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Although his literary debut that was the 1912 volume Sad rozstajny [ Crossroads
Orchard] went practically unnoticed, at present Bolestaw Lesmian holds in
the opinion of contemporary Polish literary scholars a very firm position in
the national literary canon. Two fundamental monographs, Jacek Trznadel’s
Tworczos¢ Lesmiana. (Proba przekroju) [ The Works of Lesmian (A Cross-section
Attempt)] (1964)' and Michal Glowinskis Zaswiat przedstawiony. Szkice
o poezji Bolestawa Lesmiana [Underworld Presented: Essays on the Poetry
of Bolestaw Lesmian] (1981),* have been followed by a constantly growing
number of new interpretations of the author’s literary legacy.

If, however, we sieve through hundreds of Polish and foreign studies
devoted to Le$mian, searching for texts that present his detailed portrait as
a writer whose oeuvre includes numerous references to foreign masterpieces
and to cultural phenomena differing from national ones, we find just over
ten items. The list of these studies written in the second half of the twentieth
century would certainly include the chapter “Niektére problemy symbol-
izmu rosyjskiego a wiersze rosyjskie Lesmiana” [“Some Problems of Russian
Symbolism versus Le$mian’s Russian Poems”] in Seweryn Pollak’s volume
Srebrny wiek i pézniej [Silver Age and Later] (1971),’ the chapter in Rochelle
Heller Stone’s Bolestaw Lesmian: The Poet and His Poetry (1976),* “Le$mian and
the Russian Contemporary Literary Scene,” and her introduction to Skrzypek
opetany [Mad Fiddler] (1985),° Michal Glowinski’s article “Le$mian, Poe,
Baudelaire” first published in the collection Wielojezycznos¢ literatury i prob-
lemy przektadu artystycznego [Multilingualism of Literature and the Problems
of Artistic Translation] (1984),° and Wolodymyr Wasylenko’s monograph

1 Jacek Trznadel, Tworczos¢ Bolestawa Lesmiana. (Préba przekroju) (Warszawa: Panstwowy
Instytut Wydawniczy, 1964).

2 Michal Glowinski, Zaswiat przedstawiony. Szkice o poezji Bolestawa Lesmiana
(Warszawa: Panistwowy Instytut Wydawniczy, 1981).

3 Seweryn Pollak, “Niektdre problemy symbolizmu rosyjskiego a wiersze rosyjskie
Le$miana,” in: Srebrny Wiek i pozniej (Warszawa: Czytelnik, 1971), pp. 236-262.

4 Rochelle Heller-Stone, “Le$mian and the Russian Contemporary Literary Scene,’
in: Bolestaw Lesmian: The Poet and His Poetry (Berkeley: University of California Press,
1976), pp. 147-181.

5 Rochelle Heller-Stone, “Wstep,” in: Bolestaw Le$mian, Skrzypek opetany
(Warszawa: Panistwowy Instytut Wydawniczy, 1985), pp. 5-126.

6 Michal Glowinski, “Le$mian, Poe, Baudelaire,” in: Wielojezycznos¢ literatury i prob-
lemy przektadu artystycznego, ed. Edward Balcerzan (Wroctaw: Zaklad Narodowy
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THoemuunuii ceim Bonecnasa Jlecomsana [Bolestaw Lesmians Poetical World)
(1990).7

The list of such works that were written in the 21st century would
include: Andriej Bazylewski’s article “Basn mimiczna Le$miana ‘Skrzypek
opetany’ w kontekscie symbolizmu rosyjskiego” [“Le$mian’s Mimical Fairy
Tale ‘Mad Fiddler’ in the Context of Russian Symbolism”] and the article by
Wasylenko titled “W kregu rosyjskojezycznej poezji Bolestawa Lesmiana” [“In
the Circle of Boleslaw Lesmian’s Russian Poetry”] in Poetyki Lesmiana. Lesmian
i inni [Lesmians Poetics: Lesmian and Others] (2002),* Tamara Brzostowska-
Tereszkiewicz’s essay “Sofia zakleta w basniowa carewne. Piesni Wasilisy
Priemudroj’ Bolestawa Le$miana wobec rosyjskiej poezji symbolistycznej”
[“Sofia Enchanted into a Fairy-tale Daughter of a Tsar: Bolestaw Le$mian’s
‘Songs of Vasilisa the Wisest’ against Russian Symbolist Poetry”] (2003),” Anna
Sobieska’s Tworczos¢ Lesmiana w kregu filozoficznej mysli symbolizmu rosyjskiego
[Lesmians Work in the Circle of the Philosophical Thought of Russian Symbolism]
(2005)," and the chapter “Dwa symbolizmy” [“Two Symbolisms”] from Edward
Boniecki’s volume Archaiczny $wiat Bolestawa Lesmiana. Studium historycznolit-
erackie [Bolestaw Lesmian’s Archaic World: A Study from the History of Literature]
(2008)." This list should also include Katarzyna Kuczynska-Koschanys 2012
text, “Zawier(u)szony znikomek. Rimbaud Le$miana. Recepcja nowoczesna?”
[“Misplaced Nearunbeen: Lesmian’s Rimbaud, a Modern Reception”], which
revises the formerly undisputed conviction that the poet was strongly inspired
by Rimbaud."

im. Ossolinskich - Wydawnictwo Polskiej Akademii Nauk, 1984), pp. 157-169; or
in: Glowinski, Zaswiat przedstawiony.

7 Bonopumup Bacmnenko [Volodymyr Vasylenko], IToemuunuii ceim Bonecnasa
Jlecomana (Kuis: Haykosa ymxa, 1990).

8 Eugeniusz Czaplejewicz and Witold Sadowski, eds. Poetyki Lesmiana. Lesmian i inni
(Warszawa: Wydzial Polonistyki Uniwersytetu Warszawskiego, 2002), pp. 31-44,
139-161.

9 Tamara Brzostowska-Tereszkiewicz, “Sofia zakleta w basniowg carewne. ‘Piesni
Wasilisy Priemudroj’ Bolestawa Le$miana wobec rosyjskiej poezji symbolistycznej,”
Pamigtnik Literacki, No. 3 (2003), pp. 27-49.

10 Anna Sobieska, Twdrczos¢ Lesmiana w kregu filozoficznej mysli symbolizmu rosyjskiego
(Krakéw: Universitas, 2005).

11 Edward Boniecki, Archaiczny swiat Bolestawa Lesmiana. Studium historycznoliterackie
(Gdansk: Stowo/obraz terytoria, 2008), pp. 7-36.

12 Katarzyna Kuczynska-Koschany, “Zawier(u)szony znikomek. Rimbaud Le$smiana.
Recepcja nowoczesna?,” in: Lesmian nowoczesny i ponowoczesny, ed. Boguslaw
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Despite the fact that Polish literary scholars have assured Lesmian a spot in
the literary hall of fame and recognize his work as an almost unique phenom-
enon in the history of Polish literature, the poet has not been a favorite subject of
analysis among comparatists. This situation is reflected by the fact that, since his
book debut in 1912 with Crossroads Orchard, only a small number of published
texts have compared Le$mians literary oeuvre with those of foreign authors.
All the above-mentioned works take on analytical and factual characters. Their
authors usually set forth theses with a status of literary criticism," and use com-
parison for various reasons.

First of all, comparisons have been limited to references, as in the case of
Stanistaw Brzozowski’s essay “Miriam,” in which the Polish philosopher, writer,
columnist and literary critic of the Young Poland era described the difference
between Novalis, Poe, Tadeusz Micinski, the Czech writer Julius Zeyer and
Lesmian in a single sentence.' Similar comparisons can be found in the book
by Wactaw Kubacki, the Polish literary historian and critic, Lata terminowania.
Szkice literackie [ Years of Apprenticeship: Literary Essays], with phrases including
“like in Poe” and “almost like Baudelaire” The former referred to the coexistence
of symbolism and naturalism in Le§mian’s poetry, the latter to the link between
literary visionaries and burlesque."

Second, comparisons were made with the intention of discrediting Le$mian, as
in the review by Otton (Jan Nelken, a Polish psychoanalyst occasionally involved
in literary criticism), “Wrazenia i refleksy” [“Impressions and Reflections”].
After reading Crossroads Orchard, the critic stated that Lesmian was “extremely
influenced by French culture™ and that, among its representatives, the poet was
artistically indebted mostly to Baudelaire and Paul Verlaine. Nelken argued for
Le$mian’s reliance on the poetical solutions used by Baudelaire by referring to

Grodzki and Dariusz Trze$niowski, Radomskie Monografie Filologiczne, No. 1 (2012),
pp. 291-308.

13 For the topos of Le$mian’s literary criticism, see: Malgorzata Gorczynska, Miejsca
Lesmiana. Studium topiki krytycznoliterackiej (Krakow: Universitas, 2011). The book
includes a chronological bibliography of works of literary criticism devoted to the poet,
see: Gorezynska, Miejsca Lesmiana, pp. 569-583.

14 Stanistaw Brzozowski, “Miriam,” in: Kultura i zycie. Zagadnienia sztuki i tworczosci.
W walce o swiatopoglgd (Warszawa: Panstwowy Instytut Wydawniczy, 1973), p. 97
[originally published in: Gfos, No. 52 (1910), p. 812]

15 Waclaw Kubacki, Lata terminowania. Szkice literackie (Warszawa: Wydawnictwo
Literackie, 1963), p. 366.

16 Otto [Jan Nelken], “Wrazenia i refleksy,” Prawda, No. 43 (1912), p. 13.
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the cycle “Oddalency” [“The Remote Ones”]. Nelken also emphasized the sec-
ondary character of the poem “Nieznana podréz Sindbada-Zeglarza® [“The
Unknown Journey of Sinbad the Sailor”]. In this case, he identified Edgar Allan
Poe’s tale “Ligeia” as the source of influence. His accusation of unoriginality was
based on the discussion of a motif of the protagonists’ hair changing color, pre-
sent in both Le$mian and Poe, and of the theme of murder resulting not from an
act but rather solely from intention. Nelken believes Lesmian to be an epigone.
Third, a comparative method was used by writers to elevate Le§mian. This was
the intention of the Austrian-Polish philologist Forst de Battaglia, who discussed
Lesmian in his essay “Polnische Poesie der Gegenwart. Bolestaw Le$mian”
[“Polish Contemporary Poetry: Bolestaw Le$mian”].”” Battaglia recognized
Le$mian as a virtuoso able to appropriate models from others and fill them with
wonderful new content. At the same time, he believed Le$mian to be a symbolist
and a Parnassian; he discussed the poet’s inspirations from works of Arthur
Rimbaud and Henry James, and listed Le$mian’s masters rooted in the Polish
literary tradition: Franciszek Karpinski, Adam Mickiewicz and Cyprian Norwid.
Le$mians cousin, Antoni Lange, polemicized with Battaglia — not quite justly
- accusing him of reducing the poet’s work to a combination of influences.'
Finally, comparative studies served to show the independence of the Polish
writer’s talent. Such was the case in Julian Przybo§’s essays “Poeci zywiotu...”
[“Poets of the Element”] and “Czytajac Superviellea” [“Reading Supervielle”]."
Comparison of works of Lesmian and Russian poet Sergei Yesenin was the
starting point for the thesis that “the author of The Meadow appears to be [...]
incomparable; he is the only poet of our symbolism, who created his world by
himself, a sovereign creator, a creator without a beginning”*® Before that, in the
interwar period, Stefan Napierski, a Polish literary critic and poet, employed the
comparative method in his text “Bolestaw Le$mian,” which presented the poet
as “the only entirely original Polish symbolist [...] a born symbolist, impervious

to trends, one who developed trends, independent from the foreign authors”

17 Otto Forst de Battaglia, “Polnische Poesie der Gegenwart. Bolestaw Lesmian,” Pologne
Littéraire, No. 6 (1927), p. 2.

18 Antoni Lange, “A propos de Lesmian,” Pologne Littéraire, Nos. 11-12 (1927), p. 6.

19 Julian Przybo$, “Poeci zywiotu. Sergiusz Jesienin i Bolestaw Le$mian,” Kurier Literacko-
Naukowy, No. 7 (1926), p. 8-9; Julian Przybos, “Czytajac Superviellea,” Ateneum, Nos.
4-5 (1938), pp. 708-710.

20 Przybo$, “Czytajac Superviellea,” p. 709.

21 Stefan Napierski, “Bolestaw Lesmian,” Wiadomosci Literackie, No. 15 (1931), p. 2.
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Paradoxically, the conviction that Lesmian deserves, in Czestaw Milosz’s
words, to “be ranked with the great figures of modern European literature®* or
even world literature, relatively rarely goes hand in hand with comparative con-
textual studies and comparative poetical studies. A similar situation exists with
the dispute over Lesmian’s symbolism, despite the fact that Le$émian’s monog-
rapher and editor (with major contributions to the dissemination of Le§mian’s
heritage), Jacek Trznadel, stated almost a quarter of a century ago: “A compar-
ison of Le$mian and symbolism should be a comparison of works (a task that has
just been initiated in a number of studies), and not a comparison of theories, or
even of a theory and poetry”? There is much truth to this statement, as research
reduced to a comparison of two theories neglects artistic practice, while con-
frontation between a theory and literary work runs the risk of treating works as
illustrations of theoretical concepts. One ambition of this book - not, however,
the only one - is to fill the gap, at least in part, in comparative studies of poetry
focused on Lesmian’s symbolism.

On the other hand, the very issue of specifying symbolism (which rejects the
material world and sensory cognition in favor of the world of ideas accessible by
means of a symbol) is very complex. This is the case even if we do not adopt a
broad definition of the phenomenon, by which symbolism is an artistic trend of
the second half of the nineteenth century with precedents in the century’s first
half (and even in the eighteenth century) and with continuators in the twentieth
and twenty-first centuries. Even if we consider symbolism a narrowly under-
stood literary trend with a well-defined time frame and premises culminating in
Jean Moréas’ famous symbolist manifesto from 1886, the issue remains debat-
able of whether it can be described as a uniform, internally consistent artistic
formation. After all, there are national variants of symbolism, often rivaling each
other, not just in a relationship of correspondence.? Such is the case with theo-
retical approaches to French and Russian symbolisms that influenced the work
of Le$mian.

It is pertinent to bear in mind that in the late nineteenth and early twentieth
centuries, Russian writers had to face with the problem of autonomy and inde-
pendence of Russian symbolism, among other issues. The questions of artistic

22 Czestaw Mitosz, History of Polish Literature (London: University of California Press,
1983), p. 351.

23 Jacek Trznadel, “Wstep,” in: Bolestaw Le$mian, Poezje wybrane, ed. Jacek Trznadel
(Wroctaw: Zakltad Narodowy im Ossolinskich, 2019), p. 60.

24 Cf. Anna Balakian, ed., The Symbolist Movement in the Literature of European Languages
(Budapest: Akadémiai Kiado, 1984).
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independence and specificity must have been relevant at the time, if only because
these trends had first appeared in France, and reflection upon them was part
of a broader discussion of self-determination of native culture that took place
in Russia at the end of the nineteenth century. Disputes over the independence
of symbolism led to a divide among representatives of the Russian symbolist
movement into two camps: Zapadniki (zapad, Russian for “the West”] and
Slavophiles. Dmitry Merezhkovsky and sometimes Valery Bryusov, for instance,
were regarded as representatives of the former, while Vyacheslav Ivanov was
associated with the latter.”® Opponents of symbolism regarded it as a “late
manifestation of the naive approach of Zapadniki”* In contrast, opponents of
Slavophilism advocated for establishing cultural contacts with the West, and for
a literary and intellectual exchange of ideas allowing Russian literature an oppor-
tunity to actively participate in trends in artistic development characteristic to
the West, and to move closer spiritually to the West.

Russian artists with a pro-Western orientation turned, for example, to French
culture,” where symbolism was a well-developed late nineteenth century trend.
Russian interest in this trend came about: pan-European skepticism towards the

25 The applied nomenclature refers to a revision of categories popular in Russia in
the periods 1830-1860 (in the case of Zapadniki) and in 1840-1870 (in the case of
Slavophilism). Tatyana Yosifovna Yerochina argues that we may discuss the idea
of Zapadniki in Russian culture even in the seventeenth century, while the roots of
Slavophilism must be sought in the Middle Ages, see: Tatbsina Vocudosna Epoxuna
[Tatyana Yosifovna Yerochina], “Tpaguius ‘IpucBOeHNsT 4y>KOTO B MEHTa/IbHOCTH
u Kynsrype Poccun py6bexa XIX-XX Bekos, in: Tpaouyuonnoe u HempaouyuorHoe
6 kynomype Poccuu, ed. Virops Bragumuposna Koxgakos (Mocksa: Hayka, 2008),
pp- 451-452, 452. Yerochina also wrote that Russian philologists, when emphasizing
the affiliation of poets of the so-called Silver Age to one of the indicated trends, take
into account not only philosophical views of the authors but also, perhaps above all,
their pro-Western approach.

26 Uropes VBanoBmu lapuu [Igor Ivanovich Garin], IIpopoxu u Iloamot, Vol. 3
(Mocksa: Teppa 1994), p. 423.

27 Valentina Alexandrovna Kryuchkova reminds us that sources of the Russian symbolist
movement can be found not only in French symbolism, but also in English culture,
specifically in the works of William Blake, and in German Romanticism, particularly
in the works of Novalis and Friedrich Schelling. She has also argues that the precursor
of the French symbolist movement, Charles Baudelaire, and his followers Stéphane
Mallarmé, Arthur Rimbaud and Paul Verlaine, recognized as their predecessor the
American Romantic Edgar Allan Poe, see: Banentuna AnexcanaposHa Kproukosa
[Valentina Alexandrovna Kryuchkova], Cumsonusm 6 uzobpasumenvrom uckyccmee
(MockBa: V3o6pasutenbHOe MCKYCCTBO, 1994).
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idea of reason being the source of knowledge about the world, a sense of a forth-
coming crisis, a turn towards the realm of feelings, a search for a new language
of poetical expression, focus on the inner world, and a conviction about the exis-
tence of an intuitive bond with what constitutes the essence of external reality.
For Russians, however, French symbolism was not so much a model to imitate as
an impulse for artistic and spiritual development, soon to be born in the form of
a specific variant as the Russian symbolist movement.”

It appears that “older symbolists” contributed most significantly as theoreti-
ciansto the popularization of French symbolist literature in Russia: Merezhkovsky,
the author of the article “O mpuumHax ymajka ¥ HOBBIX TeYeHMX B COBpe
MeHHOII pycckoit muteparype” [“On Reasons for the Fall and New Trends in
Contemporary Russian Literature”],? Bryusov, an older Russian symbolist seen
asa creator of the movement,* and Konstantin Balmont as a translator. According

28 Cf. Bamentun @eppmHanpoBud Acmyc [Valentin Ferdinandovich Asmus],
“@umocodus u 9CTETHKA PYCCKOr0O CUMBONU3MA, JInTepaTypHOe HacencTso, Nos.
27-28 (1937), p. 11.

29 Imirpuit Mepexxkésckuit [Dimitry Merezhkovsky], O mpiunuax ymagka v 0 HOBBIX
TeYeHMAX COBPEMEHHOI PyCCKOit muTepaTypsl,” in: Rosyjskie kierunki literackie. Przetom
19 i 20 wieku, ed. Zbigniew Baranski and Jerzy Litwinow (Warszawa: Wydawnictwo
PWN, 1982), pp. 10-14. Merezhkovsky did not proclaim a new trend in Russian liter-
ature, but indicated significant tendencies in European culture that were supposed to
build the fundaments of Russian symbolism in the future. One was French symbolism,
termed French Neo-Romanticism by Merezhkovsky. He particularly believed it per-
tinent in Russia to imitate a predilection of representatives of the movement towards
subjectivization of literature and the ideological turn towards the philosophical tradi-
tion of idealism, which he saw not as a fad but as a necessary protest against positivism
and a long-awaited return to interest in what is significant and eternal.

30 Thanks to Bryusov, three Pycckue cumeonucmot [Russian symbolists] almanacs were
published in 1894 and 1895, which dub symbolist poetry the “poetry of the future”
According to their editor, symbolists are characterized by tendencies towards extremes
and mysticism, with their poems characterized by innovativeness, illustrative aims,
allusiveness and suggestiveness in the verse. Poetic works that are filled with bold tropes
and figures of thought, and references to feelings that may concern a modern human
being. Bryusov also expressed a conviction about the convergence of poetry and music,
and emphasized that musicality is used to build atmosphere in a poem. According to
him, such poetry was meant for a reader as “a milestone on the way to the invisible” The
majority of poems published in them was written by Bryusov under the pseudonyms
W. Darov, A. Bronin, K. Sozontov, Z. Fuks. The almanacs included poetical works
written by Alexander Alexandrovich Miropolsky (Alexander Alexandrovich Lang),
Nikolai Nikolayevich Novich (Nikolai Nikolayevich Bakhtin), Erl Martov (Andrey
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to Merezhkovsky, French poets undertook an exploration of the mysteries of the
world and beauty, with significant aesthetic investigations; they lacked a spiritual
leader, however, identified later by the Russians as Vladimir Solovyov, a Russian
philosopher of the “eternal feminine,” poet and Slavophile. They recognized him
as a charismatic figure, an author of poems with philosophical depth capable of
setting a poetical path towards an eventual break in the spiritual impasse in cul-
ture. Merezhkovsky believed this to be possible by drawing on vital sources of
religion and on ancient tradition.” For this reason, French symbolism could not
be the right symbolism for the Russians. Its birth proved to be a matter of the
future. And this did not take long: Solovyov’s ideas quickly influenced aesthetic
views and the works of the younger symbolists Alexander Blok, Andrei Bely and
Vyacheslav Ivanov. Le§mian’s symbolism was identified with the latter’s concept
of “concrete symbolism.”*

What is characteristic of studies of Le§mian’s symbolism in that situation? We
know the poet was interested in achievements of the French (the pre-symbolist
Baudelaire, above all) and of the Russians, and, moreover, he was fascinated by
the Romantic legacy. This included the Russians Alexander Pushkin and Nikolai
Gogol and Poe, recognized by both the French and the Russian symbolists as
the precursor of the trend. The question just posed leads to the realization that
Le$mian’s work, in its entirety, cannot be reduced to assumptions of theoreti-
cians of symbolism, just as French symbolism cannot be reduced to Russian
symbolism, and vice versa. Another issue arises: how to establish a relation-
ship between these inspirations and Lesmian’s interest in folklore and sentiment
for Ukrainian landscape, discussed by the poet in an interview with the critic
Edward Boyé?* Their discussion, leading to the conclusion that Lesmian’s oeuvre
had an illustrative character in relation to the existing concepts, may need to be
juxtaposed with a contextual analysis of his works, and then with a comparison
of their poetics with texts of other authors, with the style of the period, and with
the literary and cultural traditions to which he referred.

Edmundovich Bugon), G. Zaronim (Alexander Vasilyevich Gippius), Victor Estafievich
Chrisonopulo.

31 Mepexxosckuii [Merezhkovsky], “O npuunuax ymagxa,” p. 457.

32 Sobieska, Twérczos¢ Lesmiana; Boniecki, Archaiczny $wiat.

33 Edward Boyé, “Dialogi akademickie — w niepojetej zielono$ci. Rozmowa z Bolestawem
Le$mianem,” in: Bolestaw Le$mian, Szkice literackie (Warszawa: Panstwowy Instytut
Wydawniczy, 1959), pp. 500-501 [originally published as: Edward Boy¢, “W niepojetej
zielonosci,” Pion, No. 23 (1934), pp. 6-8.]
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This book presents arguments that aim to depict the artistic legacy of Bolestaw
Le$mian as dialoguing with tradition and with his predecessors, at the intersec-
tion of literatures, cultures and epochs.

Among the possible types of contextual relations that Lesmian’s work enters,
I decided to focus on two: international interliterary filiations (that is, parallel-
isms detectable in the poetics of works, determined by literary contacts) and
intercultural homologies (that is, correspondences in the shape of works, moti-
vated by contacts with a common archetype). I chose to analyze only contextual
relations that influenced the shape of the works of Lemian and have attempted
to show their poetic consequences. A study of the associations of his work with
the oeuvre of the American Romantic Edgar Allan Poe, the works of French sym-
bolist Charles Baudelaire, the older Russian symbolist Konstantin Balmont and
other Russian symbolists, concludes with a description of textual effects of these
filiations, manifested in the form of literary borrowings, translation replicas, aes-
thetic transformations, and stylistic and structural influences. In my analysis of
the intercultural homologies, I attempt to identify sources of correspondences
between Le$mian’s work and the works of Romantics (Pushkin and Gogol), of
Russian modernists (Sergei Yesenin and Sergei Gorodetsky), and of Ukrainian
culture and folklore. In this part of the book, I demonstrate that similarities in
the construction of characters present in literary works by these authors result
from references to common archetypes, including proto-Slavic folklore, the tra-
dition of bylina, or traditional Russian song praising heroes and their achieve-
ments, and the pilgrim tradition called kaliki perekhozhie. I have attempted to
describe transformations these archetypes have undergone over time, and to
prove that references to them in Le$mian’s work were manifested through struc-
tural reminiscences, metaphorical and parodist-apocryphal transformations,
and lexical repetitions, as well as genre, structural and thematic modifications.
When describing contextual relations, I concentrate on Le§mian’s international,
intercultural and inter-epochal connections.

I chose to leave the third type of contextual relations - i.e. analogies — out of
my study. This decision was motivated by a conviction that a study of Le§mian’s
work should, first and foremost, include obligatory contexts - critical to shed-
ding light on the roots informing his legacy in the international literary and
cultural tradition. Moreover, an analysis of analogies unsupported by factual
connections would result in a development of associative or even coincidental
comparisons. For a study of such phenomena to be meaningful, a comparatist
should work on extensive material in their analysis of similarities. An investiga-
tion of a large number of analogous phenomena allows developing a structural
model, as evidenced by Vladimir Propp’s Morphology of the Folk Tale. It also
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enables building a good typology of, for example, literary genres. Additionally,
it provides an opportunity to formulate a concept of the relations between the
phenomena under study, and to describe features that connect them, as William
Jones did in his proposition of the existence of relations between European and
Indian languages (his findings allowed the formulation of a hypothesis about
the Proto-Indo-European language). In the case of comparative studies of inter-
national connections in Lesmian’s work, however, a fragmentary description of
analogies would not have enhanced knowledge.

In addition to international and inter-epochal contexts, this book focuses on
continuations of Le§mians poetics. Unfortunately, it does not include a discus-
sion of literary continuations of international contexts, due to the absence of
works that could be subjected to analysis. The reason leading to this situation
could be the lack of awareness outside Poland of the existence of strong ties
connecting Le$mian collections such as The Meadow with European and world
literature. And it appears that over time, in this respect, circumstances have dete-
riorated for Lesmian’s literary legacy. Rochelle Heller Stone wrote in her book
that at the outset of the twentieth century, Russian symbolists treated Le$mian
as their compatriot rather than a foreign poet. This is evidenced by the fact that
his Russian poems were included in the almanac Ymey-dexnamamop [Reader-
Declaimer] in 1909 and in 1913.%* In 1912, one Russian commentator described
Le$mian as “known [nebesvizsecmmuuii] in Russian literature”™ Although just
two years later what appears to be the most comprehensive Russian encyclo-
pedia termed Le$mian a “Polish poet,** in 1959 his texts were included in the
anthology of Russian symbolism Versdichtung der russischen Symbolisten [Poetry
of Russian Symbolists] and published in Wiesbaden.” Since then, the number of
Le$mians works translated into foreign languages (particularly into Russian’®®)

34 Rochelle Heller-Stone, Bolestaw Lesmian: The Poet and His Poetry (Berkeley: University
of California Press, 1976), p. 51.

35 Quoted from: Antoni Juniewicz, “Nowe wiersze rosyjskie Lesmiana,” Przeglgd
Humanistyczny, No. 1 (1964), pp. 147-153.

36 Koncrautun ApcenbeB [Konstantin Arsenyev,] ed., Hoswiii sHyuknoneduueckui
cnosapyw, Vol. 24 (Tlerporpan: Bpoxrays n Edpown, 1915).

37 Cf. Johannes Holthusen and Dmitrij Czyzewskij, eds., Versdichtung der russischen
Symbolisten (Wiesbaden: Otto Harrassowitz, 1959), quoted from: Heller-Stone,
Bolestaw Lesmian, pp. 151, 323.

38 For the translation of Le$mian’s work to Russian, see: Marta Kazmierczak, “Le$mian po
rosyjsku — zarys recepcji,” in: Literatura polska w $wiecie, Vol. 3: Obecnosci, ed. Romuald
Cudak(Katowice: WydawnictwoGnome,2010),pp.181-192;http://publikacje.ils.uw.edu.
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has grown remarkably; however, there is still much to be done in the area of
stimulating the literary reception of his works. It appears that future success in
this field would be measured simply by the multitude of references in foreign lit-
erature to his works. However, their absence has not prevented the achievement
of another goal: an investigation of references to his works in contemporary
Polish literature up to this writing. Studies devoted to this issue have allowed the
determination that the continuation of Lesmian’s poetics is an important com-
ponent of literary culture in the present day.

The research presented in this volume was preceded by a methodological essay
devoted to the issue of context, which is rarely discussed in Poland in a theoret-
ical way.* I approached the issue in a much broader way, compared to detailed
studies of Lesmian included in this book. However, typologies presented in the
booKk’s theoretical part allow — I hope — discovery of the type of comparative con-
textual studies used in this work.

The texts devoted to international and inter-epochal contextual relations in
Le$mian’s work and the continuation of the poetics of his works are results of
comparative research I conducted from 2009 to 2014. Aware of the immense
contribution of my predecessors to the development of Lesmian studies and
the state of knowledge on relations between the poet and native tradition,
I attempted to focus in my own comparative studies on issues not previously
analyzed in detail, or only partially discussed. I believe that studies on the legacy
of Le$mian - like the legacy itself — deserve to be internationalized in a similar
way to studies devoted, for example, to Poe. As the author of this work, I will gain
a sense of deep satisfaction if, in the future, Lesmian studies develop dynamically
in this direction.

On the other hand, scientific comparison of Le$mian’s work with texts by
world-famous authors such as Poe, Baudelaire, Pushkin and Gogol does not
always lead to the conclusion that all Lemian works are equally exceptional,
with no weaker works among them. A comparative analysis of Le§mian’s legacy
against the achievements of artists whose recognition is not only local, however,
was the prerequisite for determining the area in which Le§mian’s artistic achieve-
ments are unsurpassed.

pl/pl/publication/view/polski-lesmian-po-rosyjsku-zarys-recepcji/, last accessed
20.12.2014.

39 The book includes a methodological article “Problematyka kontekstéw i metod badan
w komparatystyce,” originally published as: Zaneta Nalewajk, “Problematyka kontek-
stow i metod badan w komparatystyce,” Tekstualia, No. 4 (2012), pp. 51-65.
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Reflections published in this volume represent the diachronic comparative
studies, and stem from the observation that Lemians work is a great example
that illustrates the phenomenon of interliterary and intercultural transmission
of aesthetics, styles, genres, motifs and ideas, allowing the description of their
transformations. The ambition of comparative studies on Lesmian and his con-
textual relations have been to expand aspects of historical knowledge about liter-
ature transcending the boundaries of a single language and a single cultural area.
A comparison of Lesmian’s literary output with the works of his foreign prede-
cessors, authors who were his contemporaries, and his Polish successors has per-
mitted, first, the identification of elements characteristic for Romanticism and
symbolism in his works. Second, it has provided the opportunity to explain the
significance of residual (past) codes for the development of Lesmian’s poetics.
Third, it has allowed to describe Lesmian’s relations with his dominant con-
temporary literary codes. And finally, it has become possible to clarify the role
played by references to Le$mian’s legacy in other authors’ poetic texts.

Furthermore, after situating Le$mians works in the broad context of inter-
literary and intercultural relationships, it is possible to bring to light repetitive
elements in his writing, while also highlighting its characteristic features. It has
created a platform that enables me to show the poet’s works as open to interna-
tional and inter-epochal dialogue, and as awaiting new discoveries in this field.

* %k ot

I would like to thank everyone who has contributed to the creation of this
volume with their valuable academic inspirations and good words. In partic-
ular, I would like to thank Professor Edward Kasperski for serving me as a role
model of diligence, for our longstanding creative cooperation and for creating
working conditions that enabled me to finish this book. I direct words of grati-
tude to Professor Michal Glowinski for his book Underworld Presented: Sketches
on the Poetry of Bolestaw Lesmian, which provided academic inspiration, and to
Professor Piotr Mitzner for his consultations on the first editions of my transla-
tions from Russian in the journal Tekstualia. I would like to deeply thank the
reviewers from the publishing house, Professors Anna Czabanowska-Wrdbel
and Aleksander Wirpsza, for closely reading this book and for their valuable
remarks.

I would like to thank Klara Naszkowska and Alan Lockwood for translating
this book from Polish into English. I would also like to express my gratitude
to the editor Tomasz Wisniewski and the illustrator Roussanka Aleksandrova-
Nowakowska for creating artworks for this book, and the translators Marek Paryz,
Kinga Siatkowska-Callebat and Hatyna Dubyk for professional translations of
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ing Russian passages included in the book. A separate thank-you goes to my
husband, Adrian Turecki, my father and my Grandma Hania for helping me
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PROBLEMS OF CONTEXTS AND RESEARCH METHODS
IN COMPARATIVE STUDIES

The subject of comparative studies

In the initial part of his article “The Crisis of Comparative Literature” from 1959,
René Wellek formulated a radical thesis that comparative studies are a discipline
without a well-defined subject and, most importantly, without a precise method-
ology.*® The question of whether comparative studies is a subject-oriented dis-
cipline or a meta-discipline remains a topic of ongoing discussion - in Poland,
as well.*!

As a result of these disputes,* which prove the capacity for self-assessment
among representatives of comparative studies, researchers today* increasingly

»

40 René Wellek, “The Crisis of Comparative Literature,” in: Proceedings of the Second
International Congress of Comparative Literature, Vol. 1, ed. Werner P. Friedrich
(Chapel Hill: University of North Carolina Press, 1959), pp. 149-159.

41 For the evolution of Polish comparative studies, see: Henryk Markiewicz, “Badania
poréwnawcze wliteraturoznawstwie polskim,” in: Z dziejow polskiej wiedzy o literaturze
(Krakow: Universitas, 1998), pp. 142-157; Maria Ciesla-Korytowska, “Komparatystyka
w Polsce,” Ruch Literacki, No. 4 (1995), pp. 521-530.

42 Papers voicing various opinions in this dispute can be found in these vol-
umes: Halina Janaszek-Ivanickova, ed., Antologia zagranicznej komparatystyki liter-
ackiej (Warszawa: Instytut Kultury, 1997); Tomasz Bilczewski, ed., Niewspotmiernosé.
Perspektywy nowoczesnej komparatystyki. Antologia (Cracow: Wydawnictwo
Uniwersytetu Jagiellonskiego, 2010); Alina Nowicka-Jezowa, ed., Badania poréwn-
awcze. Dyskusja o metodzie. Radziejowice 6-8 lutego 1997 r. (Izabelin: Swiat Literacki,
1998); in the monographic edition Comparative Literature at a Crossroads? of
Comparative Critical Studies, Vol. 3, Nos. 1-2 (2006); and in the quarterly journal
Tekstualia’s special volume Komparatystyka — upadek czy wzlot?, No. 4 (31) (2012).

43 For example: Edward Kasperski, Kategorie komparatystyki (Warszawa: Wydzial
Polonistyki Uniwersytetu Warszawskiego, 2010); Bogustaw Bakula, “W stron¢ kom-
paratystyki integralnej;,” Poréwnania, No. 1 (2004), pp. 10-17 (an extended version of
the article is available here: Bogustaw Bakula, “W stron¢ komparatystyki integralnej,”
in: Historia i komparatystyka (Poznan: Wydawnictwo “Poznanskie Studia Polonistyczne,”
2000), pp. 7-30); Ewa Szczgsna, “Komparatystyka dzisiaj: propozycje, zagadnienia teo-
retyczne, rekonesanse. Wprowadzenie,” in: Komparatystyka dzisiaj, Vol. 1: Problemy
teoretyczne, ed. Ewa Szczesna and Edward Kasperski (Krakow: Universitas, 2010),
pp- 5-11; Pawet Wolski, “Metaporéwnanie. Komparatystyka jako system samozwrotny,”
Poréwnania, No. 4 (2007), pp. 40-51; Robert Weninger, “Comparative Literature at a
Crossroads? An Introduction,” Comparative Critical Studies, Vol. 3, Nos. 1-2 (2006),
pp- 11-19.
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agree with the opinion that comparative studies embrace three fields, associated
in the first place with a methodological reflection, in the second with empirical
studies, and in the third place with the theory of comparative studies.* Such a
definition of the area of interest allows one to broach beyond the way of thinking
about the discipline in terms of oppositions, with detailed comparative studies
on one side and a methodological reflection on the other. That binary attitude
usually leads indirectly to the false assumption that a researcher focused on
the former pays inadequate attention to the issue of effectiveness and cognitive
value of methods she or he employs. If we adopt a broad definition of compar-
ative studies, presuming that they reach beyond a single country and only one
language, in order to:
examine relations occurring within:

- particular art forms (such as literature, painting, sculpture, architecture,
music, film and theater),
- types of writing and semi-artistic practices present in popular and mass
culture;
recognize relations between those art forms, types of writing and semi-artis-
tic practices;
investigate and describe their relations with humanist fields of knowledge
and awareness (philosophy, anthropology and the social sciences, for
example);
specify relations between those art forms, types of writing and semi-artistic
practices, and other products of humanist expression (such as folk culture
or religion);

a discipline stemming from the consideration of the properties of the media/
medium used to achieve such expression and undertaking a theoretical and
methodological reflection® — then the issue of methods used in comparative
studies will prove to be particularly important. And even more so when a com-
paratist uses more than a comparison in their studies.*® She or he may - as the

44 See: Kasperski, Kategorie komparatystyki, pp. 46-57. The validity of the above-men-
tioned argument gains with increasing frequency an institutional recognition and is
manifested in universities with the establishment of new departments dedicated to
comparative studies.

45 Cf. Kasperski, Kategorie komparatystyki, pp. 46-57.

46 For the comparative method, see: Ewa Szczesna, “Ontologia i epistemologia pordw-
nania,” in: Komparatystyka dzisiaj, Vol. 1: Problemy teoretyczne, ed. Ewa Szczgsna and
Edward Kasperski (Krakéw: Universitas, 2010), pp. 97-113; Nowicka-Jezowa, Badania
poréwnawcze.
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name of the discipline suggests — go beyond the limits of disciplines understood
in a narrow sense. Even when dealing with a given knowledge, she or he purports
both to revise this knowledge and also to achieve a cognitive increase. For this
reason, the aim of my reflections is to develop a typology of contexts and a cod-
ification of procedures — of a comparative context analysis — understood as one
of the possible methods that can be used in historically oriented comparative
studies.

Typology of contexts

I agree with Jerzy Bartminski who stated that “the art of interpretation of an
artistic text [...] in recent decades is mainly concerned with contextualization™’
and interdisciplinarity. It is pertinent to note that the issue of intertextuality*® is
dynamically developing thanks to Gérard Genette’s Palimpsests: Literature in the
Second Degree,” though in research practice and, above all, in university edu-
cation one can observe a significant increase of the area of freedom in terms
of interpreting texts/phenomena of culture. In extreme cases, this freedom is
presented (in a pragmatic spirit) as subject to no boundaries that could depend
on the subject under study.® The latter, in turn, lead to statements that a lit-
erary/ artistic/ discourse/ intersemiotic text has neither signals of delimitation,
nor clear rules governing its coherence or disturbing its integrity, and that there
are no - and cannot be -, intertextual/ interdiscursive/ intersemiotic and other
properties instilled in a text. Whenever a debate concerning the above problem
wells up in literary criticism,* it is usually focused on the issue of interpretation.

47 Nowicka-Jezowa, Badania poréwnawcze, p. 57.

48 Julia Kristeva, “Word, Dialogue and Novel,” in: Desire in Language: A Semiotic
Approach to Literature and Art, ed. Leon S. Roudiez (New York City: Columbia
University Press, 1980), pp. 64-91; Henryk Markiewicz, “Odmiany intertekstualnosci,”
in: Literaturoznawstwo i jego sgsiedztwa (Warszawa: Wydawnictwo Naukowe PWN,
1989), pp. 198-228; Edward Kasperski, “ZwiazKki literackie, intertekstualnoé¢ i literatura
powszechna,” in: Teoria literatury w sytuacji ponowoczesnosci (Warszawa: Wydawnictwo
DIG, 1996), pp. 91-105; Ryszard Nycz, “Intertekstualno$¢ i jej zakresy: tek-
sty, gatunki, $wiaty,” in: Tekstowy Swiat. Poststrukturalizm a wiedza o literaturze
(Warszawa: Universitas, 1995), pp. 59-85.

49 Gérard Genette, Palimpsests: Literature in the Second Degree (Lincoln: University of
Nebraska Press, 1997).

50 See: Andrzej Szahaj, “Granice anarchizmu interpretacyjnego,” Teksty Drugie, No. 6
(1997), pp. 5-33.

51 Cf. the following responses to Andrzej Szahaj’s paper from Teksty Drugie, No. 6
(1997): Henryk Markiewicz, “Staro$wieckie glosy;” pp. 45-49; Michal Pawel Markowski,
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With less frequency, such debates bring about attempts to create a typology of
contexts, while those attempts have been undertaken both in linguistics® and
in philosophy of language,® and there is still a vivid ongoing discussion on the
subject in these fields. In the case of the philosophy of language, the debate con-
tinues between supporters of minimalism* and semantic contextualism.>

“Postep?,” pp. 81-82; Stefan Morawski, “O zdradliwej swobodzie interpretacji,’
pp. 51-62; see also: Wlodzimierz Bolecki, “Wyznania cztonka lokalnej wspolnoty inter-
pretacyjnej;” pp. 171-186 [for an extended version see: Wiodzimierz Bolecki, Polowanie
na postmodernistow (w Polsce) i inne szkice (Krakow: Wydawnictwo Literackie, 1999),
pp- 397-414]. See also Szahaj’s response to the polemical voices: Andrzej Szahaj,
“Paninterpretacjonizm, czyli nie ma niczego w tekscie, czego by pierwej nie bylo w
kontekscie (Odpowiedz krytykom),” Teksty Drugie, No. 4 (1998), pp. 91-103.

52 For linguistic schools founded on assumptions associated with contextualism, see: Jerzy
Bartminski, “Kontekst zalozony, historyczny czy kreowany,” in: Polska genologia ling-
wistyczna, ed. Danuta Ostaszewska and Romuald Cudak (Warszawa: Wydawnictwo
Naukowe PWN, 2008), pp. 57-58. They include John Rupert Firth’s London School
(referring to the anthropological functionalism of Bronistaw Malinowski and offering
contextual understanding of utterances as an element of the social communication
process), the interactional sociolinguistics of John J. Gumperz (using the term “con-
textual cues” that define the interpretation framework of utterances), the interactional
discourse analysis of Teun van Dijk, and lexical semantics practiced by the following
scholars: Jerzy Bartminski, Anna Wierzbicka, Ryszard Tokarski and Leon Komnicz.

53 At first, logicians advocated for a narrow definition of the term “context” At the
end of the nineteenth century, Charles Sanders Peirce presented a graphic repre-
sentation of logical formulas, which acknowledged linguistic contexts, see: Charles
Sanders Peirce, The Writings of Charles S. Peirce: A Chronological Edition, ed. Max
H. Fisch, Christian J. W. Kloesel, Edward C. Moore, Nathan Houser and André De
Tienne (Bloomington: Indiana University Press, 1982). In Poland, the issue of the
dispute between minimalism and contextualism is studied by Dr. Joanna Odrowaz-
Sypniewska from the Faculty of Philosophy and Sociology at the University of Warsaw.
Contextual studies are also conducted by Tadeusz Ciecierski, see: Tadeusz Ciecierski,
Zaleznos¢ kontekstowa. Wprowadzenie do problematyki (Warszawa: Osrodek Badan
Filozoficznych, 2011).

54 For example: Herman Cappelen, Ernie Lepore and Emma Borg, see: Herman
Cappelen and Ernie Lepore, Insensitive Semantics: A Defense of Semantic Minimalism
and Speech Act Pluralism (Oxford: Blackwell, 2005); Emma Borg, Minimal Semantics
(Oxford: Oxford University Press, 2004).

55 Supporters of contextualism include: Charles Travis and Frangois Recanati, see: Charles
Travis, The True and the False: the Domain of Pragmatics (Amsterdam: John Benjamins,
1981); Frangois Recanati, “ ‘What Is Said’ and the Semantics/Pragmatics Distinction,”
in: The Semantics/pragmatics Distinction, ed. Claudia Bianchi (Stanford: CSLI
Publications, 2003), pp. 45-64. Representatives of this viewpoint regard it as a remedy
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Even if we adopt the assumption that knowledge can depend on context,*
then describing that context allows us to understand what system should be
the point of reference in order for findings to be valid - thus, the context must
be taken into consideration. This assumption does not eliminate the following
questions: what is the character of the relations?; does it lead to the fact that
knowledge is aspectual, or rather that knowledge changes with context (do state-
ments that are true in one context become false in another)? Moreover, other
problems remain unsolved: is it important in the process of generating cognitive
boost which context is chosen, or does the context have an incidental character
in the sense that it can be replaced with any other context without compromising
the quality of the study - in other words, are contexts equivalent? Furthermore,
the assumption that knowledge depends on the context does not automati-
cally answer the question of whether the studied subject includes indicators of
context/s, or whether the researcher is fully responsible for choosing it and we
should therefore exclude from consideration the issue of the presence of signals
informing us about the speaker’s intention, as well as the issue of indicators of
presupposition and attribution, which may signal the context/s allowing a spec-
ification of the object under analysis.

It will be possible to verify and falsify historically oriented comparative studies
when we provide answers to these questions and create a typology of contexts,.

Contexts can be classified according to methods of communication such as:

linguistic,
nonverbal,
intersemiotic,
multimedia.

The first will be important for comparative studies, especially when the com-
pared texts were written in at least two different languages; the second if there
are interferences with the first or if it is a component of the third or the fourth

to the problem of vagueness and ambiguity of utterances formed in natural language.
It is relevant to add that Edmund Husserl was among the first philosophers who took
an interest in the issue of differences between incidental utterances (dependent on the
context) and ambiguous utterances, see: Edmund Husserl, Logical Investigations, Vol. 1
(London and New York: Routledge, 2001).

56 James Pryor, in his discussion of the most frequently debated problems of contem-
porary epistemology, included issues of contextualism, see: James Pryor, “Highlights
of Recent Epistemology,” British Journal of the Philosophy of Science, No. 52 (2001),
pp- 96-100.
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one; while the components of the third and fourth always require a comparison
and a functional analysis.

With reference to the character of relations between recipient and context, we
may divide contexts into:

visual,
audio,
multisensory.

With reference to the presence of contextual indicators in a literary/ artistic/ dis-
cursive text, we may distinguish the following types of contexts:

a) obligatory (when indicators are present in the analyzed text and have to be
taken into account in the process of specifying the context),
b) optional (imposed by the recipient).”

With reference to the recipient’s level of awareness of the context of a literary/
artistic/ discursive text, we may distinguish:

a) conscious contexts,
b) unconscious contexts (which can become conscious with more data).
With reference to function, we may distinguish the following types of
contexts:
a) aesthetic,
b) non-aesthetic.

The literary context is one of many types of aesthetic contexts (along with
painting and musical contexts, for example). It is pertinent to emphasize that
within one literary text there are frequently indicators of intertextuality/ interse-
miotics/ interdiscursivity that simultaneously refer to a number of different con-
texts (both aesthetic and non-aesthetic), which makes such a text a potential
subject of comparative studies.

With reference to the purpose of contextual comparative studies, we may
distinguish:

1) a historical situational context, which can be divided into:
context of reception/ reading (a reception of works written by one author by
another author, for example);
context of the genesis of work (genetic) — in historically oriented comparative
studies treated as auxiliary;

57 Cf. Nycz, “Intertekstualno$¢ i jej zakresy;” p. 85.
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2) pragmatic context (referred to if the subject of the investigation differs from
the comparative historical reconstruction).

The first context will find applications as the subject of reconstruction or a
system of reference in contextual historically oriented comparative analysis.
The second is employed in comparative criticism, which openly constructs/
arbitrarily chooses context in order to model/ reinterpret/ validate meanings.
In the first case, there is no arbitrariness in the choice of context - the prag-
matic context will be regarded as the subject of analytical procedures that are
supposed to describe, for example, the properties of reception of a certain work
in a given time.

In contextual comparative historically oriented studies examining literary
texts, it is insufficient to analyze linguistic contexts (syntax, lexis and idiom),
and ones that are paralinguistic (punctuation, orthography), thematic and struc-
tural (genre, style), and to divide them into proximate contexts (present in a
given text), original (characteristic of works of given authors and determining,
for example, the meaning of notions used by them), and context connected with
a particular epoch (characteristic of linguistic norms of a given time).*® Factual
relations are another issue requiring discussion. With reference to their pres-
ence (genetic studies are helpful in detecting relations of this kind) or absence
between certain literary/ artistic/ discursive/ semiotic phenomena, we may dis-
tinguish the following contextual relations:

interliterary/ interartistic filiations (parallelisms determined by literary/ artistic
contacts);

interliterary/ interartistic homologies (parallelisms determined by contacts with
a common literary/ artistic archetype);

3) interliterary/ interartistic analogies (parallelisms determined by factors
other than contacts).”

58 Irefer here to elements of typology put forth by Jadwiga Puzynina, see her: “Kontekst
a rozumienie tekstu,” in: Polska genologia lingwistyczna, ed. Danuta Ostaszewska and
Romuald Cudak (Warszawa: Wydawnictwo Naukowe PWN, 2008), pp. 258-259.

59 Iam referring to selected elements of the typology of contextual relationships proposed
by Henryk Markiewicz, while attempting to indicate the possibility of using it not only
with reference to the works of literature, see: Henryk Markiewicz, “Zakres i podziat
literaturoznawstwa poréwnawczego,” in: Zblizenia dawne i nowe. Rozprawy i szkice z
wiedzy o literaturze (Warszawa: Panstwowy Instytut Wydawniczy, 1976), pp. 5-19.
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The first two of the above-listed types of contextual relations have significance
in, for instance, comparative studies aimed at specifying the context of works
written by a given author in reference to the literary/ artistic tradition of more
than one linguistic or semiotic field. It is relevant to emphasize that the presence
of factual relations does not automatically dictate the significance of context.
It also does not guarantee that poetics are parallel, though it can be helpful in
selecting and defining the context. The key role in determining an adequate field
of reference for the analysis will be played by signals of intertextuality/ interse-
miotics/ interdiscursivity present in a literary/ artistic/ discursive text. If it is
possible to find an additional validation for them by identifying factual relations
between the literary/ artistic/ discursive texts, then the choice of context will be
more justified. The third in the list of contextual relations will be most signifi-
cant for studies aimed at developing a systematics of literary/ artistic/ discursive/
media genres.

Contextual analysis as a method of historical comparative studies

The following description of the procedure of contextual analysis was prepared
with particular attention on one trend of comparative studies: literary compar-
ative studies (focused on historically oriented research of the features of poetics
of works). However, it appears that this method, when suitably modified (due to
properties of the subject of investigation), can also be used as a tool that allows
an identification and description of relations occurring between other texts and
cultural phenomena.

A researcher undertaking the challenge of systematic work with the context
of literary works faces a number of questions that require answers. The first is
the issue of the scope of meaning of the term. The context (contextus: Latin for
“connection, relationship, course”) in the narrowest grammatical sense can be
defined as a fragment of a text required for a correct understanding of a given
word or a set of expressions. Thus, it is a set of specifically shaped linguistic units
(or elements, such as phone, morpheme, word, sentence) surrounding another
unit and allowing for the correct identification of its meaning and function. In
literary studies, context is a set of references that are critical for conducting an
analysis and interpreting a work of literature. In the broadest understanding, it is
a set of (not only literary) factors associated with a given research subject, which
determines through correct identification and recognition both the possibility
and the character of the reception of work. When we concentrate on the second
and third meanings, we inevitably face questions about the character of relations
connecting these references and factors with the given work of literature, and
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determining its meaning, as well as about the research stages contributing to the
investigation conducted in line with the historical-literary comparative research.

The first necessary stage in such analysis is an immanent recognition and
description of the structure of the text that could not have functioned as a work of
literature had it not been for the above-mentioned linguistic and artistic structure.
Second, the results of such research require placement within a context. This pro-
cess involves recognition of intertextual/ intersemiotic signals included in the text,
and their subsequent verification with reference, for example, to knowledge from
the history of languages used in these works, then finally placing the text in a histor-
ical context. However, not every location of a literary work within a context proves
to be an example of the comparative research discussed here. For instance, a work
written in the poetics of a specific genre, or a motif present in the work, might be
analyzed with reference to another (earlier or later) text written by the same author
that manifests some similarities and some formal differences in comparison to the
work under study. In that case, the context of research will be the writer’s oeuvre.
A researcher will apply a comparison; the narrowness of the context, however, will
determine placing the analysis within historical-literary research. Exceptions can
include the situation when a given author proves to be bilingual. Similarly, when the
point of reference in an investigation of a single work or the oeuvre of one author is
aliterary trend present not only in one national literature, but regarded as a category
that enables the distinction of a large group of texts (written in a particular histor-
ical period) and their artistic properties (structure, lexis, style, themes). Moreover,
if we understand contexts in a broad meaning as models of thinking accepted by
a (literary, artistic, scientific) collectivity, and if we assume that they are prone to
conventionalization, while their primary function is to stabilize the framework of
communication, then a reconstruction of those contexts will become a prerequisite
for grasping that which is individual and original in literary, artistic or discursive
practices, and consequentially also for rediscovering works of literature which have
been unjustly underestimated by their contemporary readers.

Contextual analysis - situated within comparative literary studies under-
stood in a strict sense, which treats historical-literary knowledge as an auxiliary
method - applied as a method after defining a historically verifiable compara-
tive basis (founded on the signals of intertextuality and factual relations, or on
observations aimed at developing a classification® that lead to a conclusion that
phenomena at once analogous and significantly diversified occur in culturally

60 The classification process is here understood, following Aristotle, as assigning certain
phenomena - literary, in this case - to known classes and types of objects with definable
features. This mentioned operation is a necessary condition for predicting properties
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diverse areas) will apply to works written in various languages, while these
languages may be - but do not need be - understood only as national languages.
They may also be understood as languages of other art forms or discourses, such
as languages used by certain fields of science and/or other jargons, under the
condition that their elements, penetrating a given work of literature, turn out
to be meaningful and sufficient for identifying the source® they belong to. It is
apposite to recognize the fact that they constitute a dynamic quality in a seman-
tical sense, capable of changing its meaning and functioning in a new system of
reference, and of acquiring literary properties they did not initially have. For this
reason, in the case analyzed, we would describe not only the relations between
the elements of a given work, but also the role they played in the original context,
as well as the function they began to perform in the new, textual, intersemiotic
or interdiscursive environment. If such processes as expanding other languages
to literary texts and/or spreading of literariness to languages or other discip-
lines are far-reaching, these stated transformations might determine the emer-
gence of new trends in humanistic thought or a redefinition of disciplines (their
merger or division) - a reorientation of the previous approach, in other words.
Contextual analysis enables us to capture such transformations.

Another type of approach to context can result in methodological mistakes
that prevent any substantial cognitive findings. In literature-focused studies,
there are three types of practices that are most typical in this regard. The first
treats a work of literature as an illustration of discursive theses formulated
within an inadequate system of reference. This situation occurs when issues of
poetics are being disregarded, when an analysis of the texts’ aesthetics is entirely
replaced by deliberations over, for example, the ideological message included in
the texts, which is subjected solely to an assessment from the perspective of the
“here and now;” irrespective of both a broader horizon determined by the history
of ideas and reflection on the principles governing historiography. The second
risk is of an analysis and interpretation of phrases taken out of context, resulting
in an involuntary modernization of the work and in ignoring knowledge from,
for instance, the history of the language. The third practice is connected with

of new objects with reference to the system and to the description of changes occur-
ring during the time that the phenomena are subject to, see: Aristotle, Categories. On
Interpretation. Prior Analytics (Cambridge: Harvard University Press, 1938).

61 The source could be found not only in a particular work, discursive text or an interse-
miotic phenomenon, but also their entire groups defined using, for example, such
categories as genres or styles.
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either underestimating the original context, specific elements of which had been
used by the writer, or granting the original context excessive importance. The
following examples may illustrate the potential level of complexity of literary
processes.

In the case of the reception of the literary heritage of a given author, we often deal
with the phenomenon of borrowings from that heritage while reading works by art-
ists born in later epochs or other cultures, who have different linguistic background.
This is the case with Bolestaw Lesmian. The works of Edgar Allan Poe influenced
the works of Le$mian indirectly, through translations and through literary texts and
critical essays written by other authors, including Baudelaire, and through writ-
ings of Russian symbolists, particularly Konstantin Balmont. In this case, a direct
comparison assessing Lesmian’s literary works (he did not speak English) and his
opinions about Poe against the American reception of Poe’s works would be inade-
quate and ahistorical - in other words, pointless. Furthermore, French and Russian
admirers of Poe, writing in the spirit of symbolism, remained under the influence
of Baudelaire’ literary heritage, adopting the majority of his opinions about the lit-
erary significance of Poe€’s oeuvre and, consequently, purporting to separate those
works from their original context. It was supposed to be a kind of “punishment”
of American literary circles for insufficient recognition of Poe and, as a result, for
underestimating his achievements. In the light of this information, it is relevant to
state that “Poe as read by Le$mian” could not have been the same author as Poe read
by American Romantics or as Poe read by Russian and French symbolists (a repre-
sentative investigation of this issue requires both taking into consideration the spec-
ificity of the reception and the contexts of the epoch, and also conducting extensive
comparative analyses).

It is easy to imagine that a critically oriented analysis of Lesmian’s transla-
tions of Poe’s prose would have led to very unsatisfactory findings, provided
that the criticism was based solely on a comparative study of English and Polish
texts, since we are well aware that Le$mian translated from Baudelaire’s French
translations.

The situation has been similar in the case of folk motifs in Le§mian’s works.
Contrary to his claims, he did not draw them solely from original sources,
(this can be proven by a philological comparative analysis and by results
derived from verifiable knowledge of facts about the poet’s relationships), but
from Russian Romantic texts, particularly those written by representatives of
Russian poetry’s Silver Age. In this case, Le§mian’s interest in the bylina tradi-
tion was significant, which also inspired Russian Romantics, due to the popu-
larity of Slavophilism. A direct comparison of Le§mian’s works with the results
of field research into folk tradition would undoubtedly give the poet broader
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recognition, as it would treat him as an ethnographer (which he was not), yet it
would also completely falsify the image of the international literary transmis-
sion of motifs and prevent determination of the anthropological meaning of
their transformations in time, and, most of all, it would result in an ahistorical
study. In other words, Lesmian’s borrowed literary inspirations from folk tra-
dition were not — and could not be —equivalent to folklore understood as folk
tradition, functioning within the oral forms of literature (such as folk tales,
ballads, parables, proverbs), rituals, customs and artistic products of material
culture.

This set of examples serves to illustrate the key principle of the method
of contextual analysis. A researcher who decides to apply it has to be aware,
first of all, of the historical and relative aspects of textual meanings; however,
they should not confuse the latter with relativism, which would legitimize
complete freedom in the choice of reference system. In the case of artisti-
cally valuable works of literature, the above-mentioned interactions cannot
be reduced to influences or lax repetitions of well-known artistic solutions (if
this was the case, any author inspired by the legacy of another author would
merely have the status of an epigone), or to the sum of elements or to the
issue of genesis and, additionally, these do not need to be one-dimensional
or solely literary.

It is relevant to remember that even the most sound and thorough contex-
tual analysis is aspectual and must remain so. However, the choice of a proper
context should guarantee that the outcomes of analyses conducted by various
scholars are complementary. As a result, at a preliminary stage of contextual
analysis, it is necessary to resolve issues of adequacy of context and the way to
optimally conduct the contextual analysis so that the viewpoints selected on the
subject under study provide the most comprehensive characterization. Thus,
a contextual analysis requires meta-awareness associated with the context. Its
absence, however, should not be treated solely as a potential weakness of par-
ticular analysts “that is their own fault” It could be associated with the fact
that rules adding up to given patterns of thought remain transparent, invisible,
beyond words for people as well as to people living in certain moments in his-
tory. This situation can be observed, for instance, in statements claiming that
some texts cannot be placed in any comparative, historical or critical contexts,
or that they are prone to an endless number of contextualizations, while the
latter, provided that they are supposed to generate non-contradictory informa-
tion, are finite and countable, even if in a given historical moment it may seem
otherwise. Comparative research frequently allows for verification of the con-
text choice.



PROBLEMS IN COMPARATIVE STUDIES 39

Contextual comparative analysis of literary texts against the issue of
historicity

So as to reduce the material scrutinized in comparative analysis, it is neces-
sary to define a historical context. A literary scholar must do this if they do not
want their selection to have an entirely arbitrary character, although it appears
impossible to avoid arbitrariness entirely. By not restricting the field of detailed
research and not attempting to define the context, the analysis would have to be
conducted in perpetuum, as the horizon of the understanding of text, as with the
broadly understood time horizon, remains permanently open,* first and fore-
most, and also partially inaccessible. In the case of comparative literature, we
must talk about openness because context comprises various sources of inspi-
ration of a given author: contemporaneous and stemming from earlier epochs,
along with circumstances contributing to the final shape of the text and impact-
ing its reception (and additionally, if the work has great artistic value, it extends
beyond all these sources of inspiration).

At this point, we face the issue of partial inaccessibility of context, due to the
fact that knowledge of the past tends to be both aspectual and full of gaps. This
problem grows along with the age of a written text. The state of affairs marks
the limits of the applicability of contextual analysis. It appears that as a method
it is less efficient in cases where the context requires reconstruction and a lack
exists of reliable sources for doing so. In such a case, a reconstruction has the
status of a hypothesis and may be conducted on the basis of data acquired from
other linguistic areas, as well as from other semiotic areas. However, it is per-
tinent to stress that in both variants of comparative research described above,
we are dealing with hypotheses. However, they are not equivalent and can be
evaluated. In the first case, the more adequate the contexts taken into account in
the process of analyzing a given literary phenomenon are, the greater the chance
of arriving at a hypothesis of the literary past that is more comprehensive and
verifiable is. The fewer the factors taken into account in a historically oriented
comparative research, the more prone the statements about the past are to sim-
plification, additions of ideological content and reductive descriptions. On the
other hand, in an ideal situation we would deal with a reconstructive and com-
parative approach that aims at establishing a certain vision of the past that goes
beyond one linguistic circle (or one artistic language, in the case of intersemiotic

62 Cf. Edmund Husserl, On the Phenomenology of the Consciousness of Internal Time
(1893-1917) (Dordrecht: Kluwer Academic Publishers, 1991); Hanna Buczyniska-
Garewicz, Metafizyczne rozwazania o czasie (Krakéw: Universitas, 2003).
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comparative analysis, or one discourse, in the case of discursive comparative
analysis). The formulated findings will inevitably include both a set of facts and
a set of probabilities, with the former dominating the latter.

Obviously, one might question the attempt to arrive at true historical findings,
including comparative ones, since an analyst is also immersed in time. In fact, in
their description of the subject of investigation, a historian refers to what situates
on their cognitive horizon, or is within their capabilities of understanding® (con-
nected to a certain viewpoint) as determined by a certain paradigm of thinking,
the convention of the epoch, cultural patterns, etc. It is beneficial when such crit-
icism brings about a deepening of methodological awareness; it is much worse
when it hinders the development of detailed research, and retracts into shifts of
attention to other issues, which may result in an enumeration of circumstances
that prevent the conducting of historically oriented comparative analysis.

Certainly, historical circumstances exercise influence on how a researcher
understands the subject under study. However, it does not mean that if they
decide to conduct a historically oriented investigation, they should feel excused
from continually attempting to become aware of their own temporality (and,
in turn, the temporal quality of their findings and the historical contextualiza-
tion of the cognitive process), and to create in good faith fantastic constructions
resulting from ill-conceived associative comparisons, from wishful thinking,
fabricated myths or pragmatically (politically, for instance) defined goals, which
treat the literary past as a tool to achieve something separate from approaching
(despite obvious limitations) the essence of the literary past. This understanding
of the attempt to contextualize literary works written in the past and in other
languages will stem, on one hand, from awareness of the process of partial de-
ontologization of the past and, on the other, it will become a statement of oppo-
sition against complete freedom and anarchy in comparative-historical research.
In the case of historically oriented comparative studies it is important, therefore,
to assume this in order to establish a comparative framework, and necessary to
determining the context.

For comparative studies that use the tools of historical poetics, the principal
approach is diachronic - going beyond national categories. It has the shape, first
of all, of comparative cross-epoch research (naturally, it does not in itself exclude
the possibility of — and need for — a synchronous approach, particularly if a com-
paratist wants to investigate large groups of literary phenomena, which did not

63 Cf. Hans-Georg Gadamer, Truth and Method (London: Continuum International
Publishing Group, 2006).
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necessarily develop in a relatively recent past); and second, of a cross-cultural
one. To the extent that is possible, these analyses will have an empirical character
that requires verification due, for example, to the emergence of new sources.

Significantly, context understood as a set of points of reference necessary
for grasping the meaning of a literary text is not only connected with the past
but can also refer to continual artistic practices. This understanding requires an
examination associated with a necessary investigation of the literary reception
of a given author’s legacy and indicating those aspects of their work that were
artistically fertile for their followers and were subjected to creative transform-
ations by them - despite linguistic and cultural differences, or perhaps because
of them. Furthermore, it is necessary to answer questions about the tasks of
elements of poetics of a given author used by their successors in the new artistic
context: Why did they chose those particular components? How were they trans-
formed? Were they subject to mythologization? How did their function change?
It is also significant to establish if we are dealing with stylization® and whether it
has a creative character, or it is but a pastiche of subject or form that introduces
no new meaning to literary tradition. Is it a creative continuation, in the form,
for instance, of a polemically oriented parody (of subject, genre, style), or does
the text complement the original, or fulfill the function of a literary commentary
with a dialogic structure?

It is relevant to emphasize once again that contextual analysis treated as a
method that may be applied in an examination of literary, artistic or discursive
practices with a continual character need not be limited to a selection of context
based on factual relations. In the age of digital revolution - the emergence of new
means of communication and their coexistence with techniques that were once
dominant - context is the very medium that delivers the text to the reader and
that may decisively contribute to the shaping and meaning of content, the way
it is understood, and the specificity of roles in the shipper-receiver relationship.

Aims of contextual comparative analysis

In the proposed model of contextual analysis, we can distinguish the following
objectives of historically and literary-oriented comparative studies:

- generation of an aspectual increase of historical knowledge (extending beyond
boundaries of one linguistic and cultural area);

64 Cf. Stanistaw Balbus, Migdzy stylami (Krakéw: Universitas, 1993).
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deconstruction of elements of national historical-literary models (revisiting the
simplifications resulting from, for example, choosing too narrow a context for
analysis);

development of components that can be incorporated into cross-national histor-
ical-literary syntheses identifying the phenomenon of intercultural transmission
and transformations of genres, styles, motifs, aesthetics and ideas in time;
description (by comparison) of the presence of codes of literary culture
(trends) in the works of selected authors: definition of the significance of the
literary residual (past) codes, discussion of the dominant codes (contempo-
rary to an author) and the contribution of selected authors to the develop-
ment of emerging literary codes;

description (in a broad context) of all inherent properties of the work of
selected authors (capturing signals of changes in a cross-national, historical-
literary process);

recognition of the specificity of the mechanisms of contextualization and de-
contextualization in the cross-national historical-literary process;
development of components of the cross-national literary taxonomy (such as
genres or motifs and their functions) - in the case of studies focused on anal-
ogies, and not on filiations and homologies;

presentation of national literatures as open (in a historically oriented process
of international/ intercultural/ intersemiotic contacts) both to unidirectional
and to two-directional or multidirectional dialogue with other literatures,
semiospheres® and discourses.

the light of the aims described above of contextual comparative analysis in lit-

erary studies, it is pertinent to remember that the tendency to identify the issue

of

context with the idea of influences® has dominated critical discourse turned

65

66

In the case of intersemiotic and intermedia studies not focused on literature, the aims
of comparative historical research will include: a) recognizing and specifying the his-
torical course of relations between semiospheres; b) developing foundations for an
intersemiotic and intermedia historical poetics based on empirical detailed research;
¢) developing a dictionary of the history of intersemiotic terms; d) preparing a tax-
onomy (based on analogies) of intersemiotic and intermedia genres, and identifying
transformations occurring within them in time (for instance, in terms of contextual
relations stemming from factual affiliations and homologies).

Cf. Wellek, “The Crisis of Comparative Literature” The pejorative term “influen-
ceology” was popularized in the Polish literary discourse in the interwar period.
Initially, it was used mainly by literary critics. For example, it is present in Karol
Irzykowski’s Stori wsrdd porcelany. Studia nad nowszg myslg literackg w Polsce [Elephant
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on comparative studies as well as the one functioning within its scope, not only
at the birth of the traditional variant of the discipline identified with comparative
literature (which formally emerged at the start of the nineteenth century), but
also as late as the twentieth century, in the course of specifying research fields of
comparative studies as a discipline. As a result, historically oriented comparative
research has frequently been identified solely and unjustly with futile explora-
tions in — and cataloging of — contexts. Consequently, the discipline was evalu-
ated unilaterally, bringing about the opinion that comparative historical research
is incapable of generating new knowledge, and is not utile in identifying signifi-
cant widespread phenomena and in describing relations they enter.

The very attempt to systematize contexts should be enough to prove that the
issue at hand is far more complex, requiring a codification of methods allowing
for close comparative analysis of given material - for example, contextual analysis.
Pertinent, again, is the emphasis that this method could potentially be applied to
more than studying literatures in different languages. Its character may be - but
does not need to be - literature-oriented. Similarly, relations between literature,
semiospheres and discourses can hardly be viewed as unidirectional. The com-
petences of the researcher should determine the scope of the applied method
and its orientation - the broader the better — with the only condition being that
the research is thorough. Paradoxically, the thoroughness and profoundness of
analysis usually depends on the diligence of researchers and the time they can
dedicate to the study, rather than - contrary to popular opinion - on the attempt
to address noncomplex issues, a strategy which supposedly prevents arrival at
overly far-reaching conclusions. However, the risk of oversimplification also
concerns specialized research - the malpractice usually stems from insufficient
determination of context, leading in turn to findings that are easily undermined.
Thus, cognitive flexibility and openness and diligent work determine the success
of both types of research.

Surrounded by Porcelain: Studies in the Recent Literary Thought in Poland). Irzykowski
attributes coining of the term to Tadeusz Boy-Zelenski, see: Karol Irzykowski, “W
oblezeniu,” in: Pisma. Stori wsréd porcelany, Lzejszy kaliber (Krakow: Wydawnictwo
Literackie, 1976), pp. 42-56. The term also appears in a prewar critical book by Adam
Grzymata-Siedlecki, see: Adam Grzymala-Siedlecki, “Wpltywologia,” in: Ludzie i dzieta
(Krakéw: Wydawnictwo Literackie, 1967), pp. 245-249; Adam Grzymata-Siedlecki,
“Jeszcze o wplywologii,” in: Ludzie i dzieta (Krakéw: Wydawnictwo Literackie, 1967),
pp. 250-253. The notion of “influenceology” later became an element of colloquial
scholarly jargon, used primarily to discredit historically oriented comparative research,
instead of identifying and describing its procedures.
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To conclude: if comparative studies are to be understood as a discipline
extending beyond literary studies, we can hardly speak of its death, especially if
we take into account the vast amount of detailed research and the theoretical and
methodological challenges facing its representatives.
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Literary Mediations (Poe - Baudelaire - Balmont - Lesmian)
Poe via the symbolists: searching for sources of Lesmian’s inspirations

In Polish literary studies and criticism since Le$mian’s day, a lively discussion
has focused on the issue of relations between the poet and symbolism. In the
first phase of reception of his work, Lesmian was accused of imitation in rela-
tion to the modernist Young Poland movement’s manifestations of that style or
was described as the original continuator of symbolist poetics.” In the second
phase, from the 1960s, heated debate over Le$mian’s symbolism defined in
relation to French traditions dominated.®® Then in the third phase (2005 and
2008) - exemplified in works by Anna Sobieska and Edward Boniecki® - the
key interpretative contexts of the poet’s work were program statements made by
representatives and theoreticians of Russian symbolism. In the case of recent
reception of Le$mian’s oeuvre, there is an evident tendency not to compare
his works with the literary texts of symbolists, but with their theoretical and
philosophical statements.” Thus, we are dealing here neither with comparative

67 Cf. Ludwik Fryde, “Klasyk i dwaj romantycy,” Tygodnik Ilustrowany, No. 12 (1937),
pp- 234-235; Hieronim Michalski, “Wizerunek poety;” Pion, No. 38 (1938), p. 3; Karol
Wiktor Zawodzinski, Liryka polska w dobie jej kryzysu (Warszawa: Sktad gt. w Ksiggarni
Towarzystwa Wydawniczego [Jakub Mortkowicz], 1939), p. 34.

68 The research circle not advocating this idea of unambiguous inclusion of Lesmian’s work
into the symbolist phase included Jacek Trznadel and Artur Sandauer, see: Trznadel,
“Wstep;” Jacek Trznadel, “Symbol i konkret,” in: Twérczos¢ Lesmiana. (Préba przek-
roju) (Warszawa: Panstwowy Instytut Wydawniczy, Instytut Badan Literackich Polskiej
Akademii Nauk, 1964), pp. 30-61; Artur Sandauer, “Po§miertny tryumf Mlodej Polski.
Rzecz o Bolestawie Le$mianie,” in: Zebrane pisma krytyczne, Vol. 1: Studia o liter-
aturze wspolczesnej (Warszawa: Panstwowy Instytut Wydawniczy, 1981), pp. 50-77
[first printed in: Twdrczosé, No. 1 (1964), pp. 41-55] The image of Le$mian as sym-
bolist was close to Zbigniew Bienlkowski, Janusz Stawinski and Michal Glowinski,
see: Zbigniew Bienkowski, “Szczyty symbolizmu,” in: Modelunki. Szkice literackie
(Warszawa: Czytelnik, 1966), pp. 452-466 [originally printed in: Twdrczosé, No. 8
(1962), pp. 47-54]; Janusz Stawinski, review of Bolestaw Le$mian, Szkice literackie,
Pamigtnik Literacki, Vol. 1 (1961), pp. 218-231; Michal Glowinski, review of Jacek
Trznadel, Twérczos¢ Lesmiana. (Préba przekroju), Pamietnik Literacki, Vol. 4 (1964),
pp- 585-597.

69 Sobieska, Tworczo$¢ Lesmiana; Boniecki, Archaiczny swiat.

70 For an example of a different approach, see: Brzostowska-Tereszkiewicz, “Sofia zakleta
w basniowa carewng” It is also pertinent to recall an earlier article: Pollak, “Niektore
problemy symbolizmu rosyjskiego.”
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literary studies, nor with an exploration of affiliations and homologies within
the poetics or aesthetics, but with an attempt to position Lesmian’s poetry
within the history of ideas.

Interestingly, studies on relations between Le$mian and symbolism have
rather significantly disregarded the issue of the intermediation of Russian and
French symbolists in Lesmian’s reception of Poe (with the exception of brief
comments, pages-long remarks and an article by Michat Glowinski, “Le$mian,
Poe, Baudelaire”).”! We have faced this situation despite the fact that Poe’s
works decisively influenced not only the final shape of program statements of
French and Russian precursors to — and representatives of — this movement,
but also poetics of their texts. Simultaneously they were a valuable source
of inspiration for Lesmian. Thanks to this mediation, symbolists — indebted
to Poe in the literary aspect, and responsible for his European recognition
- exerted influence on Le$mian in two ways. First, they conveyed to him literary
symbolist models inspired by Poe’s work, and second, their understanding
- proven in their texts — of the importance of Poe’s legacy influenced, inter
alia, Le$mian’s reception of Poe’s achievements. At this point, I would like to
address the latter issue.

As has been already mentioned, Lesmian’s contact with Poe’s works was not
direct since the poet, who did not speak English, could only read Poe’s works
in Russian, Polish and French. For this reason, Lesmian translated Poe’s tales
from Histoires Extraordinaires par Edgar Poe by Baudelaire. As a result, the
influence of the precursor of French decadents and symbolists was indisputably
exerted on Le$mian’s reception of Poe. Relations are far less defined between
Le$mian and Stéphane Mallarmé, the movement’s key theoretician, translator of
Poe’s poetry into prose, and the author of the sonnet “The Tomb of Edgar Poe””
A similar case is with Arthur Rimbaud,” the author of “The Drunken Boat,”
believed to be directly inspired by Poe’s tale “A Descent into the Maelstrom.
We know that Lesmian intended to translate French prose to earn a living in

71 Glowinski, “Le$mian, Poe, Baudelaire”

72 Stéphane Mallarmé, “The Tomb of Edgar Poe,” in: Collected Poems (Berkeley and Los
Angeles: University of California Press, 1996), p. 71.

73 Rimbaud’s name appears repeatedly in LeSmian’s correspondence, listed among many
others. Le$mian mentions him once apart from these lists of names. This came in con-
versation with Edward Boyé, when he quoted Rimbaud: “I made rules for the form and
movement of every consonant, and I boasted of inventing, with rhythms from within
me, a kind of poetry that all the senses, sooner or later, would recognize” [Arthur
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Paris. Books he considered, in a letter to Zenon Przesmycki from March 1906,
included Mallarmés Divagations (1897) and Rimbaud’s™ poetic prose. However,
we do not know if Lesmian knew of Mallarmés translations in the collection
Les Poémes d’Edgar Poe, which appeared in Paris in 1889, and in Brussels the
previous year. We also do not know if Lesmian was in any way familiar with
Rimbaud’s opinion on Poe’s oeuvre.

On the other hand, Le§mian could have read translations of Poe’s works by
Konstantin Balmont, who represented the older generation of Russian symbol-
ists, with whom he had been friends since his stay in France from 1903 to 1906.
Importantly, Balmont was familiar, as Lesmian was, with Baudelaire’s poetry and
with his essays about Poe. It is also possible that Lesmian became acquainted
through direct contact with Dmitry Merezhkovsky in Paris with the latter’s
Russian translation of “The Raven,” published in 1890 in the eleventh issue of
the Russian literary journal Cesepnoiii secmnux [Northern Messenger] printed in
Sankt Petersburg. It is pertinent to add that Merezhkovsky’s contribution to the

Rimbaud, “A Season in Hell,” in: The Complete Works (New York: HarperCollins
Publishers, 2008), p. 232]. Cf. Edward Boyé, “W niepojetej zielonosci,” Pion, No. 23
(1934), pp. 6-8 [reprint: “Dialogi akademickie — w niepojetej zielonoéci. Rozmowa z
Bolestawem Lesmianem,” in: Bolestaw Lesmian, Szkice literackie (Warszawa: Panstwowy
Instytut Wydawniczy, 1959), pp. 500-501).

74 “Tamspeaking ofan entire selection of most recent French works that I shall call Fren[ch]
prose in general, which includes novels and prose containing a deeper metaphysical con-
ceptor a purely artistical one (Mal[larmé]’s Divagations, Rimb[aud]’s prose).” [Bolestaw
Le$mian, Utwory rozproszone. Listy, ed. Jacek Trznadel (Warszawa: Panistwowy Instytut
Wydawniczy, 1962), p. 304. Piotr Sniedziewski addressed the issue of Lesmian’s interest
in rhythm - characteristic of French symbolists — as visible in his works and views,
see Sniedziewski: ““Tre§¢, gdy w rytm sie stacza! Lesmian i symboliczna fascynacja
rytmem,” Pamigtnik Literacki, Vol. 2 (2006), pp. 135-152. According to Sniedziewski,
the most suitable literary context for an investigation of Le$mian’s work and aesthetical
views is French symbolism in the variant represented by Charles Baudelaire, Stéphane
Mallarmé and Arthur Rimbaud. For a persuasive undermining of the theory about
Rimbaud inspiring Le$mians work, see: Kuczynska-Koschany, “Zawier(u)szony
znikomek?” The conclusion of her argument reads: “The difference between poetical
idoms, as well as temperaments, brought about a situation in which ‘read’ did not trans-
late into ‘creatively absorbed’ Le$mian, like Baudelaire, sensed that he is on the edge, at
the turn of modernity (thus in the quoted conversation there is a far-reaching Le$mian
intuition that he is closer to the author of Flowers of Evil)” [Kuczynska-Koschany,
“Zawier(u)szony znikomek,” p. 306].
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popularization of Poe’s legacy was much smaller than that of Balmont, therefore
a potential influence on Le§mian’s opinion about Poe’s literary achievements of
the former is likely to have been proportionally weaker.

In this context, several questions seem important: Was Le$mian’s reception
of Poe’s work, intermediated by Baudelaire and Balmont, associated only with
the short period he devoted to translation and reading other translations? Or
was that intermediation more profound, leaving its mark on his aesthetic views
and literary legacy? One should also consider in which aspects Baudelaire and
Balmont had identified Poe as their precursor, and to what extent Poe, recog-
nized by way of the symbolists, inspired Lesmian, and to what extent he proved
the medium of a transmission of poetics well-known in the literary tradition. To
answer these questions, it is worth looking at the following issues:

- first, the importance of the influence of French and Russian symbolists’ views
on the development of Lesmian’s views on Poe’s work, in particular the ques-
tion about the extent to which Le§mian’s beliefs about Poe’s work were auton-
omous, and the extent to which they had been adopted from the French and
the Russians;

- second, the issue of the influence of Poe’s legacy on the shape of Lesmian’s
literary output; it will also be cognitively valuable to attempt to answer the
question of whether inspirations intermediated by the symbolists have been
expressed in symbolic poetics or in other variants of the text’s shape.

In my consideration of these problems, I will concentrate on the reception of
Poe’s works as attested in texts by these two translators and authors of works on
Poe, Charles Baudelaire and Konstantin Balmont, in other words, by authors
who at the time exerted influence on Le$mian (I will exclude uncertain cases).
First, I will attempt to reconstruct Baudelaire’s views on the work of Poe, to con-
front them with Lesmian’s opinions, and to investigate literary solutions present
in his texts; and second, I will reconstruct Balmont’s viewpoint and consider
what Le$mian could adopt from him.

Baudelaire’s Poe

Charles Baudelaire, French poet, precursor of the decadent movement and of
symbolism, studied Poe for many years, publishing translations of his works
between 1852 and 1865. Chronologically, his collections of translations from
Poe’s works appeared thus: Histoires extraordinaires (1856) [Extraordinary Tales],
Nouvelles histoires extraordinaires (1857) [New Extraordinary Tales], LAventures
dArthur Gordon Pym de Nantucket (1858) [ The Narrative of Arthur Gordon Pym of
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Nantucket), Eureka ou essai sur lunivers matérial et spirituel (1863) [Eureka or an
Essay on the Material and Spiritual Universe] and Histoires grotesques et sérieuses
(1865) [Tales Grotesque and Serious]. Additionally, Baudelaire wrote repeatedly
about Poe, for instance in the essay that introduced his translation of “La Geneése
d’un poéme” (from the Poe essay “The Philosophy of Composition”),” as well as
in the essays “Edgar Poe: Révélation magnétique (Introduction)” [“Edgar Allan
Poe: Preface to ‘Mesmeric Revelation’], the introduction to Histoires extraordi-
naires [Extraordinary Tales], “Edgar Allan Poe, sa vie et ses ouvrages” [“Edgar
Allan Poe: His Life and Works”] and “Notes nouvelles sur Edgar Poe” [“New
Notes on Edgar Poe”], published as the introduction to New Extraordinary
Tales.”

In his essay “Edgar Allan Poe: Preface to ‘Mesmeric Revelation,” Baudelaire
situated the writer among authors whose superiority over other writers is indis-
putable, for three reasons: Poe developed a poetic method, he then strived tire-
lessly to astonish readers by incorporating in his works elements of the uncanny,
and finally he developed his own philosophy expressed through literary means.
In his other texts, and especially in “Edgar Poe: His Life and Works,” Baudelaire
discussed Poe in a laudatory tone and with compassion - he presented him as an
insightful, oversensitive man who was misunderstood by the American society.
For that reason, he attempted to extrude the interpretation of Poe’s works and his
achievements from their native context.

Baudelaire, as precursor of French symbolism, appreciated Poe for additional
reasons, on several levels.

First, Baudelaire regarded Poe to be a master of logic — he asserted that
“[Joseph] De Maistre and Edgar Poe have taught me to reason,’””” and also
believed that the American writer “enjoyed [...] the grand common sense of
Machiavelli””®

75 Charles Baudelaire, “La Genese d’'un poéme,” in: (Euvres complétes: traductions, ed.
Jacques Crépet (Paris: Louis Conard, 1936), pp. 151-177.

76 Cf. Charles Baudelaire, “Edgar Allan Poe: His Life and Works,” in: The Works of Edgar
Allan Poe (London: John Camden Hotten, 1873), pp. 1-21. The text was first pub-
lished as: Charles Baudelaire, “Edgar Poe, sa vie et ses ouvrages,” La Revue de Paris
(March/April 1852), pp. 138-156 [reprint in: Edgar Allan Poe, Histoires extraordi-
naires (Paris: Michel Lévy Freéres, Libraires éditeur, 1856), pp. VII-XXXI]. Charles
Baudelaire, “Notes nouvelles sur Edgar Poe,” in: Selective Critical Studies of Baudelaire,
ed. D. Parmée (Cambridge: Cambridge University Press, 1949), pp. 50-69.

77 Charles Baudelaire, Intimate Journals (Mineola, NY: Dover Publications, Inc., 2006),
p. 107.

78 Baudelaire, “Edgar Allan Poe: His Life and Works,” p. 4.
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Second, Baudelaire appreciated Poe’s skillful narrative technique, aware that
the latter used literary devices to play with the principle of probability and to
create the illusion of credibility.” I believe that here we arrive on a significant
plane of the influence Poe exerted indirectly via Baudelaire on narrative strategies
Le$mian used in Klechdy polskie [Old Polish Folktales], which the latter discussed
in his letter to Przesmycki, presenting arguments he had used in corresponding
with that volume’s would-be publisher, Mortkowicz (who rejected the “phallic
and murderous element of Old Polish Folktales”).* Lesmian adapted key motifs
in those texts from earlier literature based on folklore; however, the intentionally
ambiguous narrative strategies used in the texts remind me of Poe. Le§mian
explained to the editor that he attempted to reference the Romantic literary tra-
dition of Gogol, Hoffmann and Poe. He chose the genre of folktale [klechda]®
rather than fairy tale. While they share similar motifs and themes, in the case of
the first genre, social, cultural and geographical realities of a given region play a
more important role than fantasy does. Le$mian’s Old Polish Folktales, like Poe’s
“The Thousand-and-Second Tale of Scheherazade,” reveal in a parodistic way the
human dimension of what initially strikes us with uncanniness and appears a
phenomenon with a supernatural genealogy. Poe frequently used this device in
his tales, as exemplified in “The Black Cat” and “Ligeia.”

Third, Baudelaire greatly appreciated Poe’s contribution to the modernization
of techniques for constructing a literary character. Additionally, he pointed out
that the first volume of Poe’s poems was already penetrated by “extra-terrestrial
accent, that calmness of melancholy, that delicious solemnity.’®* According to
Baudelaire, the characteristic extra-terrestrial accent was most visible in Tales
of the Grotesque and Arabesque: “for arabesque and grotesque ornamentation
repulses the human figure; and we shall see that, in most respects, the works
of Poe are extra, or superhuman® In this case, analogies present in Le$mian’s
poems seem obvious, with aborted incarnations and visitors from a postmortem

79 Baudelaire, “Edgar Allan Poe: His Life and Works,” p. 19.

80 Le$mian, Bolestaw, “[List] Do Z. Przesmyckiego, Cannes [1914],” in: Utwory rozpro-
szone. Listy. Z pism Bolestawa Lesmiana, ed. Jacek Trznadel (Warszawa: Panstwowy
Instytut Wydawniczy, 1962), p. 338.

81 Klechda - a folk tale associated with a fairy tale that - like a fairy tale - contains fan-
tastic elements, but, in contrast to it, is strongly rooted in the realities and customs of
the region.

82 Baudelaire, “Edgar Allan Poe: His Life and Works,” p. 7.

83 Baudelaire, “Edgar Allan Poe: His Life and Works,” p. 8.
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reality or characters of an unclear ontological status, functioning at the border-
line of the world and the afterworld.

In the fourth place, Baudelaire identified an important literary technique in
Poe’s work, namely aestheticization of female characters: beautiful, but also suf-
fering, ill, melancholic, dead or dying. Baudelaire argued that in Poe’s works there
is no love, and his heroines “are always veiled with a mist of unchangeable mel-
ancholy;®* able to stifle and suppress every passion. He noticed that despite the
fact that Poe’s works show a particular aesthetic predilection for the grotesque
and macabre, they contain “not a single passage which treats of wantonness, or
even of sensual enjoyment”® Le$mian’s work is also deprived of these inspira-
tions - they are in polar opposition to, for instance, female characters created
in ballads (Le$mian drew from Poe’s models maintained in the aesthetics of the
macabre). Nevertheless, one can indicate in Lesmian’s oeuvre a group of works
in which dead female figures are aestheticized. Moreover, as with Poe’s heroines
(for instance, in “Ligeia”), they are twofold, as exemplified by the two girls of
Sindbad, the doubled Whirlus and Twirlus, and the twofold girl Znikomka [“the
Evanescent One”].

Fifth, as Diderot was for Baudelaire a “blood-red author,” Poe was for him a
“writer of the nerves”® Baudelaire saw him as a keen observer of complex psy-
chological processes, one important manifestation of which was the tendency
to write texts using the poetics of black humor and the macabre. Baudelaire,
although he did not use those terms, explained the described phenomenon thus:

No man, I repeat, has told, with greater magic the exceptions of human life and nature
[...]; absurdity installing itself in the intellect, and governing it with a crushing logic;
hysteria usurping the place of will, a contradiction established between the nerves and
the mind, and men out of all accord expressing grief by laugher.”

The characteristic for Poe of a tendency to show conflicts between emotions and
reason as well as cruelty and horror in a comical way has, according to Baudelaire,
a nature of paradoxical reaction. This is well exemplified in “King Pest” and
“The Premature Burial” These macabre aesthetics also appear in “Never Bet the
Devil Your Head,” “How to Write a Blackwood Article” and “A Predicament.
One may find traces of Poe’s inspiration in Baudelaire’s “Danse macabre,” “Le
Mort jouyeux” [“The Joyful Corpse”] and “Lamour et le crane” [“Cupid and the

84 Baudelaire, “Edgar Allan Poe: His Life and Works,” p. 16.
85 Baudelaire, “Edgar Allan Poe: His Life and Works,” p. 16.
86 Baudelaire, “Edgar Allan Poe: His Life and Works,” p. 20.
87 Baudelaire, “Edgar Allan Poe: His Life and Works,” p. 20, original emphasis.
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Skull”], but macabre aesthetics did not dominate his work. To the contrary, in
this regard Le$mian turned out to be among the most creative followers of Poe.
This is evidenced in the ballads “Jadwiga” [“Jadwiga”] and “The Gorilla”® from
the collection The Shadowy Drink, “Ballada dziadowska” [“A Beggar’s Ballad”],
“Whirlus and Twirlus,”®® “The Saw”® and “Garbus” [“Hunchback”] from the col-
lection The Meadow, and the poems “In the Cemetery Corner,””! “Mortsocks”
and “Karczma” [“The Inn’] (also from The Shadowy Drink) and “Zaloty”
[“Courtship”] (from The Meadow). Poe’s works, written in macabre poetics, ap-
pear to be precursory to Le$Smian’s literary visions and, moreover, turn out to
be among the “transmission belts” that allow motifs with sources in the Middle
Ages, having taken deep roots in the literary tradition and European iconog-
raphy, to penetrate the works of Le$mian in an indirect way. The importance
of Poe’s influence would be the transmission of an alternative model. Comical
play with fear and disgust, present in the works of both authors, permits them
to be seen as exceptional experts on the human psyche. Baudelaire, on the other
hand, in his essay “New Notes on Edgar Poe” saw in Poe both a creator of serious
concepts and a great humorist, as he also wanted to be regarded. Additionally,
he identified Poe as mocking the idea of progress. He wrote: “A civilized man
invents the philosophy of progress in order to console himself after his abdica-
tion and his defeat”*

Sixth, Baudelaire also attempted to identify the issues present in Poe’s works.
According to him, Poe wrote about subjects that are unverifiable and about evil.
Baudelaire understood the source of this evil in a specific gnostic way, which
would, in my opinion, be difficult to demonstrate unambiguously in Po€’s texts.
Baudelaire, in his consideration of the existence of natural evil in human beings
and an inclination towards evil motivated by perversion, which “constantly

88 Bolestaw Lesmian, “The Gorilla,” in: Marvellations: The Best-loved Poems: By the
most-read and best-selling Polish poet Boleslaw Lesmian, one of the greatest of all time
(New York: Penumbra Publishing House, 2014), p. 97.

89 Bolestaw Lesmian, “Whirlus and Twirlus,” in: Marvellations: The Best-loved Poems: By
the most-read and best-selling Polish poet Boleslaw Lesmian, one of the greatest of all
time (New York: Penumbra Publishing House, 2014), pp. 39-43.

90 Bolestaw Lesmian, “The Saw;” Tekstualia 4 (51) (2017), pp. 223-224.

91 Bolestaw Le$mian, “In the Cemetery Corner,” Tekstualia 4 (43) (2015), p. 155.

92 Bolestaw Lesmian, “Mortsocks,” in: Marvellations: The Best-loved Poems: By the
most-read and best-selling Polish poet Boleslaw Lesmian, one of the greatest of all time
(New York: Penumbra Publishing House, 2014), p. 117.

93 Baudelaire, “Notes nouvelles sur Edgar Poe,” p. 57.
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makes them killers and suiciders at the same time, murderers and execution-
ers”®* did not exclude divine agency. He believed that God uses depraved deeds
to punish evildoers and to sanction order, and that culprits are his accomplices.”
Baudelaire’s convictions about evil and God’s conception in Poe are not reflected
or continued in any form in Le$mian’s works or in his remarks concerning Poe.
However, Le$mian and Poe certainly share an interest in the issue of evil, often
considered in the eschatological context.

Seventh, by focusing on Poe’s poetics in “New Notes on Edgar Poe,” Baudelaire
summarized the main theses of “The Poetic Principle” and “The Philosophy
of Composition” He also emphasized that Poe condemned epic poetry for its
excessive length, excluding as it does the possibility of achieving a unity of effect
as postulated by the author of “The Raven” Baudelaire believed that among
Poe’s statements this also deserved appreciation. Lesmian, however, would not
have shared that view, for, as we have seen, he dreamed of a “Polish bylina” and
although he never created it, he remained unfalteringly charmed by the old-
Russian folk heroic epic, as he expressed in, for instance, his poetic tale “Basn o
Rycerzu Panskim” [“Tale of the Lord’s Knight”], published in 1904 in Chimera.*®
His fascination with the element of epic is proven not only in ballads (also written
by Poe), but also in the Polish Folktales. Nevertheless, even in those works Poe’s
work influenced the shape of the narrative plane.

Finally, Baudelaire devoted much space to the importance of rhythm and
rhyme in the output of Poe, who, according to Baudelaire, had proven that
rhythm can have many various meanings and fulfill a limitless number of func-
tions, and rhyme is a source of pleasures including mathematical and musical
ones. It is evident that the great importance of rhythm in Lesmian’s aesthetics

94 Baudelaire, “Notes nouvelles sur Edgar Poe,” p. 54.

95 Andrzej Kijowski, in his text “Grymas Baudelaire’a” [“Baudelaire’s Grimace”], defined
the writer’s concept of evil: “Baudelaire perceived nature as a neutral state of existence
in which the human being is a wild, cruel animal capable only of crime and evil.
Everything that is good and noble in man is superficial: beauty, grace, culture, morality,
all is the work of the imagination, the queen of talents. Imagination brings women to
care about beauty and charm, and men to restrain their wild instincts, invent laws,
moral systems, create culture. Everything that is human is the work of imagination. It
is most perfectly and purely expressed in poetry. Poetry is the essence of existence; the
critique of poetry is the critique of man, the critique of all his talents, all parts of his
being and his relations with other people” [Andrzej Kijowski, “Grymas Baudelairea,”
in: Charles Baudelaire, Sztuka romantyczna. Dzienniki poufne (Warszawa: Czytelnik,
1971), p. 13].

96 Bolestaw Lesmian, “Basn o Rycerzu Panskim,” Chimera, No. 19 (1904), pp. 41-59.
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and poetics, described repeatedly, certainly brings him close to symbolism in
its French (Mallarmé) and Polish versions, and especially in the Russian var-
iant, while the attempt to associate rhythm with what is most primitive distances
Le$mian from Poe.”

Balmont’s Poe

The second writer who intermediated in Le$mian’s reception of Poe, Konstantin
Balmont, an older Russian symbolist who had a decadent period in his work,
began to translate the selected works of the American writer in 1895, when Poe
was already known in Russia. As a result, Balmont published five volumes of
Poe’s writings in Russia. The first (published in 1901) was Iloamot, ckasxu [Poems,
Fables], the second (1905) was Paccka3svt, cmamou, ompuiéxu, agpopusmut [ Tales,
Journalism, Fragments, Aphorisms], the third and the fourth (1910-1912) were
Cmpawnvie paccxasol, epomecku [Horrible Tales and the Grotesque] and Heo6
vruaiinvle npukmouenus [Extraordinary Adventures], respectively, and the fifth
(appearing along with the previous two) included, as its title stated, Buozpagus,
depuxka, nucoma, nocnecnosue [Biography, Eureka, Letters and Afterword).

Two texts reveal Balmont’s views on Poe’s life and work most clearly. The first
is a comprehensive, hundred-plus page biographical text, “Ouepx >xusuu Snrapa
ITo” [“Sketch of the Life of Edgar Poe”] based on three works: William E. Gill's The
Life of Edgar Allan Poe*® and John H. Ingram’s Edgar Allan Poe, His Life, Letters,
and Opinions® published at the end of the nineteenth century in London, with
the third, Life and Letters of Edgar Allan Poe by James A. Harrison,'® published
in the early twentieth century in New York City. “Sketch of the Life of Edgar
Poe” reveals relatively little about Balmont’s reception of Poe’s work, except per-
haps for the fact that Balmont perceived “Shadow - a Parable,” “The Conqueror
Worm” and “A Dream within a Dream” as masterpieces. In order to create them,
according to Balmont, “it was not enough to be a genius. He had to be a unique

97 Cf. Bolestaw Le$mian, “Rytm jako $wiatopoglad,” in: Szkice Iliterackie
(Warszawa: Panstwowy Instytut Wydawniczy, 1959), pp. 66-68; Bolestaw Le$mian,
“U zrédet rytmu (Studium poetyckie),” in: Szkice literackie (Warszawa: Panstwowy
Instytut Wydawniczy, 1959), pp. 69-75.

98 Cf. William Fearing Gill, The Life of Edgar Allan Poe (London: Chatto & Windus, 1878).

99 Cf. John Henry Ingram, Edgar Allan Poe, His Life, Letters, and Opinions, Vols. 1-2
(London: John Hogg, 1880).

100 Cf.James Albert Harrison, Life and Letters of Edgar Allan Poe, Vols. 1-2 (New York: T.Y.
Crowell & Co., 1902-1903).
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genius”! These three texts greatly influenced the shaping of thanatotic aes-
thetics in Lesmian’s poetical works.

Balmont used his reflections on Poe’s life and work to try to define poetic
writing and to clarify its relations with music. Like most symbolists, he contrasted
poetry writing and scientific work. The purpose of the former is to give pleasure
to the reader, while the latter attempts to discover truth. Balmont also contrasted
poetry and prose — he believed that a work deserves to be called a poem when it
provides aesthetic pleasure instead of a sense of experiencing precisely defined
phenomena. Prose presents images of phenomena via precise sensations, while
poetry speaks to the reader using the poetics of uncertainty, allusion and presup-
position. Musicality in poems plays an essential role in creating those effects: a
subtle sound is perceived, but is also difficult to define in reception. Music com-
bined with thought guarantees aesthetic pleasure to the reader and turns into
poetry. Music without thought is simply music, and thought without music is
prose — a type of artistic expression that remained to be fully defined.

According to Balmont, in Poe’s early lyrics, although minor deficiencies of
skill may be found, one could hear the melody of the poem, heard already in full
force in 1831, the year that indicated the birth of a great poet. The harmonious
and antithetical combinations of consonants and vowels alone create poetry
with an excellent wording that “exists in Death, in Judgment, in Pain, in Sin™%
(Balmont believed this tendency was developed to the extreme by Baudelaire,
Poe’s follower and admirer). In the reconstructed views of Balmont (himself ac-
cused by his contemporaries of displaying excessive attachment to tonal aspects
of poetry, to the detriment of its semantic layer), one may clearly see the direc-
tion and particular stages of influence of literary solutions developed by Poe.
That influence was exerted on Le§mian’s poetic works, starting from the works
of Baudelaire, through the works of Balmont. In his case, the understanding of
the musicality of poetry took on a form greatly inspired by the achievements of
Russian symbolism, the representatives of which searched, as Lesmian did, for
sources of musicality in the primitive and archaic.

It is relevant to add that Balmont’s “Sketch of the Life of Edgar Poe” was
written in an emotional and empathetic way. Balmont, like Baudelaire, mythol-
ogized the figure of the American writer, discussing prosaic incidents that had
happened to him in poetic language (overly ornamented, in some instances).

101 Koncrantun bampmonT [Konstantin Balmont], “Ouepk >xusuu Sprapa Ilo,” http://
az.lib.ru/b/balxmont_k_d/text_0160.shtml, last accessed 29.08.2019.
102 Bansmont [Balmont], “Ouepx >xusuu dnrapa ITo”


http://az.lib.ru/b/balxmont_k_d/text_0160.shtml
http://az.lib.ru/b/balxmont_k_d/text_0160.shtml
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He elaborated on the epistemological significance of alcohol’s influence on the
uniqueness of Poe’s perception. The text was written with a laudatory tone and in
a hyperbolic style. After reading it, one can conclude that Balmont did not tend
to support his appraisals with complex argumentation.

Much more information about Balmont’s views on Poe’s work is provided in the
essay “Tenmit orkpsitust” [“The Genius of Discovery”] in the preface to the first
volume of Co6panue couunenuii [The Collected Works].'”

For Balmont, it was not problematic to see Poe’s work as an exemplification of
one of the literary styles. In “The Genius of Discovery,” Balmont called Poe, who
lived in the Romantic period, the greatest symbolist poet. This Russian representa-
tive of the Silver Age affirmed, in poetic language, the insightfulness of the author of
“The Black Cat,” glorifying the quest for knowledge that leads to the brink of mad-
ness. In his texts about Poe, Balmont indicated the existence of extraordinary states
of mental intensity that allow us to deal with sharpened and deepened perception.
As a result, new perspectives are revealed in seeing phenomena, as are previously
unknown areas of self-knowledge, that bring man closer to the limits of the world
that had appeared familiar and safe. Balmont was convinced that such experiences
are accessible to all people; most, however, come across them extremely rarely,
sometimes only once in a lifetime, while a chosen few experienced them almost all
the time — with Poe certainly belonging to the latter group.

It is no exaggeration to state that Le$émian became a faithful perpetuator of
Poe in that respect. One may recall representations of crossing ontological-epis-
temological borders,'* very frequent in Le$mian’s works. Characters developed
by the author of The Meadow, driven by curiosity or sensual desire, are con-
stantly heading towards other existences; wandering often leads them to lose
themselves, and the quest for knowledge ends, as Edward Balcerzan wrote, with
an “ontological catastrophe,” which may be exemplified by the adventures of the
farmhand in the ballad “The Saw;” the beggar in “A Beggar’s Ballad” and the pro-
tagonist of the poem “The Meadow.'*®

103 Koucrantus baapmont [Konstantin Balmont], “Tennit orkpsitus,” in: Edgar Allan
Poe, Cobpanue couunenuii 6 uemovipex momax, Vol. 1 (Mocksa: ITpecca, 1993), pp. 7-9
[reprint in: Exemecaunvie couunenus, No. 10 (1900), p. 113].

104 For crossing of ontological borders by lyrical characters in Lesmian, see: Edward
Balcerzan, “Poezja filozoficzna. Bolestaw Le$mian (i niewielu innych),” in: Przestrzenie
Swiadomosci. Studia z filozofii literatury, Poznatiskie studia z filozofii humanistyki, ed.
Andrzej Falkiewicz and Leszek Nowak, Vol. 3(16) (1996), pp. 47-71 (particularly
pp- 63-65.)

105 Balcerzan, “Poezja filozoficzna,” p. 65.



60 CONTEXT RELATIONS

Balmont had also succeeded in identifying what Baudelaire valued most in
Poe. The older Russian symbolist admired the wisdom and courage of Poe, who
dared to do what other authors consequently avoided, namely, he attempted
to depict extreme despair and dread in a desperate situation in the poetics of
mad verve. Balmont saw in Poe a restrained philosopher of extremes who cre-
ated works where beauty contrasted with the most repulsive ugliness. In Poe’s
desire to explore a “different world” — hidden behind the scenes of the reality
that appears familiar and safe - in an attempt to reveal its terrible secret, to fully
experience its cruelty, Balmont saw demonic beauty in the American writer’s
existence. Balmont described the passion stimulating Poe to explore the most dif-
ficult epistemological-axiological problems metaphorically as “the cognition of
illuminated Lucifer” Balmont, though, did not become a philosopher of laughter,
with his fascination with the aforementioned aspects of Poe’s work developing
into texts of a decadent character; meanwhile in Le$mians case, impressive
results came about. In this area, Le§mian, the author of macabre poetic works,
has grown into a worthy successor to Poe.'”

Balmont considered Poe a discoverer, an inventor of the highest rank who
allowed readers to look at familiar, mundane phenomena from a different per-
spective and with incomparably greater insight. Balmont was convinced that
Poe, by integrating the results of logical reasoning with the desire to create the
effect of an artistic mood, developed a new literary form for a philosophical tale
that was capable of appealing to both the intellect and the emotions of the reader.
These observations of Balmont may have influenced Le$mian’s perception of
what is essential in literary writing and guided his explorations. It is no acci-
dent, in my opinion, that Le$mian’s literary legacy is described as “philosophical”
and he, as with Poe, is termed a philosopher of laughter, and is considered the
inventor of a philosophical ballad that, although it continues the tradition of the
genre and stems directly from both variants of Young Poland’s ballads - objec-
tified, symbolic and like a fairy tale, or psychological and lyrical - it does not
faithfully follow either of the two models.'””

106 Cf. Zbigniew Bienkkowski, Poezja i niepoezja (Warszawa: Panstwowy Instytut
Wydawniczy, 1967); Balcerzan, “Poezja filozoficzna,” pp. 67-68; Brygida Pawlowska-
Jadrzyk, “Makabreska wobec ciezaru istnienia,” in: Sens i chaos w grotesce literackiej.
Od “Patuby” do “Kosmosu” (Krakow: Universitas, 2002), pp. 11-57.

107 Cf. Ireneusz Opacki and Czestaw Zgorzelski, Ballada (Wroctaw: Zaklad Narodowy
im. Ossolinskich, 1970); Ireneusz Opacki and Czestaw Zgorzelski, eds., Ballada polska
(Wroctaw: Zaklad Narodowy im. Ossoliniskich, 1962).
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Balmont also emphasized Po€’s contribution to poetry — as Baudelaire had, he
considered the phenomenon of musicality to be exemplary. Moreover, he claimed
that Poe had correctly identified the genesis of a poetic word as stemming from a
desire for beauty greater than that given to men on earth, manifesting the discord
between what is and what should be. As a result, idealized dreams and the desire to
create a world more perfect than the one of the here and now turned out to be the
source of art. For Balmont, when revealing elements of ugliness hidden in beauty Poe
was also a poet of dread, a painter of transformed landscapes in which the familiar
discloses its unknown, threatening face. Besides, he was discoverer of the symbolism
in both the sea element and the decay of majestic buildings erected by man as well as
a prophet of the spiritual aura of Balmont’s contemporary times, a diagnostician of
the destruction of human beings and impossible love. Balmont’s reflections show Poe
as a tireless explorer of issues of conscience. According to Balmont, Poe symbolically
uncovered then veiled again the torture and hopelessness experienced by anyone
choosing the path of spiritual exploration and questioning to face, in contrast to one’s
intentions, the endlessness of silence, to find the “royal stamp of death™% and decay;,
to experience fear, terror and spleen, rather than finding meaningful signposts.
According to Balmont, Poe is an author unfamiliar with self-deception, a poet that
perceives reality in such a harsh and complex way, and desires dark knowledge even
at the cost of self-destruction. Poe, as Balmont asserted, had to suffer because he dis-
covered chaos invading the human world from all sides. These reflections - and the
atmosphere of crisis of Balmont's own times — inspired him to write decadent poetry
and poems maintaining the poetics of the macabre. But in the case of Le§mian’s, sim-
ilar reflections brought forth macabre and macabre-grotesque works and a symbolist
interest in the role of fairy tales and metaphysics, associating man with illogical areas
of existence, and helping him overcome chaos, giving meaning to the experience of
death and building a bridge between the world and the afterworld.

It is significant that Lesmian, a philosopher of laughter and death insepa-
rably entwined with love, at once in this aspect the worthy successor of Poe, is
a much less successful theoretician of the work of Poe. In the text “Edgar Allan
Poe”'” — constituting in large part a free translation of Baudelaire’s essay “Edgar
Allan Poe: His Life and Works” - written in florid language, Le$mian’s analysis
is definitely less insightful than those of Baudelaire and Balmont. Le$mian
described Poe’s tales as probable, if elusive, visions'” and the American author as

108 Baudelaire, “Edgar Allan Poe: His Life and Works,” p. 10.

109 Bolestaw Lesmian, “Edgar Allan Poe,” in: Szkice literackie (Warszawa: Panstwowy
Instytut Wydawniczy, 1959), pp. 455-466.

110 Le$mian, “Edgar Allan Poe,” p. 465.
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an attentive observer and psychologist,'"" the explorer and admirer of the secret
of silence and death. Le$mian, following Baudelaire, noticed that Poe presented
death in three conventions: in an emphatic way, through the idealizing images
of dead women, and in the convention of the macabre or the aesthetics of the
grotesque. Importantly, LeSmian described the reality presented in Poe’s tales
as the world or the afterworld, interchangeably, thus signaling its ontological
status: ambiguous, unstable, difficult to define. He also emphasized that in Poe
delusion and dream border reality. For Lesmian, Poe was a writer of contrasts
of “demonism and the angelic”''* and darkness and logic. It is most significant,
however, that from the descriptions of Poe’s work drawn up by Baudelaire and
Balmont, Lesmian selected those aspects that could be found in his own work.'"

111 Le$mian stated that: “Poe would later base some of his literary concepts on seem-
ingly scientific and mathematical ideas, in order to substantiate, justify and impose
on the reader, more easily and more convincingly, via unavoidable logic, his images,
his fantastic visions, unreal and so colorfully true, so dreamingly understandable and
familiar to every deeper human reflection” [Le$mian, “Edgar Allan Poe,” p. 458].

112 Le$mian, “Edgar Allan Poe,” p. 466.

113 Le$mians associations with Poe’s work interpreted in a symbolic way are certainly not ex-
hausted in biographical considerations. They are visible in a shared repertoire of motifs,
part of which is also present in the Polish Romantic tradition that influenced Le§mian and
in the Young Poland lyrics of symbolic provenance, although it is pertinent to emphasize
that the scope of meaning of these motifs in the latter two cases do not always overlap,
and functions assigned to them in the text structure also vary. The repertoire of motifs
includes, above all, the feminine personification of death (one source of inspiration for
Le$mian was proto-Slavic folklore, transformed in Romantic and symbolist literature), the
saturation of symbols of death with eroticism, the unreal aspect of characters (known from
the lyrics of Young Poland, for example from the poem “Wizja” [“Vision”] by Zdzistaw
Debicki, from Kazimierz Przerwa-Tetmajer’s poetical text “Wedrowcy” [“Wanderers’],
Jozef Jedliczs “Basn okien” [ “Fairytales of Windows”] and, finally, from “Mniszki” [“Nuns”]
by Kazimiera Zawistowska —characterized, as Maria Podraza-Kwiatkowska states, by
pantomimic behavior [Maria Podraza-Kwiatkowska, Symbolizm i symbolika w poezji
Mitodej Polski: teoria i praktyka (Krakéw: Wydawnictwo Literackie, 1975), pp. 149-150].
See: Zdzistaw Debicki, “Wizja,” in: Moda Polska. Wybdr poezyj, ed. Tadeusz Zeletiski
Boy (Lviv: Zaktad Narodowy im. Ossoliniskich, 1939), p. 146; Jozef Jedlicz, “Basn okien,”
in: Najmiodsza Polska w piesni, ed. Zygmunt Rozycki (Warszawa: Nakladem Ksiegarni
A. Dubowskiego, 1903), 39-41; Kazimiera Zawistowska, “Mniszki,” in: Utwory zebrane, ed.
Lucyna Kozikowska-Kowalik (Krakéw: Wydawnictwo Literackie, 1982), s. 38. Common to
Poe and Le$mian, and very popular in Romanticism, in the poetry of Russian symbolists
and in the lyrics of Young Poland (particularly in its variant of symbolic provenance) are
motifs of sleep, shadow, reflection, doubling and, finally, the doppelgénger.






64 CONTEXT RELATIONS

Translative replicas (Poe — Baudelaire - Le$mian)
Poe’s tales in Bolestaw Lesmian’s translations: sources, inspirations, replicas

Poe versus Lesmian: outlining the problem

Almost every biographical note about Bolestaw Lesmian includes reference to
the fact that the poet translated Edgar Allan Poe’s prose works and that these
translations were published in 1913 in a two-volume edition Opowiesci nadzwyc-
zajne [Extraordinary Tales]. Unfortunately, the frequent use of this information
has not increased interest among researchers in the translations themselves. The
description of Le$mian’s translative technique and the evaluation of the quality
of his translations have yet to be made. The question of whether the translation
of Poe’s tales was only an episode in Le§mian’s literary career or, rather, a sig-
nificant experience that left its mark on the poet’s works and determined their
artistic shape, has been partially answered. Another question that needs to be
answered is how Le$mian’s interest in Poe’s work combined or intersected with
other inspirations. Attempts have been undertaken, however, to address these is-
sues: an important work indicating relevant research clues is Michat Glowinski’s
article “Le$mian, Poe, Baudelaire” published in Wielojezycznos¢ literatury i prob-
lemy przektadu artystycznego [Multilingualism of Literature and the Problems of
Artistic Translation]. In this text, the researcher put forth and attempted to justify
the thesis stating that Lesmian’s translative work on prose works by Poe was not
accidental and insubstantial, but instead played a considerable role in shaping
narrative strategies in Le$mian’s poetry. According to Glowinski it has left its
mark on the way Le§mian presents the grotesque and fantastic world.

The scholar writes in general terms that one may point to similarities of motifs
that appear in Poe’s short stories and in Lesmian’s works. However, he does not
do so, believing its impact on the development of Le$mian’s narrative techniques
is the most important aspect of the influence of Poe’s prose on Lesmian’s writing
skills.!

114 Michal Glowinski also points to Lesmian’s early prose, in which the influence of Poe
on the writer’s texts seems indubitable, but also not beneficial to their general artistic
shape. He has in mind the triptych “Legendy tesknoty” [“Legends of Longing”] from
1904, published in the nineteenth issue of Chimera. According to Glowinski, the
“Legends of Longing” are not very original; the individuality of Le$mian’s style is not
very visible, but they combine popular mannerisms of the period and a poetization
of the tale - close to Poe’s narrative technique - that makes them similar to a prose
poem. He also lists as examples of such works “Shadow - a Parable,” “Morella” and
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At this point, I will focus on the issue that has been least researched, and in
large part overlooked in studies, namely the description of Le§mian’s translations
of Poe’s tales.

Lesmian and translators: the Genesis of Fascination with Poe

Bolestaw Le$§mian was not even one the first Poles to translate the tales of Edgar
Allan Poe. According to the survey conducted by Franciszek Lyra in the 1970s,
Adolf Hennel deserves the honorable title of “the first translator” He published
translations of Poe’s works and an essay devoted to him based on Baudelaire’s
essays as early as in 1858.""° Felicjan Faleniski was the second translator. He pub-
lished five texts by Poe, mostly anonymously in magazines that were not very
popular. As a result, the following works of Poe were published in Polish with
little opportunity of stirring up a heated debate: “Some Words with a Mummy,”
“A Descent into the Maelstrom,” “A Tale of the Ragged Mountains,” “The Fall of
the House of Usher” and “The Facts in the Case of M. Valdemar”!'¢

In the 1860s, Polish interest in Poe became so great that translations of his
works could be found in six magazines: Biblioteka Warszawska, Lwowianin,
Klosy, Przeglgd Tygodniowy Zycia Spolecznego, Dziennik Literacki i Polityczny
and Wedrowiec.""”

“Silence - a Fable” included in the collection of Lesmian translations Extraordinary
Tales [Cf. Glowinski, “Le$mian, Poe, Baudelaire”].

115 Cf. Franciszek Lyra, “Z polskich dziejow Poe’go,” in: Edgar Allan Poe (Warszawa: Wiedza
Powszechna, 1973), pp. 290-291. I have taken much important information from
Lyra’s book about the Polish reception of Poe’s works in the second half of the nine-
teenth century and the beginning of the twentieth, as it presents the results of a thor-
ough inquiry.

116 In 1891, in Biesiada Literacka, Felicjan Falenski’s translation of “A Descent into the
Maelstrom” appeared. Philological research conducted on this text allowed researchers
to establish the authorship of translations of the other four works of Poe. The com-
parative analysis shows that Falefiski was the author of the translations of Poe’s tales
published in Biblioteka Warszawska and Biesiada Literacka, see: Lyra, “Z polskich
dziejow Poego,” p. 294.

117 In Dziennik Literacki, a writer using the initials K.L. attempted to direct the attention of
Polish readers to Poe’s poetry. This later resulted in a prose translation of “The Raven”
by Walery Przyborowski. That was then followed by Zenon Przesmycki’s poetry trans-
lations. In 1871, in Wedrowiec, one could also read an anonymous text, not of very
high quality as Franciszek Lyra states, discussing Poe’s works. Also in 1871, an article
by Feliks Jezierski appeared in Biblioteka Warszawska, which set the task of discussing
Poe’s achievements in the context of English Romanticism. Jezierski also presented
prose translations of two Poe poems, “Eldorado” and “The Conqueror Worm,” and
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Another wave of translations of Poe’s works appeared courtesy of the Polish
modernists. The editors of a Krakéw magazine Zycie and its editor-in-chief from
1898 to 1900, Stanistaw Przybyszewski, who translated “Shadow - a Parable,
“Silence - a Fable” and “The Haunted Palace,” for example, found the achieve-
ments of the American author particularly important.'® Over two years, seven
works by Poe were translated by Antoni Lange and Stanistaw Lacek.'® and
printed in Zycie. Additionally, a two-volume edition of Lange’s translations from
1899 included poems such as: “The Sleeper,” “Silence — a Fable,” “The City in
the Sea,” “To One in Paradise;,” “The Haunted Palace;,” “The Conqueror Worm,”
“Dream-Land,” “Eldorado,” “To My Mother,” “For Annie” and “Ulalume”'® In
Bluszcz in 1899 and in Tygodnik Ilustrowany in 1909, one could read Polish
versions of “Hymn,” and “To Helen,” “To Zante” and “Eulalia,” respectively,
translated by Wiadystaw Nawrocki, who contributed greatly to the populariza-
tion of Poe.”?! In 1897, the first book with a selection of Po€’s tales appeared,
translated by Wojciech Dabrowski. It included four texts: “The Black Cat,” “The
Masque of the Red Death,” “The Fall of the House of Usher” and “The Pit and

excerpts from “The Sleeper;” see: Lyra, “Z polskich dziejow Poe'go,” p. 295; Egdar Allan
Poe, “Do jednej w raju,” trans. Zenon Przesmycki, Zycie, No. 22 (1887), p. 346; Egdar
Allan Poe, “Kruk,” trans. Zenon Przesmycki, Bluszcz, No. 37 (1886), pp. 289-290.
It is worth mentioning an interesting fact noted by Franciszek Lyra, who refers to
the publication in Kurier Codzienny of a parody of Poe’s tales, see: Lyra, “Z polskich
dziejow Poego,” p. 295; “Piosenka Carmeny. Opowiadanie na sposob Edgara Poe,”
Kurier Codzienny, No. 220 (1882), p. 4.

118 The magazine intended in 1901 and 1902 to publish, for example, a translation of
Eureka: An Essay on the Material and Spiritual Universe. Przybyszewski also trans-
lated “The Colloquy of Monos and Una” The manuscript of this translation was
accessible until 1944 in the National Library, see: Franciszek Lyra, Edgar Allan Poe
(Warszawa: Wiedza Powszechna, 1973), p. 297.

119 Ewa Piasecka set forth the opinion that Stanistaw Lack was not only the author of
translations signed as I. Ra, but most probably also as J. Ra, Lk and J. L-k. It seems
important to undertake the task of establishing the authorship of these Polish trans-
lations. Cf. Ewa Piasecka, “Edgar Allan Poe w Mlodej Polsce. Dopelnienia i spros-
towania,” Ruch Literacki, No. 5 (1996), p. 608, footnote 9.

120 Antoni Lange, Przeklady z poetow obcych (Warszawa: Nakladem Redakeyi Gazety
Polskiej, 1899), pp. 33-59. The volume also includes a translation of Poe’s “The Power
of Words,” see: Lange, Przektady z poetéw obcych, pp. 59-68.

121 Edgar Allan Poe, “Do Heleny,” trans. Wiadystaw Nawrocki, Tygodnik Ilustrowany,
No. 4 (1909), p. 74; Edgar Allan Poe, “Zante,” trans. Wladyslaw Nawrocki; Edgar Allan
Poe, “Eulalia,” trans. Wiadystaw Nawrocki, Tygodnik Ilustrowany, No. 4 (1909), p. 74;
Edgar Allan Poe, “Hymn,” trans. Wtadystaw Nawrocki, Bluszcz, No. 43 (1899), p. 340.
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the Pendulum.” The next book appeared in 1902 (Wojciech Szukiewicz was the
translator), with the next following in 1907 (with Zygmunt NiedZwiedzki’s trans-
lations). The book included only three tales by Poe: “The Tell-Tale Heart,” “A
Descent into the Maelstrom” and “Mesmeric Revelation” In 1909 the transla-
tions of Barbara Beaupré (from French) appeared, and in 1910, Marian Zalicki’s
translations reached Polish readers.

The large number of translations of Poe’s works into Polish in addition to
Le$mian’s translations is enhanced also by the work of Gustaw Beilin from 1913,
Nowele o mitosci [Tales of Love], containing six of Poe’s works. Beilin based his
translations on three editions: French (translated by Baudelaire), German (after
Theodor Etzel) and Russian (translated by Balmont). He also directly translated
the ballad “The Haunted Palace” from “The Fall of the House of Usher” and lyrics
from “The Assignation” and “Ligeia,”*** while Lesmian worked from the ballad in
the translation by Antoni Lange.

On the basis of the results of Franciszek Lyra’s inquiry that was presented in
Edgar Allan Poe, Ewa Piasecka concludes:

In the period of Young Poland alone, fifty-eight short stories and twenty-two poems
written by Poe were translated [to Polish]. Some works were translated numerous times,
and the majority of the translated lyrics were frequently reprinted. At that time, transla-
tors familiarized Polish literature with almost fifty previously untranslated works of the

American author. [...] Until 1914, over seventy translators of thirty-nine short stories

were published. [...] The majority of these were translated numerous times.'?*

It is therefore necessary to ask how the translative achievements of Bolestaw
Le$mian present themselves against this backdrop. The two-volume edition -
the largest from those listed above — of Poe’s tales translated by Le$mian,
Extraordinary Tales, included twenty works: “The Island of the Fay;” “Morella,”
“The Tell-Tale Heart,” “The Cask of Amontillado,” “Silence - a Fable,” “The Pit
and the Pendulum,” “Shadow - a Parable,” “The Devil in the Belfry;” “King Pest,”
“The Fall of the House of Usher;” “William Wilson,” “The Oval Portrait,” “The
Facts in the Case of M. Valdemar,” “Metzengerstein — a Tale in Imitation of the
German,” “Hop-Frog,” “The Man of the Crowd,” “MS. Found in a Bottle,” “The
Masque of the Red Death,” “The Black Cat” and “Berenice”” It is worth indicating

122 Cf. Lyra, “Z polskich dziejéw Poe’go,” pp. 302-303.

123 Piasecka, “Edgar Allan Poe w Mlodej Polsce,” pp. 604-605. Piasecka is the second
author to write about the Polish modernist reception of Poe, after Franciszek Lyra. It
is pertinent to briefly note that among the results of Polish modernism are as many
as eight selections of prose by Poe and two collections of his poetical works.
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two issues here: first, which among Poe’s works Le$mian selected for translation,
and second, which of these had been translated into Polish before 1913 (and in
1913) and how many times.

Le$mian’s selection of short stories is not surprising when one takes into con-
sideration his later work. The collection primarily comprises grotesque texts
dominated by aesthetics either macabre or macabresque. Le$mian was entirely
uninterested in the detective tales and metaphysical dialogues.'* His selection
also seems significant because before 1913 there had already been two trans-
lations of “The Island of the Fay;” by Gustaw Beilin (as “Wyspa zakleta” - lit.
“Enchanted Island”) and by Barbara Beaupré (as “Wyspa czarodziejki” - lit.
“Sorceress Island”'®); three translations of the tale “Morella,”'* by Adolf
Hennel, a translator publishing in Zycie under the pen name Lk, and Beilin (all
as “Morella”); and three translations of “The Tell-Tale Heart,”'¥” by J.W. pub-
lished in Krakow’s Zycie, W.S. published in Glos and Zygmunt Niedzwiedzki
(all as “Zdradzieckie serce” - lit. “Treacherous Heart”). Le§mian also had access
to two translations of “The Cask of Amontillado,”** the first published anony-
mously in Spofeczeristwo and the second signed B.P.S. in Kaliope, both as “Beczka
Amontillado” The tale “Silence - a Fable”'® was translated as “Milczenie”

124 Cf. Piasecka, “Edgar Allan Poe w Mlodej Polsce,” p. 302.

125 Edgar Allan Poe, “Wyspa zakleta,” trans. Gustaw Beilin, Literatura i Sztuka [sup-
plement to Nowa Gazeta], No. 10 (1913), pp. 2-3; Poe, “Wyspa czarodziejki,” trans.
Barbara Beaupré, in: Kruk. Wybér poezji (Cracow: Drukarnia “Glosu Narodu” w
Krakowie, 1910), pp. 30-37.

126 Edgar Allan Poe, “Morella,” trans. A.H. [Adolf Hennel], Gazeta Codzienna, No. 64
(1858), p. 4, and No. 68 (1858), p. 4; Edgar Allan Poe, “Morella,” trans. Lk, Zycie
[Cracow], No. 17 (1898), pp. 195-198; Edgar Allan Poe, “Morella,” trans. Gustaw
Beilin, in: Nowele o mitosci (Krakéw: G. Centnerszwer i Ska, 1912), pp. 45-58.

127 Edgar Allan Poe, “Zdradzieckie serce;” trans. J.W., Zycie [Cracow], No. 34 (1898),
pp. 448-450; Edgar Allan Poe, “Zdradzieckie serce,” trans. W.S., Glos, No. 3 (1901),
pp. 38-40; Edgar Allan Poe, “Zdradzieckie serce,” trans. Zygmunt Niedzwiedzki,
in: Nowele (Lviv: Naktadem i drukiem ksiegarni Wilhelma Zukerkandla, 1907),
pp. 3-13.

128 Edgar Allan Poe, “Beczka Amontillado,” trans. B.P.S., Kaliope, No. 1 (1906); Edgar
Allan Poe, “Beczka Amontillado,” [trans. unknown], Spofeczeristwo, No. 36 (1909),
pp- 426-432.

129 Edgar Allan Poe, “Milczenie;” trans. J. Ra, Zycie [Cracow], Nos. 36-37 (1898), pp. 485—
486 [reprint in: Literatura i Sztuka [supplement to Nowa Gazeta], No. 3 (1909), pp. 3—4;
Edgar Allan Poe, “Milczenie,” [trans. unknown], Czas, No. 78 (1901); Edgar Allan Poe,
“Milczenie;” trans. Stanistaw Przybyszewski, Glos, No. 21 (1903), p. 332; Edgar Allan
Poe, “Milczenie,” trans. Barbara Beaupré, in: Kruk. Wybér poezji (Krakéw: Drukarnia
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[“Silence”] by five translators: J. Ra in Zycie, reprinted in Literatura i Sztuka (a
supplement to Nowa Gazeta), Stanistaw Przybyszewski, Beaupré, Beilin and an
anonymous author in Czas. “The Pit and the Pendulum™3® was translated as
“Studnia i wahadlo” by Wojciech Dabrowski, “Shadow — a Parable”**! was trans-
lated by Przybyszewski and Beaupré as “Cien” [“Shadow”], the tale “The Devil
in the Belfry” (“Diabet na wiezy”) had not been translated, while “King Pest™'*
was published anonymously as “Krél zaraza” in Glos Narodu, “The Fall of the
House of Usher”* was translated twice, by Felicjan Felenski and by Jadwiga
Gasowska, as “Upadek domu Usher” and “Upadek domu Usheréw;” respectively.
Before 1913, “William Wilson”** had appeared only once in a Polish transla-
tion (unsigned) in Czas. “The Oval Portrait™?* received the attention, along with
Le$mian, of Beaupré, Beilin and two anonymous translators, translating the text
respectively as “Owalny Portret” [“The Oval Portrait”], “Portret” [“Portrait”] and
“Medalion” [“Medallion”] and “Portret owalny” [“The Oval Portrait”]. Another
text, “The Facts in the Case of M. Valdemar”"*® had two translations: by Felicjan

“Glosu Narodu” w Krakowie, 1910), pp. 15-22; Edgar Allan Poe, “Milczenie,” [trans.
Gustaw Beilin,] Literatura i Sztuka [supplement to Nowa Gazeta], No. 13 (1913),
pp- 2-3.

130 Edgar Allan Poe, “Studnia i wahadlo,” trans. Wojciech Dabrowski, in: Nowele
(Lviv: Druk W. A. Szyjkowskiego, 1897), pp. 56-81.

131 Edgar Allan Poe, “Cien,” trans. Stanistaw Przybyszewski, Glos, No. 25 (1903),
p. 395; Edgar Allan Poe, “Cien,” trans. Barbara Beaupré, in: Kruk. Wybor poezji
(Krakéw: Drukarnia “Glosu Narodu” w Krakowie, 1910), pp. 45-52.

132 Edgar Allan Poe, “Krél zaraza. (Opowiadanie zawierajace alegorie),” [trans. unknown],
Glos Narodu [evening editions], Nos. 223, 229 (1902), pp. 1-2.

133 Edgar Allan Poe, “Upadek domu Usher;” trans. Felicjan Falenski, Kfosy, No. 90 (1867),
pp. 147-148; Edgar Allan Poe, “Upadek domu Usher,” trans. Jadwiga Gasowska,
Ateneum, Vol. 3 (1904), pp. 291-308.

134 Edgar Allan Poe, “William Wilson,” trans. unknown, Czas [evening editions], Nos.
191-192 (1901), pp. 1-2.

135 Edgar Allan Poe, “Portret;” trans. Gustaw Beilin, Literatura i Sztuka [supplement
to Nowa Gazeta], No. 11 (1911), pp. 2-3 [reprint in: Nowele o milosci (Krakéw: G.
Centnerszwer i s-ka, 1912), pp. 77-88]; Edgar Allan Poe, “Medalion,” [trans.
unknown], Dziennik Mod, No. 17 (1873), pp. 202-203; Edgar Allan Poe, “Owalny
portret,” trans. Barbara Beaupré, in: Kruk. Wybér poezji (Krakéw: Drukarnia “Glosu
Narodu” w Krakowie, 1910), pp. 60-64; Edgar Allan Poe, “Portret owalny,” [trans.
unknown], Gazeta Poniedziatkowa, No. 16 (1913), pp. 2-3.

136 Edgar Allan Poe, “Istotna prawda o znanym zdarzeniu z osobg niejakiego Waldemara,”
trans. Felicjan Falenski, Klosy, No. 101 (1867), pp. 276-278; Edgar Allan Poe, “Po
$mierci,” [trans. unknown], Goniec Polski, Nos. 148-150 (1907), pp. 7; 7; 7.
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Falenski as “Istotna prawda o znanym zdarzeniu z osobg niejakiego Waldemara”
[“Important Truth about the Known Event Concerning the Person of the
So-called Valdemar”] and an anonymous translation as “Po $mierci” [“After
Death”]. “Metzengerstein,” “Hop-Frog” and “The Man of the Crowd” had not
been translated, and “MS. Found in a Bottle””*” had appeared before 1913 in
Wedrowiec as “Co bylo w rekopisie znalezionym w butelce na morzu” [“What
Was in the Manuscript Found in a Bottle in the Sea”] signed with initials O.K.
In contrast, “The Masque of the Red Death”* had seen print four times: in an
anonymous translation in Czas (as “Maska czerwonej $mierci”) and translated
by Barbara Beaupré (also as “Maska czerwonej $mierci”), Czestaw Kedzierski (as
“Straszliwa maska” - lit. “The Dreadful Masque”) and Wojciech Dabrowski (as
“Straszna maska” - lit. “The Terrifying Mask”). Even more popular among trans-
lators was the tale “The Black Cat”"* It had been translated five times, first as
“Kot czarny” [“The Black Cat”] in 1863 in Wedrowiec. Its other translators were
Adolf Hennel, Czestaw Leski, Wojciech Dabrowski and Marian Zalicki, with all
four publishing it as “Czarny kot” [“The Black Cat”]. On the other hand, prior
to 1913, “Berenice” had not aroused the interest of Polish adepts and masters of
the art of translation.

The above list clearly demonstrates that only five of the twenty prose texts
translated by Lesmian had not already been translated into Polish. The large
number of Polish translations of Poe’s works in the late nineteenth and early
twentieth centuries suggests that Lesmian was familiar with at least some of
them. Moreover, one must remember that it was Antoni Lange - translator of
Poe’s poetry and Le§mian’s cousin — who introduced Le$mian into literary circles
after his return from Kiev in 1901. From then, Lesmian began one collaboration

137 Edgar Allan Poe, “Co bylo w rekopisie znalezionym w butelce na morzu,” trans. O.K.,
Wedrowiec, No. 49 (1863), pp. 373-378.

138 Edgar Allan Poe, “Maska czerwonej $mierci,” [trans. unknown], Czas, Nos. 160-161
(1901), p. 2; Edgar Allan Poe, “Maska czerwonej $§mierci,” trans. Barbara Beaupré,
in: Nowelle, trans. Barbara Beaupré (Krakéw: Drukarnia Glosu Narodu w Krakowie,
1909, pp. 37-45; Edgar Allan Poe, “Straszliwa maska,” trans. Czestaw Kedzierski,
Kurier Poznariski, No. 144 (1909), pp. 1-2; Edgar Allan Poe, “Straszna maska,” trans.
Wojciech Dabrowski, in: Nowele (Lviv: Druk W. A. Szyjkowskiego, 1897), pp. 17-26.

139 Edgar Allan Poe, “Kot czarny, Wedrowiec, No. 37 (1863), pp. 186-190; Edgar Allan
Poe, “Czarny kot,” trans. A.H. [Adolf Hennel], Gazeta Codzienna, No. 73 (1858),
pp- 3-4, No. 82, p. 5, No. 89, pp. 5-6; Edgar Allan Poe, “Czarny kot,” trans. Czestaw
Leski, Zaglebie, Nos. 53-55 (1909); Edgar Allan Poe, “Czarny kot,” trans. Marian
Zalicki, Ksigzka Zajmujgca, Vol. 3 (circa 1910), p. 40.
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with the monthly journal magazine on art and literature Chimera, founded by
Zenon Przesmycki, published irregularly between 1901-1907, with whom he
subsequently became close friends, and who translated Poe’s poetic works.

Lesmian’s fascination with Poe’s work could also have stemmed from direct
French and / or Russian inspirations. From 1903 to 1906 and from 1912 to 1914,
Le$mian stayed in France (mainly in Paris). According to the memoirs of his eldest
daughter, Maria Ludwika Mazurowa, during his first stay in Paris he met Konstantin
Balmont by coincidence in the Luxembourg Gardens, where the latter was engaged
in a loud argument with Jelena [Cvetkovskaja Balmont], who would become his
second wife. Balmont addressed Lesmian because he had the feeling that a real poet
was sitting next to him. Later, Balmont was a frequent guest at Lesmian’s apartment
in Paris. In the guestroom of Balmont and his first wife, LeSmian met Andrei Bely
and Dmitry Merezhkovsky, among others.'* This information may appear irrele-
vant to the present study of biographical data. Yet, once one notes that both authors
were engaged in translating Poe’s works, the situation changes.

It is highly probable that Lesmian read Balmont’s translations of Poe’s works.
It is possible that Balmont inspired Lesmian to become more interested in Poe’s
work, as the former had begun translating Poe’s tales much earlier, although he
was not the first Russian translator to do so, as Baudelaire had not been the first
Frenchman interested in translating Poe’s achievements. When Balmont began
his translation work on Poe in 1895, the latter was no longer an unknown writer
in Russia. Fyodor Dostoyevsky, for instance, was fascinated with his work.'"!
Russians first heard about Poe - the novelist and author of short stories — in

140 Cf. Maria Ludwika Mazurowa, “Podréze i praca twoércza Bolestawa
Le$miana,” in: Wspomnienia o Bolestawie Lesmianie, ed. Zdzistaw Jastrzgbski
(Lublin: Wydawnictwo Lubelskie, 1966), pp. 58-59. Lesmian and Balmont very
very close friends - as mentioned by Jan Brzechwa - they continually corresponded;
Balmont visited Le$mian for a month in Warsaw in the 1920s, see: Jan Brzechwa,
“Niebieski wycieruch,” in: Wspomnienia o Bolestawie Lesmianie, ed. Zdzistaw
Jastrzebski (Lublin: Wydawnictwo Lubelskie, 1966), p. 85.

141 This can be proven by, for example, the preface to Tpu pacckasza ddzapa Ios [ Three
short stories by Edgar Poe] written by Dostoyevsky and published in the magazine
Bpems [Time] in 1861 along with three short stories by Poe: “The Tell-Tale Heart,”
“The Black Cat” and “The Devil in the Belfry;,” see: ®égop ocroesckuit [Fyodor
Dostoyevsky], “Ipu pacckasa Iprapa ITos,” Bpems, No. 17 (1861), pp. 230-231
[reprint: ®énop Hocroesckuit [Fyodor Dostoyevsky], “Tpu pacckasa durapa I1os,”
in: Cobpanue couunenuti 6 namuaduamu momax, Vol. 11 (Jlennnrpay: Hayka, 1993),
pp- 160-161]. About Poe, Dostoyevsky wrote: “[he] almost always chooses the most
unusual reality, he faces his characters with the most unusual physical or psychical
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1848, and through the 1850s and 1860s, the publication of Baudelaire’s essays,
translations of Poe’s works and Rufus Wilmot Griswold’s memoirs'* contributed
to the popularization of Poe.

Poe, as has been mentioned, was of particular interest to Russian poets of the
Silver Age, symbolists in particular. Poe’s works were translated into Russian by
two authors of the first generation of symbolists, represented by Balmont (trans-
lator of Poe’s poetry and prose) and Valery Bryusov'** (with translations of Poe’s
poems). They perceived Poe as discoverer of a new poetic language and creator of
an original area of issues. Yet, it should be remembered that they not only appre-
ciated their native authors— Mikhail Lermontov, Fyodor Tyutchev and Afanasy
Fet - but also praised the works of Baudelaire and French symbolists and were
influenced by works of Maurice Maeterlinck, Oscar Wilde and Knut Hamsun.
Those influences, however, did not diminish Poe’s rank. In 1906, Alexander Blok
wrote with enthusiasm about the unchanging validity of Poe’s works.'** This fas-
cination with Poe is informatively discussed in Balmont’s prefatory essay from

situation, and with an extraordinary insight, with an astonishing clarity he talks about
the state of soul of this person!” [Dostoyevsky, “Tpu pacckasa darapa [10a,” p. 160].

142 On the reception of Poe’s works in Russia, see: Joan Delaney Grossman, Edgar Allan
Poe in Russia: A Study in Legend and Literary Influence (Jal: Verlag, 1973); Tarpsina
Boronemnosa [Tatiana Bogolepova], “‘A cooperation of souls:” Edgar Allan Poe’s Poetry
Translated by Russian Symbolists,” https://vladivostok.com/speaking_in_tongues/
bogolepova3eng.htm, last accessed 30.08.2019; Rufus Wilmot Griswold, “The Chief
Tale Writers of America,” Washington National Intelligencer (30 August 1845), p. 2; Rufus
Wilmot Griswold, “Death of Edgar Allan Poe,” New York Tribune (9 October 1849), p. 2;
Rufus Wilmot Griswold, “The Late Edgar Allan Poe,” Literary American (New York),
Vol III (10 November 1849), pp. 372-373; Rufus Wilmot Griswold, “Edgar Allan Poe;”
International Monthly Magazine, Vol. I (October 1850), pp. 325-344, Rufus Wilmot
Griswold, “Memoir of the Author,” in: The Works of the Late Edgar Allan Poe, Vols. 1-3
(New York: J. S. Redfield, 1850-1853), pp. vii-xxxix; Rufus Wilmot Griswold, “Edgar
Poe,” Tait’s Magazine, Vol. XXII (April 1852), pp. 231-234; Rufus Wilmot Griswold,
“Poe’s Moral Nature,” Nation, Vol. LX (16 May 1895), pp. 381-382.

143 Bryusov’s translations of Poe’s poems appeared in 1900.

144 Cf. Amexcangp brnox [Alexander Blok], Co6panue couunenuti, Vol. 5
(Mocksa: TocygapcTBeHHOE U3/IaTeIbCTBO XyHOXKECTBEHHOII IMTeparyphl, 1963),
p. 617. Blok wrote the preface to the second volume of Poe’s collected works, translated
by Balmont to display of his conception of an artistic translation rather than a figura-
tive one. He wrote that Balmonts translations reflect for the first time in a satisfactory
way the “music of words” of Poe’s works [Blok, Co6parue couunenut, p. 617].


https://vladivostok.com/speaking_in_tongues/bogolepova3eng.htm
https://vladivostok.com/speaking_in_tongues/bogolepova3eng.htm
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1895 to Poe’s selected works, “The Genius of Discovery”'* It depicts Poe as half-
mad and half-holy. Blok’s admiration went so far that from 1890 to 1900 he imi-
tated Poe’s behavior and even tried to reproduce his look. It would seem unlikely
that Poe’s works were not discussed by Le$mian and Balmont in Paris. Le$mian
could have known Balmont’s bannadu u panmasuu [Ballads and Fantasies] and
Tauncmeennvie pacckasvt [The Mysterious tales] (in a translation from 1895),
and he had an opportunity - as a result of direct contact with Merezhkovsky
in Paris - to read the Russian translation of “The Raven,” which was published
in volume 11 of the magazine Cesepruiti secmuux [The Northern Messenger]
in 1890."¢ Importantly, Balmont knew Baudelaire’s poetry very well (he wrote
the preface to the fifty-three poems that appeared in Moscow in 1895 in Pyotr
Yakubovich-Melshyn’s translation), and Baudelaire’s essays about Poe. Moreover,
Balmont valued both authors highly, and could be an attentive and competent
interlocutor to Le§mian, who a few years later began to translate Poe’s prose into
Polish.

Poe translated by Lesmian from Baudelaire

The memoirs of Jan Brzechwa tell us that Lesmian based his translations of
Poe on Baudelaire’s translations. It does not seem complicated, however, even
without that knowledge, to determine whose translation work was primary for
Le$mian. The first clue that permits the identification of the source of his transla-
tions (Lesmian selected tales for his own Extraordinary Tales from the transla-
tion collections by Baudelaire: Extraordinary Tales and New Extraordinary Tales)
would certainly be the syntactic constructions used by Lesmian that resemble
the composition of words and usually reflect the sentence structure character-
istic to Baudelaire. Changes made by Lesmian in relation to Baudelaire’s transla-
tions are generally insignificant and relatively scant. These can be divided into
four categories.

Lexical amplifications of a specifying character, for example: Baudelaire’s
phrase “décharger mon ame,”'"” which Le$mian translates as “to relieve my soul

145 BanbmonTt [Balmont], “Tennit otkpsitusa.” At the end of the nineteenth century, the
text was also reprinted in a St. Petersburg magazine Exemecsaunvle couunerus in
No. 10 (1900), p. 113.

146 It seems unlikely that Le$mian read “The Raven” in Bryusov’s translation. Both poets
stayed in Paris in 1903, but we do not know if they met. Bryusov translated “The
Raven” two years later.

147 Edgar Allan Poe, Nouvelles histoires extraordinaires, trans. Charles Baudelaire
(Paris: Editions Garnier Freéres, 1961), p. 28.
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with confession” [“ulzy¢ mej duszy spowiedzig’],'*® and “je le saisis”'* - “I caught

him” - which he translates as “I caught him by the neck” [“schwycitem go za
kark”].1°

Le$mian used in his translations the neoromantic style of Polish Modernism,
for example the word “anéantir” was translated not as “annihilate” [“unicestwié,’]
but as “znicestwi¢” [form eagerly used by Polish Romantics and modernists].'**
This type of change in the prefix of verbs was present in Cyprian Kamil Norwid
in his poem “Znicestwienie narodu” [“Annihilation of the Nation”] (while in
Zygmunt Krasinski’s “Przedswit”™* [“Before Dawn”] there is the past principle
“znicestwiony” - “annihilated”), and in Nad rzekami Babilonu'>® [By the Rivers
of Babylon] by Teodor Tomasz Jez. Kornel Ujejski also used this form in “Skargi
Jeremiego (XI. Chwala Tobie, Panie!)'*®” [“Jeremy’s Complaints (XI. Glory to
You, Lord!”]. Later it appeared in Stanistaw Przybyszewski’s “Rapsod pierwszy”
in Nad morzem" [“First Rhapsody” in By the Sea]. In the poems “Apollo”** by
Kazimierz Przerwa-Tetmajer and “Posgpny las” [“Somber Forest”] by Stanistaw
Korab-Brzozowski,'* we find the verbal noun “znicestwienie” [“annihilation”].

151

148 Edgar Allan Poe, Opowiesci niesamowite, trans. Bolestaw Le$mian
(Warszawa: Wydawnictwo Skrzat, 1992), p. 85.

149 Poe, Nouvelles histoires extraordinaires, p. 30.

150 Poe, Opowiesci niesamowite, p. 85.

151 Adam Pomorski has pointed out this problem. The author of the so-called Warsaw
dictionary provides the exemplification from the works of Zygmunt Krasinski, Teodor
Tomasz Jez, Stanistaw Przybyszewski and Kazimierz Przerwa-Tetmajer, see: Jan
Kartowicz, Adam Antoni Krynski and Wiadystaw Niedzwiedzki, eds., Stownik
jezyka polskiego, Vol. 8 (Warszawa: Wydawnictwo Kasy im. Mianowskiego, Instytut
Popierania Nauki, 1900-1927), p. 583.

152 Poe, Opowiesci niesamowite, p. 85.

153 Cyprian Warszawa, “Znicestwienie narodu,” in: Pisma wybrane. Proza, Vol. 4, ed.
Juliusz W. Gomulicki (Warsaw: Panstwowy Instytut Wydawniczy, 1968), pp. 457-464.

154 Zygmunt Krasinski, Przed$wit (Lviv: Nakladem Spétki Wydawniczej Vita, 1925).

155 Teodor Tomasz Jez, Nad rzekami Babilonu (Warszawa: Ludowa Spotdzielnia
Wydawnicza, 1962).

156 Kornel Ujejski, “XI, Chwala Tobie, Panie,” in: Wybdr poezyj, ed. Michal Janik
(Krakow: Nakladem Krakowskiej Spotki Wydawniczej, 1921), pp. 79-80.

157 Stanistaw Przybyszewski, “Rapsod pierwszy; in: Confiteor, Synagoga szatana
(Krakéw: Spéldzielnia Wydawnicza “Anagram,” 1990/2000), pp. 40-41.

158 Kazimierz Przerwa-Tetmajer, “Apollo,” in: Poezye, Vol. 3 (Warszawa: Naklad
Gebethnera i Wolfa, 1900), p. 48.

159 Stanistaw Korab Brzozowski, “Posepny las,” in: Nim serce ucichfo (Warszawa: Jakub
Mortkowicz, 1910), p. 34.
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The prefix formations in verbs are present in Lesmian’s own works, for instance
in “The Unknown Journey of Sinbad the Sailor” (“Third Journey,” 1913) and in
the poem “Niewiara” [“Disbelief”] from the volume The Shadowy Drink (1936).
Le$mian created similar neologisms in poems, for example: “docatowac” [“kiss
more/enough”] (“W malinowym chru$niaku” [“In Raspberry Brushwood”]),
“potworzy¢” [a contamination of “to create” and “mosters”] (“Chokester”).!s®
Le$mian added another prefix to the word “znicestwi¢” (eagerly employed by
Romantics and modernists) and in turn created the neologism “roznicestwi¢”
[by adding the prefix roz- that indicates an increase of intensity of a process or
deprivation of the original shape] (“Mister Glister”).'s!

Strengthening of the meaning of individual words, and at the same time inten-
sification of the contrast effect in the structure of the entire tale, for instance, the
translation of the French word “le jouet**2 — “focus of jokes, comments, games” -
as “scapegoat.”'® In the case of the building of the characters in “The Black Cat,’
we are dealing with a transformation of the hypersensitive protagonist, laughed
at by his peers, into a killer-tormentor, so we can regard Le§mian’s translative
decisions as justified both artistically and psychologically (in the Polish trans-
lation, the inclination to violence described in the work is both a consequence
of alcohol addiction and the result of psychological violence experienced by the
protagonist in his youth). As a result, Le§mian creates a clearer opposition of
love and cruelty (the phrase mentioned above is followed by the story about the
protagonist’s love of animals).

Translative mistakes. At first, they appear in the form of unjustified changes
in the style register of given fragments: the verbs “nourir” and “caresser”'** -
“nourish”and “caress” - are translated by Le$mian in a high register as in “to bestow
with nourishment and caress” [“darzy¢ pokarmem i pieszczotg”];'* “aimer” ' as
“to cherish” [“milowac”’]; the word “le noeud™'*® - “loop” — Le$mian translates

160 Bolestaw Le$mian, “Chokester,” in: Marvellations: The Best-loved Poems: By the
most-read and best-selling Polish poet Boleslaw Lesmian, one of the greatest of all time
(New York: Penumbra Publishing House, 2014), pp. 35-37.

161 Bolestaw Le$mian, “Mister Glister;,” in: Beyond the Beyond: Poems in Polish and English
(New York: Penumbra Bookery, 2017), pp. 65-76.

162 Poe, Nouvelles histoires extraordinaires, p. 28.

163 Poe, Opowiesci niesamowite, p. 86.

164 Poe, Nouvelles histoires extraordinaires, p. 28.

165 Poe, Opowiesci niesamowite, p. 88.

166 Poe, Nouvelles histoires extraordinaires, p. 30.

167 Poe, Opowiesci niesamowite, p. 88.

168 Poe, Nouvelles histoires extraordinaires, p. 31.
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with a lexical archaism as “no idea” [“petlica’],'” and similarly he uses archaisms
to translate the phrases “toute ma fortune” - “my entire fortune” — and “autour
de moi””® as “no idea” [“wszystka moja fortune”]'”* and “no idea” [“wszedy”],'”?
and “au point de la placer”” - in the context of Poe’s tale, the phrase means
exile - Le$mian translates with a dated word form “wy$wiecenie”'”* Second, in
the translations the error of ambiguity occurs: the phrase “cette particularité de
mon caractere saccrut avec ma croissance,”'”> meaning “this peculiarity of my
character grew with my age” sounds in Lesmian’s translation ambiguous and
comical (in his day, it also imparted these meanings): “this peculiarity of his
private parts rose with age” [“Ta osobliwo$¢ mego przyrodzenia wzrastata wraz
z wiekiem”"’¢]. And “Je ne me connus plus™”” - “I lost self control” - is altered
into “I lost consciousness” [“stracitem przytomnos$¢”'”®]. Third, translation mis-
takes result from failure to find substitutes for phrases used by Baudelaire. The
French “homme naturel”'” is in Lesmian “an original man” [“cztowiek w orygi-
nale”®], while “des sorciéres déguisées” — “hidden [or masked] witches”**! are
in the Polish version “passed-over witches” [“przerzuconymi czarownicami”],'®?
and “la maison”'® is not a home but a room.'** Baudelaire’s phrase “le principal
ameublement de la salle”'® that faithfully conveys Poe’s wording “the chief fur-
niture of the apartment” is poorly substituted with “the main ornament of the
room” [“gléwna ozdoba sali”].'"® Wording introduced by Lesmian changes the
meaning of the original. Le$mian readily translates idiomatic expressions in a

169 Poe, Opowiesci niesamowite, p. 88.
170 Poe, Nouvelles histoires extraordinaires, p. 32.
171 Poe, Opowiesci niesamowite, p. 88.
172 Poe, Opowiesci niesamowite, p. 90.
173 Poe, Nouvelles histoires extraordinaires, p. 31.
174 Poe, Opowiesci niesamowite, p. 88.
175 Poe, Nouvelles histoires extraordinaires, p. 28.
176 Poe, Opowiesci niesamowite, p. 86.
177 Poe, Nouvelles histoires extraordinaires, p. 30.
178 Poe, Opowiesci niesamowite, p. 86.
179 Poe, Nouvelles histoires extraordinaires, p. 28.
180 Poe, Nouvelles histoires extraordinaires, p. 28.
181 Poe, Nouvelles histoires extraordinaires, p. 28.
182 Poe, Opowiesci niesamowite, p. 86.
183 Poe, Nouvelles histoires extraordinaires, p. 80.
184 Poe, Opowiesci niesamowite, p. 88.
185 Poe, Nouvelles histoires extraordinaires, p. 32.
186 Poe, Opowiesci niesamowite, p. 90.
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literary way, rendering “de ne pas subir les atteintes,'® for example - “to not
be adversely affected” - as “to not bow down to a blow” [“nie ukorzy¢ sie przed
ciosem”],'® and “de ne pas tenir compte”® - “to not take into consideration”
- means in Le§mian’s version “to be unaware of” [“nie zdawa¢ sobie sprawy”].!*°
Nevertheless, wording used by Le§mian remains understandable in the context.

Other examples show how the effects of Lesmian’s translative work depart
from Beaudelaire’s, while other extracts are much better than Baudelaires trans-
lations. In Lesmian we read, for example: “One day there may be a mind that will
bring my nightmare to the level of the commonplace” [“Kiedys moze znajdzie
sie umysl, ktory zmore moja sprowadzi do poziomu zjawisk oklepanych”].”!
The phrase “zjawiska oklepane” is faithful to the original “commonplace,” while
in Beaudelaire’s translation there is an error: the “commonplace” is translated
as “lieu commun”* Another example is the modification, most probably
intentional, of Poe’s wording “to be very fond of something” into the ambig-
uous translation “Etre particulierément fou™* [“to go mad about something”].
Interestingly, although Le$mian did not speak English, he provided here a trans-
lation closer to the original than Baudelaire. These semantical differences men-
tioned above strongly indicate that Lesmian must have compared Baudelaire’s
translation with other Polish and/or Russian translations.

Baudelaire described the language of his translations of Poe’s prose as heavy,
sometimes baroque, mainly due to the specific syntactic constructions. LeSmian’s
translations make a similar impression. A meticulous comparison of the two ver-
sions could be preceded by the simple assumption that the Polish translations are
characterized by the language code of the period, that they are dominated by the
stylistic influences of the Young Poland movement.

A comparative analysis of the translations made by Lesmian and Baudelaire,
however, leads to the conclusion that the results of the translation work of
the former are generally very faithful.™ Interestingly, Lesmian - as with

187 Poe, Nouvelles histoires extraordinaires, p. 30.

188 Poe, Opowiesci niesamowite, p. 86.

189 Poe, Nouvelles histoires extraordinaires, p. 30.

190 Poe, Opowiesci niesamowite, p. 88.

191 Poe, Opowiesci niesamowite, p. 85.

192 Poe, Nouvelles histoires extraordinaires, p. 28. Cf. Léon Lemonnier’s commentary
in: Poe, Nouvelles histoires extraordinaires, p. 247, footnote 30.

193 Poe, Nouvelles histoires extraordinaires, p. 28.

194 It should be noted that Baudelaire changed the titles of some Poe works in his transla-
tions: “A Tale of the Ragged Mountains” into “Les Souvenirs de M. Auguste Bedloe”
[“Memories of Mr. Auguste Bedloe”], and “The Murders in the Rue Morgue” was
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Baudelaire - wanted specific words to retain the same place in the structure of
sentences and for them, if possible, to play the same grammatical function as in
Baudelaire’s translation. While Baudelaire attempted not to change even the loca-
tion of punctuation marks, Le$mian introduced a number of modifications of
that kind. An increase in the number of paragraphs in the text is readily noticed.
Lesmian frequently replaced semicolons used by Baudelaire with limiting peri-
ods. It is impossible today to decide whether these transformations resulted from
changes introduced by the translator — shortened sentences certainly increase
the comfort of reading — or from an editor’s work. Despite these modifications,
Le$mian’s translation manifests his respect for the source text. Unfortunately,
sometimes this respect turns into literality — the translation has syntactic loan
translations from the French language. Generally speaking, however, it must be
said that Lesmian - as with Baudelaire - tried to reproduce the sentence struc-
ture as faithfully as possible, to maintain word order, and even to locate inclu-
sions in the same place as in the source text.

Thus, the following questions inevitably arise: why did both poets attempt
maximum fidelity to the original text,'” and was it a result of translative awk-
wardness or a deliberate decision?

translated by Baudelaire as “Double assassinat dans la rue Morgue” [“Double Murder
in the Rue Morgue” and the essay “The Philosophy of Composition” as “La Genese
d’'un poéme” [“The Genesis of a Poem”].

195 Claire Hennequet’s extensive study provides very interesting information about
Baudelaire’s translations of Poe’s works, see: Claire Hennequet, “Baudelaire traducteur
de Poe,” http://baudelaire-traducteur-de-poe.blogspot.com/, last accessed 30.08.2019.
I have utilized numerous valuable observations from this work. The text was also
deposited at the Société des Gens des Lettres in Paris. The author attempted to deter-
mine the specificity of Baudelaire’s translations in comparison with other transla-
tions of Poe’s works available at that time in France. Alphonse Borghers prepared a
translation, Nouvelles choisies d’Edgar Poe (1853), which was more elegant stylisti-
cally and more understandable than Poe’s works in English; Léon de Wailly removed
from his translations (1856) some text fragments and did not convey the comical
effect. Similarly, William Hughes in Les Contes inédits d’Edgar Poe (1862) omitted
numerous important passages. Isabelle Meunier’s translation (1847) is also charac-
terized by ellipticity, which however does not change the meaning of Poe’s works.
Meunier’s translation of “The Black Cat,” printed on January 27, 1847 in Démocratie
Pacifique, was the first translation read by Baudelaire. His translations are regarded
as the most faithful of all nineteenth-century French translations. Léon Lemonnier
has also discussed the quality of translation work of Baudelaire’s French predecessors,
see his: “Prédécesseurs et rivaux de Baudelaire,” in: Les Traducteurs d’Edgar Poe en
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T.S. Eliot leaned towards the first hypothesis. In his essay “From Poe to Valéry,”
Eliot wrote:

None of these poets [Baudelaire, Mallarmé and Valéry] knew the English language well.
Baudelaire must have read a certain amount of English and American poetry: he cer-
tainly borrows from Gray, and apparently from Emerson. He was never familiar with
England, and there is no reason to believe that he spoke the language at all well. [...]
It is certainly possible, in reading something in a language imperfectly understood, for
the reader to find what is not there; and when the reader is himself a man of genius, the
foreign poem read may, by a happy accident, elicit something important from the depths
of his own mind, which he attributes to what he reads. And it is true that in translating
Poe’s prose into French, Baudelaire effected a striking improvement: he transformed
what is often a slipshod and a shoddy English prose into admirable French. [...] The
evidence that the French overrated Poe because of their imperfect knowledge of English
remains accordingly purely negative: we can venture no further that saying that they
were not disturbed by weaknesses of which we are very much aware."*

If, however, we look at Baudelaire’s translations as a whole, it will turn out that
they are not only faithful to the original, but also that they are even literal.
Baudelaire translated Poe almost word for word, as exemplified by “Le chat noir”
[“The Black Cat”]. Notwithstanding the fact that he worked in another language,
Baudelaire intentionally used the same sentence structures as Poe, and individual
words frequently represent the same grammatical categories: Poe, in “The Black
Cat,” wrote: “This peculiarity of my character grew with my growth” Baudelaire
translated the sentence as “Cette particularité de mon caractére saccrut avec ma
croissance” [“This peculiarity of my character grew with my growth”].*”

As Claire Hennequet convincingly proved, Baudelaire wanted Poe’s works in
French translation to sound beautiful and somewhat strange, while retaining the
properties of the original language. Thanks to the comparison of Baudelaire’s
translations of both Poe and Thomas de Quincey (the latter are not faithful to the
source text), Hennequet managed to undermine Léon Lemonnier’s statement
accusing Baudelaire of “blindness to the sentence structure,” an inability to read

France de 1845 a 1875: Charles Baudelaire (Paris: Presses universitaires de France,
1928), pp. 9-58.

196 T.S. Eliot, “From Poe to Valéry;” The Hudson Review, Vol. 2, No. 3 (Autumn 1949),
p. 336.

197 Poe, Nouvelles histoires extraordinaires, p. 28. Cf. Hennequet, “Baudelaire traducteur
de Poe”
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individual words in connection, which was supposed to bring about the literal-
ness of his translations.'*

Paradoxically, it became clear that in the type of translation that is close to literal
as a result of the attempt to preserve sentence construction similar to that from the
original, and which appears to indicate limitations in the translator’s inventiveness,
one can find manifestation of the theses formulated by Poe in “The Philosophy of
Composition.” The translator refused to correct — or complete — the author’s version
of the texts, which had been constructed methodically, with care taken for brevity,
the author striving for perfection and “unity of effect” Poe modified his works many
times, and the changes he introduced were usually removing fragments he found
unnecessary. He attempted to leave only the necessary words for the final version
of the work. Faithfulness to the letter of the text was thus also a manifestation of the
translator’s respect to the rules of composition used by the author on the most ele-
mentary level. Violation of the structure of the original, creation of a free translation,
would stand in contradiction to Poe’s intention, who was admired both by Lesmian
and by Baudelaire. This does not mean, however, that Baudelaire always successfully
maintained the rhythm of sentences characteristic of the original — short English
words did not always have French equivalents in meaning and sound. It was even
more difficult for Lesmian to obtain the equirhythmic effect in prose as he did not
translate directly from English. Nevertheless, this kind of translation allowed for a
transcontinental circulation of ideas, transmitted as faithfully as possible, although
the pursuit of that faithfulness has in a few cases influenced the quality of the trans-
lation. The translation, however, has sustained the belief that the linguistic shape of
Poe’s works did not happen merely by chance, but was a result of applying the rules
formulated in “The Philosophy of Composition”

To evaluate Le$mian’s translations (I perceive the translation of the biograph-
ical segments of the essay “Edgar Allan Poe” as free translation), one should take
into consideration the discovery made by William T. Bandy in 1953. Bandy con-
cluded his inquiry with the statement that more than half of Baudelaire’s famous
essay “Edgar Allan Poe: His Life and Works™® (1852) was rewritten word for

198 Léon Lemonnier wrote in his Les Traducteurs d’Edgar Poe, p. 185: “He never sees the
whole sentence, he doesn't try to control it. He penetrates it, spells it out, replaces
words.”

199 In March 1856, in the Revue Frangaise, there was information that French readers were
more amazed by the erudition and enthusiasm of the author of the preface than by
Poe’s works. The article stated: “In his preface, Mr. Baudelaire depicted the American
character of the author described by him with verve, sympathy and talent. Thanks to
the preface, he will probably achieve more than he intended, because so far - I must
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word, albeit in a different language, and without providing a source, from two ar-
ticles published in the Southern Literary Messenger, a periodical published from
1834 to 1864 in Virginia. The first was the obituary written by John R. Thompson,
and the second was a text composed by John M. Daniel.*® Bandy determined
that the entire biographical part of Baudelaire’s “Edgar Allan Poe: His Life and
Works” was taken from Daniel.

In this situation, Bandy had to answer the question whether Baudelaire com-
mitted plagiarism. His analyses demonstrate, for example, that when Daniel
described Poe’s relationship with his stepmother, he used the term “attachment,”
and Baudelaire speaks of “immense amitié¢” [“deep friendship”]. The synonymic
phrases used by Baudelaire, the assumption of the “purity of intentions,” as
well as the statement that in Baudelaire’s time there were no legal regulations
to define “literary piracy;” served as the starting point for seeking justification
for Baudelaire and the attempt to clear him of the accusation of plagiarism.
According to Bandy, Baudelaire was predominantly motivated by the need to af-
firm Poe’s achievements and the attempt to change his rather unfavorable image
in France.*!

Le$mian belonged to a different generation than Bandy, so he did not have a
chance to learn the true genesis of Baudelaires essay, and due to the fact that he
did not know English he was not able to have read the articles on Poe published

say here that I have read only half of the volume - it appears to be a great work of art,
the most human and moving story, and also the most extraordinary one” [quoted
from Lemonnier, Les Traducteurs d’Edgar Poe, p. 155].

200 Tam discussing the story of William Bandy’s discovery after Richard H. Haswell, “Poe
and Baudelaire: Translations,” Poe Studies, Vol. 5, No. 2 (December 1972), pp. 62-63.
See also: Baudelaire, “Edgar Allan Poe: sa vie et ses ouvrages.”

201 Interestingly, Poe was famous in nineteenth-century France due to a scandal that
involved... plagiarism. Franciszek Lyra wrote in his book Edgar Allan Poe that in
1846 in La Quotidienne, a rather free translation was published of “The Murders in
the Rue Morgue” as “Un meurte sans exemple dans les fastes de la justice” and signed
with initials G.B. The text was not signed with the name of its true author, Edgar Allan
Poe. Several weeks later, in Le Commerce, another version of the translation of the
work appeared, signed by Emile Forgues, author of the first article on Poe in French.
The publication led to an almost immediate response: La Presse accused Forgues of
plagiarism. The journalist revealed that both translations came from the same source,
and that Poe was the author of the short story. When La Presse refused to publish this
explanation, Forgues took legal action and later lost the case. The scandal led to the
popularization of Poe’s achievements. The case become so famous that Baudelaire
heard about Poe for the first time, see: Lyra, Edgar Allan Poe, pp. 292-293.
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in the nineteenth century in American periodicals. However, it seems important
to resolve two issues:

- to what degree Le$mian’s essay “Edgar Allan Poe” is based on Baudelaire’s
texts “Edgar Allan Poe: His Life and Works” and “New Notes on Edgar Poe;”
- whether Le$mian committed second-degree plagiarism.

When Baudelaire’s essay “Edgar Allan Poe: sa vie et ses ouvrages” and Lesmian’s
“Edgar Allan Poe” are compared, we soon come to the conclusion that Le§mian
provided his readers with biographical information predominantly based on
Baudelaire’s translation, which appeared to be his own text. In support of this
statement, we may quote numerous passages; I will cite only one here, and after-
wards will indicate the types of linguistic transformations present in Le$mian’s
work. Baudelaire writes about Poe:

He returned to Richmond in 1822 and continued his studies under the supervision of
the best masters there. At the University of Charlottesville, where he enrolled in 1825,
he excelled not only with an almost wonderful intelligence, but also with already near-
destructive force of passion - premature maturity, truly American - which resulted
in his expulsion. It should be noted as well that in Charlottesville, Poe manifested his
extraordinary abilities for science and mathematics. Later he will often use them in his
bizarre short stories in the most unexpected way.>*?

Lesmian writes:

In 1822, Poe returns to Richmond and here, in America, he continues his education
under the supervision of the most eminent professors. In 1825 - as a student at the
University of Charlottesville — Poe exhibited his extraordinary intelligence, his rare tal-
ents, and at the same time manifested fiery resources of passions until then dormant at
the bottom of his soul, and now prematurely awakened. These passions were soon the
reason for his expulsion from the university. In his time at Charlottesville, Poe mani-
fested a unique gift and enthusiasm for physics and mathematics. It should be noted that
Poe would later base some of his literary concepts on seemingly scientific and mathe-
matical ideas, in order to substantiate, justify and impose on the reader, more easily and
more convincingly, via unavoidable logic, his images, his fantastic visions, unreal and
so colorfully true, so dreamingly understandable and familiar to every deeper human
reflection!*”

The types of changes introduced by Lesmian can be divided into five groups.
First of all, he polonized American names and their derivatives. Second, he
modified the syntactic constructions used by Baudelaire - he usually changed

202 Baudelaire, “Edgar Allan Poe: sa vie et ses ouvrages,” p. 99.
203 Le$mian, “Edgar Allan Poe,” pp. 457-458.
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word order in sentences. Third, he used epithets and synonymous phrases: for
example, whereas Baudelaire’s “wonderful intelligence” Le$mian transformed
into “extraordinary intelligence,” and when Baudelaire used the phrase “the
best masters,” Le$mian employed the expression “the most eminent professors.”
Le$mian also used amplifications that did not enhance the sentences seman-
tically with reference to content included in “Edgar Allan Poe: His Life and
Works:” for example, after the information about “extraordinary intelligence,”
Le$mian added the term “rare talents” Finally, Lesmian discussed Poe with
greater emphasis (he enhanced the intonation of the last sentence in the quote
above with an exclamation mark) and his style is more elevated, ornamental and
metaphorical. Importantly, Lesmian did not change the sequence of informa-
tion provided. Only in the last of quoted sentences did he attempt to deepen
the meaning he read in Baudelaire so as to stress his own contribution to the
presented argument.

However, there seems to be an essential difference in the translative approach
of the two authors. Baudelaire makes no single note about the texts written by
John R. Thompson and John M. Daniel that would provide indication of those
texts as sources, if not of inspiration, then at least of information about Poe. On
the contrary, Le§mian does not fail to mention the role that Baudelaire played in
shaping his essay; the Polish translator wrote straightforwardly that he had read
the foreword to Extraordinary Tales.

Franciszek Lyra convincingly argues that Lesmian lacked the competence to
study Poe’s biography, and therefore reproduced from Baudelaire “all falsehoods
from the life of the American writer?

Certainly, his essay “Edgar Allan Poe” (even its interpretative parts) is not a
great achievement by the otherwise excellent poet and essayist.** Le§mian’s con-
tribution to the dissemination of knowledge about Poe in Poland was moderate,
and the interpretation of the works translated by Le$mian cannot be consid-
ered as marked by genius - either in the context of the Polish reception of Poe’s
works or in Le$mian’s entire oeuvre, especially when one is aware of his out-
standing essays such as “Z rozmyslan o Bergsonie” [“Reflection about Bergson™],
“Znaczenie posrednictwa w metafizyce zycia zbiorowego” [“The Importance of
Mediation in the Metaphysics of Collective Life”] and “Rytm jako swiatopoglad”

204 Lyra, “Z polskich dziejow Poe’go,” p. 302.

205 Franciszek Lyra and Michat Glowinski expressed similar opinions, see: Lyra, “Z pol-
skich dziejow Poe’go,” pp. 290-291; Michal Glowinski, “Le$mian, Poe, Baudelaire,”
pp- 165-166.
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[“Rhythm as a Worldview”]. However, in the case of the translations, the situa-
tion is different. Even though they were based on French adaptations rather than
on the original texts, Le$mian’s translations marked an important phase in the
Polish reception of Poe’s works.

The question of the impact of Poe’s work on Lesmian’s poetry is also very
interesting. It was not simple imitation. Inspirations, although evident, were sub-
jected to an original modification. The similarity is multifaceted. It is clearly vis-
ible on the level of motifs (including sleep, the doppelgénger, shadow, sickness,
torment and the death of a beautiful woman). These parallels often exceed the
boundaries of genre. For example, motifs present in Poe’s prose are creatively
transformed and artistically developed in Le$mian’s poetry. It is also evident
that the two authors like the same genre forms. Their artistic output includes
fairy tales, ballads and elegies. Both authors use the aesthetics of the grotesque,
macabre and macabresque. They also share analogous views on allegory: even
though Poe perceive it as neither particularly endowed with meaning nor signifi-
cant for making poetry, he sometimes used it unintentionally. Similarly, Le§mian
attempted to avoid allegory, which does not mean that it is non-existent in his
works. One cannot overlook the fact that they read the same books and shared
sources of creative inspiration, The Thousand and One Nights being one of many
such examples. Similarly, the issue of the influence of Poe’s works on the devel-
opment of Le§mian’s narrative strategies does not seem to be conclusively deter-
mined. Finding the solution to the problems indicated above requires a parallel
consideration of Russian, French and Polish contexts in the research (including
Romantic contexts). Analysis of the translations made by Lesmian indicates that
in his reception of Poe’s works, the influences of the most important European
trends of the nineteenth and early twentieth centuries intersect.
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Aesthetic transformations (the aesthetics of
death: Poe - Baudelaire - Balmont — Lesmian)

Ways of representing death

The aesthetics of death in the works of Edgar Allan Poe and its impact on Bolestaw
Le$mian’s oeuvre is an issue that has not been deeply studied, despite the fact that
both writers are perceived as authors particularly interested in the thanatotic
subject. It seems impossible for the issue to be thoroughly investigated without
taking into account the intermediation of Charles Baudelaire and Konstantin
Balmont in Le$mian’s reception of Poe’s work. Such a focus of research allows us
to answer the following questions: 1) to what extent the thanatotic aesthetics and
poetics in Poe’s work have a precursory character and 2) whether we may talk
about a continuation of Po¢’s literary solutions in reference to the works of the
writers listed above and, if so, to what extent.

There are four distinct strategies in Poe’s oeuvre for the presentation of thana-
totic motifs, which, importantly, have various functions. The ways of represent-
ing death are:

- aestheticizing death;

- de-specification and/or alegorization of death;
- macabre aesthetics;

- macabresque aesthetics.

I will discuss these in later sections of the book. I will also attempt to investigate
if they are present in the works of Baudelaire, Balmont and Lesmian and, if so,
what their shape and functions are.

Aestheticizing death

The first type of presentation of thanatotic issues related to its aestheticizing
is particularly noticeable in Po€’s poetry, where the motif of a beautiful dead
woman frequently appears. The writer discusses it, for example, in the essay “The
Philosophy of Composition” (1846).2 Significantly, Poe considered this to be the
most poetic subject and expressed that belief in his poems, giving literary expres-

sion to this belief in “Annabel Lee,” “The Raven,” “Lenore,” “To One in Paradise,”

206 “When it most closely allies itself to Beauty: the death, then, of a beautiful woman is,
unquestionably, the most poetical topic in the world - and equally is it beyond doubt
that the lips best suited for such topic are those of a bereaved lover” [Edgar Allan Poe,
“The Philosophy of Composition,” Graham’s Magazine, Vol. 28, No. 4 (April 1846),
p- 165].
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“Ulalume” and “To Zante” The very presentation of death as a beautiful woman,
admired and mourned by a lover in despair, favors an aestheticizing enhanced
additionally by an aura of melancholy. Death is presented not as a process but as
a personified subject, resistant to change, which is believed to have the potential
for the greatest poetical influence on the reader. This way of posthumously pre-
senting characters does not arouse such horror in its recipients as do the images
of dying known from medieval macabre iconography. Moreover, the combining
of a poetic tale about the extraordinary beauty of a dead woman with subtle erot-
icism brings about an aesthetic re-evaluation of phenomena associated with the
sphere of Thanatos, which in turn prevents the reader from experiencing fear as
anatural component of the veristic reaction to the reminder of the end of human
existence. As a result, Poe’s poetic works listed above become poetically lofty
tales about autonomous, perfect, self-sufficient beauty, inaccessible to a loving
lyrical subject. The experience of the beloved’s death is a source of suffering for
him, but does not undermine his faith in the aesthetic harmony of the universe.

This is because in Po€’s poetry the posthumous life of female figures is not usu-
ally subject to material specification (an exception is the poem “The Sleeper”).
For example, in “The Raven” a rare and radiant beauty called by the angels
Lenore leaves into a nameless place afar. In “Lenore,” inspired by the ballad of
Gottfried August Biirger of the same title, the dead protagonist is described as
a sweet woman with pupils with light extinguished, but with life still shining in
her hair. The description of the former, almost magical power (able to transform
reality) of the dead beloved from “To One in Paradise” seems characteristic
of this strategy of describing death. The subject of the poem contrasts death
(described with epithets associated with darkness) and life (associated lexi-
cally with dazzling brightness) and uses oneiric-symbolic-sacralizing poetics
to speak about his beloved as about a dream that is too beautiful. He desires to
follow the luminous traces of the dead woman where eternal streams tremble in
an ethereal dance. On the one hand, in “Ulalume” - the first lyric written after
the death of his wife, Virginia Clemm, in 1847 - Poe used comparisons refer-
ring to Greek mythology. A dead female character is subject to mythologization,
she is described as warmer than Diana, goddess of the hunt, forests, mountains
and nature (“She is warmer than Dian”) and called the beautiful Psyche. On the
other hand, in “Annabel Lee” there is a symbolic, synesthetically and oneirically
shaped description of the love of the lyrical subject for the beautiful maiden laid
in a grave, with whom he once lived in the kingdom by the sea:

For the moon never beams without bringing me dreams
Of the beautiful Annabel Lee;
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And the stars never rise but I see the bright eyes
Of the beautiful Annabel Lee;

And so, all the night-tide, I lie down by the side
Of my darling, my darling, my life and my bride,
In her sepulchre there by the sea -

In her tomb by the side of the sea.?””

In these works, the effect of the aestheticization of death is reinforced by synes-
thetic imaging (for example, in “Annabel Lee” phrases indicating the high tem-
perature of love are contrasted with expressions describing deathly coldness;
bright eyes of the beloved are contrasted with a cloudy sky), and by alliteration
and paronomasia shaping the musical layer of “Annabel Lee¢” and “To One in
Paradise”

I believe that the phenomenon of aestheticizing emerges from a strong oppo-
sition to the understanding of death in terms of a carnal metamorphosis leading
to ultimate destruction. It is significant that in the poems under study, a dead
body appears as a perfect body. It preserves its lively appearance; it is not sub-
ject to the laws of transformation. Po€’s poetic, aestheticizing representations
of death could be described as metaphorical portraits of women (immortalized
by the art of words), who having entered posthumous existence beyond time -
their essential structure consolidated — have turned into images, and perfectly
identified with themselves. (It is also worth mentioning that the issues outlined
here are actualized with the opposition of life and art in Poe’s tale “The Oval
Portrait”) In Po€’s poetry, we pay special attention to the identification of the
female characters with their images, which brings about a rejection of the poetics
of directness in favor of the aesthetics of sublimity, which permits a selfless con-
templation of the object viewed from a safe distance, and favoring a reflection
on the surrogate for dark reality, much less affectively engaging than are macabre
representations.

The aesthetics of death and the “poetics of irreparable loss,” developed in the
poetry of Poe in a specific artistic way, found its continuation in the poetry of
Baudelaire, the precursor of the French symbolists, and of Balmont, the older
Russian symbolist, who also had a decadent period in his work, and in the works
of Lesmian, an heir to all three authors.

Baudelaire almost immediately noticed in Poe’s poems the phenomenon
of the aesthetization of death, although he also recognized the grotesque and

207 Edgar Allan Poe, “Annabel Lee in: The Complete Tales and Poems (Scotts
Valley: CreateSpace Independent Publishing Platform, 2018), p. 96, original emphasis.
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macabre in them. In his essay “Edgar Allan Poe: His Life and Works,” Baudelaire
argued that “there is throughout his [Poe’s] works not a single passage which
treats of wantonness, or even of sensual enjoyment” and that female characters
are “always veiled with a mist of unchangeable melancholy;** capable of sup-
pressing and containing every passion. Baudelaire became a faithful continu-
ator of this tendency, although the poet certainly used more than one strategy of
presenting thanatotic subjects. For instance, in Baudelaire’s poem “Beauty;” the
inspirations echo of representations of female characters present in Poe’s poetry.
In this text, which uses the poetics of confession, beauty, personified as a woman,
presents its self-characteristic in terms of dead perfection (“I hate only impulse,
the breaking of line,/ And I never will cry, nor will ever show smile”).** Such
an intentional and - as it seems — ironic combination results in a re-evaluation
of the ancient principle of kalokagathia (brought about by the identification of
beauty and goodness) and, as a result, leads the writer in other works to seek
beauty in what is low and despised.

Aestheticization associated with the femininity of death also appears in
Baudelaire’s poem “The Balcony,” where it is complemented with a motif of res-
urrection by way of art, known from Poe’s poetry:

I have the art of calling forth the happy times,

Seeing again my past there curled within your knees.
Where should I look for beauty, languorous and sublime,
If not in your dear heart, and body at its ease?

I have the art of calling forth the happy times!

These vows, these sweet perfumes, these kisses infinite,
Will they be reborn from a gulf we cannot sound,

As suns rejuvenated take celestial flight

Having been bathed in oceans, mighty and profound?
- O vows! O sweet perfumes! O kisses infinite!*

208 Baudelaire, “Edgar Allan Poe: His Life and Works,” p. 16.

209 Charles Baudelaire, “Beauty;” in: The Flowers of Evil (New York: Oxford University
Press, 1998), p. 39.

210 Charles Baudelaire, “The Balcony;” in: The Flowers of Evil (New York: Oxford University
Press, 1998), p. 75. The presence of the strategy of negation of death by its aesthetiza-
tion in art is also present in Baudelaire’s “A Phantom” (part IV, “The Portrait”): “Of
kisses puissant as a healing balm,/ / Of transports more intense than flaring light,/
/ What now remains? Appalling, o my soul!/ / Only a fading sketch in three pale
tones, // [...] Time, you black murderer of Lige and Art,/ / You'll never kill her in
my memory — Not She, who was my pleasure and my pride!” [Charles Baudelaire, “A
Phantom,” in: The Flowers of Evil (New York: Oxford University Press, 1998), p. 80].
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In the case of poetry of Balmont, an admirer of the works of Baudelaire and Poe,
we also pay special attention to the extremely frequent occurrence of the word
group associated with death. The poems are saturated with words focused around
this phenomenon - even when prefixes indicate negation (for example, the word
“immortality”) or if concerns are with phenomena preceding the moment of
death (for example, the epithet “ante-mortem”) — which indicates the presence
of an eschatological perspective in Balmont’s poetry, but does not mean that the
author always sought to depict the very moment of agony. When he wanted to
present death understood as a transformation of the body, he only described
the first stage of dying. This is the case in the work “Tecnprit rpom” [“A Narrow
Grotto”] from the collection 3nvie uapor [Evil Magic, 1906]. Initially, the subtle,
euphemistic, poeticized and melancholy-filled way of depicting death diverges
from the macabre literal representation of transi, popular in the arts between the
fourteenth and sixteenth centuries. Balmont’s poem speaks about the “stiffness
of sensual charms, in which life sang,” about “immobility of tired legs // that have
danced, run fast, and been touched with caresses”?!! In the apostrophe to the
coffin, the lyrical subject predicts, in an abstract way, the future metamorphosis
of a dead body: “Oh, timber coffin, your treasure is still beautiful/ [...] // But, oh,
narrow grotto, your dead treasure will change into an atrocity.”?"* Interestingly,
the inevitable transformation is described, again in an abstract way, by using
just the single word “atrocity” [“yxacnoctp”]. The work is dominated by lexis
associated with vitality and the joy of life. The following nouns appear: “singing,’
“dancing;” “running,” or the phrase “touched with caresses”

It appears that the identification of death and feminine beauty - affirmed and
implemented in poetic practice by Poe — would later lead to decadent reevalu-
ations of dying. A good example of this are the works by Balmont - “ITpoxops

211 “HemBYDKHOCTH HOT ycTaBummMX,/ Ho sHaBmIMX IIACKY, OBICTpBIN Oer, KacaHbe
nmacku sHaBIux [KoHcrantnH Bampmont [Konstantin Balmont], “TecHsiit rpot;’
in: Cobpanue couunenuii 6 cemu momax, Vol. 2 (Mocksa: Kuyoxusiit Kny6 Kuurosek,
2010), pp. 287-288; http://az.lib.ru/b/balxmont_k_d/text_0520-1.shtml, last accessed
31.08.2019.

212 “3acTBIIOCTD YYBCTBEHHBIX KPACOT, B KOTOPBIX )KM3HD IPOIeNa;” “HeIBUPKHOCTD HOT
ycraBiunx, Ho sHaBIIMX IUIACKY, GBICTPBILIL O€T, KacaHbe TacKy 3HaBIINK; “TecoBbIit
rpo6, TBOII LieHHBIIT KIak elte pekpaced/ / [...] // Ho, TecHsI1 TpOT, TBOIT MepTBbIIl
K/TaJ| B y)KacHOCTb nipeBparutcs’ [banbmonT [Balmont], “TecHslit rpot;” pp. 287-288;
http://az.lib.ru/b/balxmont_k_d/text_0520-1.shtml, last accessed 31.08.2019].

Translator’s note: All translations of works with no citation for their publication in
English translation are mine, with the original text added in footnotes.


http://az.lib.ru/b/balxmont_k_d/text_0520-1.shtml
http://az.lib.ru/b/balxmont_k_d/text_0520-1.shtml
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o mabupuuTy” [“A Walk in a Labirynth”]*"® and “Cmepts. Coner” [“Death: a
Sonnet”] — which are perceived as representations of decadence. They are the
clearest proof that semantic transformations resulting from the association of
death and beauty may have a bi-directional character and may bring about a
positive valorization of the typically terrifying moment of agony. There are apos-
trophes to death in the above mentioned texts. Death appears to be the intended
recipient of the confessions by the lyrical subject, the desired state, the object
of trust and the promise of relief. Two works address the issue of the end of
life defined in this way (as positive, even greatly awaited): “IToryxmue dpaxensr”
[“Extinguished Torches”] and “Bonproit” [“Sick”*]. It is also worth recalling
that the issue had appeared in a similar function in Baudelaire’s poem “The
Death of the Poor” and, especially, in the sonnet “The Two Good Sisters” The
latter asks: “Debauch, when will your clutches bury me? / O rival Death, will you
be coming now [...]?72

In the case of the poetic work by Lesmian — who as we well remember was
fascinated with Poe and admitting Baudelaire’s influences - the association of
feminine eroticism and death adding charm to the dead woman and making
her temptingly inaccessible appeared as early as the volume Crossroads Orchard
(1912), in the long poem “The Unknown Voyage of Sindbad the Sailor;,” written

213 “Oh, the ultimate hope, the light for the troubled soul, // Oh, Death, you sweeten
my sufferings, oh, Death, I am waiting, hurry!” [“O, mocnennas Hagexnua, cBeT
u3MydeHHoit ymu,/ CMepTb, ycnafa Bcex cTpafannit, CMepTs, s xy Tebs, crenm!”]
[Koncrantun bamsmont [Konstantin Balmont], “IIpoxoas no nabupuury, in: IToroe
cobpanue noasuu u nposot 8 00Hom mome (Mocksa: Anbda-kHura, 2011), pp. 103-104.

214 In Balmont’s oeuvre, such poems coexist with poetic texts of a decadent character filled

with questions about meaning and purpose, in the form, for example, of an apostrophe
to God, as in the poem “3agem?” [“Why?”], echoing motifs of pleading and lament-
ing from the Book of Psalms in the Old Testament, known for instance from Psalm
129 “De profundis” from the Book of Psalms and “Bompoc” [“The Question”].
“God, God, hear me, I cry, I long,/ / I pray to You in the evening mist/ / Why did you
give me a celestial soul -/ / And chain me to the earth?// [...]/ / But life, love and death -
all horrible, incomprehensible,/ / Everything is inevitable for me” [“Tocnionn, Tocniozs,
BHEM/IN, 51 ITavy, 5 TocKyw,/ Tebe Momoch B BedepHeit Mrie./ 3adem Tol fapoBarn
MHe Ryury He3eMHyIo —/ / VI mpuxoBan MeHs k 3emne?/ [...]/ / Ho >xusHb, m060Bb,
U CMePThb — BCe CTPALIHO, HEMOHATHO,/ Bce HemsbexxHo i MeHs”| [KoncranTun
BansmonT [Konstantin Balmont], “Bonipoc,” in: IonHoe cobparue noa3uu u nposvt 6
ooHom mome (Mocksa: Anbda-kuura, 2011), p. 63].

215 Charles Baudelaire, “The Two Good Sisters,” in: The Flowers of Evil (New York: Oxford
University Press, 1998), p. 249.
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in terza rima and hendecasyllable. Significantly, the lyrical protagonist of this
piece, upon realizing the nature of the temptation, saves himself by fleeing. The
poetic description of the dead girl does not try to dazzle drastically; on the con-
trary, it is subtle and combines thanatotic issues with the language of eroticism:

And maybe she, through the long line
Of shadows, brought together in an after-death sleigh ride,
Gave me golden signs?...

So that I wanted... and used my arms
To climb to her in this lushness of flowers and scents,
Following her in the darkness - in a pursuit of love. [...]

And out of the corner of my eye, I saw that
Her feet are blue - stretched straight in front of her -
Pointing towards only one hour...

And that in the same hour my thoughts
Were born, wrapped in a black cloth,
Run towards these feet — tempted by them!*'¢

On the other hand, “Zaklecie” [“Magic Spell”] from The Shadowy Potion (1936)
is a good example of a parodistic game with the convention of depicting the
deaths of women as consolidated in Poe’s poetry. The structural principle of this
text (using the formula of the magic curse in its second part) is based on cap-
turing the similarity between inertia and feminine submissiveness of the dead:

Oh, night bird, who crossed the edge of the world

And saw the dead - tell me, what are they doing? - They lie.
And what else? — All the time, without rest.

They have no sun, no wind, no shadow!

They don’t pray, nor cry, nor dream, nor believe —

Nothing - they just lie! Nothing — they just lie!

A girl that resists my violence,
May she lie in a bed of madness tonight!

216 Bolestaw Le$mian, “Nieznana podrdz Sindbada—Zeglarza,” in: Poezje, ed. Jacek
Trznadel (Warszawa: Panstwowy Instytut Wydawniczy, 1994), pp. 117-118 [“A moze
ona sama skro$ orszaki/ Cieniéw, po$miertnym skupionych kuligiem,/ Ztote mi zowad
podawata znaki?...// Abym zapragnal... i ramion podzwigiem/ Wspiat ku niej brzemie
tych kwiatéw i woni,/ Tropiac ja w mroku — milosci poscigiem. [...]// I zezem oka
spostrzeglem, ze sine/ Jej stopy — prosto przed sie wyciagniete —/ Zdaja si¢ jedna
wskazywac godzine...// I ze, w tej samej godzinie poczete,/ Myéli me, czarng obleczone
szata,/ Biegly w kierunku tych stép — w ich ponete!”].
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Unable to resist, powerless, vulnerable, unconscious
May she sin with temptation and lie there alone!
May she not pray, not dream, not cry, not believe —
May she only lie - may she lie like this for me!*”

Unlike the subject from Poe’s poems, the one who speaks in this poem does not
want to revive his dead beloved with force of will, memory or art, but wants the
girl, alive and unwilling to accept his courtship, to become like the deceased, to
break her resistance, to render her unconscious, to deprive her of strength and
make her submissive.

The comparison of Poe poetic works under study with works of three writers
who are at the same time translators of his oeuvre — Baudelaire, Balmont and
Lesmian - has allowed investigation of the transformations within treatment
of the convention of the aesthetization of death. Po€’s strategies for presenting
signs of human finitude in a way that does not arouse fear (by combining the
mortal and the beautiful) certainly had a precursory character to the other three
authors’ literary achievements. However, these strategies were subject to evolu-
tion and fulfilled various functions. They brought about aesthetic reevaluations
of death that arouse fear and disgust (Poe, Baudelaire and Balmont), indicate the
possibility of overcoming death with art (Poe and Baudelaire), lead in a deca-
dent approach to a positive valorization of death (Baudelaire and Balmont), and
finally became an object of parodic transformations (Le$mian).

One motif of death frequently recurring in Poe’s poetry structures is based
on the association of death and dream, in for example the poems: “A Dream
within a Dream” (originally titled “Imitation” (1827) and written in reference
to Lord Byron’s “The Dream”), “The Sleeper;” (1831) “Dream-Land,” (1844)
“Ulalume” (1847) and “To One in Paradise” (1833). In Po€’s poetry, dream and
death are either identified with each other by metaphorical expressions, or death
is presented in an oneiric convention. I believe that the ways of presenting this
issue that have already been mentioned bring about its de-specification and/or

217 Bolestaw Le$mian, “Zaklecie,” in: Poezje zebrane (Warszawa: Panstwowy Instytut
Wydawniczy, 2010), p. 317 [“Ptaku nocny, co$ bywat za §wiata rubieza/ I widziate$
umartych - méw, co czynia? - Leza./ A co jeszcze? — Wciaz bez przerwy, bez wytch-
nienia./ Nie ma dla nich ni storica, ni wiatru, ni cienia!/ Nie modlg si¢, nie ptaczg, nie
$nig i nie wierza —/ / I nic - tylko tak leza! — Nic - tylko tak leza!// Dziewczyna, co sie
mojej sprzeciwia przemocy,/ Niechaj, w lozu oblednym polegnie tej nocy!/ Bezoporna,
bezsilna, bezbronna, bezwiedna/ Niechaj, grzeszac pragnieniem, lezy sama jedna!/
Niech nie modli si¢, nie $ni, nie placze, nie wierzy -/ I niech tylko tak lezy — niech
dla mnie tak lezy!”].
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de-realization, which leads to favoring a shift in the content that arouses fear into
the sphere of “bodyless abstraction,” at once less worrying and less appealing
to the imagination of the reader. The artistic development of issues associated
with ultimate matters here goes hand in hand with the author’s refusal to follow
the principle of direct representation, to preserve distance from phenomena that
could arouse strong affective reactions in readers. As a consequence, readers may
react more freely to the issue of the work; it is easier for them to come to terms
with the horror of the finitude of life.

Poe’s poem “The Sleeper;” though, is an exception to this rule. In the first
stanza, the essentially Romantic, synesthetic lunar and foggy space is symbol-
ically complemented by the aquatic image of the lake compared to the mythical
Lethe: the river of oblivion. In the second stanza, there alternate questions and
apostrophes to the poem’s dead lyrical addressee, who are called “lady” and “the
sleeper:”

Above the closed and fringed lid

‘Neath which thy slumb'ring soul lies hid,
That, oer the floor and down the wall,
Like ghosts the shadows rise and fall!

Oh, lady dear, hast thou no fear?

Why and what are thou dreaming here?*'

The third stanza takes a course of prayer. Initially, it passes almost smoothly into
the fourth stanza, and then a break occurs in the Romantic-sublime convention
of depicting death, which leads to de-specification of death, and at the same time
a violation occurs of the “holy majesty” of dying through introducing macabre
poetics into the work:

My love, she sleeps! Oh, may her sleep,
As it is lasting, so be deep;
Soft may the worms about her creep!?"”

The change in the convention of depicting the deceased is accompanied by a
metamorphosis of the space presented in the poem, which shrinks incomparably
and transforms from foggy-lunar-aquatic scenery (aesthetized and synestically
shaped) into a tightly closed crypt, impermeable to light and sound and filled
with worms. The comparison of oneirical-symbolic convention with macabre

218 Edgar Allan Poe, “The Sleeper;” in: The Complete Tales and Poems (Scotts
Valley: CreateSpace Independent Publishing Platform, 2018), p. 105.
219 Poe, “The Sleeper;” p. 105.
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aesthetics intensifies the effect of contrast in the work, which may be a manifes-
tation of Poe’s distance from the conventions employed.

In Baudelaire’s poems, the theme of death identified with sleep, which func-
tions as de-specification of the thanatotic issues, appears both in the variant of
continuation of Poe’s lyrics and in a transformed variant. The latter is present in
the following texts: “Dream of a Curious Man” and “Day’s End”” In the first of
these works, the comparison of the phenomena mentioned above transforms
death into a positive quality. Its axiological revalorization is carried out, as is
typical for a precursor of a stylistic trend, in a decadent spirit. The work reads:

My spirit, like my backbone, seems
Intent on ﬁnding its response;
The heart so full of mournful dreams,

I'll stretch out my weary back
And roll up in your curtains, those
Consoling comforters of black!**

An analogically, poetically shaped motif of death-sleep is present in the poems of
Balmont, the second of these enthusiasts of Poe’s work: “Uro crpizo B ropax?”
[“What Is Going on in the Mountains”], “B mon4anbpy 3abbiBuIeiics HOYM...”
[“In the Silence of the Pensive Night”], “V Con 1 CMmepTb paBHO CMEXAIOT 04y’
[“Dream and Death Close Their Eyes Together”]. Then, in the works “Komy s
momocs?” [“Who Am I Praying to?”], “Cmeptsb (coner),” [“Death: a Sonnet”],
“Cmeprb, ybatokait mers” [“Oh, Death, Put Me to Sleep”] and “Sick,” the than-
atotic-oneiric problem is already artistically developed, typical of decadent
approaches to the subject where it appears to be more than a metaphor miti-
gating the affective reactions of the reader, also serving as a promise of “eternal
rest,” the longed-for end of existential hardship.

Regardless of whether in Balmont’s poetry we are dealing with a presentation
of this issue in a way closer to Poe or in a more decadent way, the death is usually
subject to de-specification; the death tends to be addressed in order to deny the
power and omnipotence of destruction. So as to exemplify the matter, we may
discuss the poem “Cmepts” [“Death”] from Ilod ceseproim Hebom [Under the
Northern Sky], published in 1894. In this work, the literary gesture of negating
subject to the tautological definition of the finitude of human existence (“death

220 Charles Baudelaire, “Day’s End,” in: The Flowers of Evil (New York: Oxford University
Press, 1998), p. 281.
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is death”) becomes the starting point in defining the end of life in the poetics of
paradox:

Don't believe the one who says

That death is death: it is the beginning of life

Of the heavenly existence |[...]

We were given no opportunity to understand the allure of death
We can only sense it —

So that our souls are not tempted

To leave the earthly world,

To resign from common experience

And leave, despite their poor eyesight,

For the blinding, higher world.?

In this passage, there is a clear, radical reevaluation of death on three levels: onto-
logical (the end of life is raised here as the beginning of a new life), aesthetic
(death made alluring) and axiological (as the moment of initiation enabling a
transition into a world perceived in far more positive terms than is life on earth,
for a mortal this is a temptation that they should not know too early). Symbolistic
poetics allows for a creation of a “substitute existence,” a parallel world that
plays a compensatory and consolatory role. The defensive aspect of the substi-
tution mechanism consists in the lyrical subject rejecting the painful finiteness
of human existence, which is a scandal for reason and a challenge to thought.
It brings about a poetic creation of the world, which when imagined is able to
balance dreadful awareness of the inevitable end, stifling the fear that eternity
may be inaccessible to man. The described effect of compensation goes hand in
hand with the consolatory function - the poem under consideration is meant to
comfort the reader, fueling the fire of “divine mystical longing” (“60>xecTBeHHOI
MIuCcTIYecKoi Tockn”), reinforcing faith in existence but also in the wisdom of
the Creator, whose intentions are unknown to people. Yet, they do not ques-
tion the rationality of objectives behind those intentions. Their implementation

221 “He Bepb TOMY, KTO TOBOpUT Tebe,/dTO CMEpPTb €CTh CMEpPTh: OHA — HAYajI0 XKMU3HU/
Toro cyujecTBOBaHbs He3eMHOr0/ [...]/ Ham He IaHO IIOHATD BCIO IIPe/ecTb CMepTH,/
MBI MOYKeM IMIIb IPefIYBCTBOBATS e, —/ UT06 He OBLIO /11 HAIIKX AYLI COOIasHa/
Jlo BpeMeHN IOKMHYTb MUP 3eMHOI1/ VI, He pOIi/st OOBIYHBIX MCIIBITAHMIL,/ YitTH
¢ ceoumu cmabeimu odamu/ Tyna, rie ocmenun Hac Beicummit cBet” [KoHcTaHTHH
Banpmont [Konstantin Balmont], “Cmepts,” in: I100 cesepHovim Hebom, in: ITonHoe
cobpanue noazuu u npo3vt 8 o0Hom mome (Mocksa: Anbga-kuura, 2011), pp. 9-10;
http://az.lib.ru/b/balxmont_k_d/text_0420.shtml, last accessed 31.08.2019].


http://az.lib.ru/b/balxmont_k_d/text_0420.shtml
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should assure human beings a state of bliss, bringing them satisfaction absent in
earthly life.

The presence of the functions discussed above codetermines the work’s high
degree of impressionism. The relationship between the speaker in the text and
the virtual recipient, and the former’s objectives, can be brought down to the fol-
lowing formulas: presenting the appropriate approach to the temporal, sharing
knowledge of infinity, reinforcing the sense of its existence and of its future acces-
sibility to humans. The poetics of the work — characteristic to Balmont’s symbol-
istically oriented poetry - is not intended to reprimand the poem’s addressee for
their metaphysical dispositions; on the contrary, it presents those as the right
way in leading to the superior, longed-for eternal life. The mechanism of cre-
ating a substitute reality — symbolistically understood - had already been present
in Po€’s poetry in the form of allusive metaphorical constructions. In turn, the
subject of Balmont’s poems not only considers “another world” in the poetics of
supposition but also speaks directly about it.

Balmont’s inspiration from the thanatotic subject present in Poe’s work - for
instance, I have in mind the allegorical tale “The Masque of the Red Death” - is
also present in two poems: “Hyxu uymsr” [“Spirits of the Plague”] and “Tlocrne
6ama” [“After the Ball”]. In the former, written in a six-syllable poetic meter, its
very title indicates that the plague is de-specificized. Moreover, it is poetically
described in an allegorical-oneiric way. The Black Death speaks as a collective
entity, deprived of compassion, thirsty for victims. The use of the plural and of
sacral rhetoric emphasizes the all-encompassing, all-but divine power of the
plague. Destruction brought by the plague spirits is presented in an abstract way
with lexis such as “extermination,” “fear;” “to murder” and “to torment,” and by
the symbolism of crucifixes and graves. The poem reads:

We are rushing, floating
On a huge wave

Knowing not what dream is
But always half-dreaming.

We will not look even once

On the tears of our wives and children,
For where people die

We take solace.

Our power rings

Amidst memorial ceremonies in church,
Death, extermination, fear

Knocking at people’s doors.
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Among spring leaves

The symbol of destructive forces
Millions of crucifixes,

Millions of graves.

To quaintly murder, torment
An expectant mother

We cannot assuage,

We cannot love.

Those days, as before,

Each minute, all the time

A better offering for the altar
Life brings to us.

We are rushing, floating

Through the silence of night
Knowing not what dream is
But always half-dreaming.??

De-specification and/or alegorization of death

As with the case of works where death is subject to aestheticization, as well as in
the variant of presentation described, which consists of de-specification and alle-
gorizing, the speaking subject refrains from using naturalistic descriptions of cor-
poreality, avoiding literalness, not overwhelming but relying on somatic brutality
in revealing the issue. An analogous situation arises in “After the Ball” The poem
includes a direct reference to Poe’s name - the lyrical subject speaks of the crazed
Edgar by mentioning the expression “Nevermore,” sinisterly replicating the ghost
seen by the protagonist in the ballad “The Raven”*** Balmont’s poem reads:

222 “MuI ciiemnm, Mbl IwibiBeM/ Ha Morydeit Bonae,/ HesnakoMsl co cHoM,/ Ho Bcerna B
nonycHe.// Crie3bl >xeH u feTett/ He sametnt Ham ras,/ VI rae cmepts s mopetr,/ Tam
oTpapa i Hac.// Hamtett BmacTbio 3Byyar/ [Tanuxuppl B iepkBax,/ B nBepu K monam
crydar/ CMepTh, U Tuberb, 1 cTpax.// Mexy BellHux nucToB,/ CYMBOI CrOHYBIINIX
e,/ MunnoHsl KpecTos,/ / Muymionst MoruL.// JIo60 HexxHy!o MaTb/ YMepTBUTD,
nory6urb,/ Mbl He MOXKeM J1ackaTb,/ He ymeem mo6uth.// B 9111 IHY, KaK 1 BCTapb,/
Kaxxpplit Mut, Kaxnaplit gac,/ JIydmmit gap Ha antaps/ JKusHb npuHOCUT 1t Hac.//
U cnieminm, u aeiBeM/ Mbl B HouHOI THnnHe,// Hesnakomsl co caom,/ Ho Bcerma B
nonycHe” [Koncrantuu banpmont [Konstantin Balmont], “Hyxu aymsL,” in: Ilonxoe
cobpanue nod3uu u nposvt 6 00Hom mome (Mocksa: Anbda-kuura, 2011), pp. 23-24].

223 The significance of the influence of Poe and Baudelaire in shaping Balmont’s under-
standing of high literature is seen in the latter’s poems “pnrap ITo” [“Edgar Poe”] and
“K Boazepy” [“To Baudelaire”], see: Koncrantuun banbmonT [Konstantin Balmont],
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The midnight goblet is full to the brim
Like the feast during the pest, long alluring
Like the strange imagination of mad Edgar
Who sang for us forever “Nevermore’, -

Our ball already dances in boisterous rooms
It already loses the face of a hidden beauty
And you detect something very chill and tired
In the space rising above us.

Yes, midnight has lapsed with its elegant entourage

Of cold instants and hours

Shards of shattered crystals have fallen from the chandelier
And the scream of hostile voices arises without.

Fatigued yellowed faces grew grim

The fan trembled as a broken wing

All recalled the read page

And the new world whispered from the windows: ‘Tis Time! ‘tis Time!

Of a sudden all were still - they fade miserably
Yearning to draw forth the un-memory in silence: —
With morning, they flee from witches like demons
Aware of the bitterness of their powerlessness.?*

This work also contains direct reference to Poes tale “The Masque of the
Red Death,” which speaks of an allegorically personified plague entering an
abbey’s chambers at midnight, where Prince Prospero has organized a grand

224

“Oprap Ilo,” in: Ilonnoe cobparue noasuu u nposvi 8 00Hom mome (Mocksa: Anbda-
KHura, 2011), p. 885; Koncrantux banpmont [Konstantin Balmont], “K Bomepy;”
in: Cmuxomeopenus (Mocksa: CoBeTcKuii mucatesnb, 1969), p. 188.

“Becp BOIUIOLEHHASA OTYHOYHAs Yapa,/ Kak mmup cpemyt 4yMbl, MaHALINII C JABHUX
nop,/ Kak crpanHblit BiMbIcen 6esymHoro Onrapa,/ s Hac MpOIeBLIero HaBeKy
‘Nevermore,—// Hau 6a1, paCKUHyThI 10 MHOTOIIYMHBIM 3a/1aM,/ YyKe 3aKOHUNI
JIMK COKPBITOI KpacoTbl,/ VI 4eM-TO Besiio XOmMofHbIM 1 yctanbiM/ C BHE3AIHO
IpOTHYBIIEl Hafl HaMM BbICOTBL.// [la, IOHOYB OTOIIA C CBOEIO IIBILIHON CBUTOI/
ITpOHMKHOBEHHEMIINX MTHOBEHMIT 11 4acoB,/ OT JIIOCTPDI 31€Ch 11 TaM yIIajl XpyCTaslb
pasoutslit,/ VI ryn u3BHe BCTaBasl BpaXKIeOHbIX TOJIOCOB.// VI3MATBI, KeMTTU3HOI IO
mepHymcs nmuna,/ KppioM nsjnoManHbIM Jpoxann Beepa,/ B cepaiax y Bcex 6bita
IZo4MTaHa CTpaHNIia,/ VI HOBBI B OKHaxX cBeT urentas: ‘Tlopa! Ilopal’/ VI Bapyr Bce
3amepiu, — BOT, CKOpOHO jjoniBeTatoT,/ Crapasics HpOMINTb MOTYaHbeM 3a0bIThe: —/
Tak yTpoM JieMOHBI KONAyHuU nokupawT,/ Co3HaBIIyM roppkoe 6eccunue csoe”
[Koncrantun banbmont [Konstantin Balmont], “ITocnie 6asa,” in: ITonHoe co6parue
n0a3uu u nposvl 6 00Hom mome (Mocksa: Anbga-kuura, 2011), pp. 149-150].
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masquerade ball, killing everyone, starting with the ruler who had dismissed
the plague making a bloody harvest across the countryside, then ending with
his guests. Balmont, as his American precursor had, intensified the effect of con-
trast in his work: the busy, festive atmosphere contrasted with deadly stillness.
Balmont also followed Poe in focusing emphasis on acoustic effects: in his poem,
the noisy feast is penetrated by hostile sounds from outside, finally ending in
silence that confirms the powerlessness of terrified participants of the ball faced
by the omnipotence of death. The texts under examination, however, use differ-
ing poetics of the presentation of suffering brought about by the plague. In the
case of Poe’s allegory, there is a macabre description of carnal pain caused by the
plague. “The Masque of the Red Death” reads:

No pestilence had ever been so fatal, or so hideous. Blood was its Avatar and its seal -
the redness and the horror of blood. There were sharp pains, and sudden dizziness, and
then profuse bleeding at the pores, with dissolution. The scarlet stains upon the body
and especially upon the face of the victim, were the pest ban which shut him out from
the aid and from the sympathy of his fellow-men. [...] / And now was acknowledged
the presence of the Red Death. He had come like a thief in the night. And one by one
dropped the revelers in the blood-bedewed halls of their revel, and died each in the
despairing posture of his fall. And the life of the ebony clock went out with that of the
last of the gay. And the flames of the tripods expired. And Darkness and Decay and the
Red Death held illimitable dominion over all.**

In contrast, in his poem from 1899, Balmont did not employ the macabre poetics.
The allegorically presented death of stricken guests is described in a metaphorical
and allusive manner. Balmont writes about a “fading miserably” associated with
aging, the flagging of youthful, fresh appearances.?” The synecdochic and synes-
thetic - Poe used the latter in his tale — description of extermination (“Shards of
shattered crystal have fallen from the chandelier;” “Fatigued, yellowed faces grew
grim,” and “The fan trembled as a broken wing”) that does not raise a feeling of
disgust and horror in a reader, which is evoked with literary texts maintained in
macabre poetics, results in a de-specification of the image of collective agony,
unimaginable tortures, does not overstimulate the reader’s imagination, allowing
them to maintain a safe distance from the presented issue.

225 Edgar Allan Poe, “The Masque of the Red Death,” in: Edgar Allan Poe: The Ultimate
Collection (Los Angeles: Enhanced Media Publishing, 2016), pp. 161, 165.

226 An analogous description of death as fading is in Balmont’s poem “A Narrow Grotto,”
which reads: “Heavy soul, flowers, flowers and the fading of the body [“Tsokensiit nyx,
L[BETHI, [[BETHI, M OTIBeTaHbe Tena” | [BanbmonT [Balmont], “Tecusiit rpom,” p. 287].
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Le$mian also uses oneiric convention as a strategy of presentation of the than-
atotic issue by either identifying the death with the dream®’ or making death
seem unreal, for example in the following poems: “Krélewna Czarnych Wysp”
[“The Princess of the Black Islands”] (from The Meadow, 1920), “Sen. (Snito mi
sie, ze konasz samotnie...)” [“The Dream (I dreamed you were dying alone...)”]
from The Shadowy Potion (1936), “Sen wiejski” [“Rural Dream”] and “Smier¢
wtéra” [“Second Death”] (from the posthumous collection Sylvan Beffallings,
1938). In “The Princess of the Black Islands” the motif of death-sleep is accom-
panied with aestheticizing of death, indicated both by introduced descriptive
formulas and by the organization of the lyrical space. The eponymous Princess
of the Black Islands is “at midnight in the garden,/ in flowers, dew, in the shade,
in the cool/ Dead”?*® In the poem, the idiom “sweet sleep” is treated in a literary
way and associated with death. Significantly, lovers of the princess pour honey
in a pit “so that she has a sweet death,” and rock the coffin when carrying it,
as if intending to prepare the deceased for eternal sleep. The oxymoronic refrain
returns in this melodic-musical poem (both at the level of form and in the layer
of presented objects and activities: lute tuning, choral singing) as many as four
times. The de-specification of the thanatotic issue takes place in the ballad by
way of the fairy-tale convention (the specification is supported by the deceased’s
royal status, introduction of a fantastic motif in the form of raising of posthu-
mous issues the heroine will face, and finally the image of agony in flowers as
“wrapping in dreams”* and the magical formula “peace to my shadows”).”! This
supports a wishful, counterfactual creation of the image of death, not destroying
physical beauty and appearing as an experience of love and devotion to others,
a state of transition from the earthly kingdom to the kingdom of dreams. This
symbolic-irrational vision may undoubtedly fulfill a similar therapeutic function
to the basic function of fairy-tale miraculousness.?** Death presented in this way

227 For other uses of the word “dream” in Le$mian’s poetical works, see: Aleksandra
Okopien-Stawinska, “Sny i poetyka,” Teksty, No. 2 (1973), pp. 18-19; Michatl
Glowinski, “Le$mian — sen,” in: Zaswiat przedstawiony. Szkice o poezji Bolestawa
Lesmiana (Cracow: Universitas, 1998), pp. 219-244.

228 Bolestaw Lesmian, “Krdlewna Czarnych Wysp,” in: Poezje zebrane
(Warszawa: Panstwowy Instytut Wydawniczy, 2010), p. 182 “o potnocy w ogrodzie,/
w kwiatach, rosach, w cieniu, w chfodzie/ Umarta”].

229 Le$mian, “Krolewna Czarnych Wysp,” pp. 182, 183, 184 [“zeby miata $§mier¢ stodka”].

230 Le$mian, “Krélewna Czarnych Wysp,” p. 182 [“wicie sie w snach”].

231 Le$mian, “Krélewna Czarnych Wysp,” p. 184 [“pokdj mym cieniom”].

232 Roger Caillois described this function as follows: “Through a miraculous fairy-
tale, man still deprived of the techniques that would allow him to dominate nature,
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does not create a sense of horror in the recipient, it does not disgust them, it does
not frighten with mystery.

Worth recalling, however, is that Le$mian - as Poe had in, for example, “The
Thousand-and-Second Tale of Scheherazade” - sometimes wrote mocking anti-
fairy-tales, in which the thanatotic motif played a significant role, as in his poems
“Kopciuszek”[“Cinderella’] and “In the Castle of Sleeping Beauty”** from The
Shadowy Potion. Although in both authors” works, the fairy-tale convention (in-
tended to de-specify the image of death) was raised — in Poe in the form of a tale,
in Le$mian in poetic form - not only in works’ titles, but also in the construction
of primary and secondary characters and in the description of objects of the
presented world (in “In the Castle of Sleeping Beauty” even this model has been
transformed), the texts mentioned above can no longer fulfill the therapeutic
function characteristic to fairy-tales. Both writers spare the reader macabre
descriptions of a protagonist’s agony (whereas Poe’s narrator simply mentions,
in the convention of black humor, that as the noose tightened on her neck,
Scheherazade was pleased that the cruel spouse would not hear the continuation
of the story, Le$mian presents a coach rushing into the abyss*** and clutched by

imagines to fulfil his naive desires, which are unachievable in real life: to be in two
places at the same time, to become invisible, to act from a distance, to metamor-
phose at will, to use obedient animals or supernatural slaves to do his work, to com-
mand spirits and elements, to have invincible weapons, effective ointments, cauldrons
of plenty and magical love potions, and finally, to escape old age and death. These
miracles express simple, naive wishes, the number of which is limited. They are dic-
tated almost directly by the disadvantages of the human condition. They express an
obsessive desire to break free, if only once, thanks to the extraordinary favor of fate
or the power of the higher forces” [Roger Caillois, “De la Féerie a la science-fiction,”
in: Anthologie du Fantastique, Vol. 1 (Paris: Gallimard, 1966), p. 18].

233 Boleslaw Le$mian, “In the Castle of Sleeping Beauty;” in: Bolestaw Lesmian. Beyond
the Beyond. Poems in Polish and English (New York: Penumbra Bookery, 2017), p. 47.

234 For construction and functions of the abyss motif in Le$mian’s sonnet “Otchtan” [“The
Abyss”] and in Baudelaire’s poem “The Abyss,” see: Glowinski, Zaswiat przedstawiony.
It is worth adding that this motif plays an extremely important role in the work of
Poe (inspiring for both Baudelaire and Le$mian), in the tale “A Descend into the
Maelstrom,” for example, and deserves a separate study in the area of historical poetics.
I would also like to note that this work of Poe’s provided a strong creative impulse for
the symbolist Arthur Rimbaud to write his long poem “The Drunken Boat” written in
1871, published in 1883.] One may also attempt a demonstration of the influence of
the subject of Poe’s tale on Stéphane Mallarmé’s innovation in form and in typograph-
ical writing in his long poem “A Throw of the Dice Will Never Abolish Chance,” 1897].
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“death by wheels”);*** however, in their anti-fairy-tales, finiteness - rather than
goodness and justice - is triumphant. Even if the punch line in “The Thousand-
and-Second Tale of Scheherazade” announces that the tyrant will hear no more
fascinating stories, that punishment seems utterly disproportionate to the pun-
ishment meted out to the wise daughter of the vizier. And cautionary formulas
and phrases with the character of prayers — “Horses agallop! Oh, my Lord! God
bless mice in their miracle!.../ The carriage thunders! Oh, my Lord! Protect the
pumpkin!”>¢ — spoken alternately in the final two verses of “Cinderella,” may
hold the bare illusion of hope for salvation, for at the same time they appear
as synecdochic descriptions of a journey into the afterlife and of the process of
hauling the female protagonist against her will into the deathly abyss.

The formulaic “All this in a dream,”*’ recurring in “The Rural Dream,” also
plays a de-materializing function. The work uses an oneiric convention of the
representation of “a story within a story” (the dreamer dreams of dreaming girls)
that co-decides about the inability to determine the ontological status of the pre-
sented events and to distinguish what happens in a dream from what happens
in reality. The ambiguity of this lyrical situation is clearly illustrated in the state-
ment by the girlish collective subject:

Did someone dream us? From whence comes our fate?
And is it true we are returning from the field?

And is it true we are alive?

Let’s continue being dreamt of — peacefully and patiently!**

The effect of oneiric, multi-leveled derealization intensifies in the poem due to
the introduction of the motif of disappearing/ dying of the subsequent girls in
the “boundless” fog. This technique of the intensified unrealism** also appears

235 Bolestaw Le$mian, “Kopciuszek;” in: Poezje zebrane (Warszawa: Panstwowy Instytut
Wydawniczy, 2010), p. 348] [“Smier¢ za kota”].

236 Les$mian, “Kopciuszek,” p. 348 [“Pedza konie! O Boze! Szcze$¢ myszom w ich cudziel.../
Grzmi kolasa! O Boze! Miej dynie w swej pieczy!”].

237 Boleslaw Lesmian, “Sen wiejski,” in: Poezje zebrane (Warszawa: Panstwowy Instytut
Wydawniczy, 2010), p. 521 [“Wszystko to we $nie”].

238 Lesmian, “Sen wiejski,” p. 523 [“Czy kto nas wysnif? I skad nasza dola?/ / I czy to
prawda, ze wracamy z pola?/ / I czy to prawda, ze my w sobie — zywe?/ / Snijmy sie
nadal - zgodne i cierpliwe!”].

239 The effect of triple “making unreal” is also present in the ballad “Chokester” from The
Meadow. Interestingly, the protagonist of that work dreams (the first stage of making
unreal) that he is being choked by a Slavic-esque, fantastic, mean creature (the second
stage of making unreal). Bajdata is saved from trouble by awakening - the threat of
death by choking appears to be unreal (the third stage of making unreal). The motif
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in Le$mian’s work “Smier¢ Wtéra” [“Repeated Death”], presenting a very specific
lyrical situation in which the deceased, laid in a cemetery, dream of old loves.
Directly problematized in the poem, the effect of dematerialization is mani-
fested in the following lines: “Connected with the memory of lips./ Lips, lips!
Rot flicker in us!/ Who can guess that it is — a caress?”**" The attempt to post-
humously merge two non-identities that is presented in the work is depicted in
this verse: “There is also a sweet mourning: Shadow likes a shadow, mist likes a
mist”*!

Perhaps the most interesting consequence of this typical in Le§mian multilay-
ered derealization is an internally contradictory, oxymoronic effect of materiali-
zation and dematerialization of nothingness** at the level of the presented world.
It also appears - although in a different poetics — in the group of poems written in
the conventions of the macabre and macabresque (this issue is discussed later in
the book). Attempts at creating a poetic conceptual image of nothingness result
in a justification of the seemingly utterly illogical questions about its essence,
way of existing, property, cause and, finally, the character of time and space in
which it was presented. For this reason, the dead protagonist of “The Drowned

of dreaming about death that ceases being a threat when a protagonist wakes also
appears in Lesmian’s poem “The Dream (I dreamed you were dying alone...)” from
The Shadowy Potion. See: Lesmian, “Chokester.”

240 Bolestaw Lesmian, “Smieré wtéra,” in: Poezje zebrane (Warszawa: Paristwowy Instytut
Wydawniczy, 2010), p. 520 [“Wspomnieniami ust si¢ polaczyli./ Usta, usta! Prochno
w nas migota!/ Kt6z odgadnie, Ze to jest — pieszczota?”].

241 Leémian, “Smieré wtéra,” p. 520 [“Stodka jeszcze jest taka zatoba: Cien — cieniowi,
mgta — mgle sie podoba”].

242 Trefer here to the formula set forth by Julian Przybo$ that describes the specificity of
Le$mian’s presented world as “the scraps of materialized nothingness.” For a discussion
of the issue, see: Glowinski, Zaswiat przedstawiony. On the other hand, there is also a
counter-tendency present in Le§mian’s poetry that is realized in the tautological dema-
terialized formula or - to put it more precisely - in the dematerializing nothingness.
For example, in “Bereavement,” where the motif of the second death of the deceased
in realized in a different way. In that elegy, death is associated with the forgetting of
the deceased by the living: “Your faces fade out, my memories bleach,/ Once again
you're dying of afterlife death.// I cannot descry my sister’s warm smile,/ Nor how did,
when dying, she fall to the floor.../ Brother’s incomplete, dreamed only awhile,/ Her
voice is so distant, I hear it no more.// Buried in the graves, they die beyond graves”
[Bolestaw Le$mian, “Bereavement;” in: Marvellations: The Best-loved Poems by Poland’s
most-read and best-selling poet, Bolestaw Lesmian, one of the greatest of all time, in the
Polish and English translation (New York: Penumbra Publishing House, 2014), p. 115].
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Rambler” can tempt “deeper, deeper into yonder greenness,”*** while the after-
world in “Za grobem” [“Beyond the Grave”], presented in an unspecific, negative
poetics speaking of “mists,” “shadows” and “grasping the void” (!), is attributed
with ontological-creative intention (!): “Something else wants to happen in the
after-life,/ Different from everything from before”*

In the poems under study here by Baudelaire, Balmont and Le$mian, there
is a clear tendency to continue the convention of representing thanatotic motifs
known from Poe’s poetry. These authors share the metaphorical association of
death and dream, or the presentation of topics related to this in the oneiric con-
vention, enabling detachment and, consequently, distancing oneself from the
problem. A comparison of the works of these four poets allows for delineating
the evolution of ways of presenting motifs related to death. The association of
life’s ending with dream, significant in Poe’s poetry, affected a transformation
of that motif, in Balmont’s decadent perspective and in Baudelaire’s precursory
achievements, into a positive quality. As a result, one may talk about an axiolog-
ical reevaluation of the phenomenon of death, and define Poe as the author who
influenced the shape of French and Russian decadence. Moreover, the analysis
enacted has clearly shown the character of Balmont’s overcoming the poetics
of that style then developing poetic solutions characteristic of symbolism,
announced by Poe’s poetry. Balmont adds to the aesthetic reevaluations of the
subject of death and decadent axiological revalorizations of the motif of death-
dream characteristic for Poe — another reevaluation on the ontological plane. In
Balmont’s works, death is defined as the beginning of a new, improved and more
beautiful existence. As a result, the consoling function of the motif, characteristic
of the decadent, is combined with a compensating function manifested in the
creation of poetic “substitute worlds”

The identification of death with dream, or its de-specification resulting from
the use of the oneiric convention, is a strategy in the presentation of the than-
atotic issue and is also important in the case of Bolestaw Le$mian. He is also
indebted to Poe in this regard, as are Baudelaire and Balmont. This does not
mean Lesmian does not introduce significant innovations and transformations

243 Boleslaw Lesmian, “The Drowned Ramber,” in: Marvellations: The Best-loved Poems
by Poland’s most-read and best-selling poet, Bolestaw Lesmian, one of the greatest of all
time, in the Polish and English translation (New York: Penumbra Publishing House,
2014), p. 27.

244 Boleslaw Le$mian, “Za grobem,” in: Poezje zebrane (Warszawa: Panstwowy Instytut
Wydawniczy, 2010), p. 438 [“Cos innego stac si¢ pragnie w za$wiecie,/ Co$ innego,
niz wszystko, co byto”].



106 CONTEXT RELATIONS

in constructing the theme of death-sleep. As has been already mentioned, in his
oeuvre this theme has a structure of a “story within a story” or favors the creation
of the effect of multiplied derealization (the figure of the dreaming deceased).
In Le$mian, this double negation of what is real brings about the creation of an
afterworld that can be described with the internally contradictory, oxymoronic
formula of materialization and dematerialization of nothingness.

It is pertinent to emphasize that only the works of Poe and Le$mian clearly
demonstrate the awareness of the conventionality of devices used in poetry,
which becomes evident in the technique of contrasting aesthetics in the presen-
tation of the theme of death or in breaking the rules of the convention that were
used in a serious manner in other works. Texts that refer to the fairy-tale genre
are one such instance. These references fulfill two completely opposite functions
in the works under study: they are either derealization / consolation or parodies.

Macabre aesthetics

Although Poe was neither the inventor of the literary variant of macabre aes-
thetics and poetics nor the creator of the idea of combining eroticism with
images of dying, he was incredibly inventive and innovative in creating visions
maintained in the macabre convention. Sources of the first of these traditions
can be traced back to the late Middle Ages. Before the fourteenth century, there
were many suggestive, most-often allegorical images of death - an angel, for
instance, or a bone-dry skeleton [la morte seccal, a skeleton carrying a scythe
(sometimes hooded), a procession led by a dancer of death, one of the riders of
the apocalypse racing on a horse galloping over a pile of corpses or, finally, the
bat-winged Megaera®® - however, these were not drastic in comparison with
themes popular in the fourteenth-century iconography. Since then, European
art has been dominated by macabre representations deployed to cause shock in
the recipient as a result of contact with the image of a corpse eaten by vermin or
a carcass in decay (transi).**® The latter motif, often reproduced in figures and in
prayer books, dominated European iconography associated with the theme of
Thanatos for two centuries (fourteenth to sixteenth). At the end of the fourteenth
century, the word macabre emerged, which later served to describe the collective
images of death popularized in the late Middle Ages. It is worth noting that the

245 For the images of death in the Middle Ages, see: Johan Huizinga, The Waning of the
Middle Ages (U.S.A.: Dover Publications, 2014).

246 See: Phillippe Aries, Images of Man and Death (Cambridge: Harvard University
Press, 1985).
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earlier tendency favoring development of static, contemplative images of death
purported to replace / hide the image of the corpse, was superseded in the fif-
teenth century by moving representations of the dead arousing horror and dis-
gust. Graphic images of the dead emerging from the grave (chasing or capturing
those who are still alive) or, for example, a transi with a mocking smile mounting
a unicorn, were not at all uncommon.?” The danse-macabre theme developed
in the fourteenth century in European iconography and literature, then became
increasingly popular - it appears on wall frescos and woodcuts and enters litera-
ture. According to Johan Huizinga:

The dancing person whom we see coming back forty times to lead away the living, orig-
inally does not represent Death itself, but a corpse: the living man such as he will pres-
ently be. In the stanzas the dancer is called “the dead man” or “the dead woman.” [...]
The indefatigable dancer is the living man himself in his future shape, a frightful double
of his person. “It is yourself,” said the horrible vision to each of the spectators. It is
only towards the end of the [fifteenth] century that the figure of the great dancer, of a
corpse with hollow and fleshless body, becomes a skeleton, as Holbein depicts it. Death
in person has then replaced the individual dead man.?*

Similarly, the tendency to associate eroticism with images of agony has been pre-
sent in literature from at least the late Middle Ages, to mention only Francois
Villon’s Le Testament, with its true development taking place in the baroque
period, connected with the marinist exploration of concepts and the violation
of the separateness between the spheres of sacrum and profanum. The dance of
death and the motifs of triumphant death also return in baroque literature and
iconography.

All these threads have been actualized in the work of the American Romantic,
Edgar Allan Poe. Macabre themes are present in his poems: “The Conqueror
Worm” and “The Sleeper;,” and clearly exemplified in prose by “The Mask of the
Red Death,” “The Black Cat,” “Ligeia,” “The Cask of Amontillado,” “Hop-Frog,
“The Tell-Tale Heart,” “The Facts in the Case of M. Valdemar,” “The Pit and the
Pendulum” and “The Fall of the House of Usher”

From this list, the poem “The Conqueror Worm” shows a particularly clear
naturalistic literality and an elaborate composition. The lyrical situation is cap-
tured here in the aesthetic framework of a mime theater showing a tragic spec-
tacle addressed to the seraphs — with its title specified in the penultimate verse
of the work. The tragedy is Man. Its hero initially fights an uneven battle with

247 See: Michel Vovelle, La mort et 'Occident, de 1300 a nos jours (Paris: Gallimard, 1983).
248 Huizinga, The Waning, p. 131.
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the conqueror maggot and, when he loses, is eaten by “a blood-red thing that
writhes from out [of the scenery]”?* The poem strikes the reader with its very
precise description of the scenery in which the multicolored drama of horror
takes place, as well as with the vivid description of costumes worn by unfortu-
nate puppet-like cast. The lyrical subject attempts to provide almost a report of
fearful reactions of the angelic audience to individual parts of the performance,
in which a depersonalized human crowd participates. The ironic meaning of the
work is emphasized by the information that musica universalis accompanies the
performance resembling slaughter, and is repeated frequently. This last context is
a clear mocking reference to the Pythagorean concept that perfectly harmonious
sounds are brought about by the movements of celestial bodies. It is worth men-
tioning that, for one example, Johannes Kepler - aa seventeenth-century mathe-
matician, astronomer and astrologer — referred to this idea. In his Harmonies of
the World (1619), Kepler attempted to explain with musical categories the great
proportions in the construction of the cosmos that is - in his conviction - a
melody composed in the mind of God. Poe’s poem, studied in this context, is a
macabre-allegorical appendix to that idealized cosmological image, inscribing
the image of humans into it who - puppet-like in a theater — are unaware of the
purpose of their existence, and, at the end of life, become part of the food chain
as food for the triumphant larva. And the poem “The Sleeper” is also an impor-
tant appendix to Poe’s poem, terrifying with naturalistic literality, dominated by
images of aesthetized death that does not, however, undermine faith in the visual
beauty of the universe.

Significantly, proportions in Poe’s prose between representations of “beautiful
death” and its macabre descriptions change considerably in favor of the latter.
From the prose works mentioned above, we can indicate:

- macabre allegories including “The Mask of the Red Death” that provide
- analogous to the medieval topics — an image of the omnipotence of death;

- texts in which macabre themes provide the reader with insight into the
psyche of the protagonist-narrator-murderer and serve as literary diagnosis
of the psychology of crime and/or depravity: “The Black Cat,” “The Cask of
Amontillado,” “The Tell- Tale Heart,” “Hop-Frog,” and “William Wilson” In
this respect, Poe proved a true innovator and had numerous followers - to
name only Fyodor Dostoevsky here, who expressed his admiration for Poe’s
psychological insight — but neither Baudelaire nor Balmont were among

249 Edgar Allan Poe, “The Conqueror Worm,” in: The Complete Tales and Poems (Scotts
Valley: CreateSpace Independent Publishing Platform, 2018), p. 961.



CROSS-LITERARY FILIATIONS 109

them. In the case of Lesmian, few works of that type can be listed, with the
relatively few exceptions including the ballad “Migon i Jawrzon” [“Wink and
Jawrzon”], combining the macabre motif of crime and the doppelgénger, and
the dramatic poem “Zdziczenie obyczajéw po$miertnych” [“The Decadence
of After-Death Customs”];

- texts that include macabre themes referring in a modern way to traditions
of transi representations that initiate a literary-philosophical reflection on
the elusive nature of the boundary between life and death, and encourage
undertaking again reflection upon the spiritual and not the corporeal es-
sence of humans. Poe’s tale “The Facts in the Case of M. Valdemar” could be
considered a modern continuation of those ideas - it includes references to
the concept of animal magnetism (mesmerism) that aroused curiosity in the
era of Romanticism. Another type of reference to this legacy could be loca-
tion of macabre themes in the convention of horror — popular at the end of
the eighteenth century and in the first half of the nineteenth century - for
example, in the tales “Ligeia” and “The Fall of the House of Usher” The inno-
vative character of Poe’s writing depends here not so much on introduction
of that convention as on cognitive-perceptual relativization and the introduc-
tion of ambiguity of interpretation of the macabre events being presented so
that it becomes impossible to unambiguously anchor the horrifying stories
told by narrators in the realms of fantasies, delusions, phantasms, or to clearly
position them on the part of the real and what is easily confirmable by other
characters.

In this respect, the Poe followers under study did not achieve more than their
master. Moreover, it appears that they did not even match his accomplishments.
Balmont wrote the poem “3amox [I>xsn Bampmop. bammapa” [“Castle Jane
Valmor: a Ballad”] in the convention of horror, but it is not subject to any trans-
formations in relation to its Romantic prototype. In this aspect, Lesmian’s ballad
“Roses” (from The Meadow) seems much more interesting. There, the aesthetics
of horror become the backdrop enabling a manifestation of the psychology of
marriage betrayal, jealousy and crime, but with no references to the medieval
tradition of transi.

We may see the continuation of macabre representations that occasion-
ally appear in Poe’s poetry (“The Conqueror Worm,” “The Sleeper”) and that
dominated his prose in the following works by Baudelaire: “Remorse after
Death,” “A Carcass;,” “The Flask,” “Skeletons Digging,” ““That kind heart you
were jealous of...;” “Destruction,” “A Martyr;” “A Voyage to Cythera,” “Lethe,
“The Metamorphoses of the Vampire” and “A Jolly Tawern,” and among
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Balmont’s poems “IIBa Tpyma” [“Two Corpses”] and “K cmeptu” [“To Death”].
In Baudelaire’s “Remorse after Death,” as in Poe’s “The Sleeper;” the conven-
tion of the aestheticized description of the dead beloved (“When, sullen beauty,
you will sleep and have/ As resting place a fine black marble tomb”) is broken
with a macabre comparison introduced into the last stanza of the sonnet (“And
like remorse the worm will gnaw your flesh”).* Similarly, the famous poem “A
Carcass” that begins with an apostrophe to the mistress astounds with natural-
istic literality. There are no signals in the poem that allow readers to distance
themselves from the presented content. The image of death is neither aestheti-
sized nor allegorized. The human body is dehumanized, deprived of the majesty
of death, “a carcass reclined,” “stinking and festering womb,” “sweating out poi-
sonous fumes,” “stench [...] so wretched,” “the flies buzzed and droned on these
bowels of filth/ Where an army of maggots arose”*"* Significantly, in Baudelaire’s
work (that arouses disgust with synesthetic imaging) the regressive transforma-
tion of the transi does not take place - in contrast to the poem “The Conqueror
Worm” - to the enjoyable music of the spheres, but to the sounds of buzzing flies.
The dark meaning of this poetic and contrasting image of nature triumphing
over humans (“The sun on this rottenness focused its rays/ To cook the cadaver
till done,/ And render to Nature a hundredfold gift/ Of all shed united in one. //
And the sky cast an eye on this marvelous meat/ As over the flowers in bloom?)**
and depraving them of identity, destroying love relations, is complemented in
the last two stanzas of the poem:

Yes, such will you be, o regent of grace,
After the rites have been read,

Under the weeds, under blossoming grass
As you molder with bones of the dead.

And then, o my beauty, explain to the worms
Who cherish your body so fine,

That I am the keeper of corpses of love

Of the form, and the essence divine!**

250 Charles Baudelaire, “Remorse after Death,” in: The Flowers of Evil (New York: Oxford
University Press, 1998), p. 69.

251 Charles Baudelaire, “A Carcass,” in: The Flowers of Evil (New York: Oxford University
Press, 1998), pp. 59-61.

252 Baudelaire, “A Carcass,” p. 61.

253 Baudelaire, “A Carcass,” p. 63.
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The final declaration of the lyrical subject, wanting to preserve in memory “the
form, and the essence divine” of the image of the beloved, strikes with an ambi-
guity that is fully manifested in the drastic phrase from the final verse: “corpses
of love”

Balmonts poems “Two Corpses™* and “To Death” provide images of the
posthumous fate of lovers falling prey to feasting vermin, focusing on the rep-
resentation of corporality, arouse a similar horror combined with the sensation
of disgust. The latter text’s macabre sense is deepened by a structure based on
a vividly formulated, lyrical transi of confession, which relates in detail how it
fell prey to vermin and flies, describing the situation it is in, not sparing the
reader the details of its altered physiognomy. Special attention is paid to the
overwhelming sensuality of this representation, which is not considered in any
compositional aesthetic-distancing textual framework, as was the case in Poe’s
“The Conqueror Worm” and “The Sleeper” The comparison of Poe’s poems with
the works of Baudelaire and Balmont allows us to observe how the literary pro-
portions of frénésie and beauty change over time. While Poe’s poetry is still dom-
inated by the aestheticizing perspective that, in relatively few texts, intersected
with the poetics of frénésie characteristic of black Romanticism, in Baudelaire’s

254 “Two corpses met in a grave/ / There a corpse touched a corpse./ / In the cold dark-
ness, in prison and stench/ / With a touch of dead lips. // Once in love/ / They inhaled
in the moonlight/ / The spring’s caressing scent/ / And the rustling silence // They
swore to love each other until death./ / But when the days have passed/ / The lustful
earthly womb/ / Took them to feed the maggot. // Burdened with a fading eye-
sight/ / Where there’s only mist/ They lay close to each other/ Stinking-soft bodies.//
Feeding small creatures/ Separated from the soul/ Like a rotting house/ A foreign
feast takes place there. // And they sleep widely in the dense mist/ And they dream
fairy-tale dreams/ Of breath not described with words/ And boundless silence” [“/IBa
TpyTa BCTPETUINCh B Morue,/ VI mpuKocHycs K Tpyny TpyIL,/ B xonomHoit TbMe, B
TIOpbMe, 11 B THIIL,/ IIpuKocHOBeHbeM MepTBBIX Iy6.// OHl, BII0O/IEHHbIE, KOTa-To/
Jpimany Bmecte nog, JIynoii/ Becenneri mackoit apomata/ M menectsmiest TMImHoI.//
OHM KIIUCh MI0OUTh 10 rpoba./Vl BOT, 10 MCTeYeHb) HHEI,/3eMHas >KajHas
yTpo6a/Bssna ux B mmiyy s depseit.// Tsokenble, ¢ IOTYXIIMM B3IAK0M,/ TaMm,
T7ie TTOBCIORY MI71a 1 Mrv1a,/ OHU JIeXKaT Tak TeCHO pAAoM,/ 3T0OBOHHO-MATKME Tena.//
Jlns menkux TBapey ctaBmm nuieit,/ Vl pasmydenHsle ¢ aymoit,/ OHU rHuoIIee
>Kunuie,/ Ie HoBbI IMp, A7 HUX 4y>Koit.// VI fuKo cnAT ouu B Tymane,/ VI supgar
ckaszounble cHbl/ Heormcyempix foixanuii/ VI Heo6bsiTHOM ThiHb! ] [KoHcTaHTHH
Banbmont [Konstantin Balmont],” [IBa Tpyma,” in: ITonHoe co6parue nod3uu u nposvi 6
o0Hom mome (Mocksa: Anbda-kunura, 2011), p. 235; http://az.lib.ru/b/balxmont_k_d/
text_0640.shtml, last accessed 31.08.2019.


http://az.lib.ru/b/balxmont_k_d/text_0640.shtml
http://az.lib.ru/b/balxmont_k_d/text_0640.shtml
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thanatotic poems quoted above, macabre themes begin to dominate over the
descriptions of beauty. Importantly, in Balmont’s decadent text “To Death,’** the

255 “Oh, Death, slow and treacherous/ Oh, Death, expected for years/ You are so unfa-
miliar/ So unexpected.// The thought of your arrival/ Seemed so alluring/ And
soothing with coldness,/ You will embrace triumphantly.// Like an airy coat/ You
will let a bit of darkness in./ No, I've been betrayed and I hope/ That you will come in
another way.// Secretly and aggressively/ You will appear in the silence./ Like a tooth-
less tormentor/ You will cling to me with lips.// In very clumsy touches/ Of the slimy
dead lips,/ In not hideous embraces/ I will turn into a corpse, ash.// I am not aware
yet/ Darkness has not absorbed me/ I am considering a great distress/ I am thinking
about my decay.// Here’s my stiff hand/ Luring, threatening,/ Green-dirty and pale/
It has bent... A terrible state!// Here's a face covered in spots,/ This wax cover/ With
promiscuous breaths/ Decay is swinging over me.// Hideous and familiar/ Tickling
on the lips./ Flies! Worms!/ I am their feed, their dream!// Nights arrive, low/ Like a
falling ceiling./ Where are you, my family?/ The world becomes so distant.// The dirt
is falling with a hollow sound/ I lay in my coffin/ Horrible maggots are breathing on
my eyes/ my cheeks, my forehead.// Like a boat aground in shallow water/ Must wait,
must rot/ Week after week/ I cannot change my destiny.// For my excessive love/ For
earthly pleasures/ After death my sinful soul/ Is inseparable from filth.// Seven weeks
of torment/ Disgust, longings/ Seven weeks lost/ Prison, awe and crowd!// Only hell/
Brings me some comfort and joy:/ Before the graveyard fence./ Into the night, a white
shadow” [“CmepTb, MegmmmrTenpbHo-o6ManHast,/ CMepTs, 5 >kpan tebs ropa,/ Ho s
KaXX/JOro ThI cTpaHHasA/ V HexxraHHas Bcerya.//MHe Kasanach yIouTenbHoi/ MbIcib
0 TOM, 4TO ThI Ipuyieinn/ Y mpoxiamoro enutenbHoit,/ TopskecTBys, o6oriMerns.// V1
BO3YLIHOIO Offe)X1010/ MHe HaBeeb erkuit Mpak./ Het, 06MaHyT st Hafexxpoxo,/ Tor
IpUfelb He TaK, He Tak.// Kak HeBeoMoe, rpy6oe,/ Tl Bo3HUKHeIb B THinnHe./ Kak
gygosuie 6e33yboe,/ Tl CBOIT POT MPY>KMeELIb KO MHe.// VI HETOBKMMM IPYDKAThsIMU/
OTHUX CKONB3KUX MepTBbIX Iy6,/ HeoTBpaTHbIMU 06BATBAMY/ [IpeBpaleH s 6ymy
B Tpym.// Ho eme He 6ecco3HarenbHblit,/ He 3aTAHyTHI BO TbMY,/ VI MyunTeIbHO
BHMMaTenbHbliT/ K pasnoxenpio ceoemy.// Bot, pyka okouyenenas/ Touno manut
u rposut,/ CuneBaTo-rpssHO-6enas,/ Vickpusnnack... Tuycusii Bua!// Bort, mmio
MOKpPbIIOCh NATHaMM,/ BockoBoro nenenoit,/ VI nbixanbaMu passpaTHbiMu/ THUID
BUTAEeT Haflo MHOIL.// OTBpaTuTenbHo 3Hakomble/ Illexoranus: y pra./ 910 Myxu!
Hacexompre!/ f ux nuia, ux medra!// I npuxopgar Houn, Huskue,/ Kax ynapmmit
noTonok./ Ife »xe BbI, pomHble, Omskme?/ Mup oTnpAHyBIMil manek.// Imyxo
HajM KOMbA IpssHble,/ S 1exy B cBoeM rpo0y,/ [Ibiurar yepsu 6e3o6pasubie/ Ha
IIeKax, B I/1a3ax, Ha 10y.// Kak 4enHOK, cpakeHHbIT Menam,/ JJOMKeH MeJINTD,
IO/DKeH THUTH,/ 51 Hemenu 3a Hegensamu/ Pok Geccuned usMeHuTb.// 3a m060Bb
Molo upe3MepHylo/ K Hacmaxxpennam seMHbIM,/ IToce cMepTH, ¢ 9TOI CKBepHOIO/
Ipemnbii fyx Hepasmyyum.// Llenbix cemb Heienb Tomnenus,/ OTBpaleHns, TOCKI,/
Cemb Hepienb, 1o usbasneHus,/ PabctBo, yxac, n tvcku!// JInib ofHOI 0Tpaoi
HUIIEHCKOIT/ A Mory s yenaxkparh:/ IIpep orpajioro KnaouieHcKol/ bemoit TeHbIo
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aestheticizing approach to the subject does not appear at all. Instead, it gives way
to a poetics of crossing boundaries into extreme horrors and its direct expres-
sion. It is pertinent to note that the description does not bring about a vision of
life after death, which could fulfill the consolatory or compensatory functions.
It is also completely deprived of moralistic meaning, characteristic of macabre
representations from the late Middle Ages.

In contrast, in Le$mian’s poetry there are bluntly and vividly shaped motifs in
“To My Sister”>¢ and “Kochankowie” [“Lovers”] from the collection The Shadowy
Potion. Le$mian’s latest macabre poems are specific, because they appear as a
paradoxical attempt to depict the negative, to show something that should no
longer exist. Such oxymoronic efforts are especially visible in “Kocmotuch”
[“Slob”] from The Shadowy Potion:

Unsure of his life and not trusting his dreams —
He looks with utterly empty eyes

Into the profound flufty Non-existence of clouds,
There is nothing more, except for sadness...>”

Here, descriptions of an expanding space of nonexistence are complemented

in the form of a repulsive vision of a “kocmotuch” [“slob”] covered in rust and

lichen called “a poor-cloth covered in post-grave mold wounds”** Lesmian’s at-

tempt to represent nonexistence is manifested in innovative word formations,

such as: “shapeless dragging body;” “to un-bleed from someone,”** “nothingness

[...] carcassed,* and “profound flufty Non-existence”*"

B 1onHOoYb BcTath” ] [Koncrantun banpmonT [Konstantin Balmont], “K cmeprn,”
in: Ionnoe cobparue noasuu u nposvt 6 00Hom mome (Mocksa: Anbda-kuura, 2011),
pp. 238-239].

256 Bolestaw Le$mian, “To My Sister;” in: Mythematics and Extropy. Selected Poems of
Bolestaw Lesmian (Wisconsin: Stevens Point, 1987), pp. 109-112; https://alexandrach-
ciuk-celt.tumblr.com/, last accessed 31.08.2019.

257 Boleslaw Lesmian, “Kocmoluch,” in: Poezje zebrane (Warszawa: Panstwowy Instytut
Wydawniczy, 2010), p. 343] [“Niezbyt pewny swej jawy i ufny snom niezbyt -/
Spoglada oczodotéw préznicg wierutna/ W oblokéw napuszyscie wybujaly Bezbyt,/
Poza ktérym nic nie ma, procz tego, ze smutno...”]

258 Lesmian, “Kocmotuch,” p. 343 [“zagrobnych ran plesnia pokrytym biedotachem”].

259 Bolestaw Le$mian, “Marcin Swoboda,” in: Poezje zebrane (Warszawa: Panstwowy
Instytut Wydawniczy, 2010), p. 355 [“bezksztaltnego ciala rozwtdczyny;” “odkrwawic¢
sie od kogo$™].

260 Bolestaw Lesmian, “Hedda,” Tekstualia, No. 3 (58) (2019), pp. 171-172.

261 Le$mian, “Kocmotuch,” p. 343 [“napuszyscie wybujaly Bezbyt”].


https://alexandrach-ciuk-celt.tumblr.com/
https://alexandrach-ciuk-celt.tumblr.com/
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On the other hand, in “To My Sister” a lyrical creation of an image of a dead
woman returns, known for example from Poe’s “The Sleeper” As in Poe’s work,
the aestheticized description of the sleeper is replaced with a macabre conven-
tion of imaging:

Time spent with a corpse is an emptiness day,
The one you're bewailing has flown.

The eyes-their expression-the lips will decay-
Death treasures not faces, but bones!

I know you’ll devoutly and darkly decay,
And carry a posthumous cross;

I don’t even dare to look in on your grave,
This underground Calvary loss!**

Significantly, LeSmian’s work (who read Polish and Russian decadent poetry but
did not write strictly decadent poems himself) concludes with a lament-plea,
post-decadent apostrophe to a departing God, formulated by a subject emotion-
ally and intellectually helpless in the situation of the death of a loved one. The
experience presented in the poem becomes the starting point for redefining the
ontological status of the living. They are no longer perceived as the crowning of
the divine work of creation, but are bluntly termed “forever mistreated manure
[...] still believ[ing] in [...] God”** Importantly, in Lesmian’s work the deca-
dent subjective rejection of faith in the existence of God, resulting in the poetics
of direct reflection on death, is replaced by a generalizing perspective in which
the misery of the human condition comes to the fore along with the distress
of a human being who once usurped the most important place in the divine
hierarchy of creation. As a result of that negation, man, who once trusted in
the protection of providence, experiences a crisis. Additionally, the awareness
appears that mere denial does not bring about eschatological relief. In this situa-
tion, Le$mian could have sought a remedy to the directness of thanatotic fear in
the literary philosophy of laughter originating from Poe’s work.

262 Philological translation: “Night, near dead-ones spent, calls itself-~empty!/ Lacks he,
for whom you-sob.../ Will-decay eyes—and expression of-those eyes—and lips./ Death
looks into bone, not into face!/ I-know, that you-will-decay piously and that among
dark/ After-death you-drag cross,/ But not dare-I to underground peek Golgotha,/
To ascertain, how there you-sleep?” [Le$mian, “To My Sister,” p. 109; https://alexan-
drachciuk-celt.tumblr.com/].

263 Le$mian, “To My Sister;” p. 112; https://alexandrachciuk-celt.tumblr.com/.
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Macabresque aesthetics

As has been mentioned, Poe was the under-esteemed innovator who searched
for artistic ways of representing the borderline experience of death, the presen-
tation of which - although shattering a taboo, stunning with ugliness and nat-
uralistic literalness — does not need to horrify or be only associated with the
experience of hopelessness, fear and disgust. Poe repeatedly wrote works using
macabresque aesthetics understood as a “specific combination of macabre and
grotesque,”*** characterized by a vast unsuitability in the “light form of the work”
and its “serious content” That incongruity results in an effect of “relieving” the
reception of thanatotic themes.?® Examples of Po€’s artistic texts shaped in such
a way include “King Pest,” “The Premature Burial,” “How to Write a Blackwood
Article,” “A Predicament” and “Never Bet the Devil Your Head” This manner of
representation fulfills various functions in these works, becoming:

— the basic structural material for the intentionally developed poetics of scandal
and the tool of literary satire (in “How to Write a Blackwood Article,” “A
Predicament,” “Never Bet the Devil Your Head”);

- a sign of a literary-philosophical reflection on death (in “King Pest,” “The
Premature Burial”).

The first of these functions is usually regarded as testimony to Poes rather
ruthless attitude towards thanatotic themes. It is explained on one hand by the
fact that Poe worked as a journal editor* and was responsible for the level of

264 I use the term “macabresque” in a sense that exceeds genres, following Brygida
Pawlowska-Jadrzyk, who devoted a very meaningful, meritorically valuable chapter
to this issue in her book Sens i chaos w grotesce literackiej. Od “Patuby” do “Kosmosu”
[Sense and Chaos in the Literary Grotesque: From “Patuba” to “Cosmos”], an issue
almost absent from literary studies, see: Pawtowska-Jadrzyk, “Makabreska wobec
ciezaru istnienia” Pawlowska-Jadrzyk, although she refers to Poe in her reflections,
underestimates his contribution to the process of shaping of literary models of this
exceptional aesthetics.

265 Pawlowska-Jadrzyk, “Makabreska wobec ciezaru istnienia,” pp. 11-57.

266 Poe was an editor of and contributor to the following periodicals: the Southern Literary
Messenger and Graham’s Magazine in Richmond, Virginia, Burton’s Gentleman’s
Magazine in Philadelphia,, the Evening Mirror and the Broadway Journal in New York
City (he even became the owner of the latter but it soon went bankrupt). Poe dreamed
of running his own literary journal. He even had a name and a perspective of a
monthly magazine, The Stylus (previously The Penn), but was unable to implement
this project, see: Milton C. Petersen, “Poe as ‘Magazinist, ” Poe Newsletter, Vol. 2, No. 2
(April 1969), pp. 39-40.
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readership of the given periodical (through the selection of startling topics), on
the other hand with his polemical aims and a tendency to settle literary scores. It
seems, however, that a much deeper foundation may be found in the example of
Poe’s dispute with American transcendentalism and philosophical theses formu-
lated by its main representatives (Ralph Waldo Emerson, Henry David Thoreau
and journalists publishing in The Dial*” and Down-Easter), which included the
idea of an inherent human awareness of one’s actions (associated with the rejec-
tion of the concept of evil’s source as located in a human being) and the tendency
to mysticism that was characteristic of the transcendentalists and led to a belief
in the participation of men in divinity and wisdom.**

Poe’s prose, situated stylistically in black Romanticism, testifies to an implied,
extremely vivid and polemically oriented response to the theses outlined above.
This does not mean that Poe, who was accused of amorality, did not directly refer
to such beliefs in his works. One finds them, for example, in the satirical tale
“Never Bet the Devil Your Head” The narrator (suggesting identification with
the author) presents himself as a person who is deeply concerned morally about
the fate of Toby Dammit’s soul, a friend who is prone to petty vices.

At seven months he [Dammit] was in the constant habit of catching and kissing the
female babies. At eight months he peremptorily refused to put his signature to the
Temperance pledge. Thus he went on increasing in iniquity, month after month, until,
at the close of the first year, he not only insisted upon wearing mustaches, but had con-
tracted a propensity for cursing and swearing, and for backing his assertions by bets.**

The narrator, eager and puritan-like, follows the youthful imaginary “crimes”
of the protagonist and behaves as the proverbial “voice of conscience” He does
spare the irresponsible Dammit advice, sermons, reprimands and scolding for
bragging, ungodliness and gambling. Finally, when the bet (with the allegorically
personified devil) leads to Toby’s death in an accident in which a turnstile cuts
off his head, the narrator takes the corpse home and attempts, regardless of the
cost, with - as he claims - selfless mercy, to treat it (unfortunately ineffectively)

267 It bears repeating that Ralph Waldo Emerson was the editor of The Dial, the chief
organ of the transcendentalists.

268 For example, a lecture given by Emerson in 1838 to the students of the Theology
Department at Harvard, his “Divinity School Address,” see: https://emersoncentral.
com/texts/nature-addresses-lectures/addresses/divinity-school-address/, last accessed
4.09.2019. T emphasize that Emerson gave this lecture six times after resigning as
pastor of and preacher at the Second Church in Boston.

269 Edgar Allan Poe, “Never Bet the Devil Your Head,” in: Stories and Poems (Beverly,
Mass.: Rockport Publishers, 2015), p. 11.
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with homeopathics. Finally, disappointed not only by the result of treatment
but also by the headless corpse’s lack of an understanding attitude (not wanting
to take expensive medicine), he precisely calculates the costs of medicines and
the funeral, then sends the bill to the transcendentalists, naively trusting in the
reimbursement of his expenses (which, according to the narrator, would prove
the readiness of those thinkers to take responsibility for the inaccuracy of their
theses, while simultaneously serving as an argument in their defense). The gro-
tesquely macabre and at the same time comical effect of these events deepens
further when the narrator, outraged by their refusal, digs out Dammit’s headless,
conscience-less body and sells it for dog food. Please note the construction of the
hero-narrator in this mocking tale, who, contrary to the philosophical assump-
tions of the transcendentalists, has no elementary self-awareness, and like other
characters created by Poe (for example, in “The Black Cat” and “The Tell-Tale
Heart”), in line with the psychological principle of the fundamental-attribution
error, manifests a tendency to see the source of his own evil deeds outside of
himself. I believe that macabre themes appearing at the end of the work play a
satirical role, but are also an allegorical sign of axiological problems associated
with evil that is immanently present in human beings and the human capability
to commit crime, which, according to Poe, have not been well thought out by the
transcendentalists. The issue under study, although presented in the scandalous
poetry of the macabresque, must lead to the revision of the thesis about Poe’s
completely ruthless, non-reflective approach to thanatotic themes.

Even Poe’s scandalous-parodist macabresques, including “How to Write a
Blackwood Article” and “A Predicament” (a mockery of editors willing, in the
name of their periodicals, to choose texts on even the most drastic topics, and
of mocking authors who tend to use these instrumentally and cynically) have a
deeper meaning. The first of these texts may be considered a satire on the iden-
tification of a thorough study of eschatological problems for the press with the
issue of choosing the right literary style and convention of representation (Mr.
Blackwood tells the Psyche Zenobia about the “tone elevated, diffusive, and
interjectional,” the “metaphysical” tone and “transcendental” tone, as well as the
“heterogeneous” tone combining the features of the first three). In Poe’s work,
the satire also covers techniques used to simulate erudition by the writer and
his competence with literary and philosophical themes related to the sphere of
Thanatos. Significantly, “How to Write a Blackwood Article” is filled with quotes
full of vocabulary associated with death in numerous languages: French, Italian,
German, Spanish, Latin and Greek. The tale “A Predicament” seems to be a
model implementation of the advice of the editor Blackwood, which costs the
author (in the text) her life (in accordance with the principle that truth is not
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only stranger but also more interesting than fiction). However, before her life
finally ends, Psyche Zenobia manages to describe the course of her last adventure
in the “heterogenous” style, during which the hands of the clock on the cathe-
dral tower have deprived her of her head. The extremely detailed description of
the events - grotesque, focused on the presentation of bodily destruction, com-
bining macabre themes with situational comedy (the character with no eyeballs
does not forget to inform the reader of the exact time the hand of the clock
eventually cuts her neck) - has a mocking culmination in the form of pseu-
dophilosophical considerations on the subject of the bodily location of the soul,
considered a guarantor of a person’s identity, made by the decapitated Zenobia,
who still wants to impress with erudition:

I was not sorry to see the head which had occasioned me so much embarrassment at
length make a final separation from my body. It first rolled down the side of the steeple,
then lodged, for a few seconds, in the gutter, and then made its way, with a plunge,
into the middle of the street. / I will candidly confess that my feelings were now of the
most singular — nay, of the most mysterious, the most perplexing and incomprehen-
sible character. My senses were here and there at one and the same moment. With my
head I imagined, at one time, that I, the head, was the real Signora Psyche Zenobia - at
another I felt convinced that myself, the body, was the proper identity. To clear my ideas
on this topic I felt in my pocket for my snuff-box, but, upon getting it, and endeavoring
to apply a pinch of its grateful contents in the ordinary manner, I became immediately
aware of my peculiar deficiency, and threw the box at once down to my head. It took
a pinch with great satisfaction, and smiled me an acknowledgement in return. Shortly
afterwards it made me a speech, which I could hear but indistinctly without ears. I gath-
ered enough, however, to know that it was astonished at my wishing to remain alive
under such circumstances. In the concluding sentences it quoted the noble words of
Ariosto: / II pover homcioche non sera corty / And have a combat tenty erry morty; thus
comparing me to the hero who, in the heat of the combat, not perceiving that he was
dead, continued to contest the battle with inextinguishable valor.””

The macabre miraculousness in the text has a satirical function. On one hand,
it has all the characteristics of clear mockery of attempts by editors and writers
in racing to collect sensational, shockingly uncanny facts, while on the other it
seems to be an informed memento to prevent forgetting that even such a race
has limits. The barrier - inaccessible to human cognition and description - that
cannot be overthrown by the mind and neutralized by emotions, is death.

270 Edgar Allan Poe, “A Predicament,” in: Edgar Allan Poe: The Ultimate Collection (Los
Angeles: Enhanced Media Publishing, 2016), p. 266.
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A meaningful exemplification of this kind of reflection on the phenomenon
of “overloading” of the intellect and feelings with thanatotic issues is Poe’s work
“The Premature Burial” The narrator of the story, who suffers from catalepsy, is
tortured by an obsessive fear of being buried alive. He meticulously lists and viv-
idly presents examples of such incidents (the text includes variants on the motif
of moving transi - starting with a description of the apparently dead woman
striking with a piece of the coffin on the inner wall of the tomb, through the
description of the physiognomy of exhumed corpses and the depiction of a dead
man trying to sit up in a coffin, and ending with an account of somatic symptoms
troubling those buried alive) to build suspense, to authenticate the incidents
being presented - in the third person and with medical accuracy - and to make
the story of the narrator plausible. The structure of the storyline - a testimony to
Poe’s extensive knowledge of the psychology of reception of literary works - is
based in its conclusion on the effect of disappointed expectations. The macabre
presentation of the protagonist’s grave adventures turns out to be his nightmare
and an impulse for radical change - and not at all a regressive one. The nar-
rator stops reading medical textbooks and funeral literature (including “The
Premature Burial,” in a metaliterary allusion) and actively focuses on keeping
physically fit. In the perspective of such a structure in its ending, the entire work
requires a reinterpretation. Macabre themes it presents receive a comical aspect,
they seem a masterfully composed macabresque that neutralizes the horror of
the content being presented. This “relieving” meaning of the work is comple-
mented in the punch line of the incidents related:

There are moments when, even to the sober eye of Reason, the world of our sad
Humanity may assume the semblance of a Hell - but the imagination of man is no
Carathis, to explore with impunity its every cavern. Alas! the grim legion of sepul-
chral terrors cannot be regarded as altogether fanciful - but like the Demons in whose
company Afrasiab made his voyage down the Oxus, they must sleep, or they will devour
us — they must be suffered to slumber, or we perish.”””

“The Premature Burial” contains an important reflection on the subject of taboo
associated with thanatotic issues, specifying the importance and function of social
defense mechanisms, namely culturally sanctioned prohibitions. Transgressing
them has its price, which is not very high only when the transgression takes place
by the way of the liberating, border-transcending power of laughter. This obser-
vation was perfectly familiar to Poe. For example, “King Pest: A Tale Containing

271 Edgar Allan Poe, “Premature Burial,” in: Edgar Allan Poe: The Ultimate Collection (Los
Angeles: Enhanced Media Publishing, 2016), p. 137.
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an Allegory” is a parody of the Dance of Death, which typically uses the macabre
convention. Poe’s work is dominated by macabresque aesthetics — drasticality
and naturalistic literality of the descriptions of characters, combined with their
grotesque presentation, are connected with situational and verbal comedy. The
protagonists of the tale — Legs and Hugh Tarpaulin - upon leaving the Jolly Tar
ale house, venture into areas in the vicinity of the Thames that were once banned
because of plague epidemics, imagined by the population of the fourteenth-cen-
tury city as the Demon of Disease and pest-spirits. Intoxicated past moral sense,
carefree, the fearless seamen finally reach the shop of an undertaker, probably
the home of a funeral entrepreneur, and meet a strange royal family there and on
seeing them react ruthlessly with unrestrained laughter. One of them, evidently
in an effervescent mood, sips wine from a skull and begins courting a consump-
tive little female described as follows:

a soft smile played about her mouth; but her nose, extremely long, thin, sinuous, flexible
and pimpled, hung down far below her under lip, and in spite of the delicate manner in

which she now and then moved it to one side or the other with her tongue, gave to her

countenance a somewhat equivocal expression.?”?

The situation presented becomes the starting point for a series of acts of tactless
behavior by the intoxicated guests towards the royal Pest family - and the guests
represented the majesty of death — and ends with the sailors fleeing for their lives.
This is presented in a grotesque way as a battle with the male part of the mighty
Pest family for the ghastly ladies who are then swept off in a macabre, intoxicated
dance by the playful sea wolves. The allegorical theme of danse macabre - tradi-
tionally interpreted as an iconographic, literal reminder of the end of human life
and the omnipotence of death - is fundamentally transformed in this tale. The
carefree sailors literally take their inevitable fate into their own hands, fearlessly
accepting death - after besting their evil rivals, they carry off the fat lady and the
Arch Duchess Ana-Pest.

Verbal comedy, manifest in many layers of the text, is particularly evident
in the linguistic shape of anthroponyms and descriptions of the assembly: King
Pest the First, Queen Pest, His Grace the Arch Duke Pest-Inferous, His Grace
the Duke Pest-Ilential, His Grace the Duke Tem-Pest and Her Serene Highness
the Arch Duchess Ana-Pest. Worthy of mention is that some of the nicknames
have a comical but also an oxymoronic and grotesque character. The combina-
tion of these qualities in shaping anthroponyms makes it possible to note Poe’s

272 Edgar Allan Poe, “King Pest,” in: Edgar Allan Poe: The Ultimate Collection (Los
Angeles: Enhanced Media Publishing, 2016), p. 234.
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innovative contribution to the development of the models of poetics character-
istic in linguistic macabresque that, in this case, serve as a tool for creating lit-
erary characters.

The incompatibility of form and content, maintained in the convention of
black humor, with its peculiar inappropriateness and blasphemy, result in the
fact that the representation of death proposed by Poe goes far beyond imagery
present in medieval European culture. The ruthless, saturated with comical ap-
proach to a subject wrapped in social taboo contributes to the effect of surprise,
creating a chance to stimulate the reader cognitively and to change the image
of death internalized by him or her. Moreover, it allows them to emotionally
control death. As a result, the final situation presented in the tale that has the
character of a necessity arousing horror and disgust, becomes its opposite. The
convention of macabresque used by Poe redefines the borderline experience of
death, enabling the unconventional: a carefree and non-reflectional approach to
the subject, radically changing the reader’s affective reaction to the phenomenon,
which can be denied (supported by the rationalization defense mechanism), but
its transcendental purpose cannot ultimately be proved. The aesthetics of the
macabresque, although it does not bring full meaning to human finitude, allows,
however, to reduce strongly negative emotions associated with the rejection of
violence used by Mother Nature in dealing with any person who has been denied
eschatological consolation and certainty in these ultimate matters. It allows them
to perceive these motifs differently from medieval images of triumphant death.
It permits a human being to relieve the mental tension and to look at oneself as
at someone who, thanks to the comical-dismissive approach, can feel the victor,
just for a moment, in the unequal struggle for temporal life (while it remains cer-
tain that s/he will eventually fail).

Baudelaire was fully aware of Poe’s innovativeness that consisted of artistic
freedom to use the grotesque macabre. As he writes:

No man, I repeat, has told, with greater magic the exceptions of human life and nature
[...]; absurdity installing itself in the intellect, and governing it with a crushing logic;
hysteria usurping the place of will, a contradiction established between the nerves and
the mind, and men out of all accord expressing grief by laugher.?”?

The awareness of this innovativeness was not only manifested in Baudelaire’s
critical works devoted to Poe, but also influenced his poetry, though it was not
entirely dominated by macabresque aesthetics. Elements of the macabresque,

273 Baudelaire, “Edgar Allan Poe: His Life and Works,” p. 20, original emphasis.
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however, appear in the poems “Danse Macabre,” “The Happy Corpse” and
“Passion and the Skull”

Descriptive strategies analogous to those present in the construction of char-
acters in Poe’s “King Pest” are clearly visible in the long poem “Danse Macabre.”
Baudelaire, as his master had, devoted much space to a vivid description of
the appearance of death personified as a woman. In the synecdochally shaped
descriptive layer of the poem, particular attention is drawn to the attentiveness
in presenting the beauty of the coquette-skeleton. There is admiration for the
grace of movement, elegant clothes, slim figure and waist. Application of erotic
language to the allegorical, drastic description of a rotting body adds a comic-
grotesque aspect to the lyrical situation:

The frill that plays along her clavicles,

As alewd streamlet rubs its stony shores,
Modestly shields from jeering ridicule
Enticements her revealing gown obscures.

Her eyes, made of the void, are deep and black;
Her skull, coiffured in flowers down her neck,
Sways slackly on the column of her back,

O charm of nothingness so madly decked!

You will be called by some, ‘caricature;

‘Who do not know, lovers obsessed with flesh,
The grandeur of the human armature.

You please me, skeleton, above the rest!?’*

Baudelaire also drew on “King Pest” when he attempted to form a lexical layer
of the work that could result in a reception with affective behaviors close to the
reader’s reaction to the linguistic macabresque. The poem abounds with the fol-
lowing terms for death: “noseless hetaera,” “priggish dandy;,” “favorites faded,
withered - in the mob/ Antinius, and many a Lovelace””” The structural prin-
ciple of the poem consists in, first of all, emphasizing the analogy between the
behavior of elaborately coiffed, elegantly clothed participants in the ball indulging
in life and death dressed up like a woman luring suitors, awaiting an invitation
to the macabre dance, and in the second place, accentuating how dispropor-
tionate the goals realized by the presented characters are. Death appears here as a

274 Charles Baudelaire, “Danse macabre,” in: The Flowers of Evil (New York: Oxford
University Press, 1998), p. 197.
275 Baudelaire, “Danse macabre,” p. 199.
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coquettish, elegant woman, comforted by the lyrical subject, rarely adored, with
a specific charm that can only be appreciated by a few:

Truly, your coquetry will not evoke

Any award that does not do it wrong;

Who of these mortal hearts can grasp the joke?
The charms of horror only suit the strong!

Full of atrocious thoughts, your eyes abyss
Breathes vertigo — no dancer could begin
Without a bitter nausea to kiss

Two rows of teeth locked in a steady grin.

But who has not embraced a skeleton?

Who has not fed himself on carrion meat?
What matter clothes, or how you put them on?
The priggish dandy shows his self-deceit.

Noseless hetaera, captivating quean,

Tell all those hypocrites what you know best:
‘Proud darlings though you powder and you preen,
O perfumed skeletons, you reek of death!’?’¢

However, the meaning of the macabresque is different from Poe’s allegory. Although
Baudelaire shapes the tradition of danse macabre in a comical-grotesque way, he
does not reevaluate it as radically as Poe in “King Pest” The poem under investiga-
tion, which - similarly to Poe’s tale — is characterized by incompatibility of form to
content, still remains close to medieval thought according to which all are equal at
the end of life. “The Happy Corpse” provides a more advanced reevaluation of the
vision of death depicted in the aesthetics of the macabresque.

The title of the sonnet seems doubly oxymoronic, first because it indicates a
construction of the lyrical subject as the one who is dead while simultaneously
capable of experiencing feelings and emotions, and second, the realization of the
finishing earthly existence is not a cause for despair. On the contrary, it becomes
the object of mockery and a source of posthumous joy. The described specificity
of the title is further developed on the lexical layer of the work. The condition
of the deceased is characterized by the epithets “free” and “happy”” Its positive
evaluation is in vivid contrast to the contemptuous description of temporal
existence: “I would, alive, invite the hungry crows/ To bleed my tainted carcass

276 Baudelaire, “Danse macabre,” p. 199.
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inch by inch”¥” The sonnet’s reflexive terza rima take the form of emphatical
apostrophes to two collective subjects. One of them are “worms” described as
“dark playmates,” with the second the “droll philosopes” also called “children of
rottenness”>’®:

O worms! dark playmates minus ear or eye,
Prepare to meet a free and happy corpse;
Droll philosophes, children of rottenness,

Go then along my ruin guiltlessly,
And say if any torture still exists
For this old soulless corpse, dead with the dead!*”

These apostrophes are saturated with mockery and contempt for the world, which
allow the subject to rise above the experience of misery imposed on him by the
human condition, and to reject the vision of the immortal soul, because this
image brings him anxiety associated with the prospect of struggling with endless
suffering. In the work, the thought of finitude - usually a source of thanatotic
fears — gains a positive valorization that announces the decadent approach and
manifests itself with impatient waiting for solace, and the readiness to undertake
actions that could expedite the experience of posthumous bliss:

In a rich land, fertile, replete with snails

I'd like to dig myself a spacious pit

Where I might spread at leisure my old bones
And sleep unnoticed, like a shark at sea.?®

Let us recall that “improper cheerfulness” was also a subject in Baudelaire’s the-
oretical studies and was expressed in the essay “On the Essence of Laugher,”
written in line with the principle that “nothing which issues from man is friv-
olous in the eyes of a philosopher”*! Baudelaire understood laughter, similarly
to other emotions, as completely absent from the paradise imagined by theolo-
gians, as a “privilege of the stupid,” and always associated it with weakness and
ignorance. He stated that the human disposition to express joy, sadness, anger
and aggression by way of laugher comes from “the satanic in man” and that the

277 Charles Baudelaire, “The Happy Corpse,” in: The Flowers of Evil (New York: Oxford
University Press, 1998), p. 143.

278 Baudelaire, “The Happy Corpse;” p. 143.

279 Baudelaire, “The Happy Corpse,” p. 143.

280 Baudelaire, “The Happy Corpse,” p. 141.

281 Charles Baudelaire, “The Essence of Laugher” and Other Essays, Journals, and Letters
(New York: Meridian Book, 1956), p. 111.
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comic is “one of the numerous pips contained in the symbolic apple”** The met-
aphor shows the epistemological dimension of the human tendency to laugh,
giving it the status of one of the oldest sources of cognition. Baudelaire, by con-
necting it with weakness, distinguished two basic types of the comic. The firstis a
Romantic, satanic laughter, characterized by duality, a manifestation of weakness
and misery towards the Creator and of even greater pride. This deeply human,
diabolical laughter is manifested by outbursts of joy and mockery combined with
contempt manifested in a comparison of the human being and a human worm.
This type of comic expression originated in Romanticism and has a clear char-
acter of crisis. One personification of a man of laughter, according to Baudelaire,
is the protagonist of the horror novel Melmoth the Wanderer (1820) by Charles
Maturin, which actualizes the Faustian myth and encourages leaning over dark
hearth of metaphysics.?®* The second type of laughter, the specificity of which
contradicts the laws of reason, is associated with a grotesque “absolute comi-
cality,” which allows the reader to feel superiority over characters unaware of the
ridiculousness of their condition and nature, and to respond to the cruelty of the
situation in a violent, paradoxical way.”** Baudelaire saw the fullest representation
of this type of laughter in the writings of E.T.A. Hoffmann, the forerunner of fan-
tasy and horror. Although in his essay Baudelaire does not mention Hoffmann’s
follower, Poe, it seems that his drastic, yet funny, works maintained in the maca-
bresque convention (“King Pest,” for instance) are a creative, radically brutalized
and at the same time extremely funny continuation of Hoffmann’s exploration of
grotesque absolute comicality. One also finds these properties in the structure of

>«

the lyrical subject of and characters in Baudelaire’s “Danse Macabre”

282 Baudelaire, The Essence of Laugher, p. 115.

283 Baudelaire, The Essence of Laugher.

284 Baudelaire sees commedia dellarte and protagonist’s characteristic of that genre as
one manifestation of the comic absolute. It is noteworthy that commedia dellarte
inspired, for example, the younger symbolist Alexander Blok, author of The Puppet
Show (1906) staged by the famous Russian theater director Vsevolod Meyerhold, along
with Bolestaw Le$mian’s mime dramas saturated with thanatotic themes: “Pierrot i
Kolumbina” [“Pierrot and Columbine”] and “Skrzypek opetany” [“A Frenzied Fiddler”].
That tradition also echoes in the background of Le$mian’s long dramatic poem
“Zdziczenie obyczajow posmiertnych” [“The Decadence of After-Death Customs”].
Its transformations in the latter text call for an individual study. For the connection
between Russian symbolism and commedia dellarte, see: Izabela Malej, Syndrom budy
jarmarcznej czyli symbolizm rosyjski w kregu arlekinady (Wroctaw: Wydawnictwo
Uniwersytetu Wroclawskiego, 2002).
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While Konstantin Balmont cannot be listed among the authors specializing
in works maintained in the aesthetics of the grotesque macabre (the poem
“A Narrow Grotto” is one of few exceptions, where in the last couplet, which
implements the principle of surprise through the emphasis of relations and ten-
sions between the categories of horror and comedy, there appears the theme
of the future-moving transi (“But, oh, narrow grotto, your dead treasure will
change into an atrocity/ Oh, a scratching sound. An eyeless sight. Oh, someone
is moving”).** Boleslaw Lesmian, on the contrary, should be named the most
innovative continuator of Poe’s explorations in this area. LeSmian was probably
the most sensitive of Polish writers to the cruelty and ruthlessness of the world,
and he strived to give it at least a bit of lightness. The list of his works includes
the ballads: “Hedda” and “The Gorilla” (from The Shadowy Potion), “A Beggar’s
Ballad,” “Whirlus and Twirlus,” “The Saw” “Hunchback” (from The Meadow),
and the poems “In the Cemetery Corner;” “Mortsocks” and “The Inn” (from the
former collection) and “Courtship” (from the latter volume). In six of these ten
works — “Hedda,” “A Beggar’s Ballad,” “Whirlus and Twirlus,” “The Saw;” “In the
Cemetery Corner” and “The Inn” - the theme of the dance of death appears,
shaped in the macabresque convention, associated with eroticism, as with Poe’s
“King Pest”?*¢ In “The Inn” and “Whirlus and Twirlus,” it becomes the main
structural principle. In the former work, protagonists and the presented space
stagger in drunken, deadly dance, while in the latter even the coffins buried in
graves dance until the cemetery ground rumbles from their jumps. In “Hedda,” a
laughing female skeleton eaten to the bone by maggots is dancing and jumping;
in “A Beggar’s Ballad,” on the water’s surface, to the rhythm of the refrain “dana,
da-dana!” the crutch of a drowned beggar dances briskly; in “The Saw;” decom-
posed body parts of the farmhand who had been torn to pieces dance eagerly.
Finally, “In the Cemetery Corner” we read:

And close by, I guess at the crossroads,
In tail a rat has indifferently chewed at,

285 “Ho, TecHBIII IPOT, TBOII MEPTBBIIT K/IaJi B Y)KaCHOCTD IIpeBparutcs/ Uy, mopox. Bot.
Besrmasbit B3rsa. Uy, kro-To mesenutcs’ [banbmont [Balmont], “Tecusiit rpom,”
p. 288].
Balmont shapes the motif of dance differently than Poe does. For example, in the
ending of the text “B gymrax ects Bce” [“There’s everything in souls”] there appears
an image of a coffin dance in a cosmic approach. The poetically transformed medi-
eval theme of danse macabre is also the subject of the poem “Hamr taner” [“Our
Dance”].

286 The motif returns in Le$mian’s The Sylvan Befallings.
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At the head of several female shades
Deceased Madalenski leads a mazurka.?”

The grotesquely macabre image is a clear reference to the figure of the Great
Dancer often present in the iconography of the late Middle Ages that depicts the
danse macabre.

Le$mian’s poems maintained in the macabresque aesthetics and composed
of heterogeneous, stylistically diversified components are unparalleled testi-
monies of the assimilation by high Polish literature of folk images, themselves
stemming from a proneness to superstition about phenomena considered by
reason as unreal. In Le§mian’s poetry, it is possible for the following characters to
coexist wonderfully in one presented space: dancing drunks, not quite entirely
dead creatures, ghosts with unclear ontological status, and worms and maggots.
Importantly, mixed frequently in their presentation are places they hold in the
cultural hierarchy of being, and the degree of intensity of their usual manifesta-
tion is changeable. As Michal Glowinski points out:

Lesmian [...] lifts the spatial divisions that have a basic meaning for religious thinking,
between top and bottom, sky and underground, the space of those saved by God and the
space of the condemned, the space of eternal pain and of eternal happiness, the space of
punishment and reward.?*

Pertinent to note is that LeSmian used the aesthetics of the macabresque,

shaped by Poe, to develop an array of lexical “cultural oxymorons,”* including

“the sky grave” (from the poem “Sen — ***Snito mi sie, ze znika tres¢ kwiatow
watpliwa..” [“Dream - ***I dreamt that the doubtful essence of flowers disap-
pears’]),”® “to love blighted lifeblood craze,” “caress [...] through and through
to each bone,” nothingness [...] carcassed from valleys to heights” (“Hedda”),*!
“deadly kisses,” “wooden crutch [...] freed from crippleness” (“A Beggar’s

»

Ballad”),?* “the coffins dance,” “he jumps and then wails,” “below the ground

287 Le$mian, “In the Cemetery Corner;” p. 155.

288 Cf. Glowinski, Zaswiat przedstawiony, p. 293.

289 Glowinski, Zaswiat przedstawiony, p. 294.

290 Bolestaw Lesmian, Sen - ***Snilo mi sie, ze znika tre$¢ kwiatéw watpliwa..” in: Poezje
zebrane (Warszawa: Panstwowy Instytut Wydawniczy, 2010), p. 415 [“mogita nieba”].

291 Le$mian, “Hedda,” p. 172.

292 Bolestaw Le$mian, “Ballada dziadowska,” in: Poezje zebrane (Warszawa: Panstwowy
Instytut Wydawniczy, 2010), p. 170 [“pocatunki $miertelne,” “kula drewniana [...]
wyzwolona z kalectwa’].
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resounding and cheery,” “and start dancing on their knees [...]/ And theyre
dancing on all fours, then entirely flat” “That have been engulfed by death -
wuth heels over heads!””* (“Whirlus and Twirlus”), “charms of the grave,
“she screeched from delight and sharpened her teeth,” “she tore him caressing
into even shreds™* (“The Saw”), “a scrap of a person that wants to be bait,” “it
encourages to pain with magic” (“Courtship”), “he’s dying, expediently,” “hed
dance [...] with his back-hump,” “he’s treasuring Death” (“The Hunchback”),**
“death lures him with wheat,” “thorny for ever;” “beggard splurge,” “nothing -
too shoddily shod™*” (“Mortsocks”), “ghosts of dead drunks/ triumph over their
drunken madness and struggles,” “after death, lasciviously in love with these
colors” (“The Inn”).*®

These examples permit capturing the specificity of the transformation of the
aesthetics of the macabresque that took place in Lesmian’s work in relation to
Poe’s legacy. The blending of phrases associated with the sphere of Thanatos
with erotic-dance lexemes, which constitute an important component of the
musical structure of the works and are reminders of their high vitality, allowed
Le$mian to create a poetic, paradoxical, easily readable image, not arousing
horror (although probably stemming from increased thanatotic fear) of vital
death, immortal death, possessed of a procedural nature and never losing its

dynamics.

293 Le$mian, “Whirlus and Twirlus,” pp. 40, 42.

294 Le$mian, “The Saw;” pp. 223, 224.

295 Bolestaw Le$mian, “Zaloty,” in: Poezje zebrane (Warszawa: Panstwowy Instytut
Wydawniczy, 2010), pp. 215, 216 [“ochlap czlowieka, co chce by¢ przyneta,” “czarem
do bélu zacheca”].

296 Bolestaw Lesmian, “The Hunchback,” in: Mythematics and Extropy. Selected Poems
of Bolestaw Lesmian (Wisconsin: Stevens Point, 1987); https://alexandrachciuk-celt.
tumblr.com/, last accessed 31.08.2019.

297 Le$mian, “Mortsocks,” p. 117.

298 Bolestaw Lesmian, “Karczma,” in: Poezje zebrane (Warszawa: Pafistwowy Instytut
Wydawniczy, 2010), p. 367 [“widma umartych opojéw/ swieca tryumf swych szaléw
pijackich i znojow;” “po $mierci w tych barwach lubieznie si¢ kocha™].


https://alexandrachciuk-celt.tumblr.com/
https://alexandrachciuk-celt.tumblr.com/
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Stylistic and structural influences (symbolist style - the bylina
tradition - the early prose work of Lesmian)

The Symbolist Style of Bolestaw Lesmian’s Early Work (illustrated by the
case of “Basn o Rycerzu Panskim” [“Tale of the Lord's Knight”])

Bolestaw Lesmian’s cycle of poems written in Russian, “Songs of Vasilisa the
Wisest” [“ITecan Bacumucer ITpemynpoit”], is strongly influenced by Russian
symbolism, as Tamara Brzostowska-Tereszkiewicz has convincingly demon-
strated, the representatives of which frequently utilized a thematic repertoire
from folk traditions of the magical fairy tale in order to express their sophiologi-
cal concepts, or the ideas, Sophia, Godly Wisdom, that in Russia situated at the
intersection of philosophy and Orthodox theology.?” This is neither the only
one nor the earliest example of influence exerted on Lesmian’s work by ideas and
contexts popular among the Silver Age representatives.

An earlier work, which has yet to receive sufficient attention from researchers
though it deserves a thorough study;, is the poetic prose piece “Basn o Rycerzu
Panskim” [“Tale of the Lord’s Knight”]. It comprises six parts and first published
in 1904, in the nineteenth issue of Chimera. In a specific way, this work combines
definitive features of the poetics of Russian symbolism: first, a characteristically
shaped lexical layer; second, structural, semantic and worldview layers; and
finally, a collection of themes taken from the Russian magical tale and the bylina

299 Brzostowska-Tereszkiewicz, “Sofia zakleta w basniowa carewne.” For an analysis of
“Songs of Vasilisa the Wisest” in the mytho-poetical, philosophical and sacral contexts
of Russian symbolic poetry, see: Bonogumup Bacunenko [Volodymir Vasylenko],
“W kregu rosyjskojezycznej poezji Bolestawa Le$miana,” in: Poetyki Lesmiana.
Lesmian i inni, ed. Eugeniusz Czaplejewicz and Witold Sadowski (Warszawa: Wydziat
Polonistyki Uniwersytetu Warszawskiego, 2002), pp. 139-161. In his paper, Vasylenko
indicates contexts that have not been analyzed to date, which may prove important in
the process of defining the connection between Le$mian’s poetics and the work of the
Russian symbolists. Anna Sobieska’s book Twdrczos¢ Lesmiana w kregu filozoficznej
mysli symbolizmu rosyjskiego [Lesmian’s Work in the Circle of the Philosophical Thought
of Russian Symbolism] was published in 2005, see: Sobieska, Tworczos¢ Lesmiana.
It actualized the sophiological context of Lesmians work. The works of Vasylenko,
Brzostowska-Tereszkiewicz and Sobieska differ fundamentally in their approaches to
the issue. In Vasylenko's case, one may refer to an outline of the problem that indicates
important research tropes, while in Brzostowska-Tereszkiewicz’s case, one finds a
detailed analysis in the field of historical poetics, and in Sobieska’s case, considerations
from the area of the history of ideas.
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tradition. Here, I attempt to identify and describe the above mentioned features.
This preliminary analysis of the vocabulary and definition of the principles of
character construction and the autothematic narrative framework of “Tale of the
Lord’s Knight” will provide a starting point in indicating intertexts and ideolog-
ical content built into Le$mian’s text.

The lexical layer

In a close reading of “Tale of the Lord’s Knight,” one notices a specific vocabulary
characteristic of symbolic literary representations.

Hence, one may notice meaningful saturation of the work with a lexicon asso-
ciated with the cosmic sphere (solar and lunar, for example), the aquatic sphere
(stream, lake) and the elements of fire and air.

The work is filled with formulas violating the logical principle of non-contra-
diction either in an ontological or a psychological meaning. Examples include
the following phrases: “searching for what has passed, and is not entirely gone,”*
“Only one landowner’s daughter guessed and did not guess the secret meaning of
the incredible miracles,”*** “Only one landowner’s daughter wanted and did not
want to tell Wtadyka,*® where he came from and where should he return to,
“And she wanted to let him go, and did not want to do it!” and “And she wanted
to lose him, and did not want to...”* These sentences become inauthentic in the
perspective of the superior symbolic meaning of the text.

The poetics of oxymorons is another important component of the text that
is scrutinized. It may be exemplified by the two phrases: “light shadow™® and
“sweet sin”** As with the previous situation, the contradiction is neutralized
here in the symbolic layer of Le§mian’s work.

300 Le$mian, “Basn o Rycerzu Panskim,” p. 43 [“poszukiwania tego, co mijajac, niezupelnie
minelo”].

301 Lesmian, “Baén o Rycerzu Pafiskim,” p. 48 [“Jedna tylko corka dziedzicowa domysélala
sie i nie domyslala tajnego znaczenia niepojetych cudow”].

302 Wiladyka - the character’s last name is significant. Etymologically, the title wladyka
is connected in Slavic languages with power and actualizes the religious context — a
bishop in the Orthodox church was called a wladyka.

303 Le$mian, “Basni o Rycerzu Panskim,” p. 48 [“Jedna tylko corka dziedzicowa chciala i
nie chciala powiedzie¢ Wladyce, skad przyszed! i dokad ma powrécic”].

304 Le$mian, “Basn o Rycerzu Panskim,” p. 57 [“I chciata go pusci¢, i nie chciata!”; “I
pragnela go straci¢, i nie pragneta..”].

305 Le$mian, “Basn o Rycerzu Panskim,” p. 48 [“cien przejasny”].

306 Le$mian, “Basn o Rycerzu Panskim,” p. 49 [“stodki grzech”].
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In “Tale of the Lord’s Knight,” a lexicon frequently appears to be associated
with experiencing mystery (for example, in the following phrases: “strange
images,*”” “hidden power”)*® or with oneiric experiencing (“sleep/dream;”*"
“the forest was barely visible”).’!° These phrases increase the visibility of the text,
serving as important tone-forming components, indicating the unclear ontolog-
ical affiliation of the presented reality or its fairy-tale genealogy.

Besides, Lesmian’s poetic prose contains vocabulary referring to the musical
realm, as in: “And the fearing Lady trembles, like a lute, with a seven-string
fear,”'" and “The stones played in the air, like muftled screams.'> The presence
of musical comparisons and metaphors brings the poetics of Lesmian closer to
other symbolist works, in which relations of music and words - the melos of
words — carries great importance.

The fact that Lesmian’s prose belongs to a group of works that represent this
style is also evidenced by the poetics of symbolically treated colors (“Tale of the
Lord’s Knight” is dominated by gold, purple, scarlet, white, violet and, above all,
various shades of blue).

There is also a synesthetic imagery in the work under consideration, for
example, “a dance of dreams.”*"?

Additionally, themes of the duality of existence, introduced with nouns such
as “shadow” and “mirror” and adverbs such as “illusorily™'* play an important
role in the text.

Extensive parts of the work are dominated by negative poetics (character-
istic of the tradition of apophatic theology) understood as a symbolic attempt
to express what is infinite, unrepresentative and limitless. It is manifested in the

following phrases: “to walk endlessly;” “forest — unreachable,” “endless steppe,”**®

307 Le$mian, “Basn o Rycerzu Panskim,” pp. 47, 51, 54 [“dziwne obrazy”].

308 Lesmian, “Basi o Rycerzu Panskim,” p. 52 [“potega utajona’].

309 Lesmian, “Basn o Rycerzu Panskim,” pp. 45, 50, 52, 57 [“sen”]. In Polish, the word
“sen” means both “dream” and “sleep” - translator’s note.

310 Le$mian, “Basn o Rycerzu Panskim,” p. 44 [“majaczyl bor”].

311 Le$mian, “Basn o Rycerzu Panskim,” p. 50 [“A Pani trwozna drzy, jak lutnia, siedmio-
strunnym lekiem”].

312 Le$mian, “Basi o Rycerzu Panskim,” p. 50 [“I zagraly kamienie w powietrzu, jak
sttumione krzyki”].

313 Le$mian, “Basn o Rycerzu Panskim,” p. 44 [“taniec snow”].

314 Le$mian, “Basn o Rycerzu Panskim,” pp. 43, 44, 48 [“cien,” “zwierciadlo,” “ztudnie”].

315 Le$mian, “Basn o Rycerzu Panskim,” p. 44 [“i$¢ bez konca;” “bor — niedoskoczny;”
“step bezkresny”].
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“immeasurable charm,”'* “lake abyss,” “incomprehensibility;*'” “stellar limitless-
ness”*'® and “oaks, dissimilar to oaks, obscure infinity with infinite branches*

The aura of the extraordinary in the presented events is enhanced by
numerous emphases, hyperbolas, exclamations and gradually repeated phrases
(often entire sentences) that play a symbolic and rhythmical function.

“Tale of the Lord’s Knight” often uses the poetics of allusions, suggestions,
understatements, such as “At night streams sometimes mirrored a reflection of
folded arms, light, I don’t know whose,”*?* and “And the heart beats in her breast,
and her open lips become pale, as if they wanted to whisper a tormenting and
horrifying secret. But they are silent, they do not say anything.”**!

The lexical layer of the work is complemented in the sacral-mystical met-
aphoric that introduces, for example, the theme Rosa Mystica, associated
with the Mother of God (present, for example, in Solovyov’ poetry, including
in the famous long poem “Tpu cBupanus” [“Three Encounters’], 1898). In
Le$mians work, the language of mysticism is combined with the language of
eroticism: “And the moon saw two sinful bodies, tussling with pleasure, clashed
in embrace, thrown into one madness. A heavy scent of herbs and flowers suf-
focated two throats, drunk with pleasure. The warm night absorbed two fiery
breaths — two mystical roses, exhaled from breasts.”***

This combination of lexical features in “Tale of the Lord’s Knight” provides
textual testimony to the association of Le$mian’s early work with the literary
legacy of the Russian symbolists, and is at the same time an important premise
for searching in Le$mian’s work for older traditions exerting influence on the

316 Le$mian, “Basn o Rycerzu Panskim,” p. 45 [“urok bezedni”].

317 Le$mian, “Basn o Rycerzu Panskim,” p. 46 [“jeziorna otchlan;” “niepojeto$¢”].

318 Le$mian, “Basi o Rycerzu Panskim,” p. 48 [“gwiezdne bezgranicza”].

319 Le$mian, “Basn o Rycerzu Panskim,” p. 55 [“deby, do debéw niepodobne,
nieskonczonoscig konaréw nieskonczonos¢ przestaniajg’].

320 Le$mian, “Basn o Rycerzu Panskim,” p. 48 [“W zwierciadtach strumieni widywano
czasem po nocy odbicia rak zalamanych, swietlistych, nie wiadomo czyich”].

321 Le$mian, “Basn o Rycerzu Panskim,” p. 53 [“I serce bije w jej piersi, i bledng usta
rozchylone, jakby wyszepta¢ chcialy dreczaca, a straszng tajemnice. Lecz milcza, nic
nie mowig’].

322 Le$mian, “Basn o Rycerzu Panskim,” p. 49 [“I ksiezyc widzial dwa ciala grzeszne,
szamotane rozkosza, skute w ucisku, w jeden obled rzucone. Parna won ziét i kwie-
cia dusita dwa gardla, zachlysnigte upojeniem. Noc goraca chiongta dwa plomienne
oddechy - dwie réze mistyczne, z piersi wywioniete”].

» «
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development of symbolist poetics that were transformed at the same time by
early representatives of Silver Age literature.

The structural layer

In “Tale of the Lord’s Knight,” there is a clear reference to the symbolically trans-
formed Russian tradition of the magical tale, as well as to the bylina tradition. The
former manifests itself mainly in the composition of the love theme. It has a two-
level, symbolic character. It can be interpreted (in line with the work’s title) — as
with the lyrical, biblical love poem “The Song of Songs” — as a parabolic presen-
tation of the story about the divine Sophia and the Lord’s Knight, Piotr Wladyka,
who loves her with an earthly love (making him capable of extraordinary actions),
who is also named the Cursed, for he remains unaware of his heavenly calling
almost until the moment of his death. The construction of the character of the
“black-browed lady™* also lends a double meaning. Significantly, the heroine,
like Vasilisa from the “Songs of Vasilisa the Wise” cycle published two years later,
has almost all the attributes of a fairy-tale character, from external appearance to
psychological features. Moreover, even the way she is presented and the space she
is located in indicate the presence of references to a magical fairy-tale convention,
bringing a fantastical extraordinariness into the work’ plot.

The character construction described above was no novelty in Russian litera-
ture, which was an important source of inspiration for Lesmian. After all, interests
in East-Slavic folklore left a visible mark on early symbolist poetry. Its practitioners
repeatedly introduced in their works themes characteristic for the Russian mag-
ical fairy tale, such as “Kusas Bogma” [“Live Water”], “Kap-ntuna” [“Firebird”],
“3meit” [“Dragon”], “Mopckoit napp” [“Sea Czar”], and finally “3aps-3apanniia,
Kpacna [lesuia” [“Zorya’], examples of which can be found, for example, in the
poetic achievements of Lesmian’s friend Konstantin Balmont.***

Lesmian adopted the figure of the beautiful, wise daughter of a lord, a key
character in the poetry of younger symbolists, into his “Tale of the Lord’s Knight”
as “the landowner’s daughter — black-browed and light-blue-eyed [who] has long
felt in her fiery, virginal soul wonderful transformations towards everlasting

323 Le$mian, “Basi o Rycerzu Panskim,” p. 45 [“pani czarnobrewa’].

324 Koucrautun [ImutpueBuy bBanpmont [Konstantin Balmont], “Kusas Bopa,”
“Sopust-3opunia,” “IIpakonnt; in: M36pantoe, ed. Ennszasera BacunpesHa VBaHoBa
(Mocksa: Cosetckas Poccus, 1989), pp. 376-77, 361-362, 363-364, respectively. Cf.

Brzostowska-Tereszkiewicz, “Sofia zakleta w basniowg carewne,” p. 28.
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love”** The heroine, cursed by her father and condemned for sinful love by the
community, finds in Piotr Wtadyka a fearless, unflagging defender. The physical
appearance of the landowner’s daughter and her psychological dispositions cor-
respond perfectly with fairy-tale czarevna attributes previously appearing in lit-
erary symbolist representations of Sophia of the Holy Wisdom (the Idea of Ideas,
the Symbol of Symbols), which became for early Silver Age authors a starting
point for expressing unrepresentable meanings that are sophiological - mystical
and metaphysical. She was presented as an embodiment, folk-stylized (in line
with the tendency dominating modernist Russia, regarded as a literary conse-
quence of the Slavophil movement) and earthly, of the Soul of the World - alovely,
sensual Krasawica-Cud-Dziewica [lit. Beautiful-Miracle-Virgin] of extraordi-
nary beauty. Significantly, in Lesmian’s poetical prose the landowner’s daughter
is perceived as a Russian beauty: “a black-browed and light-blue-eyed lady”** We
read about her “fiery soul” and “hands filled with the power of magic,”*”” with “al-
luring eyes, like a song heard from afar”**® She is “graceful and slender,” “shielded
with daydreams,*® she has a “swan-like neck”** She appears to be “a paragon of
feminine beauty” from Solovyov’s poem “Three Encounters.”**!

This idea of Sophia as the eternal feminine also influenced the poetry of
Andrei Bely and, probably most strongly, of Alexander Blok, where the con-
vention of presenting female character stems from the Russian magical-tale
tradition. Blok, author of the poem cycle Cmuxu o Ilpexpacroii Jame [Poems
about a Beautiful Lady], written between 1901 and 1902 then published in 1904,

325 Le$mian, “Basn o Rycerzu Panskim,” p. 45 [“cérka dziedzicowa - czarnobrewa i
blekitnooka, [ktora] z dawna czula w duszy ptomiennej a dziewiczej przemiany cud-
owne ku mitowaniu na wieki”].

326 Le$mian, “Basn o Rycerzu Panskim,” p. 45 [“pani czarnobrewa i blekitnooka”].

327 Le$mian, “Basn o Rycerzu Panskim,” p. 46 [“duszy ptomiennej;” “dloniach przepo-
jonych mocg czaréw”].

328 Lesmian, “Basn o Rycerzu Pafiskim,” pp. 46-47 [“wzroku wabigcym, niby pieén z dala
styszana”].

329 Le$mian, “Ba$n o Rycerzu Panskim,” p. 50 [“wiotka i smukla;” “tarcza marzen
ostonieta”].

330 Le$mian, “Basn o Rycerzu Panskim,” p. 52 [“tabedzia szyje¢”].

331 Bragumup Conosrés [Vladimir Solovyov], “Tpu cBuganus,” in: Bradumup Cepeeesuy
Conosvés, Cmuxomsopenus u noama // Bnagumup Cepreesny ConoBbés. M36panHoe
(MockBa: XynoskecTBeHHast TuTeparypa, 1994), p. 409 [“o6pas sxeHCcKoit KpacoTsl”].
Solovyov’s approach to Sophia is ambiguous. She is associated with Godly Ancient
Wisdom, the Soul of the World, Godly Matter, the First Matter, the Holy Virgin and
the Eternal Feminine.
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manifests his enchantment with Sophia personified as the “Eternal Friend,” “Soul
of the World” and “Eternal Feminine”**? by including lexis close to the Russian
magical fairy tale. For instance, in the terms “Czarina of purity, “Mysterious
Virgin of Twilight,” “Virgin-Protector,” “Heavenly czarina of the earth,” “Virgin,
Aurora, Burning Bush,” “Majestic Eternal Betrothed,” “Incomprehensible” and
“Young, golden/ Covered in light sun”*** Lesmian’s character, like a fairy-tale
beautiful czarevna and the protagonists of Blok poems, is also described with
the golden color: the “seemingly wedding”*** ring of the lake brightens her eye,
Wrtadyka wants to build a golden castle for her, “golden shields” glimmer in the
“darkness of her thought.”**> However, the beautiful “black-browed lady” created
by Lesmian does not have one of the important fairy-tale attributes (from the
repertoire of themes of Russian symbolist poetry) - she is not accompanied by
a swan or transformed into one. Nonetheless, she is described as a beauty with
a “swan-like neck,’* a golden cross on her chest. It is worth reiterating that the

332 [“Beunas Ilogpyra,” “Iyura Mupa,” “Beunas JKeHcrBeHHOCTB”]. See: Bragumup
Cepreesiy Conosbés [Vladimir Solovyov], “Tpu cBupannus,” in: Bradumup Cepeeesuu
Conosvés, Cmuxomeoperus u nosma // Bnagummp Cepreesud Conobés. /30parnHoe
(ITerporpan: XynoskecTBeHHas nmuteparypa, 1994), p. 409; Bragumup Cepreesny
Conosbes, Cobpanue couunenuii Bnaoumupa Cepeeesuua Conosvesa 6 10 momax,
Vol. 3 (Cankr-Iletep6ypr: Kuurounsparenbckoe ToBapuiectso «IIpocBerenne»),
p. 303; Bragumup Cepreesuy Conosbes, “Ewig-Weibliche. CroBo yBearenpHoe K
MOPCKMM 4epTAM,” in: CruxomeopeHus u utymounvie nvecul (Jlennnrpay: CoBeTckuit
mucarenb, 1974), c. 120-121.

333 Anexcannp brnox [Alexander Blok], Cobpanue couunenuti 6 12 momax, Vol. 1
(Jlenmurpap: MsparenbctBo nucateneit B Jlennurpage, 1932), pp. 143, 147, 209, 164,
182, 209-210, 209, 177, respectively [“Llapuiia unctorsr,” “3akarHas TauHcTBEHHAs
uesa,” “Xpaunrensununa-uesa,” “Tony6as napuia semnn,” “[Juesa, 3aps, Kynuna,”
“BenmuectBenHas Beunasa JKena, “Hemoctmwxumas” and “Monopgas, 3onoras,/
Spxum connuem samras”|. For the transfigurations of the Beautiful Lady in BloK’s
poetry, see: Seweryn Pollak, “Przeistoczenia Picknej Damy,” in: Ruchome granice
(Krakéw: Wydawnictwo Literackie, 1988), pp. 37-50; Brzostowska-Tereszkiewicz,
“Sofia zakleta w basniowa carewne;” pp. 31-32.

334 Le$mian, “Basn o Rycerzu Panskim,” p. 49 [“niby $lubny”].

335 Lesmian, “Basn o Rycerzu Panskim,” p. 46 [“w pomroczach jej zadumy;
zlote”].

336 Lesmian, “Basn o Rycerzu Paiiskim,” p. 52 [“tabedziej szyi”]. In the magical fairy tale,
“Hapesna-narymka’ [“Czarevna-Frog”], Vasilisa magically created a beautiful lake
and white swans from the sleeves of his dress. According to Alexander Afanasyev,
who collected the fairy tales, “In some variants Vasilisa the Wisest is replaced by a
Female Swan, a Beautiful Virgin [Lebied’-ptica, Krasna-diewica] [...], therefore swan-
women are believed to have prophetical skills and to be wise: they fulfill complex tasks,

» «

tarcze
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golden color that dominates the Russian magical fairy tale (for example, in the
story about the goldfish, Siwek-Zlotogrzywek, and the Firebird’s golden feathers
or attributes such as golden apples) regained a symbolic value for late nineteenth-
century artists, inspired by Byzantine art. For them, the golden color, not previ-
ously considered a proper (chromatic) color was an ambiguous equivalent of the
Soul of the World.*” It plays a similar function in the poetry of younger symbol-
ists (Bely’s volume of poems 3onomo 6 nasypu [Gold in Azure] 1904, and Ivanov
and Blok) and of older ones, for instance, the poetry of Konstantin Balmont, in
which the colors gold and yellow alternate. This substitutability proves that they
are connected with solar themes embedded in the cosmic-mystic context.**

In correspondence with mystical heroines in Solovyov** and Blok, Le$mian’s
“black-browed lady” is described in a synecdochal way that refers to the con-
vention used to describe characters in magical fairy tales. She appears in fairy-
tale settings that include a lake, an orchard, a holy forest; and the black-browed
lady’s beloved wants to build a palace for her. The work emphasizes associations
between the heroine and aquatic space (we see her by the banks of the lake), the
forest realm (the landowner’s daughter reaches towards the holy forest’s depths)
and the cosmic sphere (seen in the aura of the starry night, in the “moonlight,”**
“when the moon silvered the midnight hour in the sky, the black-browed lady

impossible to fulfill, and attempt to take control of nature” [Anexcaunp Adanacbesn
[Alexander Afanasyev], ITosmuueckue 6033peHus cnassaH Ha npupoody, 1-e usnanue,
B 3 Tomax, Vol. 2 (Mocksa: VM3garens K. Conparenkos, 1868), p. 117]; quoted from
Brzostowska-Tereszkiewicz, “Sofia zakleta w basniowa carewne,” p. 38. The theme
of a swan can be found, for example, in the following fairy tales: “IToxgu Tyma — He
3HAK0 KYJa, IPUHECH TO — He 3HaW 4To0, [“Go there — I don't know where, bring me
this - I don’t know what”], “ITanuno Beccuactusiii,” [“the Miserable Danilo”] “Cemb
CumeonoB” [“Seven Simeons”] and Ckaska o momopue-yzanpie” [“Daredevil’],
in: Hapoonvte pycckue ckasku A. H. Aganacvesa: 6 3 momax, Vol. 2, ed. JleB bapar
[Lev Barag] and Opuit HoBuxos [Yuri Novikov] (Mocksa: Hayka, 1984-1986),
pp- 214, 561, 313, 145-147, 174, 260-267, respectively].

337 Cf. Grazyna Bry$, Kolor w poezji miodszych symbolistow rosyjskich — Aleksander
Blok i Andriej Biety (Wroctaw: Wydawnictwo Uniwersytetu Wroctawskiego, 1988),
p. 129; Izabela Malej, Indywidualizm impresjonistyczny. Konstantina Balmonta
Swiat wyobrazni poetyckiej (Wroctaw: Wydawnictwo Uniwersytetu Wroctawskiego,
1999), p. 33.

338 Malej, Indywidualizm impresjonistyczny. p. 33.

339 For example: Bragumup Cepreesud Conosnés [ Vladimir Solovyov], Cmuxomeoperus.
Scmemuxa. Tumepamypuas kpumuxa (Mocksa: Kuura, 1990), p. 22.

340 Le$mian, “Basn o Rycerzu Panskim,” p. 47 [“pobrzasku ksigzycowym”].
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woke up to fulfill her destiny”**'). Wherever the character appears, she intro-
duces an enchanting, magical aura: “Spells and magic surrounded Wiadyka’s hut,
when the lady had moved in, possessed with sin”*** Magic disappears when the
protagonist does. The power of the loving knight and his self-confidence origi-
nates from the “black-browed lady”

The atmosphere saturated with marvelousness, characteristic of a magical
fairy tale, indicating that characters are located at the frontier of the earthly
world and the reality of transcendence, is created through metonymic repre-
sentations of the “light-blue lake;*** “night that descends from heaven to earth
with the moon in hand on stairs of silence,*** a house burning with “ruby fire,
unusual, looming on the horizon of the past, in the nebula of the ancient past,”**
the glow forcing its way with “an aggressive flame into wreaths of cloud” and red-
dening the “abyssal village”**¢ The presented space is wrapped in blues and reds
and their derivative hues. The work reads: “A bright evening makes the dusty
road light blue and covers streams in purple silence,”*” “Our village lay among
mysterious ravines and abandoned orchards. Light-blue vapors and purple mists
arose above it, like fumes of a decaying, slowly dying fairy tale*** The light-blue
color — next to the golden color - is a constant element of imaging in sophiologi-
cal poetry of both Solovyov and Blok, in Poems about a Beautiful, for instance.
The title of Bely’s volume Gold in Azure is an allusion to the colorful convention
of representing Sophia. In accordance with this manner of description, Le$mian’s
“black-browed lady” is a beauty on the earthly plane and is Ancient Wisdom on
the mystical plane.

341 Le$mian, “Baén o Rycerzu Panskim,” p. 48 [“kiedy ksi¢zyc wysrebrzyl w niebiosach
péinocng godzine, ockneta si¢ Pani czarnobrewa do przeznaczen swoich”].

342 Le$mian, “Basn o Rycerzu Panskim,” p. 49 [“Czar i zaklgto$¢ otoczyly chate Wiadyki,
gdy w niej zamieszkala ta Pani, grzechem opgtana”].

343 Le$mian, “Basn o Rycerzu Paniskim,” p. 45 [“jeziora blekitnego’].

344 Lesmian, “Basn o Rycerzu Paniskim,” p. 51 [“nocy, co po stopniach ciszy z ksiezycem
w dloni schodzi z niebioséw na ziemie”].

345 Lesmian, “Basn o Rycerzu Panskim,” p. 53 [“ogniem rubinowym, niezwyklym,
majaczacym niby w przesztosci, w mgtawicy wiekéw zamierzchtych”].

346 Le$mian, “Basn o Rycerzu Panskim,” p. 54 [“drapieznym plomieniem w chmur kieby;”
“wie$ otchtanng”].

347 Lesmian, “Basi o Rycerzu Paniskim,” p. 54 [“Jasny wieczér droge pylna wyblekitnia i
fioletowg ciszg powleka strumienie”].

348 Le$mian, “Basn o Rycerzu Pafiskim,” p. 44 [“Lezata wies$ nasza wérdd jardéw tajemnic-
zych i sadéw zapuszczonych. Opary blekitne i mgly purpurowe wznosily si¢ ponad
nig, niby wyziewy rozkladajacej si¢ w powolnych skonach basni”].
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Noteworthy, however, is the ambivalence in presenting the character. The
protagonist is “restless and distressing, her fragrant hands connect her with the
surrounding secrets of the stellar night,** she is depicted as a person from this
world yet not of this world, a feminine medium between earthly and heavenly
realms, the human and cosmic spheres. The landowner’s daughter also whispers
“unclear, mad, sinful prayers.”*** Cast out by her father, cursed and almost stoned
like a harlot (biblical intertext) by the animalized, hyperbolized, dragon-like
crowd, the “black-browed lady” is also called “a prophetic dream”*'

The character’s ambivalence is most fully revealed in her defensive gesture
against the role she is meant to play in the divine plan, or, in other words, in
the mission of mediating in bringing the cursed Wladyka to the kingdom of
heaven. The landowner’s daughter implements the godly plan, but not without
hesitation - in the end, she attempts to keep her beloved at least for a moment
“at the very threshold of eternity”*** Significantly, the reader is usually informed
in the poetics of antitheses about the protagonist’s psychological dispositions
(she “guessed and did not guess,” “she wanted to and did not want to,”*> “she
wanted to lose him and did not want to lose him?*** Moreover, the woman car-
ries a “tormenting, terrible secret”**® Two years later, these ambivalent presenta-
tions will inform the creation of Vasilisa the Wisest and are inspired, I believe,
by Solovyov’s descriptions of Sophia’s dual nature. At the very end of Lesmian’s
work, the “black-browed lady;” described so far in an allusive, synecdochal and
symbolic way, is presented as a tool of eternal wisdom, a spiritual-physical

medium in the divine plan for Wiadyka’s salvation. She says:

You, by His command, raised me - sinful and fearful - to the heavens, like a prayer, in
a cloud of smoke and fire! I am a prayer of the condemned, and without your lips I feel
unspeakable and un-whispered to God. And now, by His command, I call to you with a

349 Le$mian, “Basn o Rycerzu Panskim,” p. 46 [“niespokojna i niepokojaca, wyciggnieciem
wonnych dfoni polaczona z dookolnemi tajemnicami gwiazdozbiornej nocy”].

350 Le$mian, “Basn o Rycerzu Panskim,” p. 48 [“niejasne, oblgkane, grzechem zmacone
modlitwy”].

351 Le$mian, “Basi o Rycerzu Panskim,” p. 50 [“snem proroczym”].

352 Le$mian, “Basi o Rycerzu Panskim,” p. 57 [“na samych progach wiecznoéci’].

353 Le$mian, “Basn o Rycerzu Panskim,” p. 48 [“domyélala si¢ i nie domyslata,” “chciala i
nie chciafa’].

354 Le$mian, “Basn o Rycerzu Panskim,” p. 57 [“pragnela go straci¢ i nie pragneta”].

355 Le$mian, “Basn o Rycerzu Panskim,” p. 52 [“dreczaca, a straszna tajemnice’].
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voice that brings me pain: oh, the Lord’s Knight, mad with sin, where is your white steed,
your shield of gold, your fiery sword?*>

In the conclusion of Lesmian’s poetic story about a love-metaphysical-sacral ini-
tiation of the cursed Wtadyka and his death that opens the gates to mystical cog-
nition, the “black-browed lady” appears to be Wtadyka’s “posthumous prayer”
“already silent, not yet heard!”*’” The “posthumous prayer” defined with a sacral-
thanatotic metaphor turns out to be a liaison with the transcendental sphere,
in which the protagonist, once “rejected by God and people™*® and now trans-
formed into the Lord’s Knight, is awaited by the angels’ legions.

The creation of the “black-browed lady” uses the fairy-tale stylization, butin a
comprehensive reading of the work, one must take into account — as with the case
of “Songs of Vasilisa the Wisest” — the very important “sophiological” context
contemporary to Le$mian, very popular in the works of early Silver Age authors
and encompassing fairy-tale intertexts (for example, the theme of a beautiful,
wise czarevna consolidated in Alexander Afanasyev’s volume Pycckue HapooHbie
ckasku [Russian Folktales], well known to Lesmian and adding new religious
and philosophical senses to the theme). The “black-browed lady” appears here
as a literary / fairy tale, epiphanic personification of the divine Sophia, Ancient
Wisdom playing a key role in theurgic teachings of Vladimir Solovyov,** spir-
itual guide to younger Russian symbolists (Alexander Blok, Andrei Bely and
Vyacheslav Ivanov).

The theoreticians of Russian symbolism perceived Solovyov’s Sophia, the Idea of Ideas,

as a prototype of relations inscribed in the symbol between the ideal and the real,
hence becoming the “symbol of symbols,” a personification of the nature of the very

356 Le$mian, “Basn o Rycerzu Panskim,” p. 56 [“Ty$ z Jego rozkazu — méwi o sobie —
mnie grzeszng i trwozna, jako modlitw wznosil ku niebu w klebach dymu i ognial
Modlitwa jestem potepionego, i bez ust Twoich czulam sie, jakoby niewymdwiong
i niewyszeptana ku Bogu. I teraz z jego rozkazu, glosem, ktéry mi boli, wotam do
ciebie: Rycerzu Panski grzechem oblgkany, gdzie rumak twdj bialy, gdzie tarcza zlota,
gdzie miecz ognisty?”].

357 Le$mian, “Basn o Rycerzu Paiskim,” p. 58 [“modlitwa po$miertna;
jeszcze nie wystuchana!”].

358 Le$mian, “Basn o Rycerzu Panskim,” p. 49 [“niemitego Bogu i ludziom™].

359 Cf. Brzostowska-Tereszkiewicz, “Sofia zakleta w basniowa carewne,” p. 29; James
D. West, Russian Symbolism: Study of V. Ivanov and the Russian Symbolist Aesthetic
(London: Methuen, 1970), p. 207.

» .

juz niema, a
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“symbolon,” its mediatory, “epiphanic” function that establishes a bond with the “world
of divine creatures”*

Solovyov’s idea of divine Sophia, understood as an ideal being looking for the
material and real, became the foundation for sophiologically oriented poetical
work of Blok (Verses About the Beautiful Lady, 1903) and Andrei Bely (Gold in
Azure, 1904), and also of the early works of Le$mian, as for instance, “Songs of
Vasilisa the Wisest” and “Tale of the Lord’s Knight”

On the other hand, the construction of the character of Piotr Wladyka
exhibits references to the tradition of the Russian heroic epic.’*' Wladyka’s phys-
ical appearance and strength bring to mind heroes from works belonging to the
bylina tradition, he combines such features of these heroes as, for example, the
anarchistic and individualistic Bacunmit Bycrnaes [Vasily Buslayev] who opposes
his community (known from the Novgorod bylina cycle) and the aggressive
Ho6psias [Dobrynya] (the protagonist of the Kiev bylina cycle, including the
text “ITo6pornst u 3meir” [“Dobrynya and Zmey”]). The construction of Wiadyka
is founded on a clear intersection of the references to the bylina tradition and
references to the magical fairy tale and the gnostic tradition®* actualized in

360 Brzostowska-Tereszkiewicz, “Sofia zakleta w basniowa carewne,” p. 29; Gilbert
Durand, Limagination symbolique (Paris: Quadrige/PUE, 1964); Anekceit Jloces
[Aleksei Losyev], Braoumup Conosves (Mocksa: Mpicib, 1983), p. 186.

361 Edward Boniecki discussed the references to the bylina tradition in “Tale of the Lord’s
Knight” in his Archaiczny $wiat Bolestawa Lesmiana, p. 49. Earlier, Seweryn Pollak
pointed to the importance of the elements of the myth of bylina in “Songs of Vasilisa
the Wisest” in his “Niektére problemy symbolizmu rosyjskiego,” p. 254. The friend-
ship of Le$mian and Balmont, who was interested in legends and translated songs and
legends of various nations, contributed to the presence of references to the bylina tra-
dition and the Russian magical fairy tale in Le§mian’s early work, see: Pollak, “Niektdre
problemy symbolizmu rosyjskiego.”

362 For Solovyov’s theosophy and its philsophical and gnostic sources of inspiration,
see: Jan Krasicki, Bég, cztowiek i zlo. Studium filozofii Wlodzimierza Sotowjowa
(Wroctaw: Uniwersytet Wroctawski, 2003). Solovyov’s interest in the gnostic philos-
ophy of Valentius is also confirmed in the biography of Solovyov who took a mythical
journey to Egypt. Valentius saw the source of evil in Sophia’s desire to close the pleroma
(the fullness of existence that emerged from the arche) to come to know God and unify
with him. As a result of the disturbed hierarchy of pleroma, Sophia’s double emerges,
the unfortunate Lesser Sophia, Achamoth, whose suffering could only be ended by
a return to unity. Similarly, Solovyov initially perceived - before revising his views —
the genesis of evil in the fall of the Soul of the World, associating his source with the
divine potential (a significant theme in his reflections, especially in the 1870s). The
theme of the Fall plays an important role here, as it helped explain the development
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the spirit of Solovyov’s philosophy, for example, in the theme of rescuing the
“black-browed lady” from the raging crowd, compared to a dragon. Indeed,
the motif of the battle with the dragon appears in the above mentioned bylina
“Dobrynya and Zmey.” In that work, the clever hero saves the sister of the Kiev
prince, Vladimir, after confronting the brutal creature and making a pact with
him. Moreover, he effortlessly frees from the dragon’s captivity not only the
3ab6aBa Ilyratnya [Zabava Putyatina], but also Russian heroes imprisoned in
the Viper cave.’® The theme under study returns frequently in the Russian magic
fairy tale, motifs of which penetrate the bylina. Significantly, Lemian’s hero,
Piotr Wtadyka, defeats the angry crowd compared to a dragon, imprisoning
the “black-browed lady;,” as ViBau Llapesnu [Ivan Czarevich] frees his beloved
czarevna from 3meit Topbiabra [Zmey Gorynych] and Kormeit BeccmeprHblit
[Koshei the Immortal].*** In gnostic terms, this liberation means that Sophia
is able to return to the pleroma.**® Importantly, Blok used very similar poetics
to write about the philosophy of Solovyov, whom he called the “knight-monk:”
“There is only one earthly task: the task of liberating the imprisoned czarevna,

of a reality originating from God but simultaneously differing from Him. For the
symbol in Russian culture, for instance in Solovyov’s philosophy, see: Krzysztof Duda
and Teresa Obolevitch, eds., Symbol w kulturze rosyjskiej (Krakéw: Wydawnictwo
WAM, 2010).

363 Polish literary historian Julian Krzyzanowski described her as follows: “The fairy tale
about Dobrynya’s victory over the dragon concludes with the liberation of the princess,
forty czars and czarevitchs, forty kings and princes, not to mention the crowds of less
important characters. The fairy tale is saturated with hagiographic-legendary themes,
as the basic idea behind the fairy tale has also penetrated the religious stories, and, as a
result, many legends were created, the most famous of which was associated with the
name of St. George” [Julian Krzyzanowski, Byliny. Studium z dziejow rosyjskiej epiki
ludowej (Vilna: Instytut Naukowo-Badawczy Europy Wschodniej, 1934), pp. 30-31.
Piotr Wladyka’s actions are characterized by a fairy tale, characteristic of the protago-
nists of bylina, fantastic extraordinariness, because bylina has a fairy-tale genealogy.
The apocrypha have also influenced the topic of bylina, see: Krzyzanowski, Byliny,
pp. 114-153.

364 Zmey Gorynych - a winged reptilian character known from the old-Slavic beliefs.
Koshei the Immortal - an evil wizard known from Russian folklore.

365 The gnostic “Hymn of the Pearl” - a passage in the apocryphal Acts of Thomas, there
called the “Hymn of Judas Thomas the Apostle” — in its older, Syrian version includes
a topoi of a battle with a dragon. In the text, the dragon symbolizes the material world,
see: Hans Jonas, Religia gnozy (Krakéw: Platan, 1994), pp. 128-144; Jerzy Prokopiuk,
“Hymn o Perle w §wietle gnozy;,” Masada, Vol. 1 (1991), pp. 128-135; Kurt Rudolph,
Gnoza (Krakéw: Nomos, 2003).
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the Soul of the World, embraced by Chaos and passionately longing, engaged in
secret relations with ‘the cosmic mind. 7

The gnostic topic of oblivion - of living in a state of unawareness of one’s
divine origin and vocation - is also actualized in the construction of the char-
acter of Piotr Wtadyka, called the Cursed. Thus, love for the “black-browed lady”
becomes a prayer understood symbolically, a path to mystical knowledge and to
contact that had been lost with transcendence.

Importantly, the topic of non-memory and recovery from oblivion resounds
firmly in the self-referential narrative framework of “Tale of the Lord’s Knight:”

I still could not remember what frightened me most in the compelling imperative of
longing. Until one night I remembered everything! I suddenly remembered the pres-
ence of God in the heavens! [...] / In those returns to the dark past, in searching for what
has passed but is not quite gone — I awoke a memory in myself, or rather a story about
a memory, one of those stories that descend from people to graves covered in flowers.
[...] / Since then, many days have passed, many stars have alit in the heavens, and this
lady, kneeling in silence over the sinful corpse of the lord’s knight, still remains in the
depths of my oblivion!*”

The theme of remembering returns repeatedly, like a refrain in the initial pas-
sages of the text, in the form of the sentence: “Once more, strange images emerge
from the depths of my oblivion**® In the case of the stylistic shape of the frame-
work and other parts of Lesmian’s fairy tale, one may speak about far-reaching
analogies. However, the first self-referential fragment (written in the spirit of
telling a story about telling a story) actualizes additionally the poetics of the sym-
bolist epiphany, while the last one confirms and completes it. In the opening part
of the work, the narrator-storyteller says: “I felt the pupils of my eyes widening

366 Anexcannp bnox [Alexander Blok], Cobpanue couunenuti 6 12 momax, Vol. 9
(JTeunnrpap: VismatennctBo mucareneit B Jlemmurpage, 1932), p. 184, qt.
from: Brzostowska-Tereszkiewicz, “Sofia zakleta w bagniowg carewne,” p. 30.

367 Le$mian, “Basn o Rycerzu Panskim,” pp. 43, 58 [“Alem wciaz jeszcze nie mogt
przypomnie¢ sobie tego, co mnie najbardziej trwozylo nieodpartym rozkazem
tesknoty. Az pewnej nocy przypomniatem wszystko! Przypomnialem nagle obecnos¢
Boga w niebiosach! [...] Wérdd tych zawrotéw ku zmroczonej przesztosci, wéréd
poszukiwan tego, co, mijajac, niezupelnie mineto — ocknatem w sobie wspomnienie,
a raczej opowie$¢ wspomnienia, jedna z tych opowiesci, ktére od ludzi schodza w
mogily ukwiecone. [...] Odtad niejedna zorza zgasla, niejedna gwiazda zapalita si¢ w
niebiosach, a ta Pani, w milczeniu kleczgca nad grzesznym trupem rycerza Panskiego,
trwa dotad w glebinach mojej niepamieci!”].

368 Le$mian, “Basn o Rycerzu Panskim,” pp. 47, 51, 54 [“Znowu dziwne obrazy wysnuwaja
sie z glebin mojej niepamieci”].
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to perceive ghosts created beyond the cover of sight, and I felt the wild, joyous
triumph of the soul, cleansing the bodily shell in the fires of the afterworld.”*®
The epiphanic, symbolist self-referentially of Lesmian’s work (remaining
under the overwhelming influence of Silver Age literature, which refers to the
bylina tradition and the Russian magical fairy tale, in expressing the sophio-
logical concept) is manifested most fully in the attempt to mystically transgress
beyond the realm of deceptive appearances. This effort is reflected not only in
the two-level construction of sense in “Tale of the Lord’s Knight,” but also in the
rhetoric of ecstasy and subjective expression, visible in the first part of the text,
which strives to reach the non-empirical. This is also reflected in the presence
of depth metaphors and abstract formulations, such as the “resurrection of the

soul””® and “pre-being”*"!

Creative Inspirations or Influences?

The analysis of “Tale of the Lords Knight” permits to undermine Seweryn
PollaK’s thesis. Pollak argues that having stemmed from the influence of Russian
symbolism, Lesmian’s Russian-language poems were but a single episode in his

369 Le$mian, “Basn o Rycerzu Panskim,” p. 42 [“czulem w oczach rozszerzenie si¢ Zrenic
ku pochwyceniu zjawéw, poza ostong wzroku utworzonych, i czutem dziki, radosny
tryumf duszy, oczyszczajacej w ogniach zaswiata powloke cielesng”].

370 Le$mian, “Basi o Rycerzu Panskim,” p. 42 [“zmartwychwstanie duszy”].

371 Le$mian, “Basn o Rycerzu Paniskim,” p. 43 [“prabyt”].

It is noteworthy that in the first part of Lesmian’s work, narrative strategies are
present that are characteristic of Poe tales in their translations by Lesmian. I have
in mind the theme of telling stories in a feverish state or during sleepy delirium,
that is, in a state of disturbed consciousness. One of numerous examples of such a
shaping of the narrative in Poe’s work may be the construction framework of “The
Oval Portrait” Similarly, appearing in the initial frame part of the “Tale of the Lord’s
Knight” is the passage: “I do not know if this story was a true, remembered even, or a
product of feverish delirium, or a dream that was supposed to materialize if it hadn’t
been kidnapped by the wind and thrown into some whirling star” [Lesmian, “Bas$n
o Rycerzu Panskim,” pp. 43-44; “Nie wiem, czyli ta opowie$¢ byla rzeczywistem,
na pamigc¢ przywolanem zdarzeniem, czyli tworem majaczen gorgczkowych, czyli
tez snem, co winien byt sie wcieli¢, gdyby go wicher nie porwal i nie przerzucil na
jakas gwiazde wirujacg’]. The use of such a narrative strategy makes it impossible to
determine the ontological status of the story being presented - it is difficult to say
whether that story depicts real events, or if it stems from a fairy tale or a dream, or
is a product of hallucination.
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work, without antecedents.’”” The work discussed above contradicts this thesis.
The conducted research permits to prove beyond doubt that the early period of
Le$mianss literary activity was marked by Russian intellectual and literary influ-
ences, among others, with this being reflected not only in the cycles written in
Russian, but also in the prose that has been analyzed above. (On the other hand,
one cannot talk about the exclusiveness of that influence, as it was not the only
one.) Even setting aside the opinion of Jacek Trznadel, who wrote about Legendy
tesknoty [Legends of Longing] that “they are in fact a rather incidental element
and an unfruitful stylization,*”* a comparative analysis of poetics allows the pre-
cise determination of which style was subject to imitation in one of them, and
to accumulate arguments supporting the view that “Tale of the Lord’s Knight” is
indeed a stylization.

372 Pollak has written: “It is impossible to treat two of Le§mian’s known cycles of poems
written in Russian other than as just an exploration into foreign-language areas mean-
ingless to the entire oeuvre” [Pollak, “Niektére problemy symbolizmu rosyjskiego,”
p. 252].

373 Trznadel, Tworczos¢ Lesmiana, p. 6.
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The structural reminiscences (demonic female
characters: Pushkin - Gogol - Le$mian)

Not just folklore: on neglected intercultural homologies

The context of mythological Slavic images associated with demonology*™ is the
main reference plane for studies of Le$mian literary demonology, while the issue
of intercultural Romantic homologies and their potential impact on the shaping of
Lesmian’s vision of characters and demonic phenomena is almost completely ne-
glected. This observation is important because, as a consequence of research focused
on the comparative analysis of Lemian’s characters and those in mythology, one
can reach the conclusion that Le§mian's use of archaic sources was direct rather than
mediated. Moreover, one may make the false assumption that Le§mian’s interest in
folklore is the specificity of his writing, which cannot be included into any compar-
ative or historical-literary context.

On the contrary, the Romantics in Poland and Russia were interested in myth-
ological demons. One example of the latter are the literary creations of Rusalkas
(or Roussalkas) and witches in works by Pushkin and Nikolai Gogol (Gogol was
a Russian-speaking writer whose importance is equal in Russian and Ukrainian
cultures, and he faithfully reproduced the reality and specificity of the latter in
his works). As is well known, Bolestaw Le$mian devoted much time to reading
Pushkins works - in his own texts, the demonic figure of a Rusalka (singular)
appears frequently. She is the protagonist of the ballad “The Water-Nymph”
(1819), the long poem Ruslan and Lyudmila (1820) and the unfinished drama
“Rusalka (The Water-Nymph)” (1829-1832).””” Though which of these works

374 Cf. Marzena Karwowska, “Mityczne figury Ziemi w wyobrazni poetyckiej Bolestawa
Le$miana,” Przeglgd Humanistyczny, No. 3 (2007), pp. 55-77.

375 Alexander Pushkin, “The Water Nymph” [poem], https://www.poemhunter.com/
poem/the-water-nymph/, last accessed 18.08.2019. Alexander Pushkin, Ruslan and
Lyudmila (Richmond: Alma Books Ltd., 2013). Alexander Pushkin, “Rusalka (The
Water Nymph)” [drama] in: Boris Godunov and Other Dramatic Works (Oxford: Oxford
University Press, 2009), pp. 177-203. Pushkin’s drama written between 1829-1832 is
unfinished. The work is based on one of the “ITecHu 3anagHbIx caBsin” [“Songs of the
Western Slavs”], “SInpim koponesna” [“Janysz Korolewicz”]. Pushkin, in a footnote,
states that the work is very long and that he translated an excerpt of the first part from
Czech into Russian. In 1836, he received permission to publish the journal Cospeme


https://www.poemhunter.com/poem/the-water-nymph/
https://www.poemhunter.com/poem/the-water-nymph/
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inspired Le$mian is not certain, there is no question that both authors referred
to a common cultural tradition.

Lesmian indicated Gogol's oeuvre as an important context for reading his
work. In the course of his conflict with Jakub Mortkowicz, Lesmian explained
to his would-be publisher that, by actualizing themes of horror, he purported to
refer to the literary Romantic tradition of Gogol, Hoffmann and Poe. As Le$mian
complained to Zenon Przesmycki, “Mortkowicz perceives these folktales to be
ordinary folk stories*”¢

In this part of my analysis, while bearing Lesmian’s declarations in mind,
I will attempt to clarify the specificity and importance of the Romantic contexts
mentioned above in the formation of Le§mian’s demonic female figures, and
to describe transformations that the Romantic thematic and formal solutions
where subjected to in his oeuvre. A comparison of Lesmian’s works with popular
Romantic works (depicting mythological Slavic female demons as Rusalkas)®”
proves the existence of numerous intercultural homologies. Such demonic hero-
ines appear in Le$mian in a poem opening with an incipit ***Niegdys powagg
i grozg plomieni... [***Once with Seriousness and Horror of Flames] (from the
Aniotowie [Angels] cycle in The Crossroads Orchard), “A Beggar’s Ballad” and
“The Drowned Rambler” (from the collection The Meadow), “Dziewczyna przed
zwierciadlem” [“The Maiden before the Mirror”] and “Spojrzystos¢” [“Way of
Looking”] (from the volume The Shadowy Potion), the long poems “Bereavement
of Love” and “Basn” [“A Tale”] (from dispersed works), the mime dramas Pierro

and Columbine and A Frenzied Fiddler, as well as the prose work Majka (from

HHuxk, which he published until his death and in which “Songs of the Western Slavs”
appeared. They were partly modelled on an anonymous book published in 1827,
La Guzla, ou Choix de poésies illyriques, recueillies dans la Dalmatie, la Bosnie, La
Croatie et 'Hertzegowine [The Gruzla, or a Selection of Illyric Poems Collected in
Dalmatia, Bosnia, Croatia and Herzegovina] - a literary hoax by the Prosper Mérimée,
the French Romantic.

376 Le$mian, “[List] Do Z. Przesmyckiego,” p. 338.

377 “It was believed that Rusalkas are the souls of prematurely deceased girls who, out
of jealousy for their lost lives, attempt to catch random passers-by and draw them to
death. Rusalkas quickly confess love, dance at night in forest clearings, they may even
tickle to death. They like to laugh, clap their hands, dance on moonlit nights in the
forest glades” [Oskar Kolberg, “Tarnowskie — Rzeszowskie,” in: Dziefa wszystkie, Vol. 48
(Warszawa: Ludowa Spoldzielnia Wydawnicza, 1967), p. 270; Kazimierz Moszynski,
Kultura ludowa Stowian, Vol. 2 (Warszawa: Polska Akademia Umiejetnoéci, 1967),
p- 193.
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Old Polish Fairy Tales). A special variation of this demonic goddess is a witch
from Le$mian’s short story “The Which,” included in OId Polish Fairy Tales.””

The Rusalka theme was extremely popular in Russian Romantic literature, in
works of Pushkin, as mentioned above, and those of Orest Mykhailovych Somov
[Opect Muxaitnosua Comos] who wrote “Rusalka” [“Pycanxa”] in 1829. Also,
Vasily Zhukovsky, one of the most important nineteenth-century Russian ballad
writers, started working in 1830 on his translation of Friedrich de la Motte-
Fouqués German Romantic novel Undine, in the form of a poem. In 1835,
Gogol wrote The Viy having written the short story “May Night, or the Drowned
Maiden” five years earlier. Publication of Hans Christian Andersen’s fairy tale
“The Little Mermaid” in 1837 contributed to the popularization of the theme in
Europe. Less than a year later, Mikhail Lermontov wrote the poem “Rusalka,’
and the poem “Sea Princess” in 1841.7”°

A selected list of Le$mian works containing the theme of a female demon
and of earlier Russian Romantic texts devoted to this subject indicates the exis-
tence of a deep connection between the poet and the Russian culture. Even were
we to decide that Lesmian, when creating demonic female characters, was not
inspired by any of the poets mentioned above, we cannot be certain that he was
not familiar with at least some of the texts mentioned, and that this knowledge,
combined with the popularity of the theme under study, may have resulted in his
interest in folklore. If, however, we decide that there is not enough evidence to

»

378 See: Boleslaw Le$mian, “Niegdys powaga i groza plomieni...,” in: Dzieta wszystkie.
Poezje zebrane, ed. Jacek Trznadel (Warszawa: Panistwowy Instytut Wydawniczy, 2010),
p. 57; Le$mian, “Ballada dziadowska;” Le$mian, “The Drowned Rambler;” Bolestaw
Le$mian, “Dziewczyna przed zwierciadtem,” in: Dziela wszystkie. Poezje zebrane, ed.
Jacek Trznadel (Warszawa: Panstwowy Instytut Wydawniczy, 2010), p. 306; Bolestaw
Le$mian, “Spojrzysto$¢,” in: Dzieta wszystkie. Poezje zebrane, ed. Jacek Trznadel
(Warszawa: Pafistwowy Instytut Wydawniczy, 2010), p. 407; Lemian, “Bereavement;”
Bolestaw Le$mian, “Baén,” in: Dziela wszystkie. Poezje zebrane, ed. Jacek Trznadel
(Warszawa: Panistwowy Instytut Wydawniczy, 2010), p. 594; Bolestaw Lesmian, “Skrzypek
opetany, in: Skrzypek opetany, ed. Rochelle Heller-Stone (Warszawa: Pafistwowy Instytut
Wydawniczy, 1985), pp. 127-172; Bolestaw Le$mian, “Pierrot i Kolumbina,” in: Skrzypek
opetany, ed. Rochelle Heller-Stone (Warszawa: Panstwowy Instytut Wydawniczy,
1985), pp. 173-241; Bolestaw Le$mian, “Majka,” in: Klechdy polskie (Warszawa: Instytut
Wydawniczy PAX, 1959), pp. 48-107; Bolestaw Lesmian, “Wiedzma,” in: Klechdy polskie
(Warszawa: Instytut Wydawniczy PAX, 1959), pp. 110-176.

379 Through such works, the theme under study reached Poland and inspires Polish
Romantics.
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allow one to talk here about inter-literary results of an affiliation, one still cannot
deny the existence of a homology. One has but to look at visible correspondences
between Lesmians “A Beggar’s Ballad” and the poem “Rusalka (The Water-
Nymph)” written by Pushkin over a century earlier, in 1819,® who introduced
the ballad into Russian literature. The indicated homology should not only reveal
the first of several functions of the female water demon of a mythological Slavic
origin in Romantic literature, but also answer the question of whether Le§mian
subjected the Romantic image of this character to transformations.

380 “In lakeside leafy groves, a friar/ Escaped all worries; there he passed/ His summer
days in constant prayer,/ Deep studies and eternal fast./ Already with a humble
shovel/ The elder dug himself a grave -/ As, calling saints to bless his hovel,/ Death -
nothing other - did he crave.// So once, upon a falling night, he/ Was bowing by his
wilted shack/ With meekest prayer to the Almighty./ The grove was turning slowly
black;/ Above the lake a mist was lifting;/ Through milky clouds across the sky/ The
ruddy moon was softly drifting,/ When water drew the friar’s eye...// He’s looking
puzzled, full of trouble,/ Of fear he cannot quite explain,/ He sees the waves begin
to bubble/ And suddenly grow calm again./ Then - white as first snow in the high-
lands,/ Light-footed as nocturnal shade,/ There comes ashore, and sits in silence/
Upon the bank, a naked maid.// She eyes the monk and brushes gently/ Her hair,
and water off her arms./ He shakes with fear and looks intently/ At her, and at her
lovely charms./ With eager hand she waves and beckons,/ Nods quickly, smiles as
from afar/ And shoots, within two flashing seconds,/ Into still water like a star.// The
glum old man slept not an instant;/ All day, not even once he prayed:/ Before his eyes
still hung and glistened/ The wondrous, the relentless shade.../ The grove puts on its
gown of nightfall;/ The moon walks on the cloudy floor;/ And there’s the maiden -
pale, delightful,/ Reclining on the spellbound shore.// She looks at him, her hair she
brushes,/ Blows airy kisses, gestures wild,/ Plays with the waves - caresses, splashes
-/ Now laughs, now whimpers like a child,/ Moans tenderly, calls louder, louder.../
‘Come, monk, come, monk! To me, to me!.’/ Then - disappears in limpid water,/ And
allis silent instantly...// On the third day the zealous hermit/ Was sitting by the shore,
in love,/ Awaiting the delightful mermaid,/ As shade was covering the grove.../ Dark
ceded to the sun’s emergence;/ Our monk had wholly disappeared -/ Before a crowd
of local urchins,/ While fishing, found his hoary beard” [Pushkin, “Rusalka (The
Water-Nymph)”]. For a Russian Romantic ballad, see: Lucjan Suchanek, Rosyjska bal-
lada romantyczna (Wroctaw: Zaktad Narodowy im. Ossolifiskich, 1974). Cf. Marian
Toporowski, Puszkin w Polsce. Zarys bibliograficzno-literacki (Warszawa: Paiistwowy
Instytut Wydawniczy, 1950), pp. 57-58; Alexander Rypinski, Poezije Alexandra
Rypinskiego, pisane na pielgrzymstwie (Z muzykg i rycinami) (London: self-published,
1853), pp. 15-18.
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The function of female demons in Romantic literature, and their
transformations in Lesmian’s works

The anticipation of death: the horror of self-knowledge

The key function of the female protagonists of Pushkin’s ballad “The Water-
Nymph” (comprising seven eight-line stanzas) and Le§mian’s “A Beggar’s Ballad”
(in two-line stanzas) is a metaphorical enticement into nothingness that pre-
cedes the ultimate death of the protagonists. The works under discussion are
characterized by far-reaching correspondences manifested at the levels of the
construction of characters and the composition of the lyrical situation. Both
works concentrate on similar themes. They present a female water demon not
only is a link between the world and the underworld but also becomes the erotic
bait leading men to death. The rusalkas appear in similar settings, they have
almost the same properties, which in fact are not that different from the attri-
butes of mythological Slavic demons. Pushkin’s virgin — naked, pale, beautiful,
long-haired - appears in summertime by a lake deep in the forest, alternately
crying and cheerful and lively like a child, luring the monk with gestures and
blowing kisses. In Le$mian’s case, the personification of the old beggar’s longing
appears in summer on the banks of a stream flowing through a forest, tickling
the protagonist until he laughs, tempting him with kisses and promises to sat-
isfy all his desires — from hunger to erotic needs. It should also be emphasized
that the construction of characters is based on the principle of contrast. Both
male protagonists are elderly, and both succumb to the temptation of feminine
youth. In Pushkin, an ascetic, humble old monk fasts and prays, waiting for his
holy life to end, and in Le$mian, the crippled old man is initially pious and later
becomes greedy for caresses. Significantly, in both poems, the rusalkas are active
figures but are not subjected to metamorphoses, although ancient Slavic beliefs
attributed them with that trait. In contrast, in both ballads, a comic-ironic trans-
formation has the male characters affected by the meeting with a rusalka. Over
their course, the passion mounts of the (once pious) old men.

The key principle of contrast in character construction opens the possibility
of a double axiological interpretation of events the works present. On one hand,
the male protagonists in the ballads function like people who believe in mythical
stories, locating the source of evil outside themselves and projecting their own
inclinations on external objects: for example, malicious demonic beings, in this
case rusalkas or topielice [Slavic female water spirits of water that drowned, mis-
treated by fate and men; now vengeful, they bring death to random passers-by].
In the narrative layer of Pushkin’s ballad, the monk is strikingly unable to self-
analyze. The work reads: “He’s looking puzzled, full of trouble,/ Of fear he cannot
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quite explain,/ [...] // The glum old man slept not an instant;/ All day, not even

>«

once he prayed” In Le$mian’s “A Beggar’s Ballad,” the crippled old man calls

» <

one of the topielice a “mermaidlike maiden,” “the devilish temptress,” “a sickness
of stream,”**? and accuses her of caress that lead him to sin. As a consequence, it
may be said that Pushkin’s version of the demonic water nymph, reproduced to a
considerable extent in Lesmian’s ballad, replicates by this optic Slavic stereotypes
of femininity of a mythological origin. On the other hand, both works - using the
ubiquitous poetics of contrast present at the structural level, and in combining
protagonists’ metaphysical longings, the manifestations of their weakness, their
inability to overcome those and the impossibility of going beyond sensually ver-
ifiable limits — contain Romantic irony.

In the narrative layer of both works, the illusion of fantastic uncanniness is
destroyed. This is brought about by the technique of emphasizing the dissonant
character motivation (most fully expressed in sensually awaiting and accepting
death). This type of literary creation is a sign of the author’s distance on events
presented in the ballads. The male protagonists fail to notice that the tempting
rusalkas present a medium enabling self-cognition before death. Erotic contact
with female water demons provides them an opportunity (not taken) to realize
that a tendency to succumb to the lure of nothingness has constituted the deep-
est part of their selves. It also seems important that in the ballads by Pushkin
and Lesmian, metaphysics is replaced by physiology and materiality in the pro-
tagonists’ pre-death fascinations. In “The Water-Nymph,” their triumph is evi-
denced by the saintly hermit’s beard, sparkling in the water for the last time. In “A
Beggar’s Ballad” (musically and metrically true to the southern Italian etymology
of the word ballare, to dance), signs of this mocking victory are the drowning
beard, and the beggar’s bag and bald head disappearing under the water, and,
above all, a crutch that rhythmically and joyfully bounces after the death of the
crippled old man, in a dance of liberation.

The homology described above, between the works of Pushkin and Le$mian,
indicates that, generally speaking, in “A Beggar’s Ballad” the latter remains
faithful to images of the mythological Slavic female demons as reactivated
in Russian Romantic literature. They served as a medium showing extreme
ambivalences in human nature, its “immanent hell,” and, but for the presence of

381 Pushkin, “The Water-Nymph” [poem].
382 Le$mian, “Ballada dziadowska,” p. 169 [“wymoczkiem rusalnym,” “czarcim nasie-
niem,” “chorobg strumienia”].
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macabresque poetics in Le$mians work, it may be said that he did not go at all
beyond Pushkin’s vision.

The victims and/or avengers: the hell of memory

Pushkin’s unfinished drama The Water-Nymph visibly echoes the water-nymph
theme, known from Slavic demonology: a maltreated girl, abandoned by her
beloved, drowns out of despair then after death lives in a lake or river, waiting for
the right moment to avenge the harm she suffered. In Pushkin’s work, after her
suicide, the pregnant daughter of a miller, who has been abandoned by a prince,
wants retribution as a rusalka for the pain she suffered, and a few years after the
separation from her beloved, she sends their daughter, born at the bottom of
the Dnieper River, to the riverbank. She wants the girl to arrange a meeting (a
deathly one, implicitly) with her father, who is bored in married life with another
woman, of higher social status and wealthier, who, he has claimed, he married
“for the benefit of others,” not for his own. In Pushkin, the figure of the rusalka
is thus a pretext for introducing a typical Romantic motive - guilt and punish-
ment meted out on an unfaithful lover by the maltreated suicide, which returns,
among other texts, in Adam Mickiewicz’s ballad “Rybka” [“The Fish”].

However, in all such works written in the nineteenth and the early twen-
tieth centuries, the theme was reinterpreted. For example, in a poem by Valery
Bryusov entitled “Pycanka” [“The Water-Nymph,” 1907], the information that
the title character may pose a threat is formulated in the poetics of sugges-
tion - the female protagonist only laughs deceptively. Lermontov, the Russian
Romantic, in his “Rusalka” (1831), attempts to reinterpret the theme, giving a
different distribution of emphases in the process of evaluating the reality the
poem presents, along with the redefinition of the role played by the demonic
heroine. The title character appears completely unaware of her driving force the
cause death, complaining about the coldness of the lover in her arms (probably
already dead).”® The satisfaction resulting from the act of vengeance, which

383 “But why, although I kiss him passionately,/ He is cold and silent, who will guess?/
The warrior sleeps deeply, he does not whisper, does not sigh,/ He just lies on my
chest.// Sang the Rusalka and her song was a lament/ And it flew towards high banks;/
A the river whispered and rocked on waves/ Clouds reflected in the water” [“Ho k
CTpacTHBIM 1003aHbsIM, He 3Hast 3a4eM,/ OcTaeTcs OH xmajeH 1 HeM;/ OH CiuT — I, CK
JIOHVBILNCH Ha IIepCy Ko MHe,/ OH He [IBILINT, He LemdeT Bo cHel»// Tak mena pycanka
HaJ CuHell pekoit,/ I1onHa HelTOHATHOI TOCKOIL;/ VI, ITyMHO Katsch, Konebana pexa/
OtpaxxeHHble B Heil o6maka”] [Muxann JlepmonTos [Mikhail Lermontov], “Pycanka,”
Omeuecmeennvie sanucku, Vol. 3, No. 4 (1839), pp. 131-132].
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in a typical Romantic-era realization of the motif appeared as the liberation of
demonic female figures from the hell of memory about harm they had suffered,
is replaced in Lermontov’s text by a poetic representation of suffering brought
about by the protagonist'’s misunderstanding of her situation and the role she
plays (she is the perpetrator of death). Another example of the transformation of
this theme is the long poem “Na $witezi” [“On Switez”] by the Polish modernist
Antoni Lange, which refers to the Romantic tradition. A tenth of the work is a
poetic story conducted in dialogue form, about water nymphs escaping human
cruelty.®® In Lange’s work, it turns out that these female demons, regarded in
Slavic mythology and the Romantic tradition as extremely dangerous due to
their charm, decide not to take revenge on a human being; they are portrayed as
endangered, and are even termed “deity” As a result, their axiological and onto-
logical status is transformed.

In Russian literature, most references to the theme under consideration
appeared between the 1880s and the beginning of the twentieth century. The
following texts are of vital importance: Koucrantun Banpmont [Konstantin
Balmont] (“Pycanka™® [“The Water-Nymph”], “Pycanka. (B nmasopesoit Boge,

384 “- But there were Rusalki in the past?/ - Oh, yes! the elderly say:/ In bushes, waters
or rocks,/ Apparently, there are goddesses everywhere.// - And not anymore? — Ah,
no, they escaped./ Where did they hide? - Who knows?/ Human sins must have lured
them,/ So, they moved to better countries?// - Why did they escape overseas?/ — That
people were too evil?/ So they were sad here, in the lake/ And they dance on another
wave today.// Because a Rusalka only appears/ To people who have a pure heart;/ Who
have calm eyes and faces,/ Who are good and free of hatred...// The simple fisherman
was telling the truth:/ An undine runs away from the evil eyes,/ Ah, a deity can be
seen,/ Only by those with a soul like a forest bird” [“~ Ale dawniej bywaly rusatki?/ -
Oj, bywaly! jak starzy nam prawia:/ Czy zaro$la gdzie, wody czy skatki,/ Niby wszedy
boginki si¢ jawia.// — Teraz nie ma? —A nie ma, uciekly./ - Gdziez si¢ skryty? -A kto
ich tam znaje?/ Musi ludzkie je grzechy urzekly,/ Wiec si¢ w lepsze wyniosty gdzie$
kraje?// - A dlaczegdz uciekly za morze?/ - Ze to ludzie niedobrzy sie stali,/ Wiec im
smutno tu bylo w jeziorze/ I na innej taricuja dzis fali.// Bo rusalka sie tylko pokaze/
Takim ludziom, co w sercu s3 czysci;/ Maja oczy spokojne i twarze,/ Co sa dobrzy
i bez nienawisci...// Prawde moéwil 6w rybak prostaczy:/ Od zlych oczéw uchodzi
ondyna,/ Ach, a béstwo ten tylko obaczy,/ Co ma dusze¢ jak lesna ptaszyna”] [Antoni
Lange, “Na Switezi,” in: Poezye, Vol 2 (Krakéw: Czcionkami Drukarni Zwigzkowej w
Krakowie pod zarzadem A. Szyjewskiego, 1898), pp. 93-110 [reprint: Antoni Lange,
“Switez,” in: Ziemia polska w piesni, ed. Jan Lorentowicz (Warszawa: Wydawnictwo
Gebethner i Wolff, 1913), p. 375-382].

385 Koncrantun bampmont [Konstantin Balmont], “Pycainka,” in: ITonHoe cobpanue
noa3uu u nposvt 6 00Hom mome (Mocksa: Anbga-kuura, 2011), p. 226.
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B KeMUY)XHBIX 6eperax)”* [“The Water-Nymph. (In azure water, on a pearl
shore”)], “Pycanxn™’ [“The Water-Nymphs”], “Omna, kax pycanka...”*® [“She is
Like a Water-Nymph”]), Banepuit Bprocos [Valery Bryusov] (“Pycanka™® [“The
Water-Nymph”]), Cepreit Topomeuxnit [Sergey Gorodecky] (poem “Monax*”
[“Monk”], Huxomait Kimroes [Nikolai Klyuev] (“TleByueit mymoit o6ysm...”*!
[“Dressed in a singing thought..”], “Ilporynxa”® [“A walk”]), Amexceit
Huxomnaesny Toncroit [Aleksey Nikolayevich Tolstoy] (“Maska™” [“Mavka”]),
Huxonait I'ymunés [Nikolay Gumilyov] (Pycanxa)®* [The Water-Nymph]),
Cepreit Ecenun [Sergei Yesenin] (“Pycanka mox Hoseuit rox™ [“A Water-
Nymph for a New Year”]) and Benmummup Xne6uukos [Velimir Khlebnikov]
(“Hous B Tammu™ [“A Night in Galicia”]).

Intercultural homology in relation to the literary Romantic tradition is also
present in Le§mian’s mime dramas Pierro and Columbine and A Frenzied Fiddler.
They redefine the role of a forest rusalka, as the one who no longer wants ven-
geance. In both texts, a water-nymph does appear to tempt Pierro/Alaryel, but
her presence turns out to be the necessary condition for the artist’s creative
inspiration. In the conclusion of the story the drama tells, the female protagonist

386 Koncrautun bampmont [Konstantin Balmont], “Pycanka (B masopesoit Boze,
B KEMUY)XHBIX Oeperax),” in: [lonHoe cobpanue nodsuu u npo3vt 6 00OHOM Home
(MockBa: Anbga-kuura, 2011), pp. 434.

387 Banbmont [Balmont], “Pycanku,” p. 49.

388 KoucrantuH bampmont [Konstantin Balmont], “Owna, xak pycanka...,” in: ITonHoe
cobpanue nosuu u nposvi 6 00Hom mome (Mocksa: Anbda-xunra, 2011), p. 83.

389 Banepuit Bpiocos [Valery Bryusov], “Pycanka,” in: Cmuxu, ed. Hukomait Banunkos
[Nikolai Bannikov] (Mocksa: CoBpemMeHHUK, 1972), p. 183.

390 Cepreit Topopenknit [Sergey Gorodecky], “Monax,” in: V36parHvie npoussedeHus.
Vol 1: Cmuxomeopenus (MockBa: XynoxecTBeHHas inTeparypa, 1987), pp. 253-254.

391 Huxkonait Kmoes [Nikolai Klyuev], “Ileydeit gymoit 06yaH...,” in: Couunerus: B 2-x
T. (Miinchen: A. Neimanis Buchvertrieb und Verlag, 1969), p. 82.

392 Hukomait Kmoes [Nikolai Klyuev], “ITporyinxka,” in: Couutenus: B 2-x T. (Miinchen: A.
Neimanis Buchvertrieb und Verlag, 1969), p. 16.

393 Anexceit Huxomaesuu [Aleksey Nikolayevich Tolstoy], “Maska,” in: Cobpanue
couunenuii 6 10 momax, Vol. 8 (Mocksa: Xyfo>kecTBeHHas 1uTeparypa, 1985), p. 32.

394 Huxkonaii I'ymunés [Nikolay Gumilyov], “Pycanxa,” in: ITonnoe cobparue couuneruii
8 o0Hom mome (MockBa: Anbga-kHura, 2011), p. 30.

395 Cepreit Ecennn [Sergei Yesenin], “Pycanka mog Hossiit rog,” in: ITonoe cobpatiue
couunenuil 8 00Hom mome (MockBa: Anbga-kuura, 2009), pp. 416-417.

396 Bermmmup Xne6unkos [Velimir Khlebnikov], “Hous B TFamniyn,” in: Crmuxomeoperus.
Ioamut. [lpamot. ITposa, ed. Pynonbd Oyranos [Rudolf Duganov] (Mocksa: CoBeTckas
Poccns, 1986), pp. 59-61.
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falls victim to a jealous wife. In Le$mian’s fairy tale Majka, the theme of sacri-
fice is also subjected to a transformation. Its title is derived from the old-Slavic
word naw’ — which translates as “the deceased, dead” Maiika is a Ruthenian
(Ukrainian-Hutsul) demonic figure depicted as a beautiful young woman with
no back, dragging bloody innards behind her. A maiika could also have a fish
tail. The transformation of the theme, as mentioned above, concerns in the first
place the genre plane of the work, and in the second place is related to the con-
struction of the eponymous character. In Le$mian, the Majka is depicted not
only as a fairy-tale protagonist, but, above all, as a character from an old fairy
tale, or a work that focuses on customs, superstitions and entanglements in rules
that govern social life for an individual and a rural community, rather than fan-
tastic motivations behind their actions. Disillusion occurs when Majka gives a
book about rusalkas to the illiterate Marcin Dziura. From that moment onward,
she begins to appear as a book character, encouraging the reader to problem-
atize her portrayal in Slavic mythology, and in the Romantic and modernist
traditions. Lesmian’s rusalka does not want to take revenge on Marcin Dziura,
but wants to enlighten him. In turn, he demonizes her, out of his fear of the
unknown. Due to this disillusion, readers learn that the fusion of fantasy and
reality can be discussed, above all, in relation to the psyche of the illiterate pro-
tagonist. Consequently, it is not the rusalka — as in the folk then the Romantic
prototypes — but the male protagonist who falls victim to the “hell of his own
memory” when comparing his unattractive wife, who beats him, with the beauty
of the Majka, whom he rejected.

Initiation into the experience of time: the hell of nature

The grotesque figure of the witch: from Pushkin to Gogol and Lesmian

One of the most popular female character types derived from Slavic demon-
ology that Romantics then subjected to literary development were witches.**’

397 Kazimierz Moszynski wrote about origins of imagery associated with witches: “One
definitely should not believe that the entire set of beliefs surrounding the figure of
a witch - so intrinsically embedded in Slavic folkloric culture - has been recently
imposed by Western influences. Apart from some relatively small religious beliefs, the
issue is definitely ancient, dating to pre-Christian times [Moszynski, Kultura ludowa
Stowian, p. 646]. In Polish Romantic literature, female figures of witches (not nec-
essarily described in a grotesque way) appear, for instance, in Adam Mickiewicz’s
“Ucieczka” [“The Escape”] (1832), Juliusz Stowacki’s Balladine (1834) and Beniowski
(1841-1846), Karol Brzozowski’s Mezobdjczyni [ The Husband Murderer] (1844) and
Tomasz August Olizarowski’s derivatively poetic novel Sonia (1852). The latter text
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In Russian Romantic literature, a witch®® appears as a secondary character in
Pushkin’s first epic poem, “Ruslan and Lyudmila” (1820), for example. Gogol
made the acquaintance of Pushkin (after the success of the short-story cycle
based on folk themes, Evenings on a Farm Near Dikanka, in 1831), while Le§mian
read Pushkins works passionately in the late nineteenth century. The witch from
Pushkins poem was the former love of Finn, an old man (playing the role of a
fairylike helper), leading a hermitic life in a cave. When Finn - once in love with
the beautiful, mysterious Naina, performing heroic youthful deeds to win her
love - finally, after years of effort, gets the once-beautiful woman to love him, he
must experience the hell of nature. This is because the female protagonist — con-
trary to the conventions of myth and fairy tale - is subject to the laws of time.
When Naina finally begins to show her love for Finn, she is an ugly and grey,
hunchbacked, bitter old witch. The protagonist describes her as follows:

My “goddess” of the grizzled locks

was now on fire with lust for me.

Twisting her gums into a grin,

she - ghoul-like and with graveyard voice -
kept grunting to me lovers’ vows.

You can imagine my revulsion!

[...]

And all the while, Rusldn, she kept
fluttering her eyes and simpering;

and all the while her bony finger

is characterized by low artistic quality and is manifestly imitatative (of Seweryn
Goszczynski's Zamek kaniowski [The Kaniow Castle], for example). See: Adam
Mickiewicz, “Ucieczka;” in: Poezye Adama Mickiewicza, ed. Piotr Chmielowski,
Vol. 1 (Krakéw: Naklad Ksiggarni G. Gebethnera i Spoétki, 1899), pp. 146-151;
Juliusz Stowacki, “Balladyna,” in: Dramaty. Balladyna - Mazepa - Lilla Weneda, ed.
Maria Grabowska (Wroctaw: Wydawnictwo Zakladu Narodowego im. Ossoliniskich,
1952), pp. 5-188; Juliusz Stowacki, “Beniowski,” in: Dramaty. Krak — Wallenrod - Jan
Kazimierz - Zlota czaszka - Beatrix Cenci - Beatryks Cenci — Fantazy — Beniowski -
Dziady, ed. Wiktor Hahn (Wroclaw: Wydawnictwo Zakladu Narodowego im.
Ossolinskich, 1949), pp. 369-406; Karol Brzozowski, “Mezobdjczyni. Powies¢ z
podan ludu,” in: Piesni ludu nadniemeriskiego z okolic Aleksoty (Poznan: Ksiegarnia
J.K. Zupaniskiego, 1844), pp. 93-124; Tomasz August Olizarowski, “Sonia. Powies¢
ukrainiska” (Wroclaw: nakladem Zygmunta Schlettera, 1852); Seweryn Goszczynski,
Zamek kaniowski (Krakow: Nakltadem Krakowskiej Spotki Wydawniczej, 1925).

398 This type of female character also played an important role in Orest Somov’s story
“The Witches of Kyiv;” in: The Witches of Kyiv and other Gothic Tales: Selected Works
of Orest Somov (Lidcombe: Sova Books, 2016), pp. 17-32.
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kept clutching the kaftan I wore;

and all the while - I well night fainted,
screwing my eyes up in disgust.

Then I could stand it all no longer;

I screamed out, broke away, and ran.
Her shrieks pursued me: “Worthless wretch!
When I was young and innocent,

you spoiled my happiness and peace.
But now you've won Naina’s love,

you throw it back at her. Ugh, men! -
They reek betrayal, all of them.

No, blame yourself, you stupid girl!

I let him hoodwink me, the scoundrel!
I gave way to infatuation. ..

Betrayer, monster! Oh, the shame!*”

The love of an old woman treated as instrumentum diaboli, a vengeful witch
(“[T]n vexation she’s transmuted/ her love’s belated flame to loathing./ Cherishing
evil a she does/ in her benighted soul, the witch/ will surely come to hate you
t00”*™), is an infernal experience for the hero. The witch’s expectations (char-
acterized by the aesthetics of ugliness) associated with the stability of feelings
appear to the old Finn as a reminder of death, unnatural, unacceptable, arousing
physical revulsion to a usurpation resulting from the misunderstanding that a
man’s love for a woman turns out to be possible only when the woman is young.
Significantly, Finn focuses on escaping the old woman or interfering with her
plans, which are exemplified by the resurrection of Ruslan (importantly, with the
help of the magical fairy-tale device of living water), who may have been killed
by the witch Nain herself.

It is pertinent to note that by calling the once-beautiful old woman a “witch”
or a “monster;” Finn demonizes and dehumanizes her, thus treating her in an
inhuman way. This is manifested in a particularly clear way in the descriptive layer
of the work. The description of an old woman, presented in the long poem from
Finn’s perspective, is maintained using grotesque aesthetics, which are governed
by principles of contrast, comparison of disproportionate qualities, blurring the
boundaries between opposites, deformation (including physical deformation)
and exaggeration to a hyperbolic degree. Thus, the heroine is described with the
ironic title of “grey-haired goddess” who longs for sensual pleasure. She is called

399 Pushkin, Ruslan and Lyudmila, pp. 33-35.
400 Pushkin, Ruslan and Lyudmila, p. 35.
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a monster muttering in “graveyard tones,” twisting her “grey lips in a smile” The
old woman is presented as a repulsive witch who ogles Finn, who “croaked” and
reached out to him with her bony fingers, seeking tender passion - to his horror.

The context of the long Pushkin poem under study, influenced by the cul-
tural inspiration of folklore, has become a significant literary model for the gro-
tesque shaping of this type of female figure in the Gogol story The Viy published
in Mupeopoo (1835) and in Le$mian’s fairy tale “The Witch” (1914). However,
no less important than the impact of the original text are intertextual relations
between the works of Gogol and Le§mian, based on a strong, demonstrable, his-
torical basis. Before moving on to a comparative analysis of grotesque creation
of characters in them, I will focus on reconstructing the context that gave rise to
those relations.

The Gogol context in Lesmians “The Witch”

>

Le$mians “The Witch” was first published in London in 1956, nineteen years
after the author’s death, in the volume Old Polish Fairy Tales. In a subsequent
edition of the collection,*! Wactaw Lewandowski’s introduction pointed out that
in the preface to the first printing, Bronistaw Przyluski expressed the conviction
that OId Polish Fairy Tales is a product of Lesmian’s late work. However, it turned
out that the volume was written in Cannes in 1914, commissioned by the pub-
lisher and bookseller Jakub Mortkowicz, who expected Lesmian to write another
series of prose fairy tales for children (after his Old Tales of Sesame), this time
based on themes from Polish folklore. The type of references would decide the
national nature of the works and would play the role - as Lewandowski correctly
pointed out - of an important tool in the process of a patriotic upbringing for
youngsters.*”?

From the outset, Le$mian did not accept those assumptions, as he intended to
introduce other elements into the text, for example, from the folklores of other
nations. I will prove later in this book that Lesmian used these motifs both in a
direct way and as adopted indirectly via reading Russian Romantic-era works
using Ukrainian folklore themes as artistic material - Gogol, for example in his
early story The Viy.

Significantly, Le§mian wanted to address his works to an adult audience,
but did not exclude the possibility of adolescents reading them as well. After

401 Wactaw Lewandowski, “Wstep,” in: Bolestaw Lesmian, Klechdy polskie z komentarzem
(Krakow: Universitas, 1999), pp. 38-44.
402 Lewandowski, “Wstep.”
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unsuccessful negotiations with Mortkowicz, Lesmian complained in a letter to
Zenon Przesmycki:

He [Mortkowicz] believes that scenes full of horror and sensuality are not suitable for
children. [...] Young people can read them, as they read Balladina, Macbeth, the ballad
“Monstrous Deed!,” etc. After all, the Old Polish Fairy Tales are meant to be fairy tales
for adults. [...] It seems to Mortkowicz that an adult reader cannot read OId Polish Fairy
Tales.*

Mortkowicz was particularly appalled by “The Witch” He demanded conclu-
sively that Le$mian “mitigated the three passages that, due to excessive horror
and sensuality, appeared commercially risky*** Eventually, “The Witch” was
pulled from publishing plans,*®® although Le$mian - sure of his artistic ideas
- attempted to defend his work then, in an outburst of frustration, wanted to end
the cooperation with Mortkowicz once and for all.**® He wrote:

I believe that I created a valuable piece of prose and entirely on my own, in spite of
anyone and everything [...], I added artistry to my works stemming from folk inspira-
tion and based on an equality between the world and the afterlife. [...] Old Polish Fairy

Tales [...] developed wonderfully, they took on momentum and an increasingly appro-

priate, irresistibly necessary form.*”

“The Witch” is indeed an original work, which does not mean that it is completely
self-sufficient or that folklore was the only source of its inspiration. Lesmian - an
author reluctant to specify the character of literary inspirations decisive in the
final shape of his work - admitted this time, however, that when writing the col-
lection it would appear in, he wanted to refer to the Romantic literary tradition

403 Le$mian, “[List] Do Z. Przesmyckiego,” p. 338, my emphasis.

404 Lesmian, “[List] Do Z. Przesmyckiego,” pp. 340-341.

405 Researchers try to guess which work was meant to replace “The Witch” in Old
Polish Fairy Tales as it was finally published posthumously. According to Wactaw
Lewandowski, most probable was a fairy tale-like novella, Biatocha, published in
1915 in the journal Mys] Polska (Jakub Mortkowicz was its editor-in-chief), Vols. 1-2,
pp- 157-175. It appeared under the pseudonym Jerzy Ziembotowski. Lewandowski
also put forth the hypothesis that Mortkowicz also found Biafocha unacceptable
- saturated as it is with eroticism - and, as a result, insisted that it be replaced by
“Podlasiak” [an oak ghost]. Edward Boniecki supports this thesis in his Archaiczny
Swiat Bolestawa Lesmiana, p. 61. When “The Witch” was finally published, years after
Le$mian’s death, it had been cut by three passages of undetermined length.

406 “‘The Witch' is very strong, and has scenes that are surprisingly simple and at the same
time extraordinary” [Le$smian, “[List] Do Z. Przesmyckiego,” pp. 338-339].

407 Le$mian, “[List] Do Z. Przesmyckiego,” p. 338.
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in works by Gogol, Hoffmann and Poe.*® The first of these literary contexts
proved decisive in the case of “The Witch”

The text contains numerous references to Gogol’s The Viy that include elem-
ents of the grotesque. The most fundamental and significant intertextual relation
between the two works under study has a genre character. The Viy, according
to its author’s account, was inspired by a folk klechda.”” Le$mian’s text, corre-
spondingly, was written to be included in a volume with the word klechdy in its
title, which should be treated as a generic indication that not only determines
the direction in the interpretation and but also defines the plane on which the
grotesque appears. This genre, located at the border between folklore and liter-
ature, is sometimes termed a folk tale stemming from customs, beliefs or, more
broadly, a cultural tradition from a given region. Klechda - in one of its vari-
ants — can be a story about the legendary past in a region, a partially historical,
partially fantastic story about heroes. The model of the genre also assumes that
such a work describes extraordinary events and presents aspects unusual to that
landscape in which the action of the work is set. While maintaining similari-
ties with a fairy tale (consisting of mutual themes and motifs), the klechda dif-
fers from it vastly by strongly emphasized relations with social and moral norms
within a given region.*' This is the reason why the presence of grotesque motifs
in literary texts called klechdy determines the fact that one layer to which this
grotesqueness should be referred to during interpretation is the layer of social
relations in the world that the work presents. It turns out, therefore, that in the
case of Gogol’s The Viy and Le$mian’s “The Witch,” the introduction of grotesque
elements contributes to a diagnosis of mechanisms governing interpersonal re-
lations and social life. Fantastic motifs contained in both of these klechdy have
been subjected to disillusion, allowing each author in turn to reveal ambiguity
and irrationality in motivations backing the actions of the characters.

408 Le$mian adds: “Most importantly, Mortkowicz perceives klechdy as common folk
tales” [“[List] Do Z. Przesmyckiego,” p. 338].

409 Gogol added the following note to the work: “The ‘Viy’ is a monstrous creation of
popular fancy. It is the name which the inhabitants of Little Russia give to the king of
the gnomes, whose eyelashes reach to the ground. The following story is a specimen of
such folk-lore. I have made no alterations, but reproduce it in the same simple form in
which I heard it” [Nikolai Gogol, The Viy (The University of Adelaide, 2014), https://
ebooks.adelaide.edu.au/g/gogol/nikolai/g61v/, last accessed 12.08.2019].

410 Janusz Stawinski, ed., Stownik terminow literackich (Wroclaw: Zaklad Narodowy im.
Ossolinskich, 1988), p. 223.


https://ebooks.adelaide.edu.au/g/gogol/nikolai/g61v/
https://ebooks.adelaide.edu.au/g/gogol/nikolai/g61v/
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Grotesque embarrassment

Gogol’s work, saturated with elements of the grotesque, is a story about the ini-
tiation of Thomas Brutus into the experience of time, understood in this context
as a male experience of female old age. In turn, Lesmian’s “The Witch” is a story
about the head of a commune who has succumbed to an erotic temptation of
an old woman named Barttomiejowa. She is considered by locals to be a witch.
In both Gogol’s work and Le$mian’s folktale, the heroines — presented as half-
demonic creatures — perform an analogous function to the one known from the
Pushkin poem mentioned above. For the male protagonists, contact with them
is an initiation into an infernal experience of nature saturated with eroticism.
This is supported by the parodist-grotesque use of a narrative convention known
from ancient times and based on the idea of a test, which is present in the Ancient
Greek version of the adventure novel, for example, and the medieval-knight tale
and the Baroque novel, as well as in many nineteenth-century prose works.*"!

In Gogol's The Viy, this test consists of the fact that the protagonist, Thomas
Brutus, a philosophy student, is inclined to laziness, lies, arrogance, theft,
excesses and needless cruelty to non-humans*'? - his behavior, therefore, is far
from an attitude that might be described as a “love of wisdom” when he meets a
witch (“one who knows,” etymologically). The old woman (who later turns out
to be an extremely beautiful, wealthy daughter of one of the richest colonels in
the Kiev region, who is capable of magical bodily transformation) decides to test
the stability of his feelings. She provides Thomas and his companions a place
to stay overnight, in order - in the form of a lustful old woman - to seduce the
reckless young man.*?* She is beaten severely by Thomas. Lying on her deathbed

411 For the compositional idea of the test in organizing plot in the novel, see: Mikhail
Bakhtin, “Time and Chronotope in the Novel,” in: The Dialogic Imagination: Four
Essays, ed. Michael Holquist (Austin: University of Texas Press, 1981), pp. 84-258.
This tradition is also vivid in the twentieth-century prose.

412 This applies also to the theologian and the rhetorician described in the story. Their
characters were constructed on the basis of the synecdoche principle, meaning they
must be treated as representative. The philosopher, the theologian and the rhetori-
cian - adepts of specific professions — are at the same time representatives of people
practicing those professions. Based on the principle of contrast, the structure of the
entire story permits one to conclude about the relation between them and the subject
of the work. Wide-ranging criticism prevails here.

413 “Then the low door opened, and the old woman came crouching into the stall./ ‘Well,
mother, what do you want here?’ asked the philosopher./ She made no answer, but
came with out-stretched arms towards him./ The philosopher shrank back; but she
still approached, as though she wished to lay hold of him. A terrible fright seized him,
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in her father’s house, the witch — now in the form of a beauty - states her last
wish, which is that the young philosopher accompanies her faithfully through
the final transformation, namely, that he watches over her and prays alone over
her dead, yet still tempting, body for three days. Thomas fulfils her wish, not of
his own will, sense of duty or moral imperative, but by the rector’s order, and
first turns grey and dies of fear - in other words, he undergoes bodily metamor-
phosis, experiencing an initiation not into cultural meanders he was to explore
as a philosophy student, but into knowledge of nature and the passage of time
(decisive in the instability of relations between men and women, and the passing
of physical beauty). He also experiences — through his own body - the truth of
the finiteness of human life. Cognition of the protagonist’s experiences (having
little to do with the school’s philosophical education, in which simple folk pre-
sented in the work firmly believe) turns out to be unbearable for him. As a result,
this initiation becomes the principal penalty for the male protagonist.

In turn, in Le$mian’s klechda, this transformation of the male protagonist
is not definitive, but is associated - analogical with Gogol’s short story — with
putting the man to the test through his contact with a witch. Importantly, the man
- defined by a significant anthroponym, the Commune Head (W4jt) - builds his
identity based on his social function. By succumbing to temptation and engaging
in an affair with old Barttomiejowa, this married public servant, appreciated in
the region for his dignity and seriousness, as a result of events occurring at the
level of narration that he does not feel he perpetrated and that he describes as
the result of the magical effect of lovage and water hemlock (which the witch
gives him) — seems “stripped of his office,” disgraced in the eyes of his neighbors,

for he saw the old hag’s eyes sparkle in an extraordinary way. ‘Away with you, old
witch, away with you!” he shouted. But she still stretched her hands after him” [Gogol,
The Viy].

The English translation lacks the following passage: “«9re-re! — mogyman ¢pumocod.
- TombKo HeT, ronybyuika! ycrapena». OH OTOGBMHY/ICS HEMHOTO IIOfaIblIle, HO
cTapyxa, 6e3 IjepeMOHNM, OILATD MOfoLUIa K HeMy. — Cryuait, 6abycs! — ckasan
¢bunocod, — Terepp MOCT; a s TAKON YeTOBEK, UTO U 32 THICAYY 30JI0TBIX He 3aX0Uy
ockopomuThbeA. Ho cTapyxa paspgsurana pyKy 1 JTOBWIA €TO, He TOBOPA HM C/IOBA.”
[“»Ha, ha! - thought the philosopher — Not so fast my love, you are too old!«. He
stepped back into the corner, but the old woman approached him without further
ado. - Listen, granny! - said the philosopher. - We are fasting today, and I wouldn’t
break it even for a thousand chervonets [gold coins]”] [Hukonait Toronp [Nikolai
Gogol], “Buit,” in: Beuepa na xymope 6nu3 Jukanoku. Mupeopoo, ITemepOypeckue
nosecmu (Mocksa: OJIMA-ITPECC O6pasosanue, 2006), p. 268; http://az.lib.ru/g/
gogolx_n_w/text_0050.shtml, last accessed 12.08.2019].


http://az.lib.ru/g/gogolx_n_w/text_0050.shtml
http://az.lib.ru/g/gogolx_n_w/text_0050.shtml
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“the head of the commune, who ceased to be the head of the commune”*"* The
allegory of this grotesque transformation of and resultant incompatibility of the
“ideal” self to the “real” self becomes the motif of a scarecrow, which appears
twice in the work: a headless pole with a cap full of holes on top. The confron-
tation of this allegorical image with the new condition of the Commune Head
leads to the conclusion that the social identity of the male protagonist, prone to
irrational stunts, is a facade and is subject to ridicule - in a Gogolian spirit. The
hero’s ideal “self” undergoes a grotesque reduction to this outfit and the static
position it maintains.

In both works, the female characters presented as witches play structural
roles that for some reason are similar and from other reason differ from those in
Pushkin’s epic poem. They are — as in “Ruslan and Lyudmila” - the embodiment
of the hell of nature, and at the same time are introduced into the texts to probe
the identity of the male protagonists, to bring into question their self-control
and initiate a transformation with social consequences, which do not correspond
with the protagonists’ expectations — on the contrary, they are exposed and gro-
tesquely embarrassed. As a result, the Romantic hell understood metaphorically
(in Gogol’s approach) and neo-Romantically (in Lesmian’s work) is subject to
dislocation; it turns out that it does not have a transcendent character, but a ter-
restrial one — physical and social.

Grotesque reconstruction of the stereotype of femininity

Both in Gogol’s The Viy and in Le§mian’s klechda, the grotesque description of
the witches appears to be a reconstruction of the stereotype of femininity. This
stereotype is well-established in Slavic demonology and the literary tradition.
The female protagonists of both texts become active at night (when the “half-
moon shone pale and high in the sky”)*"* and are portrayed as the embodiment
of unbridled energy that discharges in spite of moral norms. In Gogols text, the
witch sits on Thomas as on a steed galloping over the steppe madly and freely.
In Le$mian’s work, the heroine initially resembles a grotesque, sky “hurried

»

414 Le$mian, “Wiedzma,” p. 122 [“odarty z urzedu,” “wojt, ktory przestat by¢ wéjtem”]. The
Commune Head says: “‘T am not a godly man, he says, ‘nor a farmer, but a nameless
creature who awaits an anthroponym from someone with fear and with dread” [“Anim
ja czlek bozy — méwi, ani wdjt, ani gospodarz, jedno stworzenie bezimienne, ktére z
lgkiem i zgroza nazwy wlasnej od kogos wyczekuje”] [Lesmian, “WiedZzma,” p. 122].

415 Gogol, The Viy.
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and deliberate movement, unsuitable for the place and not justified by human
reason.*!¢

Moreover, each of the female characters is equipped with almost all the
attributes known from Slavic demonology, from her physical appearance and
behavior (both witches initially appear as elderly and sexually demanding), as
well as psychical properties (neither recognizes the rules of community life: the
female protagonist of The Viy does not marry, engaging in affairs that degrade
her social position,”” and the protagonist of “The Witch” attempts to seduce a
married man and roams the sky, instead of working), including the props (in
Gogol there is a broom used by the old woman to beat Thomas’s sides as if he was
a horse lashed with a whip; in Lesmian, Barttomiejowa uses a shovel to fly). None
of these items is used for work by the witches, though they could win greater
favor in the community by doing a specific job. In addition, Bartlomiejowa is
accompanied by a black cat, while the heroine of The Viy is characterized by “the
agility of a cat”*®

Also, the way the female protagonists appear and the space (at a distance from
the village) in which they were presented in the prose of Gogol and Le$mian
indicate the existence of references to conventional representation of witches in
Slavic demonology, which is characterized by fantastic uncanniness in a given
story. Women, through meaningful comparisons used in the descriptive layer
(as in Le$mian) or thanks to literary images of rushing through immensity (as
in Gogol), appear as grotesque personifications of the element of air, difficult
to control and associated in our cultural circle with infinity, divinity and the
cosmic energy of life, perceived as an intermediary sphere between heaven and
earth as well as a symbol of excess, unpredictability, lack of restriction, striving

416 Lesmian, “WiedZma,” p. 112 [“ruch pospieszny i celowy, ani z miejscem niezgodny,
ani w rozsadku ludzkim nie majacy Zadnego uzasadnienia”].

417 “Is it true;” said a young shepherd, “is it true — though I cannot understand it - that
our young mistress had traffic with evil spirits?:”/ “Who, the young lady?” answered
Dorosch, whose acquaintance the philosopher had already made in the kibitka.
“Yes, she was a regular witch! I can swear that she was a witch!”/ “Hold your tongue,
Dorosch!” exclaimed another - the one who, during the journey, had played the part
of a consoler. “We have nothing to do with that. May God be merciful to her! One
ought not to talk of such things”/ But Dorosch was not at all inclined to be silent; he
had just visited the wine-cellar with the steward on important business, and having
stooped two or three times over one or two casks, he had returned in a very cheerful
and loquacious mood./ “Why do you ask me to be silent?” he answered. “She has
ridden on my own shoulders, I swear she has” [Gogol, The Viy].

418 Gogol, The Viy.
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for freedom and, ultimately, liberation from human limitations. For example,

Le$mians female protagonist is called “an airy woman,”**® she is recalled as a

“nocturnal flying squirrel, unaware of her own monstrosity;** “a furious flying
woman,”**! playing around “in heavens with hair blowing in the wind and a flut-
tering white shirt, that is like a fiery wind against the helpless sapphire back-
ground, like a snowstorm, frightened by the whirling of her own folds, as if those
sapphires needed a snowstorm in December to be happy.**

A significant change that takes place in the two klechdy by Gogol and Le$mian in
relation to Pushkin’s work lies in the fact that the male characters have an ambivalent
attitude towards the female protagonists. On one hand, it can be very negative, filled
with disgust and the greatest contempt. Thomas Brutus considers the advances of
the old woman: “Not so fast, my love, you are too old”*** And the Commune Head

threatens:

I cannot allow any random woman to trash the same air belonging to honest people with
her body. I must teach her order and bring her to her senses. / I am surprised that the
weary flesh of the possessed woman hasn't fallen off her old bones like plaster shed from
a wall, in such cold! [...] She forced herself on the sky like - to put it bluntly - a pig let
loose a wide-open church. The sky suits her like a rosary around the devil’s neck. If at
least she were a beautiful virgin in the sky - but she is old and rotting in the flanks, but
still wants to appear in the night sky before people!**

419 Le$mian, “Wiedzma,” p. 117 [“babg upowietrzong”].

420 Lesmian, “Wiedzma,” p. 119 [“polatuche nocna, wlasnej potwornosci nieswiadomg™].

421 Le$mian, “WiedZzma,” p. 118 [“zacietrzewiona w swym locie bab¢”].

422 Le$mian, “Wiedzma,” p. 112 [“po niebiosach z rozpuszczonymi na wiatr wlosami i
powiewa bialg koszulg, ktéra na bezbronnym tle szafiréw wichrzy sie ogoniasto, niby
jaka$ $niezyca, furkotem wlasnych fald sptoszona, jakby wiasnie tym szafirom takiej
tylko $niezycy w grudniu dla zupetnego zadowolenia zbraklo”].

In his translation of The Viy into Polish, Jerzy Wyszomirski emphasised the —
already present — association between the witch and air. In the Polish translation,
Thomas calls the old woman “an aired witch” and a “witch-flyer” [Nikolai Gogol, “Wij,”
in: Opowiadania (Warszawa: Czytelnik, 1984), pp. 94, 69], while in the original the
following phrasing occurs: “npoxsrtas Benbma” [“the damned witch”] or “Benpma”
[“the witch”] without the epithet [Gogol, “Wij,” 2006, pp. 269, 295].

423 “Tonbko Hert, rony6yuika! ycrapena” [Gogol, “Wij,” 2006, p. 268].

424 Le$mian, “WiedZma,” pp. 116, 117 [“Nie moge pozwoli¢ na to, aby pierwsza lepsza baba
swym cielskiem byle jakim za$miecala powietrze, ludziom uczciwym przynalezne.
Musze ja porzadku nauczy¢ i do opamietania sie powotaé!”; “Ze tez dotad jeszcze
babie opg¢tanej zmudne cielsko na mrozie od kosci starych, jak tynk od $ciany, nie
poodpadalo! [...] Wsciubita si¢ do nieba bez pytania, jak, nie przymierzajac, $winia do
rozwartego na oéciez kosciota. Tak jej z tym niebem do twarzy, jak diabtu z rézancem
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This description of the witch has strictly grotesque comparisons: discrediting, ani-
mistic, objectifying and connected with the sphere of profanum (contrasted to the
uplifting sphere of sacrum). There is also visibly discredits the character because
of her age and lack of both virginity and youthful beauty. Barttomiejowa’s body is
described with augmentative forms: it is called a “body” [cielsko]. The Commune
Head associates the witch’s behavior with shamelessness, immodesty and posses-
sion, and comparisons used in the text indicate demonization of the character (“The
sky suits her like a rosary around the devil’s neck”).***

On the other hand, the attitudes of the male protagonists to the witches - despite
fear and contempt they manifest towards those women (the Commune Head, for
example, spits when he sees Bartlomiejowa) — borders on fascination:

The perspiration flowed from him in streams; he experienced simultaneously a strange
feeling of oppression and delight in all his being. Often he felt as though he had no longer a
heart.**

The charm that emanated from the old woman increased even more when he saw that her legs
just want to dance, as two dogs, freed from chains.*”’

Moreover, in comparisons present in Lesmian’s text, the attributes of the witch
appear nearly as royal insignia: “Her stiffened shirt sparkled decoratively with
pieces of diamonds of the attached frost, and the shovel, thickly covered with
dense frost, shone like a scepter, forged from matt silver and quite unreal...”**

na szyi. I gdyby przynajmniej krasa dziewicza mogta sie na wysokosciach poszczycic,
ale zgrzybiale to i juz po brzegach murszy, a jeszcze chce si¢ oczom ludzkim z takiego
posterunku po nocy ukazywac!”].

“He jumped to her impulsively and caught her firmly by the throat, which narrowed
and lengthened in his grip./ “Wait, traitor!” he called, looking in her eyes. T will beat
you up for shameless rides of yours across the sky!” [“Podskoczyt ku niej skwapliwie i
dfonig wprawna ulapit co predzej za gardto, ktére mu w rekach zwezilo sie i wydluzyto
jednocze$nie./ — Poczekaj-no, psiawelno! — zawotal, do oczu jej zazierajac. - Wytataruje
ci skore za te twoja jazde bezwstydna po niebie!”] [Le$mian, “WiedZzma,” p. 117].

425 Le$mian, “Wiedzma,” p. 117 [“Tak jej z tym niebem do twarzy — mysli wojt — jak diabtu
z rézancem na szyi’|.

426 Gogol, The Viy, my emphasis.

427 Le$mian, “WiedZma,” p. 124, my emphasis [“Czar, ktéry szedl na# od staruchy
zwigkszyl sig jeszcze, gdy ujrzal jak sig jej nogi do tarica rwg, niby dwa psy, z tancucha
spuszczone”].

428 Le$mian, “WiedZzma,” p. 119, my emphasis [“Jej zesztywniala koszula skrzyta sie,
wzorzy$cie diamentowymi pstrocinami czepliwego szronu, a fopata, zgestnialym
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In turn, in The Viy, the experience of ambivalence — tremendum et fascinans
- is manifested in expressions of an oxymoronic character:

Sympathy, and a strange feeling of excitement, and a hitherto unknown fear overpow-
ered him [Thomas]. [...] / He approached the bier, looked nervously at the face of the
dead girl, could not help shuddering slightly, and involuntarily closed his eyes. What ter-
rible and extraordinary beauty! [...] And in truth there was something terrible about the
beauty of the dead girl. Perhaps she would not have inspired so much fear had she been
less beautiful; but there was nothing ghastly or deathlike in the face, which wore rather
an expression of life, and it seemed to the philosopher as though she were watching him
from under her closed eyelids.*”

I want to emphasize that both female protagonists appear to the men as old then
alternatively as energetic and young. “‘Is she really an old woman?*** Thomas
wonders; “She is not as old as it seems from a distance,” says the Commune
Head.*!

For the majority of secondary characters — in keeping with a world view char-
acteristic of folklore — witches are perceived as women who derive satisfaction
from harming others, set traps for helpless men, fooling them and even depriving
them of their masculinity. In Le$mian’s folktale, common people believe
Bartlomiejowa appears in an animal form (as a female dog) and makes chil-
dren cry,** disrupts the normal course of atmospheric phenomena by sending
drought (“She has captured rain in a new clay pot, wrapped it in a cloth and hid
the pot on a stove”**). However, in the Gogol work, the witch is said not only to
have a “little tail”*** but also to appear in animal form - as a dog that catches chil-
dren by their throats and drinks blood, biting the wives of honest men, or riding

mrozem suto omszona, jasniata niby berlo, z matowego srebra wykute i zgola
nierzeczywiste...”].

429 Gogol, The Viy, my emphasis. Thomas Brutus, when under the influence of the witch,
cannot distinguish the sound of the wind from music, while Lesmian’s protagonist
indulges in a mad dance with old Barttomiejowa that gives him an experience of
lightness he had never known.

430 Gogol, The Viy. In the original text: “Touno 5 ato crapyxa?” [“is she really an old
woman?”] [Gogol, “Wij;” 2006, p. 270].

431 Le$mian, “WiedZzma,” p. 135 [“Nie taka ona jeszcze stara, jak si¢ z daleka wydaje”].

432 Le$mian, “WiedZzma,” p. 115 [Nasyla “plaksy na dzieci’].

433 Le$mian, “WiedZma,” p. 116 [“deszcz w nowym glinianym garnku uwiezila i ptachta
owingwszy, na piecu garnek ukryla”]. In addition, the protagonist of Lesmian’s klechda
is not shy, but is shameless and “flirts persistently” [“natarczywe umizgi’] [Le$mian,
“Wiedzma,” p 123].

434 Gogol, The Viy.
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men like horses, stealing various objects from them (such as a pipe or a cap), and
finally cutting off girls’ braids and sucking the life out of them.**

By revealing the ability to undergo a fantastic-grotesque metamorphosis, these
stereotypically depicted witches embody the savagery of nature that opposes civili-
zation and morality, which are treated as its denial.

Grotesque disillusion and social roles

The witches from the works under study live despite socially accepted moral norms;
their behavior undermines adopted rules, introducing chaos and establishing a
“world d rebour;” and they are perceived by the male protagonists as the embodi-
ment of destructive and erotically captivating power.** They inspire fear in the male
characters for at least two reasons. First — as in Gogol's The Viy — they make the
hero aware of his own mortality; second, contact with them (in both texts) is asso-
ciated with the risk of degradation in the social hierarchy and the loss of functions
of prestige held in the community: “People will know;” thinks the Commune Head,
afraid he might lose his office, “and may even take the post of the commune head

from me”*’

He expected [...] with desperate remains of reason held on to just in case, that his
excesses and deviations from duty and his office would finally catch the eye of divine
providence in the relevant authorities. And he knew that such authority does not inquire
about lovage and cicuta, but considers as facts only their wicked effects, and decides on
the basis of those facts.**

435 Gogol, The Viy.

436 For Romantic-era phantasms of demonic femininity, see: Wioletta Wenerska,
“Czarownice - mistrzynie kreacji $wiata na opak,” in: Romantyczne fantazmaty demon-
icznej kobiecosci (Torun: Wydawnictwo Adam Marszalek, 2011), pp. 45-109.

437 Le$mian, “Wiedzma,” p. 136 [“Dowiedza si¢ ludzie — my$li wéjt zatrwozony utrata
urzedu - i moze nawet wojtostwa mnie pozbawig”].

438 Le$mian, “Wiedzma,” pp. 150-151 [“Przewidywat [...] rozpaczliwg resztka zachow-
anego na wszelki wypadek rozumu, Ze te jego wybryki i uskoki od obowigzku i stuzby
nie ujdg w koncu opatrznosciowego oka wladzy odnosne;j. A wiedzial, ze wladza owa
o zadne lubczyki i duryje nie pyta, jeno ich skutki wystepne, jako strong faktyczna,
bierze $ciéle pod uwage i na mocy tych faktow rozstrzyga’].

“It even seemed to him [the Commune Head] that he is an outside witness, a type
of a dead pole, far from the case as it continued, who only on occasion up holds the
board with Commune Head written on it, and underneath it there is total absence
of the men mentioned above” [“Wydawalo mu si¢ nawet, ze jest postronnym i od
toczacej si¢ sprawy dalekim rodzajem martwego stupca, na ktérym jeno od parady
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As with the Commune Head, who in moments of crisis sees himself as a parody
of the commune-head role, Thomas Brutus in relation to “the one who knows”
becomes not a philosopher but a parodist-grotesque negative of attitudes associated
with representatives of that profession.

A grotesque exposition of sources for the aforementioned fear is among the
basic mechanisms of disillusion in the vital stereotype of femininity occurring in
these texts. In The Viy, expressions of this fear include the female phantasm of a

living corpse presented in a macabre-grotesque convention, at times even com-
ically.**® This should be seen as an allegory of terror of the destructive forces of

439

sterczy tablica z napisem Wojt, a pod nig zupeina nieobecno$¢ wzmiankowanego w
naglowku cztowieka”] [Le$mian, “Wiedzma,” pp. 140-141].

The theme mentioned above of a “living corpse” present in Slavic oral tales told by
the common people and in medieval literature and iconography (the most drastic
representation of the theme is transi: the image of a decomposing dead body that
chases people), which gained high popularity in Russian literature in 1820-1840
due to increased interest in folklore, and as a result of the reception of the English
horror novel and reading of German Romantic ballads. In Polish literature, consid-
erably more popular was the motif of a “virgin corpse” (which had appeared already
in antiquity, for example, in the long poem “Copa” believed to be written by Virgil
and in a scene in Petronius’s Satyricon, which then returned with increased force
in the Middle Ages, for example, in a collection of Latin tales from the early four-
teenth century, in “Exemplum, quod debemus relinquere mundum” included in Gesta
Romanorum, and in the liturgical works Promptuarium exemplorum, Scala Celi and
Bromyard’s Summa Praedicantium). It appears in seventeenth-century literature, for
example, in the works of Father Kuligowski who, inspired by Frangois de Rosset’s Les
Histoires tragiques de notre temps, published in Demokryt chrzescijariski a story enti-
tled “A horrifying example of God’s punishment of the lustful” [“Straszny przyktad
kary bozej nad lubieznymi”]. It then returns in Romanticism, for example in Cyprian
Norwid’s “Fantasy” [“Marzenie”], Michat Czajkowski’s novella “Swatanie Zaporozca”
[“Matchmaking of Zaporozhets”], Konstanty Gaszynski’s tale Czarna tanecznica
[Black Dancer], and it receives many actualizations in neoromantic literature. Gesta
Romanorum (Manchester: Manchester University Press, 2018); Johannes Bromiardus,
Summa Praedicantium, Vol 2 (Miinchen: Bayerische Staatsbibliothek, 1586); Francois
de Rosset, Les Histoires mémorables et tragiques de ce temps, ed. Anne de Vaucher Gravili
(Paris: Librairie générale francaise, 1994); Ignacy Kuligowski, Demokryt smieszny albo
smiech Demokryta Chrzescijatiskiego z tego Swiata na trzy czesci zycia ludzkiego podziel-
ony (Vilna: Societas Jesu, 1699); Cyprian Norwid, “Marzenie (Fantazja),” in: Dziela
Cyprjana Norwida, ed. Tadeusz Pini (Warszawa: Spotka Wydawnicza “Parnas Polski,”
1934), pp. 12-13; Michal Czajkowski, “Swatanie Zaporozca,” in: Pisma Michata
Czajkowskiego, Vol 3: Powiesci kozackie i gawedy (Leipzig: FA. Brockhaus, 1863),
pp. 3-11. See: Julian Krzyzanowski, “Dziewica - trup. Z motywéw makabrycznych w
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nature. This fantastic theme is also subjected to disillusion. It is determined, first,
by the only footnote in the text, in which the author renounces responsibility for
the content and presents the story of Thomas Brutus as the faithful repetition
of a folktale.**® Second, disillusion is supported by introduction of the allegor-
ical figure of Viy, the terrible king of the gnomes, referred to in this case as a
“popular fancy of the inhabitants of Little Russia” and characterized grotesquely
as a monster with a face of iron and “eyelids of enormous length”*! The story-
line associated with helping the monster to open his eyes (enabling him to iden-
tify Thomas Brutus as the culprit in the death of the beautiful daughter of the
wealthy Cossack) appears to be an allegory of recognition of a criminal, learning
about the hell of nature identified with the principal punishment and forcing the
reader, above all, to treat the stereotype of femininity presented in the text lightly
and to see in it a manifestation of social exclusion. Finally, the introduction of
the character of a grey-haired Cossack into the story, acting as a wise man, plays
a disillusioning role. When listening to fantastic stories from the simple people,
he states with indifference: “Every old woman is a witch?**

In turn, in Le$mian’s “The Witch,” the fear of temptation, with which a woman
who refuses to abide by the approved social role is associated, appears in the
description of the heroine who grotesquely exists at the border of the world and
the afterlife (described as someone who “cannot die” although she was supposed
to have done so long ago*). At the same time, the literary text names the reason
for its stereotypical approach to the character: “she loves only to love and to go

literaturze polskiej;” in: Paralele. Studia poréwnawcze z pogranicza literatury i folkloru
(Warszawa: Panstwowy Instytut Wydawniczy, 1961), pp. 524-538.

440 Gogol, The Viy.

441 Gogol, The Viy.

442 Gogol, The Viy, my emphasis. In the original: “Korga ctapa 6a6a, To u Begpma” [Gogol,
“Wij,” 2006, p. 275].

It is repeated in the ending of the story by the philosopher Tiberius Gorobetz: “I
know why he perished, [...] because he was afraid. If he had not feared her, the witch
could have done nothing to him. One ought to cross oneself incessantly and spit
exactly on her tail, and then not the least harm can happen. I know all about it, for here,
in Kieff, all old women in the market-place are witches” [Gogol, The Viy]. In the orig-
inal: “~ A s 3Ha0, IOYeMy IIPOIIAJI OH: OTTOTrO, YTO MO6GOsNCA. A ecru 6bI He HosCcH,
TO GBI BefibMa HIUYETO He MOIJIA C HUM Ce/arh. Hy>KHO TOIBKO, [epeKpeCTHUBILINCD,
IUTIOHY Th Ha CaMblil XBOCT €11, TO 1 Hudero He Oyzier. 5] sHato yske Bce a10. Bentb y Hac
B KueBe Bce 6abbl, koTOpble cUAAT Ha 6asape, - Bce BebMmbl [Gogol, “Wij,” 2006,
p. 289].

443 Le$mian, “WiedZma,” p. 144 [“skona¢ nie moze”].
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mad like a witch from love”*** In this text, the disillusion is less radical than in
Gogol's work, and consists of revealing the association of stereotypes of femi-
ninity with social roles. The community present in the presented world does not
see witches in women who are wives, as they forego “all knowledge” thanks to
prayer and work at home.*** Jedrzejowa is not stigmatized in this way either. She
leads an acceptable and godly life of a rural healer or witch doctor [znachorkal,
quietly raising an illegitimate son on her own in fear that he would judge her if
told that his mother took her knowledge from a witch.

The effect of disillusion reached in these klechdy through the grotesque per-
mitted by both authors — Gogol to a greater extent and Le$mian to a lesser
one - to set forth problems concerning social roles, regarded for centuries in the
opinio communis as right and indisputable. Particularly Gogol in The Viy gave
testimony to modern views on the feminine issue, going far beyond conventions
of his era.**® Thanks to techniques mentioned above, the reader can see from a
different perspective (thus think more empathically) the condition of women
whose lifestyle was perceived for centuries as invaluable by the community.

444 Le$mian, “WiedZma,” p. 147 [“kocha, byle tylko kocha¢ i od kochania szaleje po
wiedZzmowemu”].

445 Le$mian, “WiedZzma,” pp. 148 and 168 [“wszelkiej wiedzy”].

446 This was also articulated in correspondence with friends. In a letter from 1846,
published under the title ““Kenimuna B cBere” [“A woman in the world”] in his
Cobpanue couunenuii, Vol. 6: Cmamou (Moscow: Xyno)KecTBeHHas TUTEPATYPa,
1978), pp. 191-195. Gogol appreciated femininity, without completely idealizing
it, he expressed the conviction that intelligent women enable revival in society. In
turn, in an early article “XKenumna” (“Woman,” 1831), he idealized femininity, by
describing it as the “language of Gods” and “poetry” He also opposed the enslave-
ment of women: “IlocMOTpM Ha POCKOLIHBIX IEPCOB: OHU HEPEPONVIN CBOUX
JKEHINVH B PabbIHb, I UTO >Ke? MM HeJOCTYIIHO YYBCTBO USSIIIHOTO - GeCKOHEYH
oe Mope AyxoBHbIX HactaxpgeHnit” [“Look at the Persians indulging in luxury, who
turned their women into slaves. What came out of it? They lost their intuition for
grace — an unlimited sea of spiritual pleasures”] [Hukomnait Bacunbesuy Toronb
[Nikolai Gogol], “’Keniunna,” in: ITonxoe cobparue couuneruti u nucem 8 23 momax.,
Vol. 3: (Mocksa: VMzgatenbctBo «Hayka», 2009), p. 9. I would like to thank Mr. Piotr
Mitzner for drawing my attention to this biographical context.
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Metaphorical and parodistic-apocryphal transformations (forms of
kaliki perekhozhie: Yesenin — Gorodetsky — Lesmian)

Common cultural traditions?

Having read many books on Le$mian (including Rochelle Heller-Stone’s pi-
oneering Lesmian: The Poet and His Poetry,*” which situates Le$mian in the
circle of inspiration of Russian symbolism), I have reached the conclusion
that the question of literary relations between the works of Lesmian, Sergey
Gorodetsky**® and Sergei Yesenin remains open. Julian Przybo$ was the first to
compare the works of Yesenin and Le$mian in his polemical text “Poeci zywiotu.

447 Heller-Stone, Bolestaw Lesmian.

448 Shortly after the publication of Sergey Gorodetsky’s debut collection of poems, Apo
[The Ravine] in December 1906, Sergey Gorodetsky — the Russian poet born in 1884 in
St. Petersburg, son of a writer-ethnographer and art lover — Alexander Blok published
the text “O mupusme” [“About Lyrics”] in the periodical Golden Fleece (Gorodetsky
also published in this journal, which that same year published Le$mian’s poem
“Songs of Vasilisa the Wisest”). In his essay, Blok presented Gorodetsky as equal to
the most acclaimed masters of contemporary Russian poetry. At the time of his debut,
Gorodetsky was perceived as a revelation in the poetic environment not only by Blok
but also by other symbolists. The debut volume, which made him a favorite in St.
Petersburg salons, was a testimony to the author’s interest in native folklore, including
skazki [an epic fairy tale known from folklore and literature] and stariny [bylinas,
epic songs]. More, see: Cemen Mammnnckuit [Semen Maszinskij], “Cepreit fopogmerik
mit,” in: Cepreit [opomewkuit [Sergey Gorodetsky], M36pantvie npoussederust, Vol. 1
(MockBa: XynoxxecTBeHHast nuteparypa, 1987), p. 5. The admiration of other poets
and readers was particularly inspired by numerous references to Slavic mythology.
Gorodetsky wrote that he inherited his interest in antiquity from his father. He stated
that it was for this reason, and due to life spent in the countryside, that his pagan
poems were influenced by observations of village plays for children: “Crpemnenne k
apeBHOCTH — myican [OpOfeLKIil B OfHOI U3 PAHHUX CBOMX aBTOOMOrpadmyecknx
3aMeTOK, — S yHac/efoBan oT oTia. Ha 3Toil 110YBe, [0J BIleYaT/IeHUeM [lepeBeHC
KOJ1 )KM3HU, BOSHUKIIM MOY SI3bIY€CKIE CTVX), OCHOBAaHHbIE Ha HAOTIOfICHNAX Haf
urpamu gepeBeHcKux gereit,” quoted from: Cemen MammHckuit [Semen Maszinskij],
“Cepreit Topomenkuit,” in: Cepreit Topopenknit [Sergey Gorodetsky], /36parnuie
npouseedenus, Vol. 1 (Mocksa: XynoskecTBeHHas IuTeparypa, 1987), p. 9. See: Cepreit
Topopenkuit [Sergey Gorodetsky], “Aps,” in: M3bpannvie npoussedenus, Vol. 1
(MockBa: XynoxecTBeHHast muteparypa, 1987), pp. 49-151. Gorodetsky’s collection
The Ravine, published in December 1906, was dated 1907. For Gorodetsky’s poetry
(and his interest in Slavic issues) as an important stage on the way to “the revival
of the Russian soul and nationality;” see: Dmitry Filosofov and his essay “Tomy6as
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Sergiusz Jesienin i Bolestaw Lesmian” [“Poets of the Elements: Sergei Yesenin
and Bolestaw Le$mian”]. Przybos$ treated both authors as “autonomous and sep-
arate individualities” but did not see homology in their poetry in the form of
reference to a common tradition of kaliki perekhozhie [itinerant pilgrims who
performed songs and bylinas], which makes it possible to talk about the common
subject and issue in Yesenin's poem “Pilgrims” [lit. “Kaliki’] and Le$mian’s cycle
Piesni kalekujgce [Maimed songs] from the collection The Meadow.**

Relations between Gorodetsky and Yesenin seem much better recognized.
We know that they met in person in 1915 when Yesenin came to St. Petersburg
and began to socialize with the local literary milieu.**® Gorodetsky, however, had
already read Yesenins text “Pilgrims” from 1910, and it became an additional
artistic inspiration for him when he decided to turn in his poetic work to the
above-mentioned tradition of kaliki perekhozhie, and wrote the cycle of poems
Kaliki-kaleki.

In turn, the only evidence of literary relations between Gorodetsky’s
oeuvre and Le$mians work that has been noted by researchers and antholo-
gists is Gorodetsky’s translation of the Lesmian ballad “Whirlus and Twirlus”
(from The Meadow) published in the thirty-ninth issue (from 18 July 1935) of
Jlumepamypnas zasema [Literary Newspaper], which was dedicated to Polish lit-
erature.””! However, the oeuvres of the two authors manifest not only a filiation
in the oeuvres that led to the creation of the translation just mentioned, but also
other relations of a homologous nature. These are reflected in Gorodetsky’s cycle
Kaliki-kaleki, which was published in 1913 in the volume Msa [Willow] (and
comprised the following poems: “Otganne monogoctn” [“Giving Away Youth”],
“Bespyxuit” [“Handless”], “Pacctpura” [“The Cursed”], “Monk,” “Wolf;,” “Buit”
[“The Viy”], “The Wise Dead,” “ITecenka” [“Song”], and “IToer” [“Poet”]) and
Le$mian’s cycle Maimed songs, which included poems that would later appear

BecHa” [“Blue Spring”]: Imntpuit @unocodpos [Dmitry Filosofov], “Tony6as Becha,”
in: Cmapoe u nosoe (Mocksa: Vspgarenbcrso CpitHa, 1912), pp. 5-21.

449 Przybo$, “Poeci zywiolu,” pp. 8-9. Rochelle Heller-Stone translated the title of
Le$mian’s cycle Piesni kalekujgce as Maimed songs, which does not reflect the ambi-
guity of kaleki/kaliki. We are dealing here with a term, in which the meaning of two
words resonates: a cripple [kaleka] and a pilgrim [kalika].

450 Alexander Blok and Nikolai Klyuev also belonged to the milieu of St. Petersburg poets.

451 Tt is noteworthy that Gorodetsky also translated Lesmian’s poem “W polu” [“In the
field”] into Russian as “B mone”
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in the volume The Meadow (1920), such as: “Courtship,” “The Hunchback,” “The
Poor Cobbler;*2 “Hand™*** and “Zolnierz” [“Soldier”].

Traces of homology already appear in the titles of these cycles. The two authors,
by giving certain works similar titles, indicated to readers that the latter deal with
collections of texts that relate thematically and problematically and that form a
specific artistic whole. The title of the Gorodetsky cycle, Kaliki-kaleki — as with the
title of Yesenin's poem “Kaliki” — refers directly to the form of kaliki perekhozhie. In
turn, the title of LeSmian’s cycle Maimed songs alludes to a protagonist known from
Ruthenian tradition.

Kaliki/xanuxu (kaliki perekhozhie / xamiku nepexoxcue, kaleki perekhozhie /
kanéxu nepexocuue) is an ancient Ruthenian term that did not describe crippled,
lame men, but referred to wandering pilgrims who performed songs and byliny.
Besides, the characters of kaliki appear as secondary in byliny and folk epics.*** It
is most probable that the word derived from the Greek kaAiyiov or Latin caligae
words for shoes.** It referred to open, sandal-like footwear worn by religious
wanderers who traveled to Jerusalem. After completing their pilgrimage, they
gained utmost respect and were rewarded with alms that allowed them to sur-
vive. The word kalika (kanuxa, singular) thus gained connotations associated
with traveling with religious aims. It was also associated with the necessity of
supporting pilgrims with contributions, as in the case of the crippled and beg-
gars. Kaliki, on pilgrimages to Palestine and Greece, would meet other wanderers
who performed religious songs based on the themes from apocryphal tales. The

452 Bolestaw Lesmian, “The Poor Cobbler;” in: Marvellations: The Best-loved Poems: By
the most-read and best-selling Polish poet Boleslaw Lesmian, one of the greatest of all
time (New York: Prenumbra Publishing House 2017), pp. 49-51.

453 Bolestaw Le$mian, “Hand,” Tekstualia, No. 4 (43) (2015), p. 156.

454 I'want to emphasize that kaliki, in byliny, are not crippled elderly men but strong men.
The word kalika/xanixa also exists in the Ukrainian language. Presently, it includes
three meanings: the first relates to a crippled, flawed person; the second means a
pilgrim; and the third is a name for itinerant singers. Kaliki - in the late use of the
word - are wandering singers, elderly musician, an equivalent to the Ukrainian the
lirnyky, and in the earlier meaning — medieval pilgrims traveling to Constantinople
and the Holy Land, commoners who created special “teams” of oath-taking (ascetic
vows) pilgrims outside secular jurisdiction (hence the separateness of folklore).

455 In Latin, caligae is used for footwear (sandals, boots) worn by Roman legionnaires.
As a child, Caius Julius Caesar had the nickname Caligula (sandal, little boot) in the
army his father led.
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kaliki adopted this repertoire from them. Their lifestyles were then propagating
and consolidating the viability of ascetic ideals.**

Yesenin, Gorodetsky and Le$mian, in their poetic creations of kaliki perek-
hozhie, referred to the cultural image of these figures rather than to religious
poems performed by them.

The three poets’ kaliki as protagonist or collective subject

Sergei Yesenin, the author of the first of the poems under study (“Pilgrims,’
1910), was intently interested in chastushka®” and skazki.**®

He also acknowledged inspiration from spiritual poems (which stemmed from
legends, tales and stories focused on religious themes, depicted lives of saints
and martyrdom, episodes from the lives of monks and hermits, temptations they
were exposed to and miracles they experienced). In “Pilgrims,” Yesenin created a
collective character in the spirit of those inspirations:

The pilgrims came and while passing by
Drank cold kvass outside the taverns;

In the churches the holy men, timid and shy,
Bowed to the icon of God who us governs.

In the fields the worshipers carved their ways,
Singing and praying to Jesus aloud,

Passing horses attentively listened to prayers,
Loud geese joined in song with the crowd.

456 For significant nineteenth-century texts on the subject of kaliki perekhozhie,
see: Anmexcauap Hukonaesud Becenosckuit [Alexander Nikolayevich Veselovsky],
“Kanmuku mepexoxme M GOrOMMIbCKYE CTpaHHUKM, Becmuux Esponwvt, Vol. 2,
No. 4 (1872), pp. 682-722. Veselovsky believed that kaliki perekhozhie derive
from Bogomilism. See also: Viamann Visanosuy Cpesnencknit [Izmail Ivanovich
Sreznevsky], “Pycckue Kanmuku peBHEro BpeMeHM, in: 3anucku MMIIEpaTOPCKO
Axapemun Hayk, Vol. 1 (1862), pp. 186-210; VM3smann ViBanoBuu Cpe3HeBCKuit
[Izmail Ivanovich Sreznevsky], Kpyma kanuuvs, kmoka u cyma, 1anomuxu, wnina
u konoxon (Cankt-IleTep6ypr: unknown, 1862). For the subject of kaliki perekhozhie
in the twentieth century, see: Kanyrun [Kalugin], Iepou pyccxozo anoca Ouepku o
pycckom onvknope, pp. 159-251; Bukrop Vnbiy Kanyruu [Victor Kalugin], Cmpyrot
poxomaxy. Ouepku o pycckom gponvknope (Mocksa: CoBpeMeHHMK, 1989).

457 The chastushka is a type of a short, rhymed folk song from the late seventeenth cen-
tury (usually not exceeding four lines). It has a humorous character, often develops
via improvisation, and focuses on current issues. The chastushka became popular (first
in the countryside, later in towns) in Russia, Belarus and Ukraine.

458 The skazka is a prose genre from Russian oral folk art. Genologically speaking, it can
be seen as an equivalent of the fairy tale.
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The pauper toddled among the village herd
And addressed the cows with speeches:
“There is only one God - the creator of Earth,
He is for all of us — human and creatures.”

Hurriedly, under the strong sun’s spell
They fed them bread and said amen.

And were shouting mockingly - the country girls:

“Let us dance, girls! The clowns are coming.”**°

The poem presents kaliki in the rural and natural landscape as lame, tireless
wanderers traveling from one village to another, praising Christ in their songs.
An important component among their poetic characteristics are their attributes,
such as bread scrap saved for cows (indicating that kaliki lead their lives in har-
mony with nature).*

In Yesenins work, there is a strong contrast between the kaliki perekhozhie’s
lifestyle and life purpose and the way they may be perceived by the village com-
munity. Instead of inspiring respect, they are subject to mockery - signaled in the
poem by the word skomorokh [ckomopoxu] in the original version (“clowns” in
the English translation) used by village shepherds to describe these pilgrims. The
terms used to describe kaliki in Yesenin’s poem, popularized in medieval Russia,
were also used to describe harlequins performing at weddings and fairs, musi-
cians, itinerant actors who sang, recited legends and fairy tales, danced, juggled,
performed acrobatics and with trained animals.**! In Yesenin’s work, the physical
fitness of the skomorokhs has been ironically contrasted with physical weakness

459 Sergei Yesenin, “Pilgrims,” in: The Complete Poetical Works of Yesenin in English
(Tallahassee: Floridian Publisher, 2008), p. 9.

460 In the original version there are also sepueu — chains worn (often secretly) by the first
Christians so that “the body becomes humble.”

461 The earliest known reference to skomorokhs is from 1068. In the sixteenth century,
skomorokhs began to settle in towns. In 1613, a permanent place of residence was es-
tablished for them in Moscow, the so-called ITomewnas Ilanama. Skomorokhs were
often persecuted by secular authorities as well as by church authorities for their friv-
olous lyrics and lack of respect for authority; finally, in 1648, under an ukase issued
by the czar, skomorokhs were banned from performing. A concept has also been put
forward that the word skomorokh derives from the Italian scaramuccio or French scar-
amouche, a character from commedia dellurte, see: Zguta Russell, Russian Minstrels: A
History of the Skomorokhi (Philadelphia: University of Pennsylvania Press, 1978);
Amnaronuit Anexceesnd benkuH [Anatolii Alexeyevicz Bielkin], Pycckue ckomopoxu
(Mocksa: Mapnarenscto “Hayka,” 1975).
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among the poor kaliki perekhozhie “toddling among the village herd” Their piety
ensures them no respect, but is identified instead with a pose or a staged perfor-
mance. When shepherds define the kaliki living in saintly asceticism (proven by
their shackles - in the original version of the text) as skomorokhs or “clowns” they
encourage village girls to dance before the pious pilgrims, thus putting them to
the test in attempting to reject erotic temptation that is difficult to resist.

A collective protagonist appears also in Gorodetsky’s work “Poet,” with a col-
lective subject appearing in the poems “The Viy” and “Song.” Gorodetsky’s “Poet”
from 1912 goes furthest beyond the tradition of kaliki perekhozhie. It reads:

Hereina rough tavern, in a corner,

A bit tipsy, a little graybeard.

A poet sits, an earthy man,

Through the night in a cylinder hat and a sluggish pose.

The glass fills with new wine.

His friends still exchange whores.
He is sensitive, always watching
All phenomena here on earth.

And the old man, constantly

Playing hide and seek, keeps pointing the world
To cigarette butts in the wine,

Demonstrating love for sale among the living.

So, with a forgiving grin

This modest poet observes the miracle...

And somewhere Ursa Major

Roars in the distance, traipsing across the sky.*

462 “Tyr, Ha yriy, B Kade HeCKpOMHOM,/ UyTb CeOBaTBIi, 4yTh XMeIbHOIL,/ LInmmuap
HaJIBMHYB, B 1103€ TOMHOI1,/ BCIo HOUb CUANT TO3T 3eMHOIt.// [Ipyseit MeHAIOT Ipo
CTUTYTKM,/ BuHO MeHseTcs B cTekne./ OH cMOTpUT, HemaMeHHO 4yTKuit/ Ko Bcem
ABJIEHbsAM Ha 3emiie.// CTapyxa >KU3Hb, UTpas B )KMYPKW,/ ITokasbiBaeT BHOBb 1
BHOBB/ B BMHe cBepKaromiem okypku/ VI B TBapu IpofaHHoO M060Bb!// OH cMOTpUT
¢ pobporo ycmernkori/ Ha mpocrenbkue uygeca.../ A TaMm Measenuia, TeexXKoi/
Ipems, nonser Ha Hebeca” [Cepreit Topomeuxmnit [Sergey Gorodetsky], M36pantoe
npouseedenus, Vol. 1: Cmuxomeopenus (MockBa: XynoskeCTBEHHasI IUTEPATypPa,
1987), pp. 258-259].

The translation of all Gorodetsky’s poems into English was based on Zaneta
NalewajKk’s translation of these poems into Polish, consulted by Prof. dr hab. Piotr
Mitzner and published in the book: Zaneta Nalewajk, Lesmian migdzynarodowy
- relacje kontekstowe. Studia komparatystyczne (Krakéw: Universitas, 2015).
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The sermon the text presents leads to the question of why Gorodetsky included it
in the cycle Kaliki-kaleki, as at first glance there is no direct reference to the tra-
dition of kaliki perekhozhie. It seems impossible, though, that the author placed
the poem in the cycle by chance or unintentionally. The character of the title was
constructed in the image and likeness of a decadent poet, appearing to be a sen-
sitive observer of people’s behavior, though described ironically. If one can speak
about a specifically understood pilgrimage in the case of this work, then it has a
cosmic character. It is not the poet who travels the world, but the constellation
Ursa Major that is “traipsing across the sky”

In turn, “The Viy” from 1911 presents not a collective protagonist but a col-
lective subject. While constructing the titular character — at the same time the
addressee inscribed in the text — Gorodetsky, like Gogol in his story of the same
title, reached to Eastern Slavic mythology. Gorodetsky’s poem reads:

From ancient times, from many centuries ago,
From darkness and impenetrable fog,

From beneath the poods of gray boulders
Emerging with a gnarled, evil branch.**

His skin wrinkled, drooping like a cloth,
Teeth dropping like rotted white wood.
Although he was stuck nearby,

He hasn’t sought repose underground!

How can one rest underground?
There’s darkness there, it’s too hot.
The Viy clambers to the surface,
Angry, filled with anger.

And he wanted to gaze

Upon life and youthful existence.

He clambered out. He spies a cord and a sack.
He thinks: “What may this be?”

He cries: “Ages, lift me up!”

I see neither happiness nor will.

A moan staked to the sad earth,

He thought: People no longer moan.

Ah, my old, stupid Viy!
Let me close down the ages forever!
For our life is worse than others!

463 In the original: kopsea: a knotted branch, immersed in water.
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Why did you clamber forth from this deaf ground!

It’s as hot as boiling tar but we live,

We even sing songs and laugh.

We do not stop singing.

We laugh and swipe off tears with a sleeve.

Ancient one! You cannot conceive
What life is, what earthly matters are.
Depart go from whence you came,
We keep repeating, a little drunk.

Just tell the globe

To bear more crops,

And to follow after the sun in dense fog
And be merry, ever more merry.***

In this poem, the condition of the collective subject is described from a perspec-
tive of long duration. In statements formulated in the text, there is the sugges-
tion that the existence of successive generations has resembled existence in hell
(“It’s as hot as boiling tar but we live”). The successive generations, like kaliki
perekhozhie, wander through life and sing songs, laughing through tears. The
collective subject speaks of these issues to the Viy. His look - in keeping with
Eastern Slavic beliefs — lacks life, yet at the same time brings forth an exposition
of truth that is difficult to bear, allowing in the poem a reinterpretation of the

464 The original reads: “VI3-3a TpuneBsTh OyilHBIX BeKOB,/ V3-3a TbMBI, 13-3a MIJIBL
HeTIpOITIAHOI,/ VI3-Tiop myza cenbIx BamyHoB./ BblesaeT KopsAroi HemagHol.//
Koxxa cMopImIach, TpANKOI BUCKUT,/ 3yObl ChIIIOTCSA 6emoit Tpyxo./ BunHo, kon
emy Mumo Obi1 BOuT:/ He cbickasn 1mop semsiero mokoro!//Jla 1 4To 3a JEXHs MO
semneir?/ Temnora ma >xapa fjonnmaet./ VI HaBepx, ocepuasumii u 371011,/ Ilpopupa
etcs Buii, Bbutesaer.// Tlormanets 3axorenocs eMy/ Ha sxutbe Ha ObThe Monmopoe./
Boines. Bupur nermo ga cymy./ «3910, — AyMaeT, — 4To e Takoe?»// «IlogpiMure MHe
Beku! — Kpnunt. —/ S He BUOKY HU c4yacTbsA, HU Bomm./ CTOH K 3eM/Ie IIPUYHbIION
npubut,/ Jlymasn: Moy He CTOHYT yX 6o7el»// OX Tbl, CTapblil MOJI, ITIYIIbIil MO
Buii!/ Jlait-xa Beky mokpemye npuxionny!/ JInie Hame XUTbe BceX XUTuii!/ 3ps Tbl
BBIIE3 13 TeMU yTpoOHoit!// Kak B cMO/Ie MBI KMITVIM, a >KMBeM, JJake IIeCHM IOeM 1
cMeemcs./ Cries3bl KaIlHy - MBI TIeCHU He pBeM./ CMelou1ch, pyKaBoM 060TpeMcs.//
TsoxkoBexuit! Tebe He OHATH,/ YTO 3a KU3HD, YTO 32 fleno 3eMHoe./ Thl IpoLait,
IIOBOpaYMBall BCIIATD,/ MBI XX OIATH 3a CBOe, 3a XMe/lbHOe.// ToNbKO MOIBU ThI
mapy-seme,/ UToObI 37TakoM CuIbHelT obpacrana/ la 3a COMHIIEM B HeBeOMOII
mrye/ Beceneii, Becenee netanma.” [Cepreit Topopenkuit [Sergey Gorodetsky], “Buit,”
in: M36pannvie npoussedenus, Vol. 1: Cmuxomeopenus (MockBa: XynoxKeCTBeHHas
nTeparypa, 1987), pp. 256-257].
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mythological sense. Unlike in ancient oral accounts and in Gogol’s story, the
Viy is portrayed as a naive being, unaware of human fate, having spent great
tracts of time underground. The character resembles a twisted root, cast to the
surface. It is noteworthy that characteristics presented of the Viy’s appearance
include references to macabre aesthetics and horror conventions. As we read in
the poem: “His skin has wrinkled, drooping like a cloth,/ Teeth dropping like
rotted white wood.” The Viy’s awakening and climbing forth from the ground
is the starting point in the poem towards his recognition of human misery: “I
see neither happiness nor will,” he declares, “A moan staked to the sad earth”
The sermon formulates the following question: what implications are there in
including this poem in the cycle Kaliki-kaleki? It seems to result above all from
the generalization of the eponymous name. This takes on a multigenerational
character in the poem, indicating that successive generations of impaired human
beings wander through the ages singing, leading a “life worse than others.” This
diagnosis returns with redoubled force in a statement of the collective subject in
“Song,” the poem from 1912:

Life is awful and merry.
Death has set traps.

The world is full of rumbling,
With silence above the world.

Over there, the peal of the hunting horn,
Here, a woodman’s ax —

All known and native,

As you prowl by in passing.

Enemies and friends

On a sudden celestial trip:
And the earth!

Orbiting along with the sun!

Let’s caress one another with blood,
And then Kkiss:

And the drunken land
Will urge us to be earthy.

465

465 The original reads: “XKytko »xute u Beceno./ CMepTb KamkaHbI cBecuaa./ B
Mupe CTYKOTHA,/ A Ham MypoM tmb.// Tam poxxok oxoTHmumit,/ TyT Tomopuk
wioTHNumit —/ Bce Tebe popuna,/ Peimenis u netyms.// Ipyru Bce u Boporn/ B
6yitHoM néte goporu:/ dro Bexp 3emya!l/ C cononuem Benb netut!// Kpospio mo
6anyemcs,/ A norom nenyemcs:/ Ilbsanas semsia/ Boitb semubiM Bennt. [Cepreit
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In this text, vocabulary associated with death and hunting coexists with expres-
sions associated with singing, merriment and joyful intoxication. We are also
dealing here with the accumulation of words and phrases of an oxymoronic
nature, for example, rumbling on earth contrasts with silence in the sky. From
the cosmic perspective, which appears in the poem next to the earthly, the globe
is drunk, and friends and enemies spin madly along with it. This presentation of
the human condition on the macro- and the micro-scales brings about an exten-
sion of the name area of kaliki/kaleki perekhozhie. In Gorodetsky’s cycle, the term
covers all generations of human creatures, not just — as is the case in Yesenin - a
group of wanderers on a pilgrimage for religious reasons.

A collective subject is also present in Le$mian’s poem “Hand,” as evidenced in
the following stanza:

We who've a hand much more than man’s measure
Post haste hence it, or self farther go!

How we’ve come from nowhere and how from afar,
Our hand casts worldward an inhuman palm shadow!
The dram flees her in nights, the bird starts in the days
The girl’s breasts can’t rest in her tight little land!
Before her the pedeystrian will pause, all amaze -

No charity enough for such a great hand.**

Statements of the collective subject appear alongside refrain-like repetitions of
the apostrophe to the enormous Hand, as spoken by a homeless beggar. Thanks
to this juxtaposition, the former gains a generalizing nature and begins to appear
capable of grasping the human condition, as broadly understood. Its intrinsic
element is desire, which turns out to exceed human capabilities. The embodi-
ment of this insatiability - metaphysical, as well - is the eponymous Hand reach-
ing out in a gesture of alms-taking, the sign of kaliki perekhozhie coming “out of
nowhere”

Kaliki of Gorodetsky and Lesmian as parodist and individual characters

As T have already mentioned, the correspondence of themes in the works by
Gorodetsky and Le$mian and reference to the common tradition of kaliki is indi-
cated by the titles of the poetic cycles in question. Importantly, in the title of
Gorodetsky’s collection of poems Kaliki-kaleki, we are dealing with a play on

Topopmeuxwuit [Sergey Gorodetsky], “Ilecenka,” in: V36parHvie npoussedeHus,
Vol. 1: Cmuxomeopenus (Mocksa: XygoskecTBeHHas nuteparypa, 1987), p. 258].
466 Le$mian, “Hand,” p. 156.
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words and meanings. The words xkanuxu and kanexu are metagrams — two words
that differ by only one letter. Swapping that letter results in a semantic metamor-
phosis. The traditional meaning of the name kaliki, originally reserved for reli-
gious pilgrims performing songs and byliny, is also associated here with physical
disability.

This connotation related to physical frailty is also clearly visible in the title of
Le$mian’s cycle Maimed songs. It has almost entirely dominated the interpreta-
tion of these works, while researchers have unfortunately failed to recognize the
reference to the habits of kaliki perekhozhie as fundamental to understanding
relations between Le§mian’s poetry and tradition.*”

The individualized protagonist dominates Gorodetsky’s diverse poems that
create the cycle Kaliki-kaleki. One may distinguish the texts “Handless,” “The
Cursed” and “Monk” devoted to specific characters (also, as in “Poet,” contem-
porary ones). The works “Giving Away Youth” and “Houn” [“The Night”] were
given allegorical titles, even though, as similar to the case in the majority of texts
from this cycle, they have a plot and a lyrical protagonist who is quite precisely
defined. In the poem “Wolf;” an animal hero appears, in “The Viy” a fantastic
character is the lyrical addressee, while in “The Wise Dead,” it is the deceased.

Le$mian’s cycle Maimed songs is also dominated by individualized charac-
ters, which is already signaled in the titles of works such as: “The Poor Cobbler;,’
“Soldier” and “The Hunchback” An analogous type of protagonist is present in
the poem “Courtship.” In the work “Hand,” as well, along with the statements
made by the collective hero, there is an individualized character of a beggar.
Kaliki perekhozhie created by Gorodetsky and Le$mian, are, however, not passive
reproductions of traditional characters. Depending on the particular poem, their

467 In their interesting works on Le$mina, Jacek Trznadel, Artur Sandauer, Michat
Glowinski, Ryszard Nycz, Barbara Sienkiewicz and Tadeusz Nyczek usually fail to dis-
cuss the etymology of the term piesni kalekujgce and only connect the word kalekowac
with disability [pl., kalectwo], emphasizing its metaphorical meaning in the descrip-
tion of crippled, struggling lyrical protagonists created by Le$mian, see: Trznadel,
Twoérczos¢ Lesmiana; Sandauer, “Po$miertny tryumf Mlodej Polski;” Glowinski,
Zaswiat przedstawiony; Ryszard Nycz, “ ‘Stowami... w $wiat wygladam. Bolestawa
Le$miana poezja nowoczesna,” in: Literatura jako trop rzeczywistosci. Poetyka epifanii
w nowoczesnej literaturze polskiej (Krakéw: Universitas, 2001), pp. 117-139; Barbara
Sienkiewicz, “Le$mianowska ‘alchemia ciala’ (cykle ‘Ballady’ i ‘Pie$ni kalekujace’ z
tomu ‘Laka’),” Nauka, No. 4 (2010), pp. 163-181 (particularly pp. 171-174); Tadeusz
Nyczek, Bolestaw Lesmian (Krakow: Zaklad Narodowy im. Ossolinskich, 1976), p. 26;
Elzbieta Zarych, “Postacie kalek w utworach Bolestawa Lesmiana — zwycigstwo ciata
czy ducha;” Teksty Drugie, No. 6 (1999), pp. 149-160.
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reference to tradition has a parodistic or metaphorical character. Before I specify
the nature of this parody or metaphor, however, I would like to take a closer look
at individual texts of the discussed authors, both with reference to the tradition
of kaliki perekhozhie and comparatively, and to indicate similarities and differ-
ences between the collections under study.

In Gorodetsky’s poem “Handless,” the very title is distinctive since it is created
by the use of the suffix “less” [prefix “bes” in the original] in negative poetics,
very characteristic of Le$mian’s later works, described by Michal Glowinski as
“the poetry of negation”**® However, it is not so much the use of the negated
verb, oxymoron or negated abstract name that is typical of Lesmian, who then
treats it as a specific name, but using a noun indicating that the speaking subject
of the poem lacks that body part. In “Handless,” that lack appears as the most
important component of the protagonist’s characteristics:

Hand, my little hand,

In the Manchurian land,
Night, rock and love,
The handless.

My long road

Over spring fields —

You gave me free will:

To wander in the wilderness.

Although I entered a blizzard -
Spring has already come.

A sip of tea in the outskirts —
Summer, finally come.

468 Michat Glowinski, “Poezja przeczenia,” Zagadnienia Jezyka Artystycznego, No. 2
(1976), pp. 127-172. This issue of negative poetics in Lesmian’s work has been noted
earlier by: Artur Sandauer, “Filozofia Lesmiana,” in: Pisma zebrane, Vol. 1: Szkice
o literaturze wspotczesnej (Warszawa: Czytelnik, 1985), pp. 499-516; Sandauer,
“Po$miertny triumf Mlodej Polski;” Waclaw Kubacki, “Komentarz do Le$miana,”
in: Lata terminowania. Szkice literackie 1932-1962 (Krakéw: Wydawnictwo Literackie,
1963), pp. 334-345. For negative poetics in Lesmian’s works in the context of studies
of the shape of Lesmian’s neologism, see: Stanistaw Kajetan Papierkowski, Bolestaw
Lesmian. Studium jezykowe (Lublin: Wydawnictwo Lubelskie, 1964); Ewa Olkusnik,
“Slowotworstwo na ustugach filozofli,” in: Studia o Lesmianie, ed. Michal Glowinski
and Janusz Slawinski (Warszawa: Panstwowy Instytut Wydawniczy, 1971), p. 116;
Janusz Stawinski, “Semantyka poetycka Lesmiana,” in: Studia o Lesmianie, ed. Michat
Glowinski and Janusz Stawinski (Warszawa: Panstwowy Instytut Wydawniczy, 1971),
p- 116.
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It may happen

That I turn to the unknown,
I will wander somewhere
Far from my homeland.

And I will come to

Some church far away.

I will bow down in tears,
And will tell my soul: cry!

But where I come from

The girls, almost spring,
Will be dancing the metelica
With everyone but me.

469

Among the crazy girls, in sobs,

I danced alone,

With my lost hand

I grabbed each of them.

Therefore to my beloved homeland,
Which is so far away,

I gave that ugly beauty -

My hand in sacrifice.*”®

The poetics of lack is manifested in this poem both in the title and the character-
istics of the appearance of the character. This yearning for more is also associated
with the erotic sphere, as indicated by the desire — stated by the protagonist - to
embrace dancing girls with a missing hand. The soldier’s psyche turns out to be

469

470

Russian, Ukrainian and Belarusian national dance. Metelica also has the colloquial
meaning of a blizzard.

The original version of “Handless” from 1912 is: “Pyka nb Mos TbI, pyueHbKa,/ B
Manbwiypun-semie./ bespykenbkoro, HouenbKa,/ batokaii u neneit.// Mos gopora
mambHss —/ Becennue nons,/ [lamacs MHe 1o/ BonbHast:/ Xopu cebe, rymiit.// XoTb
BBILIEN 51 B MeTenuuy —/ Hacturayna Becna./ BospMycs 3a okomuiy —/ Yait, neto
HaumHait.// A MO>xeT OBITb, @ MOXeT cTaTbh,/ C moporu-To cBepHy,/ HesHamo rre
novny mwiyTaTh/ Bpamm crpaHsl popHoit// VI B LlepkoBKY Kypma-HuOynb/ danede
3abpeny./ B cresax mouHy 1moxyoHs! 6uTh,/ Iyue Bemo: peipaii!// Tlo Toit Moiiei
oxonuie,/ Ie neBku, uyTh BecHa,/ [lnacars momyT metenuny/ C gpyrumu, He cO
MHoIL.// Ine cam mwscan, peipaomuit,/ OT geBok 6e3 yma,/ Pykoit cBoeit mpomaiieo/
Jrobyto obuuman.// Tlo Toit nrobumoit poxaune,/ Koropoii ganexko/ Kpacasuite-
yponHe, -/ IToxxeprBoBan pykoit” Cepreii [opomenkuii [ Cepreit fopoperkuii [Sergey
Gorodetsky], “Bespyxmit,” in: V36pantvie npoussederus, Vol. 1: Cmuxomeoperus
(MockBa: XypoxecTBeHHas muTepaTypa, 1987), p. 251.
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as crippled as his body. Far from home and homeland, exhausted by journeying
in a winter blizzard, he is condemned by his ugliness to loneliness, rejection and
wandering.

It seems significant that a lyrical hero who is a soldier and the theme of a hand
can be found also in Le$mians cycle Maimed songs — in the poem “Soldier”!

471 “A soldier returned from a campaign in the spring,/ But very miserable and very
immobile.// A bullet flayed his legs and sides,/ So he could only walk by hopping.//
He became a jester of sadness, a hopper of his unhappiness,/ His pain made people
laugh, his agonized jumps./ His bends and pirouettes in sorrow and grief made them
laugh/ And those abrupt lurches of tedious suffering.// He dragged himself to his
cottage: ‘Go ahead to the fence,/ We do not need a hopper at work in the fields!"//
Off he went to his cousin, a bell-ringer in the church,/ He did not want to know him,
threatening him with a stick.// Then he went to his mistress, but she laughed at him/
from shoulders, hips, her entire body!// ‘Should I dance to the death with this shaking
body in my bed?/ It is barely a quarter-body, and three quarters jumping!// I am not
with you in this inadequate dance!/ I will not rest my lips in sleep on your mustache!//
You are too eager to leap to heaven!/ Off you to and no curses nor blame!’// Off he
went to the statue by the road:/ ‘Christ, all made of pine, consider earnestly!// I know
know at whose hand you were formed so laughably,/ But I know it failed to provide
you enough beauty and timber.// You got crippled knees and crippled legs,/ Do you
hop instead of walking, to avoid the road?// You are so thin, a vacancy made of clouds,/
You will make a good hopping companion for me.// Christ, on hearing those words,
fell to the ground,/ The one who sculpted God was not very smart!// He had two left
hands, two right legs,/ And pierced the turf with his pine feet.// Tam a poor pine statue
but am good at walking,/ I will walk through eternity, although I am ungainly.// We
will be inseparable, as we share a common path,/ It will be part human, part holy.//
WEell share the torment — torment is sharable! —/ For after all, the same human hand
crippled us.// You are a bit ridiculous, I am a bit ridiculous,/ The one who laughs first,
loves first.// You support me with your body, I support you with pine;/ What happens
to us, will happen!’// And they joined hands and started off right away,/ Their legs
rubbing each other in a funny, jerky way.// And we know not for what eternal hours
they walked,/ Where are clocks that tick off such moments?// Days and nights passed
that wanted to pass,/ And non-field, non-bush, non-forest passed by.// And there
was endless storm and darkness/ And the awful non-occurrence of any sun.// Who,
at night, towards midnight, on into storm and wind/ Becomes so human and holy?//
Two godly cripples, two sad weird brethren/ Limping clumsily into the world!// One
walks happily, the other joins the wedding, the other not mourning,/ And both in
love with each other.// Limping God, limping man, and none of them - not enough,/
None will ever know what limped in them?// They hopped when they had to and also
when they didn't,/ Until they leaped at last into the sky above!” [“Wrécil Zolnierz na
wiosne z wojennej wyprawy,/ Ale bardzo niemrawy i bardzo koslawy.// Kula go tak
schiostata po nogach i bokach,/ Ze nie mégt i$¢ inaczej, jak tylko w podskokach.//
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and “Hand,” respectively. The common features in Le$mian’s “Soldier” and
Gorodetsky’s “Handless” are the analogical construction of literary characters
based on an emphasis on their physical frailty. They share similar fate associated
with service in the war, women’s rejection (signaled in the poems by not being
invited to dance), the topos of a journey and finally by religious themes. One may
also talk about the common genre of the texts since they are both ballads. The
theme of dance is in both poems. Moreover, negative poetry is present in both

on the linguistic level. In Gorodetsky’s text, this is signaled with the expressions

Stat si¢ smutku wesotkiem, skoczkiem swej niedoli,/ Smieszyl ludzi tym bélem, co
tak skaczac, boli.// Smieszyt skargi holubcem i zalu wyrwasem/ I zmudnego cier-
pienia naglym wywijasem.// Zwlokl si¢ do swej chalupy: »Idz precz popod ploty,/
Niepotrzebny nam skoczek w polu do roboty!«// Pobiegt do swego kuma, co w kosciele
dzwonil,/ Lecz ten nie chciat go pozna¢ i kijem postronil.// Podreptal do kochanki, a ta
sie zagmiata/ Ramionami, biodrami, wszystkg moca ciala!// »Z takim w tozu drygata
mam tanczy¢ do $mierci?/ Ciata ledwo ¢wier¢ miary, a skokéw — trzy ¢wierci!// Ani
mysle ci dotrwaé w takim niedoplasie!/ Ani mysle wargami sypia¢ na twym wasie!//
Zanadto$ mi wyskoczny do nieba na przelaj!/ Idzze sobie gdziekolwiek i nie klnij i nie
tajl«// Wiec poszed! do figury, co stala przy drodze:/ »Chryste, na wskros sosnowy,
a zamys$l si¢ srodze!// Nie wiem, czyja cie reka ciosala wy$miewna,/ Lecz to wiem,
ze skapila urody i drewna.// Masz kalekie kolana i kalekie nogi,/ Pewno skaczesz,
miast chodzi¢, unikajac drogi?// Taki z ciebie chudzina, takie nic z oblokéw,/ Ze mi
bedziesz dobranym towarzyszem skokéw.«// Chrystus, styszac te stowa, zsunal sie
na ziemie,/ Ow, co Boga wyciosal, bity bywal w ciemie!// Obie rece miat lewe, obie
nogi - prawe,/ Sosnowymi stopami podziurawit trawe.//»Marna ze mnie soénina, lecz
piechur nie marny,/ Przejde wieczno$¢ piechtami, chociazem niezdarny.// Péjdziemy
nieroztacznie, bo wspdlna nam droga,/ Bedzie nieco czlowieka, bedzie nieco Boga.//
Podzielimy si¢ m¢ka — podzielna¢ jest meka! —/ Wszak ta sama nas ludzka skoslawita
reka.// Tobie trocha $miesznoséci, mnie $miesznosci trocha,/ Kto si¢ pierwszy —
za$mieje — ten pierwszy pokocha.// Ty podeprzesz mie cialem, ja ciebie so$ning;/ A co
ma sie nam zdarzy¢, niech sie zdarzy ino!«// I wzieli si¢ za rece i poszli niezwlocznie,/
Wadzgc nogg o noge $miesznie i poskocznie.// I szli godzin wieczystych nie wiadomo
ile,/ Gdziez bo owe zegary, co wybrzmig te chwile?// Mijaly dnie noce, ktérym mijac
chce si¢,/ I mijato bezpole, bezkrzewie, bezlesie.// I nastala wichura i ciemno$¢ bez
konca/ I straszna nieobecnos¢ wszelakiego stonca.// Kto tam z nocy na péinoc w
burze i zawieje/ Tak bardzo czlowieczeje i tak bozyscieje?// To dwa boze kulawce, dwa
rzewne cudaki/ Kuleja byle jako w $wiat nie byle jaki!// Jeden idzie w weselu, drugi w
bezzalobie,/ A obydwaj nawzajem zakochani w sobie.// Kulal Bég, kulal czlowiek, a
zaden - za malo,/ Nikt sie nigdy nie dowie, co w nich tak kulato?// Skakali jako trzeba
i jako nie trzeba,/ Az wreszcie doskoczyli do samego nieba!//”] [Bolestaw Le$mian,
“Zolnierz,” in: Dziela wszystkie, Vol. 1: Poezje zebrane (Warszawa: Pafistwowy Instytut
Wydawniczy, 2010), pp. 220-221.
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“handless,” and “lost,” and in Le$mian’s poem this is heightened and appears in

» <«

the use of the words “immobile,” “unhappiness,” “non-field,” “non-bush,” “non-
forest” “ungainly, “non-occurrence,” “non-mourning;,” “inadequate dance’?
In both texts, therefore, there are privative expressions*? (with the prefix “bez”
[“without”] indicating someone or something is missing: in English: “im-,” “un-
7 “no “in-) “non-"). In Gorodetsky, these are associated with physical lack
and construction of space; in Le$mian, they also have a spatial character, are
sometimes related to nature, and may take the form of negated abstract nouns.
Moreover, each poem has oppositions: in Gorodetsky’s work, there is an oppo-
sition (despite the homonymy of the names) between the dance of the girls
(metelica) and the winter blizzard (also a metelica). In Lesmian, there is an oppo-

sition, as in the verse: “I am a poor pine statue, but I am good at walking”*"*

>«

It should be stressed that the protagonist in Le§mian’s “Soldier” appears to be
a parodistic-grotesque and at the same time an apocryphal*’ transformation of

472 Leémian, “Zolnierz) pp- 220-221 [“niemrawy; “niedola,” “bezpole,” “bezkrzewie,”
“bezlesie,” “niezdarny,” “nieobecnos¢;” “bezzatoba,” “niedoplas”].

473 On the subject of privative function in Lesmian’s poetry, see: Glowinski, “Poezja
przeczenia,” p. 44.

474 Leémian, “Zotnierz, p. 221 [“Marna ze mnie so$nina, lecz piechur nie marny”].

475 For the meaning of apocrypha for literary studies and their defining features, see: Maciej
Michalski, Dyskurs, apokryf, parabola. Strategie filozofowania w prozie wspélczesnej
(Gdansk: Stowo/obraz terytoria, 2003), p. 161; Stawinski, Stownik terminow literack-
ich, pp. 38-39; Maria Adamczyk, “Apokryf;” in: Stownik literatury staropolskiej, ed.
Teresa Michatowska (Wroctaw: Zaklad Narodowy im. Ossolinskich, 1990), pp. 43-50;
Danuta Szajnert, “Mutacje apokryfu,” in: Genologia dzisiaj, ed. Wlodzmierz Bolecki
and Ireneusz Opacki (Warszawa: Wydawnictwo IBL PAN, 2000), pp. 137-159; Tytus
Gorski, “Apokryf) Zagadnienia Rodzajéw Literackich, Vol. 1 (1958), pp. 193-195.

Twentieth-century literary apocrypha usually refer to the Bible or to religious exe-
gesis, for example, Thomas Mann’s Joseph and His Brothers and Roman Brandstaetter’s
Jesus von Nazareth. Recognized literary works can also be a canon for apocrypha. In
this sense, many of Jorge Luis Borges’ works have also been considered apocryphal.
Direct references to the apocryphal tradition appear in Hanna Malewska’s Apokryf
rodzinny [Family Apocryph] and Zbigniew Herbert’s “Apokryf” [“Apocryph”] from
Martwa natura z wedzidlem [Still Life with a Bridle]. Also Gustaw Herling-Grudzinski’s
works that problematize issues of heresy and orthodoxy, truth and fabrication can be
considered apocrypha. The poetics of apocrypha is also implemented in Stanistaw
Lem’s Apocrypha and Dialogs, Leszek Kolakowski’s The Key to Heaven: Edifying Tales
From Holy Scripture and Conversation with the Devil, Ludwik Koninski’s short story
“Wyprawa do ziemi Moryja” [“Journey to the Land of Moriah”] that supplements the
story of Abraham and Isaac, and Stefan Themerson’s novel Cardinal Politiio. This list
includes Lesmian’s Maimed songs.
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the prototype of kaliki perekhozhie, known from byliny, subjected to idealization
and heroization. Lesmian’s character does not leave behind temporal pleasures
and does not turn his life over to Christ in the literal sense, as tradition dictated,
but allies with him when he has no choice, having been rejected by everyone due
to his disability. A similar transformation of motivations behind protagonist’s
actions occurs in “Handless,” where he is presented not like the hero but as the
victim of his own heroism, blaming his homeland for his imperfection, referred
to in the text by the oxymoronic term “ugly beauty”*”¢

This grotesque deheroization in the character’s construction is also charac-
teristic of Le§mian’s poem “Hand” from the same cycle.*”” Rather than speaking
about sacrifice for faith, it introduces the “pangs of beggarly fast” The synonyms
of lack and emptiness and related vocabulary are compared with vocabulary
associated with excess or even endlessness appearing, in both the material and
metaphysical senses. The monstrous hand reaching our for alms is not just a ges-
ture of begging for offerings, but above all, a synecdoche of metaphysical insa-
tiability characteristic of man and of the desire for limitless causative power. The
fact that in Le$mian’s “Hand” we are dealing with the apocryphal construction
of the figure of kalika is determined by the use of contamination in two phraseo-
logical gestures: to “clench in a fist” and to “clench in prayer” The apostrophe to
the hyperbolized Hand, written with a capital letter, repeated three times by the
beggar (“Hand, mighty Hand,/ Clench in prayer!”) may indicate that a common

476 Topopmeukuit [Gorodetsky], “Bespykmit,” p. 251 [“kpacaBuue-ypoxnHe”].

477 “While body in pangs of beggarly fast/ Has shrivelled up to dried mud offal,/ My hand
in growth’s willed madness/ Up and through the monstrous vast lustful./ Twisted from
scorchings, like a pot empty,/ Pulping joints’ brakes, it'’s grown on me, grown,/ Feeling
the fore joy the struck oar will own/ When it dreams in its seede the all vasty sea.//
Hand, mighty Hand,/ Clench in prayer!/ Pang, mighty Pang,/ Wane, shrink, tire!//
We who've a hand much more than man’s measure/ Post haste hence it, or self farther
go!/ How we've come from nowhere and how from afar,/ Our hand casts worldwards
an inhuman palm shadow!/ The dream flees her in nights, the bird starts in the days/
The girl’s breasts can’t rest in her tight little land!/ Before her the pedaystrian will
pause, all amaze —/ No charity enough for such a great hand./ Hand, mighty Hand,/
Clench in prayer!/ Pang, mighty Pang,/ Wane, shrink, tire!// Across my bones” aching
borders she’s slid,/ She’s translided my soul, my conscience, my bed,/ And I fear - once
my face in her’s hid,/ From the world now forever I'm fled!/ And making the cross
- hyperbole sign,/ Madness where vastness too mightily’s run,/ She barely draws
close by a hair’s breadth fine,/ And then - flees to a dark known to none!// Hand,
mighty Hand,/ Clench in prayer!/ Pang, mighty Pang,/ Wane, shrink, tire!” [Lemian,
“Hand,” p. 156].
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gesture of humble prayer, consisting of repenting for sins is, in the case of the
hero of the work, only a postulate, and not a manifestation of repentance. An
inability to repent was certainly not a typical feature of the traditional structure
of kaliki perekhozhie, but can be a clear signal of parody. Other symptoms of
parody can be found in the following verses: “And making the cross — hyperbole
sign,/ Madness where vastness too mightily’s run,/ She barely draws close by
a hair’s breadth fine,/ And then - flees to a dark known to none!”"® where the
hyperbolized religious gesture of the character contrasts with — as signaled with
litotes — gradual reduction of the sign of the cross until it disappears completely.

Parody was also known to Gorodetsky, as the author of kaliki in the cycle
Kaliki-kaleki. Good examples are poems “The Cursed” and “Monk” “The
Cursed” reads:

I confused words in my prayers,
I forgot my invocation,
On the outskirts, in cubbyholes
I cut my felted*” braid.

A chalice, like a ring of the censer
I took quietly in my hands,

The soul taking on the custom —
It lays with a bottle in the hay.

And after a drinking bout

I notice something —

Unfortunately! Becoming very weak
Is the once-great bass.

Well! Life was an akathist,*®

I could read it, I could,

But suddenly a diabolical anapaest
Violently disrupted everything.

I do not dare enter the church,
And the bell does not clang for me,

478 Le$mian, “Hand,” p. 156.

479 In the original: B uyma3ouii sotinok. Boiinok is low-quality wool felt used to make
valenki, for example - traditional Russian winter footwear made of felt. A felt braid is
a metaphor for a knotted braid.

480 An Akathist Hymn is a type of a liturgical hymn of praise recited in the Orthodox
Church. It is composed of a kontakion and an oikos, dedicated to the praise of Jesus
Christ, the Mother of God and saints, especially martyrs.
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But it flows over the meadow carpet,
Unfolding gently in the greenery.

When sober, my soul is in crisis,
When drunk - I don't care!

O, a great confusion!

Oh, my poor head!

Rarely do the wings of a cardamines*!

Flutter over the quiet grove.
Bating your bitter breath,
You’'ll shed your tears secretly.

Secretly, between white birch trunks,
In the open green temple,

From torment, from vile people,
You receive salvation in the moss.

There’s a whisper from unclean lips —
The rain will wash away in secret —
Like coal from misty swamps,

You will pray again.*

481 In the original, there is a homonymic play of words: 30pvxa or aspopa is a name of a
butterfly called Anthocharis cardamines, which is also a term for dawn.

482 The original title of the poem (“Pacctpura”) means a clergyman or monk deprived of
his title and banished from priestly service. In the Orthodox Church, such a person is
no longer a clergyman. Here is the original version of the work (from 1911): “CroBa
MOJUTB 5 HepemnyTan/ VI BosIaacel Bce m03abbin,/ VI o 3aiBOpKaM, 10 3aKyTKam/
B uymasblit BOIIOK Kocy cOpur.// VI gaie, yeM Konblo Kapmna/ Korga-to B pykn
Tixo 6pai,/ dyma o6prdaii sayumna/ C 6yTbUIbio 1e3Th Ha ceHoBa.// Ho mocre
BBIIIMBKY 0OMIbHON/ S 3aMevato KaX[blil pa3 —/ YBbl! — Heylep>XKMMO CUIbHO/
Crapmaer 3HameHuTslit 6ac.// Yro x penars! JKnsHp 6buta — akaduct,/ VI mor 6sr,
Mor 651 ounTath,/ Ho BApYT, Kak fbaABonbckmit aHanect/ Bee 6ypHO moBepHyIoch
BCATh.// He cmero A cTynuTth Ha manepTs,/ VI xonokon He ana mensa/ Ha nonesyro
nbeTcA cKaTepTh,/ Ha mackosbie senens.// Korga s Tpess, B fylie Kpymenbe,/ Korma
A IIbSIH — BCe TPBIH-TpaBal/ OX, TecHoe KonoppaieHbe!/ Ox, 6egHas ThI ronosal//
BeiBaeT pefKo: KpbUIbs 30pbKy/ Hajj TMXUM BO3MaxHYT JIeCKOM./ 3aTauBas BO3LYX
ropsxuit,/ Cmaxses criesy cebe taiikom.// V 3a cTBobI 6epe3ok 6enbix,/ B 3ememblit,
HesanpeTHbI xpam,/ OT MBITApCTB, OT MIOfiel TsKenbIX,/ Cracemncs, Kpafgydnuch 1o
MxaMm.// VI TaM, 13 yCT CBOMX HEYMCTBIX,/ 3a IIETIOTOM CKpbIBasA HpoxKb,/ Kak yromex
¢ 6onmoTiH MrmucTbix/ OnATh MOMUTBY Bo3Hecemb [Cepreit fopomenkuit [Sergey
Gorodetsky], “Paccrpura,” in: J36pannvie npouszeedenust, Vol. 1: Cmuxomeoperus
(Mocxksa: XypnoxecTBeHHas muTepatypa, 1987), p. 252].
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The structure of the speaking subject is a parodic reversal of the cultural model
that provides the pattern in kaliki perekhozhie. The restraint they were renowned
for has been replaced in the work by a story about abandoning religious prac-
tice and a godly existence (metaphorically referred to in the text as an akathist)
for an immoderate lifestyle and consuming alcohol. Rather than a pilgrimage
to Jerusalem, the protagonist chooses to wander alleys on the outskirts of town.
The basic principle of the structure of the lyrical subject of the poem is based
on contrast and the principle of transformation. The attributes of the character
are subject to metamorphosis (a censer for a bottle) and to the space he is in (a
barn and nature rather than a church), as is his behavior (he forgets previously
recited prayers and invocations, substituting diabolical speech associated in the
text with a metrical foot called an anapaest). Moreover, the character’s lifestyle
is subject to a transformation (piety gives way to existential decline), and as a
result, the only form of purification available to the protagonist is “salvation in
the moss,” understood as a union with nature, not salvation in accordance with
the Holy Bible.

An analogical transformation of a pious protagonist into a dissolute vagrant
can be found in the poetic work “Monk:”

Your body exuded aromas

And the heat of your kiss
Complicated my life so much,
Poisoning my hallelujahs with fumes.

A thorny wreath had already settled atop
My head, still very young,

Now salvation was thwarted:

A good name stained by insults.

Did I now guard my cell closely,

Did I not chase midnight wraiths,

Did I not block the serpent from entering my home,
Did I not shield the depths from doubt!

Misery, however, has snared me from afar!
In meadows, under a weeping birch,

On a steep green hill

I was pierced by a love splinter.

On that meadow out of nowhere

A roussalka or a girl came — mute

And with devilish joy, she giggles,

She twines like a snake, raveling like hop.
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I uttered three prayers,

I leaped away, I spat three times —

Then I followed her, shaggy-haired,

Behind the bushes, right into a thicketed forest.

What happened there - I'm not allowed to say!
The roussalka bit my lips until blood flowed.
Ah, are you sweet, the earthly defile,

I don't regret even Adam’s paradise!

Intoxicated,* I paced my cell,

I mounted the hill a hundredth time,
And gazed far into the desert,

I pressed that splinter deeper and deeper.

So goodbye forever, skufia,***
Analogion*®
My happiness has already flown off
To other living shackles.

and somber books!

I will wander the world free,

And if I must, I'll be a robber,

I will love girls so widely

And will still believe in an unexpected miracle.

I will fight with devilish strength,

Hunting or fighting every night:

Let my body be forever wild

And may the hunters never tire with the hunt.

In the final secret blink of a second,

So that the mute return,

I relinquish everything, the prisoner of love,
Embracing the light of passionate death.*s

483 In the original, there is the expression xax 6 dypmare. Oypman, datura or devil’s
trumpet is a poisonous hallucinatory plant.

484 Skufia is a pointed cap, usually red or purple, an item of clerical attire worn by
Orthodox monks, awarded as a mark of honor.

485 Analogion is a rectangular table with a slanted top on which the Gospels or icons are
placed for adoration by the faithful.

486 The Russian original of the poem “Monax” from 1911 has the following form: “I
Imaxydee Te/o TBoe,/ VI Temnto TBoero mouenys/ 3aMyTUIN Moe KUTHe,/ 3adafuim
Moe anunyiid.// bein yxx BupieH TepHoBblit BeHell/ Hap Moeit Momozoit ronosolo,/
A Termepb Beflb CIIaceHbIo KoHel:/ OMpaunnoca uMaA MonBolo.// S mm xembu cBoeit
He cTeper,/ He ronsan momyHomHex Buaennit,/ He myckan n 3men Ha mopor,/ He
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The term “hallelujahs” used in the poem - a biblical liturgical acclamation used
in the call to praise the Lord, or simply a cry of joy - is replaced in the statement
of the lyrical subject by bitter reveries and reflection with a character of an exam-
ination of conscience. The monks attributes listed in the text, such as the thorny
crown worn to commemorate the martyrdom of Christ, called a “thorny wreath”
in the poem, the shackles (Bepueu in the original) symbolizing faith, penitence and
mortifying, analogion and skufia, are signs of past existence, now gone forever. The
previous abstinent life of the protagonist in a monastic cell is contrasted in the poem
with carnal pleasures in the remoteness of the forest, projecting love adventures
and conquests, a rogue life and aimless wandering until death. The motivation for
such a radical transformation of the protagonist — as in the later Le§mian poem
“Courtship” - is erotic temptation associated with femininity. In the Gorodetsky
work, the female figure was modeled on a roussalka, a half-demonic being who
giggles with “devilish joy” (xoxouem uepmeti seceneit), and sharing intimacy with
her is a “passionate death”

In turn, in the poem “Courtship™® that has just been mentioned, a bare-
foot girl out in the yard becomes the personification of sensual temptation. The

XpaHWI ITy6uHbl 0T coMHennmit!// Bee x Hacturia 6ema Braneke!/ Y morneit, mox
iakydeii 6epesoit,/ Ha seneHom, KpyToMm 6yropke/ 3aHo3mcs mo60BHO 3aHO30i1.//
W otkyna B3simach y noneit/ He pycanka, He ieBKa — HeMas,/ A XOXOYeT yepTeil
Becerteil,/ JIbHeT 3Meelo, KaK XMelb 0OHMMas.// SI MOIUTBY TPUKpPATHI IpOYerL,/
Oudypasncs 1 ITIOHY TpUKpatsl —/ V1 3a Heto, KocMaToii, mmoren/ 3a KyCThl, IPsAMO B
ec KyzpeBatbiit.// UTo TaM 6BIIO — ¥ BCTIOMHUTD Heb3:A!/ Iy6bI B KpOBb MCKycana
pycanka./ Ox, cmapka Tbl, 3eMHas cTe3s,/ Konmb Ajamosa pas He kanko!// Kak B
IZypMaHe IO Kenlbe X0Xy,/ Ha 6yrop mo cro pas 3anesaio,/ VI mycTbIHHBIE Jajn
mLDKY,/ VI 3aHO3y Bce TTy6yke BosHalo.// Tak mpoumaii ke HaBeKM, CKydbs,/ AHasoil
U TTeyabHble KHUrK!/ YropxHysa cynbp6una Mos/ Ilop mHble skusble Bepurn.// bymy
TI0 MMPY BONBHO 6pozuTh/ VI pa36oitHuKoM, CTano ObITh, 6yay,/ BCTpedyHbIX ieByImex
moTo mobuts/ VI Bce BepuTh HeXAaHHOMY uyny.// JleBnbio cuny s 6yny 60poTh,/
Yro HM HOYB, TO 0XOTa Wb 6uTBa:/ ITycTh 6e3 cpoka bGesymcTByeT mI0Th,/ IycTh
JIOBL]A He 3aMY4UT 10BUTBA.// UT06 B IOC/IeNHMIT TAMHCTBEHHBbI Mur,/ Kak MHe
ABUTCS CHOBA HeMas,/ Bce 0THaB eif, mo60BbIO M3HNUK,/ CMePTh CTPACTHYIO CBETIIO
npunumMas” [Cepreit Toponerkuii [Sergey Gorodetsky], “Monax,” in: J36pantoie
npouseederus, Vol. 1: Cmuxomeoperus (Mocksa: Xy[oXeCTBEHHas TUTEPATYPa,
1987), pp. 253-254].

487 Le$mians poem “Courtship” has the following form: “Legless beggar, to a wheelchair
slowly moving/ Fixed like a weed to a rolling roost,/ To the horror of pale passers-by
and a problem in the street,/ Caring dutifully for the burden his body makes,/ Turns
the crank as if on a lyre in the rain/ He played his jumpy rattling to the sky -/ And on
steep shores of rainbow troughs/ He rolls in the reflection of sudsy clouds,/ He rolls,
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misled, to a girl from a yard,/ To that haven of bare feet — and reveals his soul/ From
beneath rags and shoves out his hand/ Towards her snow-white teeth and says to her/
‘Tlove the scraps of your muddy skirt,/ I love your loud breath! On the entire lane/ You
are the only one I need for my lips!/ I know my longing, like a pregnant nag,/ Drags me
and will give birth to new torment./ This is my triumph, that I kneel tirelessly/ Before
your beauty! Love me! Caress me!/ A monster begs you for it! Accept my courtship!/
Enter naked and shameless the homelessness of my misery/ And caress me to devour
my frailty with your lips'// She resists,/ And he says to her/ ‘One must love what has
already happened, doesn't one?/ And this martyr’s wheelchair and painful crank,/ And
lust in the remnants of the body, conceived, like in debris,/ And this human scrap that
wants to be bait!/ Reveal charms in my ugliness! Come from the heights to a dwarf!/
Obey my hands, like the blind or the deceased!/ I can be irresistible, like sin or doom,/
And I can with the efforts of a clever crippled body/ Caress you sweetly, like cherries/
That nobody has yet seen in a dream!’// She is resisting him,/ And he says to her/ ‘Is it
not enough for you to have a half a man to make your treasure?/ I want to be a loved
wound for you, a faithful hump!/ Is the void created by the absence of my legs,/ Not
filled with pain, love and the moan of my wilderness?/ It makes me laugh! Oh, if I could
strike the endless earth/ Once in my life with a healthy, strong heel/ And see how it
looks, trodden beneath my foot!/ I rush into infinity! I know it wants me/ And that it
will consume my rags and sorrows with no disgust./ Somewhere are hands that want
me and lips - corals,/ That will venture from the head in an eager caress/ Towards feet
that are not there! Let the cart move/ Off the road — where afar someone/ Whoever,
animal or worm, awaits my love’// She resists him,/ And he moves towards the afterlife,/
Her charm encourage him to pain,/ And he looks, not looking, and turns the crank/
And drives off - leaves — anywhere — hurriedly,/ Whirring and whirring, awkward and
funny,/ He drives off, crippling, to search in pain,/ Towards countries filled with love
adventures and eternal unrest” [“Nedzarz bez nég, do wézka na zmudne rozpedy/
Przytwierdzony, jak zielsko do ruchomej grzedy,/ Zgroza bladych przechodnidw i ulic
zakala,/ Obslugujac starannie brzemie swego ciala,/ Kreci korbe, jak gdyby na lirze
w czas stoty/ Wygrywal swoje skoczne ku niebu turkoty —/ I nad brzegiem urwistym
teczowych rynsztokéw/ Toczy si¢ wraz z odbiciem zmydlonych oblokéw,/ Toczy si¢
balamutnie do dziewki z podworza,/ Do przystani stép bosych - i ducha wynurza/ Z
fachmanéw i wyciaga pazdziory swych dloni/ Ku jej zgbom $niezystym i tak mowi
do niej/ »Kocham strzep twojej blotem zbryzganej spddnicy,/ Kocham gloény twoj
oddech! Na calej ulicy/ Ty jedynie mym ustom bywasz tak potrzebna!/ Wiem, ze moja
tesknota, niby szkapa Zrebna,/ Wlekac mig, wyda na $wiat ptéd nowych udreczen./ W
tym mdj tryumf, ze jestem niestrudzony kleczen/ Twej krasy! Kochajze mnie! Nuze do
pieszczoty!/ Potwor btaga cie o nig! Przyjm moje zaloty!/ Wnijdz naga i bezwstydna w
mej nedzy bezdomno$¢/ I tak pies¢, by wargami pozre¢ ma utomnoéé!«// Ona mu sie
broni,/ A on méwi do niej/ »Wszak musi kto§ pokochac to, co juz si¢ stato?/ I ten wozek
meczenski i korbe zbolala,/ I zadze w resztkach cielska, jak w zgliszczach, poczeta,/
I ten ochlap czlowieka, co chce by¢ przyneta!/ Odston czar w mej brzydocie! Znijdz
z wyzyn do karta!/ Badz postuszna mym dloniom, jak $lepa lub zmarta!/ Zdotam by¢
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construction of the character of the kalika is based here on the parodist-apocry-
phal story about the condition of a defective protagonist, whose crippling (pil-
grimage) is no longer sacred but resembles existential wandering and striving for
a specific eternity identified with transcendence, carnally and erotically under-
stood. In Le$mian’s poem, in the construction of the kalika, the need for love
contrasts with synonyms and metaphorical descriptions of wear, destruction,
decay and mediocrity, accumulated in their description. The poem is dominated
by vocabulary including “troughs,” “rags,” “hand shives,” “mud,” “remnants of the
body;” “debris,” “body scraps,” “scraps of cloth”*#® The crank drive of the wheel-
chair of the cripple is compared to the lever setting into action a hurdy-gurdy
[konecnas nupal, an instrument used by traveling performers. In the afore-
mentioned poem, the kalika was described as hungry for love and the caressing
monstrous pauper, presented in a naturalistically literal way. Moreover, in the
statements of the protagonist, who wants to become a wound and a hump for
a girl from the yard, the language of eroticism coexists and often even identi-
fies with the aesthetics of the macabre: “And caress me,” he says, “to devour my
frailty with your lips! [...] Obey my hands like the blind or the deceased!”*** The
condition of the figure of the kalika and the statements he makes contrast in the
poem with the description of his behavior at the narrative level. It is said of him

nieodparty, jako grzech i zguba,/ I potrafie wysitkiem zmys$lnego kadluba/ Zdoby¢ si¢
na pieszczoty stodkie, jak czeres$nie,/ Ktorych dotad nikt nigdy nie ogladal we $niel«//
Ona mu si¢ broni,/ A on méwi do niej/ »Matoz ci pot cztowieka, by stat si¢ twym
skarbem?/ Chce by¢ droga ci rana, wiernym tobie garbem!/ Czyz prozni, ktdrg nég
mych nieobecnos¢ tworzy,/ Nie zapelni bol, mitoé¢ ni jek mych bezdrozy?/ Smiech
mie bierze! O, gdybym ziemie nieobjeta/ Mégh uderzy¢ raz w zyciu zdrowa, silng pieta/
I widzie¢, jak zdeptana pod stopa wygladal/ Spieszno mi w nieskoniczono$¢! Wiem, ze
mnie pozada/ I bez wstretu spozyje me tachy i zale./ Sa gdzie$ dlonie mi chetne i usta
- korale,/ Co od gléw si¢ przesung w pieszczocie ochoczej/ Az do stop, ktérych nie ma!
Niech woz si¢ potoczy/ Na przelaj — tam, gdzie wlasnie ode mnie z daleka/ Ktokolwiek,
zwierz lub robak, na mg mito$¢ czeka«// Ona mu sie broni,/ A on w zaswiat stroni,/
Ona go swoim czarem do bdlu zacheca,/ A on patrzy, nie patrzac, i korbe pokreca/
I odjezdza - odjezdza - gdziekolwiek — pospiesznie,/ Furkoczac i furkoczac niezgrabnie
i $miesznie,/ Odjezdza, kalekujac, w poszukiwan znoje,/ W kraje przygod mitosnych,
w wieczne niepokoje”] [Le$mian, “Zaloty;,” p. 215.]

» <

488 Les$mian, “Zaloty; p. 2015 [“rynsztoki,” “tachmany;” “pazdziory dloni,” “bloto,” “resztki
cielska,” “zgliszcza,” “ochlap ciata,” “tachy”].
489 Lesmian, “Zaloty,” p. 2015 [“I tak pies¢ [...] by wargami pozre¢ ma ulomnos¢! [...]

Badz postuszna mym dloniom, jak $lepa lub zmarla!”].
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that he “played his jumpy rattling to the sky [...] on the steep shore of rainbow
troughs”*° This inconsistency of the style of the description to its subject results
in the “relieving” of the dark and apocryphal content rendered in the poem.

The protagonist on the road

Characteristic of the tradition of kaliki perekhozhie, the theme of wandering
appears in most of Gorodetsky’s works, including in the cycle Kaliki-kalek (I have
in mind the works “Giving Away Youth” [“Organne monogoctu”], “Handless,”
[“Bespyxkuit”], “The Cursed” [“Pacctpura”], “Monk” [“Monax”], “Wolf”
[“Bonk™], “The Night” [“Houp”], “The Wise Dead” [“Ymub1it mokoitHuk”] and
in most all of Lesmian’s works from the cycle Maimed songs (particularly the
poems “Courtship,” “Soldier,;” “The Hunchback”). However, this theme is sub-
ject to a significant transformation in the poetic work of both authors. Often the
wandering ceases to be a choice, and neither is it a religious imperative, but it
appears to be an existential compulsion or - more often - a sign of desperation.
For example: the protagonist of “The Hunchback,”*! reduced to one element

490 Les$mian, “Zaloty; p. 2015 [“wygrywal swoje skoczne ku niebu turkoty [...] nad brz-
egiem urwistym teczowych rynsztokéw”].

491 “The hunchback is dying most favorably:/ In good weather and Indian summer./ He
indeed had a hunchbacked life,/ And his death is quite hunchbacked.// He dies on the
road, shrouded in mist,/ As if he was resolving a tough tale,/ And did nothing in his life,/
But to haul and haul his hump.// He begged and danced with this hump,/ He meditated
and imagined with this hump,/ He lulled it to sleep on his back,/ He fed it with his own
blood.// And now he treasures death,/ He stares deep into its darkness,/ Only the hump
is humping,/ He lives and grows in secret.// He has outlived his camel/ By a moment
the equal of his body,/ The dead person gazes at darkness/ And him - butterflies in
the sun.// And to the dead porter/ He says, looming with his burden:/ “What can your
persistence mean,/ Did you fall across my path?// Did you hurt your knees in the mist?/
Did you crush your legs with sleep?/ Why have you taken me on your shoulders/ Only
to lose your way en route?// Why have you poked your head in the shadows?/ I barely
fit on your shoulders!/ I am curious, you awfully lazy man,/ Where will you haul me
next?”” [“Mrze garbus dosy¢ korzystnie:/ W pogode i babie lato./ Garbaty zywot miat
istnie,/ I $mier¢ ma istnie garbata.// Mrze w drodze, w mgiel upowiciu,/ Jakby basn
trudng rozstrzygal,/ A nic nie robil w tym zyciu,/ Jeno garb dzwigat i dZzwigal.// Tym
garbem Zebral i taiiczyl,/ Tym garbem dumat i roil,/ Do snu na plecach go nianczyl,/
Krwia wlasng karmil i poil.// A teraz $émier¢ sobie skarbi,/ W jej mrok wydluzyt juz
szyje,/ Jeno garb jeszcze sie garbi,/ Pokatnie zyje i tyje.// Przezyt swojego wielblada/ O
réwna swej tuszy chwile,/ Nieboszczyk ciemnos¢ oglada,/ A on - te w storicu motyle.//
I do zmarlego dzwigacza/ Powiada, grozac swa ktoda:/ »Co ten twoj up6r oznacza,/ Ze$
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of his physiognomy (as with the cripple in Lesmian’s “Hand”), then identified
with it, cannot finish his existential wanderings even at the end of his life for his
hunch’s demand to be carried farther. In addition to life on the road, metaphor-
ically understood life, and carrying a burden, the hunchback is connected with
other kaliki by Lesmian by physical disability and an alms beggar’s condition.
As we read in the work: “He begged and danced with this hump,/ He meditated
and imagined with this hump,/ He lulled it to sleep on his back,/ He fed it with
his own blood”** It is relevant to note that when related to the discussed poem,
the overall cycle title has a double meaning. On one hand, its connotations with
disability appear obvious; on the other, it actualizes metaphorical associations
associated with kalikowanie. In this case, it turns out to be a journey into the
afterlife with a hump on one’s back. In Le$mian’s poems “The Hunchback” and
“Hand” and in Gorodetsky’s works including “Giving Away Youth”*** and “The

w poprzek legt mi przegroda?// Czy$ w mgle potracit kolana?/ Czy$ snem pomiazdzyt
swe nogi?/ Po co$ mie bral na barana,/ By zgubi¢ droge w pét drogi?// Czemus tbem
utkwit na cieniu?/ Z trudem w twych barach sie mieszcze!/ Ciekawym, wieczysty leniu,/
Dokad poniesiesz mnie jeszcze?«“] [Bolestaw Lesmian, “Garbus,” in: Dziefa wszystkie,
Vol. 1: Poezje zebrane (Warszawa: Pafistwowy Instytut Wydawniczy, 2010), p. 218.]

492 Le$mian, “Garbus,” p. 218 [“Tym garbem zebral i tanczyl,/ Tym garbem dumat i roil,/
Do snu na plecach go nianczyl,/ Krwig wtasng karmit i poil”].

493 The poem “Giving Away Youth” reads:
“I hid you in dense thickets,/ Oh, youth!/ But like a stone from the enemy’s sling -/
I remember the youthful age.// The forest groaned to the sound of my shovel,/
A wild horse krewki broke loose,/ Like all sunsets and my sunset/ Burns with fire
and weeping.// And I threw a plump lump of earth,/ With no fear or sound,/ Like
an apprentice of homelessness,/ Traveling across the world in search of alms.//
I unharnessed the horse, let him go far/ His cruel anger./ Baptized with the first
pain,/ I collapsed amid dormant trees.// And when I rose, I daydreamed constel-
lations/ Bright, a watchful self/ Predicted vengeful laws,/ And by rights the night
fell” [“SI cxoponmn Tebs B gpemydeit dame,/ O MonopocTs Mos!/ Ho kak KpeMHM
U3 BpaKpeil npauy —/ MHe maMaATh Miago6situs.// CTOHa U jiec of, 3BOH Moeii
nomnatsl,/ VI pBancs Apblit KOHb,/ VI MoJI 3aKat, Kak Bce 3akaThl,/ Pbigas, amblil >xer
oroub.// A s1 6pocan 3eMu B3pbIXJIEHHOI KOMbsi,/ Beccrparunsbiit n Hemoir,/ Kak
MCTBIIT, BCKOPM/IEHHMK Oe3noMbst,/ [Tommenmmit mo Mupy ¢ cymoit.// VI, pasHysgas
KOHS, TyCTWI B pasfonbe/ Ero 3BepuHbIil rHeB./ V, OKpeleHHBbII IepBoil 60/bI0,/
Ynan mex pgpemmomux gepes./ Korma ske BCTam, cBUCanmuM B sABb CO3Be3NbA,/
W sopkas cosa/ Bemjana npasory Bo3MesnbsA,/ VI HOYb HacTaTh OblTa mpapa’]
[Cepreit Topopenxmit [Sergey Gorodetsky], “Otnanne monopgocty,” in: M3bpannoie
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Night,” there is also a common motive of “traveling across the world in search
of alms”

In almost all works included in both cycles (with the exception of Le§mian’s “The
Poor Cobbler” and Gorodetsky’s “The Poet”) referring to the tradition of kaliki
perekhozhie, the journey motif coexists with variously implemented aesthetics
of death. In Le$mian’s “Courtship” and in Gorodetsky’s “Monk,” these identify
with the search for transcendence associated with erotic experience. In Le$mian’s
“Soldier;” a journey into the afterlife is presented as limping jumps defined as “leap-
ing to the very sky”** In “The Hunchback,” which is about a journey through life
by a kalika-kaleka bearing his unwanted burden, one could say his journey came
to an end with the death of the title character, but for the fact that his hump, still
living, does not want to come to terms with the agony of “his porter**

A death identified - more conventionally than in Le$mian’s case — with the
literally understood final stage of a temporal journey is present in Gorodetsky’s
work “The Wise Dead” (1912). It reads:

A light breeze cast a leaf.

A strong wind blew through life.
They carry a yellow coffin.

A frightened horse neighed.

So, light a lantern,

And firmly fix a nail!
And in a fit of anger,
At least whip the horse!

A light breeze casts

Sins in your hands.
Darkness opened its jaws,
The road to heavens opens.

“Choose the path!

It’s time to take you back?”

— “To a hill made of mounds,
Anywhere.

npouseederus, Vol. 1: Cmuxomeopenus (MockBa: XynoskeCTBEHHasI INTEPATYPa,
1987), p. 250.
Importantly, in the poem above, the kalika perekhozhy defines himself as an “appren-
tice of homelessness” [“BckopmneHHMK 6e3T0Mbs”].

494 Le$mian, “Zolnierz, p. 221 [“doskoczenia do samego nieba”].

<«

495 Lesmian, “Garbus,” p. 218 [“swojego dzwigacza’].
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Choose any path,

Thrust me anywhere:

From this earth, from any place
1 do not care to leave!”**

The end and the goal of the kalika’s journey is one and the same. It is “a hill made
of mounds” that many paths lead to. When one reaches this place, all that re-
mains is “the road to heavens” The aesthetics of death, identified with departure
from the world, is manifested in the work, for instance, by a conventionalized
metaphor that associates the last moments of life with falling leaves. In turn,
darkness, metaphorically identified with agony, was shown using the convention
of horror. It is presented in an animated way as “opening its jaws.” In another
Gorodetsky poetic text, “The Night” from 1911, dedicated to G.I. Cz<utkowow>,
the lyrical subject describes himself as a wandering child. The motif of the
journey coexists here with the thanatic sphere, which is associated with the time
of infancy by the use of ambiguity obtained thanks to the introduction, among
others, of the phrase 6 nenene, which means a shroud but also a diaper or infancy.
The poem reads:

Where have you, the sun been abandoned in the evening?
And why am I dying in your bright dawn?

They flow again when the long dark night arrives!
One’s own weeping and the weight of spread wings!

Dogs do not howl. People have fallen silent in houses,
And a sleepy mist gently embraces floral lips.

The drunk is right: there hasn't been wine for too time
for my soul to get truly drunk on.

I will walk slowly down the streets,
And will turn onto an awfully gray path.

Maybe the beggar will bother me
And someone else under night’s cover.

496 The original form of Gorodetsky’s poem “The Wise Dead” reads: “Berep nmuct coppar./
Buxopb >xnsHb 3apyn./ Xentoiit rpo6 Besyrt./ SIpblit KOHb 3apxai.// 3axurai
¢donapp,/3abuBait >xe TBo3ab!/ Jla cpbiBas 31m0CcTh,/ XOTh KOHA ymapn!// Betep
ChIIUIET /IUCT,/ Bee rpexu B pykax./ Ilactb pasuuyn mpax,/ IyTs Ha He60 uuct.//
»BbI6upait xxe myTp!/ OTBO3UTH MOpa«./ — »Ha 6yrop ¢ 6yrpa,/ XoTb kyna-Hubyb.//
Ha mo6om mytn/ Ine-un6ynp cBamn:/ Hukyna ¢ semmn/ He xouy yittu!«” [Cepreit
Topopeuxuii [Sergey Gorodetsky], “Ymublit mokoitHMK,” in: VI36panHvie npoussedeHus,
Vol. 1: Cmuxomeopenus (Mocksa: XynoxecTBeHHas mureparypa, 1987), pp. 257-258.
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And my mixing paddle*” will rattle on the board
The dormant longing of the night watch.

Stars will spill forth like an apple blossom
With neither twigs nor roots.

To eavesdrop on lullabies by the window,
A wandering child greatly enjoys!

A female beggar will press me to her dry breast.
And the one in a shroud will sing quietly.**®

Her song will be very similar to mine
My favorite, my local song-lullaby.

Earth, rock your three night children
In these gorges of the world, in midnight rays!

There the sun, so distant, forays into colder spheres.
Here, for hidden sadness, no terrestrial measures exist.*”®

In the poem quoted above, phrases associated with death overlap with phrases
associated with childhood. The lyrical subject, the kalika perekhozhy - who is
desperately wandering the world - states: “To eavesdrop on lullabies by the
window/ A wandering child greatly enjoys!” Moreover, the songs of death are

497
498

499

Konomywika is a wood kitchen tool for mixing various dishes, such as batter.

In the original, there is a play on words: the phrase 6 nezerne means “in a shroud” and
“in a diaper”

Here is the original of the poem “The Night” with the dedication “L.J. Y<ynkosy>:"
“Kynma sabpomreHo Tbl comHIle BBedepy?/ VI ordero c 3apeif TBoeil 5, CBET/BIN,
Mpy?// Kak 6yaeT HOub JInHHa, TeMHa! OnATh M1bIBeT/ COBUHBII IIA4 M KPbIIbEB
pacipocTepThix rHeT!// He BotoT NCBI. VI Moy cMOJIK/IV IO loMaM,/ VI By1ara coHHas
K I[BETOYHBIM JIbHeT ycTaM.// Kro mbsiH Temeps, Tor npas. Ho HeT maBHO BuHa,/
KotopbiM 6bI MOst gymra Obia mbsina.// 51 6yay MeIeHHO 1o ynuuaMm XoxuTs/ U
XKYTKOTO ITyTU CeAYI0 HUTb CYy4nTb.// YBAXKETCH, OBITH MOXET, HUIIAA 32 MHOII/
U xTo-HMOYAD ellje — IIOf TeMHOII MeNIeHO.// A KOOTYIIKa BHIKOJIOTUT O JJOCKY/
Hounoro cTopoxa ApeMydyio TOCKy.// A 3Be3/ibl BBICBIIIAT KaK A0/I0HOBBII L[BET,/
KoTopomy HM BeTOK HeT HM KOpHA HeT.// IIOfCIylIaTh NECHIO KOMBIOETbHYIO
B okHe/ Tax Xopormo 6popsguemy pebenky mue!// VI HuIas K TPy CyXoi MeHs
HPIDKMeT./ A Ta 4TO B TIeJieHe TUXOHBKO 3a1oeT.// A OyaeT necHb ee I0X0Xka Ha MO0/
JTro6umyo ponnyio 6arouiku 6aro.// Kagait s3eMis Tpoux HOUHBIX fieTeit cBoux/ B
JTy4ax TIOJyHOYHBIX B TeCHMHAX MUPOBbIX!// TaM comHlle lanbHee HeCeTCs B XOTIOf
cdep/. 3mech ckopby 3aMKHYTOI 3eMHBIX He cTano Mep” [Cepreit [opoperkuit
[Sergey Gorodetsky], “Hous,” in: J36panmvie npoussedenust, Vol. 1: Cmuxomsoperus
(Mocksa: XypoxecTBeHHas muTeparypa, 1987), pp. 255-256.
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called here “song-lullabies.” In the penultimate distich, this concept is repeated
in an apostrophe to the earth: “Earth, rock your three night children/ In these
gorges of the world, in midnight rays!” Ambiguity that simultaneously brings
to mind birth and death is also present in the sentence: “A female beggar will
press me to her dry breast” The “pressing against breasts” mentioned in the
text may be associated with hugging a child and breastfeeding, an erotic ges-
ture, or with approaching death, as indicated by the epithet “dry” accompa-
nying “breast.”

In the case of Gorodetsky’s poem “Wolf,” where an animal protagonist is poet-
ically characterized as a predator, murderer and terrorizer of the entire neigh-
borhood, the purpose of wandering is associated, first, with seeking prey, and
second, with the end of the wolf’s life:

I have a wolf’s maw**® and wolfish manners,
I'm a good wolf, with thick fur.

I howl like a bird singing beautifully,

It would have made sense if I was him.

In the warm smell of blood they for me are equals,
Any hen or sheep.

So, I gain fame as a wolf

Many versts away, against my will.

My sight grows weak in daylight,

But my eyes always gleam in the dark.
When you walk by a hut on the outskirts,
Dogs are cowardly and silent in the yards.

I rule undivided over country and forest,
I rule almost omnipotently here.

But my soul weakens sometimes,

So things can then silence me.

There is a door at the world’s brink, out in the wilderness,
Which smells of blood, I don’t remember whose.
Misfortunes - I still see them -

Are worse than country pitchforks!

I am set to range the marshes, in sputum,
I would be happy to leap ravines,

If T only need not cross that threshold,
Or look at it awry.

500 Bonuwvs nacmo.
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And after escaping, I tremble in fear, in the forest
I cannot remember everything.

And I pretend to laugh,

I lie to all creatures and to myself.

And I get famished sometimes,
I can’t let my chops dry.

And furious, wild,

I drink, I tear, I drink, I tear.

And when my life comes to its end,

I will prowl my entire estate

And at that threshold that persecuted me my whole life,
I will come to die, shaking.*”

The wolf’s journey was identified in the poem with his final path, leading to the
house beyond the threshold of which terrible events happened to the protago-
nist. Their character and motivation, however, have been subjected to ellipses.
The reader only learns from the text that those incidents were worse than being
stabbed with pitchforks, which the rural community uses to defend themselves
and their animals from wolves. Possibly, the use of the artistic means of ellipses
in the work was meant to suggest to the reader that the protagonist has already
been in the place being described and that he barely escaped with his life. The
final moments of his life are identified with approaching that threshold - the

501 The text of “Wolf” from 1912 in the original form: “fI, c Bom4beit macTb0 1 IOBAIKOI
BOTTYbell,/ XOpomuii, rycTommepcToiii Bonk./ Ml Boo Tax, 4o, 6yp;b S IITULIE eBYeit,/
HagepHoe 651 BbILIe TONK.// MHe BCe paBHBI TEIUIOM Naxy4uM KpoBu —./ OBeubs,
Kypbs W 4bs./ VI K MHOTOBepCTHOII Bomubeli cinase/ HeBombHO IpUOMIKaoch ./ /
I’asa Moy Tyckbl mpu 6enoM cBete,/ Ho B TeMHOTe Beerpa 6mectart,/ Korga npenrs
cebe k okpanHoii xare/ V, cTpycus, IIChl B iBOpax Moj4ar.// 5 BIacTennH Hajj 1ecoM
u cenbino6oit,/ S BracTenuH mouru Haj Bcem./ Ho u Mos mymma 6biBaet crmaboir,/
Mmue ecTb yMONKHYTb nepef 4eM.// EcTb 1Bepb offHa B KAKOM-TO 3aXomycTbe,/ VI
IaXHeT KPOBBIO — Ubelt 3a0bU1./ MHe yBUAaTh ee — HecdacThbe/ [ToXysKe lepeBeHCKIX
BIL// 51 B MOKpOTe roToB 6exaTh 60710TOM,/ S 10 oBparaM paj ckakaTb,/ UT06 Ha
Hopore Hy HOroto stoM,/ Hu axke rmasom He 6p1Bath!// V1, yckakas, POXKY B 71€Cy OT
crpaxa/ VI BCHOMHUTD BCé >xe He Mory./ V, 3amiBasce, 6yaTo 6b1 ot cMexa,/ Cebe u
BCAAKOII TBapu iry.// VI mioT 6bIBalo, Kak 3aroogansiit,/ O6CoXHyTh macTy He fao./
Kak 6emieHslit, Kak ouyMmernbiit,/ [lepy u mblo, fiepy u mbio.// VI Bcé X, Korja KoHel]
JKUTBIO HacTaHeT,/ 51 Bce BrajieHbst 060iiy/ VI Ha OPOT, OTKY/Aa B )KMU3HV TOHUT,/
[Marasce, napsixatb npuny’ [Cepreit Topopenxuit [Sergey Gorodetsky], “Bonk,”
in: M36panmnvie npoussedenus, Vol. 1: Cmuxomeopenus (MockBa: XynoxKeCTBeHHas
nTeparypa, 1987), pp. 254-255].
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space bordering temporal existence and death. In Gorodetsky’s poem, this wolf
journey to the end is voluntary, unlike the final journey of human protagonists
from Gorodetsky’s cycle Kaliki-kaleki; it seems to be a sign of understanding the
laws of nature and consenting unconditionally to them.

Pilgrimaging kaliki-kaleki?

Although in the titles of their cycles Le§mian and Gorodetsky referred to the
tradition of kaliki perekhozhie, they did not reproduce it faithfully but trans-
formed the motives behind the journey of the protagonist, often in a way that
is parodist-apocryphal, deheroized or metaphorical. As I have already men-
tioned, kaliki perekhozhie traveled for religious purposes. Their pilgrimage was
their hallmark.*® The Old Testament prototype of pilgrimage is the journey of
Abraham®® and the exodus of the chosen nation.’ Jesus as a child also traveled
to Jerusalem. The most common destination for pilgrims was the Holy Land.
They also traveled to places of worship of Christ, the Mother of God or saints,
with the intention of thanksgiving, penance or begging. However, the charac-
ters in Gorodetsky’s and Lesmian’s works (with the exception of the characters
from the poetic text “The Poor Cobbler”) usually do not offer thanks for the
received graces (the collective subject in Gorodetsky’s poems “Song” and “The
Viy” and the protagonist of “Poet” do not see themselves granted with grace).
They are rarely able to repent (as evidenced by the protagonists of Le$mian’s
“Hand” and “Courtship” and Gorodetsky’s works “Monk” or “Wolf”), and they
ask for nothing. Even if their journey - as in Le§mians “Soldier” - gains a reli-
gious character, initially this has nothing to do with religion. There are also
parodic characters who indeed search for sacrum, but they identify it - similarly
to the protagonist of Lesmian’s “Courtship” — with transcendence as sensually
understood. Gorodetsky’s and Lesmian’s kaliki perekhozhie succumb to carnal
temptations, aim for satisfaction, and eagerly abandon the godly and ascetic life-
style. Their earthly journey, for example in Gorodetsky’s poem “Wolf” resembles
neither a path to the kingdom of heaven nor the road to conversion. Its character
is usually not apostolic either — with the exception of Le$mian’s “Soldier” and

502 In Islam, the model of pilgrimage and one of the five pillars of faith is a religious
journey to Mecca. The faithful also go on a pilgrimage to Muhammad’s grave in
Medina.

503 See: Bible, Old Testament, Genesis, chapter 12 and the following.

504 See: Bible, Old Testament, Book of Psalms, Psalm 136, verses 10-26.
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“The Poor Cobbler” - tried-and-tested protagonists speak of betraying Christian
faith instead of proclaiming it.

However, if we understand the phrases kalekujgce piesni [“crippling songs”]
and kaliki-kaleki in a metaphorical, non-literal way, it may turn out that the wan-
dering of characters depicted in the poems is a defective, deheroized and crippled
pilgrimage, as with the characters. In Gorodetsky’s poetic texts, kalikowanie/kale-
kowanie has an existential, natural and even cosmic character. Kalikujg/kalekujg
are not only humans and animals, but also constellations (“Poet”). In Le$mian’s
poetry, the heroes kalikujg/kalekujg both during life and after death (like the
hunchback of the title). In these works, even God can kalikowaé/kalekowad, since
the lame protagonist of the poetic text “The Poor Cobbler” makes a pair of shoes
for the Creator. He is the only character from the cycle Maimed songs [Piesni
kalekujgce] who sends a thanksgiving prayer and offers a sacrifice to God, by
saying:

Thus blessed be the trade,
From whose creative might

Such shoes are being made
On such a silver night!

God of the clouds, God of all the dew,

Take this bounteous gift I am giving Thee,

Lest Thou walk unshod, all barefooted-through
The heavenly azures that could hurt Thy feet!*

By defining his life of a beggar as “an existence slice” and by identifying it with a
journey, the protagonist attempts to beseech the Creator with the following words:

Lord, in sooth Thou gave’st me an existence slice,
For my path of life that crumb shall suffice,
Lord, I pray, pardon me my poorness excuse —

I can give Thee nothing except for these shoes.**

It seems significant that both in Gorodetsky’s poems and in the works of Lesmian,
there is a clear rejection of moralistic tendencies in the creation of kaliki perekhozhie.
In contrast to the role they play in the tradition, they cease in the work of both poets
to serve as a model of a man, and their weaknesses are exposed rather than heroic
deeds and behaviors far from those that could be in line with ascetic ideals.

505 Le$mian, “The Poor Cobbler;” p. 49.
506 Le$mian, “The Poor Cobbler;” p. 49.
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Homologies or filiations?

Despite the differences between works that were included in Gorodetsky’s cycle
Kaliki-kaleki and Le$mian’s cycle Maimed songs, there are a large number of sim-
ilarities in structure, themes and style of the works under study. After reading
these texts, the question arises: are we dealing with the result of homology or
filiation? This research problem can also be formulated in a different way: did
Lesmian read Gorodetskys poems from the Kaliki-kaleki cycle? Are traces
from this prospective reading reflected in his own work? While the existence
of a common prototype to which these two authors referred seems indisput-
able, there is no direct evidence that Le$mian was familiar with Gorodetsky’s
poems before writing his Maimed songs. If we take into consideration numerous
correspondences in references to the tradition of kaliki perekhozhie, we
cannot exclude that possibility, especially since both poets published in the
journal Golden Fleece, and Gorodetsky, about a dozen years after the publica-
tion of Le$mian’s collection The Meadow, translated two works from the col-
lection: the ballad “Whirlus and Twirlus™*” and the poem “W polu” [“In the
Field”].>® In the case of those translations, the existence of direct artistic rela-
tions between the poets is unquestionable.

And with regard to references to the tradition of kaliki perekhozhie, in the poems
of both poets, the presence of filiations connecting them must remain hypothet-
ical today. It is more certain to speak of important homologies, the recognition of
which allows us to appreciate the importance of not only intercultural contexts,
but also inter-generational contexts in the process of shaping artistic individuali-
ties. These contexts and the accompanying themes - later creatively developed by
Le$mian — were present not only in Russian literature of the early twentieth century

507 The translation was first printed as: Bonecmas Jlecbmsn [Bolestaw Le$mian],
“Ceupgpura u Mugpura,” JTumepamypHas eazema, No. “Cliel{aJbHbII HOMEp II0
CBAILIEHHBIIT IUTepaType 1 KynbType Ilombekoit pecybmmkn” (18.07.1935), p. 2;
https://vivaldinlr.ru/pn000011010/view/, last accessed 28.08.2019 [reprint: Bonecnas
JlecomsH [Bolestaw Lesmian], “Cuppura u Muppura,” in: Besnoonas 6annada, unu
Cnosa ons necru 6e3 cnos. Iloasus. Tieatr. ITposa, ed. Auppeit Basunesckuit [Andrey
Bazilevsky] (Mocksa: Punon Kimaccukx, WSH w Pultusku, Baxasap, 2006), pp. 119-
121]. For Gorodetsky’s translation, see: Hatanus boromonosa, [Natalia Bogomolova],
“bannapa Jlecomsana ‘Cugpura u Mugpura’ 1 ee pycckuit nepeBof, in: ITonvcko-
pycckue numepamyphoie ces3u (Mocksa: Hayka, 1970), p. 159.

508 See: Bolestaw Le$mian, “B none,” in: Besnoonas 6annada, unu Cnoséa 0ns necHu 6e3
cnos. IToasus. Tieatr. ITposa IIposa, ed. Auppeit Basunesckuit [Andrey Bazilevsky]
(Mocksa: Punon Knaccux, WSH w Pultusku, Baxasap, 2006), pp. 105-106.
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(for example, in the poems of Gorodetsky), but also in the literature of the late
nineteenth century. In support of this thesis, and as a conclusion to my reflections
devoted to kaliki perekhozhie as created by the three poets Yesenin, Gorodetsky and
Lesmian, it is worth quoting a work written in 1899 by Konstantin Balmont. The
text is entitled “Ypompr. Coner” [“Monsters: A Sonnet”].

I painfully love all of you, monsters,

The blind, the poor cripples and hunchbacks,
Whose life has been sealed by fate with valves,
Boats smashed by wave play.

And you, dear to me, serious freaks

Of nature, a bad mother, like spotted scats:
The repellant, sick family of vipers and lizards,
And you, cowbanes, thistles and cacti!

Leprosy, plague, misery, crimes, filth, hunger,
Sodom and Gomorrah, ghost towns,
Greedy hopes with bloodthirsty fangs —

- And for you there is room in my prayers:
In the name of Christ, glorified everywhere,
Oh, bless you, may you be happy!*®

In Russian, the word ypoos: is used to describe human beings with such deformed
bodies that considered terribly ugly. Balmont’s sonnet with that title was stylized
as a prayer for creatures flawed in both physical and spiritual senses, precisely
similar to Le$mian’s later lyrical heroes (“the blind, the poor cripples and hunch-
backs blind, poor critters and hunchbacks,”) including characters from the cycle
Maimed songs.

509 The original reads: “sI ropbko Bac nm067I0, 0 GeHble yponbl,/ ClenopoXXieHHbIe,
Xpomble, TopOyHbl,/ Yborue pabsl, He 3HaBuIMe cBOOObL/ Jlajgpy, pasburole
BEeCEJIOCTDIO0 BOHBL// VI BbI MHe Boporu, My4nrenbHbie cHbl/ JKecTokoit Marepun,
6esxanoctroit IIpupopbl,/ Kpusble KakTycbl, mobern Genensr,/ VI 3meit u A1epuil
oTBep)keHHbIe pobl.// UyMa, IpoKasa, TbMa, youiictso u 6exna,/ Tomoppa u Cogom,
crtemnsble Topofa,/ Haexkapl XMIIHbIe ¢ pacKpbIThIMI Iybamu, —// O, ecTb e U [is
Bac B MonuTBe yepenal/ Bo nma Tocnona, 6maxkeHHoro Beerpa,/ brarocnosisiio Bac,
na 6ynet cuactbe ¢ Bamn!” [Koncrantun banpmont [Konstantin Balmont], “Ypozsr.
Couert;” in: ITonnoe cobparue cmuxos, Vol. 2 (Mocksa: V3sparenbctso CKOpITiOH,
1914), pp. 80-81.
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Genre and structural modifications, thematic references, lexical
repetitions (Lesmian’s poetry and Ukrainian culture and folklore)

Ukrainian culture and folklore in Lesmian’s poetry?

In his introduction to Bolestaw Lesmian’s Poezje wybrane [Selected poetry], Jacek
Trznadel expresses his conviction that Le§mian’s youth spent in what is today
Ukraine (for almost twenty-two years) must have had an impact on his work.>"?
To support his thesis, Trznadel quotes Le$mian’s statement from an inter-
view “Dialogi akademickie — w niepojetej zielonosci. Rozmowa z Bolestawem
Lesmianem” [“Academic Dialogues - in inconceivable greenness: An interview
with Bolestaw Lesmian”] with Edward Boyé:

This inconceivable greenness is Ukraine, where I grew up. [...] Humanszczyzna and
Bialocerkiewszczyzna, Zofiowka and Szamrajéwka. Branicki’s woods were there, oh
dear, what woods! A forester called Uncle Agane grew bushes of the most beautiful roses
in the depths of the forest, the smell of which mixed with the smell of sap. [...] People in
Ukraine were strange, as strange as the greenery there.*"!

Boyé - a researcher who contributed greatly to Lesmian studies — wrote in this
case about unspecified “intellectual and artistic influences” and “Ukrainian land-
scapes and realities” reproduced in Le$mian’s literary oeuvre. However, he did
not argue further for that thesis, but noted that Le$mian’s poetry is by principle
ahistorical and non-geographical. These enigmatic observations did not pre-
vent Trznadel from stating that Le§mian could be included in the group of poets
of the so-called Polish Ukrainian school, also represented by the Romantics
Antoni Malczewski, Seweryn Goszczynski, Jozef Bohdan Zaleski and Juliusz
Stowacki (for example, in Beniowski, Ksigdz Marek [Father Marek], Silver Dream
of Salomea, “Odpowiedz na ‘Psalmy przyszlosci’” [“Response to the ‘Psalms of
the Future’”]), and in the twentieth century, by Jarostaw Iwaszkiewicz and Jozef
Lobodowski.*?

The statement quoted above is an important research trope, but is at the same
time an insufliciently convincing argument (if unsupported by appropriate
research) for drawing the conclusion that Le§mian was inspired by the cultural
traditions of the lands in question. It is a fact that Lesmian spent his youth in

510 Trznadel, “Wstep.”

511 Boyé, “Dialogi akademickie.”

512 Bolestaw Le$mian, Poezje wybrane, ed. Jacek Trznadel (Wroctaw: Zaklad Narodowy
im. Ossolinskich, 1991), pp. III-1V.
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Ukraine,” but associations between his works and the culture, especially folk-
lore, of these lands, remain one of the most enigmatic issues concerning Le$mian’s
literary oeuvre (along with the Paris period in his work). Certainly, works by
Volodymyr Wasytenki shed light on relation between Le$mian’s poetry and
Ukrainian culture: “O kresowo$ci Klechd polskich Le$miana” [“On Borderlands in
Le$mian’s Polish Folktales”], “OT3Bykn gpeBHEPYyCCKOIL KY/IbTYPbI B TBOPYIECTBE
bonecnaa Jlecomana” and Bolestaw Lesmian’s Poetical World.*'* Nevertheless,
the problem of intercultural dialogue and the influence of Ukrainian tradition
on Lesmian’s works does not seem to be definitively settled, and its multifaceted
impact has not been sufficiently demonstrated. At this point, I would therefore
like to take up the challenge of clarifying these issues. The research problem of
Le$mian’s fascination with Ukrainian culture is not easy to resolve. It can be con-
sidered on three levels:

generic,
thematic,
and lexical.

The result of these studies will determine an answer to the question if, in the case
of Le$mian’s work and Ukrainian culture and folklore, we are dealing with filia-
tion or homology.

513 Le$mian was born in 1877 in Warsaw. He spent his early youth in Kiev (until 1901),
for example, where his father, Jozef Lesman, was the director of the pension fund at
the directorate of the South-West Railway. During the Kiev period, Lesmian studied
intensively. From 1886 to 1896, he attended one of the oldest high schools in Kiev,
namely the classical gymnasium on Bibikov Boulevard, then studied in 1896 for two
months at the Historical and Philological Department of the Saint Vladimir University
of Kiev, and finally began studies there at the Faculty of Law. He graduated in July
1901. See: Bacusenxo [Vasylenko], IToemuunuii ceim.

514 Bomopmmup Bacunenko [Volodymir Vasylenko], “O kresowosci Klechd polskich
Le$miana,” in: Kresy. Syberia. Literatura. Doswiadczenia dialogu i uniwersalizmu,
ed. Eugeniusz Czaplejewicz and Edward Kasperski (Warszawa: Wydawnictwo Trio,
1995), pp. 127-134; Bonogumup Bacunenxo [Volodymir Vasylenko], “Or3yxn
JPeBHEPYCCKOIT KYIbTYphl B TBOpYecTBe BorecnmaBa Jlecbmsina,” in: Yepnueosckas
obnacmuas HayuHomemoouueckas koHgdepenyus, nocesujernas 800-nemuro “Cnosa
o nonxy Meopese” (Hepuuros: YOOHO; YOIV YMM; YOO YOOIIVK, 1986),
pp. 119-121; Bacunenxo [Vasylenko], IToemuunuii céim Bonecnasa Jlecomana.
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Generic and structural modifications

The first area where the influence of Ukrainian folklore seems worth exploring at
the same time seems the most difficult to grasp: the genre plane of Le$mian’s work.

In Le$mian’s oeuvre, it is difficult to indicate exact and direct geneological
inspirations from folklore or other cultural traditions in the territory of pres-
ent-day Ukraine. We will not find faithful implementation of genre models here,
for example, the Ukrainian duma®" initially called “Cossack songs” that echo
loudly in the pre-Romantic achievements of Julian Ursyn Niemcewicz: Dumy pol-
skie [Polish Dumy] (probably written in 1789) and Spiewy historyczne [Historical
Songs] (1816), or in Juliusz Stowacki’s literary output, for example, in Duma o
Wactawie Rzewuskim [Duma about Wactaw Rzewuski] (1833). A duma usually
depicted people and events in a realistic way, praising the fame and bravery of
dead heroes (an exception is a symbolical and allegorical duma, Sokét i sokolg
[Falcon and Baby Falcon]). LeSmian did not use those techniques of depiction
characteristic of such works, saturated as they are with lyricism (in several works,
he only borrowed imaging models, as will be discussed later on), and he did not
like historical themes. However, he was inspired by the tradition of bylinas of the
Kiev, Halych-Volyn and Novgorod series.”*® Duma is usually believed to stem
from the former two (and from ancient funerary lamentations from the Kievan
Rus’ period).””” Hence, in this case, we are dealing with a homology rather than

515 The term duma entered the language of Ukrainian folklore in the nineteenth century.
It was first used by Mychajlo Maksymowicz in the introduction to a collection of
Ukrainian folk poetry. However, the term had already been used in the sixteenth cen-
tury. Stanistaw Sarnicki, in his Latin work Annales (1587), had written about the deaths
of the Strusiéw brothers (of the Halicki nobility), fallen in a 1506 battle with Italians.
“Once more — wrote the Polish historian - people sing elegies about them, called
by Ruthenians dumy” [Qt. from Jan Mirostaw Kasjan, “Wstep,” in: “Na ciche wody.”
Ludowy epos Ukrainy, ed. and trans. Jan Mirostaw Kasjan (Torun: Wydawnictwo
UMK, 2000), p. 51. See: Mikolaj Sep Szarzynski, “O Strusie;” in: Poezyje, z pierwodruku
(1601), ed. Ignacy Chrzanowski (from the first print) (Krakéw: Wydawnictwo
Akademia Umiejetnosci, 1903), pp. 31-33.See: Adam Czahrowski’s “Knightly duma
(Polish knightly song)”] from the end of the 16th century entitled “Powiedz, ty,
muzyko moja” [“Tell me, my music”], in: Adam Czahrowski, “Powiedz, ty, muzyko
moja,” in: Threny i rzeczy rozmaite (Lviv: Drukarnia M. Bernat, 1599). Cf. Kazimierz
Wiadystaw Wojcicki Stare gawedy i obrazy, Vol. 1 (Warszawa: Nakladem Gustawa
Sennewalda - ksiegarza, 1840), pp. 181-184.

516 Krzyzanowski, Byliny.

517 Cf. Wlodzimierz Mokry, Literatura i mysl filozoficzno-religijna ukraifiskiego roman-
tyzmu. Szewczenko, Kostomarow, Szaszkiewicz (Krakéw: Wydawnictwo Uniwersytetu
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a filiation. Since Le$mian was the author of the lost drama Bacunuii Bycnaes
[Vasilii Buslaev], written in Russian, based on the Novgorod motif of bylina.
One can also justify an attempt to prove the influence of Ruthenian bylinas on
Le$mian’s [“Tale of the Lord’s Knight”], published in 1904 in Chimera. The pro-
tagonist of the piece — the enormous, imposing, cursed knight Piotr Wtadyka
- was constructed on the model of heroes from bylinas.”'®

This does not mean, of course, that the inspiration in Lesmians work of the
oral tradition of bylinas — the Old Russian historical-heroic epic®® - had the
character of a simple imitation. The very title of the cycle Maimed songs from
the volume The Meadow refers to one of the themes of kaliki perekhozhie®™ that

Jagiellonskiego, 1996), pp. 139-140. The researcher states: “Dumy, although they
hadn’t been methodologically written down until the nineteenth century, were
invented between the fifteenth and seventeenth centuries in Cossack circles, from
where they penetrated oral traditions of word and music. Hence, we can speak here
about a folklorization of elitist literature (regardless of the fact that it was oral, not
written), developing not only after the fall of the Cossacks, but also earlier. It was
initially believed that the dumy originated from ancient funeral lamentations of the
times of Kievan Rus and with the Old Ukrainian historical and heroic epic of the
eleventh to fifteenth centuries, also including stariny or the so-called byliny of the
Kiev and Halicko-Vohynian cycle. As experts speculate, they were forced out of the
region of Kievan Rus to the northeast, taking on a new form in the Russian language
and enriched with new themes, thanks to which they survived through the following
centuries” [Mokry, Literatura i mysl, pp. 139-140].

518 Cf. Lesmian, “Basn o Rycerzu Panskim.” Rochelle Heller-Stone argues that Stefan
Zeromski’s long legendary prose poem Powies¢ o Walgierzu Wdalym (1906) could
have also influenced Le$mian’s work, see: Rochelle Heller-Stone, “Metapoetics
and Structure in Bolestaw Lesmian’s Russian Poetry,” California Slavic Studies, ed.
Huxonait Banentunosuy Psasanosckuit [Nicholas Valentine Riasanovsky], Vol. 10
(1977), p. 138.

519 According to the French Slavicist André Mazon and Julian Krzyzanowski, most byliny
were created much later - Mazon argues for the fifteenth and sixteenth centuries,
and Krzyzanowski for the sixteenth century. Both folklorists claim that the genesis of
bylinas can be explained with reference to the context of folklore (fairy tales, legends,
apocrypha), and not to history, see: André Mazon, Les bylines russes (Paris: Boivin
et Cie, 1932), pp. 673-694; Julian Krzyzanowski, W kregu piesni. W krainie bajki
(Krakow: Wydawnictwo Literackie, 1980), pp. 76, 80. Other researchers indicate the
eleventh to fifteenth centuries as the time of the emergence of byliny, and their earliest
written examples are dated to the seventeenth century. The sixteenth to eighteenth
centuries seem most probable, during which the written versions of bylinas were
shaped on the basis of oral tradition and legends of the chronicles [remonuco].

520 I would like to thank Adam Pomorski for drawing my attention to this context.
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appears in the structure of the Old Russian bylinas, which has been analyzed
above with connection to the analysis of the poems of Yesenin and Gorodecky.
This tradition is common for modern Ukraine and Russia. In the Ukrainian
language, the word xaznika has three meanings: a crippled, disabled man; a pil-
grim; and singing beggar. The title of Le§mian’s cycle Maimed songs renews all of
these meanings. In Ukrainian, the phrase xaniku nepexosi is the equivalent of
the Russian xanuxu nepexoxue.>

Pilgrimage to holy sites is an ancient religious tradition already common by
the eleventh century, for instance, in areas of present-day Ukraine, contributing
to the reinforcement of Christianity on those lands. As I have already mentioned,
pilgrimage meant traveling to Jerusalem - the Holy Land, where the tomb of
Christ was located. At that time, a special type of pilgrims came into being, called
by the Ukrainian term kaliki perekhozhie [kanixu nepexosi], who traveled from
one place to another and begged for money. Descriptions of such migrations
were recorded in Old Russian oral works — for example in the bylinas of the
Kievan cycle about Ilya Muromets (with kaliki perekhozhie appearing as minor
characters) or in a bylina of the Novgorod cycle about Vasily Buslayev (who led
an adventuresome life then made a pilgrimage to Jerusalem to repent for his

521 Julian Krzyzanowski, emphasizing the contribution of certain groups of people to the
development of songs and, above all, lyrical songs, stated: “The professional group that
played for many centuries an especially significant role in all Slavic countries were
beggars, who, in search of bread, wandered - as a group - from one fair to another,
one feast to another, appealing to the donor not only with their rags but also with
the song repertoire, sometimes performed with an accompaniment of instruments
(famous Ukrainian lirnyks). Kaliki perekhozhie, as vagabond-pilgrims were called in
Russia, protagonists of satires, such as the Polish Tragedia zebracza [Beggars’ Tragedy]
and Peregrynacja dziadowska [Beggars’ Peregrination], had in their repertoire special
pious songs, ‘spiritual’ according to the Russian terminology, based on motifs derived
from apocrypha, legends and even history, but also works of a comic character, espe-
cially satirical, and as a result, they took an active part in the creation and dissemi-
nation of Slavic folk songs, which they undoubtedly took from one place to another,
in their own country and neighboring countries” [Julian Krzyzanowski, “Stowianska
literatura ludowa,” in: Szkice folklorystyczne, Vol. 1: Z teorii i dziejow folkloru
(Krakéw: Wydawnictwo Literackie, 1980), pp. 87-88]. Cf. Buxrop Kamyrnu [Victor
Kalugin], Iepoii pyccxozo anoca: Ouepru o pycckom gponvxnope [Hero of the Russian
Epos: Essays on Russian Folklore] (MockBa: CoBpemeHHuUK, 1983). Krzyzanowski, in
this description, disregards changes in the semantics of the word kaliki that have taken
place over the centuries. For the evolution of the meaning of kaliki, see: Kanyrus,
Iepoii pycckozo anoca, p. 180.
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youthful sins), in chronicles from 1163 and in legends. Traveling between towns,
visiting temples, kaliki perekhozhie contributed to the dissemination of Christian
legends and apocryphal literature across Ruthenia.

Significantly, creators of songs of a religious character are considered carri-
ers of the Ruthenian musical tradition. They are also predecessors of Ukrainian
lirnyk-bagpipers, guardians of Ukrainian spiritual culture, who have developed
their work since the fifteenth and sixteenth centuries. As literary historian Michat
Wiszniewski wrote in the nineteenth century, a lirnyk-bagpiper “invented nei-
ther the storyline nor the spirit of his poetry. He only sang what everyone had
already felt, he was only an Aeolian harp that gracefully played the feelings of the
entire generation. [...] The names of these rustic poets have disappeared, as have
the names of architects who built Gothic churches in the Middle Ages, as have
the names of those who invented the plow and sowing.”**

While he dreamed about bylinas, Le§mian did not write them. His Maimed
songs are certainly not bylinas — in their case, it is hard to talk about an exact
reproduction of the genre of religious poetry created by kaliki perekhozhie,
though reference to this tradition is present in the construction of characters
in Le$mian’s cycle. The most evident proof of this are the above analyzed poems
“Courtship,” “Hand” and “Soldier”

Le$mian, when referring to the tradition of kaliki perekhozhie common in
today’s Ukraine and Russia (both as secondary characters and also, as Julian
Krzyzanowski and André Mazon argued, as authors and carriers of Old Russian
bylinas), transformed it in a significant way through poetic interpretation on
existential, eschatological and philosophical levels.

It should be emphasized, however, that Le$mian also referred in the construc-
tion of his works to Slavic demonology, in particular to aspects considered indig-
enously connected to present-day Ukraine. This is the case in the work “Majka”
from the collection The Old Polish Folktales, where the protagonist is a Rusalka.

522 Michal Wiszniewski, Historia literatury polskiej, Vol. 1 (Krakoéw: Nakladem hrabii
Aleksandra Przezdzieckiego w drukarni “Czasu,” 1840), pp. 197-198, qt. from: Helena
Kapetus, “Romantyczny lirnik (O informatorach ludowych w czasach romantyzmu),”
in: Ludowos¢ dawniej i dzis. Studia folklorystyczne, ed. Ryszard Gorski and Julian
Krzyzanowski (Wroctaw: Wydawnictwo Ossolineum, 1973), p. 9.

523 For a discussion on Polish Folktales, see: Wojciech Ligeza, “ ‘Klechdy polskie’ Bolestawa
Le$miana na tle folklorystycznym,” Pamietnik Literacki, No. 1 (1968), pp. 111-147;
Edward Boniecki, “Archaiczna realno$¢,” in: Archaiczny swiat Bolestawa Lesmiana.
Studium historycznoliterackie (Gdansk: Stowo/obraz terytoria, 2008), pp. 37-73. For
an analysis of the language of Polish Folktales, see: Papierkowski, Bolestaw Lesmian.
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Mavka [Maska] is a Ruthenian (Ukrainian-Hutsul) demonic character. In the
context of the issue under consideration, the following questions seem rele-
vant: whether the demonic figure of a Rusalka, undoubtedly connected with the
folklore of lands now belonging to Ukraine, pervaded directly into Le$mian’s
work as a theme, or did Le$mian’s work include an artistic and literary transfor-
mation of that theme at the first degree of oral folk art? Are we dealing here with
a transmission and transformation of themes of Ukrainian origin disseminated
in Polish and Russian literature known to Lesmian, which could have influenced
him? Or might this case be a case of homology?

I would like to recall the fact that the theme under study often appeared in
Russian, Polish and Ukrainian Romantic-era poetry, for example, in the fol-
lowing great original texts: Mikhail Lermontov’s “Rusalka” and “Sea Princess,”
Alexander Pushkin’s “Rusalka” or “Rusalka (The Water-Nymph),” and Jézef
Bohdan Zaleski’s long poem “Rusatki. Fantazja” [“The Rusalkas: A Fantasy”],
and in Cyprian Norwid’s poem “Rusatki” [“The Rusalkas”]. We should also men-
tion Zaleski’s “Skalna czajka’[“ Rock Lapwing”] and “Duch stepu” [“The Spirit of
the Steppe”]. The female protagonists in the Mickiewicz ballads “Switez” [name
of alake], “The Fish” and “Switezianka” [a water-nymph living in the Switez lake]
along with the fantastic Goplana, queen of Lake Gopto in Stowacki’s Balladina,
can also be treated as transformed Rusalkas. Stowacki’s Beniowski is also filled
with poetic mentions of Rusalkas, and “Song II” (more precisely, the fragment
“Powies$¢ kozacka. Rusatka” [“Cossack Novel: Rusalka’]) from his Zmija. Romans
poetyczny z podat ukrairiskich. W szesciu piesniach [Viper: Poetic Romance from
Ukrainian Tales, in Six Songs] has a Rusalka. It is also worth mentioning the
Romantic-era Dumka by Taras Shevchenko.

Later, water demons appear in Bronistawa Ostrowska’s neo-Romantic ballad
inspired by folklore, “Rusatki” [“Rusalkas”],*** and they are also referred to in
her poem “Kwiat paproci” [“The Fern Flower”] and a text for children, “Cérka
wodnicy” [“Vodnica’s Daughter”] (the Rusalka was called a vodnica or siren, and
wanted to eliminate her human characteristics). Moreover, the motif held evi-
dent appeal for Kazimierz Przerwa-Tetmajer (author of “Niezbadany rycerz”
[“Unknown Knight”], “Rusatka” [“Rusalka”] and “Na wiosn¢” [“In Spring”]), for
Wiadystaw Orkan (author of “Bajka” [“Fairy Tale”]), for Jan Kasprowicz (author
of “Do Rusalki” [“To a Rusalka”]) and for Le§mian’s cousin Antoni Lange (author
of “On Switez”). Russian symbolists also used it, for example, Valery Bryusov’s

524 Bronistawa Ostrowska, “Rusatki,” in: Opale (Warszawa: Wydawnictwo Jan Fiszer,
1902), pp. 28-29.
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famous “The Water-Nymph” and Konstantin Balmont’s “She Is Like a Rusalka?”
Sergey Yesenin also used this motif as the construction axis of the work “Pycanka
noo Hosbiii rox” [“New Year’s Rusalka”]. In the literature of Ukrainian mod-
ernism, Rusalkas can be found, for instance, in Lesia Ukrainkas “Piesni lasu”
[“Forest Songs”] and in Alexander Kondratiev’s book Ha 6epezax Apuvinu.
Hemononozuueckuii poman [On the Banks of the Jarynia: A Demonological Novel].

This list of examples is certainly not complete, yet its very length and the fact
that it includes works created over several literary eras is irrefutable proof of
the existence of homology. Those similarities allow us to assume that Lesmian’s
interest (often identified with “reaching to sources”) in the figure of the Rusalka,
usually associated with the Slavic mythological world, could have an indirect
literary character. This is also evidenced by the fact that Lesmian’s “Majka” is,
as I will show later in this book, not so much a fantastic creature as a literary
protagonist.

It is relevant to note that the specificity of the structure of the titular char-
acter of “Majka” co-determines genetic transformations in Le$mian’s work. The
unclear ontological status of the protagonist (Majka is a beautiful woman with
the tail of a fish) allows Marcin Dziura to exclude her from the group of human
beings and, as a result, to justify his attitude to her and to unscrupulously reject
the Rusalka’s love.”” Significantly, the proto-Slavic fairy-tale Rusalkas, the most
popular East-Slavic female demons, were imagined as young, extraordinarily
beautiful, usually naked women with long hair.

It was believed that Rusalkas are the souls of girls who died prematurely and who, out
of jealousy for their lost lives, try to draw random passers-by to their deaths. Rusalkas
quickly confess love, dance at night in forest clearings, will tickle their prey to death.

They like to laugh and clap their hands.**

525 Using this technique, namely, the introduction of a character of ambiguous, ontolog-
ical status to the work causes the reader to query the role of the dehumanizing gesture
in folklore. It seems that one answer could be as follows: if a man, not only one rooted
in traditional culture but also a modern man, defines something as inhuman, he feels
free to treat it in an inhuman way. At that stage, he ceases to negatively assess his own
bad deeds, and he treats them rather as a necessary, adequate response to coming
across a force he has identified as threatening. He then adopts a defensive attitude,
easily justifying his misconduct. The emphasis on the border-region, fairy-tale status
of the female protagonist, whose prototype must be sought in Ukrainian folklore,
allowed Le$mian to recognize universal psychological mechanisms determining the
shape of social life and choices people adhere to.

526 See: Kolberg, “Tarnowskie — Rzeszowskie,” p. 270; Moszynski, Kultura ludowa Stowian,
p- 193.
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Interestingly, in the folktale [klechda] under study, Majka suffers for and falls
victim to the illiterate Marcin Dziura - hence, there is a reversal of the role tra-
ditionally attributed to a Rusalka. Le§mian’s work refers to local beliefs and cus-
toms once disseminated on lands now part of today’s Ukraine,*’ as is typical of a
folktale, and at the same time to their deconstruction. Le§mian was, in principle,
trying to reconstruct the rules of archaic imagination, while modernizing and
problematizing its meanings. Creating an atmosphere of the uncanny goes hand
in hand with exposing the human dimension of what, at first glance, may prove
strikingly unique. If we pay attention to the motif with metatextual potential
- very important in the work — namely the scene in which the Rusalka in love
gives a book about the underwater world and habits of Majka-like beings to the
illiterate Dziura, then it turns out that Le§mian performs a disillusionment on
the created fantastic situation, exposing the conventionality of its fairy-taleness,
not hiding from the reader that they are dealing with a Rusalka who is a book
character. For Marcin Dziura, her existence and supernatural powers can be only
the object of naive and unwavering faith.

Lesmian’s work is therefore an intertext: a modernized folktale that aims to
deconstruct themes borrowed from Slavic mythology. The focus is shifted from
the fantastic motivation of the protagonists™ actions to social and psychological
motivations. Similarly, the combination of fantasy and reality takes place mainly
in the psyche of the illiterate Marcin Dziura, possessed as he is by fear. Hence,
it is clear that Lesmian’s fascination — perhaps mediated in literary terms — with
Ukrainian folklore was accompanied by critical reflection on morality rooted in
traditional communities.

This intention was lost on the editor Jakub Mortkowicz, who, unfortu-
nately, decided not to publish The Old Polish Folktales. He found them to be

characterized by “excessive horror and sensuality [and] commercially risky”**

527 Klechda, as a genre from the boundary between folklore and literature, is called a folk-
tale that stems from beliefs, customs and cultural traditions of a given region. It can
be a story about the legendary past of that region, heroes whose fates are partly his-
torical, partly fantastic, or incredible events and unusual landscape specifics. Klechda
remains close to the fairy tale. This closeness is based on common motifs and the-
matic similarities. The separateness of klechda as a genre is determined by a closer
association than is the case in a fairy tale with moral and social realities of a specific
region, see: Stawinski, Stownik terminéw literackich, p. 223.

528 Le$mian, “[List] Do Z. Przesmyckiego,” pp. 340-341.

This comment applied particularly to the folktale “The Witch” Le§mian complained
to Przesmycki: “Mortkowicz perceives these folktales [pl. klechdy] to be ordinary folk
stories” [Le$mian, “[List] Do Z. Przesmyckiego,” pp. 338].
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Le$mian wrote about the projected The Old Polish Folktales in a letter to Zenon
Przesmycki: “It is my intention to develop a certain artistic possessiveness, to
treat folktale Poland from sea to sea, to include Lithuania and Ukraine. What we
did not do with a sword, let’s do it with a pen”*®

The term “artistic possessiveness” as Le§mian used it may seem unacceptable
from today’s perspective. However, if we remember that the author wrote those
words between 1913 and 1914 - that is, at a time when Polish statehood, for
almost a hundred and twenty years, could only have been mentioned in the past
tense, with nothing indicating that dreams of independence might soon come
true,” it can be explained in a historical context. It is worth noting that this
“possessiveness,” signaled in the collection title The Old Polish Folktales, took
on a completely different meaning as time went by — what was initially to be
“annexed” became artistically recorded and commemorated in Le$mian’s prose.
In the discussed works, we are dealing not only with a literally inspired attempt
to reproduce cultural codes of archaic communities that had existed in regions
comprising today’s Poland and Ukraine, for instance, but also with critical
reflection on customs and beliefs of these communities. As a result, LeSmian sig-
nificantly enriched the resources of the literary tradition of at least two nation-
alities — Polish and Ukrainian (and, in the case of references to bylinas, also
Russian), which entered into creative dialogue with each other. Lesmian chose
ancient pagan beliefs of those communities and motifs characteristic for their
ethnic sources™" as his source of literary inspiration and modern reflection, and
he also referred to later Christian traditions that he subjected to various trans-
formations (as in the case of Maimed songs).

529 Le$mian, “[List] Do Z. Przesmyckiego,” p. 337.

530 Cf. Boniecki, Archaiczny swiat, p. 50.

531 Le$mian, as Volodymyr Vasylenko mentioned, in the folktale “Podlasiak” [an oak
ghost] modernized the fairy-tale topos of the metamorphosis of a tree. Vasylenko also
pointed to significant similarities between Le§mian’s folktale “Majka” and the drama by
Lesia Ukrainka (Larysa Kosacz-Kwitka) Piesni lasu [Forest Songs]. The main character
in both works is a Rusalka (referred to as majka or mavka) unhappily in love with a
peasant (Marcin Dziura and Lukasz, respectively), who experiences betrayal when
her beloved chooses an ordinary woman and a prosaic life. According to Vasylenko,
the love choice made by the male characters gains a world-view character: both men
choose mediocrity, a routine life free from passion and emotional risk, see: Bacuenxko
[Vasylenko], “O kresowosci ‘Klechd polskich, ” pp. 132-133. Vasylenko also indicated
the correspondences between the theme of a witch in Le$mian’s “The Witch” from The
Old Polish Folktales and in Nikolai Gogol’'s work (for instance, in the story The Viy).
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It is pertinent to note that the most direct references to Ukrainian culture
and customs in Le$mian’s realistic prose appear in “Dzien Nazara” [“Nazar’s
Day”], which is full of comic accents.”® References mentioned above occur
here in both the construction of space and the creation of literary characters.
Significant references are to a meadow “covered with steppe grass” and the prox-
imity of a church and an Orthodox church. Events presented in the text can even
be located approximately, thanks to the use of the local name Yepnssxa. It is a
village in Ukraine in the Pulyny Raion region, a hometown of Mukona [Mikota],
one of the characters in Lesmian’s short story.

Associations between Le$mian’s story and Ukrainian culture are also indi-
cated by anthroponyms. The protagonist of the work bears the name Nazar, one
that was well-known and popular there in the late nineteenth century. It comes
from the Latin form Nazarius (from Nazareth), and the Greek form Nazariasz,
Nazara (devoted to God) and has its equivalents in other languages, not only
European: this is, for example, a name for a Turkish amulet called “the eye of
the prophet,” and in Arabic nazar means “a look” However, in this case, the
association between the name and its Ukrainian variant ceases to raise doubts
when we look at anthroponyms such as Mikofa or Jewdocha, given by Le§mian
to other characters in the story. It is worth recalling that the latter is a female
name associated by the Ukrainian people with spring, while the spelling of the
former (Mikota/Muxona) could result from replacing the Ukrainian pronuncia-
tion (Mykota) with Russia (Mikota).

It seems significant that in the short story under study, the morality of the
characters was portrayed in a humorous way, though this comism does not
degrade them. For example, the titular character Nazar, “who sees himself as
a hardworking peasant,** is in fact a man who enjoys idleness whenever an
opportunity arises. For example, on the seventh day of the week — Sunday. The
very name Hedina indicates (in all Slavic languages except Russian) that it is a day
when work is set aside. The hero, describing it as “a sister [...] or a mother;>*
uses it as a pretext to idle with impunity. It is not the character’s bad or good will
but “Godly laziness” deciding that married Nazar does not follow Jewdocha, but
only looks at her, though she is a strong erotic temptation for him. For the same

532 I'would like to thank Prof. Anna Czabanowska-Wrébel, the reviewer of my book, for
directing my attention to this text.

533 Boleslaw Lesmian, “Dzien Nazara,” in: Dzieta wszystkie. Basnie i inne utwory prozg,
ed. Jacek Trznadel (Warszawa: Panstwowy Instytut Wydawniczy, 2012), p. 623 [“we
wlasnym rozumieniu chlop robotny”].

534 Le$mian, “Dzien Nazara,” p. 623 [“siostry [...], albo i matki”].
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reason, the protagonist does not help a doctor traveling to a patient to repair
a cart, but only watches the doctor’s struggle with the broken vehicle. Sources
of comedy in the construction of this and other characters should be seen pri-
marily in the incompatibility of statements they make about their behavior.
Nazar, while boasting about his piety, curses and swears horribly; he seems him-
self as hard-working, while he is idle. The doctor, in a hurry to see a patient, finds
time to argue with Nazar and threaten him with a whip - and finally, Jewdocha,
declaring her modesty and lack of interest in the man, sidetracks from the road
to flirt with him.

While such references are not dominant in Lesmian’s oeuvre, disregarding them
would deform the image of the connection between his work and other cultures,
among which Ukrainian culture is essential.

Thematic references

The thematic level is the second level where thematic references to Ukrainian
culture appear in Le$mian’s works (although it is not as rich as the first one).”
These references appear both in the poem “Z sonetéw ukrainskich” [“From
Ukrainian Sonnets”]*** (published in 1898 in Tygodnik Ilustrowany), and in the
following texts: “Wspomnienie (Te $ciezyny, ktérych stopa dzieciecg dotykatem)”
[“Reminiscence (Paths I Touched with My Foot as a Child),”] “Wspomnienie
(Lubie wspominac te dzieciece lata)” [“Reminiscence (I Like to Return to Those

535 After Halyna Dubyk read these arguments in their first appearance (Tekstualia,
No. 2/21 (2010) and in dialogue with them, she wrote the paper “Bolestaw Le$mian a
Ukraina” [“Bolestaw Le$mian and Ukraine”]. Dubyk also included the poem “Bosnssr
xxuBble” [“Live Waves”], written in Russian, in the list of the poet’s works that men-
tion Ukraine. That poem divides Le$mians biography into two periods. The first
period — Ukrainian - is magical, draped in mystery and seems an important ele-
ment in his poetic sensitivity, see: Halyna Dubyk, “Bolestaw Le$mian a Ukraina,”
in: Sen o Ukrainie. Poglosy szkoly ukrainiskiej w literaturze polskiej dwudziestole-
cia migdzywojennego (Warszawa: Wydawnictwo Uniwersytetu Kardynala Stefana
Wyszynskiego, 2014), p. 31. The list of thematic references to Ukraine in Lesmian’s
oeuvre analyzed by Dubyk is enriched by references from the poem “Na stepie” [“On
the Steppe”] from 1897 and the poetical work “Step” [“Steppe”] (first printed in 1902
in Chimera; later included in his debut volume, The Crossroads Orchard), see: Dubyk,
“Bolestaw Lesmian a Ukraina,” pp. 34-38.

536 Bolestaw Lesmian, “Z sonetdéw ukrainskich,” Tygodnik Ilustrowany [Warszawa], No. 44
(1898), p. 868.
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Childhood Years)”] and “From My Childhood™* (from The Shadowy Potion),
“Krajobraz utracony” [“Lost Landscape”] (from The Sylvan Befallings). The poem
“From Ukrainian Sonnets” begins with an apostrophe to a steppe landscape
defined metaphorically as a “Golden-green bas-relief”**® There is a clear con-
trast between lifelessness and dynamics - the steppe landscape seems a deathly
static one: the moon blooms here with “dead silver;” “A cloud of strange shapes,
grounded in sapphires,/ Sleeps like a mummy of longing, saturated with glow;/
And the steppe embalms it with a breath of fragrant chest”>** However, this ap-
parent immobility is contrasted with unusual dynamics, disturbed by an unre-
strained flow, saturated with horror:

Storm of sadness, half-covered with coats of winds,
Flies — and cuddles to you womb.

A black spectrum of a Cossack rushes far and dies,
And the far beatings of a scared hooves rumbles.**

The disappearance of the fast Cossack on horseback is described with a than-
atological metaphor. There is also clear synesthetic imaging in the work: “And
the steppe devils — great, pure-golden,/ In a wild dance rush through bluish
horizon!”**!

Initially, the steppe glitters with gold and shades of green, then rumbles mount,
struck by the horse’s hooves, and finally clouds of dust rise over it: “steppe dev-
ils — great, pure-golden” The landscape created in Le§mian’s poem is a landscape
that is simultaneously seen and heard. It is possible that the thanatological meta-
phors in the text are a distant homologous reminder of the idea of the Cossack’s
death in the steppe, known to Lesmian from the Ukrainian dumas characterized
by a mourning tone and description of feeling and troubled nature, which is
expressed in a similar way in Lesmian’s poem - manifested, for example, by the
term “storm of sadness” Thus, we are dealing here with a thematic reference, but

537 Bolestaw Le$mian, “From My Childhood,” transl. Marian Polak Chlabicz, “Tekstualia”
2019, nr 3 (58), pp. 173-174.

538 Le$mian, “Z sonetéw ukrainskich,” p. 868 [“ptaskorzezba zlocistozielona”].

539 Le$mian, “Z sonetéw ukrainskich,” p. 868 [“martwym srebrem,” “Chmura ksztattow
dziwacznych, w szafiry zaryta,/ Spi jak mumia tesknoty, blaskiem nasycona;/ A step
ja balsamuje wonnej piersi tchnieniem”].

540 Le$mian, “Z sonetéw ukrainskich,” p. 868 [“Burza smutkow, plaszczami wichrow
potokryta,/ Leci - i do twojego przytula si¢ fona./ Czarne widmo kozaka pedzi w dal
i kona,/ I grzmi tetent daleki trwoznego kopyta”].

541 Le$mian, “Z sonetdéw ukrainskich,” p. 868 [“A szatany stepowe — wielkie, szczeroztote,/
W dzikim tancu przez sine pedza widnokregi!”].
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also a structural one - a poetics of description characteristic of dumas. A quarter
of a century later, Le$mian did not fully reproduce that genre pattern; however,
he chose a classic sonnet as a compositional model, and thus shaped the content
derived from folklore into an elitist form, which was penetrated by an emphasis
characteristic of the folk Ukrainian epos, a lofty atmosphere and a longing and
dismal tone.**

In the poems “Reminiscence (Paths I Touched with My Foot as a Child),”
“From My Childhood” and “Lost Landscape,” Ukraine does not appear by name
(contrary to the title of the above-mentioned work), but they can be read as
autobiographical texts. Descriptions concern the territory where Lesmian spent
almost a third of his life. They all have a nostalgic character, with childhood
there associated with boundless, inexhaustible, limitless existence, accurately
described by Le$mian with the help of spatial metaphors, synesthetic systems of
words (intensifying the impression of fullness of life) and repetitions that allow
him to obtain the effect of multiplicity:

What else do I dream of those days of yore?

The trees full of leaves, the faces I saw —

Only leaves and faces! People and green!

My laughters go on endwards the boreen!

I run...my head entrapped in sough and the skies.

The clouds’ breath - in my chest, treetops - in my eyes.”*

Fresh humidity would wake me in the morning,
And the sun would paint golden dogs

On my walls - golden coasts,

Golden violin - golden abysses...”**

The ending of the poem “Lost Landscape,” written in the poetics of sentimen-
talism, seems to be the most nostalgic. While the poem describes space termed

542 It should be emphasized that a sentimental and increasingly stereotypical image of a
wild Cossack on the steppe was already s popular as a convention of imaging in Polish
Romantic literature. It appears, for example, at the beginning of “Piesn I” [“Song I”]
of Malczewski’s poetic novel Marya [Maria]. See: Antoni Malczewski, Marya. Powies¢
ukrairiska wierszem (Sanok: Naktad i druk Karola Pollaka, 1856).

543 Le$mian, “From My Childhood”

544 Bolestaw Lesmian, “Wspomnienie (Te $ciezyny, ktorych stopa dziecigca dotykatem),”
in: Dzieta wszystkie. Poezje zebrane, ed. Jacek Trznadel (Warszawa: Panstwowy
Instytut Wydawniczy, 2010), pp. 213-214 [“Budzila mnie poranku wilgo¢ $wieza,/
A storice malowalo mi na $cianie/ Zlote psy — zlote wybrzeza,/ Zlote skrzypce - ztote
otchtanie...”].
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“strange village,** it appears as a synonym of the “once accessible secret,** a
place once familiar and close, a pleasant, yearning memory of a world that no
longer exists, in its sensual beauty and concreteness:

And why do I feel a chocked godly cry in my chest

When I think that the winds will not flow through those fields anymore,
And that those auroras will not shed light

On the bushes covered with lost sheep wool?**

Nostalgia also permeates the long poem “Reminiscence (I Like to Return to Those
Childhood Years),” which reads:

I like to go back to these childhood years,
When, neglecting the rest of the world,

He would go with a shepherd into a known field
With cows whose inert movement of hooves
Would stir up the dust a little,

Run closely together on the grass

A rain of green and golden flies, and

Those dark-purple lonely glittering ones,

That, follow their reasonable wings,

And suddenly fly into cows’ eyes,

Looking into the distance, like at a barn.

[...]

And I saw everything and almost nothing,

I knew the entire path without looking,

Because I walked it inside of me,

And outside of me. Today I believe that in a grave,
When I am left with my dreams by myself,

I will walk it again, again with closed eyes,
Under the same sun, like in a real dream.*®

545

546
547

548

Bolestaw Le$mian, “Krajobraz utracony; in: Dzieta wszystkie. Poezje zebrane. Ed. Jacek
Trznadel, (Warszawa: Panistwowy Instytut Wydawniczy, 2010, p. 483] [“obca wioska”].
Le$mian, “Krajobraz utracony; p. 483 “dostepnej niegdy$ tajemnicy”].

Lesmian, “Krajobraz utracony,” p. 261 [“I czemu czuje w piersi zdlawiony ptacz bozy/
Na mysl, ze nie zaszumia tamtych pol powiewy,/ I ze si¢ nie rozwidnig §wiatlem tamtej
zorzy/ Zgubiong welng owiec posmiecone krzewy?”].

Le$mian, “Wspomnienie,” p. 209 [“Lubi¢ wspomina¢ te dziecigce lata,/ Gdym,
zaniedbujac calg reszte §wiata,/ W znajome pole szedt razem z pastuchem/ Kréw, co
beztadnym swych rapci rozruchem/ Niska przed nami niecily kurzawe,/ Sciagajac na
sie wybiegly nad trawe/ Deszcz much zielonych i ztotych i owych/ Samotnie skrzacych,
ciemno-purpurowych,/ Co, dogadzajac przemyslnemu skrzydiu,/ Wpadaja nagle w
samo $lepie bydtu,/ Zapatrzonemu w dal, jak w swa obore. [...] I widywatem wszystko
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Ukrainian lands are depicted in this poem as a country path taken in childhood in
the company of a shepherd. The territory passed through, and even insects char-
acteristic there, have been remembered by the lyrical subject of the work in every
detail and presented in the text in a very sensual way. This sensuality manifests itself
most fully in the poem through the poetics of colors and in the sound layer of the
work (“A rain of green and golden flies, and/ Those dark-purple lonely glittering
ones”). Most important, however, seems to be that this topos of a path recalled from
childhood gains an eschatological significance in the long poem, because it is to
become a path also taken after death.

Lexical repetitions

The third level on which one can look for Ukrainian influences (poorer still, when
compared to the other two) is the lexical layer of Le§mian’s works. In addition to the
neologisms, archaisms and dialectisms already described, there are local names, such
as Czerniawka in the story “Nazar’s Day” and Tykicz and Mohita in “Gluchoniema”
[“The Deaf and Dumb’] among Le$mian’s poems. The story also features, as has
been mentioned, anthroponymes characteristic to the Ukrainian language, such
as Mikota and Jewdocha, along with names of other origins — for example, Nazar
- that were very popular in Ukraine. The repertoire of language borrowings in the
Le$mian story under study is enriched by the following words: cikawy or ciekawy
[“curious”], a form deriving from the Ukrainin adjective yikasuii, and hotubka [“a
dove”], from Ukrainian eony6ka, or maty [“mother”] - mamu in Ukrainian.

Most common in Le§mian’s work are Ruthenisms, which became Ukrainianism
over the course of the history of language. They certainly did not dominate
Le$mian’s vocabulary, but I would argue that their presence is worth noting.**
The poem “Str6j” [“Attire”] from the volume The Meadow reads: “They passed it

inic prawie,/ Na niewidziane znajac droge cala,/ Bo odbywalem jg zaréwno w sobie,/
Jak po za soba. Dzi$ wierzg, iz w grobie,/ Gdy z mymi snami sam na sam zostane,/
Znéw ja odbede, znéw na niewidziane,/ W tym samem sloricu, jak we $nie przystato”].

549 Halyna Dubyk has enriched the list of possible borrowings from Ukrainian language
in Le$mian’s work. One of these might be the word turbowac (unless it is an archaism
deriving from Old Polish) - to worry, to torment that appears in the folktale “Majka.”
Dubyk lists nieochajnie [“sloppy”] as an indisputable Ukrainianim, see: Dubyk,
“Bolestaw Lesmian a Ukraina,” p. 28.
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between themselves, like a cup:/ »Let’s give our souls some honey to drink that
has deep black eyes!«“>

The phrase “oczy kare” [“deep black eyes”] appears in many songs deriving
from Ukrainian folklore, when they refer to hazel eyes, an essential attribute of
female beauty.>®* Also the word “hotubce” appearing in the poem “Soldier” from
The Meadow, is known in Ukraine, it is used to describe a dance figure consisting
of coquettish and seductive whirling of a couple around each other.** The first
part of the name “a mermaidlike maiden” about which we read that “she kissed
him expertly and tickingly and tenderly./ Of-dana, da-dana! - this wooden, this
crutch!!”* appearing, for example, in “A Beggar’s Ballad,” comes from the Latin
word rosalia (the feast of roses) and is known in Ukraine, having East Slavic
roots. In Ruthenia, this word took the form pycanka.** The forest nymph Majka

>

550 Bolestaw Lesmian, “Strdj,” in: Dziela wszystkie. Poezje zebrane, ed. Jacek Trznadel
(Warszawa: Panstwowy Instytut Wydawniczy, 2010), p. 84 [“Podawali jg sobie z rgk
do rak, jak czare:/ »Péjmy dusze tym miodem, co ma oczy kare!«“].

551 Bacuienko [Vasylenko], “O kresowosci,” p. 130. Aleksander Briickner explains the ety-
mology of the word in the following way: “deep black [kary], ‘black, especially about
the coloration of a horse, derives, as with other similar words, from the East, from
the Turkish word kara, which entered Ruthenia-Ukraine in the seventeenth century”
[Aleksander Briickner, Stownik etymologiczny jezyka polskiego (Warszawa: Wiedza
Powszechna, 1993), p. 221; reprint from the first print: Cracow: Krakowska Spétka
Wydawnicza, 1927]. For more information, see: Andrzej Bankowski, Etymologiczny
stownik jezyka polskiego, Vol. 1 (Warszawa: Wydawnictwo Naukowe PWN, 2000),
p. 639 [“deep black [kary], ‘black’ (about horse coloring) seventeenth century - from
(earlier only in Klonowic 1598, about a beaver), Ukr. karyj, ‘black, dark’ (especially
about eye color), Tur. (Osm.) kara adi. Black. It substitutes wrony [crow] in this
meaning.”

552 Le$mian uses the word in an ambiguous way: first, as an ironic description of the dance
of a crippled soldier, compared to a heel hitting a heel during a dance performed with
a simultaneous jump, second, with regard to soldier’s former lover who does not want
to dance until death “in this bed with a twitcher” [“w takim w tozu drygala,” Le§mian,
“Ballada dziadowska,” pp. 104-105].

553 Boleslaw Le$mian, “A Beggars Ballad (excerpt),” in: Heller-Stone, Bolestaw Lesmian,
p. 197.

554 See Briickner’s etymological dictionary of the Polish language: “Rusalkas, ‘deities,
forest spirits, water spirits, beautiful ladies, luring to dance and tickling to death;’
unknown to the Polish people under this literary name, from Ruthenia, where the
name of a spring ritual, condemned by the Orthodox Church, with dances, singing
in the natural spring environment was shifted — as it sometimes happens — on former
mythical creatures berehynie; the ritual commemorating the spirits of the forefathers
was in Latin Balkan called rosalia, ‘the feast of roses;” the Latin name was taken over
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(in Ukranian: mayka) from Old Polish Folktales is also a Rusalka. The female
protagonists of Lesmian’s mime dramas Pierro and Columbine and A Frenzied
Fiddler are also defined with this name. Rusalkas also appear in both known ver-
sions of the poem “Way of Looking:”

Twenty thousands of forgotten water nymphs
Have emerged from the water to cease to exist...

[...]

Suddenly a hundred thousands of crying water nymphs

Have emerged into the moon to exist partially.>>

The work “Asoka” [“Ashoka”] from the volume The Meadow has the following
two lines: “And the king said: »Willow, oh willow, I should go with you to the
field!/ If T have to, I will share your fate —«”**

The word przedole¢ may be a polonized form of the Ukrainian verb 3donamu
meaning “to manage, to overcome” [podofac, przemoc]. Also the title of one
of the Old Polish Folktales, “The Witch” (Ukr. biovma) refers to Slavic beliefs,
traces of which are preserved in Ukrainian folklore. Finally, the word niprux
[lyrnik], present for example in the poem “The Deaf and Dumb,” in which the
main female protagonist is described as a “mute singer, a lyra without a lyrnik,”’
points to homological associations of Lesmian’s poetry with Ukrainian folklore.

Le$mians multilingualism (in this case, one should not ignore the influ-
ence — although it was not dominant - of Ruthenisms that later became
Ukrainianisms) permits his inclusion in the group of authors ranging from
Biernat of Lublin, Mikolaj Rej, Stanistaw Orzechowski, Sebastian Klonowic,
Mikolaj Sep Szarzynski, Szymon Szymonowic, Barttomiej Zimorowic, Juliusz

by Balkan Slavs, and then Greeks; their time coincided with the ‘Green Week’ that was
called rusalia already in the tenth century. Foreign words, a familiar issue; in Poland
both only literary” [Briickner, Sfownik etymologiczny, p. 469].

555 Lesmian, “Spojrzysto$¢,” p. 431; Kalendarzyk zebran “Kola Mitosnikéw Ksigzki,”
Zamos¢. 1929/30; Cf: Leszek Libera, Romantycznosé i folklor. O twérczosci Jacka
Malczewskiego i Bolestawa Lesmiana (Poznan: Wydawnictwo Scientia, 1994), p. 63.

556 “Tkroélrzekl: »Wierzbo, wierzbo, i$¢ miztoba w pole!/ Dole twa, skoro trzeba, wraz z tobg
przedole - «” [Bolestaw Le$mian, “Asoka,” in: Poezje zebrane (Warszawa: Panstwowy
Instytut Wydawniczy, 2010), p. 122].

557 Boleslaw Le$mian, “Gluchoniema,” in: Bolestaw Le$mian, Dziela wszystkie. Poezje
zebrane. Ed. Jacek Trznadel (Warszawa: Panstwowy Instytut Wydawniczy, 2010),
p. 46 [“Spiewaczki bezgto$nej, liry bez lirnika”]. For a stylization of the narrator for a
village singer in many Le$mian’s poems, see: Trznadel, Twérczos¢ Bolestawa Lesmiana,
Pp- 257-264.



THE INTERCULTURAL HOMOLOGIES 229

Stowacki, Seweryn Goszczynski and Antoni Malczewski who contributed to
bringing Ukrainianisms into the Polish literary language, or to consolidating
them within it.

How many traditions and cultures?

Finally, one has to answer two questions. First, can we include Le$mian into the
group of poets of the so-called Ukrainian School,*® comprised of the Romantics

558 Lesmian, Poezje wybrane, pp. III-IV. The issue of a Polish Ukrainian school seems
to be much more complex, and the list of authors who could potentially belong to it
is longer than the one presented by Jacek Trznadel on the occasion of his reflections
on Lesmian. The above-mentioned enumeration of authors ends with the name of
Lobodowski, a translator of the anthology of Ukrainian poetry Szesédziesieciu z tej i
tamtej strony Zbrucza [Sixty on This and the Other Side of Zbrucz], author of “Piesn o
Ukrainie” [“Song about Ukraine”] and poems devoted to those lands, later included in
the volume Ztota hramota [Golden book] written partly before and during the war then
published in exile, as well as the author of the collection Uczta zadzumionych [Feast
of the Plagued] containing a cycle Fraszki kresowe [Borderland Epigrams] (including
satires about forced polonization). Lobodowski was interested in Ukraine’s problems,
although it was not his place of birth. In the second half of the 1930s, the writer main-
tained contact with the circles of Eastern Studies and members of Ukrainian emigra-
tion. They focused around the Biuletyn Polsko-Ukraitiski [ Polish-Ukrainian Bulletin]
and the Prometheus Club. Lobodowski not only did not support the repressive policy
of the Polish authorities against the Ukrainian population (see, for example, his poems
“Rocznice majowe” [“May Anniversaries”], “Wrota kijowskie” [“Kiev’s Gate”], “Polesie”
[“Polesia”], “Duma o atamanie Petlurze” [“Duma on Supreme Commander Petliura’],
“Cérka atamana” [“Daughter of a Supreme Commander”], “Poetom ukrainskim” [“For
Ukrainian Poets”] and the long poem “Kisielin” [“Kisielin”]), but also discussed the
bloody history of the Cossack uprisings (“Ziemia cmentarna” [“Cemetery Land”],
“Hulaj-pole” [“Roaming the fields”], “Na czarnym szlaku” [“On the Black Trail”]), he
referred to the folklore of these lands lexically and thematically (see: Dumy wolyriskie
[Volynian Dumas]), see: Maria Mansfeld, “Ukraina w poezji Jozefa Lobodowskiego,”
Spotkania, No. 35 (1988), pp. 82-97. Michal Grabowski (1804-1863) wrote about the
Ukrainian School in Polish Romantic poetry and its associations with folklore in the
nineteenth century in his essays “O elemencie poezji ukrainskiej w poezji polskie;j”
[“About the element of Ukrainian Poetry in Polish Poetry”] (published in Vilna in 1837
in Vol. 2 of Literatura i krytyka, (Drukiem Teofila Gliicksberga), pp. 93-118) and “O
szkole ukrainskiej poezji” [“On the Ukrainian School of Poetry”] (published in Vol. 1
of Literatura i krytyka in 1840, pp. 1-100). Grabowski wrote about Zaleski, Malczewski
and Goszczynski, and also focused on forgotten writers such as Tomasz August
Olizarowski and Aleksander Groza. In an extended sense, an “Ukrainian school in
Polish literature” could create order and would concern those poets and prose writers
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Antoni Malczewski, Seweryn Goszczynski, Jozef Bohdan Zaleski and Juliusz
Stowacki®® - and second, what are the sources and the meaning of the refer-
ences to the traditions of Ukrainian folklore in Le§mian’s work? The answer to
the first question is only seemingly simple. The influence of Ukrainian traditions
and folklore on Le$mian’s art was indeed evident. It took place, I would argue,
not only directly, but also thanks to the literary agency of Polish and Russian
Romantics, among others. However, this was not the only impact.

Undoubtedly, Lesmian’s specific style and worldview — present in his later
works, stemming from the spirit of dialogue between Eastern and Western
European cultures — developed during the Kiev period. That was also the
time when Lesmian was influenced by Russian symbolism.**® We should also
remember the importance of Baudelaire’s works and the significance of the
works of Edgar Allan Poe for the final shape of Le§mian’s poetics. The measure of
Le$mianss literary genius turned out to be that even though he drew from many
sources, he was not reduced to any of them and exceeded all of them with creative
individuality, while at the same time enriching the cultures that inspired him.

whose works include themes, motifs, lexis or genres related to Ukraine — which is
not, of course, the same as saying that those authors have not created independent,
noteworthy literary works. Which should also not be suggested by using the term in
a narrower scope — the reduction of Stowacki’s rich oeuvre (not the only example; this
remark also applies to twentieth-century authors) exclusively to Ukrainian influences
would be a malpractice of literary studies. In accordance with such a reductive rule,
for example, the “Pulawy school” or “Lithuanian school” were distinguished (with
Adam Mickiewicz included, for example).

559 The list of authors belonging to the Polish Ukrainian School should include poets
focused around the Lviv literary group and the magazine Ziewonia (1832-1838),
such as August Bielowski and Lucjan Siemienski (imitating dumas and songs of those
lands). It is also worth considering the presence of authors from the Petersburg coterie,
headed by Henryk Rzewuski, focused in 1841-1851 around Tygodnik Petersburski.
Regarding twentieth-century creators (not necessarily poets), references to folklore
can be found in the prose of Stanistaw Vincenz. When discussing literary connec-
tions with the culture of Ukrainian lands, one cannot omit the prose of Bruno Schulz,
Andrzej Chciuk, Juliusz Kaden-Bandrowski, Julian Stryjkowski, Leopold Buczkowski,
Andrzej Ku$niewicz and Wlodzimierz Odojewski. The list of poets younger than
Le$mian includes Arnold Stucki and Jan Spiewak, and it is worth considering
Kazimierz Wierzynski, born in 1894 in Drohobycz. A separate matter are inspirations
of Ukrainian folklore or nature in painting — for example, Jacek Malczewski’s cycle
Rusatka [Rusalka), Jozef Chelmonski’s realistic landscapes and the canvases created
by Leon Wyczdtkowski during his decade-long Ukrainian period.

560 Cf. Sobieska, Twérczos¢ Lesmiana.
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The answer to the second question, about the source and the significance of
references in Lesmian’s work to the traditions of Ukrainian folklore, is equally
complex. Intersecting with Le$mian’s interest was the influence of folk traditions
of other lands and derived from Le$mians fascination with what was archaic. It
adopted a quite specific literary shape in the poets oeuvre (I will return to this issue).
It is pertinent to remember that the interest in archaism present in Lesmian’s works
was largely mediated from literature and was not an isolated interest in that period.
In European countries, the search for national styles took place in the nineteenth
and early twentieth centuries, manifested with, a turn towards national folk pasts,
among other areas. This interest had already intensified in Russia in the first half of
the nineteenth century and resulted in a turn to the tradition of the popular epic
that had been rather unpopular before, and this sooner or later had to find its reflec-
tion in literature. According to Julian Krzyzanowski,

[The aforementioned turn] took place in connection with Russia’s striving to take the
supreme position among Slavic nations [...]. These tendencies were formulated most
clearly in the Slavophile movement that created a special ideology, connected with the
contemporary Polish messianism; using a set of religious concepts (Orthodox Church),
political (camodepiucasue-autocracy) and social (Narodnost-folklore), this movement
determined Russias right to primacy in the European world based on them, as a com-
mentary on the factual state-material power, and built an ideological superstructure,
based on moral values that were supposed to justify and legitimize this power, set and
define its historical mission, and finally specify the philosophical foundation of this mis-
sion. Since dialectical arguments were not enough to make these arguments, they had to
be documented with historical data and folk concerning folk creation, untouched by the
Western civilization, from which the Slavophile movement separated itself with all its
energy, although it owed it the Ruthenian idealization of the people.*

Emerging as a result of the Slavophile movement was the authentic aspiration
to thoroughly learn and explain the genesis of epic bylinas, considered the most
interesting and oldest variation of folklore®** (Krzyzanowski would prove that

561 Krzyzanowski, Byliny, p. 7.

562 At that time, the name bylina [6vinunvt] was created — unknown before among
common people - and quickly replaced the word starina [crapuna] once used by folk
singers, see: Krzyzanowski, Byliny, p. 8. Also ViBan Kupeesckuit [Ivan Kireyevsky],
a folklorist then wrote important works, a collection of folk songs written down by
ITaBen Pri6HuKoB [Pawet Rybnikow] is published in 1861. As a result, foundations of
the mythological school of Russian ethnography were formed, the findings of which
became an important source of literary motifs. The Russian poet Sergey Gorodetsky,
author of the volume The Ravine (1907), filled with pagan-Slavic motifs, used it. In
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last consideration to be wrong).**® The circumstances of the formation of the
movement were not limited only to ideological issues, but also favored the aes-
thetic appreciation of folk art and its representatives, which - as Krzyzanowski
argued - “in its primitive [...] artistry perceive true treasures of poetic ideas.
Thanks to this [...] the field of the epic of bylinas permanently enters the orbit of
the spiritual life of cultural Russia.”*** Interest in this genre of folklore was inher-
ited from the Slavophiles by representatives of the Russian neo-Slavic movement
(Sergey Gorodecky is one example, who later translated “Whirlus and Twirlus”
and who was in contact with Le§mian). In this context, it seems relevant to talk
about the mediation of Russians in shaping and stimulating Le$mian’s fascina-
tion with Ruthenian folklore. The Russification policy in Ukrainian and Polish
territories, led first by Alexander III then continued by his son Nicholas II also
contributed to the character of this mediation.

The above means stimulated Le$mian’s fascination with the tradition of
Ukrainian folklore and epic bylinas, which does not appear very often in a pure
form in his oeuvre, though the pursuit, ultimately unrealized, to create its Polish
version resulted in the intensification of the epic element in his oeuvre in the
form of klechdy and narrative-plot works in verse, including ballads (combining
the features of lyric, epic and drama). It should also be remembered that the
influence of Ukrainian and Russian cultures present in Le§mian’s works had a
two-way character in the deep layer, as exemplified by the inspirations of bylinas
of the Kiev cycle. Their relations with the traditions of present-day Ukrainian
territories remains a debatable issue — as argued by Krzyzanowski - though one
that is not impossible to prove. With time and the increase in knowledge, answers
have changed to the question about the cradle and the time of the emergence of
the cycle. For researchers of Romanticism, the issue was not debatable, because
they considered bylinas to be works invented in Kievan Rus (as evidenced by
their name, with Kiev as a place of action), and perceived them to be the purest
and strongest echoes of pagan times. These bylinas were regarded as a precious
trace of Ruthenian cultural life, the fullest expression and “the exclusive product
of the natural folk genius from the past”>* Later studies — diligently described
by Krzyzanowski — showed the presence of similar works in the cultures of other

the nineteenth century, intensive studies of the folk epic resulted in a large number
of dissertations on this subject, see: Krzyzanowski, Byliny, p. 10.

563 Krzyzanowski, Byliny, p. 13.

564 Krzyzanowski, Byliny, p. 8.

565 Krzyzanowski, Byliny, p. 11.
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nations, and also proved that the first mention of the most important protagonist
of the Kiev cycle of bylinas, llya Muromets, only appeared in the chronicles in
the sixteenth century. Moreover, Krzyzanowski showed the similarity of the text
“Copox kamuk” [“Forty Kaliki’], situated at the boundary of bylinas and spiritual
works,* to the chronicle record from 1163, not connected with the legends of
the Kiev lands, but with monastery and Novgorod legends, which would later
enter the repertoire of bylinas, and protagonists-pilgrims were made to resemble
pilgriming beggars.®” As a result, the location of the place of origin of bylinas
moved from the south to the north, from Kiev towards Novgorod and Moscow.
This statement does not lead, however, to an undermining of the thesis about
relations between bylinas of the Kiev cycle and the cultural tradition of modern
Ukraine. According to Krzyzanowski:

Kaliki perekhozhie, who constituted the element recruited from various regions of
Ruthenia, had to serve as a link between religious folklore of their lands and an impor-
tant factor in its crossing. And one of the most important focuses of this folklore was
old Kiev with its many Orthodox churches, with memories of the first centuries of
Christianity, with the graves of medieval princes in the Saint Sophia’s Cathedral, with
marvelous caves, full of mysterious wonders, calculated to bring the curious pious, with
the corpses of saints and others gradually collapsing underground, crying with tears
or oil, etc. etc. These miracles survived until the last war, providing material for leg-
ends of simpletons, for malicious anecdotes of the Russian intelligentsia. We know that
those Kievan peculiarities included the grave of Ilya Muromets [...], they had to attract
the attention of kaliki perekhozhie collecting material for stories about what they saw
in Kiev. Especially placing corpses in caves, turning Ilya Muromets, just like Danilo
Ignattevich and his son Mikhaylo, into monks who settle in a monastery in their old
age or as a result of a suffered disappointment, sanctioned fairy tales and novels and
facilitated their introduction into the repertoire of the epic of the beggars, using ready
poetic clichés created in “spiritual poems” As a result, Kiev could indeed give - and
in all likelihood did give — a stimulus for the creation of heroic bylinas, but not Kiev
of the first centuries of the Middle Ages, but Kiev of the end of the sixteenth and early
seventeenth centuries. On the lips of kaliki these songs reached the north, Moscow and
the Novgorod territory, crossing with other works of popular singers to finally create a
corpus of bylinas, preserved to our times.**

The echoes of mutually interacting traditions described by Krzyzanowski can
be found in Le$mian’s work, for whom bylinas were both a source of fascination

566 Cf. Teopruit Penoros [Georgi Fiedotow], Cmuxu dyxosHuie. Pycckas HapooHas 3cpa
no dyxoerwim oeuxam (Mocksa: ITporpecc, [Ho3uc, 1991).

567 Krzyzanowski, Byliny, p. 13.

568 Krzyzanowski, Byliny, pp. 137-138.
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and a repository of motifs, and an object of parodistic artistic transformations.
However, considering the numerous literary mediations discussed above and the
correct time of the emergence of bylinas, questionable issues include the fol-
lowing: are we really dealing with “archaic reality” in the work of Le§mian? Did
he accomplish the impossible and realize the idea of returning to mythical con-
sciousness? We know that he aspired to this — which is evidenced by the essays
“Rhythm as a Worldview;” “U zrédet rytmu. Studium poetyckie” [“The Source of
Rhythm: A Poetic Study”] and “The Importance of Mediation in the Metaphysics
of Collective Life” The writer satisfied, however, the desire to communicate with
the primitive, mainly in a literary way, the folk source to which his poetry, prose
and mime dramas owed so much, which he got to know by reading books.*® In
Le$mian’s work, therefore, we are dealing not so much with an authentic return
to archaic sources, but with a tradition, well-assimilated by a reader of folklore
motifs in literature - including Polish, Ukrainian and Russian - as well as an
artistically imagined “archaic reality”

569 Cf. the review written by Lesmian: Bolestaw Le$mian, “Piesni ludowe (Pie$ni
ludowe celtyckie, germanskie, romanskie — spolszczyt Edward Porebowicz),” Kurier
Warszawski, No. 322 (1909), pp. 4-6 [reprint: Bolestaw Le$mian, Szkice literackie
(Warszawa: Pafistwowy Instytut Wydawniczy, 2011), pp. 389-395). Lesmian read,
among others, a Finish national epic poetry The Kalevala.
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FROM ALLUSION TO LITERARY
STYLIZATION: LESMIAN’S INTERTEXT IN
CONTEMPORARY POLISH POETRY

Lesmian: Poet with No Followers?

In Polish literary studies, Bolestaw Lesmian is generally regarded as a poet with
no imitators or worthy followers. Unfortunately, this opinion has not been sup-
ported by more rigorous research, despite the fact that through the first half of
the twentieth century, the poetics of Lesmian’s verse intrigued his readers with
its specificity and individuality and challenged other masterly writers. Julian
Tuwim’s well-known work “Jak Bolestaw Le$mian napisatby wierszyk ‘Wlazt
kotek na plotek’” [“How Bolestaw Lesmian Would Have Written the Poem A
Kitten Climbed a Fence’”], published in 1934 in Tuwim’s collection Jarmark
rymow [Rhyme Market] containing satires, parodies and literary pastiches, is one
proof of this. The poem reads:

On a fence that is scared of its own existence as a fence,
Shows glaring holes to a dream about a non-fence,

A cat, a meowing cat, climbed playfully to be tickled
And chases a green shadow as a double non-cat.

And you, cat, wobble the fence,
And you, fence - the cat, hey!

Un-eyes which don't exist, squint into non-importance
Entangled into a mix of singing murmur,

Calls a girl-undress-hip under covers

For non-sufficiency of kisses and a torment of lipshood.

And you, cat, wobble the fence,
And you, fence - the cat, hey!*”

5%

570 Julian Tuwim, “Jak Bolestaw Lesmian napisalby wierszyk ‘Wlazt kotek na plotek;
in: Jarmark ryméw (Warszawa: Czytelnik, 1991), p. 122 [“Na plot, co wtasnym swoim
ploctwem przerazony,/ Wyziorne szczerzy dziury w sen o niedoplocie,/ Kot, kocurzak
miauczurny, wlazt w psocie-taskocie/ I podwéjnym niekotem $ciga cien zielony.//
A ty plotem, kociugo, chwiej,/ A ty kotem, plociugo, hej!// Bezélepia, ktorych nie ma,
mruzac w nieistowia/ Wiklajace sie w platwie §piewnego mruczywa,/ Dziewczyne-
rozbiodrzyne pod pierzyne wzywa/ Na bezdosyt calunkéw i meke ustowia.// A ty
plotem, kociugo, chwiej,/ A ty kotem, plociugo, he;j!”].
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In this poem, Tuwim, in transforming a Polish song popular among Warsaw
children (from the early nineteenth century) and modernizing this surprising
context, attempted to imitate the characteristic features of Lesmian’s style.

Despite the fact that Tuwim always signed his works with his own name, he
may be called a master of literary mystification, a specialist in artistic forgery.
He wrote poetic texts imitating the styles of Mikotaj Rej, Leopold Staft, Heinrich
Heine, Adolf Nowaczynski, Maurice Maeterlinck and Kazimierz Laskowski.
Ostentatiously, he also “impersonated” prose writers including Tadeusz Micinski
and Stanistaw Przybyszewski. The case of “How Bolestaw Lesmian Would Have
Written the Poem ‘A Kitten Climbed a Fence’” was similar. In this text, Tuwim
was not so much trying to make a parody of a specific Lesmian work, as in-
tending to parody stylistic features of Lesmian’s poetry. Humorous imitation
appears at all levels of the text, from its sound level through the compositional
layer to the lexical formation. For example: Tuwim incorporated numerous asso-
nances and alliterations into the sound layer of his work. The rhythm is obtained
through the insertion of a refrain in which two lines - “And you, cat, wobble
the fence,/ And you, fence - the cat, hey!” - are repeated throughout the poem.
Thanks to this, the reader immediately thinks of folklore that, as a matter of fact,
was a main source of Lesmian’ literary inspiration, although those inspirations
were generally not direct, but were mediated by literature. Le$mian’s writing was
also characterized by musicality, so important in the aesthetics of symbolism. If
we remember all this, one thing seems certain: Tuwim did not choose a popular
song as the object of literary transformations for no reason.

We can discern three main themes in Le$mian’s poetry - love, nature and
death - all of which appear in Tuwim’s work. The latter was aware that in
Le$mian’s works, love, always highly sensual, is inherently associated with suf-
fering — even when it takes place in the afterlife. Tuwim was also aware of the fact
that nature in Le$mian’s poems is never described in a conventional way, and that
this specificity of presentation coexists with the fantastic: “Nature was treated
not as a static object, but as the reality in action,” in Heller-Stone’s formulation.>”
Importantly, people, plants, animals are part of nature and desperately want to
cross the ontological boundaries of their existence. Those boundaries are usually
crossed when characters are in love and through love, which almost always turns
fatal for protagonists. A farmland boy in love with a saw then torn to shreds in
the ballad “The Saw” meets this end; a male protagonist of the long poem “Laka”

571 Heller-Stone, Bolestaw Lesmian, p. 197.
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[“The Meadow”]**> meets an analogous fate, first gazing at the meadow, then
lovingly overgrown by it; and Jadwiga, the titular female protagonist of another
of Lesmian’s ballad, dies in the same way, passionately gnawed to the bone by a
voracious maggot.

Present in Tuwim’s parody “How Bolestaw Le$mian Would Have Written
the Poem ‘A Kitten Climbed a Fence’” are the main themes characteristic of
Lesmian: nature and love. In the poem, a kitten — a character known from the
children’s song, portrayed in the original as a playful but innocent animal - turns
out to crave caresses and kisses insatiably: it seduces a girl while sitting on a fence,
winks at her flirtatiously and calls her under covers. Tuwim tried to reproduce
Le$mian’s unique literary style, with its specificity determined by the exceptional
method of creating neologisms. Le§mian often created these in such a way that
abstract concepts or phrases denoting non-existence begin to appear real and
must be treated as facts the existence of which may not be called into question.
One example in Tuwim’s poem of imitating this principle is the verse: “Un-eyes
which don't exist, squint into non-importance.”

It seems that Tuwim was aware of the fact that Le$émian “creates his own
poetic ontology in the process of word formation - his representation of the
world,” to quote Heller-Stone again.””? In Tuwim’s parody, the kitten - a living
creature - is described as an object that does not exist. Importantly, appearing
in Le$mian’s poetry is the characteristic neologism “bezbyt” [“an unexistence”
based on the word “byt” [“existence”]. This first form indicates the negation of
existence, as with the word “bezslepia” [“un-eyes”] in Tuwim’s parody. Needless
to say, the concept of a non-existent object is a paradox; moreover, this paradox-
icality is a characteristic feature of Le$mian’s poetry. It should also be noted that
Le$mian often used the procedure of a double negation in a single verse. Tuwim
was certainly aware of this. He used it in the phrase “Bezélepia, ktorych nie ma”
[“Un-eyes which don't exist”]. Here, the double negation leads to the concreti-
zation of non-existent phenomena. As a result, the poetic world in the parody -
as in Lesmian’s poems - takes on a very unusual shape. Moreover, in Tuwim’s
parody, a fence — analogously to the objects in Lesmian’s poetry - has its own
emotional life, experiencing fear - this proves possible thanks to the use of the

572 Bolestaw Le$mian, “Laka,” in: Poezje zebrane (Warszawa: Panstwowy Instytut
Wydawniczy, 2010), pp. 279-292. For excerpts in English, see: “The Meadow (excerpt),”
in: 33 of the Most Beautiful Love Poems. Najpigkniejsze wiersze mitosne. A bilingual
edition/ Wydanie dwujezyczne (New York: Penumbra Bookery, 2011), pp. 75-78.

573 Heller-Stone, Bolestaw Lesmian, p. 194.
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anthropomorphization principle that was typical of Le$émian’s poetical imagina-
tion. In Tuwim’s poem, the fence begins to be “przerazony wlasnym ploctwem”
[“scared of its own existence as a fence”]. The neologism “ploctwo” was created
by the addition of the suffix “ctwo” to the root word that denotes the names of
activities in Polish. Thanks to this technique, typical in Le§mian’s poetics and of
Tuwim’s imitation, nouns become dynamic.

Finally, one must ask: what is the function of Tuwim’s parody “How Bolestaw
Lesmian Would Have Written the Poem ‘A Kitten Climbed a Fence’ ”? It seems
that Tuwim did not mean to be polemical. He simply attempted to prove his lit-
erary prowess, his writing skills: he wanted - as the title of the work suggests — to
write a poem in a way that Bolestaw Le§mian might have written it. By choosing
the popular song “A Kitten Climbed a Fence” and rewriting it in Le$mian’s style,
Tuwim obtained a comic effect. He presented an erotic theme stylized as a naive
poem associated with children’s literature. Tuwim suggested in this way that
Le$mian was unable to write a simple song addressed to young readers. By care-
fully writing the parody, Tuwim challenged poets of the second half of the twen-
tieth century. If another author wanted to prove their poetic skills, they could no
longer limit themselves to an imitation of Lesmian’s poetic style, and would have
to change the function of the imitation.

However, Lesmian’s work has certainly not ceased to inspire and stimulate Polish
poets writing in the second half of the previous century and in the first decades of
the present one. Numerous examples of poetic texts prove that the fascination has
not diminished over the past sixty years, and has even increased and resulted in
new imitations and a multitude of literary allusions referring to Le§mian’s texts.

For this reason, the subject of my analysis in this chapter will be:

1) Literary imitation of Le§mian’s style:

in the cycle by Edward Balcerzan (born 1937), Wiersze uzaleznione
[Dependent Poems], reprinted in the collection Wiersze niewszystkie [Not
All Poems];?"*in the collections of Piotr Michatowski (born 1955), Glosem
prawie cudzym. (Z poezji okofokonferencyjnej) [Speaking Almost with
Someone Else’s Voice: From Circum-conference Poetry]®” and Pierwowzory
i echa. (Od Kochanowskiego do Baraticzaka) [Prototypes and Echoes (From
Kochanowski to Baraficzak)],”® as confronted with the program statement

574 Edward Balcerzan, Wiersze niewszystkie (Mikoléw: Instytut Mikotowski, 2009).

575 Piotr Michalowski, Glosem prawie cudzym. (Z poezji okolokonferencyjnej)
(Szczecin: Wydawnictwo Krytyki Artystycznej “Miniatura,” 2004).

576 Piotr Michatowski, Pierwowzory i echa. (Od Kochanowskiego do Baraticzaka)
(Szczecin: Wydawnictwo Krytyki Artystycznej “Miniatura,” 2009).
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of the author formulated in the text “Poza stylem, czyli Pierwszy mani-
fest Poetyki Eksperymentalnej” [“Beyond Style, or the First Manifesto of
Experimental Poetics”].””

2) Other types of references to Le$mian in the literary work of:

Jarostaw Marek Rymkiewicz (born 1935), for example in his book of poetry
Zachéd storica w Milanéwku [Sunset in Milandwek];>®

Eugeniusz Tkaczyszyn-Dycki (born 1962), author of the poem “Absolution”
from the collection Dzieje rodzin polskich [A History of Polish Families]),
reprinted in the bilingual Polish-English collection of his poems,
DPeregrinary;’”

Bohdan Stawinski (born 1977), author of the poetry volume Sztuéce do glist
[Cutlery for Worms];>®

Piotr Mitzner (born 1955), author of the poems “Laka Majki” [“Majka’s
Meadow”] and “Dombkniecie” [“Closure”] from the volume W oku Kuku
[In Kuku’s Eye].>®!

The three authors just listed proposed developments of the main motif of
Le$mian’s poetry, namely death. The fourth author referred to Lesmian’s erotics.

The main goal of my investigation is to recognize, describe and classify the
particular types of intertextual relations that can be found in contemporary
Polish poetry. I intend to define their function and provide answers to the fol-
lowing questions:

Were inspirations from Le$mian’s poetry decisive in the process of development
of poems written by other authors?

Was that influence determinant for the shape of their artistic expression?

Were those inspirations only temporary and incidental?

The results of my research will become a starting point for formulation of con-
clusions in areas of interest for historical poetics.

577 Piotr Michalowski, “Poza stylem, czyli Pierwszy manifest Poetyki Eksperymentalnej,”
Pogranicza, No. 1 (2009), pp. 70-73.

578 Zachdd storica w Milanowku (Warszawa: Sic!, 2002).

579 Eugeniusz Tkaczyszyn-Dycki, “Absolution,” in: The History of Polish Families,
in: Peregrinary (New York: Zephyr Press, 2008), p. 133.

580 Bohdan Stawinski, Sztuéce do glist (L6dz: Stowarzyszenie Literackie im. K.K.
Baczynskiego, 2008).

581 Piotr Mitzner, “Laka Majki,” “Dombknigcie,” in: W oku Kuku (Warszawa: Dom
wydawniczy tCHu, 2012), pp. 59-64, 78-87.
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Parodist and pastiche stylizations

The first type of references to Le$mian’s poetry in the second half of the twen-
tieth century appears in Edward Balcerzan’s poem “Jeden wieczér z tomikiem
Bolestawa Lesmiana” [“One Evening with a Book of Bolestaw Lesmian’s Poetry”].
The text was written in 1957 and reprinted in the collection Not All Poems that
also included, for example, the cycle Dependent Poem (1959-2003). It reads:

A dog barked at the silver-hood of the moon
That lit the un-shine in the corpse-head eternity

On the idle coffin-like world on sensuality and lust
And the whisper that rustled like wind on a rooster

A nightingale out-birded from trees into a craftily swish of an ocarina
Like an Acher that throws lemons of sour sunsets

Poplars tore this voice and turned into sticks
Dog dead in non-existence will howl in pre-death.*®

The work quoted above is governed by the principle of imitation of LeSmian’s poetic
style. The functions of the stylization is a critically-oriented literary dialogue with
both the form and the means of representation of characteristic motifs in Le§mian’s
poetry. Balcerzan’s poem is an octastich. This is not a typical strophic structure in
Lesmian’s poems, which more often use a distich, as in the case of ballads. When
he wrote narrative works (constituting, along with descriptive-reflexive poems, one
of the two most important trends in his work), they were longer than Balcerzans
text. In the latter, its brevity, however, turned out to be much more important than
a precise imitation of the number of verses usually present in Lesmian’s work. In the
quoted poem, we find a lyrical situation depicting a dog howling at the moon. The
source of the comic effect is, for example, use of the word psisko, which is an aug-
mentative Polish form of the word pies [“dog”]. The lyrical situation is even more
humorous when the reader notices that the animal barks not at natural phenomena,
but at abstract notions such as “eternity;” “sensuality” and “lust;” frequently employed
and visualized in Le$mian’s poetry. As a result, Balcerzan attempted to create, just
like Lesmian did, an atmosphere in the poem to evoke an impression on the reader.

582 Edward Balcerzan, “Jeden wieczor z tomikiem Le$miana,” in: Wiersze niewszystkie
(Mikotow: Instytut Mikotowski, 2009), p. 177 [“Rozszczekalo sie psisko na ksigzyca
srebrzysko/ Co rozéwiecal niedoblask w trupiegowa wieczysto$¢// Na $wiat gnusny
trumniany na zmystowos¢ i chucie/ I na szept co szelescil jak ten wiatr na kogucie//
Z drzew wyptasil sie stowik w zmy$lny $wist okaryny/ Jak Zbolalek co ciska cierpkich
zmierzchow cytryny// Glos ten rwaty topole i zdzieraty na kije/ Pies w niezyciu umarly
na przed$mierci zawyje”].
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Sensing nature is as important in Balcerzan’s text as in Lesmian’s poetry. The poem
under study has a motif of the poplar, also introduced in Lesmians well-known
poem “The Barn” from the collection The Meadow.*® In this parody, even the com-
parisons are developed through words that are constructed according to principles
that are incredibly similar to Le$mian’s poetic vocabulary. Another example of sim-
ilarity is the name Zbolatek [lit. “Acher;” or someone aching constantly/chronically],
describing the main disposition of the character, created by Balcerzan analogously
to the Le$mian name Znikomek [lit. “Disappearer;” or someone of slight presence]
appearing in the poem of the same title (translated as “Nearunbeen”). In both cases,
we are dealing with nouns derived from active adjectival participles (“aching” and
“disappearing,” or “shrinking”). Balcerzan - as with Le§mian - uses a double nega-
tion in one verse (“w niezyciu umarly” [“dead in non-existence”]) and frequently
uses prefixes that indicate negation: “bez” (“un”), “niedo-” (“im”/”in”) and “nie”
(“non”). He also uses lexis associated with death, building neologisms based on
it such as “trumniany” [lit. “coffin-like”], and lexical archaism and dialectism, for
example the adjective “trupiegowa” [lit. “corpse-head”]. When writing a parodistic
imitation, Balcerzan did not overlook the sound quality of his prototype. This is
evidenced by many assonances and alliterations. It appears that the main role of the
polemically oriented imitation is a recreation that is humorous and concise (con-
densed into just eight verses) of the main features of Lesmian’s characteristic style.
This is also a display of Balcerzan’s writing proficiency.

In Piotr Michalowski’s texts, the function of the imitation of Le§mian’s style is
different. Michalowski also chooses different contexts for modernization. He is
the author of five pastiches referring to Lesmian’s poetry. Two of them, “Ballada
niedoéniona” [“Undreamed Ballad”] and “Dzieciol” [“The Woodpecker”], were
published in Speaking Almost with Someone Else’s Voice: From Circum-conference
Poetry. Three others, “Ballada niemilkngca” [‘A Ballad that Never Goes
Silent”], “Okonl i Logon” [“Okon and Logon”] and “Deszczynek” [“Rainer”],
were published in Prototypes and Echoes (From Kochanowski to Baraticzak).”*

583 Bolestaw Le$mian, “The Barn,” in: Marvellations: The Best-loved Poems: By the most-
read and best-selling Polish poet Boleslaw Lesmian, one of the greatest of all time
(New York: Penumbra Publishing House, 2014), p. 29.

584 Piotr Michatowski, “Ballada niedo$niona,” in: Glosem prawie cudzym. Z poezji okolo-
konferencyjnej (Krakoéw: Miniatura, 2004), p. 24-27; Piotr Michatowski, “Dzigciol,”
in: Glosem prawie cudzym. Z poezji okotokonferencyjnej (Krakéw: Miniatura,
2004), p. 29; Piotr Michalowski, “Ballada niemilknaca,” in: Pierwowzory i echa.
Od Kochanowskiego do Baraticzaka (Krakéw: Miniatura, 2009), p. 81-85; Piotr
Michalowski, “Okon i Logon,” in: Pierwowzory i echa. Od Kochanowskiego do
Baraticzaka, (Krakéw: Miniatura, 2009), p. 90-91; Piotr Michalowski, “Deszczynek;”
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Michalowski’s poetic project focuses on the creation of apocryphs.*** The project
is in principle defined by literary forgery, and by purposeful mystifications. Its
foundation is ascribing authorship of texts written much later to dead authors -
for example, Bolestaw Lesmian. These imitations often become the starting point
for formulation of statements about issues connected with scientific research
and actualization of contexts associated with them. Their purpose is to analyze
issues troubling literary theory or philosophy, for example, issues of perspec-
tivism and logos discussed during the Cultural Visualization of Experience con-
ference that took part in Ztoty Potok, Poland, in 2008.*¢ This issue was brought
up and remarked upon in the Michatowski poem “Okon and Logon,” imitating
Le$mian’s style. The poem reads:

Bolestaw Le$mian
Okon i Logon
To an Old man Adam

Where would our Golden Stream, glittering, roll,
When it rinses your eyes into a stream-like oblivion?

- Listening to the echo, where a mute complaint screams,
That sees a Golden Stream that is not there anymore?

Hills, forest, lake — who will remember them?
- They disappear like un-clear Girls and Temptators!

But when you visit further modes of non-existence,
Believe me: Okon lives there that has nothing in common with a fish.

And the idea of comparing him to a fish is insulting,
- No one will make him visible, no one will float him like a trout.

He has no scales, fins, tail nor gills,
Because he is one eye that you haven't seen!

in: Pierwowzory i echa. Od Kochanowskiego do Baraticzaka (Krakéw: Miniatura, 2009),
p. 94-96.
Piotr Michatowski, “Bolestaw Lesmian, Okon i Logon,” in: Pierwowzory i echa.
(Od Kochanowskiego do Barariczaka) (Krakéw: Wydawnictwo Miniatura, 2009),
pp. 90-91.
585 For the meaning of the term “apocrypha” in the context of literary studies,
see: Michalski, Dyskurs, apokryf, parabola.
586 Piotr Michalowski, “Dramat semiotyczny w Ztotym Potoku,” in: Pierwowzory i echa. (Od
Kochanowskiego do Barariczaka) (Krakéw: Wydawnictwo Miniatura, 2009), pp. 86-90.
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He is lucky to see, but he doesn’t know if he lives,
Because the eye sees everything - when it is nobody’s!

And with his over-looking, that never misses
He gives our bodies the only alibi.

He hasn’t seen the result of his peeping yet,
So he suffocates our souls in a secret non-image. ..

He sneaks un-seen by waters and lands
And just watches, and looks - like nothing!

And four children follow him slowly and cry:
Looker, Peeker, Blinker and Glancer.

But when he crossed the far horizon,
He slipped on his guess and killed Logon.

And suddenly Okon lost his gift of omniseeing
- The images stayed — and the meanings disappeared!

He forged ahead with afterimages of clarities into prophetic darkness
Un-seen explanations and visible omissions.

He remembered what he saw but he didn’t know what he sees
And if here or everywhere, the day after tomorrow or today?

He didn’t hear when spoke - it’s a very rare thing -
Not an old man to an image, but an image to an Old man!**’

587 Michatowski, “Bolestaw Lesmian, Okoti i Logoni,” pp. 90-91 [“Bolestaw Lesmian// Oko#
i Logori// Adamowi Dziadkowi// Dokad nasz Zloty Potok, ztocac sig, potoczy,/ Kiedy
splucze w potoczng niepamigé twe oczy?// - Wsluchane w echo, w ktérym krzyczy
skarga niema,/ Widzaca Zloty Potok, ktérego juz nie ma?// Pagorki, las, jezioro - kto
je zapamieta?/ — Znikng jak niedowidne Dziewki i Kusigta!// Lecz kiedy zwiedzisz
dalsze nieistnienia tryby,/ Uwierz: tam zyje Okon, co nie ma nic z ryby.// I pomyst mu
dorybnych poréwnan uraga/ — Nikt go nie unaoczni, nie sptawi jak pstraga.// On nie
ma tusek, pletwy, ogona ni skrzeli,/ Bo sam jest jednym okiem, coécie nie widzieli!//
Szczesliwy wie, ze widzi, cho¢ nie wie, czy zyje,/ Bo oko widzi wszystko - kiedy jest
niczyje!// A swa nadspojrzystoscia, co nigdy nie chybi/ Jedyne naszym cialom zapew-
nia alibi.// Sam skutku swych podgladan nie widzial na razie,/ Wiec dusze nasze dusi
w tajnym bezobrazie...// Przemyka si¢ bezwidnie po wodach i ladach/ I ciagle tylko
patrzy, a nijak — wygladal!// A za nim czwoérka dziatwy marudzi i placze:/ Patrzalek,
Podgladaczek, Mrugon i Lypaczek.// Lecz kiedy swiatokregu przekroczyl ustronia,/
Poslizgnat sie w domysle i zabit Logonia.// I stracil naraz Okon swoj dar wszechwid-
zenia/ — Ostaly si¢ obrazy — a znikly znaczenia!// Powidokami ol$nien brnal w mroki
prorocze/ Przeoczonych wyjawien i jawnych przeoczen.// Pamietal, co zobaczyl, a
nie wie, co widzi/ I czy tutaj, czy wszedzie, czy pojutrze, czy dzis?// Nie styszal, jak



246 LITERARY FOLLOWERS OF LESMIAN’S POETIC

Under the pretext of facing difficulties in imitation, Michalowski summarized
and commented on (in a very skillful, poetically brilliant way) the history of
the epistemological problem concerning the connection between knowledge/
cognition and point of view. Using literary imitation, he also wanted to voice
his opinion on the issue of the association between those phenomena and the
phenomena of understanding and perception; in this way, he stated that per-
ception has a sensual character, and may take place only through the medium
of the body.

In order to realize the above goals and to actualize the described contexts,
Michalowski invented two characters with unclear ontological statuses. The first
one, Okon, bears a name denoting a common fish species [the perch] butis not a
fish at all. In Polish, the term Okon includes the word “oko” [“eye”], which brings
to mind visuality. The second character is Logon. This neologism substitutes a
name or, rather, an anthroponym, and includes part of the word “logos” that
refers to reason. Michatowski used the similarity of sound of the two words and
created a ballad: a dramatized, narrative poem, the plot of which presents in an
allegorical, epistemological way the significant story of Okon, who has killed
Logon and who as a result lost his omniscience. The cognitive effects of this event
as presented in the poem are twofold: first, Okon loses his ability of omni-seeing,
and thus the problem of visuality emerges; second, it appears that the abilities of
human perception are not sufficient for Okon to understand the significance of
what he is seeing — for adding sense to the object of sight.

The similarity of Michalowski’s poem to Le§mian’s texts is most visible in the
form of the work. As I have already mentioned, it is a ballad written in distich,
full of neologisms, which are created in the manner typical of Lesmian. The
ontological status of the lyrical characters both authors create remains unclear.
What is more, the names of Michalowski’s protagonists are formed analogously
to the anthroponyms present in Le§mian’s ballads. Still, the poem under study
proves that the main goal of Michalowski’s imitation is not to parody Lesmian’s
style. The imitation of the stylistic features of his poems resembles a pastiche.
The most important intention of these pastiches is to parody the subjects that
are the core of scientific disputes and the principles behind typical scientific
discourse. Imitation of the styles of Lesmian and other Polish poets including
Adam Mickiewicz, Juliusz Stowacki, Cyprian Norwid, Julian Przybos, Miron

przemowil - rzecz to nader rzadka -/ Nie dziadek do obrazu, lecz obraz do Dziadka!”].
The last line of the poem refers to the Polish saying “Przeméwil dziad do obrazu, a
obraz do niego ani razu.”
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Bialoszewski, Wistawa Szymborska and Tadeusz Rozewicz is usually a pretext for
Michatowski to parody linguistic and mental habits common among academic
circles. But it must be emphasized that the aforementioned stylizations (usually
created for conferences) should not be classified as occasional poetry. One may
assume that Michalowski’s poems have a much more universal meaning.

As a result, one must ask the purpose of this humorous “cooperation” with
“the other afterword of Polish Literature” and with dead authors? The advantage
is a double one. Contemporary poets receive the opportunity to benefit from
Le$mian’s perfectly developed models of style, while the latter profits from the
continuation of his writing, benefitting from posthumous fame that has been pro-
longed due to his followers. In one preface - these precede each of Michalowski’s
imitations — one reads that Le$mian is conscious of those profits and that the
dead poet finally decided to formalize his contact with the Pracownia Poetyki
Eksperymentalnej [Studio of Experimental Literature] precisely because of that.
He has signed a bilateral agreement committing himself to long-term coopera-
tion with that studio, in the field of literature. In consequence, he is in regular
contact with Piotr Michalowski via the e-mail address lesmian@niebo.pl [les-
mian@heaven.pl]. In this humorous way, Michatowski has attempted to moti-
vate his literary mystification.

In light of the above, it is clear why the main keynote of Michalowski’s liter-
ary-program declaration, “Beyond Style, or the First Manifesto of Experimental
Poetics,” is: “Instead of imitating originality, it is worth attempting an originality
of imitation”** By writing his imitations/continuations, Michatowski jokingly
proclaims the triumph of meta-literature and postulates that regard stylization
as justified literary work that creates new meaning.

Continuations of Le§mian’s aesthetics of death

At the beginning of the twenty-first century, we find at least three authors whose
poetry includes references to Le$mians texts: Jarostaw Marek Rymbkiewicz,
Eugeniusz Tkaczyszyn-Dycki and Bohdan Stawinski. For each of them, thema
regium of their work is the theme of death. Although, despite the fact that the
context of aesthetics of death — a well-known component of Lesmian’s poetry — is
enormously important to these poets, they do not imitate Le§mian’s poetic style.

Rymkiewicz applies Lesmian’s poetic method of creating images from abstract
concepts. The technique permits him to both render dynamic the lyrical situ-
ation in his poems, and to include philosophical meaning associated with the

588 Michalowski, “Poza stylem,” pp. 158-165, particularly p. 159.
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project of negative metaphysics present in his poems. The phenomenon of noth-
ingness is subjected in Rymkiewicz’s text to visualization, or in other words,
nothingness materializes — for example, in the poem “Ogréd w Milanéwku,
koniec wrzesnia” [“Garden in Milanéwek, Late September”] from the book
Znak niejasny, basn potzywa [Unclear Sign, Half-living Legend].*® In the poem
“Koci miesigc. Pierwsza piosenka” [“Feline Month: First Song”], one reads that
the ghost of nothingness is able to tiptoe and play pranks (“The ghost of noth-
ingness is a troublemaker”).® It is described as an animal (“Nothingness runs
fast”);>" it is also able to walk slowly on its claws (“Nothingness walks under
the apple tree/ On its claws, slowly”), as in the poem “Nicos¢. Trzecia piosenka”
[“Nothingness: Third Song”].**> The abstract notion of nothingness is therefore
the main theme of Rymkiewicz poems, just like the abstract concepts in Lesmian’s
poems “Zwiewno$¢” [“Etherealness”] and “Way of Looking.” Rymkiewicz treats
these concepts like literary characters, he subjects them to animation or gives
them - like true lyrical protagonists — anthropomorphic features. Common tra-
ditions that appear in poems by Lesmian and Rymkiewicz, which inspired them
in direct and mediated ways (for Le$mian, an important mediation was reading
works of Edgar Allan Poe; also important was contact via reading with macabre
poetics and the beginning of macabresque poetics in the poetry of Charles
Baudelaire) were medieval and baroque aesthetics of the macabre. Each of them
has referred to the motif of the dance macabre in order to modify it in literary
terms. Whereas Lesmian does this in his ballads “Jadwiga,” “The Beggar’s Ballad,”
“Whirlus and Twirlus,” “The Saw” and in the poem “The Inn,” Rymkiewicz has
used this concept in the work “Wedruj — Linder pogrzebowy” [“Travel — Funeral
Linder”] published in Zachéd storica w Milandwku [Sunset in Milandwek].>* The
aesthetics of the macabresque is another connection between the two poets. Both
of them were interested in the world of nature, though Rymkiewicz introduced

589 Jarostaw Marek Rymkiewicz, “Ogréd w Milanéwku, koniec wrzeénia,” in: Cicho, ciszej.
Wiersze z lat 1963-2002 (Warszawa: Wydawnictwo Sic!, 2003), p. 133.

590 Jarostaw Marek Rymkiewicz, “Koci miesiac. Pierwsza piosenka,” in: Cicho, ciszej.
Wiersze z lat 1963-2002 (Warszawa: Wydawnictwo Sic!, 2003), p. 140. [“Duch nicosci
bardzo psoci”].

591 Rymbkiewicz, “Koci miesigc. Pierwsza piosenka,” p. 140 [“Nicoé¢ robi wielkie szusy”].

592 Jarostaw Marek Rymkiewicz, “Nicos¢. Trzecia piosenka,” in: Znak niejasny, bash
potzywa, in: Cicho, ciszej. Wiersze z lat 1963-2002 (Warszawa: Wydawnictwo Sic!,
2003), p. 41 [“Nico$¢ chodzi pod jablonka/ Na pazurkach pomalutku”].

593 Jarostaw Marek Rymkiewicz, “Wedruj - lander pogrzebowy;” in: Zachdd storica w
Milanéwku, (Warszawa: Wydawnictwo Sic!, 2002), p. 58-59.
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the fantastic vision of nature less often than Le$mian in his work. They both
had a disposition to shape stanzas in their poems in a distich form, but they
had different reasons for doing so. For Rymkiewicz, the tradition of the elegiac
distich stemming from Greek and Latin poetry is the most important source of
reference. Because Le$mian also wrote elegies, it seems that folklore (rather than
ancient poetry) was the model repertory he was inspired by.

The context of Lesmian’s poetry plays an important role in the interpretation
of Eugeniusz Tkaczyszyn-Dycki’s poem “The Absolution.” It is relevant to quote
the text in full:

before his death the poet asked

for a jar of raspberries how do you like that
the greedy hog he didn't ask for a priest

or a confessor but a handful of berries

which we had been picking haphazardly
for many weeks hed been holed up

in a dark wood (in Le$mian’s raspberry
thicket) he starved his bones

by the edge of the wolfpit that back then
we would visit he starved his poems
ever since the world rejected him
uninterested in its own creativity

and so we saw him behave

like a little child one time he asked

for a handful of berries another for

a prayer book before our eyes could grow dim.***

There is only one allusion to Lesmian’s cycle of poems In A Raspberry Brushwood,
in the first stanza of the text; a direct reference to LeSmian’s poem appears in the
next verse. One can find numerous words and phrases derived from Le$mian’s
cycle in Tkaczyszyn-Dycki’s work, for example: “raspberries;” “to pick berries”
and “haphazardly” It also seems significant that there is an imprecise repetition of
Le$mian’s phrase “he starved his/ bones” Tkaczyszyn-Dycki repeats it, but with
a transformation of a single word. As a result, there is the version: “he starved
his poems.” In Le$mian’s poetic cycle, the theme of kissing to the bone is a sign
of insatiable love. In Tkaczyszyn-Dycki’s poem, this repeated literary allusion is
used to multiply the meaning. The intertextual references reveal before the reader
secrets of issues (characteristic for Lesmian’s poetry) that are also associated

594 Tkaczyszyn-Dycki, “Absolution,” p. 133.
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with the experience of metaphysical starvation. This may be understood both as
insatiability of erotic lust, and sign of metaphysical crisis or metaphysical feel-
ings that cannot be expressed in poetry. For this reason, poetic expression of
them is faced with difficulties, and always faces obstacles. The poem under study
includes not only references to the key themes in Lesmian’s poetry (love, death,
nature), but also a diagnosis of the contemporary world, which does not need
poetry and is “uninterested in its own creativity** For this reason, in the world
presented in Tkaczyszyn-Dycki’s poetry, the poet insatiable of metaphysical
experiences and content, resembles a starved man and a person suffering from
gluttony. He “is like a little child” who naively believes that they can satisfy their
metaphysical hunger. From this point of view, the main function of allusion and
direct references to Lesmian’s cycle is a metapoetic reflection associated with the
metaphysical, absolving power of poetry. The verse “the greedy hog he didn’t ask
for a priest/ or a confessor but a handful of berries” that initially have a negative
sense, reveal in the context of the entire poem their ironic sense, becoming a sign
of the affirmation of poetic creativity.

Similarly, the aesthetics of the macabre (which stems from medieval
and baroque literature and iconography) is of major importance to Bohdan
Stawinski - the youngest poet of those analyzed in this chapter, author of Sztucce
do glist [Cutlery for Worms].>® Intertextual references intersect in Stawinski’s
writing to the works of various poets, including literary allusions to the poems of
the Jesuit priest Jozef Baka, and to works by Bolestaw Lesmian and by Jarostaw
Marek Rymkiewicz. The context of Lesmian’s work is hence one of the analytic-
interpretative keys allowing an understanding of Stawinski’s poetical works. The
latter, as with Lesmian and later Rymkiewicz, manifests a predilection for poet-
ical visualization and materialization of nothingness. As with Lesmian, he dis-
cusses the subjects of death, nature and love.

A direct intertextual reference to Lesmian’s ballad “Whirlus and Twirlus”
appears in Stawinski’s poem “...noc i deszcz...” [“...night and rain...”].” The lyr-
ical subject of the text reflects upon the topic of death, while trying to describe a
nightmare. The atmosphere of the poem is very dark, the horror is strengthened
by, for example, the metaphor of “the moon” that “saws wrists”*® The sound

595 Tkaczyszyn-Dycki, “Absolution,” p. 133.

596 Stawinski, Sztuéce do glist.

597 Bohdan Slawinski, “..noc i deszcz...,” in: Sztuéce do glist (L6dz, Stowarzyszenie
Literackie im. K.K. Baczynskiego, 2008), p. 19.

598 Stawinski, “..noc i deszcz...,” p. 19 [“ksigzyc [ktdry] przeguby rznie”].
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quality of the poem (achieved via phonemic arrays and onomatopoeia, among
other effects) turns out to be as important as the visual aspect. For example, there
is a poetic, onomatopoeic phrase referring to the thanatotic sphere, “creaking
seams,* that connect the body with the skeleton, Whirlus with Twirlus (the
protagonists in Le$mian’s ballad), a female cat with its kittens, and a cat with a
hammer.5®

Despite a similar verse structure to Jozef Baka’s poem (proving a maximum
use of the poetical capabilities in short verses stemming from the use of parallel
syntax, ellipses and less complicated rhymes), in terms of lexis, Stawinski’s poem
is closer to the tradition of Lesmian and the poetics of Rymkiewicz. Words ana-
logical to ones used frequently by Le$mian appear in the text: “night,” “body,”
“dream,” “witch,” “moon,” “blood,” “to drown” and neologisms formed as a result
of their modification. On the other hand, lexical similarity of Stawinski’s text to
Rymkiewicz’s poems is present in the use of the following words: “dream,” “rain,”
“apple” and “moon.” In Stawinski’s poetry there is a tendency to create lyrical
animal protagonists; this technique is used to create a characteristic typical of
the poetics in poems by Rymkiewicz (his bestiary includes mainly cats, mice,
hedgehogs and woodpeckers). For Stawinski, employment of these techniques
— well embedded in literary tradition — was a starting point in the development
of his own poetically negative metaphysics. Importantly, in Cutlery for Worms
there are both direct references to Le§mian’s poetical works and allusions to the
cycle In a Raspberry Brushwood and the long poem “The Meadow.”®' Stawinski’s
text “..zielony gaj...” [“..green grove...”] describes a literary vision, saturated
with eroticism, of two parallel poetical images: raspberries kissing a glade, and
a man kissing a woman adorned with raspberries. The parallel (seen also by the

599 Stawinski, “..noc i deszcz...,” p. 19 [“trzeszczace szwy’].

600 Stawinski, “..nocideszcz...,” p. 19 [“noc i deszcz/ az trzeszcza szwy/ co ciato zkosécem/
tacza na krzyz// $widryge z midryga/ kotke i kotki/ kotka z mlotkiem/psotki// pow-
ieki wegorze/trzepocza/ a sny rozlane morze/ poszwy// $ni¢/ kogut czerwony jak
ogien/ z wiedzma si¢ parzy/ za daleko do kurzej chatki/topie si¢/ a ksi¢zyc przeguby
rznie// gdzie poszwa szczotka jablko// gtowa nabiera odbitych snéw/ przecieka/ smota
i krwia// ksiezyc jak nozyce/ sny do krwi strzyga’].

601 Bohdan Stawinski, “..zielony gaj...,” in: Sztucce do glist (L6dz: Stowarzyszenie
Literackie im. K.K. Baczynskiego, 2008), p. 37 [“zielony gaj/ ptaszki §wiergoca/ maliny
caluja polane/ po kostki i pas// mito$nie lezysz/ igliwie szyje nam koc/ ziota do nieba
pachna// tylko zuki okruchy ciemni/ stysze trzeszcza/ utne sobie uszy// tylko prochno
pod kora $wieci/ wylupie sobie oczy// leje si¢ storice/ obloki przybite do nieba/ i jesli
gwiazda kapnie ognistym deszczem/ to nic// mitosnie lezysz/ ubrana w maliny/ catuje
las// w ustach ziemia/ kochana w ustach ziemia’].
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lyrical protagonist) results in an identification of the beloved woman with the
forest, the glade (nature). In consequence, the speaking subject declares that he
is kissing a forest. This phrase, in the following verse, becomes literal when the
protagonist states that he has sand in his mouth. The act of physical love is here
associated with the thanatotic sphere - a dark impression of the man seeing the
beloved woman as earth is impossible to forget.

In Stawinski’s poetry, the main purpose of literary allusions to Lesmian’s
poems is to give a starting point to the development of meta-literary reflec-
tions on the subject of the key function of poetry, in this case — metaphori-
cally speaking - as “cutlery for worms.” In other words, poetical aesthetization
of the subject of death is a tool allowing the reader to deal with this issue
(presented in a macabresque, naturalistic and literary way), dealing with the
experience of horror, fascination and disgust that arise as a result of the emo-
tional and intellectual confrontation from the accompanying contact with the
thanatotic sphere.

Continuations of Le§mian’s erotics

Direct references to Le§mian’s works in which eroticism plays an important role
appeared in two texts by Piotr Mitzner, “Majkas Meadow” and “Closure,” pub-
lished in the volume In Kuku’s Eye. In “Majka’s Meadow” there is a reference
in the title to two Lesmian works — “The Meadow” and “Majka,” a prose piece
composed in line with the klechda genre. Le$mian’s “The Meadow, consisting of
six parts, and Mitzner’s “Majka’s Meadow,” composed in twelve poetic episodes,
are both long erotic poems. The conversational form of Le§mian’s work has, in
Mitzner’s poetic text, been replaced with the poetics of confession. Although the
texts under study differ significantly in the construction of the poetic phrase,
in both of the long poems a meeting with or on a meadow is associated with
the most intimate experience. Also analogous is the construction of femininity
identified with nature and fertility. Under the influence of secretly meeting with
it, the speaking subject in Mitzner’s poem, like the protagonist of Le$mian’s
“The Meadow;” begins to live in the state of nature, loses his human charac-
teristics, a process he describes with neologisms that are verbs deriving from
nouns: swierszcze [lit. to behave like a cricket], trutnie [lit. to behave like a worker

bee], kleszcze [lit. to behave like a tick].
Mitzner’s long poem (with several passages elided) reads:

alost path
shortens hurries
turns towards a meadow
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and it’s gone
here nests
weave

to make it
before sunset

because every evening
it repeats

red sun

roll on the grass

[...]

*

and yesterday I saw two
suns

that jumped into bushes
and haven’t emerged until today

[..]

*

here after hours

alternatively

I act like a cricket

I act like a worker bee
T act like a tick

or I pretend to be
a scarecrow

the meadow combines
separated sounds
mad

[...]

*

but I will someday
from that night
from that

meadow return®?

602 Mitzner, “Laka Majki,” pp. 61-63 [“tu §ciezka zblgkana/ skraca si¢ przyspiesza/ skreca
w Iake// tyle ja widzieli// tu gniazda/ uwijaja si¢/ zeby zdazy¢/ przed zachodem// bo
co wieczor/ to sie powtarza/ czerwone stonce/ tarza si¢ w trawie [...] * a wczoraj
widziatem dwa/ stofica// ktére wlazty w krzaki/ i do dzi$ nie wyszty [...] * tu po
godzinach// na przemian/ $wierszcze/ trutnie/ kleszcze// albo robig za/ stracha na
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It is significant that both the title of Mitzner’s poem and its content is a blend-
ing of references to Le$mian’s “The Meadow” and “Majka.” In turn, in the piece
“Closure,” where one can find references both to Le§mian’s “The Meadow” and
“Majka” and to Adam Mickiewicz’s Pan Tadeusz,*” the female figure it presents

imitates both Le$mian’s “The Meadow” and “Majka” One excerpt from Mitzner’s
long poem reads:

but today my meadow
came at night

put her head

through the window
she is rocking

offering her back®

This poetic image corresponds intertextually with this passage from Le$mian’s
folktale “Majka,” where the faithfulness of a roussalka is associated with the devo-
tion of a dog: “at his feet she lies and rubs against them and goes crazy like a
faithful dog that will not be chased off with a kick or a stone”®*

In Mitzner’s poetic texts, the blending of references to Lesmians works “The
Meadow” and “Majka” allows the lyrical subject to emphasize, on one hand, the
power of forbidden passion, and on the other to express in a poetic way the
emotional conflict resulting from the fear of self-destruction in passion, and to
describe the dilemmas that lead to rejection of such love (“over the meadow, a
scythe hangs/ and a stone”).* Despite the fact that Mitzner as a poet worked
out an artistic style as unique as that of Lesmian, references to the latter’s poems
play an important role in works of the former. It appears that the most important
function of those references is to manifest the universality of models of existen-
tial experience presented in Le$mian’s texts.

starchy// faka taczy/ dzwigki rozlaczone/ oblgkane [...] * ale ja kiedy$/ z takiej nocy/
z takiej/ taki wrocg”].

603 Adam  Mickiewicz, Pan Tadeusz: The Last Foray in  Lithuania
(New York: Archipelago, 2018).

604 Mitzner, “Domkniecie,” p. 82 [“ale dzi§ moja faka/ przyszta w nocy/ wsadzita teb/ przez
okno/ kotysze sie/ podstawia grzbiet”].

605 Le$mian, “Majka,” p. 84 [“u stép mu sie uklada i tasi sie, i waruje, jak ten pies wierny,
ktérego ani kopnieciem, ani kamieniem odegna¢ nie mozna”].

606 Mitzner, “Laka Majki,” p. 60 [“nad faka kosa wisi/ i kamien”].
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IMITATORS? FOLLOWERS? SUCCESSORS?

With reference to the poetical texts mentioned above, the authors of which refer
to Le$mian’s writing, three basic types of intertextual relations emerge. They can
be classified according to the range of their appearance as follows:*”

direct and inferable references of a text to another text;
direct and inferable references of a text to the genre of another text;
direct and inferable references of a text to other cultural texts.

Two of the above types of intertextuality - the first and the second one - appear
in the poems under analysis. Their authors used the following forms of imitation,
using Le$mian’s oeuvre:

1) parody;

2) pastiche;

3) quotes or hidden quotes taken from Lesmian’s texts;
4) allusions to Le$mian’s texts.

Julian Tuwim and Edward Balcerzan wrote recontextualizing parodies that
stem from an imitation of Le§mian’s style and the prosody of his poems. As
a result, they achieved a comic effect. However, I would argue that the influ-
ence of Le$mian’s writing was not decisive in the process of the formation
of the individual artistic expression of Tuwim and Balcerzan. In fact, the
impact was only temporary and incidental. Le§mian’s poetry determined the
form of works of Piotr Michatowski to a larger extent. However, it is perti-
nent to note that Michalowski treated Le§mian’s works as one of many stylistic
models that could be imitated (along with the poetic styles of Mickiewicz,
Stowacki, Norwid, Przybo$, Bialoszewski and Szymborska). Le§mian’s model
of developing poems became a subject of pastiche, which in turn was treated
as a pretext to showing in a parodistic way the problems formulated, usu-
ally in scientific discourse. In this case, the modernization of scientific con-
texts combined with Le$mian’s style brought about great literature. It is worth
emphasizing that pastiches written by Michalowski are highly complex and
diversified. His poetry demonstrates that writing a pastiche does not exclude
creativity.

On the other hand, Le$mian’s negative metaphysics and the topic of his poems
associated with death may be seen as very significant contexts and sources of

607 Cf. Nycz, “Intertekstualnos¢ i jej zakresy.”



256 LITERARY FOLLOWERS OF LESMIAN’S POETIC

inspiration for both Jarostaw Marek Rymkiewicz and Bohdan Stawinski. This
can be confirmed by their shared inclination to write poetry using the aesthetics
of the macabre. This impact is not incidental. It is connected with a philosophy
of life similar in many aspects to Lesmian’s worldview. Literary allusions — both
thematic and lexical - to Lesmians’s poems are present in Stawinski’s volume
Cutlery for Worms, and also in the works of Eugeniusz Tkaczyszyn-Dycki. And
Le$mian’s eroticism and construction of female characters became a signifi-
cant source of poetical inspirations for Piotr Mitzner. These references indi-
cated above confirm the vast importance of the poetical oeuvre of Lesmian to
the authors mentioned here. However, this does not mean that their texts lack
hallmarks of originality.

The director Frangois Truffaut once said “Il est impossible de dépasser
quelqu’un en marchant dans ses pas,” which means that “it is impossible to over-
take someone by following in his footsteps”” It is true. However, I believe that it is
possible to follow the path of on€’s predecessor, and then decide to take one’s own
way — and, as a result, to then go even further. The poetic texts analyzed above
confirm this conviction.**

608 The subject of continuation of Lesmian’s poetics remains open. Apart from the
analyzed texts of Julian Tuwim, Edward Balcerzan, Jarostaw Marek Rymkiewicz,
Eugeniusz Tkaczyszyn-Dycki, Bohdan Stawinski and Piotr Mitzner, it is also worth
mentioning the pastiche writings of Grzegorz Uzdanski, as is noted by the reviewer
Prof. Anna Czabanowska-Wrébel. Those texts are published successively on the web-
site “Nowe wiersze stawnych poetéw” [“New poems of famous poets”] at https://
www.facebook.com/pg/Nowe-wiersze-stawnych-poetow-1537027053184427/
posts/?ref=page_internal, last accessed 01.08.2019. Among them is the poem “Ork”
[“Orc”], which is an attempt at imitating Le§mian’s style combined with references to
fantasy literature. In Latin, the word “orc” means a demon, monster or being from the
underworld. The name was used by Tolkien in his twelve-volume cycle The History
of Middle-earth, creating a mythological race of creatures battling elves, dwarves and
people. In Uzdanski’s pastiche, one can detect the following elements of Lesmian’s
poetics: genre references (the work is a ballad), lexical (in the form of words including
“aching,” “mustiness,” “sleep” and “beggar,” and neologisms modeled of those present
in Le$mian’ poems - for example “bezksztattowie” [lit. “non-shapeness”], “bezszmer-
nie” [lit. “non-murmurness’], “objucznie” [lit. “burden-like”]), and finally thematic
(the subject of the poem is the death of the orc). Uzdanski’s plays on poetical tradition
have mainly that playful function.


https://www.facebook.com/pg/Nowe-wiersze-s%C5%82awnych-poet%C3%B3w-1537027053184427/posts/?ref=page_internal
https://www.facebook.com/pg/Nowe-wiersze-s%C5%82awnych-poet%C3%B3w-1537027053184427/posts/?ref=page_internal
https://www.facebook.com/pg/Nowe-wiersze-s%C5%82awnych-poet%C3%B3w-1537027053184427/posts/?ref=page_internal
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In academic work, a consequence of completing studies on a given issue is often
that further research problems are formulated, which may result in the long run
in new, more extensive research being undertaken (also by other comparatists).
I hope that this will also be the case with the question of Le$mian’s work per-
ceived as rooted in the European and international literary traditions. It seems
that there is a chance of this, if only because of the relatively large number of
translations of his works, requiring detailed analysis.*”” Therefore, instead
of writing a traditional book ending that could suggest a final solution to the
research problem, I would like to share the information that I managed to collect
about translations of Lesmian’s works into foreign languages, in the hope that
these will be used for further research. Translations exist of various quality into
Czech, English, German, French, Belarusian, Ukrainian, Slovak, Lithuanian,
Hebrew, Italian and Russian.

The most translations of Lesmian’s poetry have been published in Russian. The
fullest collection, entitled Besntwoonas 6annada unu Cnosa ons nectu 6e3 cos.
IToasus. Teamp. IIposa [Deserted ballad, or lyrics for a lyric-less ballad. Poetry.
Theatre. Proze], was edited by Andrei Bazylevsky and published in 2006.°"° It
comprises impressive eight hundred pages. Authors of the Russian transla-
tions in the volume include: Konstantin Balmont,*'! Michal Choromanski (the
translator of the Polish poetry anthology from 1929 addressed to the Russian
emigration),’'? Esrenuit Bagumos [Yevgeny Vadimov], FOpuit Bponckuit [Yuri

609 For a thorough study of the translations of Le$mian’s works into Russian and English,
see: Marta Kazmierczak, Przektad w kregu intertekstualnosci. Na materiale ttumaczen
poezji Bolestawa Lesmiana (Warszawa: Instytut Lingwistyki Stosowanej, 2012);
Kazmierczak, “Lesmian po rosyjsku” Kazmierczak points to selected translation
series, thus indicating the basis for comparative research on translations of Lesmian’s
works. Selected translations of the poems into Russian can be found at vekperevoda.
com.

610 Anppeit bassuteBckuit [Andrei Bazylevsky], ed., Besnoonas 6annada unu cnosa ons
necuu 0e3 cnoe. [1oa3us - meamp — nposa (Mocksa: Baxasap, 2006).

611 Balmont is the author of the translation of Lesmian’s poem “Szmer wiosel” [“The
Sound of Oars”], see: Koncrantun banpmont [Kontantin Balmont], “Bsmax Becern,”
in: Cobpanue couunenuii. M36parnvie nepesods: (Mocksa: publisher unknown, 1937),
p. 198.

612 Cepreit Kynaxoscknii [Sergey Kulakovsky], Cospementvie nonvckue noamot 6 oueprax
Cepzes Kynaxosckozo u nepesodax Muxauna Xopomarckoeo (Berlin: ITerpomnonuc,
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Wronsky], Anaromuii Teneckyn [Anatoly Geleskul], Cepreit [opoperkuit [Sergey
Gorodetsky], Tennaguit 3enpmosud [Gennady Zeldovich], Bunbrens JleBuk
[Wilgiel Levik], Jleonup Mapteisos [Leonid Martynov], Mapust ITerpos [Maria
Pietrov], Bopuc ITactepnak [Boris Pasternak], Anexcannp Tomem6 [Aleksandr
Golemb], Maitsa Kopunesa [Maya Korienieva], Cepxeii Ilerpos [Sergey Petrov],
Bbopuc Crrynxnii [Boris Slusky], FOmusa ITokposckas [Julia Pokrovskaya], Mpuna
ITonakoBa-CeBocTbsHOBa [Irina Polakova-Syevostianova], Buxrop Xopes
[Victor Khoriev], Tanucnas Uymakos [Stanislav Czumakov], Banepuit Axonos
[Valeriy Akopov], Amexceit Pamba [Alexei Rashba], Bmagmcna Pussbrit
[Vladislav Riezvyj], Cepreit lloprun [Sergey Shorgin] and Andrei Bazylevsky.
Unfortunately, the volume does not include the translations of Le$mian
poems by: Haranbs AcrtadpeBa [Natalia Astafieva]: “Przyspiew” [“IIpucmes;
“Folksong”], “Wiatrak” [“Berpak,” “Windmill’], “Soldier” [“Conmat”], “The
Maiden™" [“HeBa”], “Pszczoty” [“Iluemsi, “Bees”] published in the volume
Ionvckue nosmuvt XX eexa. Anmonozus [Polish Poets of the Twentieth Century: An
Anthology™].

Thirty-five years before the publication of Bazylevsky’s selection of translations
from 1971, the first collection of Le$mian’s translations appeared in Russia.®'®
It included a hundred and nine poems translated by, among others, Sergey
Gorodecky, Anatoly Geleskul, Maria Pietrov, laBux Camoro [David Samoyov],
Mapex JKusos [Marek Zyvov], Bragumup Jlyrosckuit [Vladimir Lugovsky],
Wilgiel Levik, BceBomopn Poxxmeunuckmit [Vsevolod Rozhdiekhynsky], Boris
Pasternak, Boris Slusky, Ocun Pymep [Osip Rumier] and Hukonait YykoBckmit
[Nikolai Chukovsky].

Along with Zeldovich’s translations and the collection of texts translated by
Anatoly Gieleskul®® (with thirty-nine Le$mian poems) and by Koncrantun

1929). The volume includes two poems translated by Choromanski: “W storicu” [“Ha
conuue,” “In the Sun’] and “Wieczorne niebo” [“Beuepree ne60,” “The Evening Sky”].

613 Bolestaw Le$mian, “The Maiden,” in: Marvellations: The Best-loved Poems: By the
most-read and best-selling Polish poet Bolestaw Lesmian, one of the greatest of all time
(New York: Penumbra Publishing House, 2014), pp. 75-77.

614 Hatanpsas AcradpeBa [Natalia Astafieva] and Bmagumump DBpuranumckmit
[Vladimir Britanishskiy], Ilonvckue nosmw XX eexa. Awmonoeus, Vol. 1
(Cankr-Iletepbypr: Anmereiis, 2000).

615 Bonecnas Jlecbmsan [Bolestaw Le$mian], Cmuxu, ed. Hatanpa Boromonosa [Natalia
Bogomolova] (MockBsa: Xyfo->KecTBeHHast muteparypa, 1971).

616 Anatomuit Ieneckyn [Anatoly Geleskul], /36pannuvie nepesoovt (Mocksa: Teppa,
2006), pp. 107-133.
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» «

OnennH [Konstantin Olenin] (containing “Odjazd” [“Otwesn,” “Departure”

and “Amid the Dahlias™" [“Cenn reopruuos”]),*'® translations of Le$mian’s
works are also scattered in various periodicals. Among these, translators of
Le$mian texts include Bacumuit Kounos [Vasily Kochnov]®® and B. Yecrubrit
[V. Chiestnyj].**® Marta Kazmierczak’s book Przektad w kregu intertekstualnosci.
Na materiale ttumaczen poezji Bolestawa Lesmiana [A Translation in the
Intertextuality Circle: Using Translation Materials of Bolestaw Lesmian’s Poetry]
is a good source of information on the rich reception of Russian translations,
which does not exhaust the topic due to the sheer number of translations.

The poetry of Le$mian has also been translated into Czech. One should
mention the work of FrantiSek Kvapil, Jan Pilaf, Vlasta Dvorackova and Iveta
Mikesova. Kvapil translated Lesmian’s poems “Zapomnienie” [“Zapomenuti;’
“Forgetting”], “Smiercie” [“Smrtky,” “Deaths”] and “U wpoétrozwartych stoim
drzwi” [“V ptl oteviené,” “Standing by Half-Open Door”]. These were reprinted
in the selection of Lesmian’s poems translated by Leszek Engelking, and entitled
Druhd smrt [Repeated Death].*' Le$mian had the opportunity to get acquainted
with Kvapil’s translations and was satisfied with them, appreciating their lin-
guistic virtuosity and formal flexibility.** The volume Repeated Death includes
Iveta MikesSova’s translations of Le§mian’s poetic works as well. Jan Pilaf’s transla-
tions appeared in 1972 in the volume Zelend hodina [ Green Hour]® while Vlasta
Dvorackovds translations were published in 2005 in the volume Rostla viseri
na kralovském sadé [A cherry tree grew in a royal garden].** It is worth men-
tioning that Dvorackova devoted her Master’s thesis to Kvapils translations from
Polish.®”® There are other works in translation studies in this field. Their authors

617 Bolestaw Le$mian, “Amid the Dahlias,” in: 33 of the Most Beautiful Love Poems
(New York: CreateSpace Independent Publishing Platform, 2011), p. 39.

618 Koncrantun Onenun [Konstantin Olenin], Heckonvko cnos. Cmuxomeoperus
(Réwne: ABropckoe uspauue, 1939), pp. 25-26.

619 See: Polsza, No. 3 (1962), pp. 40-41; Kazmierczak, “Lesmian po rosyjsku.”

620 Bonecnas Jlecomsn [Bolestaw Le$mian], “Bcrpeua,” Posechuk, No. 4 (1968), quoted
from: Kazmierczak, “Le$mian po rosyjsku.”

621 Bolestaw Lesmian, Druhd smrt, ed. Leszek Engelking (Otomuniec: Votobia, 1995).

622 Le$mian, Utwory rozproszone. Listy, p. 357.

623 Boleslaw Le$mian, Zelend hodina (Prague: Mlada fronta, 1972).

624 Bolestaw Le$mian, Rostla vieri na krdlovském sadé (Jino¢any: H & H, 2005). For
Dvorackovds translations of Lesmian’s poems, see: Josef Hrdlicka, “Poezie bratra
Sttibroné,” Souvislosti, No. 2 (17) (2006), pp. 267-270.

625 Vlasta Dvorackova, Frantisek Kvapil, cesky bdsnik a prekladatel z polstiny, thesis written
at the Faculty of Philology of Charles University in Prague, 1952.
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are Jana Zlamalova®® and Magdalena Supel.®”” The former is the author of a

comparative analysis of archaisms, dialectisms and neologisms in translations
of Le$mian poems by Frantisek Kvapil, Jan Pilaf, Vlasta Dvorackova and Iveta
Mikesova. The latter focused her research on the construction of metaphors in
original versions of Le§mian’s poems and translations by Dvorackova.

Le$mian’s works have been translated far less frequently into French.®® There
is a well-known translation of the poem “From Childhood Years” as “Instantanés
du temps de lenfance” by Roger Legras. Lesmian works also appeared in French
in 2000 in Paris in Panorama de la littérature polonaise du XXe siécle I, Poésie
[Panorama of Polish Literature of the Twentieth Century I, Poetry], Vol. 2, selected
by Karl Dedecius and translated by Claude-Henry du Bord.®”

Dedecius, who was involved in the selection mentioned above, made invalu-
able contributions as a translator to the popularization of Le§mian’s works in
German.®’ He included Lesmian poems in the anthology Polnische poesie dez 20.
Jahrhunderts [Polish Poetry of the 20th Century] (1964): for example, “Einsamkeit”
[“Samotno$¢,” “Loneliness”] “Ertrunkener” [“The Drowned Rambler”], “Im
Himbeerstrauch” [“In the Raspberry Brushwood”], “Zwei Menschlein” [“Two
Poor Wights”], “Das Madchen” [“The Maiden”].®*! Other Dedecius translations

626 Cf. Jana Zlamalova, Komparace vybranych jednotek v prekladech poezie Bolestawa
Le$miana, B.A. thesis written at Masaryk University in Brno in 2012 under the super-
vision of Dr. Roman Madecki, https://is.muni.cz/th/239296/ff_b/bakalarka.pdf, last
accessed 30.08.2019.

627 Cf. Magdalena Supet, Analiza poréwnawcza metafor w czeskim przektadzie utworéw
Bolestawa Lesmiana “Rostla viseri na krdlovském sadé” Vlasty Dvofdckovéj, B.A. thesis
written under my supervision in 2014 at the Faculty of Polish Studies at the University
of Warsaw. The text is available in the Archive of Theses of the University of Warsaw. Cf.
Magdalena Supet (Ukrainets), “Metafory w czeskim przekladzie utworéw Bolestawa
Lesmiana ‘Rostla viSen na kralovském sad¢’ Vlasty Dvorackovéj,” Tekstualia No. 2 (45)
(2016), pp. 155-165.

628 Cf. Jean-Claude Polet, ed., Auteurs européens du début du XXe siecle: anthologie en
langue, sous la direction de Jean-Claude Polet (Bruxelles: De Boeck, 2002).

629 Karl Dedecius, ed., Panorama de la littérature polonaise du XXe siécle I, Vol. 2: Poésie
(Paris: Noir sur Blanc, 2000).

630 I drew the information on Karl Dedecius’ translations from sources
including: Przemystaw Chojnowski, Zur Strategie und Poetik des Ubersetzens.
Eine Untersuchungder Anthologien zur polnischen Lyrik von Karl Dedecius
(Berlin: Verlag, 2005).

631 Bolestaw Le$mian, “Dziewczyna, in: Dziela wszystkie. Poezje zebrane
(Warszawa: Panstwowy Instytut Wydawniczy, 2010), pp. 327-330. Karl Dedecius,
ed., Polnische poesie dez 20. Jahrhunderts (Miinchen: C. Hanser, 1964).
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are in the volume Polonaise erotique. Thema mit Variationen fiir mdannliche
und weibliche Stimmen [Polonaise Erotique: Motifs with Variations for Male
and Female Voices] (1968), which included the Lesmian poems: “Im Abgrund”
[“Otchtan,” “The Abyss”] and “Im Himbeerstrauch,”*” and in the anthology
Polnische Liebesgedichte [Polish Love Poems] (1980), which included a reprint
of the poetical text “Im Abgrund” [“The Abyss’].**> We should also mention
the volume Hundert Polnische Gedichte [One Hundred Polish Poems] (1982),%3
with the poems “Ertrunkener;” “Du nahst dem ersten Nebel...” [“Ty pierwszej
mgly dosiegasz,” “You Reach the First Mist”], “Liebkosung” [“A Caress”]**
and “Madchen” and the book Gedichte. Polnisch - deutsch [Poems: Polish —
German] (1988)% that included the following translations: “Im Vorbeigehn”
[“Mimochodem,” “By the Way”], “Dem unbekannten Gott” [“Nieznanemu
bogu,” “To the Unknown God”], “Ertrunkener;” “Liebkosung,” “Du nahst dem

» «

ersten Nebel...,” “Geheimnis” [“The Secret”],*” “Wenn du auch, atemlos...”
[“When I am kissing you in bed”],**® “Einsamkeit,” “Zwei Menschlen” and “Des
Morgenrotes laechender Reiz...” [A flaming smile of flighty glows...”].**
Dedecius published also the translations Die Dichter Polens: hundert Autoren
vom Mittelalter bis heute [Polish Poets: One Hundred Authors from the Middle

Ages to the Present] (1995)%° and Panorama der polnischen Literatur des 20.

632 Karl Dedecius, ed., Polonaise erotique. Thema mit Variationen fiir mdnnliche und weib-
liche Stimmen (Frankfurt am Main: Verlag, 1968).

633 Karl Dedecius, ed., Polnische Liebesgedichte (Frankfurt am Main: Insel Verlag, 1980).

634 Karl Dedecius, ed., Polnische Gedichte, Vol. 2 (Krakéw: Wydawnictwo Literackie, 1982).

635 Boleslaw Le$mian, “A Caress,” in: 33 of the Most Beautiful Love Poems. Najpigkniejsze
wiersze mitosne. A bilingual edition/ Wydanie dwujezyczne (New York: Penumbra
Bookery, 2011), p. 41.

636 KarlDedecius, ed., Gedichte. Polnisch - deutsch, trans. Karl Dedecius (Reutlingen: Aldus-
Presse Reicheneck, 1988).

637 Bolestaw Lesmian, “The Secret,” in: Marvellations: The Best-loved Poems: By the
most-read and best-selling Polish poet Bolestaw Lesmian, one of the greatest of all time
(New York: Penumbra Publishing House, 2014), p. 73.

638 Bolestaw Lesmian, “When I am kissing you in bed,” in: 33 of the Most Beautiful Love
Poems. Najpiekniejsze wiersze mitosne. A bilingual edition/ Wydanie dwujezyczne
(New York: Penumbra Bookery, 2011), p. 81.

639 Bolestaw Lesmian, “A flaming smile of flighty glows...,” in: Marvellations: The Best-
loved Poems: By the most-read and best-selling Polish poet Bolestaw Lesmian, one of the
greatest of all time (New York: Penumbra Publishing House, 2014), p. 105.

640 Karl Dedecius ed., Die Dichter Polens: hundert Autoren vom Mittelalter bis heute, trans.
Karl Dedecius (Frankfurt am Main: Verlag, 1995).
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Jahrhunderts [A Panorama of 20th-century Polish Literature] (1996),%' which
include the following works: “Der Zaubergarten” [“Ogrod zaklety,” “Enchanted
Garden’], “Dem unbekannten Gott;,” “Ertrunkener;” “Liebkosung;” “Das Reptil”
[“Saurian”],**? “Du nahst dem ersten Nebel...,” “Zwei Menschlen,” “Wenn du
auch, atemlos...,” “Das Midchen,” “Im Vorbeigehn,” “Des Morgenrots” [“At
dawn”]**® and “Einsamkeit” The books just mentioned include republished
editions.

In his book Notatnik ttumacza [Translator’s Notebook],*** Dedecius writes
about his translations of Le§mian’s poetry, using the examples of the poems
“Loneliness” [“Einsamkeit”] and “The Maiden” [“Das Madchen”]. He attempts
to specify the advantages and disadvantages in the translation, from his point of
view. Le$mian’s “Loneliness” is regarded as an illustration of his views on the art
of translating poetry and issues of translation skills. Dedecius writes:

Due to the “way of looking at his form and content™* and their clarity, and the help-
lessness of a translator, I placed “Loneliness” at the beginning of my anthology Polnische
Poesie des 20. Jahrhunderts, bearing in mind its value as a synthesis of what I wanted to
present pars pro toto. I liked the poem as a bit of a personal (illusion) motto.**

Dedecius’ translation work was commented on by others. For example, by
Krzysztof A. Kuczkowski in his essay “Nad fenomenem przektadu literack-
iego Karla Dedeciusa” [“On the Phenomenon of Literary Translation by Karl

641 Karl Dedecius ed., Panorama der polnischen Literatur des 20. Jahrhunderts, trans. Karl
Dedecius, Vols. 1-2 (Ziirich: Verlag, 1996).

642 Boleslaw Le$mian, “Saurian,” in: Marvellations: The Best-loved Poems: By the most-
read and best-selling Polish poet Bolestaw Lesmian, one of the greatest of all time
(New York: Penumbra Publishing House, 2014), p. 33.

643 Boleslaw Lesmian, “At dawn,” in: 33 of the Most Beautiful Love Poems. Najpigkniejsze
wiersze milosne. A bilingual edition/ Wydanie dwujezyczne (New York: Penumbra
Bookery, 2011), p. 83.

644 Karl Dedecius, Notatnik tumacza (Krakéw: Wydawnictwo Literackie, 1974).

645 Spojrzystos¢ - a combination of spojrzenie [look] and przejrzystos¢ [clarity].

646 Dedecius admitted: “T struggled with Le$mian. While working, I came across some
funny stories. Le§mian knew German a bit. It turns out that some of his neologisms
translated into German are not neologisms at all. For example, the noun Zweirad — a
bicycle. In Polish Lesmian wrote dwukoto [lit. two-wheel], as if he literally trans-
lated the word from German. While dwukofo is a neologism in Polish, the German
translation fails by turning a Polish neologism into a banal German word. But I was
able to translate a bit of Lesmian’s style” [Dedecius, Notatnik ttumacza, p. 165]. Cf.
Maria Ziemianin, “Kamyk rzucony na wod¢. Rozmowa z Karlem Dedeciusem,”
Rzeczpospolita, No. 12 (1988), p. 27.
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Dedecius”]*” and in Jolanta Krzysztoforska-Doschek’s article “Wiersze Bolestawa
Le$miana w przekladzie Karla Dedeciusa” [“Bolestaw Lesmian’s Poems in Karl
Dedecius’ Translation”].**® Although Dedecius is author of the most German
translations of Lesmian’s work, other translators have also tried facing Le$mian’s
oeuvre. For example, the translation of The Adventures of Sindbad the Sailor: A
Fantasy Novel [Die Abenteuer Sindbads des Seefahrers: ein phantastischer
Roman] by Ulrike Herbst-Rosocha.®® There is also a German book by Gudrun
Voggenreiter devoted to Lesmian’s work, Dialogizitit am Beispiel des Werkes von
Boleslaw Lesmian [Dialogisity in the Example of Works by Bolestaw Lesmian],
which may aid future generations of Lesmian translators with efforts connected
with Lesmian’s works.

Le$mian’s works have also been translated into Italian, though, according to
Andrei F. de Carlo’s article entitled “ ‘Koszmar ttumacza? Twérczo$¢ Bolestawa
Lesmiana w kregu wloskich zagadnien translacyjnych,” [“‘Translator’s
Nightmare:” Bolestaw Lesmian’s Creativity in the Sphere of Italian Translation
Issues”], it has been relatively late in gaining appreciation in Italy, in the 1960
and 1970s.%° Lesmian’s poems appeared then, for the first time in an anthology
edited by Carlo Verdiani, Poeti polacchi contemporanei [Polish Contemporary
Poets].%" In 1973, Jerzy Pomianowski joined the circle of people contributing to
the popularization of Lesmian’s work in Italy, as the editor of the volume Guida
alla moderna letteratura polacca [Guide to Contemporary Polish Literature],®* as
did Paolo Statuti as the translator of Le§mian’s works.®> Moreover, poems by

647 Krzysztof A. Kuczynski, “Nad fenomenem przekladu literackiego Karla
Dedeciusa,” in: Wsréd ludzi i ksigzek. Rozprawy - wspomnienia - wywiady
(Wloctawek: Wydawnictwo Pafistwowej Wyzszej Szkoly Zawodowej we Wioclawku,
2011), pp. 27-37.

648 Jolanta Krzysztoforska-Doschek, “Wiersze Bolestawa Lesmiana w przektadzie Karla
Dedeciusa,” Ruch Literacki, No. 4 (1995), pp. 537-544.

649 Boleslaw Le$mian, Die Abenteuer Sindbads des Seefahrers: ein phantastischer Roman
(Leipzig: Kiepenheuer, 1993).

650 Andrei F. de Carlo, “‘Koszmar ttumacza Tworczo$¢ Bolestawa Le§miana w kregu
wloskich zagadnien translacyjnych,” in: Literatura polska na swiecie, Vol. 2: W kregu
znawcéw, ed. Romuald Cudak (Katowice: Gnome, 2008).

651 Carlo Verdiani, ed., Poeti polacchi contemporanei (Milano: Silva Editore, 1961).

652 Jerzy Pomianowski, ed., Guida alla moderna letteratura polacca (Roma: Bulzoni, 1973).

653 Le$mian’s works in Paolo Statuti’s translation were previously published in the mag-
azine Fiera Letteraria, No. 20 (1973). Selected works are available online at: https://
musashop.wordpress.com/tag/boleslaw-lesmian-tradotto-da-paolo-statuti/,  last
accessed 30.08.2019. They include the translations of Le$mians “Przemiany”
[“Trasformazioni,” “Metamorphoses”], the erotic poem from the cycle “In the


https://musashop.wordpress.com/tag/boleslaw-lesmian-tradotto-da-paolo-statuti/
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Le$mian were printed in 1980 in the eleventh issue of the journal Niebo [Sky], in
the translations of Pietro Marchesani and Inessa Pawtowska. That journal also
included poetic studies of Lesmian’s texts by the Italian authors Milo De Angelisa
and Emi Rabuffetti, written on the basis of philological translations previously
made by Pawlowska.®®* Lesmian poetic texts were also printed in 2000 in the
Poesia magazine in the translation of the poet Valeria Roselli.** The most recent,
bilingual (Italian-Polish) volume of Le$mian’s poems in Italian, entitled Lo stelo
del tempo [Blade of Time] translated by Silvia Bruni with a foreword by Marina
Ciccarini, was brought out in 2012 by the Austeria publishing house.

The fullest information about English translations of Lesmian’s works is in
Marta Kazmierczak’s text “Le$mian po angielsku (zarys recepcji)” [“Le$mian
in English (Reception Outline)”].*¢ Earlier, Stanistaw Baranczak wrote about
English translations of Lesmian’s work. He described the problems with trans-
lating Lesmian’s poetry: “Lesmian is a translator’s nightmare”®” He also pointed
out the reason for this. As Baranczak stated in Ocalone w ttumaczeniu [Saved in
Translation]: “It is known that from contemporary Polish poets, and probably
all Polish poets in general, the author of The Meadow went the furthest and the
boldest in making idiosyncratic use of the special systemic properties of Polish

language”®*®

Raspberry Brushwood” [“Nella frasconaia di lamponi”], “The Hunchback” [“Il
gobbo’], “Two Poor Wights” [“T due tapinelli”], poems from the volume The Sylvan
Beffallings [La trama boschiva]: “**Whateer have I done you pale in a blink”...
[in: Marvellations: The Best-loved Poems: By the most-read and best-selling Polish poet
Bolestaw Lesmian, one of the greatest of all time (New York: Penumbra Publishing
House, 2014), p. 135.] [“Che ho fatto, che il tuo volto ¢ sbiancato?”] and “The Maiden”
[“La ragazza’].

654 Cf. Pietro Marchesani, “Nota introduttiva,” Niebo, No. 11 (1980), pp. 12-13; Carlo,
“Koszmar ttumacza,” p. 244.

655 Poesia, No. 143 (2000). For other unpublished translations of Le$mian’s poetical works
into Italian, see: Carlo, “Koszmar ttumacza,” p. 244.

656 Marta Kazmierczak, “Le$mian po angielsku (zarys recepcji),” Zamojski Kwartalnik
Kulturalny, No. 4 (2007), pp. 55-60.

657 Stanistaw Baranczak, Ocalone w ttumaczeniu. Szkice o warsztacie tHumacza poezji
z dodatkiem malej antologii przektadoéw-probleméw (Krakéw: Wydawnictwo a5,
2004), p. 144. Possibly, for that very reason, the Poland and Nobel laureate Czestaw
Mitosz included in his History of Polish Literature only his philological translation of
the Le$mian poem “Cmentarz” as “A Graveyard,” rather than an artistic translation,
see: Mitosz, History of Polish Literature, pp. 349-350.

658 Baranczak, Ocalone w ttumaczeniu, p. 144.
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Notwithstanding Baraniczak’s opinions, many translators wanted to make
Lesmians work available to English-speaking readers. In 1987, the first volume of
the bilingual book Mythematics and Extropy: Selected Poems of Bolestaw Lesmian
was published in the translation by Sandra Celt (Alexandra Chciuk-Celt).** That
same translator also prepared a second volume for publication, Mythematics and
Extropy II: Selected Literary Criticism of Bolestaw Lesmian, containing a selection
of Lesmian’s literary essays.®® It should be emphasized that Celt, when translating
Lesmian’s poetry, tried to ensure that her selection of poems was representative. Her
book included sixty-eight pieces from the volumes The Crossroads Orchard, The
Meadow, The Shadowy Potion and The Sylvan Befallings that showed the most sig-
nificant themes, genres and motifs characteristic of LeSmian’s work. In Baranczak’s
review of these poetic translations, he quoted Robert Frost, who said “poetry is what
is lost in translation.” Frost, according to Baraniczak, could provide the example of
Lesmian’s poetic output in support of his thesis. According to Baraniczak, anyone
who attempted (as Sandra Celt did) to translate Le§mians poetry into English tries
to achieve the impossible.

Other translators have struggled with Le$mian’s poetics in attempts to break
limits of expression in foreign-language translation, including Janek Langer, the
author of the volume of translations Magic ¢ Glory: Polish Poetry from the 20th
Century,*" and Ryszard J. Reisner, author of translations of the Lesmian poems
“*Here stay I - darkness to earth and stay I - there still so,” “Lord in Heaven Full
of Glory,” “From Childhood Years” and “The Farm Shed” published in 2005 in
the journal Ars Interpres: An International Journal of Poetry, Translation & Art.%*
The American poet Leo Yankievicz also attempted to translate Lesmian’s style,

659 Bolestaw Lesmian, Mythematics and Extropy: Selected Poems of Bolestaw Lesmian
(Wisconsin: A.R. Poray, 1987). For Stanistaw Baranczak’s review of the volume,
see: Lesmian, Mythematics and Extropy, pp. 85-88.

660 Boleslaw Lesmian, Mythematics and Extropy II: Selected Literary Criticism of Bolestaw
Lesmian (New York: Peter Lang Publishing, 1992).

661 Bolestaw Le$mian, Magic & Glory: Polish Poetry from the 20th Century (London: Janek
Langer, 2000). In her analysis of these translations, Marta Kazmierczak indicated the
fact that the translations of the titles of the sixty-four Le§mian poems are sometimes
only insignificantly different from the original titles, see: Kazmierczak, Przektad w
kregu intertekstualnosci, p. 14.

662 Bolestaw Le$mian, “Here stay I — darkness to earth and stay I - there still so,” “Lord
in Heaven Full of Glory;” “From Childhood Years,” “The Farm Shed,” Ars Interpres: An
International Journal of Poetry, Translation & Art, No. 5 (2005), pp. 211-213; http://
www.arsint.com/no_4_5.html, last accessed 31.08.2019.
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with the poems, among others: “Silver”*®® and “Angels.”*** He also translated “The
Shoemaker,*> “***Were I to meet you again for the first time”** It is also worth
mentioning the translation challenge taken in this field by Jerzy Peterkiewicz and
Burns Singer (a Scottish poet who does not know Polish), the translators of the
Le$mian works “***The lip is the lip’s friend, the hand the hand’s,” “Brother;” “The
Cemetery;, and “Memories”*” Marta Kazmierczak reviewed these critically in
the article “Le$mian ocenzurowany” [“Censored Lesmian”].5®

There have been more English translations of Lesmian’s poems. In 1996 in
New York City, a bilingual Polish-English volume was published, Treasury of
Polish Love Poems, Quotations and Proverbs in Mirostaw Lipinski’s translation.®®
There are also translations of Le§mians poems by Marian Polak-Chlabicz.c°
Rochelle Heller-Stone translated passages of Lesmian works for her well-known
book Bolestaw Le$mian: The Poet and His Poetry. The first efforts of Krzysztof
Bartnicki with translations of Le$mian’s poetry date back to 1990-1991.
Despite those efforts, Bartnicki summed up his translation adventure as regards
Lesmian’s work: “Fascinated by Lesmian, I tried to translate him into English, but

663 Bolestaw Le$mian, "Silver;” https://web.archive.org/web/20190422184713/ http://
leoyankevich.com/archives/253, last accessed 30.08.2019.

664 Bolestaw Lesmian, "Angels,” https://web.archive.org/web/20190422190225/ http://
leoyankevich.com/archives/249, last accessed 30.08.2019.

665 Bolestaw Lesmian, “The Shoemaker;” https://konicki.com/blog2/tag/lesmian/, last
accessed 30.08.2019.

666 Boleslaw Lesmian, “***Were I to meet you again for the first time;” https://konicki.
com/blog2/2009/03/10/march-10-untitled-by-boleslaw-lesmian/, last accessed
30.08.2019.

667 Jerzy Peterkiewicz and Burns Singer, Five Centuries of Polish Poetry (1450-1950).
An Anthology with Introduction and Notes (London: Secker and Warburg, 1960),
pp. 83-87; https://archive.org/stream/ERIC_ED444900/ERIC_ED444900_djvu.txt,
last accessed 30.08.2019.

668 Marta Kazmierczak, “Le$mian ocenzurowany, in: Tabu w przektadzie, ed. Piotr Fast
and Natalia Strzelecka (Katowice: Wydawnictwo Naukowe Slask, 2007), pp. 145-169.

669 Bolestaw Lesmian, Treasury of Polish Love Poems, Quotations and Proverbs: in Polish
and English (New York: Hippocrene, 1996).

670 Bolestaw Lesmian, 33 of the Most Beautiful Love Poems. Najpickniejsze wiersze
mitosne. A bilingual edition/ Wydanie dwujezyczne (New York: Penumbra Bookery,
2011); Bolestaw Le$mian, Marvellations: The Best-loved Poems: By the most-
read and best-selling Polish poet Boleslaw Lesmian, one of the greatest of all time
(New York: Penumbra Publishing House, 2014).
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after some time I had to admit that my attempts are not the best”*”! For a com-
parative analysis of his translations and the translations made by Heller-Stone,
Celt and Polak-Chlabicz, see Aleksandra Michalska’s Odnalez¢é Lesmiana. O tym,
czy, gdzie i jak istniejg anglojezyczne przektady (jednego z) najbardziej idiomatyc-
znych jezykow polskiej poezji [Finding Lesmian: About Whether, Where and How
English-language Translations Exist (of One) of the Most Idiomatic Languages
in Polish Poetry)].5> New comparative analyses should take into consideration
the selection of Bolestaw Lesmian’s poems translated by Marian Polak Chlabicz
and published in the book Beyond the Beyond. Poems in Polish and English from
2017,57 as well as Chlabicz’s translations of “The Saw;** “Hedda”*> and “From
my Childchood”®”¢ published in Tekstualia in 2017 and 2019.

There are also Michal ]. Miko§’s translations of six Lesmian poems into
English:” “Las (Pomys$l: gdy bedziesz konat...)” [“The Forest”™®], Stodota [“The
Barn”],*” “Przemiany” [“Metamorphoses™®], “Brat” [“Brother”],*! “Urszula

671 Krzysztof Bartnicki, “Sedno stéw. Rozmowa z Krzysztofem Bartnickim,” dwutygodnik.
com, No. 128 (2014), http://www.dwutygodnik.com/artykul/5081-sedno-slow.html,
last accessed 30.08.2019.

672 Aleksandra Michalska, Odnalez¢ Lesmiana. O tym, czy, gdzie i jak istniejg anglojezyczne
przeklady (jednego z) najbardziej idiomatycznych jezykow polskiej poezji, B.A. thesis
written under the supervision of Dr. hab. Ewa Rajewska, available in the Archive
of Theses of the Adam Mickiewicz University in Poznan. See also: Aleksandra
Wieczorkiewicz (Aleksandra Michalska), W obcej Lesmianii. Poezja Bolestawa
Lesmiana w przekltadach na jezyk angielski (Poznan: Wydawnictwo Poznanskich
Studiéw Polonistycznych, 2019).

673 Bolestaw Le$mian, Beyond the Beyond. Poems in Polish and English (New York: Penumbra
Bookery, 2017).

674 Le$mian, “The Saw.”

675 Le$mian, “Hedda,” pp. 169-172.

676 Boleslaw Le$mian, “From my Childhood,” trans. Marian Polak Chlabicz, Tekstualia
No. 3 (58) 2019, pp. 173-174.

677 Marta Kazmierczak’s book devoted to the issues of intertextuality in transla-
tion includes a list of translations of Le$mian’s poetry with a workshop character,
see: Kazmierczak, Przektad w kregu intertekstualnosci, pp. 15-16.

678 Bolestaw Le$mian, “The Forest,” in: Literature 1864-1918: Realism and Young
Poland: An Anthology, ed. Michat ]. Miko$ (Bloomington: Slavica, 2006), pp. 297-298.

679 Bolestaw Le$mian, “The Barn,” in: Literature 1864-1918: Realism and Young Poland: An
Anthology, ed. Michat J. Miko$ (Bloomington: Slavica, 2006), p. 299.

680 Bolestaw Lesmian, “Metamorphoses,” in: Literature 1864-1918: Realism and Young

Poland: An Anthology, ed. Michal J. Miko$ (Bloomington: Slavica, 2006), p. 299.

Bolestaw Lesmian, “Brother,” in: Literature 1864-1918: Realism and Young Poland: An

Anthology, ed. Michat J. Miko$ (Bloomington: Slavica, 2006), p. 300.
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Kochanowska” [“Ursula Kochanowska’],*? “Ludzie” [“People”]*® in the transla-
tion from the anthology Polish Literature from 1864 to 1918.%* Barry Kean trans-
lated the poem “Dwoje ludzienkéw” as “Two People,**> while the Irish author
and translator Cathal McCabe translated “Mrok na schodach. Pustka w domu...”
as “Dusk on the stairs. House a void”**® Anita Jones Debska translated “W polu”
as “In a field” and “Romans” as “Romance,”*®” and Benjamin Paloff translated
the poem “Dziewczyna” as “Girl”**® Finally, Marcel Weyland translated eleven
Le$mian poetic works and published them in the book The Word. Two Hundred
Years of Polish Poetry / Stowo. Dwieicie lat poezji polskiej.®®® Translations of
poems “Hand”®* and “In the Cemetery Corner”®' created by Scottish literary
scholar and English-language philologist David Malcolm, who speaks perfect
Polish, were published in 2015 in the Tekstualia quarterly.

A much smaller number of translations of Lesmian’s poetic texts have been
written in Lithuanian, Ukrainian, Belarusian, Hebrew and Swedish. Available
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683 Bolestaw Le$mian, “People,” trans. Michal J. Miko§, Literature 1864-1918: Realism
and Young Poland: An Anthology, ed. Michal ]. Miko$ (Bloomington: Slavica, 2006),
p. 301.

684 Michat J. Mikos, ed., Polish Literature 1864-1918: Realism and Young Poland: An
Anthology (Bloomington: Slavica, 2006), pp. 297-301. Kazmierczak correctly points
out that the majority of Le§mian’s poems included in this anthology exceed the title’s
time frame, as they were written after 1918, see: Kazmierczak, Przektad w kregu
intertekstualnosci, p. 14.

685 Bolestaw Le$mian, “Two People,” The Warsaw Voice Online (30.11.1997); http://
info-poland.buffalo.edu/web/arts_culture/literature/poetry/Les/wv/link.shtml, last
accessed 15.12.2014.

686 Bolestaw Le$mian, “Dusk on the stairs. House a void,” Otwarta £6dz/ Open Boat, No. 2
(1997), p. 39; https://books.google.com/books?hl=pl&id=uowYAQA AIA A]&focus=s
earchwithinvolume&q=mrok last accessed 31.08.2019.

687 Bolestaw Lesmian, “In a field,” in: My Homeless Heart. Polish Poems of Love and
Longing in English (Torun: Attic Press, 2005), pp. 26; Bolestaw Lesmian, “Romance;’
in: My Homeless Heart. Polish Poems of Love and Longing in English (Torun: Attic Press,
2005), p. 28.

688 Boleslaw Le$mian, “Girl,” Circumference, No. 4 (2005), pp. 52-55.

689 Marcel Weyland, ed., The Word. Two Hundred Years of Polish Poetry/ Stowo. Dwiescie
lat poezji polskiej (Blackheath: NSW, 2010).

690 Le$mian, “The Hand”

691 Le$mian, “In the Cemetery Corner”
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in Lithuanian (and Belarusian) is “Mister Glister”®? translated by Aleg Minkin
as “Pan Blis¢ynski,®® and in Ukrainian there is a translation of the poem
“Soldier” as “Conpgar” by Jadwiga Dabrowska-Lewinska, printed in 1974 in the
Ukrainian journal Novi Dni [New Days] published in Philadelphia.®* Also avail-
able in Ukrainian are translations by Buktop Brukroposnu Komtnmos [Victor
Victorovych Koptilov] of, for example, the poem “Lalka”® [“JIsnbka,” “Doll”]
and the translation by Imurpo IlaBmuuxo [Dmytro Pavlyczko] of the poetic
text “Noca umoéwiong”®® [“Cranocs, Ak cremHino,” “Night Meeting”],*” and
as translations by Bonogumup I'ynanenko [Volodimir Hucalenko]*® and Irop
Kanyposcpkuit [Igor Katzurovskiy]. This group of translations includes usu-
ally fragmentary translations by Julia Bulachowska published in the well-known
book devoted to Lesmian by Bonogumup Bacunenko [Volodymyr Vasylenko],
Ioemuunuti ceim Bonecnasa Jlecomsna — Poetical world of Bolestaw Lesmian. In
2017, 2018 and 2019, the Polish Textualia Quarterly published Le$mian’s poetic
works in the translation of Haranist Benpuenxo [Valentina Sobol]*® and Haranis
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693 Baljaslau Lesmjan [Bolestaw Le$mian], Pan Blis¢ynski (Vilna: Na$a Niva;
Mensk: Mastackaja Litaratura, 1994).

694 For more information, see: http://zbc.ksiaznica.szczecin.pl/Content/2171/PDF/
Pr_II_0481_2007_4_BZP.pdf, last accessed 30.08.2019.

695 Bolestaw Le$mian, “Lalka,” in: Poezje zebrane (Warszawa: Panstwowy Instytut
Wydawniczy, 2010), p. 349.
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Instytut Wydawniczy, 2010), p. 313.

697 bonecnas Jlecbman [Bolestaw Le$mian], “Cramochk, sk cremHuino, in: Kuuza
mob6osi. IToemuuna aumonoeis, ed. Bopuc IlaBypcpkuit [Borys Szawurskyj]
(Tarnopol: HaBuyanbpha kuura — borgan, 2010), p. 187; mutpo ITaBniuko [Dmitry
Pavlychko], trans. and ed., IT’smoecsim nonvcokux noemis: anmonozist nonvbcokoi noesii
(Kuis: Ocnosu, 2000).

698 Cepriit fIxoBenko [Sergey Yakovenko], ed., Ilepedssonu nonvcoxoi momni/ DZwigki
polskiej lutni (anmonoeii nonvcvkoi noesii y nepexnadi), trans. Bomogumup I'yiianeHko
(Kuis: HaykoBa ymka, 2001), pp. 174-179.

699 Bonecnas Jlecoman [Bolestaw Lesmian], “Tapm;” Tekstualia No. 1(52) (2018), p. 1135
https://tekstualia.pl/files/9b773508/w.sobol_gad.pdf last accessed: 31.08.2019;
Bomecnas Jlecomsin [Bolestaw Lesmian], “Bepraro, BepTaio 0 [OBriit posmyLi,”
Tekstualia, No. 1(52) (2018), p.114; https://tekstualia.pl/files/4ecf777b/w.sobol
wracam.pdf, last accessed 31.08.2019; bonecnas Jlecomsin [Bolestaw Le$mian],
“Zmory wiosenne”/”BecHsiHa 3mopa,” Tekstualia, No. 4 (51) (2017), pp. 225-226;
Bonecnas Jlecbmsan [Bolestaw Lesmian], ... Taka cisza w ogrodzie...”/ ... Taka Tuiua
B CafiouKy..., Tekstualia, No. 4(51) (2017), p. 226; Bonecnas Jlecomsn [Bolestaw
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Benbuenko [Natalia Belczenko].” There are Belarusian translations of Le$mian
poems published by Maxcim Tauk [Maksim Tank] (Skurko Jagenij) in the volume
Errata: Bepuivi, nepaxnadvt [ Errata: poems, translations].”” For Belarusian trans-
lations of Le$mian’s works, see Mieczystaw Jackiewicz’s article “Norwid — Staff
- Le$mian po biatorusku” [“Norwid - Staff - Le$mian in Belarusian’], published
in 1994 in the Kultura magazine.””

Slovak readers may read a selection of Le$mian poems from the
volume The Meadow, translated by Juraj Andri¢ik,”” while Swedish read-
ers have the opportunity to familiarize themselves with Lesmians “The
Poor Cobbler” [as “Lilla skomakaren”]”®, “Spring Dreams” [“Varnattens

Le$mian], “..Z dlonmi tak splecionymi..”/” 3 HOTOHAMM TaK CIUIET€HUMIN...,
Tekstualia, No. 4 (51) (2017), p. 226; Bonecnas Jlecomsin [Bolestaw Lesmian], “Trzy
réze”/ “Tpu pyxi,” Tekstualia, No. 4 (51) (2017), pp. 226-227; Bonecnas JlecbMsAH
[Bolestaw Lesmian], “Kwapity si¢ burze”/ “Bypi nocnimamu,” Tekstualia, No. 4 (51)
(2017), p. 227; Bonecnas JlecbmsH [Bolestaw Lesmian], “Po ciemku”/ “B Temuoti,”
Tekstualia, No. 4 (51) (2017), pp. 227-228; Bonecnas Jlecbmsn [Bolestaw Lesmian],
“Nad ranem”/ “Ha cBitanky, Tekstualia, No. 4 (51) (2017), p. 228; bonecnas JlecbMsiH
[Bolestaw Lesmian], “..Com uczynit..”/ “.. Illo Buunus s...,” Tekstualia, No. 4 (51)
(2017), pp. 228-229; bonecnas JlecbmsH [Bolestaw Lesmian], “Lubie szeptaé ci
stowa...”/ “Tio6mio cnosa T06i mentartu..., Tekstualia, No. 4 (51) (2017), p. 229;
https://tekstualia.pl/files/1007dba4/lesmian_b.-wiersze_tlumaczenie_sobol_w..pdf,
last accessed 31.08.2019. Bonecnas JlecbmsH [Bolestaw Lesmian], “*** Tgiit [Toprper
i3 mit gursunx...” Tekstualia, No. 3 (58) (2019), pp. 175.

700 Bomecnas Jlecemsn [Bolestaw Lesmian], “Hebarato € 3HaxiB y 6igHoro Tinma...,,
Tekstualia, No. 1 (52) (2018), pp. 115-116; https://tekstualia.pl/files/a6f52100/n.
belczenko-jak_niewiele.pdf, last accessed 31.08.2019; Bonecnas Jlecbmsn [Bolestaw
Le$mian], “bPaxanns,” Tekstualia, No. 4 (51) (2017), p. 230; https://tekstualia.pl/
files/382beb11/lesmian_b.-pragnienie_tlumaczenie_bielczenko_n..pdf, last accessed
31.08.2019. Bonecnas Jlecbmsan [Bolestaw Le$mian], “We $nie”/ “VBi cni;” Tekstualia,
No. 1 60) (2020). Bonecnas Jlecbmsn [Bolestaw Le$mian], Prolog/ “Ilpomnor;,
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(2019).
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nitaparypa, 1996).
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(1994), pp. 96-99.
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704 Bolestaw Le$mian, “Lilla skomakaren,” https://dzismis.com/2015/01/07/boleslaw-
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https://tekstualia.pl/files/1007dba4/lesmian_b.-wiersze_tlumaczenie_sobol_w..pdf
https://dzismis.com/2015/01/07/boleslaw-lesmian-wybrane-wiersze-tlumaczenia-na-szwedzki/
https://dzismis.com/2015/01/07/boleslaw-lesmian-wybrane-wiersze-tlumaczenia-na-szwedzki/
https://tekstualia.pl/files/a6f52100/n.belczenko-jak_niewiele.pdf
https://tekstualia.pl/files/a6f52100/n.belczenko-jak_niewiele.pdf
https://tekstualia.pl/files/382beb11/lesmian_b.-pragnienie_tlumaczenie_bielczenko_n..pdf
https://tekstualia.pl/files/382beb11/lesmian_b.-pragnienie_tlumaczenie_bielczenko_n..pdf

CONCLUSION 273

maror”],’® “Amid the Dahlias” [“Mitt ibland dahliorna”],’®® “Wieczorem”’"”
[“Om kvillen,” “In the Evening”], “Powrot™% [“Aterkomsten,” “Return”], “***
A flaming smile..” [“*** Flyktiga gryningars...”],”” “Zaklecie””"® [“Besvirjelse,”
“Spell”], “** Sni sie lasom..””"! [“*** Skogarna drommer...;" “*** Forests Are
Dreaming...”], “*** Ja tu stoje...””'? [“*** Jag star hdr...] “** I'm standing
here...”] and “The Sound of Oars™** [“Tva arors brus’], in Marousa Ludwika
Korolczyks translation. It is also worth mentioning translations of Le$mian

poems into Hebrew by Szoszana Raczynska and Arie Brauner, published in the

705 Bolestaw Le$mian, “Varnattens maror,” https://dzismis.com/2015/01/07/boleslaw-
lesmian-wybrane-wiersze-tlumaczenia-na-szwedzki/ last accessed 31.08.2019.

706 Bolestaw Le$mian, “Mitt ibland dahliorna,” https://dzismis.com/2014/12/13/bole-
slaw-lesmian-wybrane-wiersze-tlumaczenia-na-szwedzki-2/ last accessed 31.08.2019.
Bolestaw Lesmian, “W$rdéd georginij,” in: Dziefa wszystkie. Poezje zebrane, ed. Jacek
Trznadel (Warszawa: Pafistwowy Instytut Wydawniczy, 2010), p. 145.

707 Bolestaw Le$mian, “Om kvéllen,” https://dzismis.com/2014/12/13/boleslaw-lesmian-
wybrane-wiersze-tlumaczenia-na-szwedzki-2/ last accessed 31.08.2019. Bolestaw
Le$mian, “Wieczorem,” in: Dziela wszystkie. Poezje zebrane, ed. Jacek Trznadel
(Warszawa: Panstwowy Instytut Wydawniczy, 2010), p. 227.

708 Bolestaw Le$mian, “Aterkomsten.” https://dzismis.com/2014/12/13/boleslaw-lesmian-
wybrane-wiersze-tlumaczenia-na-szwedzki-2/ last accessed 31.08.2019. Bolestaw
Le$mian, “***Plomienny usmiech...;” in: Dziela wszystkie. Poezje zebrane, ed. Jacek
Trznadel (Warszawa: Panstwowy Instytut Wydawniczy, 2010), p. 239.

709 Bolestaw Le$mian, “*** Flyktiga gryningars...,” https://dzismis.com/2014/12/13/bole-
slaw-lesmian-wybrane-wiersze-tlumaczenia-na-szwedzki-2/ last accessed 31.08.2019.
Bolestaw Lesmian, “Powr6t,” in: Dziela wszystkie. Poezje zebrane, ed. Jacek Trznadel
(Warszawa: Panstwowy Instytut Wydawniczy, 2010), p. 239.

710 Le$mian, “Besvirjelse,” https://dzismis.com/2014/12/13/boleslaw-lesmian-
wybrane-wiersze-tlumaczenia-na-szwedzki-2/ last accessed 31.08.2019. . Bolestaw
Le$mian, “Zaklecie,” in: Dziela wszystkie. Poezje zebrane, ed. Jacek Trznadel
(Warszawa: Panstwowy Instytut Wydawniczy, 2010), p. 371.

711 Boleslaw Le$mian, “Skogarna drémmer...” last accessed 31.08.2019. Boleslaw
Le$mian, “***Sni sig lasom...;” in: Dziela wszystkie. Poezje zebrane, ed. Jacek Trznadel
(Warszawa: Panstwowy Instytut Wydawniczy, 2010), p. 515.

712 Bolestaw Lesmian, “Jag star har...,” https://dzismis.com/2014/12/13/boleslaw-lesmian-
wybrane-wiersze-tlumaczenia-na-szwedzki-2/ last accessed 31.08.2019. Bolestaw
Le$mian, ““**Ja tu stoje...,” in: Dziela wszystkie. Poezje zebrane, ed. Jacek Trznadel
(Warszawa: Panistwowy Instytut Wydawniczy, 2010), p. 757.

713 Bolestaw Le$mian, “Tva drors brus,” https://dzismis.com/2014/12/13/boleslaw-
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Bolestaw Lesmian, “Szmer wiosel,” in: Dziefa wszystkie. Poezje zebrane, ed. Jacek
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bilingual edition Samotnosc i inne wiersze / Bedidut ve-shirim aherim [Lonelines
and Other Poems] published in 1992, and one translation curiosity in the form
of translations of several Le§mian’s works into Kashubian, printed in Ida Czaja’s
volume Kropla kréwi. Dérgnienié [ Drop of Blood. Tremble].”*> One should add that
Mandar Purandare translated Lesmian poem “Lips and Eyes™'¢ into Hindi, and
“Szczescie” [“Happiness”] and “Pies$n o ptaku i o cieniu” [“The Song of the Bird
and the Shadow”] into Hindi and Marathi together with his wife.”"” New infor-
mation about Le$mian translations into Slavic, Germanic and Roman languages
comes from the book Lesmian w Europie i na swiecie [Lesmian in Europe and
Worldwide] edited by Magdalena Supel and myself,”® preceded by the publica-
tion of some of the papers in the Tekstualia quarterly.””

From the overview above it is clear that, though Le$mian is regarded as an
untranslatable poet, there is no shortage of translations of his poetry. In his
reflection on them, Mieczystaw Jastrun wrote:

It appears that Lesmian is entirely untranslatable. For example, when such an excellent
poet as Boris Pasternak translates the poem “To my sister...” we get a poem written in
smooth Russian, in a Pushkin rhythm, deprived of the terror of the original, without its
breathless rhythm. Everything is lost in translation. One could offer multiple examples,
but this is not about catching translators red-handed, it suffices to indicate just one detail
in the art of difficult details that a poetic translation is, which consisting of a thousand
different reasons, a thousand conflicting good intentions and bad excuses. It is only nat-
ural that a translator of poems in which everything is a one-off, said and done once and
for all, not permitting thoughts about those slightest changes in meaning and image,

714 Bolestaw Le$mian, Samotnos¢ i inne wierszel Bedidut ve-shirim aherim (Tel Aviv: Ch.
Szamir, 1992).

715 1da Czaja, Kropla kréwi. Dérgnienié (Gdansk: Rost, 1999).
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(New York: CreateSpace Independent Publishing Platform, 2011), p. 23.
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(2017),p. 231-239. 914 g A [Bolestaw Lesmian], “Pieéri o ptaku i o cieniu”/
“HER Y¥ar/ HaR ReY,” Tekstualia, No. 4 (51) (2017), p. 231-239.
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looks instead for a way out of the maze, trying to turn things around, trying to find their
own way. But sooner or later they will see, they will realize that this is not allowed, and
will return to insurmountable hardships, will make new attempts at other solutions. The

thing is to get to the point where there can be no other solution but one, just like in the

original piece.””

Probably maximal striving by a translator in translating Lesmian’s poetic idiom
into another language stands no chance for full implementation, especially in
the situation in which Lesmian is to be translated into a language not belonging
to the Slavonic language group. However, abandoning translation efforts in this
field would restrict to a local scale the reception of Le$mian, a poet whose poetic
achievements deserve a broad reading resonance. The translations of Le§mian
mentioned above, understood as a record of the struggle of translators with
impossibility, open a wide field for translational research. The following ques-
tions, meanwhile, await answers: how have the choices of translators changed,
along with the languages and strategies for translating Lesmian’s works over
time; and to what extent have the specificity of individual languages determined
the selection and translation strategies? Moreover, if we remember that the
majority of translators of Le§mian’s work are poets, and if we treat translation as
a medium of international transmission of poetics, aesthetics, ideas, motifs and
compositional models, the question arises how many of the authors who decided
to make Le$mians works accessible in a language other than Polish owe some-
thing to Le$mian? Are the fruits of any of these filiations visible in the poetics
of works? Or maybe in some cases we are dealing with homologies co-deciding
about the shape of literary texts written by Le§mian’s translators? If so, books that
will include answers about those questions are waiting to be written.

720 Mieczystaw Jastrun, “O przekladzie jako sztuce stowa,” in: Walka o stowo
(Warszawa: Czytelnik, 1973), p. 136, quoted from: Edward Balcerzan and Ewa Rajewska,
eds., Pisarze polscy o sztuce przekladu 1440-2005. Antologia (Poznan: Wydawnictwo
Poznanskie, 2007), p. 267.
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SUMMARY

LESMIAN INTERNATIONALLY: CONTEXTUAL RELATIONS.
A COMPARATIVE STUDY

The present study shows the literary legacy of Bolestaw Le$mian, one of the
greatest Polish writers of the twentieth century, as engaged in a dialogue with
the tradition and the predecessors, and forged on the crossroads of literatures,
cultures and epochs. Exploring the contexts for LeSmian’s work, the author con-
centrates on transnational literary filiations (parallels conditioned by literary
contacts) and intercultural homologies (equivalent solutions deriving from ref-
erences to common source texts). The former include American, French and
Russian contexts (Edgar Allan Poe’s writing, Charles Baudelaire’s poems and
essays, Konstantin Balmont’s oeuvre, the symbolist style, the bylinna tradition).
The latter highlight the correspondences between Le$mian and the romantics
(Pushkin, Gogol) as well as the modernists (Yesenin, Gorodetsky) and con-
nect his work to Ukrainian culture and folklore through the evocation of old
Slavic folklore, the bylina tradition, and the tradition of pilgrims called ‘kaliki
perekhozhie. The author thus explores the transnational, intercultural, and
inter-epochal contextual intricacies that inform Le$mian’s writing. Moreover,
the author examines the contemporary uses of Le§mians poetics and empha-
sizes his continuing presence in Polish literature. The present volume represents
diachronic comparative studies and showcases Le$mian’s work as an example of
inter-literary and inter-cultural transfer of aesthetics, styles, genres, motifs, and
ideas. A crucial outcome of such a reading is that it further codifies a contextual
analysis as a method of comparative literary studies.

Translated by Marek Paryz






RESUME

LESMIAN INTERNATIONAL - RELATIONS ET CONTEXTES.
ETUDES DE LITTERATURE COMPAREE

Le livre présente loeuvre de Boleslaw Lesmian, I'un des écrivains polonais les
plus originaux du XX¢ siécle, dans un dialogue avec la tradition et avec ses
prédécesseurs, et surtout comme une oeuvre formée aux croisements des lit-
tératures, cultures et époques. Dans son étude des contextes de loeuvre de
Le$mian, lauteur se concentre sur les liens de l'auteur polonais avec les littéra-
tures étrangeres (a savoir sur les paralléles établis a partir de contacts directs avec
les textes littéraires), ainsi que sur les homologies interculturelles (a savoir des
réalisations semblables, fondées par une méme source d’inspiration). Parmi ces
premiers paralléles se trouvent les contextes américains (les écrits ' Edgar Allan
Poe), francais (la poésie et les essais de Charles Baudelaire), russes (loeuvre de
Constantine Balmont, le style symboliste et la tradition de bylines). Parmi les
deuxiémes, les ressemblances les plus importantes se retrouvent entre loeuvre
de Lesmian et celles des romantiques (Pouchkine et Gogol), des modernistes
russes (Essenine et Gorodetsky), ainsi que la culture et le folklore ukrainien, ot
lon retrouve les références aux mémes modeles, entre autres folklore protoslave,
tradition des bylines et des pélerins médiévaux appelés ,kaliki perekhozi”. En
décrivant ces contextes et présentant leurs conséquences pour la forme artis-
tique des textes de Lesmian, lauteur de ce livre se concentre sur les liens de ce
poéte avec le contexte international, interculturel, et rapprochant des époques
différentes. A coté de cela, le volume présente également les continuateurs de la
poésie de Le$mian dans la littérature polonaise contemporaine qui démontrent
que les références a loeuvre de ce poéte constituent une composante importante
de la littérature polonaise daujourd’hui. Les études publiées dans ce volume se
situent dans le cadre des recherches de la littérature comparée diachronique et
sont nées de la constatation que loeuvre de Le$mian constitue un exemple par-
fait permettant d’illustrer la transmission littéraire et culturelle desthétiques,
de styles, de genres, de motifs et d’idées, ainsi que de décrire leurs transform-
ations. La réflexion sur ce phénomene a également conduit & une proposition
méthodologique qui codifie les regles d’analyse contextuelle en tant que méthode
détudes comparatives.

Texte traduit par Kinga Siatkowska-Callebat






PE3IOME

«MEXTYHAPOIHBIN» TECBMSH - KOHTEKCTHBIE
B3AVIMOJEVICTBYSL.
CPABHUTE/IBHBIE ICC/IEMOBAHMSA

B paHHOJ KHUTe XyHoXKeCcTBeHHoe Hacienue BomecnaBa JlecbMsHa, OfHOTO
U3 CaMbIX BBIAIOIIMXCS IONAbCKUX mucaTeneit XX Beka, [TOKasaHO depes
ero [uaor ¢ TpajgyuuMell U IpefIeCTBEHHIKAMM, I B IIEPBYI0 OYepenpb Kak
SIBJIEHVe Ha IlepecedeHN MUTePaTyp, KyIbTyp U 9M0X. VIccmenys KOHTeKCT
Hble B3aMMOJENCTBUSA TBOpUYecTBa JlechMsiHA, aBTOP CKOHIIEHTPMPOBAIAChH
Ha MEX[YHApOLHBIX JIMTEPATYPHBIX IIPEEMCTBEHHOCTAX (TO  eCTb
Hmapajenn3Max, OOyC/IOB/IEHHBIX KOHTAaKTaMM JIUTEPAaTypHOTO TOJKA), a
TAK)Ke MHTEPKY/IbTYPHBIX TOMOMOTMAX (TO eCTh OOIIHOCTM IOAXOHOB K
CO3[JaHMI0 IPOM3BENEHNI, MOTUBMPOBAHHOM KOHTAKTaMU C OJHUMU U
TeMu ke Ipoobpasamn). Cpenn MepBBIX MOXKHO BBIETNTh aAMEPUKAHCKUIT
(rBopuecTBO Oprapa Ajtana Ilo), ¢paHumysckmit (11033MA M 3CCEUCTUKA
Mlapnss bopnepa) m poccuiickuit (nacnegue Koncrantmha banbpMonTa,
CTWIMCTUKA CUMBOJIMCTOB, OuOIelickas Tpaguuys) KOHTeKCTbl. Cpemu ke
BTOPBIX Ba)XXKHENIINMIY IIPECTAB/ISAIOTCI IapajieN MeX[y TBOPYECTBOM
JlecpmsiHa 1 mpousBefeHsIMY poMaHTUKOB (Ilymkuna u orons), pycckux Mo
nepuuctos (Ecennna 1 Topogenxoro), a Tak)xe yKpanHcKuM GOombKIOPOM U —
HIMpe — YKPAMHCKOI KYIbTYPOIt, SIB/IAIOINECS Pe3y/IbTaTOM OTCBIIOK K TeM Ke
CaMbIM IPoo6Opasam, K KOTOPbIM IIPMHA/JIEXXAT, B TOM UIICITe, IPACTaBIHCKUIT
dbonpKIOp, OBUIMHHAS TPARMINUA, A TAKKe TPASULMS «KAJIUK IIEPEXOXKIX».
OmnncoIBast BBIMICYIIOMSIHYTbIe KOHTEKCTHbIE B3aVMOJEVICTBYS M [IOKA3bIBasI
UX BIVMSHUE Ha XY[AOXKeCTBEHHBbIE TEKCTBHI JleCbMsHA, aBTOP KHUIW, TaKUM
006pa3oM, CKOHIIEHTPMPOBATACh HA MEXAYHAPOJHBIX, NHTEPKYIbTYPHBIX I
MeXX9IOXa/IbHbIX CBs3sX JlecbmsiHa. Kpome TorO, IIpeMeToM ncciegoBanmii,
[PeJCTAaB/IEHHBIX B [AaHHOI paboTe, SB/IAETCS MPOJO/DKEHME II09THYEC
Kux Tpaguumit JlecbMsHa COBPEMEHHBIMM IIOJIBCKMMMU JIUTEPATOPAMI,
CBUJIETE/IbCTBYIOLIEE O TOM, YTO OTCBIIKA K IIPOM3BEAEHMAM MTOTIbCKOTO 1103Ta
BBICTYIIaeT B KaueCTBe BaXHOTO KOMIIOHEHTa CErOfHALIHEN MuTepaTypsl. ToT
¢axkT, 4T0 TBOPUECTBO JleCbMsIHA CTYXKUT OTIMIHBIM IIPUMEPOM, TI03BOJISION]
UM TIPOMJUTIOCTPUPOBATH SIBJIEHNE MHTEPIUTEPATYPHON U MHTEPKY/IbTYPHOI
TPAHCMMCCUI ICTETHK, CTUTIEN, YKAHPOB, MOTMBOB U U[EIT, @ TAK)KE OIMCATD UX
MeTaMOp(O3bl, U MOPOLII IIPeACTABICHHbIE B HACTOSAIIEN KHUTE PACCYXK/IeH
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s, HAXOJSIIVecs B cepe MHTEPECOB NUAXPOHMYECKOIN KOMIIAPaTUBUCTUKIL.
Pe(bHeKCI/IH OTHOCUTE/IbHO 3TOT'0 ABJIEHMS CTajla TaK>Ke IIOBOIOM /IS Ko,ul/[(b
MKagumn MpMHINIIOB KOHTEKCTHOTO aHalM3a KaK METOAMKM CpaBHUTETbHBIX
MCCIeNOBAHMI.

Ilepesop Vrops benosa



PE3IOME (YKP.)

MDKHAPOTHUI TECBMSAH - KOHTEKCTHI BITHOCUHMN.
IIOPIBHAJIBHI JOCIIIKEHHA

KHmxka mnokasye miteparypHy cmagmuby bomecmaBa JlecbMdAHa, ofgHOTO
3 HAMTAJAHOBUTIIIMX IIOIbCKMX aBTOPIB J[IBafiIATOTO BiKy, AK [iajor 3
TpaJiYILi€lo Ta 3 IONepeHNKAMY, a HacaMIlepes AK TaKy, sfKa chopMyBaacs Ha
HepexpecTi JiTeparyp, KynbTyp Ta enox. Jocmimkyoun TBopdicTh JlecbMmsaHa,
aBTOpKa 30CepennIach Ha MDKHAPOJHUX JIiTepaTypHux dimanisx (to6To Ha
mapaseniamax, KOTpi BUHUKAIN 3 OIVIAAY HA /MiTePaTyPHi KOHTAKTH) a TaKOX
Ha IHTEepKy/IbTypHUX roMOJIOrisax (TO6TO Ha BiAMOBifHOCTI B 6YHZOBI TBOPIB C
IOpUYMHEHII KOHTaKTaMu 3i chipHMM mportorunoMm). Cepep TuX IepHIMX
HOAB/IAIOTbCA KOHTEKCTM aMepMKaHChbki (TBopuicth Eprapa Ajrana Ilo),
¢dpannysbki (moesis Ta eceictuxa llapna Bopepa), pociiiceki (miteparypra
crapmyHa Koncrantuna banbMOHTa, CTWIb CUMBOJII3MY, TPaANLisa OVIMHHA).
Cepen, TMX JpyTMX HalBaXK/IMBIlIOK € CXOXICTh MiX TBOpammu JlecbmsAHa
ta TBOpYicTI0 pomaHTuKiB (Ilymkina i Toroma), pocilicbkux MopmepHicTiB
(Ecenina i Topopel[bKoro) a TaKoX YKpaiHCbKOI KYIBTYPOK Ta (GOTbKIOpPOM
AK HaCIiIOK BiJHECEHHA IO TUX CaMUX IPOTOTUIIB, O AKUX 3aPaXOBYEThCsA
CTApOCTIOBSIHCBKMIT  (ONMBKIOp, Tpajuiis OumIMHHA Ta Tpajguuis Kasik
nepexoxux. Omucyoun Bullle 3TaflaHi KOHTEKCTHI BITHOCMHM Ta IOKa3yHun
IX HaclipgkyM B XyHOXHINM peajisanil TekcTiB JlecbMfHa, aBTOpPKa KHIDKKU
30Cepefnaach Ha MDKHAPOJHMUX, iHTEPKYIbTYPHMX Ta MIDKEIOXHMX 3BA3KAX
nucbMeHHMKa. KpiM IIbOro TeMoro AOCTiIKeHDb i€l KHIDKKU € HPOJOBXEH
HA moeTuky JlecbMAHa y CydacHiil Ta HOBIiTHIil ITONBKiil jiTeparypi, KoTpe
CBi[YUTDH ITPO T€, IO BifIHECEHHA O TBOPYOCTi IONBCHKOTO MOETA € BAXKIMBUM
KOMIIOHEHTOM CYYacHOI TiTepaTypHOI KynbTypu. JlyMKu IpecTaBAeHHi B il
KHIDKL, AKi MicTATbCA B cdepi 3alikaBIeHHOCTI AiaXpOHIYHNX MOPIBHAIBHUX
NiTepaTypHUX IOCTI/[KeHb BUHMK/IN 31 CITOCTEPEKeHH S, I1[0 TBOPYicThb JlecbMAHa
€ YyIOBUM IIPUK/IAJIOM, KMl JO3BOJIAE IIOKa3aTy ABMILE iHTep/iTepaTypHOI Ta
IHTEePKYIbTYPHOI TPAHCMICIi €CTETUK, CTUIIIB, )KaHPiB, MOTMBIB Ta ifieil, a TAKOX
la€ MOXK/IMBICTD TOKa3aTH iX BUIO3MiHM. AHaJi3 VX ABUII I03BONIUB TaKOX
copMymoBaTM METONONOTIYHY MPOMO3NUIiI0, sAKa Koaudikye TpUHLNIN
KOHTEKCTHOTO aHaJIi3y AK METOAY IOPiBHANbHUX JOCIIPKEHD.

ITepexana lamnua Jy6uk
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