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FOREWORD 

TERESA DOBRZYNSKA 

FOREWORD 

Things material and the abstractions singled out by human 
thought {such abstracts becoming - as cognitivists have it - men­
tal objects, resulting from the operation of ontological metaphors) 
penetrate into our consciousness primarily in the form of ideas or 
notions encoded in language. This occurs as a result of complex 
cognitive actions and conceptual processing chat lasts over ages 
and continues through linguistic processes which form the scope 
as well as the se mantic and stylistic value of lexems. Thus, things 
- singled out and named - become components of the anthropo­
sphere, that is, the reality perceived from human perspective and 
embedded in conceptual and linguistic categories developed by 
man. A comprehensive manifestation of such perception and cat­
egorisation of reality is a linguistic image of the world, which is the 
basic component of culture - one chat predestines, at the founda­
tion, the anthropocentric character of culture. The existence of the 
amh roposphcrc manifests itself, dearly, in literary texts and other 
works of art chat enrich the anthropocentric community perspec­
tive with individual dimensions of human experience, and creative­
ly transform or modify it. 

Moulded in this way, the anth roposphere is a complex and dy­
namic phenomenon, assuming diverse fo rms and shapes depending 
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on the environment and era - though the mechanisms and pro­
cesses governing ir are doubtlessly of a universal character. The pe­
culiar characteristics of individual cul cures are obscrvabl~ th~ou~h 
juxtaposing and comparing rhe systems of no~ions funcr1on1ng m 
various ethnic, social, religious, and ocher environments, and con­
fronting the meanings of linguistic units in various languages. In­
teresting results are also stemming from examination of the ways 
of perceiving material objects as recorded in lireracure, and of rep­
resentations of things in a variety of ocher culcuraJ rexes (such as 
religious art, visual art works, pieces of advertisement, etc.). 

In a naYve, unreflective view of the world, things may seem to 
be objective components of reality. However, they e.ss<:ntially re­
veal a human touch, display a trace of human activity: it is man 
who names and categorises them, sets functions for them, creates 
them with an objective in mind, domest icates them, and approach­
es them as clements of his own identity. Things arc made part o( 

human rituals, depicted and processed in literary pieces and other 
works of art; and so forth. Identification of these aspects of real­
ity does nor preclude independent existence of the material world 
and its immanent value 1

• Nonetheless, for human communities 
and societies, as well as individuals, the immediately expe rienced 
and rhe most essential reality is the one that is culturally colonised, 
captured in a network of ideas and their linguistic exponents; the 
reality rhat is made part of social practices and individual behav­
iours. Human communi ties give th ings varied statuses, use chem in 
diverse_ man~ers, furnish things with symbol ic meanings and cre­
ate their vanous rcprescnrarions in a variety of cultural texrs. The 
co~cepcual image of an object has ofi:en a community dimension 
to It, char:a-crer~stic of an ethnic o r social group. Yet, it may be fur­
~her modified 111 the consciousness of ind ivid uals _ when a thing 
15 

possessed by them; when they arc in pe rmanent contact wich it; 

0, b Sec B. Olsen, In Defimeo/Things. Archaeology and rhe Ontolouvoj 
'}«4, Lanham; Altamira Press, 2010. 6J 
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when a thing accompanies man in some particular occurrences and 
becomes the carrier or medium of a memorised content; or, when 
it gains some special, individually motivated functions; and so on, 
and so forth. A similar differentiation is true also with the repre­
sented worlds and object motifs in art - in the various currents of 
art, in the poetics or individual pieces. 

Taking all this into consideration, it becomes easy to under­
stand that as components of the anthroposphere, objects are a fasci­
nating area to explore for literary scholars and researches of various 
scientific disciplines in the field of humanities. Analysis of the ways 
and methods of encoding objects in language, ass igning them to a 
system of categories, including them in various object-related ar­
rangements and behavioural scenarios, imbuing objects with sym­
bolic contents and transposing them into the realm of art - all en­
able one to make an essential insight into culture. 

The keen and, indeed, increasing interest in material reality and 
in diverse types of objects filling the world is at times approached 
as a manifestation of the post-humanistic current. Yet, comments 
of this sort seem exaggerated, and in fact illegitimate. After all, it 
is undeniable that things material, including artefacts and objects 
of natural origin, have a distinct anthropological trait to them, and 
this acrests co the central position of man in the world - a finding 
chat is reconfirmed through studies in anthropological lingu istics 
and in research pursued on the ground of cognitivism. 

As components of the human world, things appear in various 
spheres of human activity, and their presence is not limited to the 
role of an isolated background. They become part of the realm of 
factors constituting the image of time and place, forming the back­
ground for events occurring in the social and individual life; chis 
makes things witness to human fates and fortunes, social changes, 
and historical processes. Things become, at times, indexical signs 
of attitudes in life and exponents of ideologies. They testify to 

continuance and persistence, and express the identities of people 
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associated with chem. Things solidify the memory, trigger recollec­
tions and reminiscences. Having gained a distinctive semiotic trait, 
chey fulfil multiple symbolic functions and participate in a vari~ty 
of rituals. They become constituents of artistic styles and poeucs, 
since Uleir representations in literary pieces and works of visual art 
assemble into diverse configurations in the represented world and 
are moulded according co a variety of ge nre conventions or imaging 
practices elaborated for the artistic material in use. The notion of 
things, encouraged by the experience stemming from contact with 
physical objects, is the basis for reificacion - chat is, concepmalising 
humans and ocher beings as things: an important component of 
various ideologies and propagandist practices. 

The interest in the thus outlined problems of cu ltural image of 
things amongst scholars representing various areas of the humani­
ties has exceeded the limits of isolated case studies that were pub­
lished long before then, as part of investigation into the material 
reality and its textual reprcscntations.2 Studies in things have in 

Sec e.g. numerous studies published recently in Poland, discuss­
ing this problem from various perspectives: S. Wyslouch, 8. Kanicw­
ska _(~cfs.), Czlowiek i rz«z. 0 probkmach reifikacji w liremturze, fo­
zoji, 1 sztuce, Pozna11! 1999; W.N. Toporow, Prustrzeri; rze<z, crans. 
by B. Zylko, Krak6w 2003 {original version: B.H. Tonopos, Be111 ,, ff 

aHmpono11e,m1puveot0U nt:pcnt:Kmuse, MocKBa 1993); J. Barallsk.i, Swiat 
ruczy. ~rysantropologi<zny, Krak6w 2007; M. Kicowska-lysiak, M. La­
chowsk.i(eds.? Rucz.iru<zowoitwkulturu.XX IX.XI wit:ku, Lublin 2007; 
J. Kowalewski, W. P1asck, M. Sliwa (eds.), Ruczy; /udzit:. Humanistyka 
w_obu maccrialnoki, Ols-.uyn 2008; 8. Olsen, W obronit: ruczy. AreheoUJ­
gu, ,_ontologu, prudmiotdw, pru:I. B. Shallcross, Warszawa 20 13 (original 
version: O~n. In ~eft:n_~e oj7hings. .. , op. cir.); M. Krajewski, Sq w iyciu 
::czy ... Szluce z sogol~gu przedm ioc6w, Warszawa 20 13; A. Zientala, Po­
R ~~nK,. PKr-uJm,~ty wpoezji polskiej (/890-1939), K.rak6w2014;A. 

c us, · · ornob,s (eds.) Ludzie w J; · • d . 
w Jwlene Iudzi, Warszawa 201 S· 8 p ten~ P~: m10tdw, prudmioty 
(j!ds.),Rucz wlmft11ru, Warsza~a iot~~ ows a•~ rzyk, D. D~browska 
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recent time appeared with considerable frequency in the works of 
cultural scholars, ethnographers, archaeologists, art historians, or 
in lirerary studies dealing with analyses of symbols and following 
the specified literary motifs. Moreover, research into the status of 
things constitutes an eternal programme in philosophy, which is 
pursued also nowadays - revisited in different philosophical lines 
and followed up notably in the philosophical reflection upon lan­
guage. 

The present-day methodological situation in the humanities 
benefits research in the area in question. Semiotics provides impor­
tant scientific facilities fo r research into ways of perceiving things, 
since the widely-used Piercean semiotic apparatus enables to dis­
cove r and interpret various types of signs, describe the meaning­
rdated, i.e. semantic, characterisation of objects and phenomena. 
Research in the symbolic function of material objects used in ritu­
als and in social life, as represented in texts of cu lture, is pursued by 
semiotics. 

Analysis of notional profiles of things is also fostered by the 
present methodological situation in linguistics. The development 
of semantics and pragmatics, and absorption of cognitive theo­
ries, enables presen tly to more adequately capture the mechanisms 
shaping the associations between language and thinking, and the 
reality; to reconstruct (even if chis be limited to cerrain segments) 
the lingu istic image of the world. 

In its anthropological current, our contemporary linguistics 
approaches the world as a space of human exploration and the do­
main of man's creative activity: a space char is modelled with use of 
notions encoded in language and processed in linguistic texts. Cog­
nitivism, in turn, analyses the mechanisms of creating and process­
ing concepts, notions or ideas and their linguistic exponents, which 
is of primary importance in respect of investigating the status of 
things within the anrhroposphere. Furthermore, research of things 
is fostered by the development o f cu ltural stud ies which analyse the 
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interactions berween human communicies and their material sur­
roundings, identifying the categories of objects and their functions 
in culrure (for instance, tools, cloches, furniture , weaponry, toys, 
adornments, donations, symbols, insignia/ regalia, props, fetishes, 
gadgets, mascots, ere.). This is of considerable importance for liter­
ary studies as well - the domain chat in the las~ decades. has often 
allied with cultural studies research. Study of literature 1cself, and 
poetics (which precedes it), have always been dealing with images 
and function of objects in the represented world of a literary work, 
and thus the achievements of these disciplines in chis respect are 
enormous. 

AlJ these incentives encourage one to join the current of re­
search that focuses on the ways of presenting and notion-related fiJ. 
tering of things in literary works and various texts of culture, with 
the assumption that such research ought to be carried out with 
wide use of the opportunities offered by the modern humanities. 
Such a task was undertaken by a group of Polish and Bulgarian lit­
erary scholars and representatives of other humanistic disciplines, 
who prcsemed the outcome of their work at an international con­
ference held in Sofia, Bulgaria, on 24th-25 th September 2015. The 
papers delivered at that conference are published in this volume, 
complemented with some articles from a literary studies confer­
ence entitled Study o/Object. Poetry and Tbings, which was held in 
Warsaw, Poland, on 9th - I 0th December 2014. 

. The Sofia conference was the fifth discussion meeting organ­
ised as part of international cooperation between the Institute 
of~iterature, .Bulgarian Academy of Sciences [IL BAS} and the 
lnsrnuce of Literary Studies, Polish Academy of Sciences [IBL 
PAN]. The texts produced at the preceding stages of common 
~ffort between these academic institutes have been published 
m the volumes: T. Dobrzyrlska, R. Kuncheva (eds.), flaM.!lmb" 

me,ccm. KozHumueH1,1e u "YAbmypoAozu•o,we acne,ct,t - Memo 
and Text. Cognitive and Cultural Aspects, with a foreword by i 
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Oobrzyriska, Sofia 2005: IBL PAN and IL BAS, J,faTOK - 3an.t,A 
publishers, 282 pp.; T. Dobrzyiiska, R. Kuncheva {eds.), Words 
and /mtlges. Jconicity of the Text - Gto8a u o6pa3bt. J,froHu'fHOCmb 
meKcma, with a foreword by T. Dobrzyiiska, Sofia 2008: IBL PAN 
and IL BAS, J.1sau TTeHeB publishers, 383 pp.; T. Dobrzyiiska, R. 
Kuncheva {eds.), Vision and Cognition in Language, Literature 
tlnd Culture, Sofia 2011, 400 pp.; T. Dobrzyiiska, R. Kuncheva 
(eds.), Resemblance and Difference. Ihe Problem of Identity -
floilo6ue u po3Au1Jue. flpo6AeMa uOmmu'fHOcmu, with a foreword 
byT. Dobrzyllska, Sofia 20 IS: !BL PAN and IL BAS, Direct Se r­
vices publishers, 304 pp. 

The present volume addresses a variety of questions from the 
above-delineated extensive field of issues, as follows: 

Chapter L THE THING AS SEMIOTIC, LINGUISTIC, 
ANTROPOLOGICAL, AND CULTUROLOGICAL PROB­
LEM summarises the studies presenting the problems under dis­
cussion from the standpoint of different humanistic disciplines, 
such as semiotics, linguistics, poetics, cultural history, and musi­
cology. The general conclus ions based on these studies outline the 
methodological foundation for the research collected in the subse­
quent chapters. 

Chapre, IL MATERIAL OBJECTS AS REPRESENTED 
IN LITERATURE. CONTEMPORARY TENDENCIES AND 
REALISATIONS discusses the outcome of the analyses of indi­
vidual categories of things as literary motifs characteristic of the 
poetics of individual authors; these case studies are preceded by a 
broad outline of the 'turn roward things' trend in contemporary 
literature and culture, presented basing on the research of Polish 
literature and literary criticism but certainly of importance also for 
other national literatures. Cultural studies-related threads of the 
studies included in this chapter are best visible in the ankles on 
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reception of Van Gogh's paintings, the use of the motifs of mir­
ror and photography as elements of constructing the represented 

world in literary pieces. 

Chapce, III, LOST AND RECONSTRUCTED WORLD. 
SOME CONSEQUENCES OF HOLOCAUST AND THEIR 
LITERARY TESTIMONIES addresses the problem of record­
ing and reconstructing the image of real ity in written texts, pri­
mari.ly in works of literature, as presented in the studies concern­
ing the tragedy of the Holocaust. They present a reality which 
is not only scary but also deeply transformed ontologically: a 
'non-reality' that is de nied or reve rsed in its essence, filled with 
'pseudo-things'. Material objects surviv ing the disaster are, how­
eve r, the on ly carriers of memory chat enable reconstruction of 
human histo ries, of what has been irret rievably lost. TI1e chapter 
in question proposes the notion of'prop narrative', denoting sto­
ries anchored in a relationship with the object fu nctioning as the 
indexical sign of a situation. The te rm may prove useful in wider 
literary-study researc h. 

Chapcc, IV, THE QUESTIONS OF REIF/CATION discuss• 
es the ways in which the notion or idea of thing(s) has been used in 
modelling s_odal_ phenomena as well as in the ideological concepts 
based on re1ficauon - depersonalisation of human beings. 

Chapcc, V, THE THING AS REPRESENTED IN LAN­
GUAt:E: AMBIGUITY OF REFERENCE revisits the linguistic 
questions a~d analyses the phenomenon of inter-language homon­
ymy t_hac dmurbs the categorisation of things and the referential 
funct1~n of language in lingu istic commun ication between repre­
sentatives of d iffe rent cu ltures. 

I It is iuitc obv~ous that the stud ies gathered in th is volume can 
exp ore t e extensive area of the above-outl ined problems o nly to 
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a limited extent. However, they certainly testify to the conviction 
that the issues under discussions are really important, and should 
encourage further research into the multifarious presence of things 
in language, literature, and culture. 

-, 
L, At 

pv15flY10 lEK. A 





I. 

THE THING AS SEMIOTIC, 
LINGUISTIC, ANTROPOLOGICAL, 

AND CULTUROLOGICAL PROBLEM 
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IVAN MLADENOV 

THE SLIPPING THING ABOUT THE THING 

A thing is someth ing that is a th ing 
(Not Wingensrein, 

but it could be him) 

THE THING AS GENERAL IDEA 

Medieval nominalism sees names as general devices for sparing 
the individual consideration of things. The generals are conveni­
ences for understanding and talking about things as pure figments 
of mind that amounts to abstract cognition. The empiricistS, and 
especially Locke, brought chis thought into modern philosophy 
by the assumption chat wo rds are signs of ideas, thus allowing ab­
stractions to facilitate cognitive acts. Yet, Peirce calls Locke, who 
presented chis idea "nominalisc", assuming chat he misinterpreted 
the process by which words become general. Modern philosophers 
usually blame Locke for his understandingof"idea" as a special kind 
of a •chin{, mental or material, but still a thing (based on his view 
that while there are material things, like tables and chairs, there are 
mental things locked inside the mind ). \\lhacever else Locke said, 
interprets according to chis model - che mind regards as analogous 
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to a box, into which ideas can be produced o r escape. H owever, the 

new researches show credib ly that by "idean Locke meant a mental 

entity of a specific ki nd , someth ing like an image o r a p icture. If an 

id ea is a mental image o r p icture of the qualities, then our ideas of 

things and qualfries are reproduct ions o f chem. H e shows chis best 

in a passage "W hat Idea stands fo r" from the beginning o f h is Essay 
Concerning Human Understanding . 

... ir serves best ro stand for whatsoever is rhe obj«t 
of the understanding when a man thinks, I have used it 

ro express whatever is meant by phantasm, notion, species, 
or whatever it i5 which the mind can be emp/Qyed about in 
tbinking ... (Locke.John, 1999, Book One, Chapter I, 8). 

No doubt, the listed qualia are mencal, not material . No doubt 
also that phantasm , notion etc. are not fulJ copies of the outside re­
ality, they are concepts. Concepts enable the mind co treat things 
in a bundle and to make assertions about whole classes of objects 
instead o f conceiving each object. Thus, the doctrine of general 
ideas as signs of things leads to the thesis of economy of thoughts. 
Charles Peirce's semiotic doctrine describes the process as a habit­
taking-undency, which supposedly bri ngs th inking into habits. 

Is it possible co find a less general and stil l common basis 
for tackling the problem? How about: •is there such a thing as a 
thing'"? Never mind it sounds weird, chis is a legitimate quest ion. 
The traditional tactic would begin with the history of the problem 
but what history - of the th ing as matter, as fo rm, as substance o r, 
as predicated object ? It is inevitable when talking about something 
not to predicate it. Thus, even in chis early stage of our inquiry, it 
is clear chat we cannot talk about a •thing" - it immediatdy turns 
into a predicated object, by which we pe rform a minute operation 
- conceptualization. Therefore, instead of a thing, we have a con­
cept. \Vhy are we calling this a concept? We can Start answering 
chis question by simply recalling that an object refers co a manifold , 



THE SLIPPING THING ABOUT THE THING 23 

noc to one thing. The "object" is what "lies before"; this is its liter­
ary meaning. However, we still prefer to talk about a thing that has 
independent existence in contrast to qualities, which are depcnd­
enc. Apparently, talks about the "thing" immediately fall in the us­
ages of the "object" and then tum into questions of name, universal 
or real. Is this a viable approach? These thoughts arise without even 
referring to che past and memory. H owever, we need to go back to 
the fundamentals. 

THE TH ING AS SUBSTANCE/MATTER 

We can go as far back as Aristode and say along with him, that 
the first and independent thing is substance. It embraces all kinds 
of definitions of a thing - it is homogenate, "for itself~ a unit, 
non-contextualized, immanent, unknown. All other qualities are 
accidences ofit. Did we say something important by this notion? 
Cercainly"yes" - that it is in cognizable. Only accidences are empir­
ically intelligible. Nevertheless, "substance", which is also the first 
of Aristotle's categories, is actuality - anything else is in a state of 
potency to become accidences, or embodiments of it. 

Is "substance" a thing, "THE thing"? Maner? The answer is 
•yes", unless we predicate it, then we produce an accidence of it. 
Any exiscence, independent of cognitive activity viz. propositions, 
subordinates into paradigms. The nature of relations is complex. 
Also from Aristotle, we know that the characteristics of two things 
derive from their contingency to a third, for example, form, can be 
an accidence or similarity of this third, but only if the two things 
and the third are real. Akematively, both are real and indepen­
dently existent (two totally similar things are simply not two). We 
can conclude chat subject does not predicate "substance" but every­
thing else does. According to Aristotle: "Substance" has two senses, 
(A) ultimate substratum, which is no longer predicated of anything 

◄ 
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else, and {B) that which, being a 'this: is also separable and oft~is 
nature is the shape or form of each thing (Aristocle, Afetaphysm, 
V, 8) . Docs "thing" remain unchanged in a r~lat~o~, or b~comcsa 
component or accidence? le obviously loses its th1sness and Jx:. 
comes "such" thing. Here is Aristocle aga in : 

Things :ue 'relative' ( I) as double to half, and treble 
ro a third, and in general chat which contains something 
d~ many rimes co rh:u which is contained many times in 
something else, and chat which exceeds co that which is 
acceded ; [ ... ] as che measurable co che measure, and the 
knowable co knowledge, and the perceptible co perception 
(Aristotle, Meuphysics, Book V, IS). 

Thus, we have roughly "a thing" in Aristotel ian sense - it is 
substance, it may be matter, God, a non-predicated something. 
H owever, this manifold of characters seems mo re a principle rather 
than a "th ing ". If we accept substance to be "a thing~ the only thing, 
which has its appearances in all other things, it still continues to be 
a principle. There is one possibility to avoid this vicious circle sug­
gested by Aristotle again. We may outline basic relatio ns among all 
things in the universe. 

Those relations are numerical, for number is always 
commcnsurare { ... ]. All these rcl :1.tions, then, are numeri• 
callyexpresscd and are determinations of number, and so in 
another way arc the equal and the like and the same. For all 
refer to unity. Those things arc the same whose substance 
is one: those arc like whose qualiry is one; chose arc equaJ 
whose quantity is one; and I is the beginn ing and measure 
of n~mbcr, so that all these relations imply number, though 
not Ill the same way" (Aristode, Metaphysics, Book V, IS) . 

. This quotation shows something well known, that Aristotelian 
philosophy is evolutio nar y and it lays down fundamencs "broad, 
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\"ague and rough, but very solid, unshakable" (CPl.1 ) as Peirce re­
ferred ro them. To overcome the broadness of the de6nition, we 
may use ... Ariscotle. A bit earlier, in Book Ill of his Metaphysics 
he states: "If there is nothing apart of ind ividuals, there will be no 
object of thought, but all things will be object of sense, and there 
will not be knowledge of anything, unless we say that sensation is 
knowledge.~ To know things, rhe first step is to predicate chem. As 
he continues: "Being and unity are the substances of things" (Aris­
tocle, .Mttaphysics, Book Ill, 11 ). This, according to him is the hard­
est of all and the most necessary for knowing the truth. Thar is why 
we need more non-contradictive statements about substances. In 
all books of Metaphysics the following assertions about substances 
arc repeated: they arc basic because they are ontologically inde­
pendent, ocher things depend on chem, while they do not depend 
on ocher things. They are foundations of everything and what hap­
pens in the world is explained in reference to chem. 

Matter, on the ocher hand, appears to be the carrier of univer­
sal substances. In addition, matter participates in any individual. 
A thing could be a substance and knowing it belongs to "wisdom", 
according to Ariscode, or to philosophy. "For the end of theoreti­
cal knowledge is truth, wh ile char of practical knowledge is action" 
(Aristotle, Metaphysics, Book II , I ). Yet, how does the grounding 
principles of knowledge transform in action, how does this transi­
tion occur? 

THE THING IN SEM I OS IS 

To answer this question, we have to leave Aristotle for a while 
and see how it appears in modern philosophy chat descends from 
his; we wou ld like to inquire into C harles Peirce's "semeiotic". Pei­
rce describes himself as "an Aristotelian of the scholastic wing, 
approaching Scocism, but going much further in the direction of 
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scholastic realism (CP 5.77nI). One of his major achievements is 
his system of categories, which he describes as "post-Kantian", ~,e­
no-Piragorean" and based on Aristotle's. The last is easily observable 
in rhe earliest of his outlined version. Peirce sketched his categories 

remarking on phenomenology. The way we grasp objects lies in 
rhe heart of phaneroscopy, as he later renamed his phenomenology. 
In the second of his seven Harvard lectu res delivered in 1903, he 
shaped the doctrine of pragmat ism by isolating the new three cat· 
egories. The latter were supposed to become the universal concepts 
of experience. These are, fi rst, the quality of mere feel ing (Firstness), 
the element of struggle, or reaction, or brute faces, evoked either in 
experience or, in consciousness (Secondness), and an intellectual el­
ement of the nature of representation or, a sense of learn ing (Third­
ness) . In Peirce's own words, "we have already seen clearly chat the 
elemems of phenomena are of three categories, quality, fact, and 
thought" (CP 1.423). The fundamental distinction between Peirce 
and Aristotle concerning categories is this: for Aristotle, both "be­
ing" and "unity" are forms of substances. It was the same for Peirce 
in his early outline of categories ; conceptions are mediate repre­
sentations of relations between Being and Subscancc. Categories 
are conceptions: Firstnessis is immediate representation; Secondness 
and Thirdness are mediate. Here is an early draft on categories from 
a paper delivered to the American Academy of A rts and Sciences 
in 1867: 

BEING, 
I. ~'llity (Reference to a Ground ) 
~: Relation (Reference to a Correlate) 

Rer~;~~~~l~~eference to an lntcrpretant) 

(EP, 1,6) 

I _Soo n after th is_ draft, Peirce removed Being and Substance, 
caving onl_y the baste relations as he believes the care ories re re­

sent. He disce rns the essence of the processes in the :,t of co:ni-
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cion. It is, first the potentiality or mere quality that turns into real 
by conflicting with another real (second) and, third, we have a me­
diator between the two, or its representation, or interpretation. 

There are no more Kainopythagorean categories than 
chese three. For the first category is nonrelative experience, 
che second is experience of a dyadic relation, and the third 
is experience of a triadic relation. It is impossible co analyze 
a triadic relation, or fact abouc three objeccs, into dyadic 
relations; for the very idea of a compound supposes two 
pans, at least, and a whole, or three objects, at least, in all 
(CP 7. 537). 

Thus, in Peirce's sense we can talk of a thing either as aground 

or, as a predicated thing of a proposition, which is a component of 
relation . There is no third way. Now we need to clear up what is the 
"reference to a ground". What is a "ground"? The ground is the ba­
sic principle of all things and at the same time a defining principle 
of any individual thing. The meaning of a ground reveals best as 
parallel to "logos", yet not in Aristotelian but in a theological sense, 
as a principle of all things and of each thing. It is "thing-ness", for 
example "cable-ness". The question for a ground should be: "What 
is the basic condition for calling a certain thing 'table' "? These are 
the common features of all tables in the world, which make the 
appearance of each table in our consc iousness conceivable as "chis 
table". However, ground, similarly to Logos, is both: a truth condi­
tion and a goal of action. Boch are contexts for approaching "the 
thin{ 

To recapi tulate, we could know the thing in Aristotelian sense 
as l) matter or substance, 2) accidence, separable from matter, and 
3) in reference to ocher substances. We may know the ground or, 
"thing-ness" in Peircean sense, as it embodies in or, as it becomes 

"chis thing", in other words, dynamically. In the latter case, we know 
"the thing" in action, according to the pragmatist approach. It re-
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veals not the qualities of th ings, as with Aristotle, but the effects 
they display in action. This action is the process of sign building, 
which Pei rce calls "semiosis~ 

Ir is important to understand what I mean by semiosis. 
All dynamical action, or action of brute force, physical or 
psychical, either cakes place between rwo subjects (wheth­
er chey react equally upon each ocher, or one is agent and 
the other patient, entirely or partially) or at any rate is a 
resultant of such actions between pairs. But by "sem iosis" 
I mean, on the contrary, an actio n, or influence, which is, 
or involves, a coOperarion of three subjects, such as a sign, 
its object, and its interpreram, this tri-relacive influence not 
being in any way resolvable into actions between pairs (EP 
2'4 11). 

We can illustrate Peirce's definition by the graphic below. 

!nte,pre!Bno 

lTnlimited11e1niosis 
Grw·tntbolo-ledp 

Fig. I Unlimited semiosis 
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THE THING OBJECTIFIED 

However, the open question remains "Can we approach the 
ching as it is, not in relation to anything else, but "for itself", for 
example in Kantian sense?" To do that we need to try a phenome• 
nological tactic, outlined by its creator, Edmund Husserl. Husserl's 
phenomenology asserts that abstraction without general meaning 
m·eals itself as nonsensical. There is not any thinking process with­
out intuitive assumption. Husserl insists on "adequate, categorially 
formed intuition, completely accommodated to thought, or con• 
vmely thought which draws its evidence from intuition, consti• 
tute the goal of true knowledge" (Husserl, 2001, 159). To put his 
view in a shoner context we need to evoke the Kantian assump• 
tion that experience has two components: a receptive element of 
sensory intuition and an element of reAective conceptuality, which 
Kam called •spontaneity~ Yet, Kam explicitly denied that humans 
had the capacity to intuit concepts. Husserl agrees with Kant about 
sensory matters but holds that ln higher order intuitions we do 
have the capacity to intuit categorical entities. Husserl goes a step 
fu rther claiming that human beings not only have the capacity to 
sense mixed categories such as colour but at the highest level we 
can intuitively perceive logical categories such as unity, plurality 
and existence. "Vienna circle" philosophers, particularly Moritz 
Schlick, severely criticized him for this categorical, "irrational" in· 
tuition. Gottlob Frege's similar critic on the same issue made Hus· 
serl to revisit his view thereafter. 

According to a widespread understanding, pragmatism and 
phenomenology are different in their basics. This is surprisingly 
9•rong ; we may list their similitude starting from the very first 
undmaking of both to rebuild logic as science. Let us evoke phe­
nomenology's main concern as drawn by Husserl - it lays bare the 
sources from which the basic conceprs and ideas oflogic Aow forth, 
to give them aU the dearness and distinctness needed for under-



30 !VAN MLADENOV 

standing, and for ... pure logic. In other words, Husserl wants to 
examine chc "phenomenological founding oflogic".. ln his first edi­
tion of Logical Investigations, he employed chis regressive inqu iry 
into the domain of correlation between objectivity and subjectiv­
ity. There is much more intuition in his wricings than the student 

of pragmatism or of Kane can withstand. However, Husserl docs 
not cake up Kancianism as his goal of invcsc igacion, but Lcibnin 
and machcmatics instead. H e wants to see logic as a matlusis uni­
versalis in the manner of Leibniz. He would like co balance it with 
a new theory of chc nature of objects in general, fo rmal ontology; 
he develops chis idea in his Third lnvescigac ion . "In ocher words, 
pure logic has a counterpart, the pure theory of object." (Dermot 
Mor:m in : Husserl, 2001, xivi). Broadly, Husserl endeavours to dis• 
tinguish between the meani ng of an expression and its power to 
name or to direct itse lf to something objective. For example, the 
"Victor of Jena", "vanquished at Waterloo" can refer to the same 
object - Napoleon. This shows that the names can have different 
meanings but the same objective references. The distinctions do 
not deprive the concept of indicating its essenciaJ unity. A thing 
indicates properly ific serves to show something co some chinking 
being. Husserl claims: '"For signs in the sense of indications (notes, 
marks, etc.) do not express anything, unless they happen to fulfil 
a significant as well as indicative function" (Husserl , 2001, 103). 
?1esc c~ncl_;sions originate from his understanding chat "sign" and 
cxpr~s10~ ar~ often confused as synonyms. Husserl accepts that 

ever~ sign 1s a sign of something, while not every sign has meaning 
t~at it c~p.rcss .. cs. Perhaps this thought comes fro m Frcge's dist inc· 
uon of_ Sinn (_se nse) und "Bedeutung" (meaning). Yet, Husserl 
als~ clauns th:n _ m many cases it is not even true that a sign "stands 
fo r _c hat of wh ich we may say it is a sign. For him only meaning­
ful signs arc expressions by fulfilling the signification conditions. ~rn:, he exclud~s much that ordinary speech would call "an expres­
sion from the s1gn-applicacion. As he councs the many exclusions, 
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such as facial expression, various gestures, communicative acts, in 
other words all that do not have any signification value. "Such 'ex­

pressions' in short, have properly speaking, no meaning" (Husserl, 
2001, 10)). This view is arguable if"meaningful" is the fi nal cause of 

a consciou1 act of response. Nevertheless, there are responses, caused 
by non-intelligent stimuli that are not only in organisms but also 
among plants and even minerals. Their responses are lawful, since 
chey belong ro quasi-organized forms of existing. Meaning as such 
is not a proper attribute but chose responses behave in accordance 
with certain rules. As symmetrical responses, they arc "rule-like". 
Thus, we can hardly call them "insignificant" just because they are 
caused by non-meaningful stimuli . 

If we compromise with Husserl about signification (expres­
sion) as che context for appearance of a sign, can we mutatis mutan­
dis consider presentation as context for objectifying a thing? Does 
presentation resemble significat ion? 

It is not an easy task to outline Husserl's understanding of 
"prestntation". He considers it a complicated process broadening 
with the advance of his logical investigations from book to book. 
Generally, there are two major kinds of presentation, the one, which 
is somehow passive, and a dynamic one. Husserl would not object 
to such division as he distinguishes two concepts of presentation. 
Presentation in the first sense is "for itself" or mere presentation 
based on the level of judgement, wish, question, etc. It is further 
a presentation grounded in an "ace-qual ity". Examples of this firs t 
typt would present isolated words or sentences in Aux as in Jakob­
son'sphatic function. In the second sense, the presentation is no act 
but "the matter for an act, constituting one side of the intentional 
mcnceof each complete ace" {Husserl, 2001 , 249). The rest o f the 
mcnce of the act would be the matter connected with the remain­
ing moments needed for a full concreteness. Thus, the meaning of a 
ulkabouc aets of presentation could carry out a phenomenological 
analysis in terms of quality and matter. This obscure definition ful-
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fils only the fourth out of ac least five aces o'. p~e~entation by H.w• 
serl when he lists che most important amb1gumc:s accompanymg 
che terms "presentation" and '"content"'. Nevertheless, it is the mos1 
important one, which Husserl calls "presentation as obj«tifyingact, 
in che sense of an ace-class necessarily represented in every com• 
piece: act, since every 'maccer' must be given primarily as the mamr 
of such an ace" (Husserl, 2001 , 261 ). The other three are : Prescnri­
don as act•mauria/ or mailer - chose are represc:ncacions, which 
determine: whether the object is referred co in a perceptually in­
tuitive: or imaginatively intuitive fashion. 2. "Presentation as 'mere 
presentation', as qualicadvc: modification of any form ofbdic:f, mere 
understanding of proposition, without an inner decision, doubt, 
etc, 3. Presentation as nominal act - the subject-presentation of an 
act of assertion, 

Even this complicated model is not sufficient for Husserl and 
he continues to name more ambiguities emerging out of different 
acts. By each appearance, he tries to clarify the case. In number five, 
for example, "the presentation as opposed to mere think.inf he 
outlines the underlying difference between intuition and concept. 
"What we intuit stttnds before our eyes in perception or im1igin1ition 

j11.st as we intended it in our thought" (Husserl, 200 I , 262). Going 
deeper into the matter of presentation he reaches mo re images chat 
are not the real object but images of images or p ictures, intention· 

ttlly ~o .. nstituted and these: pictures prese:nc one and the same thing, 
~ut it _cannot be counted as a real moment in the imaginative expe· 
nence (Husserl, 200 1, 263). The model branches into hopelessly 
many distinctions added to each act of presentatio n as the author 
seeks ~o accomplish a "phenomenological ostensibility" as he calls 
the difference between presentat ion and presented content. He 
does this arguing with Kant's lack of dearness on the peculiar char• 
actcr of"purc ldcati~n, the adequate survey of concep tual essence 
and o f the laws of universal validity rooted in those essences" (Hus• 
se rl, 200 I, 376). He even claims that Kam lacks of a phenomena· 
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logically correct concept of a priori. Therefore, Husserl concludes 
chat Kant could never achieve a strictly scientific critique of reason; 
resp(Ctively he failed to provide a mean ingful answer to the 'pos­
sibility of knowledge'. 

It is dearly impossible to summarise the Husserl's monumen­
tal work, even on the narrower issue of presenting the thing. What 
is agreeable is a parallel to, for example, the equally immense la­
bour of Peirce on his sign-system; we can recall that he promised 
co his friend Victoria Lady Welby to outline 59049 classes of sign. 
Another essential comparison between Husserl and Peirce would 
see both systems as focusing on the same matter. At the core of 
Peirce's •semeiotic" doctrine is the sign-processes for presenting 
che object, at the heart of Husserl's - the phenomenological per­
spective to the same. Boch systems are in the Aristotelian-Kantian 
current of object classification for a similar reason - to deny it. 
Peirce's signification rely on the sign-net thrown onto a mani­
fold of objects in order to reduce it to categorical unities, while 
Husserl's distinctions show a scrupulous advance to the object's 
esstnce by removing the ambiguities with which the presented 
phenomena grow over. We cannot know an object unless we 
know the sum of the effects it displays in action, Peirce would 
say. We cannot have an object before our eyes unless we remove 
all the misleading appearances of content aroused between our 
intentional image of it and its presentation Husserl would claim 
somewhat closely united with Aristotle. In the case of Husserl, we 
could carefully assume that the process of presentation resembles 
the function of signification in Peirce's philosophy. In addition, 
my generally and not adding too much to the clarification of 
both concepts, we may think of them as a contribution to the acts 
of reason. None of chem would say that we cou ld grasp a thing 
by a •direct attack~ as it is or "for itself". The mind, according 
to Peirce works by final causation, and final causation is logical 

cau~.lje argues, " thtng-a~-c-~ to direct Obser
1
vation as a 

E::,Y'16/1to1 EK.A 
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character of an object, and it is only by inference chat it is referred 
ro the mind" (CP 2. 250). 

For Peirce knowing a thing, as we have shown, would be with­
in "semiosis", the p rocess of sign building, accompan ied by under­
standing and interpretation chat would endlessly add nuances of 
meaning on the side of the interpretants, and equally so regressive­
ly moved towards the object's essence. For Husserl the same task 

would be realized into an objectifying process chat endlessly strips 
oj/the imagination-like presentations of the thing on one side, and 
fulfilment of the essentialist' content of it in the second part of a 
propositional statement. We may demonstrate how "different" 
both views are by quoting Peirce: 

Bur whar evidence is there that we can immediately 
know only what is "present~ co the mind? The idealists 
generally treat this as self-evident[ ... ]. In like manner, the 
idea that we can immediately perceive only what is present 
seems to be founded on our ordinary expe rience that we 
cannot recall and reexamine the events of yesterday nor 
know otherwise than by inference what is co happen to­
morrow.[ ... ] Bue once gram immediate knowledge in time, 
and what becomes of the idealist theory that we immedi­
ately know only the present? For the present can contain 
no time (CP I. 38). 

. This quotation summarizes the two approaches by only adding 
time to the features of the cognition act. Ir generalizes the "pre­
q~antum understanding" of time as a Row. However, that simple 

~iew was not characteris tic of neither. Even in this quotat ion Peirce 
is c_learly saying that we know past and future by inference only, 
while present contains no time. (We cannot resist the temptation 
to toss her~ a sentence by Wittgenstein: "The events of the future 

~;;::nbe inferred from those of the present. (TLP S. 1361). There 
y other passages where Peirce makes clear that he foresaw 
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the quantum theory. Just out of curiosity, we can mention St. Au­

gustin's famous statement of time, where he says that if they do 

not ask him, he knew it, but once they do, he cannot answer. Still 

thinking of time as running in a straight line, he anticipated that 

while talking about time he puts himself in a position outs ide of 

its current, which makes the statement false. We may think so, hav­

ing in mind many relative claims he made on the same subject, for 
example, in "The City of God". 

The thing must be "rear in order co define the truth about it­

self. Real should not depend on representation or, as Aristotle im­

plied, it must be something general in all things. Peirce calls chis 
general the object's "character" that is presentable in all individuals. 

However, he is sceptical about finding such general characte r. 

Very good: now only tell me what it means to say that 
an object possesses a character, and I shall be satisfied. But 
even now, in advance of our study of definition, [we can} 
sufficiently sec that we can only reach a conception of the 
less known through the more known, and chat consequent­
ly the only meaning which we can attach co the phrase that 
a thing "has a character• is that something is true of it. (CP 
IY8). 

Yet, to define in what way something is true is another cough 

question. For Peirce, as a logician, the truth of anything attaches 
co the right chinking of it. He is mostly convinced chat "there is 

such a thing as Truth which is independent of what you or I or 

any group or generation of men may opine upon the subject (CP 

2. 153). However, it is not thinking alone chat matters, imagining 
plays a role too. 

Noth ing that we can know or even chink can exist 
Without the mind, for we can only think reproductions of 
sensations, and the cssc of these is pcrcipi. To put it another 
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way, we cannot chink of a rhing as existing unperceived, f~r 
we cannot separate in thought what cannot be separated m 
perception. It is true, I can chink of a rre~ in a ~ark_ with­
out anybody by w see it; but I cannot think of 1c w1chout 
anybody co imagine it; for I am aware that I am imagining 
it all che rime. Syllogistically: crecs, mountains, rivers, and 
all se nsible things are perce ived; and anything which is per­
ceived is a sensat ion; now fo r a sensation co exist without 
being perceived is impossible; therefore, for any sensible 
thing ro exist out of perception is impossible (CP 8.29). 

Imagining draws memory into the cognitio n act. We scratch 
our thoughts from the past {memory, experience). The metaphor 
with which Peirce illustrates the role of memory asserts: ~Accord• 
ingly, just as we say that a body is in mot ion, and not that motion 
is in a body we ought to say that we are in thought and not that 
thoughts are in us" (CP 5.289 Fn. Pl). Memory evokes this prc:­
thought. There we meet images and tho ughts, which Row with dif­
ferent degrees of vividness. 

1n retracing our way from conclusions to premises, 
or from determined cogn it ions to those which determine 
them, we finally reach ,[ ... ] a point beyond which the con­
sciousness in the determined cognitio n is more lively chan 
in the cogni tion which determines it (C P 5.263). 

The similarities between both systems are obvious and allow 
conc!ud i~g t~at for both, knowing a thing represents a process of ap­
p~0Xlmat1on it: In the act of cognition, according co Peirce, we have 
tnads of sensation, perception and reflection. Those triads are instan­
ta~eous, ~ey Rash at the moment we approach the object . However, 
this Rash ts analytic rather than synthetic. Within an instant, there is 
~ proc:ss of approximating the essence of the th ing, and we know it 
for us· lf we wane to know it "as it is", and for itself, we must retrace 

the process back to the matter/essence of it. We know the thing in 
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an axis of increased knowledge by interpretation on one side, and by 

stripping off its contextual meanings, on the ocher. The substantial 
difference from Husserl's phenomenology is chat for him we remove 

the quasi-images of che thing, along with the process of retracing 
back.our intuition about it, thus we embody truth in it. With all the 

complicated details in both systems, we may conclude that the slip• 

ping thing about the thing would always be the thing as it is, in other 
words. its ~thing-ness•. \v'c may intuit it or raise our knowledge ofit 

by gathering al/ the effects it displays, but what is all? 

THE THING AS FROZEN MEANING 

Still it is curious whether there is an alternative philosophical 

tndition, which sees the thing not as an object of approximation 

but as it is, statically, and we thus easily approach Plato. We will not 

consider chis line in details because there are convincing exa mples 

of understanding the thing in the heart of Plato's thought - his dia· 

logues. Moreover, we can find the best illustrat ions in his most read 

and quoted one, in Cratylos. However, even the strictest teachers 

advise the students to skip reading its etymological part, finding 

it boring and out of date. Surprisingly, we can find something cov­
ertly there - an explanation of how the name gains its meaning. 

As is well known, Plato is always double-minded in his hypotheses. 

At fi rst, he sees naming as a natural process and che one who gives 

names as a skilled inventor. 

Soc. Then, Hermogenes, I should say that this giving 
of names can be no such light matter as you fancy, or che 
work of light or chance persons; and Crarylus is right in 
saying that things have names by nature, and that noc every 
man is an artificer of names, but he only who looks to the 
name which each thing by narure has, and is able to express 
the true forms of th ings in letters and syllables. 
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Then he diverts to anocher thesis co the effect chat names CI· 

ist accord ing roan agreement, or convent ion: "Now, atte~d to me; 
and first, remember that we put in and pull out ler:ers m wor~s, 
and give names as we please and change _che accents. At a certa'.n 
point, Socrates summarizes his view, addmg an unexpected and il­
luminative conclusion. 

Soc. The name amhropos. which was once a sentence, 
and is now a noun, appears to be a case just of chis sore, for one 
Jcrrcr, wh ich is d1e a, has been om irrcd, and the acme on the 

lasrsyllablchasbccn changed co a grave. [ ... ] I me:tn to ~y thar 
the word ·man• implies that ocher animals never c.xammc, or 
consider, or look up at what they see. but char man not only 
secs (opopc) but considers and looks up at char which he secs, 
and hence he alone of aJI animals is righdy :mthropos. mean­
ing anathron a opope - then he observes it closely and reason 
abour it. Hence human beings alone among the animals are 
correctly named anchl'Opos - one who observes closely whar 
he has seen (anachron ha opopc). (Plato, 1997: 118). 

With the passage of time, some wo rds con nect to others and 
lose their endings or prefixes. In a contract ion of meaningful frac• 
tions of the sentence, a new name appears. These are the most com• 
mon cases of etymology, where parts o f the sentences blend and 
form a new word. Most often, those sentences were imperative, rep· 
resenting commands or exclamations but also explanations or dif­
ferentiations, clari ficatio ns or quality contrasts. The great example 
with the meani ng of Anthropos shows all these processes together: 
originalJy, this was a sentence, describing that among all animals 
this one is able to investigate the surrounding world by using his 
eyes, "investigates by see ing". By examining more examples, it be­
co mes clear chat the process is universally valid. So, what is a thing 
o n this semantic level? A bundle of many things that originally rep· 
resented sentences, moscly o rders for action or, simple descriptions. 
After a while the elements connect to each o cher, merge and blend 
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by which they lose some pares and then freeze. The new un it starts 
co indicate slightly different meaning. In ocher words, theorizing 
on a thing resemble creation of a th ing. Let us recall Peirce's view. 
Knowing a thing, fo r him, means re-cognizing it each time we ap­
proach it in a triadic act of: I) a comparison with numberless ocher 
ases; 2) a verification with the same object as we saw it for the 
first time in our live, and 3) a conclusion, co nfirmi ng that it is this 
thing, which is before our eyes. The process o f comparison goes on 
lightning-fast. Again, it is analytical, not synthetically performed 
cognition act. 

THE THING PORTRAYED 

Yee, do we always chink of the surrounding world, as some­
thing never achieved? No, we do not! The greatest advocate of the 
latter view after Kant is Wittgenstein. The famous opening words 
ofTrat/arusare: "The world is everyth ing chat is the case" (TLP I ). 
The world is the totality of faces, not of things." (TLP 1. 1) How­
ever, he is seeing the fact as a uni t, but as someth ing composed by 
more than one fact, as a manifold of "atomic facts". Is the atomic 

fman ultimate something? Not at all: "an atom ic fact is a combi­
nation of objeets (entities, things}" (TLP 2.0 I ). 

it is worth trying to construct \Vittgenstein's doctrine on the 
reviewed topic. We can do that by showing one of his most funda­
mental views - about the impossibility of a priori knowledge. 

5.6331 for the field of 1i#lt llu not a fonn like thi,, 

$.6.l-l This ill connected with the fact that no put of our cxpcricl"l(T ii 
al!loapriori 
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He drew the ellipsoidal shape which our eye has and from the 
obvious face chat "the field of sight has not a form like this" (TLP 
5.6331), he asked, why do we not see che world chis way? The fact 
confirms chat no pare of what we see isa priori given; the incdlcct 
fulfils che work of che eye. The several conclusions that followed 
are chat "Everything we see could also be otherwise; everything 
we describe - too and th erefo re, "There is no orde r of things a 
priori" (TLP 5.6334). We are giving chis particular example ht­
cause it is aJmosc rhe same in Peirce' philosophy. Wittgenstein's 
philosophy is represemational; the logical propositions present 
the faces as they are by showing the logica l form of reality or in 
his words, by exhibiting it. The propositions of logic are tautolo­
gies. Therefore, they say nothing. This leads him to a surprising 
generalizat ion, "The world and life are one" (TLP S.621). Thus, 
Being and Substance are equal. However, chis is not confirmed 
on an existential scale. A fact may be "atomic", but in reality chert 
are conglomerates of faces to be observed, in ocher words they art 
always in "a state of affairs". State of affairs is the mode in which 
rhe facts are presented, according ro what they show. The world 
consists in faces, not in things, since "what is che case" is always 
factua l configurations of things in che state of affairs. In short, 
after the claim that the object contains the possib ility of all stares 
of affairs, and char the possibility of an object's occurrence in 
aromic faces is the form ofchc object, it follows char objects form 
the substance of che world and chat is why they cannot be com· 
pound. Objects are "pseudo•concepr" (TLP 4.1272). After more 
paragraphs numbered by a serial decimal cipher hue ordered un­
der the same cardinal one, \Vittgenstein claims, "The formal con­
cept is already given with an object, which falls under it ... " (TLP 
4.12:2 I). The obje~t is simple bur a concept is already given in it 
and It falls u~_der this concept. The vicious ci rcle breaks by adding 
~he notes ~f mrro~ucrion and presentation" co "defining~ Defin­
ing can neither be introducing, nor presenting a formal object as 



THE SUPPING THING ABOUT THE THING 41 

a primitive idea. For we need an expression for the general term 
of the formal series of objects. 

Wittgenstein uses "object", "thing", and "entity" synonymously 

but insists chat whenever they are used in logic, they are exp ressed 
by variable names. The reason is that senseless pseudo-propositions 
arise by all other uses. Thus, he th inks one cannot say, "There arc ob­
jcctt as one says "There are books" ... It would be senseless to speak 
of che number of 11/1 objects. (TLP 4 .1 272). Also in th is paragraph 
(TLP 4.1272} he claims that the same holds of the words "Com­
plex•, "Fact•, "Function~ "Number", etc. All these objects are formal 

concepts presented in logical symbolism by variables, not by func­
tions or classes. How objects ful fi l the function of a proposition? 
Wittgenstein's reply is famous - t he propositio n shows the sense. 
"The possibility of all similes, of all the imagery of our language, 

rests on the logic of representation (TLP 4.0 15). The proposition 
is "a picture of reality, for I know the state of affairs presented by it, 
ifl understand the proposition" (TLP 4.02 1 ). This is so because he 
understands it without its sense being explained to him. Thus, the 
proposition describes reality. 

We have things (objects) said to be the poss ibil ity of alJ states of 
affai rs taking part in a proposition. The proposit ion is an order of 
fam. "The proposition constructs the world with the help oflogi­
cal scaffolding, and therefore one can see in the proposition all the 
logical features possessed by reality ifit is true" (TLP 4.023). Now, 
a true picture of reality must have syntax, a lawful order of prescn­
Ution. The presentation shows formal concepts (facts) as they are 
in a certain order. If chis order is of pictorial art, what assures the 
undemanding of the logical symbolism that is necessary for un­
dmunding? Only one answer can provide solution - the relation. 
Relation consists of both, presentation and "formal concept"; it se­
cures universal and particular meaning of the picture. The thing in 
tltc proposition is the carrier of the concept for a p icture of reality. 
fo, the concept within the syntax of the proposition includes logi-
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cal meaning, viz. undersranding. The formal concept {fucr),. law­
fully ordered in a proposition exhibits logical sense. A~cordmgly, 
"showing," means representing. Lee us recall the meaning of AJi. 
rhropos - "investigating by seeing". A logical picture (thoughr) chat 
is combined with another, represents a concept, creates a (mini) 
discourse. Let us remember that W'ittgenstcin wanted to pass si­
lently by things whereof he cannot speak. However, the process 
resembles seeing with our imperfect eye - the intellect fulfils tht 
work of the represented "picture of reality~ We can add chis remark 
relying on several notes Witcgenstein made on reality, which, can­
not be a priori true (TLP 2.225) . Along this line, he claims that 
thought is the logical picture of the facts, but most interesting is his 
statement that an atomic fac t is th inkable because we can imagine 
it. Therefore, "The totali ty o f true thoughts is the p icture of tht 

wodd" (TLP 3.0 1). 
Nevertheless, the propositions in the Tractatus aim to represem 

a true picture of the wo rld and their understandi ng requires a work 
of intellect. The thing, the object, is simple or is a pseudo-concept. 
Predicated in a proposition, it becomes part of a formal concept, 
which secures the transparency of the world-picture. Wittgenstein 
holds that all propositions can be revealed to be truth-functions of 
aromic propositions, the laner consisting of unanalysable names, 
i.e. objects. Objects cannot be '"described", which according to him 
means, "defined~ they can only be named. Yet, what is to "name•? 
Is it a process of signifying? Consequently, is it similar co a process 
of relating a word to an object? How does this agree with the fact 
that even the simplest name is made of fractions of former meaning~ 
co~tr:1ct:d i~ one name? Objects (or.simples), accord ing to Wiugen· 
stein are ob1eccs of acqua intance, not sense-data but the ir unanalys­
able constituents (Glock, 1996, 270). Perhaps the nucleus of the later 
development of Wittgenstein's though t lies in h is unde rstanding of 
the act of presentation. It becomes more flexible in his later work, 
allowing that the role of signification as a whole differs from che one 
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of an atomic fuct. Here is a sentence by him, which could easily be 
ascribed to Peirce, was it not for the very end ofit: "One name stands 

fur one thing, and another for another thing, and they are connected 
together. And so the whole, like a living picture, presents the atomic 
1act• (TLP 4.0311). This seems like a perfect definition of Peirce's 
stmWsi.s, hue a few sentences later, Wittgenstein assuredly stresses 
his view: MMy fundamental thought is that the "logical constants" 
do not represem. That the logic of the facts cannot be represented" 
(TLP4.0312). Then, what does the insistence mean that there must 
be objcets if representation is possible? What is implied by the allow­
ance that •the referents of the world-picture do not necessary 'pin' 
propositionsomo reality?" (Glock, 1996, 270 - 271). Is it a rounda­
bout way of confirming his view that what can be shown cannot be 
said: He strongly rely on the ongoing dispute between Russel and 
Bradley, where Russel argues that the fuct of our language having dif­
ferent types of words for things (objects), properties and relations 
shou,,s that relations are as real as objects and properties (Monk, Ray, 
2005, 38). The initial words of the Tractatus urge to thinking of the 
world not as made up of 'things' but as made up of facts. Accord­
ing to ~fonk, •the crucial difference is chat things are simple, but a 
fact is articulau [ ... ] it has parts (Monk, Ray, 2005, 38). These parts 
Wittgenstein calls objects. It follows that we can know nothing about 
objects unless they form a fact. Facts, in their turn, correspond to true 
propositions, and that is how Wittgenstein reaches the conclusion, 
•The world is the totality of facts". 

There are some more important consequences revealing Witt• 
gennein's concept of word and object (thing). A word alone means 
nothing. Even when they refer co objects, words mean nothing un­
less they form a proposition. He says the exc lamation "Fire!" is noc 
an exception to this, since it represents an abbreviated proposition 
.something like "there is a fire in this room". Thus, he concludes, 
b.nguage is not made up of words, but of propositions, and, in the 
!.me way, the world is not made up of objects but of faces. 
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In the last cwo years of his life, Wittgenstein wrote extensively 
on visual aspect, published posthumously under the tide On Cer­
tainty. These were mostly reAections on systems of thought and 
world-picture. The central point in these notes is the thesis that 
our world-pictu re determines how we perceive things and how we 
speak of them. The world-picture can be described in propositions, 
they, in turn, form a system that resembles the one of the language• 
games from the Tractatus. He claims that the world-picture, sys­
tem and language games are closely related to each ocher. There are 
no more traces from the atomism of the Tractatus, instead, Witt• 
genstein argues fo r a holistic view. He now alerts that meaning, 
thoughts and words, as well as justifications and argumentations 
can take place only with in a system. The system itself has no justi· 
fi.cation and it is not based on any grounds. It is not reasonable (or, 
unreasonable). "le is there - like our life" (OC, 559). 

Our point about the thing is chat it is analysable as an object 
only i.e. as related to something else. The view combines all sys• 
terns outlined but rely on Peirce's thought, that we cannot have a 
conception of the absol utely incognizable. Lee us return to che be­
~inning of this article and remember the literary sense of"objec( -
something chat lies before''. What is th is - a contracted sentence: 

Even the strictest among the d iscussed philosophers, W ittgenstein, 
wou!~ not ~!aim that the atomic sense of an object - the "thing· 
ness is ach~evable. It is a slipp ing real ity, lurki ng before the eyes as 
embedded m the syntax of the picture of the worl d. 
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IIOc.uHHoH, cro OCMblCACHHe npcepamaeT ero ;+;c e 061>eKT. O61>cKT .11e-

◄ 



46 !VAN MLAOENOV 

A.SICTCR «peaAbHb!M>> HAH <<HepeaAbHblM», a 3TO 3anaA1U1; KTO 6b1 MOT 

roaopHTb HC'1epnb1Bal01I-1C Ha TaKylO TCMy. '.':ho TCMa O peaAbllOCTH YH11· 

aepcaAttH H n apTHK)'A.llpm'-i, 06 HMCHtt H I I U1MCHOBaHHH, 0 H0MHHatJl3· 

MC H <peHOMCIIOAOrHH, 0 CCMHOTHKC H npC3CHTaAH3MC, ncpeA11BaJOll1aJ1B 

6ccKOHC'IHOCTb. HacTORlllaR CTaTbR ACAaCT nonhITKY BblpBaTbCR HJ KAt!· 

KH nponoJHt.tHH nyTeM npocAC)l(HBaHHJI Tpex AOKTPHH, BblXOA.11.llJ;HX 3.1 

npeACAbl «KI\IO'ICBOro CAOBa>> (no B11TrCHIIITCl111y). noAXOAbl TT11pc:1, 

fyccepAJI H B1-1TrCHWTCHHa paccMarp1-rna10T B03MO)l(HOCTH COOTHCCCHHJI, 

a6crpar11poaaHHJ1 H noHHMaHHJI B Ka'ICCTBC ornpaa11oro nyttKTa AM 

TOro, 'IT06bl YBHACTb <<HC'iTO» KoppeKTHO B HeorpaHH'ICIIIIOM OKpy:..:c· 
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Pragmatism emerged as the first essentially American contribu­
tion to philosophy in the second half of the 19"' century. We can trace 

its origins back to 1872 when a group of future lawyers ( Oliver Wen­

del Holms Jr., Nicholas St. John Green) and philosophers (Charles 

Sanders Peirce, William James) established an informal society called 

The Metaphysical Club, co discuss problems of philosophy and sci­

ence. What pragmatism really is, however, is an issue that has caused 
considerable debate over the last century and, it could be argued, 

continues to this day. In 1908 Arthur Lovejoy published an article 

entitled "The Thirteen Pragmatismsn and one of the prominent Eu­

ropean pragmatists Ferdinand Sch iller argued that there arc as many 

pragmatisms as there are pragmatists (De Waal 2005: I). The most 

frequent opposition within this philosophical tradition is whether 

pragmatism is a doctrine of meaning or a theory of truth. But what is 

common co all pragmatists is that their thought establishes as a start­

ing point of inquiry a certain maxim of logic, formulated by Charles 
S. Peirce in his 1878 an:icle "How to Make Our Ideas Clear." 

Consider what effects, which might conceivably have 
practical bearings, we conceive the object of our concep-
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rio n co have. Then, our conception of these effects is the 
whole of our conception of the objects. (EP I: 132) 

The function of what is called the pragmatic maxim is to attain 

the highest lcvd of clarity of an idea and co serve as a heuristic i~­
strumem fo r the adequate interpretation of che world. Though Pei­
rce himself altered and revised the maxim considerably throughout 
his life, and many pragmatists have contributed ocher revisions of 
che original formulation, pragmatism as we employ the term he~ 
remains first and foremost a method fo r derivi ng the meaning of 
an object through its conceivable practical effects that would be 
produced under particular conditions. 

le is importanc to understand chat Peirce's pragmatism is a pan 
of his chrcefold semiotic doctrine. This is why we have to pay atten­
tion to his concepts of sign and sign-action (o r semiosis) in the dis­
cuss ion o f pragmatism. Peirce's semiotics studies che general condi­
tions and basic elements of signification (speculative grammar), the 
general conditions of che truth of signs in refe rence to the objeru 
they represent (Wgic) and the general conditio ns of meaning in ref­
erence to the interpretations determined by signs (speculative rhrto· 
ric). In the following pages we are going co examine what it means 
lo interpret things, according to pragmatism, which as a method for 
deriving meaning belongs to che third domain of Peirce's semiotics. 
Pragmatism is dedicated to an empiricist approach to knowledge 
and stipu lates that all chat is in the mind has first been in the senses. 
I argue that meaning is a particular effect on the mind forced on it 
through the manifold of sensations, perception and interpretation. 
Each sensation is a particular one, a singu lar event. However, every 
cognition of a singu lar o bject necessarily involves a comparison to 
another one. This means that interpretation contains universal or 
genera! elements that are combined in th inking. Knowing reality 
compnses o f a particular se t of beliefs about the cognized objects. 
which function as habits directing future behavio r in reference to 
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those objcets. However, before we approach Peirce's pragmatic 
maxim it is necessary to highlight the difference between a thing 
~danobjtct. 

THINGS AND OBJECTS 

What characterizes the birth of philosophy and of science in 

general is the introduction of the idea of reality, which we owe 
to the first philosophers of Ancient Greece {Deely 200 1: 3). Phi­
losophy detaches itself from mythology with the real ization of a 
panicular mode of ex istence - the real, which is independent of 
what we might chink about it. Here lies an impo rtant distinction 
lxcwcen what we call thing and what we call object. A thing is some­
thing which exists without a relation to a m ind, whereas an object 
has a being only as it is known; a thing is mind- independent, an 
object is mind-dependent. Thus, a thing does not necessarily have to 
be known co exist, but when it enters into a relation to an intellect 
it acquires an objective being. 

Things in the environment may or may not exist as 
known. When they are cognized or known, they are ob• 
jeccs aJ wtli aJ things. But, as things, chey ex ist regardless of 
bting known. (Deely 200 I: 6) 

The following problem arises: cou ld there be such a thing, 
11•hich cannot be an object? This amounts to the question wheth­
er there is anything in the universe that is unknowable. An object 
11•hich is at the same time a thing exists simultaneously in a rda-
1ion to a knower and in-itself. By che latte r we are saying only chat 
in objtcl possesses an aspect beyond the relation through which 
it is known. This is not equivalent co the Kantian un derstanding 
of in-itulf. By the ontological division of noumenon and phenom­
NJOn, Kane argued chat knowledge is possible only in the world of 
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appearance. His thing-in-itself {"Oing-an-sich-selbst") belongs .to 

che nou.menal world, which is inaccessible co the senses. The thing 
cannot be known directly in icselfbut only as an object of sensible 

intuition, which is a mere appearance (Kant 1998: 115). 
However, pragmatism argues that nothing is in principle un­

cogn izable and Peirce in particular rejects the very idea of aching­

in-itself. 

The Kantisc has only to abjure from che borrom of his 
heart the proposition char a thing-in-itself can, however in­
directly, be conceived, and rhen correct the details of Kam's 
doctrine accordingly. (CP S.452) 

Pragmatism considers knowledge as acqui red only in experi­
ence and experience is always mediated a nd relational. Perceiving 

individual stimuli by the mind necessitates making comparisons 
between them and reducing their manifold co unity. Only when 

such a process is realized we can talk about knowledge. There arc 
certainly things, which are yet to become a part of our awareness, 

but the possibility of them becoming objects remains. This means 
that the totality of the possible phenomenal manifestations of the 
thing as an object comprise all our knowledge of it, and there is 

not any unattainable piece of"truer" knowledge, if only we could 
get out of Plato's cave. Pragmatism as an outgrowth of empiricist 

thought focuses on the effects (whether cognitive o r physical) thac 
objects produce, nor on their essence that cannot be actualized in 
the sensible world. The idea of empirical verification of knowledge 

is an important one to that tradition and is such that requires a new 
way of approaching thought in order to reach suffic ient clearness 
of our conceptions. Such is the raison d'etre of what would encer 

phil~sophical discussions for the decades to come as the pragmati< 
n111xtm. 
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THE MAXIM OF PRAGMATISM 

The Metaphysical Club existed for a period of eight or nine 

monrhsin 1872. The term pragmatism appears in written form only 

in 1898 with rhe publication of William James' lecture "Philosoph­

ical Conceptions and Practical Results" delivered at Berkley (De 

Waal 2005: 27). However, we find the pragmatic maxim as far back 

as 1878 in Charles Peirce's article for The Popular Science Jv!onthly 
"How to Make Our Ideas Clear~ As we have already mentioned, 

pragmatism as a new method of inquiry is to a large extent a con­

sequence of the development and success of empirical science. One 

rm prior to the publication of "How to Make Our Ideas Clear," 

Peirce published another article entitled "The Fixation of Belief", 

in which he argued against the Cartesian rationalist legacy. Against 
the principle of universal doubt, he claimed that, if we do not con­

sider our beliefs as premises for future action, be it mental or physi­
cal, we would not be able to initiate any actions at all. The goal of 

scientific investigation and of all thought in general is overcoming 

doubt and fixing a belief. However, an established belief does not 

mean that it is a true one: a particular cognition of an object might 

not correspond to the subjective aspects of the thing. Hence, sci­

ence and logic must establish the grounds and methods of reaching 
beliefs that are truthful. 

ln his 1877 article Peirce d iscerns four methods for fixing be­

liefs: the method of tenacity, the method of authority, the a priori 

method and the scientific one. The first is the weakest because it 
requires from the knower a persistent evasion of any new intellec­

tual stimuli and exchange of information. Tenacity is against the 

social nature of our species and it is abandoned with the first col­
lision with a different point of view. The method of authority, on 

the other hand, relies especially on the social impulse and history 

COnsistc:mly proves that it is extremely successful in establishing, 

maintaining and reproducing the "correct" set of political, moral, 
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religious and ideological beliefs. The scope of authority, however, 
makes the method vulnerable. Authority depends on the idea ofin. 
fallibi lity and betrays a tendency to regard itself ahistorically. Ifthe 
current system of beliefs is the only correct one, how are we sup• 
posed co ever introduce any new interpretations within it? Thost 
of us who have developed a deeper sense of sociality and particular 
mental aptitudes are able to recognize char social norms are nm 
the same at different places and in different times (EP I: 117), This 
brings us to the method of rationalism or the a priori. According 
to chis method the only stab le and lasting truths lie in the mind 
and are accessible only through a process of retrospection. How• 
ever, the progress of the empirical sciences in the 19u, century was 
a considerable challenge to that claim. Broadly speaking, pragma­
tism belongs to the philosophical tradition of empiricism and ac­
cepts in principle that the objects of cognition have been first in the 
senses. This means that the main criteria for fixing beliefs that rep· 
resent reality sufficiently well would be a method that transcends 
the limitations of the individual mind and relies on experiment and 
verification in experience. 

To satisfy our doubts, therefore, ir is necessary that 
a method should be found by which our beliefs may be 
caused by nothing human, by some cxrcrnal permanency -
~; l~~eching upon which our thinking has no effect. (EP 

Peirce argues that the scient ific method is the most reliable of 
the four. This is because sensory experiences are as diverse as the 
relations we can form in regard to the objects of knowledge. This 
~leans chat we have to constantly examine our experiences accord­
mg to the e~ects they exercise under varying conditions. In case we 
~u~~h:r our mvestigations far enough, we would be able to attain a 

e JC that approximates reality adequately even though it would 
never be an absolute reflection ofit. 
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ln -How to Make Our Ideas Clear" Peirce formulates the prag­

matic maxim as a guiding principle for reaching the highest appre­
hensions of our ideas. He begins with questioning the traditional 
understandingoflogicians according to which there is a distinction 
between a clear idea and a distinct one. The former is suc h that it 
could never be mistaken for another (EP I: 124). The latter, on the 
other hand, does not include any unclear elements and we can de­
fine it in abstract terms (EP 1: 125). The problem with the notion 
of dear and distinct ideas, according to Peirce, is that chis division 
does not align with the most important criteria of sound reasoning 
- namely, the ability to reach and create new knowledge. The in­
adequacy of chat opposition supposes the need of a higher level of 
apprehension ofideas. Peirce comes to his formulation of this third 
stage of clarity by building on the discussions of The Metaphysi­
cal Club, in which the function of thought was conside red to be 
the fuation of beliefs. A belief is something of which we are aware, 
it removes doubt and most importantly - it establishes models of 
behavior or habits (EP 1: 129). From those three characteristics, 
Peirce is able to conclude that the third stage of clearness is o ne 
that includes the habits a particular conception gives rise to and he 
formulates the pragmatic maxim. By the phrase "practical bearings" 
Peirce does not mean the experiences in the individual mind of an 
interpreter chat a perceived object might create, but the totality 
of all possible effects that would be actualized under appropriate 
conditions. This totality is not exhausted by the sum of actual oc­
currences of a particular event, but also includes chose experiences 
that ue merely possible. Moreover, habit here is not taken in a psy­
chological sense, but in a logical one. A habit does not encompass 
ringular acts, but rather patterns of thought and action chat might 
uise in all possible consequences fo r any kind o f intellect. 

Unlike Peirce,James's 1898 rendition of the maxim includes 
the feelings and reactions that an object might give rise to in the 
individual mind. 

-
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To acrain pafecr clearness in our thoughts of an ob­
ject ... we need only consider what conceivable effc~rs of a 
practical kind rhc object may involve - what sensations we 
are co expect from it, and what react ions we musr prepare. 
Our conception of these effects, whether immediate or re­
mote, is then for us the whole of our conception of these 
effects, so far as chat conception has positive significance at 

all. (James 1907: 46-7) 

James thinks that practical effects do not relate to the cog· 
nized object bur to the ind ividual, who believes that a particular 
belief is true (De Waal 2005: 37). le was this early and consider­
able difference regarding the aim of pragmatism chat caused rhe 
first branching out of the whole tradition. Whereas the interpreta­
tion of James is saturated in psychology and he would even align 
pragmatism with the will to believe, Peirce would insistently claim 
that the maxim is a method that aims at clarifying che meaning of 
complex conceptions and removing u nclear ideas from science and I 
philosophy. 

Throughout his life Peirce would continue to look for a logi• 
cal proof of his ideas until p ragmatism in his thought becomes an­
other name for the logic of abduction. Before we could introduce 
his ideas on the three kinds of reasoning, however, it would seem 
necessary to devote some time to the three mental seeps that are 
involved in knowing and to the idea of signs and sign~action. 

THE COGN ITIVE PROCESS AS A SEMIOTIC ONE 

Perception is a process through which we acquire knowledge 
about the ~vorld around us by apprehending things by che sens­
es. Perception has been often viewed as our most basic source of 
knowledge (Audi 1998: 3). However, it is very important to make 
the difference between three distinct steps in the cognitive process: 
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smsation, prruption and interpretation. What we mean by sensa­

tion is roughly our impressions, which resu lt from the process by 

"-hich physical characteristics of the environment reach us through 

the smses : in our case sight, hearing, touch, smell and taste. Our 

senses are selective: each one gcapcures" particular stimuli and has 

iis own subjective limits (Deely 200 l :7). However, aU the senses 

could do is sense. Perception, on the ocher hand, supposes aware­
ness. Awareness is always awareness ojsomeching: pe rception, then, 

is being aware of a presence, being aware of the stimuli of che ex-

1cmal world, which exercise certain effects on us. We could argue 

tlut sensation and perception, being preliminary seeps of any cog­

nith·cact, are involved in the internal order of the information that 

reaches us. Bur acmal cogn ition culminates in interpretation: chat 

is, the relation of the effects exercised on the interpreting mind by 

things and the internal order of objects we have created of all the 

various phenomena of experience. Interpretation is relating the ef­

fects of the present experience to a cognitive system of beliefs chat 

map, however imperfectly, che external world. This map has struc­
ture, organization and most importantly - a system of rules that 

govern its elements. However, a thing possesses a singular mode of 

aiscence that characterizes its quality of a here-and-now presence. 

i,l 

By a thing I mean an object whose occurrence in any 
universe of reality or fiction is nm ip50 faao constituted by 
any law or reason, but is an act, arbitrary. An ace cakes place 
hie et nunc and cannot be generalized without losing its vi­
tality as act. A generalized act is a law; but a law, without an 
arbit r.i..ry to carry it out in each instance, remains an impo­
tent fo nnula. lt is legislature without an executive, a judge 
without the sheriff. Because an act is thus anti-general, and 
a thing is constituted by an ace, a rhing is necessarily indi­
vidual. (Peirce in Bergman & Paavola) _ __,, 

1s rings us to our initial dlaim chat interpreting things im-

◄ 
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plies drawing comparisons between different singular components 
and necessarily involves general elements. The function of thought 
is to carry the cognizing subject from a state of indeterminacy (or 
doubt) to a state more or less determined (belief ). This process re• 
Aects the necessity to reduce the manifold of sense experiences ro 
unity. Interpreting a thing firs t and foremost requires being aware 
of it. But di recting our attention to an external presence is only the 
denotative power of the mind to register a presence. Before we can 
make any comparisons we need to recogn ize chat presence. This ac­
tion is separate from and precedes the process of attaching a predi­
cate co the thing, thus transforming it into an object. Presence on 

its own could not function as a p redicate. In th is process the funt• 
tion of the copula - which means is or would be - operates as the 
conception of being. As such, its only function is connecting a sub• 
ject to a predicate. Thus, presence and being are the beginning and 
end of any conception because they represent the reduction of the 
multiplicity of sense experiences to unity. The conception of being, 
according to Peirce, is possible only through the formulation ofa 
proposition and propositions consist of a component that repre· 
sents a thing and another one that rep resents a quality. Building 
on the theories of the newly established disc ipli ne of physiological 
psychology, Peirce argues that the only way through which we can 
know an object is by comparing it to another (EP 1: 5). ln other 
words, to know an object the m ind must relate it to another one. 
But all relations between two objects require the idea of mediation 
between the two. As two people who speak different languages 
~ced a third who can act as interpreter in o rder for a communica­
tive process to be possible, so two objects require a third element to 

act as a vehicle of the cognitive process. Th is element is what Peim 
calls a sign. 

somcAo:t ~sh:~hi':;h~hi:h.ser~es to convey knowledge of 
Tu· . . g, tch l[.ts said to stand far or represent. 

is thmg is called the object of the sign; the idea in the 
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mind that the sign excites. which is a mental sign of the 
same object, is called an intupntanl of the sign. (EP 2: 13) 
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Thinking is a fundamental evolutionary process that serves to 
adapt organisms to their environment and according to Peirce this 
process takes place in the form of interpreting signs (EP 2: 4). This 
process of sign-aaion he terms semiosis. The definition o f the sign 
follows the scholastic term signum as that which stands for some­
th ing else, which began with St. Augustine, but adds a third ele­
ment in the relation -interpretation. The sign mediates between an 
objm and a mental effect (the interpretant) that the object deter­
mines of the mind through the sign. The difference between a sign 
:rnd a physical entity is that the former is transient and represents 
a particular kind of dynamic relatio n between three elements. This 
transience installs certain limits on its representational capacity 
:rnd as a consequence the sign rep resents an object only in a certain 
aspect of it. 

SIGN 

OBJECT INTERPRET ANT 

Figure I . Peirce's triadic sign model 

Th is triadic model is an instantiation of the sign, which cannot 
capture the inherent dynamism of sign-action, but se rves on ly as 
:rn illustratio n. Every object determines its sign ificatory element by 
setting certain restrictive conditions, which have to be observed in 
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order for successful signification to take place. Therefore, the sign 
is able to represent only certain characteristics of its object. The in­
terpretant we could imagine as a more developed translation of the 
sign, as a step co a higher and deeper apprehens ion of an idea. The 
key quality of the incerpretant is its abilit y to transform into an­
other sign, which mediates between the object and another, even 
more developed, interpreram. In ch is way an interpretative chain 
is fo rmed, wh ich is characterized by an increased and continuous 
accumulation of interpretations. The incapacity of the sign co rep ­
resent the object in its enti rety means chat new interpretancs are 
produced indefinitely and the process of semiosis is unlimited. But 
we said earlier that thinking adapts organisms co their environ­
ment. This means that sign-p rocesses must produce stable, lasting 
and accurate interpretations and interpretative schemes that ensure 
the survival of both the individual organ ism and the species. There­
fore, the main function of semiosis is a homeostatic one: it gives 
rise to sustainability in the semiotic system, in which we observe a 
habit-taking tendency. ln this process interpretantS lose their initial 
spontaneity and acquire regularity. 

The sign is not simply an element of semiosis, but it itself occu­
pies an interval of time and is a process. Meaning, therefore, is not a 
static component ofimerpretation, but is the triadic and dynamic 
relation between sign , object and incerpretant. In Peirce's semiotics 
the sign mediates between something passed and something im­
minent and the effect their relation would produce. Thus, semiotic 
mediation is triadic, which means that it is not the rcsuJr of me­
chanic causality, but is an irreversible evolutionary process chat is 
purposive. It is, therefore, directed to an end that could be included 
in general description (Houser forthcoming: 32). In the spirit of 
evolutionary theory, both change and sustainability, defined as the 
tendency to acqu ire habics, arc characteristic of Peirce's sign modeJ. 

The idea of habit is central co the understanding of the imer­
precam and to the connection between pragmatism and scmiot-



INTERPRETING THINGS 59 

ics. As we have already said, the interpretant is the mcmaJ effect 
determined by the sign in the interpreter. In scmiosis, this clement 
divides itself into three distinct subdemcnts. One such threefold 
division that Peirce examined in 1907 is that of the cmotiona1, the 
energetic and the logicaJ. The cmotionaJ intcrpretant includes the 
quality of feeling, wh ich means a mere se nse of comprehending 
the meaning of chc sign (EP 2: 409). The energetic interprctant in­
cludes not only feelings but it evo kes an effort, a physicaJ reaction 
aused by the interpretation of a sign. The logical interprctant opcr• 
ates on the level of the intellect and is gencra1 in its capacity to en ter 
into relation. Pragmatism as a method of ascertain ing the meaning 
of complex ideas, we should remind ourselves, studies the general 
conditions of the references of signs to the intcrprctams they de­
term ine:. Therefore:, pragmatism is a method directed mainly co the 
investigation of the operations oflogical intcrprctants, which arc of 
the fo rm of habits. Unlike James, who thinks that the meaning of a 
given conception is displayed as a form of recommended behavior 
or expected experience, Peirce focuses on the meaning of objects, 
displayed in the habits that fo lJow from chem. The pragmatic max­
im receives another revision . 

... the whole meaning of an intellectual predicace is 
that certain kinds of events would happen, once in so oft.en, 
in the course of experience, under certain kinds of existen­
tial circumstances. (EP 2: 402) 

Habits represent a tendency for folJowing particular patterns 
of behavior in similar combinations of circumstances in the future, 
which become rules of behavior that arc reached through a process 
oflogia.1 criticism and controlled thought. If we consider chc logi• 
cal intcrprctant - because of ics general and conditional form - as 
the true imcllecrual conception of a sign, then we could examine 
n as a species of habit : it docs not result in further thought, but in 
initiating adequate consequent actions that follow wdl-dc6ncd yet 
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capable of adjustments patterns. The logical inteprcram is then a 
self.correcting and self.analyzing habit. It captures the highest level 
of apprehension of an idea and in orde r to attain maximum clarity 
of that idea we shou ld only describe the habit it ema ils. 

But how otherwise can a habit be described chan by 
a description of che kind of action which it gives ri~, with 
che specific:u ion of the conditions and of the motive. (EP 
2, 418) 

Peirce demonstrates the utility of pragmatism to ascertain 
the meaning of objects through the habits of thought and action 
they fo rm. Habits are dependent simultaneously on generality and 
on concrete instances of actual ization unde r certain conditions. 
The refore, they contain both general and singular components , 
which arc inseparable from the purpose in herent in them. 

Peirce would continue to develop his pragmatism and search 
fo r further proof of its truthfulness. Since pragmatism is a part of 
speculative rhetoric and as such inquires into the general condi­
tions, according to wh ich signs refer to their inrcrpretants, i.e. r.he 
ways in which signs communicate meaning, it is necessary to ex­
amine wh ich kinds of reasoning can reach new meanings and new 
knowledge. Acco rding to Pe irce, there is only one kind that serves 
that purpose - abduction. 

PRAGMATISM AS THE LOGIC OF ABDUCTIO 

Peirce argues that there are three distinct kinds of reasoning: 
deductive, inductive and abductive. Deduction is what we could 
call necessary reasoning. In this kind of chinking we begin inquiry 
by setting out from a hypothesis, which is defined abscraccly (EP 
2: 212). Deductive reasoning docs nor require from the thinking 
subject co consider whether che premises of the argument reAect 
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adequately chat which is independent of thought. Instead, the sole 

requirement is ro consider a mere hypothesis from which thought 

isled to a certain conclusion and not so me other. In other words, if 

the hypothesis is somehow actualized then necessarily the conclu­

sion, which is not stated in it, will always be true. A deductive infer­

ence would be a valid one only if there really is a relation between 

the supposed premises and the conclusion. According to Peirce, all 

deductive reason ing is diagrammatic in its esse nce: when a person 

develops his argument according to the form of deduction, s/he 

will always construct an image of the hypothesis and continue from 

it with observation of phenomena (EP 2: 212). It is what we ob­

serve that forces upon the mind a suspicion whether the object of 

cognition is true or false. What is the most striking feature of well 

developed deductions is the successful introduction of abstractions 

in them. This means that diagrams are transformed in such a way 

as to allow features of one to appear in another as objects. This 

process cakes three distinct steps. First, separate propositions are 

copulated into one. Second, a certain part of the propositions is 

removed without allowing a possibility for a mistake. And third, a 

pm of the proposition is added again not allowi ng mistakes. Thus, 

11·hat wecall the meaning of a proposition captures all the necessary 

deductions that cou ld be drawn from it (EP 2: 214). 

Inductive reasoning, unlike deduction, is essential to experi­

mental investigation (EP 2: 215). It starts with suppos itions, which 
being correct would provoke particular effects that are sensible 

under certain conditions. The risk with induction lies in accepting 

that experimental confirmation, or verification, provides definitive 

probability of the theory being tested. This is an idea that Peirce 

strongly rejects because probability only applies to the actualiza­

tion of singular events in the course of expe rience, which fulfill, 

:U we said, particular conditions. But definitiveness could not be 

rtachcd because mere possibilities cannot be counted and thus 

included in an experiment (EP 2: 21 S ). Induction begins with an 



62 ALEKSANDAR FEODOROV 

observation of a single face and a suggestion regarding the rule that 

governs it, on wh ich the investigator base~ partic_ular p~ogn_ostS 
and then tests chem empirically. The funcnon of mdurnon 1s to 
confirm experimentally the initial suggest ions regarding the ruk 
Therefore, a valid inductive argument would depend on a necessary 
relatio n between a theory - which is always general, and an actual 
event - which is always singular. 

Abduction, on the other hand, begins from effects, chat is from 
observed facts, and aims at reconstructing their causes: "Abduction 
consists in studying facts and devising a theory to explain chemn (CP 
5.145). The form this kind of reasoning adopts is the following: 

The surprising fact, C, is observed; 
But if A were true, C would be a matter 

of course, 
Hence, there is reason to suspect that A is true. 

(CP S.189) 

This means that abductio n introduces explanatory hypothesis 
and is the only kind of reasoning capable of attaining new know[. 
edge. While deduction proves what an object is and induction that 
an object actually exists, abduction simply demonstrates that an ob· 
ject might be if certain conditions are mer. Peirce argued that all 
esrablished scientific theories are arrived at through abductive rea­
soning. He believed chat thinking organisms h ave evolved a certain 
tendency to guess somewhat correctly the dynamics of their envi• 
ronment, which tendency includes general elements operative at 
the level of perception. In logical terms, a general is something tha1 
could be a predicate to a multiplic ity of subjects. Unl ike Aristotle, 
Peirce argues that whe reas propositions migh t include numerous 
subjects, all of which strictly speaking are singulars, there could Ix 
only one predicate attached to them, which is necessary general. 
But an object is a singular and as such it could nor be a general. 
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All propositions relate to the same ever-reacting sin­
gular; namely, to the totality of all real objects. (EP 2: 209} 
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This has lead Peirce to the co nclusion that perception and ab­

duction are dosely related, even inseparab le. Since people's ability 
to form relatively adequate guesses regarding the actual state of af­
fairs in the real world is a particular insight, then chis process could 
not be entirely subject to self-control. Perceptual judgments are 
forced upon the mind by a process which cannot be controlled and 
arc, therefore, not susceptible to logical criticism. Go ing back to 

the pragmatic maxim we focus our attention to the effect of a con­
ception, its purpose and meaning. It is somewhat clear that mean­
ing refers to a particular kind of complex thought - the argument. 
The end of an argument is the acceptance of a conclusion derived 
from a particular set of premises. Thus, this conclusion could be 
termed the meaning of an argument. Moreover, meaning presup­
poses intentionality, which might lead to the inference that mean­
ing is equivalent to the intended interpretation of a complex sign 
such as an argument. If the meaning of an argument is this intend­
ed interpretation, then the meaning of a proposition and of a term 
are exhausted with that, which they contribute to the conclusion of 
the entire argument (EP 2: 220). However, if our ultimate goal is 
reaching the highest state of apprehens ion of an idea, which is the 
goal of pragmatism, then we must be able to form an account of the 
meaning of a term. To find a satisfactory answer to that problem 
Peirce thinks we should asks ourselves what the purpose of a term 
is. A term has little or no utility at all until it is introduced in a 
larger construct - the proposition. By introducing a term in such a 
1••hole, we form a predicate. Whereas a subject has only an indexical 
role and as such is a singular, a predicate contains general clements. 
This is what Peirce means by equating pragmatism with abductive 
logic. 

The statement rests on three cotary propositions as he calls 
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them. According to the first, everything which is in the mind hli 
been first in rhe senses. Peirce elucidates that mind is "che meaning 
of any representation in any kind of cognition,n whereas in tht stnitS 

means "in aperceptualjudgmem, the starting-point or first premises 
of all critical and controlled ch inking" (EP 2: 226-7). The second 
proposition is char perceptual judgments contain general elements 
and the third is chat there exists no sharp boundary between ab. 
duction and perception. Thus, in Peirce's lace pragmatist writings 
perceptual judgments become equated wich an extreme case ofab­
duccive reasoning. Since abduction is a form of reasoning it is also 
a form of inference. Adopting an explanatory hypothesis - which 
is what abduction is - is always subjected to particular conditions. 

Namely, the hypothesis can not be adopted, even as a 
hypothesis, unless ic be supposed thac it would accoum for 
che facts or some of them. ( EP 2: 231 ) 

If we observe a surprising event and if a rule is true chat explairu 
it, there exists good reason to think that the latter is true. All forms 
of reasoning - deduction, induction and abduction - are forms of 
inference and it seems that the last is entirely given in perception. 
According to the pragmatic maxim, a conception is an empty one 
and has no logical content, if it does not differ from another con­
ception in such a way as to modify the consequent behavior of the 
mind differently than the second. 

_ ... if pra~matism is the doctrine that every conception 
is a con_cepcion of conceivable praccical effects, ic makes 
c~ncepn~n reach far beyond the practical. It allows any 
A1~ht of imagination, provided this imagination ultimately 
alights _upon a possible practical effect, and thus many hy­
pod~es1s may see m at fi rst glance to be excluded by the prag­
manc maxim that are really not so excluded. (EP 2: 235) 
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What makes of abduction a good one is the ability to explain 
facts and determine their causes. Its purpose, therefore, is to lead to 
the avoidance of doubt and the establishment of a positive expecta­
tion of a future occurrence (bel ief - habit). This process must al­
ways go through an inductive test of expe rimentation, i.e. through 
empirical confirmation. Any hypothesis could be ad mitted in in­
quiry but it should be at the same time such that allows verification. 
This is what, at the end, pragmatism aims at. 

CONCLUSION 

Pragmatism is a philosophical tradition with a rich history, 
eren though it has been undeservedly neglected with the rise of 
logical positivism and analytic philosophy in the 20th century. What 
distinguishes it from the school of classical idealism, for example, is 
its devotion to radical empiricism, to borrow the expression from 
James. Instead of pondering the Absolute, pragmatists focus on a 
dynamic investigation of the world and demonstrate a devotion 
to an evolutionary understanding of both physical and psychical 
processes. Peirce differs radically from his contemporaries and the 
neopragmatim of the 20th century in his enormous erudition in 
scholastic philosophy. It is from the Lati ns chat he obtains the idea 
of sign, and it is his idea of semiosis that runs through h is prag­
matism, which is entirely missing in James, Schiller, the Florentine 
School, Dewey and other followers of the pragmatic doctrine. As 
ire said, most generally semiosis is a term designating sign-action 
and since all thinking is in signs, accord ing to Pei rce, then chinking 
isa particular manifestation of scmiosis. 

Thinking is a purposive process of acquiring knowledge. In 
order to cognize any quality it must be actualized hie et nunc in 
things and abstracted into objects in order to be fi.t for further com­
parison and introduced into a structure. This structure represents a 
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system of beliefs or habits that govern all future behavior, informed 

by previous experience and positive expectation of particular ot· 

currences under certain conditions. The test for knowing a thing 
in a p ragmatist sense means to be able co make accurate guesses of 
the effects an object would produce in various scenarios and the 
causes of those effects. Pragmatism is, therefore, directed to a con· 
dicional futu re sense and focuses on processes of transformations 
rather than on essences. Meaning is also a process of transforma• 
tion: not a static element in an epistemic system, but a dynamic 
relation in a semiotic one. The vehicle of meaning is the sign, which 
includes a singular component (the object) as well as a general on( 

(the interpretant). The interp retant is a belief, or rather a habit, that 
refe rs to the cognized object and directs che future behavior of th( 
interpreting subject. Thus, interp reting things in Peirce's pragma• 
tism and sem iotics means the controlled and critical mapping of 
reality and its transformation into an objective world. While the 
former is independent of any individual mind, the latter is an en· 

tirely mind-dependent semiotic system, wh ich is lawful, purposirt 
and homeostatic. 
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PE3IOME 

11HTEPnPETAL\ l-1JI BEl.llEH, 
nPArMAT113M l-1 CEM!-1OTl-1KA nl-1PCA 

TTparMarnJM BOJHHK B 70-x roAaX XIX BCKa KaK ncpBb!H J11a<fltTCAh­
Hwii: aMepHK:1.HCKHH BKhaA B ,tmAocoipmo. l1JHa<faAbHO 011 6blA JaAyMaH 
QJ.MCTOA YCTaHOBAeHHH 3Ha'-leHHJ:I, H KaK TaKoBOH CBJ:13:1.H C CCMHOTH'IC­
CJ.Oii: AO KTpm1olt 'iapAbJa Ca11Acpca n1-tpca. B 3ToH CTaTbe Mbl 06cy,i,;:­
.t.U11 BOnpoc O TOM, 'ITO 3Ha'IHT llHTcpnper1-1posaTb sew;H , AO KaJblBaCM, 
'n-OJHa'leHHe - 3TO liflfeKT Ha PaJYM, HaAO)KCHHbli°l na Hero B pe3yhbTaTC 
nptto6peTCHUOro OllblTa. 6ohhwOe Jlla'leHHC HMeCT pa3AH'ICHHC MCiKAY 
DOHJITIUIMH B(I.Ub, KaK pa3yM-HCJaBHCHMaJ:I, H 061,eKT, KaK paJyM-3aBH· 
Oncwii:. HHTepnpeTa11HJ:1 peaAbl!OCTH BKAIO'laCT B ce6J:1 fopMupoeaHHC 
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onpeAeAe1111oro 11a6opa npeACTa.BAfHmf 06 o6'beKTax TT03HaHIUI, KOm­

pb1c <pyma.tHOIIHPYJOT KaK np11 Bbl'IK.H, HanpaBAJIIOlllHC rtOC.\CA}'lOllltt 

noBCACHHC. 3ua'ICHHC - 3TO HC CT.lTH'ICCKJ1t, 3ACMC HT lrHICTCMl.f'ltt):Oii 

OICTCMbl, HO n p CACTaBiVICT co6oH A HHaMH'I CCKOC OTIIOll.lCHHC a CCMHO­

TH'ICCKOH CHCTCMC. CpeACTBOM n cpeAa'l H 3 Ha 'ICII IUI Bb!CTynaCT3HaK,XO· 

TOp blH BKAIO'-laCT B cc6jl KaK CAHHH'IHblC, TaK II o6[llHC 3ACMCHTbJ. HHTep­

npcra11m1 BCutcH npCACTaBAJICT co6oH KOHTP OA1tpyCMOC H KpHTil'ICCK<M 

Kaprorpaq11-1poeam1e peaAbHOCTH Hee rpa1mJ)opMallHIO e o6bCKrnBHblii 

Mttp. 
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Before passing to my discussion of variow poetic representa­
tions of things (whereas thing(s) will also be referred co herein as 
ob]ttt{s)), I should like co focus for a while on the particular role 
and the specific characteristics of the notion of'things'. 

While the conscious contact with objects is part of everyday, 
common and most elementary expe riences shared by h umans, che 
enensive and abstract idea o r concept of 'things: as consolidated 
ollld fixed in our consciousness and (re)confirmed in the uses of 
language:, has resulted from a complex cognitive: process. The word 
rhi111sunds for, and refers co, a variety of objects - of the examples 
.u lwid: a stick, a match, a column, and so on; thus, objects of di­
ve~ origin, size/ dimensions and qualities, and of diversified pur­

~ and uses. Thus, what thing denotes is natural objects - such 
U. fo r instance:, a stone - and artefacts - a lamp-bulb being the 
c.u.rnplc. What is mo re, the scope of use of the word thing encom­
j)mc:s material objects as well as things immaterial; following those 
of the former category, the laccc:r tend to be perceived as separate 
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beings, o r entities, and can be subject to memal/reAectivc as well 
as linguistic operarions. 1 Let us note that the pronoun somrtbint 
has no less an extensive capacity. The extension of the notion of 
'thing(s)' and imbuing it with an abstract meaning allows to ex­
pand it co varied inceUectual contents; ro make the point apparent, 
lee us quote some examples: Talent is a valuable thing-. or, Beinglm 
is a reprehensive thing to do, ere. 

The way such abstract objects are generated - as products of 
mental operations - is identified by cogniciviscs in terms of a no­
t ional metaphor mechanism: the experience acqui red in contact 
with material things is transposed into the immaterial sphere. Ap· 
proaching a certain segment of experience as things enables one 
to speak, describe, evaluate, count, measure (and so on) the deter­
mined mental object; in a word, such an object can be treated as 
if it were a sensually perceptible object. This would fall in the ca1• 

egory of 'ontological metaphors: to use George Lakoff and Mar\: 
Johnson's concept.2 

In considering the status of material objects, which constitute 
a prototypal representation of the notion of'thi ng(s)' - that is, the 
notion's experient ial core and the basis for acts of by-analogy think· 
ing - it becomes pretty apparent that, although these objects exist 
as phys ical entities and have, in some measure, their objective exist· 
cncc ensured, many of them disclose, in parallel, clear amhropo· 
logical features: they are perceived from a typically human perspcc· 
tive.3 Individual material things produced by man, as well as chose 

1

• 1:'1e opposition 'real object versus immaterial object, rendered dis, 
tmct intellectually' is taken into accoun t in a variety of philosophical 
~Ystems, with varied terms used to denote both elements; for instance, 
natural objects' vs. 'intentional objects'. See P. de Man Blindness and ln· 

sight, 2..i ed., Minneapolis, I 983, P· 24. ' 

l . See G. Lakoff and M.Johnson,Metaphors we Live by Universiryof 
Chicago Press, 1980. ' 

J h The ~oncept whereby the notion of 'thing(s)' is conditioned an­
t ropolog1cally, linking a thing with (the) language and a typically hu· 
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which were initially natural bur became separated by humans from 
che natural environment and ascribed their specified functions in 
che area of human activities (fo r instance, stick - used as a support 

or a fighting tool; husk of a large fruit - serving as a vesse l; etc.): 
all these objects reveal their dependence on humans, complement­

ing and supporting his co rpo ral functions and enabling sat isfac­
tion of strictly human needs. The various actio ns pe rformed or ac­
complished with the help of these things, and the very methods of 
chtir classification - as fixed in the linguistic qualifications and/ 
or designations, prove chat they are joined with the human needs 
and behaviours, or with certain spheres of soc ial life, as well as with 
ralues cultivated within ind ividual cultural communities. Suffice it 
to recall the names - clearly derivat ive, shaped by the man-thing 
relationship - of classes of material objects such as objects of daily 
ust, rhingr lost/found, useless things, school accessories, stage props, 
forfeits (lottery prizes), trinkets/knick-knacks, valuables; and so on, 
and so fo rth. The anthropological perspective becomes apparent 
also in the way(s) objects of a symbolic function are perceived - to 

memion suptre, altar, order/ decoration, and the like; chis extends 
to a variety of objects which in a specified cultural environment 
arc treated as fetishes, amulets, talismans; or, ocher magical objects 

man prrception, transfers things into the culrnral space. An oppositional 
stance is raken by Bjornal Olsen (sec B. Olsen, In Defense of Things: Ar­

di.uoUJg] 11nd the Onto/qgy of Objects, Lanham: Altamira Press, 20 10): 
pbcing an emphasis on the needs of research into material cu1mre in ar• 

ru such a.s ethnography or archaeology, this author opts for pr~rving 
Ult au1onomy of the material world with respect to cognitive acts and 
l.i.nguage. Opposing a logo-centric attitude, he claims chac "things be left 
as they are in their essential othernessR (p. 9 1), and "break loose from 

the ttnual and linguistic ghetto" ( p. 98). l11is stance cannot however be 
SUstaincd when it comes to investigating the scams of thi ngs in poetry: as 
Lublin-basc:d cognitivisu describe ic, poetry brings to existence 'worlds 

bcrond words' (cf. R. Tokarski, Swiaty za s/owami. Wyklady z semanty!d 
/&sytJ119, Lublin: Wydawnicrwo UMCS 2013). 
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such as en chanced sword , ring, golden horn , horscshoc, etc. A:. 
these th ings are cul rural products and carry senses or manings dia 
have been ascribed co chem and interp reted by people whodm:lop 

and expand various ritual practices arou nd chem. 
In his analysis of dependence of the scams of objem upon tbc 

activity of man, V ladimir Topo rov no tices char: 

Cre:uion of th ings fo rms, ch ronologically, the last 
wave o f cosmo*gcncsis and amh ropogencsis. the scage of 
creation chat develops at present. Noc on ly does man see 
and expe rience chis srage bur he also, being inside it, attests 

co it in chat he acts as a dcm iurgc, 'make r: homo faber. 4 

C reation o f th ings sho uld be underscood in chis context not 
only as producing material objects, such as manu fucmre ofimpk­
mencs o r ornaments, but also - in a b roadest sense - as singllll! 
out of separate entities as objects o f tho ugh cs and actions, including 
chem in broader conceptual arrange ments or systems dependent 
on the scenarios of human behaviour. This is expressed in chewtl" 
the conceptual p rofile o f individual elements o f reality is shaped. 
wh ich implies a processing o f the p hys ical real it y into a culcurally 
determined and fami liarised anthroposp here. Things becomeo,•ff· 
grown with meanings, getting converted into symbols. Art plays a 

part icularly active part in this process of gai n ing meaningful func· 
tion b y o bjects and uti lisation of their symbo lic meanings. Polish 
ph ilosopher H enryk Elzenberg, who discove red in the devdop­
~enc and extens io n of symbolic semiosphere the quality of enrich­
ing the wo rld , wro te : 

• As .retranslated from: W.N. Toporow (V.N. Toporov], Ruczwptr· 
spektywu 4 ntropologicznej, Part I: Rucz i a lowielc in idem PrustrU/f i 
;n, er.ms!. imo Polish by B. Zylka, Krak6w: U N iVERSt"fAS,2003. p. 
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To make the world more ideal ... its two mutually al­
ien, but axiologically mutually reliam, halves need being 
united. Rebuild the world to make it more faultless means 
to imbue objectiveness with subjectivity, and turn things 
external imo manifestations, aspects and symbols of the in­
ternal content. This is what art does, and it is art that func­
tions as a 'rebuilt' world. 5 
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Let us now take a closer look at the varying ways in wh ich 
objem are shown, or exhibited, in poetry, focusing in particular 
on attestations of their presence in human lives as elements of eve­
ryday experience. Our focus will be on things accessible through 
sensual cognition, those situated in the core of the notional scope 
of'material objects'. Poetry examines and records various spheres 
of human experience, diverse manifestations of mutual inAuence 
between man and external reality. Poetry gives expression to it by 
transmining, as a rule, extremely penetrating, non-commonplace 
images of things emerging in the consciousness of individuals and 
marked with this individual contact. Yet, anothe r thing to be borne 
in mind, poetry recurrently furnishes things with ste reotyp ical fea­
tures, so shaped by the cultural community {which is a less incerest­
ingaspect, since such references to things arc usual across the types 
of discourse). 

Let us notice, at the outset, chat poetic pieces oft:en (re)confim1 
the permanent presence of certain objects in the life of every person, 
family, group of people or larger community, portraying objects~­
ing 'homebodies' in the world of humans. ln such a concept, object 

becomes a sui generis participant in the occurrences and companion 
to the human being. It becomes an integral part of the scenarios of 

-H. Elzenbcrg, Kfupot z istnieniem. Afaryzmy w porzqdku CZIUtl, 

Tonui.: Wydawnicrwo UMK, 2002, p. 231. 
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the person's actions, co-creates the objective, or material, background 

of these actions, and forms a permanent element of the situation. The 
tacit presence of a domestic object may change the man's spiritual 
condition, or even carry a concrete message: " ... learn your tranqu~ 
!icy from things ordin ary", the Rev.Jan Twardowski advises.~ 

Through participation in the life of a concrete person ori. 

g roup of people, che thing gains a special value: no more un-owncd 

or anonymous, it becomes 'somebody's: {inter}relared with tht 
man/community, like the azure ribbon in the lyrical monologue 
integrated into Part III of Za kulisami [Behind-the-Scenes], a plaJ' 

by Cyprian Norwid: "Give me th e azure ribbon - I shall return it /I 

Without a delay ... ". The ribbo n requested by the dramatis person.a 
is not just any ribbon: it belongs to the woman bestowed by him 
with love, and represented a small portion of her world.7 

Such metonymical linkage of experiences is at the heart ofthr 
notion of'keepsake'. A token of remembrance of a person, or a thing 
recalling some situation or occurrence, expresses nostalgia for the 
bygone moment, a material connection with somebody/something 
lost, longing for a world and people that is/are not present anymore 
or is/are faraway. A thing presented 'in token of remembrance' solidi· 
fies the experience, the exciting moment, attests close relationships 
link.in~ people, and thus has an emotional value independent ofit> 
m_ace~ial value, The value of a keepsake is determined by its relation 
with its re!a~ionship, or connexion, with somebody/something dear 
and the will mgness to memorize such a relationsh ip. Thus, an object 
of small value, or entirely valueless, may become a genuine keepsake: 

~ d J.. T ;ardowski, Kiedy mdwisz, in idem, Kalendarz, selected by M. 

2(i0;
1
~~ 

1 
;;~da, Warszawa-RzeszOw, Agencja Wydawnicza Ad Oculos 

7 

h . 7~t u_s add that the request to offer the ribbon as a gift evokes tht 
~h~va nc nt~al: fight ing dressed in the colours of the beloved lady. Thus. 
qu~ :::;:~: ~:dexquis i_c e_ affective declaration from the man - and a re· 

y be w1llmg to consider him a close person. 
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it an be a pencil, a small notebook, a feather, a pebble, a tree-cone, 

or a dried branch (such as a branch of cypress, wh ich the Hem1it 

from Adam Mickicwicz's Dziady (Forefathers' Eve)), Part 4, preserves 

as a memento of his parting with his beloved one. Even if damaged, 

an object may become a precious memento o f an absent or deceased 

person. As Jan Twardowski confesses: 

things h:1.ve their own memory of rhe de:1.d 
thus the broken teapot remembers my mother' 

ln his :1.forc-quoted dissertation, Toporov remarks that: 

The ·sentimental' attitude towards things, and rhe 
related feeli ng of their being close to man and h is life, are 
simil:i.rly not founded, as a general ru le, upon the ' benefits' 
stemming from th ings or upon the ir functions, but instead, 
upon their properties as internally experienced by man and 
usocim·d by him/her with the particular momem(s) in 
their life. Yet, such an attitude with respect to rhings is only 
feasible for a man who can realise that the 'thing-related' 
level does not exhaust the essence of the matter - the latter 
being included in another, that is: spiritual, sphere.' 

The transformation of the natu re of an object: replacement of 
a nobody's, ownerless thi ng into one participating in someone's life 

and :1.rousing the sentiment of attachment, may imply conferment 

Jn the object of certain features of animated entity, which explains 

proce~ of anim(is)ation or anthropomorphisation. Zbigniew 

Herbert thus wrote of a stool: 

1 ldtm, liJI do Matki Boskil!j, from the volume of poetry Nit!bwkit! 
otldary {1980); translation based on the collection: J. Twardowski, 
~n,op.eit.,p. 131. 
' Toporow,op. cit., Part II: 0 bardz1rj nii ,.ruczowych" umach ruay, 
~ IJ.i 
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In rhe end one cannot keep this love concealed 

ciny quadruped with oaken legs 
Of skin coa rse and fresh beyond expression 
everyday object eyeless buc with face 
on which the wrinkles of the grain mark a ripe judgmem 

gray liule mule most patienr of mules 
its hair has fallen out from too much fasting 
and only a mfi of wooden briscle 
can my hand feel when I stro ke it in the morning 
[ ... )" 

As an object chat accompanies the man /its owner over the 
years, the thing is subject, together with him/her, tO the passagt 

of time, destruction, or degradation. The community of exisrena 
of man and his (her) accompanying th ings arouses with respectro 

chem the feeling of attachment or devotion , releases a peculiar soli­

darity with everyday objects or daily necessit ies which grow o!dcr 
together w ith their owners. Particularly valuable, and prccious, bt­

come things that have been in use fora very lo ng time: suchobjero. 

even if shabby and th readbare, appear to be associated the srrong· 
est with thei r users ( holde rs, consumers). P iotr Mitzner chuswarru 

against getting rid of such objects, in his poem Przeglqdactwo i 
wyrzucarstwo [ Browseism and RemovaLism]: 

I. 

Carried away from home 
behind the house 
broken stools 
shelves and railings 
a smashed gallon 
a soft challenge 
large-scale mowing 

~olk ~· :erbert, Stool (from the volume Chord ef Light), in: Z. Hcrbcn. 
c e. Pomu, trans. and ed. by Alissa Vales, New York 2008, p. 41. 
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ofchings 
Got their roots in my 
hc:adgrowing 

2. 
Don'cthrowom 
too much 
rhrow a half by 
way of trial 
don't throw 
away coo far 
so you could 
reach 
whilst still sranding here 11 
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As a component of occurrences or happenings of importance 
to a person or human community, o bjects may gain a sign value 
based on a metonymic or synecdochal relation, since they are de• 
mencsofbroader systems; they emer inco a variety of temporal and 
a.use-and-effect relationships with various object-related o rders 
and occurrences. They are capable of evoking past experiences and 
bccomingindexical signs of situations they have tac itly wimessed 12; 

P. Minner, Pruglqdactwo i wyrzucanlwo, from the volume Kropka, 
Wmuwa: W)·dawnicrwo tCHu, 2011, p. 70. 
· The witnessing function is close to the one of keepsake/ memento, :a.s 
in both cases things become, in a way, capsules of memory. A wimess func• 
tioiuas someone (dcrivativdy, :a.s an object :a.swell) who accompanied or 
'™ pmcm at an occurrence and hence knows what has hap~ned, and 
CUI :&r:tcst to it. In chis sense, he pre.serves the memory of rhe happen• 
mg. As fo r keepsake, it is about a cognisant act of ascribing ro the object 
dtt function of carrier of rem iniscences/recollections of a dose rd:uive 
ordtar friend, or some event or happen ing deemed important. Offering 

mcbody of a thing ':a.s a token of remembrance' is a means of solidify. 
the interpersonal bond, since the ching is supposed to remind and 

n:-ntikt the person who has given it :a.s a prc.sem. Based on chis principle, 
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they may record and render memorable tough, or rragic,expericnc­

es. Such is the case of Professor Mieczyslaw Por~bski's pockecknik, 
made of a piece of metal rim at a Nazi concentration camp, as com­

memorated in Tadeusz R6iewicz's poem Noiyk profisora.B Tran~ 

posed years afterwards into a different reality, lying amidst a pilc rl 
books on Mr. Por~bsk..i's desk, this object reconfirms that his Lager 

experience was real, and carries a painful charge of emotion. The 
sequence of reminiscences, blended wich scenes from che prtSCnt· 

day life, releases a peculiar play of meanings. The pocketknife is no 

more a banal object {for instance, a lettcr•opening knife) but turns 

instead into a witness of the camp gehenna - and thus "bridges the 
pastwich the future~• -' 

The buttons dug our from the mass graves of Karyn simJarly 
se rve as dumb witnesses of genocide - as in Zbigniew Herlx:rt'1 

thrilling poem Guz.iki [Buttons] (wh ose first and last scanzareadai 
follows) 15

: 

In memory ef Caplain Edward Herbert 
Only burrons wirnesses ro rhe crime 
proved unyielding oudasred death 
and as sole memorial on the grave 
rise up from che depths of rhe earth 
[ ... ] 

only buttons proved unyielding 
the mighty voice of a muted chorus 

k~ps7 (or memenro) becomes 'furure-orienced' the very momenc it is 
0 

ere h ; r.he m_omenr the comenc of the keepsake object is perceived or 
~;pr~ e~:e.d, 1~ renders realise the past occurrences in rhe present 1imt. 

~l:t5kie: 
200

~~wicz, Noiyk Prefesora, Wroclaw: Wydawnictwo Doino· 

:; iit:\:· 7 (repeated on p. 8 of the poem). 

Poerm.'op. ;it.,r~- !;~om (from the volume Rovigo), in: idem, Colkctd 
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only bucrons proved unyielding 
buttons from coats and uniforms 
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In the situations analysed hitherto, the emph asis is on the ob­

ject's attitude to the man, thus h ighlighting the relationship's an­

thropological aspect. The th ings discussed have a particular status: 

they are associated with the people and important to them, to a 

particular individual. Yet poetry challenges, now and then, the ap­

parently obvious affiliation of objects to the un iverse of humans. 16 

One such sceptical reAection with respect to the 'man-object' re­

lationship is expressed in Wislawa Szymborska's poem Rozmowa z 
kamieniem [ Conversation With a Stone]: 17 

I knock at the stone's front door. 
Ak's only me, let me come in. 
I want ro enter your insides, 
have a look round, 
breathe my fill of you." 
~Go away; says the stone. 
'Tm shut tight. 
Even if you break me to pieces, 
we'Hallstillbeclosed. 
You can grind us to sand, 
we still won't lee you in." 
I knock at the stone's front door. 
"Ir's only me, let me come in . 
I've come out of pure curiosity. 
Only life can quench it. 
I mean co stroll through your palace, 

This would be a reflexion focused similarly to Bj0rnal Olsen's views 
burdon his In Defenu of1hings, op. cit. 
1

• W. Szymborska, Rozmowa z kamieniem , from the volume SOL 
1962). The quoted translation ( Conversation with a Stone), by Stanislaw 

Bmiiczak and Clare Cavanagh, is from: http:/ / forkedtongues.dream­
"idth.org.135685.html. 
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then go calling on a leaf, a drop of water. 
I don't have much rime. 
My mortality should couch you." 
[ ... ] 

This particular piece portrays {a) scone as a mysterious cnri~ 

and, at the same time, as a pretty ordinary object, like adropofv,1-
ter or a leaf. But even wich such commonplace things, the hUlll.111 
cognitive powers turn om to be delusive. \Vhile the existencc d 
objects is not called into question, there is nochingknownofthcm 
for certain, or the knowledge acquired appears superficial and, ~ 
sencialJy, ostensible; man, for his part, is reliant on the confi.nes stt 
by human experience. ln order to cognise a thing, a human bcin£ 
should break the barrier of existential differences - normally, .n 

unfeasible exercise. For all chat, in his endeavour to mentally ap­
proach the intriguing object, man gives the object the surusofp(r· 
son and attempts at entering into a dialogue with it; asks theob~ct 
questions and receives the answer{s). Man imposes the cognirirc 
schemes he knows upon the separate entity being examined, an­

thropomorphising or animising things. But these cypically human 
practices only confirm the mutual distinctiveness of the world of 
humans and the world of things. Although man is capable of carry­
ing out a versatile invest igation of their phys ical parameters, human 
im~gination remains incapable of fathoming the singular nacurc of 
ob1ects. No su rprise, then, chat the 'human I' can hear in reply: 

"[ ... ] 
You may get to know me, but you'll never know 

My whole surface is turned toward you, 
all my insides turned away."18 

me rhrough. 

Similar conclus ions regarding the pebble, which appears "eqiul 

•• Szymborska, Conversation with a Stone, op. cir. 
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co itself// mindful of its limits" and "cannot be tamed", are uttered 
inPebblt [Kamyk], a poem by Zbigniew Herbert. 19 

Because of our further considerations of the particular status 
of things in the poetic universe, it is important to emphasise that 
objects owe their stabilisat ion (as si ngled-out entit ies) and the per­
petuation of their notional profile to the names denot ing them. 
The reffexion on the status of things in the conscience oflanguage 
users leads to the conclusion that the very existence of an object 
as a separate being recognised within a given cultural community; 
ascribing a definite conceptual shape to it depends on the genera­
tion of the object's name and on making this name part of the ut­
terance. The intuition that the separation of an object is founded 
upon this dependence is confirmed by the ethymology of the Pol­
ish word for 'thing' - i.e. rzecz, disclosing the association between 
the notion of 'object' with 'speaking' (Polish verb rzec means 'to 
say/utter'. As Aleksander Bri.ickner has established20

, rzecz "origi­
nally meam 'talk' [resp. 'parlance: 'speech'] or 'word"' - and subse­
quently •converted, like amongst the ocher Slavs, to the meaning of 
'thing••. This shift, of a metonymical nature ('talk' is 'what is talked 

about'), reveals the aforementioned anthropological determinants 
ofchescruttureof che world: the human world.or human universe, 
is the one of'chings pronounced/expressed' - that is, named, sin­
gled out, and modelled with words; it is comprised in a conceptual 
framework/network and (en)coded linguistically by man. 

Thus, language is capable of bringing a variety of objects into 
existence, which takes place owing to the denotative or referential 

'' Herbert, Pebbk (from the volume Study oftht Objtct), in: Herbert, 
Cdkcud Poems, op. cit., p. 197. 

A. Bruckner, S/ownik elymologiczny Jriyka polskiego (a Polish cry­
lbologJdicrionary), WarS?.awa, 1957,cmry' rzecz' (thing). 
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function of names. Even some paradoxical beings may be created, 

which are denied existence: "The most beautiful is the objca 
which does not exist", Zbigniew Herbert once stated, ascribing 
to such an object a number of properties it 'normally' would noi 

have.21 The ontological status of things rend ered conditional upon 

their linguistic correlative - i.e. the name - has been facetiously 
commented by che aphorisc Scanislaw•Jerzy Lee: "There's manya 

thing never conceived// of inability to be named':22 

In literary works it is language chat acts, quite clearly, as the 
intermediary opening the access co che world - and the world de• 

pieced in the text becomes the exact projection of the utterance. 
Creating and uttering the names of objects, naming chem, is tan· 

tamount to calling them into existence. This becomes appar~nt 
in a particular manner in poetry, which creates a depicted, or rep­
resented, world. The discursive technique used in the creation of 
new notions or concepts and in calling the thus*shaped things into 
existence is the use of neologism, of which poetry often makes use. 
shattering the cognitive routine. This technique is used by PoCts 
who create poetic universes that are more or less different from the 
stereotypical images of the world we acquire through daily concact 
with reality: these seemingly objective images determined by the 
ethnic language and national culture. A new word introduces a 
new object in the 'world behind {the) words: thereby modifying 
the image of reality. This is true with respect to material objects as 
well as abstract things. 

. As the type of art chat explores the linguistic material in a par· 
ucular and unique fashion, poetry offers numerous examples of ad· 

21 
Herben, Study of the Object (from the volume Study of the Objtct),in 

Herben:, Collected Poems, op. cit., P· 193. 
u S.J. Lec,Myi/i nieucuume, Warszawa: Wydawniccwo MUZA, 1994. 
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,-antage taken of the linguistic potency in transforming the world 
and the things separated within it. Save for const ituting new be­
ings/entities, poetry sets in motion other mech anisms too, which 
imply consequences in the way the image of objects is shaped. The 
most interesting practices of th is sort consist of modification of the 
conceprual or notional profile of words23, which leads to a reshaped 
image of their objects of reference. One practice serving ch is pur­
pose consists in introducing the name into a specially structured 

linguistic context. Combined with astonishing epithets and meta­
phorised, the names of objects evoke entities seemingly identical 
with their referents (designations) known from the earlier utter­
ances and experiences but conceptualJy re-profiled and metamor­
phOS<d. 

We will now explain these practices, using lingu istic methods. 
It is namely demonstrable that modifying or transforming the sense 
or meaning of a word under the influence of a context, with the 
resulting creation of unusual objects in the text - which is particu­
br!ytrue for poetry- is based on the activation of lexical and ency­
clopaedic connotations ascribed to the word in the language code. 
These lateral components of meaning, accompanying the defini­
tional semantic elements, have been recognised and presented in 
the pioneering works of Yuri D. Apresyan, Igor A. Mekhuk and 
Lidya lordanskaya.24 Below, we cake a closer look on the operation 

0 Su j. Banmillski (ed.), Profilowanie po)rt. Wybor prac, Lublin, 1993. 
See Y. Apresyan, Uksiteskaja semantika. Sinonimiteskie sredstva ja­

zyi:a, Moskva [Moscow]: Nauka, 1974; idem, Prngmatifokaja infunna­
cy}lldla tollwuogo slovaria, in N.D. Arutiunova (ed.), Pragmatika i proh­
/mryintemjonai'nosti, Moskva [Moscow]: Nauka, 1988, pp. 7-44; L.N. 
lordmskaya and I.A. Md'Cuk, Konno1auiya 11 /ingvistiteskoj semantilu i 
'4ikwafii, in Witner Slawimchtr Almanach, 6, 1980. Research in chis 
fidd is cominued in Poland by a team of linguiscs associated with the 
\liru, Curie-Sklodowska University of Lublin (U MCS), focusing on 
UWVl;u; of linguistic image of the world. Their findings are published in 
lSeries of books {colloquially referred rn as the 'Red Series') since the 
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of rhe discursive mechanisms chat activate this meaning-crt:uQ 

apparatus in poetry. 

The creational potential of poetic language is demorumctd,ia 
a masterly manner, by Zbigniew Biel1kowski in his poem Wstr,M 
poetyki [An Introduction to PoelicJ ].2s The considerations and con­

cepts of chis author are clearly convergent with the proposiriom 
of cognitive linguistics, which researches into the modelling func· 
tion of language and in creation of concepts, ideas and/or notions 
in (the) language and text.26 The said piece by Bictlkowski offrn 
moreover some interesting testimonies of what happens with the 
content of linguistic express ions subject to mcrn~linguistic opera· 
dons in the poet's consc ience. 

Wst;p do poetyki is a sort of poetical essay or, asJanuszSlawillski 
once described it, "equally, a linguistic treatise, expository dis­
course of a philosophy of language, and an instance of use:: of the 
language in line wich the principles of chis philosoph(21 The sub­
ject oflinguiscic action in chis poem is somebody who perceives.in 
a sensitised manner, and cakes advancage of the language's semantic 

late 1980s, rhe fim volume having been: J. Barrmillsk.i (ed.), Konot4l)L 
Lublin, 1988. 
1

' Z. Biel1kowsk.i, Wstrp do poetyki, from the cycle Trzy pon,w, 
( 1959); quO[ed after: Z. Biellkowsk.i, Poezje ubrane, W:1.rszawa, 1993. 
u Of Polish studies dealing with these issues, the following (by SCI 

cral authors)_ need being mentioned: J. Bartmillsk.i (ed.).Jp,ylunvyobr,i: 
lw,ata , ~P· m.; ~- Bartmillsk.i and R. Tokarski (eds.), 0 drjinicjach i dtfi· 
mowmuu, Lublin, 1993; Kreowa.niefwiata w tekstach op cit Sec also !~ Toikarski, _Sloumictwo jako interpreta.ga lwiata, in/ 8:1;rmi;\ski (ed.), 

Jpd cum~1rzykpobki, op. cit.; R. Tokarski, Swiaty za 1/oummi. Wykiady 
:,JmMntyk, lcksykalnej. Lublin. 2013. 

r.uu ) . Sl~!r'l~ki, Pr~ba porzqdkowania dofwiadcun, in z problmuiw bu· 
ry po CJ XX wuku, vol. 3, Warszawa, 1965, p. 271. 
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and morphological potenc ies; somebody who has a meta-linguistic 
awareness wdl-devdopcd; and, who between man and the reality 
is opable of discovering a complex area of conceptualisation - as 
fu:ed in the system of the language and determined in its further 
development by li nguist ic mechanisms. Such a subject has, there­
fore, an imagination and lingu istic sensitivity typical of a poet; he 
moreover displays creative abilities of poet as an artist who shapes 
the verbal material. 

The fundamental opposition 'man-the world' turns in 
Biellkowski's view imo the oppos itio n describable as 'man versus 
reali ty as perceived through the prism of language', inAuenced 
by conceptual categories and profiles fixed in (the) language in­
cluding such which exist in (t he} language in potentia and can 
be developed through creative poe ti c actio n. Bie rl kowsk.i out­
lines a vision whereby the world expe rienced by a poet loses its 

uplicit material form. Li nguistically {and mul t ifariously) inter­
preted, such a world is a modelled or mou lded entity, conceptu· 
alised from a perspective {or a set of perspectives), including the 
related echnical culture and a variety of cultu res (which assumes 
non-tn.nsferable presence of a certain point-of-view as contrasted 
11·ith other standpoints). 

The Bicfikowski poem shows a creative imagination of poet 
as determined by (the) language - the poet who experiences the 
reality diversely moulded/modelled in the verbal material. In 
spite of the attempt at rejecting the ballast oflinguistic awareness, 
of the endeavours co reach fo r a thing chat would "only be what it 
ts~ncially is• (what it is as a maller of fact), someone furnished 
•·ich a sensitivity typical of poet cannot possibly wrench himself 
free of the sphere of movement of meanings and resume a •para­
di~ ofliteralness", where word regains its "instinctive sense of the 
realic(. This would only be poss ible where words remain isolated 
from the other units of the code as well as from texts - that is, in 
a dictionary. 
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The return to the mythical land o f literalness, the isobtioc. 
words from incra•code relatio nsh ips that have a bearingon thci 

comprehension and saturate chem with additionaJ shadcs ofroo;,­
ing and connocacio ns, turns out to be illusory. The much dtSiral 

condi tion of paradisiacal perfectness of word - unambiguous,i.,: 

completely (sel f. )fu lfill ed in its referential function - rcvealtk 
paradoxes of gen ing liberated from the might of words \\itb ta 

of words. Attempts at forc ing one's way through to a reality'in m! 

of itself' end up in a fiasco, since the speakingT launches the !.. 
gu istic powe rs: polysemy, phraseology, che derivative potentii.l .i 

word formation . H e real ises chat there is no esca~ from a mbi­
ised wo rld. Using a language, one cannot reach beyond the uniim 
of concepts encoded in ( the) language. 

le is the language of poetry that best reveals the dramack m­
tanglemenc in ambiguity and intra-code inAuences of all sores.~, 

thing can come into existence without a word; what it needs isac 

quire a sign equivale nt: chat is, a name. Once the thing has b«n 
named, it loses its no n-ambiguity of existence, be it for rhefact ml 
its name oscillates in its uses between three fun ctions: a simp!e,a 

form~ and a material suppos ition as Occham taught. Ir is an a­
press1on that signifies a give n object or a name of an idea, or it rtp­
resents the very material form of sign (a sequence of phones/char· 

ac~ers or a no tation ). In gaining a name, rhe thing becomesdmr· 
mmed _cacegorially, acquires a notional pro file - and , via its name. 

~ncers_ into relationships wich ocher elements of (the) language and 
15 

s~bJecce~ to their semanric impacts. This triggers a sui gcncris 
cham reacc1on within the language system: all the elements of the 
code may influence all the others by virtue of the words form~ 

pare_ of an organised scheme. in consequence, subject co cransfor· 

::~:~e~r~ n;~c:;~y the m~an'.ngs of words but also che reali tyai 
ccp all by ( h ) ' 

th
e reality 15 thus modelled notionally. or con· 

tu Y, Y t e language. 
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... everything real is a frantic, unrestrained, vertigi­
nous, one and multiple, unceasing and acquisitive, contin­
ual and incurable word-formation, spreading and reverber­
ating from chingco thing, like from sea to sea. 

(Part One, IV) 

The way things are comprehended is dete rmined by meta-lin­

guistic reAexion. It derives from the inclusion of words in various 

arrangements of signs. Percept ion of their contem occurs at the 

background of other (ime r)related elements of language. Let us 

notice that these juxtapositions of words in the consciousness of 

the speakers - even if restricted to the most incontestable relations, 
ones that link word-formative and semantic derivatives as well as 

lexical elements and established idiomatic phrases formed with 

their contribution - bring out interferences of meanings. Words, 

moreover, have their textual circulations: they are fragments o f 

somebody's utterances, elements of stylistic repertoire that is used 

in a variety of discourses - which implies that they can be perce ived 
as a quotation-mark phrase. All these relat ionships and assoc iations 

may become a reality in the consciousness of language users. The 

speaking Tin Biellkowski's poem, equipped with the conscience of 

a poet (one who personifies sensitivity to assoc iat ions/(inter)rela­
tionsofwords within the system oflanguagc and their dependence 

on the contexts of utterance), uses a handful of examples to dem­

onstrate spontaneous and unrestrained action of poetic imagina­

tion. A word triggers an avalanche of associations and gains ce rtain 
extended semantic traits that inform che comprehens ion of things 

and how they are moulded when inAuenced by intra-code relations 

determining the linguistic image of the world. 

The expanded sphere of associations chat is activated in the po· 
Ctic language causes that all words lose in the poet's consciousness 

their direct connectio n with reality in its initial, unverbaliscd state, 

becoming elements of a linguistic image of the world. Putting it 
differently, the material suppos itio n - word as an element of Ian-
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guage - comes co the forefront and conceals, in particular, thuim­
ple supposition: the referential function of word. Each single wool. 
becomes overgrown with addit ional connotations and revealsavir• 

cually infinite potential of getting arranged into associative chaw 
with other elements of the linguistic image of the world, whrrcii 

these elements are surrounded and covered by connomions. ln 1 
series of associations proliferating around a word, one comes am. 
a paradoxical coexistence of manifold categories and connoutiit 
features, including oppositional or contrasting traits. In this glim, 
mering and shimmering of words and their derivati\·es, and 'i 
meanings of all the clements oflanguage as they are actualiscd iD1 
piece of poetry, linguistic synchrony blends with diachrony; sing't 
words demonstrate their affinity with phrases, idiomatic exprcs, 
sions, and with words used in phrases or expressions bcinglang~ 
dichCs (epta pteorenta); mean ings solidified in the language amal­
gamate with metaphorical or figurative meanings, and linguist,; 
metaphors with living metaphorical/ figurative structures. Janllil 
Slawiri.ski calls the erupt ion of linguistic influences portrayed ~ 
Biellkowski a Kthought pulsating with all the word-radicals9.?S 

This chain reaction, in which some words entail or inroU 
whole ranks of ocher wo rds, by way of various affinities, relation­
ships or incidental linkages or connect ions, brings into promi­
nence a predominance of the element of language over chc cal 
wo~ld, and a domination of meta-linguistic reflexion ovcrthertfer­
enn~l function of speech. Bicllkowski's poem expresses ambivalent 
sentiments: for one side, there is enchantment with the powerful­
ness of word; for another, one comes across ad is may at the limitless 
~nd multi-passage, chaotic course of ( incer)relations pcrpcruact<I 
in the linguiScic consciousness/awareness - the latter bccoming aD 
•, utonomous universe that isolates man from a reality beyond (the 
anguagc. 

11 J. Slawmski M fl b 
1967, no. 3. ' ~ P" Ujqca wszyJtkmu inidloslowam,, in Pot:}'-
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What are things in a poet 's imagination, then? 

In poetic representations, thing is no more an autonomously 
existing clement of material reality. Instead, thing forms part of 
somebody's personal experience and a component of the linguis­
tic image of the world as produced within a culture: an image that 
lasts over cemuries and influences cognitive processes of individu­
als. This image can each time be modified in texts, as words repre­
senting things enter into ever-new contexts, fo rmi ng new or novel 
'worlds behind words'. 

Not on ly are things denoted by individual words: indeed, 
they constitute a projection of the language the creative artist has 
a.command of. Such language is ric h, interconnected in a network 
of manifold and diverse relationships, open to change, and capable 
of reactivating forgotten forms; it generates texts, thereby opening 
new spaces for activating new inter-word connections, and new (or 
novd ) visionsof the world. lo the world, "any thing [may] cause 
a stnsc of unreality"29, and every thing is "perpetual distress and 
eternal happiness of multiple-mean ingness."30 

Linguistic entanglements of the status of things - things be­
ing denoted by their names - is the area of special sensitivity of 
poets, which is reAected not only in the unve iling of notional or 
conceptual entanglements recorded in the code but also in creative 
exploration of this potential: formation of neologisms, introducing 
no\·d phrases in poetic texts, and transformation of the conceptual 
profile of words. 

Translated by Trisun Korecki 

-Bicllkowski, op. cit., Part 3, p. 145. 
Ibidem, Part 5, p. I 54. 
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PE3IOME 

06PA3bl BEl.I.IEH 8 n033MM. 
AHTPOnOAOfvl'lECKJ,JE ACnEKTbl J,J C03AAHI'° 

Jl3bIKOBOH KAPTvlHbl MMPA 

& BC'f)'nHTChhllOfl 'lacnt CTaThH o6pa.Lll2CTC.II 8111\M»tHC IQ iictpl' 
Hblli xapaKTCp nOIUITIUI 'eeUU.: OXB:ll'blBalOutCl'O pa:111oo6p~ ftitt'lllt 

HblC npcAMen.1 H ap,-cq,aKTbl, a 'r.lJOl,,'.C HCM2TCpH2AbHblC npcAWrn1, i, 

38altllblC K cyutCO'BOBaHl-tJO n)'TCM HCnOAb30B:lHIUI nOHJITHIIHWI ~ 

(CM. «OttTOAOru'lccKHc MeTaq>0pw » no A:,tc.. AaKocM>Y 11 ~(.~' 
nocACAYIOU_lJIC paccyJKACHIIJI KaCalOTC.R Marcp1t:lAbHbll ar111cli.¥.: 

MCIIT:lAbllhlli o6pa3 npCAOnpCACACH ;M3WKOM II K)'AbT)'pttoli cpwii.1 

TOM 'IHCAC cfiy11KJ.tl!JIMH, KOTop1,1c 01111 IJblllOAIISIIOT ff )K ll ]IIH ~(,l(ll(ll 

(6yAY'IH :MCMCIIT:lMH CCM HOclj>cpb1 II a,rrponocq>cpbl), 3T)'o6yuoa.lllf 
HOCTb o6pa3a BCW,Cli oco6c11110 rt.y6oKO It T0•1110 IIOKaJbl!UKlT nOJT' 

npHBOAJI np11Mcp1,1 113 pa3HblX npo11JBCACH111i, :I.BTOP npcA(T21.<r 

p:uttblii CT:lTyc BCutcii 8 ~rnpc 'ICAOBCKa 11 pu11006pu11blC HHTCpuill 

MCJKAy AIOAbMII It npCAMCTaMH ( e 3TOli CBJ1311 o6cy)l(A:Uon:JI: CIOI'°""' 

TaAHCM:I.Hb!, flOBCCAHCBHblC npeAMCThl 6blT:l, 1111orA2 noABtpral)lllttl 

aHTponoMopTtt3a1..111tt HAH aHHMH3au1111 , nem1t -cyne1111pb1, BtlllH-OU' 

Tt"AH, BCllllt, AHWIIHC no MHCHHIO Aa1111oro Allqa, II, 11aKOHt'U, atlllll ll 

TaHHCTBt'Hllbl t', 38T0110MHblC CflllHOCTll), 

3aAyMblBa.llCb 113A cneu11t11KoH 06pa3a BCIUlt B no:mm, aBTOP llf' 
BOAHT palMblWAt'IUl }I 36Hrttena OettbKOBCKOro, COAt'p>-21UHCCJI J er. ~o::~:~/: poe?ki (pyc. BseiJeHru 8 no.muucy ). 3To npoHJ~ 

p o6ou 113.-\0)KCHHe H Hap11:Ay C 3TIIM 11.v.10crpau1111 

:;~;~~~
1
:

3
eT:•:::Koro Jl3b1Ka. 3ToT TttAocoTcJ01f1, no3r11<1ecD1ii rpll 

IUIM) nyTeM HCOOA:Abl lt3 Toro, 'ITO B~llllt np113blB3IOTCJI K C)'lll~ 

oeau1111 11a3oa111111. J.1x JUblKoea,11 KaTerop113,lllllL 

TaJOke IIX OT11owe111ui B CHCTeMe JIJbIKa It D Tt'KCT:I.X ll JIIINIIOTCJI C)'TWI 

JllblKOBOro COlll aHlt.H no3 T:1.. CyTb fl033 1111 - aKTll81131lp011aTb 1,1rnt 
3

blKOBylO <f>YIIKlllUO. B pe3 yAbTaTe AC lkTBIIJI A:l.1 111 011 <jiyHKUHlt ,~oac 
~::=3~aerc.11; CCTh lntyTpHKOAOBbiX CBH3el1 11 np1tMe1111i"1 B Tt'KCTC- l,:JI. 

fl1MJIT::::: t'llbKOBCKHH, H :l.3BaH1te npeAMCT:l cnoco6110 npMJlol&an l 

Ta wupoKtte npocropw pe<1eeoro y1111nepcyMa. 
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The case of medieval Christian literatures, and parricularly of 

the Old Bulgarian one, is a characteristic example of letters in do~ 
touch with reality. O ld Bulgarian literature perceives it~lf as docu­

mentary, as writings that tell the truth, as non-6ction reproducing 

reality. At the same time the expectation of mentions or descrip­

tions of physical objects (an expectation associated with the mass 
modern idea of reality) falls short as regards the main branch of 

Old Bulgarian literature - the chant poetry, the so-called hymnog­

raphy (AHrywesa 2008: 27). which contains an extremely narrow 

range of names of things, of material objects, because the reality 
represented by it, is not the person's environment of things, but the 

world beyond matter where souls and incorporeal spirits reside. Or, 
as summarized by Kras.simir Scanchev, "the work of medieval art ... 

scck.s the hereafter• (CraH'i:ee 1985: 6 ) 1• 

-The passage in the original reads: .,npOHl&eACHHCTO Ha cpeAHOM:· 
lOINoTo HllC)'C'TBO ••• cc crpeMH JC'bM OTR'hAHOTO". 
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1. THE THING IN THE AX IOLOGICAL SYSTEM 
OF THE MEDIEVAL C HRISTIA 'WORLDVIEW 

In the axiological system of the medieval Christian worldm 

the thing is regarded as an instrument in favour of the body, ba. 
also a means for e ither the salvation, or condemnation of the sod. 
As a means che thing, on one hand, is positioned in the lower!t'ltl! 
of the Christian system of values, but on che ocher hand, rcquittsi 

careful attitude cowards itself. Therefore, in the words of the Rm­
sian philologist Vladimir Nikolayevich Toporov, in dealing >Aim 

things "an utmost alertness is required of the person, [namdy]thi 
spiritual wakefu lness which gives the opportunity to avoid thedm­
ger of both spiritualizing and fetishising things, and thus nOI lO 

be in servitude to the thing, but, on the contrary, to keep sight~ 
the way of salvation" (Tonopoa 1993: 80)2. This attitude cov,'1rol 
the thing is a result of the fact that .,only '"overcominf thingi {iL 
overcoming the sinful attachment co possessions - R. K.), rejcc~ 
them allows the human soul to find God" (Tonopos 1993: 82)l.So 
the monk, who has devoted himself to God, during che ritual of~ 
own o rdination cakes a vow of renunciation of personal proprrty. 

A thing, howeve r, acquires special value, if stam to perfonn 1 

spiritual function assisting che salvation of che soul. This happco! 

through a .direct contact between a thing and the sacred in gcnm. 
or by relating ~he thought about the ch ing to the sacred, which uh! 
place mostly m the field of literature. That is why medieval \it((l' 
cure, the subject of which is the immaterial, encompasses aboYc 

1n lhe original: «OT 'ieA08eKa ... Tpe6yeTCSI II npeACM,HaJI 6,unt.U'" 

::~a,:
0
on::1:::::n:oApCTBOBaHHC , KOTOpoe AaCT B03MO~OC1' 

II TCM caMblM UC a6cTB puryaAH]<U.tHH BCU.tCH II IIX q>entW113Hp0sallJII. 
nyn, cnacc: 11101 »: osaTb BC11u1, HO, 11anpon1s, HC ynycKan. lt3 IIU 

, 1n the o riginal: «TO,u,K 
00380NICT Aymc 'iCAOBC:Ka 113:T;;:~::~ACHltC» nemeit, on:a3 OT di 
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such things chat arc attracted closely to the spiritual world by being 
related to certain spiritual phenomena according to the theory of 
St Dionysius the Areopagite for whom .. visible things arc images 
of the transcendental" (CTa11<Jee 1982: 16). 

2. THE THING ACCORDING 
TO OLD BULGARIAN HYMNOGRAPHY 

Old Bulgarian chanc poetry names sacred objects (joined to 
holiness scill in reality outside literature), as well as things which 
uc ordinary, but impregnated with spiritual content in the space 
ofliterature. 

In the circle of holy things the highest posit ion in terms of 
\..lues is occupied by the unique pieces that arc most often "par­
ticipants• in the sacred history of mankind. Such are above all the 

Cross on which Jesus Christ was crucified; the burning yet non­
burning bush on Mount Sinai (Ex. 3:2-12); relics of saints and 
others. The names of sacred objects have a varying type of presence 
in hymnography. For example, while the burning yet non-burning 
bush is traditionally just mentioned in the theotokia as a prefigura­
tion of the Virgin Mary (see for example Ko)Kyxapoe 1991: 36), 
directing the thought towards Christ's Cross covers a wide range 
of creative solutions. The Cross is both the basic theme of certain 
worL(such as the Lenten chants for Wednesday and Friday) and a 
\'erycommon model for the arrangement of different components 
inside a work. This type of arrangement suggests in a non-verbal 
••y the idea of the Cross, as it is in the triodion canons by Con­
itantineof Preslav (KoH'leea 2003: 182-184; KoH1.Jeea 2010; Koy­
chM 2011 ). 

A typical way to refer to the Cross not only in hymnography, 
but in all the literature of Byzantine-Slavonic Medieval world, is the 
seemingly puzzling appelJation "cree": for example 0fl'Rpt.A11 tlM"b 

~ roa'IOAH ArROM'b 'fUEP4fl'KNtH rr,~,.wb ... 'Heal us through Thy-
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self, God, [You] \Vho mortify sin through the rrec .. .'~ (htimu,s/ri,. 
3 from che Old Bulgarian se rvice for St. Methodius - Tco,1,opc. 
6 aAatt 1934: 67; H annick 2006: 54, heinnos By'S). This IIUI\!".{ 

of speech as if emphasizes precisely the materiality of rhc Cros.1 11 
Christ, che substance from which it is made. The appdlarion 
the denorate co che concrete situation of Christ's Crusifiction, trul! 

removing ic from che concept of an .. abstract" symbol ofChri5tun­
icy. In face, chis name is m ot ivated by a very important inmtat\lJ 

reference to the Tree of Knowledge from which Adam and E1' 
casted the forbidden fruit and became mortal, as it isobviousin tbt 

following troparion: 

AAt.Ub Af'k80Ub Af'EMI! . IIJl'tlMlb m.,(c) 11;31:, fAfW. 

b.Jb Jt.f X[r11c-rje , Af'l:80Ub 11:f(C)TA TU . 8b.KfAellb 6bfXb & 

Hb •.• 'Adam once was expelled from Eden through a tret. 

And I, Christ, was introduced into it through the tret of 
Thy Cross .. .' 

(troparion I /ode 8 from Constantine of Preslav'stri­
odion for Wednesday from the second week of the Greac 
Lem - nonoB 1985: 48 I). 

Jesus Christ's death on a wooden cross and His subsequtru 
Resurrection arc a victory ove r death by the same means - thr: 
tree - by which at the beginning of human history the ancestors 
bcc~~e subject to death. Thus the Divine plan of Redemption It' 
ha~ihtated the compromised thing. This confirms the Christian 
axiom chat every object created by God was created for good and 
on ly the abuse turns it into a means to ach ieve evil. 

The appellat io ns of ordinary, not sacred objects participate 

~I ~ ~r as thc citations from chants are translated imo English, thCll' 

11
:::

1
~f :~!~f~ ;~1 o r~hography arc no r regularized according 10 chi 

when these cha nts wer!::~
1
7 language from_ the !Xth and Xth cemund 

mcmcd in the manuscripcs. posed, but arc given exactly asthcyarcdocu--
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in hymnography most often not with their basic, literal mean­
ing, but with some of their figurative meanings, thus becoming 
heralds of ideas, of phenomena from the immaterial reality. For 
example, the lexeme C'l"Ellb. ' L castle wall; 2. wall; fence; 3. rock' 

(CmapOCAaBJlHCKttU CAOsapb 1999: 633) enters the chant poetry as 
a metaphor for mighty protection against enemies: St. Methodius 
is a •n.rm walr - c-Mmb. 'l'Rfl::.Ab. - against the enemies (troparion 

I/ode 4 from the Service for St. Methodius - TeoAopoe-6aAatt 
1934: 67) ; the words for 'door' and 'ladder' are included via the 

metaphorical-symbolic designations of the Mother of God A61::.fb 

HEEEO,HMA 'heavenly gate' (Gen. 28:17) and i\'EC'l'RHU,b. H(;E~btl.\l.\ 

'heavenly ladder' (Gen. 28:12) (troparion 3/ode 3 and troparion 2/ 
ode 4 from the Old Bulgarian Canon fo r the Presentation of the 
Blessed Virgin - Ko-Kyxapoe 1991: 36); the appellations for chains 
-via metaphorical expressions of the type of if.3M rr,_x-b 'the chains 
of the sins' (apolytikion fo r St. Methodius - TeoAopoe-EaAatt 
1934: 66); the words meaning 'oil' appear (and not only in hym­
nography) as a common C hristian allego ry of charity (troparion 3/ 
ode 7 from the Se rvice for St. Methodius - TeoAopos-6aAaH 1934: 
69; acrostic of the Funeral canon on the sixth mode - KoH1.1eea 
20 11: 173-174); the mention of the stone in the fixed expression 
UI.At.1 Ktyi.1 'the stone of the fa ith' concretizes the idea of steadfast­
ness, firmness of faith (troparion 2/ode 7 from the Service for St. 
Methodius - TeoAopoe-EaAatt 1934: 69): one of the names of the 
sea is included in phrases like nif.VHH.\ :tHfl'HHCKb.t.\ 'the sea of life' 
.troparion 3/ode 5 from the Service for St. Methodius - TeoAopoB­
DW.H 1934: 68); the word for the Sun - in the Gospel des ignation 
for Christ nyARt-.At CA'bHl::.L~e 'the Sun of Righteousness' (troparion 

2/odc 3 from the Old Bulgarian Canon for the Presentation of the 
Blessed Vi rgin - Ko,Kyxapoe 199 l: 35); and many others. 

However, when an ordinary thing is used in the Bible as a pre­
diction of a Gospel event, the appellation of this thing functions 
in the hymnographic text with its basic, literal meaning on which 
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a spiritual sense of a prophecy is supe rimposed. An examplcofdii 
type in the following troparion is the mention of the axe as an(». 

jecc predicting the Cross of C hrist: 

l:Al tCfl t ;3 f'lllCl>I ltJt'Mh mCblfW. . Kf(C)TA 1'11 \\,!!;fA)(IIIAUlf 

X(f1K1'jf ... ' El isha, raising the axe from the river, represented 
Thy Cross, Christ .. .' 

(tropan'on 2/odc S from che triodion by Conm.minc 
of Preslav for Friday from the 6rsc week of the Gre:i.t Lem -
nonoe 1985: 458, Z hc:ravna triodion) 

This intepretacion ofa passage from the Fourth BookofKings 
(6: 1-7), which cells how the prophet Elisha miraculously,\\itb1 
stick as with a magnet, drew out of the Jordan River a sunken iroo 
head of an axe, is widespread in the chant5 for the Grear l.cnt- com­
pare e.g. troparion I/ode 7 from a canon for the Cross (cB. Te+ 

I--bnoeeAH"K 1992: 3 1 ). To our modern views, it is bewilderingc: 
liken the axe to the figure o f the cross, but this association maybe 
rooted in the heritage of the pre-Christian pagan cultures, namth 
in the labrys (Ancient Greek At:i~puc;) - a bilateral axe, which iu 
major symbol in the Ancient Greek civilizat io n and in some othc 
cultu res, and combines in one a cross and a double-biu ed axe{ci 
Figure I). 

AJI literary examples reviewed here, make it possible ro specit: 
the theoretica1 induction on the p lace of the thing in the conccp, 
tual and axiological system of Medieval Christian worldview, errr 
be~dcd in OJ~ Bulgarian h ymnography. So, in the case of sacml 
obJ~cts, what 1s valuable is chiefly the object itself as an imprin1 ti 
holmess and not so its name. In the case of naming ordinary rhin 
however, what is valuable is not so much the thing but rather the 
spiritu~izing thought abouc it. It is interesting in th is regard 1hi 
~cco

r
<lmg ro some etymo logists the Old Bulgarian lexeme BElll 

,rom ,
th

e :raslavonic one •vekn, is distantly related to the Grcd 
1roc; wor ' speech' and the Latin "vox" 'voice; word, speech' 
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Figure 1. An ancient cross of Crete5 

(<l>acMep 1986: 309-3 10). It is also curious that at the stage of the 
Old Bulgarian language the lexeme KH!Jb has begun to resemble the 

verb &1:4JA.'T'll 'speak, narrate, announce', although the two words 

belong to different etymological nests (compare Sadnik, Aitzet• 

muller 1955: p. 328/number 106 I, and p. 330/number 1072). In 
modem English, as well, only one sound distinguishes the noun 

"thinf from the verb '"co think'", although the etymologicaJ bases 

of the two lexemes are d ifferent, too (H arpe r 200 I). Man is des­
tined to rise above the material nature of the thing and to penetrate 

-The image is taken from the following site: htcp:/ / gnosticwarrior. 
com/meaning-of-the-cross. html. More decaiJs about che labrys see here: 
hnps: /en.wikipcdia.org/wiki/ Labrys 
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the essence of the thing with mind, spirit and speech. This WI 

reflected in the seman ti cs of the Old Bulga rian word Rfijlb, \\11d 
besides 'thing , object' also means 'essence, gin' ( Cmapouaa,,tn 
uoeapb 1999: 113). The medication on the essence of the th ing, 
attainable mostly by a spiritually purified mind, since ac~ 
co Augustine the Blessed we see things mainly in the light of Ula 
empirical prope rties, but acrnalJy "things are as God secs thm' 
(Tonopoa 1993: 79, 81 ). By relating ordinary objects to mysld 
ideas Old Bulgarian literature ass ists precisely this imdlecrual pro, 
cess and thus brings the listener o r the reader closer to the D~irt 
vision of things. 
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PE3IOME 

OT BEl.l.1Evl K M11CT11KE no n y n 1 
APEBHE6OJ\fAPCKOvl f11MHOrPA<l>vU1 

O6oeKTOM f HMHOrpaqn111 aoo6w;e, 11 B 'laCTIIOCTII APCBHc6o,..n~ 

CKO H llCCCH HOH 110 33 HH , JJ.BhJICTOI IICMaTcp1 1aAbllbl it 1,mp. 3ro no.\OJX· 

HHC npCAOnpCACAJICT c nc1.1111>~1'1CCl<OC ynorpc6ACHl1 C 11a11MCHOBaH11ii 11t· 

11-1c H B n cc11one11HJ1x H o6oc a6AHBacT ABa nma npCAMCTOB - caKpa.\l,llllt 

H o6bl 'l llblC. H a3B3HHJI caxpaAbllblX 0 61>CK TOB HMCM)T KAIO'ICBYIO po. .... . 
pa3H Oo 6pa311oe xyA O)KCCTBCH HOe np11cy TCTBH C B rllMHOr pa~HH, Ben· 
T be rAaB~Oe BIIH ~1aHHe YACJ\CHO xapaKTepno M y HMCHII Kpecn. XpH(TQII 

- A p trno ACpe eo, KOTopoc, C OAHOH CTOpO t lbl, nOA'lCpK11BaCT BCIL\CCTBCII' 

IIOCTb K p eoa, u o, c A pyroH, OTCblA aCT K ApeBy no311am1J1. H a3)111!R1 

o6bl 'l llb!X npCAMCTOB y 'laCTBf lOT B n e cem -1011 Il033 11H 'lall\C ecero Bll(lll' 

TOpOM 113 CBO IIX n e p e uocublX 3Ha'! CHHH, n peBpautaJJCb TaKHM o6p,J011 

B l Hal(H 061,eKTOB AfXOBu of1 pea J\bH OCTH. KaK H CKJ\IO'ICHHC HJ 3JO[I) 

npaBHAa, HM C11 a BCutCl°t - npeA06pa30B CBaH rCJ\bCKHX co6b1THH 4>y1n:ull 
O IIHP)'IOT B TCKCTaX B CBOCM np:AMOM ( n pCA MCTH OM ) 3 lla'ICHHH, 111 Ill' 

ropoe, OAllaKo, HaKA.aAbl BaCTCj[ Bbl CIU HH A fXOBH blH CMblCA npopo 11 c<:TBI,. 

:;;:::::":; :: n pH MCpb1 Il03BOJ\Jf lOT CACAaTb IICKOTOpblC BblBOAbl0.~ 

c pCAHCBCKOBO r ol.l: ~lTya AbHO• aKcHoAOrH'ICCKOH CHCTCMC xpm~maHCKOIO 

rap CK)'IO r H M HO r pa:.10:.033p c 11 11a, HHKOpnop11poeauuoro B Ap CBHt00-1· 



THE MUSICAL INSTRUMENT A S 08JECT 

MI RYANA YANAKIEVA 

THE MUSICAL INSTRUMENT AS OBJECT, 
THING AND BODY 

The idea of the topic - a little b it strange one - of the present 
article came to me after reading a book I discovered recently. Its 
title sounds intriguingly and attractively: •11u instrument ofmu• 
sit. Philosophical studf. It is written by Bernard SCVe, one of the 
most recognized French philosophers of music in our days. The 
book is published in 20 I 3. but in 20 11, the author was a chief edi­
tor of a special number of the interdisciplinary scientific magazine 
Mtthodos, entirely dedicated to the musical instrument. According 
to him and to the other authors in this number, the instrument of 
music completely deserves a deep philosophical study, because it 
rtprcscms the •organological condition" of music, whose singular­
ity as an lies exactly in its specific use of the instruments. 

lhe instrument plays a central role in the oncology of the 
mlb1ai work. 1-. lusic is the only art whose instruments are used 
throughout the realization of the work. Once finished painting, 
the painter needs no longer his brush; but when the partition is 
Written, the musician has mo re need than ever of instruments. As 
Btrnard She claims, in order to play the work, the instrument pass­
a from iu physical body to its musical body and the natural body 
of the instrumentalist becomes a musician body. 
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By the term of"body" the French philosopher means abomll 
a highly organized structure and he describes the musical pla~ngu 
interaction between four bodies. 

The human body and the musical instrument are both ruch i 
kind of highly organized structures. Bur the very concept of boo) 
implies an idea of something alive, something having a soul. The rep­

resentation of the instrument of music as a specific body-soul duality 

seems to be most adequate when che question is to understand dit 
nature of the relationship between the musician and the instrument 

This relationship seems absolutely unique and incomparableconodr 

ing else. It could be described only as a complete interpenetration 
between a human being and a material object, whose materiality ~ 
deeply transformed by the musical playing in something immateml 
alive, transparent, and in the same time, mysterious. 

What I said above can partly answer co the question wha1 I 
mean by the definition of the musical instrument as a "body".Now, 
I have to explain what kind of distinction between instrumrnt "­
object and instrument as thing I had in mind when I chose the tidt 
of my present article. 

According to the Oxford dictionary, che first meaning of tht 
word "object" is a thing that can be seen and touched, but is nota!itt 
In this sense, object and thing are synonyms and I don't find a seri· 
ous reason to distinguish chem. 

The second meaning is object efstudy, desire, attention. Syno­
nyms: target, butt, focus, etc. As one of the aims of my cexc is ro 
pr~sent the musical instrument as an object of the contemporary 
philosophy of music, here I will take the term object only in the sec· 
ond meaning. For example, the French poet Francis Ponge points 
;uc that the distinction between object and thing can be drawn 
. rom~~e opposition between science and poetry. For him anobjtct 
: . alt 1.ng_apprehended by science. For instance, a fig studied bya 

10 ogm 1s an object b fi d .6 " 
parti pris des choses").' ut a g escn ed by a poet is a thing ( lt 
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For me, here and now, the musical instrumenc studied by phi­
losophers will be thought as an object, and the musical instrument 
represented in literature and other arts will be thought as a thing. 

Let me recall brieAy the famous Heideggerian distinction 
between •thing" (das Ding) and "object" (das Gegenstand). The 
lireral meaning of das Gegenstand is that which stands against. As 
Bruno Latour points out, all H eidegger's writing "aims to make as 
sharp the distinction as possible between, on the one hand , objects, 
Gegensrand, and, on the other, the celebrated Thing (Ding). The 
handmade jug can be a th ing, while the industrially made can of 
Coke remains an object. While the latter is abandoned to the emp­
ty mastery of science and technology, only the former, cradled in 
the respectful idiom of art, craftsmanship and poetry, could deploy 
and gather its rich set of connections" (Latour 2004:233). Accord­
ing to this logic, there is a clear hierarchy between thing and object. 
Of course, the higher concept remains chat of thing, because of its 
poetical potential. 

The instruments of music possess a great metaphorical power, 
which explains why they are so often represented in ocher ans, es­
pecially in painting and liceracure. This metaphorical power allows 
the instrument to move from its status as material object to chat 
as quasi-character (for example, the harpsichord in the short story 
The Entail by Hoffmann, the piano in 1he Man without fl.!!alities 
by R. Musil, the cimbalom in The joke by M. Kundera). We can 
draw the conclusion chat the musical instrument as poetic thing 
has always two sides: material and immaterial, visible and invisible. 

in the following part of my article, I would like to focus my at­
tention to some particularly interesting aspects of the philosophi­
cal study of Bernard Seve without any ambition for completeness. 

ln the very beginning of the study, the author interprets the 
11.mous painting by Raphael The Ecstasy of St. Cecilia. Since 15th 
ctnrury St. Cecilia is the patroness of musicians, instrumentalists 
and luthiers. However, in Raphael's painting she has raised her eyes 
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to the celestial sphere where angels are s inging without anyinsl!E­

mentaJ accompaniment. The instruments are Aungatthe fw ofm: 
saint, and the only one char she holds in her hand - the ponal:t 
organ - is actually unplayable, because the longest pipes, wbia 

produce the low notes are on the side of the right hand, whik m 
reality it muse be che opposite. According to B. SCve, thernainiiki 
of the painting lies in the abnegation of che instrument,and alsom 
a certain religious mistrust of it. Raphael suggests that only 1uol 
music could be recognized as an adequate expression of the ~ 
The soul must be protected from the dangerous materialand mh­
nical mediation of the instrument because it could attract toirsdi 

the attention chat should be entirely reserved to rhe spiritual scllll 
of music. 

The intention of Bernard SCve is to defend che opposite under­
standing of the musical instrument; not only to chink the insuu­
ment as a means of music, buc also to think music in lighc of th: 
instrument, which makes the music possible, even before makingtt 
real, char is to say before playing it. The musical instrument is n« 
only a material object. To think it assumes chat, beyond the incredi­
ble diversity of musical instruments and cultural contexts, in whidi 
they were and are used, something like a basic logic, a fundamenW 
function or a fundamental human sense of the instrument can be 

revealed. Like any other technical object, it is a human invention 
and fabr ication, but there is a very important difference. In genenl 
the technical objects are created in order to resolve some problem 

~t~~~
1
::~:n!;o some nee~. A~cordi~g to B. She, the musical irr 

problem to reso~:~y technical invention that is not preceded bp 

An_0
_
ther specific feature of the musical instrument becomes 

~o~e vis~ble through the comparison with the instruments used ::;I e ot er ~~ts. Among all the .,instruments of arcs" (accessories. 

no t : i\'.1'~cd in~s), th e musical instrument is the only one that ~ 
0 

is e a er use and does not disappear when the work ~ 
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done. The reason is that the musical work could not exist without 
a permanent and active mediation. So, in this case the instrument 
is nor an external and provisional means, but an integral part of the 
musical work. 

As Bernard Seve points out, the human imagination is much 
frtcrwhen it invents a musical instrument than when it invents any 

other technical object. Each invention of a new sound enriches the 
world not only with a new object (the instrument), bur with a new 
possibility of sensation. 

One of the principal aims of each theoretical project is to pro• 
posca delinition ofits own object. According to B. She, the main 
determinations of the prototypical instrument of music seem to be: 

l. A musical instrument is a technical object made by man, it is 
repairable and modifiable piece by piece; as each tool or machine, 
it is separable from the body of the instrumentalist. 

2. The instrument is separated from the human body, but it is 
set to work by the body of the instrumentalist. The sounds of the 
instrument result from the transformation of a bodily energy of the 

instrumentalist into a sound energy. 
3. A musical instrument must possess disparate and sometimes 

incompatible technical and musical qualities - solidity of materi• 
ak.convenience of use, ergonomics, elimination of parasite sounds, 
etc. Each inscrument is a more o r less stable balance between quali· 
ties that are not necessarily converging; a musical instrument is al• 
ways a compromise. 

4. The musical instrument itself, as a plastic object, and inde· 
ptndenclyofics musical qualities, looks often as an object of art. 

The author considers in detail and with respectable knowledge 
each of these determinations. But when he underlines the pcssibili• 
ties for the instrument of music to become an object of aesthctical 
rcprescmation, he does not chink about the fact, mentioned above, 
that the musical instruments, in their material aspect, arc (or could 
be) themsch·es products of art. Bernard SCVe reveals another, more 
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or less, hidden aspect of the interaction between the insmmc 
and the musical work. This aspect appears when the instrumern 
aesthetically represented in and by the work itself. 

H ere is a brief synth esis of the arguments the French philoo 

pher develops in his book. 
The musical instrument, as each ut ility instrument, obeyrn 

the human logic of the use of instruments (such as a pan, aknift 
a pen, a compute r). Any inscrumem {in general) is a technical I» 
jeer, which is conceived and constructed in order co achieYc ct:· 

rai n results. le is invisible in che work process, engulfed in chertd: 
of the wo rk. The being of che instrument is out of itsdfbi:causc i 
is defined by its function. It is a "being-for~ The ideal fonhe in­
scrument is to function as transparent mediation. In Heideggcri.n 
terms - to be zuhanden (ready-at-hand). The perfectly functioni~ 
ham mer, circulated into the p raxis of carpentry, is zuhandtn. !r! 
unremarked as a hammer, however, it is implicated in the acti1ir 

of the carpentry. If the hammer breaks, it becomes vorhandtn (p 
sent-to-hand) because the carpente r must fix or replace rhe hammct 

The musical instrument can also "appear" to che listener con­
sciousness in case of a malfunction, a "failu re". The ~Duck" pro­
duced by a clarinet, a violin string, which suddenly breaks during 
the conce rt, extort the instrument from its perfect transparency, 

!ut :~ ~ the,, musi~ian, especially for the compose r the idea of"~· 
~ 1S1b!e the mstrument means someth ing very different. \\ i 

th mk usually that the composer uses instruments not with rhc iJI. 

tent'.on to make us hear these inst ruments, but co make us hear hil 
nmsic. But this is not always the case. Bernard She analyzes mallf 

examples, but here I wi ll take on ly one. 

B The aesthetic presentation of the harpsichord in Bach's 5th t nd
enburg concerto is a real sound event. The harpsichord 

~ a~es :,rom the beginning of the p iece h is role as continuo. Sud· 
a:t~s:;, rom m~asu.re_ l S4 begins a long solo of 65 measures. It is an 

evenc, ut It is mo re an ontological event: the harpsichord 
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changes itS sratus, it is no longer a continuo, it occupies the whole 
from of the stage. This change of status is the sinews of the aes­
thetic presentation. Bach has concertos for harpsichord that prob­
ab~ contain an element of aesthetic presentation (as in any so lo 
concerto), but what happens in rhe Sch concerto is incomparable. 
By changing status, harpsichord suddenly acquires visibility (audi­
bility) that he had not. It is truly .,presented". 

The aesthetic presentation of the instrument means to perceive 
the musical body of the instrument behind his physical body. Play• 
ingan instrument means to liberate continuously the musical body 
of the instrument from its physical body. The spectator sees on ly 
the physical body (the only one, which is visible). The aesthetic 
presentation aims to make existing the actual (i nvisible) musical 
body of the instrument in the consciousness of che listene r. Aes­
thetic presentation is not a technical explanation of the acoustic or 
musical properties of the instrument. It is an artistic and omologi• 
a.I e\·ent, a result of which is that the instrument becomes percep· 
tible for the listener exactly as such: as an instrument. 

Each instrument can be the source of countless sounds: notes 
or noises. The sonorous possibilities of each instrument are always 
much larger than its musical possibilities, that is to say, all the 
sounds considered as musical in the given context. The instrument 
has a physical, material body, from which we can draw any sort of 
sounds; it has also a musical body, which is not a "part" of the phys• 

ia.l body but a certain arrangement of this physical body. 
Learn to play an instrument means co build or discover its mu• 

sical body in iu physical body. Make a wrong note or produce an 
unwanted sound means to let the physical body of the instrument 
prnail over ics musical body. 

According to Bernard SCVe, not only the instrument but also 
the instrumcncalisc possesses two bodies. His musician body em­
bf'iees all anistic skills the musician needs in order co master his in• 
ttrumcnc. This musician body is rooted in his natural bod y. whose 
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phys iologicaJ and behavioral logic sometimes comes upagainstdr: 
of the mus ician body. The learning of instrument often requires ,.. 
thwart the narnral movement of the human body and to rtstta 

certain spontaneous movements. The natural body is nevtrcntirt: 
supplanted by che musician body. A little fatigue or inanouu. 
and a false no te o r a rhythmical deviation, produced by the: natt?:: 

body, eclipses, for a second , the musician body. 
1n contrast, the virtuosity ofi:en challenges the physiokign 

laws, and presents itself as a limit state of the musician body. llr 
musician body gets full supremacy over the natural body. ltis !b: 
human body transformed into an instrument of its instrument 

The musical play presupposes a harmony between these rol 
bodies. Th is ha rmon y is achieved through a complex moftransai:: 
tions: the touch, the finge ring, and the gestures of the inscrumtr.­
ta list provide an incredible continuity between the two bodics tt 
the instrument and those of the musician. 

But the interaction or interpenetration without which music! 
impossible is no t only between bodies. As che Belgian philosopbo 
and writer Jacques Dewitte says in his recent article •The insm, 
mentaJ invention", we can afford co use an o utdated and mort ll 

less d iscred ited notion and co expose ourselves to the reproach • 
anthropomorphism, in advancing the idea chat the insm1mcnc hai 
a soul. _We arc witness of a permanent miracle, by which musicial 
0

_
1~ke live or relive instruments and inspire a life in them. Thellllr 

S1C1ans establish a reaJ fu.miliaricy with their instrument not whai 
they overcome all the difficulties of the playing and control ch(a, 
~ut when they put to their advantage the very resistances of di! 
1
~~tr~ment, racher than trying vain ly to defeat chem. The rdaOOft' 

~ ip etween the musician and the instrument is not one-way. Thi 
insc~umentaJist gives to his instrument a lot of hi mself, ofhisfurt· 
~~. tim~ ao<l_ sou l, but t he inscrument enriches the musician whot 

ree;,:t~ t~ 
1
~ a~? usually deeply transforms him. Jacques Oe\\it:i 

r wa a itcle humor that over time the instrumencalisc bt 
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gins to resemble his instrument. They form an old couple as funny 

and endearing as that of a man and his dog, but no one can say with 

certainty which of the two is the master and which is the docile 

animal. 1 

Andre Souris - Belgian composer, musicologist, and writer as­

sociated with the surrealist movement, make the following witty 

observations: 

The influence of the instrument on che instrumental­
ist achieved not only his character, but also his physical ap­
pearance, his intelligence, his conversation, his dress sense, 
his social behavior. We must also say that certain types of 
human recall certain types of instruments. Violinists are 
lively, talkative, correct, and have advanced ideas. They now 
carry the short hair. Those who play copper instruments are 
ribald but always well shaved {because of the mouth). Bass­
ists are weighted people, devoted to trade union ideas. Flut­
ists are very sure of themselves and do not admit the joke. 
The timpanist is haughty, the drum is stubborn, etc.2 

1 In the original: "La relation qui s'Ctablitentre un instrumencisreetson 
instrument n'est Cvidemment pas a sens unique : l'insuumentisce donnc 
vie a l'instrumem, lequel le nourrit Cgalemenc en retour. L'incerprhe lui 
donne beaucoup de lui-meme, ii puise dans ses ressources pour le faire 
r(SS(lrcir clans tour son CC!at, mais !'instrument enrichic Cgalemem ce­
lui qui se voue ii lui, au point de le transformer et de le mCtamorphoser 
dansune large mesure. Par la suite, ii peur me!me sembler qu'il air fa~onnC 
l'instrumemiste a sa propre ressemblance. Us formcnt un vieux: couple 
aussi drOle et attendrissam que cclui d'un homme et de son chien, mais 
sansque l'on puisse avancer avec cert itude lequel des dcux serait le maitre 
c1 lequel !'animal docile" (Dewitte 2011 ). 
• In the original: "L'inRuence de l'instrument sur l'instrumentiste at­
tcint, a la longuc, non seulemem son caracrhe, mais aussi son physique, 
50n intelligence, sa conversation, ses goll.rs vestimencaires, son compor­
tement social. I] faut dire aussi que certains types d'homme appcllcnt 
ccnains types d'insrrumenrs. Les violon istes sont vifs, bavards, corrects, 
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In fact, the instrument inAuences the character and che ~ 

cal appearance of the musician, but the musician haschoscnitAr.. 
if he d id , it was p artl y because he foresaw some dreamed OW" 
cunity for his own being. Everyone who makes a choice of an iri, 
strumenc indirectly searches through it some anticipated image ~ 
himself. which is gradually becoming a reality. 

So, the instrument has a soul. Perhaps it is only a metapla 
c reated in order to express the idea chat che musician inspires hi 
soul to the instrument. Bue it could be not only a metaphor.l doo• 
know. In any case, che musicians experience che relarionship -.:d 
their inst rument as a relationsh ip with a living creature. As -rit 
any intimate relationship, the fusion and the separation with & 
instrument are equall y important. If for G lenn Gould the sccmd 
playing piano p artly lies in the apt itude to separate from the ins11t 
ment, for C laudio Arrau is important to be a whole with cheinsmt 
ment and to have no longer the piano in front of you like an ioo1 
thing that you must attack. 

By way o f conclusion, I would like to remind the main ido 
of the present text: co reveal the extreme subdety and complain" 
~f the musical instrument seen th rough its triple incarnation. Th: 
ms.trumen: of music appears as a scienti fic object, which require! 
~hdos~~h1cal reflection, as an aesthetic thing, which is repreS(nta'. 

Y a rtimc mea ns, and as a body, in the sense of something ~iii 

which possesses a soul {not only metaphoricaJ1y, but really). 
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PE3 IOME 

MY311KAAbHblvl YIHCTPYMEHT KAK 06bEKT, 
nPEAMET 11 TEAO 

TcMa Hacro.11111cH cnn11 nOACKa3a11a Ktmroi1 «My:mKaAhtthli1 1111-
CTpyMeHT. 4>1tAOC04>cK11H 3TJOA» coopcMe1111 oro q>pattll}'lCKoro q>11AOCO­
+a- .lf)'lhlKH 6cp11apa Cesa. ABTOp 3alllllutaeT Te3ttC, 'ITO OAIIO 113 cyute­
Cl11c'H HhlX CBOiiCTB M}'3b110! COCTOHT 11Me11110 B CllCLl ttq>H'leCKOM cnoco6c, 
IIOCptACnOM KOTOporo Olla llOAl>3}'eT('.jl 1111crpyMeHTaMH. H:.1.np1-1Mcp. 
«AH J:YAO:trnHK no 3a.acprnemrn cuocro npo113BCACHWI tte tty:«AaCTCJI 
60.u.wc I KHCTH, TO M}'3blK:I.IIT 60Abllle BCef'O ll}')l(Aa.CTOI 8 HIICTp}'MCIITe 
beHHo nOCAc 11a11 11 ca1111.11 napn1-rypb1. Ta.Ka.II y1111KaAb1ta,i oco6c11110CTh 
~Ka.\httOro ltHCTpyMeHTa ACAaCT ero AOCTOlillblM 061,CKTOM q>11AO­
co+c1o:1-1x IICCa\CAOBa1rnH H Ko11uenryaA113at.Ulil. 3 TOT CMblCA llOIIJITIIJI 
00WKT H 3,la\O)l(C fl B 3;1.rAaBlle 11:lCTOJllU,Cl'O TCKCTa. 

nox0Ay a11a.A 113a, B llCAJIX 06oc11ooa1111J1 palrpa1111 '1CllllJI Me")f(Ay My­
lffU.U.HblM IIHCTpyMeltTOM KaK 061,eKT ll M}'311Ka.AhllblM HHCTp}'MellTOM 
l1ll; nptAMCT, npm:i.-.eK:lJOT(:jl llAC II J):l3All'l llblX ll03TOB II q>11AocO<poe, T:l-
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KHX Kai< <t>paHCHC nomK, XaiiAcrrep, Epyuo Aaryp. Bo3M0:t:!IO CUII 

C:lKaTaJI <popMyAHpOBKa o6o6lllCHIIOro BblBOAa ml OCHOII( HX Ha6.~ 

HHH 3aKAIO'!aCTCJI B TOM, '!TO CCAH CMOTPCTb CKBOJb nptt3MY f11t.ocot-, 

HHCTPYMCHT RBMICTCH o6neKTOM, B TO spe1>u1 K3K CCAH ero npeACTUIII 
cpCACTB3M H Apynu HCCKYCTB, T3KHX KaK )KJIBOnHCb HM! AHrtpatJpa.ti: 

JIBAJICTC.11 n peAMCTOM, a TO'IHCC, 3CTCTH'ICCKIJM npCAMCTOM. Hw.)"llix 
11 AAJI ¢pattCHCa nou)Ka, H ANI XaHAerrepa, «npCAMCT» - nQHJITll(,fu 

ACC BbICOKoro UCHHOCTHOro YPOBHJI, 'ICM «061,eKT». 

noMHMO 061:>eKTa H npeAMCTa B y1<a3311110M BblWC CMblGIC,M)~ 

K3AbHbil1 HHCTPYMCH T 0Ka3b!B3CTCJI H TCAOM - KaK B CMblUC BM((IIII 

opraJut30BaflH OH crpy1<rypb1, TaK H BBHAY <f>aKTa, 'ITO CaMO DO!dll 

<<TCAO» HM flAHUttpycr npeACT3BACHIIC O 'I CM-TO )KHBOM, o6.UA2JOM 

AytuoH. 3Ta HACR MY3bIKaAh HOro HHCl'PYMCHTa KaK cne11H~fl'ttam 

CAHHCTBa AYW H H TCAa HaXOAHl' CBOH CHAhHCl!WlfC Jj rAy6oKHe OQ{QI; ' 

H HR, KOrAa Hy)KHO OCMbl CAHTh YHHKaAbHYIO npupoAy OTJIOW(HJIJIMOOT 

MY3bIKaHTOM If e r o HHcrpyMeHTOM. 



II. 

MATERIAL OBJECTS AS 
REPRESENTED IN LITERATURE. 
CONTEMPORARY TENDENCIES 

AND REALIZATIONS 





OUR PARAPHERNALIA. 115 

ALEKSANDER NAWARECKI 

OUR PARAPHERNALIA. 
ON THE POLISH "TURN TOWARDS THINGS~ 

Conceptualizing the Turn Towards Things 

The so-called Tum Towards Things, by the sceptical also 
dubbed a "' things fad•,or the. "Turn Towards Materialit( first man­
ifested itself at the end of the 20.i, Century. Placing in there. on the 
time continuum I hereby refer to the approach represented by Ewa 
Domaiiska - a renowned Polish academic acknowledged also in 
the USA, a researcher of "metahiscory" and new methodologies in 
the humanities. To quote. from her paper Things aJ Others delivered 
in 200S during the lmernational Congress o f Historical Science in 
Sydney: 

,.One could consider the currently observed phenom• 
enon of being "cnch:mted by things" part of a "discourse 
of the other" dominant in the. so-caJlc.d new human ities 
(postcolonia1 studies, gender studies, queer srudics, crip 
and children's Studies ccc.) as in its diversity it is focusc:d 
on nudyingthc marginalized "others"' in terms of class, r.acc 
or gender. Things arc a recent addition and the humani• 
tics work to let them speak to amend the errors of the past 
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in wh ich things were merely granted che status of passive 
objeccs." 1 

In the wake of th is academic shift a number of specializa· 
t ions proliferated: the ,.anthropology", ,,sociology" or .,history" of 
things, to name a few. Archaeo logists offer .. biographies of things• 
as they appear as ind ividual entities (A.Jones) that come to life and 
perish not unlike human beings (C. Holtorf}. The "cultural biog­
raphy of things" goes a step farther, acknowledging the '"age" and 
"social standing" of a given object as well as its potential ri chness of 
overlapping "life stories" (technical, economic, social). 

An even bolder idea stands beh ind the "politics of things" (as 
one could be tempted to translate Bruno Lat0ur's neologism Ding­
politik) whose consequence, in tum, is the concept of the '"democ­

racy of things" (LR.Bryant). 
This resulted in loosening, blurring or even reversing the ob­

jecMubject binary opposition. First the autonomy of a thing was 
acknowledged, then its material agency (its role as an agent), fi­
nally it was given a noble name of a "non-human being~ All of these 
revisions can be considered part of a strongly marked tendency 
(occasionally concurrent with ideology) called ancihumanism , de­
humanisation, th e critique of anthropocentrism or che enthusiasti­
cally acclaimed '"cum to the non-human". One could approach the 
said cum with slight sarcasm (after all the human ities have already 
seen a number of similar "turns•) and mock the object waiting pa­
tiently in line, after women, queers and animals co have its eman­
cipation announced by the academics. Yet even one of a sceptical 
frame of mind cannot but notice that this very process signifies a 

E.Domafuk.a, 0 zwrode b rucwm we wsp6/cusnej bumanis1yu. (/cu 
bJ.Slurii nieantropoun,ryttnej}. "Roczniki Oziej6w Spolecznych i Gos­
podarczych.~ 2005, T. 65, p. IS. AU translations of fn.gments of Polish 
texts quoted have been made for the purposes of this article unless sated 
otherwise. 
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withdrawal from the heritage of structuralism (ossified and over­
scientific) as much as a disavowal of poststructuralist "textualism" 
and •constructivism~ Not to mention that it undermines the long 
supremacy of research conducted from a subjective, narrative and 
discursive perspective. Has not enough already been said recendy 
about the representation of reality, on linguistic and symbolic me­
diation or on the almost omnipresent and universal phenomenon 
of inexpressibility/unspeakability? As if the visible and palpable 
qualities of reality have been utterly forgotten, like the fact that ob­
;cm have their smell or even taste, that they provoke admiration, 
desire or repulsion, happen to be commodities, have their market 
1·alue, their producers and owners etc. The resurfacing of such a 
matter-rooted reflection brought the renaissance of the philosophy 
inclined towards a substantial understanding of reality (Aristode, 
Spinoza, Leibniz). One hereby also returns to materialism which, 
unlike in the 19.ti century, is by no means tantamount to depriv­
ing objects of their aura (Greenblatt's cultural materialism cer­
tainly cannot be considered soulless). A number of archaeologists, 
physicists, chemists, economists or even geologists and biologists 
(as ecofacts are things as much as artefacts, thus the alliance with 
ecology) came to aid the newly reborn worldview. 

Representatives 

From a number of inAuential authors I have decided to men­
tion those whose works have been translated into Polish - a Nor­
wegian, a Frenchman, an Englishman and a German. Let us begin 
wi th Bj0rnar Olsen, Oomallska's close co-worker, active and pro­
lific in Polish academia and particularly close to my heart due to his 
hermeneutic approach rooted in the somatic, practical, individual 
and local. The basis for his dissertation In Defense of Things: Ar­
rh,uology and the Ontology of Objects are his experiences of typical 
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Norwegian activities such as rowing, sawing and chopping 1'"00.i 
huming, camping, house construction etc. The title's •archaeolog,­

of the object" is not a metaphor, it stems from the cxpcricnCt:1 ri. 

a professional seeke r of objects hidden underground, ones hcpe­
sonally excavated, carefu lly cleaned, polished and displayed in 1 

museum window, with due care not co lee it become a dead •a• 
hibic" but a testimony to its world and fate. The second author. 

and certainly most renowned one, is Bruno Lacour, a historiari 

of science ( a researcher into the microcosm of laboratories), dr 
author of the Actor Network Theory1 his "sociology of the noo, 

humans" is derived from McLuhanian reffeccion on the effects ii 
the new means of communication {che lnternec, mobile phones, 
Facebook, GPS). The devices via which they operate work difftr. 
endy from traditional tools, when connected to the necwork they 
activate themselves like an acto r on the stage. This is howthey ac· 
quire their agency and partnership with he human being. Graham 
Harman in turn is admittedly inspired by Latour's thought. Tua 
academic, since 2006 affiliated with London School of Econom­
ics and Political Science and its internatio nal ANTHEM GROl:P 
team, conceptualised a new realism call ed "speculative• or e1t11 

"weird': 7he~adruple Object (201 I, Polish edition 2013) posro· 
laces a return to a prc•Kancian cogn itive situation: Insteadofbegin­
ning with rad ical doubt, we start from n aivecC. What philosoph) 
shares with the lives of sc ientists, bankers, and animals is that ~ 
are concerned with objeccs"3 This approach works to push ob~as 
to the forefront, into the adventu rous and alluring "virtual world' 
Another amhor to be mentioned is H artmut BOhme the author ~ 
Fet~hism and Culture: A Different Theory of Modernity (2~ 
Polish edition 2013), an extraordinarily meticu lous compendium 
of modern knowledge of o bjects regarded in terms of the category 

2 

. , ;ee.B.~ac~ur, Splatajqc na nowo to, co spoleczne: wprowadunitbll· 
~n, c:o;:;_•siec,, Trans. K.Arbiszeski, A.Derra, Krak6w 20IO, p.108. 

· arman, The~admpk Object, Alresford:John Hunt,201/.p.S. 
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of the fetish defined in a wide context of religious studies, echnol­
ogy,esthetics, economy, psychoanalysis but also literature. Lase, but 
notleast, Roger-Pol Droit needs to be mentioned with his Astonish 
Yourself: JOI Experiments in the Philosophy of Everyday Life (2003, 
Polish edition 2005) - an exe rcise for imaginatio n, between litera­
ture and psychotherapy. 

Belated translations 

Let me take a trip down memory lane to the 80s and early 90s, 
to my vain attempts at finding texts on things; only Heidegger 
came to my assistance and with one essay, as well as a small choice 
of Gaston Bachdard's works and in one fragme nt of Derrida's text 
on Ponge's4 poetry. Although it was not muc h still the concept of 
the "object's subjectivity" that later proved the leitmotif of today's 
posthumanitics already resounded distinctly in these works. Polish 
readers lacked fundamental translations, partly because the topic 
of things seemed of secondary importance, not to say trivial The 
translations appeared a couple of decades belated and, I suppose, it 
is only the atmosphere of the "reistic" turn encouraged publishers 
to translate such works as Barthes' Mythologies (2000), Merleau­
Ponty's Phenomenology of Perception (200 l ), Derrida's Truth in 
Painting, Foucault's The Order of Things {2005 ), Simmel's Bridge 
and Door (2006), Benjamin's The Arcades Project (2007) and Ber­
bn Childhood Around 1900 (2010) or De Certeau's The Practice of 
&'t'f]day lift (2008) . The published series of Heidegger's transla­
tions also bears marks of belatedness: What is a Thing (2001 ), 11Je 

i Sec: M.Hddegger, Pytanie o technik(. Trans. K.Walicki. ln: M. Hei­
degger, Budowat, mieszkat myilet. Ed. K.Michalski. Warszawa 1972; 
G.Bachdard, Wyobrainia poetycka. Ed. H.Chudak. Warszawa 1975; 
J.Dtrrida ,Sygnowane Ponge. Trans. S.Ciehowicz . .,Literatura na Swiccie• 
1988, Voi 8-9. 
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Question Concuning Technology {2002), 1/,e 11,ing(2007); thd,, 
that the above have not been translated by Polish most tcnCl\\"llet 
Heidegger scholars (J. Tischner, K. Michalski, C. Wodzillski)c.n­
noc but be conside red symptomatic. The fu ll edition of8achdard'1 

La poetique de l'espau ( 1958), a work of pioneering spatial imagi­
nation (al so in micro scale), whose affirmative approach co ntatttl 

(copophilia) still amazes and dazzles, is yet to be published. 

Polish works on things 

Let us now proceed to a brief review of relevant Polish wod1 

on the subject. I consider it reasonable co start with chose from the 
90s, as precursory as they were oddbal l - ahead of their times ~ 
the "things fud" and strongly marked by individual ( re)search aM 
uniqueness of style. The first of chem, smallest in volume but most 

original and inAuencial is Jolanta Brach-Czaina's Suztliny is/nit· 
nia [Eng: Crevice1 in Being) (Warsaw 1992), a srudy of emJIUI 
existence, weaved from reAections on repeated activities and mllll" 
dane objects (such as a dusting doth) but also on organic matter 
(meac/ Aesh, fruit). The second work wo rth mentioning - Stefan 

Symotiuk's Filowfuz i genius loci [Eng. Philosophy and gtniu.s /«i 
( Warszawa 1997) compiles reflections of a rather phenomenologi­
cal natu re, devoted to things firml y rooted in space (gate, wind(J11,". 
well, attic, garbage dump etc.) I would also add my own book/wt· 
zy ~ marunia. Studia o wyobraini poetyckitj skamandryrtiw I~ 
1hmgs and dreams. Studies oftht poetic imagination ojtht Skal1J4N· 
dtrp~tts] (Katowice 1993) co this brief list as it concainsanalyses ti 
poet~c fhamasms (J. Wiccl in's spoon, M. Pawlikowska's lifejackct 
:uw,ms furn iture, ). Lcchori.'s theatri cal props, ). Iwaszkiewicz'sold 
Junk, complemented by an attempt at a ,.theory of the object". 

b As the ne~c decade was marked by the "turn~ accordingly it 
roughr volummous and systematic acade mic monographssuch as 
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Marek Krajewski's: W stron; socjologi.i przedmiotOw [Eng. Towards 
asodologyofobjects] (Poznan 2006);Janusz Baraflski's Swiat rzeczy. 
Zarys antropologiczny [ Eng. A World of things. An anthropological 
skttch] (Krak6w 2007), Malgorzata Kwietniewska's: Res. Stadium 
transfarmacji poj;cia rzeczy od Hegla do dekonstrukcji jilozojicznej 
[Eng. Res. A study of transfannation of the concept of a thing.from 
H~el to philosophical deconstruction 1 (L6d:i 2009). These in-depth 
studies worked to catch up to the Western academic discourse and 
summarized current knowledge on things in sociology, anthropol­
ogy and history of philosophy. 

Meanwhile, in the field of literary theory only one yet par­
ticularly gracious and accurate monograph was published - Mowa 
ruczy. ,,Glosy'' przedmiotu w polskiej prozie socrealistycznej [Eng. 
The language of things. The "voices" of the object in Polish prose of 
socialist realism] (Krak6w 2006) by Justyna Trzci11ska-Rosik. The 
turn of the decades brought two comparative studies. The first -
Boiena Shallcross' dissertation Rzeczy i Zaglada (Krak6w 2014)/ 
The Holocaust Object in Polish and Polishjewish Culture (Bloom­
ington, 201 l ) is an analysis of poetry by Ginczanka, Szlengel and 
Milosz as well as of short stories (Nalkowska's, Borowsk.i's and 
Andrzejewski's) in the light of interdisciplinary Holocaust stud­
ies (history, philosophy, economy). The book was written at the 
University of Chicago and its English edition received enthusiastic 
appraise in the USA. The second one, also an academic work of a 
syncrcric character, is Zofia Kr6l's PowrOt do fwiata. Dzieje uwagi w 
filow.fii i literaturze XX wieku, [Eng.Back to the world. The history of 
itltrntion in philosophy and literature of the 2CF century} {Warszawa 
2013) which puts emphasis on the poetic perception of objects dis­
played by authors both Polish (Milosz, Herbert, Bialaszewski) and 
American (Whitman, Williams, Reznikoff, O'Hara). 

2015 proved to be a milestone as it brought 3 voluminous 
books on the subject, including two monographs of fundamental 
importance. The first of them - Poeci urzeczeni. Przedmioty w po-
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ezji poiskiej J 890-1939 [Eng. Enchantea' poets. Objem in Polish,.. 
etry 1890-1939] {Krak6w 2014) written by Anna Zientalapro'I!! 
chat che cum of che 20th century and its first decades (modcrnisn: 
can be cons idered the most interesting period in terms of a thirigi, 
related line of research. The author offers an exrendedscudyofmi} 
war Polish poetry while working co reveal its roots in the Yomt 
Po land movement. The second book, Jakub Komhauser's disscru­
tion Callwwita rewolucja. Status prudmiotOw w poezji sumali1lltl 
[Eng. 7he sum of the revolution. ]he slatus of things in sum.Jig 
poetry] (Krak6w 2015) can be considered complementaryasitfu. 
cuses on the avant-garde. The author concentrates on the inAucna 
of Breton's manifestos not only in French, but also in Czech, Slo­
vakian, Serbian and Romanian poerry. What the reader receives in 
effect is a ground breaking study of surrealism in Central and f.asi. 

ern Europe and one with an original methodological introductioo. 
le is in the backdrop of these two works where I would place my 
own bookParefemalia. 0 rzeczach i marzeniach (Eng. Parapht1114· 
Lia. On things and dreams] (Katowice 2014). The said book is art· 
edition of essays by Skamander poecs complemented by reAecriolll 
on the status of objects in the totalitarian world (Baczyftski's satires 

and G rass' novels versus che problem of fascism, post-communist 
nostalgia for the props of the People's Republic of Poland). 

The Polish "turn" in conferences 

The abovemencioncd works, ofi:en PhD dissertations, hait 

been written in the quiet of che academics' scudy whereas che mort 
spcccacula~ "turn to things" was happening duri~g national confer· 
cnccs, scmmars aod projects that brought fruit in the form of mlu-

s The word 'enchanted' d 
cz.ony" literall mean oes not convey the original pun as .wu· 
the register 

0
/ h. s enchan~e~ or charmed but also directly reference 

t mgs by comam mg ,,rLecz" - ,,thing".. 
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minous collective publications. This precisely is the genesis of four 
"representative'" anthologies: 1. Czlowiek i rzecz [Eng. Human and 
thtrbing] edited by S. Wyslouch and B.Kaniewska, Poznan 1999. 2. 
Codzitnnr, prudmiotowe, cielesne [Eng. The everyday, the subjective 
11nd1brbodify] Ed. H Gosk, Izabelin 2002; 3. Rzeczy i rzeczywistoft 
w kulturu XX i XX.I wieku [Eng. Things and reality in the culture 
efrbr 20.., and 21st century] Kitowska-1:.ysiak, M.Lachowski eds. 
4. Ruczy i ludzie. Humanistyka wobec materialnofci [Eng. Things 
and humans. Humanities towards materiality], Olsztyn 2008. The 
da[CS and places of publishing would suggest that the wave of in­
ceresc in things came from the West and gradually moved east­
ward: from Poznall (1999), through Warsaw (2002) and Lublin 
{2007) to Olmyn (2008). The tides of the publications indicate 
the loosening grip of the subject's dominat ion {The Human and 
the object) and embrace the primacy of the object (Objects and hu­
mans). The subtitle of the first book: 0 problemach reifikacji, [Eng. 
On tht issues of reification] st ill resounds with a ce rtain anxiety to-
11,ards "reification~ in case of the second it is toned down to being 
mildly troubled by "the mundane and corporeality", while the last 
one (Humanistyka wobec materialnofci Eng. Humanities towards 
""1Uriality) evokes only calm academic objectivism. "Material ity" 
and "objectivic( in their broad sense suppresses an individualized 
"thing". 

Interestingly, the main initiators of these projects, were pol­
onistS as they were the ones who organized che first two sessions 
,though the one in Poznan had "literature, philosophy and art" 
in itS subtitle). The Lublin volume was prepared by philosophers 
and art historians and it was on ly the Olsztyn volume chat proved 
~Uy interdisciplinary, thanks to the participation of historians 
Domallska), archaeologists (Olsen), as well as anthropologists, 

sociologists, researchers in cultural studies, philosophers and phi­
lologists. 

Polonists contributed almost 40 texts and yet their cognitive 
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aspirations seem rather cautious. In none of them docs one stmi 

the urge to trigger a kind of diaJogue with ocher arcs and aadar..: 
disciplines while theoretical and methodological issuesharcharl 
received any in-depth analyses. The focus has been put on thd-~ 
century; the older and more renowned scholars contim.1rd d:a 
studies into the works of distinguished writers (Gombl'Olm 
Schulz, Witkacy, Nalkowska, Tyrmand, Bobkowski, Lem, Koo. 
wicki, R6Zewicz), while che younger ones, who also happen to~ 
ble in literary criticism, cackled the hot topic of chose: times- di: 
prose of the nineties (Chwin's and Srasiuk's novels being themOSI 

prom inent ones here as it is in these that che interest in ob~rn ~ 
most visible). Przemyslaw Czaplirlski's seemingly simple assertKI 
that "we have acquired more things" is in fuct of a revdacorych.i.r· 
acter as it aptly pain ts the picture of our Polish prose of theendd 
the century.6 This hypothesis - reinforced and repeated by otha 
critics7 

- seems to be the most important attempt at grasping dx 
Pol ish specificity, therefore it is worth elaborating. 

Back to the past 

W' hy has the Pol ish prose turned co things so lace and reu:1. 
colleccively? The concurrent polit ical changes, the expansion el 
modern capitalism and its consumerist "ecstasy" are the obvi~ 
factor yet their influence is not visible in poetry which would hait 
one question the vaJ idity of taking such a straightforward causalilf 

' h Se~: P.C~apliflski, R:ucz w liuraturu albo proza lat dzitwi(td~ 
?''" wo « mimesis. W: Czlowiek i rzecz ... , P· 207. 

of thin ~e a~vemcncioned volumes the motif of things in the pr$ 
B.Kaneie:~~:t1esMh~ been ~iscussed by the fo llowing: P.Czaplirish 
J.Jarz~bski, M.KJo~inr;::_c~wicz, J.Madeyski, H.Gosk, A.Zicnie\\1'1 
A.Baglajewsk..i. uszczyk, D.Nowack..i, M,D1browski, D.U-2/"' 
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for granted. To the contrary, young Polish poet ry, as Piotr S!iwir'lski 
observed, distances itself from palpable reality, "puts it into quota­
tion marks"8

• How does one explain that? ls the age of the debu­
tantes the deciding factor? Such a suggestion has been put forth 
by Janusz W6jcik according to whom particular sensitivity cowards 
the object is the privilege of "old poets" (lwaszkiewicz, Milosz, 
Herbert, R6iewicz, Rymkiewicz). Maybe the young do not want to 

emulate the elders? Such a psychologically-existential key does not 
account for historical-literary processes; however the example set 
by the elders signals that the object has by no means been a novelty 
for the poets. Accordingly, one needs to, or even must, look back if 
one is inclined to give cred it to Jerzy Jarz'rbski's stance whose thor­
ough analysis of the poetics of the novels from the 90s demands a 
historical reference going back as far as 1956: 

"After the October Revolution poets have scarred to 

re-describe the world of things from scratch. Bialaszewski, 
Herbert, Szymborska~ all of them looked at things with 
extraordinary scrutiny to establish what everything is re­
ally is like, what the world we live in is like, and what we 
ourselves are like. After the 90s watershed chis analytical in­
spection into the world of thing was needed yet again and 
literarure reAects that. Yet the gaze of the writers does not 
reach the "elements" - Bialoszewski's "'Aoor" or Szymbor­
ska's and Herbert's "scone". In fact, the drama is played out 
on a whole different level, among the signs of acceptance or 
rejection of the symbolic products of both the communist 

and the globalist civilizations."9 

1 P.Sliwillski, Kariera mdzys/owu. In: Codzienne, prudmiotowe, ciek­
P!l.}rzyki nowejwrailiwofci wliteraturze polskiejXX wieku. Red. H.Gosk. 

lubclin 2002, p. 277-290. 
1 J.J:u,.~bski, Pamift rzeczy: paradoksy enumeracji. W: Codzienne, 

trudmiotowe, cieksne ... , p. 100. 
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In terms of the history of poetry the civilizational and r> 
!ideal context has changed, however the contemporary dialogr1 
with the products of"globalism, though important and curren~i 
overshadowed by the "October". As if the bygone poetic achirn­
mencs char situated che object in the centre of attention seemed« 
a founding character. For char reason another researcher reprcsrn1 
ing the same viewpoint as Jarz1rbski, considers chem ~an amm~ 
at building a new literary anthropological paradigm: one basedoo 
the binary opposition human/thing".JO By way of this staremem 
the young scholar announces a rather "risky hypothesis~ and y~ ii 
chis risk not illusory? le smacks to me of a vested polonist truism 

though I would prefer nor co be sarcast ic as, eventually, whatwe art 

all touching here is a common problem with the remembranced 1 

the 1956 "reistic" turn . Such a thesis is not a novelty; ofi- repeattd 
and simplified (particularly in textbooks) it became banalizedan~ 
turned into a platitude. And precisely for this reason one need, rn 
revisit chose simultaneously known and unacknowledged facts. 

Poetic revolut ions of things after 1956 

. In 1956 Miron Bialoszwski's Obroty rzeczy!The Revolutio1uf 
Thm~), a volume of humongous inAuence and importance, Ill! 
published, bringing such poems as: "Bless, O Floor!~ "A Tahk 
Song Almost Of The Universe~ "The Beaux Arts of My Room'or 
"Translation of An Umbrella': A year later ( 1957) Zbigniew Her· 
ber: publ'.shed his Hennes, a Dog and a Star featuring such~ 
; Furnished Room" and "A Knocker" as well as poetic prose: 
\X,eJ; .. ':_iol_in",_"1;1: Button", "Objects", "Harpsichord", "Shell", •Toi 

' St ill life, In a Closet""; "Wringer" etc. In 1961 brought 

10 
P.Arbiszcwska Sznuro dl 

ln: Ruzy ; ludzie. Human _wa a, zegarki, kamienie. Rzecz wliteratur:.t 
W.Pasek M SI· O myka wobec materialnofci. Ed. J.Kowalewsh 

' · •wa. lsztyn 2008, p. 326. 
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Herbert's volume under a telling tide Study of The Object, therein: 
"Wooden Bird", "Drawer", "Chimney", "Clock", "Careful with the 
table~ "Chairs". One also needs to mention Bialoszewski's forerun­
ner, his friend and master - Stanislaw Swen-Czachorowski. One 
6nds many a masterpiece in the poetry of those three and yet the 
primacy of genius in object description certa inly belongs to Sz­
ymborska of those days and too the grand elders - lwaszkiewicz, 
Milosz,Jascrun (close to Rilke) as well as, though younger, the as­
cetic R6iewicz. One also certainly cannot dismiss the importance 
of the "turpist" Grochowiak, "surrealist" Harasymowicz, "fairy­
\ikc" owak, "funereal" Rymkiewicz, or the "linguists" - Karpo-
11,in and Wirpsza. The topic evolved i.n the New Wave generation 
to reach its peak in Baral1.czak's Triptych with Concrete, Fatigue and 
Snow( l981) and Zagajewski's Canvas (1990), though it is Julian 
Kornhauser who proved most true to things. And the above is ce r­
tainly not a complete list of poetic achievements. 

Without the so oft-exercised "re ism" Polish poetry of the 20th 

century would likely not be so well understood abroad, Herbert 
orZagajewski probably would not have been so thoroughly trans­
lated while Mi losz and Szymborska's road to being awarded with 
the Nobel Prize would have been longer. And what was it like in 
Poland? Polish reviewers spotted the recourse to thin gs almost 
instantly, critics have discussed it widely and the most important 
"object" poems of the 60s have quickly become incorporated into 
textbooks. Commentaries from such critics as K. W yka, J. Kwi at­
kowski, A.Sandauer, J. Lukasiewicz, J. Trznadel, P. Matywiecki 
or J. Prokop (Lekcja ruczy, Eng. 7he lesson of things) point to a 
\'arietyofintellectual traces: from Marxism, trough phenomenol ­
ogy and psychoanalysis to theology. One can consider Jaroslaw 
Marek Rymkiewicz's study of Herbert 's "Chair" representative 
and symptomatic: elaborate co such an extent chat it took the 
form of an extensive philosophical rreacy. And yet upon read­
ing the above mentioned one senses want and insuffic iency as the 
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judgments of the critics were often passed "on rhc: go·: what 
more: - as chc: y concerned the arr of their peers or youngcr cd­

leagues they often lacked distance:; also censorship was the ir. 
peding factor. le is a pity chat none of chose poems ever fc:ll in 

chc: hands of Heidegger, Gadamer or Derrida, as we would the 
likely know their meaning bener. 

H ow was chat possible? 

The above described "epiphany" or maybe a "triumph' 
things in Polish poetry was a distinct trend scarring in the: mid-~ 
and lasting throughout the next three decades (umil rhc: m.arr.. 

law). Krzysztof Karasek, its participant, crying co F.uhom this p:b: 
nomenon in recrospc:cc { 1986), remarks: 

"What does it in fact mean co make things rhc: cc:mrc 
of one's imerescs? - the poet asks - The thing is the: last 
and the ultimare island, ir is a rescue rafi an enslaved indi­
vidual can hold on to. Seen in this light it is the ultinmt 
material {sensual ) argument for the ex istence of the world, 
and, par:i.doxically, for being in the world; the measure of 
human freedom{ ... ) Ir should nor then come as a surprise 
~at als_o in Poland poetry is closesr to the object precisely 
in the times when d1e individual's lack of autonomy reachts 
a desperate, clinical phase. The mid-SOs triggered this nttd 
for asylum in many, particularly the most mamre onts. 
Only the rudimenrary was lefi: the chair (Bialoszewski), 
the d~awer (H erbert), che poker (G rochowiak). The thing 
perceived as lonely and ascetic, beau tiful and hideous Ix• 
comes the ultimate haven, rhe uJcima thule:11 

11 

K.Kar:i.sek: Posi scriprum do Ponued . .. Literarur:i." 1986, Vol H p.17. .... 
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These remarks written on the margins of a commentary on 
Ponge refer to the Polish specificity - the experience of commu­
nist oppression and longing fo r freedom. O ne could escape from 
Stalinism only into the world of mute matter but Polish poets 
(similarly to the German ones from group 47), regained their re­
spect for the concrete as early as right after the war, as it seemed 
the only point of refere nce for artistic activity pose-Auschwitz. 
The ethical turn to elementary values was being played out in 
the scenery of pose-war debris, experienced as long-term living 
in ruins, looting, shady businesses thriving on stolen Jewish and 
German belongings. If one third of Polish soc iety were forced to 
mettle, then the so called "'repat riates" (former exiles, hostages, 
fugi tives, settlers etc.) had all experienced having their posses­
sions confiscated, robbed, destroyed or lost irretrievably in cattle 
wagons. The relatively stable life in People's Poland was not free 
of the experience of poverty and permanent shortage of goods 
either, while it forced one to settle for shoddiness and trash , com­
mercial refuse. Family souvenirs acquired cult status and became 
worshipped with semi-religious zeal {particularly if one had man­
aged to save them during one's stay in a concentration camp or 
gulag), pre-war products inspi red respect and nostalgia, while 
commodities from the West were t reated not unlike sexual fet­
ishes or idols endowed with supernatu ral powers. 

In the wake of the Polish chaw when one could finally write 
both about the luxurious and the trashy, Polish artists were eager to 
draw from the contents of the ir experience. This knowledge of mat­
ter proved utterly different from the kind of sensitivity represent­
ed by their Western peers, one so accurately depicted in Georges 
Pcrec's 7hings ( 1965 ). The totalitarian state loosened its iron grip 
bur a poet scrutinizing a thing, whose loyalty to the object, stub­
born, bent to see a stool as a stool, violated the dialectic rules of 
socialist realism. After all, by sanctifying the concrete one exorcised 
ideology! 
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Wri ting about things, bordering on "amisocialisc actiTir, 

never hampered subtl e imelleccuaJ reAeccion. This can cerul- ! 

ly be considered o ne of rhe peculiarities of our poetry widi it 
cognitive aspirations and functionality in the face of p(rmana 
weakness of academic philosophy and theology. I am comin.t. 
that the merits of Polish reception ofNeo*Kantianism,pheO!l'­
eno log y, exiscencialism or even personal ism o r che philosophYt 
dialogue are best d epicted by the "reistic" poems of the afurtlllCl­
cioned authors. 

The joy of a reclaimed garbage dump 

As the rime has come co sta rt heading cowards a conch.1.sit 
I would like co point to three most important groupings o( ~ 
and, by the same token, three hi scoricaJ mo ments and three liter· 
ary generations chat consecucivd y came into prominence. Uchd 
these represents a period of a momentary relief after a cacasuop/K 
and terror. The social sentiments of those days could bc.5c bt Qt. 

scribed as the "joy of a reclaimed garbage dump"'. The phrasccomo: 
from Kaden -Bandrowsk.i's novel General Barcz ( 1923) and apL 

conju res up the atmosphere of Po land Reborn , with its rccrrat fflll' 
the themes of war and the romantic heritage which allowed Cit 

to tu rn to the everyday and thus giving us che first generation ~ 
modern eulogises of the objects. Another breakthrough, albeit ri 
son~eh~w "central" and greater importance began in 19S6, a.s sail 
~arlie r, in the wake o f the political thaw. Yee this very ourbuf'Sl'. ci 
Joyo~ed much to its foreru nners: Bialoszewski learnt chelang~ 
of 

th
,n~s from Liebert and Galczyllski, H erbert from Iwaszkiei1,a 

a
nd 

M,losz, Szymborska from Pawlikowska not to mention tht 
all of them drew from Tuwim. ' 

J Finally, the. third wave came after che Round Table, with tk 
une 

1989 
decnons. The times when warlike deficiency of matt!UI 



OUR PARAPHERNALIA. 131 

goods came to an end and the turning tide made commodities of 
all shape and color accessible more easily. One could shamelessly 
hoard them, play and enjoy or become sickened with them. The 
overabundance of things was kept out of poetry (loosely associated 
with postmodernism) created by writers from one generation: S. 
Chwin( 1949),J. Pilch (1952),A.Jurewicz (1952), M. Tulli ( 1955), 
M. Bienc,yk (1956), P. Huelle (1957), Z. Kruszynski( l957), A. 
Smi"k (1960), P. Szewc (196 1), 0. Tokarczuk (1962). All of 
them were born in the times when Herbert and Grochowiak de­
buted, raised on Skamader poetry read in primary school and on 
Bialaszewski and Szymborska in high school, echoes of which can 
likely be fo und in such novels as: Hanemann, Terminal or Duk/a. 
The traces of those readings are ostentatiously visible in recently 
published book by Jan Tomkowski ( 1954) - Czarny elementarz 
[Eng. The Black ABC], where school reality is depicted by recourse 
to the esthetics known from the volume Hermes, pies i gwiaula. 
Reading the miniatures with familiarly sounding cities (Organki, 
Nalepki, Wycinanki, Racuchy, Balwan, Czarny balonik) [Eng: 
Harmonica, Stickers, Cut-outs, Drop scones, Snowman, Black ba­
loon] I certainly recognize the "gadgets" of my generation. 

Paraphernalia 

k is now high time for elaborating on the title's "parapherna­
lia",an attractive word amongst the synonyms of things as it is close 
to matter,12 yet only rarely employed, not only in Polish. Absent 

12 The trouble with writing on rhings begins already with the use of 
the word ,.rzecz" [Pol.thing] itself which in Polish is not derived from 
LI.tin m ("material goods", "property", "wealth") bur from "rzec" (an­
oounce, declare), therefore from "m6wiC" -speak (in 16'h century "rzecz~ 
1ignificd a delivered speech), The second Slavonic name fo r things, Old 
Church Slavon ic uefbl oraz Russian ueflb also remained in etymological 
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in many dictionaries it has been granted the fullest definition~ 
Zbigniew Kopaliriski in his Slownik wyrauJtuobcych [Eng. Dictii» 
ary of foreign words): 

Paraphernalia, personal things, belongings; accessorics;equip­
ment; arch. The married woman's personal bdongings. Etlmr 
- Medieval. Latin paraftrnalis {bona) arch. Plural. Neuter. From 
paraphemalis 'belonging co the wife' from Greek parJfmi.z 'wifr 
property brought bes ide the dowry see: par{d)- phtrni- 'dowrv' 

As per the primary Greek model the paraphernalia do DIX 

cover the totality of the dowry but o nly its part, the one ~oucsidi:' 
"beyond" o r "beside" (gr. para) che bride's possessions. The gooil 
excluded from marital exchange, omitted in the prenuptial agree· 
ment and therefore not subject to control of che fam ily funding dic 
dowry or of the husband-to-be. While the jewellery constiru~ 
the dowry was secured in the treasury, the paraphernalia remainal 
in the intimacy of the boudoir. What was kept within rhc marritd 
woman's reach were objects close to the body, so intimarcly ron­
tiguous as cosmetics, jewdJery (rings, earrings, necklaces, brudcts. 
brooches) or the ones working as the body's extensions, compk-

~onnec~ion ~reaching back to ancie nt lndo-Eu ropea n community) 11idi 
speech which resounds, for instance in Larin vox (voice~ •word"). llr 

Fr~nch ufon tran~f~rming Latin rem in rirm (signifying •norhing"}d· 
fic,encly . dem.acenal1zed its meaning while replacing ir wirh the l1Cd 

chose, which, like Italian cosa, derived from Latin cau.Sll (""cause~ •e2;5(1is 

also of ab5cracr character. For that reason the majority of researchcrs fuit 
~re;i;t~r fondness for employing the category of the •object• although Lai 
111 

ob,ectum also docs not refer di recrly ro matter bur is righdyconncatd 

~~ :h,:e:~::het~:i"~tion ~f the subje~t (mbiectum ). The object chus aistl: 

se:conda /:ir ;~o,~~•th the su~Jccc, conditioned by ir or c,w madc 
thoughr::n id~a ~-1ecc recogn ized by subject can, for instance, b(J 

materiality of th:::~~~:::. anoth er ~bstract phenomenon, therefore die 
n W.Kopalinski 110 •.s, nor obvious, mayb_e even seconda?'. 
Warszawa 1978, p. ,718.wn,A:. wyrnzdw obcych , zwrotow obco1;z1CVIJ"· 
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mentingit not unlike prostheses (glasses, wigs, canes, fan s). Other 
paraphernalia (bibelots, devotionals, writing devices etc.) literally 
stayed within reach and it is their "handiness" as much the above­

mentioned "prosthetic" qual ity that is, as Heidegger observed , the 
fundamental characteristic of things. 

What does the phrase "woman's personal belongings" mean 
coday1 The first image it conjures: the depths of a woman's purse 
- a soft asylum fo r a thousand little items. Another: the humbler 
contents of a boy's pocket or of a desk drawer; more organized is 
the traveller's su itcase or a mechanic's tool bag, but all of them are 
5imilar sets. The dictionary suggests chat the past meaning of the 
paraphernalia went beyond the feminine realm or even became 
masculinized to become associated with a more "masculine" or 
"professionar set of tools described as "accessories", "utensils", and 
finally with the general and neutral "equipment". These objects o r• 
ganiic our environment, accordingly their usefulness and agency 
incrc:ascs. Tangibly close and endowed with trust they st iJI cou ld 
grow distant or rebel as only the familiar can become alien and the 
ordinary turn out uncanny. This precisely is the dynamics of the 
paraphernalia, the dialectics of closeness and distance refe rencing 
the primary constituents of imagination, conjuring up phantasms 
on which literature feeds and poetry in particular. 

In this light it appears to me chat it is prec isely the parapherna• 
lia that arc the most frequent "pro cagon iscs" of Herbert 's or Szym· 
borska's poems. Maybe instead of Bialoszewski's "things" and Gro• 
chowiak's •object"' one should more aptly be talking about their 
paraphernalia? The notion corresponds perfectly also to Tuwim's 
choice of props, but also to Pawlikowska or Lieberc's affection for 
objeccs and likely to the whole "reistic" current in Polish poetry. 

Bue chis word expresses even mo re as it belongs to the "labyrin• 
chine• family of lexemes with the prefix "para" such as: paradigm, 
puallel, paradox, paraphrase, parameter, paragraph, paranoia or 
pmclete. This prefix lends every lexeme its quality of \ignifying 
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at once proximity and distance[ ... ] something at once insideado­

mestic economy and outside it, something simultaneously this silk 
of the boundary line, threshold, or margin, and, at the same riJM 
beyond it" as it an,. 'uncanny' double andcheticar 14 one. For thi! 

reason our of a multitude of words Jacques Derrida chose and em­
ployed parergon to deconstruct the binary opposition berween tht 
marginal and the central. J. Hillis-Miller, on the other hand,devd­
oped a fondness for the word parasite formed from Greekparasi~ 
("near the seed"), which a11owed him co reconcile in a •convivul' 

fash ion the antagonistic roles of the host and che guest, feasting 
harmoniously by the same table. 

A similar ambiguity is to be found in "paraphernalia~; some 
dictionaries hastily identify chem with the dowry albeit in the orig· 
inal sense of the word and its correct interpretation it denotes dit 
goods "outside" the marital register; there in one finds chemost pcr· 
sonal of the bride's belongings, sealed with her touch but not with 
a formal note, a notion that detaches itself from formalized rulesof 
possession and inheritance. By the same token could the parapher­
nalia stand for the things freed from all taxonomy? 

The paradox of the closest thing, subjected to us and docaein 
an absolute fashio n but at the same time emancipated as outlawe~ 
speaks volumes about the poetic paraphernalia. Polish poets, o!i:en 
not even leaving their homes, enclosed in the everyday, amongst 
the tamed lares and penates still have been able to discover che un· 
:athomable, mysterious or even wondrous dimension of object! 
m commo~place surroundings; and in this precisely consists thi 
char~1 ~f _Bial,?szewski's 1he Revolution of1hings and of many other 
poetic highs and "departures~ 

Inscribed in the poetics of paraphernalia the dialectics of mai· 
t~r and spirit, of the ordinary and the uncanny, works both v.'a), 

t ough. One can distinguish that in the reception, academic in 

(
H _J.Hillis-Miller, The Critic as Host ln- . 
Sprang, 1977). , • Critical Inquiry, Vol.3, No. ' 
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particular, of the poetic "studies of things". A plethora of poems 

on things have been written, many of them exquisite, but as time 

flies the audience and r.he critics have grown accustomed to things 

within reach, familiar therefore not requiring additional commen­

tary, more and more often left without mention, slowly falling into 

oblivion. The poetic paraphernalia shared the fate of"personal be­
longing{ remaining outside the law's jurisdiction, and in this in­

stance - outside the academia, or, to be more precise - literary the­

ory.And when a new, expansive, academically codified discourse of 

the "turn co things" appeared right before our eyes then our poetic 

paraphernalia somehow evaporated. 

Conclusion 

By way of a conclusion I would like to quote at least a fragment 

of a poem, accordingly I will tum to Zbigniew Herbert's "Revela­
tion"; 

I shall sit 
Immobile 
My eyes fixed 
Upon the heart of things 

A dead star 
A black drop of infinity' 5 

A surprisingly similar sentence can be found in G raham H ar­
man's dissertation mentioned at the beginning of th is a rticle .,The 
0bjmisa dark crystalveiled in a private vacuum 0 16

• The same glow in 
the darkness, atmosphere of mystery, contemplation of the object 

11 Z. Herbert, The Collected Poems: I 956- 1998, Ecco, 2008. 

4
~ G. Harman, The f!!iadruple Object, Alresford: John Hunt, 201 1, p. 
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as inspired as it is ironic. One could think that despite the pm~ 
time and che d iffe rence in genres the The <I!!_.adruple Object (2011 
and The study of the Object ( 1961 ) have been written by the sam: 
person. Th is impression of proximity and alliance is touchingoll( 
thus it would be hard to believe that the English philosopherfam. 
omed the nature of things deeper than the Polish poet. Halfactn­
tury has passed and no progress is yet to be seen. ls it becau)C tlit 
contemporary "turn towards things" in Poland moved at a pm9i 

languid that any init ial sense of fresh ness wore off? From the~­
spcctive of our familiar poetic experiences chis turn could seem but 
a return, the return of the well-known, therefore not likely coltU 

emotions. Lee me repeat: Polish literary theory seems surprisinglr 
at a loss (or maybe embarrassed) towards the "nationar parapher­
nal ia revealed in o ur mid-20th century poetry. Long ago itwa.s aM 

not so long ago at all. And th e storehouse of things once opened in 
poetry still remains the center of Polish, if not international, 'po­
etry of the object': The re will be no greater turn. 

PE3IOME 

HAWH nAPA<l>EPH AAH H. O nOAbCK0M 
«nOBOPOTE K BEI.l\AM» 
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KKTileBC t(a.11 ) H HCMHOro'lltCACHHblX AHTepaTypoBCAOB ( l...fanAH HbCKHH, 

W1AKpocc, 3eHTaAa). « nosopoT K BCtu;aM» B OTC'ICCTBCHHOM uap11a11Te 

AIIWb B HC3H3'1HTCAbHOl1 CTCOCH H OTpa)KaCT nOAbCKHH HCTOp1t'ICCK1tl1 

onWT 11pCAb1Ayiuero CTOACTIHI - OCTPY'° HCXBaTKY s e w;cH (yw;ep6 OT BO• 

iiKbl, MaCCOBblC 11epeceACHIUI, 3MHrpaUH.II, 6CAIIOCTb, TOTa.AHT:l.pH3M) , a 

ng;:e 6.\aronpl-UITHblC AAl'I BC1Uef1 MOMCHTbl cra6HAH3aLIHH ( nOCAC nep­

BOJi H BTopoH MHpOBblX BOl1H, nOCAC 1956 11 1989 rOAOB) . A MC.KAY TCM 

.umparypa, B '13CTIIOCTH 11033HJI, cocpCAOTO'ICHHMI Ha napaq>cpH3AHJIX 

(ro cm, 11a AH'IHhlx aew;ax, np111taAAC)KffOCT.11x, aKccccyapax}, npeeoc-

10,1,110 Bblpa;t.ar,,a :ny cneumpmcy. 3To TC'ICHll C HHTHMHCTCKOH A1tp11Kll, 

6.\HlKOJi K nOBCCAHCBHOl°I )KHJHlt, yxoAHT KOpH>!Mlt B Ha'!aAO xx BCKa 

(Cn#). OHO nOAY'IHAO pa3BHTHC B Me:JKBOCHHblH nepHOA (cKaMa1tApH­

TIII, na11M1KOBCK.aJ1, Au6epT), aero pacueeT npnxoA HTCH 11a nepuoA n o­

c...e «orrtnCAH» (OJ1r,,0111escK1-1H, Cse11 '-laxopoecKHl1, Xep6epT, W1tM-

6opuax). Ero npOA0A)!{3AH llb1A3l0tu;HCCJI noJTbl (rpoxOB.IIK, XapaChlMO­

BH'I, 6apa11'1aK, Kop11xaY3ep ). A11TepaTypttblC KpHTllKH, conyTCTBYIOlllllC 

JTOxy11Mt111110 (BwKa, CanAayJp, npoKon, A yKaces11'1) enoAHC ocoJ11a-

11.AHero311a'111MoCTb, a CACAbl 003TH'ICCKOro «ypoKa npCAMCTa » coxpa­

HH.\IICI, t111e B npoJe noCA<'AYKHUCro noKOACHIUI ( XB1111, CraclOK, X10A­

AC,6e11b'I IIK, ToKap'tyK) . nocy11.1ecrny «noaopOT KBCI.UaM» B IIOAbCKOl°l 

K)·t.brype coeep1111tAGI Cll.lC' B ccpCAHHC xx BCKa - HaAO nOMl\llTb 06 
JTOM, CCAII ;KC IIOAbCKHH « noaopoT K MaTep11aAbHOMy» HC 6yACT C'IH· 

Tnbol AH lllb npoRBAC'HIICM flOCTKOAOHH3AhllOl1 UMHTa.J..IHlt 3amlAll blX 

IWlpa&hCHHi°i. 
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KINGDOMS OF ABANDONED SCRAPS, 
ZB!GNIEW HERBERT'S SONG OF THINGS 

DISPENSABLE' 

139 

Song of things dispensable (Piosenka o ruczach zbrdnych) is a 
wi ride. Stirred by it, the imagination tends to evoke images of 
cellar and attic recesses, the hiding places of objects once depos­
ited at chem, like some indifferent tacit graveyards: and many of 
such objects are crippled, corrupt, worn-and-tom, spurned, and 
complecdy useless now. But, amidst those amassed chings, things 
tha1 have been made miserable by time and occurrences, there is 
a smouldering memory of the other, better, warmer days, the days 
full of sunlight: and this is, probably, the saddest thing about it. le 
therefore seems chat the silence prevailing there will be split up by 
anei:plosion of invocations; a song will erupt, and things congealed 
and dust-covered will be reanimated. Seen from the perspective of 
uselessness and rejection, the past seems co be gaining an unusual 
chmcter, glistening with a glare of heroic time, one that is worth 
of an epic story. It seems that the rhapsodist has already raised his 
foot and is about co measure the hexamctric rhythm. But rhe foot, 
nised, would nor fall; the pause is on; there is no-one to create an -See Annex auached. 
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epic in praise of the virtues of things dispensable: merclya5ttt, 
canzone, has been dedicated co chem. 

The song primarily carries an invitation and incentive for 1!ai 
ous and patient construction of the world with use of thingsth.uc 
small, petty and inconspicuous, always proving necessaryandimp:i:­

tanc: and here a cognitive paradox comes into play. ls not Zhignri­

Herberc's poem on 'things dispensable: things superffuousor rd:t 
dant, a lecture on the real values of such things- and so,anaxi~I 
cal treatise? If this is the case - if we really feel chat the modcsi ari: 
overly temperate form conceals matters of primary imporunct~ 
human life - then the piosenka, can zone, eventually sounds co us 1, 
canto chat saves what has been doomed to inexistence. 

Based on a notebook note, Zbigniew H erbert wrote his h 
senka ... in January 1951 and had it p rinted with the Catholicwd: 
ly Tygodnik Powszechny in October of the same year, dedicating: 
to Stefan Kisielewski, initially with the annotation reading "To th: 
apostle of things forgotten and ... of objects':2 

It was already then chat the young Herbert displayed the ska 
of deriving the completeness of meanings of all the elemcntsofl!'t( 
dep icted world from a fractional concrete: the techniquehe hti: 
o n masterly developed, practised, and rendered so precise in M 
other p~ems and essays. This poet infallibly sought the sourccs d 
utmost importance fro m the standpoint of values. One such sourer 
was, fo.r instance, the famous pebble that cast light on so manyst­
crets hidden in the structures o f cathedral churches. In thisscnsr. 
the autho r of the 'chanson' in question is a truly apocalyptic 11" 
th~r, on~ who takes off the black~doth, unveiling and disdosi.,t 
th

m~s ~idden, which tend to be neglected in the daily rush wh~ 
r~~atnmg the ca rrier(s) o f principal values chat prove independrn: 
o ide~logical tendencies of any sore. 

Ptost:nk4 0 rzeczach zbrdnych is composed of two threads; co bt: 

2 
~ote afcer Z Herb U. I t.l 

and edited b R Kry. . _ert, twory rozproszone (rekonesans), SC cct 
Y · 111ck1, Krak6w, 2010, P· 365. 
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more precise, it unfolds alongside two textual lines intertwining into 

a cohesive whole - each having a peculiar and clear stroph ic, rhyth­

mic, and metrical pattern. Each of these lines is, mo reover, reAected 

in the graphical record as an arrangement of differing compositional 

strucrurcs. If one is to stick to the rules of'song' {chanson/canzone) 

pattern, as indicated in the ti tle, then the poem is found built of two 
dialogically interrelated refrains, or choruses, wh ich - like the grape­

vine on a house's fai;ade - en wind the invisible, unrecorded and not 

plainly apparent core scheme of the story-telling stanzas. They are 

but an elusive sketch, and yet it seems to us chat we can spot, and 

read, them. Actually, the p resence of the stanzas marks open-ended 

spots, ones that are open to our imagination through the recurring 
expressive refrains. Herbert keeps these stanzas hidden, as it were, 

beyond what is written-down. Therefore, what constitutes the core 

thread of this poem is concealed in its subtext stratum. Hence the 
crucial importance of the reader's imagination: it namely helps spot 

and read/ interpret what is present and what is absent in the text. This 

structure, so unusual as it is, t riggers a tension that is dramatic also 
in its genre-related aspect. The choruses are as if the ancient tragedy 

\'Oiccs, the stasima commenting upon the mute epeisodia. ln effect, 

the unstated, or the inarticu late, renders the stated/expressed twice 

as valuable, poetically as wcU as morally. 
The fi.rsc line is a sequence of distiches. The predominant [ 4 + 6] 

dccasyllabic, accompanied by lines of similar span and with even diaer­
esis segments [4 + S] or [4 + 7] makes the distiches unfold to a majestic 

rhythm.Such a type of rhythm is becoming with sapiential uttcrances3, 

Such connotations of dccasyllabic [4 + 6] arc confirmed by rhc tra• 
dition of the formac's applications in Renaissance theatrical plays and its 

lbCS in proverbs; cf. M.R. Mayenowa, Miejsu J 0-zgloskowca w liumturze 
XVI w. (Przyczynek do rekonstrukcji systenm), in Europejskie zwiqzki li­
kr11.1ury polskiej. Pm.ca zbiorowa pofwircona Zojii Szmydtowej, Warszawa, 
1969; reprinted in M.R. Maycnowa, Studia i rozpmwy, selected and edi­
ted by A. Axer and T. Dobn:yllska, Warszawa, 1993. 
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ones that build a cognitively systematised image of(che) reality: 

Najwainiejsze Soi: wi6ry ~wiata 
~miecic, pi6rka, rozbite lusterka~ 

Curls of che world is whar maners m 
rubbish, feathers, looking gl.wcs brol:m 

Apart from a lexical and substantia l arrangement, the high­
lights of things of paramount importance with which this poem 
opens form a clear axiological scheme. Out of the entire uniYent 

of beings, Herbert selects things that fill a coherent but, given 1hr 
context of description of the world, surprising semantic field. Rt· 
jeered and marginal objects, such chat have lost the clarity of their 
contours and perspicuity of their shapes yielding to the crimiaoi 
usefulness and aesthetics, are granted with ennoblement. There ii 
nonetheless something more co the paradoxical concept whcrtby 
the offal of the world is added the quality of grandeur and dignity· 
it is not just poetical extravagance or provocation. It is through thii 
axiological judgment that H erbert discovers a new facet, or funn. 
of the world. The enumeration operates as epiphanical evOC1tions. 
Truth and beauty are concealed behind this ordinarinessor('\t!I 
dreariness and deformity. Most impo rtantly, however, the judg­
ment is the (cogn ising) subject's primary cognitive conclusion.Tot 
one who watches and makes the point - a great absentee, the onr 

of whom we arc to ld by the main non-chorus line of the rocm, at 
bottom (in the Herbert poem, it would be a figure from the unrt· 
c~rded epeisodia ) - is a character of the specific dimensions of the 
time and space, one that lives in the middle of che twentieth Cd!' 

tury. A character thus singled ouc and, in parallel, integrated in tM 
real world cognises the structu re, the limics and internal divisioru 
of th is world. He cognises and judges things based on what sur· 
rou nds him as well as pursuant to the philosophical and rheological 
perspective that is close to him. 

are b!~ :~d~II the subsequent quotes from Piosenka O ruczach zbrany<I 
· Herben:, Urwory rozproszone ... op. de., p. 87. 
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All this being said, his world is, above all, o ne that has been 

de5troyed in a literal sense: it is a world of smashed objects, cit­
ies, houses, farmhouses and barns, diffused by the disaster of war: 
let us bear in mind that Herbert wrote this poem just a few years 
after World War 2. But chis was not the end of the story: the war­
time battlefield was se ized by the new occupie rs who endeavoured 
to destroy and trample what was left over from the war disaster. 
The world has lost its internal borders which o nce enabled depth 
perception and direction setting. We therefore find the speaking 
character stand ing amidst debris and rubble, p ieces of crash, some 
'looking glasses broken: 

Secondly, the system of primary values had been imbalanced 
in this world: these are the circumstances dete rmining the reality 
bring represented. It is not some illusionary or fictive reality, let us 
rtaffirm. Things chat had once lasted on the fringe of the world and 
11,hat has been left over at dumping grounds is what has remained 
of the reality's picture. It is now in these petty and trivial things that 
things of'utmosc importance' - the linking element between the 
past and the present - are caking refuge: things real and concrete, 
forms reachable, giving one a sense of existence. It is in the fine 
scraps and remains thrown into the perimeters of the world that 
what offers the world a hope to survive is getting revived. There is 
considerable power in the weakness of this sphere: a strength that is 
capable of regenerating the world. Theological implications of such 
approach stem directly from the C hristian belief in the redeeming 
strength of Christ: there was no co incidence in the fact chat He was 

born surrounded by poor people and wretched objects. 
The things mentioned in Piosenka ... form a peculiar system 

'A--hose 'airiness' is most unusual: they are, as it were, deprived of 
weight and trained in the taming of our concepts or ideas regarding 
theinli.niteness and ete rnalness o f what is ample and reliable. Ir is a 
v.·orld of mortal and, in chis sense, accidental thi ngs. Relationships 
emerge among them, which determine movement in space. For 
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Herbert, the space is real in the sense in which a human biograp~ 
attested by sensual sensations can be real. The poet would not marl 
che space with an ideal, Kantian character - one that is "neiclm an 
accident, nor a substance, nor a relation; it is [instead] the subj«, 
rive [and ideal] condition, necessary because ofrhe natureofdit 
human mind, of coordinating all sensibilia ... "5• A key of palpabili~ 
is at work: Herbert tells us what happens in reality; his intention~ 

to feel the real. Yet, this clarity is quite peculiar: the things evokal 
in the poem appear not to the utmost of their characteristics bl!I 
through some of the ir features. The poet confines himself toouclin 

ing the objects; their shapes are not encircled with a chick line of' 
derailed description. The objects are chieAy characterised through 
capturing the relation{ship )s between them, rather than {as itofi:Cll 
happens) determination of d istinctive features. There are almost no 
denotations or epithets. The reason might be that the roleofadjcc· 
tives has been severely restricted and challenged by history: 

tonie male w wielkim 
tonie pi6rko w wodzie 

the small sinks in the large 
feache r sinks in water 

Within the poem's world, the description of things is reduced 
:~ a ~tyl_iscically sin~ple record of physical laws. These laws are mor· 

ly 111d 1fferenc, neither good nor evil In cum, the responseofihr 
watching 'I' is (of necessity) subject to moral evaluation. Hence, 
~he phrase nie placz ('don't cry'), punch-lining the stanza and shifi:· 

:~!r~~~~mphasis from a description of things to action, is morallj· 

Weep ing over what has once been marks our existence and 
s~mpathecic love. Also, it signals one's close-in on the abundance of 
c . a~ge that marks the world. Changes frighten us; we instinctivccy 
Sc ic to the shapes we are familiar with, interact with things nOI 

s l.Kam,On theFom dP· •t, ·bit 
World, 3, 14, S. ia.n rmap eJeftheSensibleandthrlntrlligi 



KINGDOMS OF ABANDONED SCRAPS 145 

subject co nothingness. Whilst crying, we labour under a delusion 
that we can reinstate unity to what has been demolished. \Xie grief 
om the bygone world and ourselves-of-the-past. The true life, how­
evn- the one that is light-struck with the truth of the temporality 
and eternity - calls for going beyond this borderline of security. 
And, however paradoxical this may sound, it fulfi ls its potent ial in 
the unfulfilled. The phrase 'don't cry' opens a future to us, calls fo r 
action,demands that things weak and powerless be loved. And it is 
at th is very moment, as if from the opposite side of the stage, that 
1re can hear the other chorus, singing the refrain "Najwainiejsu sq 
'flitspdnienia" ('Things unfulfilled is what weighs the most'). Non­
fulfilment is expectat ion, and belief in a future tense. It teaches one 
patience and humility, and perseverance in a true love. Whatever 
has not imprinted its footprints in matter/ materiality, carved no 
signs in it, remains a promise and a hope for continuance. Seen as a 
lack of final dosing or a potential status, non-fulfilment is close to 
aspirirual matrix anything that lives draws from. But, on the other 
hand, early annihilation of hope, dispersion, destructive impact on 
v.ii:u is., is also a lack of fulfilment. Then, non-fulfilment stands for 
a return from a disaster co the earlier condition; to the source. The 
'shadows from a dried well' glancing at us seem to be pointing to 

the well, celling a story of it. The 'shadows' can legitimately expect 
our assistance. It is our moral duty to listen to this account. We 
arc now at the poem's culminating moment. The planes of worlds 
arc intersecting at this point; the living and the dead, landscapes of 
yore and of the present, cross their paths. Although, as the voice of 
the second chorus suggests, "shadows will not blossom / / the dead 
shall not return~ the past is crying to us, and becomes tangible. The 
space above this world is not empty. Those who have departed from 
htre, from the visibility and tcmporality, are now "soughing in 
heaven's shell". Opening a metaphysical perspective, the metaphor 
ts indicative of the extent to which our senses arc restricted. 'Sough• 
ing' is an incomprehensible signal , alien to our perception; and so 
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it usually rends co be rejected. Soughing, rustHng, humming sam 
redundant to us. And wrong we are, for chis is an esscmial sign ti 

presence and a message char expects co be accepted and co~­
hended. Therefore what we perceive as uncompleced/ incompkrt. 
crippled, and of no importance, becomes axiologically rtne"A°td 
Herbert's poem. The locution 'don't cry' is, lee us repcar,a callkr 
caking action, which is co save our world from nothingness.or» 
hilicy; it encourages one to love things helpless. \Xlhat it necds ~a 
morally keen audition and eyesight; what we have to do is stt :ind 
hear. Albeit 

u~miechy nic zbawi4 
rzi;sy nic wsrrzymaj4 
- smmku nie odpi;dz1 

sm i.les can redeem no-one 
the lashes won't defer 
- or drive sadness away 

it is things chat are petty, transient and vulnerable, derails 200 
fragmenrs that comprise and conceal what lastS permanently. Whik 
it is not easy to control emotion, the effort eventually brings solatt 
and helps understand the challenge being fuced. Failed fulfilment d 
one's potential cannot give a reason for mockery: it is suppcscd, in­
stead, to lead to a creative refurbishment of the forms of the v.d 
This is the task Herbert poses to the poem's character/ speaking'!'. 

The kingdoms of superfluous things are, actually, rtal kint 
dams where one can get to know the reality. Things perishing in 
th~ past a~d passing time, losing their perspicuous charamristies; 
things fudmg Out and thus superfluous, unneeded, were perccirtd 
by. Herbert as carrying a chance for {a) future. The kingdoms ci 
things dispensable arc, therefore, not merely a cemetery we ,;sit :c of our sentimental attachment to the past: instead, they art 

co;ns~r~~ccen °~ th ings livin~. And. this marks the very differenc~ in 
fi ~ d,~g and creating an image of t he wo rld. The •rubbish, 
heat er~, .looking glasses broken", enumerated and repeated in th( 
• rS

t 
an /~the laSt stanza, build an allegorical scheme chat hides an 

image O t e past. Yet, this allegory is extremely reserved and deb' 
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cate, veiling what it hides like a transparent wrapper. The literal and 
the allegorical meaning of the evoked objects are combined and, 
ultimately, consolidates into a semantic unity within the poem's 
language. 'Broken looking glasses' are useless objects and may cause 
sorrow, but they also mark a smashed image, a catastrophe of the 
order, and then they must trigger a much deeper and more serious 
rtRex.ion. The allegorical reading and understanding of the sense, 
or meaning, of 'things dispensable' is the key to Piosenka ... It is 
in this light that the principle of continuity of the world, so im­

portant to Herbert, surfaces. Standing in defence of this continu­
ity is the supreme moral obligation, set by the poet to the poem's 
T. looking behind oneself, glancing into a 'dried well', noticing 
some 'awkward smiles' is, after all, nothing else than 'couching the 
reality' to the fullest; an active and creative furbishing of its forms 
md shapes. lt is a search for what is deep and remains shrouded in 
mystery.' It is man's duty to complete and fulfil, here on this earth, 
what has not been completed/ fulfilled. Herbert comprehended 
the creative process, one that completes the labour of creation, as 

'touching the real ity' in a peculiar manner. As he put it elsewhere, 
•Paracelsus once said that the creation of the world by God has 
rtmained uncompleted and that man had been constituted in or­
der to finish the creative effort. This is a most beautiful humanistic 
confession.97 The poet concludes this point with the most apt con­
viction which sheds appropriate light on the terrene condition of 
humans and things: "The sense of fragility and fainmess of human 
life would perhaps seem less depress ing if these be made part of the 

For a symbolic meaning of well, see D. Forstner, Die i¼/1 du chri!t­
bcben Symbok [The World of Christian Symbols], ( l 11 ed. Innsbruck, 

1967) [Polish e:d.: eadem, Swiat symboliki chruicijallskiej, Warszawa 
1990, p.67J; W. Kopalii'iski, STUDNIA, entry in idem, Slownik symboli, 

\t'armwa 1990, p. 405. 
Z. Herbert, Dotknqt ruczywistoici, in idem, Utwory rozprosume ... , 

OJl.cit.,p.340. 
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chain of history - and history is communication of the bdidin l: 

purposefulness of efforts and strivings. Even awe will then bm-. 

nothi ng else but calling for a hope."8 

In Herbert, minor things associate with what is of utmosr il-l 
porcance in the scale of values. These associations occur as tru, 
are part of the Providence's design. Afier the poet's death, in 200: 
th e literary quarterly Zeszyty Literackie published his Brroirn. 
Drobiazgi [A Breviary. Odds and Ends], which gave voice toa br 
( written 1997) but constant message: "Be praised, o Lord, for thi 
thou hast so established char th ings minor, such as the capillary1't!­

sds, merge with chin gs important, and char I finally do not knor 
myself how to classify my own left wounded leg, for the legisbodi­
ersome, but without it I would not have scopped, every now alll! 

then, by the graves of my fallen mates, so that I might tako rt1 

and muse."9 Such is the role of th ings belonging to the kingdom « 
what is sl ight and forgotten . Herbert, in his both ironical and ai­
legorical facet, reinstates the appropriate measures to our memoo 
and our deeds. The movement of th ings dispensable is a mm·eimn: 
toward our conscience. It is a movement of things that bring co tit 
surface a world that h as been condemned co oblivion. Feathtl\ 
tr~sh, and other such scuff are among these things- andsoaremim 
witnesses to things dramatic: 

Tylko guziki nieugii;te 

przetrwaty ~mierC SWiadkowie zbrodn i 

z gl~bin wychodz<l na powierzchnii; 

jedyny ponmik na ich grobie•o 

Z. Herbert, ibidem, p. 340. 

Only buttons wimtsStS 
torhecrime 
proved unyieldingoudas1tli 

death 
and as sole memorial 

on the grave 
rise up from the depths 
oftheeanh 

10 
~· Herbert, ibidem, p. 303. 

Z. Herbert, Guziki, in idem, Rovigo, Wroclaw, 1992, P· 21. 
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Herbert dialogued with the past by intermediation of ob­
jms like these: petty, not infrequently abandoned, scraps. He 
would collect them - not in the way an antiquary or collector 
would do: taking such objects and holding them in his hand, he 
rnrned into a different person, one that starts eve rything from 
scratch. As he said, of importance for him was" ... touching the 
stones, whereon half-blurred records of the old vicissitudes re­
mained; evoking the shadows, so they could cherish our com­
passionating ... H 11 • What he meant by that was joining the ranks 
of those who have once been. A guardian of minor things, Her­
bert was a poet of metonymy. Using particles and fragments, he 
would recognise the once-lost whole and reconstruct its sense / 
meaning. 

An inconspicuous poem, composed, as it were, of refrains only, 
Piosmka o rzecZllch zb;dnych has finally sounded to us like a power­
ful canto. Its tacit sounds seem to produce pure and sonorous tones 
-the sounds of hope in the kingdoms of abandoned scraps. 

ANNEX 

Zbigniew Herbert 
Piosenka o rzeczach zb~dnych Song of things dispensable 

Stefanowi KisielewJkiemu To Stefan Kisielewski 

Na~'ainiejrn s1 wi6ry Swiata Curls of the world is whar 
matters most 

fm iccic, pi6rka, rozbite lusterka rubbish, feathers, looking glasses 
broken 

tonic male w wiclk.im the small sinks in the large 
tonic pi6rko w wodzie feather sinks in water -Z. Herbert, Dotknqt ruczywistofci, ibidem. 
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- nie placz 
Najwainicjsze So!: niespdnienia 

ko1ty, zmarli, cienie z wyschlej 
srudni 

cienie n ie zakwim<1: 

zmarli nic powr6q 
- szumi:t w nieba muszli 

Najwainiejszc Sit n iczdarne 
uSmiechy 

poiegnalna pieszczota i rz~sy 
USmiech y n ie zbawi:i: 

rzfsy nie wscrzym aj:i: 
- smurku nie odVidz:i: 

Smiecie, p i6rka, rozbire lusterka 
najwainiejsze i niepotrzebne 

-don't cry 
Things unfulfilled is what weighs 
the most 
corners, the dead, shadows from 

adrird r.. 
shadows will nor blossom 
the dead shall not rcrum 
- they sough in hmen'ulc 

Awkward smiles those mamr thtllll!'. 
.tllthe ia 

fa rewell-bidding caress and eye•Mtl 
smilcscanredccmno-oll( 
the lashes won't defer 

- or drive sadness away 
rubbish, feathers, lookingglassdbrot:a 
things primary things dispensabk 

PE3IOME 

l..(APCTBA OCTABJ\EHH bIX MEJ\OYEl1 -
P/OSENKA O RZECZACH ZBIJDNYCH 

(nECEHKA O M1WH 11X BEWAX) 
3611fH EBA XEP6EPTA 

B CTaTbc npOBOAHTCII aHaAHJ CTHXOTBOP CHHJI 3611rucBa XeP6tf" 
Piosenka o rucuuh zb<;dnych (pyc. neu H,:.a O Attu,Hux eeuyix). no1r11t 
JblBacT MCAKHC, o6bl'i H blC npCAMCTbl , 3a'laCTylO nOAOMaHHblC, yKll1W' 

)l(Cl lilblC, Db16po1uc11 H blC, C03AaBaJI H3 H H X CCTb OTHOUJCl!llllii , KOTO?' 

::~;a:17~;,:'°; :::JMblW AC HHJIM O ~ CHH OCTJIX, npu cyTcmyionUtl 911t 

A.IIIOTCJI 11ac~oJ1 HMaium Xep6epTa, H MC H HO Ta KH C npci1MCTbl K.lt 

Bhl6powc 110, He~:! CACA
3

M H 'YlllCCTBODa H H..11. B TOM, '!TO xpynKO, ,:TC 

p A ° CKJ>b1B3CTCR 60AbW 3$1 CH Aa, cnoco611 aJ1 803~ 

11awy )l(HJ Hh H Bbl 3B3Tb HpaBCTBCHHOC ITOTJ)JICC H UC. 
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C rnxoTBOpCHHC Xcp6cpTa, Ham1ca11HOC npoCTbIM H JICHblM JIJbl • 

KOM, npcACTa8A11CT co6oii q>nAocoq>cKHii, HO npn 3TOM rAy6oKO A11pH'1C• 

CKHH :t.aHp nolJIU1. AAA ROlTa npCAMC:Tbl - lTO H C: TOAhKO AOKaJaTC:Ab· 

CTBO pcaAbHOro cymccTBOBaHHJI Mttpa, H O H, 'tTO OTMC:'laC:TCJI B CTaTbC:, 

KCTO'IHHK 'IC/108C'ICCKHX 3MOLJ;Hii H nepc:;.K.11Ba HHii. 

-----
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JOANNA ADAMOWSKA 

"LOOKING AT THE SUNFLOWERS, THINKING 
OF THE ROOTS". 

TADEUSZ R6Z.EW!CZ FACES VINCENT VAN 
GOGH'S PAINTINGS 

Vincent van Gogh was one of Tadeusz R6iewicz's fuvourite 
painters. 1n a conversation with Stanislaw Beret the poet men­
tioned van Gogh among his beloved visual artists: Vermeer, Bosch, 
Brcughel, Rembrandt, and H als 1• Interviewed by Adam Czerniaw­
ski, R6iewicz remarks he considers van Gogh's biography much 
unusual, regarding him as one of the 'secular saints' in cu lture, 
comparable in this respect to Simone Weil, Ludwig \'(/ittgenstein, 
or Franz Kafka.2 R6icwicz's fascination with van Gogh's art was re­
poncdly inci ted by his reading of the Dutch painter's Leum to H iJ 
Brother, a volume the Polish poet happened co get hold of right 
afier the war. These letters appeared as a painful testimony of the 
painter's tragic vicissitudes and inestimable sou rce of knowledge on 

----
Sunislaw Berd and Joanna Kiernicka, Poeta po lcoiuu iu:lata, in J. 

S1olarczyk (ed.), Wbrew sobit. Rozmowy z Tadeuszem Rdiewicum [con­
Ycrutions with T.R.], Wroclaw, 2011 , p. }40. 
1 Tadewz ROUwicz w rozmowit z Adanum Curnlawsk1m [T.R. talks 
toA.C.], in Wbrtwwbie ... , op. cit. p. 11 5. 
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his artistic consciousness. As testified by R6iewicz's literaryol!lfC. 
he perceived the great Dutch painter's works as stricdyimerrda:r; 

with his biography, which he found evoked rhroughoutwith gr; 
icy, with no attempt whatsoever at a belicding mythologisatioo.! 

passage from R6iewicz's prose piece Strawiony essentially R:n&.­
his attitude toward van Gogh: MI visited a museum of Modem.\:: 
... saw there a painting by Francis Bacon [ ... ] it was a wayfum .. ~ 

walked down a cart track, at sunset .. . Bacon has repaintedcham­
farer, who was van Gogh ... some yellows and reds were pouringill 
of him, he has broken down, spilled across the surface ... simp~j 

worse picture was made [ ... ] if his great (accord ing to our comm 
porary concepts) painter tries co make images ourofhisown n(!I· 
ous system, he should shun using van Gogh in such endea1·0Ull, 
for that beggar and martyr ... has indeed processed himsdf in~ 
paintings ... may Bacon ... process his beloved Velazquez insteaJ. 
the one who has a nervous system and a painting cechniqueoft!t 
sort that it may feed you, it may be decomposed ... bur, 'hands ri 
Van Gogh! He has done everyth ing as far as decomposition is COil' 

cerned ... may Bacon ... be prevented from messing around with111 

Gogh's ear ! He has got, after all, so many old photographs, ne111P" 
pers, clippings ... my annoyance was great ... for I do consider Bacoc 
one of the greatest among our contemporary paincers"3. 

And this is not R6iewicz's first-ever 'argument' against anOlt· 
er artist over a specified work of van Gogh. Wacchingcarefully :.1 
0 ~ the paintings of his beloved artist, the poet tends to polemiCL( 
with some eminent commentators of these works. Characterist: 
cally, demanding chat the mean ing of each of these works be 'ap­

propriately' interpreted, R6iewicz interp rets them in che conttll 
of his own literary ideas and axiological convictions.4 Scrugg~ 
for van Gogh, he struggles for his own vision of art. 

T. R6iewicz, Strawiony, in idem, Proza 2, Wroclaw, 2004, P· 280. 
Cf.~- Skrendo, Tadeusz ROiewicz j gm nice literatury. Poetyfuiirr,J 

transgresp, Krak6w. 2002, pp. 244_5_ 
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The poem entitled Korzenie [The Roots], from the volume 
Zielona rOia can be considered as an instance of such controversy, 
with the speaking 'I' arguing his point. Th is piece expressly shows 
cheways in which the poet reads the senses or meani ngs behind the 
great works of painting, and how he values and re-contextualises 
chem, 'looking at himself' in them as a creative artist. 

Koneuie 
Swiadoczu!i 
Esteci 
ojednymoku 
m6wi;ic van Gogh 
maluj;islollca 
po19caj;islowem 
gal:izk~ kwitn<1cego migdalu 

widz~ go w nocy 

widz~go 
wBorinage 
podziemi;i 
ogiell 
poiera lud1.i 
zoczami 
zbij;icymsercern 
zj~ykiem 

wz.amurowanym 
chodniku kl~bi si~ 

niebo jest wysoko 
wznosi si~ wyi:ej 
k.rccbezoka 
van Gogh 
dotykaSWiatla 

The Roots 
The aesthetes 
Photosensitive 
single-eyed 
saying van Gogh 
paint the suns 
poke a bough of blooming 
almond with the word 

I can see h im in the n ight 

lean see him 
in Borinage 
under the ground 
fice 
devouring the people 
with rheeyes 
with the heart beating 
with the tongue 

inside the immured 
pavement he swirls 

the sky is high up 
soaring higher 
an eyeless mole 
van Gogh 
muches the light 
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parrz1c na sloncczniki 
my~!~ o korun iach 
pogrzebane w zicmi 
pr:i do slol1ca 
nieznaj1 
§wiada 

korony 

Kiedy w §rodku nocy 
obey czlowiek 
powiedzial mi 
dziell dobry 

zobaczylem go 

[1959}' 
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warching chc sunAowm 
I chink abour the roou 
buried inside the ground 
they push they way up 10 the Rm 

knowing no 
lighr 

When in rhe midst of the night 
an alien man 
greeted me 
good day 

chen I saw him 

This enigmatic text constitutes an episode in T~ 
R6icwicz's dispute with che poet Julian PrzyboS. TheconAia b: 
tween the 'maste r' and h is 'disciple: wh o was growingautonol!l(K.> 

intensified, as is known, in che lace 1950s and finally led toa~ 

breakup of the ir mutually friend ly relationship. Since rhe dct,i. 
of ch is dispute have been qu ite extensively described6, I shall nor 
limit myself ro recalling che findings chat characterise cht esscDl 

behind it in a lapidary manner. , 

"This is an antagonism that is not quite su rprising, in far. 
Jacek l:.ukasiewicz wrote in 1972. " \\'i'hat we encounrtr ab,.-tl 

Przybo§ and R6Zewicz is, after all , two extremely d ifftringscaMfl 
with respect to poetry, its potential and its tasks; and, rwo d 

tremdy different conclusions stemm ing from the recognition' 
an ethical functio n of poet ic actio n .... For R6zewicz, pottr)" hi 

T. R6iewicz, Poezja 2. Wroclaw. 2006, pp. 194-5. . & 
For a c~itical survey of the research state-of-play, see the :artick 

A. Skrend~, Przybo! i R6iewicz. Paralda: in idem, Poezj11 moJrr,,,~ 
l11urpmage, Krak6w, 2005. pp. 140-74. 
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all too often been a nice piece of lies, this not having prevented 
it from becoming an enemy of the truth: politicians tend to per­
fidiously abuse these this falsehood (Goebbels recommended 
his propagandists to make use of 'poetical truth'). Poecry has, 
perhaps, proved unable to design a new visage of the world, for 
it was not born to a new and beautiful world but, instead, sur­
rounded by a dilapidating and rotting civilisation. A poet's work 
is done in vain, since poetry tends to get distorted together with 
the civilisation and the o lds forms of culture that have los t their 
cohesiveness"7_ 

Andrzej Skrendo warns us, however, against seeing the recip­
rocal relation between Przybo~ and R6i.ewicz as a mutual oppo­
si tion: such simplifying juxtaposition ought rather to be replaced 
11'lth pondering on the poets' mutual co-/ince rdependency.8 

Let us now take a look at the discussion R6iewicz has with 
Pnybos in the poem Korunie. The first stanza offers a handful 
of readable references to the farmer's utterances on van Gogh. 
PnyboS had penned a foreword to the first edition of Wladyslaw 
Strzemir\ski's treatise Teoria widzenia [Theory of Vision], pub­
lished in 1958 in Krakow9• In his analysis of Scrzemi11.ski's output 
as a visual artist, PrzyboS emphasises chat Scrzem il1.ski's posc-unistic 
"'"Orks, meant and conceived to synthesise any and all elements 
of seeing/vision, and focused on the problem of light and colour, 
prove to be chis artist's most exploratory, revelatory and original 
achievement. Very much like van Gogh, the Polish artist painted 
the sun, but - as opposed to the 'naive', in Przybos's view, likenesses 

~ 

• J. Lukasiewicz, 'Amokomemarz: ROiewicza: Odra, 1972, no. I , P· 
IO I (quoted after A. Skrendo, 'Prz.ybo~ i R6Zcwicz ... :op.cit., PP· 144- S 
Joocnou:]). 
1 A. Skrendo, Pn:yboS i R6icwicz .. .',op.cit., pp. 140, 14 1, 142. 

On R6iewicz's reception of Strzemiriski's Teoria widu nia, cf. T. 
D¥)rowslci, 'Fragmentarycznc widzenic: Twdrczolt , 2004, no. 10, PP· 
-8-8S: R. Cidlak, Widunie ROiewicza, Warszawa, 2013, PP· IOO- l l 3. 



158 JOANNA ADAMO WSKA 

of yellow spheres wh irling in che Dutch artists' pictures, thesunn, 

paintings ofSt rzemi11.ski were a 'rational' (or 'comprehending')im­
p lemencacion of the 'frantic daydream' shared by painters. Forth: 

author of the treatise on seeing and vision "painted not an iougc, 
but an afterim age, of the sun; he rendered the colourofthcintt­

rior of the eye chat has looked at the sun ... These paintingi art 

like protuberances of colours, like explosions of light, co!oursml 

forms, uncongealed in a fuite en avant . ... There is nothing of Ell: 

like sort not only in Polish painting but also in the modem pain:· 
ing art overall." 10 

In his rem iniscence of J ulian PrzyboS, the painter Jerzy Tcb-

6rzewski stresses chat some artistic loves transformed this po(il 
way of seeing, sometimes nor quite appropriately: PrzyboS •\\~ 

ofi:en accept an image prompted by h is own imagination, move<llll 

some idea, as the testimony of his eyes" 11
• 

Tch6rzewski mentions the Przybos's fascination 11iW 

Strzemifiski as an example of such deformed reception, andquom 

a fragment of his talk with this auth o r, wh ich they had in thel.t· 

ter's apartmen t, in presence ofTad eusz R6Zewicz: 
"'Just look, J erzy, what a light is beam ing out of this pictUIC, 

making you squint. It is as if you'd be looking at the sun.' 
It was not making you squ int, no light beamed out of chis pie 

ture; but it did beam in th e poet's imaginat ion, moved by the impu­

dent idea that was at th e root of Strzemifiski's solaristic paiminp, 

chis one p robably be ing a drafi: sketch used in making one of them. 

I cou ld not squ int myself, even as a favour, for I would'vehad agig-

; s/: ~:rzybo~, ~rz~dmowa do pierwszego wydania. NowatontU'fJ '.t~ 
Y Srru mmsk,ego [Introduction to the firs t edition. Smeminlt 

th c innovative artiSC], in W. Srrzemifiski, Teoria widzenill, Kri);O'i 
1974, pp.10- ) I. 
11 

J. Tch6rzewski, 'Czlowiek, kt6ry widzial w nocy', in J SlawiJisi 
~ed.), Wspomnimia O Julianie Przybosiu [a book of recollecrionson_l 

rzybo~], Warszawa, 1976, pp. 222, 223. 
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~eof my own ; so I moved my sight toward a landscape hanging at 
the other place. 

'And how about chis picture?', I asked. 

'This one is one of my wife's, but it is her schooldays piece.' 
There was more light co chat o ne. This is what I thought, but 

did not dare confess. The light was, in any case, mild and did not 
intend co glare the spectator; nor was it meant co be the ccncraJ 
characteratall." 11 

In R6i.ewia's Kartki wydarte z ,.dziennika gliwickiego•, we can 
find a record of a similar conversation between the author and J. 
Przyboi, with the two gentlemen talking co each other in from of 
a Hcnryk Stai.ewski painting at the Contemporary Art Exhibition 
in Warsaw's Zach~ta gallcry. 13 

There is no coincidence about the fact that the discuss ions 
~ith Przybo~ have been recorded by R6i.ewicz and Tch6rzcwsk.i, 
both of whom belonged co the generation of the 1920s, called the 
'Columbuses'. As Tch6rzewsk.i emphasised in his memoir, his gcn­
cmion tried co face the tragic experience of their time, "stand the 
encounter with the night, which means, exhaust the gloom down 
to the very bottom, without illumining ic."14 It was the opposi te 
with Pnybo§ who "would not acknowledge of" the darkness, and 
endeavoured co ·illuminate through" chat night wich "the strength 
of his sighc •.1s This difference in the attitudes cowards the real icy 

tnd an caused the mutual misapprehension between the artists, 
inciting later on the conAict between R6iewicz and Przybo§. The 
poem Korunir also testifies to such lack of con Aw:: one finds there 
tnothcr reference co Przybofs words - specifically, co his poem en-

' Ibidem. 
11 T. R6icwicz, Kartki wydarte z .,dziennikaglituickiego", in idem, Pro­
u 3, Wroclaw, 2004, p. 343. 

J. Tch6ru:wski, 'Czlowick, kc6ry widziaJ . .',op.cit., p. 221. 
lbidcm. 
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titled Czury stron.y (from the book ROwnanie serca, 1938): "With 
the bough of blooming almond Vincent van Gogh restored my 
sight over the world". Hi 

As is known, in the years 1888-90, van Gogh many a time 
painted blossoming trees. Coming after the artistically unproduc­
tive and psychically destructive winter season, they marked a sym­
bol of reviving hope fo r the pa inter. One of the pain tings, featuring 
boughs of almond tree in bloo m set against azure sky, intended as 
a gift for the painter's newbo rn nephew, was - as its maker reas­
sured - one of h is se renest works, elaborated ~the most patiently 
and in the best manner, with more tranquillity and su reness of the 
hand"17• 

Therefore, the interpretation of van Gogh's output as proposed 
by Przybo~ triggered R6iewicz's objection: he challenged the argu­
ment, put forth in the introduction to Teoria wulunia, that the 
solar images were (allegedly) na·ive, as well as the simplified and se­
lective reception of the painter's works proposed in Cztery strony, 
where only the most 'optimistic' paintings (as R6iewicz would 
have put it) were taken into consideration. 

ln Koru nie, R6iewicz contraposes the superficial view of 
Przybo~ with his own view of the famous Sunjlowm - as a work 
from the highlighted colours period, the years marked with an ex­
plosio n of the painter's talent and the moment o f his peaking po· 
tentia.l under the sun of the South.11 Contemplation of van Gogh's 
one of che most popular paintings, which moreover epitomises ch is 
artist 's posthumous ach ievement in artistic and commercial terms, 
and which has been trivialised by innumerable treatments and 

1
' J. Przyboi.Cun-ystrony,in idem, ~f/iersuubrane, W:am.awa, 1959. 
p. 141. 
11 V. van Gogh, Usty tk bmta (Leners to his brother], transl by. J. 
Guu and M. Chclkowski, Watszawa., 2002, p. 492. \ 
11 Van Gogh ha.s sc-ver.a.l 'sunAower paintings' to his credit ; R6iewicz 
docs not specify which piece of the cycle he :actually means. 
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Popular reproductions or replicas, arouses in the poem's persona a 
thought about another work - most probably, a 1882 pencil sketch 
known as The Roots in a Sandy Ground ("watching the sunflowers 

//1 chink about the roots"). The drawing portrays a black tree with 
itiboughs twisted and its roots protruding above the sandy ground. 
Similarly to the drawing Sorrow, featuring a naked, sorrow-imbued 

6gurc ofSien, Vincent's then-mistress, The Roots in a Sandy Ground 
was designed to depict hardships of life and struggling with adver-
1i1ics. 'Roots' reappeared as a motif in the artist's works on a few oc­
casions afierwards.19 R6Zewicz uses this motif, of which the painter 

was fon d, to present his own interpretation of the sources of van 
Gogh's works, and the artistic power of his paintings. H e evokes a 
noted episode in the painter's biography: before he d iscovered his 
acrual calling, Vincent worked at the Borinage coalfield as a mis­
iionary. In spite of his earlier failed attempt co undertake theologi­
cal study, the young van Gogh's daydream of evangelising the most 
indigent could come tme with this activity. H e pursued this task in 
his peculiar way: passionately, uncompromisingly, which his supe­
riors found unsuitable and overeager. To act efficiently and really 
bring help, Vincent started living like a miner: he quit hi s comfort­
ahlelodgings, distribuced h is modest possessions amongst the poor, 
and actively participated in the everyday, extremely ha rd existence 
ofthecoalmen. He would descend into the mine to get a first-hand 
experience of the miners' labour. He tended the wounded afte r a 
fatal explosion, and aided their families. H e happened to save the 
life of a miner who was given no chance to su rvive by his doctors: 
Vincent was with him at his bedside for seve ral weeks and nursed 
him. These personal experiences Vincent had gained th rough h is 
'grcac university of poven y', as he described his time at Borinage, 
formed, in R6:Zewicz's opinion, a hidden source o f his later creative 
,oork as a painter.20 This would hold true not o nly fo r van Gogh's -: One of them being Tree Roots, one of the artist's lase paintings ( I 890). 

C(van Gogh,Listydo brata,op. cit., pp. 83, 93-4. 
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depictions of peasants and workers, the examples being 7ht ~ 
Eaters or the drawings of poor alleyways of the Hague, bur also 
sun-imbued paintings made when in Aries. Death, suffering, a. 
passion: these are the Roiewiczian 'roots' of van Gogh$ crcr.­
work - and, the 'roots' ofR6iewicz's own poetry. The Rootsgn'Cu 
a number of signals attesting chat when ralking about the fumi 
painter, che poet says things about himself; chis affinity bccoor 

parent especially in the last, somewhat enigmatic, stanza: 

Kiedy w trodku nocy 
obey czlowiek 
powiedzial mi 
dziell dobry 

przeczulem go11 

When in che midst of the night 
an alien man 
greeredme 
good day 

then I presaged him 

In the lacer versions of chis poem, ROiewicz altered rhe lina 
phrase: 'then I presaged him' into 'then I saw him'. This modifu. 
tion helps reinforce and underline the ace of cognition, of gin~ 
an insight into the essence of the ocher (creative) human being 
Perhaps it is all about the moment of unexpected and astonishq: 
encounter of the poet wich the great painter; the while in whid11 
~nse of community is discovered, based upon a similar ethical 
artistic ~ nsitivicy. The depiction applied in chc poem suggests ffil 
its author idcncifies a common ground between chc Borinage cxrc 
rience and his own wartime trauma. The image of perishing mine:! 

recalls the pie/grave metaphor which reoccurs in R6iewicz'sm1. 
In his poem Obietnica ( in the volume CzaJ ktOry idzie), the 'i' w, 

ofhim~lf: "I a man beaten up in chat war ... I a pit full of rcmin. 
cen~es I I one lying upon che other,.22, The death pits into which tr,. 
Nazis threw the corpses of humans they had ki lled is the hard ait 
21 

T. R6icwicz, Korunie, in idem, Zie/ona rdia. Kartouka, WafSU'I':' 
1961, p. 18. 

u Idem, Poezja. 1, Wroclaw, 2005, p. 280. 
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1 !fflrial fact at the root of this metaphor. The poet had once found 

1 1pbocograph of one such site by the body of a killed German gen­

darme; it was reproduced in an illustrated monograph of the poet, 

pt'nncd by Zbigniew Majchrowski.U The picture of pie/grave is as-

' ~iiccd in many of R6iewicz's texts w ith the mot ifs of mole, roots, 

1 grainsorsc:cds sprouting/dying back atrophying in the ground: 

: "'t mnic: ubr.aty si~ slowa [ ... ] in me words have gathered 
"""~-powicdzianc Unutterable 
l:ror,,n nic n1dano ksztalcu that have been given no shape 
Ochj1k kielkuje j1k rofoie we mnie Oh how it is sproucinggrow-
inginsidc mc 
mikzf:czi1mo 
um1rtychowoc6w 
id.zicdo hviada 
prnbiJ1Utp~glin~ 
~ciali 
pruhmu,c zdrc:wni1ty j~zyk 

~111.m.slov,;. 

dnc-s*iu mlodych poet6w 
bony zgin~li w Warszawic [ .. ] 
.lcstw nimncpt 
mlodychdzicwczyn 
bort nic ~d~ tallczyly 
•m.i,1ow~noc 
podkoronamidr.r.cw 
lzn-ai~ 
ktorychdrobntkoki 
II.I.le ruszki milcz, w zicmi 

19s414 

-

aracicseed 
of dead fruits 
goes to the light 
pierces through a blind clay 
of my body 
breaks my ligneous tongue 

It is formed of words 
of the cen young poets 
who perished in Warsaw [. 
1l1erc is whisper in it 
of che young m issies 
who will not be dancing 
in che night of May 
under the trees' crowns 
missies 
whose tiny bones 
and sm:1.ll skulls hold their tongues 

in the ground 

CT. Z. M11chrowski, Roiewicz, Wroclaw, 2002, P· 109. 
T. Roiewicz, Rdwnina., in: idem, P(>ajll. I , op. cit., PP· 364-5. 

:IJtn, 
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Nasze pomniki 
s,t dwuznaczne 
maj1 ksztalt dolu 
nasze pomniki 
maj:iksu alr 
l,y 

nasze pomniki 
budowal pod ziemi,t 
km 
nasze pomniki 
maj4 ksm.lt dymu 
id1 prosto do nieba 

195816 

JOANNA ADAMOWSKA 

Our monuments 

are amb iguous 

they are shaped like a pit 
our monumems 

are shaped 
likea ccar 

moles 
bui lt our monuments 

under the earth 

are shaped like smoke 
they go straight to heaven1s 

, 

In another poem, Nad wyraz, R6i.ewicz terms pods labour 
'sunless' (bezsloneczna praca )27; in Opowiadanie dydaktycvu, ht ad. 
dresses Andrzej Wr6blewski , the departed painte r, and himsdfn 
the same time, with the phrase '[you] blind mole' (fiepy krtcit)J 
Van Gogh, the 'eyeless mole', is similarly described in Korunit. 

The image of poet/ arti st-mole has in all probability been de· 
rived from two sources, one of chem be ing Czesiaw Milosz's known 

poem Bitdny chrufcijanin patrzy na gttto [ A Poor C hristian Looks 
at the Ghetto], featuring an image o f mole - guard ian of the dead 

Powoli, dr~¥ mnd, posuwa si~ scrainik-krct 
Z mal:i: o.crwon:i: latark4 przypi~t:i: na czole. 
Dotyk_a ~ial pogncbanych, liczy, przcdziera si~ dalej, 
Rou6inia ludzk.i popi61 po c~czuj4cym opa rze, 
Pop,OI kazdcgo o.lowieka po innej barwic t~czy.29 

T. ROZcwio., Stlecttd Potms, transl. by Adam Czc rniawski. wich »I 

Aftc~ord by Tom _Paulin and John Osborne, Krak6w, 1997, P· 73· !~::• :a~nik,, in !d~m, Potz.Ja. 2, Wroclaw, 2006, p. 147. 
:ta Id ' uryraz, m idem, Poez.Ja. J, op. cit., p. 405. 

C.c~;t?::,r;;:;damedydak~yczne, in idem, Poezja, 2, op. cii., P· 2~~ 
trsuwrzystkie [collccrcd poemsJ, Krak6w, 2015, P· 
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Slowly, boring a runnel, a guardian mole makes his way, 
Wirh a small red lamp fasrened ro his forehead. 
He couches buried bodies, counrs chem, pushes on, 

He distinguishes human ashes by rheir luminous vapour, 
The ashes of each man by a diffe rent part 

of the spectrum.30 

Importantly, in one of his texts on R6iewicz, Milosz takes up 
the motif and describes him thus: 

ryjcwcicmnejziemi 
jtst lopac~ i zranionym 
prm.lopat~kretem31 

he ploughs through the dark earth 
he is a shovel and a mole hurt 
by che shovel 

A somewhat different but no less essential aspect of the 'mole' 
symbolism is exploited by R6iewicz in his pieces focused on Franz 
Kalka. Directly borrowed fro m Kafka's short scary Der Bau [The 
Burrow), the mole in R6iewicz's Pulapka is a metaphor of artist, his 
so!i'.ary life, isolation, inability to build interpersonal relation{ship) 
i;his fears, neuroses; and, lastly, his mystery that resists scraighcfor-
1-ard imerpretation.32 

lheuse in the poem Korzenie of the description 'mole' with re­
g..tcl to van Gogh seemingly covers both of these aspects. Van Gogh 
cheeyeless mole is an artist who painted not what he 'saw' but rath­
er, what he managed co 'couch', painfully experience with his whole 
self. With the expressionistic representation, the reference to the -Translated by Czeslaw Milosz [ the English version accessible ar vari-
~wcbsires]. 

Md lb.idem, p. 1216. In Elegia. Pamitxi Cz. M., an elegy written alter 
OSZs death, R6i:ewicz facetiously and polemically refers to the one­

~• a~d ~ot completely true, characterisation proposed by the Nobel 
·Wmn mgpoec. 

.!I.rt ;r. T. R6iewicz, Dramat. 3, Wroclaw, 2005, PP· 290-1; ~nd, idem, [)r.1-

. 'Wrocl~w, 2005, pp. 138-9. 
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elements in van Gogh's biography that have been mythologised by 
the mass culture bears no trace of na'ive sentimentalism. Contrarr 
to Przybo~ and Strzemillski, those 'photosensitive single-eyed' a~ 
theres (being one-eyed is, in this case, a metaphor of incomp!m 
and limited seeing - as expressed, in R6iewicz's view, in their rt· 

spective 'solar' works of art), che van Gogh by R6iewicz is an anist 

blinded by suffering; a painter whose creative work 'sprouts' out of 
his borderline experience; 'rooted' in the existential hardships, it 

turns into an expression of compassion. H is artistic intransigency. 

stemming from an ethically radical stance, causes moreover dw 

R6Zewicz's van Gogh is a Kafkian mole: solitary, misunderstood. 

concentrated on his own vision rather than the life-'as-it-is: in 
search of his own truth in unattractive places and in dark mCS5tS 

of his soul. The speaking 'I' may experience an encoun ter wichUl( 
great artist, 'presage' and 'see' him -which means, understand him: 

chis being potentially possible as he considers himself an auchor 
having similar, existential and artistic, 'roots'. 

PE3IOME 

« ... CM OTP!! HA nOACOAHYXl-1, 
AYMAJ! 0 KOPHJIX» 

KAPTHHA Bv!HCEHTA BAH fOrA B socnrHJITMH 
TAAEYWA PY)KEBWIA 
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JdlllbCKIIM, MapnmoM Xar1AcrrcpoM, Mdtc poM Wam1po H )KaKOM 

,\tppttAa- Py,t:eBH'I., OCTaH3BAHB3J'ICb n cpCA OTACAbllb.lMII Kapnrnai.m 

CIO(r0 AJ06HM0f0 xyAO)l(HH Ka, 06bl'I IIO BXOAIIT B flOACMHKY C IIX BhlAa­

lJIUHMIICJI KOMMCHTaTo paMH . Hap RAY C 3THM n03 T, Tpe6yR «aACKBaT­

JIOl'O)> npo'I.TCHH.A CMblCAa TBOp'I.CCTBa X)'AO)Klli!Ka, C:U.l 061,sicttJ'ICT ero 

I (OKT('l(CfC co6creeHttbl X AHTepaTyp11blX HACfl H aKCIIOAOrlt'I.CCKHX 

1"6a:.i.c1111H. Ba;«.HOC n ocAa1111e TCKCTOB P y )l(cB11'!a 11a TCMY Kapnm B aH 

fora - noKa3aTb cylllCCTBCH HOCTb H IITCAACKTy aAbHOrO II 0AH0BpCMCIIHO 

CKM 31ll~CCl(Of0 Bbf30Ba, KaKHM H J'IBAJICTC.A IIHTCpnpCT3.l{liJ'I npOH3BC­

l(JIHJ IICKf CCTBa. 
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ANGEL V. ANGELOV 

. AVF EINE LAMPE" VON EDUARD MORIKE, 
AUTONOMITAT UND HETEROGENITAT DER 

"KLASS ISCHEN" 

Eduard MOrikcs Gcdicht .,Auf cine Lampe" ist das am h:iu­
fignen bcsprochcnc seines gcsamtcn lyrischcn Wcrkcs, worauf sich 
aw dcr Bibliographic zu den kritischcn Ausgabcn seiner \Verkc 
schlicSen lam. Aufgrund des Disputes, der mit einem Brief Martin 
Heideggers an Emil Staiger1 begann, hat .,Auf cine Lampe" cine 
zusanliche kulturhistorische Signifikanz erlangt und ist in die Gc­
schichtc dcr Litcraturwissenschaft dcr zwcitcn Hilfte des 20. Jahr­
hundms cingegangcn. Die Gcschichtc dcr lnterpretationcn dicser 
\'c:rsc kOnnce im Klcinen zcigen, wie sich in den vergangenen scch­
ltgjahrcn die Herangchcnsweisen sowohl an den lyrischen Text, als 
11Jch an die deutschc Litcraturgcschichte ver3.ndcrt habcn2

• Bis in 
d~nigcr Jahre war man vor allcm bcstrcbt, die poctischcn Be-

Spiucr schlo~n sich zunachsr dcr srcu zu Polc:mikc:n aufgdc:gte Leo 
Spt1zcr an, km·z. darauf I. Appelbaum-Graham und dann emeur Spitter, 
W. Schneider, W. von Nordheim, H. Polit1,cr, S. Burckhard und R. Cuar• 
dmi - allc in den l 950cr Jahrcn. 

So schricb auch A. Holschuh: ,. Die gcsannc Forschung zu diesem 
Gc:dichi auf-zuarbc itcn, bcdi.irfi:e cs cinc:r Monographic~ {Holschuh, 
Hn,, kuchut, 576). 
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sonderheiten des Gedichtes herauszuarbeiten, wie auch seine 7.iJ. 
sammenhange mit anderen Werken der Dichdrunst - von M&ril:r 
sdbst, von Goethe, Schil ler, Keats und hellenistischen Dichrern. 
Seit Beginn der ncunziger Jahre rilckt das Augcnmerk mehr iD 

Richtung der sozialen Funkcion des Bildes der Lampe sowk in 

Richtung des Verhiiltnisses zwischen der Lampe und der Stimmc. 
die die Verse spricht. Die wesentliche Anderung bem:ht jedoch 

niche darin, class neue Oeutungen angeboren werden, sondcm 

in der sozialkritischen Analyse der Herangehenswc isen Sca~m. 
Heideggers und Spitzers an das Gedicht. (Lindenberger, ldeoUJt) 
398-408) 

lm ersten Teil des hier folgenden Textes werde ich einige In!(!'· 
pretationen der Verse analysieren, die repriisentativ fo r einegewis:st 
moderne Grundhaltung zur Literatur sind. Diese Grundhalttlll!; 

erhebt das liccrarische Werk in den Rang eincs heiligen Texm, wid 

der Verfasser der Interpretation spiclt die Pricsterrolle, die Roik 
des Herrschers iiber das heilige W issen, in welchcs er die nichcEin· 

geweihten einweiht. Die kiinstlcrischc Form ist wie cine Gouheic, 

und die, die sie auslegen, sind ihre Kultdiener . .,Die ideale Kunst· 

gestalt stehc wie ein seliger Gott vor uns da", zidert Hcideggct 

zu_scimmend aus Hegels .,Asthctik" (Heidegger, Briifwechsel_3_l' 
Die von mir analysierten Imerpretationen sind scharfsinnig, cinf 
d_urc_hau~ auch vinuos. Was ich in Frage stelle, ist niche die Scharf· 

st~ntgkeic oder die Sensibilit3.t fur den poetischen Text, soodffl' 

die Wene und die soziale Funktion dicser Auslegungen. 

Ferner mOChte ich versuchen, die Instabilitiit der klassischdl 
Form der Lampe zu bcgri.indcn, wie auch ihren nicht einhcitlichco 

Ursprung, in dem sich antike, orientalische und Elementc des 19 

Jahrhundcrts mischen. Des Wciteren werdc ich die sozialc Funku 
on dcr klassischen Form crOrtern. 

---
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AUF EINE LAMPE 

Noch unverrUckt, o schOne Lampe, schmUckcst du, 
An leichtcn Ketten zicrlich aufgehangen bier, 
Die Decke des nun fast vergessnen Lustgemachs. 
Auf deiner weiGen Marmorschale, deren Rand 
Der Efcukranz von goldengrUncm Erz umAichr, 
Schlingr frOhlich cine Kinderschar den Ringelreih'n. 
Wic reizend alles! lachend, und ein sanfier Geist 
Des Ernstes doch ergossen um die ganze Form -
Ein Kunsrgebild' derechtcn Art. Wer achmsein? 
Was aber schOn ist, selig scheint es in ihm selbst. 

(1846)' 

171 

Im Jahre 1950 hiek Staiger in Amsterdam und in Freiburg 
im Breisgau den Vorcrag .,Die Kunst der Interpretation" (Staiger, 

KM_nn, 7-28). Martin Heidegger wohme der zweiren Vorlesung 

bci; ohne sich an der im Anschluss aufgekommenen Diskussion 

beteiligt ZU haben, schilderte er in zwei Briefen an Staiger seine 

lm_erpretation des Gcdichts (Hcidegge r,Briefwechsel 28-42). Leo 

Spincr machte sich mic dem verOffendichten Briefwechsel zwi­

schen Heidegger und Staiger vertraut und bot cine weitere, eigene 
Interpretation (Spitzer, Wiederum, 133-147). Alie drei baleen da­

ran fest, dass das Gedicht vom Wesen des Kunstwcrks als sokhes 

•rr:det". Die Unstimmigke iten beginnen mit dcr Diskrepanz in 

~ Auslegung eines Wo rtes im Jetzten Vers, machen aber schon 
d die Umerschiede de r drei Hermeneutiken beziiglich der Frage 

iichtbar, worin das Wesen eines Kunstwerks bestehc. 

Die grundlegende These in Staigers Interpretation ist, d ass 
die Zeir, in der der Dichter gelebt hat, gegcniibcr dem ideal der -~. st.~r Text isc der Ausgabe von GOpfert enmommcn (GOpferr, Mori-
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klassischen SchOnheit und der k.lassischen Kunst gleichgiiltig gt· 

warden ist. Sein Augenmerk ist auf die individuellen poetischcn 
SchOnheitsbezeugungen und auf die literarische Tradition, in dtr 
sie m6glich werden, gerichtet. 

Fiir Heidegger ist der literaturhistorische Koncext nicht we­

semlich. Die beiden Leitgedanken in der Interpre tation des Ph~ 
losophen sind: die schCme Lampe ist ein wah res kiinstlerischesGc­

bilde, das symbolon (CTiil,l~oAov) des Kunstwerkes oder, in Hegeb 
Sprache, "des Ideals'". Als ,,e in Kunscgebild der echcen Arr• bringt 
die Lampe das sinn liche Scheinen und das Scheinen der Idec zu. 

sammen, und das Gedicht ist das in der Sprache ruhendc Symbol 

des Kunstwerkes iiberhaupt. In Heideggers Interpretation nehmen 

Kunstwerk, Sprache und Schi:>nheit das Wesen einer Epiphaniean. 
(Heidegger, Briefwechsel, 40) 

Der Artikel .,Wiederum MOrikes Gedicht ,Auf eine Lampl' 
stellt das fur Spitzer typische Herangehen an eine explication dr 

texte dar. Ohne Kenn mis nicht nur der deutschen Syntax, Seman· 

tik und Phonetik, sondern auch der Eigenheiten des schwabischen 
Dialekts kOnnen wi r das Wesen der poetischen Ausdrucksweist 

nicht erfassen. Kreishaft in sich geschlossen , woh!temperiert, [a. 

chend-ernst ist Spitzer zufolge das kiinsderisch Schone bei Mori& 
.,Die schOne Lampe mit ihrer doppclten Kreisform und ihren ge· 

biindigten Stimmungsgegensiitzen hat dem Dichter zu einer De: 
finiti~n des KunSt-schOnen vcrholfen~ (Sp itzer, Wiedtrum, 134 
Das cmem Gegenstand gcwidmete Gcdicht (Oinggedicht) gdangt 
zum Wesen der Kunst, und die Lampe nunmehr als lci.instlerischt 
Form wi rd zum Symbol dieses \Vesens. 

, . Die Erfuhrungcn, die Spitzer in den neuen wissenschaftlichen 
Krcisen und dem Lebensumfeld in den USA gewonnen hat, be· 
emfl.umen seine lnrerpretationsweise _ der Vergleich mit Keau 
.,Ode on a Grecian Urn~ wurde sp:iter vielfach vcrwcndet und aus­

gebauc._ Die amerikanischen Erfahrungcn regten ihn zur Kritik an 
der Heideggerschen und iiberhaupt der dcutschen philologischen 

-
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Grundhalcung dem Text gegeniiber an . .,Der deutsche Philologc 
hac hier vid von dem englischen Ku!turmil ieu zu lernen, in dem 
,muehen• als demiitiges, ,.unter etwas scehen , um es zu erkennen" 

1uundtr-stand) gefasst wird, in dem das understatement als Tu­
gtnd gilc und cine ausgesprochene Abneigung gegen overinterpre­
wibn hmscht~ (Kursiv: LS.). (Spitzer, Wi.ederum, 143-44)4 Eine 
dm.rcige Behauptung liisst sich natiirl ich leichter aufsteUen als be-
1'ciSt"n. ln diesem Disput offenbart Spitzer das Misstrauen eines 

Pbilologen gegeniiber Verallgemeinerungen, die nicht konkret am 
Tm des Gedichts nachweisbar sind. 

Aile drei beschiifcigen sich mit Etymologien, jedoch auf unter­

schiedliche Art: Staiger und Spi tzer deuten die Bedeutungen in­

nrrhalb des Gcdichtes bzw. in MOrikes Werk, wiihrend Heidegger 

Bedeutungen wcicer cntwickdt bzw. Bedeutungen schlicht erfin­
<kt,glcich, ob sie im Gedichc vorhanden sind oder niche, wie es mit 

1km Licht der Lampe der Fall ist. Seine Interpretation isc cine Er­

lChlicSung,er nutzt den Vers als An lass fur Oberlegungen, die auch 

unal)hingig vom Gedichc gemachc werden kOnncn. Die Rhychmik 
gr:bort zu den wesenclichscen Beso nderheicen dieser Poesie. Heide­

~rs Bchaupcung, in Vers 10 .,Was aber schOn ist, selig scheint es 

lll~sdbsc" liege die Beconungaufist, zeugen von seinem Unwil­
lrn,cl_ie Versrhythmik zu berticksichcigen, denn hier handelc cs sich 

um cmcn Jambus, bei dem die Betonung auf schOn liege, wie Scai­
tr bcmerkc. Staigers Interpretation ist cine Wechselwirkung mit 

:---
gtgt~,~~n kann wohl cine politischc Dimension in Spitzcrs .''\.uG~rung 

JC dcutschc Gcrman istik schcn. Der Erkcnnmiswcrt cmcr AuGc­l die fur ~nder-standing pl:i.dicrt, madu das abcr bdc~rcn~, iiber_· 
dai d, findc 1ch for fraglich. Dicsc Kririk schlicGt vcrmud1ch mchr d,c 
Spi tschc Romanisrik und ihre Geschichtc. In den Dcbarten, an dencn 

tzcr_ skh in den USA haufig beteiligre, vcrrcidigte er die deutsehc ro­
~15tischc und Denkrradition (nco) romantischcn Typus des 18·•20· 
_...irnundcru. 
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dem Gedicht; Wechselwirkungen kann es viele geben, und darin 
liegt der prinzipielle Umerschied zwischen dem Herangehen Hci, 
deggers einerseits und dem Staigers und Spitzers andererseits. Die 
lmerpretationen der Letzteren brauchen das Gedicht, sie existimn 

wegen ihrer Verbindung zu diesem. 

Die Grundfrage des Disputs ist die (Un)abhangigkeit des 
Kunstwerks und der SchOnheit von der Beachtung <lurch den 
Menschen. ,, ... die rechte Art eines Kunscgebildes, die Schcinheit dcs 
SchOnen waltet nicht von Gnaden der Menschen, insofern sic das 

Kunstwerk achten oder nicht, ob sie, was schOn isc, in ih ren Genu8 
nehmen oder nicht. Das SchOne bleibt, was es ist, unabhingigda­
von, wie die Frage Wer achtet sein? beantwortet wird~ (Heidegger, 
BriefwechseL, 39) Diese Unabhii.ngigkeit verleiht der Sch6nheitund 
dem Kunmverk ein gOttliches Wesen. Sowohl Heidegger, als auch 
Staiger stellen die These auf, die Grundstimmung des Gedichtssci 
Wehmut. Filr Heidegger kommt die Wehmut von der Sprachc hn, 
fur Staiger dagegen ist die Wehmut Teil des Gefuhls des Diehm~ 
selbst.5 MOrike hielt sich fur einen Epigo nen, weshalb er es nicht 
mehr wagte, sich Uber die Sch6nheit mit derselben Encschicden· 
heit zu ii.u8ern, wie es Goethe getan hatte. In Staigers lnterpret~i• 
on ndient MOrikes Gedicht als Allegorie, die das zu jener Zeit tib· 
liche Bild der deucschen Liceracurgeschichce umermauert. In der 
Generation nach Goethe konnten laut diese m Bild der Lireracurge· 
schichte auch die begabtesten Dichter nur Epigonen gewesen scin, 
Nachfolger einer so gro8en Tradition, dass alles, was auch imrner 
sic schreibcn wilrden, wie ein Niedergang aussehen milsste~ {Lin· 
denberger, Ideology, 402)6 

\ h S. die E.inleimng von W. Wogcnbauer zu dem Briefwechscl z•,ri• 
~ en Heidegger und Staiger. {WOgenbauer, Briejwechse/, 34- 37). 
H Im zweiten San des angefiihrtcn Zitats rcsiimiert Lindcnbcrgcrd~ 

~rang~hen P. ~· Hohcndahls, auf dessen Buch zum Entstehen dcrdcut 
sc enNat1onall1tcraturcr verwcist. 
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Alie drei lmcrpretarionen sehen in dem Gedicht das Bild des 

Endes einer unterbrochenen und beinahe niche mehr mOglichcn 
~ommunikation zwischen Kunst und Publikum. Z ur doppelten 

Geschlo~nheit, die Spitzer aufdeckt (die Lampen- und die Ge­
dichrform) kann noch die Geschlossenheit des Ramns erganzt 
1mden {das Lusrgemach). Das lyrische Ich betrachcec die Lampe, 
afuuc sich an ihr und definierc sic als ,.Kunstgebild' der echten 

An". Es isc der einzige Eingeweihte bzw. gchOrt zu den wenigen, 
dit eingeweiht sind. Das Sichsdbsrgeniigen des Artefakts und die 

Eingeweihtheit des Betrachrers sind die wicht igsten Borschafien 
des Gedichtes. Gerade der beschauliche Blick festigt im lerzren 
\'mdie sdige Selbscgeniigsamkeit der Schcinheit, so dass sogar die 
Bindung zwischen Eingcwcihtem und kostbarcm Gegenstand un­

terbrochen wird und die Schcinheit, d ie Kunst zu einem fUr jeder­

mann unzugiinglichen Geheimnis wcrden. Die Lampe wird zwar 

tatsa<:hlich zum Symbol, jcdoch nicht jeglicher Kunst, sondern der 

modernen Verselbsta.!ldigung des Artefakts. 

Sowohl Staiger, als auch H eidegger vertreten cine konserva­
cii·e. Haltung: das Heutige hat sich entfremdet, ist von der Welt 

dnin der Lampe vcrkcirperten kiinsderischen Schcinheit abgefal­
kn. Und da sic der Mein ung sind, das Schcine existiere unabhiin­
gigi·on der Beachtung durch die Menschen, gehen sic der Frage, 

-:er die in der Gestalt der Lampe verkcirperte Schcinheit ansieht, 

ni~ht nach. Die Schcinhe it existiert in einem Tempelraum. Das 

/yrische fch gibt zwar nicht pre is, wer es ist, sprichc aber eindeurig 
~Sder Position des Pricsters in diesem menschenleeren Tempel. 
Dersch() G c 1· ··· S bo . ne cgcnstand wird z.um Ersatz nir ein re 1g1oses ym-

~ Es •st jedoch keinc wahre Religiositiit in der Beziehung ~es 
chen fch zu dem Ding - Gehcimnis; es gibe keine Genmn­

;h~ von Eingewc ihten, die das Geheimnis sozialisicr~n ,~r­
• ·d er kosrbare Gegcnstand, ob als Symbol oder als Sem, wird 

1
i;h ~r zum Geschcnk, noch zum Versprechen, sondern befin~ct 

im Zustand des Vergessens. Das Koscbare wird niche gere1lt, 
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woraus Isolation und Vergessen folgen, was fu r Staiger mclancho­
lisch anziehend ist, w:ih rend H eidegge r die Existenz des SchOntn 

auGerhalb jedweder Gemeinschafi- gefallt . Die Imerpretationtn 
aller drei we rde n MOrikes Kunstve rsc:indnis gerecht, denn auch 

andere Gedichte MOrikes !asse n ei n Bild de r in sich gcschlossc­

nen, isolierten Existenz entstehen. Die Selbsrgeniigsamkeit istdir 

Ursache der wehmiitigen Srimmung. Ob bei einer Anderung d« 
Grundhaltung das Geheimnis der Sch0nheit niche zu einem Gr• 
schenk we rden k6nnte? 

Auch die drei Herangehenswe isen sind, jede auf ihre Art, in 
sich geschlossen. Vor allem Staiger entwickdt kominuicrlich §Cin 

Konzept des cigenen Territoriums der Literacurwissenschafi:, ihrcr 

Eigenst:ind igkeit gegeni.iber den anderen Geisteswissenschan:m. 

Dieses Konzept, das die Spezifik sowohl der schOngeistigen Litt· 
racur, als auch der ReAexion dari.ibcr sucht, schcint mir beispieM 

Rir die Modernitiit und ihrc isolationistischen Verfahren. In seincn 
Analysen n immt Staiger nicht einfach die H alcung eines belescneo 

Mannes oder fahigen lnterpreten ein, sondem d ie eines Einge· 

weihcen - er li.iltet die Geheimnisse der deutschen Literacurdes 18· 
uod l 9. Jahrhundens. ln Arbeiten aus den I 960er Jahren kricisier1 

Staiger den Perspcktivismus und Relativism us der zeitgenOssischen 

Kultur und missc dicse an den unerreichbaren klassischen Epoehcn 
in der wesceuropiiischen Literatur. Fi.ir die deucschsprachige Li­
teracur i5t dies selbstvemiindlich die Weimarer K.lassik. Das, ".s 
Staiger liebt und als desscn Repra5encant er s ich fuhlt , ist die kJassi· 

sche Art von Literatur, deren ki.insderische und mo ralische Wertt 

er venritt. Das Klassische ist bei ihm niche insticuciondl begrii.ndct 

~nd niche zu hescimmcen, vor allem politischen Zwecken okttof 
icrt. Die klassische Literatur in Europa ist ein Gipfel" dcr Kunst 

td dcr Wen_c, und die amike und ( west)euro~:ische ist die \'\~h­
neracu_r. (St;ugc r, Gipfel) 

Seine Analysen einzelner Werke oder Stellen sind eioJring· 

--
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Jich. Die soziale Funktion diesc r Position halte ich jedoch fur 

problemacisch, dcnn sic geht von ciner Wahrhcir und vor allem 

cincr ZugehOrigkeir aus.7 Was di e Nationalitiit betriffi, ist das die 

zum Dcucschen, sozial gesehen - die zum Ariscokratischen und 

Elitilrcn. Die Zusammcnh:i.nge, die Staiger zum Schaffen MOri­

kes herstellt, sind nur in dcr deucschen Literamr angcsiedelr. 

Orr Zusammenhang zu den Oichtern des Hellenismus wird in 

der Ahnlich keit des Schicksals MOrikes und das der Oichter der 

hellenistischen Epoche begriindct. Dieser Zusammenhang mit 

der Antike wird von MOrikes Leben und Werk selbst erbracht, 

die Staiger von innen her zu imerpreciert. Die sprachlichen Zu­

sammcnhinge, die Heidegger for gewOhnlich hcrscellt, beruhen 

auf altgriechischen WOrtern. lm Gegensatz zu bciden behandelt 

Spitzer das Gedicht in einem allgemeineren, wesceuropi:iischen 
Koncext. 

Man kann durchaus sagen, dass jeder sein spezi6sches Fach­

~isscn nutzt. Jenseits dieses Wissens jedoch reduziert Staiger die 
deutschc Literarur an d ie Werte der Weimarcr Klassik, wie er sie 

lllterprctiert. Bei Heidegger 6nden wir auch hier cine konsequcnte 

Aneignung des Altgriech ischen von der deurschen Sprache; wenn 

das Alcgriech ische das wahre Heim des Seins ist, dann bewahrr 

das Deutsche bis heute noch das Sche inen des Se ins. Beide Posi­

tioncn enchalren sowohl soziale, als auch politische Implikationen 
-, Geschlossenheit und Aussch lieBlichkeit. Sic bemiihen sich, die 

Klassik unwandelbare GrOBe durchzuserzen und die Exiscenz un­

~derlicher sozialer Werre zu vermitteln. Heute jedoch fetisch i­

llCrt dn derarrigcs Streben nach AusschlieGl ichkeit einfach seinen 

~ennand und/oder harmonis iert dessen Zwiespiikigkcic. Der 

fttiseb kaschierr gerade den sozialen Mechanismus, der ihn zum 
G~cn5cand der Anbetunggcmacht hat. Der Zweck der Yerehrung -Staiger hat zum Aufsatz von Spitzer in ,,Trivium• Anmc:rkun.gc:n 

~:~gt. l~h fragc: mich ob Staiger der Mc:inung \\'.ar, Spi~c:r gc:hom L ..... '"·-··-...... ., .. c ... 
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des Klassischen besteht darin, das H istorische in die Ewigkcitllbc:r­
gehen zu lassen.8 

Ahnlich ist auch die Haltung H ans Georg Gadamers, der BAuf 
eine Lampe" als mechodische Uluscration am Ende seiner Bemu:h­
tung iiber Verh:iltnis von Text und Interpretat ion vcrwender. Ga­
darner hatte das Gedichc speziell wegen des Strei ts von Staiger,Hri­
degger und Spitzer gewahlt. Die kurze Interpretation verdeutlicht 
noch einmal, und zwar am konkreten Stoff, seine Herangehenswei• 
se an das Thema der SchOnheit und des Kunscwerks. Ohne die lk 

reitschafc des Aufnehmenden, ganz Ohr zu sein (Gadamer bcsteh1 
auf dem Horen), wiirde kein dichce rischer Text sprechen. Gadamrr 
scheint seine Interpretation auf die Wechselwirkung zwischen dem 
gesprochenem und dem geh6rtcn, rezipiertem dichterischen Wort 
zu begri.inden, doch es crweist sich , class das Verstehen (das HOrcn\ 

im Grunde schlieBlich verschwinden und den Text sprechen las:stn 

muss; so wie bei Heidegger die Sprache spricht. Der d ichterischc 

Text ist cine Autoritiit, und Ziel der Rezeption ist, die Stimme d('f 
Autoritiit wiederauAeben zu lassen . 

.,So versteht unser Verstand nicht nur, was da Uher das SchOne 

gesagt wird und was die Autonomic des Kun stwerks aussprichc,das 
von keinem Gebrauchszusammenhang abhiingc - unser Ohr hOrt 

und unser Verst iindnis vernimmt den Schein des Sch6nen als st:in 

wahres Wesen. Der Interpret, der seine GrUnde beibrachte, \1:f· 

schwindet, und der Text spricht ... " (Gadamer, Ttxt, 359-60) Ga· 
darner deutet das .,(Kunst)Gcbild" als etwas, das von innen nach 
auBen gcschaffen wird, sich emfaltet und schlieBlich seine eigenc 

~estalt erlangr (Gadamer, Uxt, 358). Oieses Worcversrandnis - als 
em nacurnaher Schaffensprozess, der sich in cine vollendere plaso· 

• SO JahfC nach dcr Publikation der ,, Kunst der l.ntcrprctarion" als 
!uch, wurdc ihm cine diffcrcnzicrtc Analyse gcwidmer. (Rickcs u. a .. [),( 

, ~:
1
~:;c~~:tation ) .. Die Pro~lematik des Sammelbandc~ ist vid rei: 

wird nur passim c:~k:;~asst. Staigers Herangehen an ,.Auf cm<" urnpc 

-
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schcGestak ,.crgiesst", verdeckc das Vorliegen einer harmonisieren• 
densoziallcn Haltung, die der Kunst zugeschribcn wird und die die 
KonAikteverdecken will. 

Die urspriingliche Ahnlichkeir mit dcr Rezeptions- und Wir­

kungs:isthccik ist sowohl konzepdonell, als auch als soziale Funkti­
on nur scheinbar. Das Kunscwerk, und vor allem das als klassisch 
crhiihte Werk, ist weder vom Umfeld seines mOglichen Gebrauchs, 
noch von den historischen Milieus seiner Rezeption abh:ingig. 
Auch bci Veranderung dieser Fakcoren, bleibt es stets unver:inder­
lich, in ein und dcmselben Licht sche inend. So erlangc das klassi­
iehc Kunstwerk d ie Funkcion eines heiligen Textes. 

II 

Die Suche nach Parallelen zwischen sprachl icher und visuel­

kr Form bietet mehr lncerpre tationsmOglichkci ten, deshalb wer­
de kh im Weiteren sprachliche Formen von Lam pen mit ,,echren" 

lampen vergleichen. Die Wechselbeziehung zwischen Wort und 
Gegenstand ist begrilndet, denn ,,Auf eine Lampe" ist ein Epi­

gnmm, Ein Epigramm kann als Kommencar zu einem Gegenstand 

fungie ren, dessen Material icar und meisterhaft:e Herstellung wer­

dcn durch den Kommentar betont; der Gegenstand bekommt cine 

~~ltche Prlisenz in se iner Umgebung, seine Individualit3.t wird 
ttr5tarkt. Epigramme sind im dichterischen \Verk MOrikes keine 

St!renheit. Moritz Enzinge r verweist auf die Epigramme mit dem 
ntel ,,lnschrift ... ", wie auch auf jene, die Gegensranden gewidmct 

IIJld. Er thematisierc ih re Verbindung zur spii.ten altgriechischcn 

Epi_grammatik und zu r Ekphrasis.9 ,,Auf cine Lampe" wird als 

..Oinggedicht"10 definie rt, als cine einem bestimmten Gegen5raocl 

:-------
2ureiner mOglichen BeeinRussung MOrikesdurch Herder s. (Enzin-

~ Kom»wuar, 17-20). . 
Der Tcrlllinus ,,Oinggedicht~ wurdc 1926 von Kun Oppcrt cingc-
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gewidmete VersschOpfung. Ob wir es nun als Epigramm oder als 
,,Dinggedicht" definieren - das Wesendiche besteht darin, class 
das Gedicht den Gegenstand nicht nur beschreibt und/oder kom­
mentiert, sondern ihn zugleich ganz und gar erschafft:, wenn esdtn 
Gegenstand niche gibt, oder ihn als einen anderen als den rcalcn 
erschafft:. 

1846 schrieb MOrike zwei Versepigramme: ,,lnschrift auf eint 
Uhr mit den drei Horen" 11 und ,.Auf eine Lampe~ In~ lnschrih 
auf eine Uhr ... " sprechen die Horen selbst Uber sich, in ,,Auf eint 
Lampe" richtet jemand, der sich ebenfalls im ,,Luscgemach" befin• 
det, Wone an die Lampe. Nehmen wir um der Ekphrasis willen an, 
class irgendein Gegenstand die Anregung zu dem Gedicht gegebcn 
hat. Das Wort ist jedoch ein Medium mit eigenen Eigenschafien, 
so wie auch das visuelle Medium, so class, auch wenn wir auf der ci· 
nen Seite das Gedicht hii.tten, und auf der anderen eine Zeichnung 
oder Fotografie der Lampe (1846 ware das bereits mOglich gewe· 
sen), dies die Erschaffung eines imaginii.ren Gegenstandes durch 
das Wort im Bewusstsein des Lesers niche beeintriichtigen wiirdc. 
Die Ekphrasis beinhaltet auch die Beschreibung imaginiirer Arte· 
fakte, denn sie hat nicht nur die Funktion zu beschreiben, sondern 
zugleich auch imaginare, nichtstoffiiche Dinge und Ansichren mii 
Worren zu erschaffen. 

Spitzer erwiihme, class lam Paul Friedlander die Ekphrasis in 
.. Auf eine Lampe~ ihr Vorbild in Theokrits Idylle ,,Thyrsis•, Ver· 
Se 27-56 habe. Dicselben Verse Theokrits verwendete Leconte 

fuhn. Zu ciner ausfuhrlicheren Begriindung des Terminus s. Nordheim 
DmgdJCht,mg, 76-78. Nordheim verweisc an mehreren Scdlen auf dte 
D.isscnation M. Burgers von 1945 zu MOrike. Die Dissertation iSt rnu 
;icht zuganglich. Einige Verfasser von Imcrpretacionen lehnen diescn 

/)egnffdalshunpassend ab. S. auch: Martini Dinggedicht; von Wi]pcrt, 
mgge ,ct. ' 

.Die _Horen, GOttinnen der Jahreszeiten gewOhnlich ihrer dtei,~ 
~~~;~ti oder vier, je nachdem man das Jah,r einteilce~ (MOrike, It~ 
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rle Lisle in seinem Gedicht ,,Le Vase". So bckriifcigt Spitzer se ine 
These von dem anti ken U rsprung der kJassischen Form bei MOri­

k. wie auch van dem Zusammenhang - aufgrund der gleichen 
Halrung zur Antike - zwischen MOrike und den zeitgenOssischen 

fnnzOsischen Dichtern. (Spi tze r, Anmerkung, 33-34) Holschuh 
schlicSc sich der These, d ass die altgriechische Tradition MOri­
k btim Schreiben des Gedichts beeinAusst habe, an und zitierc 
ibfur wiederum aus ,,Thyrsis", Verse 29-33 ( Holschuh, rVem 
ln«hm, 578, S84)12

• Es handelt sich in Theokrits ldylle um Sze­
nendamdlungen und um d en dekorariven Schmuck auf einem 

Mikhbecher aus Holz; die fri sch gemolkene Ziegenmilch soil die 
Bdohnung fur ein Lied sein. Sowohl der Schmuck, als auch der 
Duft (nach dem fri schen H o lz des eben erst hergesrdlten Bechers 
50wie nach dem Wachs, m it dem er versicgelt ist) sind Tei! der 
Bdohnung. Die Ekphrasis verfolgt hier einen syn:isthetischen 
Zweck, sie will nicht nur den Gegensra nd in unserer Vomellung 
eruugen, sondern auch seinen Duft, als ,,sci er in den Qudlen der 
Horen gereinigc" (Vcrs 1 SO). 

kh nahm an, dass cs cine Bleiscifi:zeichnung einer ,,antiken" 
~m_pc oder einer Lampe antiken Typs von MOrike selbsr gibt, die 
ttnhch mit dem Verfassen des Gedichtes zusammenfalk In sei• 
ner ~forike-Werkausgabe vermerkt Harry Mayne: ,,Ein Gretchen 
gtwidmetes Blatt zeigt MOrikcs Bleiscifizeichnung einer antiken 
Umpc: (Maync, Au.sgabe I., 425) MOrike hat zahlreiche Zeichnun· 
gen angeferrigt, viele davo n werden von kommentierenden Prosa­
odtr Yerstextcn begleitec.13 ,, ... in vielen Fallen sind Gedicht und --. _In dcriar ist in den Ausgaben mit Oberserzungen griechischer un~ 

~«her Dichter, die M0rike iiberarbcitet und erg:i.nzt, d_ie Ekphrasis 
Seltenheit. ln der Ausgabe von 1864 "Anakreon und die sogenann· 

::~nakreonrischen Lieder" finder sich der Tei!: ,,Dem Epigra_mm 0
~
nd 

~yll verwandte Stiicke / Bildwerk und Malerei beschreibeod · ( 

• W,,k, II, 874, 890-893). 
Zu M0rike als Ze ichner s. MOrike-Handbuch, 226-236-
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Bild so eng miteinander verbunden, <lass das cine ohne das andm 
nur schwer verst:indlich ware~ (Reck, Z eichnungm, 10) lch fragtt 
wegen der Zeichnung einer ,.antike n Lampe" bei der Mi:i rikc-Gr­

sellschaft an. Die Antworc, die ich vo n dort erhielt, 1
.( widcrlegtedic 

Anmerkung in Harry Maynes Ausgabe. Nachdem cine Zeichn~ 

also niche existierte, suchte ich nach Lampen und deren Darnd­

lungen aus der ersten H:ilfte des 19. Jahrhunde rts, die zumindc:st 
einigermaGen der Beschreibung im Gedicht entsprechen WUrden: 

14 "Sehr gcchrcer Herr Professor Angclov, 
Herr Dr. Wulf von der MOrikc-Gcsellschaft hat mir lhrc Frig,: 

bcziiglich MOrikcs Gedicht nAuf cine Lampe" wc itcrgdcitct. Oa mil 

sdbst nicht bckannt ist, daB cine solche Zcichnung existicrcn soil und 
wir hicr im MOrike-Archiv auch keincn entsprechenden Nachweis h_a· 
hen, habe ich doch zur Sichcrhcit die Frage m it dem MOrikc-Spuii.lis, 

ten Professor Dr. Hans-Henrik Krummacher erOrtert .. .. Auch er b 
mir bestitigt, daB es cine MOrike-Ze ichnung einer ,.antikcn Lampe' 
nicht gibt. Allerdings hac er in seinen Aufschrieben nociert, daB cHinc 
Zeichnung einer Obstschale mit Verzierung gibt (SN M lnvencar da 
Bildabceilung Nr. 1770), die friiher einmal falschlicherweise als Zcich, 

nung einer ,,Ollampe" kacalogisiert war. Vermutlich bezieht sich Hen 
Mayne darauf. Diese Zeichnunghac aber It. Professor K.rummachcr ab, 
solut niches mic dem Gedichc ,,Auf cine Lampe~ zu run. Wir hoffdl. 
Ihnen damit weicergeholfen zu haben, Hcnlichst Ihr Albrecht Bergold 
I MO~ike-Archiv im Deuuchen Literacurarchiv " ( 10. Mirz 2009). ~as 
Sc~m ben ~ errn Bergolds wdst die MOglichkeit eines dirckccn \ a· 
gleichs der visudlcn Gestalt (der Z eichnung) und dcr sprachlichcn Ge 
Sulc dcr Lampe im Gedichc zuriick. 

I\ Bei jcdcr E.kphrasis ist die Fragc ( ob cin G egcnsund oder cine w d· 
; haft dafiir~cn AnscoB gab) bcrechcigt, abcr nur individuell zucncschtt 

en. ln ilmhchcr Weise hat MOrikc bci scinem Kommcnrar des Gcd,chts 

jAphrodicc auf eincm Diskos" von ,,Anakreontischen Liedern• vcrnichL 

~~na_uc Forn'. und die Stelle des Bildcs auf dcm Gegenstand durch dll' 
r_cibung wicderhcrzuscdlcn. Fiir d iescs Gcdichc s. auch unrcn .• OJ 

:~~ ::~i:~:c ;:cicc_rcs annchmcn darf, cs habe bci dic~ r Bcschrcibun& 
ld\\ crk zugrunde gdegcn, so ist die Frage nach dcssdl 

-
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Mic fid auf, dass im Gedicht niche nur das Licht fehlt, das die 
Lampe ausstrahlen kOnme, sondern auch das Brennen, begleitet 
1'0m aufgrund des Dochtes unve rmeidl ichen Rauch. Rauch und 
Brtnnen als Bilder der Verganglichke it werden im Gedichr nichr 
erwahnt, im Untersch ied zur Beschreibung d er Lampen in Portici 

inGoerhes .,Italienischer Reise". D as Genre d er Reiseaufzeichnun­

gen impliziert cine andere Glaubwiird igkeit als die der Dichmng. 
Bti Goethe lesen wir von Dochten und von einer Flamme, die ein 

11-ahrcs Kunstgebilde, das cine jede Lampe ist, erleuchcec. (Goethe, 
lt.ditniS<bt I, 229) 16 

Damellungen von gl:inzendem 61 in der Lampe und brennen­
dem Liehr auf den zierlich gebilderen Leuchtern kommen in Schil­
lm Gedicht ., Pampeji un d He rcu lanum" ( 1797) var. (Sch iller, 

llhlr B. I, 234-36) Wahrscheinlich si nd einige D am ellungen auf 

Gocrhes Reiseaufzeichnungen zurUckzufuhren. FU r das Thema ist 

fur mich von gr08erer Bedeutung, dass die fesdiche, wie auf eincr 

Buhne priisencierte .,Restaurierung", die Schiller - angeregr va n 

ikn wiederaufgenammenen Ausgrabu ngen in H erculanum und 

Pompcji - varn immt, verlangt, class Lampen und Leuchter scrah­

kn.Sie sind Bestandteil des wiederaufe mandenen Lebens - w:iren 

sit crloschen , wilrde das bedeuten , <lass es kein Leben giibe. Schil­

kn·crwendet das Wort ,,zierl ich" drei Mal: als Amibut der Zim­

lllcr(die zierlichen Zimm er), des H ermes (der zierlich geschenkce 

Hermes) und - was eine n intertextuellen Bezug zu MOrikes G e­

dichc schaffi - der Leuchte r (den zierl ich gebiJdeten Leuchcer).'7 

:crcr Beschaffenhcit niche vorweg abzuweisc=n~ (Mcirikc, Wuke If, 

ih,c~lan cr~ilhrc n iche, aus welchem Material die La~ pcn_ sd~st sind~ 

tchric tstc llc Jcdenfalls sind aus Bronze. Ausftihrl_i chcr_ w!Td e•~-Eimer be 
btn, abcr auch hier wird die Art des Materials !llCht crwahnr. 

IUcU ! Attribuc von Sanda len erscheint ,,zicrlichM auch '.n ~c~ intcrt~~ 
:\uliu deursamcn Szene aus Schillets ,,B raut von Mcssma , im erst 
· g,sicbcncen Aufi: ritt . 
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In .,Pompeji und Herculanum" sind die Szenen in Bewegung, es 
herrscht sogar gesch:iftiges Treiben im Unterschied zur Stille in 
,.Auf eine Lampe". 

O as Klassische ist dann mOglich, wenn es die Elememe, die 
das von ihm angestrebte Ewigkeitsbild st0ren, verdrangt und 
vergissr. Die Lampe, die niche lc:uch tet, sondern nur <las Lusrge• 
mach ziert, wird von einem funktionalen zu einem asrhetischen 
Gegemand, zu ei nem Artefakt. Die mOgli che hiscorisc he Zeit ist 
ebenfalls iisthetisiert und damit ihrer Historizit:it be raubc. Das 
Sch0nc ist sdig, und der aschetische Gegenscand erlangc einen 
zwe ideucigen rcligi0sen Status, indem er zu einem Gegenstand 
der Bewunderung wird, beinahe zu einem Fetisch. Lampe und 
Luscgemach sind Raum eincr in dcr Rcalitiit niche m0glichcn 
H armonic . .,Aufcine Lampe" ist die Utopicdcs Aschctischcn. Of­
fencr th ematisic rt wird die Verbindung von Rcligi0scm und As­
chetischcm im Gedichc ,,Die sch0nc Buchc" von 1842. Hier gibe 
cs sogar mchr Darstcllungcn des Krcisf0rm igen als in ,,Auf cine 
Lampe": die Buchc, dcr sic umgebcndc Rascn, das Gcbi.isch und 
dcr au8crc Kreis dcr Biiumc wcrdcn fur cin Heiligcum gchalccn, 
in das das lyrischc !ch vo n dcr Gotthcit (geni us loci) des H ains 
gcfohrt wird. Wic die Lampe crlangc die Natur hicr den Rang ci­
ncs heiligcn Arccfakcs; die Buchc und die anlicgcndc Umgcbung 
sind cine isoliercc und harmonischc Welt, in dcr das lyrischc !ch 
ganzhcitlich und niche cmfrcmdct ist. Auch in dcr ,.Sch0ncn Bu­
chc" wird das ancikc Ve rs ma 8, das Oiscichon (Wcchsd von H exa­
meter und Pentameter) vcrwcndct. Auch in andcrcn Gcdichccn 
findct sich die Vcrbindung von Rdigi0scm und Asthcdschem 
- .,und wicdcrum bildct das Erlcbnis dcr Sch0nhcit ... nur das 
Medium ftir die Encfalcung cincr rcligioscr Erfahrung~ (Nord­
heim, Dingdichtung, 79) lm Gcgcnsacz zu W. von Nordheim bin 
ich jcdoch dcr Auffassung, dass die .,cwigcn Miichcc• (., An cine 
Siingcrin•, Vcrs 6) niche nur rcttcnd scin k0nncn: das lcbcnsspcn­
dcndcSonncnlichc (dcr Sonne licbes Licht, .,Vcrborgcnhcic". Vcrs 
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8), sondern auch archa isch und bedroh lich: Mutter Nacht (.,Um 

Mimrnacht", Vers 6 - der Mutter, dcr Nacht) . 
Unter klassisch verstehe ich die Ideal- und No rmwerce, die seit 

dem Ende des 18. Jahrhundercs in Europa cntstanden sind, deren 

scheinbare Unvecinderbarkeit in den Wandlungen der Geschich­
te a.ls Stilnc dienen sollce. Die Aktualisierung der Antike ist ein 

Grunddemenc des Klassischen, und die Kunst (die des Worces, die 
Musik und die bildende) ist ein wirksames Mittd, um diese Werte 

durchzusetzen. Die erste Anregung dafiir kam von den Ausgrabun­

gcn in Pompej i (1737) 11 Herculanum (1748)18• Zunachst durch 
die: Schrilten Winckdmanns, sparer durch die von MaJern, Schrilt­
stellern und Reiscnenden vermittelten ltal ienbilder wurde die .,edle 

Gf08e" der Amike als Wissen und als Objekt der Bewunderung in 
West- und Mitteleuropa verbreitet. 19 

lki seinem Besuch in Porcici am 18. Marz 1787 hielt Goethe 

stine Eindriicke von den bei den Ausgrabungen gefundenen Lam­
pen fes t . .,Die Lampen sind nach Anzahl ihrer Dochte mic Mas­
ken und Rankenwerk verziert, so dais jede Flamme ein wirklichcs 
Kunstgebilde erleuchtet. H ohe, schlanke, eherne Gestelle sind 

bcstimmt, die Lampen zu tragen, aufzuhangende Lampen hinge­
gen mic allerlei geistreich gedachten Figuren behingt, welche die 

Absicht, zu gefallen und zu erg0tzen, sobald sic schaukdn und 
baumdn, sogar ilbcrcreffen.: (Goethe ltalienische / , 229) Die De-

6nition der Lampcn als Kunsrgebilde ist also bei Goethe und bci 
MOrikc die gleiche. Im zitierten Absatz erschafft die Bcschrcibung, 

du Wort, ein Bild der Gegenstande, wdches, auch wenn cs rechc 

" Die Publikation, die die Fundc in HcrcuJ:meum, Pompcji und St.1-
bcschrcibt, ist im Internet untcr dcr Adressc htrp://www.coc.l.u­

iokyo.ac..jp/arc/ ercolano/ como08/ frame.html cinzuschen. Band Acht 
bcEmc sich mit den untcrschicdlichen LeuchtkOrpcrn. 
" Zur Rolle der Antikc in der Bildung in Deucschland in dc.r erstcn 

des 19. Ja.hrhundercs sowie im Werk M0rikes s. Miirilu-flandbucb, 
r-32. 86-90. 

5AH 
6"16 JH10TEKA ---•·-- -------
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allgeme in ist, uns die MOglichkeit g ibt, sowohl die Na.he, als auch 
den Unterschied zwischen diesen Lampen und dem Bild der Lam­

pe bei MOrike zu beu n eilen. Die Frage, ob MOrikc von dieser Pas­

sage der ,, ItaHen ischen Reise" beci nAusst war, flihrt in cine anderc 

Richtung; for das hiesige Thema ist ausschlaggebend, dass es sich 

um zwei Bilder antiker Gegenst:inde handelt - ein dokumcmari­

sches und ein imagin:ires.20 M. Enzinger rekonstruiert iibcrzeugend 
einen Mikrokomext, in dem MOrikes Gedicht aJs Ansto8 oder Er­

innerung entsteht . (Enzinger, Kommmtar, 36-41 ). 

Oas K.lassische kommt in ,,Auf cine Lampe" im VersmaS des 
Senars zum Ausdruck21 , abe r auch im Material, aus dcm die Lampe 

gefertigt wurde (weilk:r Marmor),sowie im Material fiirdie Verzk­

rung (Bronze). We iG und Marmor wurden gerade vom K.Jassizis­
mus, der M itre des 18. Jahrhunderts seinen An fang nahm, und sci­

nen spiteren Weitercntwicklungen zum Haupterkcnnungsmerk.­

mal der Antikc gemacht. D ie weiBen Marmorstatuen verk.Orpem 
das neue Ideal des menschlichen Dase ins.22 Marmor wurde auch 

auBe rhaJb der Skulpturcn und Skulpmrengruppcn verwendet: al­
lein sei ne Verwendung war bereits ein IdeaJisieren - die Verk.Orpe­

rung von Ewigke it, Erhabenheit und SchOnheit. Das WciBe bildet 
den Kontrast zur stoffiichen und farb lichen Fi.iUe, zur fehlenden 

Strenge und i.ippigen Fesdichk.eit von Barock und Rokoko. Der 

Marmor (bzw. Stein) suggeriert Bcst:indigkcit und Unverg:inglich­
keit, die weiBe Farbe bedeutet Reinheit, selbsrvem:indlich man-

10 Eincn ZUS2mmenhang zwischen Gocthcs Rciseaufzc:ichnung und 
MOrikcs Gedicht stellte emmals Enzingcr her (Enzinger. Kommenw. 
38-39). 
11 Eine treffcndc Erliuterung der Beziehung zwischcn Versma.8 und 
Thcma finder sich bci HOtz.er. Morilt~. 193: . In dcm Gcdicht ... wird die 
mchrfach gcsuaffi:c Durchfuhrung des Themas ausgeglichcn dun:h ein 
lei.sc und lcicht Aie8cndcs Vcrsma.B~ 
u Zurn Vcrhilmis von Menschlichcm, GOnlichem und der Hen.usbil­
dung des neucn Ideals durch die Marmorfigur und Gipsbuste im Klassi­
zismus s. KJon, Nruuir und Mod~~. 42-45. 
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Jisd,e. Oeshalb scellt das WeiBe des Marmors die moralische Lau­
m½eicdes Klassischen dar, doch niche unbedingc auch der griechi­
schenAntike, deren Marmorstatuen farbig waren. Farbe und Mate­
rial verkni.ipfen sich im Klassizismus zu einer gemeinsamen Ulusion 
ron Werrebescandigkeit, Bereicschaft zum heroischen W'iderscand 

undErhabenheit und erzeugen sodas Bild des Klassischen als ,,edle 
EinfaltundstilleG rOBe'"23, 

Der Tani. der Ki nder in der Lampenform bringt die Vor­

nellung mm Klass ischen als Heroik und GrOBe ins Schwanken, 

doch der Geise des Ernstes, de r um die Form ergossen ist, scellt 

das vorn klassischen Bild erwartete Gleichgewichc wieder her. 
Bmichnend for d ie Umgestaltung, die der Klassizismus des 18. 

und 19. Jahrhundcm mit dem Erbe dcr Antike vornimmt, ist 
die in der Antikc unmOgliche, im Biedermaier jedoch durchaus 
mOgliche Kombination vo n Bronze und Marmor in ,,Auf cine 
lmipe"2

• - Zwar wurde Bronze auch in der Antike verwender, 
doch der Einsatz von Mccall (und zwar vorwiegend Eisen) ist 
i))(Zidl ftir die Moderne kennzeichnend, sowohl bei Hausrat, als 
auch hei lndustricwaren und GroSprojektcn wic Bri.ickcn und Ei­
senbahnen. Das Klassische ist nichr antik, cs ist ein umformendes 
Erschlie8en und Ancignen. Bei den in der ersten Halfte des 19. 
Jlhrhundens hergestellccn Lampen sind tanzende Knaben, die 
an Cupidos erinnern, ein haufig verwendetes Schmuckmotiv. Zu ----Die allgemeine Charakteristik, die Winckelmann den altgriechi-
idkn Meisterwerken beimisst, bezieht sich auf die Kunst der Malerci 
!Ind der Bildhauerei. ,.Das allgemeine vorzi.igliche Kcnnzcichen der 
&ntthtSChcn Meisrersti.icke ist endlich cine edlc Einfalt, und cine srillc 
~to&, ~ wohl in der Stellung als im Ausdriickc.• Diesc Cha~akrcristik 
\(~t~:schcn Kunst (im Gegensatz zur Fiillc: an Warren, Gcfu_hlcn un_d 
.It _nalien des Barock) gab es bereirs, bcvor Winckelmann sic: auf die 

gnechischc Kunst anwandtc. (Winckelmann, Gedancken, 30-3~, 444) 
Auf dn Suche nach Lampen aus der Bicdcrmeierzeit sticG ich auf 

tlJ'lc Stehlan1pe, dercn FuG aus Bronze und Marmor gcfercigr war. Sic war 
llkhtgcnauerdarierr, nur als ,,Bicdcrmcicrlampc" definicrr. 

L 
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Recht verbindet R. Schier .,ergossen" mit dem GieBen der Lampt 
aus Eisen, obwohl dies praktisch nur for die Ketten gilt, an dcnrn 

sie aufgehiingt ist (Schier, Consciousness, 37-39).1'i kh mi:ichtt 
Schiers These Nachdruck verleihen, indem ich zwei Verwendun· 

gen aus Anakreons Epigramm .,Aph rodite auf ei nem Diskos" zi. 

tiere, das MOrike in die von ihm erscellce und iiberarbeimc An· 
thologie ,,Anakreon und die sogenannten Anakreoncischcn Lit• 

der" (1864) aufgenommen hat: .,Eine Zauberhand hat Wellen 
Ausgegosstn auf den Diskos. (Ve rs 2-3) ... Auf des sanfi ngo"nr. 
Meeres/ Flache ... (Vers 12-13r Die Wellen und die Memsfia­
che sind hOchscwahrscheinlich auf das Mccall des Diskos geg0r 
sen.16 S. Wedder ist ebenfalls der Ansicht, dass die Lampe weda 
ein antikes Vorbild hat noch als amikes Bild gedacht, sondem 

ein Kunstgegenstand ist, den MOrike nach seinem Geschmack 

erschaffen hat. (Miirike•Handbuch, 148) MOrikes Gcschmack. 

stimmr in diescm Fall mit dcm Zcitgeschmack Uberein . 

Ill 

ln dcr griechisch•rOmischen Antike warcn die Lampen meist 

aus Kcramik, sdtcner aus Metall und noch seltener aus Mannor 

(Der KJeine Pauly, 469-470).27 Es gab Marmor-Kronleuchter, an 

11 
Zu ciner gusseisernen Lampe z.wischcn 181 S und 1825 s. Himmd­

heber, B,~dameier, Nr. 405. 

i.. ~asZitat cmstammt der Ausgabe MOrike 1970: 892-93. Zu diCSCfll 
Vergleich wurde ich durch einen Artikel von H olschuh angeregc (Hol· 
~Wm, kuthttt, 578). Er fiihrt ,.Aphrodite auf einem Diskol llJI 
kc be . •~ungsemer These von der altgriechischen Tradition an, die Mon· 
K em b usst~habe ~nd hebt speziell die Worce ,.Ausgegossen, ergossncn. 
:r, Unst~e 1lde kurs1v hervor. 

de \on !en von mir durchgesehenen Karalogen und Monografien. ~ 
lev~:: :IA~ne M:umorlampcn gibr, mOchce ich folgende anfuhren: 8Ji 

• ogue; Kuzmanov, Antilni lam pi. Eine ,,kiinstlerisch bcdtutS1 

-
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dmn Eckc:n die: Lam pen aufgehiingt wurden (Rich, WOrterbuch) 28• 

Sci den antiken Lampen stellen die Offnungen ftir den Docht und 

ck Lufi:zufuhr ein wesencliches Funktionselement dar, wiihrend 

fiird ie Verzierung (sofern vorhanden) Geschmack und VermOgen 
~ Bcsitzers, die Fertigkeiten des Herstellers sowie die Konven• 

cionen des historisch-sozialc:n Umfelds ausschlaggebend waren. 

\\'cnn Gc:genstiinde SchOnheit und Funktionaliciit miceinander 

mbandcn, so gehOne dies in den Bereich der Formgestaltung oder 

des Kunstgewerbes, es ware so etwas wie Kunst, aber eben doch 
keine autonomc: Kunst. D ie Frage, ob es in der Amike Marmor­

lmipc=n gegeben hat, kOnme weitere Auskiinfte Uber das Verhaltnis 
des Klassizismus zum gegenstiindlichen Umfeld der Antike geben. 

DieAmike erstreckte sich Uber rechc vielc Jahrhunderte, so class in 

cincr Periode Marmorlampen vorkommen kOnnen, in einer andc­

~ngeschlossene 6gurale Kompos itio nen (wie ecwa der Rcigen der 
Kinder) und in einer dritten Periode Kompositionen mit gema1ter 

oder plastischer Dekoration und zwar an der gleichen Stelle eincr 

Lampe, an der sich auch die Korn position be i MOrikes Wort-Lam­

pt bcfinder. Dach selbst wcnn es genau eine solche Lampe gege• 
ben habcn sollte, so hacce sie auf jeden Fall cine andere Funktion 

~h~t. MOrike erschaffc eine Lampe a la Antike, die das akcuelle 
\crhiltnis cines bestimmten historischen Umfelds zur Antikc wie­

ikrgibt. In diescm Umfdd wurde n Gegenstiindc im Gebrauch, die 

aneg~nschre Vorscellung van der Ancike weckcen. 
Einen Abschnitt sei nes Vortrags widmete Staiger dem Ver­

gleich zwischen MOrike und den hcllcnistischen Dichrern: .:Auf 
cme Lampe'~ legc mindestens einen Verglcich mit griechischer 

lvrik nahc. Der T ied mcint zwar keine Inschrift. Er klingt aber 

Ill(' Marmorlampc isc jcdoch ausfiihrlich bci Beazley, A MamJOr lamp, 
22-49analysierc. 

In crwahntem WOrcerbuch fand ich cine ausfohrliche Beschreibung 
~lllustrationen der in dcr Anrike verwcndercn Arten von Lampcn, 

hccrn und Kronlcuchrern. 
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gleich wie die Oberschrifien eigendich epigrammatischer Oich­
tung. ln der ,,Anthologia Palatina", ... finden wir denn auchgeis, 
tesverwandte Sti.icke, und zwar besonders aus der Zeit dcr hclk 

nistischen Poesie, ... , also aus einer Epoche, mit der sich M0rih 
gem besch:ifcigt hat ... ~ (Staiger, Kunst, 24). Staigers Grundgt· 
danke, class sich ein Vergleich zwischen MOrike und den hellr­
nistischen Dichtern ziehen !asst (das Besingen von individudkn 

Raumen und edlen Gegenscanden, das Fehlen eines politischa 
Bezugs), kann man best:icigen. Beschr:inke ich den Verg!eich ~­
doch auf das Bild der Lampe in den Epigrammen der Epochedei 
Hellenismus ( 4.-1. Jahrhundert v.Chr.), dan n fallt niche die Ahn­
lichkeit, sondern der Unce rschied auf: bei MOrike ist die Lampe 
ein anmutiges Artefakt von eigcnem Wert, wahrend sic in drn 

Epigrammen ihre Hauptfunktion bewahrc, namlich cine Licht· 

quelle und nicht Gege nstand eincr Beschreibung oder Bewundc· 
rung zu sein. Das lyrische kh verleiht ihr eine Seele und spricht 

sic meist als Zeugen von Liebesbegegnungen an. In einigen dcr 

Epigramme kommen als Leuchter die in dcr Antike am mellten 

verbreiteten Keramiklampen va r. Oas Material, aus dem die Lam· 
pe hergestellt ist, und die Frage, ob sic anmutig ist, sind dabei u.n· 

wesentlich. Das Wichtigste ist, dass ihr Licht cine Kraft jenstits 

der physikalischen besitzt. Die Lampe erhellt die Uebesszen~n. 
denn Licht und liebevolles Zusammenscin sind Synonyme, ihr 
Antonym. sind Dunkelhcit und Trennung; bei ciner Trennung 

A~ckert die Lampe (dcr Docht) auf und erlischt. Kei n andererals 
die Lampe kann Zeuge dcr Liebesnacht sein (V. 4). Das ZugieBtn 
von Olin die Lampe und ihr Licht stehcn im Zusammcnhangrnit 
Manneskrafi:, das ErlOschcn, mit dem Wunsch nach mannlichcr 

Schwache.
29 

In den Liebescpigrammen in Buch V ist die Lampe 

; 
65 

A: Pl~tzma.ngcl gebc ich nur die Za.hlen der Epigramme an: V ~ 
Uh·l~n ~:~~~!}33). Angab~n aus Anthofugia graeca. Die rOnii~~ 
2"' +O d . . da.s Buch, die aubischen das Epigramm. S. au 
'-· er Einfuhrung. 

---
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cin Bild der Lcbenskraft, die Liebe Offnet sich dem Kosmischen 

im Grundwide rspruch zwischen Licht und Dunkelheit. Zwar 

habcn sowohl die hellen istischen Dichter, als auch MOrike cine 

\'orliebe fur private Riiume, doch <las Bewohnen dieser Riiume 

ist unierschiedlich. Ob d ie Lampe nun cine Metapher for liebes-

1·01les Zusammensein oder Trennung ist30, in beiden Fallen (bren­

ncnd und crloschen) ist sic am Liebese rleben beteiligt, wiihrend 

bd MOrikc der iisthetische Gegenstand durch Verselbstiindigung 
und Abgeschlossenheit en tsteh t.31 

. Aufeine Lampe" kan n al s Metonymie der sich in der ersten 

Halfte des 19. Jah rhunderts du rchsetzenden modernen iistheti­

schen Form d ienen . Eine star kc Legitimation ( wcnn auch nicht 

diceinzige) ihrer Durchsetzung ist die erk.liirte Erbschaft der An­

rikc. Deshalb bin ich der A uffassung , d ass es historisch durchaus 

bcgriindet ist, das Gedich t in den Blickwinkel zu ri.icken, den 

Sch illm ,,Ober die iisthetische Erziehung des Menschen in eincr 

Rcihe von Briefc n" eroffnetc, wie es Ilse Graham Appelbaum tut, 

wahrend Heideggcrs These, class .,das G edicht das in der Sprache 

~hende Symbol des Ku nstwerkes i.iberhaupt" sci, die Universa­

lliierung einer h istorischen Leistung bedeutet. Graham Appel­

baum verweist auf die Bcschreibung, die Schiller ( im fi.infzchnten 
Brief) von der Statue der Ju no Ludovisi abgibt: ,,In sich selbst ru­

het und woh nt d ie ganze Gestalt, cine vOllig geschlossene SchOp­

fung ... ; da ist keine Kraft, die mit Kriiften kampfte, keine B168e, 

"Od ie Zeidichkcit e inbrechen kOnnte~ (Schiller, Ulerke V., 618--Zur Synonymic von Licht, Lampe und Liebe s. Grillparzer ,, Des 
:;rtsund der Liebe Wellen", 1840, und zum Zusammcnhang mit .Auf 

Lampe- s. Politzer, Heros Lampe, 432-437, und hicr auf $. 433 die 

~,rn~nfas~ndc Formul icrung ,, Dariiber hinau~ is_c si~ [~it Lan~peh], 
rkommliche Sinnzeichen dcr Leiden.schafi: , die sich m 1hrcm Lie 

tnifaltct und mit des.sen Ver!Oschcn erli.schc~ 
itd( Einc~usfuhrlichc liceramrgcschichdiche und psychologische Analy­

r Bnichung MOrikes zur Antike s. bei Enzinger, Kommentdr, 20- 26· 

.....__ 
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619) Im zweiundzwan zigsten Brief gelangt Schiller zu folgcndm 
Schluss : ., ... nur der 3.sthetische [Zustand] ist ein Ganzes in sicb. 

selbst, da er alle Bedingunge n se ines Ursprungs und seiner Fon­

dauer in sich vereinigt. H ier allei n flihlen wir uns wie aus derZtit 

gerissen;" (Schiller, Werke V., 637) Das vollscandige gegcnstiti­
ge Durchdringen vo n M aterial und Form, wie auch die dadurch 

ausge!Osten G efiihle und d as, worin das Wesen der Kunst licgi. 

entdeckt Schiller bei den alten Griechen. Die Verfasserin \'ennn 

die Ansicht, class .,Auf cine Lampe" Schillers Kunstauffassunglx 

statigt. (Graham,Miirikes Gedicht, 330-332) Im Bild der Lamp: 
bei MOrike gibt es keine Funkcio nselemente, de nn sic wiirdcn dll 

Allt:igliche ei nbringen und die an m uc ige Fesdichkeic des Art,· 
fakes, sein Dasein auBerhalb der Zeic zerscOrcn. Ei nen Eindruck. 

von Ewigkeic vermittelt auch die ru ndc Form des Efeukranzesiu! 

Bronze, der den Rand der Schale um Aicht, und die goldengriux 

edle Kupferpatina (patina no bile) bewirkt Ahnlichcs - der Zcu. 
zu widerstehen, und mchr noch, s ich Uber sic zu erheben. 0a 
Efeu ist wie al!e immcrgriinen PAanzen cin Sinnbild der EwighiL 

.,Schlingt frOhlich cine Kinderschar den Ringelreih'n~ Es fr_.P 
sich, was unccr ,,frOhl ich" zu verstchen ist - ein braves Sich•un­

Kreis-drehen, wie es Spitze r annimmt , oder cin lebhaftererTaru. 

Im. ei~en Fall batten wires mit Au sgewogenheit, GleichmaS und 
Feierltchkeit zu tun, mit etwas, das die Kin der zum Ausdru.t 

des Gedankens der Klass ik machen wi.irde, im anderen Fall m' 
lebhafi:igkei c, Unbiindigkeit , mit all dem, das Heidegger mn 

dem ~ionysischen in Verbindung b ringt (obwohl er das Dionyii· 

sc~e 10 der goldengriinen Farbe des Efeukranzes sieht) .\'v'c:nn dcr 
fr~hliche Tanz der Kinder niche ganz arcig isc, sonde rn cher wild. 

w~rde dies das Gleichgewicht der klass ischen Form ins \X.'anktn 
bnnge~. ln Spitzers Interpretatio n werd en das Exzessive, das Ko­
r~b~nusche zwar benannt, jedoch als negative Eigenschaft:en,d" 

~'-~ zur klassischen Form gehOren . Sowohl Spitzers, als a~~ 
e1 eggers Assoziatione n sind jedoch auf die Antike ausgench 
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tft, wcnn auch auf zwei entgegengesetzte Darsccllungen von ihr, 
dicabcrnichc weniger de r Modern e angeh6ren. 

IV 

Das Ruhen in sich selbst und die Losl6sung von der Zeit 
lonnen aulkr einem Ideal dee iischerischen Form und der Sch On• 
heitauchden Verzicht aufKom munikation und aufViralic;ic be­

dcmen - ei n seliges Verweilen in Selbscgeniigsamkeit. ,,Die G6t· 
1erder griechischen Kunst sind selig, insofcrn ihr Gefllhl Gestalt 
ge11·orden ist. Dies ist die Sdigkeit, die M6rike der - personi­

fizierten - sch6nen Lampe zuspricht; die Seligkeit eines jeden, 
,·on iiu8eren Beziigen losgd6sten , in eignem Gleichgewichte 
sich erhahenden Kunstwcrks~ (Graham, Miirikes Gedicht, 332) 
Doch eben diese Sdbscgeniigsamkeit und der darin verborgcne 
Anspruch auf ewige Giiltigkeic bergen die Gefahr, dass die iische­
ruche Form, die Lampe, zu einem Idol und/ oder Fetisch wird. 
Und niche von ungefahr wirft ein Rcligionsphilosoph wie Roma• 
~Guardini d ie Frage auf, was mit der Existenz des Dinges, mir 
S(Jnet SchOnheic gesch ieht, wenn es niches mehr mit Menschen 
ru run hat, was das einsame Sdigsein in sich selbst zu bedeucen 
har. 1st die SchOnheic anfangs anziehend, so bleibt das Ding mit 
der Zeic niche mehr ,.sdig in sich selbsc", weder im Gefohl des 
lkirachcers, noch in de r Offcnbarung se ines eigenen W'escns, 
k>oclern es wird erschreckend. An einigen Srellen seiner Ober­
kgung sprichc Guard ini vom Unheiml ich-Drohenden als dem 
Zuscand eines Wesens, das jeglicher Verbundenheit beraubr is.t, 
Uflcl sogar vom Magisch-Drohenden der SchOnheit, sofern sic 
}ClbngenUgsam isc. G uardini spricht zwar niche vom Idol, doch 

: ~laube, class es das ist , was er als .,magisch" bezeichner. (Guar• 
1n1, Auslegung, 30-33) 
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Da ich dcr Auffassung bin, dass die Lampe in bedrohlichcr 

und drohender Isolierrheit existiert, kann ich - unter Beriicksich­

tigungder \V/illkiirlichkeit der Lesarc - den ersten Vers (,,Noch un­
verriickt, o sch6ne Lampe, schmiickest du") niche nur als ,.Nocb 
unverriickt, oder noch starker: unverdr:ingc" auROsen , soncleraucb 
als ,,noch nicht verriickt, schmiickest du". Es gibt keinen Grund, 
die Lampe zu personifizieren , indem man ihr einen Sedemusu.nd 

zuschreibt, andererseirs aber wendet isc sic im Gedicht personifi. 

ziert-die Sdmme des lyrischen Ichs sp richt sic an.32 lch w:ihledit­
se willkiirliche Deutung von .,unve rriickc", um d ie Bemiihung auf­

zuzeigen, mit der das Klassische als H armonie der Einzekeile und 
Ausgeglichenheit des Ganzen dargescellt wird. Eine Bemiihung, 
die den drohenden sozialen und psychischen Kon Aikt, das fehlen­
de auBere und innere Gleichgewicht verdecken soll.33 Einen Lr 
stand potemieller Verriicktheit beschreibt MOrike in einem Brid 
an Johannes M:i.hrlen vom 7. Mai 1829. Be im Lesen des Bricfwech­
sels zwischen Goethe und Schiller, ,,in heil iger klassischcr Auno· 

spharc" und sozusagen .,die Seele der Kunst" anschaucnd, am Enik 

n Als Argument fiir diese Disranz wdsr Weirhase darauf hin, dass dt 
Anrede ,.o scheme Lampe" lamet, und niche ,.du, schOne Lampt", und 
dass au.c~ die Oberschrifc nicht ,,An eine Lampe\ sondern ,.Auf eil)( 
Lampe 1st. (Weithase, Vmuch, 78). 
11 

_Ben.nett_hictec eine Interpretation, in dcr er ,.unvcrriickt als .nidii 
verruckt (nicht wahnsinnig) liesc. (Bennett, Politics). Dicser Gcdan­
ke s~eht bt_i ihm _nichc im Zusammenhang mir klassischer Kunst,do,:J, 

~ta~kt mich se m Anikel in der Oberzeugung dass cine sokhe LCSll'I 
moglich i5c, wenn auch wohl nur fiir cin Spracl~versdindnis, fi.ir das da,; 

Deutsehe ni~ht Munersprache ist. Eine Bcst:itigung der Bedroh~ 
( n1ch1 nur auBerer (ein Verriicken der Lampe), sondern auch inner(f 
~erlust des Glcichgewichts) - ist so schcim mi r auch in Weithiscs Sc 
~ achrungerkennbar: .. ?as Nachdcnkliche, ja B:denklichc, gebortn ~ 
/m (ISSCn um die MOglichkcit des Verriickrwerdens und dcr Scorufl!: 

er a ten °rdnung, zeigt sich am Gedichtanfang in cinent erwas ,·erhnf 
Ymtcn Tempo: (Weithase, Vmuch, 74). 

--
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dcsLcscns, bcrcits nach Mitternacht ,. ... gcrict mcinc Phantasie auf 
gmz fremdc Abwcge; ich durchlief die benachbartcn ZeUen des 

Irrtnhauses und wiihlte in der nachdichcn Fratzenwelt ihrer Trau­
me; auf die sch6ne Tagesklarheit D eines Bi.ichleins grinsten tau­
send Narrcngcsichter, die mit ihrcn tiefpfiffigcn Augen mich fast 
ubmcdctcn,dic Philosophcn liegen in cinem entsetzlichcn lmum, 

und nur sic, die Narren, w:i.ren hinter die Gardine des gOtdichcn 
\'mtandes gekommen .. ~ {MOrike, Werke und Briefe, 30) Schilde­
rungen oder Thematisierungen von Zuscanden, die den Verstand 
gefahrdcn, !assen sich auch in ,,Maler No!ten'" und in der Zeich­
nung.Traumerscheinung" nachweisen. 

Albrecht Holschuh wchrt sich vehement gcgcn Imerpretati­
onen, lauc denen nur die Lampe sel ig sci, denn cs .,voUbringt bei 
.\forike die Leistung ein Bccrachter ... .. .. Am An fang ist die Lampe 
bloss schOn und ohne Wirkung. Dann trite der Mensch ins Ge­
mach und gibe ihr durch seine Sprache Leben. Wcnn am Ende das, 
"l.S schOn isc, selig in ihm sel bst scheint, bleibt zwischcn dem Ich 
und dcm sprachlichen Kunscwerk kein Unterschicd~ (Holschuh, 
1J_bn leuchttt, 591 ) Der Behauptung, die Sch6nheit geni.ige sich, 
wie alles GOttliche, sdbst, halt Holschuh entgegen: ,,Nein: oh nc 
.\fenschen keine GOtter~ ,,Da8 Generationen van Literaturwisscn­
schaftlern bcim Besprechcn von ,.Auf cine Lampe" die menschliche 
Ha.Ifie vemachlassigt haben, hatte ... zwci Gri.inde .... der bedcu­
tenclere Grund, befre ic sich das Kultur-Establishmcnt nur zOgcrnd 

:t:er menschenunfreundlichcn Kunstauffassung. Auch hcute 
(im Jahre 199 I, An m. d. Vcrf.) wirkt dcr Glau be an das au­

tonomc Kunstwerk als Rech cfertigung fur die Geheimnisrragerci 
einer Kulrurpriesrerschafi:~ {Holschuh, Wem leuchtet, 592) 

Holschuh kritis icrc mit Recht die Imerpreten , die die Auffas­
SUng vom auconomen Kunstwerk vertreten, geht jedoch niche der 
Ft1ge nach, ob das Kunmverk in der Moderne niche An lass fUr cine c •-·;~ ,;o,. "'a;,""''""·""""""""' 
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kritisiert, nicht der kiinstlerischen Form encspricht, wie sie skh im 
19. Jahrhundert in Europa herausbildere und emfaltece. Mic anck­
ren Worcen - ob die moderne Kunstform niche Autonomic UOO 
Sakralisierung anstrebt. R. Sclbmann fo lgc Holschuh und erkbn 

sogar noch nachdriicklicher, dass die bisherigen Lesarten des Im­
ten Verses falsch sind. ,,Auf eine Lampe" sei kein Pl:idoyer fiirchs 
autonome Kunscwerk, sondcrn genau das Gegemeil; es gche um 

die Subjektivicac der isthetischen Wahrnehmung, die sich als ob­
jektive ausgebe (Selbmann,Erotik der Poesie, 593-595). Dk lntc• 
pretationen von Holschuh und von Sdbmann, veranschaulichrn 
cine umerschicdliche Halcung niche nur zu ,,Aufeine Lampc",son­
dern zum poecischen Text iiberhaupt. Dennoch gewinnt man bci 
beiden Autoren den Eindruck, dass das Kunstwe rk keiner Kritil: 
unterliegt, dass das Herangehen an die Kunst nur hermencurisch­

affirmativ sein kann. Diesc Position ist aber den von ihncn kritiskr­

ten friihe rcn lnterprctationen gleich. 

V 

Fiir das seltenc Wort Lustge mach gibt Grimms WOrtcrbuch 
folgendc Erl<l3.rung: ,,gcmach, in dem man zur lust wcih~ (Grimm. 
Deutsches Wiirterbuch) l'. Emmals belegt ist ,,Lustgemach• bci 
Adam Olcarius in seiner bearbeiteten Obersetzung des ,.Pcrsiani· 

schcn R~sen_thals• von Saadi. .,Lustgemach" ist im Scchsrcn Buch. 
Erste Histonaanzutreffen. Hiergeht es um das Gleichnis d nc:sSCCI' 

bcn~~n Al ten, dcr, obwohl hundertfiinfzigJah re alt , bedaucrc ,da.11 
er e~mgc Gerichte der Tafel seines langen Lebens nicht noch iaflgtf 
genie~en kann. In der Erzahlung kommt das Wore ,.Eiwana vor,d» 
Oleanus _mir ,.Lustgemach" libersetzt und es um es den dcutschd> 

Lcscrn nahcr zu bringen, mit Speisczimme'r vergleicht. "Oi(SClll 

~ ~nso ,.Ein lustgemach ist ein bcqucmes Zimmer mir Bert, in &­
man sic aufhalt um lusrvollc Oingc zu tun.~ (Deumha Semina) 
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[Eiwan] war nicht ungleich der Rome r coenaculum~ Einige Zei­

len weiter erl:iucert der Autor, was Sandelho lz bedeutet und wofur 

cs im Orient verwendet wird. (Olearius, Persianischer Rosenthal, 
123-24)3s. Der Koncexc, in welchem ,, Luscgemach" auftritt, kre­

im eine Atmosph:irc oricntalischer Exorik (das Alter des betagcen 

~bnnes, die Speiscn des Lebens, das Sandelholz), die gleichzeitig 

mit der for den europaischen Barock charakteristischen Synasche­

sic rerbunden ist, wie auch mit der Erweiterung der Kenntnisse 

und des EinfiihlungsvermOgens der Europ3cr in Bezug auf den 

Orient .• Luscgemach" gehOrt zu den zweigliedrigcn WOrcern, d ie 

im 17.-18. Jahrhunderc fur Riiume verwendet wurden, in denen 

man sich diverser sinnlicher Geniisse erfreuen konncc. Worte wie 

Lustraum, Lusthaus, Lustschloss, Lusrgarcen, Lustwald, Lusrpar­

tieoder Luscort iiberwinde n niche die Zcit, sondern die Zwingen 

uncerliegende Lebenswdt, in der Angste und Sorgen herrschen. 

Diesc Wane erzeugen Bilder ci ner diffusen, doch ersehnren Welt, 

unabhii.ngig davon, ob sic fur persische Luscge micher, chinesischc 

landschaften, fur Neapd ode r abgeschiedene barocke Sommer­
schlOsser, Pavilions oder Girten verwendet wurden. Die Exotik 

implizien Ferne, geografische und kulcurelle; sie driickt die Sehn­

suchce der Europier, am Ende des 18. und in der ersten Hiilfi:c des 
19•Jahrhundens nach einem Verhalcnis zum Genuss aus, dass in 
ihrem _eigenen Milieu niche, ande rswo jedoch als imaginiir durch­
aus mOglich war. 

Luscgemach kann jedoch auch jenes Gemach der Lust be­
deuten, in dem fiir gewO hnHch das Ehebett stand (chalamos) 

- cine Metonymie sowohl for die Sexualitiit, als auch fi.ir den 
E.l,cbund selbst . .,Auf cine Lampe .. verbindet den imagin:iren 

~ricnt und das europiiische Arrefakt. Das Wort, das das Arce-

kt bezcichnet, ,,Kunstgebild" vermittelc sowohl ecwas Organi­
sches, als auch ecwas Kunsrvoll~s, aber cbenso auch orientalische --f.tsc A~f dern Einband des mir zuganglichcn Exemplars m.nd 1654 als 

hcinungsjahr, auf der Titclseite jedoch Anno MDCLX. 
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Pracht. Grimms \'lOrcerbuch gibe einerseits se ine Verwendung 

bei Herder an, die den Muskelaufbau als ein verAoch tenes Kunst• 

gebilde aus Fasern beschreibt, und andererscits die Verwendung 

bei Schiller, die auf den Orient vcrweist. In der ,.B raut von Mrs­

sina" ( 1803), crster Aufzug, siebencer Auftritt beschreibt Don 
Manuel die pr1ichtige gegenstiindliche Atmosph3.re eines Baun 
., ... wo die Mohren zum Verkauf / Ausstellen, was das Morgen• 
land erzeugt / An eddm Stoff und feinem Kunstgebild~ (Schil­
ler, Wtrkt II, 849-850; v. 8 12-45) Zur naciirlichen KunstdeJ 
Natur in der Bedeutung von .,Kunscgebild" (Herder) kommtdit 

meisterhafte Fertigung van Gegenst:inden: die einen sind antik. 

wie die Leuchter, die Goethe in Portici sah, die anderen ungt 
wOhnlicher, weil exotisch. Und som it verschmelzen natiirlichc 

und kulturelle Eigenschafi:en (Amike und Orient) miteinanda 

in der Gestalt der Lampe und, was encscheidender ist, in clerGc­

stalt des .,Kunstgebilds der echtcn Art". Das Gedicht erzeugt tin 
heterogenes Bild des Klassischen . 

Vergleichbar damit ist die Verwendung ,.Lustzelt• im erstdl 

Tei! von ,,Peter Schlemihls wundersamer Geschichce" ( 1813) \'Otl 

Adelbert von C hamisso. Das Wort sceht in einem Kontext, in elem 
die auf spektakulare Weise aufgetauchten Dinge sowohl cler euro­

p:iischen Moderne, als auch dem sinnenbetOrenden Oriem cni 

SCammen: englisches PAaster, ein Fernroh36, ein golddurchwirkta 

tUrkischer Teppich und ,. ... drei schOne, gro8e Rappen mit Sattd 

und Zeuf. Die Hand lung spielt auf einem Hugel mit Rosensirau· 

chem, von dem ausder Ozean zu sehen ist. Der Hiigel,dasTal,der 
R_osenhain und die Verletzung der schOnen Fanny an den Oomen 
konnen sowohl auf das Bild der Rose in Europa bezogen werrlen 

alsauch auf das, was die Europa.er in der ersten Hilfte des 19-Jahr 
hun<lens als Orient begrcifen. Das Zc!t wird Uber dem TepplCfl 
aufgespannc, mit <lessen Ma8en sein Grundriss iiberdnstinunc;~ -o~ fur ,.Fernroh r- verwendete Won ist hier Dollond, b(nannt n,a 
SCinem Herueller John Dollond ( 1706- 176 l }. 

--
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soentstandene Bild erinnert an c ine oricntalische Miniacur (Cha­

mioo,Werk, /., 19-21). 
Um den Gedanken von Lust und Erotik zu untermaucrn, 

,,arc: noch zu erganzen, dass der Mikrokomext des Verses ,,Die 

SchOne b!eibt sich selbst selig" aus ,,Faust" zwei Arten weiblichcr 

SchOnheit einandcr gegcni.iberstelh:: die cine ist erstarrt, ohn e 

Ldxn, die andere, mit unwidcrsrehlicher Anmut, voller Vicalitlit 

und Lebensfrcude. Der erstc SchOnheitstyp, der sich selbst selig 

ist,erweckt Assoz iationcn mit dcr Leblosigkeit eincr Statue (cin 

starrcs Bild). Es ware unbcgri.indct, so wic auf die Verse 7399-
·405 aus dcm ,,Faust" bczogen, auch bei ,,Auf cine Lampe" nur 

i·on ii.s thetisch empfundener SchOnheit zu sprechcn, die bar jeder 

Erocik ist. Es gibt einige lnterpretationen, nach denen das Ge­

dichc cine gewisse Erotik birgc. Die Verfasser sti.itzen sich dabei 

sowohl auf cine Texcanalyse, als auch auf den EinAuss der alrgrie­
chischen und rOmischcn Dichmng auf MOrike. (Selbmann, Ero­
t1k dtr Potsit, 595-97)37 MOrike beschlifi:igte sich forrwiihrend 

mit amiker Dichtung, er i.ibersetzte oder bearbeitete schon vor­

handene deursche Obe rscczungcn, versah sic mit Anmerkungen 
und Vorworcen.38 

kh sthe kcincn i.iberzcugenden Grund, nur cine dcr mOgli­
chen Bedeurungen auszuwii.hlen, seicn sic nun lcxikalischer oder 

kul~urg~chichdicher Nacur, ich bez iehe sie lieber glc ichzeirig in 
meme Uberlegungen ein. Aus diesem Grund ist das vom ,, Lustge­

mach• erschaffene BJd der Lust und dee Erotik {un)klassisch, aus­

gchend vom Klassik-Verstiindnis dcr zweiten Hi:i.lfte des 18. und der --Selbmann venrin die Auffassung, "Auf cine Lampe" sci crocische 
Dichtung. 

• Die Anthologie ,,Classische Blumenlese" crschien 1840, die Obcr­
~ungcn ~nakrcons 1864. (MOrikc Siimtliche Wtrkt I~, 830-940). 
f, tonolog1e und Kommemar zu MOrikcs Besch:ifi:igung nuc dem Schaf­

en altgriechi.scher und rOmischcr Oichter s. Unger,/1/ori/u Kommtntar, 

ISi-l S9. Ebenda zur ,,Amhologia gracca" (I 52-1 S3). 



200 ANGEL V. ANGF.I.OV 

erstcn Halfte des 19. Jahrhundercs. Das Gedicht ,,Auf eine lamjl( 
13.sst uns das Klassische als Ergebnis einer modernen Bilndelwig 

und Vermischung zweier llichtungen denken - auf der einen Sritr 
haben wir die Tradition, die von der europaischen Amike komnu, 
und auf der anderen die oriemalische Exotik, die fii r einen Teil Eu­
ropas (einschlieGlich Deutschland) im gesamten 19.Jahrhundm 
aktudl war. In beiden Fallen ist ,,Lustgemach• jedoch ein Raumder 
Li.iste. Das K.lassische ist ex-zentrisch; der Raum, in dem die Lam?' 
,,scheint", ist (auGer)curopiiisch.39 

Nicht zuletzt zeigt das Bild der Lampe in dem Gedicht die 
Verhiiuslichung der Klassik, die Wandlung vom Sdidtischen und 
Heroischen zur Melancholic und Verzierung (d ie schOne Lam!'(, 
an leichten Ketten zierlich aufgehangen, schmiickt ... ). Die Lam­
pe gehOrt kompromisshafi: zur k.Jassischen Kunst, denn es umgibt 
sic ein ,,Geist des Ernstes", der jedoch keinc Strenge heinhaltet, 

wie es das klassische Ideal verlangen wiirde. Das Wissen um dt 
klassische Amike, aher auch um die Lust an ihrer gegenstiindh­

chen Nachbildung ist zu einem Were geworden, den die gebi~dc· 

te Schicht in Deutschland miteinander teilte. Der Markt antikcr 

und amikisierender Gegenstiinde und von Kopien antiker Fund< 

in umerschiedlicher GrOGe (meist aus Gips, aufgrund scinerM1
· 

teri~leigenschafi:en und des erschwinglichen Preises) unte_rstutz· 

te die beschauliche und individuelle Begegnung und Aneign~ 
von vcrschiedcncn Elcmcmen der Antlke. ln einem Brief an Luist' 

Rau vom l0.-11. Dczcmber 183 1 schreibt MOrike: ,,Es (G<Xthcs 
,,Wil~el~ Meister", Anm. d. Verf.) setzt m ich wunderhar in HJt· 
'.11onie nm dcr Welt, mit mir selbst, mit Allcm. Das, diinkt mich-
15t das wahme Kriterium eincs Kunstwerks iiberhaupt. Das th lll 

Homer und jede Amikc Statue. Eine gute Gipsfigur muss cinnJ -; fine andere Interpretation des Wortes ,,Lustgemacha deut(t csa. 
cu- uod Tanz.saal. .Saal in cinem meist groGen Haus, wo Festc, T":ana­

,·eransu.ltet wcrden~ 
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in unscr Zimmer, das sag' ich Dir~ (MO rike, Werke und Brieje, 
239). Oas Bild der Lampe vcrmittelt das Erlebnis des Klassischcn 

ingeschlossenen, ilberwiegend privaten Raumen in der Mitte des 

19.Jahrhundercs. In dem Moment, da man eine ma8stabsverkle i­

nme Kopie des Parthenon, des Diskuswerfers oder der Pallas 

Athene haben konnte, gesdlte sich zur monumemalen und of­
fendichen Dimension des Klassischen das Familiare und Gemi.it­

liche. Zwar ein historisches lnteresse vorhanden ist, die Statuen 

abcr sind zu Statuetten geworden. Die Statueccen aus hellenisti­

Kher Zeit passen jedoch vollkommen zum hii.uslichen Raum und 

Gcschmack der Biedermeier-Zeit. Mit dem Angebot von Kopien 

l'OnSmuen unterschiedlicher Epochen der Antike .,verhiilt sich" 

der Markt "historischer'" als die sehnsuchtsvolle Idealisierung de r 

Antike als heiliges Malt einz igartige Harmonie und klare, oder 

appolinische Heiterkeit. Dieses Bild der Antike ist nur mOgl ich, 
wenn man zielgerichcct ve rgisst, dass es in der Amike auch das 

Gegemeil der genanntcn C harakteristika gegebcn hat, und dass 
ihre kulturelle Geographie die des Mittelmeers isc, uncinheitl ich 
und mit widerspri.ichlichen Tendenzen. 

Das private ErschlieGe n der antiken Klassik durch Bcsit­
zen vc-rleiht den Gegenstii.nden cine ii.sthetische Funkrion, die 

S!e zuvor niche besaBen. Die A.sthetisierung des Gegenstandes 

kommc dadurch zustande, dass dicser Uber den Rahmen der re­
al.en Kommunikationsbeziehu ngen, in denen er (in diesem Falle 

die Lampe) existiert hatte, hinaus gerragen wird. Die A.sthetisie­

rung macht den Gegenstand zu einem Museumsexponat40
, wo­

durch dic- Wahrnehmung des Gegcnstandes auGc rhalb der Zcit 
terstarkt wird. De r Gege nsca nd wird i.iber die Unsichcrheitcn 

und Wandlungen der Geschichrc hinweg zur K.lassik crhobcn. -Eines iihnlichen Vcrfahrens - dc-r Emfremdung cinc-s (mcisc) all-
~ichen Gc-genscandcs von seiner Funkrion - bcdic-mc sich Endc- dcr 

9SOc::r und in den l 960cr Jahrcn di c- Sparavanrgardc, nur mit cmgcgc-n­
~iern Ergcbnis - dc-r Ent:isthcrisic-rung. 
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Oiese Tendenz, kiinsclerischc, historische und Narurgegenstarult 
0ffentlichen musealen oder in privaren Sammlu ngen zusammm, 
zustellen, wird ab dem zweitenjahrzehn t des 19.Jahrhunderuia 

Deutschland offensichclich. D er G egenstand in .,Auf cine Lam, 

peu ist zu einem Artefakt geworden - sch0n und sich selbst gt· 
niigend.41 

S. Fliegner sieht die kulturhiscorische Tendenz, Gegensti.ndcn 
verschiedener Art Museumsscatus zu verleihen, in der Idylle .Der 
alee Turmhahn". Die Wetterfahne in Form eines Hahns wird nach 
hundertunddreizehn Jahren Dienst abgcseczt, doch vom Pfamr 
mitgenommen, der ihn auf den alcen Ofen in seinem Arbcim.iJn. 
mer stellc. Das neue .,Lebens" -Umfeld des Turm hahns gewahrc ihm 
Schutz vor den auBeren Gefahren und weist idyllische (ahistori 
sche) Eigenschaften auf.42 Spiiter erhalt der reale Wetterhahn,dan 
die o.g. Idylle gewidmet ist, auf regelrecht magische Weiscgleich_ci· 
maGen den Status von Ewigke it und von einem gedruckten Bild. 
M0rike nahm den ausrangierten Veteran mit in seine Wohnung 
brachte ihn 1866 zu cinem Fotografen und verschicktc danach 
die Fotografie als Visitcnkane. Als modernc Erfindung nimmt dll' 
Fotografie durch die Vervielfakigung zwar d ie Einzigartigkeic de! 
Wenerhahns, doch best3.tigt sic zugleich minds der visudlen Fonn 
d~~ ~thergcbrachte des Gegenstandcs. Heute befindet sich dCI" 

gluckhchc Wetterhahn im Schiller-Nationalmuseum Marbach, 151 

also im buchstiiblichen Sinne zu einem Museumssriick gcworden­
(Fliegner, Dichter, 193-194) 

41 

S. Aie_gner nimmt cine kurze, doch auBerst interessante Analflt 

::~ "~
0
::i:e ;ampe~ vor, und zwar unter dem Aspekt de~ Verh~[_tn~: 

MOrikes ..Jrt ::;nd 
und lndustriccrzeugnis. lhrc Smd1e p~s1~:r Gt 

selligkcit und kuns:~den vcrschicdcncn Formcn von k~nscl~nSC rc rstdl 
Ha.lfi. d zogcnen auBcrbcruRichen Tiidgkt:1tcn 1nde 
u ~ es~

9
-~a~rbuoclms(FliegnerDichter, 192-193). ahD 

,. A. Bo~ er ~ mis von ldylle und Geschichte in Der alte Tunnh 
n im Morilu-Handbuch, 150- 152. ., 
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Von privaten Raumen au f das Nationale iibcrcragen, sollen die 

;ischetischen Eigenschafi:en das Bild sozialer Harmonie erzeugen, 

wdches seelische Behaglichke ir verm ittelr und KonRikte bem:l.ntelt. 

So wird eine konRiktfrcie nacionale Identitiic mOglich. 1m Umer­

schied vom privaten Raum, verl3.Sst dieses Bild jedoch das ,,Reich der 

Schi:inheir• und wird zur Ideologie, zu einem lnscrument bestimmter 

lmeressen und bestimmrer potentieUer oder tacsachlicher Macht. 

lch habe mehrere Ollampen/ Leuchrer in Museen in Ungarn, 

Bulgarien, Griechenland aufgcnommen, um mich Uber die Massen-

1-crbreinmgdieses Erzcugnisses auch aulkrhalb der damaligen deut­

schen Lander zu vergewissern. Von denen zeige ich hier nur eine. 

Der Leuchter ist ,,auf lcichten Ketten" aufgehangt. Die Form 

und die Ausschmilckung sind scilisierter von der zweiten Halfi:e 
des 19.Jahrhunderts, das Material aber ist niche Marmor, sondern 

Messing. Der Leuchter ist kein kostbares Erzeugnis, sondern ein 
~l.ass<:nprodukt. 

N9 I. bllampe (Leuchcer), Messing. Ende des l 9.Jahrhundms. 
kh habc keine Oaten iibe r der Herkunfc und die GrOlk Regionales 

Et:hnographisches Museum, Plovdiv 
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N
9 

2. Ollampc:: (Leuchrer), Messing. Detail. Regionales 
Ethnographisches Museum, Plovdiv 

Mein Dank gilt Dimitar lliev, Darin Tenev, Anita Kasalw.i 
va, Mirc~na Slavova, Dorothea Tabakova und Ivo Panov fii rdx 
Beratung zur Interpretation der Wonc ,.reizcnd" und .Lu,te• mach". 

Obcrscrzung vom Bulgarischen - Elvira BornUl'II 

~nders vcrpflichcec bin ich fiir die 
Rc~ktion der deutSChcn Fassung 
Herrn Dr. habil. Dobri Wicschew. 
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PE310ME 

«K AAMnE» 3AYAPAA MEP11KE, ABTOHOMH0CTb 
11 fETEPOfEHHOCTb «KAACCWJECKOf'I» <l>0PMli 

l1b scero llOlTH'ICCKOro TBOp'!CCTBa 3AyapAa MCpHKC 'lame ICrtO 
TOAK)'IOT CTKXOTBOpCHHC «K AaMne», 0 'ICM MO)l(HO cyAHTb no6H6.\l­
orpa<fmtt K KpttTH'ICCKHM H3Aal!HJIM ero CO'IHIICHHH. 6.-.arOAap.11 cnopr 

Ha'laBUJCMYCJI c nHCbMa Mapnma XaHAerrepa 3MHAIO WTaiirtpy, npo, 

H38CACHHC «K AaMne» nptto6pCAO A0110AHHTCAbHYIO K)'AbT}'pHO·MCTO­

ptt'ICCKYIO 3Ha'lHMOCTb, npespaTHAOCb B 'laCTh HCTop,m AII TCpaT}·ix­

ACHIUI BTOpoH 110AOBHHbl xx B. J1CTOPHA TOAKOBamiH CT1txonopauu 

110Ka3aAa 6b1 B Ml-lHllaTJope KaK MCHJIAHCb 110AX0Abl H K nOlTH'le(IOl('( 

TCKCT)', 1-1 K HCTOpm-1 HCMCl.lKOli AHTCparyphl 33 llOCACAHUC ll/CCTI,ltal 

8 m:psoi1 '!aCTtt CTaTbH attai\.H3ttpy10TCJ1 HCKOTOpblc 113 TO.\KOll· 

HHil CTHXOraopCHHJI B Ka'ICCTBC npcACTaBHTCAbHblX Atr.Jl. onpci1,ut11HO­

ro COBpCMCHHOro no111rnamU1 AHTepar ypw. ::'ho no1rnMaHIIC BOJIIO,!J(f 

AHTeparypttoc npoHJBCACHHe B pattr CB.lllUCHHOl'O TeKCTa, a TOAKOaaTt-~ 

BXOAHT e pOAb :iKpeLta - o6AaAaTeAfl CB.IILl.{CIIHOl'O JHaH H.11, s )(OTOp<IC 

nOCBRtUaeT Henoce.11meu 11 bJX. XyAO)KeCTBCHHa.11 4>opMa npci1,cnB.\llCT 

CR 6o'.iKCCTBOM , a TOAKOBaTCAH - CAY:>KHTCAflMH ec K}'AbTa. He cnafTOI 

nOACOM11c1111e npo11111.1aTeAbHOCTb HAil 'IYBCTBHTCAb!IOCTb BOTHOUICl!lll 

nOJTH'ICCKOro TCKCTa lTHX TOAKOBam1H, a HX OCHOBaHH.11 ii cou 11a.u,aal 
ipyHKJ..llHI. 

Bo BTopoi1 '!ac m CAeAaHa nonblTKa o6oc11oeaTb KaK 11em611.o; 

IIO~b K.AaCCH'ICCKOli i}opMbl AaMnbl, TaK H ee rcTeporcHHOCTb, B :-;; 

pott aHTll 'IHblC, BOCTO'illblC lACMCHTbl CMCUJHBalOTC.R C 3ACMC!IT2,MII ' 

::· PaccMaT(l 11sae-rcJ1 TaJOKe COL(Har.hUa.R 4>y 11 Kl{H.R KAaCCll'IC<'.KOii +oP" 

Aer.ae-rcJI BbiBOA, 'ITO TO, '!TO o6bl'IHO TOAKYCT CJI KaK KAaCCHq~ 

B C'THX~TBopcnitu «K f\aMne», .IIBh.llCTOI CMCWCHHCM ycBOeHIUI onpu' 

::~
11
:::

11
:;:,

Ou TJ):lA11u1111 C l K30TIIKOil , HAymdi C BocroKa, n::: 
po JGu crpa11ax B ncpnoii not.OB11He XlX a. K,.acc 

a ct,opMe Aa~nbl - IICCTa611Abuoe, a npoCTpaHCTBO, B ICOTopoM oHacHJCf 
HC/caponeHCkoc. 

---
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"AVF EINE LAMPE" BY EDUARD MO RIKE, 
AUTONOMY AND HETEROGENEITY OF THE 

'CLASSICAL' FORM 

2 11 

Eduard MOrike's poem "Auf cine Lampe" is the most frequendy 

111ierprmd of all his poetical works, which can be proved by the bibli­

ogr.iphy co his critical editions. The history of the interpretations in a 
miniarurc manifests how the approach towards the poetical rexr as well 

as to the history of German li terature during the last sixty years changes. 
In the first part of the article, I analyse several interpretations of the 

J>O(m, which are representative for a specific modern atrimde towards 
L1mrure. I do not bring in question the interpreters' perspicacity or sen• 

sibdity but their grounds and the social function of their interpretations. 
In the second pare, I try ro give proofs of the instability of the lampS 

dmical form, as well as of its heterogeneity, in which intermingle An• 
tique, Oriemal and European elemencs from the nineteench century. I 
i.ho discuss rhe social function of the classical form. 

I conclude that what is usually presented as a classical form in "Auf 
ttne Lampe• is an intermingling in the adoption of the Antique tradi­
tion and the Oriental exoticism, which was popular in various European 
countries during rhe first half of che n ineteenth cenrury. The lamp's clas-

5ica.l fonn in MOrike's "Auf cine Lampe" is unstable and the space where 
dl(lamp 'shines' is non-European. 
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MIRROR AS THE OBJECT / SUBJECT OF POEM 

-There is a group of authors who get into me ... and there arc 
such who keep out of me, or enter reluctantly ... •. 1 Thus, in an ostcn· 

~tiously 'barbaric' man ner, Jacek Podsiadlo Aags up the problem 

of'J)O(try incomprehensible', or rather, the need to find a new Ian· 

g,.ugc of description ( new criteria for evaluation) of the contempo• 
rary poetry: •co find a key that would facilitate the cracking of the 

~ccu code to such creative output':2 What the reader's discomfort 
u about is, namely, that •the {r]eading becomes an activity which 

lwagreatdeal in com mon with stalking':3 

Podsiad lo cou nterpoints his 'sense of discomfort' with a dta· 
tion from Andrzcj Sosnowski: • ... when the activity of reading 

poet ry - strange as it is, after all - appears, a degree of complica• 
tion and a wrest of the innocence occurs to the extent that aJmost 
.tnyth ing beco mes permissible .... What is it that I am attracted -Jacek Podsiadlo, Daj mi tam,gdziemogrdobiu, l)'godnik Powszcch 

no. 24 12000, p. 9. 
Ibidem. 
lhidcm. 
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by in the language? The rhythm? Certainly so. l am amactedln­

the opportunity fo r mean ings to appear beyond any intcmio~ 
ity; I am attracted by the movement of the language into hryorid 
the predictable o r acceptable senses. Language creates some spacr 

within wh ich it leaves the field clear for itself to show iu takn:i 

- or, to record its tallies, so to pu t it; methinks the record and 
the display are more o r less the same thing in th is comm. Thm 

is always something exaggerated, something goi ng beforehand in 

the labour on language: t h ings char appear in passing, as icwm 

beyond the control of an intent ion and purpose, or per~ 
predestinar io n.n4 

Podsiad lo makes h is po int even clea rer ch rough replying to 

a question posed by Karol Maliszewski: "Why, then, not ~ 
' bumble'?"S" I would answer, no t contrary to what a writeror critii. 

might intuit, perhaps - since the 'bumble' is so saturated with m­

dition, juggling semantic and syntactic acts ( the latter within chi 
lim its of the law, though) and all the rest ofit, that you are made be· 
lieve a Supreme Will that organi ses it , itself remaining obliter.i.ttd 
fro m the sight of the lesser fo lk."6 

Entering into polemic with Podsiadlo, in th is same wcckh' 
magazine (Tygodnik Powsuchny), Jacek Gutorow asks the foll<ll' 
'.ng questions: - What is inco mprehensible poetry? Can a poccryk 
c~mprehensible' or ' incomprehensible' by itself? What makes 
piece of poet ry 'hermetic' ? The ease wi th which critics tend roust 

such sct phrases is astonishing."7 Gu to row suggests chat oneshd 
rather -... stare reading, using his or her own sensibilit( 8 And. bi 

• Ibidem. 

, . Karol Maliszewski, Precyzja chao.su, quoted after J. Podsiadlo. of 
Clt.,p.9. 

' Podsiadlo, op. cit., p. 9. 

35/2JOOOacek Gutorow, 0 Poez)i niezrozumialej, Tygodnik Powszechnv.111 
,p. 12. 

1 Ibidem. 

---
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concludes his argument with a rathe r arbitrary ascertainment: "For 
me, reading poems ... is not an act of 'torture' but is a great ad­
mirure instead. What is the charm of this adventure about? First, 
therr is, simply, no ready-to-use explanation; then, the adventure 
i.s unpredictable - which is true not fo r 'certain limits' but it goes 

so across the meaning of the poem. Does everything have to be ex­
plained, or explainable? Would a poem comprising within itself all 
the possible solutions and tracks of the reading be a poem still? Has 
such a piece of poetry ever cxisted?~9 

This somewhat sho\V)' discourse was, clearly, a sort of a game 
fur the behoof of the readers; yet, above the surface of intellectual 
play one can find quite serious conclus ions showing how unbefic­
cingor, indeed, useless some trad itional cognitive instruments have 
become with respect to the poetry whose paramount feature is, ap­
pmntly, 'incomprehensibility'. We can also read between the lines 
an invitation to make interpretative attempts, however extremely 
subjective or doomed to failu re they might be. 

Encouraged by the aforementioned ascertainment, I have re­
visited the poems of an author who is considered to be one of the 
~tscanding exponents of his generation, and made an attempt to 

_
stal~'. I see Andrzej Niewiadomski as one of those authors who do 
gee into me', albeit many a reader would consider his poetry 'in­
comprehensible'; such is his ironical self-portrayal, at least. 

Offstage, we have been acquainted with each other for a num­
ber of years, sharing the workplace (a university) and contribut­

~;ac~ ~f us in their own way, to the literary activi_ries of a rather 
. milieu. l read poems by Niewiadomski artcnnvely, and have 

rniewed his volumes of poetry for the licerary-and-arcistic periodi­
c.alAkcrm. 

Niewiadomski offers an extremely dense poetry, full of mul­
tilay~red meanings and connotations, which imply an underlying 
requisi te to search fo r tracks or tropes encoded by the author, com--Ibidem. 
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pletely beyond any 'logical sequels of (inter)relacions'10• Although 
the discussion on the contemporary (apparently, 'incomprchcn. 
sible') uses the peculiarly hermetic o utput of Andnej Sosnowm 
(primarily, his volume Opera. Konwoj) as an on-call cxample,adi 
of the comments I will quote herein below may equally r&r ta 

Niewiadomski's poems. 

Before he ever entered the discourse of'poetry incomprehcn, 
sible', Niewiadomski emphasised the need co find one's own pi1di 
" ... outside the one-sided (and boring) poetry of existence, ... ino 

world where a new poetic quality is formed of a convolution oh2r 
ious elements or the life beyond them, one in which you are JTIOft 

demanding toward yourself - escaping and confusing the cluscs. 
and toward the reader - trailing where a cerrain game is playtd. 
perhaps not for the sheer sake of the game." 11 

Paradoxically, a situation like this gives the reader ext raordi­
nary opportunities, consisting in a thorough freedom of choia_ 
among the various research methodologies, overlapping method.sol 
reading/interpreting, and associations - without getting bothertd 
about charges of oversubjectivised reception or overinterpreation. 
For if, while aware of the discourse convention, we intently listCt. 
ro the rationale behind the postulates proposed by the adversarid, 
we shall certainly spot the subjective nature of the assessments and 
judgments pronounced. 12 

10 
Podsiad lo, op. cit., p. 9. 

11 
. Andrzej Niewiadomski's statement made in an interview entidc! 

Muja. Siycuri 1998 (interviewees: Arkadiusz Baglajewski, critic I.I 

hiStorian of literature, editor-in-chief of Lublin-based quarterly Krd' 
~nd And rzej Niewiadomski, poet and literary critic, editor of KfCS' 
~ -Przemyslaw Czaplinski, Piotr Sliwinski, Kontrapunkl. Rov,,orrJ 

1'1Wch, Poznan 1999, p. 137. 
ln presenting the major phenomena idemifiab le in the wo~r... 

young Pol,sh authors, P. Czaplinski and ~- Sliwinski, having made rcw 
e~:e tO) anusz Slawirlski' article Zanik u ntra/i (Kresy, 2/ 1994), coi: 
p ase ... our necessarily :moganr "index of youngpoerry'~; in Pn.cnl} 
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In his essay on 'poetry incomprehensible: which followed up the 

discourse commenced in Tygodnik Powszechny, Niewiadomski fi nds 

th.i:c "Poccry is not anything identifiable with a sustainable pattern, 

be it sdf.cherapeutic, biographical, based on myth and magic, or on 

a sense of cultural continuity. What poetry is about is, basically, elu­
~l"t: the unutterable relationship between a 'voice' ['gins'] and a 'des­

tiny' ['lolj, a scrip t and an existence, if such a relationship crises and 

rrrnains und isturbed by the sonority of a 'rhyme' (the relationship 

between multiplicity of random voices and circumstantial existence 
11-hose only expression is undeciphered voices). As intended by the 

a1.uhor, poetry ought to be something barely 'graspable: 'opaquely 

Ylap(d'.B Thus, the reader who reads poetry and quests for its mean­

ings is expected not really co linearly reconstruct the story being wo­

\tn but, rather, to spot a" ... turn with a sequence of signs .. "14 and an 
• ... unpredictable distance between the sign and the realicy," 15 

"Hence, the proposed read ing is a suggestion co unceasingly 

follow the repositions within a space chat is conti nually enriched 
• 1th new signs (drawn, after all, from a 'tradition'); co trace the 

changes of the position of the 'I' in relation co these signs: an 'I' 
th~ is,_ to a large extenr, (being) created by these very signs and 
v.fiich mstantaneouslydescroys any situation chat begins cdegraph­

lllg some permanency, or even a simulation of it". 16 

Andrzej Niewiadomski's verse volume entitled Tremo contin­

~and extends the author's previous book,Loga. The persona and 
cliaracter is a sailor, a traveller, who has unexpectedly arrived ashore 

Czaplinski, Piorr S!iwillsk.i, Litemt11ra pol.ska J 976-1998. Pruwodnik po 
~t'Poezji, Krak6w 1999, p. 319. 

Andnej Niewiadomski, Poezja niezrowmiala, rzy/i o nadzwytUI} 
irll,·

11Jym nitporoz11mieniu krytyc211ym. Rekontsam bada111CZJ, Teksry Dru­
!><. oo. 412004, p. 129. 

Ibidem. 
Ibidem. 
Ibidem. 
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(though not at a destination po rt). In spite of his exquisitdy RU$, 

tered sailing skills, versatility in maps and courses set, the sailor. 
not capable of sailing fo rth any longer. H is wayfaring turns intOlll 

errance, from pore co port, from one harbourage to another. Appar 
endy, no direction or point o f compass is identifiable anymort;ll( 

order of space or time determ inable. The reason is, perhaps, that the 
world in which the speaking' l ' moves about is composed of words, 

rather than occurrences, places and/or persons: a universe that1 

'reAccted' in the writing ind ividual's consciousness, as if in a I~ 
multifaceted mirror. 

A word of French origin (trumeau), 'tremo; renderab!e intc 
English as 'pier glass: stands in Polish for an antiquated rail mimx. 
usually stretched across the wall and at ti mes equipped with lll(ll"· 

able side wings; or, sometimes, permanently fixed above the fut. 
place or on the ceiling. A sheet inside which you can watch a thing 
(yourself) in its (your) entirety, fro m three angles at a time, asinJ 

cubistic painting. The mirrored image is like a freeze-frame: obj«· 
tive, cool, emotionless. It reveals things the unaided eye cannot s« 

chaos, decay, and evanescence. 

Nie pami, caj, zniszcz i wyrzuC 

rzeczy, kt6rc nie s4jui potrzebne: 

marynarska czapka, 

mundur, k z btyszcz4q korwiq, 

spodcnki 0strz,pionc przez wiatr 

1czas: 

nicch od,tchn~ szafy, 

odpoczn~ SC'rca uszczkni,tc przez mole, 

lok.ci, na stolach, zafrasowanc. 

Remem ber not, damage 
and banish 

the things no-one n,cds 
anymore" : 

a sailorhac, 
a un iform with a glistening 

anchor, und 
a pair of pants jagged aro 

by wind 

and time: 
Ice che wardrobes brcaUlc ca? 

the heans, nipped off 
bymoths. rcbx, 

the elbows, croublcd, 
on the cables. 

---



OBJECTS, THE ONLY THINGS WO RT H ANYTHING. 219 

hlob.nawigacji 
rozpoa:ynasitmjeszcze, 
od~: 
kh:jl konkm6w i muzyki, 
kktja Kzyk6w i pi~ki, 
oblob.ti piachu, 
l:okbkiipmpa.ki.17 

The school for navigation 
sn rrs once again now, 
anew: 
a lesson of rhe nirry-gritty, 
a lesson of rongues and fists, 
of cloud and of sand, 
of cradle, and precipice. 

Among ·the things no-one needs anymore" is a little-tight sail­
JMt)1e uniform: a symbol of infancy, naivety, immaturity, and na­
n-r boyish daydreams of overseas voyages and extraordinary advcn­
nuts. Now, these dreams will never come true. But the landscapes 
•·hich appear, so to put it, 'in return: arc also composed of things 
and objects that are real and material, and of their images {post­
sumps, drawings, photographs, maps and plans, images reAectcd 
111 panels of water or ice, in clouds, window panes in buildings, and 
mirrors). These landscapes are al most desert, inhabited, perhaps, by 
~me figures-phantoms; they appear reminiscences or daydreams 
1h~about the addressee?). Only some objects are left: buildings, 
rquipmcms, implcmencs, with which one might reconstruct some 
rtmains of a story, fragments of a history, not quite falling inco 
pbcc. True, the ascertainment "There is no man and no woman,•·· 
tliecycand the echo// arc tacit about woman" [Nie ma mri,aywy 
1nit ma kobitry, ... nie ma mfi,czyzny, 0 kobiecie milczy II oko i echoJ 
Kolapi, P· 25) loses on acuteness with the pastiche tone employed, 

connoting che phrases ofWojaczek or Swietlicki; and yet, 

T1:11ui: napr:i.wd~ niczego nic ma. 

pou nW:Zym ~ rylko muzcalniczki. 

b1bliorckarki i kustoszki... 11 -
There's nothing ldl in here, 

really. 
Ourside of the no[hing arc 

(female) museologisu. 
librarians, and curators. 

AndrieJNiewiadomski, /n wok,uja, in idem, Trm10, Lublin 20 10, P· 5. 
Andric; Niewiadomski. Kaudm, in ibidem, p. 31 . 

....____ 
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Not only the reader but also the 'I' in these poems is doorr,al 
to follow the tracks, disturb them, incessantly face the unintelligi­
bility and ambiguity/ polysemy of the world. Reading, as wcll ai 

writing, is a "coll ision between the elusive essence of existence and 
the elusive essence of poetic action", 19 Objects - or, in fac1 ,thc:i 

reAecrions, tell their own stories leisurely: "image consoles thosc 
unknowledgeable of things".20 

Magdalena Jankowska has prompted one possible trace to fo~ 
low; let us call it 'crypco-self-biographism': "What I have found 
pleasant in the reading of these poems is chat a subject with an ind1• 
vidualised biography appears through an anonymous tissue ofchc 
reality; earlier on, chis was hardly nociceable,"21 Thus, if the ccnml 
character's story is to be approached as a sort of a game makinglllt 
of autobiographical motifs, it can be recognised that the sailor ~ 
unceasingly accompanied by a melancholic sense of disassociation 
with the world. This alienation is a deliberate choice, since thefl' 
is always some choice between the circumstances oflife and ® 
tential adventures. It is the speaking character's decision to assume 
an 'outside view' perspective, a distanced look at the world, with­
out entering into any dose relationship. The T affords himsclfthc 
exclusivity of non-comprehension, a luxury of staying ourside the 
theatre of the world, which is described with cool reserve and, 1 

times.irony. 

~The individual rules settle in a new form and new undci­

Stancling of poem as energy, element, movement, impression - J 

poem-action in lieu of a poem-meaning; a poem that wou.ld not 
(re}presem a reality, fo r it is reality: an alternative, linguisoc Ol'­

Poetry is not representation, interpretation, or antinomy of(thc -1' Niewiado kin · . 
C\,,, ms ,roet_Jamezro-zumiala ... ,p. l 33. 

z, ~oted afier Niewiadomski, op. cit., P· 129. 
nie: ~~d:l.~~aJankows~a, Kapsle i erykietki - 4111 2014, Blogna

1

5411 

riic:d/ p · magdalena1ankowska.wordpress.com/category/unta tr-
page/8/ [accessed 16.l i.2014, 19:03]. 
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rrality; nor does it lead co a truth of reality. There is nothing that 

poc:try and reality have in common .... Autonomisation of the lin­

guistic reality sers the poem's space free of {the dominance of any) 

rralacruality - thi s having been {ever since Placo and Aristotle) the 

ffll.lmcd foundation for literary mimetism - in favour of language, 

th( materially (thus, really ) fontal foundatio n . It is words th at po­

tcry consists of: meanings are secondary, freely interchangeable, 

d(pcndcnt on the context of writing/reading; and thence, mobile 
and transitional."22 

Journey/migration is the fundamental topic of Niewiadom­

sk.i's poetry. The 'I' of the poems is nor a pilgrim or tourist, though 

:. Maja Sta~ko, Porozumia/cy. 0 nowej poezji. ( Cz. I ) - hnp:/ / ha.arr. 
pVprojckty/fdietony/4000-porozumialcy-o-nowej-poczji-cz-l, (ac­

cCSS(d 2014-12-03, 20:52]. The essay also recapitulates Niewiadomski's 
own insights into contemporary poetry: "ln 2004, in his essay Poezja 
11lt't1'0Zumiala, czy/i o nadzwyczaj trwalym nieporozumimitt krytycznym. 
R&onesans badawczy (Poetry incomprehensible, or, A certain eminently 
ptrsmem misapprehension amongst critics. A research reconnaissance] 
'Tcksty Drugic, no. 4) diagnosed the 'incomprehensibility' of conrcmpo­

llry pocny on the basis of poems of Andn.ej Sosnowski. His Decalogue 
of die qualities of such works consisted of the rules of: (i) sublimity (afier 
l)'O{ard); (ii) higher-order mimetism - one that refers not to realiry as 
JUCh bur, basically, to a disordered talking about reality and a possibility 

iSUch talking: (iii) repetition and difference, as opposed ro identity and 
COntr:idicrion; (iv) rivalry and inrerpenetrarion and murual cancelling 

OUt of discourse and suggestion, reAexion and wording/timbre; (v) the 

t<nsion between the construction and lack of construction in the poem 
die l~pof rearing-and-demolishing of verse constructions); . 

(vi) fragmentation; (vi i) linguistic heterogeneity; (viii) incessant m­
tttdiangeable of macro- and micro-perspectives; (ix) mediation between 
extreme variants of at titude coward (the) reality (i me!lection which 

Rllpcnds c.iregorical choices); (x) (x) the search for a territory 'wirhouc 

~tes'. ln conclusion, rhis critic finds that ~Niewiadomski$ Decal~gue 
lnor j gone Out of dare: the fearures under discussion may snll be 

l5td in describing the mechanisms of new poerry: 
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- shouJd one refer co the classification proposed by Zygmunt Sm­
man. His travel is coercive and involuntary; he is never freeofdr 
painful awareness of the Earth's rush through the UniverS(. It 
a mental journey, too - with the character recording the changes 
taking place in his consciousness, and watching himself from U, 

inside. The concurrence of the processes of ambulating in time ID! 
space, in a literal and metaphysical dimension, reveals an instabilitt 
and changeability of all things. Hence che necessity to study nm 

gacion (navigare neusse est) and rhe awareness that the sailingin­
ducrably comes to an end ( vivere ). There is nothing awkward abou 
the character travelling without enthusiasm or curiosity, as would 
be regular with wandering. H e knows all too well all the deceitfui 

promises of all pons and harbours; he can notice monotony in am 
variation oflandscape and humans: 

r,czn icjol porry i domy rozpusty, 

ale wszystkic s1 przystani1 rych samych 

cowar6w i uciech. 
Samotni ieglarze zapdniaj1 

jcszcze dzicnniki, 
ale r~ce przywykly jui rylko 

do lin i kola stern, 

zaciskaj-l si~ p~cle coraz 
dluiszych podr6iy. u 

The ports and bawdyhoUS(S 
are swelling, 

all of them harbouring 
rhesamepicccs 

of commodity and plcasurt• 
Solitary sailors still fill 

our their logs. 
thei r hands only accuscomcd 

to the ropes and 
[steering wheel. 

the nooses of ever-longer~ 
neysaretighrcn~ 

. Ritualisation and repeatability of any occurrences imply b­
tigue, repletion, sense of exhaustion, inner burnout. The da)'sgrt"' 
longer and longer; time becomes tactiJe. 

of None. ~f the. once-we ll-tested methods or rules pro\·C t~bc:' 
~is arduous endless drifting: "All whatever is 

1 Niewiadomski, lnwokacja, op. cir., p. 6. 



O8JECTS, THE ONLY THINGS WORTH ANYTHING. 223 

ll.ll'finally fails sometime"H (Locjn., pp. 8-9). The trtmo creates 
phantoms and simulacra which become multiplicatcd in the 

mind of a traveller who simultaneously wande rs across the space 
i.nd time, observing the world and himself, appending to every 
image his multilayered commentaries and associations; what is 
more, he feels the compulsion of ironic distance. Rather than 
astonishing or triggering delight by their unexpected combina­

cion of colours and shapes, the kaleidoscopic multiplications 
arouse fatigue and strenuous effo rt which aims at adding order 
10 rhe chaos (albeit it is known upfront that such endeavour is 
doomed to failure), 

The space ofNiewiadomski's poems basically consists of pro­
\inciaI town (province is everywhere, it is within us too): some­

times given a name (Lublin), some other time recognisable through 
cmain topographical details. It is described with no sentimental 
affection, with unceasing se nse of unfamiliarity and disinclination: 
'Never have I seen a severer penury, ... Never have I seen// a deeper 
htsch, ... It 's a third time in a row that I've come// across a church 
fair that wouldn't concern me, as usual.n2s (Nigdy, p. 19). Some po­
ans evoke reminiscences of ocher landscapes: towns of the North, 
or pons; but again, they lack colour, appear lukewarm, pale, as if 
<nvdoped in clouds or mist, seem to be some old maps, or etchings 
Imm a mediaeval book, rather than images of real landscape. 

The landscapes of these poems are blurred, fuzzy and faded. 
Whites and greys are predominant; winter is permanent - or, 
Ill any case, fog shrouds trees and buildings, rendering the view 
unreal: -Whiteness growing from far and near, ... dccolourising 
chc shades, the rainbow deprived of// its colours, the eye of the 
thunderstorm growing// pale (cyanic, grey, hoary), fading ink, --.Wn:ysrko, co prl.ydame, kied~ wreszcie zawodzt. 
~~•gdy_ nic widzialem wi\kszej O\dzy, ... Nigdy nie widzialem II 

go k.iczu, •·· Po raz rrzeci z rz\dU crafilem ru // na odpusr, h 6ry 
ltln1e, jak zwykJe, nie doryczyl." 
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empty // image ... "26 (Biel, p. 69); "So much of whi te, ... thewatti 
is white and vitreous,// the bod ies glazing and reA.cctinginont 
another, // this has never bee n 'described', no-one would// hN 
been named 'white ', not anyo nen27 (Carne vale, p. 70). Theinugti 
are indistinct, diffuse: " ... rather unreliable, nebulous" ['r,uu, 
niepewne i mgliste' ] ( •••. p. 68); the shapes seem to aim : "Watn 

a form that gives shapes to everything around"28 (Swiat briprt:r 
miotnikow, p. 59); it is hard to discern and differentiate betwctt 
the reality and a phantasmagoria when everyth ing" ... is tha11oing 

falling, freezing"29 (Praxis. Odbicia, p. 39). Hence, anyono'M 
would attempt co describe " ... the irreconscructible .... the lOl!CI 

ungraspable neither // with the sight o r a map30 (Katedra, p.31' 
condemn themselves to failure upfro nt. What remains is wander 

ingabout, for" ... the bindings of che panes contained // noth~_ 
but light .... light is instead, above an empty city, depleted II ol 

movement and corporeal light, of illusion, of colours resembling 
I I alight"31 (Lublin. Baokoliczniki, bezprzymiotniki, p.1 7).An)·· 

thing we do to one another // with things, reciprocally, mako 
the word boggle, / / what we do with the word has nothing tc 

do with things"32 (Rachunki, P· 46). Let us add one more remirk. 

u; ~Biel rofoie zcwsz-1:d, ... odbarwia odcicnie, tc;cza pazbawion.a 
kolor6w, bledn-1:ce (sine, szare, siwe) // oko burzy, nikn¥Y acrarnttt 
pusry// obraz .. :. 
17 

•!rle bieli, ... woda jest biala i szklista , // ciala szkl-1: sic; i odbiJ:~ 111 

w sobie, I! nikr nigdy tego nie 'opisal' nie / / nazywal sic; 'biel', nil.· 
: ,.Woda j~~ form-1:, kt Ora nadaje / i ksz.talty wsz.ystk.iemu wokOI' 
"l .. ... topn1eJe, pada, zamarza". 

,. ... co odcworLyC sic; nie daje .... strefy, kr6rych nie ujmujc 211 

wuok, ani mapa•. 
11

. •··· okladki n yb nie zawieraly/ nic ponad Swiado .... Swiadoj(St"" 
m_,tst•_nad miastem pusrym, opr6inionym // z ruchu i ~ iadacidcsncr 
~ • UZJL, z podobnych hviadu / / kolor6w". 
sl ,.Wszynko, co czynimy sobie/ nawzajem z. rz.ecz.ami, nie rnidci sif 

ow,e,, to, co wyprawiamy ze slowem, nie ma nic/do rzea..( 

-
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ambiguous, taking away every shred of hope: "The lie of the eye 

isinvulnerab!e"33 (Kiedyf splon;lo tu. wszystko, p. 15): this (as sug­

gtsrcd by the original phrase) means 'unbea rable ', and thus 'op• 

prmi\"c - and insurmountable too. 

"We are close to a 'breaking point', Niewiadomski seems to 

suggtst, as we have become the nourishment of the visible, live un­

der prc.ssure of the visible, with signs infinitely multiplying and re­

fmingone to nothing but signs."34 

"Reading Niewiadomski is like knocking at the stone's from 

door in the Noble Prize winner's [ i.e. Wislawa Szymborska's] 

poem .... Embracing and synthesising the impressions, reflexions, 

.ill that trail, the tracks scattered within the text is not an easy thing 

to do. Andrzcj Niewiadomski's poetry stems from an experience 
of inexpressibility. 'There are places a poem would not ever touch: 

this author ascertains .... This reading experience ... resembles some 

driftage amidst flotsam-and-je tsam, amidst objects and corpses 
drifiedby checurrent.")S 

In her review of one lacer volume by N iewiadomski, Anna 

Kahiiaaptlywarns against describing these poe ms using 'a language 
and concepts of existence', The cultural allusions, pastiche referenc· 

cs, cover quotations, travesties ( the reviewer mentions the names of 

~nowski, Swiedicki, and Zagajewski, among others) "will clearly 
point Out to us a meta-textual and ironical consciousness." 36 

•~'.t ma' - the Polish phrase bas ically meaning 'there is/are 
no ... ; somebody/someth ing docs not exist' - appears to be the 

lllOst frequencly reappearing expression in Trerno. The poem enti--.Klam5cwo oka jest nic do zniesicnia". 
Ra_dodaw Kobierski. 'Andn.ej Niewiadomski, Dzilde lilie: dwu­

ngodnik..com/literarura [a Web literary bi-weekly], 146/ 2014 (accessed 
16.11.2014, 19.03). 

Kobicrski, op. cit. 
Anna Kaluia, Mtlancho/i11.; ironia Tygodn ik Powszechny, a suplc:· 

llkni: 'Nagroda poerycka Silesius', no. 19/20 13, P· 55 . 

.....__ 
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tied Wiersz na strunie .,nit:'; wiersz po stronie .,ma" (p. 62) connotes 
Rafa! Wojaczek's song Cumu nie ma tancerki; Niewiadomski is IX( 

a rebel, though: the 'niema' is uttered by him thoroughly resigned­
ly, ascertaining fatigue and disillusionment with the world. Insttid 
of blood and Bame, as in the podtes maudits, there is snow {Bit. 
p. 69), rime, cold twinkles of glass panes, a wintertime land§Cljk 
resembling a drawing in a sketchbook: "the details fade away, tht 
posters get discoloured"37 (Od siebie, p. 54). 

The world described in Niewiadomski's poetry is construmd 

like a kaleidoscopic jigsaw puzzle. Many of his poems offo rrap· 
pearing motifs of mirrored image: b right l ighc-irn itatingspocs;rr 

Aected lights; two concurrent aspects: the real world and its pro;«· 
tion; fina lly, an illusion based on a m irro r reversal of the left :m.:: 

the right side. "For instance, to the le ft : the towers of the churcha 

•··to // the right: the bare hill with a hump-shaped rock . ... Totbc 

left, there's Echo ... to the right: // an ice texture, snow,vaPour,~ 

a slim streamer .... it is not an open window, // nor is it sm.1gb. 
ahead, or reAect a pensive face ... it reflects / / the shouldm,' 

moving body, entire, departing // toward a direction un known"' 
(Tmno, p. 38). 

Descriptions of the world constructed in chis way yield chc 

effect of concu rrent narratives: whilst attempting to record the 
thoughts, they appear as reports and commenta ries full of mu, 
tilevel associations (~This has no frame, the glass is invisibl(~' 

(Praxis. Odbicia, p. 39). Laboured sorti ng out o f the srory, Cl 

ecuring poetry', is an attempt at finding a key that would mah 
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the 1rord and the thought, the fro nt and the back, one: an at• 

tempt chat is doomed co fa ilure ahead of time. Whereas the poet 
is in control of the word ( as in Wiersz bez czasownikow; Wiersz na 
burr 0.; or, Wiersz na strunie ,,nie}, the images that unceasingly 
n:Rm in his consciousness, the overlapping strata of associations 
and rrcollections, are free of the rules oflanguage and incompli­
Wle with grammar. 

The tremo mirror constitutes a specific fi lter, showing an ob­
l(ctivised image, one chat is stripped of emotion. It reveals things 
ll they are, rather than as we would like to see them. But, is this 
really so? An image reAected in the mirror comes across the retina 
of the looking individual. Is mirror, then, not a magical object re­
Amingnot a world but che consciousness of che speaking ' I'? Of 
the one chat records the views an d his own associations, reAects 
the images reAected, and co-creates images? The description of 
a town : "The re's nothing to look at, actually, ... nothing stand­
mgouc, ... marks of folds// carving shapes in signs of eyesight"40 

Rimdo (2), p. 51) clearly reverberates with disillusionment as a 
creasy asphalt surface spreads in front of the wanderer's eyes, in­
ltead of the ocean. 

Eye and looking is, intentionally, one of the most frequently 
reappearing motifs in Tremo: "The eye ... illusionism ... the eye" 
IVimzna liter{O, p. 61); "The eye .... A line underneath the su r­

face// of clouds, movement is no movement if within whiteness. 
lhe thoughc // never closer to a window or an eye"41 

( Wiersz bez 
'l4Jowniktiw, p. 60). The eye and a mirror, the retina and a glass 
'4b; between them, an image, a phantom of reality, afterimage: 
lDSC~ntancous, Rowing, uncertain, as ephemeral as a thought. Eve­
rything is changeable; even the eyes seem to be 'making change: -.WIUciwie nie ma ru na co patrzeC, ... nie wyrOZnia sir nic, •· ~lady 
po fillbch I I ru:ibi<J: ksztalry w ~ladach wzroku~. 
~ .Ok_o •:· iluzjonizm ... oko~; ,,Oko .... Linia pod powie~chni:1/oblo­

, wbidi ruch to nie ruch. Nigdy/my~I bliZej olma i oka. 
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like loose change, fi ne coins: "I've sac myself and am loo~ 

around at everythi ng, ... Now the eyes are changing, sometima 

I I reversing, / / I don't resent anymore, // it must be iridesa:ru 
they have co change colou r: that's even / / more beautiful (and 
better)"" (B;/on - p. 44). 

The 'duality' of the speaking/looking 'I', being chewayfarcr (iht 
eye) and the mirror (the tremo), evokes the motif of duplicaOOfi 
multiplication:~--· to rridity, ch irrup, alien light, reflected light,. 
fire and whiteness ... I shall master two t0ngues // foreign ; ontd 

them is called a 'language',// of the other almost norhing,solittk. 
// can be said"43 (Kanikula albo wiersz hermetyczny, pp. 65-6); • 
le was much later chat I wrote / / the twin poems ... No-one holds 
the key to a poem / / no r a key to the abyss'"44 ( Grndzit11, pwltr. 
pp. 36-7). For a poem creates, rather than imitating; itscrea1itt 
effort occurs simultaneously on multiple levels: observing, select 
ing, fragmenting; linguistic equiva1encies, structure of the pi«t 
and meta-textual references; finally, concretising and interprttirl! 
by the reader - these, and other, are the levels forming the 'mw. 
ing of poetry'4s. 

Every poem is yet another pane of the tremo, showing cubis­
tic and fragmentary reflections, altogether making up an unonkr· 
able or even uncontrollable whole. The retina, the mirror (rrmui1.i 
light-imitating spot on the window pane, surface of water (a pc)Dil 
or sea}, sheet of ice, smooth surface of snow, glistening hoar-frrR 
all create overlapping and repeated volatile images. Suffice it to ar 
41 

.. Siadlem i przygl:i:dam si~ wszystkiemu, ... Teraz oczy si~ zmicni.. 
czascm/tamieniaj:i:, nie mam ju:i pmensji, // mieniC si~ musi, mUSZ<l-~ 
~twet/p1~knicj (lcp icj)'" 

. .. ... dewar, skwir, obce SWiado, SWiado odbite, ... ogicll i bid ··· opa 
nu1~ dwa !~yki/obce; jcden z nich nazywa si~ ,,j~zyk~ // odrugirnprt"" 
~•c, tak n1ewiclc/dasi~ powiedzicC". 
kl •··/nacznic pMnicj napisalem // blifniaczc wierszc •· Nikt niellll 
t\ "~-

0 -:Vicrsza // ani klucza do przepa.ki': 
•ewiadomski, Tremo, p. 5?. 

--
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ttr the angle of vision tO make a completely different world seen. 

The mirror is not merely an object through which t0 recognise the 

rrility, as it rdleccs an 'inner image' and shows not what ' is' but 

,fut the persona can see. In this sense, (the) tremo becomes the 

rubjcct of the poem and the reflected images its (poetic) message. 

Or, to rephrase, the poem is itself a mirror, immersed in a hyper• 

tmual space whose presence, marked by the numerous (aforemen• 

tioned)allusions and references, composes a sophisticated and very 

conscious ambiguity, multilevded ness, polysemancicity, and poly­
phonicityof the poetic utterance. 

The trtmo, which is a sore of great quantifier setting the frame• 
11'0ri: for each of the poems in the volume, may connote other 

trains of meanings as well: the slanted sbbs are the reality-deform· 

ingkicschy haUs of mirrors from a provincial fairground (camp), as 

.-cU as a distorting mirror (comicality, satire) or 'reversed compass 

points' (fabulousness, fantasy, grotesque). 

what is more, the journey deeply into the depths of mirrored 

rttlccrions is not merely a search of oneself but also a journey into 
the depths oflanguage - a language that is a mirror, too. The pro• 

ccu of writing consists in exclusion of the automatism of ordering, 

itkcting, and hierarchising that distort and deform the image. 
Ahcr all, a poem is 'thought out': and , chis attitude is juxtaposed 

igamn the ironical 'execution of a poem': 

fOJUijest ten czas. kiedy na1eialoby lllis is the time now when 
one \.\.'ould rather 

~ khmat To jest ten cz.as, kiedy - stop lying. This is the 
cimewhen, 

c lh6v.i¥ do konca prawdy - nalcialoby not telling che entire truth, 
one should 

jlOl,ltdzie~ to jasno, rak, icby wygl;idalo 

Ill n,(,,,,it:nic .od sicbie~ I icby w og6lc 

sayitdcarly,sotharit 
looked like 

spcoong 'duough yoo,sclf'. 
And that it arallbcon 
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wygi:tdalo - jak zbawienia - krysc:tlicznych the lookouc. likc asak.ticm, 

fo,"J...u;., 
historii i obruow, lagodnych wioscn, histories and images.~" 

spring-tima, 
bczdcszcrowych jesieni .... ~ rainless autumns ... 

Otherwise: 

A gdyby tak jeszcze raz zacz:it od starych rzeczy i sczon6w ? 
Moi:e daloby sic; nie tyle co~ wyjafoit, co nadgryit brakuj~ce 
ogniwa? Nasza nieaurencyczno~ sranie sic; bardziej wiarygodna. r 

Or perhaps, one should begin again, from things 

and seasons old? 
Maybe nor quire explaining something, buc nther, 

eatimo themissing 
links? Our inamhemicity will d1en become more 

rd..i.able .. 

h is hard noc to observe, though, chat the author does aliO'I 
the <cadcc to be satisfied with simple conclusions and .dis,~; 
~tmse,lf against memprs ar naive searching for 'authentt<IIY l,, 

,cruch: a poem is mcrdy supposed co LOOK LIKE it be .s~ 
through Oneself'. The act ivity of writing ('executing poetry) ISt'll" 

closed by the poet in quotation marks, sometimes literal but mnff 

~fien metaphorical, meta-textual, made of citations, allusions.pi 
tiche references, wordplays and puns. The cities of the pacms (rM' th

e fifih part of the volume Tremo may themselves serve as a;Jr­

ples: lVykonyw_anit poezji ['Executing poetry'] (pp. 57-S); ~ 
bn, pn:,y,,uotmkow ['A world without adjectives'] (p. S9); 11 ~ 
bn, <uuowmkow ['A verbless poem'] (p. 60); Wiersz na littr(O,' 
;;------
~ ~dr.r:ci Nitwiidonuki.. Od sltbit, in idem, Tremo, p. 54 

"'P.. 111 1b1dcm, pp. 40- J. 
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poon smting with an 'O'] {p. 61 ), Wimz na strunie ,.nie: wimz 
usmmit.,,mn•{'A poem o n the string 'No'/A 'Credit '-emrypocm' 

.the tide comprising an untranslatable pun o n the phrase 'nie ma' 

doo.tsml above)] (p. 62), Wiersz na wierszu, wiersz na bl;dach 
['.A poem upon a poem, a poem from mistakes'] (p. 63), Wtersz 
1m1Jiliwofciach ['A poem o n possibilities'] (p. 64), Kanik,da albo 
l'imz hmnnyczny ['Can icule or a hermetic poem'] (pp. 65-6); 
md so fonh, up co the self-ironic and pastiche ••• (Wynioslo mnie, 
l'll4Pilnn, wsudlem} ['••• {I've been elevated, have acceded, en­
<md'J (p. 68). 

The outstand ing featu re of Niewiadomski's verse is, to my 
mind,a nriking sclf-awareness expressed in multilevel commentar­

in: imposed one upon the ocher; in multilayer sequences of images 
1·hich, repeated over and over, form new meanings each time. The 
consimncy in constructing metaphors, seen in individual poems 
uid across the volume, which forms a sober and well-thought-over 
composition, is delightful. 

"J th ink that there is an opportun ity in mutual clashing of vari• 
JUl tradi tions, juxtaposing the options I have enumerated, and in 
acceding their limits. Who knows: perhaps chis post-avam-garde 
current would be the most productive o ne? ... This is not to stand 
for_a 'poscmodernism' as the 'trend'. What this may refer to is in • 
dividual poetics systems at the intersection of various tendencies, 
astonishing syntactic, linguistic/ scylist ic, or metrical facts: 48 

lhe poems in the Tremo volume call for concentration, 
thought, careful (and, in some cases, repeated) reading - possibly 
bding to a conclusion that there is no 'poetry incomprehensible'. 

Moina si~ przyzwyczaiC do sl6w i nie pamirtaC, co 
si~ wydarzy. No dobrze, jui wic, jest ,,mglawicow( i 

;-------
l96a~Otcd after Anna Lcgeiyllska, Piotr Sliwifl~ki, Poaja p~a po 
,_ 1

26
_ ku. KS1qzka dla nauczycieli, studentdw I uczmdw. Warszay, a 2000, 
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,,migodiwy", co by m jeszcze dodaC, niech ~dzie: 
,.hermetyczn(. Moina nawet polubiC, kicdy 

nie ma innego wyjfoa i moina nie pamic;:raC, co 
z nim, kt6ry musialby p6jU dalej tym tropcm, nie 

wiedz¥, 
co migoce i gdzie, zasnuta m gl,ijest powierzchnia ny 
glc;bia? Nie potrafi c;: o nim niczcgo powiedzicC, 
ale on - jdli odnajdzie tow sobie - ~dzic powmzal 
,.nie rozumicm" jui inaczcj. 0 cym niewide sic: wie, 
ale moina pisaC \isty o gWcie, mo:ina powcariaC, 

moina sic;: pnyzwyczaiC. ~9 

You can get accust0med to words, nor remembering 

what 
is going to happen. All right, now he knows, it is 'ncb 

ulous: and 
'flickering: what dse could you add, all right rhcn: 
'hermetic: You can even gee rn like it when 
there's no alternative and you may not remember wh2.t 

about the one who would have co follow up the track, 

unaware 
of what is flickering and where ic is, whether it is a sur 

face that is 
enshrouded in mist.or a profundity? I can say nothing 

ofhim, 
but he, if he can find it inside himself, will be repeating 
'l don't understand' otherwise from then on. Not 

much is known about it, 
hue one can write letters about taste or sense of style, 

and gee accustomed. 
can repeat, 

;;---
64. A

nd
rze1 Niewiadomski, Wimz o moi/.iwofcinch, in idem, frn,,6•P-



OBJECTS, THE ONLY TH I NGS WORTH ANYTHING. 

PEJIOME 

TOilhKO llPEAMETbl 'IETO·TO CTO.J/T. 
3EPKAAO KAK 06'bEKT vi CY6bEKT 

CTvlXOTBOPEHvl!! 
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MHp, OmtCblBa(Mbli'i 8 fl03JH H AIIA:lKCJI HeBJIAOMCKoro, nocTpoeu 

IW'lO.w6Hc MOJalll(H KaACltAOCKOna. 3arAa8110( TJ)IOMO - 3TO crapoMOA· 

.-it xpnAO BO BCIO cretty, c 6oKOBbl Mlt nOABH:lKllb!MH creopKaMII. 3To 

xpa.wta.t TA.1Al,, B KOTOpoi'i MO:lKHO )'BHA(Tb B(lUH nOAHOCTblO ( HAIi 

tutoro cc6.11 B flOAllbl i'i pocr), Aa::«e C TJ)CX cropott B OAIIH H TOT )K( MO­

WIIT, UK Ha q61tCTCKOH KapTHHC. B CTIIXOTDOpemm 6ecnpeCTaHHO no­

rropuno MOTHBbl 3epK3AbHOro 11Jo6pa::«e1111J1: 6A11KH, OTpa)K(H llbl il 

°"· ,1,CArnuc Ha AH( CTOpOHbl ( peaAbllhlil !',HIP " ero OTo6pa)K(IIIIC) II, 

IIUOH(ij, OIITH'IC'CKJ.tH o6MaH, JaKA10'1a10tL11t1fcJ1 B TOM, 'ITO 3CpKaAO 11('• 

fl(IOpa'IHS:l(T ACBYIO II npasy10 cropOHb!. nocrpoe1t11bl( T2KIIM o6pa­

~N On1tca1tHR Mttpa COJA;tlOT 3q>q>cKT napaAA(AbltblX noeecTBOBa111uf: 

IIO!!WTKa JaflHCH paJMblWA(HHi'i COJA;t(T n oTOK coo6we11HH It KOMMCH­

npHa, 11Jo611Ay10lUHX MHOroypoeHCBblMII accou11auHJ1MH. 

CawblM 8;1;:t(JJb,[M CBOifCTBOM CTIIXOTBOpe1111i'i HeBJIAOMCKOTO npeA­

CTU.1.tn-0: 'ICTKOC ClllOCOJHa1111e, KOTopoe HaXOAIIT ceoe BhlpU,'.(HIIC H 

I.IIC.u1t11.a1011111xc.11, M11oroypoe11eBhtX aBTOKOMM(HTap1t.11x, B MIIOrDCAOli ­

Rl,Q flOCACAOBaTCAbHOCTJIX o6pa3QB. BCAb TPIOMO - JTO CBOeo6pa3Jlblli 

+ii.u,rp, KOTOpblH BpOAC' 6w noKa3b/BaCT 061>eKTIU1Hpoea1111oe, AHUJCll­

ll(l( acRKHX JM01.mlf HJ06pa)l(CHIIC, 0611apy::«1rnaeT 8(11.111 TaKl!Mll, KaKll -

1111011" H ecn., a II(' TaKHM H , KaKJ.tM II Mbl )K(Aa(M HX BIIA(Tb. Ho BpJIA All 

>roacp110? 

3cpnAo KaK 80Awe611b1H npeAMC'T CTallOBl-lTCJI cy6l,(1,.,0M CTHXOT­

IOpc,uui. 3TOT npttCM fl03BOAJICT fl0Ka3aTh II( MHp, a cro HJ06pa)K('llll(, 

Pllwwau np11 )TOM rpa1111~bl MC)l.;Ay CAOBOM II ero OTC)'TCTBIICM, MC:t..AY 

llrl!U.I) H ('( On11ca 1111eM, OlpaJKaJI OT06pa:+:CltlUI, 4>11Kc11py.11 110CAC06pa­

... N l.;OHHOT:1.1.11111, nepeAaBa.11 KaK MO)l(HO eep11ee BCCro CAO)Kl!l,IC ll Ill· 

lte}l'l lllll,I (' COCTOJI IIIIJI (noA-}coJ 11a1111>1 nOJTa. 
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MAGDALENA SZCZYPIORSKA 

'SOMEONE'S BRINGING US TO A STANDSTILL, 
TO MAKE A SILLY PICTURE." 

From one picture to anothe r - between things: motion, 
immobility, illusion, and photography 

in \Vicslaw My~liwski's novel Widnokqg 

People tend to think they live more inccnsdy 

than animals, o r plants, to say nochingof things. 
Animals forebode they live more intensely than 
th ings. What things do is they persist; their 
persistence is more of a life than anything else. 

(Olga Tokarczuk, Pmwieki innecza.ry1
) 

Can one say, in the way painters do, chat we arc 
sized up by things - by the things we look :at, as 
it seems ro us? That the partners of seeing reverse 

their roles? 
(Edouard Pontremoli. L'exrh du v11lblr) 

:--------
Olga Tokarczuk, Prawiek j inne CZMJ, Wydawnic:rwo W.A.B., War 

lti.,a 199!, p. 43. 

Edouard Poncrcmoli, Nadmiar widziabugo. Fenomenok,gtrvm m• 
'"PrttAcp, /otogen/cznoki, tlum. M. L. Kalinowski, slo"'-o/obru. tcryto· 

..... 
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On choosing the exposure rime, the 
photographer will only create a metaphor of 
movement which is decoded by the addlffltt' 
as a mov(ment. He can freely choose che 117i· 

he would like to present an object moving in 
relation co the camera. The photographn IIU\' 

apply with the same process various exposurt 
durations which, in turn, cause varied images ct' 
motion. ( ... ] 

Another method for mecaphor of mo\·cmen1 

is ro combine a series of pictures inro a 

chronological sequence. The linc:1.rimageof 
time manifcscs itself nor only within a particu!. 
photograph: we lircrally 'read' the visual 
information in succession, like a book. 

(Lorne Licscnfdd, 7ht Silent PrtMfl« 
of Photography') 

Wiesfaw Mymwski's novel Widnokrqg [The Horizon] optni 

and concludes with phorography; or, more specifi~ally, '>lithtl, 
photograph. The beginning and the end, from one picture to 

other, constructs a compositional frame of the text. Howe'l·er. 

a. different order, the one of mythopoctic construction of tht 6. 
tional world, or universe:, the end becomes the beginning. Thea_ 
cular movement, along rhe line of horizon, delineates the limitsli 
world (a universe), builds its dynamism, marks out the trajccto~ 
of peregrinations, their pace and meaning. Above this horiwnu 

plane the cupola of the sky is raised stretching between the 6"' 
a.
nd th

c last photograph. The twodin~ensiom- chespaceofUlcSi-' 
a
nd th

e space of the earth - form in Wzdnokrqgthe stage on wh_icti 
spectacle of migrations, excursions, climbing treks, sky-high A· 

~ia, Gdansk 2006, p. I SS. 

P Lorne Licscnfcld, Cicha obecnofc fatoorajii Uni-Druk, Lubon 
oscn,p. 110-J IL ,) '' ' 

--
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and imaginary travels is taking place. It is a stage where hard-to-co­

ordinace movements, deliberate o r fast, halts on the run, and heart 
armcs, toilsome stairs-climbs and euphoric Ries of imagination are 

all harmonised - whilst the inan imate standstill of a photograph 
s«msto be the most vivid concentration of the impetus oflife. The 
suge is one of the truest illusion and the most illusory truth; of life 
md death; and, of photography. 

The first and the last picture is objects, things, whose status 
proves ambiguous, understated or unspecified, and paradoxical. 
On the one hand, the things are not completely real. On the other, 
the material aspect of these pictures, their tranquil objectivity are 
incontestable. From a different angle still, these things are dead but 
ali,·e all the same; immovable, an d yet motion-generating. Appar­
rncly, the products of human hands - or, perhaps, self-creating cut­
rin~s of the matter of the universe; looking like traces of the cam­
ens eye, or maybe, of God's eye. Who has made chem, where they 
come from, what kind of dialogue they have reciprocally entered; 
how they organise the novel's narrative; what are they - and, 'are' 
they there at all? The paradoxical objects, with their perverse mo­
Oonlessness, the ones chat sec the story in motion - a story that 
Rows from one picture to che ocher. 

Between the first and che last photograph, the life rushes on, 
rnp•trocs, Ries about, trails along, and retraces its steps. From the 
first photographic frame to the last, the sun wanders through the 
iky,and the earth oscillates within che rim of horizon. The photo­
graphs, the first and the last one fix che turbulent firmament, out­
:ing images of imagination , d;ydreams and night-dreams on the 

meof the sky. Yee, che turn of the world between one photograph 
and the ocher, a pirouette of time on the photographic pointe­
ihoes, is not a simple course of things, or run oflife: it is, instead, 
in}otion full of riddles and paradoxes, a double-dimensioned mo­
~n:. terrestrial and celestial, real and imaginary, in a tangle of the 
P }'Sics of everydayness and the metaphysics of photography. 
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Liesenfeld's afterthought concerning the ways in which !00-

tion/ movement can be taken through photography refer to the 
exposure time and the linking of a series of pictures into a chrono­

logical sequence. Picture, photography and photographing min 
Widnokrqgthe topic and a motif; a metaphor and amodd-rahcr 

than an illustration. They strike root and grow into the texnnlt»­

sue at the key moments: at the outset and at the end, and at the 
slight pauses in the course o f the plot, appearing as al lusions, iii' 

cidcncal sights, non-commiccal reflexion. If we were - as part ti 
an interpretative game, rather than methodical analysis - to ltl 
Liesenfeld's thoughts against the licerary-and-photographical tat 

authored by MySliwski, it would become apparent that th~ nO\-d 

metaphorically comprises both types of photographic dynamism.. 

Should the exposure be linked with the presence and intcnsit)' ol 

the legacy light, then the intenseness of the sun is prercy cxcessnt 

in Widnokrqg. the sun roams across th e sky and, seemingly, paustS 

wherever the camera appears. There is another way of creating oil 

impression of movement, also used in the My~liwski novel: pK· 
cures getting arranged into a chronological sequence. A peculiarsc:· 

quence, though: between the o pening and the conclusive picrurt, 

series of images rush in glittering activations and slowdowns: nc 

more photographic images, but frequently constructed in a photo­
graphic fashion. 

I. THE PROLOGUE ANO THE EPILOGUE, 
PHOTOGRAPHS. 

The picture appearing in the prologue and that in the epLlogit 
~re cw.o variants of a portrait of the father and the son. With the 

:\ft•c~:urc, t~e opening sentences go as fo!Jows: ~~is small m: 

:oac "fguy 10 the photograph, his eyes goggled, tn a gabard . 
'as I too large for him, burdened with his apparently roo-b · 
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hu - is my father. Next to him, in the navy-blue sailor-like suit, 

11ith the short knickers, in a white sailo r cap on the head, wearing 
the sandals and knee-high socks, is me."4 

The ocher picture and the conclusive sentences go thus: "He 
squatted down right beside and opposite to me, and watched me, 
miced, take out sand from the hollow. All of a sudden, giving 
1·em, as it were, to the joy he was bursting with, he bent his small 
head deep down and, scaring me in my hem -down eyes, 'Dad: he 
breathed out with his vo ice still gasping of the carrying of water: 
and this particular moment was preserved by someone - someone 
111ho stood, as one might guess by the photograph, at a short dis­
tance from us and looking down at us, so that not a hem of the sea 
could fit in, or anybody in the background."S 

The relationship betwee n the first and the second photograph 
isnoc limited to the similarity of the motif. but there is adjacency 
co ic: che son from the firs t-shown picture reappears as a father in 
the last. There is, thus, a double structure to the pair of pictures, 
•iiich reinfo rces the sign ificance of the f.uherly-filial relationship: 
•iien read 'from picture to picture: it shows {in the first photo­
graph) the father and his son and (in the second), the father and his 
:n; read athwart the image, ' from character co character: it shows 

e father and the son {in the father characters), and the father and 
the son again (in the child characters) . This double structural link­
age, or relacedness, of the photographs plots our the major line in 
z:nokrqg: the one that lin ks Pio tr, rhe central character, with che 

er (on the one hand) and with the son (on chc ocher). A paral­
ld of the development of ch is reciprocal relationship is drawn by 
die _movement of the sun in che sky: rhe sun climbing up to the 
ZCnich accompanies the juvcnescence of lirde Piotr (Piotru~). and 
"'hen the sun declining westwards becomes a more frequent motif. -,,.,,_ Wieslaw My~liwski, Widnokrqg, Wydawnictwo Znak, K.rak6w 
""'' ,p.7. 

Ibidem, p. 605. 
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Piotr symbolically lets go of his father's hand, and cakes little P.iwd 
(Pawelek) by the hand. The importance of this construction, which 
is crucial to the novel, is emphasised by the symbolical and realal:.­
sence of the mothers in these pictures. As to the fi rst, •Mother is mx 

with us. This must be a Sunday then .... Mocher is probably cook­
ing a dinner, for what else could have she done in chat summer and 
sunny Sunday, as can be seen in the sun-illumined photograph." 

The absence of the mother in the second picture raises nocommcm 

whatsoever: Pawelek's mother has disappeared much earlier, in an 
unclear and irresponsible manner, and Piotr brings up his son OD 

his own. 

The forms of non-appearance of mothers in both pictures in• 

form us of the structure within which the father-son relationship 

develops, but there is more to it: with the construction of a pho­

tographic image and a meta-photographic context - which dra"1 

what has, literally and metaphorically, remained beyond the frame 
- these forms build an image of two worlds. 

The world of the first picture carries the charge of ninmcnfh. 

century metaphysics of photography and nineteenth-century _c~n­

vention, which associated photographing with death, immobLlisa· 

tion , and hunting a victin/ . The first picture displays a father and 
a son posing to a photographer, pausing, lining up: ·we hold ont 

another 's hands and look somewhere into space, ahead. The father. 
with chose goggled eyes of his, me, with my sight screwing into• 
grimau against the sun . ... But I am not sure whether thosayts of flfJ 
father are really suing things. Were it not far the summer sun ablt:t 
around us, you could say that they are beggingfar brightneM m ~ 
surrou~dingdnrkness. Or perhaps, in the lightness of this sun, mortflJ 
ihe,r s,ighl beyond the horizon, they suddenly beheld something u·hi. 
15 auamable lo human eyes only in some ultra-11ision - somrt/,JNI 

' Ibidem, p. 7. 

~ Cf. lkmd Stiegler, Obrazyfotograjii. Album metajorfotografir.JIJ" 
trans. J. Czudec, Universitas, K.rak6w 2009, PP· 39-43, I 40- 142 . 

....... 
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dxy, horrified, art nor ready to believe."' Ihis image is preceded in 
rht uxt by an elaborate description of follies of the daemonic Gejrt­
iJrr Hanke, the only holder o f a still camera in the village. Is he the 
one who takes the picture? Perhaps, who knows; although Hanke 
would take no pictures on Sunday, let us note: "Yet on an ordi­
rury dayof the week, you would not pass through the village with• 
out encountering Hanke hunting people, with that camera on his 
breast, repeatedly from early in the morning, like a devil hunting 

fur souls, and he'd cake the snaps. Snap. Snap .... The village was in 
abluc funk whenever Hanke appeared with that camera of his. The 
mothers would remove the ir kids from the road, take off the pots 
drying on the fe nces, or the drying clouts from the clothes-lines; 
for, God forbid, he would go do the snap! If there was someone 
driving the cows, he'd turn back. Or, if there was somebody driving 
JC2ft, then he'd whip up the horse and Ay, while it was too late, for 
Hanke was within sight, then he'd leave the horse and che cart and 
the whip, and rush into the nearest curtilage, or den in the clos­
est insulation shelter ... . 'Hanke's taking pictures: the ill-omened 
ttdings ran around, passed from one person to the next."9 No-one 
cou]cl tell whether Gefrtiter Hanke was raging around the village 
111th a photo-camera or with a weapon, snapping or shooting, pho• 
tographingofkilling. And where it is, in which of che worlds, chat 
lhc~ual victims of his diabolic practices would come to life some 
<by: And they stood there still, as if they wou ldn't know if they 
~·ere still there, in the wo rld , or just in that photograph."10 

The figure of the father from the first picture, his pose and 
look, have to them a clear amb iguity of hunting metaphors of pho· 
iography: "Maybe it seemed to him that he was facing a gun-barrel 
olJ.mi~g at him, waiting for the shoot to come out. He is perhaps 
holding my hand even tighte r, as if to bid me farewell. He might be -lhidcm, p. 18- l9. 

Ibidem, p. 20-21. 
lbideni, p. 24. 
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willing to communicate so meth ing to me, but the words havejusi 

stuck in his throat. Or, perhaps, all the grownups had the eycs!ih 
that then, but it was invisible as long as they were al ive; chis onk 

comes out on the photographs from chose years, when the pho00:. 
graphs, tired finally of the length of memory, faded, and grew grC\" 
I'm just dazzled by the sun."11 

The sun in the second picture is different - and the whole phoro 
appears different. There is no daem onic photographer any rnort. 

no victim hunting; no death; no shutter snapping. There is a sccnr 

featuring the father buiJding a sand castle for Pawdek; rhe little ~ 
brings water in a bucket. Nothing is known of the one who took the 
picture: "And, who on earth could chat have been, for there's no­

one such preserved in my memory? Was it, by a chance, some father 
of one of those JacuS or Ireczek boys with whom Pawel played!' 
The lase picture is nothing of a posed portrait from a Sunday scroll 
it has caught the world in a vivid commotion, lively emotions. and 
movement: "And he [=the photographer] was probably mainly con­
cerned about Pawel, for my bent-down head is looming from bchmd 
the photograph's edge, as ifit were some shadow over Pawel's joy;ont 
even gets the impression chat it even disturbs che joy with which hii 
obtuse eyes, raised to me as they are, are burning. Th is joy lights tht 
photograph up, like the sun. As if unable co contain himselfwichmtt 
with that bursting joy, he has even kneeled down and, almost couch­
ing my invisible eyes with his beaming face, he'd burst out, 'Want mr 
to bring more sea for you?'•13. 

. Two pictures - and two models of meta-photographic think· 
'.ng: the one siding with shooting, horror, deach, and the one keo/ 
mg u~ with emettainmem, joy, and life, in the penetration and per 
meanon of reality and imagination, physics and metaphysi~, build 
two poles between which Widnokrqg spreads. There is mouon be--Ibidem, p. 26. 

lbidern,p.605. 
J Ibidem, p. 605. 
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nrrcn the two pictures, the two poles - also marked with a duality: 

rnlness and daydream; everydayness and fantasising. The trajecto­
ries of movement, its altering veloci ties, tracks and trails cross and 
Ol'n!ap, drawing a complicated map of the characters' rambles. 

2. BETWEEN THE EARTH AND THE SKY. 

Amidst this chaotic changeability, two types of movement/ 
motion seem of particular importance. The earth is elemental and 
the horizon essential to the horizontal movement, which in the 
noi·d's universe is associated wi th a Aacland landscape and mostly 

~pears in the moments when the plot is set in the countryside. 
The air is the element, and stairs the key motif. of the ocher type of 
mo\'ement, one that imitates, in approximations, the path made by 
the sun through the dome of the sky, the soaring and descending; 
ruch movement is associated with the peculiar, hummocky topog­
raphy of the town - and it is the urban landscape that sets the stage 
foric,in mostcases. 

Both types of movement, and/or motion, are described by the 
~Rections, scattered across the text on che nature of horizon and 
die nature of stairs'. The nature of' horizon is approached by the 
narrator as follows: "Who knows, it might be so that expectation 
u pan of the nature of horizon, because I was following chose fara­

~~red Aashes, as if I wou ld've been expecting something from che 
onzon too."I( As to the nature of stairs: "\'v'hen long ago I was 

::ing down these sta irs, pouncing, the people admonishing ~1e 
probably not concerned about me twisting my leg or doing :lf som~ other mischief, but rather, about respecting the nature 

ti e_~ stairs. But I didn't yet know, at that point, chat human fu­
gue is the nature of stairs".15 

-:---­
lbiden1, p. 602. 
lbideni,p. 326. 
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Expectation and fatigue seem to be figures of significance fer 
the routes sec by the characters, for the paces, decelerations and ac­

celerations of their movements. 
Each of the two types of movement portrayed in this n01-d. 

the one plotted on a plane and the soaring/descent motion,lwt 
two dimensions to chem: everydayness and fantasy. 

3. THE EARTH, THE HORIZON. 

The earthly, Aatlands-bound everyday life of the charamn 
is set and goes on in constant motion , whose rhythms and pacd 
outline the map of progresses and recu rrences, chaotic gecaway1 
and organised ventures, scrolls and unrestrained roaming. Oil( 
comes across deportee migratio ns, moving in waves to the rhythm 

of the warfront shifts; herds of cows d riven west to east; cravdsbf 

waggon, footraces across the pasture, slogging long kilomeumn 
the mud to join a collectivity session; t here are horseback hacks: 
subtle and camouflaged, but meaningful, motions are made. Ho, 
rizon is pivotal to such type of movement, in a double sense:: 
an element of the landscape, which tends to be reflected upan 111

• 

the context of the limits of seeing/vision /visibility, the bordmol 
the worlds and the undemanding of the world, and as an inner 
com pass facilitating orientation in the world. W ith the formtt 
function, as an element of the landscape, horizon is define~ 
terms of knowledge as well as imagination. An explanation g~\tll 
by the teacher exemplifies the defining through knowledge: He 
st~ctched h'.s hand forward and, twirling as if around an axis_ rustt 
wtth age, with his hand stretched forth, he said, ' Herc, rhe hncau 
around, between the earth and the sky th e one that encloses _ir» 

Should you be willing to approach it 
1

it will always be dra\\,nl 

back from you, keeping the same dista~ce. And you will alwapbt 
in 

the ccncre. What it confirms, though, is that the earth is rounJ· 
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shapcd: 16 The imagination-laden definition comes out, for in­
stance, in the narrator's comment on the sea: "For it seemed to 
he enclosed withi n this horizon like an end-line of the world, pre­
venting itsdffrom getting bleared by imagination, or by thought, 
as ifit constituted imagination and thought by itself; as if imagi­
nation and thought only be a defectiveness of overabundance in 
che face of it."17 Horizon as an element of one's internal equ ipage, 
acqui red as a human being grows up, is thus described by the nar­
raror, the moment he watches his son:" ... gradually, the hardly 
\'isible but ever less crossable borderline is getting settled between 
the cwo of us, one that defends us from each other - o r, putting 
it more strictly, one that defends him against me. This line is per­
haps already encircling his own horizon, one that would not have 
much in common with the spot on the hill where we happened 
to be stand ing, at the threshold of the stai rs, or with the city."18 

4. THE EARTH, IN SEARCH OF A LOST SHOE. 

Amongst the many kinds of motion /movement in the Aac­
land-rdated variant, the peregrination of Piott, a ljtcJe boy, and his 
parents to the adjacent commune, in search for a job for his father, 
seems to be the most significant. The wandering has a specificity 
to it: all three, carrying their luggage, are laboriously working their 
way co the destination - and once there, che purpose and the vector 
of their pe regrinatio n become altered. PiotruS has lost his shoe on 
the way, so he retraces his steps and, now only accompanied by his 
mother, starts and goes against the Row. This is a different type of 
movement, slowed-down, with a purpose not to reach a goal but 
to watch anentively, an d at times contemplate, the surrounding 

Ibidem, p. 26 1. 
Ibidem, p. 60 I. 

1 Ibidem, p. 322. 

-- -
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environment. Tension goes along with both peregrinations: Piotr'1 

mother sets the environment in a sort of nervous vibrating motKII 
and speeds up continually, always willing to move faster, get some• 
where on time, forestall or outrace somebody in something. She ii 
accompanied by her husband, who seriously suffers from a hcan 
disorder: now, his function is to resist any burst of energy. Passi-.·e, 
weary, and exhausted, it is him who slows down the procession,dt­
manding frequent pauses. Between these rwo co ntradicting forces, 

two velocities, Piotr pursues his motion ; situated halfway bccwm 
his mother and his father: he slows down at times and then hastcru 

again, helpless at his mother's excessive energy and no less hdplcss 
at his father's lack of vigour. Losing his shoe, just one shoe, he Wl· 

consciously finds a solution to the problem of how to stand onh~ 

feet again amidst all these contradictions; and, he gives boch ofhii 

parencs exactly what they seek: the father scops for good at chedo­

tination point of his first travel, in order co finally cake a real rtSI 

whereas the indefatigable mother sets off co walk the way which \\ill 
repeat the one she has just made: the direction be ing reverse n011 

The shoe remains lose, which is a meaningful situation: around th•1 

shortage the mother's energy develops and accumulates for a~ 

deal of time; her world speeds up as the father's world slowsdo1111. 

. ~e roam in search of the lose shoe, the regret because ~f: 
mabtbty to find the lost thing, became an occurrence that in 

mother's memory was to conceal another pain and remorse: "his 
possible that she was not very much concerned about the sh()(; fC( 

whenever she rebuked me because of it, I could feel chat chis )<)It 

shoe helped her release some pain when she was filled up wich p.u,. 

~~ouldn't understand one thing, ;hough: why that particular shot! 

e kept on reminding me about this shoe till her last brcath·Arid 
she kept on rebuking the father for having left her behind so earli 

:her than seeing his death as an instance of death as to which ibt 
ew he had had no choice but to consent, she would approach r 

as a breach of trust he committed by his own choice and in secrtf 
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from her. She would always speak about chat death of his with a 

tintofdeception; with a conviction, glowing somewhere inside the 

1'0rdssheunered, that he could have stayed alive ifhc wanted co." 19 

5. THE EARTH, KAZIUN, TM MOVING ON NOW'. 

So, there is the mother, wandering around in search of the lost 

shot, firmly believing in a successful outcome. And, there is moreo­

ma parallel figure - the other wanderer, named Kaziuii. He would 

not goto look for a shoe; his mission is of higher importance: what 

ht: wants is reach for the point where the sky meets the earth. He 
6rm!y believes he will gee there so meday, though the others are 

doubting it: "In any case, there was nobody ready to believe Kaziuii 

•ii~n he told them, stretching his hand out coward the horizon 

again and again, that he's going co reach over chere, sec?, the place 

rhe sky touches upon the earth, and then on, merely uphill, and 
111 a day or two I'll be here, right above you, lads. The thing I've 

got co do first is getting chere. One day, with a stick thrown over 
hushoulder with a small bundle hanging on it, he finally said, 'Do 
,.,.atch my cows for a wh ile, lee them have a good meal. And then, 

getrhem driven to Sroczyiiski and cell him I'm not going back. I am 

go~gup there'. Stretching his hand forth toward of the horizon, he 
tv.·isted around as if he were not aware yet which direction to go. 
And, he moved on.M20 

Before he did, Kaziuii would lecture Fredek and the other lis­

'.en~rs on his own philosophy of motion/movemenr, and of life: 

~hc::usc ~he toughest thing is to move on. Not really to reach 
you re headed hue co move on. Make the fi rst step. The first 

;:ei~,t~ind you, is not made by you r legs: it is m~de ~y ~our h~art. 
c hearc that moves first, the legs followmg 1r. For this m -Ibidem, p. 368-369. 

Ibidem, p. 261-262. 
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happen , not only do you need power but you need a purpose: 100 

for to prevail your heart and say, 'I'm moving on now'. Which 
much t0ugher than tO say, Tm going to die now'; butagain,10~ 
'Let me get born now' makes you a litcle less trouble. And this ii 

what Fredek was not certain about - whether he couldemdoiL 
say to himself one day, Tm moving on then'. \Viii not thcwhli' 
of this village, these fields, meadows, cows, the father, mothtr 

and death, cling onto his legs? Kaziul1. is a different story, rhern 
no-one to fasten onto him, even the cows he grazed were nochil 
those at the Sroczyflskis' will sigh with relief all right once ht 
goes, as they wou ld have to look around and find some youngn 
goatherd soon."21 

Kaziuii. disappears indeed: first, from the pasture and thdl 
on, gradually, from the story; finall y, from the people's mcmc 
ry. He would not be back to the village. H e returns in a ,·isioo 

of Piotr, in a final scene that precedes the description of the last 
photograph: "The sun was descending lower and lower cowud 
the horizon, growing larger, redder, increasingly sharpening the 
borderline between the sea and the sky. The sea, halted over cheff 
by the sky, and the sky, arrested by the sea, were damming each 
other up, overlapping, forming as if a thick stitch, red wirh tht 
red rays of the setting sun. All of a sudden, emerging, as it wt:" 
from the other side of the stitch like from behind a brink, tl'l 

ol~ Ka~iur\ from the pasture appeared against the stitch - as:~ 
0 bJect, JUSt a corpuscle, he .... Wearing th e same old hat, the 
on his shoulder, the bundle hanging on the stick, just as he_"·JS 
when leaving us then at the pasture, he walked along the sut~ 
~isappearing once into the redness of the solar rays, his hat 51:id 
ing out, hardly spottable, and then emerging from behind thcst 

~ays again. He only seemed to be bent down more, as ifhe found 
It hard to fit in there, in chat tight adjacency of the sea to che sk' 
He tottered along, making steps that seemed smaller than usu»--11 

Ibidem, p. 264-265. 
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ofcirednm, perhaps, or caution, minding that the sea would not 
rub him off."22 

Piotr's mother and her pertinac ious wandering in search of the 
lost shoe, and Kaziull , with his travel to the edge of the earth and 

the sky, offer two examples of wande ring in time-and-space, two 
dilfrrenc registers, purposes, speeds, two varying paces and philoso­
phirs, connected with a principle of life, a strength which Kaziull 
named, 'I'm moving on now', 

6. THE SKY, THE STA IRS. 

The sky-scraping peregrinations of the Widnokrqg characters 
consist of climbing and descending, sh ining up and running down, 
gomg up and going down. The travels from che countryside co a 
~ 11 involve surmounting the hillocks, taking the effort co move 
upwards, whereas moving around the cown where Piotr lives with 
hu parents calls for dealing with che stairs every day. Treadmill is 
Ole parallel figure to horizon (as inspected in a round-about out­
line), its metaphor being the cyclical nature of countryside rituals; 
die cupola/dome of the sky - the model for semi-circumferential 

:~vcmc_nr: would match several metaphorical images: the sro1~1-
. of Piorr s pregnant wife; the vault of a cellar where people hid 
nt>m bombs; the cellar above which the tango-dancing1-Aisses Pon­
da dwdled; and, primarily. the sta irs in the small town: the ones 
ida05e narure is human fatigue, as Piotr has observed. 

The stairs o rgan ised the life in the rown, with its structure 
~ topography: "The stairs began right behind our house and as­
,endcd, almost straight up, with slight deviations co one side or the 
~lher ··· up to the very top of the hill on which the rown was sicu­
.ucd, Or, conversely: since everything is conditional upon where 

UC l0caced in space, as che space determines our feelings and ---Ihidem, p. 603-604 . 

......___ 
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ideas and, in consequence, ou r fate - the stairs began at the top 

of the hill whereon the town was located, and cascaded down the 
most precipitous of its sides, to the place where that extensive pl.tic 
had its origin."2.3 

Two instances of movement/motion seem particularly ITIC2!l­

ingful in the subcelestial variant: Piotr's wanderings up/down the 
stairs (with his father and, afterwards, with his son) and hisfanu 
sising about Rying. 

7. THE SKY, 'LET'S TA K E A LITTLE REST'. 

The stairs in the town slow down the pace oflifc (it seemed to 

the locals chat they "hoist these scars at their feet, as some punish­
ment of sorts, apparent!(), though they urge the heart forwards and 
exhaust its forces prematurely: " ... on a flat ground, people tend ro 
be benign, living slower, sleeping slower, talking slower, and then tit 
hearts beat in them at a slower pace. Here, you'd get up, chink, flOI 

to those stairs again, and you think at o nce you wouldn't do~n~ 
at all; you regret that the day has started already. And SO tt IS, 

by day, one week after another; then, for how longwiJI chis heart ill 
yours do its job? It could trail you a hundred years across an even SUI'· 

face. And here, well, it 's like with the fath er. You just cannot walk. de 
cendy; such is this town, you know."24 Piotr's father, a cardiac, needs 
seeing his doctor often. Piotr accompanies h im in the expedidonsto 
the medic, through the stairs, dozens of stairs: the fathcrslowsdQ'i\1'. 
Scops, tells stories about battles, moves on, slows the marchingdQ'K1\ 
and. gets moving again. After his father 's death, Piotr is told cune arJ 
agam that it was his fault, or inadvertence; had they walked to the 
d~tor another way, his father might have been still alive. Withed 
his father, Piotr would tackle "these stairs by leaps, cwo, th ree .si:c? 

11 
Ibidem, p. 28. 

14 
Ibidem, p. 339. 

--
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aatime, and down the stairs, five o r six, so his mother could never 

conceal her astonishment, almost on the verge of fear, about me be­

ing there right back ."21 Years afterwards, the stairs become the venue 

tt-htrc rwo poles of time adjoin each other, and so do the two pictures 

-the one from the prologue and the one from the epilogue; as he 

climbs the stairs with his son Pawelek, Piotr would stop at the stairs, 

urrcringhis own father's words: 'Let 's take a little rest': ~At that very 

moment, I just realised that I took Pawel with me all the way to here 

aith no other purpose but co rehearse these words, 'Let's take a little 

rest'. I fdt something like pangs of conscience with respect to him, as 
I ha\'e guilefully drawn him into a role which, after all, was my own 

role.and I was overwhelmed by the fear that I might perhaps be un­
~k to be up to the role,"26 

The rhythm of slowdowns and accelerations while wandering 
up and down the stairs seems to act as an initiation into the role of 

f..che r, an entry into the space of passing away, a check of dying. Pi­
~r'sdead father is present in this space, in chis climbing palimpsest: 

He could have guessed, perhaps, that we are standing somewhere 
high out there, on the~ sta irs, because I was getting the impression 

:
1f~e~trongly wanted to lifi: my head and glance cowards us, but 
dadn t manage. I could moreover feel, most dearly, the warmth 

ofhis hand in the handrail on which my own hand was resting, and 

~ could even sense within it something like tiny slight pulses of 
hu heart, although I was nor completely sure whether the heart has 

really bten the reason. For how on earth would it have been plau­
iib!e for the heart to reach, from deep down upwards, up to here, 

()Ur _place, where we stood with Pawel, along an ordinary wooden 
~t5tcr, which was moreover decayed, affected with illness like his 

09.n h:arr, which was hardly bcating."27 

H15 peregrin ation with the mother in search of the lost shoe, -Ibidem. p. 28. 
Ibidem, p. 326. 
Ibidem, p. 327-328. 
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which is meaningfully enticlcd ' ln search of the lost shoe: was ti-( 
way they made to find the missing item in the pair. His wand~ 

along the stairs, after the father's death , now with his own son,'1'21 

a way of searching for the lost time; a way to the missing link: tht 
way to the father. 

8. THE SKY, THE FLIGHT. 

The peregrination ofKaziull, who, carrying his bundle, madci 
journey co the bounds of the earth and the sky, has a lot to do\\itlt 
the other (apart from climbing the stairs) variant of skyward tm· 
els: the Aights made by Piotr, the wanderings of his imagination 

their varying paces, and sudden landings. 
"l was completely unaware at chat point of the karusstory,but 

when you looked down from chc hill upon chat Aatland stretch~ 
down there, you could be pretty tempted to spread your hands full 
wide, Aucter them in the air a few times, and soar above the plain. 
higher and higher .... I could see myself many a time with my hands 
spread out tearing me off the hill, floating me up, me soaring 300\t 
the scairs •·· so my mother couldn't acciden tally spot me, be ir for 
the shadow I am casting on the ground ... but, unforcunatdy, OIJ' 

basement-apartment door faces the plain and out of this door I~ 
see my mother dashing, driven by che premonition, must be so, fer 
she couldn't have heard my flowing flight, could she, and now I~ 
hear her screaming chasing me up to the sky, 'Bought the sugar 
The salt?! And the bread?!' . 

. I am '.0standy losing the power in my hands, I can fe~I soinc­
~hingpullmg me down, like a kite by the rope; I'm descending,falf­

~~g ;~wn, an,d appear before her, ashamed, as I haven't bought: 
u ' ~us.e Ive bought myself some halvah, and lost che rest co 

chapp1es, in a round of dodgebaU." 28 

u Ibidem, p. 27-28. 
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The roaming up the sta irs, down the stairs, and the illusions 

of ffying nurtured by Piotr refer, on the one hand, to the way of 
his mother and to the way made by Kaziurl; otherwise, they add 
10 Kaziul1's spell , 'Now move on', another spe ll, 'Now go back'. 
The fou r stories, four peregrinations suspended between the earth 
and the sky, pursued at various paces, with different purposes, and 
11ithin different orders - real and imagined, encircle the plen itude 
of the horizon, the plenitude of fate, and life; a beginning, an end, 
md a new beginning. 

9. PHOTOG RAPHY, ILLUSION. 

Wulnokrqgopens with a photograph and concludes with one. 
Fran~ois Soulages, a photography critic, has grasped the essence 
of photograph thus: "A picture remains a question mark about it­
ielf, the reality, and ourselves. It is in the course of the quest, and 
through it, that we move fo rward - whilst the transcendental ob­
JW remains beyond our reach."29 

Wuinokrqg begins and ends with a photograph, which is not 
merely a picture as a material object, o r thing: the photograph is 
ilio photography, the practice of photographing, whose principle 
IS Slopped movement: fast o r slow, earthly or skyward. In terms of 
die construction of this novel, photograph(y) adds its own spell to 
thOSc of Kaziull's 'Now move on' and Piotr's desire 'Now go back': 
die spell being, 'And now, stay there' - endure, persist, do not dis-
1PJ>(ar. Betwee n the first and the lase picture, the first and the last 
SC~tence, the first and the lase moment, there is a game going on in 
diisnovcl, with phorograph (y) creating its illusions - itself turning 

ll.lt~obea paradoxical produce of illusion: 
l obviously could not realise what that moment would be-

;;---
Fran~ois Soulages, Estetyka fotografii. Strata i zysk, dum. B. My­

trth•F-Orajter, W. Forajter, Univcrsitas, KrakOw 2007, P· 119. 
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come for me. Perhaps I was even displeased at someone's keeping 
there to make some silly photograph. And this is why I cannottcJ. 
for sure now whether it was Gefreiter Hanke, though I really C2ll!'HX 
think of anybody else; but, who else might chat have becn!Thm 
was no-o ne having a photograph ic camera in the village. Then, 
chis be ever plausible, I should say nobody took chat piccurcof111 
it has merely, as is customary w ith photographs, been found )U! 

afterwards among the other picrures:30 

This article is an output of che project •The age of theory. Th: 
Century of Polish theorccical literary studies", NCN 20 14/13/B 
HS2/003 I0. 

PE3IOME 

«KTO·TO OCTAHABAl-1BAET HAC 
J.13·3A fJ\Ynoi::i <l>OTOfPA<l>J.11-1•. 

OT CHHMKA K CHHMKY - MDKAY BE!llAM11' 
ABHJKEHHE, HEnOABHlKHOCTb, HJ\J\!0311!1 H 

<l>OTOrPA<!>J.1)1 B POMAHE « rOPYl 30HT• BECAAB-' 

MblCJ\HBCKOfO 

C IIHMOK KaK MaTep11a.u.11oc C03.UHHC, CHHMOX , no1uu•aci,uill LP 

IICU.U,- :no npCAMCTC HC.IICllblM, IIC0All03Ha':lllblM , napaAOKCI.AbilWMC'Tt 

T)'COM. OH HCnOABIIJl(CH, IIOTporacT; MCpTB, HO nOJ\Olt ,i.'.H31l\t ; n:pta'-
8 cc6c: epc:r.u,, CnCl-lH4lHKY KOToporo PoAalt 6apT onpCACAIIA KaK • 11r 
ui,.o.(iyAyutcc» ( paSSC-futur). B p0Ma11c Bcuasa M.1>1cJ\11BCKOJ'O 'foj! 
lOltT• napaAOKChl 4,oTorpacjmu KaK 8CIJ.llt ltMCIOT oco6oc 1t31>1epcH"' 

::~: A:~::::C.11 II IIMll 3aKa11•urnaCTC.II ttCTOpi-UI, 011 11 np11Aa~~IO,l 
____ • opra111uy10T cro ,paeKTopm1, .IIBJ\.IIIOTC.1111app 

Wicslaw MySliW5ki, op. c it., p. 25. 
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(TIOl)'o\OM H ttapAAY C 3THM 1.1.irnoH, AOKYMCHTOM H 'lCM-TO MarH'lCCKHM, 

COlJ,al'lT CtTb OTHOllICHHH MC)l(AY repOAMH. nptt 3TOM )KC HCHJBCCTHO, 

on:yA.ll OHi! 113JIAl1Cb, 'lCM OIIH JIBAJUOTC.JI H ACHCTJHITCAbHO AH HX cyll.lC­

CTIOBaHHt B Ka'ICCTBC BCll.leH B pOMaHC BnOAHC AOCTOBCpHO {_pea...tt,HO ). 

HaCTOJlll{HH TCKCT - )TO npCAAO)KC IHIC TaKOI'O nOAXOAa K p0Ma11y 

« fopttlOHT», B KOTopoM nepeb1H H nOCACAHm·, CHHMOK COJAalOT It op­

nHHlflOT 1,rnp poMaHa, a CH HMKli- BCll.lH ,l<HBYT caMH 110 ce6e HC06 1>1'lal'i­

llOOXHBAtHHOH )KHJHblO. 0HH npCACTaBMIIOT co601i Ha'laAO ABll)KCHIIJI 

lJt)HII, ero KOH Cll II HO BOC Ha'laAO. 
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JERZY KANDZIORA 

JERZY FICOWSKI'S "A READING OF OBJECTS" 
IN ESSAYS ABO UT BRUNO SCHULZ' 

I. 

Jcrzy Ficowski, a distinguished Polish poet (d. 2006), spent 

many years preserving and reconstructing the biography of Bruno 
Schulz - world-famous artist, writer, and mythologist. He success­

fully located some of Schulz's manuscripts, especiaUy correspond­

ence and an; however, the majority of works and letters were lost 
during World War II. Bruno Schulz, a Pole of Jewish origin, was 

shot by Karl Giinther, a Gestapo officer, on the streets of his home­
town ofDrohobycz (today: Drohobych) in the eastern part of the 

uuerwar Second Republic of Poland. 18-year-old Ficowski found 

OUt about the death in the spring of I 943, shortly after sending a 
letter from Warsaw to Drohobycz, a "declaration of faith• inspired 

bv reading Sklcpy cynamonowc [The Cinnamon Shops]. The en--A. R~c. title of the paper refers to Jerzy Ficowski's Odczytame popiolow 
admgof Ashes, 1979), a collection of poems on the culture and an­t~u~n of the Jews. The paper is parr of a research project financed by 

u National Science Ccmre in Cracow (decision no. DEC-20 11 /03/ B/ 
oSl/04352) . 

......__ 
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tire Schulz oeuvre exerted a strong inAuence on Ficowski's highlt 
sophisticated and magical poerry, and the act of salvaging w1.1 oo 
be conducted in his poems and cwo biographies of the writer fn.,. 

Drohobycz (Regiony wielkiej herezj i [Regions of the Grtat Hc:­
esy] (1967) and Okolice sklep6w cynamonowych [Around di 
Cinnamon Shops] (1986). 

Objects, items, and material traces play a vical role in the dii­

cussed search and if at the Sofia session I decided to prts(nt !it.­

erary endeavors focused on objects it is because l believe in thri: 
extraordinary power to attract attention and in their ability tomt 

diate between our "today" and the past, to which they can lei 

Embedded in Ficowski's biographical tale on Schulz, objem ID.! 

items assume che form of a prop ~ centered narratio n, 

P r op - c c n t c re d t a l e . The particularly interesting Schuh· 
themed essays in Okolice sklep6w cynamonowych feature prtcist~ 

these touches of matter. The author applied anapproad 

consisting of arranging an entire essay around a single, salvaged ob­
ject - a document, an item, a graphic work, a drawing, or a ligc­
rative motif - from the universe connected with Schulz's OOI'Tt 

Prop-focused narration places the reader in a tangible, maieru. 

and concrete reality, distinctly outlines the world's horizon, and ar 
lowed Ficowski to use such reality as the foundation of an en~ 

symbolical stratum and to derive from it diverse, opalescent~ 
cal meanings. , 

The literary and historical, or _ in broader terms - cuJnJ!1, 
context involves two traditions connected with the r o I e Of th 

object in collective memo ry. On theonehanii­

the E~lightenmenr tradition of collecting, gathering, and n,USCU­

pracnces, which treat objects as representatives of a larger wh 

and a collection - as a •d imi nished universe"; on che 0the~ hall' 

- the .Romanticist tradition of regarding objects as a n,edi '.": 
;arena! carrier of memory and emotions confronting obh~,oi 

wo books rcpresenring a broad cultural spectrum from the be' 
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dttline of literature, art, and anthropolo gy excellently document 

thcsc traditions. The first o ne - Zb ieracze i osobliwosci. ParyZ -

\\"(nccja. XVI -XVIII wiek [ Co!Jectors and Curiosities. Paris and 

\(Jlice. XYich to XVII Ith Centu ry] by Knysztof Pomian ( 1987}2 

-d~s with modern collecting, together with its inherent category 

of cur ios icy and enco mpasses cabinets of curiosities, collec­

tions of ancient artifacts, pinacorheca galleries, and private muse­

wns. Moreover, its range also includes earth science and biological 

sciences. The second publication - Stanislaw Rosiek's Mickiewicz 

,po ~mierci}. Scudia i szk.ice nekrograficzne [Mickiewicz (After 

Death). Necrographical Sketches and Srudies]3 - reconmucts the 
Romanticise cult of mementos, including the essential category of 

pass ing ,exemplified by the post-mortem twists of face of Adam 

Mickiewicz's personal belongings. Its chapters feature such tides, 

as:0brocy rzeczy (Twiscs and Turns of Things). Pieni:idze i rzeczy 
Money and Items) and Kamiell z Hawru (Scone from Le Havre}. 

A closer examination of Ficowsk.i's prop-centered narratives 

about Schulz in the Okol ice sk.lep6w cynamonowych series, how­

ever.does not make it poss ible to unambiguously insert it into one 
of die two centuries-old cu rrents of celebrating objects - Renais­

sance-Enlightenment scientism described by Pomian and the senti­

memal-Romanticist emotionality depicted by Rosiek. 
Ficowski is the author of Dobrodziejstwo inwencarza [Lock, 

Stock and Barrel ]'\ a small and highly personal book accompany­

ing _c~e. Gabi net Jerzego Ficowskiego [Jerzy Ficowski's Cabinet} 
nhib1t1on in Sejny ( 1999) and a sui generis guidebook ro his col­
kctions. Could this be a clue leading us to the Enlightenment for­
mula of collecting objects, associated with cabinets rarher than an -Callimard 1987; Polish edirion : Zbicraczc i osobliwoki. Paryi -
Wcntcja XVi-XVIIl wick, cranslartd by Andn:ej Piciikos, Paiisrwowy 
~ tWydawniczy, Warszawa 1996. 

sl~•o/obraz teryroria, Gdallsk 2013. 
J. Ficowsk..i, Dobrodziejsrwo inwencan:a, Pogranicze, Sejny 1999. 
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exceptionally devout approach? The Ficowsk.i collection feanl!ts 

ammonites from the area of luk6w, a pre-war telephone, assoftt\i 

butterflies, a granite stone from a column of Warsaw's demolishrd 
Russian Orthodox church, a cartridge case of an anti-aircraft m~ 

sile from 1939, an old music box. In other words, this peculiar col. 
lection is distant from Linnaean taxonomy, a systematic attitude. 
and the ambition to be representative in any given field. 

Ficowski has always emphasized che essentially functional rok 
of his collecting, the fact that the gathered objects were imendal 
to stimulate poetic imagination. When asked by Magda Ubccb. 

what he, as a poet, must do with objects for chem to stir his imagi· 
nation and create a metaphor, he replied: 

"ltisupcocheobjeccsrodo something -tobeaffili.i.trd 

with me and to remain in a state of community and dependenct. 
This is a question of converging certain places and time. The}' .rt 
always connected with time lo ng gone by and conmicced sothai 11 

would not pass without a trace. If there are any meaningful amu­
lets in my life, then these exhibits play this role. Upon return,timc. 
is never the same; the past becomes overrun with the cuttings <t 
imagination - it is experienced and imagined in equal measure>\ 

Ficowski thus conce ived items neither as cult objects (in the 
Romanticist manner) nor as systematic collections of certain cat 

egories of objects (a microcosm built with the Enlightenment k 
lief that the world can be grasped as a collection), but rather as 
~lace where poetic concepts are born,ofmaJ(W 
importance for his works; Ficowski traced his poems back to the 
one-off ~evelations initiated by objects. And this is exactly hOli 
would like to interpret Ficowski 's prop-centered account ~ 
the writer from Drohobycz - as rev ea 1 in g the rruth al,oul -~be C2.lowiek Pogranicza. Z Jerzym Ficowsk.im rozmawia M~ 

ki cka_ l200 I ], in: Wcidenia Jerzego Ficowsk.iego wedlug recCf\lP 
; cOw I ro2.m~wz lat 1956-2007, selected and compiled by P. Soffllll'-' 

ogran1c1e, Seiny 20 10, p. 717. 

____ __.., 



JERZY FJCOWSKl'S ~A READING OFOBJECrs· 263 

Schulzby using th e key of one-time poetic rev­

ela tions. 

2. 

Let us trace the process of poetic mediation involving an object 

ruing the example of four biographical essays. Henrietta iJakub is a 

tale of two headstones designed by Schulz for his parents. The story 
of their construction and devastation, along with the entire Jewish 

«metery in Drohobycz ("The great Jewish cemetery died a tragic 
death, like so many other cemeteries. Its post-war site has long been 

occupied by blocks of fla ts of a residential district", RWH 125)6 

forms a parable about the frai lt y of matter and the 

i mm or ta Ii t y of ar t . After all, memory about Schulz's par­

ttltS was more effectively preserved in the world of his short stories 
than by headstones lose without a trace: "Solid Trembowla sand­

stone, which was intended co preserve the memory of Henrietta 

and Jakub for centuries to come, floated into nothingness. Had it 

ever occu rred to their so n that his work, achieved by elusive imagi­
nation and a pen, would be their most lasting memento?" (R\'v'H 

1_25). In ocher words - we are dealing with a "prop-centered" narra­

tion about the passing of matter and the eternity of art. 
Yet another factor proved to be decisive for the inimitable 

ch_aracrer of the essay. The legible exemplum and parable were in 

ihiscase complemented by Ficowski's subtle poetic game of maldng 
Hates o r degrees of realness perceptible.Themain -R~H = J. Ficowsk.i , Regiony wielk.icj herezji i okolice. Bruno Schulz 
'Jtgo lnitologia, Pogranicze, Scjny 2002. The abbreviarion is followed by 
an e~ct quote location. When there is no separare foornorc, I also use 
lhu volume to quorc Ficowski's essays from the Okolice sklep6w c_rn~­
~~ch series, originally published by Wydawnicrwo Literack.ie in 
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fabric of che rale in question essentially involves the varied inten­
sity of substanriality. Its world is organized by beings, half-bcinp 
and non-beings, a changeable intensity of existence, both whcn R­
cowski meticulously described matter and the appearance of the 
headstones, when he wrote about "the Trembowla sandstone" asii 
touching the non-existing stone, and when he quoted fragmcn~~ 
Schulz's birth ce rtificate, with particular emphasis on rhesurpriiin; 
poetic quality of the official wording- " form er p roper1y 
owner s " [Translator's Note - a play on words, which in Po!im 
also mean ~former reality owners"] (RWH 127) - referring to the 
financial standing of che parents of Bruno Schulz's mother, Henri­
etta (Hendel) born Kuhmerker. The rhecoric of a prop, a parabli 
becomes illuminated by a ray of poetry endowed with an endrch­
individual character and derived from the deep sources ofFicow· 
ski's poems. 

Elements of poetry also emerge in the biographical ·pror 
centered~ essay Druga strona autoportretu czyli podanie 81'\lllO­
na Schulza [Self-Portrait's Reverse, or the Application of Brun 
Schulz] (199S) focused on Schulz's pencil self-portrait. ~arin! 
from 1939, its reverse features a draft of the writer's applicauon for 
enlistment in the Soviet Trade Unions of Western Ukraine, writcC!I 

in the second half of September, after the Red Army invaded Pc 
land and established a reign of Soviet terror. Ficowski describes dt 
draft as "primitive - matching the level of its reader's requirc[1ldl:l 
- confessions [written ] in a hurry and a state of tension• (R'fH 
416) and included reproductions of both sides of the page: the scJI· 

portrait and the application (RW H 41 7-4 18). 
The essay conduces a detailed exeges is of the dozen or so sell 

ten~es that compose Schulz's appli cation . We learn about the h• 
toncal context and the veritable game o f survival played afrer th< 

~~t:leo: the .Red Army. This is the first p oet i c pa Ii '.11 P s; 
by Schu;:a;he~rom beneath the outwardly loy_a1 express1o~~entl> 

e emerges the truth about a penod when au 

-
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cmciviry came to an irrevocable end and became replaced by an era 
ITWked by fear of Soviet dominance. The interpretation proposed 
by Ficowski ascribes significance to each occasion when Schulz 

crossed something out, to his hesitation and scylistic undertones. 

Ficowski quoted Schulz: 
"My paintings and subsequent literary o utput, which brought 

me some acclaim, did not perform a social function; rather, it was 
intended to serve the liberated masses as a form of pleasure, a pure 

game of imagination offering a taste of life and happiness" (RWH 
416). 

As the sketch progresses, the palimpsest seems co shrink and 
finally achieves the size of an i d e o g r a m of sorts. The exegesis 

of the text leads us to che original point of departure - a sheet of 

paper, the self-portrait mutilated by Schulz's nervous handwriting: 

"He wrote, crossed out, then wrote again on the reverse of his 

acellent self-portrait, not mind ing that the scrawls were showing 
on the other side of the page, with the paper so chin and transpar· 

cm that the lines of the draft disfigured the drawing" (RWH p. 
416). 

We gradually become aware that this two-sided record is acer• 
rain symbol , an ideogram to be precise, of the artist's oppression 

and ~carh. At the end of the essay the motif of a cantoned, deleted 
face ts considered in an already unambiguous exegesis and irs poetic 
intcmion is confirmed: 

"( ... ] his first death - asa write r - the death of Bruno the Great 

in the second half of 1939, preceded the other death [ 19 Novem· 
bc:r !942 - J. K.] by almost three years. Perhaps when writing his 
Application - Pact he was sti ll unaware chat the verdict had al ready 
bc:cn pronounced" (RWH 421 ) . 

• Several other Ficows ki's essays on Schulz follow the formula of 
a prop-centered talc" and increasingly resemble the author's o rig· 

ma! output, rendering a unique collector's item as their paint of 
departure: a salvaged work (a manuscript, a graphic composition) 

....___ 
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or even a single recurring motif (object) present in Schulz's works_ 

In the essay Ekslibrisy czyli Stanislaw Weingarten i inni [Bcxi,. 
plates, or Stanislaw Weingarten and the Others] four prts(r.·cda, 
libris bookplates made by Schulz for Weingarten and Goldsttiii 
play the role not only of independent objects, arcifaccs descrilxd 
and evaluated at the end of the text , hue also m o c ifs bin dint 
a narrative that is not really about the t itular bookplates hue alx:a 
the people of che Schulz period. The essay focuses on Weingarten. 
a Drohobycz resident, the writer's childhood friend, lam a clcn: 
at the KGalicjan oil company, an enthusiast of Schulz, and a co 
leccorofhis works, often portrayed in Schulz'sgraphicworksand 
drawings, as well as on Maksymilian Goldstein, a Lvov banktr. 1 

collector of Judaica, another acquaintance of Schulz. In additiofi 

Ficowski described the circle of young artists - residents ofDrohc 

bycz in the 1920s (Mundek Pilpel, Michal Chajes, Maria Budracb 

and others), to which Schulz and Weingarten belonged. We~; 

hear the voices and see the figures of o utsiders, owners ofholl)CS 

in Drohobycz and later Lvov and l:.6dZ, where Weingarten scaitd 

as a subtenant, and learn the history of his collection, whosi: &lg· 
ments appeared from time to time in l:.6di antique shops aficrtlit 
Holocaust. 

Each tide of such details deeply im merses the reader in the 
social and linguistic idiom of Schulz's biography and acts as a rt· 
markably intense mediation with the period and the context, untu 
we appear to lose the contemporary vantage point, from which tit 
boo~plates are discussed. The genealogy of characters is recorded ID 

detail: ~This descendant of Dawid Halewi, a famous sevcntcenll, 

cemury Lvov rabbi, was the initiator and founde r of che Jeviul• 
Museum in Lvov, a banker, and an affluent man" (on Go!a5icin 

along with names of places, the appearance of bourgeois intc~ 
the ranks of officials, and the names of institutions: ~Prior to \\ or~ -Lm ;~s-~icowsk.i, ~kolice sklep6w cynamonowych . Sz.k.icc. pri)'CZ'-nl,;. 

p l ' Wydawnictwo Literack.ic, Krak0w 1986, p. 27. 

--
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\\'ar I he worked in the Stroh, Sokal and Lilien banks and subse­

quendy in the Lvov branch of che Austrian Credicanstalt; dur­

ing the imerwar period he was a proxy at the Lvov branch of the 

\\'arsaw Discount Bank" (also about Goldstein)8. The same holds 

1ruc for the romances and flings of the Drohobycz youth : "Staszek 

[\\:'eingarten] was then in love with my sister Paula, known as Pep­

m, while Schulz was more interested in me" (an account of Maria 

Budratzka-Tempele)9, all depicted in a "box"-like, digressive man­

ntrancl with reverence for even the slightest details. 

It is difficult to resist the impress ion that we are witnessing a 

seance of sores, in which the incessantly summoned bookplates, 

prior to being described, play the role of am e d i um , a cry s -

tal b a 11 making it easier to take glimpse at the past and bringing 
115 much closer to the fairy-tale, poetic topos of travelling in time 
and space. 

The prop in Okolice sklep6w cynamonowych essays tends to 

act as a carrier of a significant, key feature or motif of Schulz's art. 
We can speak of a pars pro toto figure, che seminal, salvaging role 

of a single artefact testifying co the artistic principle of many other 
Schulz's works, lost during the war. The Fcrecron z pamofelkiem 

!Fererory with a Court Shoe] essay focuses on the titular morif 

ofa woman's shoe originating from Schulz's graphic composition 

Proccsja !Procession], pare of the Xi~ga balwochwalcza [A Book of 
Idolatry) cycle made with the cli chC verre technique in the 1920s. 

Here Ficowsk.i directed his attention co the rule of a sublimation 

of masochistic longings, which especially dominated Schulz's art­
•·orks, 

When writing the essay, Ficowski had ar his disposal highly 
concrete evidence, a letter by Tadeusz Lubowiecki, one of Schulz's 

fric:nds, discussing the writer 's masochistic practices. Lubowiccki 
Wrote: -SchuJz was a textbook example of a masochisr par excel-

~ 
lbid,p.26 . 

..___ 
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lence~ Ficowski, however, did not pursue this path nor qlllKt 

Lubowiecki's account. Instead, he too created a specific sub!imait 

of masochism and fetishism, as if following Schulz's examplt hi 
doing so, he did not depict the concrete, but rather the aura, dit 
ambiguity, the understatement, the sub Ii mat ion. Afcer all,tt 

is the mysterious process of"cransforming" biological determiru.n11 
into a work of art chat Ficowski found truly interesting (hencedit 

Eucharistic nomenclature as the essay's stylisation element). Th~~ 

a way of thinking chat reverses dark theories concerning the sdf. 
destructive nature of masochism in general, and ofSchulz'snuso­

chism in particular (best exemplified by Sandauer's theory that the 
writer's shooting by a Gestapo officer was a suicide of sorts)10,dui: 
d iscovers a compensatory outcome and actually describes ho\\'ill 

this celebration of arc the sublimatory transformation of unW 
filled internal desires becomes an artistic manifestation. 

Here, a prep consisting of a ferero ry with a court shoe is ro 
some degree an apogee of this process, but Ficowski's essay b~lr 
encompasses the climate and aura of all mysticism, spiriruallSlll 
along with the ratio elements present in semi-legal areas. le Wli·cn 

between scientific terminology ("hylozoism~ "hierophanics", "idc»­
atry"), which essentially remains a poetic salute cowards nro·pci' 
itivism and the Vienna Circle, between the aura of modcrniSl(I(· 

cultism linked with early twentieth-centu ry clinical psychiatry~ 
an already entirely Eucharistic celebration , full of deification'°"­

heretic sacrum, with the narrator occasionally assuming rhe roklll 
a priest ("Let's try to hold a ceremony" RWH 109), rhus sarura~ 

the text with the joyful content of the Gospel, the heretic lirurgyc 
the word together with an ofi:-repeated chorus "Hosanna! Hocu,­
pocusanna!". 

-io _Ficowski discussed this thesis proposed by Artur SandaucrmorcC:S 

tensiv~ly and polemically in another essay d edicated co Schulz - P~f 
towan1e do podr6iy (Preparation for a Journey), 

---



JERZY FICOWSKI'S •A READING OF OBJECTS• 269 

3. 

Back to the initial question posed by these reflections, con­
mning the Enlightenment or Romanticist tradition of cultivating 
objects, which defined Ficowski's se nsibility in his essays on Schulz; 

I shall not propose an unequ ivocal solution since both traditions 
hare merged into a single whole. Let us leave this dichotomy be­
hind in order to pronounce that the literary, profound reactivation 
of Schulz's world through a n o bject expresses Ficowski's 
conviction chat a single discove red artifact, a manuscript, a particle 
ofmattcr must suffice for Sc hul z's entire out­

put and bio graphy, in place of the thousands of letters 
lost in burned down apartments, the legendary unfinished novel 
Mcsjasz, and the vanished graphic works and paintings, short sto­
ries and personal notes. 

Second, these prop-centered talcs also rediscover Schulz by 
rraching the very essence of his works, the most important 
charac t ers and com ponents of hi s po et ic s. A 
process of substantial trans formations involves objects and matter, 
asin the essay about the changing degrees of reality, with the grave-
1t0nes of Schulz's parents as its point of departure. The text about 
Schulz's self-portrait and application from the period of the Soviet 
oc~pation contains a palimpsest quality, a diminution of~1•, and a 
d~mtegracion of the individual. Finally, a procession of the writer's 
fnends mythically emerges from few preserved bookplates, just as 
Schulz's double, J6zef, created brand-new worlds and stories out 
of old decalcomanias, bits of illustrated magazines, and Rudolf's 
SUmpalbums. The world of Schulz, seen through Ficowski's imagi­
nation and, simultaneously, enriching the I.mer, returns in its full 
splendor. 

Trans I. Marc:k Chojnowski 
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PE3!0ME 

«nPO'ITEHl1E nPEAMETA» COrAACHO E)l(H 
<!>vll\OBCKOMY B HO O'IEPKAX O 6PYHO WYAbl.11 

Cnn.11 CTaBllTCBOdi UCAblO aHaAH3 O'ICpKOB nOAbC l.'.Ol'O nom EJi 

<l>uuoecKoro, nOCB.lllllCHllblX Epytto WyAbUY, npo3attKy H xyAOXK1ID1 
noAf>CKoMy eapeio, KOTOpbli1 6blA y6m a Aporo6w1e a 1942 ro,1,y.B 11t 
CT0.111.UCC apet.UI Wyt.bUa OTHOOIT K 'IHCAY BblAalOlllHXC.11 npeAcr.tBKTWi 

asattrapA3, flOAbCKOH AOBOCHttOH ,\Hreparypbl. B 1..1enTpe nawero BIII­

Mal!H.11 HaXOAHTCJI flOJIJITHC «peKBH3HTHbtH paccKa3». HraK, npc/JK!, 

pCKBtt3HT, apre4>aKT .IIBMIIOTCJI 3a'IHIIOM OTACAbHblX O'ICpKOB O Wy.\Wll 
ocraea.llCb np11 3TOM HCTO'IIIHKOM fl03TH'lCCKHX pCM HHIICU(~HUHii nr: 

lllAOro. Ha n p11Mepe 'l ( Tbtpcx 3CCC cl>11uoecKoro Ofl HCbIBalOTCJICTioah­

HHCTpyt.1etrra,rn3au11H p CKBH3HTa, B 'laCTHocnt: ero OTHCCCHIIC K !lfD' 
BIIAaM napa60A.bl, npttA3,IHIC (MY poAH nocpeAH HK:!., ycnHaBAHBlllllr 

ro CB.113b MC)i(Ay 'IHTaTCACM H KpyroM APY3CH lliyAbl(a, OTKpbITHC 8 ROI 

cylllCCTBCHHOro "YAO::KCCTBCHIIOro npHHL\1-tna TBOp'lCCTBa lli)'Al>Ua ~ 
HaKOHCLI, cro TpaKTOBKa B Ka'lCCTBC HACorpaMMbl, KOrAa coxpaHHBWIIII 

CJI, XOTJI H nonpe::KACIIHblli apTeq>aKT (a HMCHHO aBTOnOpTJ>eT Wy.\l,lll 
CTaHOBHTCJl 3HaKOM HAH q>mypoH AYXOBHOH CMCpTH xyAo)KHHU 8 IKp­

BblC M(CJIL\bl BOliHbl. 3TH ACTaAbHblC aHaAH3bl AOnOAWIIOTC11 pui,u,IP 

IIHJIMI! Ha TCMY cnolicTBCHHOH npocBCU(CIIHIO H poMaHTli3MyTJ)a»I~• 

CBJ13aimoH C KYAbTyp11oi"1 3Ha'lHMOCTI,IO npCAMCTa B o6u.-1e(TD(HHOM llt 

MJITH. 
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KINGA PIOTROWIAK·JUNKIERT 

"NOTHING WORSE THAN ONLY NUMBERS'. 
THE POETRY OF ANDRAS MEZEI ON SHOAH 

Let my right h:md shrivel 
If I forget abom the tattooed !di: 
Andris Mezei A21 J 79 

Muzcum Yad Vascm -
morro on the wall 

THE CONDITION OF HUNGARIAN POETRY 
ONSHOAH 

The reflection on the poetry of Andris Mezei about the expe­
nr:nce of Shoah should begin wich questions about the condition 

>f lhe Hungarian poetry and the position of the undertaken topic 
if war and extermination of Jews in afterwar lyrics by the Danube. 

The first problem which arises while dwelling on chis issue is the 
question of auto- and hetero-represcncation 1• These notions are 

~~ by Agnes HeUer in che text on .,the pclirics ofbiologica.l iden­
llty. In the concexc of the Jewish literature in Hungary, these no­
tions can be treated as phenomena of .,social and literary idem.it( 

l'hec:hc:r or noc the author belongs co the Jewish circle of wrners --A. Heller, Wyklady i mninarium lube/mi~, Lublin 2006, P· 36. 
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and what influence it has on the literary outcome are of pivoulsig 
nificance. The next questio n perta ins to the poetical languageaix 

the search for new forms o f artistic expression which communiaa 

the writer's talents while m ainta in ing the cultural decorum. Thela 

issue refers to rhe interpretatio n of works which suive to gec,11 
from decorativeness and which are concisely fac tual and consist• 

emly hermetical. 

The Hungarian debate around the topic of Jewish poc1rytt· 
laces to a basic but still unresolved issue: is it more adequa1rn 
use the notion of ,,Hungarian poetry" about the Jewish cond~ 
tion, or the notion of .,Hungarian-Jewish literature• [zsidO-mtt 
yar irodalom]? This dilemma dates back to the 19th century as, 

similation processes of che Hungarian Jews when it was notic~ 

that the issue of .,Jewish literature" is in fact a political andsoaai 

problem. Bela Pomog.l.cs (Magyar irodalom vagy zsidO-ma~ 
irodalom ), who has researched the o rigin of these notions, pain~ 
to their not so much complex but absurd character. If the lei'· 
ish authors who write in Hungarian are denied the right to Ill 

elude their artistic output in the general Hungarian heritagethdl 
should authors who come from th e German borderland (Fercn• 
Toldy) or Slovak families (S.l.ndor Pet6fi . the national bard ' 
be treated likewise? And how do yo u draw the lines bet\\ttl1 

the multicultural works of an by Hungarian writers! <::~ 
speak about such a phenomenon as .,national literature · 

of consequences, hostility and antisemitism (including .literlf\" 
amisem itismM from the times of BC:li Ku na's dictatorship in 

th1 

lOs) have shown that the artificial separation of Jewish li te~rurc 
demonscrated the lack of possibilities and willingness to de,d 

~ools which could support cultural assimil at ion o f artist5 ofJ~ 
ish background. Pomog.1.ts writes: -~ h B~ Pomogits, Magyar irodaUJm vagy zsidtJ-magyar ;roJa/,o,,I~ Ir. 
S : ar ts hattirolt. Tiiprtngiuk a magyar-zsidO ;rodaUJm Ii~ 
zer . P. Torok, Budapest 1997, p. 111. 
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I don'r believe in the notion of ., Hungarian-Jewish lit­
crarure~ Hungarian literature, similarly to other European 
litmrures, has never been homogcnous and monolithic, 
it has not been homogenous enough to provide area in its 
spirirual uniry for variegared forms of human and commu­
nity identification( ... ). O ur literature has a rich hisrorical 
and incellecmal tradition in a regional sense as the literature 
of the Danube region, Alfold, Transylvania and the area of 
roday's Slovakia, bur also in a religious sense as Catholic 
and Proresram literatures. Each of these have rheir own his­
torical dynamics and a separate spirimal dimension.1 

The problem with understanding the special status of Jewish 
literature in Central and Eastern Europe seems to be recognised 

md leaves no doubt that it is a multilingual phenomenon. The 
works have been written in Modern Hebrew (lvrit}, Yidd ish and 

the regional language (Hungarian in this case}. By choosing as its 
medium the language of the co mmunity of its creators, this litera­

ture naturally becomes part of the national heritage. The difficult 

cocxiscence between Hungary and their national minorities ( in­
dudingJews} in the Hungarian culture has been visible in cultural 

brcakth roughs led by artists of Jewish o rigin . 

• The group of artists united around the literary journal .,Nyu­
g..t (1908- 1935} can serve as an example. They arc the embodi­

ment of all concepts of the development of artistic practices that 
are comparable with the greatest achievements of the \Vest- France, 

Gtrmany and England. The literature now considered as funda­
mc.ntal for the development of contemporary Hungarian prose and 

lrnc poetry have bee n created under the auspices of the journal 
where the majority o f Jewish writers published their works: Ern0 

Osvit, lgnocus, Miksa Feny0, Oszk:ir Gellet, Mil.in FUsr, Em6 
Sl.tp•. A similar case took place around the successor of Nyugat --Ibidem, p. 11 7. lf not otherwise stared, aU translations are mine. 

This topic is covered in the extensive monograph: J. K6binyai, S..it-
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the journal of .,Magyar Csillagn - which united Aladir KomlO!., 
Dezs6 Sz.omory, Kiroly P.ipai, Zold.n Somly6 and many othrn. 
The creation of artificial divisions inside literature led to a situation 

in which key achievements of Jewish authors we re and at the same 
time were not Hungarian accomplishments, e.g. the development 
of European modernism by the Danube in the masterworksofm­
thors from ,.Nyugat". 

The history of the debate on .,Jewish liceraturen can be w• 

lysed in parallel with che growing Zionist moveme nc in Hungary. 
In the light of the pro-national policy of the late 19th century :md 
ami-Jewish propaganda of the interwar period the most frequent 
solutions of che difficult issue of social coexistence were severingall 
artistic ties, exclusion from the literary canon of Jewish writers and 
publishing bans. Thus conceived uartistic racism• brought about a 
situation in which all forms of writing practice became a manifesu­
tion of identity allegiance, The most dramatic aspect in the histo~ 
of this problem was the fact that both sides of the conRict wrote Ill 
the Hungarian language which was the main medium of artistic a· 
ploration and its inspiration. After liberation in 194), when Hun· 
garians were trying to restore their war-torn country, in the micht 
of the few who came back, another wave of hatred was dirccred ai 
Jews. Agnes Heiler writes in the essay: A ,,zsidOktrdts•mego/Jh.iut 
lansdga (TheinsoLubiLity oj"thejewish question"): 

Few neighbours coming back from Auschwitz were 
welcomed with arms wide open. The majority was treated 
as intmders and were led ro understand that it would have 
been better if they too had been exterminated as moscJews 
in the gas chambers. So rhe first spomaneous answer to Hol­
ocaust was a new wave of antisemitism. At rhe times ir was 
justified by the fact that people did not want co give back 
the appropriated Jewish property. They already got ustd co 

s-::,.,~ is Upas~vis. A ,,MUlt Csjov6", a ,,Nyugac• 6 a modern zsulJh-· 
.i mtgttrtmtey, Budapest 2014. 
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tht fact that they owned the Jewish things and apanmems 

in which they had been living for some months. s 

The afierwar period turned out to be a most important lesson 

fur Hungarian poetry. The discussion on the war was mostly led by 

authors whose works were defined by che narrative framework of ex­

perience of fighting and being the victim: Janos Pilinszl...-yi {1921-
1981) who wmte about gulags and Mikl6s Radn6ti ( 1909-1944) -
aUtholic from a Jewish family murdered by the Nazis. Pilinszky as a 
Hungarian witness of the struggles at the front, che aur.hor of verses 

on horrors of fighting and the camp experience (Ravembriicki pnssio 
R.at·rnsbri«lt's pnsJion, Francia fagoly / The french prisoner, Harbach 

1944, Hannndnapon/ On the third day, Egy KZ-ldger fa/Jrn/ On the 
i.·.Jlofa KZ-lnger)f', Radn6ti as a victim of the nazi EndlOsung, mur­

dered in the death march while coming back from Serbia to Hun­

g.t)·as a representative of the Jewish people though in fact nor linked 

11,
1th the Jewish culture, a conscious Catholic {baptised as an adult) 

and a recognised expert and cultivator of the grandest achievements 
of the school of French lyric poems. Radn6ti's poems found while 

ahuming the writer's body from a mass grave were published in 
tfte volume of Bori notesz (Hetedik ecloga ( The seventh ecWgue, Nem 
;:;atom/ I can't know.A la recherche .. , Titova oda I A hesitant o~e, 

llrtt menet/ Forced march, Razglednica 1-4') show a totally d,f. 

~t Writing phenomenon which is based on expressing the most 

~and knowledge of endangered life (Serbian camps in 

A. Heller, A ,,zsidOkirdis" mego/dh,itatlamdga vago m&t nUlmem 
Jvbrni&, mbt nm, nigernek _? M1Ut ts JOvO, Budapest 2013, P· 40. 

All except the last work were published in Polish in the volume: 
{~ilinnky, Apokryj wybral, przcloiyl oraz wst~pcm opauzyl. J. Snopek, 
,,ny 1999_ 

One volume of poetry by Radn6ti ( in notebook format} has been 
~lt.';h_ed SO far in Poland: M. Radn6ti, Spienioneniebo, wyb6r, pos/oy,; 
Jllypisy K. Sutarski, translated by T. Nowak, F. Netz, K. Sur.u·ski, · 

""'k, Ke>k6w 1980. 
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which men appointed for forced labour were held and made to work 

through classical poetic forms - odes, eclogues, sonnets, a detp posi, 

tioningof the texts in the broad context ofl irerary erudition, in rtftt. 
ence to masterpieces of world poetry and prose. What can be ca.sih 

assumed and what is confirmed by studies of Hungarian cri tics,~ 

was supposed to prove the particular artistic strategy that was form­
ing and crysralising in the rime of the greatest dehumanisation. Asif 
poetry was the impossible antidote for inhumane, anonymoUS Clltlp 

death. As if the borderline experience of death could be balanced or 
answered through literature and, ipso facto, as if the power of artistic 

creation could accompany humiliation and dehumanisation. 

Despite the key role which Pilinszky and Radn6ti played. in Ult 
creation of aft:erwar Hungarian lyrical poetry, especially in the sfuii, 
ing of the framework of textual representations of the war experience. 
their presence in the readership's awareness did not rranslare intoi 

more substantial and purposeful building of the literary canon 00 

Shoah. The topic mainly functioned in che circle of writers connect· 
ed with the Jewish culture whereas their publications were frequentk 
read only in hermetic groups. However, it docs not change the bet 
that this literature was present, though marginalised and. remo\·ed 
from mainstream discussions about literatu re after 1945. 

G~bor. T. Szinc6, considering the nature of the difficult P~ 
~Jewish literature in Hungary, points to the fuct that afi:er_\\enl 

ar II, the Jewish topic was treated as a rel ic of the past, a penp 
topic which only concerned those who left the country in !956' 
the latest as they were going ro Israel or another place chosen as their 
life and literary emigration destination. Amongst the writers 11,fi,: 

represemed the highest artistic level and cherished the dying and 
disappearing part of the former Central European world he n~ 
lmre Ker~Csi., Agnes Gergely, Magda Szekely, Pal Bardosa, G)~ 
Oalos: Mihaly Komis, GyOrgy G. Kardos, PCcer N:ldas and Andr» 
Mew •. All of them write about the topic of afterwar experience Ull -1 

G. T. Su.nt6, (Magyar)-zsidO irdnak /enni. In : A h11tdrh 1,,it,1,,,k--

__....... 
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ditfmnt way. They search for different literary figures of speech and 

discuss .the new language" of arcs. The strategy fulfills a major role 

ill the post-transformational literature when it is crucial to balance 

Ulfdrrorum9• Sz.lnc6's article allows to understand the reason for the 

misricchoices. 11 ( ... ) the descendants do not understand the writings 

oo the graves, or chose engraved in the walls of the synagogues and 

die remnants of the prayer books{ ... ) - the Hungarian critic opines 

-the fact of being a Jew is a black hole which does not encourage 

ncdl«tual discoveries, anxiety and guilty conscience brought about 

the appearance of the closed terra incognita of the soul 1°. Those who 

could. understand the quoted words as a reproach arc the Hungarians 

-ho a\uid. the topic of .,the Jewish question" and the participation 

of the Hungarian people in improving the work of the Nazis by the 
Danube. Alterwar Jewish literature did not require inccllecmal abil­

iry from the Hungarian readership, did not focus on religious con­

lCib.d.id not list the not always obvious historical nuances - it was 

cbiscd in the grim ,.shadow of the trauma•, it wanted to develop the 

space for communicating the truth about the burden of che negated 

being and. the social rejection. It was the vision of the lonely, aban­

doned, recovered or appropriated objects that ~came one of the 

lllOR universal metaphors. 

FACTOGRAPHIC POEMS 

Resolving the question of the literary affiliation of Mczei 

19.30-2008), a poet who belonged to the generation directly c.x· 
J)cncnced by war, docs not requ ire much thought, because as the 

p,253. 

I' I wrote abour one such textual concept in : K. Piorrowiak-Junl<lcrt, 
K. /Uni< ZAglady w litera1uru wrgierskiej po J 989 roku. Casus .Mih:ily.i 
'"'i.s.:, (Podan ie), ,.Por6wnania" 20 14, no. 14, p. 83-98. 

Ibidem, p. 25J. 
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author of several poetry and prose volumes, essays and criticalicn, 
he undertakes the topic of Jewish culture 11 which he success~ 
shaped for years both in Hungary and Israel 12• He is considered 01t 

of the most important Jewish wri ters by the Danube. His wri!U{ 
is devoted co representing the experience of Shoah and came inm 
existence due co the need of creating a poetic idiolect which wodl 
allow to develop vocabulary chat could express and define the ,ltw· 
ish identity of che author. 

ln the opinion of critics and interpreters of limary worb, 
Mezei is one of the greatest representatives of authors who Crtltt 

the so called ,.cenyversek~ these are ,.faccographic poemt I -IX" 
ems about things", .,poems about facts" 13, chat create - as it wasa­

pressed alter some years by Itam.ir Jioz-Keszt - theepicpacmabca: 
Shoah. The concept of fact0graphic poems was based on ere~ 
small fragments, pieces, or even ,,scraps" of the new who!e, a 11-hok 
which carries the mark of the diffi cult and impossible knowkdgt 
of what had been violated, destroyed, ruined and wrecked

11
• For 

11 
A. Mezei made his dCbur in che circle of Hungarian poccs wirh dx 

publication in the legendary anthology Tlh.fdnc [Ffrt danct,195SJrbi 
presented young writers who express a revolutionary resistance 1~.rdi 
the political situation. The authors of the volume (Andris Mew ind 
Gibor Garai, Mihaly Ladfoyi, lmre GyOre) shortly after when they be 
came ~the voice of the generation, chose their own artistic way. M~ 
1961 - 2007 published 21 poetry volumes and 8 novels but also publllll 

~~xu hono~red with major literary awards includi ng. AttilaJ6z.sef. nd,.r,' 
Meze1 spem a year in L~rael (1949-1950). Later, the lcge 

anth010sY of Hungarian poeu who wrote in Hebrew was published 
csodiuzarvas ( 1988). 

Ll le iswonhmenrioningthatthis poetic form issimilarrochc.SOalltd 
toems-objccts" and .. poems-documents" by Wladyslaw SzlengcL 1;: 

escnbed more in-depth by analysing the signi ficance of the space ;;m .. :brcts in B. Shallcross, eadem, Rzeczy i Zaglada, Krak6w lOIO. 

,1 -, I. J~!:.~::z:ntitled Dandys i iydowskie rupiede~. sro/. In: /:r. 
• Ttnyvmtkt6l a sod-eponig. Meze1 Andrd 

____.. 
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Mari the starting point for carrying out a private reconstruction of 

the memorised prewar and war times was faccographic knowledge. 
Let's takr: a closer look at two poems which represent this poetic 

concept-Numbers (Szdmok) from the volume of Adorno 1993: 

NUMBERS (SZAMOK) 

No cry of sorrow nor shriek of pain 
nothing more horrific than sheer numbers: 
51 days, 147trains 
to rake 434 thous:a.nd Jews aw2y 
and 200 55-men 
and S thousand Hungarian guards 
willingly, by the hundreds 
first to the ghetto, 
then to brick facto ries, 
:1.nd when they plundered everything from 

the railwaycars, 

80 Jews to each car, 
famished and thirsty straight co Mengcle 
from the d:1.y of the German :1.ggression 
forced but ready to serve 
not refusing co obey the Germans 
they were simply obliging, 
h:1.lf a miUionJews in the province: 
only IOJ>(:rcemlefialive.1$ 

(translated by 
K. Piotrowiak-Junl<len)" 

di_;ulkrn ma (2000-2010). K6bdnyai}dnos inurj,li, Budapest 20!0, P· 

A. Mezei, Adorno, Budapest 1992, p. 29. 
All tnnsl2tion in chis article, unless sr2ced otherwise, arc mine. 
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THE FACTOGRAPHIC POEM 

To make sure they rook all the Jews 
rhc guards combed 
chcentircOcrecskc 
where they found the 93 year old 
Grandma Krammer 

and l:.va NCmcri's younger brother 

who was 3 years old 
they dragged chem towards Nagyvirad, 

rushed co the others 
nor rn dday rhc deportation 

so that the nearly six millions 
will nor miss these cwo. 17 

Zsolt Koppiny, while analysing Mczei's factographic !)()(~ 

described them as a form chat goes beyond chc typical ,.prose dt 
scription~ ,,There is a multiplication of facts but in order !O bnn~ 

the composition to a master levd, he begins co scrape this surd:' 
most external layer of reality" - writes che critic in Rmirmbtr' 
1 944-2004'8

• The pivotal as~ct is co find che answe r about th( ll,I· 
cure of .,the scraping, ,,scratchingn [kapargatni}. These wordsunice 
two contexts of meaning: going beyond the establ ished bordcni 

the form of destruction and the awareness of a mulcilayer scructtJI? 
of the wodd. Poetry undertakes the challenge and puts the r(:#1 
in a position of somebody who needs to be confronted with u 
lyrical image. There is no place for ambigu ity. Everything~ 
around the nearly encyclopedic communication around "hia 
Mezei positions a couple of people usually using their names 

11 
~bidem, p. 35. . . \ft 
Zs. Kopp.iny, Rmumber! 1944- 2004. A HolokauJZI rdmrtnJ·· :it A.,uiraJ rbryveraei. ln: Az Oreg tOlgy ts vastag dga. Budaptst 200;~1 \Ii!' 

20
f S. WWw.mck.oszk.hu/ I 0300/ I 0319/ html/ [date of access: ~ · 
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lllnlames. The volume Adorno is full o f names {Mojse, Arie, S:ira, 

Richel, Abrahim - from the poem Family his1ory or Sanyi from 

UslllNusi), place names (Majdanek, Treblinka, Nagyv.l.rad, Derec­

ih, Auschwitz, Szombathely), daces and camp numbers. Such an 

unambiguous identification eludes the war statistics and shows the 

lll'lquestioned seriousness of be ing which cannot be drawn up by 

means of mathematical algorithms. However, the significance of 

the described strategy should be noticed: faccographic poetry by 

rrjming the lyrical background of a poetic text, limiting or even 

blocking the intuitive ,,ambiguity" of the language of somebody 

Iba irants to tell, who does not want to forget or shed even one 

Jtcond of pain and in face forces one particular interpretation. Be­

hind the pretense of economy and succinctness resulting from the 

.iccumulation of daces and numbers, there looms the need of read­

ingclie poetic message as a metaphor of the human beingconfronc­

~with the History: degraded, deindividual iscd and mostly deper­
lOnaliscd. Paradoxically artistic cools that create the effect of ,.fac­

ttigraph( are simulcaneously elements of a strategy of ,,text chat is 
Jtruith-e to the hidden metaphoric code~ Thus, Mezei unites two 
competences in his works: che competence of the archivist, witness, 

tnformer (who breaks social and political silence) and interpreter 

'1to fills a gap in the knowledge of what happened in Hungary 
but, fine and foremost, wanes to provide his own diagnosis of the 

l'IO!ated humanity. People whose death he watches, describes and 

;fines the world of numbers, can be .,written down• by means of a 

ncsof numbers. Th is painful finding also pervades the poetry of 
uthcrauthors. 

J~os K6b.inyai compared this strategy co the Orphic gesture 
pointing to two other writers who also experienced a child's mem­

~ •f Shoah - Magda Szekely (1936-2007) and Agnes G«gdy 
ill~n 1_933). The first as a wife, the other- as a great ~tofShoah 

pnvately as a friend) tried to create a textual subsmuce for the 

rtality in order co find ep istemological tools for it. 
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As children they survived Shoah and thei r fundamental tipt• 

rience was to lose one of their parents and live in a torn funi!y. To 
legitimise their own heritage by means of creating poems about ii 
was both a human and an artistic decision. 19 

Agnes Gergely confirmed her identity status on a numbn 
of occasions by writing express ive poems showing the essence of 
memory taking place in an intimate world of text to which access 
is granted only to the person who remembers. In Gergdy's woth 
the border demarcated by memory also seems to be a safe area. Tot 

poet in her key poem Ajtoft/fdmon jel van - Sign on my door jamb 
( 1963) presents her postwar attitude chat was based on a,·oiding 

certain activities char were inherently connected to the dead, tht 
biological sphere of being thac dissolves after death into small J)21'· 

tides. For Gergely, coming to the cemetery is the gesture that cha· 
ishes this side of existence : 

I don't have memories 
and if I do I don't tend to them 
I never roam the cemeteries 
I don't care for organic chemistry 

However, the next verses contradict the situation of cht 
speaking ,,I " in the first stanza which subconsciously surreoden 
to the stronger wave of memory chat wishes co revive the i~ 
~f the father killed by the Nazis. Recalling che dead- signifi~t 
in the context of reflection about Me zei's poetry - is possib~ 
thanks to ,,vegetative memo ry", instinctive and focused on re.­
rearing elements connected with the physiology of che body' 
1

' J. K6b.inyai, A magyar-zsidO kOltiszel J 50 ivt. In: A magyar-~ 
~Wm t07'tbuu. Kivirdgzds ls kiszdntds, Budapest 20 12, P· 189· 
in: K~::pic _of corporeality in female poems on Shoah is ia:;:~ 
G l A. ogyi, Y.in-t a holokausztirodaiomnak ntmd Szlkt/y 
t,i:az,:::s, ~tnty Z.su~a Vtrstir6l. ln : Trauma, gtntdtr, ;roJ~ 

tnu surtptk jtltnt6slgt a trumatikus tapaszta.katolt 1 

____..... 



"NOTHING WORSE THAN ONLY NUMBERS~ 283 

obsmed behaviours, manners and h abits: 

But sometimes around November 
when chere's fog and behind che damp glass 
I gasp for breath, 
though I can't sec your fig ure 
from the vegetative memory 
your movement seeps through 

I fed chat between your long nervous fingers 
the thermos and the can opener tremble ( ... ).21 

The phrase in the tide does not pertai n ro Jewish symbols but 

to the memory of the fathe r. Mczuzah is not the sign bur the per­
IOn lost in childhood, take n away to the so called forced labour 

uid killed there. Gergely devoted other poems to her father (i.a. 

,ipu, Bolond munkaszolgdlatos) which were the basis for treating 

her works as part of art that deals with the war times. 

A significant similarity can be found between the poetry 
focused on building an intellectual distance that loses with the 

pennanenc impulse to remember and the artistic practices of 
Mezei, The poet in the act of writing the prothesis and phan­

tom of the war reality later secs the finished work of art as a 
metonymy of a world that is impossible to comprehend with 

ihe h~man mind. H e uses poetics of objects which suddenly ap­

pc~r in all the verses bringing a deep message and provoking 
to Interpretation that will venture to read the meanings hid­

den in those objects. Some of rhe objects see m robe grim relics 
of th0se whose memory is not maintained in che new but not 
btauciful country: 

frtt/meztstbm, szc rk. B. GyOre, A. Menyhfrc, G. Szabolcsi, Budapest 
lOl(p. 147- 164. 

A. Gergely, Ajtdfllfomon, Budapest 1963 . 

.....___ 
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In rhc sca led Jewish shop 
there arc as many sandals for the harvesters 

scarfs in dots, strings, straps as kerosene 

in the containe r 

marches, a mouse trap, crysca Uised sugar 

( ... ) 
lamp shades, candles, oil lamps 

stickers and angels for one filler 
( ... ) 
Hungary will be richer 

since they give orders co close down Jewish shops ( ... ) 
[First sup] 

The unique ability to "see" can be noticed here. The poet fulfilk 
her own mission and clearly points to a particular aftcrwar anamoc· 
sis - recalling the old lost and due co chis almost unreal reality. 1hr 
objects are the incentive to initiate memory work chat is ba.sed oo 

ploughing through past events. The perspective of an object is ofrt'T 
importance - it is a static, material, inanimate and passive spaccbil 
it connotates the human world which is t ransient, painful, dynarn-: 

and tragically unfolding in the midst of m erciless history. k can it 
concluded that two poetics, Mezei's and G ergdy's, combine theca>­
cept of talking about the living by means o f looking at the rcmninti 

of the old world. It is obvious that even this attitude allows to form 
conclusions that correspond with the earlier theses : if you can encloit 
the fate in an object, if the object provokes to depict the silhou~ 

of the dead, then the seriousness of the past life, no/ms volens, ~not 

remain intact. In a sense the abandoned objects that are somenmcs 

recovered from the war's turmoil silently describe che outcome of the 
human being's face. The bottom line is that it aligns to the mate!UI 

world and it is a bitter disappointing equals sign. 

As a 10ndy creator of afi:erwar awareness, groping in the d~ 
unsure of the possibilities of the language and constantly trafl 

gressing its borders, Mezei attempted at developing several cop)I) 
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ITlich confirmed his intuition. Id.mir Jioz-Keszt - a Hungarian 

p(l(t from the Jewish circle of the creators of Hebrew, while talking 

with Jinos KObinyai From factographich poems to the epic poem of 
Shoah mentioned that: 

leis very difficult to write about the Jewish experience in Hun­

gary. It is almost impossible. He began to write official poems on 

the Jewish fate several years after, only in the mid 80s. Before that 

he11,roce in hiding. He published it but hid the topic in the poems 

\ ... ).If you permit me to speak of myself, I played my part in it: An­

dris -I say co him - you've created something totally new.22 

i\,fezei'sartistic innovation was met with formal and aesthetical 

rtSistance that was based o n nor fulfilling the d irective co maintain 

the paragon of bravery and heroism which were the on ly preferred 

~d accepted forms ofliterary representation of the experience of 

A115Chwitz in the 60s and ? Os. Imre Kerte!sz was in a similar situa­

tion when he tried to find a publisher for his first novel Lost fate 
~dheard that he .,was late with che topic"23 and the artistic form of 
the proposed work was not permissible as it does not meet formal 
rc-quiremenrs. Other fo rms than the brave and the heroic were not 

allowed because - as Jinos KObinyai says - there was no place for 
di~m in literatu re. The literary main stream opted for existential 
vtsions whereas the copic of Shoah was marginalised"24. Nonethe­

kss.Mezei buil t his poetic bastion consistently. The next seeps lead­
ing co_ the creation of factographic poetry steered cowards anempts 

to wnce poetic apocryphs and biblical commentaries [ Gentzaret, 
J4b,Jezm lava], and those finally resulted in chc shaping of a 

=~~~e ~?nce_p~ of writing about Shoah. Irrespective ~f the period 
lion wze.is wnnng, he always decisively opts fo_r conm~us ob~rv~-

hich allows to notice the lack and the nme passmg which 15 -I.Jaoz-Keszt, TinyversektOla sod- eposig. .. p. 134. 
,nn,.'- Kerr(sz, D-ziennik galernika, translated by E. Cygiclska, W;uszawa 
"""'•P-27. 

lzraelisu/Umma ... ,p. 135 . 

....__ 
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a destructive force. The poetry chat arises from the reflections,W 

poetry that stores and chooses the form of encyclopedic messag,~ 
counterbalancing the gaps in public knowledge of the timcsof111 
and the fate of Jewish fam il ies in Hungary. On the basis of thC!C 

poems, the reconstruct ion of places and railway cracks that toot 
away the Jews from the province but also the Budapest ghcnocan 
be carried out. 

Maturing enough to be able to speak about one's expcricnct 

with the voice created for the need of the poem, developed imoa 
highly complex process whose first ind ications were nocedaftertbc 

war ended and - as can be boldly asce rtained are still valid - tbc 
Hungarians did not attempt to work out the trauma and rcjectol 

on a number of occasions any endeavours to discuss the war and 
come to terms with the past. 

The times of the political t ransformation of 1989/1990 did 

not bring the expected social and cultural thaw. The cominu(l'J)j 

marginalised output of the writers of the second and third gcnm­

tion that struggle to come to terms with the identity of their anco­
tors in the realm ofl iterature, made them choose the artistic cxptn­

mem. The writers prefer tabooed literary genres that were excluded 

or at lease undesired on the genological m ap of camp writing: _fur· 

ytale (G. Nemeth, ZsidO vagy?, 2004)25 , grotesque (G. T. Szant( 
ldgmnikulds, 2004)26, satire, allegorical novel (G. Schein, /.A=-i 

2004)27
, stylised as medieval sequence (Sz. BorbCly, HaWiti potfff 

2014)28
,etc. On the map of formal and genological experimcrt 

,,factographic poems" occupy a special position as living, patU 

n G_- NCmeth, Zsid6 vagy? Poz.sony2004. G;ibor NCmeth's no'"dL . 
vagy? 15 written as a fairytale that present a child's experience of g~ 
to_ ~ow the difficult Jewish identity. The fairytale and itS ondric coled 
~•mmate the reader's feeling of horror and dread of being. 

r ~-t Sz~m6, Ldgmnikulis. E/beszi/esek, Budapest 2004-
u S · ~em, Ldz.i,-, P_Ccs 2004. 

z. rbCly, Haiott, pompa, Pozsony 2014. 

--
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dironiclesofShoah, transcripts and reports that serve to remember 

~ut those whose names were substituted by series of numbers.29 

Transl. by Jolanta Sypiafiska 

PE3IOME 

•H11 '1ErO CTPAW H EE, 'lEM OAHH 'IHCAA». 
no331,rn AHAPAWA ME3EH nEPEA AHJ..1OM WOA 

Cran.JI llOCBJIWCHa npH6,\H)KCHlllO no3TH'ICCKOro KOHUCnTa AH­
~wa Mmu (1930-2008), KOTOpb1H B CBOCM TBOp'ICCTBC {m,1eCTOI B 

IIU)'TOMAdorno) C03A3CT HOBYJO no3Tll'ICCK)'IO q>opMy, TaK H33b1B3CMblC 

«faKTOrpat»'ICCKHe CTHXOTBop e mu1 » [tinyversek]. Vix MO)l(HO onpe­

M,\KT'h KaK )KltBblC, n03TH'ICC K.H C xpottHKH Xot.OKOCTa, KaK q>a,...--rorpa­

+tt;co;yJO xpeCTOMaTHJO, apxHBbl, KOTopwc nptt l b!BaJOT Hae nOMIIIITb. 

« 11<Torpac}tt 'ICCKl1C CTHXOTeope mu1 » OCHOBallbl 11a o6pa3aX, cocpe­

AOto<icHHblX BOKpyr Marcp11aJ\.bHOfO MHpa, npott11Ja1rnoro A3HHbIMH H 

~~"- no.n rpe6yer o6ttOBt.eHHJI COJHaHHJI )Ke CTOB 11 BOCllllblX co -

H, npeepall(CHHJI Heno3TH'l eCKHX o6pa30B B ornpaBH)'IO TO'IKY A,\JI' 

IIO&WJ: P33Mb!Wt.Cttl!H 113A 'leAOBC'leCKHM COCTOJIJtlle M. Paccy)l(AellllJI no 
11090.1.y llOlJHH McJeH AOllOAHJIIOTCJI q>parMeHTaMII TeKCT08 ABYX fl Ol­

;;;~O'TOpbtC r111wyr o XoAOKOCTe e Be11rp1m - MaziJbl C ei,:e H u AzHt'lll 

-The series of poems by GCza ROhrig, pub lis h ed in the volume Ham• 
ilcJUd/tqnyv (Budapest 1995) is a separate top ic in t h e Hunganan poetry . 

.....___ 
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JACEK LEOC!AK 

NON-BRIDGE OVER NON-STREET. 
ON THE WOODEN FOOTBRIDGE OVER 

CHLO DNA STREET IN THE WARSAW GHETTO, 
FROM TEXTUALISATION TO 

MYTHOLOG!SAT!ON 

RcAcctions on the woode n footbridge over Chlodna Street, 
which was built and functioned in the Warsaw ghetto, are a part 
of my research on the ghetto topography and the spatial dimension 
lf the Holocaust experience, which I have been carrying out for 
a long time (from research on the shaping of the ghetto territo ry, 
chrough the issues connected with the relations between topogra­
phy and living in limit situations, to studying the biographies of the 
llteecs in the Warsaw quarter of Muran6w}.1 Th is type of research -~rban Engelking, Jacek Leociak, "Topography and Commun ica 
~~ '" idem, The Uiirsaw Ghmo: A Guide to thr Prrnhrd Ci~7 (Yale 

lll\cnary Press. 2009) [Polish edition: Gttto u•Jm.au'9tu. PrzmwinlK 
,. "~Wt11r)'1rym mickic (Warsaw: Wydawnicrwo IFiS PAN, 2001 )]; 
~ck l cociak, MTopografia i egzysrencja," in idem, /Joiwiadcuma gr,,­
lllrvrr. Studia o dwuduatowiranych Jonnach rcprruntarp {\X'anaw 

!;cbv.'llictwo IBL PAN, 2009); Jacek Lcociak, Spqruma na u-.,n-.,.au 
ftllo (Warsaw: Dom Sporkall z Hisrori:t, 20 11 ) . 

...,_ 
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interests should be situated within the methodological framt\\"OB; 

of the 'topographic mm' in contemporary humanities, which_ 

without delving here into terminological discussions and con't{>­

rual distinctions - has its source in more recent theories of cultural 

anthropology, philosophy, and sociology, and also in humaniia: 

geography, that is, new cultural geography and - and these t,.1' 

already have their long tradition - urban sociology and anthro­
pology. It is noteworthy chat this 'spatial turn' opened upan inta• 

disciplinary perspective. In the categories closer to literary studies 

there is the concept of'geo-poerics', whose subject - in the shoncst 

of terms - "would be topographies - records of places in ccics of 
culture."2 ln the sphere of these multi-faceted investigations arc,for 

instance, distinctions between place and space, which arc crucial 

to my reflections, the repertoire of spatial themes, the 'instrumen­

tarium' of spatial concepts ( the issue of territory, boundary, limiNl 

areas, and itinerary), and topographic imagination.1 Finally, there 

is also what I would like to call 'the topography of experience' 00 

the one hand and 'the experience of topography' on the ocher.' 

2 Elibicca Rybicka, ~Geopoecyka (o midcie, przcstrzcni i miejscuu 
wsp61czcsnych tcoriach i prakrykach kulturowych),~ in Kulrurou'J /IO 

ria liuratury. GIOwne po)rcia i problemy, ed. Michal Pawd Mark()',IW 
Ryszard Nyci. (Cracow: Universitas, 2006), p- 480. 
l S~c El~ieta ~ybicka, ibid Elibiera Rybicka, "Zwro~ ro~gr1!'~; 
badaniach lm:rackich. Od poetyki przestrzeni do policyki miCJSC2, If\ 

turowa teoria literatury 2. Poetyki, problematyk,~ interpret,ufa, ed. f(fCII 
Wa\as, Ryszard Nycz (Cracow: Universitas, 2012) (see the exrcnsh'tbitw' 
ographyof thissubjccr mamr). Malgor.iata CzermillSka, "Micjscaautol:w' 
~raficrne.' Propozycja w ramach geopoetyki," TekstyDrugie S (2011 ). 

I diseussed the topographies of experience and the cxpt'ricpCI' 

~a~°:::~:phy in my book Tekst wobec Zagiady. {O _relacja~h. tr; 
(particular(:! (Wrocla:-: Fundacja Na Rzecz Nau~ Pols.kic~ boo'­
Do!wut.dru~ia chap_tcr O aumrach, miejscu i czas~e ) and in t ctr' 
tcncja~). granut,ne (particularly the chapter Topogr,1fia · 

---
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HISTORY 

The wooden footbridge over Chlodna Street was one of the 

most spectacular examples of the spatial and transport anomalies 

tlw the Warsaw ghetto residents had co cope with as well as one 

of the most prominent symbols of the closed quarter, besides the 
bnckwall. 

Such a transportation solutio n - a wooden bridge over an Ar­

nn1mm - was first introduced by the Germans in the l:.6di ghet­

m, which was ulti mately closed on 30 April I 940. Initially cover­

ingjust over four square kilometres, its territory underwent certain 

chmges: it was reduced, extended, and divided. Two vital commu­

ninrion arteries for chis part of l:.6di passed through the ghetto. 

They were: Zgierska Street (the exit road in the direction ofZgi­

m)and B. Limanowsk.iego Street {the exit road in the direction of 

Akbandr6w). Because they were Aryan, they were excluded from 
the territory of the closed quarter and separated from it by walls 

erccced along the pavements. Cutting through the ghetto territory, 
those Aryan streets divided it into three parts. Initially, the traffic 

brrween them moved through special passages with gates guarded 
by the German police and the Order Service functionaries, that 

is.Jewish policemen. That state of affai rs compiled the pedestrian 

traffic within the ghetto and the street traffic on che Aryan streets 
thac cue through the ghetto. That led to numerous collisions and -I consistently write ~A ryan side" or ~Aryan" without quoration 
~ hecaUSe I think chat that was precisely how the word •~r_ran• '~ 

the ghetto - literally and nor in invuted commas. This 1s also at 
CUrnplc of the kind of incorporation of a strange, oppressive, and im­
l'Ostd language (here: the vocabulary) when its strangeness is internal• 
: and rejected ac che same time. This is rejection by failure to translate, 

In oi:rnphasising the strangeness and distance of che ~ntranslacede ~;: 
r _ _,, Holocaust historiography one often secs, for m5cance, th 

~ung (char is, the final solution; che full, canonic forrn of che ccrm 
die fi nal solution to che jewish question). 
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provoked abuse of the Jews who were trying to cross those smru. 

It also made the closed quarter's borders less hermetic. 

That was why in early 1940, three wooden foorbridg· 

es were consrrucred over those sueecs: rwo over Zgiersb 
Street (over Ko~cidny Square and Wolbromska Smet) 
and one over B. Liman owskiego (near Masarska Street). 
The cost of their consrrucrion, approx. 60,000 RM, was 
incurred by the ghetco. [ ... ] Using those rail footbridges 

was torture for the gherm residents, particularly the el­
derly. Wimer only made it worse as one had co walk up 
the icy steps. Those who used chose footbridges also had 

ro take into accounr the risk of being shoe by die Ger­
man guards. The footb ridge over Zgicrska Smet, nw 
KoScidny Square, became one of rhc ghetto symbols. Ju 
silhouene is fearured on a number of commemorative ob­
jects, for insrance, in the background of the famous por­

trait of Ch. M. Rumkowski by Pinkus Szwa rc, in paint· 
ings painted in the ghetto, and 011 everyday use objms 

such as lighters. Sadly, rhe footbridges were also rhe site of 
a number of suicides, particularly during the inirial period 

of the ghetto's existence.6 

The Warsaw ghetto had four wooden footb ridges. Let tbtm 
be listed in chronological order. The first one was over Mla"'Sll 

~ Entry "Most ( [bridges] in "Leksykon" (ed. Wojciech 2rodbk 
m Kronika gma IMzkiego I Litzmannstadt Getto 1941 - ! 944• \-ol. \ :ut~i~nty, ed. Ju!ian Baranowski et al. (l:.6di: Archiwum ransc::; 
M 'Wydawmctwo Uniwersytetu l 6dzk.iego, 2009), PP· 319 • . 

. ore abouc the bridges in the l6di ghetto see also: Isaiah Trunk. /,-: 
Ghetto. A Hi5tory, trans. and ed. Robert Moses Shapiro (BlooJ1Ullgt i., 
:llltl lndianapolis: lndiana University Press, 2008), PP· 294- 296;, ~~:,::;n:~~~ "Mony gma (Zgierska - Masarska - _P_odrLe~~

1
~~ 

T Gttto. Stady. Pruwodnik po prusZWm (L6c:b. 
nyn;iscego, 2004), pp. 34-38. 
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Street, in che north-eastern part of the ghetto, erected probably in 
February 1941, which was when Emanuel R.ingclblum mentioned 

ii in his Now from the J¼rsaw Ghetto: "A wooden bridge joining 
rwo ghetto streets has been built on Mlawska Street."7 The next 
footbridge was on Prz.ebieg Street {between Muranowski Square 
md Bonifraterska Street), built in mid-1941. "A wooden bridge 
~ been erected on Przebieg Street," wrote Ringelblum, ~because 

of the Christian boarding house located at the end of chis street."8 

The nm bridge, or actually a footb ridge, was constructed over 
2.t!azna Street at the intersection with Leszno Street, most proba­
bly in the lace autumn of 194 1. lt became necessary due to the shift 
ofcheghmo borders during that period. Back in April 1941, the 
Collegium building at Leszno 84, on the corner ofZelazna Street, 
•-as included in the ghetto. Before the war it used to house Private 
Male Lower Secondary School No. 89, whereas now it was a transit 
ccncrc for those leaving for labour camps and then there was the 
,-trbritsamt - thejudmrat's Labour Office. In November 1941, the 
:]ding Was excluded from the ghetto, but it was fenced in and 

treated as a part of the ghetto. Now located on the Aryan side 
of the street (odd numbers) , the Collegium building could be ac· 
Ctned only via the footb ridge that led to it over che Jewish side 
ifZdazna Street (even numbers). The footbridge over Chlodna 
Strcec, at the intersection with Zelazna Street was the largest and 
mosc famous construct ion. le joined the 'large ghetto' (north off 
Chlodna Street) and the 'small ghetto' (south off Chlodna Street). 
lhcrewerc also plans to erect footbridges in ocher pares of the ghet· 
to, buc they were never realised. 

lhc Chlodna-Zdazna intersection was one of the busiest places 
111 the Warsaw ghetto. Aryan Chlodna Street wedged into the ghetto 

-------/94 Ringclblum, Kronika g~tta wanzawskirgo: UIT'Usfrfl 19~9-i;'r...t'fl 

1 
J, introduction and ed. A. Eisenbach, trans. A. Rutkowski (\'hrsaw, 

988),p.239. 

Ringclblum, Kronika gma warszawskiego, P· 293. 
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territory, dividing it into two parts. By the lace aurumn of 1941,tt't 
western border of the ghetto reached as far as Wronia Street, which 
meant chat the section ofChlodna Street west ofZdaznaStrttt tha 

reached Wronia Street was within the ghetto borders. The trafficn­
rangemem there was particularly complicated. To go from the smal 
to the large ghetto one had t0 cross Chlodna Street. There was noodi­
er way. The Chlodna-2.elazna intersection was constandy swarmifl 
with pedestrians. There were obstructions and traffic jams, so crossing 

the street required a long wait. The Jews walking through that passage 
between the two parts of the ghetto were o~en harassed or bwm 
The gendarmes who controlled the traffic used sophisticated torturt. 

A fragment of R.ingelblum's entry of 19 and 20 November 1940: 

Physical exercise with rocks or brides on the corn,r of 
Chlodna and i.elazna streets for those who were too late 
to take off their hats. The elderly Jews are also ordered to 

do squacs. Scraps of paper are scarcered about and che Jews 
have to pick them up from the mud, and those who bend 
over are kicked. ( ... ] The hell on Chlodna and ielazna 
Streets persists. Whole groups are ordered to pass very 
quickly, driven like dogs. 

Two days later he adds: 

What is the purpose of exercising with bricks on 
Chlodna Street? The Jews are handed two bricks: a lighter 
one and a heavier one. It is impossible to maintain bal­
ance when bending over. In order co bypass Zclazna and 
Chlodna Streets one has rn walk way down Chiodna Screet 

and then cross to Krochmalna Street through Chlodna 
Sucet 29. The Germans learned about chat and bricked in 
the passage through that courtyard.9 

;----
Ringelblum, Kronika gttt4 wn.rsZllwskiego, PP· 198, 20 I, 202-20l 

--
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This is how Wladyslaw Szpilman remembered chat place: 

If )'OU walked down Zelazna Street you could sec a crowd of 
ptoplc on the corner of Chlodna Street at quite a distance. [ ... ] 
th( German guards were bored[ ... ] O ne of their favourite enter­

Wllments was dancing. Musicians were fe tched from the nearby 
ride streets[ ... ] the soldiers chose people out of the waiting crowd 

..-hose appearance they thought particularly comic and ordered 
diem to dance. The musicians rook up a position by the wall of 
a building, space was cleared in the road , and one of the police• 
mcn aaed as conductor by hitting rhe musicians if they played too 
hly. Others supervised the conscientious performance of the 
dmm. [ ... ] The crossing opened, closed and opened again, but the 
unfortunate dancers had ro continue skipping about in waltz-time 
- panting, weeping with exhaustion, struggling to keep going, in 
die 1-ain hope of mercy. 10 

In the spring of 1941, the Aryan traffic on Chlodna Street 
dwiged its character from civilian to military. With the prepara• 
tJons for the war with the Soviet Union , the Germans moved army 
~pplies from the west to the east. ~Now day and night an endless 
line of armoured vehicles, tanks, ambulances, motorised artillery, 
111dlorries with infantry moved along Chlodna Street, headed east. 
OcQSionally there were some artillery and infantrymen coo. Some­
tlmts one was obliged to wa it fo r hours to cross from one ghetto 
to~eocher," wrote Henryk Makower, a physician from the ghetto, 
•Me in hiding on the A ryan side. 

5tanislaw Adler, a solicitor, historian, and the chief of the 
Otg;i.nisacion Desk of the Order Service (Referat Organizacyjny 

~iby p~~qdkowej), who on account of his position w~ parcicu­

fol!~:.nsic_ive ~o the issue of transport in the ghetto, mcnr~on~d the 
ing in his memoi r writ ten in hiding on the Aryan side. 

--------:- ' 
I ,Szpilman, The Pianist: The Extraordinary Tnu Story of One ManJ 
:.,u•4J in l½rsaw, 1939-1945 (New York: Picador USA, 1999), PP· 

6), 

......_ 
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A major obstacle was growing on the corner of 
'2.clazna and C hlodna Streets. In che first half of 194 1, 
Chlodna Srrcec's roadway "belonged co chc Aryans.~ The 
heavy transit traffic of thousands of veh icles of variow 
kinds, mostly military, moved down rhe street.[ ... ] Jew­
ish vehicles could drive down Zclazna Sm:ct and across 
Chlodna Street only when the Polish policeman who 
was controlling the traffic had no Aryan vehicles in sighr. 
Sometimes mo re than a quam:r would pass before Ulc 

Jewish cavalcade could move. One had to cross the tm.ch­
crous intersect ion as fast as possible, because the mffic 
cou ld be stopped again at any second. The same rules ap­
plied to the pedestrian traffic or actually the ptdcstrians' 
running. 11 

After the correction of the ghetto borders in the autumn 

1941 the whole western side ofZdazna Street was excluded~ 

the ghetto. Consequently, the whole length of Chlodna Smet bt: 
came Aryan. The Aryan traffic moved down Chlodna Scrtct and 

a section of Zelazna Street. The two streets were blocked with dr 
wings of an iron gate, which either stopped people and cars_or 

them pass through. This is how Maria Wislowska, an eye "1tn(Sl 

remembered that iron structure: 

ln the middle ofZelazna Street, opposite Sornmer's 
cafC, a strange structure was erected - the fruit of ihc 

great German ingenuity: four gates perpendicular to each 
other; when dosed, they created an iron cage, as in a me· 
nagerie. They opened only in pairs, !erring trams al1cl pt· 
de

st
rian tr.1.ffic down Chlodna Street ( its whole roadway 

was Aryan) or, when the other two gates were closed, rhey 
allowed the Jewish rickshaws to cross Zelazna Srreet. Pe· 

de
str

ian tr.1.ffic was banned. That iron box on rhe corner -;-----
w,,,,::;01:1aw Adler, In ihe W.maw Ghmo 1940-1943. AnA((lluAt 

U tusalem: Yad Vashem, 1982), p. 11 5. 
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ofChlodna and i.elazna Sn eers opened and dosed all day 
long. 11 

The concept of build ing the wooden footbridge over Chlodna 
Srrm on the corner of Z.dazna Street first appeared in November 
1940. }udmrat Chairman Czern iak6w's diary includes the fo l­
~ing annotation dated 22 November 1940: "\'(/e are to erect a 

'11>00.en footbridge on Chlodna Street." 13 During the same period, 
Ringdblum writes the following: "There is talk about erecting two 
bridges {viaducts): one between Solna and Ciepla Streets and one 

between Bonifraterska and Przebieg Streets."14 In September 1941, 
the )udmrat officially presents a project co build a bridge over 
Chlodna Street in an attempt to amend the catastrophic traffic 
situation in the narrow passage joining the two parts of the ghetto. 
The 11 September 1941 entry injudenrnt Chairman Czerniak6w's 
di.ry reads: "Jaszullski is working with a construction technician 
on a memo for Auerswald regarding the ghetto borders in order 
tO protect the quarter south of Chlodna Street. The proposition 
concerns a bridge over i.elazna Brama Square [Iron Gate], over 
Chlodna Street, or perhaps a barrier o n the corner oficlazna and 
Chlodna Streets and a waU along both sides of Chlodna Srreer."15 

~e project is rejected, for the time being, which Ringclblum men­
nons in mid-Septembe r 1941: "They have also rejected the Jewish 
Community's project to erect a bridge joining the two parts of the 
ghecco: 16 With the war aga inst the Soviet Union in its Blitzkrieg -Maria Wislowska, "Ulica Ch lodna," Stolica 17 (1970). 

C:terniak6w, Adama C-umiakowa dziennik gma u>arnAwikiego: 
6.JX. J9J9-2J.VII.1942 (Pallstwowc Wydawnicrwo Naukowc, 1983) 
English edition: The l¼rsaw Diary of Adam Curniakow: Preb,de lo 

':-~ed. Raul Hilberg (Ivan R. Dec, 1999)], p. 167. 
ngelblum, Kronika gma warszawJkiego, p. 203. 

214
. C:terniak6w, Adama Cumiakowa dziennik gma v.•arsuiwsJclego, P· 

Ringelblum, Kronikageua warszawsltiego, P· 319 . 

....._ 
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phase, military transpo rts move ease down C hlodna Sm ee. The is, 

sue of erecting a bridge over C hlod na Street recurs on the occa­

sion of the shift of the borders and the actual exclusion ofChlodru 
Street's roadway from the ghetto. "For now, A[uerswald] demand! 
a project of a footbridge over C hlodna Screec; writes Cmniakow 
on 9 October. "He was told chat there were techn ical difficultics, a 

dense underground network. He o rdered preparation of a new pro­
ject of the bridge over Chlodna Streec." 17 The 8-9 November 1941 
issue of Nowy Kurier Warszawski, a reptilian newspaper, reads 

"The two Jewish quarters a re to be joined with viaducts suspend(d 

above the roadways. One of them is co be erected on the comer 

of Chlodna and Zelazna Streets and the ocher one is co lead from 
Wielopole Street over Elektoralna Street to the northern part [oi 
the quarter]. Similarly, the Jewish cemetery is co be joined with tlit 

Jewish quarter with a bridge over Okopowa Street." . 
December 1941 saw the beginn ing of the construction ol 

the bridge over Chlodna Street on the corner of Zelazna Smet. 

It was the largest engineering construction in the ghetto. Engi­
neer Mieczyslaw (Moszc) Ring , wh o worked in the Technial 

~eparcment of the Jewish C ouncil ( Wydzial Techniczn! R.J] 
Zydowskiej), proudly reminisced in his testimony submitted to 

the Yad Vashem Archive about the master project of .the bridge 
over Chlodna Street, which was so well designed and executtd 

chat it was admired even by profess ionals."LB On 17 Decembcl' 
1941 , Mary Berg wrote: "Simultaneously with che const.~cuon 

of the walls on Chlodna Street a bridge is being bu ilt co J0'" ~ 
pavements on both sides of the street , because the roadway.it 

self is to be a transport corridor for the Aryan part of cbc Cl~ 

All the const ruction materials are co be p rovided by che Jewill'. 

-;lO. Czemiak6w, Adama Czerniakowa dziennik getta wanwu,rJitf· ~ 

ia Yad Vashem Archive {lam: YVA), 03/ 536. 

---
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Community."19 Henryk M akower desc ribes the completed bridge 

ill as!ighdy ironic tone: 

A beautiful massive wooden bridge, two-srories rail 

broad and comfortable, had been constructed in che very 
hmr of Warsaw. On ly cans, hansom cabs, and rickshaws 

1,;erc allowed to drive under it. The rickshaw drivers used 

chat to make a profit, transporting people under the bridge 

for 30 groszes per person. [ ... ] The iro n gace on hinges com­
pletely blocks che sere et becween che Jewish and the Aryan 

quarter. Whenever the blue policeman orders a change of 

the traffic direction, the Jewish Police functionaries jump 
to both pans of the gate and change its position. Alter rhe 

last 'Aryans' have passed through, che lase Jewish rickshaws 
hurriedly drive through the already closing passage. This 

cwo-way traffic of armband wearers across the bridge is 
incessant, from morning to curfew. Sometimes sparser, at 
ocher times it becomes so congested that it is difficult co 
pa~ chrough.20 

The northern end of the wooden two-story consrrucdon was 

oPposite the middle part of the fa~ade of the corner tenemenr at 

Chiodna Street 26, while its southern end was opposite the meet­

mg poinr of the tenements at Chlodna Street 21 and 23. The tene­

rntnc at No. 26 was one of the most recognisable constructions on 

Chlodna Street. Erected in 1899 and designed by Stefan Szyller, 

i_funous architect, an conservator, and representative of histori­

cism in architecture (the designer of, for instance, the universit y 

!rary, .the Warsaw Un iversity gate, and the building of rhe ~a~­

~ ofTechnology), it stood out with its charactenst1c 

£.n M. Berg, Dziennik z geua wanzau,1kiego (Warsaw, 1983), P· 132 

c; glish edition: 11ie Diary of Mary Berg: Growing up in the tfflnaw 

I 
'btrto (London: Oneworld Publications Limited , 20071). 

19 
Henryk Makower, Pamirtnik z geua u•arnawlkiego. Paidz,ernlK 

40
-sl)lu,j 1943 (Wroclaw, 1987), p. 175 . 

.....__ 



300 jACf.K LEOCIAK 

form. The cut off comer of this three-story building wedged in![ 
the intersection of Chlodna and Zelazna Streets. The tenement 11ll 

richly decorated, for instance, with half columns and pilastersanda 
series of busts in niches o n the last Aoor. le was topped witha 5nul 
round tower with an onion-shaped cupola over the comer and 
a two-storey insertion over the doubled cent ral axis of the main 

fa~ade. 21 During the interwar period and the occupation, on the 
corner of the ground floor was Stanislawa Pocrzebillska's Pub fur 
Everybody [Bard/a Wszystkich], famous in the neighbourhood:ind 
captured in numerous photographs from the ghetto period, often 

with the bridge and the iron gate in rhe background. The sarru 

in the l6df ghetto, the residents of the Warsaw closed quarter 11trt 

obliged to cover the full cost of the construction. The bridgew11 

opened to the ghetto residents on Monday, 26 January 1942,and 

it functioned until the liquidation of the small ghetto, chat is,until 

mid-August I 942. 
"Within less than a week all the residents of the small ghwr 

went north across the bridge. The steep arm of its scairs anraaed 
crowds of people carrying bundles and suitcases which held the 
contents of their home for when it is gone. The crowds did notsttl 
on the border of the bridge. They were driven fu rther and furthct 
in[ ... ). One day, an incredible thing happened: there were ~o ~ 
pie on the bridge. There was nobody in the small ghetto eicher .. ~ 
ci_ty without people, as in a fairy tale," wrote AdolfRudnicki_i,rntn( 

dtatdy after the war.22 Still in hiding on the Aryan sideof\~ana" 

Henryk Makower annotated a dramatic epilogue co the hist0~· 
the footbridge over Chlodna Street: 

; Jaro5law Zielit'lski,At/as dawnej architektury ulic i pLuOw H~in~ 
rddmuk,ehistoryctne, t. 2, (Towarzystwo Opiek.i nad Zabyckarni, ' 

szawa 1996), p. 39. 

:
1
~ dolf Rudnicki, "-Wielki Stefan Koneck.i ,~ in idem, t~11,~' ~ 

1· h d _(Warsaw, 1956), pp. 76-77. The shorr story was ong1nallJ pu 
lS e m the collection Sukspir (Warsaw, 1948). 
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The heyday of the bridge was when the crowds of peo­
ple screamed frantically across it, when some of the remain­
ing junk and rags were transported underneath it by rick­
shaws, hansom cabs, and carts in order to salvage them from 
the small ghctrn, suddenly excluded from the Jewish quar­
ter." But now the Jews not only drove under the bridge, 
but pedestrians were also allowed to walk under it. Long 
columns of poor souls, escorted by the SS and Ukrainians, 
wcm that way for their final walk co the Umschlag(plat2] 
[ ... ]. The footbridge then became deserted. Only from time 
to time would a Jewish Police functionary walk under it. 
Finally, I do not recall the exact date, labourers appeared 
by the bridge and traffic resumed there, just as during Au­
crswald's times. But that time it was the death of the foot­
bridge. Our faithful friend did not live much longer than 
those for whom it had been built."24 

TEXTUA L!SATIONS 

301 

Ltt us analyse the ways of textualisation of this engineer­

ing phenomenon of the footbridge in the W'arsaw ghetto. I shall 

artalrse two types of texts of a radically different character and 
1_Jtuated on two oppos ite poles. The first type is the texts pub­=cl in th~ 'reptile press'. The other one is the sphere of personal 

ment literature, produced both hie et nunc and poJt factum, 
du.racterised by, fot instance, the blurring of the borders between 
genres.zs -During the great deportation campaign (22 July-2 1 September 
1~2) there was a wave of internal resettlements, which reached its apo­
gubttwecn 10 and 16 August, when, fo r instance, the small ghctto (che 

uusouth offChiodna Street) was liquidated. 
Hcnryk Makower, Pamittnik zgetta wanwwskiego, P· 1"'6· 

do See Jacek Leociak "Litcratura dokumentu osobistego pko irodlo 
hadal\ nad Zaglad-1 2.yd6w (Rekoncsans metodolog1czny), • Zagi,Jdtz 
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A few words about the reptile press - an important phtflOIII. 
cnon of everyday life in Poland under the German occupation. 
Those were newspapers published in Polish and German as well as 
the German-language press published in the Reich and distributed 
on che occupied rerritorics.2' Let us enumerate rhc dailies: Norry 

Zyddw. Studia i mauriaJy I (2005). 
26 More abouc rhe Polish-language occupation-period press s« p:u· 
ricularly the excellent monogr.aphic study L Dobroszycki, Rtptilt Jn,· 
natism. The Official Polish-Languagt Press under tht Nazis, 1939-1945 
(Yale University, 1994). Lucj:m Oobroszycki (died in New York in 1995 
defended his doctoral disscrurion abom the reptile press in rhe lnsrnUlt 
ofHisroryof the Polish Academy of Sciences (/mtytul Historii PAN).Bm 
when he decided to emigrate in 1969, with rhe pressure after the I~ 
anti•Semitic campaign, the final typeset of his book waiting at the P'il~ 
publishing houst was destroyed. ks first fragmenu were: publishtd ID 

The Polish Review l ( 1971 ). while the whole book was published in Gd 
man in Munich in 1977, followed by iu English edition, which I quote 
here. The Polish original is still at the lnstinue of History of the poli,a 
Academy of Sciences in Warsaw (l wish to thank Professor T. Suroi:afu 
the information). T. Szarota was the first one to use the official prts1 111 

the General Governmem on such a scale: T. Szarota, MJawne wyda11.·nict 
wa i prasa w okupowancj Warszawie," in J,V,irszawa IAt wojny i ohp.l'1 
1939-1945, notebook 2 (1972) (Studia WarszawSkit vol. X), andd,cfl 
in his book Okupowantj 14arsiawy dzitrJ powsudni (Warsaw, 1973) \ID 

the chapm •Ksi:p:ka i prasa"), Sec also S. Lewandowska,Pr.ua ,h/plll 
ant} i¼mawy (Warsaw, 1992) and W. W6jcik Prtua gadzinou.., (;(,, 
~alntgo Gubtmatontwa (/939- 1945) (Cracow, 1988). Also n~I~~; , 
is the sketch by M. Komar abour Nowy Kurier Wanz,iwski - N.K. 
okohce," Res Publika 2 (1988). It should be emphasised that thcrt-n 
an analogous phenomenon under the Soviet occupation. utnJ' 
Sunndar. Gauta Codzitnna Zarzqdu Politycznego Frontu UKrainihtP 
{Tiie red banner. The daily of the Political Directorate of the LJk,raini-­
From} was issued in Lvov from 5 October 1939 to the end of the 5o'1 
occupauon ahcr the German invasion of rhe USSR on 22Junc 1941 · lbt 
aulhors of the tens published there included: Wanda Wasilewsb,Jw 

___,,,. 
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AJJritr Warszawski (since 11 October 1939), Goniec Krakowski 
iinct 27 October 1939), Dziennik Radomski (independent since 

!Dmmhcr 194 1), and Kurier Czrstochowski (since 4 November 
1939). The Reich's organisationaJ model of the functioning of che 

propaganda and the supervision o f the press and publishing houses 
11-as transplanted in the Gene raJ Govern ment. The director of the 
Ckparcmenr of Propaganda fo r the Wa rsaw District, and then the 
dirtrtor of the Main Propaganda Division in the government of 
die General Government was Wilhelm Ohlenbusch. In /,1,-drsaw 
Chttto. A Guide to the Perished City,27 Barbara Engelking and I of-

Xl}Jkowski, Wladyslaw Broniewsk.i , Stanislaw Jerzy Lee, Lucjan Szen-

111ld, and Tadeusz Boy-Zdellsk.i. See Grzegorz Hryciuk, ~Polskoj~zyczna 
fraa .v,dzinowa~ wydawana we Lwowie pod okupacj,J radzieck,J w latach 
1939-194 1, ~ Wroclawlkie Studia Wschodnie vol. 4 (2000). Such promi­

llen t authors did not write to the reptile press issued under rhe German 
occupation. Gauta Codzienna was issued in Vilna from 25 Novemlx:r 
1939 (afier the Soviet occupier t ransferred the city ro rhe Lithuanians) 
<O~ Augusr 1940 (char is, two months afcer rhe Red Army re-entered 
tciry)._ lts_editor-in-chief was J6zef Mackiewicz, who was deprived of 

publicarion rights by the Lithuanian government several weeks lx:­
ror? 1he Soviets seized Vilna for the second time. ln the case of Gnzetn 
udz~nna it was difficult to speak of collaboration, as it was a result ofits 

;:;rs• and co-workers' ideological choices. Consequendy, there was a 
amcnral difference between Gauta Codzimnn and the undoubtedly 

rtprilc periodical Gon.iec Codzienn.y, issued under the German occupa• 

~n from 26 July 194 1 umil the second arrival of the Red Army in Ju_ly 
94-4. Mackiewicz rejected rhe position of the ediror-in-chie( of Gomec 

Ctd.z,tnny, but he published several anti-communist art icles there, rhe 

lllos!: imporrant of which was rhe report on che discovery of che graves 
-~ Kaiyn. See Jerzy Malewski (Wlodzirnierz Solecki), Wyrok na}du f, 
.;:'ttvu-u, (London: Puls Publication, 1991 ); Zdzislaw A. Siemaszko, 

1 

ilcllski .Goniec Codzicn ny"," Zeszyty Historycznt 106 ( !993) (Pans). 

,,,,:arb~r_a Engel~n~, Jacek Leo~i_ak, Get~o warszawJA',e. J'r.::;e-o:;:: 
1l'. IStnu;qcym m1dc,e, second edmon, revised, updarcd, aud e 
~w: Stowanyszenie Cenrrum Badal1 nad Zaglada Zyd6w, lO IJ ) . 

._,__ 
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ten refer to the reptile p ress (particularly to Gazeta Zydowska21 and 
Nowy Kurier J#mzaw.ski), which, skilfully read, becomes a source 
of priceless informatio n about the everyday life in the ghetto. 

Four days after the opening of the bridge, the Friday issue of 
Gazeta ZydowJka of 30 January 1942, took notice of that fact in 
a note about "the transport issues in the Jewish quaner,n pairing it 
with informatio n about new omnibus routes. "The pedestrian traf• 
fie on the pavement jo ining both sides of Chlodna Street has been 
shut and a bridge over C hlod na Street has been opened to chan­
nel the foot traffic between the southern and northern part of the 
quaner.n The text of chis press an nouncement is maximally concise. 

linguistically neutral, and it performs an informative function. It 

belongs to the field of press genres of an in format ive charamr and 
it meets the criteria o f a press note.29 The issue of the footbridge 
recurred in Gazeta Zydowska alter less than two months bm in a 
totally different character - in the form of a humorous column en· 

titled "Stary kawal - na nowy most" [an old scheme for the nc',I' 

bridge]. 

One morning last week, numerous pedestrians cross· 
ing the bridge spanning C hlodna Street witnessed a simply 
sensational and tragicomic scene, which cook place at the 
foot of this high bridge. It was eight o'clock in the morning. 

The same as every day, the people were hurrying to work. 

21 
Gauta t ydowska - the only Polish-language Jewish periodical in 

the General Government licensed by the occupier, published in Cra~ 

fro~ 23 July 1940 to 30 August 1942, initially twice, and from July l'J-' 
th nce a week. 

n A press note is a record of a single face, usually in an overview ,:J 
0th er events. By comrast, a newsflash is the shortest infor mative rcxc pub­
lished in a press agency immediately after the given fac t is made publ"­

The quoted note docs not meet the criterion of 'immediateness: as thil 
fact was not announced in the first issue o f Gazcta tydowsita afi:cr ~ 
event, that is, on Wednesday, 28 January. 

_......... 
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How surprised rhey were when a tall Jew with a receipt 

book scopped rhem ar the foot of the bridge demanding 
thai mh one of them paid a fee ro cross rhe bridge. 1hat 

'clerk' was sranding on the even side of Chlodna Street, 

11Me on the odd side was an elderly Jewish woman with an 

identical reccipr book and demand, stopping people from 

walking across the bridge. The fee charged was ten grosz­
es, for which one received a sheet from the receipt book. 

Our couple of 'clerks' answered all questions saying that 

ch.at fee was charged for che benefit of the Jewish Council 
in our quarter and that chey were just 'conrrollers' sent by 

the Community. The people snorted and paid the fee, sur­

prised by such a strange contribution co the Community. 

Thar lasted until one of the Jewish Council members 
approached the bridge. ~Hey, where are you going, mister? 
You have to pay ten groszes ro the Community!• The mem• 
berwassurprised: MWhac is this?• But he soon realised that 

he had never heard about such a fee at the Community, nor 

was it discussed during any of the Council's meetings. One 
more moment of reflection and rhe Council member be­
came certain that it was just a swindle. 

Upon his request, one of the O rder Service function­
aries who were called over checked the 'controller's ID. It 
occurred rhat the man was in possession of a scrap of paper 
where it was 'clearly' written char Kiwa P. from Pawia Street 

and his wife were authorised ro collect a fee in the amounc 
of ten groszes for crossing the bridge over Chiodna Street; 
payable to the Jewish Council in Warsaw. The 'document 
was typewritten and had a scamp: MFootbridge - ren gro­
=• 

Kiwa P. was furious with chose who were checking his 
ID. He said that he would file a complaint about the~ wit~ 
the Community because rhey weredismrbinghim ar work 
whilC' the pedesrrians were crossing the bridge for free. 

All suspicions that he was some insolem swill<ller WC't 
dispelled when Kiwa P. and his wife, called over from t e 
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other end of rhc bridge, told with perfect naivcri abom 
how rhcy received rhose 'fanrasric' positions of bridge 

comrollcrs. Ir occurred char they were perfectly innocent 

and that they had fallen prey to ingenious swindlers who 
charged them a certain sum and fed them a cock-and-bull 
story about a charge for walking across the bridge. Accord­
ing m the swindled couple's rale, the swindle, which COS! 

the swindled several thousand zlorys, involved several peo­
ple, a smartly-dressed man who posed as a high-ranking of­
ficial of the Communi ty and several other individuals. The 

naive couple was led up and down the stairs of some office 

buildings, ordered to sign ccrrain documcnrs, and in the 
end, afi:cr being charged, it was assigned its 'posts' by 1hc 

bridge the next day ... The victim of ics naivecC was released, 

swearing that [he?] would not resr until somebody from 

that band was capmred. The search for the swindlers con• 

tinues.30 

I quote the entire column in order to fully present the rule! 
of the genre and how the topic of the bridge was weaved into cht 
formula of this genre. The story unfolds as in a crime novel: thtn' 

are ~he alleged frauds, a police intervention, an interrogation,~: 
penpety- the swindler proves the victim of the swindle. One 
here the classic literary theme of 'the swindled swindler' or 'th,: 

swindler unmasked' reduced to che form of a newspaper column-

~ Gauta Zydowska, l S March I 942. 

~t me list just a few: The Farce of Master Pathtlin - an anon~,n< 
Medieval farce, written in approx 1460 attributed co Guillaume d!J«r 

(a false anomey pretends to be o~ his deathbed to trick a merchani 111' 

avoid paying for a piece of cloth. ln court, the attorney tells his d: 
who has h(en charged with stealing a sheep to pretend to be dumb :~ ~~~I-~:• \'.kc~ sheep. The ploy proves s~ccessful as the auorn;a::­

ney asiu' ro/r:15 chem _docs not step our of his role and :hen_
th,,q, 

by E.n 
1
. h . muneranon for defence the man answers: Baa. ), 160 

g 15 Elizabethan playwright Ben Jonson, scaged in the J6()S-

--
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The text ends with a humorous punch line, and the whole is neatly 
mdsb.lfully tailored to follow che model of a sensational fictional 

1cory presented in the convention of a humorous tale. The bridge 
Sttms the main character of the story, with the people revolving 
around ir, attracted by chat wooden construction's 'gravitational 

pull'. On the one hand, the existence of the bridge stimulates the 
imagination of various 'smart Alexs' and frauds, while on the other 

band it leads the na"ive and gullible astray. The idea of collecti ng 
frcs fits the reality of the ghetto perfectly as there were plenty of 
various taxes, tributes, and contributions. One could easily fall prey 
tornvindle.n 

~n {'.he title character (S ly Fox] tricks his friends wirh a mirage of 
111 inheritance, seduces the wife of one of them, and in rhe end falls prey 
iohis scrvam who is a swindler), or Molihe's Tartuffe. Mikhail Bakhtin 
•rrms abour the figure of the rouge in the Medieval European literamre 
uid culmre in chaprer six "The Functions of the Rouge, Clown and Fool 
111 the Nov er of his srudy Fonn of Time and Chronotope in the Novd. 
Emphui5ing the anachronism of these themes, Bakhtin uses a beauriful 
lllnaphor: •The historical probe does nor reach bonom in any of these 
llllagcs, so archaic arc they.~ Mikhail Bakhtin, Problemy liumtury i esu­
~, irans. Wincenty Grajcwsk.i (Warsaw, 1982), p. 366. 

Jerzy Jurandot's comedy Mi/oft szuka miesz/.:ania [love looking for 
1 ~J. suged at the 'Femina' Theatre ar Leszno Srreer 35 and extremely 
popular in the ghetto, includes a satirical song where the characters prom­
liC to pay all the requ ired contributions: •For rhe 2TOS !Jewish Social 
'«'dfare AssociarionJ and rhe Community,/ for the hospital, and the 
~tc,/ for the child and the morhcr, / and the committee membership 
cc, I for a health promotion campaign,/ for the emergency service fund, 
for thc TOZ [Society for the Protection of the Health ] and the laundry, 
rorchc CENTOS [Central Organisation for Orphan Care] 2nd the de­

~mg faci lity, I for the midwives' union, / for the holiday cclebnmons 
fo die poor, I for the help to arrisrs campaign,/ for the poor on the Im, 

bicrlhc anii-typhus campaign,/ for the Hazenfus family, I for the soup 
die hen, I for the wimer aid campaign,/ for this 2nd _for that, I and for 

Order Service too!~ TI1e text of rhe play survived in the Ringdblum 
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The most striking aspect of this colu mn is its light-heamd, 
cheerful, and humorous tone, which is in sharp contrast with the 
horrible reality of the ghetto. That measure was typical of Gau/I. 
Zydowska, whose texts, firmly rooted in their descriptive aspect 
in the reality of that period, at the same time created a world de• 
cached from that reality, evading che fundamental parammn. 
not only the historical ones, but predominantly the axiological 
and ethical ones. Therefore, that world was, so ro speak, 'a world 
non-depicted'.33 

The Nowy Kurier Warszawski reptile daily published two long• 
er textS about the bridge. Boch these texts have a character of a press 
note, that is, a concise informative note about an important C\Wt, 

but enriched with additional facts and contexts to clarify the main 

topic.}4 Their tone is relatively neutral an d informative for NolC} 

Archive (A2IH 1221. Ring I, 519). As cited in Jerzy Jurandot, Mi.vii 
skaumych. 2 lata w warszawskim getcie, Stefania Grodzkllska, Dzitci f"• 
ta (Warsaw: Muzeum Historii 2yd6w Polskich, 2014), pp. 337-338. Ins 
noteworthy that Jurandor's comedy premiered on l 6 January 1942 - tdl 

days before the opening of the bridge over Chlodna Street. 
31 

One of many examples is the long report, which wok up almOSI all 

entire column in the issue of 27 May I 942, entitled ~Sntocza 3S: Tun. 

gdzie t~tni rytm pracy Dzielnicy" [Smocza Srreet 35 pu lsating with ihc: 
rhythm oflabour in the ~rcerJ. Thar tenement held tailoring, elect~ 
plating, weaving, eleccro-mechanical, and straw footwea r manufactUC 

~ng workshops (szopy) managed by 'Todos: char is, the Society for Jc-' 
•sh Industry Deliveries Ltd. in Warsaw ( TowarzyJtwo Do,taw W~ 
Prumyslu 2ydowskiego spolka z o. o. ). A rruly surrealist a1mosp 
is introduced as early as in the first sentence: ~A broad avenue. f[oll'(f 

beds on one side, a garden on the other, and in it, am idst the crtCS. 
the grass, slumbering, lies the spread-out, deep silence: SmocU Sc~: 
a gheno sneer of the second or even third category, was always croll 

::: ntsy, with a _bustling market place at Smocza Street 29. It ~:as~ 
P ctcly devoid of any greenery, as was practically rhc enure g 

:°llS(quenrly, it would have never recognised itself in this descripc;on 
See Anna Komendzillska,Jak napisaf notatk( pr.uowq? h(lp:I J!(II. 
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filritr Wamawski's standards. A fragment of the text of 6 Febru­
uy 1942 cnrirled: MDrewniany most nad uliq C hlodn~ l~czy obie 
cz¢dlidnicy iydowsk.iej" [ wooden bridge over Chlodna Street 
ioins borh pans of the Jewish quarte r]. 

Aii:tr the shift: of the border of the Jewish quarter at 
the end of lasr ye;i.r, the uansport in that spot has been 
somtwhat improved as half ofZelazna Street's roadway be­
tween Leszno and Grzybowska Streers has been opened to 

roadtraffie. 

There was only an opening in che wall on the corner 
of Chlodna and Zelazna Streets, which channdled the pt­
demian and vehicular traffic between rhe 'small' and the 
'largt'Jcwish quarters. Even though the police ensured chat 
the traffic Aowed smoothly and they prevented any disrur­
bancts to the normal traffic, rhe rrams, cars, and the foot 
traffic could not move freely in that section of the street, 
bc~usc that traffic was stopped once in a while to let the 
Jewish population through. 

Now the works on the construction of the wooden 
bridge joining both parts of the Jewish quarter in that spar 
have been completed and the openings in rhe wall have 
bten replaced with tall gates, opened several times a day co 
Ice Jewish cans and hansom cabs chrough. Jewish pedesrri­
~n traffic now moves across rhc bridge, no longer disrupt­
mg normal rraffic." 

Nowy Kurier Warszawski rernrns to the topic afi:cr a week, 

~in putting it in the broader context of the transport problems 

~ th is pan of Warsaw. It also announces plans to build rwo more 

~bridges, which we re never executed though. One may remem-

t th~t more than five months later began rhe great departatio~ 
Citnpaign, during which 300 000 Jews were departed to the de.it 

Qsnp in Treblinka. Conseq~enrly, there was nobody left co cross 

bp!'asowa.plfporadnik.hrml {access 30.06.2017]. 
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the bridges. The said note printed o n 12 February l942 rcads:'J 
number of gates through whic h trams drove in and out of the Jew 
ish quarter have also been liquidated. Aside from the bridge on ii. 
corne r of Chlodna and Zelazna Streets two more are to be buik 
one from Wielopole Street over ielaznej Bramy Square co asfui 
Elektoralna Street and the other one over Okopowa Sum toil. 
Jewish cemetery in Pow.:i:zki." 

Wanchauer Zeitung, a newspaper issued in German in tlx 
occupied capital, adopts a markedly different tone. ks issue ofl'l 

February 1942 employs a whole arsenal of anti-Jewish propaganda 
dichCs, justifying the construction of the bridge with the nccessilT 

to strengthen the sanitary co rdon isolating the Jews: 

It is no news char the \'Varsaw Jews [sic! - JL] used c,·e­
ry occasion co do their geshefi:s outside the gheno. That was 
why there was a need to separate the Jews from the quarters 
inhabited by the Germans and Poles. This border protects 
predom inantly the Poles from the unhealthy inAuence 
of the Jewish plague. This separation is continued with 
the next step - the construction of a bridge for the Jews. 
Though wooden, it is three metres tall. The Jews can freely 
walk across it to the other parr of their ghetto without dis· 
turbing the non-Jewish popu lation, without contacdngthe 
Germans or represencatives of the Polish population. The 
junction street under the bridge is still used by the million· 
inhabitant city fo r transport. 

d ~e a~e c;n~e rned here with a model use of the •s_a~ita~~:.: 
emiolog,cal d iscourse typ ical of the Nazi anti-Semmsm, 

may be summarised with the slogan "Jews - lice - ryphus and~ -is More about this topic in my arride "Reroryka n icnawiSCia z,aglaih-
m ~gfada chorych psychicznie. Pamirt; historia, ed. TadeUSl Nasict" 
;~li)~raiyna Herczyllska, Dariusz Maciej Myszka (Warsaw:~~ 
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phoid fever• wri tten on the famous occupation-pe riod poster. Suf­

bce ir co say that in his repo rt of 20 January 194 l Walter Sch6n, 

die chief of the Department of Deportations ( Umsiedlungstelle, 
established on 23 January 1940 in the Office of the Warsaw Dis­

met Head for the organisation and supervision of the works con­

nected with the establishment of the ghetto}, used, for instance, 

dtcfol!owing argument to justify che necessity to dose che ghetto: 

'The German army and the Ge rman nation shou ld be protected, 

rust in case, from the Jew - the im mune ca rrier of the germs of the 
epidemic.~* One should also remembe r chat the pre-war image of 

P1 in Polish National-Democratic newspapers had a dearly 'para­

~tological' component. The Jews were referred to as 'insects', 'ro­

dents: 'lice: 'Reas: 'roaches', 'locust: 'drones: 'racs: 'spiders' and ' bugs 
•ithsidelocks'.37 

In the texts from che field of personal document literature (di­
i.ries, memoirs, recollectio ns, and other autob iographical fo rms), 

die topic of the bridge is discussed mostly in report categories. The 
authors discuss the bridge both in terms of its construction and 

~ctioning, paying attention to its special importance in the ghet­
tos transport network and its extraordinary appearance. Already 

<JIIOted in the subchapter about the historical background , rhe frag­
ments of testimonies of chis type are precisely of a reporting char­
acter. Of the authors who wrote hie et nunc Henryk Makower was -l:Jt.sierminacja ZydOw na ziemiach polskich '" olrresie okupacji hitl~-
~itj. Zbidrdnkummtow, comp. and ed. Tatiana Bcrcnsrein, Arrur Fi­

lCtl ach, Adam Rutkowski (Warsaw, 1957), P· 106. 
Sec Olaf Bergman Narodowa Dm1okrarja wobt( problemaiyk, i,y· 

~·Jr.ie1 w la1a,h / 9/8~/929 (Poznall, 1998): Anna Lnadau-(:U;Jb, W 
/t4:,m Sia/; domu ... Koncepcja rozwUpmia kweslii iydowskit) '" pubb­

JIJ<t f'o/sk,ej la11933~1939(\Vlarsaw, 1998). 
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the one who devoted the most space to the bridge over Chlodna 
Street. Written in hiding in Milosna near Warsaw, his memoir in­
cludes a separate chapter about it. The talc about the bridge begins 
with its prehistory - Makower sketches the complicated transport 
situation at the inte rsection of Chlodna and ZdaznaStrcets, which 
justifies the necessity to erect a construction to improve traffic in 
chat area. Makowcr presents himself as the bridge's chronicler: he 
describes the individual stages of the period before its construction, 
then its construction and use, and he ends with an epilogue, chat 
is, che final stage of the footbridge's existence during the liquida­
tion campaign. Another author, Tadcusz Obremski, focuses in his 
diary on th e appearance and functioning of the bridge. His factual 

account is slightly metaphorised in some places, which emphasises 
the author's emotional attitude to th e reality described. 

Another equally interesting sighr was rhar of the Jews 
walking across the bridge in both directions. A real migra­
tion of nations. All day long the silhouettes marched to 

and fro like ams. Many were unable to walk a.II the v.,ay 
up the bridge stairs, so when the roadway was not blocked 
they USC"d the services of the rickshaws. which transported 
chem across the ' bridge' for 50 groszc:s. The Jewish police 
attempted to stop tho~ modern 'gondoliers' but without 
success.)& 

Mary Berg, who moved from Sienna Street to Chlodna Street 
10, watched from her window the construction of the bridge and 

then ics functioning. For she lived by the St Charles Borromeo 
church, less than three hundred metres from the intersection of 

Chlodna and Zelazna Streets. The note in her diary docs not divert 
from a factual description, with the diarist giving a slight indica­

tion of her emotional attitude only once when she points out the 
'strangeness' of the whole situation . 

M YVA, 033/ 6509, Tadeusz Obremski. 
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With its complicated geography, Chlodna Street is a 
Strange sight. The pedest rian traffic is not ordinary here ei­

ther. One can sec:: crowds of people walki ng from the corner 
of Zelazna Street. They head for t he rwo-srorey wooden 

bridge dm spans the pavements o n both sides of the street. 
The people fill the bridge, from it is a view of rhe whole 

lengch of che street. Walls separate che pavements from che 
ri»dway, with the Aryan population and trams moving in 
the 'corridor' between the wa lls. H alfway down the srreet, 
btcween che rwo walls, is che St Borromeo church, sur­

rounded by old branching lindens." 
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Helena Szereszewska, the wife o f ajudenrat member executed 

on the Umschla.gplatz during rhc llprisin g in the ghetto, recorded 

her memo ries after t he wa r, in che 1950s in Israel. As for th e bridge, 

she remembers mostly the press in the crowd crossing C hlodna 

Street. Her F.lcrual descrip tio n gravitates towards a metaphor, in 

•-hich way the autho r conveys the experiences oflosing one's iden­

tity in the mass of the ghetto res idents. 

We walked from Walic6w Street along Lcszno Street 
co K:i.rmelicka Street. It was a long walk, including crossing 
the bridge on the corner of Chlodna and Zdazna Streets. 
An enom1ous crowd of people, most of chem paorly-atd red, 
Strained up and down those streets. Ir was the main and 
onty artery leading from the 'smalr ghetto into che large one. 
Absorbed by that human stream, we immediately bec.une 
something lih drops in its w:acer, immediately losing our in­
dividuali ty: we turned grey, blending in with the surround­
mgcrowd. • 

There are two dom inant d iscourses in the testimo nies regard· 

ing the wooden b ridge over C hlod na Street : reporting and meta· 

" M. Berg, Dumnik z gm 11 u.111TUAu..J:u-xo, p. 138. 
• Helena Sureszcwsk.a, Krzyz., mr.,Muh {Warsaw, 1993), p. 74. 
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pho rised . The reporting discourse is dominant but it somet imes 
dive rts from pure description towards more or less metaphorised 
descriptions. At some point the report might attain a metaphoricaJ 
or symbol ic dimension. 

SYMBOLISM, 
TRANSFORMATIONS AND lNVERSlONS 

In the everyday expe rience of space, the bridge is so mething 
that joi.ns. lt makes it possible to cross a precipice or the unbridled 

element of water, thus broadening the sphere of the expansion of 
man , who overcomes the natural barriers he encounters on his 
path. The bridge is a symbol of overcoming adversities: it spans t wo 

banks of a river, rwo edges of an abyss, two slopes of a precipice, cre­
ating common space - a meeting space. Suspended 'in lx:rween', the 

bridge is where one crosses to the other side, with the act of crossing 
understood both in the physical and topographic categories as well 
as in the metaphysical, spiritual, and eschatological ones. A bridge 
builder enables people to cross over water or an abyss. Moreover, 
the Latin word for priest is pontifex (i n Latin ,pons means 'b ridge' 
and Jaure ' to make'), that is, the priest is someone who overcomes 
the differences between the world of the living and the dead, the 
wo rld of people and God, wo rldliness and etern ity. The bridge 
joins heaven and earth, as does a rainbow. It enables crossing from 
one to the other.41 A bridge suspended between this world and the 

41 I use the concept of'pa.ssage' in the common meaning of this word 
rather than in the strictly terminological one, which refers to Arnold 
van Gennep's concept prcscmed in his classic book 7be Rites of Panage 
( 1909). I am inspired by what van Gcnncp calls a 'physical passage: that 
is. the crossing of the borders separating certain territories. Sec Arnold 
van Genncp, 1he Riles of PASJage, trans. Monib B. Vizedom, Gabrielle 
L. Caffee, introduction Solon T. Kimball {London: Routledge, 1960), p. 
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other appears in various religions and mythologies. The dead cross 
such a bridge ro 'the other side'. It is usually narrow and shaky, sus­
pended over the hellish abyss, wh ich claims the sinners.H Conse­
quently, the bridge gives hope that it is possible to join someth ing 
that is divided, that by crossing a bridge one can safely reach one's 
destination. It is a passage that opens up the horizon o f hope. In the 
context of these reAections, this symbolic d imension of the bridge 
seems the most important . 

The intersection of Chlodna and Zelazna Streets, where the 
bridge was later erected, was one of the most dangerous spots in the 
ghetto. No hope, only fea r. That crossing place was given names, 
which in the historical or mythological order meant extreme dan­
ger, great risk, and overwhelm ing dread. Ringelblum wrote chat 
·me Jews called the intersection of C hlodna and Zd azna Streets 
the Dardanelles."·43 Located between the Balkan Peninsula and 
Asia Minor, that strait has had a strategic impo rtance since Troy. It 
was the site of the Dardanelles Campaign and the slaughter of the 
Allies at Gallipoli during \X'o rld War I. Stanislaw Adler describes 
the intersection ofCh lodna and Zelazna Street borrowing Hom­
erS scenery of Odysseus's passing through a narrow strait between 
two monsters: Scylla and C harybdis. Chlodna Street is the only 
way. There is no other route, bur whoever decides to go chat way 
faces the imposs ible. One has no ocher cho ice. The same as Odys­
seus had. But one does cross despite the dangers, as d id O dysseus. 

134. 

The elderly could not even dream of passing by Scylla 
and C harybdis on C hlodna ScreeL One had to have the 
qualifications of a short dist2nce runner in order to succeed. 
The Jewish p<:descrians began to run as soon as chc Pol­
ish policeman gave a signal allowing traffic along :2:clazn:i 

-u C( the entry "Bridge," in Hans Biederman, Diclionary of Symbolism, 
U':lnS.Jamcs Hulbert (Plume, 1994). 
u Ringclblum, Kroniltagma warnawslti~, p. 207. 
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Street. Those who were too slow or fell down were taken to 
the guards' post for a 'gym class'. On dry days it was fift een 

mi nures of squats with bricks and on rainy days - crawling 
in the guctcr.44 

For the ghetto residents the bridge became a proof of their liv­
ing in some absurd spatial arrangemcm. The bridge ceased co sym­
bolise hope. It was a dead end that changed nothing, gave noth­
ing, and did not help in anything. All it did was hurt4s and rem ind 
of a loss. The traditional symbolism had been reversed, distorted , 
tu rned into its own opposite. The bridge in the ghetto made the 
Jews aware of thei r humil iating and degrading situation of enclo­
sure and separation. It proved that any connection between the 
ghetto and the rest of the world was to be seve red. Therefore, the 
bridge in the ghetto symbolised division and bondage. 

THE VIEW 

For the symbolism of the bridge over C hlod na Street, its trans• 
port function is important: the paradox that it lirera!Jy joined two 
sides of the street, two parts of the ghetto, and at the same time was 
a metaphor fo r separation, isolation, and exclusion. The inversion 
of the symbolic meanings of the bridge in the ghetto is based on 
this very paradox. But the bridge was also an extremely important 
element of the visuaJ experience of the ghetto. It was a constructio n 
that spectacularly disrupted the cu ltu ra!Jy familiar image of the c ity 
street. It was a mani festation of an architeccuraJ aberration , with 
the image of the bridge openly challenging common perceptio ns. 

44 Stanislaw Ad ler, In the l¼naw Glutto 1940- 1943. An Account of 11. 
Witnw (Jerusalem: Yad Va.shcm, 1982). p. I 15. 
~, Henryk Makower calls the bridge "an architectural scar on the face 
of Warsaw; P11.mirtnik z gma warnawsltirgo, p. 176. 
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hidiecaregories ofrhe poetics ofvisuality~ the phenomenon of 

I 

dic ghmo bridge may be analysed from two perspectives, firstly as 
mob;m chat one looks at, which appears in one's sight, manifesc­

irtgit5 appearance and location in space; secondly as a place, which 

ooe looks out from. I shall focus on chis second aspect: rhe view 
from the bridge. 

That two-storey bridge had a view of\\i'arsaw. In the foreground 

ont could see the characteristic cowers of the nearby Sc Charles 

Borromeo church and the statue of the Virgin Mary on the nearby 

I 

square. Further, beyond the trees of the Saxon Garden, was the 

'.tyccnrre's skyline with the towering silhouette of the first War­
iilwskyscraper erected in the early 20th century for the Cedergren 

cdephone company, taken over in 1922 by the Polish Telephone 

)oimScock Company (Polska Akcyjna Spolka Telefan;czna, PAST), 
biown as the PAST building (budynek Pasty). The residents of the 
-.!led in, small and crowded closed quarter feasted their eyes on 

die view of the open space stretching before them - the sight of the 

""Odd SO dose, at their fingertips, yet inaccessible. The Jews crossing 

I 
die bridge looked out co the world, which seemed free and normal 

to chem, unlike the one they had been forcibly crammed into. In 

June l94!, on the occasio n of recording the end of the construc­
a_on of a bridge in the north-eastern part of the ghetto over Prze­

bitg Srreer, Ringel bl um wrote in his NoteJ from the Wtmaw Gh_etto 
~uc looking at the 'free world': "From there one can see the River 

tsrula and [th e] Zolihorz [quarter]. Numerous Jews srand there 

~day long looking at chat other free world."47 

lhe eyes see what they wish :0 see. The gaze falls on real objects 

:---
I refer here to a certain methodological perspective of culr~ral r~­

~h that can be called 'visuality poetics'. Sec an overview of th15 top; 

;~rn.a Scndyka, "Poetyka wizualnoSd,~ in Kulturow,1 teo:~/~~:.:.tl.ra-
l]k,,probkma1yka, interpretacje, ed. Teresa Walas, Rysz ) 

'"'-, 2012). 
Ibid., p. 293. 
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but it is subject to an iUusion. Rarely does the Polish set phrut 
hlqdzit wzrokiem (one's gaze wanders) so painfully reveal itSS(<• 

and bottom, as blqdzit also means to lose one's way, to be wrong. 
The illusion of seeing consists here in seeing something, whichonh 

seems normal, something that appears as the territory of freedom 

only at first sight. An Aryan street, Chlodna Street was a part of 
occupied Warsaw, which was also subjected to terror. Visible from 
the bridge, the PASTA building shall have its heroic moment dur­
ing the Warsaw Uprising when afte r fierce attacks it shall be finallv 
seized by the insurgents - a moment of triumph before Wars,,1' 

is turned into ruin and rubble. This perceptive illusion occurs in 

two dimensions: visual and existential. The confrontation of these 

two perspectives, two points of view, two occupation-period narra· 

tions reveals the dynamic dimension of the Holocaust expcrienet. 

the sphere of tensions between the two poles of the human loc:cht: 

Jewish one and the Po lish one. 
The Jews cannot even feed on that illusion as much as chn 

would please, Stopping on the bridge is forbidden. One muse c~ 
it quickly. "And from the bridge one can see the Aryan Wars.Y. 

which seems so free to us. But even such a simple pleasure is forbid­
den. The policemen on the bridge demand politely yet firmly U\11 
one does not stare and move on," em phasises Hen ryk Mako\\tt. 

The no stopping rule was also emphasised by Tadeusz Obrc­
"The view was incredible when you looked down from the bridgt 
Stopping was forbidden."49 

Nevertheless, it was possible to catch a glimpse of the yearned 

fo~ sights or 'steal the sight' that m ade one dream but was ab: 
pamful. In his autobiographic novel Chleb rzucony umarlJ-· 
Bogdan Wojdowski escorts little O awid his porU parolt, co chc 
bridge. ' 

-: Makower, Pamirtnik zgetta warszawskiego, p. I 76. 
AYV, 033.6509, Tadeusz Obremski, Dziennik [diary]. 

____.... 
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Wirh its rumu!t, chaos, d isorganised traffic Rowing 

down rhe winding and narrow alleys [ ... J, the ghetto had an 

omwhdming inAuence on Dawid. Later, one day, having 

.summoned his courage, he stopped on the wooden bridge. 
He saw an omn ibus,w a yellow-and-blue box on wheels, 

which looked like a circus vehicle, a new means of trans­

pon in this part of the ciry, and a ~ ggar, who down there 

on the srreet, always in the same spot, threw himself under 
rickshaws, lamenting and forcib ly extorting alms from rhe 

passenger sitting back in it. Looking from up above, Dawid 

suffm d, his he:ur grieving with surprise and bitterness. 
From there he could freely follow the routes of the Aryan 
crams moving down C hlod na and Wolska Scrcers outside 
chc gherco."~1 

. Another time, Dawid is st anding on the bridge with his friend 

fliahu. The boys can see both che mirage of the distant free W.,r­

s.w.and the closeness of th e ghe tto. After-i mages of a dream and a 
rnvialreali ty. 

They finaUy sighed on rhe wooden bridge, which 
wu just a few steps fro m home, in the crowd of pedestri­
ans fearfully rushing past with cheir heads sunken in their 

collars. The rickety planks were giving way, creaking. The 
gendarme was slowly walking ro and fro on his post under 
the bridge. From the bridge, from char place elevated above 
the street, chey could sec the winding and crowded alleys 
of the ghetto, the extensive depths of rhe Mir6w Marker 
halls [Hale Mirowskic] all the way to rhe Zelazna Brama 
Square, and closer, on the square, the large white Sr Charles 

=------
On 18 May 194 1, Ringclblum wroce: · Kohn obcains a ]ictnsc for 

~horse-d rawn rram'" ([ 1983], P· 287). ln mid-June 194 1 in the ghcno 

rt Were 2S such veh icles (leohnlulerld). 
S6-.s~gdan Wojdowski, Chleb rwcony umarlym (Wamw, 19

8
0 , PP· 
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Church, and beyond ir, in che distance, rhe tips of the old 
crees in the Saxon Garden. 

Mlhere!H pointed £liahu. They were looking ahud 
with sadness and longing, wishing co see che bank of the 
River Vistula. 

Behind them, at the depot in [the] Wola (quarter] 
rang the tram bells. Eliahu squinted, quickly bent over the 
banister of the bridge, and spat on rop of the red-black-and­
whire shelter of the gendarme who was turned back, busy 
checkingdocuments.n 

There is one more interesting record that shows the paradox of 
looking, but this time oflooking from the Aryan side at the bridge. 
This is a childish and na'ive gaze, but chis is precisely why it perfect· 
ly captures the extraordinariness of that experience, its paradox. For 
the children looking up from che street the Jews walking across lm 
bridge seemed unearthly creatures suspended somewhere in space. 
Another example of the incomparabili ty and untranslacabllity of 

the Polish and Jewish wartime lot. Another example of the dranu 
of closeness and remoteness. Rudnicki writes: •The wooden bridge 
suspended over Chlodna Street joined the small gheno with chc 
large one. Chlodna Street's roadway was Aryan, bur the pavements 
were not. The pedestrian traffic between che cwo ghettoes moycd 
across the bridge. The children from the Aryan side looked ~1~ 
envy at the creatures fated co rise every day so high up into the air. 

Sl Ibid., pp. 148- 149. 
Sl Adolf Rudnicki, ~Wielki Stefan Koneck.i". In this context, l shoUld 
mention another scene with participation of children, or actually)'oufl! 

sters: w~ich took place by the bridge. It was recorded in Adam Czcrn: 
k6ws diary on 9 July 1942 (two weeks before the deportation to Trcb! 
ka; •Ali:er dinner, the Polish Street urchins duow stones over rhe walls tr 
Ch lodna Street. Ali:er we have removed the bricks and rocks frorn: 
m~ddle of the street, they have little ammunition. I often asked _rn~ 
w echer Poland was Mickicv..•icz. and Slowacki, or chat street urchin. 

__..... 
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Those sentenced to death take one last look at the free world. 

Th( thus shaped situation has its literary roots in the Romantic vi­

!IOCl of one of the most famous bridges - the Venetian Ponte dti 

Slfpiri - che Bridge of Sighs. Completed in 1614, the bridge, sus­

pended OYer the Palace Channel, joins the Doge's Palace, the scat of 

mt Criminal Tribunal, with the building of the new prison. The call 

nils of che build ing stand on both banks of the narrow channel, 

atating something like a ravine with the bridge suspended above 

ihcwater.s-1 Byron gave that bridge its name, known to every 19
th

, 

20',and 21" century tou rist. It is a closed scruccure with two sepa­
ruccorridors. Walking along them from chc Tribunal co prison, chc 

ronvkcs could look out at Venice through the holes in the atypical 

tquarc rosette that covers che bridge's cwo windows. For many of 
tbrm it was their final look at the free world, which alJegedly made 

them sigh. 

l stood in Venice, on rhe Bridge of Sighs, 

A palace and a prison on each hand: 
I saw from our che wave her structures rise 
As from rhe stroke of the enchanter's wand: 

A thousand years their cloudy wings exp:i.nd 

Around me, and a dying Glory smiles 
O'(r the far times, when many a subject land 

Looked to che winged Lion's marble piles. 

Where Venice sate in state, throned 
on her hundred isles! 
Byron, Chi/Je Haro/Ji Pilgrimage 

tl\lth lies in the middle." Czerniak6w. Adam,, Curniakou•,t J;;.unnik gel 

i.a·.unaws.hego, p. 298 
The positioning of Pome dei Sospiri mighc indeed bring to mi

n
J 

th
e 

~pography of t he C hlodna Streec in the ghetto, Wll~oc~:~~1~7i::~ 
l'Oldway and the pa,,ement rurning the former 

111 

tavinc, Over which suspended was the wooden bridge. 
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Stanislaw Gombillsk.i seems to be looking at che wooden 
bridge over Chlodna Street with Byron's eyes: 

The two-storey stai rs lead to the footbridge over the 

Aryan roadway. lhousands of feet thread chm: every day, 
every hour in their hurried march to the ocher side of the 

street. Thousands of hung heads look up for a moment 

and with a passing glance salure the panorama ofChlodna 
and Wolska Streets, che Halls and the Saxon Garden, the 
skyscraper on Napoleona Square, the Cedergren tower on 
Zielna Street, the crosses of churches and the ribbon of the 
distant River Vistula. 1hey cast a glance and hung their 

head, sighing. This is the ghetto bridge - Ponce dei Sospiri, 
the Bridge of Sighs.55 

BIBLICAL METAPHORS 

After the shifting of the ghetto borders in the lace autumn <i. 
1941, Miron Bialaszewski moved into the tenement at Chlodna 
Street 40, which had been emptied of Jews. The distance from hii 
new home to the intersection of Chiodna and Zclazna ScreetsWll 
only two hundred metres. In his poem Jerozolima [Jerusalem~ 
published in the Akademik periodical in 1946, the iron garesat tit, 
crossroads transform into a Biblical gate separating che chosen peo­
ple, which awaits a crossing, from che rest of the world. 

Closed shut opposite each ocher, 
swaying in an iron lament, 
the gate co the Small Ghetto 
the gate to the Large Ghetto ... 

ss St~nislaw Gombifl.ski {Jan Mawult ), Wspomnienia policjanta i u·II 

JZawskugogma (Warsaw, 20 10), pp. 54-SS 

--
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Following che vehicles, by the wall, 
moves a caravan of Chriscians. 
They look into the Small one - :md che Large one coo -
where the nation of Melchizedek 
awaicsacrossing. 

Through the black galleries of bars 
glances are hurriedly cast 
until che rwo gates 
Auner their wings ac each other 
and block the roadway, 
as ifit were the Red Sea. 
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Bialoszewski saw all that from close by: the revolving iron 

g.ms, the crowd of Jews streaming crossing the street, the closed 

gate blocking the traffic and then releasing the stream of people 

who quickly walked between its open wings, as in between the wa­

ttr ".I.ls of the parting sea. The Exodus - the Departure. The vision 

of the Jews' crossing of the Red Sea brings one to che very centre o f 

Judaism. It is the fundamental motif deeply rooted in che Jewish 
rtligious identity. This sto ry is the basis of che Passover, chc most 

unpomnrJewish festiva l. Moses leads the Jews out of Egypt - the 
house of bondage. With God's help, he cakes chem across the Red 

Sn and the desert all the way to che Promised Land, which he does 

llOtenter though. The Passover is known as Zman Herutrnu - the 
Season of our Freedom or Hag HaCherut - the Holiday of Free• 
dom.S-' 

lhe poem combines worldliness and eternity. The hiSfOry 

~ning here and now belo ngs co the unil"ersal o rder. A spccifa 

--- .. • Zabierow,lu See Alan Unterman, Zydzi. fViam I z.yar, trans. Jerzy 
l6dt. 1989), pp. 228-234 [English edirion: 'llJt } t wi: 1htir RdiJwUJ 

Bt/.,efs& Prac1ica]. The entry "Passover," in The )'h,o Enrytloped14 ofjru'l 
•&szm, Europe, http://www.yivoe.ncydopcdia.org/arucluspx P.iJiO 

"1 .-cessed 4 February 20 16). 
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event becomes inscribed in memory and lives on there, brc~ 

the confines of rime, preserved in the rhythm of the yearly ritual 
of festiva1s. Memory is one of the foundations of Judaism, v•ritcs 
Rabbi Byron Sherwin.~7 as the Jewish faith is based nor on Wo­
logical dogmas but on the memory of events. History becomes the 
arena of the story of the covenant with God. Medieval poo and 
philosopher Judah Halevi stresses chat the Decalogue begins not 
with a statement of a dogma bur with a reminder: •1 am the Lord 
thy God, which have brought rhee out of the land ofEgypr,out ol 
the house of bondage" (Exodus 20:2). 

In the ghetto, the Exodus is not a type or guarantee of coul 
liberation. ~ice the opposite. The Jews' crossing of the Red Sea of 
Chlodna Street, in between rhe bars of the revolving gate, bccoroo 

a manifestation of bondage. There is no way out of the Housc oi 
Bondage. Walking across the cobblestones of C hlodna Street and 
then across the wooden bridge, one only passes from one ghctrotc 

the other. From one House of Bondage co another. There is no Mo­
ses to part the sea waves. There shall be no leading out of bondage 
Across this intersection, across this bridge the Jews shall ht kd ro 
destruction, to death. 

Chaim Kaplan, one of the great diarists of the ghetto, a teacher 
and writer, the founder of the Hebrew primary school in \X'arsaY 
the author of Hebrew course books as well as articles and csg\1 

abo~t. Hebrew e_ducation, was most deeply immerse~ in theJ:: 
tradmon. For him, Judaism was more of an express ion of ch_ . 
ing tradition and the nation than a matter of observing rchgioU) 
law. Bue the Biblical language and imagery were close to him." Ht -s, Rabin Byron L. Sherwin Due ho we dziedzktwo Zyddu1 pohxich, irans-
Waldcmar Chrosrowski (Warsaw, 199S}, PP· 104-106 [Englished~~ 
Spa,-Ju Amidst the A.shes: The Spiritwil Legacy of Po/iJh jeu:ry ( 'cw 
~xford: Oxford University Press: 1997)]. A 

pp. ltcl~.ncl Gutman, "Foreword," in: Chaim Kaplan, Scroll of~ 
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pcn:d\·ed the traffic on the bridge in Biblical categories: "Nowa­

days, thousands of people walk up and down the stairs, like angels 

ucendingand descendingJacob's ladder. The stairs at both ends of 

dK bridge have 50 steps."S'1 On the same day, Kaplan mentions the 

mnpmms of the catastrophic and constantly worsening situation 

ill the ghmo, which he has often discussed: "The horrors persist 

and worsen daily. They are accepted as matter-of-fact, everyday 

occurrences and make very lirdc impression on anybody. In the 

frightfully cold days during the first half of February we became 

inured co the sight of corpses on the ghetto streets every morning. 

-J These are the conditions that exist and we pray that they do nor 

changcforthewom."60 
In the thus sketched scenery appears the motifofJacob's dream. 

Fl«ing his brother Esau's revenge for deceiving him and tricking 

their f-at her Isaac into giving Jacob a blessing.Jacob spends a n ight 

b,chcgatc of the town of Bechel. Resting his head on a stone.Jacob 
dreams about a ladder standing on the ground and reaching heav­

~• with angels ascending and descend ing it. Jacob hears a voice: 

I am the Lord, the God of Abraham your farher and the God of 
buc; the land on which you lie I will give co you and to your de­

scCll<knts; and your descendants shall be like the dust of the earth, 
111d you shall spread abroad co the west and co the cast and co the 
north and to the south; and by you and your descendants shall aH 

die fam ilies of the earth bless themselves. Behold, I am with you 
ind will keep you wherever you go[ ... ]."" In rhe lacer iconographic 

rtprcscncarions the ladder was substituted with stairs. 
Angels with armbands with the Scar of David ascend and de­

scend the stairs of the wooden bridge. This is how che Biblical story 

--:--- 0 f21 Fcbru 
I Ch:um Kaplan, Scroll of Agony, PP· 297-298 (the entry -

. 1942). 
lb,d .. p. 297. 
Robert Graves, Raphael Pad, "Jacob at Bcchc_l•, in Hcbrtu: ,\(~tl,i: 

11,, &ok 0/Genesis (Random House Value Publ,shrng, 19
86

). 

I ..__ 
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becomes transformed in the: ghetto into its own opposite. Hat 
Jacob's ladder has a derisive: ovc:nonc:. God docs nor speak co am. 
body, docs nor give: any blessings, docs not announce: a 00\'cna, 

docs not promise the propagation of the: children of lsrxl (Jq 
changes his name: to Israel ), who would be: like: chedustofthrn.rth. 
ls the covenant forgotten? Broken? Rc:jcctc:d? The: children of!n 
are branded with the armbands, made a mockery of, and dooioo: 
co death. 

A bridge that is a mockery, its own negation, a bridgc:dw m:· 
gates the elementary meanings associated with it, one that rC:\'trlO 

them and switches their places - such a bridge should collapse.Th 
is what Josef Kirman , a Jewish poet deported from the ghwo 
April 1943 and killed several months lacer in the SS camp in Ponu­

towa, tells his son about the bridge: 

You wanted me and only me m rake you rothatwood· 
en bridge. You pestered me wirh questions. How many sco• 
ries docs the bridge have? How close is it fro m che bridge to 

heaven? Can one look down from it?[ ... ] When youasktd 

me whether I feared its collapse, I clung m that like a drown· 

ing man to a razor. Yes, my child, may it happen as soon 
as possible. It might collapse. Ir shou.Jd ... ( ... } WhcnC'\·er 1 

ascend and descend ic, I always ask God for chis w~od~n 
bridge to break imo pieces. Perhaps beca.u.sc soldiers in 

helmets stand underneath it, smiling and watching thOst' 

walking across it as if they were apes. Or perhaps bc~aust 

it is enremdy diny, as the mud on it sticks up ~o on:,~:~ 
Ides. Perhaps, also because only Jews cross the bndgc, 
teemswirh the shroud-like armbands of shame.'1 

~ 
As cited in Fo/Ju Sztinu 11 ( 1978). 
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The ghetto world is a world reversed, it is a world of unevery· 

ih.yC\-crydayness, oflife eate n through by the rust of death, which 

claims a steadily increasi ng number of victims, spreading onto an 

111crasing area of the ghetto reality. Nothing is how it used to be. 

Homes have ceased to be homes - they have become dyingplaces.
63 

l,!ninuginably crowded, filled with the wailing of the beggars and 

the dying, strewn with corpses and 'post-Jewish' objects scattered 

.round, streets have ceased to be streets. The bridge is no longer a 

bridge. 
Let the following scene recorded by Janusz Korczak in his 

Gbmo Diary serve as a conclusion and at the same time a comment 

onthac inversion of mean ings. An example of a ghetto noise, 'ding· 

ins:metches: 

The tr2.der to whom the buyer complained said: ·Miss, 
ihis is not merchand ise, and nor is this a shop, you a cus­
tomer, nor I a tr2.der. I do not sell to you, nor do you pay 
me, because these papers arc not money. You do not lose 

anyth ing, nor do l make a profit."64 

-The refugees and the reseeded were ~ nt to refugee centres (,punkry), 
which were extemporised shelters in empty work.shops, schools, syna· 
gogucs, and tenements. "The centres arc simply dying places of unprec­
tdcnccd l~] whose horrcndousness; wrote Rachda Auerbach in her diarv 
tntry of 13 February 1942. Rachda Auerbach, PJS"'a Z gtlta u•.1rr-..,,iu•· 

~.ed. Karolina Szymaniak (Warsaw. 2015), P· I 
14

· ., . .,012) 
p . .,{anusz. Korczak, Pami(mik , ,nne pnm,, z gerta (\X~rsa""· ... ' 
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PE310ME 

ncEBAOMOCT H AA nCEBAOYAv!L\El1. 
0 AEPEB!IHHOM nEWEXOAHOM MOCTE 

B BAPWABCKOM fETTO, OT TEKCTYAAvl3A[1HH 
AO MJ.1<1>0A0n13Al\J.1J.1 BEl.l1Efl 

Paccy)K,AcmtJI asropa noCB.ltlL\CHbl ACpCBJIHIIOMY neweXOAHOM)'ll(}­

cry a BapwaBCKOM rttTo, ncpc6pot1.1CHHOMY HaA YAttl{C:ii XAOAHOil,KOTO­

pwit cyll.(CCTB0BaA c RHBap.1t AO aerycn 1942 rDAa. 
A11aA11:mpycMblC B CTITbC aonpocbl HCTop1rn II TOnOrpa4>HH Np­

Ul3BCK0ro reno, a TII.K)KC npocrpattCTBCHHOro HJMCpCHHJI XoAot.:orn 

BllHCb18alOTOI B MCTOAOAOnl'iCCKHC paMKH «Tonorpa4>11'1CCKOTO nOIIO­

poTa» B coepcMCl!HbIX ryMaHHTilpHblX 11ayKaX. 3TOT nosopOT anq>lillr 

CT wttpOKYIO MC)KAHCL\llllAHHapu y10 nepcnCKTHBY ttCCACAOBa HHii Xo.\()-

8 LICHTPC BIIHMaHH.ll 3THX paJ 110 11anpaBACHHblX pa3MblWMHHii Ill 

XOMTCR, 8 '13CTHOCTH, TaKttC qJy11A3MCIIT3,U,HblC AAA A311HOf0 atta.UIJ.l 

aonpocbJ, KaK palAtt'l101 MCJKAy MecmoM " npocmpaHm1soM, npOCTpl"· 

CTIICHl\aJI TOllHKa II BCCb npocTpanCTBCHllbIH nOHHTHHHhlH annaptr 

{IIMCIOTOI B BHAy: TCpp11T0pHH, rpa1111ua, norpaHH'lbC, itiner.irium, TO 

CCTb nyTb, MapwpyT, CCTb AOpor), TOn orpaq>11'lCCKOC soo6palKC~JtC, I 

TaJCi(C TO, 'lT0 .II X0TCA 6bl 11a:maTh, C OAHOH crop0Hbl, monoipa¢uru ,,,. ... 

ma, a c ApyroH - on.1HmoM mon.o;:pa¢uu. • n •· 

B CTaTbC npcACTaBAClla IICTOPI-UI MOCTa H:lA y11.11ucH XAoAHOH, p 

BOASITCSI pa3Hb1C RH Ahl cro TCKCTyaAH3:ll.(HH B CBHACTCAbCTB:I.X O'lCB)U.lla 

113 reno H B n0CAC B0CIIHblX B0Cn0MHll:lllHJIX. OTMC'l:ll01VI T:1.IOKC P"' 
!Ible :1.cncKTb1 CHMBOAHKH M0CTa, cc npco6 p a30B:lHIUI II ,mscpCHJt-
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ANDRAZJEZ 

REFLECTIONS OF GEO RG LUKACS'S 
CONCEPT OF REIFICATION IN TH E WO RKS OF 

WALTER BENJAM IN 

I. "GHOSTLY OBJECTIVITY" OF ALIENATION, 
REIFICATION, AND COMMODITY FETISHISM 

Marxist theory has prov ided social and humanist studies with 
~c important concepts about how social relations, in the capi­
talm mode of production, cake form of relations between things. 

These concepts are alienation, rcification, and commodity ferish­

wn. Though all three roughly denote che disadvantages of capital­
~ dc\·dopmem and they also share a particu lar cheorecical concern 

tor complex relations between praxes and consciousness (as well as 

a sharp theoretical insight into it), the concepts arc not to be used 
'ntcrchangeably. le is not coo hard to distinguish between chem, 

eipccially alienation and the ocher cwo. Alitnalion for Marx deals 
"1th the general estrangement as a side effect of the deYdopmem of 

capitalist rdac io ns of production. \Xfhile labourer p~uces ~ com· 
:odicy, he docs no t own it, as it is caken by capitalist, and IS chm 

ltnaccd from chc fruits of his own labour. Bue at che s.ime ume. 
Jt is also estranged from the capitalist who has co sell it in order 

to earn profi t co perpetuate his business. According ro Marx. 
th

csc 
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are the only two aspects of a general estrangement of humans from 
the ir labour and from ocher humans. 1 

If alienation deals with losing somebody's reAection om his 

her cond itions of production and activities, then rtijication cO'om 

automatization and pragmatisacion of relations between pcopk 

that acquire a form of relations between things. This can only be 
possible because of a form of consciousness, specifically overdem• 
mined by the capitalist dynam ics. This form of consciousness, the 

so-called commodity fetishism, is a general "perverted appearanct" 
of a social relat ion of production, "characteristic of all social funns 

of labour positing exchange-value," rather than subjective •imagi· 
nary ... mysrification." 2 {The quote is from M arx's Contribution U 

the Critique of Political Economy in which it was not yet called 
~commod ity fetishism," respectively.) 

A slightly more difficult task would be to d istinguish the pr01i· 

1 
•·· And even from human essence, originally Gattungswesen; what CJ· 

acdy the latter young Marx's term contains, has been an ongoing debate. 
The only thing that is sure is that Marx slightly updated his reAection of 

the "essence• through mid- I 840s - namely, it became more unamh1
~ 

ously socially determined and less inviting for the 20th century mysiial 
speculations about ~human nature" in his texts - before he thankfulh· 

abandoned it (thus already in The German Ideology from i 846, Marx~ 
En~ds mh~r~ rote of more historically determined Verkehr[sv~ilt;:i 
or mter~cnon ). When reappearing more than a decade lat~r Ill Seh CCII' 

manuscripts on the critique of political economy, released 111 ZOt of :ur~ ~ Gr~m~rme, Gattungswm n signified an early hiscorica~ ~h:i is 

ndividualisanon of human beings, when a human •appears or1gin Y 

a species-being [ GattungswNen], clan being, herd animal - ahhough ill 
no way wh;i.tever as a (&ov 1rolmXOv in the political sense.~ (K;i.rl M1[L 
Gnmdrisu. Introduction to the Critique ef Political Economy, er.ins. Mll' 
~in Nicolaus (New York-Toronto: Random H oUS(:, 1973), P· 496.) ed. 

Karl Marx, A Contribution to the Critique ef Political Economy, iW 
Maurice Dobb, trans. Salo W. Ryazanskaya {New York: lntemauo 
Publishers, 1970), p. 49. 
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lionally described terms with more rigorous demarcations. Firstly, 

11isimponanr to note that whatever rhe relation is between chem, 

tltrydo not belong to the same cheoretical structure; alienation is 
daivedchieRy from Marx's pre- 1848 early scripts chat show his chc­

orttical criticism in its foetal form. In contrast, reification, at first 

ghnce similar to alienation, is, together with fetishism, an integral 

pmof the well-accomplished Marx's thought that was manifested 

tsprcially impressively in his critical analyses of bourgeois political 

rronomy, such as Capital ( I 867). Likewise, the reification as one 

of the aspects of commod ity fetish ism (or as its general manifesta­

tion) has only been margi nally (if not exceptionally) employed by 

Marx- and has been canonised as a philosophical term on its own 
only later by Georg Luk:ics. 

Due to a format of this short presentational article, I will have 
to utterly ignore some reliable criticisms of alienation and reifica­

tion by some modern authors. Nevertheless, I will briefly bring to 

~~ta rclarively famous critique, for which I will have to rake a 
digression to French theory. But even so, I will not address it be­

~ofitscriticism towards the subject, but rather for its contribu­
oon to one possible solution of the demarcation between the three 

concepts - or rather, of their potentialJy embarrassing liaison. The 
French structural ph ilosopher Louis Akhusser did not hesitate to 

completely disregard early Luk:ics's (and his followers') attempt r~ 
theorise reification. Ind irectly put without mentioning r_he phi­
losopher's name, it was, according to AJrhusser in his seminal For 
.\fan: (I 965), nothi ng more than "a projection of the rheory of 
alienation found in the [Karl Marx'sJ early texts, particularly the 
1844 Manuscripts, on to the [ mature Marx's] theory of'{commod­

ityJ fetishism' in Capital."3 

In Althusse rian terms, reification "that sees 'thi ngs' everywht~; 
in human relations" belongs philosophically to the young ~farx, 

~ser, For Marx, Trans. Ben Brewster (New "fork: Vin 

"!<. 19"0), p. 230. 
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philosopher tainted with Georg Wilhelm Friedrich Hegel's idea). 
ist heritage {Akhusser is especially suspicious of the young Mari's 
"humanism"), and is supposed to be of minor importance co th( 
maturt Marx, the theoretic ian of Capital. Namely, Althusscr's ty· 

pology of Marx's opus strictly follows his notion of the so-called 
epistemological break - the latter supposedly dividing Marx's 

works between the early (ideal ist, Hegelian, essentialist or simp~ 
philosophic) and che mature, proto-structuralisc, or Jhtorttic. Mari's 
work after the alleged episccmological break is considered by Al­
thusser to be the only relevant and theoretically cohesive. Thrrt­

fore, reificacion is, in Alchusser's view, supposed to owe its main 

characteristics to the essentialist romantic notion of alienation,but 
even then Marx rather spoke of\mhumanity," while the notion of 
"the thinf is, apart from the matu re Marx analysis of money form, 
a category in comparison to which "more foreign to Marx cannOl 
be imagined."~ 

Before we return to the reification, it is worth acknowiedg· 
ing a detail often overlooked by philosophers and historians­
and Althusser is not an exception h ere. Whilst it is often claimed 
that reification (that came co philosophical prominence ,.,,;rh 
early Lukks's History and Class Consciousness) is in this or that 
way connected to the young Marx's alienation.S we should bear 

4 Ibid. 

s For example, Gajo PecroviC's emry in A Dictionary of Marxjfl 
11Jought explains reification as "a 'special' [sic] form of alienaci~n, 115 

most radical and widespread form characteristic of modern capiulLSI 
society.~ (• Reification," in A Dictionary of Marxist 'Jhought, ed. To~ 

Bottomo~e, Laurence Harris, Victor G. Kiernan, Ralph Mili~and (Olr 
f~rd_: Basil Blackwell, 1983), p. 41 l.} Similarly, Risto TubiC, in anodic. 
d1Ct1onary, designates reification of human relations as "very conn~ 

?us t? alie~at~on~. - it • in fact , only presents one aspect 0 ~ h~m.~n ,ul 
•enarion ... ( Re1fikacija ljudskih odnosa; in Encikloptdljslo rljd 

"~arksmilnih pojmova (Sarajevo: Veselin Maslda, 1974), P· 465) ~ 
t e 0ther hand, certain authors menrion them as rwo phenomena 10 t 

____,. 
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in mind chat Luk:l.cs's collection of essays dates t0 1923, when 

nl'Okcy works by che young Marx (and Engels) that dealt with 

die ropic of alienation, were not yet known to the public. While 

.\lm.'s Economic and Philosophic Manuscripts of 1844 (that Al­

thusscrexplicitly mentions) have only been released in 1927, his 

6rsr major early collaboration with Engels, The Gmnan Ideology, 
ns released by David Ryazanov's Marx-Engels Institute in Mos­

cow even later, in 1932. 

Furthermore, the original German word for reijication in 

lukacs's 1923's essay "Rei ficarion and the consciousness of the pro­
lnariat" (including its title) was Verdinglichung, which dislocates 

rtificacion even further from the domain of the young Marx - with 

ltTdinglichung, Lukacs explicitly referred co (the mature) Marx's 

term from Capital. This puts in question Alrhusser's dear stance 

rhar a thing (das Ding) is a category "foreign to Marx" and chat in 

Gipita/ Mthe only social relation that is presented in the form of a 

~ing" is money, instead 0 f, as the term reification rends to suggest, 
erery social relation."6 Namely, it was in Capital - in a section of 

its first pare, entitled "The Fetishism of Commodities and the Se­

cret Thereof" - that Marx famously wrote: 

~me theoretical system; Stephen Eric Bronner (somewhar super~cial­
~)commencs on the two Munfreedoms of bourgeois pracrice": -Aliena-
110" was not the only product of rhe commodity form [sic]; rhere was 
i.lso rcification ... ~ (" Lukacs and rhe dialectic: comributions to a theory 
of practice: in Lukdcs Reconsidered ed. Michael]. Tiiompson (Lond011 · 
~e"WYork: Continuum, 20l l ), P· ;4, JS.) However, his distinction _bc­
tl.·ecn alienation with its Mclusive existential as well as anthropological 
quiliry" and reification that Mhas something more comcxrually con• 

~rc1c. a~ut it~ (Bronner, "Lukks and_rhe dial_eccic: P· 29_:~0)t;::1:;:; 

c;r-cc its rather poetical languag~, fair_ly pcrunen;~:i:~
1
d j manifest 

in n more definite terms: while al1enan~n could 'iink.ed to~ capitalin 
any class society, reification is unambiguously 

rnodc of productio n. 
Alrhusscr, For Marx, p. 230. 



336 

"There is a definite soc ial relation between men, chat as.sumo. 
in their eyes, the famastic form of a relation between things." 

The continuation of a passage also helps us to denote tbr: 
relationship between objccrif-kacion as see n by (the manm 

Marx and his concept of commodity fecis hism7 that - through 

Lukacs - influenced all further developmem of che cheoryol 
reificacion. 

ln order, therefore, co find an analogy, "''t must hm 
recourse co the misr-envdoped regions of che religious 
world. ln th:n world chc productions of the human brain 
appear as indepcndcm beings endowed with life, :md en­
tering into relations both with one another and the human 

race. So it is in the world of commodities with the produru 
of men's hands. TI1is I call the Fetishism which amchesit• 
self to che producu of labour, so soon as they arc product<! 
as commodities, and which is therefore inseparable from 
the producrion of commodities.• 

Hence, to understand Luk.l.cs's influential use of the con 
cept of reification (which is, warns Michael J. Thompson,n 

a cultural, but an epistemological caregory9), we must tra~C 11 ' 

direct lineage to the mature Marx of Grundrisse and, especial(' 
7 

The latter, though being the strongest theoretical conccp,1 of 
three, will have to be ignored in rhe continuation of rhc article. Noc 
due ro space limitations, but also because its furcher devdopmcn~ in ph 
losophy have nor shallowed it to an extent of reificarion and ali<nP 
when rhesc were discovered by behaviourism and popul:i.r psrchol~ 
• Karl Marx, C11pi111l A Critiqtu of Political Economy. fol~~:.;. 
Karl Man:, Frederick Engels, Col/med Works. Vol,,mc 35, ed. ntU"'' 

Engels, trans, Samuel Moore and Edward Avding (London-New Yo 
Moscow: Lawrence & Wisharr-lnrernational Publishers-Progrt55 
!1shing Group, 1996), p. 83. 

h Michael J. Thompson, •1nrroducrion ~ Lukdc; Rccomidcrtd,.cd. 
c ad J. Thompson (London-New York: c'onrinuum, 20 I I), P· 6 
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Capital, the latter also being by far the most quoted Marx's tide 

in Lukks's mentioned essayl0 to wh ich I will dedicate the next 

lines. 

This humble, factual update, however, does not rebut Althuss• 

a5 argumentation in its enti rety. N amely, though sparsely using 

the word 'alienation' in the essay, Luk.ics did reference directly co 

the young Marx and his less remarkable passages about alienation, 
utd - what is more - he relied heavily on Hegel's earlier reAections 

of alienation from The Phenomenology oj'Spirit. The latter were of-

1m recruited in Luka.cs's essay merely co be refuted by Marx's ma• 

rerialist update, but in a way that conscancly (at least in retrospect) 

1<lf-critical Lukacs much later mocked as "an attempt to out-Hegel 

HegeJ,• 11 meaning simply chat by his tentative disposition of the 
1t1rk.ing class as "the identical subject-object of che real history 
of mankind· early Lukacs did no t successfully overcome idealist 

limitations in his Marxist interpretation of Hegel's philosophy, 

but rather provided the latter with a fairly Hegelian solution that 
Hegel himself had avoided. 12 From Luk3.cs's essay on reifi.cation, 

howe,.•e r, this point is far less palpable to a non-philosopher than -Also a title of the present chapter begins with a phrase from Capital 
M~rx, Capital, p. 48; orig. geJpemtige Gegemtiind/ichkeit; in rhe rrans­

lauon I used for this art icle, 11m 11bstantial reality: other translations in­

dudcspt~tra/andphantom[-/ike, -atic] objectivity) char, in passing, Lu~:i'! 
.icloptcd m his essay "Reification and the consciousness of the prolcranar, 

and Benjamin in Arcades Project. 
D Georg Lukacs, History and Cl,z.ss Consciousness. Stud/a in MarxiSl 

ufml(s, trans. Rodney Livingstone (Cambridge (MA): Merlin Press, 
l9'7 i),p.niii. 

Moreover (o r rather on the conrrary) Slavoj Zii:ek in defence of 

Htg~l from common and persisting idealist (m is)readin~s accuses c~rly 
Lukacs - due to his proposal of"simply replacing HegeJian ~pmr with 
die proletariat as the Subject-Object of Hisror( - ofbemg not ,real~~ 
Htgclian, bur a pre-Hegel ian Marxist.~ (Living m ihe End T,ma ,Lo 

don-BrookJ in: Verso, 2011 ), p. 226.) 
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Lukics's favourable attitude towards Marx's update of Hegel in his 
early works. 

Looking at the essay "Reificacion and the consciousness of the 
proletariat" more closely, Lukacs does not point out any particular 

ruptures in Marx's opus; no tions from CapitalaresupportedbySC\·­

eral lines from Marx's early writings, and vice versa. Thus,Alchussa 
was nor wrong in pointing out that in general, Luk.ics did noc dis­

tinguish strictly between the young and the mature Marx'sconccp• 
tions. (The dilemma, ro what extent Marx's earliest works are com­

patible with his seminal works such as Capital, is still being serious­
ly discussed.) And, to confirm che French philosopher's mid-J960s 
perspective even more, even Luk:ics h imself - though philosoph~ 
cally very distant from A!thussc r - charged his own early investiga· 

tions of reification in 1967 of being •based on the supposed equa· 

tion of objectification [i.e., reificacion] and alienation." 13 Morcom, 

he admitted that "the phenomenon of reification is closely relate~ 

to that of alienation but is neither socially nor conceptually idenn· 
cal with it; here the two words were used synonymously."

14 Th~ 
retrospectively conceived strong ties between the young Marx's al­
ienation and his mature work helped popularise early Lukics'sown 

concept of reification with time - but before I brieAy sketch h()\11'. 

let me explain what is re ification to early Georg Luk.lcs. 

2. "A RELATION BETWEEN PEOPLE TAKES 
ON THE CHARACTER O F A THING," 

REIFICATION VIA LUKACS 

Lukacs wrote "Reification and the consciousness of the pro· 

le.tariat" in 1923. It is necessary to underline that the es~y•' 
pioneering critique of the capitalist systematic and determm'.ng 
formation of an individual's co nsciousness, had appeared e,tn 

l) Luk:i.cs, Hiuory 4 nd Class ComcWusnm p XXXV, 
14 

Lukics, History and Class ComcWumess: p: xxiv-xxv. 

----
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Ix-fore Edward L. Bernays' bo oks on propaganda techniques chat 

•·m successfully used by em erging advertising industries and by 

jostph Goebbels (not to mention Peter F. Drucker's and similar 

i.kologues' deliberate appli cations of the capitalist market laws 

toihe last consciously critical group that henceforth became rec­

ognised as "knowledge wo rkers"). Originally, Lukks's account on 

'the power of consumer soc iety co vitiate and even displace revo­

!urionary politics" 1s was written primarily co explain why large 

smions of th e proletariat in the most industrially advanced soci­
eties, suffering an enormous exploitation, "were 'seduced' or over­

come by the p revailing system even as they fought, through their 
unions, for higher wages and improved wo rking condirions." 16 

His stark formulations were, however, accurate and advanced 

enough in an alysing the ma in tendencies of capitalist society to 

gain relevance with time - and with development of the capitalist 

mode of prod uction. 
At the beginni ng of his famous essay, Luk.ics explained "the 

problem of commodity" as "the central, structural problem of capi· 

Wisc society in all its aspects," and not only its economics. 
17 

Pro· 
cttding from Marx's critical analysis of che bourgeois economy, 
Lukacs switched " to a discussion of che problems growing out of 

che fe tish characte r of commodities, both as an objective form ao<l 

also as a subjective stance corresponding to ic."18 Accordi~g co h.im, 
e'."tn the duality between the objective development and Its ~ub1ec­
t1ve answer is m erely one of the numerous dualities in wh1~h the 

commod ity exchange manifested socially. Regularly referring co 
Marx, he emphasised chat the reification of sociery did not appear 

~owirz MGeorg Luk:l.cs' Destruction of Reason; Lufua 
R.«ornider~d, ed. Mich~el J. Thompson (London-New York: Conunu· 

..,,20J J), p. 52. 
Lukacs, Hisiory and C/aJS ConsciousneM, P· 52-

11 Ibid., p. 83. 
Ihid.,p.84. 
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immediately with the historical occurrence of a (specifically capi• 

calist} commodity exchange, but only with the advent of modmi, 
universalised capitalism. Or: 

The commodity can only be understood in irs undis­
torced essence when it becomes che universal c.au:gory of 
society as a whole. Only in this conrexc does the reificarion 

produced by commodity relations assume decisive impor· 
ranee both for the objective evolution of society and for 
the (subjective] stance adopted by men towards ir ... Rei­
ficacion requires that a society should learn ro satisfy :i.11 its 
needs in rerms of commodity exchange. 1~ 

Even more precisely - reificat ion only appeared at a point 
in the historical development of the process oflabour, where the 

latter was established systematically as "abstract, equal, compar.i.· 

hie labour, measurable with increasi ng precision according to the 
time socially necessary for its accomplishment."20 The philoso­
pher noted that the development from the handicraft co machine 

industry showed "a continuous trend towards greater rationalisa· 

tion, the progress ive elimination of the qual itative, human and 

individual attributes of the worker," while the process of labour 

was, through the same development, gradually "broken down inic 

abstract, rational, specialised operations so chat the worker loses 
contact with the finished product and his work is reduced c~ c_h.' 
mechanical repetition of a specialised set of actions." The dwsiie 
factor of such mechanisation of work was the time necessary for 
rhe work to be accomplished21 _ from "a merely empirical ai·cngt 

1
' Ibid., p. 86-9 i. 

zo lbid.,p. 88. 
11 

~Above all, as far as labour-time is concerned, it becornes abund1fltk 
clear that quantification is a reified and reifying cloak spread 0\'Cr d,c 1: 

:~cei:::: objects and .can .only be regarded as an object\~~o;ic<t 
ty ch as the subJecr 1s uninterested in the essence of 

_____,,,... 
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figure" of the early capitalise formation to "an objectively calcula­

ble work-stint chat confronts the worker as a fixed and established 

rc,.li1(22 Each part of a working process for which the capitalise 

ntionalisation found a way to be calculated, was one step further 

from previously "irrational and qualitatively determined unity of 

the producc:13 

Rationalisation in the sense of being able to predict 
with ever greater precision alJ rhe results co be achieved is 
only to be acquired by the exact breakdown of every com­
plex into its elements and by the study of the special laws 
governing production. Accordingly it num declare war on 
the organic manufacture of whole produces based on the 
traditional amalgam of empirical experiences of work: ration­
alisation is unthinkable without specialisation . 2◄ 

This is extremely important for the topic of the present article 

U. henceforth, the acquired object was ceasing to be "che object of 
~ework-process," but was instead gradually turned into "the objec­
ll\"C synthesis" of rationalised processes of the division of labour, 

of ll'hich unity as a commodity could less and less coincide with 

~e unity as use-value - moreover, the former unity would become 

determined by a pure calculacion."2S 

Such rational segmentation of che production of use-_valu~ in 
lime and space _ and here we move from conditions of re16car1on 

to the reificacion itself- "necessarily ema ils the fragmentation ofiu 
tubjccr:u Luka.cs's description of processes of the objectification of 

10 Which it Stands in a contemplative or (seemingly) pr.tctinl rebtion· 
~,p."(lb;d., p. 166-167.) 

Ibid.,p. 88. 
Ibid.,p. 89. 
Ibid. 

lb;d., p. 89-90. 
lbid.,p. 89. 
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human consciousness and their relations from the early 1920sap• 

pears strikingly valid today - even the most superficial repercus­

sions of the extreme liberalisation of the wo rld economy after 1989 

make Luka.cs's reflection sound like a prediction, and not so!ely a 

description of a diachronic capitalist trend: "In consequence of 
the rationalisation of the work-process the human qualities and 
idiosyncrasies of the worker appear increasingly as mere sources of 
error when contrasted with these abstract special laws functioning 

according to rational predicrions."27 Neither objectively nor subjec­

tively does the worker now act as a master of the process - instead, 

he is a mechanical part incorporated into a mechanical 

system. He finds it already pre-existing and sdf-sufficiem, it 
functions independently of him and he has to conform to 

its laws whether he likes it or not. As labour is progressively 
rationalised and mechanised his lack of will is reinforced 

by the way in which his activity becomes less and less ac­
tive and more and more conumplative. The contemplative 

stance adopted towards a process mechanically conform· 
ing m fixed laws and enacted independently of man's con· 
sciousness and impervious to human intervencion ... must 

likewise transform the basic categories of man's inuncdiare 
attitude to the world: it reduces space and time to a com· 

mon denominator and degrades time to the dimension of 
space ... ln this environment where time is transformed 
inro abstract, exactly measurable, physical space, an em·i­
ronmenc at once the cause and effect of the scientifically 

and mechanically fragmented and specialised production 
of the object of labour, the subjects of labour must likewise 
be rationally fragmented.ZS 

Henceforth, si nce the systematisation of che capitalist mode 
of production was total, "the personality" could not but "laok on 

l' Ibid. 
21 

Ibid., p. 89-90. 
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bdplessl( while its existence was no more than an anonymous 

pmicle of an alien and inconceivable system. This was especially 

i:aliem since the historical disintegration of a previously organic 

process of production into its components tore apart bonds of the 

mniieval community fundamenta lly. Mechanisation minimised 

di(socialaspect of work for the community. "The internal organi­

Sllion of a factory could not possibly have such an effect - even 

l'ithin the factory itself - were it not for the fact that it contained 

ill concentrated form the whole structure of capitalist society." 

Lukacs juxtaposed the cap italist society to Ancient Rome and its 

sli.res - oppression and exploitation had been present since long 
.go,he wrote, but "mass projects of this type could never be ration­

.lly mechanised; they remai ned isolated phenomena within a com­
muni ty chat organised its production on a different ... basis and 

l'flich therefore lived a diffe rent life."29 This changed rad ically and 

qlWitatively with the universalisation of commodity exchange: 

'The fate of the worker becomes the fate of society as a whole; 
indeed, this fate must become un iversal as otherwise industriali­

sation could not develop in chis direction. For it depends on rhe 
onergencc of the 'free' worker who is freely able to take his labour­
power to market and offer it for sale as a commodity 'belonging' to 
him ... ~30 

This obviously implied a universal application of rational 

mtchanisarion and calculabil ity to all aspects of life. Consu~er 
utides ceased to appear as products of processes in a community, 
but increasingly occurred as "abstract members of species," ~vhose 

non• )possession depended on rational calculacions. Only in che 
.ftetmach of society's total fragmentation into isolated acts of com­

modi ty exchange could che "free" worker as an isolated aeon~ at 
ptar, and simultaneously "his fate becomes the typical futc 

O 
t e 

;;---_ 
lb;d.,p.90. 
tbtd.,p. 91 . 

...___ 
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whole society."31 But Lukacs audaciously dug even deeper; namdv, 
as he pointed out, the isolation and fragmentation of the society~ 
only apparent when: 

TI1e movemenr of commodicies on the market, the 

birth of their value, in a word, the real framewo rk of every 

rational calculation is nor merely subject to strict laws but 

also presupposes che scricr ordering of all that happens. The 
atomisation of the individual is, rhen, only the reAex in 

consciousness of rhe face char rhe 'natural laws' of capitalise 

production have been exrended to cover every manifesca• 
rion of life in society; chat for the first rime in history the 
whole of society is subjected, or tends co be subjected, to a 

unified economic process, and char the fate of every mem­
ber of society is derermined by unified laws. (By contrast, 
the organic unities of pre-capitalist societies organised 
their metabolism largely in independence of each other).'1 

But even if the atomisation is just an illusion, it is for Luk_ics 
a necessary one for the reproduction of (relatio ns of produrnon 
of) a capitalist formation; universalised market with its •obtdi­
ence to 'natural laws' ... in a [seemingly] finished form,assomc· 
thing immutably given" can only reproduce itsclf"in the form of 
rational and isolated aces of exchange between isolated commodl'" 

tyowne~s," whose faith is typical for society as a whole.33 B~t:: 
from this general capitalist characteristic, the mode rn age 10 

fied commodification beyond the previously imagined bor~e~· 
"It also integrates into its own system chose forms of pri~iuie 

c~pitalism that led an isolated existence in pre-capit_alist t'.~,: 
divorced from produccion."l-1 However subordinated 1n the1 

11 Ibid. 
'
2 Ibid., p. 91-92. 

l} Ibid., p. 92. 
14 Ibid., p. 93. 
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tirety to actual capitalist's extraction of surplus value via produc­

tion, these forms are generally perceived in the bourgeois society 
» 'the true representatives of [somebody'sJ societal existence." 
The rdfied mind necessa rily accepts che "commodity character of 
rommodit( as "the focm in which its own authentic immediacy 

!!(comes man ifest and - as re ified consc iousness - does not even 
mcmpt to transcend it ... Just as che capitalist system continu­
ously produces and rep rod uces itself economically on higher and 
higher levels, the structure of rcification progressively sinks more 
deeply, more fa tefully and mo re definitively into the conscious­
ness of man ."3S 

Lukics's theore tical suspicion towards the immediate per• 
ccption as a methodo logical tool, especially in the wake of the 
rationalised and rei fi ed soc iety, remains as another strong point 
'.0nrriburing to the essay's eminent relevance for a critical revi­
sion of today's social p rocesses. Against a major stream in today's 
popular (as well as academic) disputes of transgressing impover• 
ishcd human relat io ns through immediate, authentic, or direct 
experiences (that is supposed to de-reify chem), Lukacs insisted 
on surpassing the "immediate" by converting its logic with the 
Hegelian notion of"second nature,"36 the latter evolving in a rei· 
ficd bourgeois society "with exactly che same inexorable necessity 
as was the case earl ier on with irrational forces of nature (more 
c1:1'cdy: the social relatio ns which appear in chis fo rm)."37 To a 
rc,fi cd consciousness, perceived as the immediate experience of --­Ibid. 

When use-values historically appeared universally as commodirics, 
thtr gained •a new objcctivit( wh ich chey could 1101 yet have ar_ramed 
lllccnruries of sporadic exchange. (Ibid., P· 92.) Th is _•sclf-crcarcd unme· 
d~y• then affected not only th e sdf-complaccnt cap1taJ_isc economy, bu, 
USO bourgeois philosophers that correctly sensed the reifymg process of 
die modern age, but ascribed it to ahiscorical fac tors. (Ibid .. P· 95.) 

Ibid., p. 128. 
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a commodified world can in fact merely reproduce the rc:ified 
structural forms of the contempora ry so ciety. 

The structural forms of the society are visible directly neitha 
to people who experience them nor to a historian38 - instead, they 
have to be searched for using th e materiaJist analysis. In subsequem 
chapters of the essay, Lukics m eticulously investigated how the rei• 

fied second nature functioned, especially in the interaction with a 
theoretically consistent idea "of a to tal social situation caught up 
in the process of historical change.")9 Some fo rmulations are thrill­

ing, especial ly if we bear in mind that they were written in the early 
1920s, 

At first sight - and anyone who insists upon immedia­
cy may never go beyond this 'first sighr' h is whole life long 

- it may look as if the next stages implied a purely intcl· 
lectual exercise, a mere process of abst raction. Bue this is an 

illusion which is iuelf the produce of the habits of thought 
and feeling of mere immediacy where the immediately giv· 

en form of the objects, the fact of their existing here and 
now and in this panicular way appears t o be primary, real 

and objective, whereas their 'relations' seem to be second· 
ary and subjective. For anyone who sees th ings in such im· 
mediacy every true change must seem incomprehensible. 

The undeniable fact of change must then appear to be a ca· 
tasrrophe, a sudden, unexpected turn of events chat comes 
from outside and eliminates all mediations.-w 

The change, with which the ossified relations of exploitation 

~hould .be surpassed, must be thought of in terms as fa r front 
thc 

immediate experience as possible. 

)I Ibid., p.153. 
" Ibid., p. 162. 
~ Ibid., p.153- 154. 
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If change is co be undersrood ac all it is necessary to 
abandon the view char objecrs arc rigidly opposed co each 
mher, it is necessary ro elevate their imerrclatedness and 
the imeracrion between these 'relations' and the 'objecrs' 
m chc same plane of reality. The greater che distance from 
pure immediacy che larger the nee encompassing rhe 'rda­
dons: and the more complete che integration of the 'ob­
jects' within the system of relacions, the sooner change will 
cease to be impenetrable and catasrrophic, the sooner it 
will become comprehensible.•1 

347 

This change was for Lukacs, following the young Marx's Thew 
on huerbach (and tracing the idea in its rudimentary form back to 

Johann Gonlieb Fichte42) , only realisable through praxis, but due 
to its complex stratification a larger and larger part of human ac­

tivity had become inst rumentaliscd by a commodity fetishism. An 

~dividual in a capital ist society confronts reality, itself constructed 

nadass relations, as "a natural phenomenon alien co himself.' and 
thus all his activity (especially if leaning on the immediacy) is lim­

ned •co the exploitatio n of the inexorable fulfilment of certain in-

dividual laws for h is o wn {egoistic) inrerests."43 
. 

Even in such an "activity," che individual remains an obJeCt -

and not a subject - of his actions which smoothly contribute co 

rhereproduccion o f capitalism. In his investigation on how to ~ver­
come this chain o f circumstances, Luk.ics moved from the mfied 
tndividual action to a class action of the whole proletariat, or from 
thevinual subject of modern history (i.e. an indivMua/) to the_ ac­
tual one (i.e. the o ppressed class).~ It is only through the comtiot1J 
~tion of the proletariat - the action of which underlying maren.tl­
lSC and historically aware conceptualisation will be able to cncom-

~ 
Ibid., p. 39, 123- 124. 
lb;d., p. 135. 
Ibid.,p. 165. 

L 
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pass all concrete manifestations of the dialectical totality and rtt· 

ognisc them as reificd - chat the rcification can be dissolred.lhll~ 

in Lukacs's view a decisive step to the dissolution of subject-oh)ca 

duality chat Fichte as wel l as Hegel sought to postulate, al!xit m 

an idealistic manner. However, "chis will on ly be true if th~ rwd 
beyond immediacy leads in the direction of a greater concrmnrn, 

if the system of med iating concepts so constructed represcmstbt 

'totali ty of the empirical' - co employ Lassalle's fel icitous dcscrir 
tion of the philosophy ofHegel.""S 

It was precisely Lukics's deep and permanent appreciation ri 
Hegel throughout various and often contradictory periods of his 

philosophical developmem, as well as his pioneering analyses of 
the early, "Hegel ian" Marx in mid-1930s, that guaranteed him a 
special place in a specific stream emerging in the western acadcmi, 

sphere between late 1920s and SOs chat focused most!yon-if11
" 

use Althusser's distinction - humanist aspects of Marx's philoso­

phy. The trend of the research on the young Marx and topics sudi 
as alienation, triggered by Lukacs in 1930s, had a greater or lcsstr 
impact on - for instance - the Frankfurt School, Sarcrian cxisicn­
tialism (especially Sartre and Maurice Merleau-Ponty until UI( 

latter's political conversion), or on the philosophy of such !nd'· 
pendent thinkers as Henri Lefebvre, Alexandre KojCve, or Walter 
Benjamin - the latter's adoption of the term will be discussed 111 

the next chapter - • to mention only chose that remained inside 

a frame of a Marxist thought. Namely, if Lucien Goldmann and 
Pierre Bourdieu were correct, Martin H eidegger's Timt and Bti"l 
{I 929) had not only been strongly inAuenced by Lukics's HJJtur] 

and Class Consciousness, especially in the German philosopher> 
reAections of alienation;'6 but had, in many senses, been a direct -4s Ibid.,p.154. 
46 

1'he thesis is • b H ·degger's hntS 
•The 'who' i pr~vocanve, ut let me quote next CL Jbst], nOl 
som s not _this one, not that one, not onesdf [ma~ st, , . the 

e people [timgt], and not the sum of them all. The who LS 
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~ic41 against it/ him despite his name never being mentioned . 

Thus.even though Lukacs as reification's main theoretical p ropo• 

Dmtessentially relied on the Marx's mature work in his referential 

tmy, the concept of reification would perhaps gradually come to 

llnlt(r, 1he 'they' [da.1 Man]. We have shown earlier how in the envi• 

!Ollmrnc which lies closest to us, the public 'environmenc' already is 
rtadJ·-ro-hand and is also a marrer of concern [mitbe1orgt]. In utilizing 

public means of transport and in making use of information services 

sadi is the newspaper, every Other is like the next .... [T] he Ochers, 
JSdisringuishable and exp lic it, vanish more and more. In chis incon• 

ipicuousness and unascertainabil ity, the real d ictatorship of che 'chey' 
a unfolded. We cake pleasu re and enjoy ourselves as they {manJ rake 

;ibrurr; we read, see, and judge about literature and arc as chey see and 
JMigc;likewise we shrink back from rhe 'great mass' as they shrink back; 

.-rbnd 'shocking' what they find shocking. TI1e 'd1ey', which is nothing 
dtnni_te, and which all are, though nor as rhe sum, prescribes the kind 

Miking of everyd ayness." ( Marti n Heidegger, Being and Timt, trans. 
,Win Macquarrie and Edwa rd Robinson (Oxford-Cambridge: Black• 

;'1( 200 1), p. 164, o,;g, p,g. 126- 127.) 
For instance: "If world-rime rhus belongs to the ccmparalizing of 

ttmporaliry, then it can neither be volatilized 'subjcccivistically' nor 'rci• 
lied' by a vicious 'Objectification'. These two possibilities can be a\•oided :)a clear insight ... " (Heidegger, Being and Ti~,~• P· 472, 0_rig. pa~~ 

: In f.ict, on the last page in the German o riginal of Heidegger 
ICJnJ1U.! work, at its endmost conclusion, lies the clearest reference of all: 
llcM'tVcr, nor Lukacs nor the title of his essay are mentioned - inStead, thc 
problematic is effectively ahisroricised: ~It has long been known that an· 
Ocntonrology works with 'Thing-concepts' and char there is a danger of 
ttifyingconsciousness'. Bur what docs chis 'rdfying' signify? ... Why~ocs 
~. reifying always keep coming back to exercise its domi_mon? \l; h,u 

;itive ~trucrurc does the Being of 'consciou,sness'. h.i.\·~, if:::;: 
:ins_m~ppropriare to it? Is the 'distinction_ bct\\:~er:~;ic in 1 pri 

lllord~mg sufficient for radding rhe ontologi~al P lie alon our wi,-~~ 
al lllanner? Do the answers co these questions g 

Heidegger, Being and Time, p. 487, orig. pag. 4r.} 



350 ANDRA2.jEZ 

(somewhat self-evident) proximity co che young Marx's alienation 

even ifLukics himself would never have implied their reciprocity. 

3. "SELF-ESTRANGED HUM AN BEING ... WITH 
ARMOR AGAINST THE REIFIED WORLD,"~ WALTER 

BENJAMIN'S REIFICATION BETWEEN ERLEBNIS AND 
ERFAHRUNG 

To young Walter Benjamin, Luk.ics's concept of reification 
provided che "first Marxist theoretical roor49 with which he could 

conceptualise his notions of an empty and apathetic society, espc· 
dally in his reAection of cultural forms as its products, as well asof 

a phenomenon of melancholy. so Before chat time, he had shown 

nee-Kantian affinities, sporadically tempted by his keenness to­

wards romantic aesthetics of Schlegel and Novalis, while his gen· 
era! philosophical-rheological frame had been (and remained) the 

traditional Jewish mysticism. In contrast to many other lefcisrJew­

ish thinkers of - more or less - his generation who had previous!)' 

embraced mysticism but abandoned it until the end of World \\"'v 
I through their philosophical development (including Lukacs!), 

Benjamin remained faithful to his theological roots for his whok 

48 Walter Benjamin, "Jhe Arcades Projut, ed. Rolf Tiedemann, crans­
Howard Eiland and Kevin McLaughlin (Cambridge (MA)/London: The 
Belknap Press of Harvard University Press, 1999), p. 322. The quocauon 
depicts Charles Baudelaire. 
49 

Esther Leslie, Walter Bmjamin. Overpowering Conformism ~Lon­
~on_-S,terling: Plum Press, 2000), p. 9. See also Margaret Cohen, Ben· 
Jam i_ns phantasmagoria: the Arcades Project," in The Cambridge u,11· 

panum 10 Waiter Benjamin, ed. David S. Ferris (Cambridge: Camhndgr 
~ nivcrsity Prcss,2004), p. 20I. 

and i~z: ,!tH_ag, "lmroducrion," in Walter Benjamin. One-H{,J s(: 
ntmgs, trans. Edmund Jcphcocr and Kingsley Shorter 

don, NLB, 1979), p. 15- 16, 20, 22-23. 
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;Jr. Although his materialism was gradually becoming more coher• 
CPI throughout 1920s and 30s, his later texts often referred to his 
(ll'1l nutcrial from the idealistic period without the slightest revi• 

!l)!l.11 

Benjamin as a prolific and well-informed thinker was famil· 
rar~ith Luk.ics even befo re the period of History and Class Con· 
)nlumtsS, as reveal Benjamin's letters to his close friend and life• 
long correspondent, mystical philosopher Ge rshom Scholem.~ 
Due to his ambivalent philosophical insights,53 Benjamin's path to 
LuHcs's theses was not straight; it is perfectly safe to assume chat 
numerous ambiguities, occurring as he was crying to incorporate 
Luka.cs's theses into his own romantic and mystical, philosophical 
iramcwork, helped to articulate his specific view on reification. ln 
_lune 1924 he wrote to the abovemcntioned correspondent about 

NLB, •publisher's note; in Walter Benjamin, One-Way Street and 
!Abt,- Writings, crans. Ed mund Jcphcott and Kingsley Shorter {London: 
\'LS, 1979), p. 29-31. Sec also Beatrice Hanssen, •u.nguageand mime• 
•in \l':i.lter Benjamin's work; in Tht Cambridge Comp,mion 10 H1ilrer 
Bar;.,min, ed. David S. Ferris (Cambridge: Cambridge University Press, 
?004),p.64; Cohen, UBenjamin's phantasmagoria; P· 210. 

\\:!a.Im Benjamin Tht Correspondtnct 0/ Wizfttr Btnjamin J910-
l940,ed. Gershom scholem and Theodor W. Adorno. crans. Manfred R . 
. bo:ibson and Evdyn M. Jacobson (Chicago-London: The Uni\•ersity of 

a...g, P=, 1994), p. I 80, 204. r 
The list of his closest friends and associates in 1920s and 30.s. all 

0 

~m made a Strong and lasting remark on Benjamin's thought a
nd 

mosi 
ohrhom despised or at least refused each ocher ideologically, is vc_ry tell 
mg. Apart from the solemn Scholem, who was close 10 Jewish spmcual 
(Yand feared Benjamin's Marxist excursions, :i.lso philosopher lheodo~ 
l'. Adorno and Bertoh Brecht, an eccentric communist pact an~ pla{ 

~"• wh~ _w" pmicul,dy mispri"d by ,h,_ om« :::i~:•;:;,h;s:n~ 
Y polmcs: Benjamin's dialectical matenalis_m ~ Frankfun School,~ Tbt Cambridgt Comp,inwn 10 fi:tlttr Br~~,n. 

td. David S. Ferris (Cambridge: C:i,mbridge Unwersiry Pre\), 
2 

'P· 

IIJ,166.) 
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Ernst Bloch's review of History and Class Consdoum m, obviously 
al ready aware of a certain affiliation between his and Luk.I.cs's cen­
tral copies: "The review seems to be by fa r th e best thing [Bloch] 

has done in a long time and [Luka.cs's] book itself is very impor­
tant, tspedally far me ... I am unable to read it now."$-! 

It is no surprise chat Benjamin becam e am bivalent cowards 

some of the author's theses very early - in fact even before actually 

reading the book. 1n September of the same year, he wrote: 

While proceeding from political considerations, 
Lukacs arrives at principles that are, at least in pan , episte­
mological and perhaps nor entirely as far-reaching as I first 
assumed. The book astonished me because these principles 
resonate for me or validate my own thinking ... I want to 

study Lukics's book as soon as possible and I would be sur• 
prised if the foundations of my n ihilism were not ro mani• 

fest themselves against communism [ro which Benjamin 
at the time had reservations while Luk.ics defended it ] in 

an antagonistic confrontation with the concepts and ~r• 

tions of Hegelian dialeccics."55 

Benjamin, however, was we ll acquainted with Luk.lcs's book 

by 1925. He read the seminal chapter on reificat ion rogether ~~ 
Bloch and Asja L:icis,S6 a Lithuanian co mmunist and Benjamins 

fatal lover at the time, during ho liday on Cap ri in 1924.
57 

Next 

year, while writing about wthe jubilee anniversary number of one 

w Benjamin, 1he Corwpondence, p. 244. See also Nagele, •sody poli· 
~!cs,• p. I ?4 .. 

Ben1amm, 1he Correspondence, p. 248. 
M Very possibly it was exactly Lacis' influence that mocivmd mor: 
oughly fascinated Benjamin enough to read Lukk s. (NLB, •publishers 
note,· p. 32-33.) 

~, Cohen, •senjamin's phantasmagoria," p. 20 1. This was also_tht 
yea_r when Benjamin mec Adorno another lifelong friend and associate. 
(Nagele, · sody politics," p. J 54.) ' 

_____,,. 
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~ousand" books that he had read,~ he mentioned among th e last 

mrrics "Hi1tory and Class Consciousness, an extraordinary collec­

OOII of Lukics's political writings.nS9 A little later, he was also in­

rmsted in Soviet philosopher Ab ram Deborin's relentless critique 

oflukacs's book.60 But how was Benjamin's thinking of things af­

lroed by Luk.I.cs's? 

To answer adequately, it is worth noting that Benjamin's philo-

11phica! development was not smooth, and even the philosopher's 

tats from the same period we re often mutually ambiguous if not 

oonrroversial - which is already a key difference to Luk:ics's con­

ciit and systematic conceptualisation of reification. But there is 

mother notable difference that should be clear at the beginning 

of the present examination; if Luk.ks was fundamentally concerned 
11th the objectified relations and co nsciousness, Benjamin was also 

-'idly interested in objects themselves, in (an indeed very broad 

~of) rhingi that he also collected throughout his lifetime.
61 

In a 
sense just like Lukacs, Benjamin sought co rake the concrete world 

of things as a possible starting point of reAection chat would futh--1 
Nevenheless, inrerescingly a Marxist thinker ~who read vi~cually 

ri·cryching and had spem fifteen years sympathizing with rev~lunonary 

~munism, had barely looked inco Marx uncil che lace 1930s. (Soma~, 
Introduction; p. 18.) ... And even then possibly only due to Adornos 

dirca: appeal: •[T] his is where I s~ak so brutally because of the enor• 
lbol!s seriousness of the matter. As was probably your intention, che fetish 

tonccption of che commodity must be d~!111~ented wi~~ t~ed:~~:~~::: 

:;gcs from the man who discovered 1c. { fheodo;,ics ~nd PoliticJ, ed. 
Ro O Walter Benjamin," in Ernst Bloch ct al., Ae1tl, 
, nlldTaylor (London: Verso, 1980), P· I 17.) 

Benjamin, The Corrtipondence, p. 268. 

. Ibid., 279. . used thin followed hi.s 
dose Le~ known is chat Benjamin !n his !0 ve for Scott ~fccracken and 
lit friend Brecht. ( Peter Buse, Ken Hirschkop, 'et/ Tour (Manche.sm· 
~ n:rand Taithe, Benjamin! Arcades: An UnGu,d ) 
· ew York: Manchester Universiry Press, 2006), I'· SO. 
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om and surmount mystifications of a commodifying process. Bui 
while Lukllcs's analysis produced a theo ry, of which an integral pm 
was a prediction of a system that could methodologically grasp all] 

particular th ing, Benjam in usually int roduced his aspects of rci6• 

cation via concrete top ics, and only subsequcncly developed them 

into more abstract argumenrncions. 
Besides - and in connectio n co the concreteness of his analy­

ses - , Benjamin, compared co Lukacs and most ocher materialist 

philosophers, did nor systematically refute the "experience~ of the 
immediate in a ( reified ) socie ty as necessarily fut ile ; and thingsap· 

peaced to him as traces, as well as cools, of human experiences. He 
embraced chem as not just unavoidable manifestations of a rcificd 
society {o r rather, •its rejects"62) but as theoretically productii·c 

due to their inherent onto logical ambiguity. The double essence of 
•chings" as a consequence to capitalist reification and, at the same 
time, an irreducible residue of what is reified and thus a key to orer• 

come it, could have been derived from Benjamin's mystical notions 

or, on the other hand, from his earl iest attempts at dialectical phil· 

osophical streams. I will return to ch is specific duality later when 1 

touch on Benjamin's problemat ic of Erlebnis and Erfahrung, hue 
first I must introduce a broader perspective on Benjamin's speci6c 

view of reified relations of produc tion. . , no 
In the most developed {and yet protean) form, Benjanuns .· 

tions of relfication {and of"things" in general) are scattered over his 
vasc and asymmetrical opus magnum, the so called Arcades Pro;rtl 
that was only released in full (and yet incomplete) fo rm in ~9~3• 
contain ing more than one thousand pages. Arcades began their hfr 
in mid-l 920s as an accompanying essay to his travel diary enriched 

by his reAective observations entitled "One-Way Srreet"
63 from 

~ NLB, -M~ub\i~her's note,"' p. 35. • rth< 
rest o~~enbmg his current ~One-Way Street ," Benjamin wrote: n~:nu 

. . book owes much to Paris, and represents my first co , : 
tion with it. I continue it in a second work, encitled 'Parisian Arcades. 

--
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1928,6' but developed into an amb itious life project. Benjamin's 

though ts were corlStandy being reworked correspondingly ro "ob­

;ttfre• political and eco nomic tensions that first brought a fi nan­

cial crisis of the capitalise world in 1929 and lacer culminated in the 

riscofchc European fascism and a world war. Benjamin's constant 

mninisccnces and reflections as well as discussions with his closest 

lii:nds all affected his subtle and elusive work. 

Luka.cs's views on rcification encouraged Benjamin to bear 

mme provocative conceptuaJ co nsequences of Marx's critique of 

poli tical economy over the late 1920s. Namely, the semi-meta­

phorical explanation of commodity fetishism in the first book of 

G.pital, that he found elaborated in Luk:ics's cexr, implied to Ben­

pmin a fundamemaJ irrat ionality of the capitalist society char the 
En!ighccnmem did not surmount - and char he, due to his mystical 

inclinations and, moreove r, his st rong inRuence by (post)roman­

tlc irrationalim such as Kierkegaard o r N ietzsche, was ready to 

adopt even in h is Marxist vision. Benjamin stressed the irrational 

or'transcendental"65 foun dations of capitalism to focus on the gen• 

ml mystifying process of modernity. 
With somewhat expected reservations towards Hegelian (and 

thus, indirectly, also Luka.cs's) totality as being coo abstracr,
66 

he was 
pttparcd to fi nd a way fo r conjoining, as he put it, ~a hcighte~ed 
ptrccpribility [o r graphicness; orig. Anschaulichkeit] co rhe realiza· 

lliid.) 
II Ibid, 

Btnjamin, Selected Writings, 11Jlimu 2, P: 290. uence of his main 
For better oriencation about che approximate seq 

influences throughout 1920s: ~when Benjamin works his way from~ 
lldical dualism, doubly affirmed by his immersion in Kannan ph~~soph~ 

llld by what he considers the ccnrer o f h is Jewish expcri_ence ~ ; 7'"n_f. 
IQ tontrast to Erlebnis ... ), coward his Dia/&tik im Sllllsran H l~ae~~~: 

,u: ii standsti ll ) and the d ialectical image, it is more t.h~t~~ i° ~BOlh­
coo_cept of the caesura than through H egelS dialecnc. , age e, 

pol1 tics; p. ISG.) 
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tion of the Marxist method" by posing a semi- rhetorical quest ion 
of whether Marxist understand ing o f h istory must "necessarily be 
acquired at the expense of the perceptibility ofhisrory."67 As I will 
try to show late r on, Marx ist insight prevented Benjam in's theory 

co fall under the inAuence of contemporary phenomenology" tha:i 
as well tended to displace th ings from their context - but with 

different motivations and, particularly, different consequences. 
Rather, his method anticipated Foucauldian d iscourse analysis, as 

its first presumed stage was "co carry over the principle of rnontagt 

into history. That is, to assemble large-scale constructions out of 
the smallest and most precisely cut co mponents. Indeed, to disco,·· 

er in the analysis of the small individual moment the crystal of the 
total event."69 

By merging Freud's account of dreams, as used by the Surreal· 

ists with his own reAections on Marx's somewhat oneiric rhetoric 

about commodity fetishism, he came to a provocative, yet undia· 

lectical and socially na·ive hypo thesis. Benjamin claimed that their· 
rational dimensions of modern li fe could be merely manifestations 

of a big collective sleep that covered Europe with the rise of capi· 

talism; if so, the philosophy shou ld awaken Europeans from ~e 

dreams of the previous centu ry.70 By intertwining his own Mamsi 
account of superstructure bei ng an "expression• ofbasc71 with ~sy­

choanalytical notion of dreaming as an expression of unconsciol.15 

67 
Benjamin, The Arcades Project, p. 461. See also Cohen, •Benjamini 

phantasmagoria," p. 202. 

" Benjamin admitted that he fe lt more in common with •erode and 

~ dimentary analyses of Franz Mehring than with the mosr profo~nd pc 
nphrases from the ambit of the ideas produced by school of HcidcgSd 
t0day: (N LB, MPublisher's note," p. 38.) I will focus on his nc\·crthd~ 

comp~cx philosophical relation to the concemporary philosophical cur 
rents m the next chapter. 

: ~~ami_n, TheArcades Project, p.461. 
~ 1 Coh:n, . Ben~am'.n:s phantasmagoria," p. 205. 

n, Beniamm s phamasmagoria," p. 205-206. 

____..... 
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inan "optimistn Surrealist rendition rather than Sigmund Freud's 

inal concept), his specific vision of analysing totality via reAec• 

I 
"". of montaged reified particularities would finally become clear• 
rr. When rethinking his idea of perceptibility chat a presentation of 

history should possess, he concluded chat it should be "neither the 

dieap and easy perceptibility of bourgeois history books nor the 

msuf!idem perceptibility of Marxist histories. What it has to fix 

pmeptually are the [dialectical} images deriving from the collec-

ri1·e unconscious."n Though taking as a basis two complex theoreti• 

cal conceptions, namely Marxist and Freudian, Benjamin's specific 

«ndcncy toward perceptibility also owes a lot to ocher philosophi­

cal and theological screams that he was concerned with and that 

also distinctively shaped eclectic passages of which Arcadts Projrct 

consists- sometimes nor too productively. 

. Namely, on certain points, Benjamin came close to bourgeois 
ntalist philosophers who at the beginning of the century, in con­

trast to Luka.cs's contemporary essay, fetish ized experience and were 
mgreat majority far from the progressive in the p0litical sense. One 

iuch case is a (proto-) fascist philosopher ErnstJiinger with whom 
Benjamin shared, as Escher Leslie puts it, the idea of an "expanded 

ctperience."73 Throughout Arcadts, there are several passages that 

show his contempt for systemat ic and rational approach of a ~eo? 
in favour of experience.'4 In a certain formative period, BenJamm 
Stltted to distance himself fro m a theoretical justification in gen­

~• simply because he saw the theories as roo dependent upor~ t~e 
intentions of theo rists. He enthusiastically believed th3t the his· 
torical truth" of his authentic fragments of the 19th 

century was 
lllanifested objectively, while any theoretical superStructure would 

~ h ·Ben'amin·s 
Benjamin, The Arcades Project, p. 9 11. Sec also Co en. I 

~ntasmagoria," p. 206. 

L~li~, If/alter Benjamin, P· 26. . c of the intcrwarcnn· 
This IS, again, rather unusual for a maier nam 

c1'thcory . 

....._ 
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contaminate this authentic objectivity. He went even further (most 
certainly away from Lukics's positions, as weU as those of his col. 

leagues of the Frankfurt School) in claiming that historical truth is 

not available to a theory at any possible time; instead, it becomes 
"legible" or "recognisable" only at specific momencs75 which he lik­
ened co a "prophetic gaze that catches fire from the summits of the 

past."76 In resemblance to the weaker moments of the contempo· 

rary Lebensphilosophie, he wrote: "The dialectical image is an image 
chat emerges suddenly, in a Aash."n 

4. "THE COMMODITY IS ... AN ALIEN SURVIVOR 
THAT OUTLIVES ITS OWN IMMEDIACY,"" 

ADORN O'S CRITIQl)E OF BENJAMIN 

These are but a few examples of Benjamin's general inclinations 
towards mysticism on the one hand and his sporadic adoption of 

the contemporary ( crypto-) irrationalist aversion towards theory 

on the other that were - perhaps rightfu lly - attacked by Adorno" 

in a famous letter written in August 1935 known as the Hornberg 
letter, that Benjamin described as "great and memorable" - , as w_cll 
as in forthcoming correspondence.so Adorno considered rhe ennrt 

first draft of Arcades to be highly pre-theoretical or, with his word1 

from November I 938, "a wide-eyed presentation of mere facts··· 

71 Max Pensky, "Method and time: Benjamin's dialectical images," 7bt 
Cambridge Companion to Waiter Benjamin, ed. David S. Ferris (Cam· 
~ridge: Cambri~ge ~niversicy Press, 2004), p. 180. 

n !~!~er BenJamm, The Arcades Project, p. 473. 

7' ~Letters to Walter Benjamin," P· 113. The quotation is taken from 
~dorno's famous August 1935 letter. 

IICI See ~!so ~ohen, "Benjamin's phantasmagoria," p. 207. 
David_ Fnsby, Fragments of Modernity {Routledge Revivals): ~ 

of Modernity in the Work of Simmel, Kracauer and Benjamin (New )o 

Routledge, 2013), p. 204-20S. 
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o11the crossroads of magic and positivism."81 Adorno's critique chat 

Benjamin took very seriously and chat inAuenced his concept of 

./rraJes during the lase years before his death, was a request for 

Benjamin to use more concise, theoretical language instead of 

.historical terms and reflectio ns that "overvalue the archaic" and 

mpcify the specificity of the modern capitalist alienation that arose 
-rith che •industrial production o f commodities."82 In other words, 

Adorno suggested him engaging more critical and politically con­
!Cious aspects. 

Probably - but not necessarily - ic was due to Adorno's cri­

tique rhac Benjamin's specific notion of experience, at lease in its 

later, developed form, che inventive updates of Luk.ics's material­

isr concept of the reifi.cation could be observed. Let us take his 

!p(cial distinction between two fundamental types of experience, 

namely a distinction between Erlebnis and Erfahrung ( translated 
respectively as "isolated " or "immediate experience" and "long ex­

pttience") explained in his J 940's essay "On some motifs in Baude­

lairt," well after Adorne's most distinctive criticism. Like many of 

&njamin's concepts, the distinction verges on poetical metaphor 
-yrr, it remains productive in a theoretical sense. I hope it is not 
too f.ufetched for me co claim that even Benjamin's principal di­
vision between the cwo types of experiences could - but could ~ 
l'ell not - be traced back to Luk:ics's conceptualisation of praxis 

fand, indeed, fu rther co the problematics connected to the ~~r­

~ idealism), particularly in connection to numerous dualmes 
:-------- .. 

Adorno, "Letters co Walter Benjamin," p. 129. "Thar spoc ( t.c. mrc~c­
Qon between magic and positivism) is bcwirched. Only rhcorycould break_ 
thtspcll I •. theory It ischecla,mof 
!his - your own resolute, salutary s~cu au~e . · 

129
_JJO.) 

theory alo~e that I am bringingaga.msr_y~u. (Ibi~., ~~c :i.lso How:i.rd 
~ Adorno, Letters to Waker Bcn1anun, P· I I · 

938
,.. \X'.alccr 

Ben· d ~nd Michael W. Jennings, "Chronology, i9JS~IHo~•a~~ EibnJ 
Jam_m, Selected Writings, Volume 3. 1935-1938• c ·

11
• The Bclhup 

~ Michael W. Jennings (Cambridge (MA)/Loodo · 
Pttssof Harvard University Press. 2002), P· 423, 
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that, according to Lukacs, capitalism ge nerates in a social total ity. 

Videlicet, these experiences represent two opposite, or rather com­

plementary, ways of dealing with che reified world; whilst ErltbniJ 
- a concept that Benjamin could have found in social as wdl as 
aesthetic cheory83 - is merely an expression of the reification, th( 

ocher type of experience, Erfahrung, deals with a necessarily reAect­
ed praxis with which rhe Erlebnis should be surpassed. 

A more nuanced look on che opposition between reified &­
lebnis and reflected and subversive Erfahrung draws argument3· 
tion even closer to Luka.cs's "Reificacion" essay. Let us rememb(r 

the latter's words about a potential change chat must necessarily 
appear alien and incomprehensible to a reified consciousness that 
"sees things in ... immediacy:" Lukics, as mentioned, wrote that 
"[c]he greater the distance from pure immediacy ... the sooner 
change will cease to be impenetrable and catastrophic, the sooner 
it will become comprehensible."34 Benjamin's notes on function of 
shock in Baudelaire's poetry as if would cake chcse words as their 
starting point; there, it is stated: "The greater the shock factor in 
particular impressions, the more vigilant consciousness has to be 
in screening against stimuli; che more efficiently it docs so, the less 

these impressions enter long experience [E,jahrung] and the ~0! 
they correspond to the concept of isolated experience [Erlebn1J]. 

81 
Buscct al., Benjamin's Arcades, p. 51. 

a. Lukacs, History and Class Comciousnm , p. 154. 
1
~ Walter Benjamin, MOn some motifs in Baudelaire,~ in Sdecud Wfll· 

ings, Volume 4. 1938-40, ed. Michael W. Jennings (Cambridge (M~
9
. 

London: The Belk.nap Press of Harvard University Press, 2~3), P· 3 / 

~le also ~alt~r Benjamin, Charles B,wtklaire: a Lyric Poet m rhe ~u-
gh Capillllmn, trans. Harry Zohn (London: Verso, 1997), P· 11. · rl. 

;~~rsof a .newer book a~out Benjamin's crucial work lo~ate his n~tl:dl 
g and isolated cxpenence directly into Arcades' earliest genesis. 

he ~as stu~ned by Louis Aragon's La Paysan de Paris. Shocked b)' ~ 
texts recap1tulacion of modernity (reportedly Benjamin.could only re eJ 
a few pages before his heartbeat was too intense to conunuc} he need 
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Brnjamin wrote these words in the context of a modern urban Er• 

I 
fahrungin which he put much asp iration: spontaneously, life in the 

city tends towards a more general modern alienated experience, or 

b{dmiJ. But also the reflection, accordingly co Benjamin needed 

co transcend the reified immediacy, could more easily emerge in 

quickly developing cities as their inhabitants were increasingly 

oposed to the shocki ng aspects o f modernity which diminished 

their inherent shock and provided a cool for a vigilant "screening 
.gainststimuli.~ 

A critical additio n is required when Benjamin's reflection 

~put in a h istoriograph ical perspective - constant shocks aside, 

u.rhan environment was, historically speaking, only likely to trans• 

form Erltbnis into Erfahrung after the pre-established division of 

labour that had, because o f its gradual specification, also given rise 
to schools of different kinds, and finally, the public school system. 

Before that important face, i.e. in the times of burgeoning urbani· 
wion itself, Benjami n's theses would have proven far less fitting. 
W-eonly need co take a look at the primitive accumulation of capi• 

t21 in England with its villages liberalised, i.e. brutally corning into 

~rivatised areas of a mass exploitation via enclosure o_f ~he com~ 
ons, manu factures etc. especially after the European discovery 

of Americas, and its consequent development until (and includ· 
ll!g) the first Industrial Revolution in the 1 gm century. Apart from 

chOS( murdered, a large number of dispelled peasants of all ages was 
forced to leave the ir farms and sctcle in urban (ised ) areas where 
chey had to work under murderous conditions or perish - while 

brgging was severely punished, even a harmless theft ind.uced a 
capital punishment up to 1832. While (rhe surviving) su bJem: t? 
these activities we re exposed to permanent shock to which coday s 

yc;i.q to ~reconfi gure the shock of the text :lS .Erfahrung. Only through 

rtlar:ing .the shock defence - rhe condicioncd :1.:~e::~
1
:~:::::;::; 

IIIOdernicy - co rcAective experience can rhe exp 
properly understood." (Buse et al., Bmjamini Arodes 52·) 
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bourgeois city life is barely comparable (and which bears more sim­
ilarities to slums and sweatshops in the most exploited countries of 

today). there was hardly any sign of a distant reflection or "screen­
ing against stimuli" which Benjamin idealistically attributed co 

urban experience, until lonely critical voices appeared in mid-1 8'1 

century. The criticism grew constantly with the development of the 

public school system before it could arguably be understood as a 
general urban reaction to constant dramatic ci rcumstances. Thus, 
Benjamin was partly correct ro locate chis phenomenon in a mod· 

ern city experience, but was not accurate enough in determining its 

material causes. 

If this only owed roan inconsistency, then clear traces of anti­

theoretical sentiment can also be seen in mature Benjamin's essay 

on Baudelaire, sometimes outweighing the essay's theoretical con­

ceptions. For instance, a dialectical E,fahrung muse, after Benjamin 

in che abovementioned essay, include "memory [ Geddchtni.s ) v.~th 
material from the collective pasc."86 A wish "in the strict senS<' of 
the word" likewise, Benjamin loosely scared, •appertains to an or· 
der of experience.~ Furthermore: " [A] wish fulfilled is the crowning 

of experience.''117 If such formulations, as well as the sole fact th;.t 

Benjamin insisted on a pre-theoretical notion of experience for 
his critical philosophical achievements, still contained an uncanny 

echo of the abovementioned Jiinger and similar authors, the most 

concise points of his essay on Baudelaire - in a Luk.icsian manner 

- d isplayed the immediate experience of shock as essentially unpro· 

ductive until actively reflected: "Without reflection, there woul~ 

be nothing but the sudden start, occasionally pleasant but usuall} 
distasteful ... ~sa 

Finally, to understand Benjamin's seemingly intuiriveapproJ.ch 
to reifi.carion, it should nevertheless be stressed chat his ideas such 

" Walm Benjamin, "On some motifs in Baudelaire," P· 316· 
,., lhid.,331. 
u Ibid., p. 319. 

_ _______,,,.. 
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u'rnl!ective consciousness,"89 "myth"90 or "experience"91 - even in 

spite of his curiosity for the spiritual and supernatural - never or 

I 
ray seldom reached an unambiguous proximity co socially con­
lt'rvative thinkers such as Carl Gustav Jung, Ludwig Klages, Os­
,,/. d Spengler, the above noted Ernst Jiinger or, for that matter, AJ. 
fm:l Rosenberg. Adamo's demanding critique aside, it seems that 
dus is predominantly true even if Benjamin's earlier phases, i.e. his 
'li'l'itings prior to Adamo's dramatic intervention, are in question. 
Bur then, how to distinguish between the young Benjamin and the 

I 
.hovemencioned philosophers? Were they actually that different? 
Cenainly Benjamin and Jiinger converged philosophically from 

thc_viewpoint ~'. prcs~nt-day cultural s~udies that ofte~ ne.glect the 
tocial and polmcal dimensions of their content. Benpmm of the 
1920s bestowed the militant essayist's notions about an atrophy 
of the ability to experience in a world dominated by technocratic 
~ionality and mass media projections. Consequently, they borh 
saw modern society as a disenchanted realm of auromatized actions 
that should essentially be revived by a - to the present moment 

;---- . . 
From Adorno's famo us letter: "The nocion of collect1ve conscious• 

ll(ssw~ invemed [by Jung] o nly ro divert auenrion from rrue o~jecriv­

iry and its correlate, alienated subjecrivity. It is up ro us co ~la~izc· and 

dliSOJve chis 'consciousness' dialectically, and nor to galvamze lt as an 
nnagist ic correlate of the commodity character." ("Letters to Waker Ben· 
J.trnin,"p. 113.) 

. From Adamo's H ornberg Jetter: •Lascly, rnoreo\·er, rhe m~thic-ar• 

~IC category of the 'Golden Age' - and this is what .seems socially de 
Clsive co me - has had fatefu l con.sequences for the cornmodirr_catcg_ory 

lbclf ... Thus disenchantment of chc dialccrical image leads direct!) to 
purely mythical thi nking, and here Klages appears as danger, asJungkdi~ 
c,ulier.• Exactly in chis comexc Adorno explicitl~ spca~ abouc (Lu ,K 

itan)class-consciousness (· Leners to Walter Ben1.1min, P· I IJ.)_ J 
11 

Again from Adorn~: "The rerm Lebemgefuhl(~mwcle.t~.
1•~:!~~~o 

Ill cultural and imcUccrual hisrory, is highly ob1ernon.1blc. L 

\la.leer Benjamin; p. 116.) 
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- suppressed experience.92 Paradoxically, apart from the consisten­

cy-lacking cultural studies of today, there is a certain justification 

with which even a theoretically concise critique could dismiss Ben• 

jamin's idea of"expanded experience" and his temporary aversion 

towards theory as na"ive, uncritical, and grounded in the apologetic 

bourgeois ideology of the imperialist era - wh ich would, again, 

put Benjamin in an uncanny proximity of an inciting anti-theoret­

ical reactionary Jiinger. In fact, it was only due to their different 
broader philosophical frameworks chat the cwo autho rs' intentions 

functioned noticeably differently - but this is enough to radically 

switch the perspective of their relation. 
Accordingly, both thinkers' ( interpretat ions of their own) no· 

tions of "experience" that modern society had suppressed could 

hardly have been more dissimilar, even despite a notion that both 
o riginally proposed an "aesthetic" solution to it. Benjamin coher­

ently articulated a reflexive aesthetic experience of the reified soci­

ety that could, in connection to Marxist political praxis, de-reify it 

(through renewed consideration of things). Conversely, anti-Marx• 

istji.inger, volunteer in the World W ar I, througho ut h is life praised 

the military - particularly battlefield - experience and amazing 

new technologies93 as the ultimate tools to overco me the mechan i· 
cal rationality of the modern decadent society. Namely, the inten· 

sification of experience as the "aesthetic consciousness," propascd 

by Ji.inger and similar philosophers,94 involves a viewpo int of dtsin· 

92 
Leslie, i¼lter Benjamin, p. 26. 

91 
~An over-valuation of machine technology and machines as such has 

~]ways been peculiar to bourgeois theories in recrospecrion ... ~ (Adorno, 
Lem_rs to Walter Benjamin,~ p. 116.) 

'H Jim ger was a self-understood heroic veteran chat sold his unreco\"• 
ered experiences from the WW l battlefi elds over and over again and 
thus vocally promoted war. From the wider historical perspective, he UII· 

doubtedly belonged to what Eric Hobsbawm called "a relacively small, 
but absolutely numerous, minority for whom the experience of fi g~ting'. 
even under the conditions of 191 4- 19 18, was central and inspirauonal, 
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IW/Urr; aesthetic consciousness thus provides armour of apathy of 

mt killing machines, or as Leslie states: "[Jiinger's so called 'soldier­

critic' ] is anaesthetized, as he aesthetic izes."9s 

Hence, in terms of the present article, it is obvious that in such 

O!'Ologies there is no place whatsoever for the analytical concept of 

!rilicacion, especially in connection to class dynamics. The seem­

iri~ycricical notions of banal modernity by Ernst Ji.inger and nu­

merous ocher bourgeois philosophers were in fact deeply conform­

ilf and perfectly attuned to the political-economic interests of the 

European ruling classes that during 1920s and 30s perpetually pro­
roktdbanalisation and auco matization. Hence, such philosophers 

-as a matter of reified and commodified social relations, could be 

added -criticised the banal ization and automatization from exactly 

the same, i.e. elitist, conservative and militant, positions chat caused 

it, and therefo re they constantly helped intensifying it without 
proper reffection. Such an irresolvable loop of argumentation (and 

consequent actions) of the inte rwar bourgeoisie could only culmi­

nace in crises of cap italist economy and resulting imperialist wars -
no wonder that most of the conservative thinkers relying on "expe­

rie:c~~ greeted the war gladly.96 Benjan~in severely c~ir_idsed ~~:: 
posmons from the beginning, immediately recognazmg a 

fur whom uniform and discipline, sacrifice - of sdf and 0the~ ~ all
d 

~• arms and power were what made masc'.1line l~f.h,,\\~;;a:
1~"gh\: 

'll(S( Rambos of their time were namral recrmts for • '" 
iAgr of Extreme1. The Short Twentieth Century 1914-l991 (Lori

d
on: 

1u,.,..,, 1994), p. 125.) 

Leslie, Walter Benjamin, P· 27. .. ho never refused his U:· 

tre Ir sh~~ld also not surprise us that Junger, w said che same: see his 

un:C ~s1~1ons, and Heidegger ~of ;vh_om eoul:.~ as hiselitisc mytholo· 
nvmcmg minimisation ofh1s Na~i past, as n Germ<lll and Greek Ian· 

&ltingabouc the supposed innu kinship ber::c es in famous DerSp1r,d 
~-and thought against other world lang re: ~ud each othcr:S worl.. 

ICW from September i 966) murually pc 
~d became regular correspondents afi:er \Y/W I I. 

L 
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myopian (rouse Leslie's term) of such writing. His harsh critique of 

Jiinger from 1926 - almost ten years before Adorno's famous letter 

- presencs one of the earliest occasions for him t0 implement his 
tentative Marxist analysis.91 As illustrated above, Benjamin none• 
cheless never abandoned the notion of"experience,"98 so frequenr!y 

used by the abovementioned philosophers of the extreme Right. 
W hy did he insist, with such persuasion, on using a philosophical 
notion that most ocher materialist philosophers largely avoided/ 

The paper at ics conclusion does not intend to provide a per• 
feet answer, bur rather hints to a peculiar historical coincidence 
chat might be in favour for the cheorecical aspect of Benjamin's 

writings; whilst his bourgeois and theologically founded upbring­
ing somewhat obviously allowed him to quickly embrace the an­
ti-theoretical and (at least usually) socially conservative ideology 
of the "experience" (but, importantly, also theologian's discipline 

of thought that prevented him from adopting the contemPorary 
Lebensphilusophie),'19 his own subsequent "experiences" developed 
in a specific di rection (very different from the likes ofJiinger) due 
to numerous convoluted and hardly su rprising facto rs. As aJewi~h 
Marxist intellectual trying hard to make ends meet and relying exis­
tentially on his entrepreneur father until the latter's death in 1926, 
he struggled with loathsome economic circumstances and political 
persecution especially in the 1930s, while lette rs and polemics wit~ 
his critical associates also shaped his abstract notion of che "expen· 
cnce" chat he then did not attribute to its usual, socially conser,·a-

" Leslie, milter Benjamin, p. 27-28. 
,. .Rathe:, he accused Ji.inger's tendency co ccchnologisarion of c:cr)~ 
!ay life of banalizingof experience.- (Leslie, Walter Benjamin, P· l ,.) 

ln his Hornberg letter ro Benjamin, Adorno explicitly - and f.isour· 

ably - juxtaposes Benjamin's rather rational or consistent theological kcr· 
nd against his more imuitivisc moments that brought him toO dose. tO 

;he contemporary militant bourgeois milieu. (Nagele, "Body Policies. r 
GJ; Adorno, "Letters ro Walter Benjamin," p. I 14.) 

___.... 
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~philosophical consequences. 

!tis hardly surprising chat, according co che socially conserva­
!m:hcgemonic streams chat relied on an unreflected experience of 

6t most conservative stratum of a German society, he was an ob­
rnlS ourcast - Marxist Jewish incdleccual with unsccure employ­
m,nrstatus (but seemingly competing with German whire-col1ars) 

~ded not a natural protagonist of the burgeoning extreme 
Right, but rather its to-be-expelled antipode. Thus, Benjamin 

~ tasily reject the crypco-fascisc philosophical leanings of his 
~critical contemporaries (such asJUnger) already in statu nasun­
!His lin~ to mysticism, however, diverted him from aband_oning 

rtflemon of experience as such chat was already becoming an 
d!Signia of the conservative ch inkers. Thus, Benjamin was (and re· 
mained)- just like the conservative bourgeois philosophers - keen 
~ the philosoph icaJ tradition of experience, but - just like his crit• 
iaI associates of the Frankfu rt School _ he resisted any conserva­
tr,~ conclusions inherent to che majority of the contemporaneous 
philosophy chat fecishized it. 

Ir is far from surprising then chat not only did he observe the 
Qtcgory of experience in a perfectly unique way, hardly comp:­
~le to any of his socially conservative compatriors, but also his 
ex~riences alone we re rather complementary to theirs. Or, with 
Btniamin : "Well. Experience has caught me chat the shalloweSC of 
commun ist platitudes contains more of a [theological] hierarchy of 

:caning than contemporary bourgeois profundity'. w~ic!1 ise~:;~ 
rnore than apologetic."100 In ocher words, lknpnuns p 

Clpcricnce (as well as its theoretical consequences) was ~ far ~ry 
frorn the usual socially conservative dererminationsof the imme ,­
acy, die latter bccom ingconscitutive for a huge majorityofGern_

1
~ 

~urgcois thinkers gradually leaning closer and closer t~ (~~:: 

in their fetishizat ion of experience during the i9zos ~ "bl · 
Only via this theoretically lucky historical chance ir 15 possi c to -----NLB, MPublisher's note.~ p. 38. 
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explain the soundest, unparalleled correspondence between Benja• 

min's most spiritual meditations and most theoretical insights chat 

were finally, as I have tried to show, synchronised in his notion of 

experience. This unique correspondence did nor exclude his mysti­

cal aspects either; again with Benjamin: "It is absolutely necessary 

... co be clear char the [ Communist] movement has its own mysti­

cal elements, even if they are of a quite different type. Of course, 

it is even more important not to confuse these mystical elements, 
which belong co corporeality, with religious ones:101 

From chis necessary digression chat led us co explain Ben­

jamin's unique materialise notion of experience with selected 
emphases from his biography, I will return to the integral the· 
oretical problematic that the paper is trying to illustrate. In a 
nutshell, Luk:i.cs's important upgrade of Marx's concept of rhe 
commodity feti shism in his own analysis of consciousness in the 
global ised capital ism triggered various theoretical and philo· 
sophical reAections that reached the zenith in the 1940s and 
SOs. Among the first and arguably the most innovative respons· 
es to Luk.I.cs's theory of how relations between humans take the 
shape of relations between things - or how they reify - due_ c? 
the universalised commodity fetishism was Walter Benjamin! 
multifaceted thought. The latter, wh/lst leaning on Lukks_'s 
concept ions, was notwithstanding rooted in an (albe it maten· 
ali 5cically reconditioned ) orthodox Jewish mystic ism, and oc· 
casiona ll y enticed by contemporary bourgeois thought. There· 
fore, Benjamin developed a specific theoretical fra me centred 
on the individual expe rience that led h im cogitate the corporeal 
and the concrete with distinct conclusions, differe nt from ,he 
contemporaneous bourgeois philosophers (praising experience 
of the corporeal and concrete, but lacking a critical distancc 
from its ideologically overdetermined immediacy), as well a.I 

from his fellow materialist acquaintances (who developed 1 

101 
Leslie, Waiter Benjamin, p. 23_ 
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!lrong critical apparatus, but - in Benjamin's view - majorly ig­

oored experience and percep tibilit y). 

His peculiar notion of things as not sole remnants of reifica­

OO!lofhuman relations but also the potential inception ro de-rcify 

thtm via reflection, perhaps also helped ro shape his style of writ­

ilg; while most materialist philosophers - including Lukacs and 

Adorno - developed wider theoretical frameworks, and only sub­

iequencly applied it to actual examples, Benjamin usually displayed 

~theoretical conceptions only after certain particular deraiJ from 

die 'perceptible" world - from arcades via work of arr in the age of 

rrproduction to Baudelai re's urban attitude - had been introduced. 

Though initially inAuenced by Brecht, Benjamin's lifelong avid col­

~ingand meditating objects manifested his peculiar distinct me­
~rulous endeavour to save things from their immediacy, namely 
their 5<:rvice to commodity exchange as their ultimate scope, and 

lO U5C them as aims to cultivate a richer consciousness, aware of 
the broader conditions needed to be surpassed. Or, as Luk:ics put 

llattheend of his brief praising text about Benjamin: "Where the 
•urld of objects is no longer taken seriously, the seriousness of the 

l'Orid of subject must vanish with it." 102 
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<pyHKll\-lH, 3TH 0 01\JITIUI ue HBA.IIIOTC.11 B3aHM03aMCH.IICMblMII, a II srcopt· 

Tll'ICCKOM nAaHc 01111 HC 06,iJaTCAbHO COHMCCTl!Mbl: AaiKC CC/\II 3a accwll 

rpCMJ!. npocACAHTb C nOJHQH H OAHOro II Toro )KC MblCAl-lTClvl - Kap.u 
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DIIIITAR BOJ KOV 

IMAGES ANO OBJECTS IN WALTER BENJAMIN'S I DAS PASSAGEN-WERJ(I 

During the XIX century the city becomes an important sub­

iecr in various arts. During the XX century, through the texts of 

Sunm~l, Kracauer, Hessel and Benjamin, it also becomes an object 
if stnous academic research Urbanization and increased indus· 

~ilation bring about a spe~iflc culture, a life experience and an 

ideology, forming a specific type of consciousness. The new pace 
of mobility, as well as the inexplorable labyrinth of buildings, alter 

iignlficamly the perception of space and time. It was Benjan
1
in's 

dtcp-seated conviction that literature and the arts forebode and 
fore tell many of the phenomena which later on come robe objecu 
of philosophic and sc ientific interest. ln this respect, Poe's Srories, 

Biudelaire's poems, Balzak's novels and Aragon's texts will ser,·c as 

rich sources of inspiration, as well as of empirical data for 
th

e re· 
~ch of the urban imaginary. However, it will pro,·e robe ~trongly 
kb.red to various economic and rechnical phenomena, as ,,di a\ ro 
Pmicular manifestations of commodity fetishism. Such a rci,car,h, 

~cring along the line of disrincrion between different paca
d

igm, 

--- ofmv Ba..:hclorth~ 
i The prcscm text combines rwo of the chaptc:rs 

thc:sameritle. 
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and research possibilities, is DaJ Passagen~Werk. 2 Written between 

1927 and l 940, it remains Benjamin's unfinished opus magnum. 
In this work of his he puts to the rest various heuristic research 

methods, nevertheless remains loyal to h is critical pathos diremd 

against the mass culture, sweeping over the arts, whose fundamen­
tal principle will be the alienated and objectified consciousness­

the purpose of Benjamin's oeuvre is ro expose its manifestations in 
Paris of the XIX century. 

The arcades, 'recent inventions of industrial luxury: present a 

suitable optics for researching the collective imaginary, produced 

by alienation and commodity fetishism. Their appearance in the 
beginning of the XIX century reAccrs a strong upsurge in the econ· 

omy and the arts. They represent long galleries between city blocks. 

housing stores, cafes, exhibition halls, antique shops, mai$Ons dt 
ptllit and all sons of urban enterprises. In che beginning theywm 

considered a revolutionary invention of iron architecture which, 

along with railways and world exhibition platfroms, made its first 

steps at the time. ln chis way, the arcades quickly become a bustling 

urban place not only for shopping but also stroll ing (in Paris the 
arcades preceed sidewalks), meetings, entertainment, literary cent· 

ers etc. They become an inseparable part of che urban landscape b}' 

way of city habitation, harbouring a multitude of mythologies and 

powerful collective fantasies. In chis sense, the arcades, parcicula~· 

at the time of their demise, could be viewed as treasuries for Ule 

dreams and the collective imagination where commodity fecishis~ 
reigns in all its brilliance. In such a way, they become an appro~n­

ate tool for exposing the factors of alienation and its sublimanon 

into a particular type of visual culture. From this we could infc:r the 

l The ~:cades Project (Harvard University Press, 2002), a t~nsbcio; 
of thc ongmal German edition of Rolf Tiedemann. All cicanons fro 
this source will be marked in accordance with the original citation no­
menclature of Das Pa.nagen-Werk, where capiral letters rnark che chapters 

and small case letters or digits - the cited fragments. 

---
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1!11portance of the image as a methodological tool fo r developing 

.nurhan sociology, aimed ar researching repressed knowledge and 

1Ublimated alienation. 

In the very beginning Benjamin planned to work Out a 'sur• 

calisc sociology: strongly inspired by his work on the arcades in 

l.ouis Aragon's book Paris Peasant. It shows life in the arcadeas as 

Jdrram and a type of modern mytho logy, as a free play of images 

mdnories which could take place in rh ese labyrinths. In reference 

co them Aragon will write about the inexplicable sensation which 

I 
brfd! him at the place whe re 'the modern light of the unwonted' 

rrigns over everything and about the strange secrecy of these places 
~'Timone 'can probe one's own abysses'. Aragon, however, will re­

main under the powerful spell of modern myths and will follow 

their paths in order to rejoice in their fascinating allure. This mod­

em mythology breaks with Enlightenment's reason, as well with 
vicienr myths. It is to be born our of sensual extasy and immediate 

communication with things. It is termed 'modern' for a reason: its 

temples are not the ancient monumental edifices but the ephem-

1 

ml and shore-lasting constructions of contemporary life - the 

arcades and all similar places of everyday routine, haunted by the 

llnmanem alterity of d ream and intoxication. 
A matter of great importance for Benjamin is co find '~he con· 

scellarion of awaken ing: 'the dissolution of 'myt~o logy' into th_e 
space of history'.3 This becomes possible by showing how the m· 

fication of consc iousness becomes an Ur-phenomenon of the XIX 
century culture, and conversely, how this very same culture_ fun~­

llons as an expression of chis phenomeno n. A lead ing srudY 10 ~,s 

~~ysis is Gy6rgy Lukics' book ~-list~ry and Ciassi~;:::,::n:~~ 

of 
1
c_h th~ Marxist idea of alienar1~n is de~do~~ rcification ofhu• 

reificanon of consciousness, which da~ifies t ions nor onlr in 

lnan relations and thei r reduction to ob1ec\:~
1
;;e s 'ctrum of so· 

rtgard to relations of production, but co the pe -7he Arcades Project, 458 [N I, 9J. 
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cial relations. In relation to this Luk.ics will state that alienation 

pursues the entire rationalized Western cuhure, manifesting itsdf 

in aU forms of social and political life, generally and in accordance 

to relations of production. Commodity fetishism becomes a proto• 

type of 'all the objective forms of bourgeois society together with 
all the subjective forms corresponding to them.'4 Thus, the subject 

is found to be coordinated with the object and dominated by it. 
Alienation is no longer an economic category, as is the case with 

Marx, it turns out to be the very principle of social functioning 
and subjectivity formation. ln relation to consciousness, alienation 

produces an effect of natural order. Ideology conceals alienation 

by making commodity relations and object dependencies among 

people natural in the form of seductive fal se consciousness. 

Lukacs' book exerts considerable influence on the authors of 
the Frankfurt School with its focus on reification and its formula• 
tion as a fundamental structural principle of society. The analysis of 
this phenomenon extends over society in coca!. Not o nly is aliena· 

tion produced by the distribution of labor and the substitution of 
human labor by machines, power slips away from humans and they 

become enslaved by their own economic, juridical mechanisms and 

institutions, over which they have no longer any power. Individual 

consciousness has become an object, a com modity. C ommodicy 

fetishism enslaves everyday practices, and authors like Adorno, 
Brecht and Benjamin will illustrate how the arts also fall under ics 
sway. 

This intuition will be of great importance for Walccr Ben· 

jamin. B Das Passagtn-Werk he views reification as a perceptible 

'~r-~henomenon, from ouc of which proceed all man ifestations 0! 
life m the arcades (and, accordingly, in the nineteenth century). 

The commodity becomes a central issue of the sociological analy-

4 
Luk:ics, G., HiJtory and Cl.ass Consciousness. Trans. by Rodney Li\·· 

~ngsrone, Cambridge, Massachuscm: The MIT Press, 197 1, 83. 
The Arcades Projm,460 [N, la, 6]. 

-
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il. thrnudy of which allows us co understand objectified human 

roruciousness and its forms of subjectivity in that particular period 

itliiscory. The history of the arcades offers a means of going deep­

ainto the alienation pheno mena, it functions as a crystal prism 

dimin the specific commodity cul cure and rituals become visible. 

~culrurc of commodity consumption brings about a dialectics 

iim2ges where the repressed and latent desire manifests itself and 

:ft traumas of the social si tuation are sublimated in various indus­
trial products. 

On dialectical images in Das Passagen-Werk 

The realization of an ambitious project such as Das Pa.uagen­
Ut,t requires nor only collecting vast quantities of empirical data 

lkicaiso their processing fur the purpose of constructing a theory of 
hiowledge which would satisfy the critical pathos of historical re­

!carch and accomplish the theological mission of preserving_pas.t ph~­
lklmena. It may only come about through rethinking of basic hm~n­
Q] and epistemological concepts, leading to a radical break-up with 

Cl!rrent historiography and a working out of a rype oflan~e ~
nd 

:i,triting method that would be adequate to the hist0rical siruaa~n. 

'1hr explicit renouncement of the idea of progress. the overcom'.ng 
of che distinction between subject and ob jeer by way of conSm~cung 

die object of research through an image theory, as well as the '."r;· 
ducrion of a dialectics of rime which would cause ambivalence in ef 
tat . hodological ments 0 

tgory of subject, are amongst the basic met ch ibilin• 
diapcer N of Das Passagen-Werk. The image allows for e ~ b·· 
of analysing alienation phenomena in the XLX century an e re rt' 

tions between economic substructure and ideological surtc~s:~rr 

lh
llla way fie to achieve che cheological rcquiremfe~~ ~- n yberwedl 

is analysis is always carried our at the line O lStmcno 

different disciplines and historical layers. 



378 DIMITAR 80JKOY 

Thus, historical data can be as diverse, as it can be subjected 

to the no rms of the unconscious to which the dialectical method 
is applied, owing to which it becomes possible to extract and rec• 

ollect moments from the revolutionary past which have been re­

pressed by dominant interpretations. It is where psychonalysis is 

introduced into the work of the hisotrian - capturing the past and 

recollecting of repressed moments is a principle task of his. It prc­

supposes a search for the historical object, its constant construction 

and prese rvation. Allusions co memory are not just metaphoric, 
they describe the essence of che historical image - always on the 

brink of dispersing and disappeari ng. In chis sense, che historian 

becomes a stalker of image and citations, forming the core of the 

coUective unconscious and, th rough which we could discern the 

repressed memory. Encountering them is always unintentional but 

requires patient and profound attention: 'Necessity of paying heed 

over many years to every casual citation, every Reeting memionof1 

book.'6 The work of the historian consists of a diligent research and 

collection of relevant citations. They are governed not by the logic 

of curiosity but by the requirements of history and the situation of 

writing down hiscory. Actuality can m anifest itself at the boundary 

of conscious life: 'Say something about the method of composition 

itself: how everything one is thinking at a specific moment in time 

must at all costs be incorporated into che project then at hand. As­
sume that the intensity of the project is thereby attested, or th~t 

one's thoughts, from the very beginning, bear this project within 

them as their tdos.'7 In this way, chin king assumes the freedom 

to articulate everything that is Aeeting and unstable which could 

manifest itself in the mind of the historian and serve as a means of 
capturing memories. 

' lb;d., 470 [N 7, 4]. 
lb;d.,4S6[N 1,3]. 

_ ________,,.. 
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Discovering a suitable research method is certainly one of 

&njamin's crusical tasks - a method , however, not applicable to 

my rype of reality, but conversely, o ne that is specially worked out 

robe adequate to the o bject it is applied ta. This also allows the 

01moming the arbitrary nature o f knowledge which would con­

stitute the other extreme of the proj ect - a danger that Benjamin 

pnuives in Aragon's surrealism , a starting point of his 'Dialectical 

Fairyland; but which he qu ickly abandones for lack of sufficiently 

10lid methodological and critical basis. 'The dialectical method is 

thll.!idistinguished by the fac t that, in leading to new objects, it de-

1 

trlops new mcchods'8• Th ro ugh the dialectics of object and method 

nbcc?mes possible to overcome the simple Factuality ~fhistorical 
lllitenal and the causal p iling up of brute facts. 1n rh1s respect, a 

Sfl(cific type of dialect ics is formed, one that would nor allow rhe 
object to be sacrificed by an all-encompassing method which docs 

nocaccoum for its uniqueness. It forms an organization ofknowl-

«lgcwhich allows the performance of its critical function, not juSC 

the immersion in subjective experience. 

I 
Visibliry and uniqueness of the historical phenomenon mu5t 

be g~arantccd , not sacrificed in favor of the concept. In rhis respe~t , 
BenJamin's anti-Kantian position is stated in the prefe rence of dta­
lecc ics to purely ratio nal concepts that arc fixed in thought-limiting 

frameworks. In this way, methodology becomes a prescription for 
capturing, 'salvaging ' o f citations and extracting the late1~r conrc_nu 
of the image, wh ich has its o wn destructive and rcvolunonary im­

pulse. This project beco mes 'co mparable, in method, to the proc~ 
of splitting the atom - [ it] liberates the cnormo~us encrg_ies o~h1s­

iory that arc bou nd up in the "once u~on a. time of dass:.;~~
1
::.: 

nography. The h istory that showed things as they really ) , 
che strongest narcot ic of rhc century [ rhe X IX century, D. 

8
· · 

;----------
' lbid.,474 [N IO, I ]. 

Ibid., 463 [N 3, 4]. 

L 
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Such a splitting of the atom becomes possible only through 
the image, capable o f furnishing thought with the necessary vis• 

ibility of the historical object. In this respect, Jean-Michel Palm­
ier clarifies the advantages of the image for Benjamin's historical 

analysis, namely: it will not allow the reduction of the object to a 

mere concept and truth gains visibility through an idea, a mental 

construction, borne out ofimmediace communication with things, 

of the shock, ensuing the encounter with hisrnry. 10 The critique of 

rational concepts, which is also a critique of Kantian epistemology, 

dates back to The Origin of German Tragic Drama, where the idea 
and the constellation are being favored as more adequate mental 

constructs. In chis way, it becomes possible to evade getting stuck 

into brute facticity which is the real danger for the historian. Thus, 
through historical construction of images and constellations it 

becomes possible co construct the historical object and evade the 
dangers of reconstruction of and identification with the past of the 

victors and, at the same time, overcome the subjective arbicrarinCS5 

of interpretations. ' I needn't say anything. Merely show.'11 

ln this way, the traditional epistemologic subject-object rda• 

tion is sublated, the dialectical method of recollection allows the 

historian to be a medium and translator of historical knowledge. 

As much as this occultist and spellbinding vocabulary may be alien 

to scientific study, in the case of Benjamin it represe nts his typical 

manner of using notions of sacredness when describing prophane 

experience phenomena. This means allows the theological imper· 
tance of this experience co manifest itself. the moments where the 
rhythm of the messianic can be felt. The messianic intensity of ex· 
perience is captured in the expression of visibility of the hist0rical 
phenomenon, which crystallizes in the image. A poetics of frag· 

ments, monads, citations, constellations and montages is formed, 

io • Pal~ier,J.M,, Waiter Benjamin, Le Chijfonnier, litngettk Petit BOSSM, 
Pans: Klmcksieck, 2006, 452. 
11 

The Arcaks Project, 460 [N I a, 8]. 

---
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iignifying this particu lar manifestation of the historical phenome• 

rai:m asan overcoming of conscious rational knowledge and immer· 

lion in facticity. This poetics follows Proust$ principle of'mtmoire 

inro!ontaire: evoking in the mind past memories in accordance 

-rith the requirements and provocations of the present situation. 

History is not a reconstruction chat presupposes 'feeling into' 

historical phenomena (Dilthey, Fustel de Coulanges, \\'lorringer), 

but an actualization of past moments, assuming the form of these 

images and monadic structures which, having been captured into 

di~ fragment and interpreted dialectically, allow the manifestation 

ofcomradictions and tensions in the past. Thus, the fragment never 

rtmains isolated for its own sake but always reflects the totality of 

ihchist0rical process. 'That is, to assemble large-scale constructions 

°'.u of the smallest and most precisely cut components. Indeed, to 
discover in the analysis of the small individual moment the crystal 

of die total evenc.' 12 The fragment thus gains significant importance 

vid the detail proves capable of referring to che total event of the 
socio-historical process. With Benjamin the whole-pare relation­
ship is always in favor of the part, of singular experience, which 

alone can provide the so necessary visibility of the historical ima­
gu. This is the basic problem of historical materialism chat is yet ro 

~-solved, i.e. how to apply the Marxist method so as co ensure the 

l'lsibility of history and its processes. 0 

Employing the resources of the fragment, the image and .
th

e 
montage will bring about a better understanding of the rcl.mon 

hrtween the emblematic Marxist concepts of subSrrucmre and st 
J>Crstructure which will prove crucial for the progress of thoug r 
in Das Passagen-Werk. Overcoming che current causal explan.at10~ 

Will allow for reachi ng the necessary visibili?,~~:r:~~7~~:~:e 
economic phenomena in the cultural sphere. y 

;;----
Ibid., 461 [N 2, 6]. 

11 
Ibid. 
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causal connection between economy and culture. For us, what mat­

ters is the thread of expression. It is not the economic origins of 

culture that will be presented , but the expression of the economy in 

its culture. At issue, in other words, is the attempt to grasp an eco­

nomic process as perceptible Ur-phenomenon, from out of which 
proceed all manifestations of life in the arcades (and, accordingly, 

in the nineceench cencury}.14 The Ur-phenomenon in question is 
reificacion, viewed by Lukacs as fundamencal, invariably pursuing 

the process of rationalization in Western society and transforming 

individual consciousness into and object or a commodity. 

In this way, the analysis of images and commodities comes to 

be the guideline for exposing reification phenomena. It is the image 

that provides the possibility of forming an expressive relationship 

between economics and culture. It m akes visible the alienation in 

the cultural sphere and everyday life and forms a 'constellation saru· 

rated with tensions' 15• In order to preserve its intens ity, this constd­

lation always needs to be based on the montage and the fragment, 

to be concentrated on the singular small detail wherein the forces 
of the repressed past are to be unleashed. The image allows appre­

hension of the expressive nature of the substructure-superstructurt 

relationship within a closed but sufficiently Judd, visisble and rense 

construction. Thus, within the confines of the fragment glitters the 

structure of the whole. 

lt is due to Benjamin's fragmentary thought which brings 

about his essential disagreement with Adorno, perhaps most ex­

plicitly expressed in Adorno's letter to Benjamin from November 
lO, 1938, where he is criticized for un sufficient dialeccism and Jack 
of a mediating element in establishing che connections ber.w~en 
substructure and superstructure. In Adamo's view, this mediaung 

element is the total social process, through which all separate ~o­

men ts are mediated. According to him, the immediate connecuon 

14 
Ibid., 460 [N la, 6). 

1
~ lbid.,47S[N !Oa,3 j. 
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ofdemencs from the subst ructure with those of the superstructure, 

lldiout the mediation o f the social process as a whole, locates his 

irudy on 'crossroads of m agic and positivism.' 16 With such a move, 

~ 'e\·er, Benjamin oversome both 'vulgar materialism' directed 

JI ausal relationships, and h istorical materialism of Lukacs and 

Adorno, favoring th e to taJ sociaJ process as a mediating element 

between economic and cultural phenomena. For Benjamin the 

.-hole can on ly be studied through the smaJI fragment - within 

dte fragment the whole can accuaJize itself without the assistance 

Ila mediating element. In th is way, his analysis proves not so much 

connected to Hegel ian-Marxist dialectics, as to a constant effort 

for a dialectical constructio n of its objecc.17 This so constructed, as 
1 fragmented image, o bject becomes the meeting ground of sub­

!trUcture and superstru cture in their real unity. In his essay, defend­

mg Benjamin against Ad a m o's critique, Agamben reminds us that 

evrn for Marx the relation ship between substructure and super­

structure in real p ract ice is neither based on causal principles, nor 

on dialectical mediation, bur represents an immediate correspand­

cnce, a unity in pract ice. 
In this way, the immediate connection or correspondenc~ be­

tween Baudelai re's poem and the tax on wine is not only passible, 

buc necessary, namely because it is based on immediate correspa~d­

ence.1• We fi nd within che fragmented dialectical image the umry 

of substructure and superstructure, che moment of shared com-

~pecifi cally co the immeadiate conneccion_ in Eknp.minS 
C5S.:ly 'The Paris of the Second Empire in Baudelaitt'' cscab.lished ~;·ee~ 
Biudelaire 's poem 'The Ragpickers' Wine' ('Le vin des chiffonniers . :ii 
th_c_disagrcement rdaced co the wi~e ~ll at the cin;;:,~~ ;;: ;;:,

0
;,,, 

crinque of che mechod employe~ !n Das P.usa1v Adorno, !928- 1940. 
lktr Correspondencr, Waher Benj11mm, Theodor · 
~cnry Lonicz (ed.), H UP, 200 1, 280-28- . Din rtkPrht&IJM,+18 
. Palmier, W"alur Benj11min, k Chiffonmer, ;!:/Tl4nwn ef tlv £,;pm· 

Agamben, G., Infancy and Histury - 1hr 
ntlr, London: Verso, I 993, 120. 
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monness between chem, just as the totality of the social is mani­
fested within the singular fragment. 19 The dialectical interpretation 

abstracts che substructure and superstructure from the unity and 
indefiniteness of practice and views chem as two separate demems, 
which the dialectical image is comprised of. This is the moment of 
exposure of alienation phenomena and the utopian visions for its 
overcoming, which are nothing more than diguises and sublima• 
t ions of chis very same alienation, as well as its preservation in other 

forms. 
From what has been already stated it becomes clear whac the 

purpose of the image is, regarding the study of the substructure­
superscruccure relationship and the exposure of alienation phe­
no mena. The most difficult task, however, is yet co be completed, 
namely t racing the stages and mechan isms of its construction, 
as well as determining the nature of empirical data, organized 
by it. It turns out chat philology and theology are the sciences, 
which could allow for such a dialectical and figurative construe-

1
' ln History and Class Consciousness Lukacs explains how to study SO· 

ciety in its cotality and how the singular, as a moment of tataHry, muse be 
dialectically mediated. This imuicion will be very important for Adorno 
who will insist every singular phenomenon to be mediced through thr 
totality of the social process, an idea which will become the essence of 
his dialectics. According to him, chis mediationwill guarantee enough 
di aleccicity of the relations between the substructure and the supmtruc• 
cure. His critique of Benjamin will consist in that he encoumers chem 
in one and the same image. For Benjamin the social totality is also very 
important but in his view it can only be manifested in che singular fug· 
menced image. Thus the smalles is able to gram us the cocaliry. Lam on, 
Adorno will state that the power of his thought consists namely in cht: 
self-evidence of his ideas. Agamben assumes a position against Adomo5 
critical stance, stating that only in the unity of practice is chis totalicy 
most visible, something chat Benjamin ach ieves with his concept ofdii· 
lectical images and the expressive character of economics. This idea hr 
calls Copernican revolution in the Marxist understandingofhiscor} 
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:.JQ.Theone will prov ide the mea ns of reading and citing, whi­
;t die other will introduce the messianic dimension of time 
::ro the materiality of the historian's present situat ion, i.e. it 
rii 1ransform the past moment into a 'quote of the day'. In this 
ny, theology provides thought with the so necessary actuality, 
U h alone can redeem che historian and lend significance to his 
ritings: 'My thinking is related to theology as bloccing pad is 
:t.."td to ink. It is saturated with it. Were one to go by the b lot­
:ithowever, nothing of what is written would remain.'20 In che 
'.".!S(nt case, theology, by way of the concept of time it provides, 
JD facilitate salvaging and preserving past phenomena. le con­
lttu1es the contents of history in che mind of the historian, just 
ll ink constitutes the contents of the in k-pot. This comparison 
a-y much resembles the allegory of the hunchbacked dwarf who 

rcprestnts theology and the puppet which stands for historical 
:t.uerialism in 'On che Concept of History'. Through the pup­
xt'sinvisible strings, chinking is gu ided by theology to history's 
ialvation, just as the vision of the mare rliasc historian always has 
~ht guided by theology so as not co be lost among the dangers, 
brbng at every step, namely find ing himself in the service of 
dominant narratives and bringing himself to ruin in the aliena­
lkln he analyzes. 

Theology allows the interruption of hiscorical continuity 
.nd the substitution of a singular significant event fo r the series 
af facts. By so doing it interrupts and disrupts the homogeneo us, 
Clllpty time of ep ic historical narrative, as well as the unevent­
ful reading and skimming ch rough philological writings: ' Bear in 
mind chat commentary on a reality ( for it is a questio n here of 
tommemary, of interpretation in detail ) calls for a method com­
~ndy different from chat required by commentary o n a re xr. 
In the one case, the scientifi c mainstay is rheology; in the ocher ---Tlu Arcades Project, 47 1 [N 7a, 7]. 
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case, philology.'21 In any case, commentary on a reality requirts 
chis double interruption of the hist0rical continuity ofhomoge• 
neous, empty rime by the mess ianic moment ofillumination,of 

the properly di scovered and mondacially constructed citation, 
The messianic moment of salvation in che work of the hinorian 
is connected co Jewish religious trad it ion and its radical under• 
standing of mess ianic rime. Benjamin lends chis tradition a spe­
cific tone and actuality. 

The real is a text which is co be read through and commented: 
'The expression · che book of narurc· indicates that one can read ili( 
real like a text. And that is how the reality of the nineteenth century 
will be treated here. We open the book of what happcned.'22 Philol­
ogy makes history readable, theology helps it meet the requirements 
of the time and the singular significant event. 23 The significance of 
the language of history consists in constructing narratives of pas. 
times, in discovering the right citation which describes the mm. 

In this way, language becomes a treasury for the one who s«.la to 

awaken the coUective unconscious: 'This work has co develop to the 
highest degree the art of citing without quotation marks. Ju throry 
is intimately related to that of moncage.'24 Extracting the citation of 
its immediate context interrupts the continuity of the homogeneous 
historical narrative. Jes introduction into the operations of moncagc 
allows the construction of the dialectical image and the emergence of 
unconsc ious phenomena in the immediate sensual experience of the 
historian. By means of the montage technique the historian organ, 
izes the empirical data by configuring it among the diffcrcmdements 

" Ibld.,460[N2, I ]. 
u Ibid., 464 [N 4, 2]. 

n More on the relation between rheology and philology, see Jeanne 
Marie Gagnebin, "Philologie et .acrualitC~ Topographie du souunir, ed. 
Bernd Wine, Paris: PSN, 2007. 
14 

'fillArcadesProject,4S8 [N I, IOJ. 
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i thc image in accordance to the requirements of the present situa­
oon. Once altered, the collage is furnished with a different type of 
mteture. As with the monads, the diffe rent montage takes become 

Merem points of view of a given phenomenon. This conditions the 
im dusive nature of the past in the tension of sensual experience. 

An avid collector, a tireless Aineur and a careful reader, Ben­
llllllll collects his empirical data with profound attention and pa­
OOJcly constructs the past in accordance with the technique of 
ooncage. They allow us 'to read what has never been written: and to 
lmginco the light of day of rep ressed meanings which disrupt the 
l'.Wy pace of reading and become visible by means of the dialectical 
ronstruction. These are the neglectable small moments wh ich in the 
s.me time overturn the course of grand narratives and disrupt the 
ranporal continuity. ln this way, reading and finding the right cita­
OOllSbecomes an important part of the historian's task. By means of 
oontage constructions they assume a figurative nature and present 
themselves to the historian to the extent of achieveing communica­
tion with his immediate sensual expe rience: 'And, lacer, the glassed-in 
!pOI facing my seat at the Staatsbibliothek. Charmed circle inviolate, 

1irgin terrain for the soles of images 1 conjured:25 Magical experience 
marks the decisive breaking up with classical subject-object divisio n. 
lhtl ibrary is the place where the h istorian stalks citations and where 
practicing history becomes possible. The history of Paris offe rs this 
unique opportun ity fo r reading through the images of al ienation. 
hrepresents an infinite stream of dreaming consciousness: 'Among 
~ the cities there is none that is intimately more connected co the 
lxiok than Paris [ ... ] For over che bare quays of the Seine the ivy 
<fb.med books has lain centuries long: Paris is a vast library hall, 
through which Rows the Se ine:26 There, under the 'd reamy, unlit 

----lbid.,458 [N !, 7] . 
' See Benjamin, W., 'Paris, the City in che Mirror: Ded ~racions of Love 
~Poets and Artists to the "Capital of che World~ (1929). L1 : On Photog­
'"1J. Ed. and trans. by Escher Leslie, London: Reakcion Books, 20 I 5. 
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ceiJing' and the 'painted sky of summer that looks down from ch( 

arcades' of the reading room in the BilliothCque Narionale in Paris, 

Benjamin sreaches for these fragments 'covered with the dust of ctn• 

curies: through which it becomes possible the reading the traces of 

XIX century myth and their construction into constellation with 
the present moment. In order co evade the dangers of vain curiosity 

o r of an allegorical reconstruction of reality through the text, since 
'[Baroque's] meditations are devoted to books'27, he introduces the 

theological dimension of the destructive messianic moment, the mo­

men t of danger, in which memory rakes hold of oneself. What better 
place for stalking and searching for memories than the library, where 
the resources o f collective memory are hoarded in the texts co,·ercd 

by dust and repression. 

Constructing the text into an image becomes possible through 

the theory of dialectical images, while the connection between past, 
present and future is achieved by its temporal intentionality and de­
structive impulse. The image provides a particular density and inten­

sity of meaning, thus defying the epic narrative of history. Ir emerges 
out of the dust of libraries to awaken the historian, to conjure Ule 

memory of what has been suppressed and repressed and express Ule 

whole of history in a contradictory fragment. The image is the al· 
ternative of tradition, which for Benjamin is equal to a catastrophe 

because it stands fo r the inadequate and alienated manner of crans­
mission of history and forming of epic narratives of past times tlw 
repress revolutionary moments and obscure the inconsistencyofcul· 

rural values: 'The danger threatens both che content of the tradition 
and those who inherit it. For both, it is one and the same thing: Ule 
danger of becoming a tool of the ruling classes.'28 

l
7 

Benjamin, W., The Origin of German Tragic Drama. Trans. b)'John 
Osbo rne, Verso. 1998, 140. 

za Benjamin, W., 'On the Concept of Hisrory; ln: Walur Btnfa"'iM­
Sekcud Writings. Eds. Howard Eiland, Michael W. Jennings, HCP, 
2006, Vol. 4,39 1. 
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1hr shock and the abrupt interruption are the only means of 
"'100ming the tradition and constructing the object of history 
~ ndthe bounds of of dominant narratives. By way of construct­

this object into a monad a new paradigm for transmission of 
~ ge is formed. The monad logic defies the logic of subsum­

thepmicular under the general norm, it is through the monad's 
larity that the general glitters and is made visible. In chis way, 

tbecomes possible co theoretically base the construction of a sin-
• objm of history via a given image. The image is the new his­
rorical paradigm, through which it will be possible to give evidence 
J. the 'tradition of che oppressed' and expose che objectification 
fO!nomena in the XIX century. Transmission of knowledge will 
ilrume a more adequate form which would help to capture elusive 
phenomena and disperse the phantoms of the past, haunting the 
i'ttSCnt. Memory, rememberance of repressed imagess of the past, 
the ir actualization and the uncovering of their historicity will re­
place the homogeneous narrative of tradition. Hecerogenizing the 
nasracive requires hcterogenii.ation of time. Since the image, as ci­
:ation and monad, plays the principle role in che process of con­
knl«ing a new understating of history, it harbours che underlying 
iUes for understanding and undoing of time. 

Thus, images aquire historicity, carrying the traces of a past 
hngfurgottc:n, which, however, is accualiz.ed in the ghostly nature 
if the memory and the remnant of ancient times. The image makes 
~ ible to trace withing a given culture the remains of a past, whose 
signifiers change in accordance to particular situations and require­
lllencs over time. An important achievement of such a method is 
dit mutation of time, its accumulation into those images, which 
durupcs the linear course of history and the normative cransmis­
lionof culcural values through the medium of institutionalized tra­
dition. This represents a game of unconscious memory where ~he 
images are repressed and actualii.ed, change their signi.fiers, survive 
or revive for a new beginning, and violare che order of temporaJ 
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continuity. After a given image has been produced in a given period 
of time, so is the reading of it is dependc:danc on the corresponding 
age, in which it is conjured. The anachronism ofimages constitutes 

the heterogeneous nature of time: and history. 
By means of such a methodology of the image Benjamin will 

study the myths of Modernity. The main objective of his work is 
co show the extent of accuaJ icy of these myths and the degrce of 
comemporary immerssion into those myths. These are namely the 
myths of alienated and objeccified consciousness that believes to 
have dissociated itself from its mythological past, whicle still pro­
ducing new images of mythology. Their presence: at the hcan of 
Modernity is an anachro n ism, che exposure of which activates 
various temporal intentionalities. Such an exposure is the primary 
taks of the historian but also a theological requirement to hiscory. 
The theory of the dialectical images makes such a cask possible but 
in order to fulfil this salvational requirement, one has to discO'o'Cf 
the connection with the historian's particular present, a connec· 
tion, however, not founded on transmission of knowledge through 
temporal continuity and tradition, but a destructive one, namdya 
connection which produces a moment of illumination and inter­
ruption, bringing t ime to a standsciU: ' In order for a part of the past 
co be touched by the present instant [AktualitiitJ, there must ht no 
continuity between chem.'2~ le is in such a way chat the heuristic 
connection with the present is formed - it is intended to prescr.,.e 

the glittering memory of the past bur also allows the overcoming of 
chis very present in the utopian vision of a possible future. 

The image has its own time structure, different from that of 
epic narrative time. It is essentially anachronic, capableofimroduc­
ing in.to the 'now' of the mom enc of knowledge several temporal di· 
menstons that deconstruct, heterogenize and fill up che emptiness 
of homogeneous, empty t ime. It rep resents an abrupt break where 
a tense flash moment condenses within itself different forces (or 

z, 1heAmuia Proj m,470 [N 7, 7 ]. 
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mybtdemencsofvarious ideologies that have remained unidenri­

~until the moment of illumination) , each of which has its own 
mporal intentionality. It so becomes possible to expose t he teaces 

!ideologies and the fake consciousness by means of thir particular 
sgcoftheconcept of time. Their exposure though the destructive 
100ment is 'a revolutionary chance in the fight for the oppressed 
pm'..VI 0nly through exposing alienation within the structures of 
~does hope ofliberation from time becomes possible, the situ­
lion where the historian introduces the moment of utopian vision 
md hope, the only means, according to Ernst Bloch, by which man 
ii~krated from alienation and whe re his essence coincides with 
~existence. This introduction, liberating man from the imperfec­
aons of the situation chat gave rise to it, at the same time clarifies 
diem, illustrates how the utopian and liberating element has been 

rrpresscd by the ruling classes. 
Thus, the historical object is constituted on the crossroads of 

dilferenc periods of time, which, as a lready stated, have a political 
con6guration. Within the object are manifested and unleashed the 
bithmo repressed forces, put to sleep by 'once upon a time' of clas­
~cal historiography. Once, manifested, the tension within the im­
age and its history gain revolut ionary-messianic relevance. The ork 
of the historian emails discovering this positive and 'pregnant with 
future'. Das Passagen-Werk could be vieed as a history of images of 
the collective unconscious, whose primary cask is theor awakening 
• awakening of past utopian moments, chat is uncovering of mes­

!Unic incesisty of time at t he heart of the polarized image. 
This type of intensity emerges out of the utopian element, 

within which is manifested the overcoming of the imperfection of 
SOcial relations that produced a particular object. This process trig­
gers the awaken ing of critical thinking in relation to the present, 
1ts destruction in the doom of happiness. It demands a constant 

~ 'Theses on the Philosophy of History: In: J/Jumlna* 

lions, Hannah ~rc-~dt (ed.), New York: Schoken Books, 1968, 263. 
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polarization of the image - on the one hand, its positive, utopian 

aspects, where the imperfections of the social situation are om­
come, and on the other, its negative side, where lies the horrordw 
che very same imperfections are preserved even in these utopian 
mome nts. The image is split into two different types of temporal 
organization, the one 'pregnant with future: while the other 'dead 
and useless: referring back to the prehistory of alienation, to non­
synchronicicy and retardatio n of social relations in regard co the 
present. 'The very contours of the positive element will appear dis­
tincclyonly insofar as this element is set off against the negative.On 
the ocher hand, every negatio n has its value solely as background 
for the delineation of the lively, the positive. It is therefore of de­
cis ive importance chat a new partit ion be applied to this initially 
excluded, negat ive componen t so chat, by a displacement of the an· 
gle of vision (but not of the criteria!), a positive element emerges 
anew in it coo - something different from chat previously signified. 
And so on, ad infi n itum, until the entire past is brought into the 
present in a h istorical apocatascasis.'31 The present becomes a 'force 
field: on which the battle for the past is waged and where different 
temporal incencional ities intermingle in regard co different polit~ 
cal interpretations. 

The phantasmagoria is not just a d isguise for a missing present 
by being transposed into a mythic and finctionalized past where 
it becomes synonymous of artificiality, illusuion, magic and archa· 
ism, as in the case of Adorno, it also testifies of a new time which is 

yet to come, according to Bloch's understanding.32 Thus, the dialec· 
deal image not on ly refers to a past, but also contains the utopian 
moment of the future , of overcoming of al ienation and objcctifia· 
don. We could read through it the sublimation of the craumati< 
fa.cc, constantly seeking co d isgu ise itself, chat the development of 
technology does not correspond to che respective development of 

31 
The Arcad~ Proj ect,459 [N la,3]. 

n Palmier, Wiz/ur Benjamin, le Chiffonnier, Dtngeet le Petit BoSSll,461 
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,;ialrdacions. lt is precisely this aspect of history which has been 
~ise<I by the dominant interpretations of the past, chis is the 
wed opportunity, which ahs co be: reactualizc:d . 

lhrawakening, the moment of visibility of social phenomena 
iod misscd opportunities is capable of activating revolutionary and 
muctive forces. The image is thus furnished with a complex his• 
uy,nt\'Cr ceasing to overturn the normative linear course of time 
adrracrivate the constant play of rcactualizarion, of the rhythm of 
umory and forge tfulness, ofche polarized past and future: 'The 
m-and a.fier-history of a historical phenomenon show up in the 
~momcnon itself on che strength of its dialectical presentation. 
11w is more: every dialectically presented historical circumstance 
~rizcsitsdf and becomes a force field in which the confrontation 
fmten its fo re- history and after-history is played our. It beco mes 
IXh a fidd insofar as the present instant interpenetrates it. And 
:bs the historical evidence polarizes into fore- and after-history al• 
t;ysancw, never in the same way. And it docs so at a distance from 
.nown existence, in the present instant itself - like a line wh ich, 
dnid.ed according co che Apollonian section, experiences its parci-
00!) from outside itself.'33 

According to chis monadic logic, facts arc always reAectcd in a 
dilfcrcnt way and from d ifferent perspectives. Actuality is the mo• 
fllrm of recognizability chat disrupts temporal continuity, it is the 
!llonad, reflecting the totality o f history. In Benjamin's episcemol­
CV., the actuality of the present Aash•moment, in which history 
1 constructed, is of significant importance. This concept of 'pre• 

ltJ\t time' is an adequate means of criticizing all notions of eternal 
truths or truths dissociated from the concept of time. In this way, 
!radition proves co be inadequate fo r it rums facts into finite es­
tnces, forever fixed and completed in rhe past mo ment. Disrup· 
lion and destruction of chis fixity and finiteness constitutes rhe task 

>fthc hinorian. -1bt ArradLJ Prvjut, 470 [N 7a, l ]. 
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Facts need always be infinite, incomplete, ready to ht con­
jured and pola rized anew, dependi ng on the requirements of ac­
tuality. We no longer discuss the homogeneous, empty time of 
tradition, nor the eternal return of anach ronism, i.e. the old op­
posit ion between linear time (modern, technically reproducible 
and alieanat ing) and cyclical time (mythological, reversible and 
remediable, an apology of one-and-the-same). In the foreground 
emerges messian ic t ime of change, destruction and realizable 
utopia. Truth becomes a tru ly temporal category of knowledge 
( i.e. having relat ion co salvacional and revolutionary time), it only 
glitters wi thin che image which is impregnation and collision of 
different times. Through the image the past penetrates into the 
present in order to form a 'constell ation of dangers'. The dialec­
tics of the image is realized in the present t ime of recognizabil­
ity, it represents the terrain where the st ruggle between different 
temporal intenrional ities is waged. Thus, the historical image 
becomes a montage of not just d ifferent figural elements and 
fragments but of different temporalities, shredding the present, 
as well. This present time proves to be crucial for conjuring and 
reading through the image: 'For the histo rical index of the im­
ages not only says that they belong to a particular time; it say~ 
above all, that t hey atta in to legibili ty only at a particular time.';4 
Becoming legible mostly means removing the dangerous.destruc­
tive impulse inherent in them. A simultaneiey of different times 
is realized, a 'constellat io n saturated with tensions: in whichcrys· 
talize all possible conrradice ions and which is the only condition 
for making possible a utopian future. 

ln the image the past encounte rs the present, attempting to 
bring time to a standstill in the repose of knowledge. le is the repose 
of negation where historical opposites are caught in the greatCSI'. 
of tension and where Hegelian synthesis does not cake place. This 
repose is an attempt of retaining the picture of the past in all its 

k Ibid., 462 [N 3, 1 ]. 
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·uadictoriness. This is possible only at aparticular moment, ir­
~ ·c:of the historian's wil1, the moment when the image crys­
llJid into memory - the 'moment of danger'. The critique of the 
:fflt'nt, which 'threatens to immortalize itself', is made possible by 
;wpcing the course: of homogeneous, empty time and imbuing 
:acprescnc with intensity and tension. 

History also assumes a psychoanalytical aspect, as the present 
di.at very moment of attempting to assume control over time 
~ chc collective unconscious. The present involves che struggle 
ncc:n the: different layers of time and consciousness chat con­
micts the: historica l object through remembrance. One of the 
mst significant categories in Das Passagen-Werk is the awakening 
tli.1 establishes an authentic relat ionship between past and pre­
!Cll1,accuali1.cs memory, carrying withi n itself destructive fo rces, 
".tentionally directed cowards chc future. The XIX century is 

Ticwcd as a dream, from wh ich co waken the fo rces of the past co 
Wrm the present - the awakening reactualizes the forces of the: 
past. It represents a specific manner of chinking which allows for 
ronnnming a theory of knowledge based on the: image. Thinking 
thich is awoken, yet still not awake, possesses the specific fea• 
Wtt of seeing things dynamically, through interconnections and 
:ncmory plays, not typical for waking consciousness: 'Is awak­
ening perhaps the synthesis of dream consciousness (as thesis) 
illd waking consciousness (as antithesis) ? Then the moment of 
IIUc:ning would be identical with the "now of recognizabilit y'" 
in which things put on their true - surrealist - face.' 3

~ Uncon· 
!Cious memory functions better precisely at chis liminal moment 
of vagueness and elusiveness. It for ms a basis for the historical ex• 
ptric:ncc: which is deeply connected to che psychoanalytical o_nc. 
In chis way, every finiteness of the image is called into quemon 
md it becomes a terrain for che actualiz.ation of repressed and 

sublimated tensions and instincts. -lb;d., 463-464 [N 3,, 3 ). 
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The images, produced by this century are dream images 
which represent sublimations of the deficiencies and insufficien­
cies of the dreaming collect ive body, of the frustrating desires of 
the newly formed masses, assu ming their place in history. Taking 
contro l over these images represents an awakening and salvation 
at the heart of actuali t y. But just as the stream of memory is fluid 
and elusive, so is the image unstable, ever incomplete in its sin­
gularity, constantly polarizing its prior and posterior history in 
regard to the ever changing present: 'The dialectical image is an 
image that emerges suddenly, in a Rash. What has been is to be: 
held fast - as an image Aashing up in the now of its recogniz­

abilit y. The rescue that is carried out by these means - and only 
by these - can operate solely for the sake of what in the next mo­
ment is already irretrievably lost.'* Every step made by the his­
to rian is besieged by dangers and forgetfulness is the greatest of 
them all - it always serves those who hold power. The concept of 
awakening is closely connected to the concept of the presenc rime 
of recognizability. It makes possible the empistemology bastd on 
memory and disentaglement of time differentials. In order co be 
something more than just an archaism, i.e. conjuring the past as a 

subst itute of the present, the d ialecci cal image has to function as 
a product of a critical reading of history:'The events surrounding 
the histo rian , and in which he himself takes part, will underlie his 
presentation in the form of a text written in invisible ink.'r The 
dialectical image must above all actualize a possible future. His­
cory is thus perceived as a revolutionary practice; furchermore, 
narrative time is lent the d ynamics of simultaneity of different 
temporal incentionalities. 

Only this type of dialeccially conceived history allows the 
overcoming o f classical concepts of progress, decadence, tradition. 
Moreover, it is the only chance of an authentic connection betw«n 

" Ibid., 473 [N 9, 7] . 
17 Ibid., 476 [N 11 , 3). 
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s and future . The narrative about the repressed ancestors can ac­
~ the one about the liberated inheritors. This is che primary 
ICl!On of'On the Concept of History'. The objective fact from 
lttt pistbccomes a fuct of memory and a 'conscdlacion of dangers', 
snich nccds to carry within itself a liberating impulse. le is involved 
.n mo,·cmem oftime, which conjures icas a mulcicude of images 
chemcmory, liberated from the alienated completion of che pos· 
~ hiuorical fuct. Memory chus becomes a basic component of 
.srorial epistemology. 

In order to develop his concept of memory, Benjamin draws 
Freud and Bergson, as well as on Prouse and the surrealists. 

\kmory can achieve an authentic connection between past and 
prrsent, but for it co be app lied to history we necessitate the im­
igt that alone can concep tual ize the historical contents by en• 
ilring the necessary incompletion of faces, cut them loose from 
~ nmion and make them visible, i.e. recognizable. The synthesis 
/ memory is achieved via che image, not via t he rational concept. 
&:u fices become reginizable only inasmuch they carry the mark 
i history and immediate actuality, their ghostly essence of sur­
livors in time and covert wanderers in the present. Ensuring the 
possibility for their manifestation is a cask of the historian, who 
:ummages through the 'garbage of history' and unconscious life . 
In this sense, he is a 'junk-dealer', constructing a new world and 
a new hist0ry, based on fragments of the past, neither privileg­
ing. nor discarding any of them. The dialectival image lends chose 
iragmenta dynamics, making visible the results of chis material 
.nd psychic archeology and relating chem to a speci6c concept of 

~ nttime. 
Within the dialectical image the tension of times is most acute, 

htnce the intensity of che explosion, ensuing from it, as the most 
powerful means of overcoming alienat ion. It represents a tempo· 
tary coming back from the past, a liberation of the present but also 
.uiopportunity for a possible future. This liberation, however, re· 
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mains incomplete and partial - the final and ultimate collection 
of remnants from the past and completion of history can only br 
achieved by the Messiah. Therefore, the dialectical image is not a 
meal actualization of the future, but only a means for opening up 

the possibility of one. 

Phantasmagoria and desire 

Das Passagen-Werk carries out a research of certain paradig• 
matic urban images as products of a collective reverie and oniric 
knowledge, but also as peculiar forms of alienation and commod­

ity fetishism. The Raneur, che vogue, the collection, the interior, 
the iron constructions, the gambling, the prostitution etc, allow 
us to take peek behind the screen of conscious cultural acth'icy 
and mass practices of everyday life, where objectification of con· 
sciousness takes place and the power of the commodity is actu· 

alized. Benjamin examines the reituals pertaining to commodity 
consumpt ion , its powerful attraction and the type of conscious· 
ness, produced by it. His research goes far beyond the mere sub­
structure and so commodity fetishism is virtually interpreted 
from the viewpo int of a religion of co nsumption. The power of 
the commodity is matched to the one of ancient totems, the 'falc 
consciousess: produced by it, creats the new necessities of mass 
culture. Not on ly does it controls aJI froms of life, but emerges 
as the primary source of reverie and dream, i.e. it settles perm•· 
nencly in the collective unconsciouss. 

Commodities represent images of the material world, having 
an aura of their own, a 'supernatural' element which conditions and 
produces the phenomenon of commod ity fetishism. In the shadoW 
of commodity luxurires lingers a whole ghostly universe of dcisres. 
utopias, repressed and regressive illusions. The may take part in the 
configuration of dialectical images si nce they can very well rcprc· 
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aadialectics in repose and the brimming with tensions consccl­
ron, asdl as clarify the covert and repressed conten ts in the cu l­
:ttof thc XIX cemury. Lurking behind chem, is the universe of 
mms and phamoms, wadering beyond the A.ashy shop-windows. 
luhis way, objects are furn ished in the eye of the explorer with 
iaaura of attraction of their own, and a sign ifier, capable divulg-

chc SC"crct of social relations and of their, in Marx's expression, 
±tologicaln iccties'. 

£\'en though DaJ Pa.ssagen-Werk docs not specifically utilize 
it concept of aura, apart from a couple of exceptions, it neverthe­
amamins an important concept, describing a particular subject/ 
:.oiect relationship. This concept is under the sign of contraction 
mall of Benjamin's work - at one moment it appears in a ce rtain 
.&om,at another it disappears. The analysis of che commodity seeks 
ri apturc and reveal its charms, as well as the phantasmagoria, 
anting the delusion of che dreaming collective body, whose con­
tilusncss is entagled inco the cobwebs of reificacions, different 
.nedia. anachronisms and playfulness of time. In chis sense, objects 
lrr phamasmagoricand represent che images of desire - sublima­
tions, pertaining co a 'dreamworld'. 

This is where one of the connections between Marxism and 
psychoanalysis is forged, namely the effort co interpret dreams dur­
irig awakening. The objects arc products of the collective uncon­
lcious during the XIX century. Benjamin's profound conviction is 
that the progress of technology does not correspond co the pro­
~ of the social relations, which in turn produces phantasmago­
tiu, sublimating chis discrepancy and replacing che missing object 
Jfdcsire with images of desire. Thus, a given image features che dia­
lectical encounter of the imperfect soc ial situation chat gave rise to 

ch.is object, and the promise for its overcoming, the utopic moment 
due S(rves as a critique of the present. More precisely, the dialectics 
of desire replaces the missing state of affairs with images, in which 
lrt can sense the ucopic vision of a classless society, a visio n, how-
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ever, bound co the old relations of production.Ji The future open 

up possibilities for resolving social contradictions bur this can take 
place only through saJvaging the past and uncovering the possibili• 

ties, stirring impatiently beneath the dust of books. The images of 
ch is past can be impregnated with future in the dialectics of time. 

These images bear the mark of modern mythologies and can 
o nl y be interpreted as collective dreams of a 'd reamingcollmi\'e'. 
They can be encountered in all produces of the time, in al! traces 
of everyday life, exhibiting a pathology of its own. The abovcmen­

cioned passage is of particu lar importance for interpreting DJ$ 
Passagen-Werk and fo r Benjamin's grasp of reification and the 
produces of th e collective unconscious - architecture and the\·ar­

ious objects, ca rrying within themselves the expressive characm 

of the time chat witnessed their appearance. The phamasmagori~ 
can be broadl y defin ed as a collective illusion which, through its 
glamour and novelty, produ ces the illusory sensation of security 

and breaking up with the past, i.e. the scarcely bygone, but also 
transforms the presen t an authentic transmitter of this past, en-

38 'Corresponding co the form of the new means of production, which 
in the beginning is still ruled by the form o f the old (Marx), are images 
in the collective consciousness in which the new is permeated with the 
old. These images are wish images: in them the collective seeks both to 
overcome and co transfigure the immaturity of the social product and 
the inadequacies in the social o rganization of production. Ar the same 
time, whar emerges in these wish images is che resolute effon to distance 
oneself from all chat is anriquaced - which includes, however, the recent 
pasr. These tendencies deAecr the imagination (which is given impcrusby 
the new) back upon the prinlal past. In the dream in which each epoch 
enterta ins images of itS successor, the latter appears wedded to clemenis 
of primal history - that is, to elements of a classless society. And the ape· 
riences of such a soc iety - as stored in the unconscious of the collecti\"e­
engender, through incerpenecration with what is new, the uropia that has 
left ics trace in a thousand configurations of life, fromenduri ngedi6cesto 
passing fash ions.: Ibid., 4-5. 
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;ring continuity of tradition and linear time within the track of 

;rogr,,s. 
The phantasmagoria testifies of certain defic iencies and trau­

msthatsociety produces and disguises and also of certain relations 
Jpawer. For example, the decoration of a machine, the iron co n­
ll!IICrions, the train stations oe the exhibition halls, ornamented in 

prr,'ious styles, all dearly show the desire co sustain a connection 
tith rhe past, with the anachronism in social relations chat cre­
Ull those products. More specifically, technics has surpassed the 
irgi.nization of social relations and they testify fo r themselves in 
thcdecails, in the different designs and decorations which remain 
attached to the past and to the power of those who own the means 
of production and who maintain the difference between consumer 

md markec value of a given object. 
Since these images function as a crystal prism of the time, we 

rou!dalso detect within them the ucopic desire for overcoming the 
unmaturityof these relations, for a possible future, which, however, 
dsip!ays prehistoric elements. The very same discrepancy between 
okl and new can be observed in the expressive nature of the first in­
dustrial buildings and objects, in the appearance of something new 
combined with elements of something old. This is also the mani­
festation of a particular temporal dimension of the image, wherein 
irembodies the discrepancy between old and new. As examples we 
could take all monuments of early industrialization, as well as every 
ROYe!ty in everyday life: the first factories still resemble apartment 
buildings, just as the fi rst automobiles resemble carriages, or we 
could view the cyclist's outfit as a predecessor of the sportswear, 

while still exhibiting elements of traditional formal garb. 
This untimeliness of new contents and old forms is at the root 

of phantasmagoria. It is one of Benjamin's ways of grasping a par­
ticular historicity of the image. The arcades will prove to be the pre­
decessors of the department store, carrying th e traces of the do mes­
tic interior and the duplicity of the social relations that produced 
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it. Baudelaire is part of the same temporal scheme-hispwnpast is 
the allegory, his fucure is che Secession art movement. So will D,u 
Pa.ssagm•Werk explo re the works of the 'dreaming collectivc'whm 
for the first time appears something new beneath the decoration 
of something old, and in this sense, under the sign of its ideology, 
This will be one of the principle intuitions of this unfinished work 

where chis vaci llation will be profoundly and thoroughlyaamin(d 
in its various manifestations. It is chis of all of Benjamin's works 

chat highlights the momenr when 'each epoch dreams the one to 
follow'.J9 

As Jean•Michd Palmier very well observes, Benjamin outlintS 
a phenomenology of the complex relations between the fccishob­
ject and the A;\neur spectator.40 The phantasmagoria, like the aura, 
is involved in a particular subject/object relationship, at the hmt 
of immediate sensual experience, by ushering the consciousn~ 
into the realm of what lies beyond its control - in one cas(, it is 
the divine manifestation, in another, the laws of the market. They 
represent the conditions for making possible a particular type of 
experience, along with its spatio-temporal characteristics, requiring 
specific conceptions of time and space. The aura and the phanw­
magoria are basic concepts of a phenomenology of perception, al· 

tempting to ove rcome the limits of expe rience, imposed hy Kant's 

transcendental aesthetics - one of Benjamin's projects developed 
in the greater part of his works, which has always occupied his in· 
ten~.sts. 

Both types of images, auretic and phancasmagoric, are cqiu1lr 
distanced and uncontrolled by the individual - in both cases he 
finds himself within the grasp of a specific fascination .,,,;th die 
presence or the appearance of a certain object, which graduallycn­
gulfs him. The appearance displays a speci fic force which attractS 

J, 71u Arcades Project, 4. [Citation source: Jules Michelet, •A1·cnir! 
~venir!»,.Europe, 19, no. 73 {January IS, 1929): 6]. 

P;a.lmier, Walter Benjamin, le Chiffennin; Dlnge ti k Peril /JosIM, -iS~ 
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Xgazc, with which it overturns and destroys traditional subject/ 
ttea rdationship connected to the construction of the object as a 
J)stirucc for a real deficiency or unsufficiency. Ultimately, the ob­
«t prtvails and it is the subject that p roves to be constructed. The 
iochancmcnt, produced by the commodity, is compared by Ben­
.min co the lunacy, caused by hashish - its 'illusory object ivity' 

lnkacs} is actually nothing more than a remnant from the world 
:idreams, the mythologies of the newly sprung masses, subjects 
irommodity exchange. The phantasmagoria creats the multitu­
ifuious mediations of objects and desire, leading to their incerpd­
U nand fusion. 

Repressed into the depths of the collective unco nscious, ob­
;ttiification stimulates imagination, which in turn produces 
;fu,tasmagorias. Objectification of consciousness is viewed as an 
Lt.phenomenon, from out of wh ich p roceed all manifestations of 
iift [ ... ]in the nineteenth cenrury'·0 , including all of the subjects' 
most intimate experiences, in which objectification can be detect­
I'd in the forms of various phantasmagorias. The collective uncon• 
rious produces different images and collective illusions through 
irhich it sublimates the insufficiencies of real life and through these 
images it sees a utopic realization and liberation from alienation. 
Since, howeve r, they are controlled by previous froms of produc­
tion and by present social relations, this utopian vision remains 
bmayed and always at the service of the 'ruling classes'. ot only 
is alienation disguised in the glamour and the promise of the co m• 
ll'IOdity, the very human subject 'surrenders to its manipulations 
while enjoying his alienation from himself and others.'•U This enjoy­
lllCnt receives its impulse from identification with the commodity. 
lnumuch as it is an object of desire, che subject is identified with it 
and constructs himself in accordance with the commodity. ln cul­
turological terms, he himself thus confirms his alienation and the -1ht Arcatk1 Project,460 [N h, 6]. 
\I Ibid., 7. 
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fact chat he owns no other property bur his labor force. Encoumcr­
ing che commodity, 'che man of the crowd' encounters himself. not 
as a free consumer but as a commodity or labor force, displayed on 
che marketplace and awaiting its possible buyer.43 

Each image is a non-now at che heart of the present, an in­
terruption if the spatio-temporal continuity, a manifestation of 
something new and mostly a temporal dimension. In this SCIU(, 

the phantasmagorias have a temporal intentionality of their own, 
which determines the phenomenology of their recognition. Thus 
are elements of preh istory manifested , carrying the memory of the 
classless society, preservedin the 'unconscious of the collccti,·c.' At 
che same rime they refer co the future and the new from of social 
relations. In Michelec's words: 'Each epoch dreams the one to fo]. 

low.' Temporal intentionality of the image refers both to prehiscor• 
ic and utopian past, while carrying a specific pol itical pathos. This 
political interpretation of t ime issues from Benjamin's profound 
co nvitction that in order for change to take place and a revolution 
robe achieved, we necessitate a radical change in the perception of 
time, an idea which he best develops in 'On the Concept of His­
to ry' and puts to practice in The Arcades Project. The images wherr 
'each epoch dreams the one co follow' include regressive demencs. 
actualizing a past which is disguised by the fake sensationsofbreak.­
ing up with the 'scarcely bygone: as we ll as elements, referring co 
an inaccessible past, where wc could sense the hope and the uto· 
pian visions of the future. BricAy, this crystal prism of time which 
is the phantasmagoria, as in any of !Benjamin's image, we can tract 

al l these tempo ral intcntional ities, wh ich are not only political but 

u So docs Benjamin defin e the relations between the market and 
the imellecrual who is also affected by al ienation: 'In the person of the 
Aaneur, the imellige ncsia becomes acquainted with the marketplace. h 
surr~n~ers itself to the market, thinking merely ro look around; but ill 
fact it 1s a1ready seeking a buyer.' Ib id., 2 1. 
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,so translating an unconscious dreaming experience in cultural 
mns, foreverhauming and calling the legit imacy of the present 
...:o qucstion. Because 'every epoch, in fact, not only dreams the 
inno follow but, in dreanling, precipitates its awakening. It bears 
.n md within itself and unfolds it - as Hegel already noticed - by 
(lllll ing. With the destabilizing of the market economy, we begin 
11 1t'Cognize the monuments of the bourgeoisie as ruins even be­
bt they have crumbled.'~ 

The arcades give us a new way of looking at cultural phenom­
cna in the situation of commodity exchange and market relations. 
They monadically reAect all forms of life in the XIX century and 
mhspossible to examine society in total (a primary requirement 
lcrluHcs). Thus, a monadic and dialectical logic is constructed 
.mong the different categories in Benjamin's projectthat are mu­
tu..lly reAecting each other and making visible the relatedness of 
dilfcrem social phenomena, produced by commodity fetishism 
llld the desire for its overcoming. This project testifies of all of 
tht ffineur's phantasmagoras, as well as those of the the interiors, 
chc prostitute, the iron constructions, the streets, che vogue, the 
cht museum and the collection, along with the pathos of revo­
lutionary struggle, the street barricades, the Parisian catacombs, 
the rebellious and cosmic vision of Blanqui and Fourier's utopi• 
.S. Each of those categories is bound in a complex relationship 
IJi th the rest and forms a web of different dialectical mediations, 
"-hich, as was stated, are immediate and based on their obvious· 
11tss and their embeddedness in an image fraught with tensions. 
fa·crything in the image has a positive and a negative aspect, one 
rtftrring to the future, the other - regressively holding the pre• 

~nt back into the past. 
The phantasmagoria represents the objects' aura in regime 

of their mechanical reproduction. le is the enchantment oft.he 
collective, which is unaware of its deusions and the commodity -Ibid., 13. 
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is the material evidence of such delusions. The dialectical image 
makes possible th e arrangement and encompassing of all these 
phanomena when they are manifested as contradictions. In this 
way, every sepa rate phenomenon contains within itself two con­
tradictory ones. For examp le: 'rhe arcades are [ ... ] house no less 

than screec .'4s This is che method by virtue of which every reality 

manifests its positive and negative aspects which form a positi\'t 
or a negative element 'and so on, ad in finitum, until the entire 
past is brought into the present in a historical apocatascasis.'" 
This is how the arcades are divided between rhe interior and the 
street, which in turn are divided into two elements- the collector 
and t he art of Secsssion, further divided in a dialectical manner 
and so on. The dialec t ics of in terior and street is very clearly vis• 
ible by the Aaneur and th e prostitute, by everyone that form che 
street as a living space.47 

Just as the time of th e image is not homogeneous and linear, 
neither is the urban space of Paris. In it are present all the phanns­
magorias, all images of th e dreaming community, enjoyingirsown 
alienat ion and immersed into the delusion, produced by the fetish 

objects. This space is full ofimges and che traces of commodicy frt· 
ishism and utopia are eve rywhere visible. It is therefore punctuated 
by abrupt time interruptions, with the fusion between reality and 
imagination. In this sense, this space, in Michel Foucault's terms. 
is heterotopic - it accumulates d ifferent temporal dimensions and 
represents a large network o f relations. It is capable of referring co 
the past: To e cnoco6Ho Aa OTnpa~a K'bM MHHaAOTO: 'The scrttt 

•s Ibid., IO. 

" Ibid., 459 [N I,, 3 ]. 
47 

'Streets are the dwelling p lace of the collective. The collcctiYC isan 
ete.rn~lly unquiet, eternally agitated being that_ in che space bctweentht 
hmldmg fronts - experiences, lea rns, understands, and invents as much as 
individuals do within the privacy of their own four walls.' Ibid., [M 3a4) 
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"111lllru the Aaneur into a vanished time. For him, every street is 
:ttipicous. le leads downward - if not to the mythical Mothers, 

:nm into a past chat can be all the more spel lbinding because it is 
n hisown, not private. Nevertheless, it always remains the time 
i1eMldhood.'~ 

Thcspacc is in this way full of 'tresholds', open ing up differ­
cr,111:orlds. Benjamin shares Bergson's idea that any sensual experi­
aicta particular means for experiencing time. The heterotopy of 
'DCCconiscs precisely in the different experience of time in differ­
iUspaccs. This is why the 'tresholds', leading to them are of such 
rnportancc. They constitute this experience of transition, in which 
dirscnsation is most intense with the experience of what is alien 
md radically other - the lost aura. Such transitions exist in urban 
ipacc and the most important thing is for one to detect and cxpcri­
mcc them. 

CONCLUSION 

The dialectics of the gaze creates such spaces of history where 
die imagccan function in various ways and in which every move• 
aicntof the optical prism allows penetration into new layers of his­
tory. Thus, an immediate experience is formed which is recognized 
15 imporcam not on ly by the historian but also by the metropolian 
~eur. A significant trait of Benjamin's project is the research of of 
ihis typcofcxperience through its respective political and econom­
ical tendencies and practices. These practices are deeply rooted the 
lllOst intimate experiences of the individual and even take over his 
ttnconscious desires. Their sublimation forms a particular culture 
of the image, che research of which can for Benjamin serve ~or as­
suming a critical stance cowards the present and even awaken mg of 
1t1.·olutionary fo rces, lying dormant within chis very same present. 

~fl,2). 
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In chis way the occupation with history facili tates the realization of 

itseschacological a nd m essianic mission, the ultimate goal of which 
is overcoming the power of violence and politics. 

PE3IOME 

06PA3bl vi nPEAMETbl B DAS PASSAGEN·TVERK 
BAAbTEPA 6EHb51MvIHA 

TcKCT HCCJ\CAYCT ocraswy!Oc.sJ 11e3asepweH11oi1 Kllllf}' BaA.bRpa 
6CllbJIMJ.iHa O napH)l(CKH.X nacCa)l(aX. Ero OCHOBHbl M q>oKyCOM RBhJIIOTOI 

npeAMCTbl 11 KYAbTypa TOsapa B XIX o., B KOTopoH 0 1111 npH06ptn10r 
HORblC 31ia'ICHIUI. 8 llCAJfX HaCTOJllllCro HCCACA0B3HIUI ACA3.CTCJI nom,ITU 

peKOHCTPYKll lll-1 opurHH:lAbHOH MC'TOAOAOrHH, KOTopyio 6ettb/lMKH K(· 

noAh3yer B CB.R3H C e r o llOH:IITHCM «AH3ACKTH'ICCKHH o6pa3» . 
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L\YA KUNCHEVA 

MARCHAND!SE, ALLEGORIE, COLLECTEUR. 
L'0BJET DANS LA PENS EE DE BENJAMIN' 

Les objets joucnt un rOlc particulie r pour Walter Benjamin. 

tl2nt bibliophile et collectionneur dans la vie, la pensCe de Benja• 
-:intouchc lc:s objets, d'aprCs Adorno, comme s'il Ctait en train de 

pcnscr tout en tenant entre scs mains l 'objet de rCAexion. 

Sujct ct objct n'Ctant pas en fin de comptc idcntiqucs, 
commc chcz Hegel, l' imcncion subjective dispara issant 
plutOt pour Benjamin dans l'objcc, sa pcnSCc nc sc contcn· 
tait pas d'imemions. Elle scrrait son objct de prCs, comme 
si die voulait dcvcnir toucher, odorar ou gollt. Grkc a une 
sc:ns:i.t ion ainsi rcdoub!Cc, ii espCrait dccouvrir !cs mines 
d'or qui Cchappent a route dCmarchc dassificatricc, sans 
pour :i.utanc s'en rcmcttrc a la conci ngcncc de l'intuidon 
avcugle. La rCducrion de la distance par rapport a l'objet 
rend possible unc praxis qui sera dCterminance pour la pen· 
SCeultericure de Benjamin. (Adorno 2007: 21) 

La manihe selon laquelle Benjamin dCvdoppe des notions 

comme al!Cgoric, dialectique dans la paix, crCpuscule de l'aura, s'ap· 

Ce textc fait partic d'unc Crude plus large 
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puie sur I 'expfrience du temps et du temporel que nous recevons 
des objets. Dans son travail sur le projec des Passages, Benjamin 
considhe I' intention surrCalisce comme non mains importance 
que l' incencion allCgorique. D'aprC:s Ju i ce sont les surrCalistcsqui 

one vu l'univers use ec fane des objecs comme un universcomcnam 
dans son essence la capacitC de !'illumination profane. Des tcncs 
comme ,,Je dCballe ma bibliothCque", ou bien celui sur le fait de 
collectionner des timbres dans Rued sens unique, sont des tcxmdc 
prose poCtique dans laquelle le regard des objecs rCpond 3. cdui de 

l'homme. Toujours clans ce ml!me livre ii formule le constar: l'uni­

vers des ob jets ressemble de plus en p lus a de la marchandisc. L'cn­

fam, Jes jouets d'enfant et l'univers enfamin comme univers daru 
l 'univers des adultes attirent assez t6t son attention, et la coUection 
d'anciens livres d'enfant illustrCs, qu 'il complete avec son CpoU5C 
Dora, est une sourced 'excitation et de joie alimencC:e sans cessc: par 
chaque nouvelle crouvaille. Le projet des Passages, sur lequel il tr.I· 
vaille jusqu':\ la fin de sa vie, est en rCal icC une foorme collection 
de fiches. La couleur du papier des fiches et sa qualitC sont rrb im· 
porcantes pour lui, ii ne se concente pas de !'article de masse.Dans 
son travail sur les fiches, ii est souvent compare a un collectionneur, 
omnibulC: par sa collect ion. 

Par conSCquent, al ors que la tradition imroduit des dis· 
criminations, le collecrionneur nivelle routes !es difffrences; 
et ce nivellement - ;\ savo ir que «le positif et le nCgatif ( ... ) la 

predilection et le rejet sont id Ccroicement voisins» (Schrif• 
ten, II, 313), dans leur amagonisme - se produit mCmesile 
collectionneur a foic de la tradition elle-mCme sa spCcialitCet 

soigneuscment CliminC rout ce que la tradition ne reconnait 
pas. Comre la tradition, le collecrionneur pose le crite're de 

la sJ)CcificicC ; comre la nonne, le signe de l'origine. (Arend 
2011, 93) 
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Mais les objcts joucnt un rOle particulicr Cgalement dans son 
a:>tence « post morceUe ». Les CCrits sont Cgalemem des objecs. 
&pruvent Ctre prCservCs ou dCtruits, perdus, CparpillCs ou retrou­
ttrn assembles. Environ quacre dCcennies apres sa more des ma-
111SCritsoubliCs, semblables aux objets CparpiUes ct abandonnCs sur 

b rlyons poussiCreux des antiquaires des passages, qui occupcnt 
mi: place cemrale dans son grand projet sur la prChistoire du XIX 
irck, scront sauvCs de l'oubli. 

En 1981 Giorgio Agamben dCcouvre dans la BibliothCque 
utionale de Paris des CcritS de \Valter Benjamin. Parmi eux se 
rrotfftnt des dossiers qui contiennent des textes en rapport avec 
'illD travail sur le livre de Baudelaire. Us permettent de mieux com­
prcndrc le concept initial du livre entier, cc de retracer (suivre) !cs 
dwigemencs quc subissent certaines de ses parties fondamentalcs. 
L' importance de cette dCcouverte est Cnorme. Connus clans la lit­
ttrmlre critique sous le nom de « Les manuscrics parisiens » , i.ls 
11101i\·en1 l'Claboration de nouveaux: thCses et la reconsidCration de 
cmains des thCses anciennes. Mais ii fallait attendee plus de trois 
decrnnies pour qu' ils soient intCgralement publiCs dans un livre -
\t'al1er Benjamin, CharleJ Baudelaire. Un potta lirico nei/'etd def ca­
pltalismo avanzato, a cura di G iorgio Agamben, Barbara Chitussi, 
Clemens-Carl Harle, Vicenza, Neri Pozza Editore, 1912. L'Cdition 
en italien fut suiv i l 'annCe d'aprCs par ccllc en frant;ais, \'(falter Ben­
iamin, Bm,delaire. Edition Ctablie par Giorgio Agamben, Barbara 
Chitussi, Clemens-Carl Harle, La fubrique, 2013, qui est traduit 
par Patrick Charbonneau, clans un volume de I 029 pages, dCsor-
1112is Benjamin, Baudelaire. Dans ('introduction du livre: Giorgio 
Agambcn indique le: but de l'Cdition en utilisant le terme: worlt m 
frogrru. Cc dernier rCpond au mieux au principc de l'inachcvC qui 
deli.nitlr:s tr:xtesdc Benjamin en sachant qu'ici ii ne s'agit nullem~nt 
du carac1Crc inachcve de tout projet crCatif, mais d'unc rCAex1on 
clans le modCle de la configuration. La forme de montage: que Ben­
Jamin Cdific en cant que mCthode de: travail, compof[e en soi le mo-
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ment de manipulation d'objets, mais il devrait Ctre compris plut6t 

comme une crCation de configurations que comme un Ctalaged'ob­

jecs juxtaposes visant un e opposition de choque. Dans chaque nou­
velle Crape de son travail il reorganise les fiches de citations, notes, 

notices er references rangCes clans Jes dossiers du projet des Passages. 
Les Ccrits dCcouvercs pe rmeccenc de voir ces nouveUes rfurgani­

sat ions. On rerrouve Cgalement Jes rextes publiCs clans le premier 
volume des ceuvres completes allemandes et clans !es Benjamin-Ar­

chiv, aussi !es texre ici publiCs pour la premiCre fois. L'un d'eux est 

le manuscrit « Table des ch Cmes et des concepts » qui est un des 
sujet dCveloppC clans cecte analyse. D'un point de vue de lachrono­
logie il se rapporte a la pfriode de preparation de « Sur qudques 
thCmes bauddairiens », c'est-3.-dire aprCs le refus que « Le Paris du 

second Empire chez Baudelaire » essuie de la part de la redaction 

du magasine de l'lnscitut des Crudes sociales. 

Une nouvelle version de la panic « Le Flineur » de « Le Paris 
du second Empire chez Badelaire » est demandee. Au lieu de ceb. 

Benjamin C:crit un texte completement diffC:rent er nouveau - « Sur 
quelques thCmes baudelairiens » qu i satisfait enfin Adorno. Nom 

sommesen 1939. En effec !'edition mCme du textealieuen 1940. 

Michel Espagne et Michael Werner sent Jes premiers qui dC· 
montrent clans une emde approfondie, !'importance des« Lcsma· 

nuscrits parisiens » pour I 'eclairage de la conception du livn: sur 

Baudelaire. Cettc cspCce de reconstitution vircuelle ne pouvait Ctn: 

realisee qu'ap res la decouve rce des Ccrits . C haque catCgorie com· 

prend une liste des numC:ros des fiches prCparC:e par Benjam in, qui 

reprC:sement la base documentaire et conceptuelle de son d(vdop· 
pemcnt et ces mC:mes lisces om ere decouvertes. 

Michel Espagne ec Michael Werner e!CVent la thCse de~,;. 

rage » du matCrialisme vers la thfologie par analyse des catigo­
ries que Benjamin ava it prevu de developpe r dans le Premier eek 

TroisiCme chapitre du livre. Leur ecude « Les manuscrits parisiens 

de \X'alter Benjamin et le Passagenwerk », est publiC:cdansle,u-
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,mc lf:dttr Benjamin et Paris ( 1986), dans laquelle sont rCUnis !es 
mts dclaconfcrence ayanr cu lieu a Paris en 1983 a !'occasion de 

adirion du cinquiCme volume des a:uvres completes allemandes 
~ lknjamin, volume qui comp rend des texres, des manuscrirs er 
ih ~tcriaux du projer des Passages. 

Pmdoxalement, la thCse de Michel Espagne er Michael Wer­
xr dt •d'dfondremem » du projet su rles Passages er de son « ab­

rxprion » par le projet sur Baudelaire a CtC CnoncCe jusremem :\ 
;m confCrence. Car le lien enrre les deux: projets est indubitable. 
Li. discussion dcbute lorsque la recherche de definition de cc lien 

-ooimcncc. Bien Cvidemmenr, le dCbat va bicn plus loin quc lcs 
proble'mcs de genCse ou les questions de nature texruelle. 

Ccs dcux projers resrcnr inachevCs, mais le livre sur Baudelaire, 
.on~ comme un modele min iature du projet sur !es Passages, et 
qui conccmre Jes efforts de Benjamin en 1938 ct 1939 arreinr un 
niltau supericur de rCalisation. Pour ccne raison la dCcouvcrtc 
d'Agamben Cclairc Cgalement !es Passages. 

AprCS avoir rcndu « Eduard Fuchs, collcctionneur er hisro­
lrn » en 1937, Benjamin propose crois rhCmes clans une lenrc a 
Horkheimc r desquds la redaction doit en choisir un pour un fu-
111r dCvdoppcmem. Le choix de Horkheimer sc porte sur le thCme 
de Baudelaire plutOt que sur !es rhCmes de l'hisroriographie bour­
groise et les images archalques de Klages et Jung. Peu de temps 
aprCS nair l'idCe que Benjamin Ccrive un essai dont le point de dC­
PM? vas'appuye r sur le chapim: « Baudelaire ct Jes rues de Paris» 
dans le projet su r les Passages. Mais durant le processus de travail 
llU ectcssai Cmerge la dCcision de l'Ccriture d'un livre, qui donnera 
methodiquement un Clan au travail sur le projet des Passages qui 
se defin ira en plus d'une prob!Cmacique qui lui sera propre. Ainsi, 
lorsquc le 28 septembrc 1938 ii envoic a Horkheimer « Le Pari~ 
du Second Empire chez Baudelaire » ii prCscnte dans la lettre qui 
accompagne le rexce la prob!Cmatiques des deux aurres chapicrcs. 
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« U faut cepe ndant souligner qu'il est impossible de 

saisir, a pardr de cette seconde partic, les bases philoso­
p hiques du livre dans sa totalirC et ii dcvait en Ctrc ainsi. La 
synchCse, dans la rro isiCme partie - die s'appellera la mar­

chandisc comme objer poctique -, est a insi dispo~e qu'on 
ne peuc l'apercevoir ni de la premihe, ni de la scconde par­
tie. Cela n'erait pas seulement une condition d'amonomie 
d e la dernihe; ma is la consuucrion l'imposait. Du point 
de vue de la construccion, la premiere panic - Baudelaire, 
pocte allCgorique - pose le prob!Cme; la troisiCmc livre la 
solution. La seconde rassemble !es donnCes nCcessaires it 
cem solution » (Baudelaire 2013: 708) 

Agam ben se porte solidaire dans son introduction du livrt 
des manuscrits a la thCse de Michel Espagne et Michael Werner 
lorsqu'il commence un extrait important d'une leme de Benjamin 
ad ressCe a Horkheimer et dacant du 16 avril 1938. Dans cette lemt 
Benjamin souligne qu' il envisage la conception du livre sur Baude­
laire com me un modCle mCthodologique du projet sur !es Passages. 
Cette relation entre !es deux projets est per~ue par Agamben daru 
le sens de l'effondremem du projet sur !es Passages. 

II fauc souligner le statue particulier que !'expression em­
ployee par Benjamin {le «modCle en miniature» ) confcrc i I.a 

panie sur Baudelaire. De fait, die inst itue emre la panic ct le tour 
une relation paradoxale au sein de laquclle, si le tout se concicnt 
pour ainsi dire lui-mCme en abime, la partie tend en revanchc i 
englober le tout, jouant par la mCme com me un facceur d'trosion 
er d'Cvidcment progressif de !'ensemble de l'reuvrc. (BaudclaiK 
20 13, 8) 

Mais la notion de « modele en miniature » pourrait Ct1t per· 
~ue no n scu lcment comme un facteur d'Cfosion, mais igalemcnt 
comme une pCriphrase de la notion de monade qui diciem une 
importance cruciale pour Benjamin deja a J'C:poquc du Originedu 
dramc baroque allcmand. Dans l' imroducc ion du Benjamin,&M· 
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,uir, Agarnben CCrit sur la notion de « monade » mais dans l'as­

~ dudCbac sur la philologie emre Adorno et Benjamin comme 
.ai rontrc-argument envers la critique de d 'Adorno sur l' absence de 
klllediation. La monade rCunit en un !cs trois parties de la struc­
:artdialcctique. Ellene suppose pas de mediation. La rCponse de 
Benjamin a la critique de d'Adorno va Cgalement dans ce sens, mais 

fplus important est qu'il introduit !'aspect de l'expCrience, de leur 
aprnencecommune clans une situation historique donnCe com me 
IDll.dition pour la construction de l 'objet d'Cmde en cant que mo­
w,. 

L'apparence de facmalitC d ose qui est attachCe a 
['analyse philologique et qui fascine le chercheur disparaic 
:I. mcsure que l'objec se construit dans la perspective histo­
riquc. Les lignes de fuite de cene construction convergent 
dans noue propre expCrience hist0rique. Ainsi l'objet se 
constitue en monade. Dans la monade, tout ce qui sous 
forme d'occurrence Ctait figC dans une rigiditC mythique 
dcvicnt vivanc. C'esc pourquoi ii me semble que vous mC­
connaissez la situation quand vous voyez dans le cexre une 
tc connexion directe entre l'impOt sur le vin et «L'ame 
du vin». Le lien Ccaic au contraire ICgitimcmcnr Ccabli en 
comcxre philologique - tout comme eel a se feraic clans I' in­
tcrprCrncion d 'u n Ccrivain antique. Cela donnc au poCmc 
le poids spccifique qu'il revCt dans sa vfricable lecture, une 
lecture qui jusqu'ici n'a pas CCC beaucoup praciquCe pour 
Baudelaire. C'esc seulement lorsqu'il a CtC fair Ctn de ce 
poids spCcifique que l'reuvre peut Cue saisie, pour ne pas 
dire Cbran!Cc, par l'imerprCtation. Dans le cas du poCme 
en question, le lien s'Ccablit non pas avec la question de la 
taxation, mais avec la signification de l'ivresse pour Baude­

laire.; (Baudelaire 2013: 838) 

La not ion leibnizien de monade, en ce qui concerne la mC­

chode de la philologie, peut Ctre intcrprCtCC selon Agambcn clans 
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le sens que ., la documentation se prCseme clans la construaion 
comme monade, cela signifie done qu'elle n'a pas besoin, pour 
ec re interprCcCe, de l'interve ntion mCdiatrice de la thCOrie•. (Bau• 
dela ire 20 13: 17- 18} Agamben defend la perception de Benja• 
min de chCorie contenu clans l'objec reel, clans l'objet-mCmc sans 

Cprouver la nCcessitC de la mc:1:diation par la thforie. Agamben ren­
voie vers la doctrine mCdiCvale selon laquelle la matihe comitnc 
dCj3. en die coures ses formes er se trouve dCj:l pleine de formes 
a l'Ccac « inchoacif» et potentiel: la connaissance reviem alors a 
faire advenir a la lumic!=re {eductio) ces formes cachCes (indit1tt} 
clans la matiCre. (Baudelaire 2013: 18) Mais probablemem am 
encore plus de raison la pensCe de Benjamin pourrait Cm miStcn 
relation avec Goeth e qui cherche Ur-phenomenon dans lesobjm 
mC!mes. C 'est exactement ce point de vue qui assure Cgalerncm 
le pont vers la problCmatique du Origine du drame baroque aJ. 
lemande et plus exac tement vers son Prologue. 

La notion de monade est corn;:ue de Benjamin d'unc tdk 
sorte qu 'elle puisse permettre une concrC:tisation maximak 
de !'Crud e philosophique. Comme si l'objet participc dirme• 
ment a travers cecce not ion dans le processus de la connaissa.nce. 
Mais dans I' introduct ion de Benjamin, Baudelaire Agamben St 

concentre avant tout su r la conrestat ion de la logique dialecriquc 
et hCgClianique. II considere avec raison que qu'Adorno l'ciigc 
injustemenc de Benjamin. 

Agamben, qui se solid arise avec Espagne et Werner, considtlt 
que la maniCre de conceptualisation de Benjamin est « tocalemeru 
imprCgnCe par I' encre thfologique » . (Baudelaire 2013: 18) Si nou: 
rctourno ns 3. l 'essai d'Espagnc et de Warner nous verronsqu'ib 

confi rmcnt la structure de I' allegoric au sein-meme de sa base. 
D'aprCs eux, derriCre la structure expl icite du livre, suivant k 

sch ema thCse, ant ithi:se, synchi:se, en rfalitC transpire conccptudk­

ment une structure bipartite. lls com parent Jes cacCgories quc !kn-
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- pro;me de dCvdoppcr dans le Premier et dans le TroisiCme 
~ du livre cxactemem selon le modCle bipartite de l'al!Cgo­

AiruUeuranalyse n'accorde pas d'accention au Deuxii=me cha­

::ic,quien rCalitC re«roit la realisation textudle comme « Le Paris 
:11rcond Empire chez. Baudelaire ». Puisque leur analyse est seu­
,211t au nh·eau des catCgories, Us ne considhent pas Jes preuves 

.dogiques comme essentielles. 

Cene sc:conde partie est presquc w1 moment de repos 
dlns le travail d'Claboration thforique, puisqu'el\e a pour 
modcstc fonction de donner !es fa irs bruts nCccssaircs aux 
dcvdoppemems prCtcndumcnt rnarxistcs de la dcrnihc 
panic. Elle nCgligc dCsormais la thforic de l'art mais nc 
tr:i.itc pas encore de \'histoirc ( lettrc a Horkhcimcr du 28 
sept. 1938). Elle n'cst plus \'cxpCficncc irnmCdiace, mais 
cUe n'est pas encore l'Cternd rctour. (Espagnc ct Werner 

1986,870) 

Espagne et Werner Claborent leur chCse en rCduisant consi­
.icrablcment l'importance du DeuxiCme chapitrc. Leur analyse a 
~ point de dCpart le plan du livre sur Baudelaire que Benjamin 
prCpare avant la rCdaction de « Le Paris du second Empire chez. 
&uiddaire ». AprCs la dccouverte des manuscrits par Agamben le 
?Ian de chaque chapitre rec;oit une concrCtisation qui prCsente les 
caltgories. Le contenu du Deux.iCmc chapitre dCmomre que Benja­

min suivait a la lettre cc plan au moment d'C.Crirc de« Le Paris du 
!tton<l Empire chez. Baudelaire » clans le contexte du livre prCvu. 
Dans la premiere chapicre sc dCvdoppe la cacCgorie « allCgorie » , 

dans la troisiCme - la cacCgoric « marchandise ». Dans !cur argu­
mentation Espagnc et Werner s'appuient sur la note suivante des 

t: Les manuscrits parisiens » : 

Les schCmas de coordo1rnCes ont dans le cas optimal 
11 tcrmes: 4 pour !cs points d'arrivCe des axes. quatrc pcur 
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!es champs, deux pour Jes axes, un pour le point d'inmsc:c­

cion. 
Les crois parties du travail devront rcprCsenter la thCS(, 

l'ancithCse cc la symhCse . 
L'hommc qui a CtC jusqu'au hour du chem in de croiI 

de la sexualitC masculine dcvient pocte en raison de sadi­
gn itC sacrCc. Le poCte qu i ne peut ctre investi d'une mis­
sio n par la soc iCtC fair du marchC et de la marchand isc m 

objets. 
Les thCmes les plus importants som i determiner en 

foncc ion de leur Cmcrgence thC tique, anrirhCtiquc ct syn· 
thCtiquc ou tout au mains rhCdquc ct synthCtique. 

La more ou le cadavre constituerom le centre du sys­
tCme d 'axcs pour les schCmatismes de la premiCfe p.:mie. A 
l'endroit correspondant se trouvera dans la troisiCmc par· 
tie la marchandise, com me la rfalitC sociale, qui dans cem 
poCsie est le fondemem de la domination du principe de 
more. (Baudelaire 2013: 626) 

Le modele utili sC par Benjamin pour edifier les configur.1· 
tions d e concepts est le systCme de coordonnees. II est rc:mu· 
quable qu'il ne consid Cre pas une notion aussi centrale pour le 
DeuxiCme chapic re du livre. Elle Cchappe a ce modcle. La ques· 
tion est si ce modCle rest e valable Cgalemenc !ors de l'Ccrituredcs 
« Sur quelques thCmes baudelairiens » . Le manuscrit que jc viis 
abo rd e r ic i, « Table des thCmes et des concepts » n'attire pas 
l'accention de leur etude. II marque le debut d'une nouvdle \'COr· 
ganisation des fi ches selon quarre chCmes: passages, foule, mcc, 
type. le i ii vase limiter au thCmc de la trace. Cene nouvelle rtor· 
gan isat ion lo rs de la preparation du texte « Sur qudqucs chCmcs 
baudelairiens » ne peuc plus avoir un scul centre. MCmc s'il CS! 

planifie pour s'organiser aucour de crois parties, le livre s'appuie 

sur le schema bipa rti te ; entre la premiCre qui pose la qucscion ct 

la trois iCme qui donne la rCponse existe la relation de l'an~ogic 
er de la projection d e la concept ion du premier chapim (lamort 
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ilrk croisiCme chapirre {la marchandise). La thCse des auteurs 

G1qut Walter Benjamin lit Marx a travers le prisme de l'al!Cgoric 

''''I'"· 
U projection de l'expfrience de l'Crorisme er de la 

mort sur la chCOrie de la marchandisc cc de l'histoire n'esc 
pas stulemem rCalisie par la rCpartirion des images dialec-
1iques. Plus gfoCralemenc le plan de Benjamin tend a mettrc 
cnCVidcncc une Cquivalence des dew: concepts cencraw: de 
la chCst et de la synchCSe, a savoir la mart et la marchandise. 
Les mcmbra disjecta de la destruction que reflcte l'allCgo­
ric baroque Ctendue au satanisme romancique crahissenc 
un singulier parallClisme scrucrnrel avec la production en 
masse des marchandises indifferences !es unes par rapport 
aux aurres parce que rCduires a leur valeur d'Cchange. (Es­
pagneer Werner 1986: 875) 

Puisque seul le OcuxiCme chapicrc traite de Baudelaire et lcs 
actgories du Premier cc du TroisiCme occupent la place ccncrale 
du projet des Passages, d'aprCs Espagne et Werner c'est juscemenc 
ihns le processus du travail que le concept du projec des Passages 
1t transformc. Compose de conRics incernes, ii est absorbC au 
moment de son dfondrcmenc par le livre sur Baudelaire, dans le­
qud on trouvc unc solution a la tension cntre, pour ainsi dire, le 
marxisme et la chCOlogic, mCme s'il s'agit d'un marxisme idiosyn­
cracique. Cette structure bipartite n'cst-dle pas reprCsenrCe dans 
b fameusc image de la poupCc des« Sur le concept d'histoire » 

qui est sur la table des Cchccs er qui gagnc coujours si le nain, ca­
che des regards des spcctateurs, tire Jes ficelles, la oll la poupCc 
m du matCrialismc historique ct le nain - de la thCOlogie. Mais 
c'esc le moment de rappel er une autrc image : I' image de l'encre , 
du buvard et de l'Ccric, olt l'encrc est la thCOlogic ct le buvard -
sa pensCe. Si le buvard est cntiCTemenr imprCgnC d'encrc l'CCrit 

disparaicra. 
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Nombreuses sont !es indications du changement et de la l'Cor­

ganisacion du projer des Passages. Ce changement devient proba­
blement le plus visible en comparant !'expose du projet que Ben­
jamin prepare en 1939 et le premier expose de 1935. Sans emrer 
clans une clarification dCcaillCe des difffrences entre les dem: cems, 
je ferai juste un commencaire sur le raisonnement de Bernd Witte 
clans sa biographic d e Benjamin: 

Le dCsespoir politique de Benjamin apparak de la fa. 
~on la plus manifeste lorsqu'on compare a I '« Expose » 

du travail sur Jes Passages de I 935 le second « Expose » 

qu'il rCdigea en fran~ais, a la demande de Horkheimcr, a 
l'imemion d'un mCcene amCricain susceptible de financer 

le projet .... I 'optimisme historique du premier jet a laiSSC la 
place a une profonde resignation. A la place de la rCcapim­
lation methodique, Benjamin cite en conclusion L'.tmniti 
par !es astres de Blanqui, derntere famasmagorie, cosmique, 
du XI Xe sii:cle. L'eternel retour du meme selon Blanqui dC­
mem I' espfrance d 'une apocatastase, prCseme clans le pre­
mier « Expose », d'une maniCre d'autant plus cinglanre 
qu'il est le dernier mot du plus grand prCcurseur rCvolu­
tionnaire de l'Cpoque .... Dans une Europe mortellement 
menacee par le fascisme, clans une France all s'annonce 
la dCfaite du From populaire, ii est devenu Cvidenc pour 
Benjamin qu'il n'existe plus aucune classe rCvolutionnain­
sur ]'action de laquelle pourrait s'orienter !'analyse matfoa­
liste du X/Xe sii:cle .. 

De meme que la discordance entre la panie docu­
mentCe et la conclusion dCsespCTCe clans 1 '« Expose» de 
1939, la construction manquame du Passagenwerk tom 
entier dCsigne le sujet colJectif absent qui, s'il s'Cveillait du 
reve historique dans le prCsem de !'auteur, pourrait seullui 
permettre de classer son marfriau clans I' ordre pertinent. 
{Witte 1988: 241-2) 
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D'aprtS moi une tdle rCduccion de la conception du projet 
:rrontestablc. L'abscncc du sujet collect if rCvolutionnaire est Cvi­
rn:e pour Benjamin bien avant la fin des annCcs trcnte. ll est trCS 

:a probable qu'il ait nourri une illusion quelconque a l'Cgard du 
iioo1Populairc. Cc n'est pas un hasard qu'il s'attaque a la mClan­
.nX'. gauchc ct au collaborationnisme social-dCmocrate. L'imcr­
:-ttation faire par Witte de la notion le maintcnant de la connais­
llhilite {Jcrzc dcr Erkennbarkeit) est douteuse. 

Un tel « maimenant » existait peut-Ctre encore en 
193S- l 936, dans Jes avancCes du gouvernement de From 
populairc; mais en 1939 cc « maintenant » n'existait 
plus. Le sujct collcctif appclC a s'Cve iller avait sombre plus 
profondCment que jamais dans le sommcil ma!Cfique et 
lcs rCVesspcccraux du fascisme. Benjamin, l'hi srorien ma-
1erialisce, se cantonne alors dans le r61c du co llecdonneur, 
qui arrache !es choses a leur conrextc sans pouvoir leur 
mdonncrd'autre que co nringent. (Witte 1988; 24 1-2) 

L'cxposC de 1939 reActc !es nouveaux points de vuc quc Ben-
'llllin a dCvdoppCs en Ccrivant divers textcs pendant ces quatrc 
demiCfcs annCes. Cda est inCvitable pour tout processus crCatif. 
Lts changemems concernent pas uniquement la thCmatiquc - le 
diapiuc sur Daguerre est abandonnC, mais concernent Cgalement 
b position mCthodologique de Benjamin. La situation politiquc 
n( pcuc pas ne pas l'atteindre, mais en aucun cas die ne doit pas 
«re abordCc comme dircctemcnt prCdCcerminCe. En 1935 le 
concept de la prChistoirc du X/Xe siCclc, de la fantasmagoric nl:c 
des nouvcllcs proucsscs rcchnologiques cc la foj clans le progrCs, cc 
rive qui portc en soi J'attcncc du rl:vcil va en parallCle avec le textc 
k plus « optimiste » de Benjamin - L'CEuvrc d'art a l 'Cpoqu_c 
de sa rcproductibilitC technique. Mais cc ccxte aussi, _comme_ die 
Benjami n Jui-mCme a pour objcctif de crl:cr des nouons qui ne 
ptuvcm pas Ctre utilisCes par le fascisme. C 'est le pari, ct non 
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pas la presence ou !'absence du sujet revolutionnaire colleccif. 
Le cr<:puscule des mythes, le rCveil de I' ivresse continue a occu­

per la pensCe de Benjamin duram la fin des annCes trente, mais 
Jui off re une au ere expression conceptuelle - dans le champ de la 

thCorie de la connaissance. En effet, tout le passage sur les images 

des rCves de !'expose 1935 est Ccane. Mais esr-ce pour aucancque 

la conception du projet des Passages est dCstabilisCe au plus pro­

fond de son Ccre ? La chC!se de Espagne et Werner, partagte aussi 
par d 'autres, a ses connotations politiques. Bien Cvidemem elles 
sont clairemenc dCchiffrCes et rei;oivem une rCponse. Dansce sens 

le liv re de Susan Buck-Morss The Dialectics of Seeing est un hon 
exemple. 
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CTpc,uim.a ttrpa10TOC06y10 pOAb A/'Jf. 8aAbTCpa 6eH b.llM l-tlla . 6116,ut• 

J!l-11 10.WKUHOIICP B )KHJlllt, ero MblCAH, no CAOBaM AAopno, Kaca­

w OOl>etCTOB, KaK 6yAT0 OH AyMaCT, yAep)l{1-tBaR o6beKT B pyKe. Cno­

'6cHl,l)IHH2. nocrpo1tTb TaKHC noHJITil.11 KaK a,v.erop1-t.11, AH2ACKTHKa 

lll©e, aypa, onnpat:TC.11 Ha On blT BpCMC HH II npocTp a t1 CTBa, KOTOpb1 . , 

IIDTIU.MOO"bC).Tbl. B 11acro.1111~eH CTaTbC npoKOMMCHT1tpoeaHbl nom­

mll Anw6etta. 3cna11a n Bepnepa, ocnap11e:i.10w,u e TpCx'laCTttyio 

i,II.\CKTl1'1CCKYIO MOACAh KaK aACKBaTH bl ft nOAXOA K MblWACllillO 6eH h· 

-..a. noHJITHC MOU2Abl paCCM3YpHB3eTCJI KaK MOCT MC;«AY «npo1-1C· 

WCIIIICM Tpayepw m1A.11» Ji n OJAHHM 6ell b.ll MIIIIOM. T aKUM o6paJOM 

::ium:Ji nonpoc 11aCKOAbKO 11 011.IITHC « roeap » MO)KHO paccMa-rp1-1BaTb 

la:.l.llao\CJcr1t'lecKt1H o6pa3 (C. 6aK- Mop c). YKaJMeaac.11 tta Mt:TOAOAO· 

~Kl pOAb 110 1UIT\.1R «CACA»· 
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ORA THlNG TO BE USED? 
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The dmc is om ofjoinr. 0 cursCd spice, 
That ever I was born to set it right! 

Shakespeare. Hamkt. 
Act J,SceneS. 1 

A volte un uomo C da solo pcrchC ha in tcsta strani rarli 
puchC ha p:mra dd sesso o per la smania di succcsso 

per scrivcrc il romanzo chc ha di denrro 
pcrchC la vita !'ha gi:l mcsso al muro 
o pcrchC in un mondo falso Cun uomo vcro. 
Dio dcllc cittll c dcll'immcnsit:l 
SC C vero che ci sc i c hai viaggiato pill di noi 
vcdiamo sc si pu0 imparare questa vita 

c magari un po' cambiarla 

This is one of the key moments in " Hamlet- chat carries a significant 
porcionof this tragedy's message. Key in this quot<= is the motif of destiny. 
Dtstiny docs nor depend on human will. It is gifi:c::d ac binh by the Faces. 
In this analysis we will dabor.uc= further upon the meaning of this mot1f 
and its rduion to chc= ocher two motifs in thcsc cwo vc::rsc::s - one concern· 

1ilg the "ruptured" t ime, symbolizing C haos, the other dealing with the 

llttd 10 restore the cosmic ord er. 
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prim ache ci cambi lei. 
Ved iamo se si pub 
farci amare come siamo 
senza violemarci pill 
con nevrosi e gdosie 
perchC quesca vita srende 
e chi e steso dorme o muore 
oppure fa l'amore. 
[ ... ] 
Ma Dio delle citt:l e dell 'immensit3. 
magari tu ci sc i e problemi non ne hai 
ma quaggil1 non siamo in cido 
e se un uomo perde ii filo 
C solramo un uomo solo. 

I Pooh, ,,Uomini so/;''l 

Lyrics by Vale rio Negrini - founder and main lyricist of/ P(J(#J. ln 
197 1 he leaves the band but continues writing the texts for irssongs. To­
gether with composer Roby Facchinetti he formed a steady authors' duo. 
The d eed verses can be liu:rally translated as follows: Sometimts amA11il 
alone //Because there are strange thoughts in his mind //Becaust ht islljrJiJ 
of sex / /Or because he craves for mcctsJ / /Becauu he wants to 111ritt tht not'ti 

he keeps inside //Because life has him over a ba"el //Or becauseinafa/K 
world //He is a tme man // 0 God of cities and ofimmensity !!Jfit iJrn« 
that you exist and travelled more than we did //Let's see ifonecanlumtbis 

lift //And change it a bit, perhaps, before it changes us ///~r's set ifit'spos· 
sible that we love ourselves as we are //Not raping ourselves with obJiWOIIJ 

and reuntmenlS //Because this life is droeUJping and who h'" bu n kn«hi 
//Sleeps or dies, or makes love{ . .] 

But, o God of cities and of immensity //Perhaps you exist and h11t'tlll 
prob/nm //But down here we are not in heaven and if a man //lorn tk 
thread, he is only a Wnely man. 

This song won first prize at the 1990 San Remo Festival. It remW\S 
one of the most popu lar hits of the Italian Estrada. Its lyrics ha\'e bten 
subject to many interpretations and discussions, as people attempud to 
understand both their overall meaning and the significance of some pu 
ticular words and phrases. Here I will cite one imerpreration, offered bl· 
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L'sw.lly, a work of fiction can be read in two ways: e ithe r as 
,£II-sufficient work of art and the methods in wh ich it was con­
l!l'JC!ed, its motifs, plots, its aesthecical and artistic value, or as a 

1fm of 1he band. H is theory was rared the highest by visitors o f the blog 
nm it was published: 

S«ondo me, il vav significato di questa canzone t quello che nemmo 
wimdm, quelfo intrinseco de/la vita, specialmente quello della vita da 

• dulto. Dal momenta che sei svezzato devi vivere da solo in im mcmdo 

,:J, di am<>rt um,mo, doue ii vero motivo di auerti vicino t solo quello di 
1.'lmi fino all'osso perk tue buone capacitd e poi tenerti chiuso in un 

.lllllrio buio per usarti a/la prossima occasione. Ricordati uomo, che dopo 

lei.l Mamma che ti ha mes.so al mondo, sarai soltanto un oggetto che deve 
!tllpffprontoall'uso eche solo per tale motivo sarai considerato. 

(translation) 

111 my opinion, the tme meaning of this song is one that no one wants 
Utt - thtasenceoflife, in particzdar the lift of a mature man. From the 

'lllflfnlt your mo1her stops nursing you, you must liue in a world dn1oid of 
~ affection - a world where the only reason people have to keep you 

..iitis(I} use you ,merly, and when they're done with you they slick JO" in a 
inamierwhere they can reach you when they need you again. Remember, 

•man:afier your mother gives birth to yot4, you become an objecl whicb 
4.itp has to bt ready to be used and this is 1he only reason your existenu is 
1«tptable totfleryoneelse. 

The inRuencc popular songs h ave over the forma tion of perceptions. 
l'lllidviewsand beliefs in our society is im mense. "In is is co nfi rmed by the 
ibctssant interesr d irected espec ially towards the social and humanitarian 
l'IC'ssagc:5 in the lyrics of Ital ian songs. pa rticularly those by so-called ca~­
laiforisuch as Fabrizio d e Andre, Luigi Tenco, Lucio Dalla, Franco Cali­
fano, Franco Battiato, Francesco de G regori, etc. We could add to this list 
mt two most popular Italian bands, Mada Bazar and Pooh. By the way, 
mt protagonist in "Cham koria" also often alludes to songs which were 

popularar histime. 
The reason I chose "The Lonely Men" as an epigraph ro my text and 

rh,rtason I quoted the post of the unnamed ~an is in the o;~io:;::::;.~ 
aon ben\'een their messages and rhe worldv1ew exprcssc Y 

protagonist. 
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social mediator by means o f wh ich social attitudes and behaviours 
are formed. 3 My goal as a researcher is to connect these two ap­
proaches with the simple question how? In otherwords,howdoes 

the construction of the text as a wo rk of fiction allow us to devt!op 
worldviews, beliefs, concepts and behavioural models. In actual 
fact th is is, I believe, the only correct way to determine the artistic 
and aestherical value of a text. I will try to apply this approach to 
the newly published novel by Milen Ruskov "Chamkoria~.~ As we 
deal with a prosaic text, wh ich is normally used for the construe· 
tion of narratives, and as the author defines its genre as novtl, the 
book must be placed and analyzed from the point of view of the 

natural paradigm of narratology, i.e. the science that deals with the 
construction of narrative text s. 

In the introd uctory lecture of my narratology course at the So­

fia University (part of th e "Art istic Writing" program), I discuss 
the following question: which works should be called narrative and 

thus be subjected to narratological analysis? The consensus among 
leading European researchers of the XX century, when narratology 

developed as a discrete branch oflirerary science, is that the nam· 
tive text muse always con tain an evem.5 Furthermore, Y. M. Lotman 

Compare with Angelov, Angel , ,.Pre/Modern Lifestyles in Washing· 
ton Irving's "The Italian Banditi''. Literaturna Misa/ Magazine, 3/2015, 
f p. 68-95 

The old name of popular Bulgarian ski resorc Borovetz. 
s Compare with ,,The second concept of narrativity is formed in the 
framework of structuralist narratology. Accord ing co chis concept, the 
decisive po int which defines the presence of a narrative is not so much 
the indication of conununicative structure, bur the indication rclar«lto 
the structure of the very thing that is being narrated. TI1e term "narratii·t' 
is opposed to the te rm "descriptive" and does not define the presence of 
a mediating instance in the communication. It defi nes a parricular scruc· 
ture of the material which is being expounded. The texts we call "narn· 
rive '" in the structuralist sense of the word tell a story, as they ~ a 
temporal Structure at the level of the world chat is being depicted. In its 
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iltfuicstheevent as the main axis of the narrative text as follows: a 
"'.msirion oft he character through the boundaries of tbe semantic field 
w11crossing of the forbidden frontier.• This frontier may be spatial, 
;agmaric, ethical, psychological or cognitive. Thus the event is 
fumtrd by some form of deviation from the norm in this world, by 
1riolation of one of the rules which preserve the order and struc-
1:1rt of this world.' Simply put, the fixed structure of every narrative 
tat must include: A point of departure where life goes by as defined 
~ some established rules; the violation of these rules (inception 
ofthr action); development of the plot; culmination; finding a way 
wtof rhe conAict that has violated the established order (denoue­
ment); establishing a new fixed order (epilogue). 

As .Chamkoria" is a narrative text, we must analyze it through 
th is lens. By doing this we will discover how the structuring of this 
ten makes poss ible the influencing of the reader in such a way that 
he would find on his own the answer to the question 1 posed at 
the dde of this article - is Man a subject co his own life or merely 
a thing, a toy in the hands of some metaphysical forces we could 
call in many different ways - destiny, soc ial conditions, necessity, 
etc., but at the end of the day they always lead to the san1e result: 
no matter how hard he tries to achieve happiness and freedom, eve-

tum, the idea of a scory presumes che concept of an event. An event is a 
change in che status quo - a permutation of che outer situation which is 
presented by the depicted world (a natura~ actiona/ and interactive event) 
orof the inner simation of a characte r (mental evencs). Thus we call nar• 
ruive, in the structuralist sense:, works that cell stories depicting evc:ms. 
Understood chis way, narrativity is dose co what Boris Tomashevsky calls 
'fabula". But where: Tomashevsky attributes co fabula not only a temporal 
auribuce, but also an attribute of reason, the nature of events presupposes 
U its minimum conditio n the presence of a change in a previous sim.i· 
tion, regardless of the fact whc:ther the: text c:xprcsses the causal connec• 
tions bc:cween chis change and orher thematic clements, or not." Sh.mid, 
Wolf, ·Narratolog(. Moscow, Yazyki SLwyanskoy Kultury, 2008. _ 
' Lotman, Yuri M., Tiu Str11cwre of the ArtiJtic Text, Moscow, 19 0. 
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ryone ends up a victim of some preordainment which makes an 

object out of him - a thing to be used. 
One of art's most characteristic traits is char it tries to mah 

che perceiver go through all possible obscacles and collisions of the 
plot by himself, so as to be able to feel the work's message from 
within. There is nothing easier than verbalizing the idea you wam 

co suggest. The question is, will the reader accept it as his own/This 

is why the narrative needs to guide him through the labyrinth of 

many assessments and doubts until at last it makes him reach the 
revelation. This was demonstrated to be che only true path to ca­

tharsis as early as the Greek tragedies. 

But Ruskov's novel does nor aim to bring its readerro catharsis 
because one is possible only when the perce iver needs to be per• 

suaded that the world is, after all, built the right way, and if mis· 

cries rain on our heads, the fault is ours and ours alone. And in 
order to avoid further mishaps, we must be careful nae to disrurb 

the correct world order. Nowadays, though, hardly anyone can be 
persuaded chat the world is built the right way and chat, in order to 

be happy, one need only obey the will of the gods. Especially afier 

the dubious joy to be handed the opportunity to build, fur the best 
part of a century, a life where "eternal love, eternal justice• rule the 
wo rld. Anyone who has been through chis mill would be hard co 

be persuaded chat chis is a feasible goal. This is why we need roscck 

ocher paths. What paths though? Where is the key chat will let us 

be the masters of our own lives, if nothing more, and not things 

kept handy in a dark corner - just in case? What behaviour would 
give meaning co our lives? 

These are the questions chat Ruskov's novel aims co prorokr 

in its readers and push chem to find che answers by tlmmelvts. If 
not, they risk clutching at one of the ready answers offered by the 
numerous messiahs grappling for mo re fo llowers. In order for this 

to happen, though, the narrative muse be constructed soas co guide 

the reader through the labyrinth of ideas offered by our times. 



THE MAN - SUBJECT TO HIS DESTINY 431 

The poim of departure needed for such an inA.uencc to be suc­
(fflfu] is the same used by ancient playwrights: the wrong opinion 
-ihe paradox. In some of the interviews he gave on "Chamkoria" 
Milen Ruskov warned the readers not to trust the narrator too 
much, because they might be left unpleasantly surprised. The nar­
rator res ides within che situation and assesses it from his own point 
of view. Bue is it the right one? May the protagonist be wrong not 
only concerning the ochers, but also more generally - in his whole 
lifrnracegy? In ocher words, could his consciousness be ruled by 
Kime wrongful opinion that may lead him to existential doom? 
And if che reader invests his cruse in the protagonist and adopts his 
ricwpoint, may he not be led to a situation where he is turned into 
Hoy!~ Actually, chis reading strategy is very popular. The readers 
arc used to being guided by the narrator through the labyrinth of 
diescory and shown what should be believed and how life must be 
~1·ed. History even remembers a paradox - Gustave Flaubert was 
prosecuted for refusing his readers this privilege in his novel "Mad­
.me Bovar(, forcing them instead to chink independently. Milen 
Ruskov is chasing the same goal, but in his own way, with his per­

sonal narrative strategy. 
The plot in his novel unravels through a period of ten years 

~ from 1918, when World War One ends, to 1928 - the date is 
marked byan earthquake in the city ofChirpan which plays an im­
ponant role in che development of the plot. During this decade the 
protagonist - a humble chauffeur named Slave - cries to find the 
key co his own life and fulfill his ultimate dream - not co depend o n 

· Here it would be appropriate to go back to the epigraph ac the bt:gin• 
ning of this article and recall the scene where Hamlet warns Rosencrantz 
~d Guildenstern chat he is not a pipe to be played upon. '" }'ou tan fret 
mt~ he says, "yet you cannot play upon me." In five ce nturies we have nor 
made a significant step forward from this point, except that, unlike _Ha~ ­
lct, nowadays people rarely even notice that someone plays chem like m­

sr:ruments. 
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anybody. He is tired ofbeinga toy in the handsofOthers-hisCN.11 
wife and children to begin with, whom he perceives as a burden to 

be carried around, then banks and creditors, apologists of various 
ideologies and political parties, and final ly the heavy machinery of 
the state which insists on keeping him handy co be used when need 
be. At che end of t he book the protagonist verbalizes this goal qu ite 
clearly: 

Almost everything is nearly always in your own handJ, 
after ail. If you fail at something, you can give mmetbingt!M 11 
try. Destiny may stop you .from ®ing one thing but it CA»I ob­
smut you in everything. 7hat is, it can, but it won't, aslongAJ 
you don't pull its tail. 1hat's why, at the end of the day, e1my-

1hi11g is in your hands. But you need will, strength ojchara,­
ter, patience. To do something. To achieve something wortby. 
To move your ass and do something UJorthy, something extra 
and out of the goodness efyour heart. 

The protagonist utters these words only when he bclie..-es ht 
has achieved his goal though. He perishes from the hand of the 
very man he thinks has freed him from the fate to be but a toy in 

Destiny's hands. Thus he proves once and for all that throughout 
the narrative he was on ly a th ing to be used. The narrative does noc 
announce this conclusion directly. It leaves the motives for ch is 
denouement unclear. In order to reach an acceptable answer, UK 
reader must solve a puzzle. And it is a puzzle without a rcadysoh.1· 
tion. But it has a key. ln order to find it though, the reader must go 
through the entire complex narrative structure. This is so bcQUSt 
the novd is comprised by three whole stories, stacked like nesting 
dolls. 

One of these stories serves as the narrative framework and 
focuses on the relatively shore period of half a day (almost as in a 
Greek tragedy). The chauffeur Slave - the proud owner of an omni• 
bus bought on an installment plan - is doing his next run co Clum-
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!Ori.. This is his last drive for the season and after it ends, a long 
ixarion awaits. Something more - his final liberation from debt is 
ltll', bccausc in his car sits the man who must pay him for services 
lhrc has done for him. These are significant services, as the plot 
rJI eremually reveal. Accordingly, the payment should be large. 
lo there is a reason for his good mood. During the few hours of his 
crip, Slave keeps casting his thoughts back to various moments of 
lisbfc. This serves as the main story which secs forth the most im­
p:irtant events that happened during this decade. Coincidentally 
provisionally, of course) Slave has been both a witness and an ac• 

tor in all of them - World War One, the shock that foUowed the 
dc.,.astation caused by the Treaty ofNeuilly-sur-Seine8

, the mutiny 
of 1923, the unsuccessful assassination ofTsar Boris III at the Ara­
hlonak Pass, the bomb assault i.n the Saint Nedelya chu rch in So­
lia, the following terror regime when many people disappeared, the 
amnion of the assailants, the Chirpan earthquake. Once he even 
IOO~ in his car the mother of Bulgarian writer and communist Geo 
Milev, who had disappeared in the dungeons of the Committee fo r 
Seate Security. The mother was wandering from prison to prison 
DI the vague hope that she might find her son. As all these event 
UC not directly depicted though, and are only shown through the 
kns of the protagonist-narrator's memories, they are accompanied 
by a multitude of meditations and comments which pop up in his 
mind at any occasion - be it in the "past" or in the "present". One 
more narrative pervades this big story of the past - one related to 
the man who, in the end, will seal Slave's fate - the anarchist known 
by the exotic nickname ofDzhina (the Genie). This is the story arc 
1-hcre the main plot event happens: the meeting, the development 
of the relationship between the cwo main characters, and ~nally 
• the tragic end. As a hint chat chis story line is more special, all 

~cquired Bulgaria to cede various territories, after the 
COUntry had been one of the Central Powers defeated in World War I. 

lhctrearywas signed on 27 November 1919. 
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episodes featuring Dzhina are printed in italics. Besides, unlike the 
narration of other events, not everything that happens to Dzhinais 

shown through Slave's eyes - there are events in chis plot line that 
are cold by rhe anarchist himself. By necessity, chis splits the view• 
point in two and this is an important thing to note in the develop­
ment of the narrative structure. Bue more on chis later. 

Y. M. Leeman believes that the event at the heart of every nar­

rative text is a deviation of the norm, a breaking of oneofcherules 

that preserve the order and the structure of this world. 
If we refer this definition to the world depicted in the nm·d 

"Chamkoria" - the 1920s in Bulgaria - we would be very hard 
pressed to give a definition to the order ruling this world. This is 
literally the "time out of joint" that Hamlet talks about. The chaos 

resulted not only from Bulgaria's defeat in \VWI and the national 

catastrophe that followed. It stemmed mainly from the desire of 

various social groups to impose their order on everyone. And they 

believed that, if their order was established, there would be "eternal 
love, eternal justice" in the world. 

L ike Hamlet, the protagonist of "Chamkorian feels trapped 

by his ill destiny which, running against his will, has sucked him 

into the whirlpool of many tragic collisions. Unlike the Prince 

of Denmark though, Slave never entertains the thought that the 

burden of putting the world to righ ts should fall on his shoul­
de rs. All he wants is to keep himself safe and to get our of the 

situation which turns him into a thing to be used. And in the 

sto ry that the novel cells, he turns out to be extremely used in· 

deed. Whatever happens in these turbulent times, our Slave is 
always th ere - be it war, terrorist acts, assassination, execution, 

ideo logically motivated robberies of rich people by anarchists ... 

A nd he is always there to serve as a useful fire-iron with which 

ochers pick ho t chestnuts out of the fire. He perceives even his 

own family as an unbearably heavy deb t that was imposed on him 

by hi s natural instincts and the soc ial conditions. When he talks 
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~t ir, Slave always calls it "my so-called family" and devotes 
,;aige chunk of his musings to self-pity, asking himself repeat­
ollr how he could fall into this trap. As is his hab it, he blames 
an mcrnal fo rce - the natural ins tinct , pushing him to ffeeting 
(Ulla] pleasures which he later has to pay with years of slavery. 
This shows that the protagonist firmly supports the idea that eve­
'1"Uling that happens to him happens not by his choice but by a 
,ml play of Fate whic h sucks him into a whi rlpool of political 
ai:d worldly conAicts that do not concern him at all.9 The q ues­
OOn here is: how to get out of this situation? 

The first possible solution is the heroic o ne. ':At times when, 
fl((Jrding to ordinttry people, the situation allows far no choice and 
lflt must merely succumb to the circumstances, the protagonist rebels 
~g.timt this possibility and, through action which transcends the or-
1.uwry, manages to change the course of destiny. "10 This attitude is 
diaracmistic of the time - the communists, the anarchists, the 
furn unionises and the .. protectors of the Motherland" all act on 
this logic. One of the characters in the book even has the moniker 
Gnoya (the Hero) . ll The resu lts are well known - the Saint Ned­
dy-a terrorist act, the anarchistic hits and robberies, the terror in the 
dungeons of the Military Counterespionage and the Comminee 
fur State Security, the gallows at the city square. The protagonist 
Sla\'c never even considers taking chis path though, even whe n he 
is unwillingly dragged into its aftermath. \Xfhen he muses about his 
destiny, he utters an enti re inner soli loquy in which he rejects the 

-Actually the novel's author, Milen Ruskov, expressly poinu out this 
llp(cr: of the problem: "/ u// the story about the way these dramatic yea'! 
111tkin a completely innocent man who never had any intention to par11Ju. 
Biograf Magazine, 04/20 14. 

Todorov, Tsvetan. Face A L'btrime. Ed itions du Seu ii, 199 1. P· I 3. 
a This is a historical personage - Vassil •ceroya" Popov, wh~ w~ a 
llOl:ed anarchist and one of the organizers of the attempted assassinauon 

ofTsar Boris Ill at the Arabakonak Pass. 
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obligation to be heroic with wo rds that sound like a direct quota­

tion ofTsvetan Todorov. 
His choice is diffe rent - he chooses to find his inner freedom 

by being cunning and dodgy, and by applying serial opportunism. 
One of the reviews of the novel notes that th is is a popular choice­

we have such heroes a lJ around us. "We know this type of person. I# 

know him not so much from our literature, which doesn't like him all 
that much - this person who is neither Andreshko12 norGanyo13 -wt 

know him from our environment. Not any other but the one here and 
now. f1!e have met this personage at the queues, he has driven our taxi 
or bus, he has cheated us at the market, we have sat at the 5/lme tab!t, 
we live with him, we live within him. "14 

The weakness of this type of behaviour is that the fre edom the 

opportunist craves proves to be flee ting. Earlier we noted that at 

the very mo ment o ur p rotagon ist believed he finally had his destiny 

in his own hands, h e perished by the same hand that gave him the 

money he needed to break o ut of his existent ial prison. Therefore, 
there needs to be another way out. 

This way has been pointed out by Tsvetan Todorov, whoop· 

poses h eroic virt ues to everyday vi rtues: "Death is a higher ualue 
to heroism than life. Only death - both one's own and the death 
of another - allows the hero to reach the absolute: as the uictim ef 
his own life, man proves that the ideal is more precious than him.' 11 

Todo rov proposes someth ing to oppose ch is extreme viewpoint, 

ano ther kind of virtues - dignity, care and spiritual actfrity. 

12 
A character from Elin Pelin's eponymous short srory and a synonym 

of a cunning, opportunistic man who tricks the system. 
13 

Bai Ganyo - a character from a series of works by Alcko Konsun· 
tinov, synonymous with a typical, vulgar Bulgarian man. Both of thest 
characters are nor so much a social type, but show the main conflicudur· 
ing the introduction of early modernity. 
14 

Gochev, Gueorgi. The Opportunistic Rebel. Kukura Weekly, May l3. 
20 17. 

•s Todorov, Tsvetan. Ibid., p.19. 

--
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Onlytheycould preserve what is human within us and allow us to 
:mu.in the subjects of our own destiny even at the hardest times. 
Said like this, everything seems clear. But Slave, the protagonist of 
'Clwnkoria~ refutes the fanaticism of heroes and never reaches 
thcmrydayvi rcues. Here reviewer Gotchev sees the main short­
.:oming of this novel - the lack of acceptable alternatives: "The 
,pportunlitic rebtl's ideology never clashes with another persuasive 
,pportunityfar we/I-being and sucuss. It is as ifin this Bulgaria we 
wdtpitttd by Ruskov there are only pelly schemers such as Slave or 
r.ul.icaliud fanatits such as the communist organizers of the Saint 
,\'edtlya terrorist act. Whtn offered this choict - betwun the petty 
111!indltr and the fanatic, between the trickster and the radical com-
111unis1 - naturally, we pick the trickster. Naturally - but because 
dw is the choice we're offered and not because it is like this in life," 
In other words, che reviewer expects that the novel should have 
offered him the personage of a "positive hero" who should have 
proposed a "correct" model of behaviour, a "real" example to fo l­
low. Would such an artistic strategy be successful among readers 
,·ho have had enough of positive role models? Evidently, another 
type of identification between the author, the character and the 
reader is needed - one chat wou ld both guide the reader through 
the mechanism of wrong opinions and not lead him to catharsis, 
il onc is possible only when there is a truly correct divine order 
of things. This mechanism muse push the reader, rather than seek 
role models and faith in a stable world, look for a value to follow 
likr Ariadne's thread in the labyrinth oflifc. Let me remind you -
"lfa man loses the thread, he is but a lonely man." Ruskov picks an 
approach more adequate to che contemporary reality - he plays 
11·ith the points of view. 

There arc cwo possible viewpoints when a narrative discourse 
is constructed - a narrative viewpoint, which lies outside the char• 
acter and che plot, chus allowing us to apply our cri_ricaJ judgme~t; 
and the persona/viewpoint belonging to rhe narrating protagonist. 
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The latter is by definition inner and biased and may, at some mo­

ment or ocher, be proven wrong. Of course, there are stories whert 
both types appear simultaneously and then we have a mixed or 
double point of view. 

At first g lance, the novel "Chamkoria" only uses the personal 
viewpoint of protagonist Slave. Earlier though we mentioned that 

the natural limitations of chis viewpoint - namely, the character 

can only cell us about what he has seen and felt - required some 

of the plot elements to be introduced as Dzhina's memories and 
srories and Slave can only learn about them from him. This at first 
glance innocent splitting of the viewpoint opens the door co the 
splitting of the reader's own point of view. 

As we know, reading stories that are told from the personal 
point of view makes us instinctively begin to see the world through 

the protagonist's eyes and, by sympathiz ing with him, to adopt his 
assessments. In several consecutive interviews Ruskov notes this 
particularity of his narration - evidently, to sh ield the readers from 

aucomated reading and co push them towards critical thinking and 

assessments. If we do not do so, we would not understand how the 
story reaches its tragic denouement and thus its main message. In 
order to read this way, though, we must take our point of view out 

of the protagonist's and thus turn the novel from unipolar to bi• 
polar. This principle has been applied on all narrative levels 11ith 
commendable cons istency. 

The narrative model of the viewpoint has five planes - SPJ· 
tial, ideological, temporal, linguistic and perceptive. Let us rcriC\li· 
them one by one. 

TIJe spatial plane shows us where the narrator is throughout 
th e plot. This is the literal meaning of the term "point of view'.If 

it belongs co the narrato r and esp ec ially co a so-called all-5!:cing 

narrator, th is restric tion is cancelled, as chis type of narrator~ 

omnipresent and able to watc h eve rything up close, no matctl 

where it happens. There is a restriction fo r the personal narrator 
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:hough -he can only speak about what he saw with his own eyes, 
Jcite someone else's words. Which type do we find in "Cham­
toru' ilhe author constructed a protagonist who, because of his 
~kssion - a chauffeur - moves from place to place all the time. 
lhus Sla\'e becomes the direct witness and sometimes the partici­
;,anc in all notable events that define this period in history. \Vo rid 
ru One is on - Slave is there. Anarchists set up an ambush at 
Anbakonak Pass to capture the tsar - Slave is there. Commu• 
I.lits, and main assailant Kosta Yankov in particular, blow Saint 
Xt:ddya up - Slave is there. Military men o rganize mass terror 
~ killing political opponents of the regime - Slave is there, even 
tnnsporting the dead bodies. He meets Kosta Yankov in person 
.nd asks him for a letter of recommendat ion in order to get a 
iob in the police force {!). He communicates closely with the 
agcncsof the Military Counteresp ionage and the Committee for 
Sme Security. He drives Mrs. Kassabova - the mother of writer 
Gto Milev, who had disappeared and even tries to console her 
riten she cells him her story. He watches closely the execution of 
~hrco Friedman and the other conspirators. Thus, little by little, 
bis personal viewpoint becomes omnipresent and all-knowing. 
This docs not prevent it from being biased though, and possibly 
wrong. This duplicity should prompt the reader to consider care­
fully what Slave says and to assess it critically. 

Tht ideological plant of the viewpoint can be defined as the 
circle of knowledge, the ways of thinking, the general mindset 
md the values that form the narrator's world perception. In Milen 
Ruskov's book this plane is almost merged with the pn-ceptivt 
one, i.e. the lens one perceives the events through. One ofRu.skov's 
most characteristic distinguishing writing features is that he always 
shows the events through the lens of the character's consciousness 
and comments. They arc t he means that give his story its mean• 
ing. But if one delves into che manner in which Slave perceives and 
interprets the events and the role he is forced to play in them, one 
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can easily understand that chis point of perception is completdy 
inaccessible to a barely educated chauffeur from the early XX ccn• 

tury. The careful reader will recognize some viewpoints and entitt 
theories about mankind and society that have been presented as 
the protagonist's own views. In other words, here one can detect 
an outer point of view chat should prompt the reader to overcome 
their receptive automatism and to start perceiving the events from 
che side. It should prompt us to try and decide whether, for in­

stance, the views expressed in the narrator's comments are in con­

currence with his actions. Whether, by refuting heroic values,Sla\'C 
adopts their counterpoint - everyday values. In Tsvecan Todorov's 

theory these two are opposed and their separate existence is impo>· 
sible. We will return to this shortly. 

The temporal plane of the viewpoint is also of great impor· 

ranee. In it, we can perceive the time that has passed from the mm 

to the moment it is presented to the reader. By constructing his 

sto ry as a reminiscence, the autho r keeps pushing his readertokeep 

two time planes in mind - the time of narration (the several hours 

that the trip to C h amkoria lases) and che time that is being nar· 

rated - the decade of events char the protagonist shares and com· 

ments upon. This distinction allows the narrator to perceive the 
events more calmly, to reflect on them and assess chem. The reader 

is supposed to do the same. In his cum, though, he must assess one 

additional point - the way in which the protagonist perceives and 

assesses the events and the part he himself plays in chem. Here one 

shou ld by all means split the viewpoints of the narrator and the 
reader. 

Finaily, we gee co the linguistic plane. This is another one 

of Ruskov's trademarks th at helped him catch the attention of 

the public wi th his novel "'Vazvishenie" ("Spiritual Elevation"). 

U nder the pretext of trying to present as correctly as possible che 

lingo of the time p e riod he describes, Ruskov attempts a major 

linguist ic stylizat ion that combines the narrative and cheperson~ 

--
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ricwpoints. In the usual narrative style they are differentiated by 
means of the language used. The narrator expresses himself in a 
h~h literary style, while the character speaks in a characteristic 
colloquial manner. Here, though, both functions are carried by 
the narrating protagonist. This does not mean that the two op­
posing planes have been deleted - quite to the contrary, their 
prcstnce is commented upon. When speaking, the protagonist 
apresses himself in the dialect characteristic of Western Bulgar­
~ but he consciously tries to speak in a more "cultured" manner, 
thus pointing om his desire to adhere co modern urban culture. 
This bifurcation should hint to the reader that he is to pay atten­
tion to the tension between the outer (assessing) and the inner 
\perceiving) points of view. 

And so, by constructing his novel in a way chat combines the 
narrative and the personal points of view in all of their planes -
temporal, spatial, ideological, perceptive and linguistic - the au­
dtor actually obliges the reader to constantly keep track of his abil­
ity to perceive the narrator as trustworthy. In accua.1 fact, the entire 
structure of the novel is a form of puzzle. Only by solving it, the 
reader may understand what really happened - why the protago­
nist perished at the moment when he seemingly had achieved his 
goal, and why he died by the hand of the man who had granted him 

the desired liberation. 
The solution of this puzzle is possible only if we analyze criti­

cally the relationship between the two main characters - Slave 
and Dzhina. Actually, if there is one main event in this novel, it 
is precisely what happens between them. Everything else is merely 
a backdrop that introduces the social context. The autho r hints at 
this by graphically separating the episodes featuring Dzhina. Lee us 
take a closer look at chis stratum of the plot and its two protago­

nists. 
Slave was dragged into chis relationship in the same way he 

had been sucked into all other events - without his co nsent and 
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desire. Actually, the first meeting of the two comes as a result of his 

main life strategy - to grab at every opportunity to earn an enra 
someth ing, this time by helping the anarchists to exchange stolen 
money in several cities. His fateful meeting with Dzhina happens 
a bit later, when the anarchist is trying to escape after a failed at· 

tempt to rob the Bank of Troyan. He waits on the road to Sofia for 

the chauffeur, who is returning under the cover of the night from 
his trip, and gets into his car. This is how their fateful relat ionship 
begins. Unexpected even tO himself, the opportunist, who up to 

chis moment has Aatly refused to rake care of another human k 
ing but himself, suddenly feels the need co help the fugitive. In the 
months after this meeting the two men become closer and form a 

deep human connection, sharing with one another their most inti• 

This is how we come to understand that, in a way, they arc mir­

ror images of each other. They have one thing in common - their 

unwillingness to obey the rules imposed by others. In other words, 

their attitude towards the powers-chat-be, because in modem so­

cieties the imposition of order always goes through the mucrnres 

of power. This shared revulsion to power is expressed in two com­
pletely different ways though. One of the men tries to maneuver 

and cheat, exposing himself to manipulation. This strategy could 
have worked, allowing him to spend his life without a hint of spir­

itual remorse - the example set by thousands of people proves this. 
This could have only happened ifhe had not met Dzhina though­

the man who had converted opposition to power into an idea and 

who had placed this idea before life - both his own and everybody 
else's. The lonely man who had let the thread slip from his fingers is 
placed into a situation that is fatefully connected to the anarchist's 

struggle. There is no way out. The symbolic meaning of his death 
is hidden in the imposs ible cho ice between the heroic and the eve· 

ryday values. It is not possible to refute one half of this equation 

an d just choose the ocher. Slave refutes the heroic model but ne\'tt 
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iJopts the model of everyday values. Or, more precisely, he adopts 
'.only once, buc cowards the wrong guy. This is so because, by turn­

his struggle against power into an idea, Dzhina by necessity 
~ this idea before life. 

In one of the many interviews on "Chamkoria" Milen Ruskov 
said that he had lefi: the end of the novel deliberately ambiguous. 
On the one hand, the death of Slave can be understood as a tragic 

, one that looked like so many others happening in those 
rurbulent times. It may have been, conversely, the result of a care­
fully concocted plan to get rid of the unwanted witness. Actually, 
it docs not macter which reading of the finale is more plausible, as 
ditre is a third possibility - a combination of the two. The impor­
rant thing is that, when someone puts ideas before life, the other 
who, having lost rhe thread, stumbles upon the wrong situation, 
1ill inevitably end as the vict im. This is precisely what should be 
klt in the mind of the reader who manages to rake a look at the pro­
tagonist and his viewpoints from the side and to assess the situation 
critically. In other words, it is only up to each and every one of us to 
assure that we are masters of our destiny or just things to be used. 
This is true, but not in rhe meaning Slave sees in this idea. Ir is true 
in the sense that whatever life strategy one may adopt, life must be 
placed before any idea. One should believe that a real human exist· 
tnce is only possible when one abides by the rule that Slave himself 
understands right before the end: 

"But I can't jtut lay low all my life and mrviw, I'// 
achieve nothing that way. ['// stop being a penon and I'll be­

come something e/Je. ,. 

What, then, can help us out of this impossible situation? The 
key to the puzzle is hinted at in the note, written by Ozhina: 

"[ was sick. I wtts saved by madne1s and love. Le1 i tear 

power down. II is 1he sidmw." 
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Love, wh ich brings about dignity, care and spirituality, is wha1 

gives the much needed Ariadne's thread to us - the thread chacwil! 
gu ide us through the labyrinth of life. It is the only thing chat can 
save us from the many attempts to turn us into things to be used. 
If we let this thread slip, we will inevitably become a "lonely man', 

a "wind-blown leaf" dragged by the torrents of life here, there and 

anywhere. 

PE3IOME 

YEAOBEK - CYEbEKT CBOEH COECTBEHH0H 
CYAhEhl J,1,\1,1 nPEAMET noTPEEJ\EH11~, 

CTaTbJI CTaBHT ceoeH UCAhJO npOCACAHTb KaK OAHa Hl B(;1yw11J 

npo6AeM coepeMe1111oro o6w;ecTBa - npeepamem1e 'ICAOBCU. B npeAMtr 

n 0 Tpc611.CH HR, pa3pa6oTaHa OOBCCTBOBaTCAbHhJM TCKCTOM C TCM, ~ro6bl 

cnpoaou11poeaTb 'IHTaTCAfl CaMOMY AOHTH AO OTBCTa Ha aonpoc, nOCTI.B· 

ACHHblH B 3arAaBHH. A 3:"IOAHO H cnpoeou11poeaTb yrAy6AeHHoepa3A)'MI,( 

OTHOCHT(:Abl!O npH'iHH, KOTOp 1>1e npHBCAH K o6e3AH'ICHHIO 'ICAOBCKa. B 
o c uoee aHaAH3a pm,1aH 6oArapcKoro n11caTeA11 MHA<:Ha Pyn:osa «Y2.11· 

Kopm1.», KOTOpb1H Bbl3BaA KaK CHAbHblH 'IHTaTCAbCKHH ,rnrcpcc, mH 

p a3ropS1'1 CHHYJO AHCKyccHJO cpt:AH c n euHaAHCTOB. 

npHHUHn B03Ael1CTBHR n ocpeACTBOM npoeou11poeaHllJI '!!ITT· 

TCAbCKOH peaKUHH 6b1J\ HCnOJ\b30BaH eme aeTOpaMH ApeeHcrpc'lcCl(l!l 

TparCAHH. ToAbKO PycKOB OTHJOAb HC XO'ICT AOBCCTH csotro 'IIITTtt· 

A1I AO KaTapc 11ca. noTOMY 'ITO KaTapcHC B03MO:>KCH TOAhKO 8 yct.oBll.il 

ycro,"i'IHBOro KOCMH'ICCKOro 11 o6meCTBCHHOrO nopRAKa. B TO Bf>()IJI 

KaK o m1c a1111asi poMaHOM HCTOPH'ICCKaJI peaJ\bHOCTb JIBNleTCA 'ltll·TO 

npSIMO npoTHBOnOAO)KHblM - OHa CHMBOJ\ «pa:m6paHHOfO epcMCRH,.· 

r cpoH poMaHa no XYAO,KCCTBCHl!OH AOrHKC paccKa3a npttHttMaeT HCIIO' 

cpeACTB<:HHOe y 'laCTH e BO ecex OCHOBllblX co6blTHJI.X 061.QCC'IB(f!!!Onl 

xaoca, oxsan1ew ero 6oArapcKoe o6wecTBo Toro epeMeHH - cro,WIO-
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!tl!Hll MClKAY KOMMYHllCT.lMH, aHapxHCTaMH H TpaAHI..IHOHaAHCT aMH, H 

o6epHyeweroo1 caMblM KposaBblM aTeHTaTOM B 6oArapcKOH HCTOpHH -

13phlBOM co6opa Cn,noH HeAeAH. OH cTpeMHTC11 AOCTH'ih Me'lTbl rnoeH 

lHlHH - Bl.II.Tb co6cTBeHHY}O CYAh6y B CBOH )Ke pyKl-1. Ho B03MO:lKHO AH 

)!O TCMCilOC060M, KOTOpb!H OH Bb16paA AAA ce611? l1 He HBAJieTCH AH ero 

rparw-1ecKaH cyAb6a pC3YAbTaTOM co6cTBel1HOH onAOlllHOH CTpaTerHH? 


