota
przychodzil pod okno wiezienne, gdy mnie miano wyda¢ Rzadowi Mikolaja I-o - i
zapewne, gdyby wydali, thumaczytbym Danta gdzie indziej.

(PWsz X, 142)

[When the King of Saxony, in his palace, probably in a villa on the river, was
translating Dante’s la Divina-Comedia, and I think he was translating il Paradiso, it
was then that I was translating Inferno, lying on rotten straw in a prison in Berlin.

I'm telling you the honest truth - the Prussians allowed me to have one book
in prison, and I demanded Dante and they gave it to me — and so I translated Inferno
and even thought that this manuscript was lost along with other papers - but I gave
it, by throwing it through the prison bars, to the late Count Wtodzimierz Lubienski,
a friend of mine who came to my prison window every Saturday when I was to be
transferred to the government of Mikotaj I - and probably, if they had transferred me,
I would have translated Dante elsewhere.]

Undoubtedly, after so many years, there would be a considerable amount of
emphatic exaggeration in this reminiscence. Norwid only spent a week on the
“rotten straw,” and he did not throw the manuscript through the window bars
because, after the seven days of harsh prison, he was in the clinic being cared
for by friendly doctors that he already knew. The manuscript in question is
surely Modlitewnik, which indeed came into Lubienski’s possession while the
poet was still in prison (Norwid was a prisoner not only in Hausvogtei but also
in the clinic). On pages 24-26 of Modlitewnik, there were the poet’s translations
of Dante, yet they were fragments not of Inferno, but Purgatorio. The first draft
of this translation from the Divine Comedy may very well have been written in
prison, but his edited “final draft” should be attributed to the later period of his
work on Modlitwenik.

In reconstructing Modlitewnik according to Przesmycki’s description, there
are two issues that have not been addressed as of yet: the confusing page num-
bering and the erroneous dates.

The numbering is strange because Norwid numbered some of the pages recto
and verso, and others only verso. Thus, we have: two unnumbered pages are
followed by nine pages numbered recto and verso (pp. 1-18), followed by four
pages numbered only recto (pp. 19-22), followed by three pages recto and verso
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(pp- 23-28), and then seven blank, unnumbered pages. The continuity of such
an erratic way of numbering indicates that Norwid marked the pages as the
notebook was being filled and that he created Modlitewnik not “from the end”
but “from the beginning.”"

On pages 1-18, the poet included Jakub Wujek’s translations of the seven
Psalms of David (with major modifications) and dated them: Friday - 10
June 1846, Saturday - 11 June 1846, Sunday - 12 June 1846, etc., all the way
through Thursday. However, in 1846, 10 June did not actually fall on Friday,
but on Wednesday, 11 June was not a Saturday, but a Thursday, 12 June was
not a Sunday, but a Friday, etc. The same is true for the date on the penultimate
numbered page of the Monolog notebook - 6 June did not fall on Monday in
1846, but on Saturday. Norwid is off by two days in all these instances, and
these errors are consistent in Modlitewnik. However, it turns out that if you
change the month - from June to July - these dates are completely correct: 10
July 1846 was a Friday, 11 July - a Saturday, 12 July - Sunday, etc." Of the pos-
sible explanations for this notorious disparity with the calendar, one is accept-
able, namely, that Norwid must have mistaken the month. Other than the fact
that July - as the month of Modlitewnik’s creation — matches the dates, there
is also the fact that on the second of the first two unnumbered pages, Norwid
drew vignettes with a large Roman numeral seven integrated into the whole,
most likely denoting the month. The chronology of the poet’s fate in prison also
favours July. But this timeline must be established anew.

One of the aims of the discussion thus far was to show that it was impossible
for Norwid to have created Modlitewnik during his seven-day stay in Hausvogtei.
We have also established that the dates of the Psalms and “Monolog” - because
they are inconsistent with the calendar — must be corrected. However, this does
not yet allow us to indicate when exactly the poet was in prison. To establish
that which it “does not indicate,” we must use a different set of arguments.

Generally speaking, Norwid’s Berlin acquaintances can be divided into
two categories: one circle was Maria Kalergis and Maria Trebicka, who left
the capital of Prussia in 1845, and the other was people associated with Jan
Kozmian. The latter, especially Wlodzimierz Lubienski, August Cieszkowski,
Cezary Plater, and Kozmian himself, showed much interest in the then-young

10 The earliest dated work — “Monolog” - is actually at the end of the numbered part of
the notebook, that is, after the Psalms bearing later dates, but this means that it was
written earlier and added to Modlitewnik at the very end of Norwid’s work on it.

11 J.W. Gomulicki brought to my attention the possibility that the dates in Modlitewnik
corresponded with July.
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multitalented artist, so when the poet was arrested, they strove by every means
to have him released. And it was not easy, considering that Norwid’s impris-
onment took place during the period following Prussia’s reaction to the unsuc-

>

cessful Poznan revolution of 1846. The extent of the “Kozmianites’” concern
over the unhappy fate of the young poet is attested to by Kozmian’s unpublished
letters to Plater, who was in London during this critical time in Norwid’s life.
We have some fragments of this correspondence. Here is Kozmian’s Berlin ac-
count from 29 June 1846:

Here a very sad event has taken place, Norwid was arrested: we don’t really
know what for yet - Wlodzio Lubienski and other friends are very preoccupied with
his fate. He is not doing well in prison, he is sick and irritable.

9 July 1846:

Our sculptor is no longer in confinement, but in the clinic, where the head
doctor is taking utmost care of him. His health has improved. No one is allowed to see
him, but we are allowed to write and send him anything he wishes.

25 July 1846:

During those early days C. was ill, so Dieffenbach, who was actively taking care
of him, arranged for him to be transferred to the clinic, where, although under super-
vision, he is well looked after. We are able to and do see him through the window, but
we are not allowed to talk. He’s become thinner, but is in good spirits. Sometimes he
goes to church for mass with the guards. He made a beautiful album for Wlodzio with
extremely striking miniatures, into which he also copied 7 Psalms and added several
poems. God knows how long this will all last. Your arrival would not help. Rest assured
that we will look after him in everything .... Wlodzio, I will tell you again how ardently
and sensitively I am looking after our friend. I let Cypr. know about your sincere will-
ingness and alacrity; if anything new happens, I will write to you straight away.

Just after 25 July 1846 - the day Plater got the letter: London, 31 July 1846:

I can hardly wait, dear brother, to tell you the good news — Cyprian was released -
yesterday evening his guards were removed and he is completely free, only by his
own volition he will stay at the clinic for a few more days. I spoke at length to him
this morning, he looked as if he had had a long retreat. His face got thinner, but not
by very much. After our meeting, he said he would go to P. Bod."? and try to stay
there. In any case, we are all ready to help him, however much and in whatever way he

12 See the attempts to resolve what “P. Bod” stands for in the later part of this essay.



108 Zofia Trojanowicz

needs. I am enclosing a note he wrote you.”” — To this day we don’t know why he was
imprisoned."

KoZzmian’s first letter from 29 June, reporting the “sad event,” appears to be the
latest news rather than a belated account. Kozmian wrote to Plater about the
fate of the poet stopped by the Prussian police almost immediately after each
major development. We may assume, therefore, that on 29 June, Norwid had
been a prisoner for several days at most.

This assumption becomes more plausible if we compare Kozmian’s letters to
the previously quoted letter from Lubienski to his mother from 19 July 1846.
Lubienski wrote that Norwid spent seven days in harsh prison, and so, if he were
there — as it has thus far been calculated based on the dates in Modlitewnik —
on 10 June, he would have left on 16 June. Yet, according to Kozmian, Norwid
was still in prison on 29 June. It was not until 9 July that Kozmian reported a
location change to Plater: “during those early days C. was ill”
(emphasis — Z.T.). They then arranged for him to be transferred to the clinic,
where he went directly from Hausvogtei.

On 29 June, when Kozmian was writing the letter to Plater, Norwid had
already been in custody for several days and had even managed to become ill
there. Assuming that his transfer to the clinic could have taken place on 30 June
at the earliest, the minimum amount of time the poet could have been in prison
would place the start of his imprisonment on 23 June (seven days before 30
June). The need to shift the dates of Norwid’s arrest from the first to the second
half of June is also indicated by the reasons for his imprisonment, about which
we will speak later on.

After 30 June (but before 9 July), Norwid was in the clinic, which was the
second and final stage of his miserable stay in prison. After a week’s discomfort

13 The contents of the note are as follows: “Szanowny Panie Cezary - / Podobato si¢ Panu
Bogu, ze mnie nareszcie wypuszczono. Po$pieszam, zeby Ci to donie$¢ i podziekowaé
z serca za wspolczucie Twoje. / Jestem bardzo jeszcze ostabiony. / Pani tacze moje
uszanowanie i pp. Matachowskim. / Norwid” (PWsz VIII, 40) [“Dear Mr. Cezary -/
By God’s grace I was finally released. I am eager to report it to you and thank you
with all my heart for your compassion. / 'm still very weak. / Give my regards to your
Mrs. and the Malachowskis. / Norwid”]. See also: Zofia Muszynska, “Listy Cypriana
Norwida do Cezarego Platera,” Przeglgd Humanistyczny, No. 6 (1960), p. 103.

14 These are fragments of J. Kozmian’s letters to C. Plater, which (as in the case of
fragments quoted later on in the essay) are cited according to B. Erzepki’s copies,
modernising the writing and punctuation. Erzepki copied the excerpts concerning
Norwid from the correspondence between Kozmian and Plater. Those excerpts are
currently in Erzepki’s portfolio of Norwid materials at the Poznan Society of Friends
of Learning Library. I do not know what happened to the originals.
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in Hausvogtei, this was a huge relief for the sick poet and one which he owed to
Doctor Dieffenbach. Hans Friedrich Dieffenbach (1794-1847), an outstanding
German surgeon, was a professor and director of the university surgical clinic in
Berlin (on the corner of Friedrichstrasse and Ziegelstrasse) from 1840 onwards.
He was no stranger to Norwid’s friends, who were associated with the Berlin
university society, which would probably explain Dieffenbach’s attentive and
genuine care for the young prisoner.

In his new place of residence, Norwid was still a prisoner but, unlike in
Hausvogtei, one could see him through the window and also “send him every-
thing he wishes.” This last possibility was taken advantage of fully. Ten years
later, Norwid wrote to Trebicka:

ale Wlodzimierz, np. kiedy wiedzial, ze przypadkiem musiatem dlugo nie
wychodzi¢, miedzy czterema pustymi murami siedzac, to przystal mi tam gipsowa
gltowe odlewu Venus de Milo, wiedzac, iz to greckie arcydzielo bardzo lubie i czesto
je czytywaé chodzilem do gipsowych zbioréw w Berlinie. Zrobil wiec co$ nie juz
czlowiekowi, ale mnie, wdziecznos¢ za$ osobista odtad sie poczyna.

(PWsz VIII, 284)

[But Wlodzimierz, e.g. when he learned that I happened not to be able to go out
for along time, and was sitting between four empty walls, sent me a plaster cast of the
head of the Venus de Milo, knowing that I like this Greek masterpiece very much and
that I often studied it in the Berlin plaster collections. So he did something not just for
a fellow human being, but for me in particular; and thus began my personal gratitude
towards him.]

At the clinic, and thus not until July, the poet finally had the necessary
conditions to carry out the arduous, artistic work, which would become the
ornate Modlitewnik. It came into Lubienski’s possession before 19 July; he
described this “small masterpiece” in a letter to his mother, but also showed it to
Jan Kozmian. The dedication in Modlitewnik (“Mojemu najdrozszemu, azeby
o mnie nie zapomnial, jak ja nie zapominam, i zeby wiesciom przypadkowym
nigdy, nigdy nie wierzyt, a trwat w Chrystusie Panu, czego mu z serca Zycze.
C.K.N. 1846”" [“To my dearest, may you not forget me, as I do not forget you,
and may you never ever believe everything you hear, and trust in Christ the
Lord, which I wish for you with all my heart. CKN 18467]) in no way indicated
that it commemorates seven days of harsh prison. Norwid probably explained
the symbolic significance of the illuminated notebook to his friend in an oral
or written commentary attached to Modlitewnik, and we can furthermore

15 Norwid, Pisma zebrane, Vol. A, Part 2, p. 770.
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presume that he recorded the week in prison through the images of the objects
of religious worship for each of the seven days of the week. But he recorded it
after the fact.

The poet was arrested after 22 June 1846. Having spent a week in Hausvogtei,
Norwid was transferred to the clinic and regained his freedom shortly after 25
July. He was thus a prisoner for a month or a month and several days. The poet
himself - in a letter to Trebicka from 11 August 1846, from Brussels — suggests
the second possibility:

Pana Trebickiego nie poznalem, z powodu iz w Berlinie miesiac
przeszto,' i wlasnie podczas jego bytnosci tamze — nie wychodzitem wecale - z
domu. (PWsz VIII, 40)

[T did not meet Mr. Trebicki because in Berlin forover a month and pre-
cisely during his stay there - I did not at all leave - the house.]

Reasons for Arrest

Norwid wrote to August Cieszkowski in 1850: “tez samg niepraktycznos¢, lubo
w lZejszym stopniu, wyrzucal mi ambasador moskiewski, wiezieniem grozac,
a do robienia kariery naklaniajac, uwazalem wszakze za praktyczne pdjs¢
na wygnanie, jako wiesz” (PWsz VIII, 111) [“the Moscow Ambassador accused
me of the same impracticality albeit to a lesser degree, when he threatened me
with imprisonment and urged me to think of my career, I thought, however,
it would be more practical to go into exile, as you know’”]. In a letter to Jozef
Bohdan Zaleski from January 1852, he reported that he was repulsed by the
Towianists’ allegations against him:

Ale - jakze chcesz — jestem za to na wygnaniu, Zem si¢ podobniez rozmoéwit
z reprezentantem Panstwa Rosyjskiego, ministre-plénipotentiaire — za to bylem
wieziony i uszedlem - a teraz mam si¢ ktania¢ ludziom, ktérym sie podoba duchem
moim réwniez rozporzadzac? — wariaty sa! — a juzci¢ by mi prosciej bylo tam sie¢
pokloni¢, gdzie mie w reku trzymali.

(PWsz VIII, 151)

[But - what do you expect — I am in exile because I allegedly spoke to the
Representative of the Russian State, the ministre-plénipotentiaire - this is why I was
imprisoned and released — and now I have to bow to people who wish to control my
spirit — they are madmen! It would be easier for me to bow down to those who held
me captive.]

16 Emphasis - Z.T.
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Thus, the poet perceived the reason for his arrest to be the harsh briefing he
gave to Fonton, the secretary of the Russian Embassy in Berlin, who offered him
a career as a spy. We know of his conversation with Fonton from a second-hand
account — a year and a half later in Rome, Norwid told Zygmunt Krasinski,
who did not hesitate to pass it on to Delfina Potocka in a letter from 25/26
January 1848:

Then, Norw([id] described to me a very interesting scene. — Fonton is the sec-
retary of the Berlin Embassy - surely you’ve heard. - ideal of a traitor. - Debauchery,
insolence but diligence in service, deceit and feigning civilization, etc., etc. And
50, he advised the disgraced, that to clear his name of any appearance [of impro-
priety] and the stain resulting merely from the fact that he got involved in things
unreal, in “dreams” that he should go to Petersb[urg] and join the service, prom-
ising him “une carriére brillante.” [Norwid] listened to him for three hours and
contemplating the three paths in front of him, the first of which led straight to
the Citadel and the Caucasus, the second to expiation by Saint Petersburg and the
Board of External Affairs, the third to exile, his soul chose the third and when the
Fontonic improvizations ended, he bowed deeply, and replied: “I am unworthy of
the great career that you offer me, accept my forever farewell.” The speaker who
thought he would convince Norwid with his speech got angry, and when the
departing was already at the threshold, he glared at him with tiger eyes and shouted,
in Polish: “You, Polish gentlemen, you are poets, we Muscovites, are not. - We will
see who gets further” — These few phrases encompass the entire fate and contents of
both fighting powers, one of which is the soul and the other - the body! - But the
representative of the soul was moaning in Prussian prisonthree days later,
among the villains, cast there by the representative of the body, who used the cour-
tesy of the Prussian police to lock him up there."”

Fonton’s proposition shook Norwid to the core. The entire scene stuck in the
poet’s memory — hence the many references to it — and was reflected in the poem
“Scherzo,” written in Rome in 1847. One of the tempters extends earthly pleasures
like this to the tempted:

A ja dam tobie miast i ziem obfito$¢,
Szalonych koni sto, stuzebnych chory,

I nade drzwiami ci napisze: “sytos¢” —
Azebys sobie byt jako dzien, bez chmury.

- I niech ci nektar piwnice wypelnia,
Muzyka w kraglych gniezdzi si¢ sklepieniach,

17 Zygmunt Krasinski, Listy do Delfiny Potockiej, ed. Zbigniew Sudolski, Vol. III
(Warszawa: PIW, 1975), p. 605. Emphasis - Z.T.
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A kedy stapisz, szarlat si¢ rozwelnia. ..
Wrybieraj!

(PWsz 1, 83-84)"®

[And I will give you an abundance of cities and lands,
A hundred crazy horses, choirs of servants

And above the door I will write: “satiety” -

So that you may be like a day, without a cloud.

- And may your cellars flow with nectar,

Music nest in rounded vaults,

And wherever you walk, amaranth grows...
Choose!]

If Norwid’s choice was the reason he was deprived of liberty, it was only in
the sense that if the poet had decided to pursue a career in Saint Petersburg,
the whole matter would have automatically taken a different turn. In fact, the
harsh response he gave Fonton was only one of the links, and not even the most
important one, in the chain of events that led the poet to his prison cell.

Jozet Ujejski and Juliusz Wiktor Gomulicki point to another set of possible
reasons for his arrest.

Ujejski based his hypothesis on documents which no longer exist, from the
Archives of Historical Records in Warsaw:

Regarding this incident with the ambassador and Norwid’s imprisonment, the
genesis of all this is undoubtedly connected with the case of a certain Maksymilian
Jatowt, who was drafted in 1845, escaped in September of this year, managed to get
abroad, and met Cyprian Norwid, who was returning from Italy, in Mikotéw in
Prussian Silesia. The poet, having learned of his situation, gave him his passport to
facilitate his further escape. Jatowt took this passport to Paris, moved in with the
Resurrectionists using Cyprian Norwid’s name, with their support got a job in Prince
Ad. Czartoryski’s office and... in the spring of 1846 began taking documents from
this office to... the Russian embassy. It was also there that he presented the passport
given to him by Norwid. It is not difficult to guess, then, that the Russian ambassador
in Berlin, having learned of C. Norwid’s stay there, wanted to investigate his attitude
towards the informant of the Russian embassy in Paris bearing the same first and last
name, perhaps even took him for a spy, hence his summoning and this conversation
started with some “flattering” proposals, and ended up trapping the poet - simply for
having made it easier for a deserter to escape by granting him his passport."”

18 Cf. J.W. Gomulicki’s commentary to this poem in the anthology: Norwid, Okruchy
poetyckie i dramatyczne, pp. 292-293.

19 Jozef Ujejski, “Listy Norwida do Augusta Cieszkowskiego i Zygmunta Krasinskiego,”
Pamigtnik Literacki (1925/1926), p. 615. Copy, p. 33.
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Gomulicki writes in a comment to Norwid’s Okruchy poetyckie I dramatyczne
[Poetic and Dramatic Pieces]:

One of the main points of the accusation was certainly the help Norwid pro-
vided to two fugitives from the Kingdom - Maksymilian Jatowt (later known by the
pseudonym Jakub Gordon) and Michal Sadowski — whom the poet aided in their
escapes to France and Italy.?

There is not much to say about Norwid’s contact with Michal Sadowski.
Gomulicki probably based his claim on Krasinski’s letter to Potocka from 25
January 1848 (it is presumably an answer to a question Potocka asked about
Sadowski): “~ This Sadowski is a man from the recent riots. Norwid facilitated
his escape through Berlin. - You could tell they got him involved in the work of
the journal “Trzeci Maj,” as he came in with Witold [Czartoryski].”*!

In all probability, Sadowski did not meet Norwid until the very end of 1845
in Berlin. His correspondence with Trebicka reveals that he liked the poet
very much. In a letter from Dresden dated 8 November 1845, he wrote: “Give
Cyprian my warmest regards, be his guardian angel and give me news of him —
if you would be so kind, it would give me great pleasure if you would write to
me” - and then in a letter from 15 November 1845: “Tell Norwid, the most
tender thing you can think of.”*

At the beginning of November 1845, Sadowski left Berlin and went to
Dresden, from where he intended to depart (and probably did depart) through
Wroctaw to Krakéw on 15 November. By 1846, he was already living - ac-
cording to Adolf Tabasz Krosnowski’s Almanach - in Paris.”

It is difficult to determine when and how Norwid helped him escape through
Berlin. It could have been during the first half of 1846, but the “latest riots” with
which Krasinski associates Sadowski do not necessarily point to this period.
He may have meant Sadowski’s passage through Berlin between October and
November 1845. If that were the case, the emphasis on his cordiality towards
Norwid in Sadowski’s Dresden letters to Trebicka would understandably be
expressions of gratitude.

Maksymilian Jatowt is a different case. This man’s role in Norwid’s life is
not entirely clear. Sometime between September and October 1845, the poet,

20 Norwid, Okruchy poetyckie i dramatyczne, p. 290.

21 Krasinski, Listy do Delfiny Potockiej, Vol. 111, p. 598.

22 From the collection of M. Trebicka’s letters, Jagiellonian Library, manuscript 5781.

23 Adolf Tabasz Krosnowski, Almanach historique ou souvenir de I’émigration polonaise
(Paris: Bourgogne, Martinet: 1846), p. 380.



114 Zofia Trojanowicz

who was in Mikol6w in Silesia at the time, gave Jatowt his passport and a wallet
containing money. Jatowt describes this event in his diary (published under
the pseudonym Gordon), where he calls Norwid “Mr. N.”* This is also con-
firmed by the poet himselfin a letter to Jan Kozmian from December 1866: “Byt
czas! - i s3 mimowolne $wiadectwa tego drukowane (PATRZ ‘GORDONA
PAMIETNIK’), ze p. Norwid nie kalkulowal i nie rozliczal groszy w
wypadkach daleko wiecej personalnych” (PWsz IX, 270) [“There was time! And
there are incidental printed reports (SEE ‘GORDON’s DIARY’) that Mr. Norwid
did not countpennies in far more personal matters”].

But did Jatowt really become a Russian spy in Paris who smuggled documents
out of Czartoryski’s office under Norwid’s name? It seems that in spite of some
circumstances in his favour, this was likely the case.

Certain doubts about Jatowt’s infamous “mission” in Paris can tell us more
about what happened next in his life. In 1848, he found himself in Krakdw,
and during the height of the conspiracies, he relocated to the Grand Duchy of
Poznan, where he intended to join the staff of a school intended for Polish youth.
In Skalmierzyce, he was captured and sent to the Warsaw Citadel. During the
investigation, he provided testimony - as he writes in his diary” - that was
not entirely true, which was supposed to minimise the deserter’s guilt towards
Russia and thus reduce his sentence. However, Jatowt’s efforts did not move the
tsarist officials. In the preserved registration book of the Files of the Permanent
Inquiry Committee, containing brief summaries of individual “cases” and
rulings, under number 2573, there are the provisions regarding our deserter.
On 22 February/6 March 1849 the Investigative Committee ordered that Jatowt
“KaK BOEHHOTO Jie3epTepa MPOXXIMBABIIATO 3a TPAHNUIIEI0, [IPEaTh BOCHHOMY
Cyny” and the verdict from March 21/April 2 of that year mandates, “o6patuts
€ro 1o Ipe>XHeMY BBOEHHYIO CITy>KOy ¢ HasHauYeHUeM B OT/enbHblil Opebypre
kit Koprmyc.””® The sentence was carried out.

After 1860, when Jatowt finally returned to Europe after his many adventures
in Russia and America, he began to publish his diaries under the pseudonym
Jakub Gordon, which enjoyed some popularity and were translated into French,

24 Jakub Gordon [Maksymilian Jatowt], Obrazki caryzmu. Pamietnik (Lipsk: A.F.
Brockhaus, 1863), pp. 93-94.

25 Gordon, Obrazki caryzmu, pp. 124-129.

26 Investigative Commission Files, part 1, Central Archive of Historical Records in
Warszawa.
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German, and Czech. He even dedicated one of his publications to Prince Adam
Czartoryski.”’

The diaries devoted to his first escape from Russia and the events mentioned
above place them in 1846 rather than 1845. This is not the result of a mistake
(such dates are not forgotten) — Gordon consciously wants to erase this year
from his life. He says nothing about the stay in Paris, to which he testified - as we
know from Ujejski’s archival research - before the Investigative Commission.
When reporting the events in Mikoléw, he says in a footnote: “This passport
later saved another young man from misfortune.”?® However, this only osten-
sibly exonerates Gordon. The obvious purpose of this note was to remove all
suspicions in the event that they arose. And they could have arisen because there
is evidence that Norwid’s passport ended up at the Russian embassy in Paris in
late May or early June 1846. If it were submitted there by another “young man”
who had allegedly used the poet’s passport after Jatowt, then Jatowt would not
have known about it in such detail as he had described in the report for the
Warsaw Investigative Commission.

The Russian embassy in Paris “sent couriers” with cables to Berlin and
Saint Petersburg nearly every day. One of them, dated 29 May/10 June 1846,
contained news regarding Norwid. Because this document has never before
been published, I will quote it in its entirety:

Copie d’une dépéche (en chiftre) de Mr. de Kisséleff a Mr. de Fonton a Berlin, en
date de Paris le 29 Mai / 10 Juin 1846.

Rodolphe Rzycinski, fils d’un riche propriétaire de Cracovie, a quitté avant-hier
Paris pour se render a Berlin.

Avant son depart il avait réuni chez lui Erasme Zaremba, fils d’un riche
propriétaire de Sandomir, nouvellement arrive ici, et Grégorowicz, du parti des
democrats qui avait accompagné Mieroslawski dans le Grand-duché de Posen.

Grégorowicz dicta a Zaremba une letter en chiffre; il se servait a cet effet d’'un
dictionnaire frangais-polonais don’t on doit me procurer un exemplaire.

Cetteletter était destinée a étre communiquée aux propriétaires de la république
de Cracovie, et Rzycinski devait étre porteur également d’autres missives pour divers
Polonais qui sont ou se trouveront a Berlin au moment de son arrive.

Il est aussi parvenu a ma connaissance que Kiprian Norwied, peintre ou
sculpteur, actuellement & Berlin et qui voyage a I’étranger avec lautorization du
Maréchal Prince de Varsovie, sert d’intermédiaire pour les machinations polonaises,

27 Mes prisons en Russie. Mémoires de ]. Gordon [M. Jatowt], citoyen des Etats-Unis
d’Amerique (Leipzig: A. Franck, 1861).
28 Gordon, Obrazki caryzmu, p. 94.
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ainsi que le nommé Wladislaw Wezyk qui doit avoir pris part a insurrection de
Cracovie.

Ce qui me fait croire que la dénonciation contre Norwied pourrait étre vraie,
c’est que 'on m’a exhibé en méme temps un passeport qui lui a été délivré a Varsovie
par le Général Pissareff le 19/31 Décembre 1844 sub N°. 6094 et qui par consequent
pourrait bien avoir servi a quelque émissaire. Vous trouverez peur-étre moyen
d’éclaircir ce point interrogeant Norwied.

Veuillez bien, Mr., transmettre au Ministére Impérial et au Prince de Varsovie
les renseignements renfermés dans la présente, ainsi que ceux par lesquels Vous series
a méme de les completer.?”

The names mentioned in the first part of the letter by Pawel Kisielew, the
Russian ambassador in Paris, do not directly relate to Norwid’s case and there-
fore, we will not consider the charges against Rudolf Rzyciniski (Zycinski?),
Erazm Zaremba, and Gregorowicz (Jan Kanty? Karol? Kazimierz?). We do
not know anything about a Gregorowicz accompanying Mierostawski in the
Grand Duchy of Poznan. As for Norwid, Kisielew’s message not only confirms
the receipt of the poet’s passport but also points to Jatowt as the one who gave
Norwid’s name to the tsarist authorities. This is proven by the connection
between the two names: Wezyk — Norwid. In Silesia, the poet lived with his
friend from his Warsaw days, Wladystaw Wezyk.

Kisielew was not entirely sure whether the tip letter with the information
about Norwid and his involvement in the conspiracy was true. As proof, the
informant presented him with the poet’s passport (which could have been - if
it had been given to a deserter of the Russian army - useful to some emissary,
but it was not, because it accidentally fell into “good hands”). It remains an even
more interesting mystery, given Norwid’s staunch disapproval of conspiracy,
whether the poet revealed the political purpose of his journey to Jatowt, or
whether Jatowt made it up in a fit of informant’s zeal. Norwid’s visit to Silesia
and its possible political motivations would require a separate discussion.

A few days after 10 June 1846, the secretary of the Russian Embassy in Berlin,
Fonton, received a confidential cable from Kisielew accusing Norwid of two

29 Jerzy Wojciech Borejsza was the first to reveal the existence of this document in his
article “Nieznany list Adama Mickiewicza z 1831 r.,” Nowa Kultura, No. 44 (1958).
Thanks to the Polish Embassy in Moscow and Dr. K. Koziol, I was able to obtain a
photocopy of Kisielew’s decrypted cable. The original is at the Foreign Policy Archive
in Moscow. In the top left corner of the photocopy a note reads: “ad N°77-1846 -,” in
the right: “1731/284.” According to Borejsza’s description, it reads: “zesp. Kancelarii,
1846, N° 137, sh. 284.”
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related “crimes:” the mediation of Polish conspiracies, and the illegal handing
over of his passport. The Berlin Embassy had been watching the poet since his
arrival in the city. Norwid had already been having passport problems at the
end of 1845 and the beginning of 1846. We can assume that the poet tried to
explain the absence of these documents to embassy officials similarly to how
he did in his letter to Trebicka from 2 January 1846: “paszport mdj zgubilem
I pulares z pieniedzmi w Polkowiz” (PWsz VIII, 29) [“I lost my passport
and wallet with money in Polkowiz”]. In February, his troubles were suc-
cessfully resolved. However, by early June of that year, the poet’s relations with
the embassy were already strained again, as evidenced by a fragment of his
letter to Trebicka from 7 June: “Co do portretu, prosze — jezeli mozna — nie
przez ambasade posylaé; nie chce tym robié subiekeji — nie powinienem” (PWsz
VIIL, 39) [“As for the portrait - please - if you could not send it through the
embassy - I do not want to inconvenience them - I should not”].

There seems to be no doubt that the conversation Fonton had with Norwid a
few days before his arrest was brought about by the Paris cable. After the alter-
cation at the embassy, the poet was released for a few days, and after 22 June, the
Prussian police came for him. The circle of causes and effects only mostly closes
in this way - it lacks the link connecting the allegations of the Russian embassy
with the interest of the Prussian authorities that issued the arrest warrant.

According to Jan Kozmian — who was relatively well informed about the
whole case, if only because he and Wlodzimierz Lubienski were actively con-
sidering possible ways of freeing the poet — the accusing party was the Grand
Duchy of Poznan, not Russian officials. In a letter from Kozmian to Plater,
written from Berlin on 9 July 1846, we read:

It seems, and it is very comforting, that it was not Russia, but the Grand Duchy
that issued the charge, and that it is the local government that is suspicious of him.
This being the case, he will be proven entirely innocent. Wlodzio is exclusively and
completely occupied with this matter, I will not overlook any favorable circumstances,
soyoucanbecompletely calm.Iasked Wlodzio to tell Cypr. About your genuine
concern. Wlodzio has already told August everything.

And additionally, from 25 July:

Here I will repeat what I said there. The reason our Cypr. Was (treat)ed. Is not
known; it is only comforting (that) it was not by distant command, but just by local
circumstances that he fell (into) misfortune. Wlodzio, who (s)hows very warm con-
cern, hopes to find out soon how this all came about.*

30 The supplements in parentheses were added by B. Erzepki.
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KoZzmian’s view is confirmed by two encyclopedic entries about the poet,
written based on materials Norwid had provided. Here is an excerpt about 1846
from Brockhaus’s 1867 Lexikon:

Al ser 1846 zur Zeit der poln. Bewegung nach Deutschland zuriickkehrte,
wurde er unweit der poln. Grenze verhaftet und nach Berlin gebracht. Auf Fiirsprache
lieferte man ihn aber nicht an Russland aus, sondern entliess ihn mit der Weisung sich
nach Frankreich zu wenden.*!

An analogous note in Larousse’s encyclopedia from 1874 is very similar:

De retour en Allemagne de I’époque du soulevement de 1846, il fut arrété preés
de la frontiere de Pologne et emprisonné a Berlin. Le gouvernement prussien ne le
livra pas a la Russie; mais en lui rendant la liberté, il enjoignit a Norwid de se render
en France.”

Both entries associate Norwid’s imprisonment with his detention at the Polish
border during the revolutionary movements of 1846. In relation to the terri-
tory of the Prussian Kingdom - the Grand Duchy of Poznan was situated at
the Polish border, i.e., at the border of the Polish Kingdom. In 1846, especially
during the first half of the year, the situation in Greater Poland was so strained
that every visitor was a suspect by nature. The poet’s position could have been
all the more ambiguous because — as Kisielew’s cable to Fonton proves - he
did not have a standard passport at that time, but only a temporary residence
authorization that had probably been sent to him by the Warsaw police.
According to his biography in the encyclopaedia, Norwid was taken to
Berlin from the Polish border and imprisoned there, then released and ordered
to leave Berlin and go to France. In reality, the matter was slightly different. If
the poet had been arrested immediately upon arriving in Poznan, Kozmian
would not have written to Plater: “I't seems ... that it was not Russia, but the
Grand Duchy that issued the charge” [emphasis - Z.T']; he would have known
for sure. Between the day of his arrest and his arrival from the Grand Duchy,
there was still time for his conversation with Fonton - it was only a few days
afterwards that the poet wound up in prison. Determining the exact date of his
visit to Greater Poland, which had such an unfortunate epilogue, presents many

31 Conversations-Lexikon, Vol. X (Leipzig: F.A. Brockaus, 1867), p. 898.

32 Granddictionnaireuniversel duXIX*siéclepar P. Larousse, Vol. X (Paris: Administration
du grand Dictionnaire universel, 1874), p. 1100. J.W. Gomulicki pointed out to me
that both encyclopedias associate Norwid’s arrest with his detention at the Polish
border.
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difficulties. Perhaps it would make sense to place it before 7 June 1846. This
timeline is supported by Norwid’s correspondence with Trebicka.

The poet’s letters to Trebicka from the first half of 1846 are dated as follows: 2—
3 January, 25-27 January, 20 February (postage stamp 2 March), 11 April, and
7 June. It took the recipient a long time to answer the letter of 20 February. An
impatient Norwid wrote to her on 11 April:

Smiem sobie wyobrazaé, ze nie zastuzytem na ukaranie mie milczeniem blisko
dwa miesigce juz trwajacym. Nie chce tego thumaczy¢ niepowodzeniem lub staboscia,
bo mam w Bogu nadziejg, ale przypuszczam, ze nadeszla ta epoka korespondencji, w
ktorej sie trudno wziaé¢ do pidra po niepisaniu dtugim - i w ktdrej nie bez wstretu
przerywa sie milczenie; znam to, bo kilka ciagtych korespondencji miatem, i jestem
zdania, iz w podobnych zdarzeniach ktéras strona powinna obowiazek wznowienia
przerwanych rozméw uczuc. Jakoz czynig zadosy¢ i $miem prosic o stowo odpowiedzi.

(PWsz VIII, 36)

[T dare say I do not deserve to be punished with silence that has now lasted close
to two months. I do not want to explain it by some misfortune or illness, which I hope
to God is not the case, but I suppose now the time has come in our correspondence
when it is difficult to put pen to paper after not having written for a long time - and
in which one breaks the silence not without dread; I know this because I had several
correspondences going, and I am of the opinion that in such circumstances one party
should feel the obligation to resume interrupted conversations. And so I am fulfilling
this obligation and ask for a few words in reply.]

Actually, it was Trebicka who had responded twice to Norwid’s letter from 11
April, and the silent one was he, who had previously taken on the “obligation to
resume interrupted conversations.” Finally, Norwid wrote on 7 June:

Wiele dni uptyneto od tej przyjemnej chwili, ktéra mi list Pani z 19-0 maja
wniosta, alubo to juz drugi przeze mnie dotad przemilczany - usprawiedliwiac sie nie
bede, jak rowniez i w niniejszym, co Panig bedzie razi¢, takze nie bede Jej ttumaczyt
ani usprawiedliwial. ... Zyczytem sobie co$ stanowczego Pani donie$¢, lecz dotychczas
nie moge, lubo okolicznosci przypomniaty mi, azebym sobg si¢ zatrudnit - to tylko
powiem, iz, da Pan Bdg, moj przyszly list bedzie jezeli nie przyjemniejszy (bo to
watpie), to przynajmniej jasniejszy. (PWsz VIII, 37)

[Many days have passed since the pleasant moment, when I received your
letter from 19 May, and this is the second one I have left unanswered — I will not try
to explain myself in this, and though you will be offended Madam, I will not offer
excuses or justifications on your behalf. ... T wished to tell you something more sub-
stantial, but I cannot yet, the circumstances are such that I need to focus on myself -
I will only say that, God willing, my next letter will be, if not nicer (because I doubt
it), at least clearer.]
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It seems that Norwid, who at that time was very keen on maintaining his cor-
respondence with Trebicka, was not reticent because he did not want to write
but because he could not really do so. Even at the time when he was sending the
letter, his circumstances prevented him from clearly explaining his silence. He
was convinced that these conditions would change in the near future, allowing
him to write more freely. All this may or may not support the idea that the poet
left Berlin for some time between 11 April and 7 June.

He returned to Berlin under circumstances that prevented him from
explaining his situation. It is true that Norwid writes in the same letter: “nie
wyjezdzatem stad na chwile — nie moglem,” [“I did not leave here even for a
second - I could not”], but considering the enigmatic nature of the whole letter,
it cannot be considered a denial of his departure. This sentence may have been
a calculated and cautious measure against censure or Russian interference (the
letter was sent to the Kingdom). In the same letter, written by the poet late at
night on 7 June, we read:

Z czasem szerzej i lepiej bede si¢ mogt thumaczy¢ - teraz moze mi przyjdzie
zatrudni¢ si¢ sobg w bardzo praktycznym slowa tego znaczeniu. ... Przyjdzie moze
epoka, ze bede czesto — bardzo czesto — listami mymi Pani naprzykrzatl sieg
(przepraszam)-wtedy adres jej przeszle¢ -bo domyslam si¢, ze w
przysztym li§cie juz to zrobig.... Niedlugo bede pisat, bo moze przeszle
adres — — Co do portretu - prosze — jezeli mozna — nie przez ambasade posylaé; nie
chce tym robi¢ subiekcji - nie powinienem. (PWsz VIII, 37-39)

[With time, I will be better able to explain myself in more detail - right now
I may need to take care of myself in the very practical sense of this word. ... Perhaps
a time will come that I will often - very often - beleaguer you with my letters (apolo-
gies) — and then I will send you my address - I think I might even be able to do it in the
next letter. ... I will write soon, because maybe I will be sending you my address — — As
for the portrait — please — if you could not send it through the embassy - I do not want
to inconvenience them - I should not.]

As we are operating in the sphere of speculations that cannot be verified at this
time, we may assume that the references to the change of address were related to
the Prussian authorities’ order to leave Berlin, to remove the burdensome and
suspicious foreigner. It seems that this was the final stop on his trip to Greater
Poland. Imprisonment was its epilogue.

How did Norwid fall into disfavour with the Prussian authorities? Again,
because of sparse documentation, we cannot be too certain. The concerns of
the police, who suspected a political purpose in the poet’s arrival in Poznan,
were rather unfounded. And this is indicated not only by Norwid’s contempt
for conspiracy - because claims do not always reflect reality — but also by other
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circumstances. Let us bring up Kozmian’s words again. In his opinion, the party
accusing the poet was the Grand Duchy of Poznan and not Russian officials. Of
course, he was not aware of Kisielew’s message, nor did he know the reason for
the accusation. But the very fact that the allegations came from Poznan greatly
reassured the future priest as to Norwid’s fate — “this being the case, he will
be proven entirely innocent.” Kozmian undoubtedly learned about Norwid’s
passport violation prior to his arrival in Berlin either from the poet himself
or Wiodzimierz Lubienski. And while he knew the story of Michat Sadowski,
which we are not able to reconstruct today, he could have considered it an equal
factor in worsening his situation. If the accusation had come from the Russian
side, the prisoner’s situation — as a Russian subject — would have been very trou-
blesome, and the punishment severe. This was one reason why Kozmian was
less afraid of Prussian accusations than Russian.

The second reason is clearly that Kozmian was absolutely certain of Norwid’s
loyalty to Prussia. He knew the people with whom he associated in Berlin,
as well as why and with whom he was in Poznan.* It is characteristic that
Kozmian, Lubienski, and Plater, who even expressed his readiness to come to
Berlin from London, showed the most concern for Norwid during his impris-
onment. If the poet had been associated with other, more revolutionary figures,
we can imagine that the composition of his group of guardians would have been
quite different.

In light of this, it seems that Norwid’s arrest was rather a proactive measure
dictated by Prussia’s caution. In the summer of 1846, around 600 suspects
(which does not mean that they were indeed conspirators) wound up in
Prussian prisons.** One of them was Cyprian Norwid. The slightest hint of
suspicion — which was inevitably evoked by the poet’s arrival in Poznan, the
purpose of which was not entirely clear to the police — was sufficient evidence
of a crime. This claim is also supported by Norwid’s relatively quick release.
Prussian foresight was presumably first expressed in the order to leave Berlin,

33 There are indications that Norwid had been, or even often been, in Pudliszki near
Leszno during the first half of 1846, at Jozef Lubienski’s, the father of Wlodzimierz.
We do not know, however, whether the trip to the Grand Duchy of Poznan, which
drew the attention of the Prussian police, was associated with Pudliszki because there
could have been other reasons for his visits to Greater Poland. Cf. Zofia Muszyniska,
“Na wielkopolskim tropie Norwida,” in: Literackie przystanki nad Wartg, ed.
Zygmunt Szweykowski (Poznan: Wydawnictwo Poznanskie, 1962).

34 Cf. Stefan Kieniewicz, Spoleczeristwo polskie w powstaniu poznariskim 1848 roku
(Warszawa: Towarzystwo Naukowe Warszawskie, 1935), p. 61.
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which the Prussian authorities issued to Norwid prior to 7 June. The poet did
not leave as planned, because the officials from the Russian embassy in Berlin
added their allegations resulting from both Kisielew’s cable and Norwid’s con-
frontation with Fonton to the charges by the Prussian authorities. Jan Kozmian
was not aware of “the reason for the harsh treatment of our Cypr.”

Release

Once he was in Brussels, Norwid wrote to Trebicka on 11 August 1846: “Tak
zmeczonym jeszcze sie czuje po podrézy, ktdéra $piesznie odbylem, ze nie
przedsigbiore listu” (PWsz VIII, 40) [“I still feel so tired after this journey,
that I had to make quickly, that I cannot endeavor to write”]. And in 1880 to
Konstancja Gorska, he wrote:

Ksigze Wilhelm Radziwill byl faskaw méwi¢ o mnie Krélowi Pruskiemu i tym
sposobem ulatwiono mi ujechanie z wiezienia - méwi¢ ujechanie, nie: ucieczke,
bo nie uciekatem nigdy!

(PWsz X, 142)

[Prince Wilhelm Radziwilt was kind enough to tell the Prussian King about me,
and because of that it was easier for me to get away from prison - Isay get away,
not escape, because I never escaped!]

And here are fragments of Kozmian’s letters to Plater from Berlin - from 9 and
25 July 1846:

Thus far it was not necessary® X. Wil.,, but I have already briefed him.

It’s a shame, that X. Wilh. is not here and won’t be back any time soon, I have
briefed him on the matter, but it was not yet necessary to use his influence.

As we remember, the Prussian authorities released Norwid shortly after 25 July.
He was not asked to leave Berlin; the poet voluntarily spent a few more days in the
clinic recovering after he had regained his freedom. Together with Kozmian, they
agreed that after leaving the hospital, “he would go to P. Bod.” and try to stay there.

Deciphering the abbreviation “P. Bod.” was made easier in part by Erzepki,
who had written: “Bodelschwing? 19 May 1847” in the margins of the copy of
the letter. Presumably, this name was mentioned in KoZzmian’s later correspon-
dence with Plater (in a letter from 19 May 1847), and Erzepki had made the

35 The copy is missing a phrase here. The sentence can be completed as follows: “Thus
far it was not necessary [to use the influence] of X. Wil[helm Radziwill], but I have
already briefed him.”
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connection with that “P. Bod.” If this guess is correct, Norwid was meant to
go to Ernst Bodelschwingh, the Prussian Minister of the Interior at that time,
or to his brother Carl, a high-ranking official in the Prussian administration,
or in any case, to someone else from this family. Being able to take advantage
of the kindness of such influential people in Berlin suggests that one of the
Bodelschwinghs could have been instrumental in Norwid’s release.

This hypothesis seems all the more probable considering that Prince
Wilhelm Radziwilf’s assistance, which Kozmian, and probably also Plater and
Cieszkowski, were counting on, is doubtful. Norwid knew about these efforts
from Kozmian or Doctor Dieffenbach, hence his mention of Wilhelm Radziwitt
in the letter to Gérska from 1880.

But Radziwill’s intervention on behalf of the poet, especially to Frederick
William IV himself, seems unlikely for several reasons. On 22 July 1848, the
Prussian king, according to the newspapers of the time, was traveling the route
Erfurt - Nuremberg - Regensburg — Karlsbad - Cieplice; he would not have
been in Potsdam until 1 August.’* Wilhelm Radziwitt was also not in Berlin at
that time, and besides, on 25 July, KoZmian wrote to Plater that Radziwilt did
not think it possible to use his influence in the matter. And so, if Norwid owed
him for anything, it could only have been the carefully manipulated correspon-
dence, possibly intended for one of the Bodelschwinghs.

Despite the withdrawal of the arrest warrant and permit to stay in Berlin,
soon after regaining his freedom, Norwid made a quick and “amusing” journey
to Brussels. The Prussian authorities no longer had any claims on the poet, but
the Russian embassy had no intention of ending its watch.

Krasinski wrote to Potocka on 25/26 January 1848 from Rome:

However, after a month and a half, the representative of the soul [Norwid] flew
away down the iron road, quick as a thought, and the representative of the body [Fonton],
who knew nothing about it, sat in his office and was preparing to give the order the next
day that he be seized and taken further into the depths of earthly hell iron-bound.”

The poet’s friends did not know the Russian side’s allegations and could not
predict their consequences. Promising to help “however much and in whatever
way he needs,” they considered Norwid’s further stay in Berlin to be necessary.
This plan was thwarted by an unforeseen circumstance: the Russian embassy

36 “Gazeta Wielkiego Ksigstwa Poznanskiego” No. 174 (1846). Under the heading
“Wiadomosci krajowe.”
37 Krasinski, Listy do Delfiny Potockiej, Vol. 111, pp. 605-606.
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intended to ask that the poet be handed over to the tsarist authorities, who were
to impose a penalty at their own discretion. Having been warned in time by a
friendly someone, Norwid “got away” to Brussels.
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Teresa Skubalanka

Norwid’s Poetic Style from a Historical
Perspective

Abstract: The aim of the article is to analysethe stylistic and linguistic relations
between Norwid’s poetry and the works of other Polish Romantic poets, in particular
Mickiewicz and Stowacki. The author characterises those features of Norwid’s style and
language that are considered particularly characteristic of his poetry, i.e. the tendency to
etymologization, his love for neologisms, the poetics of silence, understatement, allusions
(which in this article are considered to belong to the superior category of ellipticism),
the use of adages and hieratic style (including the tendency to archaization), and irony.
The researcher notices that all these categories are also characteristic of the language
of poetry of other great Polish Romantics, and therefore does not see the need to study
Norwid’s language and texts in isolation from the Polish Romantic context. However,
the features that make Norwid’s style distinct from that of Polish Romanticism, are -
according to the researcher - the phenomenon which she refers to as “specific poetic non-
pictoriality” and the particularly strong discursiveness (dialogicity) of Norwid’s poems.

Keywords: Cyprian Norwid, poetry, linguistics, stylistics, poetic style, style of Romantic
poetry

The need for a historical view of Norwid’s creative work was demonstrated
quite a long time ago — Wactaw Borowy,' Zofia Szmydtowa, and somewhat later
Zofia Stefanowska, among others, wrote on this subject. However, it so happens
that the only monographic study of the poet’s language by Ignacy Fik consid-
erably diverges from the historical point of view.? We should thus try to make

1 Cf. Waclaw Borowy, “Norwid poeta,” in: Wactaw Borowy, O Norwidzie. Rozprawy
i notatki (Warszawa: PIW, 1960), p. 17; Zofia Szmydtowa, “Norwid wobec tradycji
literackiej,” Spraw. Gimn. im. C. Plater-Zyberkéwny (Warszawa: Jan Cotty, 1925);
Zofia Stefanowska, “Norwidowski romantyzm,” Pamietnik Literacki, 59, Vol. 4 (1968)
and other studies, prominently works by Tadeusz Makowiecki (e.g. “Mlodziencze
poglady Norwida na sztuke,” Pamigtnik Literacki, 24, 1927). It is impossible to men-
tion all the major studies on this subject.

2 Ignacy Fik, Uwagi nad jezykiem Cypriana Norwida (Krakéw: Kasa im.
J. Mianowskiego, 1930). This study was critically discussed by W. Borowy, who
wrote: “Apart from history, also the evaluations of linguistic phenomena are wrong
here” (“Norwid poeta,” p. 169) and also by A. Obrebska-Jabtonska (Jezyk Polski 16, 1,
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some observations to complement the current state of knowledge about the his-
toricity of Norwid’s poetic style.

The writings of the poet do not form in their entirety — as Zdzistaw Lapinski
puts it — “a closed poetic world,” or at least they only seemingly constitute
such a closed world. One of the difficulties arising from understanding the
poet’s works becomes his language, and this is for two main reasons. First, the
language of Norwid’s works is separated from us by a distance of more than one
hundred years. It is not only about the change of the time perspective, it is also
about the fact that today’s Polish language is qualitatively different from that
used in the nineteenth century. The linguistic competence of the contempo-
rary reader and the virtual audience of the poet’s works are comparable only to
some extent. Returning to the thought outlined above, we will secondly stress
the importance of what is sometimes called the “concept of language realised in
the work.” The line of our reasoning in this respect will aim to show the stylistic
and linguistic connections between Norwid’s poetry and the works of other
poets of that time. In the absence of extensive studies on the subject, at least
some major problems in this area should be mentioned.*

Above all, we lack thorough research into the poet’s manuscripts.’ The
review of the manuscript of Vade-mecum, published by Wactaw Borowy,*

p. 16). Nevertheless, in the ensuing parts of this study, we will have to refer to I. Fik’s
observations more than once. At the same time, many valuable sources of historical
and literary knowledge, such as the works of T. Makowiecki, K. Gérski and others,
will not provide sufficient context of reference because they pay too little attention
to Norwid’s language itself.

3 Zdzistaw Lapinski, Norwid (Krakow: Znak, 1971), p. 9; cf. the sentence: “The closed
poetic world of every writer opens up completely to us only when we can read the
very principle of building this world, realised in the work of the concept of language.”

4 Itseems to be a cliché today to claim that the poet’s links with contemporary litera-
ture are not synonymous with so-called influences. Cf. Fik, Uwagi, p. 12.

5 It must be said with sadness that the phototypical editions of manuscripts cannot
fully recreate the sometimes subtle strokes of the author’s pen. We were plausibly
convinced of this by the studies of the manuscripts of Pan Tadeusz, cf. the work by
Halina Cie$lakowa, Henryk Misz, and Teresa Skubalanka, “Praca Mickiewicza and
jezykiem Pana Tadeusza na podstawie autograféw,” in: O jezyku Adama Mickiewicza.
Studia, ed. Zenon Klemensiewicz (Wroctaw: Zaktad Narodowy im. Ossolinskich,
1959), pp. 87-184.

6 Cyprian Norwid, Vade-mecum, autograph image, with preface by Wactaw Borowy
(Warszawa: Towarzystwo Naukowe Warszawskie, 1947). Henceforth referred
to as V.
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allows us to think that both the edition of Zenon Przesmycki and that of
Juliusz Wiktor Gomulicki largely erase the mid-verse phonetics of the original,
making concessions mainly in rhymes. This is how, for example, in the poem
“Socjalizm” [“Socialism”] there clearly is gl6b [globe], while in Gomulicki’s edi-
tion there is glob (PWsz II, 19), giestem [with gesture], while in the Gomulicki’s
edition gestem (PWsz I1, 25), mondury [uniforms] vs. the literary form mundury
(PWsz 11, 27), Zwierciadel [mirrors] vs. zwierciadet (PWsz 11, 23). The same
applies to Przesmycki-Mortkowicz’s edition;” for example, in the famous poem
from the Vade-mecum cycle which begins with the words “Klaskaniem majac
obrzekte prawice” [“With hands swollen from clapping”], even in the rhyme
to the word lisciu [leaf], the form of przysciu [coming] (as found in MS) was
changed to przyjsciu (Pw 57).

Ultimately, according to the principles of editorial art, the publisher has the
right (depending on the nature of the edition) to make certain changes to the
legacy of the author, and this is not the point here, but we would like to support
the well-known idea of the need to examine the manuscripts in parallel with
studying the poet’s prints.

A look at the manuscript of Vade-mecum enables us to notice that even the
fair copy of this cycle was subject to considerable stylization. This is evidenced
by such changes as the replacement of Lecz [but/though] with Acz [though
<obsolete>] (“Przesztos¢” [“The Past”], “Powies¢” [“Novel”]), wspomni [recall]
with spomni [recall <obsolete>], and the change of czfowiek [man] to mgz [hus-
band/man <obsolete>] (“Grzecznos¢” [“Politeness”]). This is confirmed by the
conviction, in I. Fik’s work among others, about Norwid’s inventive, creative
attitude towards language;® in this case we see how the language used in his
works is detached from the colloquial ground, and given a certain archaic,
hieratic style.

At the present stage of research on the manuscripts of the great Romantic
poets, it would be difficult to say whether this phenomenon was more wide-
spread. In our previous study of the manuscript of Mickiewicz’s Pan Tadeusz,
the archaization of the style occurred alongside other, even contrary tendencies

7 Cyprian Norwid, Poezye wybrane z calej odszukanej po dzis spuscizny poety [Cyprian
Norwid’s Collected Works Found in Fragments or in their Entirety], compiled and
annotated by Zenon Przesmycki (Warszawa: Wydawnictwo J. Mortkowicza, 1933).
Henceforth referred to as Pw.

8 Fik, Uwagi, p. 87, cf. also p. 72: “The poet says something new.” (However,) “the intro-
duction of new content technically requires a new word layout ... the word appears
as a symbol of new content.”
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to make the language more colloquial. Due to this, it had strictly limited sty-
listic and compositional functions.’ But Vade-mecum was created in a different
period of development of Polish Romantic poetry, probably before 1866, which
at that time generated a different historical arrangement of external poetic
influences. This will be addressed below.

From the stylistic point of view, we should exclude those components of
poetic texts,' which, as mentioned above, result from the purely linguistic dif-
ference between the competencies of the author and those of the receivers of
these texts. This distance may also indirectly affect the description of Norwid’s
poetic style, thus it should be analysed right at the beginning of said description.

In the history of the poet’s language (not his style), we can see several signifi-
cant phases, determined by the vicissitudes of his life. The first period, including
his childhood and youth, extremely important due to the development of basic
habits that determined the linguistic basis of all his work, is marked by the
co-presence of Masovian' and borderland features. The Masovian features,
which at the same time permeate the colloquial speech of the residents of
Warsaw, include, for example, words without ablaut, such as: zniesg si¢ (PWsz
II, 343) [bear each other] (in the mid-position), biera (PWsz 11, 367) [take] (in
the rhyme), rozmieta (Vm 110) [disperse] (in the rhyme); accusative forms such
as druge (Pw 26) [second] (in the rhyme). Undoubtedly, some forms originate in
dialects, e.g. wielgoluda (Pw 312) [giant], letsze (Vm 16) [lighter], mondury (Vm
16) [uniforms], wzigs¢ (Vm 57) [take], obejmaé Vm 58) [embrace], garta (PWsz
I1, 185) [throats] (in the rhyme to oparfa [lean]), tchniéj (Vm 82) [breathe] (in
the rhyme), kt6$ (Vm 52) [someone], and cds (Vm 23) [something]. This seems
to be a Masovian feature - to extend vowels in such forms as si¢ uczem (PWsz
I1, 366) [learn] (in the rhyme to kluczem [key]) (although it might be assumed
that the ending -m instead of -my had already been recognised as an inflexional
poetism), odleciem (PWsz 1, 96) [fly away].

There are also particular dialectal words, such as roki ‘lata’ (PWsz I,
61) [years], ino ‘tylko’ (Pw 390) [only], and lichy ‘staby, chory’ (PWsz II,
262) [weak, sick]. These components appear in the poet’s non-stylised texts. By
contrast, for example, nadobne dziewcze [a comely lass], taken from folklore
performs a stylistic function in the poem “Do wiesniaczki” (Pw 221) [“To the

9 Cf. Cieslakowa, Misz and Skubalanka, “Praca Mickiewicza,” p. 150.

10 In this study, I analyseonly rhymed works, as they correspond to poetic works.

11 The presence of these features in Norwid’s language was indicated by A. Obrebska-
Jabloniska in the quoted review of I. Fik’s book, published in Jezyk Polski.
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Peasant Girl”], similar to the basically non-dialectal epithets malinowy [rasp-
berry] and kalinowy [viburnum] in the poem “Préby” (Pw 183) [“Attempts”].

Alongside the Masovian features, in Norwid’s prints and manuscripts we
can sometimes, albeit rarely, find features of borderland Polish (the poet’s
father came from Lithuania), which include the features that are well known
from the analyses of Adam Mickiewicz’s language, such as the reduction of
6 and palatalised consonants, cf. e.g. the rhyme popié? [ash] - dopigl (Pw
13) [button up], clearly reflecting the pronunciation of popio?, the notations
such as koscio? (Vm 51) [church], wzniostszy (Vm 80) [having raised], przyjaciot
(Vm 57) [friends] (whereas in the whole manuscript we can observe very careful
marking of diacritical signs), rhymes za stof [behind the table] - wzigt (Vm
84) [took], nozem [with a knife] - aniolem strozem (Vm 84) [guardian angel].
However, it should be borne in mind that, for example, some differences in
the distribution of 0 - ¢ were of general national character at that time, e.g.
o in bole (Vm 104) [pains] (in the rhyme to stole [table]), tlomaczesi (Vm
73) [explanations], perhaps mowit (Vm 78) [was saying]. This category may also
include: Zwierz (Vm 35) [animal], Zwierciadet (Vm 23) [mirrors], and spetZnie
(Vm 57) [fade].

Substandard (dialectal) Polish elements can be found in the poet’s entire
work, also not determined by a particular stylization.'> These are thus systemic
features.

When reading the works of the authors of the past centuries, we are not
always fully aware of the temporal veil separating the language of that time
from the language of today. Since Norwid was rightly regarded as a poet who
used language particularly difficult for readers, this also applies to the present
day audience; the description of the linguistic background on which the poet’s
style developed requires more comprehensive explanation. Of course, this
study cannot offer such an extensive description. We should therefore high-
light a number of features that occur quite often. As it is known, the Polish
pronunciation in the first half and middle of the nineteenth century was
characterised by the residual retention of old ¢, pronounced as /i/ or /y/, e.g.: wié
(Vm 21) [knowl], zégarek (Vm 72) [watch], papiér (Vm 80) [paper], swicg (Vm

12 A separate issue is the combination of such distinct features in a language system.
However, it turns out that in a circle of one family such syncretism did not lead to
the absolute elimination of the speech properties of one of the parents, but turned
into a peaceful coexistence, differentiating the linguistic background of the child.
(Today, after a deeper study of Norwid’s rhymes, I would be more cautious about his
supposed “borderland features”).
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82) [candle] (in a rhyme), swiécg [candle] - blyskawicg (Pw 55) [lightning], w
powicie [in the district] — dziécig (Pw 19) [child], nié ma [there is not] - oczyma
(PWsz I, 70) [eyes]. Another feature of this phonetics was (although with
some exceptions) pronouncing foreign clusters -ja as /-ija/ || /-yja/, such as in
Julijusza (PWsz 1, 108), Adrian (read as Adryjan) (Pw 380 £.), and pronouncing
the cluster ge as /gie/, e.g. giestem (Vm 16). In terms of word formation and
inflection we can mention, such properties, among others, as the greater pos-
sibility for gradation of adjectives and even participles, e.g. niepoietsze (Vm
6) [more incomprehensible], ztotszych (PWsz 1, 69) [goldener], verb formations
ending with -nienie, -niony instead of today’s -niecie, -niety, e.g. kwitnienia (Vm
2) [blooming], owionionego (Vm 37) [wrapped], adjectives ending with -ny that
are more frequent than today and more dependent on the meaning of the verb
base, e.g. w szelestnej sukni (Pwp 117)" [in the rustling gown], rekg dosiezna
(Pwp 111) [reachable with hand], and different uses of verbal affixes and stem
modifications (the latter perhaps only in the colloquial style, in connection
with dialectal use), e.g. zawiezuje (Pwp 32) [I tie up], wyceli¢ (Pwp 121) [aim],
zawsciggnione (Pwp 85) [restrained], grosz zwierzony (Pwp 85) [entrusted
money], dla uszow w swej zatylych dumie (Pwp 120) [for the ears grown in
their pride], and psowa (PWsz 11, 217) [spoil]. We will return to the question of
neologisms later, but here we will yet pay attention to a few more inflectional
forms common at the time, e.g. na Alpéw szczycie (PWsz 11, 46) [on the peak
of the Alps], panig (Accusative, singular) (Pw 249) [mister], generaly (PWsz
II, 172) [generlas], czynowniki (Pwp 111) [chinovniks], buntonwiki (PWsz I,
122) [rebel] - forms with certain connotations, which may also occasionally be
found in current language use.

There are a lot of words and expressions different than in the current
state of the Polish language, forms completely forgotten or with changed
meanings, e.g. mdly (PWsz II, 227) [dull, ‘weak’], $piewajgc krzepko (PWsz II,
220) [singing vigorously, ‘powerfully’], jatéwce blednej (Pwp 111) [erroneous
heifer, ‘stray’], sensat (Pwp 146) [sensate, ‘educated man, intellectual’], nedznik
(Pwp 115) [wretched, ‘poor in the material sense’], powazny Narodzie (Pwp
61) [serious Nation, ‘respectable, honourable’], ubocz (PWsz I1, 256) [sideline -
feminine instead of neuter], humor (Pwp 56) [humour, ‘disposition’], trzymac
(Pwp 116) [keep, ‘judge’], mekintosz (PWsz 11, 137) [apple cultivar, ‘waterproof
coat’], and many others.

13 Cyprian Norwid, Pisma wierszem i prozg, compilation, introduction Juliusz Wiktor
Gomulicki (Warszawa: PIW, 1973). Further referred to as Pwp.
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Sometimes the semantic change of an expression, resulting from historical
transformations of the language in general, can even suggest to the contem-
porary reader the original metaphor, as in the famous poem “Pies$n od ziemi
naszej” [“Song of Our Land”]:

Tam, gdzie ostatnia $§wieci szubienica,

Tam jest mdj srodek dzi$§ — tam ma stolica,
Tam jest moj grod.

[Where the last gallows shines,

There is my centre today - there is my capital,
There is my fortress.]

Swieci [shines] means here ‘widnieje’ [can be seen].!

During his emigration, Norwid’s life was marked by strong foreign
influences, already discussed extensively in I. Fik’s monograph, including espe-
cially Latinisms and Germanisms.”” However, this issue requires a thorough
analysis, as it is not so simple. Not all foreign elements are stylistically rele-
vant. Entering the new, mainly Western European, emigration environment,

14 Inasoldier’s song from that time, we find a similar meaning, except that at that time
the following referred to a colour lighter than the background: tam na bloniu blyszczy
kwiecie [there on the common ground shines a flower] in Mickiewicz’s texts: Laura
blysneta w oknie, posréd mrowiska / Wrzucony motyl blyszczy, Dzieri caly blyszczg
wojska [Laura flashed in the window, amidst the anthill / A thrown in butterfly
shines, The whole day the army shines], often about flowers, according to Sfownik
jezyka A. Mickiewicza [Dictionary of A. Mickiewicz’s Language]. In Mickiewicz’s
language swieci¢ often appears in the meaning of ‘be prominent as a light spot
against a dark background, cf.: Niechaj nagie swiecg kosci, Drég tych nie dojrzysz
Swiecq $rod lasow [Let the naked bones shine, These roads you will not see ...
They shine among the woods], according to Stownik jezyka A. Mickiewicza. As for
the words discussed above, cf. the following documentation from the dictionaries —
krzepko ‘powerfully, humor ‘disposition,” mdly ‘weak,” powazny ‘having authority,
honourable, important’ — with quotations from Mickiewicz’s prose — bledny ‘stray;’
ile corresponding to the present ‘o ile’ [whereas] or conditional ‘jesli” [if] is richly
documented in Mickiewicz’s prose. According to Stownik Warszawski [Warsaw
Dictionary], sensat was still in use in the first half of the nineteenth century, as for
nedznik [wretched, miserable], let us recall the Polish title of the translated novel by
V. Hugo [Pol. Nedznicy] as a proof of the persistence of the old meaning. According
to Stownik Warszawski, ubocz was known throughout the entire nineteenth century.
Trzymac ‘judge about sth’ is listed in Stownik edited by Doroszewski as an expression
found in the works of writers from the first half of the nineteenth century.

15 Fik, Uwagi, p. 25 £.
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Norwid, like other Polish artists in exile, also entered the circle of extended civ-
ilization and culture, both in the material and linguistic sense. Mickiewicz, for
example, wrote about juste-milieu, and Stowacki about manatees (i.e. sea cows),
but none of them was as entangled in current European issues as Norwid. Such
deep participation in the problems of the world at that time must have inevi-
tably led to a weakening of contacts with the original environment, with the
country, with the mother tongue.

Norwid, as a poet of declining Romanticism, was creating in a different his-
torical situation, although several of the main structural principles of his style
derive directly from the poetics of Mickiewicz or Stowacki. The separation from
the living language of the nation, from the language of folklore, goes hand in
hand with the intellectualization of poetic expression - the use of foreign, tech-
nical, or scientific terms - types of neologisms. The poem “O historii” [“On
History”] becomes a kind of poetic scientific dissertation, while such notions
as socialism or puritanism become the themes of poems. Terms such as element
(PWsz 1, 127), dysertacja (PWsz 1, 127) [dissertation], eksperyment (PWsz II,
225) [experiment] proliferate during the period of emigration.!®

A completely different context in Norwid’s works has antique echoes, not
only reinforced by his personal contact with the art and culture of Rome during
his Italian travels, but also determined by the multitude of arts he practised,
as well as by his historical sense, i.e. the links between antiquity and the old
Polish language, along with Norwid’s historiosophical ideas. Thus, at this point
we come to the analysis of the poetic programme and its specification, i.e. the
issues of the poet’s style.

This style developed as a concretization of various types of the poet’s
language, including those already characterised in the previous part of this
article.

Most of the significant stylistic and linguistic categories of Norwid’s
poetry result from their affinity with (or often perverse relation to) the style

16 Wactaw Borowy reproached I. Fik for giving only selected examples (Fik, Uwagi,
p. 167). As for this issue, we have to admit that a style researcher who does not use
statistical methods is always satisfied with a selection of the examples described. The
essence of the scientific nature (i.e. reliability, truthfulness) of such an analysis lies
in the reliable categorization of the mentioned examples.

17 The definition of style as a kind of specific concretization of language is discussed in
more detail in my work “Zalozenia analizy stylistycznej,” in: Problemy metodologiczne
wspolczesnego literaturoznawstwa, ed. Henryk Markiewicz, Janusz Stawinski
(Krakow: Wydawnictwo Literackie, 1977), pp. 260-266.
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of Romantic poets. However, before we provide a more detailed description of
these categories, we need to define the term itself.'® The term ‘stylistic category’
is used here to refer to the concentration of characteristic features, or put dif-
ferently, the concentration of linguistic components that are vehicles for these
features. A stylistic category differs from other linguistic categories in its ref-
erence to a specific text or set of texts, whereas linguistic categories relate to a
system and to texts. Moreover — there is no room here for a detailed analysis of
this concept - the stylistic category as such indicates the presence of selected
stylistic components and their functions.

A vparticularly characteristic category for Norwid’s style is the use of
neologisms. The poet’s neologisms were studied by Fik, who paid particular
attention to compound formations featuring the segments wschech- [omni-
], nie- [non-], and bez- [without-], but also to neologic verbs, such as psalmic¢
sig [to psalm], e.g. in the quote: Gdy tyle bolow, smutkéw, tyle sie dzis psalmi
[When so many pains, sorrows, are so much psalmed today]. Above all, how-
ever, the researcher’s attention was focused on the so-called hyphenated
formations, involving either combined phraseological units (e.g. mgdros¢-
ktamstwa [wisdom-of-lie] vs. klamstwo-wiedzy, PWsz I, 123 [lie-of-wisdom])
or the separation of the morphemes of a single word (e.g. cato-lico, PWsz 1,
195 [whole-faced]).”” This issue was also addressed by Bozena Sikorska in an
article published in an ephemeral student magazine,” entitled “Zagadnienia
zwigzkow jezyka C. Norwida z epoka na przykltadzie nowotwordéw,” in which,
based on Wlodzimierz Cwik’s and my own research on the neologisms of
Romantic poets, she convincingly concluded that all the formal types of
Norwid’s neologisms stem from the poetic practices of that era. A large number
of these new expressions in Norwid’s poetry are linked to other trends in the
development of the poetic style after 1840.% The poet expanded hyphenated
formations and word clusters to an enormous extent.

18 This issue deserves a separate article, as does the reconstruction of the style theory
based on the poet’s direct statements. Much has already been written about this sub-
ject, especially in connection with Norwid’s theory of silence. Unfortunately, this
problem needs to be put aside for an intended monograph on the poet’s style.

19 Cf. Fik, Uwagi, p. 40 f.

20 Mtoda Mysl. Dwumiesigcznik K6t Naukowych, year I, Vol. 1 (Rada Uczelniana ZSP
UMK, 1958), pp. 38-50.

21 According to my calculations, which did not include Norwid’s neologisms, the total
number of “peculiar” formations in the years 1820-1830 accounts for 40% of the new
word-formations, in the years 1830-1840, 80%, and in the years 1840-1850, 78% of
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Sikorska rightly notices here both the influence of the language used by the
philosophers of that time, and Norwid’s striving for poetic etymologization,
which was supposed to lead the author to meanings hidden in the word under
its external form, which Norwid called the letter. Fik wrote extensively about
the poet’s etymologies, drawing attention to the various functions of the word
in Norwid’s poetry and to his peculiar theory in this respect. This theory
emphasises the sign function of the word, i.e. the fact that an extrasensory
content, which the poet called the spirit, is revealed in the word. Hence his
extremely serious attitude to the text he formulated, his respect for every word
and the thesis that a word not spoken also speaks and is a sign.

If we now turn our attention to these etymological ideas of Norwid, we
must recall that they belonged, in a way, to the mainstream of the epoch, that
all outstanding poets were etymologising to some extent, and the most fan-
tastic manifestation of that was Adam Mickiewicz’s “Pomysty etymologiczne”
[“Etymological ideas™].

It is impossible not to mention at this point the role in popularising ety-
mology, which was played by Jan Nepomucen Kaminski’s study “Czy nasz jezyk
jest filozoficzny,”** full of not only neologisms (umostowie ‘logic,” postaciowny,
wid, and wied umu etc.), but also — which in this case is even more important -
hyphenated formations, such as przy-czucie, Lellum-po-Lellum [namby-pamby],
slepo-umny, u-waza¢, and za-sumac sig. This work was extremely popular at
that time and, among others, quoted by Mickiewicz at his Paris lectures. Thus,
in general, Norwid’s neology, although in many respects exaggerated, fits into
the developmental style of late Romantic poetry.

The second category, emerging as a result of the analysis of the poet’s style,
includes silence, understatement, and allusion. I subsume these concepts under
one category because, despite some differences, they are linked, generally
speaking, by the phenomenon of semantic and formal-linguistic ellipsis.

Although the stylistic figure of allusion originates from ancient rhetoric,
its real domain was Romantic poetry - through reminiscences (even Pan
Tadeusz starts with reminiscences from Jan Kochanowski’s epigram) and al-
lusion proper. The master of the latter was Stowacki; some of his texts, such as
Balladyna or the poems “W Szwajcarii” [“In Switzerland”] and “Anhelli” are
spun from an intricate yarn of reminiscences and understatements, most often

words of dubious novelty collected by me. See Teresa Skubalanka, Neologizmy w
polskiej poezji romantycznej (Torun: PWN, 1962), p. 181.
22 Printed in the yearbook Haliczanin (Lwow, 1830), Vols. 1, 2.
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originating in literature. A special place belongs here to the poem Beniowski
with its distinct meta-commentary.

However, the beginning of this deconstruction of text semantics coincides
with the emergence of ballads, where the words mysterious and strange gain
an aesthetically positive value. In the ballads, we can find a programme of
understatement or silence. Here we can recall the famous stanza of Mickiewicz’s
“Switezianka” [“The Nixie”]:

Ona po srebrnym plasa jeziorze,

On pod tym jeczy modrzewiem.
Ktdz jest mlodzieniec? - strzelcem byl w borze.
A kto dziewczyna - ja nie wiem.”

[She plays where the lake glitters silver and clear,
He groans under this larch tree,
Who is the lad? - he was a forest ranger here,
And who is the maiden? - she is strange to me.]

The poetics of silence has also woven the clever tissue of the composition of
Jacek Soplica’s deathbed confession in Pan Tadeusz.

Unfortunately, this category in Norwid’s poetry has not been given a more
detailed, linguistic and stylistic analysis. It can be assumed that it is as mul-
tifaceted, not omitting literary reminiscences and allusions, as in works
by other Romantics, e.g. in the poem “Czestochowskie wiersze” (PWsz I,
141) [“Czestochowa Rhymes”], or in the poem “Do Jézefa Bohdana Zaleskiego”
[“To Jézef Bohdan Zaleski”], imitating his style:

Ej - iz lutnig ztoto-runa,
Zloto-usta, siedmiostrunag,
Nieba obiec sklepy
Lzej - niz piosnke raz zaczeta
Juz we fletni¢ da¢ peknieta,
Jak wldczega slepy.
(PWsz I, 85)*

23 Adam Mickiewicz, “Switezianka,” in: Adam Mickiewicz, Dziela, Vol. 1: Wiersze
(Warszawa: Czytelnik, 1955), p. 118.
24 Some of the reminiscences are characterised by dubious allusiveness, e.g. in the fol-
lowing passage imitating Stowacki’s style:
Wiec - z tym Aniofem, ponad szatg ciata,
Co na kolana zgieta si¢ i padta,
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[Hey - and to run with a gold-plated lute
With golden mouth, with seven strings,
Around the heavenly vault.
Is easier — than a song once started
To blow with the cracked pipes,
Like a blind rolling stone.]

Sensitive to the styles of other poets, Norwid does not melt his stylistic origi-
nality in allusions and pastiches, as Sfowacki did sometimes.

Undoubtedly, the interrupted poem suggests the continuation of the lyr-
ical action, as such is the case in “Bema pamieci zalobny-rapsod” [“A Funeral
Rhapsody in Memory of General Bem”], where in the ending we read:

I powleczem korowdd, smecac ujete snem grody,

W bramy bijac urnami, gwizdajac w szczerby toporéw,
Az sie mury Jerycha porozwalajg jak kiody,

Serca zmdlate ocucg - plesn z oczu zgarng narody...

Dalej - dalej - -
(Pwp 35)

[And we’ll drag the cortege, troubling slumbering forts,

Hitting their gates with urns, whistling through notches in axes,
Till Jericho’s walls go tumbling like logs,

Swooned hearts will revive — nations clear mold from their eyes...

On —and on — —]*

The interrogative is considered one of the most common figures of understate-
ment. Norwid’s poems are full of questions, but it should be noted that their
functions are diverse. Rarely does the question, as was the case in the ballads,
show us the uncognisabilty and mystery of the seemingly familiar world:

Ja, duch, stanalem, jak fontanna biata,
Odrywajaca si¢ z swego zwierciadla —

(Pw 33)

[So - with this Angel, above the bodily robe,
Which bent to the knee and fell off,
I, the spirit, stood like a white fountain,
Breaking away from its reflection -].
25 English translation by Danuta Borchardt in collaboration with Agata Brajerska-
Mazur, in: Cyprian Norwid, Poems (New York: Archipelago Books, 2011), p. 93.
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“Czemu zwaliska? i czemu zastona?
Czemu niewiescia?” — krytyk niech juz pyta,

Ja - nie wiem... widze i rzecz kreéle smutno

Jakbym byt jednym z ciggnacych zurawi,

Co cien swdj wiodg przez masztowe plétno,

Nie myslac, czy stad obraz si¢ zostawil...

(Pwp 35)

[“Why ruins? and why a vail?
Why a woman’s?” - let the critic demand,

I - do not know... I see and sketch this sadly

As though I were one of the flying cranes

That drag their shadow across the sails

Not thinking whether any trace remains!...]*

The vast majority of the questions in Norwid’s poems are related to the category
of discursiveness, which will be discussed below. At this point, we should also
mention the formal ellipsis which supports silence (an example from the poem
“Wczora-i-ja” [“Yesterday-and-I"]):

W uszach mi szumi (a nie znam z teoryi,

Co burza?) -

Wigc $nie i czuje, jak sie tom historyi

Z-marmurza...

(Pw 56)

[In my ears a roar (not theory — don’t I know
A storm?) -

So I dream and sense that history’s tome
Turns marble-hard...]”

The basis of the myth of the so-called “incomprehensibility” of the poet was
often the accumulation of the many stylistic tendencies of his predecessors,
taken to the extreme. The constant parabolicity of Norwid’s poetry was also a
significant reason for his lack of contact with the reader.

26 English translation by Adam Czerniawski in: Cyprian Norwid, Selected Poems
(London: Anvill Press, 2004), p. 37.
27 English translation by Danuta Borchardt: Norwid, Poems, p. 117.
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The category of parabolicity (symbolism, allegory) in Norwid’s style is asso-
ciated with his use of adages. Both of these properties lead to the semantic
“thickening” of the poet’s texts, which all the researchers of his mature poetry
paid close attention to, and to which Michat Glowinski even devoted a separate
study, regarding Norwid’s parables.? Norwid’s poetic texts are built as if on
two parallel planes - on the plane of the surface structure and on the plane of
the deep structure® (in a more autonomous way than occurs normally). This
arrangement of the text ensures maximal semanticization, since even a tiny
fragment of reality described in the language of the surface structure gains
additional meaning in the deep structure of the text. This is what happens, for
example, in the poem “Moja piosnka (I)” [“My song (I)”] with a symbolically
represented black thread:

Zle, 7le zawsze i wszedzie

Ta ni¢ czarna si¢ przedzie:
Ona za mng, przede mna i przy mnie,

Nie rozerwe, bo silna,
Moze $§wieta cho¢ mylna,
Moze nie chce rozerwac tej wstazki;

(Pw 16)

28 Michal Glowinski, “Norwida wiersze-przypowiesci,” in: Cyprian Norwid. W 150-lecie
urodzin. Materialy konferencji naukowej 23-25 wrzesnia 1971, ed. Maria Zmigrodzka
(Warszawa: PIW, 1973) [published in the first volume of this edition as: “Norwid’s
Poem-Parables,” pp. 337-374 - editor’s notes]. The contribution contains important
observations, resulting from previous analyses of the category of parabolicity, namely
the statement that there is a “dialectic of concreteness and schematicity” (p. 73) and
that allegory is a “two-level structure” (p. 79). The author sees in Norwid’s poetry
a combination of conceptual and poetic language through free assembly of expres-
sion. A similar statement can be found in Zdzistaw Lapiniski, who demonstrates in
Norwid’s poetic style, among others, “the tactics of combining very sensory, very
specific representations with elements of abstract concepts” (Lapinski, Norwid,
p- 29). In connection with a number of other problems raised in the article, such as
the perception of tradition, irony, or brevity, Lapinski rightly describes Norwid’s
poetic expression as “having maximal content,” but “at the same time, the expression
[leaves] a wide field of diverse, opposing and complementary semantic intentions”
(pp- 27-28). The very last sentence seems disputable.

29 Cf. Teun Andrianus van Dijk, Beitrdge zur generativen Poetik (Miinchen: Bayerischer
Schulbuch Verlag, 1972).
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[Oh, sorrow, sorrow from end to beginning,
The black thread is spinning:
It is behind, it’s ahead, and it’s with me

I can't rip it — it’s strong,
Perhaps holy, though wrong,
Perhaps I've no wish to tear this ribbon;]*°

The growth of deep planes can be seen especially in the poet’s later works, for
instance, consider Poem LXXXIII from the Vade-mecum cycle, entitled “Sens-
$wiata” [“Sense-of-the-World”] based on various detailed facts from the ban-
quet, which reveal a different content at the end of the work:

Sens z tego, ze dziwnie przewrotnym jest §wiat:
A gdy nie masz miejsca, to ci¢ Zenia,

A skoro pogrzebia — dodaja sto lat,

A gdy zapominajg — cenia!

(PWsz 11, 117)

[The point is that the world is strangely perverse:

And when you don’t have a place, they’ll get you married,
And once they have buried you - they add a hundred years,
And when they forget you - they appreciate you!]

In this respect, we must recall the transformation of Mickiewicz’s poetry —
prophetism growing in exile, the sense of an exceptional, missionary role in the
history of the nation, expressed in the parabolic works Ksiggi narodu polskiego
i pielgrzymstwa polskiego [Books of the Polish Pilgrimage] and Zdania i uwagi
[Opinions and Remarks], which perhaps have not yet been properly presented
in the entirety of the poet’s work, especially since the author himself added in
the title: z dziet Jakuba Bema, Aniola Slgzaka (Angelus Silesius) i Se-Martena
[from the works of Jakub Boehme, Angelus Silesius and Louis-Claude de Saint
Martin].

These modest notes, in the form of a diary, a chaotic collection of loose
reflections, constitute a pendant work for many other works by Norwid - the
interpreter of reality, squeezing out the essence of the facts described. Of course,
asa stylistician, T have to limit myself here to the most superficial interpretations

30 English translation by Danuta Borchardt: Norwid, Poems, p. 79.
31 Mickiewicz, Zdania i uwagi, p. 383. Anyway, the issue of parabolic affinity between
the two poets goes beyond the scope of Zdania i uwagi.
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(although the selection of meanings introduced is usually stylistically marked).
Therefore, it is worth noting, among other things, the variety of construction of
particular sentences and remarks. There are a lot of questions that set a problem
(e.g. Gdzie szkola scenicznikow, wodzéw i Spiewakow? / Tam, gdzie szkota dla
mrowek, bestyi i ptakéw [Where is the school for stage performers, chiefs and
singers? / There where is a school for ants, beasts and birds]), there is a discur-
sive line, a semantically generalising form of sentences, and there are also char-
acteristic conceptual antinomies (Trzezwy cztowiek bezpiecznie przy ogniu sig
grzeje, / Pijak ledwie sig¢ zblizy, na popiét goreje [A sober man is safely warming
himself by the fire, / A drunkard barely approaches and sets on fire and burns
to ashes)).

These features are multiplied in Norwid’s poetic style, especially in the
Vade-mecum cycle. However, in relation to Mickiewicz’s Zdania i uwagi, we
can notice a number of significant structural differences in the composition
of the epigrammatic text. The most important is the two-level semantics of an
expression as an implementation of the poetic principle of silence.

Not all of Norwid’s poetic texts (like those of other poets) have a two-level
structure in the stylistic sense — sometimes only the use of a trope indicates the
existence of the semantic depth of a certain text section.” For stylisticians, both
levels are important, although stylisticians, by their very nature, focus on the
textual surface.” This raises an extremely interesting problem of the adequacy
of each level. According to Van Dijk, the deep text is a microtext, while the sur-
face text is redundant in relation to it.** In the case of Norwid’s parabolic texts,
the situation is opposite; the reader has to interpolate the missing semantico-
grammatical particles of the read text in order to obtain a semantically com-
plete text, i.e. a text that is accessible to him.

An additional structural complication of Norwid’s poetic works results from
the distinct semantics of his language. It is worth quoting here an important
statement by Zofia Stefanowska about the independence of individual words

32 Whether each text has such a double structure in the linguistic sense depends
again on adopting such and not other methodological assumptions in the area of
linguistics.

33 Teun Andrianus van Dijk is of different opinion. He writes: “Der (Oberflachen-)
Satz kann nun so zusagen als stilistische Einheit angesehen werden,”Beitrdige zur
generativen Poetik, p. 97.

34 van Dijk, Beitrige zur generativen Poetik, p. 55. According to some conceptions, the
text of the artistic style is characterised precisely by a lack of redundancy.
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used by Norwid, from their context. For instance, the word lira [lyre] is ‘the
sound form of poetry, litera [letter] is ‘a form of the work or the external, formal
form of the word which has its specific meaning.*

The usage of adages, expressed in so-called generalising sentences (affir-
mative mode, detached nouns, sometimes personifications, frequent nominal
constructions, evaluating terms etc.) coincides with the category of hieraticity,
which was examined by, among others, Marian Piechal.’** Hieraticity is
Norwid’s most striking stylistic legacy inherited from his great predecessors.
It was particularly intense in Stowacki’s last works, e.g. in his constant variants
of Krél-Duch [King-Spirit], the fragments of which were known to Norwid
(not without significance are also his brother’s direct contacts with the dying
poet), as evidenced by, among other writings, the reminiscences of this Genesic
poem.”’

The hieraticity of style is expressed primarily in the use of archaisms (both
in the proper function, i.e. those characterising a bygone era, and in various
secondary functions). The plane of archaization is often mixed in Norwid’s
poetry with his contemporary time, e.g. in the poem “Bema pamieci zalobny-
rapsod” or in the poem “Epos-nasza” (1848) [“Our Epic”] which revises the
theme of Don Quixote. Hence the archaisms used in that work, such as prze-
chrobry (PWsz I, 161) [valiant] or z wiezyce (PWsz I, 161) [from a tall tower],
which serve as means of antique stylization, in the whole stylistic layer of the
work, gain additional, in a way “systemic,” meanings of projection into the
contemporary plane.

Generally speaking, it can be said that the vast majority of archaic forms,
expressions, and syntactic constructions do not serve proper archaization, but
rather poetic hieratization of the style. These include inflectional forms such as
meze (PWsz II, 110) [husbands/men], participles and adjectives such as polan

35 See the comments on this subject by I. Fik who wrote about the theory of words in
Norwid’s philosophy: “The word is the most general synthesis of the spiritual and
material element,” etc., Uwagi, p. 55. As for the quoted Zofia Stefanowska, cf. her
article “Norwidowski Farys,” in: C. Norwid. W 150-lecie urodzin, p. 559, where the
author writes that one can observe in the poet a “phenomenological treatment of
words, which results in the conviction that the word is equipped with a relevant
meaning and that it retains that meaning independently of the context.”

36 Marian Piechal, Mit Pigmaliona. Rzecz o Norwidzie (Warszawa: PIW, 1974), p. 83.

37 Here we should refer to such characteristic details as the use of the words rapsod (Pw
54) [rhapsody], repeatedly glob (Pwp 81) [globe], and harfiarz [harpist]. Unfortunately,
due to space limitations, this documentation cannot be expanded here.
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(Pwp 33) [wet/poured upon] and mocen (Pw 37) [powerful/strong], instru-
mental forms of plural masculine nouns and even feminine nouns ending with
-y, -i (z kaptany, Pw 89 [with priests], Bazaltowymi ... wargi, PWsz I, 307 [with
Basaltic ... lips]), genitive forms of feminine nouns with soft stems ending in
-e (my nie mamy ziemie, Pw 452 [we do not have land]), and a lot of archaic
pronouns, prepositions and conjunctions (Osly a konie szty Pw 382 [Donkeys
and horses walked], okrom Pw 45, ‘apart form, niZli Pw 30, ‘before, owdzie Pw
63, ‘there, ile, Pwp 26 ‘if’). There are also some archaic nouns, such as zbroica
(Pw 387) [armour] and biatoglowa (Pw 37) [lady], where we have the accumu-
lation of functions. Another exponent of the hieratic style may be religious
terminology.

Another well-known stylistic category characteristic of Norwid is irony.*® As
a specific semantic function of the components of language, it usually coexists
with paradox and antinomy, with word play. In this respect, the poet turns out
to be a child of his epoch who was provided patronage by such ironists as Byron
and Stowacki. Without addressing here the role of irony in Norwid’s literary
vision of the world, we would like, nonetheless, to discuss a few examples that
reveal the stylistic and linguistic character of this category.

The contrasting parts of a comparison, which characterises the concept that
is not so much elevated, but positively evaluated, have an ironic function. An

71

example from the poem “Czuto$¢” [“Tenderness”]:

Czulo$¢ - bywa jak pelny wojen krzyk,
I jak szemrzacych zrédel prad,
I jako wtér pogrzebny...

*
I jak plecionka dtuga z wloséw blond,
Na ktérej wdowiec nosi¢ zwykt
Zegarek srebrny - - -

(PWsz 11, 85)

38 Stefan Kotaczkowski (Dwa studia. Fredro, Norwid, Warszawa: Wydawnictwo
Droga, 1934) and other researchers of Norwid have devoted much attention to this
problem. Cf. also Maria Straszewska’s study: “Paradoksy w liryce Norwida,” in: Nowe
studia o Norwidzie, ed. Juliusz Wiktor Gomulicki and Jan Zygmunt Jakubowski
(Warszawa: PWN, 1961), which contains a description of oxymorons, seemingly
contradictory sentences and other exponents of this category with emphasis on their
worldview-expository functions.
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[Tenderness - it oft like a war-drenched cry,
And like wellsprings’ murmuring whirl,

And like a burial lament...
*

And like a braided long blond curl,
Upon which the widower is wont to wear
His silver watch — — -]*

Ironic reinterpretation (an example of another phenomenon, here about one of
the civilizations):

Zakrywajaca?... cieszy znéw inaczej:

Pokaz jej fez zdréj?... ona odpowiada:

“Nie trzeba zwaza¢ na to... co? to znaczy!...
Moze - deszcze pada.”

(Pwp 113)%

[Covering?... pleases again differently:

Show her a stream of tears?... she answers:

“You don’t have to care... what? this means!...
Maybe - it’s raining”].

And here is an example of irony that arises against the background of an anti-

nomic sequence of concepts, which was particularly characteristic of Stowacki:*!

Ogien-boski za-przestal by¢ Dziejow skazéwka.
(Natomiast - tanie mamy zapatki-chemiczne ...)

(PWsz 11, 90)

[The divine-fire has ceased to be the sign of History.
(But — we have cheap matchsticks-chemical ...)]

Smiech czlowieka byt wiciekly ...
Ktorym wybrzmiewat sarkazm, chrypnac z nienawisci:
“Patrzcie!...jak Duch-stworzenia obuwie mi czyéci!”

(PWsz 11, 133)

39 English translation by Danuta Borchardt: Norwid, Poems, p. 53.

40 This excerpt from the poem “Sieroctwo” [“Orphanhood”] shows that the publishers
hold the author’s punctuational mannerisms in unnecessary reverence. This applies
especially to question marks.

41 Cf. his famous juxtapositions: Co za dziwne stworzenie z mgly i galarety [What
a strange creature from fog and jelly!] (Grabiec’s statement from Balladyna), or
Duchowi memu data w pysk i poszta! [She gave my spirit a smack across the face and
went away!] (Fantazy’s utterance).
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[The man’s laughter was wild ...
Echoing with sarcasm, hoarse with hate:
“See!... how the Creation-Spirit cleans my shoes!”]

At the end of this — certainly incomplete — analysis of the relations between
Norwid’s poetic style and the style of Romantic poetry, we will draw atten-
tion to the common lexico-semantic category of the cosmic landscape. This
field includes names such as glob (Pw 44 £.) [globe], ocean (PWsz I, 10), otchati
(PWsz I, 105) [abyss], piorun (PWsz II, 32) [lightning], etc.*? There would also
be more polar opposites, such as the field of melancholy with very character-
istic (especially for Stowacki) smetek (Pwp 69) [gloom], smetno (Pwp 55) [wist-
fully], the field of angelic benevolence, heroism, etc. However, such an analysis
requires extensive documentation, which would grow into a separate study.
At the centre of these semantic fields there would be keywords such as aniot
[angel], lud [people], or smutek [sadness]. In addition to these, we should also
mention lexical witnesses of even early Romanticism, such as larwa (Pwp
78) ‘larva, luby (Pw 5) [paramour], blady (Pw 7) [pale], magnetyzm (Pwp
69) [magnetism], obled (PWsz I1, 66) [madness], which — unlike the keywords -
in Norwid’s mature poetry no longer have the strength to organise huge word
groups around them.

We yet have to try to explain how Norwid differs from other great Romantic
poets in the face of so many stylistic affinities here revealed. There is probably

42 For comparison, here are some examples from the works of other Romantic
poets: Wszystkie zywioly naciggngt jak struny: / A wodzgc po nich wichry i pioruny
/ Jedng piesn spiewa [He stretched all the elements like strings: / And running on
them winds and thunders / One song is sung], Adam Mickiewicz, Zdania i uwagi,
p. 343; Rozumie ludzkil)... Swiat cig niezmiernym zowie oceanem)... Otchlanie ryjesz
i w gore sig ciskasz [Human mind! ... The world calls thee the immeasurable ocean
... Thou dig the abyss and shoot up], p. 351, A ja czekatem, az piorun uderzy [And
I have waited until the lightning strikes]; Juliusz Stowacki, “Krél-Duch,” in: Dziela
wszystkie, ed. Juliusz Kleiner, Vol. 7 (Wroctaw: Zaklad Narodowy im. Ossolinskich,
1956) p. 145; Niech mig ognistg otoczy otchlaniq... [Let him surround me with a
fiery abyss...], p. 148, glob [globe] frequent in Stowacki’s texts, cf. Andrzej Boleski,
Stownictwo Juliusza Stowackiego (1825-1849) (L6dz, Wroctaw: Zaktad Narodowy
im. Ossolinskich, 1956), p. 97; I jedza bélu, ktéra we mnie zyje, / Mozg méj wydrgzy
na otchtan piekielng [And the witch of pain, which lives in me, / My brain will
hollow out to the abyss of hell] Zygmunt Krasinski, Poezye wybrane, compiled by
Stanistaw Wyrzykowski (Krakéw: Wydawnictwo J. Mortkowicza, 1911), p. 15, etc.
An unquestionable argument in this respect could be the statistical data which, how-
ever, cannot be provided. This lack is counterbalanced by the extensive knowledge
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no need to point out the difficulties involved in examining this issue. The
main reason for these difficulties can be seen in the lack of exhaustive and
yet synthetic studies on the poetic styles of our writers. On the basis of pre-
vious research and my own reading of the texts by Mickiewicz, Stowacki, and
Krasinski, I can - at least conditionally — define several stylistic categories that
distinguish Norwid’s poetry from those poets.

Above all, it seems that this is the category of specific poetic non-pictoriality.
In Norwid’s poetic descriptions of lyrical or epic reality there are no sufficient
semantic clusters creating fields that would convey - in a way appropriate for
a literary work — complexes of phenomena that belong to sensorially and con-
cretely cognisable reality.*

This non-pictoriality does not apply to all works, besides the numerous texts
in which it occurs in a dispersed form. For example, the journey of the ray
of light in “Dedykacja” [“Dedication”] blends the described reality into one
semantic field:

Patrzytem, jak przez szyb brylanty
Promien storica wblyst - i zalotnie

Na rzezbionem czole Atalanty,

Drzac, rozwachlarzyl sie stokrotnie.

- Potem, przez li$cie bluszczow w wazie
Kroplil, i piasku Zdzbta krysztalit,

I aksamit czerwonych kotar

Po tamigcych sie fatdach palit, -

Nim zfocony grzbiet ksigzki otarl...

(Pw 146)

[I watched a ray of sunlight flash in

Through the diamonds of glass — and flirtatiously
On the carved forehead of Atalanta,

Trembling, splitting itself into hundreds.

— Then, through the ivy leaves in a vase

of literary historians on the subjects of the cited poetry, and it is known that cer-
tain subjects attract specific vocabulary. As for the words-witnesses and keywords
mentioned here, it should be noted that they occur throughout the entire period of
Norwid’s work, although some of them, the so-called “wild vocabulary” is char-
acteristic of his youthful work. Cf. Zofia Trojanowicz, Rzecz o mlodosci Norwida
(Poznan: Wydawnictwo Poznanskie, 1968), pp. 88-89.

43 The author of this work is aware of other possibilities for defining poetic imagery.
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It beaded, and crystallised the grains of sand,
And it burnt the velvet of red curtains

Through the breaking folds, -

Before it rubbed the gilded spine of the book...]

In this sense we can refer to “Bema pamieci zatobny-rapsod” as pictorial, while,
for instance, “Fortepian Szopena” [“Chopin’s Grand Piano”] has a fragmentary
structure of images (except for the ending) - perhaps because the whole of the
poetic description is broken by the syncretism of arts, especially the presence
of music.

One of the manifestations of the dichotomy of concretism and abstraction in
Norwid’s poetry are quite numerous personifications, such as:

Widze ... glupstwo czerstwe, jak dryade
Rumiang, w plasach, w chichotaniu cala -
I czczo$é... a wyzej nad owym chaosem,
Komete sadu z okrwawionym wlosem -

(Pw 79)

[Isee ... stale foolishness as a dryad
Ruddy-faced, dancing, all giggling -

And emptiness... and above that chaos,

The comet of judgement with bleeding hair -]

In the case of personification, the background of the deep textual structure re-
mains non-pictorial, but this cannot be generalised to other works of the poet.
With all the abstractness of depth, there is no continuity in the logic of rea-
soning that characterises the scientific style. Non-pictorial poems are at best
a collection of reflections, or aphorisms, but not (with few exceptions) rhymed
scientific treatises.

What makes the poet different from other Romantic poets is the constant dis-
cursive (dramatic) nature of his poetry. This lyrical dialogicity can take the form
of successive questions and answers (and not only in poems stylised as letters or
dedications), e.g. in the poem “Wielko$¢” [“Greatness™]:

Wiesz, kto jest wielkim? - postuchaj mie chwile,
Naucze ciebie

Poznawa¢ wielko$¢ nie tylko w mogile,
W dziejach lub w niebie.

(PWsz 1, 348)
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[You know who is great? - Listen to me for a while,
I will teach you

To recognise greatness not only in the grave,

In history or in heaven.]

Another example is the poem “Na zgon poezji” [“On the Death of Poetry”]:

Ona umarlal... sa-z smutniejsze zgony?

I jak pogrzeba¢ te $liczna osobe?

Umarta ona na ciezka chorobe,

Ktora si¢ zowie: pienigdz i bruliony.

(PWsz I1, 200)

[She is dead!... Are there sadder deaths?

And how to bury this lovely person?

She died of a serious illness,

Whichis called:money and notebooks.]

Another manifestation of discursiveness are the apostrophes to the recipient
of the text, poetic meta-commentaries that run through Norwid’s entire work,
e.g. Ona zas [méwie: Poezja], swe ramie / Blade ku oknu niosgc, znak mi data
(PWsz 11, 200) [Whereas she (I say: Poetry), carrying her arm / Pale towards the
window, gave me a sign].**

Finally, the third peculiar categorical feature of Norwid’s work seems to
be the renaissance of classical tastes, emphasised by many researchers, which
also exerts its mark on the poetic style, mainly on vocabulary and often laconic
syntax. Known to Polish poets for centuries, and partly lost in Romanticism,
the constant evocation of antiquity in the form of names of mythical and his-
torical figures of antiquity is revived in Norwid’s poetry:

Wyobraznio!... pani Penelopo,
Znam cie - i lekka jak pomykasz stopa
Po spopielonych sercach twych amantéw...
Znam cie - i wachlarz twodj przerozmaity,
I gest — i stodkich zapiewy dyszkantdow,
Imoc-iprawde twa-i-jestem syty...

(PWsz 1, 154-155)

44 The discursiveness described here differs from a similar category, for example in
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[Oh imagination!... Lady Penelope,
I know you — as when your nimble foot
Skips over your suitors’ ashen hearts...
I know you - and your mottled fan,
Your gesture - the sweet descants’ chant,
Your power —and truth - and - I rest content...]*

The hieroglyphic nature of Norwid’s poetry felt by the readers who were his
contemporaries, often called “darkness” and “incomprehensibility,” derived
from many sources: the laconic and elliptical nature of his expression was asso-
ciated here with excessive symbolism. The meanings of various words impor-
tant to the author (written in italics or spaced out) were understandable against
the background of his entire world-view; in this respect Fik aptly points out the
need to recreate the occasional meanings of such words (often the poet himself
defines them poetically in the context). To all this, one should add the breadth
of the intellectual horizons of the creator and the related multitude of concepts
from different cultural circles.* The whole style is additionally covered with a
patina of archaisms specially prepared or natural for us.*

Nevertheless, there is no sufficiently justified need to study and read the
style of this great poet’s works in isolation from the time in which he lived and
created.*®

Beniowski, in that in this poem interjections originating from the narrator bring lyr-
ical elements to the epic matter of events. By the way, the dramatic style of Norwid’s
poetic style is presented differently by Mieczystaw Jastrun in the sketch “Monolog
Norwida,” in: Nowe studia o Norwidzie, p. 35 f. On the other hand, Z. Lapinski rightly
points to the poet’s implemented idea that speech should be “dramatic,” dialogical,
in: Lapinski, Norwid, p. 10.

45 English translation by Adam Czerniawski, p. 33.

46 Cf. the seminal book by Kazimierz Wyka, Cyprian Norwid. Poeta i sztukmistrz
(Krakow: PAU, 1948), where the author, among others, draws attention to the pres-
ence in Norwid’s poetic language of the “language of artistic technique” of a painter
and sculptor (p. 161). This subject was also addressed by K. Gorski, T. Makowiecki,
Z. Szmydtowa and others.

47 This work, which is primarily a sketch of the poet’s style determined by native culture,
completely ignores Norwid’s important stylistic links with Western European poetry
of that time. The identification of these links could even lead to the modification of
the final theses of this study. There is still some research work to be done in this area.

48 Ttisdifficult to agree entirely with J. Przybo§$’s view that “Norwid’s poetic path was his
own, consciously marked out for and by himself. ... He rejected virtually everything
that in his time was deemed and that today is regarded as poetry.” Julian Przybos,
“Proba Norwida,” in: Nowe studia o Norwidzie, p. 74.
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Henryk Siewierski

“Architecture Of Word:” On Norwid’s Theory
and Practice of the Word

Abstract: This paper attempts to reconstruct Cyprian Norwid’s theory of word/the Word,
based on an analysis of both his artistic texts (mainly Rzecz o wolnosci stowa) and his dis-
cursive ones. Siewierski analyses Norwid’s metaphor of the “architecture of the word:” the
division into the inner and the outer word, the material and spiritual being, earthly and
heavenly, human and supra-human existence. The researcher examines Norwid’s theory of
the word against a broad background of Enlightenment and romantic views on language: its
origin, purpose, the relationship between the word and its designation, etc. He notes that
Norwid’s statements on language are rooted in Enlightenment traditions but also draw
much from the nineteenth-century comparative-historical linguistics, which assumed a
different relation between the word and its designation than the conventional one. Norwid
supported those language scholars who indicated the natural character of linguistic signs,
seeking connections between the words’ shapes or sound and their designates. In the artistic
area, such a way of thinking about language is shown, e.g., in Norwid’s etymologies, as
well as in his tendency to perceive the world through allegory - as was often indicated by
researchers — where particular signs (events, things, etc.) refer to a different sense than the
literal one and his use of allegory as the principle of constructing literary works. Both ety-
mology and allegory are used by Norwid for semantic reinterpretation, accompanied by the
reinterpretation of terms, beliefs, and attitudes.

Keywords: Cyprian Norwid, poetry, metaphor, allegory, linguistics, etymology

The fact that Cyprian Norwid was interested in issues of language is proven
not only by his philological and ethno-philological notes and treatises, such
as Stowo i litera [Word and Letter], Milczenie [Silence], Rotacja stowa [Word
Rotation], but also his lectures on Juliusz Stowacki, his interpretation of
Bogurodzica [Mother of God], and the poetic treatise Rzecz 0 wolnosci stowa [On
the Freedom of Speech]. The names which appear in his notes and letters indi-
cate that his interests in that area covered a broad range of issues concerning
both grammar and the philosophy of language. It is well known that Norwid
read the works of Max Miiller, Eugéne Burnouf, Constantin F. Volney, and Jan
Nepomucen Kaminski.! That list of names is far from extensive when speaking

1 See also Norwid’s letter to August Cieszkowski of 20 July 1878: “Actes de la Société
Philologique de Paris: lista cztonkéw: Norwid (Comte de), tudziez udzial Norwida w
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of Norwid’s “linguistic library,” which can be reconstructed only with detailed
research. The author of Vade-mecum does not facilitate such reconstruction as,
in the words of Kazimierz Wyka, he often behaved “as if his reading ended with
Dante, Shakespeare or Byron,” e.g., “his short stories bear ... traces of knowl-
edge of Poe’s stories, just introduced to European literature through Baudelaire,
but searching for the names in his letters would be in vain.”

Interest in views forming Norwid’s “philosophy of language” is most typi-
cally dated back to Kazimierz Berezynski’s study Filozofia Cypriana Norwida.
The author discussed how the concept of Logos functioned for Norwid, terming
it the key category in the poet’s conception of language. Berezynski focused his
considerations on Rzecz o wolnosci stowa, adding a brief comment of his own
to the poem. He thus saw the understanding of word as discussed in the poem:

The Word overcomes the dualism of divinity and humanity: it has its inner side,
closely related to the spirit of man, the divine side - and the external human one. The
harmony of both sides of the Word is its ideal, its “goal and masterpiece.” The history
of humanity shows greater or smaller diversion from the ideal. Christianity brought
about the desired harmony - and the visible sign thereof is Jesus Christ, the Word
incarnate, who combines in Himself divinity and humanity.?

Berezynski also discussed Norwid’s theory of silence, seeing it as having crucial
significance in the poet’s philosophy:
Human speech is not the only manner of expression of the human spirit. In that

respect, “expression and silence” have equal value; they are as if two sides of a word.*

Almost 20 years after the publication of Berezynski’s study, Ignacy Fik’s work
Uwagi nad jezykiem Cypriana Norwida, was issued. The book is a collection

dyskusjach i archiwach ciala uczonego, mianowicie: / w kwestii Jezyka Baskow; w
wyczytaniu napisu, znalezionego nad Renem, bogini Rozmerty; w wyczytaniu
napisu meksykanskiego; tudziezoglossolalii,opoczatku mowy: surl'origine du
langage - sur lorigine de la lettre - surla liberté de la parole du point de vue scientifique.”
(PWsz X, 119) [“Actes de la Société Philologique de Paris: list of members: Norwid
(Comte de), likewise participation of Norwid in discussions and records of the schol-
arly body, namely: on the issue of Basque language; in reading an inscription found
at the River Rhine, of goddess Rosmer ta;in reading a Mexican inscription; also
onglossolalia,onthebeginningof speech: sur l'origine du langage - sur l'origine
de la lettre - sur la liberté de la parole du point de vue scientifique’].

2 Kazimierz Wyka, Cyprian Norwid. Poeta i sztukmistrz (Krakow: PAU, 1948),
pp. 65-66.

3 Kazimierz Berezynski, “Filozofia Cypriana Norwida,” Sfinks, No. 38-41 (1911), p. 19.

4 Berezynski, Filozofia Cypriana Norwida, p. 26.
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of rich material outlining the relationship between the linguistic practice of
the poet and his philosophical views. Some of Fik’s conclusions and remarks
would later enjoy great popularity with post-war researchers, like the statement
that “Norwid’s language strived to overcome the automatization of commonly
accepted meanings.”

The most recent attempt to reconstruct the “philosophy of language” of the
author of Milczenie is the first chapter of Zdzistaw Lapinski’s book, Norwid,
titled “Filozofia i poezja jezyka™ [“Philosophy and Poetry of Language”]. As
he discussed Norwid’s views on language in modern terms (e.g., referring to
information theory), Lapinski stated that three premises constituted the es-
sence of those views: dialogicality of language, the principle of “przemilczenia”
[“passing over in silence,” lit.: “not saying”] and “przyblizenia” [“approxima-
tion”], and the conventional nature of language. The author then moved from
such an outline of a language concept to sketching the framework of Norwid’s
poetics. Just like the studies by Berezynski and Fik, listed above, Lapinski’s
work forms an important basis for this paper.

Norwid’s unfinished history of art (Sztuka w obliczu dziejéw jako syntetyki
ksigga pierwsza [Art in the Face of History as Synthetics Part One]), which was
part of a bold plan of creating a synthesis of history from its very beginnings,
was given a motto from the Prologue of the Gospel of John:

1. Na poczatku bylo STow o a ono Stowo bylo
u Boga, a Bogiem bylo ono Stowo.

2. To bylo na poczatku u Boga.

3. Wszystkie rzeczy przez nie si¢ stalyabez
niego nic si¢ nie stato, co sie stalo.

(PWsz VI, 269)

[1. In the beginning was the Wo r d, and the Word was
with God, and the Word was God.
2. He was with God in the beginning.
3. Through him all things were made;
without him nothing was made that has been made.’]

5 Ignacy Fik, Uwagi nad jezykiem Cypriana Norwida (Krakéw: Skl. Gl. w Kasie im.
J. Mianowskiego, 1930), p. 72.

6 Zdzistaw Lapinski, Norwid (Krakéw: Znak, 1971).

7 John 1: 1-3; New International Version. All further Bible quotes are given after NIV
unless otherwise indicated [translator’s note].
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The concept of logos, which played such an important role in Polish romanti-
cism - to mention just the mystic works by Stowacki or Mickiewicz’s Parisian
lectures — appears here, i.e., at the beginning of Norwid’s mature period, in
its basic Christian context. John used that term, so polysemous in Greek, to
define the principle forming the basis of Christ’s relation to the Father — the
same principle that made God create the world and then reveal Himself to it
through his Son.® John the Evangelist was the apologist of that principle called
the Word, for it was only God’s love for the world that could make the Word,
which was, in the beginning, “become flesh and make his dwelling among us”
(after John 1: 14). The Word incarnate thus became a mediator between divinity
and humanity, between the world of the spirit and the world of matter, and
hence the romantic, dualist understanding of the linguistic sign should also be
viewed from the perspective of that Christian tradition.’

In the introductory chapter to Sztuka w obliczu dziejéw [Art in the Face
of History], Norwid indicated the source of art, both as regards form and as
regards its meta-formal, spiritual element. The source of art is where, for the
first time, “duch sie uzewnetrznia i naznacza stosunek swej czynnosci
do otaczajacej go przyrody” (PWsz VI, 278-279) [“the spirit externalises and
marks the relation of its activity to the surrounding nature”]. That first con-
tact of the active human thought with nature starts the activation of man’s
inborn predisposition to order reality and give it meaning, the first visible sign
whereof is a symbol:

Ze ta sita znaczenia, symbolizowania, zatozenia wszystkim
ludom jest wspdlng — wszystkim ludom, bowiem cztowiekowi - wiec i sztuki
zrodlo jest tez wszedzie, lubo swoim zwierciadlem réznobarwne okregi firmamentu i
rozliczne odbija krajobrazy. Azedzieje-sztuki tak wywodzac do wnetrznego jej
zrodla zstepujemy, przeto jakbydoSztuki-sztuk, do miejsca, skadsiestowem,
liczba, glosem, ksztaltem i barwami rozwijaja. (PWsz VI, 279)

[Since that powerofmeaning, symbolising,assuming iscommon
to all people - all, as it is common to m a n - thus the source of art is everywhere, too,
or reflects multi-coloured spheres of the firmament and numerous landscapes with its
mirror. And since in deriving the art-history we descend into its inner source,

8 See Arthur H. Armstrong, Christian faith and Greek philosophy (NY: Sheed and
Ward, 1964), p. 23.

9 On that issue, see Berezynski, Filozofia Cypriana Norwida; Zdzistawa Kopczynska,
Jezyk a poezja. Studia z dziejow swiadomosci jezykowej i literackiej Oswiecenia i
romantyzmu (Wroctaw: Zaktad Narodowy im. Ossoliniskich, 1976), chap. 8.
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so [we descend] as if into the Art-of-arts, the very place where they develop in
word, number, voice, shape and colour)]

Those indivisible elements of arts, which, at the same time, are the arts’ histor-
ical origins, in Norwid’s view, are symbolic “pierwoksztalty” [“proto-shapes”]
(perpendicular, triangle, square, circle, oval), from which come “pierwogtosy”
[“proto-sounds”] (a, e, i, 0, u), “pierwoliczby” [“proto-numbers”] (from 1 to 5),
and even “pierwobarwy” [“proto-colours”] (also five). That speculative concept
of five corresponding prototypes serves to emphasise the interrelation of all arts
through the kinship of the elementary units, but its main aim is to prove their
joint origin. The awareness of those “pierwoksztalty” [“proto-shapes”], like the
ability to create symbols, did not appear at some stage of evolution but was
given to man at the moment of creation:

pierwo-liczby, pierwo-glosy, pierwo-ksztalty i pierwo-

barwy, wszystkim ludom bez wyjatku wlasciwe, albowiem wlasciwe

cztowiekowi ize Stowa tchnionego wen idace. (PWsz VI, 280)

[proto-numbers, proto-sounds, proto-shapes and proto-
colours are common to all peoples without exceptions, for they are common to
man and enter them from the Word inspired.]

The Word, given to man at the moment of creation, and thus organic to them,
together with the symbolic proto-shapes coming from it, fit the evangelical
lesson of the logos: “That was the true Light, which lighteth' every man that
cometh into the world” (John 1: 9, King James Bible). In that relatively early
work of Norwid, the category of word was given an anthropological sense in
the spirit of the Christian philosophy. The ability to create symbols thus lies in
human nature and constitutes the basic culture-forming factor — although, like
everything else, it has its final source in God.

The concept of word appears in such sense more often in Norwid’s further
work, particularly as an element of criticism against Darwin’s theory of evolu-
tion. For Norwid, it was not possible to separate the concept of the word as a lin-
guistic act from the Word as an act of God’s creation of humankind. According
to the poet, the genesis of the word as a linguistic act is integrally connected
with the act of creating humanity; the latter, being an act of creation in the

10 Archomenon is also sometimes translated as nom. neutri: “coming,” referring to the
coming of light (cf. NIV: “The true light that gives light to everyone was coming into
the world”). However, orthodox exegetes defend the form used in King James Bible.
See Zygmunt Poniatowski, Logos Prologu Ewangelii Janowej (Warszawa: PWN, 1970),
pp. 168, 175-176.
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likeness and image of the Creator, is also the revelation to man of that Word
through which “all things were made.”

Hence the nature of the human language, both through its genesis and its
creative capabilities, is somewhat of a mirror image of that Word, which was
in the beginning with God. The nature of the word and its realization in the
history of art were discussed by Norwid already in his unfinished study, titled
Stowo i litera by later publishers, and kindred to Sztuka w obliczu dziejow.
However, the views discussed here were expanded in the poetic treatise Rzecz o
wolnosci stowa, written some dozen years later, and so this is the work focused
on further here.

In the introduction to the poem, Norwid reinterpreted the concept of
“freedom of speech” (in Polish, literally “freedom of word”), questioning its
common understanding resulting from “little knowledge of the Word:”

Dotad wolnosé-stowa jest tylko zdobywaniem wolnosci objawiania stowa. Jest
przeto atrybutem wolnosci osobistej.

Ale - o samejze wolnosci stowa nikt nie mowil. Tak, na przyktad: jak wolno jest
kazdemu puszcza¢ si¢ balonem, albowiem to nalezy do jego wolnosci osobistej — ale
zegluga powietrzna nie jest wcale uzasadniong.

To, co nazywaja wolnoscig-stowa, jest dotad wolnoscig-méwienia — la liberté de dire
... (DW 1V, 213)

[Until now, the freedom-of-word is mere gaining of the freedom of revelation of
the word. It is thus an attribute of personal freedom.

But nobody spoke of the very freedom of the word. For instance: everyone is
allowed to go up in a balloon, for that is part of their personal freedom - but air travel
is not justified at all.

What they call the freedom-of-word, is so far the freedom-of-speech - la liberté
de dire]

Already, the title of that poetic treatise announces an anthropological perspec-
tive on the issue of the word. Out of all attributes of the word, freedom is stressed
the most, and even in the first words of the introduction, the poet states how
he understands that freedom. Such clear contrast between the common under-
standing of “freedom of word” and the new meaning, as revealed by Norwid,
serves here to create the Word as an autonomous being, free also from man,
in the sense that it is not just an instrument in human hands. The word in its
nature is as free as man: “Dlatego to jest wolne stowo, jak stworzenie!” (DW IV,
227) [“Hence it is a free word, like creation!”]. True freedom of the word does
not consist of the right of man to use it. Freedom is the principle of the exis-
tence of the word, just like it is the basis for human existence. Rzecz o wolnosci
stowa is also about the freedom of man, for people to realise their freedom in
the word, and the freedom of word is fulfilled in them.
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The treatise, although it is organised on a historic plane, also provides rich
material on the theory of the word, defining “jak? stowo si¢ czyta / W sobie
samym” [“how? to read the word / in itself”] The chronological sequence
accompanies the theoretical discussion, and they complement each other. To
find the key to the poem’s interpretation, one must reconstruct the concept of
word inscribed in it. The task is easier thanks to the consistency with which
Norwid used a certain metaphor to illustrate the construction and the charac-
teristics of the word. That metaphor appeared earlier in Promethidion:

Bo jest, powiadam, w sfowa okreslniku
Architektura taka, jak te gmachy,

Gdzie, ktorys z medrcow starozytnych mniema,
Ze duch sie jego miesci - to na dachy
Wstepujac plaskie — to pomiedzy dwiema
Kolumny w sieniach stajac — to w piwnicy...

(DW 1V, 103-104)

[For there is, I say, in a word’s definition
Architecture such as the edifices here,
Where, as an ancient sage believes,

Its spirit lives — once climbing

on the flat roofs — once between two columns
Standing in the hall - once in the cellar...]

Kazimierz Wyka noted what a significant role was played in Norwid’s poetry by
“odblask architektury”™ [“reflection of architecture”]. It is thus no wonder that
the argumentation of the poet, quoted above, refers to that realm of art. A sim-
ilar analogy (architecture of the word - architecture of a building) is also found
in Rzecz 0 wolnosci stowa, but here its function is far more important:

Stowo wiec calo$é w sobie od poczatku niosto,
Rozwinelo je tylko uczone rzemiosto.

I od poczatku byta czes¢ zewnetrzna stowa

I wewnetrzna — jak wszelka $§wiatyni budowa.

- Duch mial czym si¢ na zewngtrz wyrazac lub w gore
Monologiem podnosi¢ - mial architekture!

Lecz budowa, gdy czesci w cigzeniu sie ming,

Czotem zapada w ziemie i stérczy ruing.

(DW 1V, 237)

11 Wyka, Cyprian Norwid. Poeta i sztukmistrz, pp. 82-89.
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[Thus a word always had unity in itself,

Only developed through learned art.

And since always, there was the word’s external part

As well as internal - like every temple’s structure.

— The spirit had a way to express itself outside or up

In a monologue - it had architecture!

But when parts are not supported in gravity, the structure
Falls into the ground and only ruin is found.]

Such a twofold approach in thinking of language was characteristic of roman-
ticism. The word was treated as a being both carnal and spiritual, earthly and
heavenly, human and superhuman, reflecting the human being consisting of
body and soul. Citing Stanistaw Potocki, Mickiewicz stated:

The word is a globe made of two hemispheres, one of which is unseen, and the other
material; one heavenly, the other earthly.” It is the soul and the body, the whole
human.'

For Mickiewicz, the confirmation of such a definition was the understanding
of the word by the folk, who - in contrast to “rhetoric” and the “French dictio-
nary” — were aware of the anthropological “wholeness” of the word. Yet such
awareness was rarely manifested in everyday linguistic practice; it concerned
mostly exceptional speakers, marked with a divine charism.” According to
Norwid, the everyday linguistic practise was not based on knowledge of the full
spectrum of the word; quite the contrary - it lost the word’s spiritual dimension.

Najmniej-bo znana rzecza, lub znang najbledniéj,

Bywa Stowo — - Naldg je codzienny podrzedni

I rozlewa jak wode - tak, ze nie ma chwili
Na globie, w ktorej nic by ludzie nie méwili.

A jako w gospodarskich zaprzetach bez konca
Nieustanniej si¢ wody uzywa niz stonca,

Tak i stowo brzmi ciagle i ciagle jest w ruchu,
Bardziej niz $wiatto$¢ jego promieniaca w duchu.
I gdy wciaz wszyscy mowia, matlo kto si¢ spyta:
Jaki tez jest CEL-SEOWA... jak? Stowo si¢ czyta
W sobie samym... i dziejow jego promien caly
Rozejrze¢ — malo kto jest ciekawy... zuchwatly...

(DW 1V, 219)

12 Adam Mickiewicz, Literatura stowiariska. Course 1V, in: Dzieta, Vol. 11
(Warszawa: Wyd. Narodowe, 1952), p. 374.
13 See Kopczynska, Jezyk a poezja, pp. 157-158.
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[The least known thing, or the most wrongly known one,
May be the Word — — by everyday Habit demeaned
and spilled like water — as there is no moment

On the globe when people say naught.

And like in house and farming duties endlessly

You use continuously more water than sun,

So the word constantly sounds and stays in motion,

More than the light radiating in its spirit.

And when everyone talks, barely anyone has a notion

To ask for the PURPOSE-of-WORD... how? to read a word
In itself... and the whole range of its history

To know - few are curious... and bold...]

Both in history and in times contemporary to him, Norwid saw the process
of word depreciation. Showing the existence of the word-logos in human his-
tory, Rzecz o wolnosci stowa notes the word’s culture-forming role. Purely
instrumental treatment of the word is contrasted with creative vigil over that
“architecture,” so that the relation between the inner and the outer word is not
loosened.

The inner and the outer word are first — to use the wording of Norwid him-
self, from Stowo i litera - “akt psychiczny wduchu” [amental act in
the spirit”], “poczucie wydzwieku catomechanikg organdéw
gtosowych”[“a sense of expression of all the mechanics
of vocal organs”],and“akustyczne cz¢$cig onych organdw,
osklepienie” (PWsz VI, 311) [acoustic arch with some of
those organs”]. That resembles somewhat the distinction by Thomas
Aquinas between the inner mode of the word and the outer voice, the language
which one speaks out. The “vocalised” word is a sign of the inner word, which is
the sense and cause of the former.**

Yet the relation between the inner and the outer word is not reduced to a
two-part relation between signifiant and signifié, for the model of the inner
word is not a model of the sign alone, but of a word-logos, which entails the
three-part relation of idea-term-object occurring therein. Difficulties in

14 See Thomas Aquinas, Quaestiones disputatae De Veritate, q. IV, art. 1 (quoted
after: Etienne Gilson, Linguistique et philosophie: essai sur les constantes philosophiques
du langage, Paris: Vrin, 1982, p. 140): “le verbe proféré extérieurement signifie ce qui
est intelligé, non I'intelliger méme, ni non plus cet intellect qui est un habitus ou une
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reading Rzecz o wolnosci stowa may result from the fact that it interchange-
ably uses such conceptual pairs as: the word as a linguistic act, “mental”
act (idea), and word-logos; the linguistic sign (term) and a form of culture;
the designation (object) and the object of culture. The situation here is the
same as in Milczenie: the same laws that rule the history of culture work
also in the language.

The relation between the inner and the outer word is defined in the frag-
ment of Rzecz o wolnosci stowa, quoted above, through metaphoric reference
to architecture. The linguistic sign (the outer word) has always been the temple
of the “designation” (the inner word), and the “designation” has always had its
architecture. Like an architectural work stands strong thanks to the precision
of the constructor, there also has to be a balance between the inner and the
outer word. Otherwise, the word loses its power and like a building, “gdy czesci
w cigZzeniu sie ming, / Czolem zapada w ziemie i sterczy ruing” [“when parts
are not supported in gravity, the structure / Falls into the ground and only ruin
is found”].

Norwid rejected both Darwin’s theory of evolution and the assumption of
the conventional nature of the linguistic sign. He took the side of those language
researchers who followed a rationalistic assumption of a natural character
of linguistic signs and looked for relations between the acoustic and graphic
forms of words and their designations. That group of researchers included Jan
Nepomucen Kaminski, who — when undertaking a discussion on the philo-
sophical nature of the Polish language - developed a theory already known
in Poland, propagated mainly by Kopczynski and Wyszomirski, on the nat-
ural origin of linguistic signs.”” Norwid knew Kaminski’s works and valued

puissance, il ne les signifie qu'en tant que eux aussi peuvent étre objets d’intellection.
Le verbe intérieur c’est donc intelligé intérieur lui-méme” [“speech uttered externally
signifies that which is intelligible, not intellect in itself, and not that intellect which
is a habit or a power; it only signifies things in so far as they too can be objects of
intellect. The internal speech is therefore what is internally understood through
intellect™].

15 It should be noted that supporters of the thesis of natural origin of linguistic
signs believed that in contemporary language motivation of those signs cannot be
reproduced. Such was the belief of Kopczynski, who within the issue of current state
of language stood for “linguistic habit,” and so he related to the conventional con-
ception, understood as that habit.
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them highly."® What is more, he shared the views of the author of Wywdd
filozoficznosci naszego jezyka [On the Philosophy of Our Language], and, like
Kaminski, he assigned semantic value not just to the roots of words, but also to
particular alphabet characters and numbers.” Kaminski’s etymological argu-
mentation, for all its superficiality and the pseudo-scientific, sometimes even
incomprehensible language, which seems ridiculous today, played an impor-
tant role in bridging the gap between philosophy and poetry in their time.'

The “architectural” relation of the inner and the outer word is realised both
at the level of the word and of a letter. The shape of letters is not arbitrarys; it is
not justified by convention but by a “pierwiastek wieczny” [“eternal element”]
that it reflects. In the lectures O Juliuszu Stowackim [On Juliusz Stowacki], it is
stated:

gmach architektury doskonalej przezroczysty by¢ moze i powinien, chociaz z granitu,
a jest on nim wtedy, gdy fronton pozwala odgadna¢ plan i budowe wewnetrzng
gmachu calego. (PWsz VI, 407)

[the edifice of perfect architecture may and should be transparent, even if built of
granite, and it is thus when the fronton allows to guess the plan and inner structure
of the whole edifice.]

- and so the letter, that elementary linguistic sign, also allows to notice its whole
multi-level, symbolic construction. That basic function of a letter - making a
word “staid” - is likely incomprehensible without linking its shape closely to
the world of things (objects).

Litera — wcale nie jest, jak tuszy niektory,

Czyms$ dowolnym, co nie ma swej architektury,

Ani uzasadnionym na pierwiastku wiecznym.

Stara jak stowo: ona - czyni je statecznym.

(DW 1V, 226)

16 That did not prevent him from opposing some of Kaminski’s etymology in a letter
to Mieczystaw Pawlikowski of 12 ITI 1859 (PWsz V11, 383).

17 Jan Nepomucen Kaminski’s views are discussed in: Adam Bar, “Zwolennicy i
przeciwnicy filozofii Hegla w polskim czasopismiennictwie (1830-1850),” Archiwum
Komisji do Badania Historii Filozofii w Polsce, Vol. 5 (1933), p. 74; Kopczynska, Jezyk
a poezja, chap. 5.

18 Kopczynska (Jezyk a poezja, p. 140) assessed them thus: “they provided important
premises which allowed to build a bridge between philosophy and poetry; they indi-
cated the poetic sources of the philosophical nature of language; they raised the
constant topicality of relations between the philosophicalness of language and the
poetic output.”
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[The letter is not, as some would lecture,
Something arbitrary without architecture,
Or justified by an eternal element.

Old as a word: the letter - makes it staid.

Thus, the shape of letters always contains some element of mimicking the object
they define; it is the external expression, once created by man, of the idea of things,
and even though the motivation of the relation between the sign and the object
faded in time, it is possible to reconstruct it, just as it was possible to decipher the
cuneiform writing:

Wszech-madro$¢ i Sumienie, jak storice z zwierciadlem
Rozejrzawszy sie, ciska promien abecadtem...

Garbate G w pisaniu starych Samarytan

Jest “Ghimel” - wielblad, “nun” jest jako ryba czytan.
Wszystkich jezykow jeden poczatek zrodlowy,

Do dzi$ widny - bo wszedzie jedne czesci - mowy!

(DW 1V, 227-228)

[Omni-wisdom and Conscience, like sun in a mirror
Reflecting, throw rays of alphabet...

The humpbacked letter G as old Samaritans teach

Is “Ghimel” — a camel, “nun” reads as a fish.

All tongues have their one common source,

Visible even now - for all have the same parts-of-speech!]

The conviction of a semantic markedness of letters and sounds, so charac-
teristic of the Enlightenment (e.g., Charles de Brosses or Court de Gébelin,
to name but two), had its followers also during the age of romanticism
among linguists, philosophers, and poets. For instance, much attention
was given to researching the semantic value of vowels and consonants by
August Wilhelm Schlegel, who concluded that, e.g., “the spirit and char-
acter of various nations is also reflected manifold in the relation between
consonants and vowels, and in the nature of both of them.” The topic
of the hidden sense of the alphabet was also addressed by Victor Hugo
in a letter of 1839: “The human society, the world, man are all within

19 August W. Schlegel, Kritische Schriften und Briefe: Sprache und Poetik
(Stuttgart: Kohlhammer Verlag, 1962), p. 189.
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the alphabet.”® And his detailed reasoning was sometimes very close to
Norwid’s speculations: “A is a roof, the gable with its cross, the arch, arx; or
a hug of two friends who kiss and shake hands.”*

Norwid was also no foreigner to simple association of letter shapes with
shapes taken from observing the world, as in “Czestochowskie wiersze”
[“Czestochowa Rhymes™]:

Uczesigtezczytania
i wiem, ze O jak bania,
Lub jak koto u woza,

Ze A jak szczyt u chaty,
Ze I jak gibka loza,

Ze E jak dziad szczerbaty,
Ze U jak wét rogaty

Albo jak przewrécona
Dua, gdy wyprzezona...

(PWsz 1, 143)

[[alsolearntoread

And Tknow that O is like a pumpkin,
Or like a wheel,

That A is like top of the roof,

That I is like a lithe willow,

That E is like a gap-toothed man,
That U is like an ox

Or like overturned

Chaise when unhitched...]

The verse stylization itself indicated a folk addressee, for whom Norwid pos-
tulated to create “elementarz plastyczny, postaciowy, utatwiajacy rozwiniecie
chlopskiego-rozumu w obowiazujacych go kierunkach” (PWsz VII,
111) [“agraphic, character primer tofacilitatethe developmentofthecom mon -
sense in the directions it needs”] in the Memoriat o Mlodej Emigracji
[Memorial on Young Emigration]. Yet the author of Promethidion did not con-
fine himself only to registering such associations or — as in the poem quoted
above - using them for education. His reflection went deeper: he researched the
reasonableness of those associations at the stage of creating writing, then came

20 Edmond Huguet, Le Sens de la forme dans les métaphores de V. Hugo, Vol. 1
(Paris: Hachette, 1904), p. 355.
21 Huguet, Le Sens de la forme, p. 355.
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to the conclusions that the shape of letters (vowels) matched the “proto-shapes”
inborn to humans (in Stowo i litera: “pierwopojecia przyrodzone” (PWsz VI,
314) [“innate proto-senses’]), which were first expressed in forms of architec-
ture and then entered alphabet.

That poetic interpretation of alphabet character signs bonds them with a
relation of a result, the cause being the natural human predisposition of sym-
bolic naming. If such a relation exists at the level of elementary units, a letter
understood as a system of signs “w pojeciu uwazana” [“kept in the mind”] also
remains a “lacznik miedzy $wiatem wewnetrznym a zmystowym?”
(PWsz V1, 323) [“link betweenthe inner and the sensual world”].

Both “pismo - dla wzroku” [“writing - for the eye”] and “jezyk - dla gtosu”
[“language - for the voice”] are two different ways of externalising the inner
word, described by Norwidas“akt psychiczny wduchu”[*mental act
in the spirit”]. The natural word consists inseparably of content and form. The
contentisthesaid“akt psychiczny wduchu,”andtheformis“poczucie
wydzwigku catomechanika organéw glosowych ... i
akustyczne, cze$cig onych organdéw, osklepienie” (PWsz
VL 311) [a sense of expression of all the mechanics of
vocal organs ...and acoustic arch with some of those
organs”]. The word and the letter thus form an inseparable unity since the
very beginning of humanity. The development of humanity shapes new forms
of expression, including the alphabet, a revolutionary discovery. Although
that development was not always harmonious, although the natural relation
between a word and a letter was repeatedly obliterated, that did not undermine
Norwid’s conviction that each language fits within language universals.?

The original protolanguage was not fully lost; its material, outer side has
been fragmented. The divine guarantee of language allowed for its “inner struc-
ture,” perfect since the beginning, to remain unchanged and to link languages
of all peoples spread across the earth. Such a view was presented by Norwid in
Notatki z mitologii [Notes on Mythology]:

Owszem, czlowiek nie wynajduje jezyka, ale strzeze starego i cze$¢ ma dla starych stow.
“Vetera verba majestas quaedam et, ut sic dixerim, religio commendat” (Quintilianus).
Pierwszy Noego jezyk zaginat do nieodszukania w materii jego (Babel). “Ecce unus est
populus et unum labium omnibus” (Gen. XI).

22 Norwid’s linguistic speculations may be considered current to some extent, since
language universals are also important in modern linguistics.
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Gdyby ludzkim wyraz byt, to kazdy dom familijny méwilby odrebnym juz. (PWsz
VII, 253)

[True, man does not invent the language, but guards the old one and esteems
old words.

“Vetera verba majestas quaedam et, ut sic dixerim, religio commendat” (Quintilian).
The first language of Noah is irrecoverably lost in its matter (Babel). “Ecce unus est
populus et unum labium omnibus” (Gen. XI).

If the word were human, each family would have had its separate [language] by now.]

In the eighteenth century, so intently interested in the issues of language
origins, two different answers to the question for its source dominated. One
stated that it was God’s gift given to man at the moment of creation in a ready-
made, perfect shape all at once. The other assumed that language was a gradu-
ally shaped, fully human-made creation.”® Norwid definitively rejected the latter
view, developed particularly in the atmosphere of British naturalism (Bernard
Mandeville, Adam Smith), as well as the naturalist view, leading from the inter-
jectional theory of Democritus through the views of Epicurus, Lucretius, Vico,
and Rousseau, up to Darwin’s evolutionism.

...wiec, czlowiek-natury
Szukal jakiego$ pigkna, ponad piekno-skory
Zmystowe - i nie zaczgt od potrzeb bez wdzigku,
A mowig: ze... i stowo poczelo sie z jeku...

(DW 1V, 224)

[...and so the man-of-nature
Sought some beauty beyond the beauty of senses
Skin-deep - and started not with needs ungraceful,
And yet they say that... even the word was born of a cry...]

Also, Norwid had to reject the stand of Herder, defining language as a human
creation, as well as the views of Locke, who limited God’s participation in

23 Data concerning the history of linguistics are quoted mainly after: Bertil Malmberg,
New Trends in Linguistics. An orientation, trans. Edward Carney (Stockholm &
Lund: Naturmetodens Sprakinstitut, 1964); Milka Ivi¢, Trends in linguistics, trans.
Muriel Heppell (The Hague: Mounton & Co., 1965); Zofia Florczak, Europejskie
Zrédta teorii jezykowych w Polsce na przetomie XVIII i XIX wieku. Studia z dziejow
teorii jezyka i gramatyki (Wroctaw: Zaklad Narodowy im. Ossolinskich, 1978); Adam
Heinz, Dzieje jezykoznawstwa w zarysie (Warszawa: PWN, 1978).
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that work to giving man the ability to form articulated sounds. Yet, taking an
orthodox position stating that language is the creation of God did not neces-
sarily lead to identical conclusions, as proven, e.g., by the vastly different views
of Stissmilch and Saint-Martin.

When contemplating the origins of human speech, Norwid refers to the
authority of the Biblical message. In Rzecz 0 wolnosci stowa, the basic argument
for the divine origin of language is taken from Genesis. “Stowa czlowiek nie
wywidd! sam z siebie,” [“Man did not originate the word in themselves”] says
Norwid in the introduction to the poem; it was God who shared His power of
naming with man and induced in them the word, which already in the very
beginning defined the essence of the created object.*

Dziwnie wielki! Mojzesa stilus w jednym stowie

Kresli poczatek ludzkiej zatozony mowie -

“Oto (moéwi) Przedwieczny przywiod! przed Czlowieka:
Bydlo, zwierze i ptastwo powietrzne... i czeka,

Aby je wszystkie przezwal ICH IMIENTEM WEASNYM. ..
Nie mozna by¢ - doprawdy! - kolosalniej jasnym...

(DW 1V, 227)

[Strangely great! Moses’ stilus in one word

Depicts how human speech first stirred -

“The Eternal (he says) brought them to the Man:

Cattle, animals and birds in the sky... and waited

Whatever the Man called them, that was THEIR OWN NAME...
Truly - there can be no more distinct claim...]

24 See Notatki z mitologii [Notes on Mythology]: “Stow o . Jezyk nie jest wynalazkiem
czlowieka: od poczatku doskonaly jest, bo wyrazajacy. Nawet poniekad istniej, im
pierwotniej. A c6zliry stowo -spoleczne, tworzace. Stowo na poczatku: Adam
nazywa przez nie. Czlowiek od razu jako stworzenie doskonaty. “Et videt Deus
quod esset bonum” (Geneza)” (PWsz VII, 253) [“Word. Language is not human
invention: it is perfect since the beginning, for it expresses. The more primary, the
more real it is, in a way. And what to say of the word of lyre - the
social, creating one. The word in the beginning: Adam na mes through it. Man is
immediately perfect as a creation. ‘Et videt Deus quod esset bonum’ (Genesis)”]; “W
Genezie Adam nazowie zwierzeta: wyraznie, iz sa toichnazwiska” (PWsz VI,
263) [“In Genesis, Adam names animals: clearly, those are theirnames”].
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Naming, or “imposing” a name on an object, was at first the power of God
alone. By sharing that power with man, God gave them a feature of His own
perfection:

God called the light “day,” and the darkness he called “night.” (Gen. 1: 5)

Now the Lord God had formed out of the ground all the wild animals and all the
birds in the sky. He brought them to the man to see what he would name them ... So
the man gave names to all the livestock, the birds in the sky and all the wild animals.
(Gen. 2: 19-20)

named his wife Eve, because she would become the mother of all the living. (Gen. 3: 20)

In his poetic adaptation of the fragment of the Book of Genesis, Norwid clearly
stressed the fact that the names of protolanguage given by the man to all things
were neither accidental nor arbitrary: “Aby je wszystkie przezwat ICH IMIENIEM
WEASNYM ™ [“Whatever the Man called them, that was THEIR OWN NAME”| That
was where the perfection of the protolanguage lay - it was the expression of
direct and true cognition, naturally joining the signifiant with the signifié.
Below continued is the quotation from Rzecz o wolnosci stowa, given above:

Dwie albowiem przyczyny tu w dzialanie wchodza,
Stowa sie po sprawdzenie odnoszg, gdy rodzg,

Swoja zas$ Scisto$¢ mierzg natury obrazem - -

Sq z prawdy, ducha i s z litery zarazem.

(DW 1V, 227)

[For it is two causes which interact,

Words ask for verification when born.

And they measure their precision with nature’s form:
They are from the truth, the spirit, and also the letter.]

The protolanguage was the proto-unity of logos, the expression of the creative act
of God Himself and man united with Him. It was thus in the beginning. Then the
fall of man came, together with disintegration, which also had to impact language.
Here, Norwid’s thought is interestingly similar to the Enlightenment-born but
highly romantic theory by Saint-Martin. In the philosophy of that leading rep-
resentative of French illuminists, there was a close relationship between human
history and language history, for man and language were two aspects of the same
creative act. Through sin, man lost their original perfection, with only meagre
bits left thereof. Yet those remnants, as a partial testament to the divine origin of
man, support man’s desire to return to the lost unity with God. As human history
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goes from the original perfection through a fall to the expiatory path of return,
so also the perfect protolanguage, lost through sin, exists in today’s languages
only in a residual form. However, those traces have the power to orient man on
their return to the lost Paradise. For Saint-Martin, the language of poetry was the
closest to that lost language, since it is an expression of cognition in which har-
mony between the name and the object is restored. Thus the original human was
a poet, which is also stressed by Norwid in Milczenie:

Nieobecno$§¢-prozy jest pierwszym wielkim pojawem na zaczatku
wszystkich literatur. Czlowiek od pierwszego na $wiat kroku wchodzi jak zupeina
posta¢ umystowa: jest poeta! I innego my umystowego czlowieka nie znamy
udowodnie na poczatku dziejow, jedno poete! (PWsz VI, 242)

[The absence-of-prose is the first great occurrence at the beginning
of all literatures. From the first step into the world, man appears like a full mental
person: he is a poet! And we know unerringly no other mental human in the
beginning of history, only a poet!]

Language is here not only a cognitive tool but cognition itself; it is an expres-
sion which externalises the spiritual creative and cognitive powers. The closer
to God man is, the more perfect their language - as a revelation of truth because
its sense is given by God Himself. When man is separated from God through
sin, they sentence themselves to independent creation of sense and grow apart
from the truth. Langage was, for Saint-Martin, a language established by God,
and langue, the language of people after the fall - a language where only mere
glimpses of the protolanguage retained a weak bond between the two. Langue
indicated the superior langage, just like natura naturata indicated natura
naturans.” That double two-sidedness in thinking of language was also visible
with Norwid: the outer and the inner word were not just the linguistic sign and
the designation thereof, but also, in a broad diachronic perspective, the divine
logos and its human realization in history.

Even as early as Promethidion, Norwid strongly stresses the criticalness of
the human fall through the original sin:

Gdy jak o pigknem rzeklem, ze jest profil Bozy,
Przez grzech stracony nawet w nas, profilu cieniach,
I malo gdzie, i w rzadkich odczuwan sumieniach,
Tak i o pracy powiem, ze — zguby szukaniem,

Dla ktorej pie$n — ustawnym sie nawotywaniem.

(DW 1V, 107-108)

25 See Florczak, Europejskie Zrodla teorii jezykowych, p. 17.
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[When I spoke of beauty - that it was profile of God,

Lost through sin even in us, shadows of the profile,

And nearly nowhere, in few consciences felt,

Thus I shall speak of work - that it be searching for the lost,
For which the song be a constant call.]

The original sin was a turning point in human history, for that was when the
toil of searching for the lost wholeness began. In Rzecz o wolnosci stowa, the
original sin is also self-destruction; it breaks the “wholeness” of man and then
starts the road of “consolidation:”

Nie! - czlowiek catym powstal, zupetnie-wytwornym,
I nie byto mu tatwo by¢ rownie pokornym!...

Bo caly byt i pigkny... i upadt...

Dzis - praca

Co$ w nim trawi — ksztaltuje, i co§ mu powraca;

(DW 1V, 225)

[No! man arose whole, totally - grand,

And not easily taking humility pains!. ..

For he was whole, and beautiful... and he fell...

Today - work

Consumes something in him - shapes something, and regains;]

What was a given to man in the Paradise, that completeness in harmonious
unity of the spirit and the body, now had to be gained with huge effort. By
presenting the history of man as the history of the word, Norwid did not limit
himself to the linguistic aspect of the latter but gave a broader anthropological
sense to the meaning of a word. As in Milczenie and Stowo i litera, the laws of
language are also realised on a historic plane; in Rzecz o wolnosci stowa the
inner and the outer word are also a model of the historically changing structure
of human culture.

It is not a coincidence that language is the aspect that plays such an impor-
tant role in that poetic vision of man. The anthropological interpretation of
language, foreshadowed by Saint-Martin’s philosophy, permeated Norwid’s
time, which is best represented by the linguistic thought of Wilhelm Humboldt.
That scholar, like Saint-Martin, treated language not as a finite work but as
“activity” (energeia rather than ergon), which was a creative effort of expressing
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the inner outwardly.® However, while Saint-Martin saw that process in histor-
ical terms, in the perspective of human history, Humboldt took a synchronic
approach, where he separated the inner and the outer form of language.
Although he approached the mystery of language origins cautiously, that major
theoretician of nineteenth-century linguistics developed language theory
based on an analysis of synchronic language profiles. As he viewed language
as a dynamic phenomenon able to transform the world and make it to “das
Eigentum des Geistes” [“the property of the spirit”], Humboldt introduced the
concept of the inner form of language (“innere Sprachform”), specifying the
psychological structure of the particular nation, and the outer form of language
(“dussere Sprachform”). It seems that Norwid’s distinction of 