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...“Kim ja, kurwa, jestem?” pyta Nick Cave i nie sposdb zaprzeczy¢, iz jest
to pytanie zasadnicze. Mozna by odpowiedzie¢: “Zajrzyj, ****, Nick, do swych
biografii i autobiografii, a wtedy si¢ dowiesz”, ale nadziej¢ odbiera nam Adam
Zagajewski: “ja, to ja ignorangiji, ja, ktory nic nie rozumiem”. Ja “jest mng, a ja
jestem nim, lecz ono nie przyjmuje nikogo, nawet mnie” (pominalem elipsy).
Ciagle jednak szukamy w biografiach i autobiografiach: kim jest ona, kim jest
on, kim jest to ich “ja”.

Sprawa jednak nie jest fatwa, gdyz zewszad czaja si¢ biografie pozorne, powiesci
biograficzne, biografie hipotetyczne, biofikcje, (auto)biografie i auto/biografie, kobie-
ce auto/biografie relacyjne, automitografie, autofikcje, autonaturografie, autoportrety,
autobiografie transmedialne i autobiografie rozproszone, dzienniki, memuary,
hagiografie, monodramy biograficzne, monodramy-s§wiadectwa i monodramy-

-rekonstrukeje, zyciopisanie (takie sobie zwykle) i ZYCIOpisanie, zyciopisanie

nieantropocentryczne, zyciopisanie antropo-zdecentrowane, Zyciopisanie rela-
cyjne, a woko! tego wszystkiego kraza idiomy allobiograficzne, autopatograficzne
i autotanatograficzne, biopoetyki i (somato/bio)poetyki, zakrycia i przesuniecia
biograficzne, nie méwiac juz o dyskursach autofikcyjnych i zycio-rysach. ,,Ja” ma
si¢ chyba coraz gorzej w tym $cisku.

Jak widag¢, jezyk i intelekt nie pozwalajg zgnusnie¢, mnoza si¢ zatem pytania
wazkie i mniej wazkie. Czy biografia jest wiarygodna? Jaka jest relacja miedzy
zyciem przezytym a zyciem napisanym? Jak kocha strukturalista? Czy mozna
naprawde kocha¢ bez nadziei? Czy nasze dusze widziaty kiedys$ niemozliwos¢?
Jaka jest wartos$¢ interpretacyjna Iaczenia tekstu z zyciem? Kto sie domysli z Re-
cherche, ze Proust mial brata? Jak cialo prywatne i biologiczne przeobraza si¢
w cialo medialne? Czy tkwi w nas absurd i przekreslona nadzieja? Czy biograf
potrzebuje inspiracji? Czy biograf jest literackim sepem a moze podgladaczem?

Nietatwo skupi¢ sie na odpowiedziach, bo wiele réznych bytéw, nie-bytow,
incydentéw i postaci wplata sie w tok wywodu: byt embrionalny i byt absolutny,
mroczni doppelgangerzy, bezimienny bog-guru z czerwong prawa dlonia, pie-
chur-filozof, ciata spuchniete od glodu, uszkodzone tkanki pamieci, asamblaze,
stare zeliwne magle, koziol gimnastyczny, damskie buty, kadtub lalki i rzezba
kobiecej glowy, pyszni erudyci i nieprzychylni krytycy, bezustanna gadanina
kamuflujaca milczenie, nagie kobiece cialo w szklanym kubiku, ornamentalni
mediewisci, uzurpacja tozsamosciowa i tozsamos¢ katoptryczna, incest identy-
fikacji, cybertawerny, abjektalna blisko$¢ z czyims cialem, paranoiczne wieczne
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teraz i — jakze by inaczej — gniecenie, szczypanie, skubanie, wyrywanie, odrywa-
nie, glaskanie, krojenie, uciskanie, wyginanie, strzepywanie. A obok stoi i patrzy
czworo laureatéw nagrody Pulitzera.

Nie sposob wszystkiego tu spisa¢, ale w §wiecie tekstowym tego numeru wy-
darza sie kilka rzeczy ciekawych. Péinagi papa biega po mokradle porosnietym
ciernistymi palmami, z dlugim nozem i strzelbg w rekach, biografowie $piewaja
dlugie piesni, poeta diegetycznie informuje nas o zachodzeniu w jego zyciu kon-
sekwentnej ekwiwalencji, a Nabokov z 29 walizkami wota tragarza na pustkowiu.
W tym samym przestrzenioczasie flanerka opuszcza miasto, zaszczuty niemowa
zanurza si¢ w bagnie jak w plodowych wodach, dziewie¢ oczu patrzy na wszystko
z takg samg intensywnoscig, za$ humanisci - przekonani, iz s3 bezwartosciowy-
mi darmozjadami — popadaja w zbiorowg depresje. I rzecz bardzo niepokojaca:
Sokrates zaktada buty, Jazon ma tylko jeden sandal, zas Eros pozostaje bosy.
Jednoczesnie dwaj zyciopisarze, ojciec i syn, prowadza dialog o Zyciu, twdrczosci
i autyzmie, Tsing opowiada o czlowieku przez pryzmat japonskiego grzyba mat-
sutake, przybysz rzuca si¢ na narratora ze strzykawka, kto§ wyciska rope z rany
odniesieniem do Platonskich jedno-cial, natomiast aktorka odkleja sie od roli.
Barthes dekonstruuje si¢ sam, wyraza si¢ ukosnie i zostawia $lady. KURYLUK
mowi przez Kuryluk, mami czytelnika, kamufluje biografie i omija opozycje prawdy
i falszu, sobowtor przylega do zewnatrztekstowej autorki, utrzymujac dialektyke
kamuflazu i ekshibicjonizmu, podmiot leka sie utraty kochanka, idiotka-sawantka
komentuje wlasne marzenie senne, Ewa za$ odrzuca Freudowskg interpretacje
snu i dreczy ja spetany jezyk. I uwaga: jedna pani chce komus - tak po prostu -
przez kiszke stolcowa wejs¢ do duszy.

Ale, jak powiada Rzezbiarz, “Wszystko to nalezy uznac za czysta hipoteze™.

Wojciech Kalaga
@ https://orcid.org/0000-0003-4874-9734

PS Pierwsza — “amerykanska” cze$¢ numeru jest wyjatkowa i nietypowa dla Er(r)go:
zebralismy tu glosy i dialogi wybitnych biograféw-praktykéw (m. in. czworga
laureatéw nagrody Pulitzera), ktérzy dzielg si¢ z Czytelnikiem i Czytelniczka
refleksjami z wnetrza procesu biograficznego. Cze$¢ ta zrealizowana zostala
przy wsparciu Dotacji Metropolitalnego Funduszu Wspierania Nauki Gérnosla-
sko-Zaglebiowskiej Metropolii, wniosek numer 2/2021 - projekt pt. “Metropolia
Metropolii, czyli nowojorski zdobywca Pulitzera dla Slgska i Zagtebia”.
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...“Who the fuck am I?” asks Nick Cave, and there’s no denying that it is a vital
question. To which we could reply, “** *** > Nick, check out your biogra-
phies and autobiographies, and you'll know,” but Adam Zagajewski nullifies our
hope: “Iis the I of ignorance, the I who understands nothing.” I “is me, and am
it, but it would accept no one, not even me.” (I omitted the ellipses). And yet,
in bio-graphies and autobiographies, we keep searching: who is she, who is he,
who is this “I” of theirs?

Not an easy question to answer, though, for everywhere there lurk phan-
tom biographies, biographical novels, hypothetical biographies, bio-fictions,
(auto)biographies and auto/biographies, female relational auto/biographies,
automythographies, autofictions, life-nature-writing, self-portraits, transme-
dia autobiographies and dispersed autobiographies, diaries, memoirs, hagiogra-
phies, biographical monodramas, testimony-monodramas and reconstruction-
monodramas, (ordinary) life-writing and LIFE-writing, non-anthropocentric
life-writing, anthropodecentred life-writing, relational life-writing, and around
all these circulate allobiographical, autopathographical and autothanatographical
idioms, biopoetics and (somato/bio)poetics, biographical cover-ups and displace-
ments, let alone auto-fictional discourses and life-scarratives. The “I” doesn’t seem
to be doing very well in this jam.

As we can see, language and intellect wouldn’t let us moulder, and so weighty
and less weighty questions multiply. Is Biography True? What is the relationship
between the life lived and the life written? How does a structuralist love? Can
one truly love without hope? Have our souls ever seen the impossible? What is
the interpretive value in linking text to life? Who would ever guess from Recherche
that Proust had a brother? How does the private and biological body transform
into a media body? Are we left but with absurdity and lost hope? Does a biogra-
pher need inspiration? Is a biographer a literary vulture? Or perhaps a voyeur?

It is not easy to focus on the answers for a variety of different beings, non-
beings, incidents and characters weave themselves into the course of the argument:
embryonic being and absolute being, sinister doppelgdngers, a nameless guru-
god with a red right hand, a wanderer-philosopher, bodies swollen with hunger,
damaged memory tissues, assemblages, old cast-iron mangles, a gymnastic goat,
women’s shoes, a limbless doll and a sculpture of a woman’s head, blowhard eru-
dites and prejudiced critics, incessant chatter camouflaging silence, a naked female
body in a glass cube, ornamental medievalists, identity usurpation and catoptric
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identity, incest of identification, cyber-taverns, abjectal closeness to someone else’s
body, a paranoid eternal now, and - how else — squishing, pinching, plucking,
pulling, tearing, stroking, slicing, pressing, bending, shaking. And next to it, four
Pulitzer Prize Winners stand by and watch.

It’s impossible to write everything down here, but interesting things happen
in this issue’s textual world. Half-naked papa runs about a swampland overgrown
with thorny palms with a long knife and a rifle in his hands, Biographers sing
long songs, a poet diegetically informs us of the consistent equivalence taking
place in his life, and Nabokov, with 29 suitcases, calls a porter in the middle
of nowhere. In the same space-time, the flaneuress leaves the city, the hounded
mute submerges in the swamp as in amniotic fluid, nine eyes stare at everything
with the same intensity, and the humanists - convinced that they were worthless
freeloaders - fall into collective depression. And a very disturbing thing: Socrates
puts on shoes, Jason has only one sandal, while Eros remains barefoot. At the same
time, two life-writers, father and son, engage in a dialogue about life, creativity,
and autism, Tsing talks about man through the prism of the Japanese matsutake
mushroom, a stranger lunges himself at the narrator with a syringe, someone
squeezes pus out of a wound by means of a reference to Plato’s single-bodies,
while an actress peels herself away from her role. Barthes deconstructs himself,
expresses himself obliquely and leaves traces. KURYLUK speaks through Kuryluk,
deceives the reader, camouflages biography and bypasses the opposition of truth
and falsehood, the double adheres to the extra-textual authoress, maintaining
the dialectic of camouflage and exhibitionism, the subject is afraid of losing their
lover, the idiot-savant comments on her own dream, while Eve rejects the Freud-
ian interpretation and is tormented by her tangled tongue. And beware: one lady
wants to — just like that — enter someone’s soul through their bowel.

But, as the Sculptor says, “All this should be regarded as pure hypothesis.”

Wojciech Kalaga
@ https://orcid.org/0000-0003-4874-9734

P.S. The first - “American” - part of the issue is exceptional and unusual for Er(r)go:
we have gathered voices and conversations of outstanding biographers-practitioners
(among them four Pulitzer Prize winners), who share with our Readers their
reflections from the inside of the biographical process. This part was realized
with sthe support of the grant from the Metropolitan Science and Education
Support Fund of the Upper Silesian and Zaglebie Metropolis, application number
2/2021 - project entitled “Metropolis for Metropolis, or the New York Pulitzer Prize
winner for Silesia and Zaglebie.”
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Narrating the Human and Singing
the Sacred Song:. Notes toward
an Aesthetic of Biography

Abstract: Drawing upon the theoretical writings of Tzvetan Todorov and Georg Lukacs

on the subject of the novel, this essay argues for more widespread recognition of the bi-
ography as a literary genre. It frames the genre of biography as a genre of radical incom-
pleteness, discussing the search for verisimilitude and the tendency toward fragmentation

in the biographer’s pursuit — a quality that describes not only the biographer’s sources,
but also the contingent, broken nature of the intellectual and emotional space that both

the biographical subject and the biographer herself inhabit.

Keywords: biography, critical theory, theory of biography, Tzvetan Todorov, Georg Lukacs,
verisimilitude, prose, genre

In bookstores, biographies are alphabetized by subject, not by author. This
practice speaks eloquently and somewhat sadly of the position of the biographer
in the world of letters. It reflects the assumption, typically accurate, that the bi-
ographer is less interesting than her subject. Yet it also reinforces the prejudice,
scandalously false, that the biographer is not fully deserving of recognition
as a literary artist and that her work is not truly creative.

Admitted: the art of the biographer lies only secondarily in innovation and new
construction; its chief functions are retrieval and reconstruction. It is a peculiar
form of aesthetic endeavor because it seems to strive against originality. The typical
reader may understandably presume that a biography is simply a restatement of past
realities, telling of things that were as opposed to bringing forth anything distinctly
new. The subjects of the book created the story through their words and deeds;
it appears, at first glance, that the biographer merely authored a summary. The lay
reader is also likely to presume that truth speaks with a single voice. He is therefore
inclined to suppose that biographers are unoriginal because of the imperative
that the biographer is bound to narrate the truth about her subject. And this
imperative does exist: the modern biographer who invents dialogue; who repeats
apocryphal stories under the guise of fact; who accords full credence to question-
able or discredited sources, is universally and justly condemned. This insistence
on fidelity to truth can create the impression that the biographer is not an artist,
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but merely a belated reporter, one who discovers and relates facts with detached

and clinical neutrality. This presumed disengagement is also a leading reason why
biography - unlike, drama, poetry, and the novel — has never prompted critics

to evolve an extensive body of aesthetic theory in relation to it. It may be reason-
ably argued as well that, because every human subject of a biography is different,
no unifying poetics can be proposed that will be pertinent to every biography,
or even any two biographies. Yet there is no reason why the genre should remain

devoid of aesthetic constructs and philosophical frameworks. Although biography
demands the diligence and precision of a craft, it is also emphatically an art. Let

it be considered as such.

At one time or another, most biographers have heard the bromide, “A bio-
grapher is a novelist under oath.”™ The spirit of the novelist, much more than
the strictures of the oath, demands critical attention. Most, though by no means
all, biographies are written about dead subjects.” Thus the typical reconstructive
task of a biographer is to restore flesh to a skeleton - to give the appearance of life
and multi-dimensionality to a person who can now be known only through writ-
ings, recordings, and, if the subject is a recent one, the recollections of survivors.
Part of the biographer’s mission is to save as much as possible from oblivion.
One cannot perform an adequate restoration merely by reciting a litany of facts.
Inescapably, the biographer turns toward narrative, and engaging narrative nec-
essarily calls for artifice. There is no such thing as a factual record without gaps.
To render the story of the life, the biographer must address these lacunae — which,
as we shall see, is an intellectually risky process. Even the most scrupulously
documented biography risks committing errors on almost every page. A source’s
memory may be faulty; crucial letters may have been lost or carelessly transcribed.
It may well be impossible for anyone to construct a story without fictionalizing,
and this principle holds as true in biography as it does in the novel. The differ-
ence is that the novelist creates material to support the narrative. The biographer
shapes the narrative around the available facts.

The nature of those facts determines, to a large extent, the kind of story that
can be told. It is no accident that the biography of a writer who kept a journal

1. Leon Edel quoted by Martha Wolfe in: “On Writing: The Reluctant Biographer,” Cagibi,
April 5, 2019, https://cagibilit.com/on-writing-the-reluctant-biographer (24.03.2021).

2. Working as a biographer leads one naturally to reflect on how quickly the presence of a re-
cently deceased person typically fades from memory. Someone in relatively close proximity to us -
aneighbor or a co-worker, perhaps - feels deliciously vivid and three-dimensional while still living.
Yet the vividness can promptly vanish upon death, dwindling to a few fragments and anecdotes: he
spoke Greek; he was a Giants fan; he drove a red car. It is not only the annals of the poor that are
short and simple, and the percentage of the world’s people whose lives persist in more than a few
lines is lamentably tiny. Reflections like these make the biographer’s task feel all the more urgent.
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and who sent and received hundreds of letters will generally make for richer, more

nuanced reading than the life of a painter who left no papers. But the difference

does not depend solely on the heft or quality of the available materials. Different

subjects attract different authors. A writer is apt to be portrayed by another profes-
sional writer, who knows something not only about writing but about how writers

live. The painter is likely to be chosen as a subject by an art historian, someone

whose knowledge of artistic tropes, materials, and techniques may (but certainly
need not necessarily) far exceed his gift for storytelling.

The biographer, if she is a good one, does not lie deliberately. However, unless
the biographer is content to churn out a cold, lifeless fact-dump of a book, she
must strike a balance between truth and what Tzvetan Todorov, in his writings
on the novel, has called verisimilitude. In The Poetics of Prose, Todorov observes
that verisimilitude has various definitions. The most basic definition is to be con-
sistent with reality. Under this definition, certain actions, certain attitudes, are
said to lack verisimilitude when they seem unable to occur in reality. “We speak
of a work’s verisimilitude,” writes Todorov, “insofar as the work tries to convince
us that it conforms to reality and not to its own laws.”® However, as is also true
of the novelist, the biographer has a subtler form of verisimilitude with which
to contend; she is compelled to ask, not only what is consistent with objective
reality, but also what is consistent with the subjective reality that a community
of readers carries around in their heads — an unspoken consensus as to what
is likely to have happened in a given circumstance. Verisimilitude, says Todorov,
is a matter of “public opinion.™ Verisimilitude, then, is a gray area between truth
and fabrication, where popular judgments as to what is probable quietly displace
and masquerade as certainty.

An example may be drawn from my own recent work. A considerable por-
tion of my just-published book, A Worse Place Than Hell, concerns the fortunes
of a Union Army chaplain named Arthur Fuller, who was killed at the Battle
of Fredericksburg in the American Civil War. Several years before the war, the Rev-
erend Fuller found himself in a railway carriage a few feet away from President-
Elect Franklin Pierce and his wife and son. The train crashed, sending the car
rolling down a hill and killing Pierce’s son.® As a general student of American
history, I had known about the accident for many years. As I began the research

3. Tzvetan Todorov, The Poetics of Prose (Ithaca: Cornell University Press, 1977), 83.

4. Todorov, The Poetics of Prose, 82.

5. John Matteson’s latest book was reviewed in Polish by Mariola Swierkot, “Ameryka od-
kupiona, czyli Johna Mattesona Miejsce gorsze niz piekto,” Er(r)go. Teoria — Literatura - Kultura,
no. 41 (2/2020), 227-232, https://doi.org/10.31261/errgo.11395.

6. This incident has been described in John Matteson, A Worse Place Than Hell: How the Civil
War Battle of Fredericksburg Changed a Nation (New York: W. W. Norton & Company, 2021), 117-118.
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on which I would base my description of the scene, I felt a slight morbid excite-
ment; I looked forward to describing the terrified shrieks of the passengers as they
were tossed about in the tumbling car. However, I encountered a surprise when
I read Fuller’s letters. In his narration of the accident, Reverend Fuller notes that,
as the carriage careened down the hillside, no one uttered a sound. Everyone was
too shocked to cry out.

As a matter of narration, I was instantly thankful for the detail of the passengers’
silence; it adds a kind of unanticipated, spectral horror to the scene, which I was
grateful to include. However, I was led to reflect on how easily I could have gotten
the detail wrong. It had seemed quite natural and obvious that passengers trapped
in a derailed, airborne train car would scream lustily. Had I not read Fuller’s letter,
I think there’s a good chance that I would have made some mention of screaming
passengers, because that detail would have comported with my own idea of veri-
similitude, as well, I surmise with the expectations of my reader. (Imagine, if you
will, the same scene, not in a book, but in a film. The cries of horror would then
be requisite. If the scene were presented without them, audience members might
actually complain that the silence was unreal. Note, however, that the reaction
would differ if the scene were presented with a voice-over from Fuller: “I shall
never forget a most stunning fact. As the train rolled down the embankment,
not a sound escaped from any passenger: they were too horrified even to scream.”
Fuller’s words would suffice to bring the silence back within the pale of verisimili-
tude, and the audience would likely accept it without a murmur).

My point is this: that a novelist, much more than the biographer, can afford
to play freely with verisimilitude because, to a great extent, the author of fiction
creates his world; the factual authority for his writing emerges from his imagina-
tion, not from an actual written record. The fiction writer may be bound to ob-
serve historical chronologies or laws of physics, yet his freedom is nevertheless
substantial. Biographers perpetually worry that, immediately after they publish,
a newly discovered cache of documents will overthrow their theory of their subject.
By contrast, William Faulkner never had to live in dread that a letter would some-
day surface, establishing that Quentin Compson was murdered, instead of dying
by suicide. We may object that a scene in a novel is improbable or unrealistic.
However, we can never produce the evidence that the incident never happened
for the very reason that, paradoxically, it never did. Fiction is the untruth that
can never be shown to be untrue.

By contrast, the biographer must accept a given world as she finds it: a world
defined by historical records but also defined by their ambiguity or absence. She de-
scribes an actual world as it once existed. Nevertheless, all the work of establishing
verisimilitude has not been done for her. If she is to make that actual world seem
actual, she must recreate it in a convincingly realistic way. Part of a biography’s
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verisimilitude arises from incontrovertible facts: those parts of the historical

record on which all reasonable people agree. A biography’s adherence to these

facts establishes its basic reliability. Another part of the biography’s verisimili-
tude stands on shiftier ground: those issues of fact on which the sources disagree,
and which may be variously accepted or rejected. The biographer’s credibility
in this region depends on her capacity to choose rationally among the contradic-
tory accounts and to argue convincingly in support of her decision. One becomes

caught between competing, multiple truths. Arguably the biographer’s most cru-
cial task in establishing similitude, however, calls for a different skill from those

already mentioned. The record of a subject’s life is rarely, if ever, as complete

as the biographer requires to tell the story. To fill the gaps, the biographer must

make inferences and suppositions. She must supply the narrative that arranges

the facts into a work that, in places, begins to feel very much like a novel. Indeed,
because her reader’s ideas of verisimilitude, as well as her own, have likely been

conditioned by a lifetime of novel reading, the biographer’s suppositions and in-
terpretations are likely to be more convincing the more novelistic they happen

to be. And novelistic expectations are likely to be somewhat sensationalized.
Hence, in the absence of evidence to the contrary, a biographer is more likely
to populate Arthur Fuller’s tumbling passenger car with shrieking passengers

than with stunned, silent ones.

Biography hinges on an impossibility. One may safely assume that most
readers pick up a biography because they have heard something, however vague
or even erroneous, about the subject’s outward actions in the world of phenomena.
But it is the noumenal self that the reader hopes to glimpse: the person as person
that is finally unknowable. In the actual text of the biography, the greatest value
is not typically found in the subject’s bare accomplishments; a short timeline
would serve that purpose just as well. The value that matters most in reading
a biography is the value that the subject carries within himself or herself: her ideas,
ethics, feelings, motivations, and inner contradictions. The richest biographical
subjects are those who recognize themselves as the source of an unfolding real-
ity — those who translate their inner selves most effectively into observable action.
The life itself becomes a work of literature in utero to the extent that one accepts
and undertakes the obligation to become the author of oneself.

An eminent and normally reliable scholar has somewhat flippantly posited,

“No life has an arc; a life is a series of events, and then you die.”” The assertion
is clever but very much mistaken. Lives do have arcs and trajectories, not merely

7. John Bryant, “The Biographical Re-Turn: Writing Melville Biography and the Example
of Women,” in: The New Melville Studies, ed. Cody Marrs (Cambridge, England: Cambridge
University Press, 2019), 209.
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as a biographer writes them but as we live them. Drawing upon a long hermeneu-
tic tradition, I would argue that, consciously or unconsciously, most of us have
in our heads an ongoing narrative of our lives. Our expectations for the future
are shaped and determined by what we have learned from our experiences, our
observations of others, and, indeed, from stories we have been told - the Cinder-
ella complex is only one example. We absorb fictions and attempt to realize them.
Both consciously and unconsciously, we establish patterns for ourselves. We come
to terms with what Todorov terms “the laws and conventions of the life around us.”
We make choices in conformity with these inner narratives and thereby impart
arc and directedness to our lives. To suppose that no great person has ever felt
guided by a sense of destiny - that no one has ever lived life according to an inner
narrative - is to have an inattentive knowledge of both history and human nature.
In life, as in biography, as in the novel, action reveals character. Henry James’s
rhetorical questions, posited long ago in “The Art of Fiction,” shed much light here:
“What is character but the determination of incident? What is incident but the il-
lustration of character? What is either a picture or a novel that is not of character?
What else do we seek in it and find in it?”® Similarly, biographical narrative achieves
nothing if it does not, page by page, gesture by gesture, proclaim a personality. If,
then, there is no “arc,” if the actions and events of the life lack a kind of cohesion
and logic, then neither can the personality who initiates those actions and expe-
riences those effects be said to possess a narratable self. Events, understood only
as random points, can yield only a chaotic, disordered portrait of a human being.
The biographer has a dual identity: she is expected to be both a scrupulous
custodian of facts and an entertaining storyteller. In one sense, the biographer’s
necessary adherence to fact creates a freedom that is denied to the novelist, a free-
dom explained by the cliché that truth is stranger than fiction. When supported
by fact, biography need not make sense with regard to dramatic conventions
and expectations. Dei ex machina that would be rejected in fiction occur in real life
all the time. Yet at the same time, a biographer may well find a more appreciative
audience if she employs novelistic conventions: a clifthanger at the end of a chapter;
a sense of rising and falling action, catastrophe and catharsis. The remarkable
thing is that the biography feels more believable (and, in some alchemic way, may
actually come nearer to truth) when it employs the art of a novelist. And this is true
not only because the reader’s sensibilities have been conditioned by the influence
of novels, but also precisely because we think of our own lives in novelistic terms,
as stories with a rise and fall, strewn with repeated themes.

8. Todorov, The Poetics of Prose, 87.
9. Henry James, “The Art of Fiction,” in: Partial Portraits (London: Macmillan and Co.,
1919), 392-393.
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A good biographer, then, is conscious of the human desire for self-authorship
and the need, both for the biographer and the subject, to construct a life that
makes narrative sense. Yet limits must be observed, in large part because lives
do not unfold in true teleological fashion. As the poet observes in Ecclesiastes, time
and chance happeneth unto all, and the power of any biographical protagonist
to shape her or his own life narrative is conditioned by numberless unforesee-
able forces. Thus, in articulating the arc of a subject’s life, one must preserve
the sense of unpredictability and surprise that forms a part of life itself. (Thus,
the biographer of a subject who dies in an unexpected and notorious fashion
takes on an especially tricky and perhaps impossible assignment: she must write
without anticipating the dénouement with which her readers are doubtlessly
familiar, and present that ending in a way that somehow recreates the astonish-
ment of a death that is no longer shocking. Editors of biographies wisely caution
their authors against foreshadowing, as this practice shatters the presumption
that the subject’s future is unknowable, even to the writer.) The inner narrative
driven by pure ambition and desire inevitably alters as it meets with resistance
in the world of phenomena. This clash between inner drives and resistant reality
is, of course, the fundamental condition of the novel. It is also a fundamental
condition of biography.

Because novels and biographies operate similarly in the ways that their protago-
nists confront opposition, a poetics of biography cannot differ entirely from a po-
etics of the novel. As intimated by my observations thus far, the biographer must
work within a realm of incompletion, one in which details, at one level or another,
have been lost to memory: the most scrupulous recorder of a conversation, for in-
stance, may well neglect to note whether the subject has taken off his coat or his
interlocutor has put aside his reading glasses. Because the novelist is at liberty
to manufacture endless details, he can create a more layered and nuanced word
than can the fact-bound biographer. The novelist also enjoys the still more im-
portant freedom to imagine and explore the unspoken mental states of the pro-
tagonist, whereas the biographer may only infer a state of mind from the subject’s
outer appearance and behavior. But if the novelist and the biographer confront
incompleteness in radically different degrees, it is still this shared experience
of incompleteness that creates their common ground as artists.

More than a hundred years ago, in The Theory of the Novel, Georg Lukacs
argued that the key distinction between a novel and an epic is that the epic hero
inhabits a world of reassuring oneness and totality, in which the soul is not divided
against itself and the individual is spiritually at one with the surrounding cosmos.
The epic spirit “does not yet know any abyss within itself.”° The hero of the novel,

10. Georg Lukdcs, The Theory of the Novel (Cambridge, MA: The MIT Press, 1971), 30.

15



on the other hand, lives in a fragmented, contingent world, one where there can
be no spontaneous totality. Inescapably, to exist in the world of a novel means
being inwardly conflicted and existentially alone. Lukécs’s insistence upon this
separateness both from the world and from one’s own essence led him to con-
clude that the external form of the novel “is essentially biographical.”"* He found
this statement to be true precisely because, in both genres, the conceptual frame
of the work can never perfectly and completely capture life, and the life being
described can never achieve the inner wholeness that is reserved for the heroes
of epic poetry. In the fallen, post-epic era, “the very disintegration and inad-
equacy of the world is the precondition for the existence of art.”*? This assertion
holds true for both the novel and the biography.

Lukacs’s idea concerning novelistic motivation — that the novel’s protagonist
must be driven by disharmony, and that that disharmony derives both from a sense
of inner fragmentation and from a feeling of being out of step with the envelop-
ing world - is equally applicable to the genre of drama. Indeed, if biography has
a companion art form, just as poetry may be analogized to music, that companion
art is acting. For in both acting and the writing of biography, the artist attempts
a deep dive into another person’s consciousness, whether that consciousness
belongs to a dramatic role or to a historical figure. Like the actor, the biographer
examines words on a page and investigates the emotions and motivations that
lie behind them. She seeks to determine, by the most objective means possible,
how the author or speaker felt. Why, she asks, did the subject choose just those
words to express himself? How does the character of the biographical subject re-
spond to situations and to other people? In this seeking after feeling and motivation,
the biographer is already filling gaps, because the raw material of the historical
record seldom serves to communicate the whole of the subject’s spirit or intention.
This is the first level of incompletion on which the biographer operates.

A second encounter with incompleteness arises when, again a la Lukacs,
the biographer considers the subject as, within the subject’s own existence, a kind
of author. I am not speaking solely of the biographical subject who literally hap-
pens to be a writer. Rather,  am referring to the Romantic condition of existence
wherein every subject regards himself as what Lukacs calls “the source of the ideal
reality.””* When this self-perception takes place, the life as lived becomes a work
of literature, and the person living it becomes both the author of that work
and the observer of the act of its creation. This creation, however, is fated for disil-
lusionment. As I have already suggested, and as everyone knows from experience,

11. Lukécs, The Theory of the Novel, 77.
12. Lukdcs, The Theory of the Novel, 38.
13. Lukacs, The Theory of the Novel, 118.
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a shortfall always arises between the subject’s ideal attainment of the objects of his
various quests and the results that he actually achieves. Thus even a biographer’s
narration of what may seem like an ultimate success works best when, in keeping
with realism, it preserves the shadow of imperfection and non-fulfillment that
is present even in victory. As Lukacs notes with regard to the novelistic hero, if this
non-fulfillment of the biographical subject appears in no other fashion, it will
still express itself in the inevitably failed struggle against the passing of time.
As Hemingway observed that all true stories end in death, the paths of glory
that are blazed in a biography also lead at last to the slow walk to the churchyard.

Asifto parallel the necessary decline of human fortunes toward death, the writ-
ing of the biography is also a battle against the forces of time. This struggle is felt
with particular force by the biographers of recently departed subjects — writers
who must often scramble to interview surviving friends and associates before they,
too, fall forever silent. But it is felt as well by biographers of subjects who are more
remote in time. The biographer labors amid fragments. She strives to preserve
them and, by publishing them, to give them a greater durability. She hopes to slow
the gradual erosion of what can still be known, even as, day by day, history both
creates and destroys itself. Biography adheres to the principle that the life ends,
not when the heart stops beating, but when the deeds and impressions of the life
have faded from memory.

Lukécs confined his theorizing about alienation and incompleteness to the hero
of the work. He might well have expanded his thinking to include the author
of the text. It is a proposition too evident to require proof that writers tend
to write because of a sense of insufficiency. They may write to understand some
loss or vacancy, to address some inner hurt, or to try to adjust their emotional
or intellectual relation to fit more snugly with the outside world. As the suburban
homeowner tries vainly to fill the emptiness of his life with consumer goods,
so the writer seeks to fill up the voids with words. It is said that the late Robert
K. Massie, author of the celebrated biography, Nicholas and Alexandra, undertook
that volume because his own son suffered from hemophilia. Massie took up his
project so as to learn more about how parents respond to a child with that disorder.
My own first two books each addressed a verbally gifted woman with a difficult
and demanding father. I wrote about Louisa May Alcott and Margaret Fuller
because they interested me intellectually, but also both to come to terms with my
difficult relationship with my father and to better understand the emotional
and intellectual growth of my own daughter - not coincidentally an aspiring
writer. In my most recent work, the theme of the frictions between fathers
and children remains present but is somewhat less central. Arguably, the theme
has diminished in importance for me because my father, alive during the writing
of the first two books, is now deceased. It has been glibly asserted that all biography
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is autobiography. A grain of truth inhabits that adage, and, indeed, the critic who
seeks to craft a poetics of biography might well begin by investigating the lives
of various biographers. What pains did they suffer? For what wrongs did they
seek to be recompensed or to atone? What voids did their writings strive to fill?
What wants are voiced in a biographer’s prose? Why did the biographer try to ad-
dress those wants through writing instead of action? The fullness of a biography
is born out of absence.

As the biographer writes to compensate for loss, she or he also writes to over-
come separateness and to affirm her or his presence. In every biography, there
exists the potential for a dual assertion of Romantic identity, for the spirits of both
the subject and the author are constantly in play and interplay. Indeed, biography
as a genre inherently reflects a Romantic conception of the self because it very
naturally sets a single person at the center of its reconstructed world and nar-
rates that self as though it were the most important being in that world. The bio-
graphical self, to paraphrase Lukacs, posits a kind of idealized reality, implying
that this self is the material most worthy of realization."* The subject’s self is,
of course, the sine qua non of the biography. The protagonist resides at the hub
of existence, and the surrounding world is of relevance insofar as it shapes, re-
lates to and reacts to this centralized figure. Indeed, it may be in this respect that
the biography fictionalizes more than in any other. In according such centrality
to its protagonist, the biography assumes away the rest of the world. It neglects
or obscures the truth that, at any given moment in its narration, worlds of activity
are unfolding with which the subject has nothing to do. The fallacy of the cen-
trality of the biographical subject is so ubiquitous that we barely notice it, yet
it matters. So, too, does the bias that draws many biographers to subjects whose
claim to centrality is especially strong. Some superb biographers — Robert Caro,
David Nasaw, and Ron Chernow come to mind — have made careers out of inves-
tigating the origins and nature of power. Perhaps more intriguing, however, are
those biographers who seek out subjects who, because of race, gender, or other
circumstances, are persons of limited power who must use their resources to carve
out an effective space for themselves amid larger, often hostile forces. The ambi-
tious woman, the gay man, the soldier on the losing side of the fight: all these
have their poignancy and grace.

I have suggested that biography is a Romantic genre. But the romance of bi-
ography is a thwarted romance, because the self that is communicated in a biog-
raphy is always fragmented and, to a large extent, beyond recovery. The narrated
selfis always a construction of exteriors. Biographers, in striking similarity to other
human beings, are subjective. They observe — they can observe — their subjects only

14. Lukacs, The Theory of the Novel, 118.
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with their own eyes and through the conditioning lens of their acquired knowledge
of human nature. The biographer’s subject, then, comes under the reader’s eyes
as an alloy — a mingling of the pure element with the self of the biographer. Indeed,
if the biography is based in part on the accounts and perceptions of the subject’s
contemporaries (and this is almost invariably the case), the subjectivities of those
observers also enter the mix. The result is that the subject who appears on the page
inescapably stands at some remove from the actual person. Boswell’s Johnson
is not Johnson, but rather an intermingling of Johnson and Boswell’s interactions
with and responses to him. Walter Jackson Bate’s Johnson is a formidable Johnson,
but he is necessarily a mosaic, not a man — a composite of the perceptions of every
source that Bate employed, each of whom brought her or his own subjectivity
to the dance. To purloin a phrase that Todorov applied to the Odyssey, biography
“is not a simple narrative, but a narrative of narratives.”"

Not only is the perceived and narrated subject a contingent creation, but one
must pause to think as well as the part of the subject that has gone through life
without ever having been perceived: the unspoken thoughts, the half-forgotten
dreams. Thus, one is aware that the full expression of the Romantic self is thwarted
in biography; the subject cannot be bodied forth as a Romantic whole because
the inner, unspoken movements of the subject’s spirit can never be recovered.

Likewise, the spirit of the author asserts itself in limited form because the author
is typically only partially visible - either in the wings or in disguise. Moreover,
it is granted that the conscientious biographer seeks to suppress the self, leaving
the spotlight to the subject of the book. Nevertheless, that self is always present,
and the book is the cryptic vehicle of its expression.'® The famous life that the biog-
rapher describes is, even before that description has begun, a work of art — a deep
and brilliant story waiting to be told. The biography is really the second telling
of that story, since the first telling was the actual living of it.

Through the subject, the biographer endeavors to explain the great to the ordi-
nary, reminding readers that, for all of the similarities that unite all of humankind,
the force that throbs within another person may be both qualitatively and quan-
titatively different from our own. At the same time, the biographer encodes her
own thoughts and feelings into the text. As she talks to an audience, the biog-
rapher is continually communicating herself along with the story she is telling
and continually using the biographical subject as a go-between in the conversa-
tion. A biographer typically spends years in crafting the eventually published
narrative; thus a good deal of her life has gone into the work alongside the life

15. Todorov, The Poetics of Prose, 61.
16. My observations on the “self-in-the-text” are, of course, close to those offered by such
Geneva School critics as Georges Poulet, Jean Starobinski, and Jacques Riviere.
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of the subject. She is an invisible but essential character in the drama. Indeed, it can
be the heart, soul, and love that emanates from the biographer’s being that can
transform a biography from a dry account to a living work. Whether the reader
ever breaks the code and recognizes the author’s presence is of relatively little
importance. The author knows how and to what extent her own identity is im-
manent in the work; that knowledge, for most purposes, is sufficient.

Probably more than one biographer has drawn inspiration and comfort
from Homer’s Odyssey and the scene that follows close upon Odysseus’s slaughter
of Penelope’s suitors. Unforgettably, the great hero spares Phemius, the suitors’
minstrel: a “sweet [...] heaven-instructed bard” must survive to sing the songs
of Odysseus’s exploits.” In Alexander Pope’s translation, the poet pleads for his life
by exclaiming to the great hero, “A deed like this thy future fame would wrong /
For dear to gods and men is sacred song. [...] Save then the poet, and thyself reward;
/ Tis thine to merit, mine is to record.”® A biographer dedicates herself or himself
to the proposition that there is also merit in the recording - that the historic deed
remains incomplete without a singer to sing it. Biographers sing long songs, bring-
ing life to the dead through the writing and rewriting of the subject. Sometimes
they have to work hard to stay on key. But when they do, they raise a hallelujah
in which Leonard Cohen might have taken pride.

John Matteson is Distinguished Professor of English at John Jay College of Criminal Justice
in the City University of New York. He was awarded the 2008 Pulitzer Prize for Eden’s Outcasts:
The Story of Louisa May Alcott and Her Father. His 2012 book The Lives of Margaret Fuller
received the Ann. M. Sperber Prize for best biography of a journalist. His most recent book
is A Worse Place Than Hell: How the Civil War Battle of Fredericksburg Changed a Nation.

17. Homer, The Odyssey, trans. Alexander Pope (London: F. J. Du Roveray, 1806), VI: 62.
18. Homer, The Odyssey, VI: 63.
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a balanced view might be achieved thanks to the genre of biography. Therefore, a subjec-
tive selection of biographies contributing to this view is presented, starting with those

dedicated to Alexander Hamilton and George Washington and ending with the ones

focusing on Michelle and Barack Obama; as it is shown, they allow us to investigate

the complicated personages who contributed to the contemporary image of America.

Keywords: biography, major figures of American culture, major figures of American history,
major American biographers, American history through biography

For Americans and America’s allies alike, it has been a dispiriting few years
in the Land of the Free and the Home of the Brave. Donald Trump was the kind
of populist, race-baiting, nativist demagogue who has often risen to power in other
countries but never before in the United States. Tom Wolfe once poked fun
at the fears of liberals by joking: “The dark night of fascism is always descending
in the United States and yet lands only in Europe.” Well, with Trump’s election,
it appeared that authoritarianism was a real danger in America.

Trump turned out to be an even more disastrous president than most of his
critics had feared. By the time of the November 3, 2020, election, nearly 400,000
Americans lay dead — more than in any other country - because of his misman-
agement of the Covid outbreak, and Trump himself had already been impeached
once for trying to use military aid to blackmail Ukraine into helping him politi-
cally. Yet more Americans voted for Trump in 2020 - 74.2 million - than in 2016.
Although he lost by a decisive margin in the Electoral College and in the popular
vote, Trump did not accept the results and instigated a violent insurrection against
Congress when it was meeting to certify the election results. His actions in provok-
ing the January 6 attack on the Capitol led to Trump’s second impeachment — this

1. Tom Wolfe, “Quotes/Quotable Quote,” Goodreads, https://www.goodreads.com/quotes/376418-
the-dark-night-of-fascism-is-always-descending-in-the (24.03.2021).
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time with slightly more Republican support than the first time around. (Seven
Senate Republicans and ten House Republicans voted for impeachment in 2021,
up from only one senator in 2020.)

Ukrainian President Volodymyr Zelensky spoke for many of America’s friends
abroad when he expressed his shock in beholding the January 6 uprising: “We are
used to believing that the United States has the ideal democratic institutions,
where power is transferred calmly. [...] In Ukraine, we lived through two revolu-
tions [...] we understood such things can happen in the world. But that it could
happen in the United States? No one expected that [...] I was very worried [...]
I did not want you to have a coup. After something like this, I believe it would
be very difficult for the world to see the United States as a symbol of democracy.™

America’s role as the leader of the Free World is indeed tarnished, and Presi-
dent Joe Biden will struggle to restore our luster. The point of this essay is not to
argue that America is much better than it appears to be at the moment. We are
exactly what we appear to be: a nation with deep flaws that include a large num-
ber of people who labor under racist beliefs and conspiracy theories. Moreover,
one must acknowledge the dark side to America’s history — from the persecution
of indigenous peoples to the enslavement and segregation of African Americans.
But there is also a nobler side to America that should not be forgotten and a host
of achievements that should be celebrated. We are, after all, the country that in-
vented the airplane, defeated diseases like measles and polio, pioneered the personal
computer and the Internet, landed on the moon, led the way in new art forms such
as film and jazz, provided a prosperous and dignified life for countless ordinary
people, helped to defeat Nazism and Communism, and managed to preserve our
liberal democracy for more than two centuries.

How, then, can overseas readers gain a balanced perspective on America, both
good and bad? One way to do it would be to read histories of the country such
as Jill Lepore’s These Truths.’ But there is another way that is potentially more
enlightening and entertaining: through the medium of biography. Few would
agree anymore with Thomas Carlyle’s famous maxim: “The history of the world
is but the biography of great men.”* For one thing, it would be (rightly) considered
sexist these days to refer to “men” rather than “men and women.” More impor-
tantly, generations of historians have labored to cast light on the contributions

2. See Jonathan Swan, “Exclusive: Ukraine’s Zelensky calls riots “strong blow” to U.S. de-
mocracy,” Axios, Jan 31, 2021, https://www.axios.com/ukraine-zelensky-capitol-riots-axios-hbo-
£223c6d4-1aee-4779-a26d-f5f0eefb90f2.html (24.03.2021).

3. Jill Lepore, These Truths: A History of the United States (New York and London: W.W. Nor-
ton & Company, 2018).

4. Thomas Carlyle, Heroes, Hero-Worship, and the Heroic in History (London: Chapman
and Hall, 1840), 34.
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of ordinary people - many of them impoverished and oppressed - in the making
of history. For reasons both understandable and specious, the story of “dead white
men” has become decidedly unfashionable.

But the reality remains that one can still learn a lot about a country by study-
ing some of its most notable personages. That study should not, of course, be
limited to men or people of European ancestry. It should also be done without
canonization and without falsification — showing the good and bad of America’s
leaders and heroes to gain a truer picture of this mighty, and mightily compli-
cated, country. What I would like to do in this essay is to recommend some of my
favorite American biographies that cast light on the complicated characters that
have made America what it is.

Any examination of U.S. history must begin with the Founding Fathers - that
extraordinary and uniquely talented group of men who guided America to in-
dependence and wrote its Declaration of Independence and Constitution, two
of the most important political documents in history. The Founders were highly
imperfect, and in recent years we have focused more on their faults - including
the fact that many of them owned slaves. But they also designed an extraordinarily
successful government that has endured for more than two centuries. By creat-
ing a process for amending the Constitution, they made it possible to more fully
realize the benefits of liberty for all Americans - including those who were denied
basic rights for far too long.

There are far too many books about the Founders for any one person to read
them all but I would start with two by Ron Chernow, one of America’s greatest
biographers: Alexander Hamilton® and Washington: A Life.* Both books are
widely read and admired (Alexander Hamilton even inspired the hip hop musical
Hamilton) because they are so fair and readable. They are far from hagiographies,
but Chernow clearly admires both of these men, who worked closely together,
and he shows how their contributions continue to shape the American republic.

The only president who rivals Washington in rankings of the greatest American
presidents is Abraham Lincoln. Indeed, whereas Washington did more than any
other individual to create the United States of America, Lincoln brought about
its second Founding in the 1860s - an achievement crowned by the abolition
of slavery and the enshrinement of equal rights into the Constitution. Lincoln,
like Washington, has been the subject of thousands of tomes. The most popu-
lar book about the Civil War president in recent years has been Doris Kearns

5. Ron Chernow, Alexander Hamilton (New York: Penguin Press, 2004).
6. Ron Chernow, Washington: A Life (New York: Penguin Press, 2010).
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Goodwin’s Team of Rivals: The Political Genius of Abraham Lincoln,” which
showed how he managed an obstreperous collection of cabinet officers. Reading
this book helped to inspire President Barack Obama to give a key cabinet post -
secretary of state — to his own rival, Hillary Clinton. Lincoln’s greatest general
and an eventual president himself was Ulysses S. Grant, whose single-minded
devotion to victory distinguished him from most other Union generals and who
was a better president than has often been argued. His memoirs,® written while he
was dying, are considered the best book written by any American general and he
is also the subject of another doorstopper biography by Ron Chernow called simply
Grant? After Washington and Lincoln, one of the most admired presidents in U.S.
history (and a personal favorite of mine) has been Theodore Roosevelt — a pro-
gressive Republican who oversaw an increase in the regulation of business, broke
up trusts, created national parks, built the Panama Canal, and earned the Nobel
Peace Prize for negotiating an end to the Russo-Japanese War in 1905. He was
also, of course, an imperialist who glorified war and held racist, Social Darwin-
ian views (although he was also the first president to host a black man for dinner
at the White House — Booker T. Washington'’). Edmund Morris did a brilliant
job in capturing TR’s complexity in his trilogy: The Rise of Theodore Roosevelt,"!
Theodore Rex,"* and Colonel Roosevelt."” The most captivating is the first of these
books, which won the Pulitzer Prize. Its opening chapter (“New Year’s Day, 1907”)
wonderfully captures TR’s energy and enthusiasms by focusing on one day when
he received the public at the White House.

Of course, there is much more to America than its presidents. Perhaps because
I am a newspaper columnist, I am unusually interested in the history of the press.
There is no doubt that journalists and press barons have exerted a tremendous
influence on American history. The paradigmatic case is the role of the “yellow
press” which fomented the Spanish-American War in 1898 by turning unusually
close attention toward what would now be called Spanish human rights abuses
in Cuba. One of America’s most famous (and acerbic) newspaper columnists was
H. L. Mencken of the Baltimore Sun. His heyday was the 1920s when he coined
words like the “booboisie” and the “Bible Belt” to mock Southern fundamentalists

7. Doris Kearns Goodwin, Team of Rivals: The Political Genius of Abraham Lincoln (New York:
Simon & Schuster, 2005).

8. Ulysses S. Grant, The Complete Personal Memoirs of Ulysses S. Grant (Scotts Valley: Cre-
ateSpace Independent Publishing Platform, 2012).

9. Ron Chernow, Grant (New York: Penguin Books, 2018).

10. Konsultacja

11. Edmund Morris, The Rise of Theodore Roosevelt (New York: Random House, 2010)

12. Edmund Morris, Theodore Rex (New York: Random House, 2010).

13. Edmund Morris, Colonel Roosevelt (New York: Random House, 2010).
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who believed in the literal truth of the Bible. Mencken wrote a charming trilogy
of memoirs - “Happy Days,”* “Newspaper Days,”* and “Heathen Days.”¢ Together
they provide an unrivaled portrait of America in the late 19th and early 20th
century. For a more impartial view, Terry Teachout has produced a fair-minded
biography of Mencken called The Skeptic'” — as well as a biography of the seminal
jazz musician Duke Ellington (Duke: A Life of Duke Ellington'®).

There have also been important biographies in recent years of major news
barons. They include David Nasaw’s The Chief: The Life of William Randolph
Hearst,” Richard Norton Smith’s The Colonel: The Life and Legend of Robert
R. McCormick,* and Alan Brinkley’s The Publisher: Henry Luce and the American
Century.”' Hearst, who unwillingly inspired Orson Welles’s film Citizen Kane,
owned the largest chain of newspapers in early 20th century America. McCor-
mick owned the Chicago Tribune, the most important newspaper in the Midwest.
Luce was the founder and publisher of Tirme magazine, the most influential magazine
of mid-20th century America. It was Luce who coined the term the “American
century,” and his support of internationalism in the years after World War II did
much to make that characterization a reality. McCormick, on the other hand, was
an incorrigible isolationist who supported the America First movement before
World War II. Both men were highly influential, for better or worse.

McCormick hated Franklin Delano Roosevelt, usually judged the third greatest
president after Washington and Lincoln. FDR, who was Theodore Roosevelt’s distant
cousin (and who married TR’s niece Eleanor), rescued America from the Great
Depression and orchestrated its victory in World War II - both monumental
achievements. The best single volume biography of him is Jean Edward Smith’s
FDR?**, but my personal favorite is Eric Larabee’s Commander in Chief: Franklin
Delano Roosevelt, His Lieutenants, and Their War,® which focuses on his relation-

14. H. L. Mencken, The Days Trilogy, Expanded Edition: Happy Days / Newspaper Days
/ Heathen Days / Days Revisited: Unpublished Commentary (New York: Library of America, 2014).

15. Mencken, The Days Trilogy.

16. Mencken, The Days Trilogy.

17. Terry Teachout, The Skeptic: A Life of H. L. Mencken (New York: HarperCollins Publishers, 2002).

18. Terry Teachout, Duke: A Life of Duke Ellington (New York: Gotham Books, 2014).

19. David Nasaw, The Chief: The Life of William Randolph Hearst (Boston and New York:
Houghton Mifflin Company, 2000).

20. Richard Norton Smith, The Colonel: The Life and Legend of Robert R. McCormick 1880-1955
(Boston and New York: Houghton Miftlin Company, 1997).

21. Alan Brinkley, The Publisher: Henry Luce and His American Century (New York: Alfred
A. Knopf, 2010).

22. Jean Edward Smith, FDR (New York: Random House, 2008). Kindle Edition.

23. Eric Larrabee, Commander in Chief: Franklin Delano Roosevelt, His Lieutenants, and Their
War (New York: Simon & Schuster, 1988).
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ship with his talented but often difficult generals and admirals. FDR had a talent
for management by indirection and even deception (Roosevelt once confessed,

“I am a juggler and I never let my right hand know what my left hand is doing”™**)
that Larrabee dissects with great acuity.

One can gain a harrowing picture of World War II from the perspective
of an ordinary American soldier by reading E. B. Sledge’s memoir, With the Old
Breed: At Peleliu and Okinawa.* Sledge was a Marine who saw heavy combat
in the Pacific and wrote an exceptionally honest account of what it was like. Like
many of the finest memoirs, it was not produced until decades after the events he
writes about because they were so difficult for him to process.

The most difficult, flawed, and talented of all of America’s World War II gen-
erals may well have been General Douglas MacArthur, who foolishly allowed
the Japanese to destroy his air force on the ground in the Philippines after Pearl
Harbor but then led an audacious island-hopping campaign to reclaim the islands.
His life is told with novelistic verve in William Manchester’s American Caesar:
Douglas MacArthur, 1880-1964.* Manchester’s book has been rightly criticized
for its inaccuracies, but its readability is unmatched.

MacArthur eventually met his downfall in the Korean War. After his bril-
liant landing at Inchon - one of the most successful gambits in military history -
he not only drove back the North Korean invaders but insisted on advancing all
the way to the Yalu River, heedless of the risk of war with China. When China’s
armies entered the conflict, throwing the United Nations forces back, MacArthur
agitated for full-scale war with China and showed open contempt for President
Harry S. Truman. Truman therefore fired him - a move that temporarily made
Truman deeply unpopular but, like many of his decisions, has been vindicated
by history. The story of this haberdasher who never went to college and yet became
a great president is magnificently told by one of America’s great historians, David
McCullough, in Truman.”” Like William Manchester, McCullough is a biographer
who writes with the skill of a novelist — his books are not only highly informative
but endlessly enjoyable.

It was under Truman that America launched the containment policy that
eventually won the Cold War. But while America was contesting Soviet power
around the world, it was undergoing a profound transformation at home - the ex-
tension of civil rights to African Americans who had suffered through more than

24. Smith, FDR. Non paginated.

25. Eugene B. Sledge, With the Old Breed: At Peleliu and Okinawa (New York: Presidio Press, 2010).

26. William Manchester, American Caesar: Douglas MacArthur, 1880-1964 (New York: Back
Bay Books, 2008).

27. David McCullough, Truman (New York: Simon & Schuster, 1993).
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two centuries of slavery and a century of post-Civil War segregation. America’s
greatest civil rights leader — our Mandela, Gandhi, or Walesa — was the Rev.
Martin Luther King Jr. His story is compellingly told by Taylor Branch in his
three-volume series, America in the King Years, 1954-63. As so often happens
with trilogies, the first volume — Parting the Waters®® - is the most gripping. King’s
younger collaborator, John Lewis, who went on to become a long-time member
of Congress, has his story told by the talented historian Jon Meacham in his
recent bestseller, His Truth Is Marching On: John Lewis and the Power of Hope.”
No one can understand America without understanding the civil rights struggle,
which continues to this day, and one cannot understand the Movement without
understanding the heroism of brave leaders like King and Lewis.

That the civil rights movement finally triumphed in the 1960s owes no small
amount to President Lyndon Johnson, a son of the South who was viewed as a traitor
by many of his fellow whites for championing the Civil Rights Act and the Vot-
ing Rights Act. Johnson’s story is told by Robert A. Caro in four magnificent
volumes - and counting - of his landmark series The Years of Lyndon Johnson.*
These books are true masterpieces of nonfiction that should be read by anyone
interested in human psychology and the exercise of power. If Balzac or Trollope
had chronicled modern U.S. politics, this would be the result.

Johnson was a complex figure, an extraordinary mix of admirable and contempt-
ible qualities. One of the worst consequences of his presidency was America’s futile
and costly involvement in the Vietnam War. There have been many important
books about the conflict, but I would argue that two biographies offer interesting
and unusual vantage points — one of them mine. (Apologies for the self-promotion!)
In A Bright Shining Lie: John Paul Vann and America in Vietnam,” Neil Shee-
han tells the story of a little-known U.S. military adviser whose efforts to fight
a “better war” were stymied by American military bureaucracy — and by his own
character flaws. In The Road Not Taken: Edward Lansdale and the American
Tragedy of Vietnam,” I present the life of a legendary American covert operative

28. Taylor Branch, Parting the Waters: America in the King Years, 1954-63 (New York: Simon
& Schuster, 1988).

29. Joe Meacham, His Truth Is Marching On: John Lewis and the Power of Hope (New York:
Random House, 2020).

30. The Years of Lyndon Johnson includes: Robert A. Caro, The Path to Power (New York: Al-
fred A. Knopf, 1982); Robert A. Caro, Means of Ascent (New York: Alfred A. Knopf, 1990); Robert
A. Caro, Master of the Senate (New York: Alfred A. Knopf, 2002); Robert A. Caro, The Passage
of Power (New York: Alfred A. Knopf, 2012).

31. Neil Sheehan, A Bright Shining Lie: John Paul Vann and America in Vietnam (New York:
Random House, 1988).

32. Max Boot, The Road Not Taken: Edward Lansdale and the American Tragedy of Vietnam
(New York and London: Liveright Publishing Corporation, 2018).
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who helped to defeat Communist insurgents in the Philippines and later helped
to create the state of South Vietnam - only to find himself, like Vann, a margin-
alized critic from within of the firepower-intensive U.S. war effort in the 1960s.

There was more to America in the 1960s than the civil rights struggle
and the Vietnam War. There was also the space race - the effort to beat the So-
viets to space and ultimately to the moon. The test pilots and astronauts make
for appealing, heroic figures — and never more so than in Tom Wolfe’s nonfic-
tion novel The Right Stuff*> which tells their stories as they have never been told
before or since.

Compelling biographies of more recent U.S. figures still have yet to be written,
but a few recent titles merit attention. In Our Man: Richard Holbrooke and the End
of the American Century,** George Packer tells the story of a leading diplomat
who exemplified faith in America’s global leadership. Holbrooke is best known
for negotiating the Dayton Accords that ended the war in Bosnia but there was
much more to his life - and Packer does full justice to both his messy private
and public lives.

Finally, I recommend a pair of books by our most literary president since
Theodore Roosevelt. As a young man, Barack Obama wrote a lovely memoir of his
life as the son of a white mother and African immigrant father called Dreams
from My Father: A Story of Race and Inheritance.”® More recently he has published
the first volume of his presidential memoirs, A Promised Land,*® which showcases
his introspection, thoughtfulness, and sheer writing skill. As if that weren’t enough,
his wife, former First Lady Michelle Obama, has penned a highly readable memoir
of her own, called simply Becoming* These books cast an important light not only
on the Obama presidency but on the issue of race in America - a subject that
remains of central concern more than half a century after the great civil rights
struggles of the 1960s. The massive protests in 2020 following the death of black
motorist George Floyd at the hands of a white Minneapolis police officer attest
to the continuing struggle for racial justice.

I do not by any means suggest that these biographies offer a comprehensive
history of America. This is not even a comprehensive guide to American biog-
raphies - a huge subject in and of itself. These are merely a few of my favorite
biographies that reflect important insights on America’s past and present

33. Tom Wolfe, The Right Stuff (New York: Picador, 1979).

34. George Packer, Our Man: Richard Holbrooke and the End of the American Century
(New York: Alfred A. Knopf, 2019).

35. Barack Obama, Dreams from My Father: A Story of Race and Inheritance (New York:
Times Books, 1995).

36. Barack Obama, A Promised Land (New York: Random House, 2020).

37. Michelle Obama, Becoming (New York: Random House, 2018).
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- and by implication its future. By reading them, an interested observer of the United
States will gain a better understanding of America and Americans.

Max Boot is a regular editorial columnist for The Washington Post. He is the Jeane J. Kirkpatrick
Senior Fellow in National Security Studies at the Council of Foreign Relations. His biogra-
phy of Edward Lansdale, The Road Not Taken, was a finalist for the Pulitzer Prize in 2019.
His most recent book is The Corrosion of Conservatism: Why I Left the Right.
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™ = ™ Kunhardt: What a marvelous view I have, looking at you
all. 'm Philip Kunhardt. I am the director of NYU’s
Center for the Study of Transformative Lives, and it’s
my great pleasure to welcome you here tonight for this
marvelous evening. How good to have Stacy Schiff
and John Matteson and Ron Chernow with us tonight.
What an abundance of riches! (applause). And thank

S lick the code ab . C 1. . .
o watch the discussion. . you all for being here, because I think it’s quite a special

audience we have tonight. Some of you are neighbors
and close friends. Others are new to these events. But all of us have been drawn

together because of an intense love and interest in the understanding of human
lives. My co-sponsoring organization, NYU’s Biography Seminar, consists of pro-
fessional and academic biographers who meet regularly to discuss each other’s
work and support one another in their art and practice of biography. The Center,
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in a somewhat different focus, exists to bring lives and their study more explic-
itly into the academic arena, particularly in their capacity to inspire students

and members of the public who are hungry for life models. This is actually an old

concept: the study of lives as part of the life-building project — how both positive

and negative examples, carefully considered, can help people navigate their own

complex lives. My hope is that, after a deep exposure over the course of a semester,
my students will never forget the person they have studied, and he or she, flaws

and all, will become a touch point in their lives. Speaking of her [inaudible]-hearted

friends and mentor Karl Jaspers, Hannah Arendt once said, “Every so often,
someone emerges among us who realizes human existence in an exemplary way
and is the bodily incarnation of.” I like that. So it was natural that my Center
and I, with our deep interest in learning from lives, should find our way to NYU’s

thirty-year-old biography seminar, for biographers are those who study lives most

deeply, spending years immersed in their subjects until they understand them

in their bones, each biographer in his or her own way.

I’d like to thank Anne Heller, the upcoming biographer of Hannah Arendt,
for her enormous role in tonight’s event and also her colleague at the Biography
Seminar Charles DeFanti, also Kaitlyn Hearst who welcomed you here tonight
at the desk, the Center’s Assistant Director. And to all friends and supporters who
are here, I want to thank you profoundly. The Center needs allies and partners
to make this dream an ongoing reality.

Our moderator tonight is a distinguished biographer himself of the poet
Delmore Schwartz and of the American novelist Saul Bellow. He is a legendary
editor and publisher who has worked for The New Yorker, The New York Times
Book Review, and other distinguished journals, and he was the creator and editor
of the Penguin Lives, one of my favorite series, also of HarperCollins’ Eminent
Lives, and now a new series of short biographies for Amazon Publishing. He is cur-
rently writing a book on his life in the world of biography, provocatively titled,
I think, Jim, The Shadow in the Garden?

Atlas: Yes, that’s right.
Kunhardt: Thank you.
Atlas: A Biographer’s Tale.

Kunhardt: A Biographer’s Tale. James will introduce our esteemed panel-
ists and then guide us through a series of questions that will keep us focused
on the evening’s topic: Is Biography True? What is the relationship between the life
lived and the life written? It’s going to be fun. And so I give you our moderator
and my friend and colleague, James Atlas (applause).

Atlas: So, Philip, I was going to thank all the people who you thanked, so I'll
just focus on you instead. Um, but Philip has created something that all writers
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and scholars aspire to create, and that is, ah, this hive of activity at NYU called

the Center for Transformative Lives, which has, you didn’t emphasize enough,
I think, the theme of uplift that determines the choices of people and history who

you have, focused on, like, ah, Abraham Lincoln and Frederick Douglass and Mar-
tin Luther King. If I had a center like yours, I think it would have a very different

focus, in that my transformative lives would be Beckett and Kafka (laughter),
but that’s a reason to be around you, is that you're inspiring in that way and positive.
So I have managed to hook up with Philip here. 'm very lucky that I did. This event,
you can hardly imagine, he’s incredibly, I was gonna say insanely, but I'll just say
incredibly detail oriented, and, what you see here is a room of chairs and some

more chairs up here and tables, has actually taken months to figure out how this

all works. I know more about platforms now than I do about biography - their
size, their cost and how it all works, ha, but it is a, it is a joint venture, and um,
the Biography Seminar which is actually forty years old, not thirty years old, even

more venerable that we would imagine. Ah, it’s a group I've fortunately stumbled
on over the last couple years where biographers are brought in out of the cold

to sit around and talk about their works in progress, and, ah, it’s very nurturing
because, as you can imagine, biography is really an isolating task where we spend
months and years in our libraries, in our rooms, not working and not talking
to anyone, and then we get to go to the Biography Seminar, and it’s a very satis-
tying experience. So, tonight we have three panelists, all of whom, I can just say
this once so I don’t have to say it three times, are Pulitzer Prize winners. We only
have Pulitzer Prize winners on our panels (laughter). You all made the cut there,
congratulations. And, ah, they’re very, yeah, they’re on the fast track, too, they are

in fact not just sitting in the library. Ron Chernow here, whose book, a biography
of Hamilton has turned into this incredible hit, headed for Broadway, a hip-hop

musical. That’s what you intended, right, when you wrote the book? 'm gonna
write this book for ten years, just so it can get made into a — But actually I've heard
gossip that you're at the theater every night, so we’re lucky to -

Chernow: Yeah, almost every night. I promise I'll try not to lapse into hip-hop
this evening, although it may be slightly difficult, given my life at the moment,
but I'll do my best.

Atlas: And, uh, and Stacy here, whose last book, Cleopatra, is in development
with Angelina Jolie, whose, ah, problem, medical problems you can read about
in today’s paper, and uh, so that’s Angelina Jolie and Broadway, and John Mat-
teson, author of the biography of Margaret Fuller. I'm sure youre going to tell me
that’s gonna be a miniseries starring Reese Witherspoon?

Matteson: I think I'm the Ringo Starr of this quartet, actually, but still glad
to be up here.
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Atlas: Anyway they’re all big stars, and we’re very honored to have them here,
and our question, our initial question about, ah, is biography true, is so taxing
that 'm gonna just shelve it for a minute and ask each of them if they would talk
briefly about how they got into this peculiar profession and how you're gonna
get out of it (laughter) — no, how it developed over the years in your thinking. So,
maybe you could begin, Stacy.

Schiff: Do you think I should use a microphone?
Atlas: Sure.

Schiff: Oh, okay. Thanks, Jim. Thank you all for coming. There are a lot of bio-
graphers in this audience, um, so I'm just gonna go out on a limb and wager that,
um, no one ever sits on the stoop as a child and says: “I'm gonna be a biogra-
pher when I grow up.” I mean, I certainly didn't. I still want to be an architect
or a Rockette. And I think I came to biography mostly from the love of reading
biography. I liked to read history through the lens of a sensibility if not a per-
sonality. And there’s a wonderful quote of Ad Reinhardt’s where he essentially
says that sculpture is the thing you trip over when you're looking at paintings
in a museum. And I feel like - he says it a little more delicately, actually a little
more demeaningly, — and I felt like biography is the same kind of thing, that
the personality that lives from the page when you're reading history is what always
had enchanted me. That’s from a writerly point of view — that’s from a readerly
point of view. From a writerly point of view, you know what people say about cats
is kind of true about biographers, that a biographer is never alone. You're always
in communion with some — whether you want to be or not - in communion
with some other sensibility and some other life, and you're possessed in some way
by a different perspective. Um, sometimes that makes you want slit your wrists,
but it’s a sort of fascinating dual vision, and I've really thrilled to that at all times
as a way to sort of pretend to, anyway, understand a life, because of course you
know you have no hope of understanding your own. There are two other things
I guess I would say are gratifying, to me, anyway about writing biography. One
is that, um, there’s a very clear beginning, middle, and an end. I've tended as I've
gone on to disregard that more and more, but there is an inherent structure to this
sport. And the other gratification, I think we can all agree is that, um, unlike most
other disciplines, um, you in the end get to kill oft your hero in the end (laughter).

Atlas: Can I have that for a second, sorry. When you memorize your remarks,
you tend to forget certain things that are very important. I sound like the Acad-
emy Awards speech here, but I did want to make sure that Anne Heller was spe-
cifically thanked, though she was mentioned by Philip, for the work she’s done
here in creating this program. She’s really my co-partner with the Biography
Seminar, and also, ah, John Maynard, who is, ah, our director, but he happens
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to be on a Greek isle now. Um, this is why people go into academic life... but, so,
anyway, that is done, and I feel better.

Chernow: Yeah, kind of like Stacy I look out over the audience and I see
so many wonderful biographers in the audience. I feel that we could trade places
with about half the audience so we all feel a little bit humble sitting up here tonight.
I agree with what you said Stacy that I think that in the lives of most biographers
there’s a large element of happenstance and accident that led to their becoming
biographers. You know, in my case I knew from the time that I was a teenager that
I wanted to be a writer, but I thought I was going to be a fiction writer, and I was
just saying to John that I did two degrees in English literature and I never took
a single history course, the reason being I was always taking a course in the novel,
usually the eighteenth- or nineteenth-century novel, with these gigantic reading
lists, and history courses had gigantic reading lists, and so I could never see how
I could take them at the same time, so, for better or for worse, everything that I've
written about has been self-taught. But when I got out of school I started working
as a free-lance magazine writer, but I was always scribbling short stories nights
and weekends, which never got published but I persisted in that error for many
years. And then what happened, when I started I think writing my first book,
The House of Morgan, all the years that I had spent thinking about narrative, you
know, basic elements of fiction, whether it was voice, pacing, point of view, por-
traiture, et cetera, all of it flowed quite naturally into, um, biography. So I suspect
that a lot of biographers are actually, like me, novelists manqués.

Matteson: It’s always seemed to me that I didn’t find biography; it’s more as if
biography found me. I, back, fourteen years ago was just an assistant professor
at John Jay College who’d written an article in NEQ about something that had
nothing to do with biography, and I got a phone call from a literary agent, and he
said, “Hi, my name’s Peter Steinberg and I've read your article and I'd like to ex-
plore representing you for a non-fiction book. And so all of a sudden, here I am,
I'm like Lana Turner, I've been discovered in the diner. And so I said, “Well, that’s
great, but I have no idea what, what you would want me to write about, because
I’'m writing literature articles and trying to teach four classes a semester. He said,

“Don’t worry. Come to lunch. We’ll work it out.” Um, and we came away from that
lunch, um, with the idea that I would write a book about nineteenth-century Uto-
pian communities. It was something that just kind of, you know, interested me.
And the first one that I started researching was Fruitlands, which was founded by,
or co-founded by Bronson Alcott. And I thought, this is great, because I know he
wrote journals from the time he was 25 until the time he had a stroke at eighty-two
and couldn’t write anymore, and so these journals on Fruitlands are just gonna be
amazing, I'm gonna look at those, my life will be easy, I get up to the Houghton
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Library at Harvard and discover that the Fruitlands journals have been lost. Oh.
Okay. So already there’s a huge hole in my, you know, in my topic. But I started
reading around in the other years of Bronson Alcott journals. I thought, this guy’s
fascinating. So I went back to the agent and said, “I'm not gonna write the utopia
book, I'm going to write a biography of Bronson Alcott.” He said, “Okay;, fine,
I don’t know who he is, but if you say so.” But then the real inspiration hit me
and it actually dates back to, uh, when I was in grad school. I came back to gradu-
ate school very late, and as I was getting ready to take my orals I became a dad,
uh, this wonderful little girl who actually turned 21 just this past week. And, uh,
and I became the stay-at-home dad, looking after my daughter because my wife
was working fulltime to support us. Here I am in graduate school with no income
and so I became an expert in changing diapers and warming up formula and things
like that, and thinking to myself, you know, why in the world is this happening
to me? Because, you know, all of my colleagues are going to their first conferences
and they’re publishing articles and they’re gonna get great jobs, and here I am, you
know, with drool down the front, some of it not even my own (laughter). And so
what was all of this heading toward? Well, what it was heading toward was that
I developed this appreciation for parenthood, and I wanted to know more about
what is was to be a dad. And, and here’s Bronson Alcott, this quixotic, education-
obsessed man who has a daughter who is very verbally gifted, and I thought:
“Oh my gosh, this is my book.” 'm the quixotic, you know, education-crazed
guy with a daughter, and I'm just going to write a book that’s going to show me
something about fatherhood that I don’t know; I'm going to use my own experi-
ences to kind of read between the lines of the diaries and the journals, and that’s
really how I became a biographer. I would not be here, I wouldn’t be doing any
of this if it were not for family and for that personal connection. But to make
an already very long story short, 'm with you, Ron, in that I'm a frustrated novelist,
too. I would love to write soaring works of original fiction, but I can’t come up
with characters and plot, right? But you agree with me, that there’s something
that happens when you're in an archive, and you see the letters and the journals
and all of a sudden you can tell the story. And so, uh, I know that - I've heard
Stacy speak many times and she’s fond of saying that a biography, er, a biographer,
rather, is a novelist under oath. And we - I think that’s probably true of all of us,
that we just want to tell stories, and we want to connect with humanity, which
is something that obviously Phil knows a lot about. The last thing I want to say
before we get into the main part of the program - you said that you hope your
students will never forget the person you study? I am positive they will never
forget the person they study with (applause).
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Atlas: So... that’s very interesting. You all (to Stacy) did you want to be a frus-
trated novelist? (laughter). Or did you want to be a novelist? Nobody wants
to be a frustrated novelist. Except the guys I worship who I mentioned before
already. Uh, but I, it’s very interesting to now tiptoe into this subject, ah, what,
and I hope I don’t sound inane, but, but, what is the real difference between fic-
tion and non-fiction? The difference of course is that non-fiction is true, allegedly,
but — and we try to be as, as accurate as we can. That’s part of our work. But what
is it that you wrestle with when you have your documents and you have your letters
and you have your interviews, not you with Cleopatra, and whatever else you have,
how do you construct this in a way that feels true? That’s true, not just in the facts,
but in the whole experience of reading it? (to Stacy) Yes, you can talk now.

Schiff: Thank you (laughing). Well, I think that you want to draw on the novelistic
experience or at least the novelistic insight that we all have. The problem is that
you're doing it with your hands tied behind your back because, of course, you have
only - I think, anyway, your material with which to work. So, although you might
like to say what someone looks like, if you don’t know what he or she looks like,
youre pretty much stymied in describing their entrance into a room. So you're
essentially writing your way - at least I tend to find myself to be - you're writing
your way around the holes in the material, and youre going wherever the mate-
rial takes you, which is not necessarily where the narrative would take you, um,
if you had your druthers. I feel like everyone else is writing poetry. Were having
to write sestinas. There’s something - you're so much more cramped by the con-
straints of the material, and it’s your job to, you know, somehow arrange for a kind
of comb-over where nobody notices the holes in the, you know, in the material
and nobody sort of — oops! — nobody notices that Cleopatra didn’t have a child-
hood because, Lord knows, we don’t know what it consisted of.

Atlas: Yeah, Ron, tell us.

Chernow: I think that when you’re writing a biography that there are basically
two things that are going on every day. One is building, and one is architecture.
The readers like to, you know, talk and respond to the architecture, but basically
what you're doing is brick upon brick. You're laying out a chronology. That’s the first
thing that you have to do, is to master an enormous number of facts and, you know,
present them. We say, when all else fails you can fall back on a chronology, which
is what we do, but I think that what really makes it come alive is that you take
that, that chronology, and then you build a structure, a kind of scaffolding of, you
know, themes and observations around it, and that’s where biography is a highly
subjective thing. I mean, you know, this panel is called, you know, Is Biography
True? Um, in fact biography is a very human, it’s a very subjective enterprise. Um,
there is no truth that we're going for. We're kind of really presenting our truth and,
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um, our observations about the characters, so it becomes a sort of approximation
of the truth, it’s a never-ending process. One of my favorite quotes about history
is the Dutch historian Pieter Geyl said that history is an argument without end.
Well, biography is an argument without end. And, you know, one thing that I've
learned over the years is never, for my biographies or anyone’s biographies, never
use the word “definitive,” which is a very, very dangerous word. I'm content if my
publisher wants to call it authoritative; that’s very flattering. Authoritative means
that you've kind of mastered the available facts, you've scoured all the archives
and the research, but, um, the word “definitive” always implies that you have
settled the question of this person’s life once and for all. Whereas in fact I feel that
biography is a very, it’s a collective enterprise. It’s a communal enterprise. You're
adding to a long kind of, you know;, history of people writing about this subject,
and, um, even if you feel that you've had the last word about the subject, sure
as shooting you’ll wake up one morning and there in the New York Times - you
feel that you have done this person forever — there is a fresh biography, um, that
purports to have new things to say and is kind of disputing what you had to say
about this, so it’s a collective enterprise and it’s an open-ended one.

Matteson: One of the things I love about it most is that you can’t have the last
word, and in fact, uh, it’s a big mistake, uh, if you are writing a biography, uh, to,
to think that you're going to put all of the conversations to rest. It’s a much better
ambition to start a conversation, and to get people asking new questions. That’s
the genre and how the enterprise really stay alive. I was going to argue a little bit
with something that James said about fiction not being true and nonfiction be-
ing true. Because I think there’s an odd sense in which fiction is truer, and here’s
where I'm going with that. We can all agree that, in The Great Gatsby, Myrtle
Wilson gets killed by a car being driven by Daisy Buchanan. There’s no way
of impeaching that because there is one text that is authoritative that says that
that happened. Okay. Whereas when you're trying to recapture the past and when
you're trying to write something that is allegedly non-fiction, you want, as you
say to come to the closest approximation as possible of what actually did happen,
but what actually did happen is ninety-nine percent inaccessible, right, because,
um, you know, the documents that youre working with are already a massive
edit of the three-dimensional experience as it was lived, and, ah, as much as we
would love to return to the past, there’s a sense in which a moment stops being
true at the moment that it stops being a moment. And after that it’s just recol-
lection and what’s written down or what is reported, and it’s inherently unstable
and unreliable. So, what do you do with that? You read as many sources as you
possibly can and you retrace the steps of previous biographers. You visit the places
if you can, and yet still at that point you can’t be sure that even what you be-
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hold with your own two eyes is a true representation of what things were like
at the time that you're writing about. I'll just give a quick case in point, and we can
get to the next question, but when I was writing my first book, Eden’s Outcasts,
I went to Concord, Massachusetts, where the Alcotts lived, in order to get a sense
of the physical ground, and you can do that fairly well in Concord because it’s
still very pastoral and a lot of the old buildings are still there. But I was looking
at, you know, what kinds of trees are there, what kinds of birds? Ah! There are
cardinals in the tree. How wonderful. I'll use that as a detail in the book. I'll write
about the cardinals flitting through the trees in Concord. The book comes out.
It’s in hardcover. I get an e-mail from an irate ornithologist (laughter). And that
irate ornithologist says, “Cardinals did not come to Concord until the twentieth
century. You, sir, are a fraud!” And, yeah, so I didn’t account for climate change
and the fact that the ranges of birds differed depending on what century youre
talking about. What can you do in that situation? The only thing I could do was
to write back to him and thank him profusely, and fix it in the paperback. And it’s
fixed in the paperback. But invariably you can be absolutely sure of a detail, and then
discover that, that, your sureness was, was founded on, on sand.

Schiff: The problem is it’s never the detail that you thought it was, that you're
wrong about.

Matteson: Right.

Atlas: That’s a terrifying story, John (laughter). Completely has a chilling effect.
But, uh, but anyway, say you do get what we call the facts, which I could dispute
the whole idea of, but if you've got the facts right, then where are you in this very
subtle and fraught issue of the mind of your subject? What can you say about
that? You can't just talk about the birds. They want to know about the people.
And where are you with that?

Schiff: Sometimes you're lost. I mean, why does anybody - ideally, you hope
for the diaries or the letters. Um, I had a similar case where I had promised the pub-
lisher I would write my book on the Nabokovs based on their correspondence, only
to discover that we only have one side of the correspondence. And then I made
multiple trips to Switzerland to try to find the other side of the correspondence
every time papers turned up, and of course they never turned up. My greatest
nightmare is that today, they will now turn up. Um, but, even in a diary or an au-
tobiography, you're not necessarily dealing with, um, your truth, especially if it’s
a published autobiography. And I guess I would probably cite Benjamin Franklin
as my favorite example of that. I mean, we have from Franklin’s autobiography
his sort of Dickensian entry into Philadelphia as a seventeen-year-old run-
away, and he, you know, writes this sort of archetypal scene in which he arrives
in Philadelphia to make his fortune with his two pufty rolls that he buys under
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his arms, and his future wife just happens to be on the scene watching him go by,
you know, they aren’t yet going to meet for several years, but if you actually look
in the Franklin archives you notice that Franklin arrived in Philadelphia at night,
which was an unlikely time to be buying fresh-baked goods and walking around
Philadelphia with them under your arm. There are a lot of things about Franklin’s
autobiography that are rather suspect like the fact that it is an ode to diligence
and industry but it’s unfinished (laughter). I mean, you know, there are all kinds
of things that, you know, you might want to think twice about. This is a book
that is written with a tongue wedged firmly I the cheek. So you know here you
have this brilliant, you, know, really seminal autobiography, and you can’t really
take it at its word, either. I don’t think I answered your question. I think I just
made it worse (laughter).

Chernow: I've often thought that biographical subjects, they fall into one
of two camps. There are those people who seem to live in order to please and de-
light their future biographers. They save all of their correspondence. They’re
constantly keeping journals, they’re very verbal, theyre recording everything,
and then there are those people who live to baftle and frustrate and madden their
biographers, and I invariably seem to write about people in the second group,
even though the people I've written about, these are sort very well documented
lives. Well, the people I've written about have struck me as very, very closed per-
sonalities, even Alexander Hamilton, who I think was arguably the most, you
know, verbal personality who ever, ever lived. In fact, you know, Hamilton was
dead by the age of forty-nine. He left behind thirty-two thick volumes of papers.
In fact, you know, the editor at Columbia University Press Harold — used to joke
that he wanted to dedicate the volumes to Aaron Burr, without whose cooperation
the project would never have been completed (laughter). And yet it's amazing. Here
was this person at the drop of a hat he could write, you know, a perfectlyworded
ten thousand memo literally overnight on any conceivable subject. He was a very,
very secretive character. Here was someone who spent the entire first third of his
life in the Caribbean, and I could find only one sentence in the 32 volumes that
referred to the first third of his, ah, life. So, he’s just kind of chattering away about
almost any abstract, you know, topic he could tell you about. So the people that
I've written about have been very, very closed, and, um, you know, there’ve been
moments when I've felt sorry for myself. Why did I pick these people, you know,
who were sort of born to frustrate me, but actually I find that it’s made it much,
much more interesting, I guess — that it’s the thrill of the hunt, that if someone
is kind of opening himself or herself up to you, it’s sort of less interesting than
someone who, at every turn, and, you know, every time you spy them, they’re
turning the corner out of sight.
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Matteson: There’s a lot of inspired guesswork that goes on, um, particularly
with trying to probe the inner processes of a mind, because, ah, I would hazard that,
you know, none of us ever creates a transcript of what we’re thinking from mo-
ment to moment, so there is this kind of inner person who’s forever inaccessible.
Um, I've been recently reading some of the work of Oliver Wendell Holmes,
Senior, the poet and author of Autocrat of the Breakfast-Table, and he says when
you're having a conversation with someone, you're actually having a conversation
with three people at once. You're having a conversation with the person who is ac-
tually who they are, but only, basically Holmes says only God knows who that is.
Ah, and he says it in a very literal way. And then there’s the person that the person
you'e talking to thinks that, that they are, and that’s number two; and then third
is the person you think you're talking to, and they’re all different, okay, and so
even the most simple conversation becomes very crowded very quickly, because
there are three of you, there are three of them and the nine possible permutations
of connection and it just gets a little bit ridiculous (laughter). You now, I've been
fortunate in the two books that I've written thus far, in that both Bronson Alcott
and Margaret Fuller were obsessive chroniclers of their thoughts, to, um, almost
to the utmost degree that’s humanly possible. Bronson Alcott, you know people say
Bronson Alcott never did anything; it’s because he was writing everything down.
Um, and in fact, you know, he says in his journals, I find that I cannot both write
my life and live my life. And, uh, it’s fortunate for people who have an interest
in the Alcotts that there’s so much about, that he did record. You know, he kept
scrapbooks of everything that happened, and so the records are, are extraordi-
narily rich, and then Margaret Fuller also has this very rich interior life that she
puts principally into her letters; her journals are more fragmentary. Um, but, um,
at the end of the day, I think that what we try to do is to represent our subjects
both in the ways in which they are exceptional, in the ways in which they differ
from the rest of us, but also in the ways in which were similar. You know, how
can [ relate to this person who happened to be the first secretary of the treasury
or the empress of, of Egypt. And, um, but at the same time, to, um, to understand
the exceptionalness. Um, and, you do the best you can.

Chernow: You know I think that people are constantly, um, hiding and obfus-
cating, even in their writings, even if the writings pretend to be very confessional.
But truth will out and I feel very strongly that people will reveal themselves. They
can’t help but reveal themselves, and I always this, uh, story. When I decided
to do the biography of John D. Rockefeller, uh, for the first time I had unrestricted
access to Rockefeller’s papers, and I was constantly running up to Pocantico
and a place called the Rockefeller Archive Center, and I would spend three days,
um, a week up there. And there were tens of thousands of letters that Rockefeller
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wrote as the head of Standard Oil, and a typical Rockefeller letter when he was
running Standard Oil: “Dear Sir: I read yours of the 26th. Would recommend
that you proceed with all due caution. Signed, John D. Rockefeller” (laughter).
There were never any, you know, proper nouns. He was always, um, describing
things, um, in this very kind of glancing and indirect, uh, way, and I realized that
he was writing every single, uh, letter as if it might someday fall into the hands
of an investigating committee or prosecuting attorneys. So, anyway, I remember
one night I was, after another very frustrating day at the archives, because here
I felt T had unrestricted access to his papers, and I was expecting that I would find
one explosive, you know, revelation after another, and I was just coming up dry.
He was baftling me, you know, day after day, letter after letter. And I was describing
this situation to my wife, and I was saying, you know, this was a terrible mistake
to do this book. This man is completely closed and impenetrable, and I started
describing the way that he wrote. He was directing what was the largest business
empire in the world through all of these two- and three- little, um, uh, sentence
letters. I was getting angrier and angrier and I looked across the table at my wife,
who was smiling. And I said, “What are you smiling at? I've just made this cata-
strophic mistake doing this book.” And she said to me, “What youre describing
is absolutely fascinating.” She said, “You're kind of trying to look around him,
she said, the story is right in front of your eyes. This story is of a man who was
so smart and so secretive that he could run this worldwide empire through all
of these kind of, you know, winks and hints and cues. She said that you're looking
for a more kind of conventional tycoon. I had written about J. P. Morgan, you
know, someone who would roar and bluster, and Rockefeller was not like that
at all. But she said to me: “You've found a true original, but you're kind of not see-
ing the originalities right in front of your face.” And that was actually a very, very
interesting letter because in fact Rockefeller was telling me more about himself
through all of these cryptic little notes that he was, uh, writing. Then, of course,
what happened, the way that the archives were structured is that the incoming
letters were in one place, and then his outgoing letters were in another. As I be-
gan to match up the incoming letters with his outgoing letters, there might be,
for instance, a ten-page letter saying, we bribed the entire Maryland legislator,
legislature (laughter) to get through this pipeline, and then Rockefeller would
write, “Received yours of the 26th. Proceed with all due caution. Signed John D.
Rockefeller” — gave a whole different spin to it.

Atlas: So let’s say as responsible biographers who have spent many years
in the craft that you assemble all this information, and you've gotten it right ex-
cept for the cardinals (laughter), but what about the unconscious of your subject?
Can you say “he felt”? Can you say that you definitively know some aspect of this
character’s emotions that you can’t possibly know?
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Matteson: Okay, Stacy’s been very brave taking the first stab at all of these
questions that are coming rapid-fire. Okay! So, I'll do the best I can. You know,
I think that something every aspiring biographer asks I, how much can I rely on say-
ing “must have”? Or “might have”? Or - exactly - how much can you speculate?
And I - there’s almost always some kind of way around it, uh, and sometimes
it involves sort of lawyering your way around the language a little bit. For instance,
when Bronson and Louisa May Alcott are saying farewell to the youngest Alcott,
um, sister, May Alcott — she’s on her way to Europe in hopes of becoming a famous
artist — and, uh, the entries in the journals gave me the date, they gave me name
of the ship, they gave me the color of the hat that May was wearing, and they
didn’t say a word about what either Bronson or Louisa were thinking. And it’s this
dramatic moment because it’s the last time they’re ever going to see her though
they don’t know that yet, and I wanted really to do something with it and bring
it alive and there was nothing in the record that, that really would support it.
And so what I ended up writing was, I said something like, (affecting British accent)
actually, I just happen to have it here. So I can get the actual, uh, the actual words
for you. (Holds up a copy of Eden’s Outcasts) Available still in better bookstores,
but anyway - (laughter) um, okay, um, yes ah, la-la-la. “Bronson and Louisa
escorted her as far as the dock. Prey to all the throat-constricting feelings that
come with parting, they stood and watched as their blue-clad dear girl waved
her handkerchief and the ship receded toward the horizon.” Now, I don’t know
that they were feeling throat-constricting emotions. But they were certainly prey
to them, and therefore I felt justified in putting that in, okay, so...

Atlas: Oh ...

Matteson: So Jim cries foul! Jim cries foul! And yet, counselor, how can you
impeach what I've said? Anybody saying farewell to their child would be prey
to those emotions whether they felt them or not.

Atlas: (inaudible)
Matteson: Oh! (laughing)

Atlas: Um, Dwight MacDonald, the fabled critic, uh, of another era, edited
my first book for me, I was very lucky to have him, ah, and whenever I tried to,
uh, I guess, an unfair word would be to say, obfuscate some fact, or, uh, insist
that someone was having a throat-clearing moment he would write in the margin,

“Weasel!” I love that (laughter). That’s rung in my ears ever since.

Matteson: Okay. I used to be a lawyer, so I claim professional privilege. Um,
but also on the subject of the mind and the unconscious mind, I've, I had an ad-
vantage with Louisa May Alcott because I was writing about a writer of fiction,
and fiction can be extremely revelatory, not necessarily of the facts of a person’s life,

49



but certainly of their mindset. You know, certainly, you know, Stacy, you've written
about Vladimir Nabokov. It doesn’t - there’s nothing to suggest that Nabokov was
Humbert in disguise or anything like that, and yet by reading what Nabokov wrote,
you do get a sense of his playfulness, of his uh, delight in, in a sort of obfuscation
that reveals and conceals at the same moment. And what I found with Louisa May
Alcott was that she revealed herself sometimes in ways that she wasn’t necessarily
completely aware of. Um, the book that she said was, um, was closest to her heart
and most representative, sort of, of her is a lesser-known book called Moods, in which
the, uh, the heroine is essentially, um, bipolar, and, um, you know, lies in the dark
with the curtains drawn for weeks at a time and then all of a sudden has bursts
of energy and does all these death-defying things. And then I found out that
Louisa had a sort of practice in her writing, where she would just work like crazy
for seven weeks and not eat and not sleep and, you know, just, and still have excess
energy to burn off running, and then she would collapse and be able to do nothing
for months, and so, a-ha! But I never did say in the book that she was definitely
bipolar, but I tried out all the evidence from both, um, the factual sources and from
the clues in her fiction and I think was able to make a fairly reasonable case that this
was someone who was at least on the bipolar spectrum, whether it was full blown
or not. Ah, and so, um, it’s a joy and a delight to work on someone who has written
fiction, because it does this understanding of state of mind that, that sometimes
even the journals and the letters may not.

Atlas: So, um, I've had proven to my satisfaction that biography is not true
and, Philip, did you want to ask some questions? Is it early? Okay, then, sit tight
and I'll ask some - all right, okay, I have many more things to ask.

Schiff: I just had two, and I think Ron had something, I just had two sort
of contradictory things to say, uh, to what you said. The first is that one of the rare
advantages you have as a biographer, although you do not have your subject’s
psychiatric sessions normally is that you have perspective on his or her life that
he does not have on his life, so that, for example, when he writes the same love
letter to a different woman thirteen years later, even though he is the greatest
prose stylist of the twentieth century, you begin to know something about him
that probably he didn’t realize about himself. So there is, there’s a certain added
understanding I think that you bring to the table because you can see him repeat-
ing himself or repeating his fictions or his non-fictions over and over again. And,
on the other hand, I would say, and I'm suddenly thinking of the Nabokovs again,
which I haven’t in a while. There’s a hilarious moment in Andrew Field’s 1977
biography where he has the Nabokovs returning to Ithaca, New York, um, after
Lolita has become this worldwide sensation, they get oft a train, Erie-Lackawanna
in Ithaca, which is the middle of nowhere, and with their 29 suitcases, Nabokov
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puts his hand up in the air and yells, “Porter!” And, of course, you know, there

isn’ta porter for hundreds of miles around. And, you know, if you pull the camera

back a minute, you see that the story comes from Morris Bishop, who was one

of Nabokov’s Cornell colleagues who was on the train platform when the Nabokovs

arrived, and when the Nabokovs heard this story they said, hilarious, hilarious,
we did that for Morris’s benefit. So, you know, were they acting, or was — who's

telling the truth here? And there is, I think, a Heisenberg uncertainty principle

with biography in terms of who is your source? And does the biographer’s pres-
ence in the frame change the frame somewhat, too? So, you know, there’s that

piece of it that one always bears in mind, along with the context.

Atlas: How do you know if your subject is lying?
Schiff: You always assume they are, I think (laughter).

Chernow: In fact, I was about to say something that actually leads into your
next question. Um, as I was saying before, all the people that I've written about,
if they were alive today, would be complete strangers to the analytic couch, you
know, they would run in the other direction from any, um, therapist. I'm now
doing Ulysses S. Grant, who falls into that, um, category completely. And when
I first started working on the book — um, uh, Grant, of course, wrote a famous
memoir — and I ran into a wise-guy friend who kind of stopped me dead in my
tracks. He said, “Ron, how can you write a great biography about somebody
who wrote a great autobiography. And I have to admit I was, I was taken aback.
Of course, Grant’s memoir is not an autobiography. He omits several small
things like his two-term presidency (laughter), so it doesn’t really purport to be
a complete life. It’s mostly a military memoir, uh, really mostly military memoir
of the Civil War and, to a certain extent, the Mexican War, and with his, you
know, childhood and other pre-Civil War events sketched in very lightly. But for
days I walked around thinking about that comment, how do you write a great
biography about someone who’s written a great, uh, memoir? And then what
happened, so I then opened up the book one day and I just started checking off,
um, in the margin the silences and the evasions, and I realized that, in a strange
kind of way, my book was going to be a mirror image of Grant’s memoirs, because
every place that he went, er, went silent or went missing was exactly where I was
going to, uh, zero in, so for instance, uh, you probably all know the story. You
know, in St. Louis in the eighteen-fifties went through this terrible period of, uh,
of failure to the point where he was selling firewood on the street corners of, uh,
St. Louis. Well, in one sentence, he jumps over, I forget if it was three or four years
of failure in one sentence, uh, and so basically what we’re doing is that we’re kind
of homing in on exactly the places where the person doesn’t want us to direct their
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[sic] attention and then, conversely, there’s places where they’re dying to have us
concentrate, we glance away.

Schiff: I was just going to say that would be like Ben Franklin’s illegitimate son
who doesn’t appear in his autobiography but to whom it is addressed.

Atlas: But, um, if you, if you agree that all, that many of these sources are, are
flawed and uncertain, how do you reconstruct — how do you construct a narra-
tive that takes account of that while at the same time being authoritative in your
own right? I mean, we spend so much time on these projects that we really end
up feeling that we know, and we do know a great deal, but there’s always this, uh,
sense, uh, Henry James never saying, you know, the last word about any human
heart. There’s always this sense that you have to build in the, uh, incompletion
somehow, that, as you said, “definitive” is an illusion but also even the sense
of really trying to claim authority is difficult.

Chernow: No, you know, I really think that the way we get to know people
in biography is the same way that we get to know people in life. That is, you
know, what I try to do — what I think most biographers try to do is to give you
an enormous number of impressions, you know, to give you dozens, you know,
maybe hundreds of anecdotes, hundreds of people commenting. And, at first,
it seems like a cacophony of voices because these people are often saying very
contradictory things. And yet we as the reader, if the biography is well done,
we will come up with a very kind of sharp and vivid portrait of this person. It’s
kind of counterintuitive because we’re getting so many contradictory impres-
sions of this character but the same way that in life, you know, we’re seeing
someone day after day, every day, um, we see them. They may be in a different
mood. We see a different, uh, side of them. We’re hearing many different people
give us many different perspectives on the same character, and yet when we’re
asked what someone is like, we will have a very strong sense, we have somehow
managed to filter out, from all of these various impressions a coherent sense
of this personality, and I think that biography works in a similar kind of way
by osmosis. Yes, we're giving the narrative, yes, we're kind of, you know, provid-
ing a running commentary as we're giving the narrative. But basically the reader
is kind of extracting from this abundance of often contradictory information,
a portrait, that if it’s well done I think will end up being coherent. And, you know,
one of the things I always say to people is to sort of go out of your way to present
contradictory information. Far from confusing the reader, that will actually clarify
things for the reader because that’s the way that real life is. We think we know
about someone and then we learn something that completely contradicts what
we understood, and we make that adjustment to our sense of them, but ,indeed,
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we have a strong sense of their personality. People are just very, very complicated,
and I think that, uh, biography should reflect that.

Atlas: That’s nice. That’s nice.

Matteson: And, you know, another thing that we’re always doing is we're nar-
rating change. I think that ties into what you were saying — that we’re not talking
about a static person at a particular moment. Were not providing just one snap-
shot. We need to give you a film. Ah, and, and using contradictory perspectives
is certainly one way of doing that. Uh, you know, my second book was called
The Lives of Margaret Fuller, you know, with very conscious in, um, utmost
in my consciousness, that fact that the person I was describing was a person
of extraordinary complexity and someone who was incredibly protean and had
to, in part, because she was a woman in the nineteenth century with limited op-
portunities, because of her sex had to reinvent herself steadily every couple of years.
And one of the challenges of writing about her in fact was that the, um, the Ur-
biography of Margaret Fuller was written by three of her friends including Ralph
Waldo Emerson, uh, and none of these people had actually known her during
the last six years of her life, because she had traveled to Rome and, uh, and she
in Rome becomes a completely different person. She drops Transcendentalism, she
drops so many of her influences and really tries to reconstruct herself in an even
more radical way. And that transformation was utterly invisible to the people
who thought that they knew her best and knew her well enough to write her first
biography. Uh, so, it’s, it’s absolutely true that you can never run out of, or you can
never say to yourself, “I've got enough perspectives now.” Anything that you're
able to add, you know, that adds just an iota or scintilla of information is going
to add once again a sort of life and useful instability to, to the subject.

Schiff: I just want to say that, there I would say that context is so incredibly
helpful as well, because, for me taking Ben Franklin from America to France was
turning Ben Franklin to another side. I mean I think we all think of him as a man
who always had something to say and was tremendously verbose and incredibly
quotable. Who knew he was actually quite taciturn? And that didn’t show up
for me until I sort of switched - put him in a different world where suddenly what
was referred to as his kind of, you know, kind of stubborn unwillingness to take
a stand in America became in France his sublime taciturnity, because in France
nobody listened to anybody, so the idea that somebody actually listened was
shocking. And he’s constantly described in Paris as someone who would listen
to you if you came to talk with him. That was partly because his French was bad
(laughter). But, but again, it’s taking the figure out of the context to some extent
to see better, either what he didn’t want you to see, or what we don’t normally see.
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Atlas: So, um, Philip, I've failed to break these people despite my intensive
questioning (laughter). They're still saying, they’re stonewalling and saying it’s
true. So why don’t you ask a question?

Kunhardt: 'm going to ask one question, and then Anne is going to ask
one question, and then we’re — then you’ll ask the audience for some questions.
How about that? All right, so my question I'd like to throw in the mix is - I said
earlier that 'm interested - I love biography and I read biography, I depend on it
for my work. But behind biography is the life itself. Isn’t it true that a biographer,
of all persons, must have a sense of humility before the life, so that youre aware
of imposing your narrative scope upon a life that didn’t really reflect that in itself?
That’s actually not my question (laughter). My question is that you spend years,
uh, on some of these books that you write. And, uh, that’s going to have an effect
upon a person, as a human being. Do you ever have the feeling of actually com-
muning with a life, uh, developing almost a kind of human connection, almost
as if you knew them in some way, and do you trust feelings of subjectivity of that
kind, or do you see them as the enemy and you're always striving for objectivity?

Matteson: Um, okay, I feel as if I know the Alcotts better than I know my own
family because I don’t read my own family’s diaries, you know. The Alcotts, inter-
estingly enough, did read each other’s diaries, it was kind of required in the family
that you passed them around and, interestingly enough, the only one who didn’t
go along with that was Lizzie Alcott who became Beth March in Little Women
and she was the quietest one to begin with, but she absolutely, she put up a wall
and said, no, my diary is mine, and they actually did respect that. But, um, and so
the question was about humility, but also this question of communing. Um,
actually I think that, um, that writing about the people I've written about has
helped me commune with living people better. Ah, it’s given me, ah, you know,
sort of through the scholarly understanding of human motivation and strength
and frailty, I like to think that I've developed a deeper appreciation for those quali-
ties in the people I actually know. And I think that — I thank heavens that I got
to become a biographer because I think it's made me, you know, perhaps a slightly
more emotionally porous person and better able to absorb the, um, the feelings
and ideas and hopes and thoughts of the people around me.

Chernow: I think that a biographer has to be careful to avoid a certain kind
of vanity because you're writing about this figure, you know, and that you’re
spending more time, as John was saying, with this figure than any friend or family
member. You have to avoid the temptation of imagining that you're kind of hobnob-
bing with these people (laughter) like you're suddenly on their level, because you're
not. They wouldn’t be worth writing about if you were on their level. The whole
point is, um, that they’re, you know, so much greater and more interesting than
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you could ever be. I find that with all the books I've had a special meaning. I mean,
one that, uh, - this was my most recent, is on my mind. When I was writing

George Washington, my wife of 27 years died and in that state of mourning, um,
I found that there was something about Washington’s strength and perseverance

that was an inspiration to me. Yeah, so I think that each of the books has a mean-
ing. But I think also, just one other thing, because I know Philip has done such

an extraordinary job with his Center for Transformative Lives, and I think that,
you know, the basic idea of the Center is these inspirational lives, um, and they are.
But I think that we read biography for two reasons, or we should read biography

for two reasons. One is inspirational stories. The other is cautionary tales. Um,
they’re not always people to emulate. Um, they all have flaws, you know; there

are kinds of warning signs in all of these stories that I think that we should take

heed. Because I find, sometimes I find, readers in terms of reacting to something

that I've written, they’ll actually seem disappointed by my discussion of flaws, uh,
in the person, and they’ll actually evaluate the book by, you know, how wonder-
ful or flawless this character is or isn’t and I think that that’s wrong, and I think
that the, uh, you know, the purpose of biography in terms of the cautionary tale

is arguably as important as that of the inspirational story.

Schiff: And I think the cautionary tale sometimes makes for the better book,
too. Because, it’s like the airplane crash has made for better flying in my first book.
I think there is something of the extended séance about it, though, no matter what
we all want to admit or not. I mean, I think you do things for your subject that you
might not even do for your children. Um, and you go to the places that they went
and you read the books they read, and you drink their favorite drinks and you try
to learn their favorite sports and you may want to learn their languages. I mean,
I do think there is a certain amount of crawling into the skin, which I kind of love,
the burrowing so far as it’s possible. It isn’t quite so possible with a Hellenistic
queen, to burrow into the skin of the subject. But I think you can only take it so
far, and at the risk of revealing something I shouldn’t reveal, I remember with my
first book once, I had a dream where Saint-Exupery came to me and said, “I won’t
reveal myself to you unless you spend more time with your children!” (laughter).

Atlas: Anne?

Anne Heller: Uh, I have a related question, and that is this. There are figures
who command multiple biographies, sometimes dozens of them. And then
there are figures that, once a biography has been written, that’s pretty much it,
that’s enough. There might be, you know, sidelights or low lights to be revealed,
but what is it that makes for a character - a figure who biographers have to come
back to, and why do they come back to those characters? Is it because the current
moment demands some new revelation about that character? Is it because the fig-
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ure somehow speaks to the biographer or to the time? What makes for a great
biographical figure?

Matteson: Well, I think, unfortunately, one of the things that determines
the number of biographies written about an individual is just how many people
in the street recognize the name. And, uh, you know, just commercially it’s
more sensible to try to say something about Abraham Lincoln than it is to say
about José Marti. And, you know, José Marti could use a really, really good bi-
ography, I'm told. But - and I seem to recall that somebody is working on one.
But, um, I think it’s important to try to resist the pressures of the marketplace,
and I would be terribly surprised if anybody up here or anybody in this room
wrote about someone just because they’re popular and they can stand to have
dozens of biographies on them. I hope that one chooses one’s topic, one’s subject
out of something very deeply internal and a desire to understand the experiences
and struggles of a particular individual because that person somehow just matters
to you. And if you get a good contract for that book fantastic, if it sells fabulously,
wonderful, if you get a couple prizes, great, but I'll tell you something very in-
teresting, and that goes back to when I had just finished writing Eden’s Outcasts,
it had actually come out and was starting to get some reviews, and Publishers
Weekly came out with a review that was really kind of skunky. And I was angry,
practically, if we had had a cat, I - no, I would never abuse an animal, but would
be kicking it around the apartment just in disgust, and my daughter who was
then thirteen sat me down and she said, “Dad, you did not write your book so that
Publishers Weekly would like it. You wrote it because you had something to say
that no one else was ever going to say if you didn’t say it.” And it’s the best advice
I've ever had as a writer, and I treasure it to this day.

Chernow: Now, we haven’t talked just about the choice of subject which is far
and away the most important choice that a biographer makes. I always say when-
ever I speak to writing students, I say it’s a little bit like marriage. Choose the right
person and nothing can go wrong; you choose the wrong person and nothing can
go right. You know, so much flows out of that, uh, one decision. I mean, I think
that, you know, you decide to write a biography of someone either because you,
um, feel that you can create a fresh portrait or because you have fresh, uh, sources
of information about the person. But another dimension that I've always looked
for in biography is I want this person to represent some big movement or trend
or phenomenon in American life, since I've written mostly American history.
And I've been lucky in terms of having people who did represent something. Um,
I never wanted to just write a colorful yarn about someone. I find that very often,
you know, after doing a, a speech or a signing, someone will come up and say,
Mr. Chernow, I have your next book, and they will tell me a story that is the most
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astounding story I have ever heard in my life about anyone, and they can see 'm
just kind of sitting there dazzled by this tale, and so they said, is that going to be
your next book, and I say no (laughter). And they say, why not, you're saying this
is the most unbelievable story you've ever heard. And I said, well, 'm not clear
what the meaning of this story is, you know. It would be tremendously entertain-
ing to write and, I'm sure, tremendously entertaining to read, but it doesn’t have
that extra dimension. I think to answer your question, I think when you look
at these figures, where there have been many, many books written about them,
it was because those lives added up to something much more than an interesting
life — that it was a creation of something in the society that was going on that
they were a central part of.

Schiff: David Herbert Donald once said something to me as well when I said
something about there being no more Lincoln materials and he said, there are
never any new materials; there are only new questions. And I think there are
people we just come back to. I mean, I don’t know how many Washingtons have
been done since -

Chernow: Well, I mean, you know, uh -

Schiff: There are more Cleopatras.

Chernow: There were nine hundred biographies of Washington when I per-
petrated number nine-oh-one, but I'll tell you an interesting story just apropos
of, uh, Lincoln. I remember years back when I was doing the Rockefeller book,
I was working in the University of Chicago library, and on the ground floor was
a beautiful glass-enclosed room full of books. And I said to one of the librarians,
I'said, “What’s in that room?” And she said, “Oh, we bought a very famous collec-
tion of someone who collected books either exclusively about Lincoln, or in which
Lincoln figured prominently in the book.” So, I said, out of curiosity, “How many
books are in that room?” and she said, “Forty-five thousand” (laughter).

Atlas: So, um, Philip, now, do we have time for a question or two?

Kunhardt: We do. We should go to our reception at, uh, by 7:30, so -

Atlas: Okay.

Kunhardt: We have ten minutes, and I'll dismiss us after that.

Atlas: Oh, good, okay.

Matteson: Jim, is it appropriate if panel members get to ask questions of other
panel members? I know that’s a terrible usurpation, but ...

Atlas: Oh, no, that’s okay. I have other things to do, um, that’s great. Why should
I do all the work? Okay, so we don’t have one of those people who run around
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with the microphone and put it in your face. So you have to — Oh, we don’t have,
so project, and I will repeat the question. Yes, I know what to do. Yes?

[A question was asked regarding biographies with myths embedded in them
and the use of “official” documents]

Schiff: Your point well taken, and I know what it’s like to have to deal with myth.
I would say about official archives only this: there’s an enormous amount in the State
Department archive, there’s an enormous file on Saint-Exupéry, who spent
the war years in New York as a foreign national. Almost everything in that file
is wrong. Um, so, it’s written by a bunch of, you know, 22-year-olds who were
just out of Harvard and were working for the CIA and didn’t really understand
anything whatsoever about European politics or about the fall of France and pretty
much everything they wrote is completely off base. So you can read him, you
can read Saint-Exupéry as being part of any number of military - of political
organizations that he was not part of. Um, and I think that’s true of any number
of - I mean, when Franklin’s living in France, there are two sets of newspapers.
There’s the official French press, and there’s the unofficial French press. Everything
written for the official French press is propaganda. It’s wrong. So, again, it’s - what
I'm saying is, you take the documentation, you know, for what it’s worth as well
as the myths and obviously some things more so. We all have said we’ve tended
to doubt diaries to some extent. Personal correspondence is probably less so. I just
think a certain amount of skepticism is um, a good sort of marching tool.

Chernow: No, I mean I've written about these very, very well-documented lives,
and, um, with Hamilton there were thirty-two thick volumes; Grant, thirty-two
thick volumes. In the case of Washington, almost seventy of a projected ninety-
plus volumes. Just a couple of things, you know, about that: These are such great
scholarly feats, the creation of these, um, new editions of papers. Some of them
take up to forty or fifty years to do. Unfortunately what has happened is that I think
the creation of these elaborate new editions, which are so marvelous, they’re just
feasts of scholarship. In the case of Washington, it was about - I forget — it was
125-150,000 documents, so we know much more about George Washington than
Martha knew, I mean we have that much information. I think unfortunately what’s
happened is, in a curious way, they’ve acted as a deterrent, because people who
want to do, you know, an authoritative biography of these figures look at the shelf
and they say, oh, for starters I have to go through all, you know, seventy volumes
of Washington or thirty-two volumes of Grant, and frankly most people don’t
have the time or maybe the stamina or inclination to, um, uh, to do it. So it’s
been wonderful, but also I think something of a deterrent, just in terms, I think,
of swamping people. But you mention the myths, because this is something
that we’ve all had to deal with, and I think it’s very humbling if you're a biogra-
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pher, um, the persistence of myth. Because we feel that our job is to, almost like,
scrape away these barnacles, these myths that cling to the, to the subject’s lives,
but we all find that what happens is that we scrape away the myths and the myths
go on because they appeal to someone. I mean, I remember when I was going
around, you know, doing publicity about George Washington, I would start
out by saying to the audience that, for most of them, everything that they knew
about George Washington was a myth, you know. The cherry tree was a myth,
the fact that he wore a wig was a myth, the fact that he was six-foot-three was
a myth, and I could see in the audience this kind of growing panic in the audi-
ence (laughter) that, oh my God, you mean, I really don’t know anything about,
you know, the father of the country. And that is true: almost everything they
knew was myth, but, I mean, the three myths that I just mentioned, you know,
have been debunked by many biographers before I came along, but we all seem
rather powerless to touch them because they appeal to some psychological need
in people, so it’s very sobering.

Matteson: In Moby Dick, Melville’s narrator Ishmael makes a plea for time,
strength, cash, and patience. And I think to be the perfect biographer you’d
have to have infinite quantities of all four. You’d really almost have to be a god
to have all of the knowledge and all of the time and all of the resources to do
as thorough a job as you would love to do. And what then happens since you don’t
have infinite resources or infinite time and you have an editor breathing down
your neck wanting your next chapters is that there is, there’s a temptation to fall
back on other secondary material and to crib maybe a little bit off what previous
biographers have done so you don’t have to reinvent the wheel all the time. But,
invariably, the attempt to reinvent the wheel is preferable and more rewarding,
because it gets you to the actual documents. I have an article, actually this month
in New England Quarterly about a soldier whom Louisa May Alcott tended
to when she was a nurse in the Civil War, um, who she describes in her journal,
very often reprinted, as a thirty-year-old Virginia blacksmith. Um, by the utterest
happenstance I was able to find out that, after I wrote this in my biography, after
Madeleine Stern wrote it in her biography, every Alcott biographer has called this
guy a thirty-year-old Virginia blacksmith. He was 21 and he was from Pennsylvania
(laughter). And I have an article now in New England Quarterly correcting that
problem - that everyone’s just gotten in line and said the same thing. Uh, and,
and so it goes to show what? That constantly new information is going to bubble
to the surface, that every time you try to cut a corner you do so at your own risk,
although it’s almost impossible not to, simply because we live in a world of limited
time and resources. Um, as far as myth goes, um, I think it’s not a terrible thing
to, to print the myth but just make sure that you have made it clear that it is, right.
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There’s this wonderful story that Julian Hawthorne, Nathaniel Hawthorne’s son,
told about Louisa May Alcott and how she found out that Little Women was a hit.
And it’s this thing where she goes to the publisher and there are all these boxes

sitting around. She doesn’t even know what they are. She wants her manuscript

back, so she goes to him. She says, “I want my manuscript back.” “Youre Miss

Alcott? Why, all of these boxes contain “You've outsold Uncle Tom’s Cabin.”
He jumps over his desk and hugs her. None of it ever happened; it couldn’t possibly
have happened. And yet it’s such a great story that, you know, I put it in Julian

Hawthorne says this, it can’t possibly be true, but it’s so much fun. Here it is. So,
so, uh, yeah, we're also, to a degree, in the entertainment business, but not to

the extent that we would ever, you know, intentionally falsify or make anything

up or perpetuate a myth that we knew to be a myth, you know, we do have ethics

of some kind, um, throat-constricting emotions notwithstanding.

[The panelists were asked which of their subjects changed them most and how.]

Matteson: Okay, well, I think I've already answered that, and it’s the Alcotts,
and it’s because it just showed me a complete, different dimension of family and par-
enthood and understanding of, of the people dearest to me. Uh. And it was
a life-changing experience. I could not have written the book if I hadn’t had my
daughter, and I would not be the same person to my daughter, nor she to me
if I had not written the book. So that’s for me, it’s easy to answer.

Schiff: I think for me it’s probably Franklin, interestingly. First of all, it cured
me from ever wanting to research a book in France ever again (laughter). So that
was helpful and saved me a lot of money, but the interesting thing with Franklin,
and I think this goes to Anne’s question about why we go back to certain subjects
again and again. There’s almost nothing you can say about Franklin which you
can’t also contradict. And, I mean, this is a man who, you know, founds a fire
brigade, but also an insurance company. I mean, everything about him, there’s
a counter statement to. And, you know, again the verbosity but he’s incredibly
taciturn. And it taught me a lot about nuance in life and about - and nuance
in people and the many-sidedness of Franklin, which is I think utterly and always
going to interest us and pull us back to him, because it had been a huge lesson
for me as a biographer but also as a human being. Not that I wasn’t already slightly
nuanced.

Atlas: Don’t hand that to me.
Schiff: I'm sorry, Did you have something to say?
Atlas: No, I never have anything to say.

Chernow: I think for me, um, Hamilton, although Hamilton was also a humbling
experience because, um, I spent five years working on Hamilton, and I remember
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before I started the book, I thought I was smart, I thought I was a good writer,
I thought I was a fast writer and then suddenly, you know, I'm in the company
of genius every day for five years, and I began to feel, oh my god, compared to this
guy, I'm, you know, kind of a tongue-tied, dithering idiot, you know, Wonder
Boy is dashing off all these brilliant speeches and essays and books. Um, I think
that, kind of, when you're in the company of a great mind, it’s kind of like you're
breathing this, this oxygen. It’s very stimulating, it’s sort of very clarifying. You
feel that your own mind is, you know, temporarily working at a higher level.
I think that the effect wore off after a while, you know, (laughter) and I kind
of went back to being this more ordinary character but I can remember when
I was working on the book, I felt that I had this kind of heady sense that I was
up there in Hamilton’s world.

Atlas: So I think we have time for just one more.

[The panelists were asked whether they had read an autobiography that was
so truthful and comprehensive that it rendered biography superfluous.]

Matteson: Um, the one that maybe comes closest for me is Katherine Gra-
ham’s, but, um, it’s not necessarily even my favorite autobiography. My favorite
autobiography is The Education of Henry Adams, and - but he leaves gaps all
over the place. He leaves a twenty-year gap that — you know, the time he was
married. And so, yeah, I love Katherine Graham’s because it’s so honest and so
revelatory and so seemingly, at least, candid about, um, you know, the suicide of her
husband and her having to take over The Washington Post and so forth, but, um,
I - my credo is that there’s always something more to be done and more to be said.

Schiff: I guess I would say that the more artful the autobiography, the more
I assume it’s art, and therefore it invites biography. I'm thinking of Speak, Memory
or Cab at the Door. I mean the more beautifully done it is, the more elusive is its
author. I mean, there is a sort of strip tease to it, and that much isn’t stripped off.
But in answer to your question something than which you can then do no better
as a biographer, I would give you this. In Ethel Merman’s [auto]biography, there’s
a chapter entitled “My marriage to Ernest Borgnine.” And there are two blank
pages afterwards (laughter).

Atlas: Do you have one, Ron? Can you up the tone here a little bit? We have
Katherine Graham, but Ethel Merman? ...

Chernow: I never thought, Stacy — Thank you for mentioning Ethel Merman.
You know - Well, an autobiography I always loved, such that it never dawned
on me to want to read a biography of him was the Autobiography of John Stuart
Mill, which I guess that I read, you know, at a very impressionable age, at a time
when I was trying to feed my own mind with knowledge. And again, we were
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talking about cautionary tales, you know, there was definitely a warning sign
of what happens if you try to over-intellectualize your life.

Atlas: So, well, I would like to have the last word, because all I've done is listen
to these people, and I, and with the platform and everything, Philip and I did it all.
And then there’s — one of my favorite quotes is from Keats, um, the idea of nega-
tive capability that he describes in a letter to his brother: “When a man is capable
of being in uncertainties, mysteries, doubts, without any irritable reaching after
fact and reason.” So I know I've given this genre of ours a tough time and made you
all defend it, but obviously we’ve all devoted our lives to this biography, and we all
love it as a form, and we approach it with skepticism but also with trust, and you
are three wonderful exemplars of this. So, thank you for coming tonight.
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Reading, Cosmopolitanism,
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Abstract: Responding to the distrust in biography, widely accepted in literary stud-
ies, this article attempts to rethink the relationship between the reader and the author,
with a special emphasis put on the role of the biographer. Such a task might help us
read such texts authored by Herman Melville as Pierre; or The Ambiguities, which tend
to raise our amazement and anxiety with their autobiographical entanglement. More-
over, the analyses of reading habits of the Melville family are crucial if we endeavour
to understand Herman Melville’s progressing cosmopolitism and cultural empathy,
influenced by the black legend of his grandfather and his involvement in the genocide
of Native Americans.
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In writing my critical biography Herman Melville: A Half Known Life,  have been
taking the standard precaution never to mistake episodes in his fiction for actual
events. Early Melville biographers - Raymond Weaver included — made the classic
error of believing the “facts” taken from Melville’s largely autobiographical fictions
like Typee and blithely assuming, for instance, that Melville had spent four months
in residence on the island of Nuku Hiva, whereas, in “fact,” he had stayed only
a month. Charles Roberts Anderson memorably corrected this error in Melville
and the South Seas (1939), and literary scholars have been wary of using Melville’s
fiction as a source of biographical fact ever since. Experts on other writers have
generally followed suit, and literary biographies of recent decades have tended
sedulously to avoid imaginative works as resources for the life, settling for or rev-
eling in the quotidian aspects of a writer’s life. That said, readers (and especially
Melville’s it would seem) are nevertheless drawn to a critical precipice and tempted
to leap into biographical speculation. How, they ask, could a man write a book
like Melville’s 1852 Pierre, or the Ambiguities — concerning illegitimacy and in-
cest and in other respects so clearly based on the author’s family — and not have
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lurking somewhere in his life an illegitimate half-sister, the by-blow of his father’s
youthful indiscretion? Some fictions seem so realistically “like-a-life” — more
particularized than conventional “life-like” verisimilitude - that they require us
to consider, again, and more fully, the dynamic of fact and fiction.

What is that dynamic? Fiction - as an imaginative restructuring of experi-
ence - is necessarily a part of the writer’s creative life. That restructuring might
go something like this: The interior process of writing — the mental act of word-
ing - transforms the similarly internal facts of our consciousness, which are
of necessity based on a lived external reality, into facts of imagination that are
inscribed on an exterior page. This leap from the immaterial facts of an interior
reality into material textuality is the act of genesis that we call the creative process.
The mechanism of that leaping remains fundamentally unknown to us, in some
cases unknowable, at best speculative. Translating the dynamic of life and text
into a critical approach, with any degree of credibility, is so daunting that critics
tend to focus almost exclusively on text alone. When they do reach for context,
they typically resort to broad historical moments rather than the specificities
of biography. Indeed, the prevailing critical practice of our era tends to dismiss
biographical detail and denigrate the interpretive value of biographical criticism.
One might know the life of a writer well enough to see mirages of the writer’s life
in the writer’s texts, but so what? What is the interpretive value in linking text
to life? Are the meanings we derive from a text any more compelling or useful
simply because we can identify its biographical groundings? In fact, we worry
that biography will restrict meaning and impede interpretation. If, let’s say, Ahab
were revealed to be based on Melville’s father, and if that biographical equa-
tion were taken to establish the boundary and flavor of all subsequent critique,
then we might as well close up shop.

Still, biographical criticism seems ineluctable, if only because of the persistence
of what may be called “the biographical condition.” We are aware of the biographi-
cal condition when, in our reading, a text compels us to ask questions about its
genesis and the life out of which the text evolves. It is a reader response of won-
der and anxiety: wonder at this unexpected critical dimension that biography
seems to propose but anxiety over our inadequacy in ever knowing the life suf-
ficiently to say anything sensible about its relation to a text. How does one best
respond to the momentary insights that emerge in response to this biographical
condition? One option is simply to give up the attempt to link life and text criti-
cally and to consign the two to their separate spheres: interpretation of texts right
here; biographical data only over there. To the extent that fundamentally archi-
val biographies focus primarily or even exclusively on external facts of the life
and minimize the transformed facts found in fiction, they promote the option
of separation. Certainly for the purposes of any kind of literary biography, a bi-
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ographer must remain, as I stated at the outset, suspicious of the imaginative
transformations of life in fiction even when they seem so real as to be a reflection
(not just a mirage) of the life lived.

But I follow a less positivistic, less restrictive approach to the problems of the bio-
graphical condition. To begin with, we cannot forget that no matter how “standard”
a biography may come to be in the minds of readers and scholars, a biography
is itself a kind of fiction, an imaginative transformation of the biographer’s
research into the narration of a writer’s life. Just as biographers need to be suspi-
cious of facts found in fiction, readers must remain suspicious of biographers
as well. Or rather, putting suspicion aside, both biographer and reader need to be
critically engaged in what is at stake in our study of the biographical condition:
the dynamics of transformation. They need to share a mutual awareness of how
texts (both imaginative and critical) come to be: how a writer might transform life
facts into fiction; how a biographer extracts a life from source material, including
the fictions that the writer writes; and how readers, who bring the writing they
read into their own consciousness, learn new ways of also engaging the writer’s
consciousness. This inescapable dynamic is inherent in the reader’s imaginative
reconstructions that constitute the process of reading. The more that biographer
and reader share the same goals of critical discernment in addressing the trans-
formations implicit in the biographical condition, the more self-aware and useful
both biography and criticism will be in revealing the interpenetrations of writer,
writing, and culture. The burden of exposing the dynamics of transformations
in writing and reading falls upon the biographer.

Literary biographies grow in credibility when biographers allow themselves
to be seen wrestling with the critical problems of their craft. Among other goals,
biographers want their work to be critically useful, and they demonstrate this
utility by playing out the biographical condition and enacting on the page the bi-
ography’s interpretive range. In short, a biography is a self-aware interpretation
of the life, the text, and the link between the two. Ahab may not be Melville’s
father, Allan Melville, but Ahab is an angry, absent father in a paternalistic ship-
world, and we cannot prevent ourselves from asking life-questions about Her-
man’s anger and his experience of his father, tarnished by failure and made absent
through death. Regardless of a biographer’s commitment to archiving day-to-day
details, these details will fall into a narrative arc or several arcs. The biographer
has a story to tell: the loss of a father, let’s say; however, “the arc” exists not only
to engage a reader’s interest but also to expose the biographer’s interpretive frame,
for a narrative arc — the man-child in search of a father - is as much an argu-
ment as a transformation, and, like any argument, it is an implicit agreement
with the reader that, no matter what life facts and fiction facts will be selected
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for emphasis, evidence and logic will speak through the arc. Melville had a mother,
too, and siblings: Where are their arcs?

In addition, biographers must be “certain” of their interpretations and yet
always mindful of their uncertainties; they must not let their narrative bog
down in tiresome subjunctives, retractions, and modifications that underscore
the biographical speculations and too often kill a good story. And yet biography
is inherently speculative. Similar to postmodern fiction, a biography must chal-
lenge readers, help make them mindful of formal limits, beckon them to join
with the biographer in unraveling the life and text. Rather than refusing to link
life and text, a credible critical biography, at its best, helps readers struggle
with the very problems of writing a biography that the biographer experiences.
It models our anxiety over the biographical condition.

The profit in coming to terms with the biographical condition in the strategiz-
ing of a literary biography is that biographers, critics, and readers may experience
more fully and more critically the transformative nature of the creative process.
They come to understand how a writer and culture interact. In this regard,
Melville’s more autobiographical fictions both tantalize and challenge. Pierre,
an odd and brilliant book by any reckoning, threads its peculiar biographical
details so deftly within the warp and woof of its fiction that a biographer won-
ders whether a trap is being set. It feels as if the reader, teased by the promise
of a glimpse at Melville’s life, is being led to an ornately carved sarcophagus
that proves empty, as if that hollowness embodies the futility of discerning fact
and fiction, and of writing biography.

A case in point: Melville’s description of Pierre’s iconic grandfather and name-
sake General Pierre Glendinning is readily identified with Melville’s maternal
grandfather, General Peter Gansevoort. Both the fictional and actual figures are
tall, commanding, and yet sociable and good Christian heroes of the American
Revolution. What, then, are we to make of one carefully placed detail regarding
the fictive General?

[IIn a night-scuffle in the wilderness before the Revolutionary War, [the General] had
annihilated two Indian savages by making reciprocal bludgeons with their heads. And all
this was done by the mildest hearted, and most blue-eyed gentleman in the world.!

I have always marveled over this outrageous, slapstick image: consider the white
man’s imperialist efficiency in dispatching two “savages” in one reciprocating

1. Herman Melville, Pierre, or, The Ambiguities, ed. Harrison Hayford, Hershel Parker,
and G. Thomas Tanselle (Evanston and Chicago: Northwestern University Press and The New-
berry Library, 1971), 29-30.
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blow. An Ishmael might have reflected on the universal significance of the si-
multaneity of one death being the instrument of another, but Pierre’s narrator
brings the scope of reflection immediately to bear on family and on the hypocrisy
of “the gentleman,” or worse on the killer instinct lurking within the mild heart
of blue-eyed Christianity. Although this double homicide is a hyperbolic fiction,
it triggers in subsequent lines a fuller and subtler undercutting of Pierre’s grandfather.
Moreover, because of the text’s satiric innuendo, we are seized by the biographi-
cal condition of this text and have to wonder whether a life-fact lurks beneath
the farce. More specifically, we ask: Did Melville’s actual grandfather engage
in actual hand-to-hand military conflict? With Iroquois warriors? At night? Was
he a killer? Or was this head-bashing night-scuffle just a family legend? Or a stolen
moment from Cooper, or from some New York stage spectacle? No matter what
the actual answers may be, will our finding tell us anything critical about our
reading of Melville: his culture, his family, his text?

Getting to the bottom of these and other questions has led me to a more
textured understanding of Melville’s ancestry and Melville’s way of making
texts. True, Melville was born well after his grandfather’s death in 1812. Even so,
as Herman grew into adolescence in Albany, New York — home of his mother’s
Gansevoort family — he could not escape the legend of the illustrious general,
known to all as “The Hero of Fort Stanwix.” General Gansevoort was a fixture
in Melville’s consciousness because he was an icon for everyone around him.
The town worshipped his grandfather, celebrated his achievements in Fourth-of-
July orations, and even included him in commemorations of brighter luminaries
like Washington. Yet once the disaffected Albany adolescent had evolved into his
more cosmopolitan adulthood, he was still angry enough to use the head-bashing
grandfather in Pierre to register his resistance to family heroes. Whether the an-
ecdote is based on a life-fact or not, it represents Melville’s coming to terms
with certain family stains, a revelation concomitant with the growth of the boy’s
progressive political consciousness.

In Subversive Genealogy, a compelling but more thematic than biographical
treatment of Melville family and politics, Michael Paul Rogin sketches Mel-
ville’s iconoclastic use of his grandfather’s Indian fighting past, framing it with-
in the broader narrative of generational conflict in the early republic. Rogin
quotes the problematic “night-scuffle” passage only to assert that, in borrowing

“the Gansevoort history of Indian relations” for Pierre, Melville “exaggerated
its significance and its ferocity” (Rogin 167). Rogin is certainly right to imply
that General Gansevoort’s Indian exploits were less than ferocious, but this likely

2. Michael Paul Rogin, Subversive Genealogy: The Politics and Art of Herman Melville (New
York: Knopf, 1983), 167.
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fact, regarding the Gansevoort family condition only encourages us to ask why
Melville felt compelled to exaggerate and to wonder what is the meaning of his
wanting to exaggerate.

Of course, an anecdote’s significance depends upon one’s critical focus. For in-
stance, Rogin’s narrative arc is shaped by the rhetoric and symbolism of the biblical
family myth of Esau and Jacob, which also encompasses the professional writings
of two adult sibling rivals: Herman and his older brother Gansevoort Melville.
However, regarding the these two, my focus in A Half Known Life is on the broth-
ers in adolescence, as they were growing, before they had careers, and on a single
moment of transformation in Melville’s growing awareness as a young man as he
rubbed against his older, more ambitious, and politically driven brother.

The transformation, triggered by the dynamics of reading within the Melville
family, signals in both brothers the dawning of a cosmopolitan sensibility that
we can see interrogated in a bio-textual “arc” that begins with Pierre and culminates
with The Confidence-Man (1857).> In in Chapters 25-28 of the later work, Colonel
John Moredock, a serial killer of Indians, is a version of the head-bashing General
of Pierre, who is in turn rejected by “cosmopolitan” Frank Goodman, the novel’s
dubious moral center. For Melville, the cosmopolitan is a version of himself who
resists (although problematically) the hidden savagery that the Indian-hater
Moredock represents.* But rather than rehearsing the full narrative arc of the de-
velopment of Melville’s cosmopolitan consciousness, I want to trace Melville’s
growth into that cosmopolitan identity back to his reading during adolescence.

For Melville, reading was itself a cosmopolitan act. Generally, we think
of cosmopolitanism as a transnational phenomenon. At best, it embraces human
principles that transcend local prejudices and tribal taboo. At worst, its progres-
sive multiculturalism becomes invasive, treading heavily on regional identities
that embody memory, difference, and tradition. Melville’s lifelong skepticism
enabled him to recognize not only the cosmopolitan ideal of a liberal democracy
that respects all cultures but also the potentials within democracies that would

3. Herman Melville, The Confidence-Man: His Masquerade, ed. John Bryant (New York:
Random House, 2003).

4. Rogin reads Moredock as an Ahabian “lone figure of integrity” and in this regard follows
Hershel Parker’s argument that Moredock is the novel’s moral center because of his relentless
extirpation of Indians, taken as symbolic devils. See: Rogin, Subversive Genealogy, 245. In Melville
and Repose, John Bryant argues that readers are challenged to determine Goodman’s identity (in
the context of the parade of preceding con men and of the nation’s ambivalence toward the figure
of the cosmopolite) and that a comparison of Melville’s Moredock to its source in James Hall’s
Sketches of History, Life, and Manners, in the West (1835) heightens the text’s sarcasms against
Moredock, urging readers to look elsewhere for the novel’s moral center. See Chapters 12 and 13 in:
John Bryant, Melville and Repose: The Rhetoric of Humor in the American Renaissance (New York:
Oxford University Press, 1993).

70



deny that ideal. We see the growth of Melville’s cosmopolitanism in his process
of reading, in his relationship with his brother Gansevoort, and in their engage-
ment with two books: one local, the other Italian, and both touching on the Indian
“removals” of the Revolutionary War. Melville’s consciousness of his grandfather’s
involvement in Native American genocide contributed to his evolving cosmo-
politan sensibility. In observing this evolution, we cannot avoid coming to terms
with the biographical condition of Melville’s work.

1I

First, let us consider a curious reading habit practiced in the Melville parlor
and witnessed by the Melville siblings. Generally, we take reading to be a personal
affair. A communion of text and writer, performed in structured solitude, soli-
tary reading is romantically conceived as a celebration of privacy. The Melville
children did plenty of private reading. Yet no cultural artefact is more public than
a book: the very notion of “publication” is to go public, and a book by its nature
is a public space waiting to be opened, inhabited by readers, and shared. Reading
is the reader’s communion not only with writer and text but also with other read-
ers. The sharing of books, the phenomenon of book readings, lectures, and tours;
the invention of public libraries and the college seminar; the once popular prac-
tice of family reading in the Victorian era and the now popular reading groups
(for men or women, usually in separate spheres) are only the more familiar forms
of the very public nature of reading. During Melville’s adolescence, his home was
filled with books, and the older Melville siblings in the mid- to late-1830s brought
journals, novels, biographies, histories, self-help books, and more into their Albany
and, later, Lansingburgh homes. In addition, Herman’s older brother Gansevoort,
always the tutor to his younger brothers and sisters, introduced a new kind
of reading involving a specialized commonplace book called the Index Rerum.

In 1838, during the depression following the Panic of 1837, and after the bank-
ruptcy of his hat-manufacturing business, Gansevoort Melville fled with mother
and siblings from vibrant Albany to sleepy Lansingburgh, across the Hudson
River and just north of Troy, New York. Complaining of a leg ailment, the once
active, young businessman now enjoyed what would become a fifteen-month
period of invalidism. Herman, like Tommo’s servitor Kory Kory in Typee (1846),
would carry his brother from bedroom to privy to parlor, while Gansevoort
would lie about downstairs in the spacious, rented home on the eastern bank
of the Hudson, occasionally glancing at the river. With books and newspapers
stacked around him, he held court midst his family, and he tutored his siblings
in their reading and writing. Reading also became Gansevoort’s way of returning
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to the wider world, a confirmation of his liberalism that would eventually lead
him from hat making into the law and Jacksonian politics. Herman, four years
younger than Gansevoort, had undisclosed ambitions of his own, but Gansevoort’s
public display of reading in the Melville family parlor was a daily model of com-
mitment and intensity that all other siblings were meant to admire and adopt.
Herman’s and Gansevoort’s reading materials were both very local and very
European. As a transnational act, stacking domestic and foreign works one atop
the other, reading was a mode of cosmopolitanism whereby each young man
sharpened his masculine, progressive, and universalist sensibilities.

Our only record of this remarkable reading period is located in the two
surviving volumes of Gansevoort’s Index Rerum.®> Used for categorizing and al-
phabetizing extracts and commentary taken from one’s reading, and designed
in a format copyrighted by the American pedagogue John Todd, the Index Rerum
is a bound volume of over 200 scored, blank pages, segmented alphabetically,
each page with two columns of uneven width. When readers found something
worth noting in their reading, they entered a topic heading of their own creation
on an appropriate alphabetized page in the narrow column at the left and then
copied whatever content they wish into the wider adjacent column on the right
of the blank page. For example, a passage associated with the topic “Savages”
would be copied (along with its book reference) in the right column beside that
heading in the left on one of the pages reserved for topics beginning with “S™
passages on “Indians” would be entered in one of the “I” pages, and so on.® Cross-
references in the surviving two Index Rerum volumes indicate that Gansevoort
may have curated as many as six such volumes in the eight years preceding his
untimely death in 1846.7

To some extent, Gansevoort’s Index Rerum, intended as a memory aid for his
private and professional use, was also a public catalogue of highlights from his read-
ing for the entire family to peruse, a kind of cabinet of book learning to inspire good

5. Hershel Parker introduced Gansevoort’s Index Rerum volumes in: Hershel Parker, Herman
Melville: A Biography, Vol. 1 (Baltimore, MD: Johns Hopkins University Press, 1996), 108-110.

6. The alphabetizing is actually more complicated. The multiple pages assigned to each alpha-
betized consonant are in turn broken down into five subsections arranged by vowel; for example,
Sa, Se, Si, So, Su. Topic headings are thus sorted depending upon the initial letter plus the next
vowel to appear in the word. Accordingly, “Savage” or “Slavery” would be entered in the blank
pages reserved for the “Sa” topics, and “Indians” would be entered in the “Ii” pages.

7. The two surviving Index Rerum volumes, copyrighted 1836 and 1837 and labeled volume 1
and 4, are located in the Melville collection of the Berkshire Athenaeum in Pittsfield, MA. Cross-
references in the more sparsely filled volume 4 to unlocated volumes 3 and 6 indicate that Gan-
sevoort might have been reorganizing, cross-referencing, or re-indexing his entries, and perhaps
devoting certain volumes to specific topics, such as his readings in Law, which are chiefly found
in volume 4, dated in Gansevoort’s hand as “February 17-1840.”
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research habits and further reading. The first of these volumes is crammed with en-
tries, but a careful analysis of the ordering of entries indicates that Gansevoort’s

earliest readings in the late 1830s included William L. Stone’s 1838 Life of Joseph

Brant and an English translation of Carlo Giuseppe Botta’s 1807 History of the War
of the Independence of the United States of America. Chances are that Herman

knew of these volumes and may have read them as closely as Gansevoort. Stone’s

biography of the loyalist Iroquois Thayendanegea, popularly known as the “mur-
derous Joseph Brandt,” was a particular object of interest for both young men,
not only because the book featured General Peter Gansevoort’s greatest military
exploit — the holding of the besieged Fort Stanwix — but also because the general’s

son and Herman’s uncle, also named Peter Gansevoort, had given the biographer
William Leete Stone, a local Albany editor, full access to the general’s papers in or-
der to write the book about Joseph Brant.® A signed copy of Stone’s Life of Brant

sat in Uncle Peter’s library and was available for Gansevoort and Herman’s use.’

Melville refers to the book in a 7 November 1851 letter to his friend and editor
Evert A. Duyckinck."” And in Pierre, he gives a brief anecdote in which, after
the war, “the gentlemanly, but murderous half-breed, Brandt” dines harmoniously
with General Glendinning, based on an actual dinner hosted in 1802 by Peter
Gansevoort, as reported in Stone’s Life."!

Less intimately related to the Melville family but no less important was Carlo
Botta’s 1807 History of the American Revolution. Although appearing originally
in Italian, it was translated into French and at least eight illustrated American
editions before 1838. Botta was a physician, philosopher, and early advocate
of Italian unity. Hoping that Italy might follow the American example of throwing
off foreign domination and forming a unified democracy, he concludes his history

8. See: William L. Stone, Life of Joseph Brant (Thayendanagea), Vol. 1 (Albany, NY: J. Munsell,
1987), xxviii. General Peter Gansevoort’s papers are located in the Gansevoort-Lansing Collection
of the New York Public Library (NYPL-GLC).

9. See: Merton M. Jr. Sealts, Melville’s Reading (Columbia: University of South Carolina
Press, 1988), #491a. Stone’s signed and annotated presentation copy of his Life of Brant is located
in NYPL-GLC.

10. Herman Melville, Correspondence, ed. Lynn Horth (Evanston and Chicago: Northwestern
University Press and The Newberry Library, 1993), 209-210.

11. Cf. Melville, Pierre, 6; Stone, Life, Vol. 2, 460. Of Joseph Brant’s recollection of the Sullivan-
Clinton campaign, Stone reports “that he [Brant] was hovering about him [Gansevoort] during
the whole march; and was so near that, to use his own words, ‘I roasted my venison by the fires that
you left.” Stone spells Brant’s name without a “d” perhaps to distance his subject from the notori-
ety associated with the more popular “Brandt” spelling. Thomas Campbell’s highly popular 1809
poem “Gertrude of Wyoming,” which depicts the Wyoming (PA) massacre led by “the Monster
Brandt, - / With all his howling desolating band” (Il. 615-16), gave wide currency to both the epithet
and spelling in the popular imagination. (See note 18.) Melville retained the “Brandt” spelling
in his 7 November 1851 letter to Duyckinck (mentioned above) as well as in Pierre.
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marveling at the United States’s ability to rid itself of monarchy. Because it had
already developed democratic institutions that could take the place of the crown,

“the republic found itself established without shock.”* In 1807, Botta foresaw a Ri-
sorgimento that would not occur for another sixty years. So popular was Botta’s
history that it is the likely model for “the History of the Revolutionary War” that
Pierre tells us he “sometimes read.”

Closer to home, Stone’s and Botta’s books capture the interest of a Melville bi-
ographer because they comment importantly on the nature of grandfather General
Peter Gansevoort’s heroism - a matter of considerable interest to Herman and his
older brother. The general’s reputation was based almost entirely on his strategic
defense of Fort Stanwix in 1778. When he took command there, the fort was
in shambles. Quickly restoring it, Gansevoort withstood a siege laid by a British
regiment assisted by American loyalists and Iroquois warriors. Gansevoort’s resis-
tance thwarted the British advance down the Mohawk Valley and made possible
the colonists’ victory at Saratoga, the battle that decisively swung the war in favor
of the Americans. Gansevoort’s achievement was celebrated even into the 20th
century, especially in Albany. A Gilbert Stuart painting of Gansevoort in full
military regalia hung in the Gansevoort family home."

But a year after the triumph at Fort Stanwix came a darker passage in Colonel
Gansevoort’s life: the infamous Sullivan-Clinton campaign of 1779 to eradicate
the Iroquois from the Mohawk River region."”” Some months after Peter Gansevoort
held the fort,' the loyalist sympathizer and Iroquois chief Joseph Brant returned

12. Charles Botta, History of the War of the Independence of the United States of America, Vol.
2, trans. George Alexander Otis (Boston: Harrison Gray, 1826), 452.

13. Melville, Pierre, 13.

14. NYPL-GLC, Box 150, folder 2.

15. Rogin makes repeated reference to Peter Gansevoort’s Indian fighting, though with some
inaccuracies. By characterizing the siege as “one of the bloodiest battles” of the war, he may have
confused the siege with the battle of Oriskany, which was a British and Indian ambush of American
forces seeking unsuccessfully to relieve the besieged fort; see: Rogin, Subversive Genealogy, 43. This
battle, a draw and considered the war’s bloodiest engagement, took place six miles away from the fort,
and Gansevoort was not involved. The casualties at the siege of Fort Stanwix, on the other hand, were
three killed and nine wounded; see: Thomas L. Purvis, Dictionary of American History (Malden,
MA: Blackwell Publishing, 1995), 143. In addition, Rogin seems to conflate the siege of Fort Stanwix
and Gansevoort’s subsequent involvement in the Sullivan-Clinton campaign, two separate engage-
ments that occurred a year apart: “Colonel Gansevoort refused to surrender the fort. To end Indian
raids in the valley, he then led an expedition which destroyed tribal villages and food supplies;” see:
Rogin, Subversive Genealogy, 43. In fact, as discussed below, Gansevoort led one of the several regi-
ments under James Clinton’s command, not the entire Sullivan-Clinton expedition.

16. Peter Gansevoort did not rise above the rank of Colonel until he received an honorary
generalship in 1809, three years before his death. During this period he supervised shipments
of supplies to the Army in the Northwest Territories.
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to the Mohawk Valley, leading numerous attacks against colonial and Indian
settlements, in particular the village of Wyoming in northern Pennsylvania. Al-
though patriot propagandists called it a massacre, the battle of Wyoming, in June
1778, was a conventional engagement with no civilian atrocities. Nevertheless,
revenge was in the air. In the following November and despite Brant’s attempts
to prevent atrocities in what came to be called the Cherry Valley Massacre, thirty
scalped women and children were counted among the dead. The event was only
one of a series of conflicts between white and Iroquois villagers, with atrocities
committed on both sides. At play was the same kind of escalation into terroristic
“savagery” by both colonists and aboriginals in Polynesia that Melville would
later expose in Typee."” Along the Mohawk, colonial provocateurs had coerced
Native Americans into retaliatory warfare, exasperating them tragically into be-
coming the very “savages” and “monsters” that colonists assumed them to be,
despite the Iroquois’s long-established traditions of democracy and civility.

On May 31, 1779, George Washington commissioned General John Sullivan,
along with Colonel Peter Gansevoort’s superior officer, General James Clinton,
to put an end to the Indian attacks by putting an end to Iroquois culture. As re-
corded in Stone’s Life of Brant, Washington ordered his officers to annihilate the Six
Nations. To Sullivan, he wrote: “The immediate objects are the total destruction
and devastation of their settlements [...]. It will be essential to ruin their crops
now in the ground and prevent their planting more.” The Father of his Country
continued: “you will not by any means listen to any overture of peace before
the total ruinment of their settlements is effected.” And he concluded: “Our future
security will be [...] in the terror with which the severity of the chastisement they
receive will inspire them.”® Sullivan ruthlessly obeyed. The New World’s great
revolution, then and now, had come to this: Terrorism and genocide for the sake
of national security.

Still largely forgotten, the Sullivan-Clinton campaign against the Iroquois nev-
ertheless lingered in the collective consciousness of the early republic. Carlo Botta
described the episode in rueful tones: “The habitations were burned, the crops were
ravaged, the fruit trees cut down.” Sullivan’s men “utterly destroyed forty villages,

17. An irony Rogin registers is that, while Colonel Peter Gansevoort had fought against
the Mohawk chieftain Joseph Brant, Melville’s other grandfather, Major Thomas Melvill, had
participated in the Boston Tea Party, in which colonists dressed as Mohawks to perform their
raid on British ships. See: Rogin, Subversive Genealogy, 49.

18. As quoted in: George Washington, The Writings of George Washington from the Original
Manuscript Sources, 1745-1799 (Electronic Text Center: University of Virginia Library, 1997)
(26.01.2012); Stone, Life, Vol. 2, 18; Sherman Williams, “The Organization of Sullivan’s Expedi-
tion,” in: Proceedings of the New York State Historical Association 6, ed. William Wait (Albany,
NY: 1906), 30.

75



and left no single trace of vegetation upon the surface of the ground. All the cattle
which had not been removed by the Indians, were brought off, or killed upon
the spot.” Noting that even some of Sullivan’s officers who complained of “these
devastations, were themselves ashamed of them,” Botta remarked (editorializing
with an appropriate Italianism), “some even ventured to remonstrate that they
were not accustomed to exercise the vocation of banditti.”* Echoing Botta’s incisive
commentary, William Stone concluded that Washington had unleashed a “war
of extermination waged against the very orchards.”*

As Sullivan despoiled their lands, Iroquois sachems offered terms of peace. Sul-
livan would not relent. And though his own starving army was reduced in the wil-
derness to half rations, he would not preserve the Indian fields of ripe, milky corn
and their herds of cattle for his recruits’ sake or for the region’s economy. After one
or two initial bloody engagements, the Iroquois deserted their towns and villages
and headed for the British-held Fort Niagara in Canada. Thus, Sullivan’s troops
attacked mostly uninhabited settlements and the actual loss of human lives was
thereby minimized. But the coming winter — one of the worst recorded in that
century — proved equally relentless. With their harvests and animals destroyed,
thousands of dispossessed Native Americans camped outside the walls of Fort
Niagara and froze or starved to death. It was all just as Washington had ordered.
Iroquois culture, for the time being, had been reduced to “total ruinment.”

Botta lamented that the refugees were in no way “savage tribes.” “They were
found more advanced in civilization than was believed. . .. Their houses were placed
in the most pleasant and healthy situations; [....] Their fields, covered with luxuriant
harvests, attested that the art of culture was not unknown to them. The antiquity
and marvelous beauty of their fruit trees, with the number of their orchards, were
incontestable indications that it was no little time since they were arrived at this
degree of civil improvement” (2.196).* Tacitly Botta asked, “Who is the more
civilized? the white man or the “savage”? Melville would raise the same question
in Typee and ring changes on it throughout the rest of his career, in Moby Dick,

“Benito Cereno,” and, perhaps most tellingly, The Confidence-Man.

Melville’s grandfather Peter Gansevoort took part in the Sullivan-Clinton
campaign against the Iroquois orchards. I have found no record that he engaged
either in the kind of hand-to-hand bludgeoning of humans or in the kind of “night-
scuffle” that Melville alludes to in Pierre. According to accounts based on soldier
journals, Colonel Gansevoort’s regiment engaged in two armed conflicts, resulting

19. Botta, History, Vol. 2, 195.
20. Stone, Life, Vol. 2, 25.
21. Botta, History, Vol. 2, 196.
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in about forty Indian deaths.?> Most of Gansevoort’s activity during this period
involved the destruction of some forty already abandoned villages.”” To make
sure that Indian villagers had plenty of time to abandon those villages, Then-
Colonel Gansevoort’s commanding officer, General James Clinton, would fire
off cannon morning and evening as his troops advanced through the woods.*
As an officer, the colonel is not likely to have killed many, or, in fact, any Native
American combatants. Indeed, Gansevoort had little relish for the Indian eradi-
cation campaign. When erroneously ordered to destroy a small pro-American
Mohawk village, mistakenly considered to be hostile, Peter seized the village, took
prisoners, but delayed torching the fields and habitations until a rescinding order
arrived: To General Sullivan he wrote, “humanity tempted me, in this particular,
to act in some degree, contrary to orders” (Craft 372; see also Stone 2.37-41).>
Fort Stanwix notwithstanding, perhaps grandfather Peter’s greater heroism lay
in this moment of discretion.

111

Whereas Botta’s History mentions Peter Gansevoort only once, Stone’s Life
of Brant is replete with references to him, and both books record numerous tales
of atrocities against Native Americans. While reading these books, Gansevoort’s
two grandsons might well wonder how much Indian blood had stained their
grandfather’s hands. Melville’s ironic treatment of Pierre’s grandfather as a blue-
eyed, mild-hearted bludgeoner of Indians in the night registers a tension Melville
had, along with his brother Gansevoort, developed early on in his reading of Botta
and Stone.

Decades after the revolution, Melville’s consciousness of the Native Americans’
plight was arguably triggered in adolescence by his older brother’s reading of Botta

22. In all but two cases, Peter Gansevoort’s third regiment pillaged already deserted Indian
villages. Gansevoort’s “bloody” engagements were the April 18, 1779, capture of the Onondaga
‘Castle” on Lake Oneida, several miles west of Fort Stanwix, and the quick and decisive battle
of Newtown, NY on August 29, 1779. The body counts are recorded in: Stone, Life, Vol. 1, 404-406;
Williams, “The Organization,” 34; William Wait “Sullivan’s Campaign,” in: Proceedings of the New
York State Historical Association 6, ed. William Wait (Albany, NY: 1906), 85.

23. Wait, “Sullivan’s,” 86.

24. Nathaniel Webb, “Continuation of Nathaniel Webb’s Journal: As Published in the Elmira
Republican of Sept. 11th and 12th, 1855,” in: Proceedings of the New York State Historical Associa-
tion 6, ed. William Wait (Albany, NY: 1906), 87-93.

25. David Craft, “Historical Address of Rev. David Craft,” in: Journals of the Military Ex-
pedition of Major General John Sullivan against the Six Nations of Indians in 1779 with Records
of Centennial Celebrations, ed. Frederick Cook [and George S. Conover] (Auburn: Knapp, Peck
& Thomson, 1887), 372; see also: Stone, Life, Vol. 2, 37-41.

<
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and Stone and his own growing awareness of General Peter Gansevoort’s com-
plicated involvement in the Sullivan-Clinton campaign. What both grandsons
could read in black and white did not entirely square with the town’s hero worship
of their grandfather or the heroic image uncritically perpetuated in the family.
Evidence suggests that the family blindness was willful. The crisp two-volume
set of Stone’s Life of Brant — presented to Herman’s Uncle Peter, with affection,
by “the Author” - shows evidence of close reading that goes only so far. Volume
One, which relates Gansevoort’s heroic defense of Fort Stanwix, shows sev-
eral marginal markings. But Volume Two, which treats the Sullivan campaign
and Gansevoort’s involvement, is utterly unmarked. Various circumstances might
explain the absence of annotations in the latter volume. One of them, however,
is that to be a Gansevoort meant reading what you want to read, finding what
you expect to find, and stopping there. But the Melville boys - two generations
removed from 1776 — went further into Stone’s Life of Brant and Botta’s history
of the Revolution.

The ordering of entries in the first of Gansevoort Melville’s Index Rerum vol-
umes indicates that Gansevoort read Botta’s history before looking into Stone’s
biography. Recording Botta’s withering report of the Sullivan-Clinton campaign
quoted above, Herman’s brother composed the following entry:

Savages, considerable advancement in civilization, manifested in the dwellings, orchards
& fields of the Indian country which Genl Sullivan ravaged. Botta’s Histy v2.bl2, p. 196.%

Gansevoort’s index item — “Savages” — borrows from Botta’s wording “savage tribes”
but seems to be used without irony or awareness that the content of the entry
itself — including the “civilization” that Sullivan “ravaged” (words also drawn
from Botta’s text) — deconstructs the imputation of savagery to Indians. Never-
theless, Gansevoort seems to be co-opting without personal commentary Botta’s
notion of a civilization ravaged. The young man Gansevoort could write the words
that seem to indict the actions of his namesake grandfather but not as yet fully
react to them. However, by the time Gansevoort began recording entries from his
subsequent reading of Stone’s Life of Brant, he seems to have replaced the word
“Savage” in his index with the more respectful term “Indian.” The revision sug-
gests a deeper paradigm shift in Gansevoort’s thinking. Though the lexical choice
reflects Stone’s own usage of “Indian” and eschewal of words like “monstrous”
and “savage,” the entry is nevertheless Gansevoort’s choice as well, an emblem

26. Gansevoort Melville, Index Rerum, Vol. 1 and 4, Melville Collection, Berkshire Athenaeum,
Pittsfield, MA; Gansevoort’s underlining is a cross-referencing to another entry on “orchards.”
See also: Botta, History, Vol 2, 196.
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of his growth as a reader from patriot grandson to a more progressive cosmopolite.
Indeed, the progress of his reading, from Botta to Stone, was an enactment of his
emerging cosmopolitanism.

Despite his sympathies for the Iroquois, Botta nevertheless routinely refers
to Native Americans as “savages and barbarians” and had little tolerance for Joseph
Brant.” Moreover, he reports only a fraction of the atrocities committed against
the Iroquois. On the other hand, Stone’s agenda was to rehabilitate Joseph Brant,
and he did not stop with the Sullivan-Clinton campaign. Thus, when Gansevoort
read Stone, he found himself more deeply outraged by another reported massacre:

Indians, a/c [account] of the hellish murder of the Moravian Indians on the Muskingum
by American white savages — the darkest transaction that disgraces our country - Stone,
Brant, v2, ch7, p. 2178

Gansevoort alludes to the 1782 massacre of 96 Native Americans who had converted
to the pacifist Moravian sect and lived peacefully in Muskingum, Ohio. White
neighbors lined up these unarmed noncombatants and, in a manner reminiscent
of the double bludgeoning in Pierre, murdered them with a cooper’s mallet while
they prayed for deliverance. Gansevoort’s Index Rerum entry compresses Stone’s
language but this time adds editorializations of his own. Where Stone uses the words
“darkest” and “transaction” separately, Gansevoort combines them into one phrase.
And he surrounds “darkest transaction” with his own words: “hellish” and “dis-
graces.” But a more telling textual transformation involves a compression of Stone’s
wording. Whereas Stone writes that “the white men - not the Indians - are to be
branded as the savages” (Stone 2.217),” Gansevoort offers a bolder formulation:
“white savages” (IR).** More than Botta’s History, Stone’s Life of Brant was an eye-
opener for Gansevoort. However, in Gansevoort’s synergistic reading, one text
melded with the other; and feeding off both, Gansevoort expanded his political
consciousness. More importantly, Gansevoort transformed Botta’s ambivalence

27. Botta, History, Vol. 2, 170; cf. David Ramsay, The History of the Revolution (Trenton: James
J. Wilson, 1811), 184, 192. Botta follows Ramsay in spelling the chief’s name “Brandt” and in falsely
assuming Brant’s mixed heritage: “a certain Brandt, born of mixed blood, the most ferocious being
ever produced by human nature, often too prodigal of similar monsters.” Botta’s original Italian
is “sangue misto europeo ed indiano.” However, Botta augments Ramsay by labeling Indians
as “monsters” (“mostri”). Botta’s 1807 label precedes Thompson’s epithet “the Monster Brandt”
by two years (see note 7 above). Stone dismisses the claim that Brant was a “half breed”; Melville
perpetuates it in Pierre and plays with the idea of the deceptively vicious mulatto in the character
of Francesco in “Benito Cereno.”

28. Melville, Index Rerum. See also: Stone, Life, Vol. 2, 217.

29. Stone, Life, Vol. 2, 217.

30. Melville, Index Rerum.
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and Stone’s revisionist outrage into an anger of his own. His new phrase “white
savages’ enacts a critique that Stone only suggests. In effect, Gansevoort’s Index
Rerum entry records a reading process: His ability to generate the transformative
phrase “white savages” is not simply an appropriation of Stone; it is a re-writing
of Stone, and his revision process is a form of self-re-formation.

Gansevoort’s transformative reading gestures toward progressive cosmopolitan
ideals. He and his siblings had not traveled much outside the precincts of New York,
Albany, and Boston. In the 1830s, reading was their world travel. Although Stone
was a local historian, the controversial subject of his biography, Joseph Brant, was
himself a world renowned, world-traveling figure: he had (like other indigenous
Americans before him) toured Europe and charmed courts with the contrast
between his tribal dress and unexpected erudition. Gansevoort Melville — stuck
on the wrong side of the Hudson, remote from the power structures of Albany
and New York City, recuperating from the depression and pain of his business
failures, and carried about like an invalid in the arms of his loving brother - re-
schooled himself through reading and forged a new progressive consciousness
for himself. Through Botta’s trenchant commentary and Stone’s equally revealing
narrative of the plight of the Iroquois during the Revolutionary War, Gansevoort
looked beyond racial categories toward a broader comprehension of human-
ity, not so much a transcendence of history as an absorption into it. To borrow
from Wai Chee Dimock, who has applied the idea of “deep time” to literary study;,
Gansevoort was able to “denationalize” his reading, to make time and space
reveal their connection as “conditional and elastic™' so that an Italian’s history
of American revolution (gesturing toward Risorgimento to come) and a neighbor’s
revisionist biography of a “savage” kindled in him a radical cosmopolitanism that
could claim that savagery is not located along the Mohawk; it is in all humans.
Still stuck in Lansingburgh, Gansevoort was becoming a citizen of the world.

But did the adolescent Herman Melville also read this way? No evidence
suggests that he kept an Index Rerum of his own. But given that traces of both
Botta and Stone appear in Pierre, we can assume that Herman read both works
or Gansevoort’s Index Rerum entries on them. Melville might have read these
entries in mourning, when the volumes came back to the family after Gansevoort’s
untimely death in 1846. But Melville’s earliest exposure would have been during
the extended period of fraternal intimacy in 1838 when the invalid Gansevoort first
introduced the Index Rerum into the family parlor. As Herman carried his brother
in his arms about the house, he endured Gansevoort’s constant tutelage, resisted

31. Wai Chee Dimock, “Deep Time: American Literature and World History,” American
Literary History, vol. 13, no. 4, Winter 2001, 760; Wai Chee Dimock, “Literature for the Planet,”
PMLA, vol. 116, no. 1 (2001): 174, 179.
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it as any younger brother would, but cleaved to it as well, dreaming of his own
escape into adulthood and the world out there, beyond the Hudson and Atlantic.
Quite possibly, Herman did not adopt at this time the line of progressivism that
Gansevoort adduced through reading. Rather, Melville absorbed the first tinctures
of his brother’s cosmopolitan sensibility simply by witnessing his brother’s passion
for reading as a way to get himself out of Lansingburgh. Even so, the revelations
about Native American genocide in Botta and Stone, whenever they may have
sunk in, also brought Herman into a closer inspection of home, family, and his
now not-so-heroic grandfather. Did Peter Gansevoort in the summer of 1779 spill
the blood of Native American civilians, as he led men into genocide? Or did he
merely trample Iroquois crops, destroy their cattle, and torch their centuries-old
orchards? Did he terrorize a population and destroy a culture? Did his summer
of Indian fighting make the blue-eyed gentleman a “white savage”?

IV

Such questions lay dormant in Melville’s adolescence. And at this juncture,
we begin to feel the biographical condition acutely. My biography of Melville
is subtitled “A Half Known Life,” not simply because no life can be fully known
but because the paucity of biographical materials regarding Melville is such that
we know the portions of it we can know chiefly and in some cases only through
the lenses of those living around him. Necessarily, a biography of a writer is the bi-
ography not only of his gender and culture but also of his family and friends, in this
case his deep-reading, self-transforming mentor of a brother. But these lenses
make us anxious: We sense their speculation; we feel their distortion; we know
they are critical refractions. To the extent that the thematics of “cosmopolitan-
ism” constitutes a narrative arc, this useful critical term needs also to be more
of an “accounting” not “recounting” of the relevant life-facts as they may be found
in the Melville family reading behaviors and in Melville’s fictive transformations.

In the case of the Melvilles and the Iroquois, we can know Gansevoort’s read-
ing practices far more directly than Herman’s. But the intimacy of the brothers,
the closeness of their living quarters during their formative and transforma-
tive reading together, the dominance of the invalid Gansevoort in the family,
and the presence of the memory of Grandfather Peter in the town and in books
stacked at one time or another in the Melville parlor - all give heightened real-
ity to the atmosphere of reading, learning, desire, and growth within the family.
If Gansevoort was revising himself as his Index Rerum reveals, might not his
brother Herman, witnessing the self-revision, begin to revise himself as well?
The question takes us even further into the biographical condition of Melville’s

81



writing, a biographical leap that keeps us mindful of a fundamental caution: Her-
man is not Gansevoort; nor are we. Perhaps all that we may permit ourselves to say,
absent more precise measurements of Melville’s creative process, is that the arc
of Melville’s adolescent growth toward a cosmopolitan consciousness modeled
by his brother is a possibility, just as biography and criticism are themselves only
possibilities.

In 1845, Melville would begin writing Typee, initiating a process of unfolding
that continued until his death in 1891. In that book, and in books to come, he would
interrogate, in some instances flatly deny, the difference between so-called savage
and civilized life. Three years later, in defending Native Americans in his review
of Francis Parkman’s The Oregon Trail (1849), Melville put it more explicitly
and brought it closer to home when he wrote: “Whenever we affect to contemn
savages, we should remember that by doing so we asperse our own progenitors;
for they were savages also.” But he would not convert his anti-genocidal argu-
ment fully into fiction until his last novel, The Confidence-Man, with its crafty
indictment of Colonel John Moredock, a legendary Indian-hater and serial killer
of Native Americans.*” In between Typee and The Confidence-Man lies Pierre,
in which the blue-eyed gentleman and night-time Indian killer General Pierre
Glendinning - a figuration of the actual General Peter Gansevoort — prefigures
Melville’s fictional replaying of the historical Moredock.

The “facts” fabricated in Pierre gesture toward some kind of factual crime
in Melville’s real-life family: the grandfather’s reciprocal “annihilation” of two
Indians signals not simply homicide but genocide. But the facetious image of Gen-
eral Glendinning bludgeoning two Indian heads together is based on no actual
event in the real grandfather’s life: There was no night-scuffle, no hand-to-hand
combat, only the command of a regiment, albeit one that helped to destroy a cul-
ture. Thus, the biographical fact is not the night scuffle but Melville’s invention
of it, or rather his need to invent it: to act out a blood-letting, to expose a family
shame or a family trait of violence. To be a bit savage himself.

A further oddity in Pierre is that this imagined episode in the life of a ruthless
fictive Indian fighter occurs before, not during the revolution. Placing the event
before the revolution directs our attention away from the real grandfather’s actual
Indian fighting in the Sullivan-Clinton campaign of 1779, and thereby buries
this already hidden part of his grandfather’s past more deeply, within the slap-
stick of a past unhinged from its dating. But this edgy dehistoricizing is one

32. Herman Melville, “Mr. Parkman’s Tour,” in: The Piazza Tales, and Other Prose Pieces,
1839-1860, ed. Harrison Hayford, Alma A. MacDougall, and G. Thomas Tanselle (Evanston
and Chicago: Northwestern University Press and The Newberry Library, 1987), 231.

33. Melville, Confidence-Man, 173.
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of numerous dodges in Pierre, and this act of misdirection is also a biographical

fact. In another dodge, Melville transposes the offending grandfather from his

mother’s side to Pierre’s paternal lineage. The Dutch mother’s line through Peter
Gansevoort is transformed by a not-too-subtle mixing of French and Scottish

names that evokes the father’s line. “Pierre Glendinning” is a cosmopolitan cover-
up, what Frank Goodman in The Confidence-Man might have called a “ragout”
of nationalities and races. The invention, the false dating, and the renaming are

diversions, all suggesting Melville’s anxiety in exposing his grandfather’s partici-
pation in genocide. Melville’s familiar tactic of concealment doubles as a cunning

self-exposure, as when a child hidden under covers bumps and giggles in order
to be found. Thus, as facts of fiction, these tactics also emerge as creative decisions

and hence meaningful facts in a life for both the biographer and critic.

As an adolescent, Melville’s progressive cosmopolitanism came to him through
reading. A local historian’s biography of a worldly Native American and an Italian
scholar’s history of revolution in upstate New York crossed borders and raised
his consciousness. Already, death had taken his father too early from Melville,
and Herman had buried the resentment of that abandonment out of duty to his
mother and brother. But he now could see in his mother’s father a source of other
disenchantments. The “Hero of Fort Stanwix” and paragon of civility - uniformed
like Washington, pictured above the mantel in a Gilbert Stuart painting, enam-
eled on militia helmets and breastplates in town — had blood on his hands. As did
America. To make a nation, we become the savage we seek to eradicate.

Herman wondered, too, about how far along the family line might the stain
of genocide descend. In Pierre, he wrote: “the stream may be corrupted by the banks
it flows through.”* Was the adolescent and nascent cosmopolite grandson — who
would become a killer of whales and naval seaman trained to fight, who would
live among cannibals and write it all down in Typee and Moby Dick, who would
satirize his family in Pierre, and who would go on to write of Indian-hating
in The Confidence-Man — was there in this writer some hint of self-loathing
and doubt in his unearthing of a buried identification with the “white savage”?
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research focuses on nineteenth-century American literature and culture, in particular
the works of Herman Melville, but also transcendentalism (Emerson), Poe, and antebellum
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34, Melville, Pierre, 108.
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John Matteson: I think one of the allures of fiction writing as opposed to bi-
ography is that novelists get to create worlds of imagination and shape them
however they choose. They get to invent people and places and even use unreliable
narrators. As biographers, we also construct worlds, but always within set realms
of fact and with a self-conscious need to be reliable.

Debby Applegate: I would say that one of the allures of biography for me
is precisely that I don’t have to do the intimidating work of making up a world
and a story from scratch. Suffering writer’s block for a novelist must be terrify-
ing! At least when I feel stymied, I can return to the “facts” and let them stir
up my thoughts and stimulate my imagination. That’s the game of the biogra-
pher and the historian: you are given the game pieces, or more commonly you
go out and hunt for the game pieces, and then have to figure out how to build
the sturdiest structure you can from what you've found. That’s a far more man-
ageable challenge to my mind than the miracle of total invention.

Matteson: You raise an interesting point about biographers and inspiration.
I wouldn’t be at all surprised if there are people out there who presume that bi-
ographers don’t need inspiration. From the outside, it probably looks like an easy
task to gather the facts and string them together. But the truth of it is that we are
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storytellers, even if the hard specifics of our stories are determined by a factual
record. Interpretation plays a huge role, and so does rhetoric. For instance, Martha
Saxton and I have both written lives of Louisa May Alcott, and we understand
her very differently. And our Bronson Alcotts are from different planets!

Of course, biographers spend a lot of time paging through old books and ar-
chives, figuring out the who, what, and where. But it seems to me that our task
comes to life only later, when we are reviewing the material, deducing motives,
and creating the narrative. 'm like you in that I stand in awe of novelists who
perform “the miracle of total invention.” But I like to think that there’s a lesser
kind of miracle in what we do as well - taking those letters and journals and us-
ing them to restore life to the hearts and minds that produced them. It’s as close
as we ever get to the miracle of “the word made flesh.”

You mentioned that you turn to the facts in order to stir up your thinking.
How does that process work for you?

Applegate: “The word made flesh” - What a glorious way to capture the art
of biography and a great riposte to those who think of biographers as vultures who
feed on the remains of other people’s private lives. Of course, I agree with you that
the true magic comes in resurrecting the carrion into a living, breathing being.
I work very hard at that, especially because I have chosen odd and long-forgotten
subjects who don’t have an automatic audience.

But for me the joy of being a biographer is all in the research, in the hunt
through archives, attics, old newspapers, and fading memories to gather the bones
and relics. The excitement and suspense of following hunches and making con-
nections and spinning out big ideas from small details, that’s the part that keeps
me in this crazy profession. I consider writing to be the unfortunate price I have
to pay for the privilege of playing Peeping Tom.

So, when I write I try to recreate the feeling of suspense that I felt during the hunt,
that feeling of constant curiosity and the satisfaction of pursuing clues, sometimes
into paradoxes and blind alleys, but just as often into grand vistas and touching
scenes. I follow an axiom suggested by the English writer and composer, Anthony
Burgess, who observed that, “A character, to be acceptable as more than a chess
piece, has to be ignorant of the future, unsure about the past, and not at all sure
of what he’s supposed to be doing.” I try to strategically withhold and reveal
the facts I've gathered to give the illusion the action is happening in the present
tense. In the same way, I try to orient the arc of each section around an implied
question, to keep the reader’s mind in curiosity mode.

As for practical advice about how to use your portfolio of facts to inspire
the writing, I am fanatical about compiling detailed chronologies. Virtually every
single note I take, on every single aspect, is layered into the chronology - broad
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historical context, personal details, public career points, secondary character
plots, theoretical observations. That way, when I'm stumped or unsure, I can look
and see what is happening across the board at the specific point in the plot where
I am stymied. It’s amazing, the interpretive connections you can make when you
look through the lens of chronological coincidence.

Matteson: You raise so many important points! I would say first off that
the greater joy I find in my work is in the writing, not the research. It’s true that
I can get engrossed in the digging, and perhaps nothing matches the delight
of finding a new fact that transforms our knowledge of a subject. But often, when
I'm in a library or archive, absorbing the information, I find I can’t wait to get
back to writing. I get so eager to dive into the act of creating, and when I feel that
I have gotten a paragraph just right, 'm on top of the world.

As to the trope of biographer as literary vulture, I remember being truly shocked
when I first read Janet Malcolm’s The Silent Woman, which had so many critical
things to say about the biographer as voyeur, rummaging drawers and peep-
ing through keyholes. It seemed to me that some of that condemnation came
from the fact that she was writing about Sylvia Plath, who always seems to inspire
some rather sensationalized reactions. To judge from what you just said, though,
you seem to relish somewhat the role of Peeping Tom. I have to say, that position
makes me uncomfortable. Contrary to Malcolm’s assumptions, I tend mostly
to write about people I admire, and I want to hold them up for other people’s
admiration as well. I don’t intentionally sugarcoat, but at the same time, I want
to influence readers to understand my subjects’ shortcomings, not to condemn
or gossip about them. I am drawn to the task of making failure sympathetic
and comprehensible.

That negative view of the biographer never fails to surprise me, in part because
so few of the biographers I've known express any disrespect at all for their subjects.
I've met one or two raging egotists who do what we do, but for the most partI find
that biographers are a pretty humble bunch. I think we have to be. I've already
made one Biblical allusion, but here goes another one: John the Baptist said about
Jesus, “For him to become greater, I must become lesser.” And I think a biographer
should operate somewhat the same way. We need to accept that readers usually
don’t, at least initially, come to read our prose. They come because they are curi-
ous about our subjects. So I feel that we tend to do best when we slide into that
background and remember who’s the real star of the show.

But there’s this other question about what to do when one’s subject does have
a salacious or otherwise less than admirable side. I'm thinking of the subject of your
great first book, Henry Ward Beecher, a prominent man of God whose legacy
is deeply tinted by a very spicy sex scandal. Given that the work we do is always
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about interpretation and never simply about telling it like it is, what was your
thinking when you decided how to address Beecher’s rather spectacular infideli-
ties? For instance, do you ever feel protective of him, or maybe enraged by him?

Applegate: Did I ever feel outraged or protective when writing about Henry
Ward Beecher, a celebrity minister who was both famously lovable and sexually
inappropriate? You bet! But surprisingly rarely. I approach biography-writing —
and the rest of life that matter — with a jaundiced view of human nature that
tempers strong responses like those. Humans strike me as poorly designed, at best,
riddled with weaknesses, contradictions, and amoral impulses. So 'm usually
nonplussed when they behave badly and I'm delighted any time my characters
defy those expectations.

(I should add that while I don’t think much of human nature, I really enjoy
actual people. The problem with following the solitary career of a biographer
is that I spend all my time thinking about human nature, but almost no time
with actual people.)

Of those two responses — outrage and protectiveness — protectiveness seems
the more dangerous to a biographer. I regret the one time I consciously suc-
cumbed to it when writing my first book. It was a brief, passage describing how
Herman Melville used Henry Ward Beecher as the model for the character Frank
Goodman in his novel The Confidence Man. In the final scene of the novel, set
on a steam ship, a blind old man asks for a life preserver, and Beecher/Goodman
offers him a chamber pot, telling him that it should save him. Melville is clearly
making a snide scatological pun, comparing Beecher’s famous Gospel of Love
to excrement as Melville’s final word on the subject. I deliberately decided to leave
out this piquant, if vulgar, observation from one of the great masters of Ameri-
can literature, because I didn’t want Beecher to be associated with, to be blunt,
the image of “bullshit.”

But as soon as I finished the book and was no longer intimate with Beecher
on daily basis I cringed every time I thought of that decision. It was cowardly
and prudish. And while it didn’t matter much to the overall story, that sort of im-
pulse is a canary in the coal mine. If you are feeling that protective of your subject,
you are too close for good judgment. Biography should be an irreverent art.

To be honest, I was far more protective of my own nascent reputation than
of Henry Ward Beecher’s. I knew there were senior scholars who not only didn’t
agree with my interpretation of Beecher’s sexual scandals, but who believed - very
strongly - that it was improper for a historian to even suggest an interpretation
because they considered the evidence too inconclusive. There were also a few
easily offended family members. Since it was my first book, I wasn’t eager to pick
any fights with anyone.
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So I 'was scrupulous in my research, making sure I was thorough as possible
in documenting and vetting my sources. But even more important, I tried to lay
out the evidence in a way that allowed readers to come to their own conclusions.
Of course, readers want to know what the biographer thinks; you are the expert,
after all. But they also love the suspense of not knowing everything at the outset,
and of putting together clues and coming to their own solutions to the puzzles
of personality.

In my experience, if you give up interpretive control, you gain authority
and the confidence of your readers. Your interpretations are most convincing when
you reflect the subject through the perspective of multiple characters and histori-
cal perspectives, letting each character make their own best case for their own
point of view even when they contradict each other.

This requires a sense of humor, a vein of skepticism, and a keen eye for life’s
ironies. Without a stiff spine of dramatic irony biography is dull and flat. Our
characters and our fates are derived from the contradictions between our de-
sires and our outcomes, and the gaps between what we think we know about our-
selves and the world, and the fact that so often we don’t even know what we don’t
know. Our failures are drawn from the same well as our successes, and the central
mystery of any life is how those outcomes end up apportioned.

But I have the feeling that you probably line up more on the side of the angels
than I do. If biographies are essentially case studies in human nature, you must
have a pretty well-developed theory of humanity, yes?

Matteson: I'll get to that, but a couple of your words jump out at me. First off,
I've never thought of you as “jaundiced,” at least not in our face-to-face friendship.
You're an incredibly open-hearted person! But perhaps it is natural and necessary
for us as biographers to behave differently in our social relations as opposed to how
we connect with our subjects. We need to be indulgent with our friends but some-
what coolly distanced with our subjects. You'll notice that I said “somewhat”;
I do think that a biographer should also seek a kind of intimacy with one’s subject.
At least as to the people I have written about, I've tried to hold to the presumption
that they meant well and to the impulse to temper my judgments with forgiveness.
You don’t get a biography written about you unless you spent your life trying very,
very hard - to be exceptional, yes, but also often to do the right thing as you saw it.
John Ruskin, whom I love, suggests that the two great laws of life should be effort
and mercy. But because I want to be forgiving, you will never catch me writing
abook about one of history’s monsters. If I couldn’t proceed from a starting point
of sympathy, I am not sure I would have anything to say. And, of course, when one
decides to write a biography, one commits to spending years with one’s subject.
I don’t want to share that kind of time and mental space with Hitler.
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The other word of yours that struck me is “irreverent.” It’s not a word that
I typically like very much, because I associate it with flippancy and a kind of sar-
donic nihilism that may not be the best thing for a culture. I know those are my
associations, not yours, but I often find myself wishing that we had more things
to revere. It may be that the emotion of deep admiration is even better for the ad-
mirer than for the person being admired. I think there is a presumption now that,
if you love and respect anyone in history, you haven’t done enough homework,
and that feeling that attachment means that you approve of the person’s flaws.
But here’s the thing: having reverence for something doesn’t require believing it’s
perfect, and reverence should never be a reflex or a substitute for honest, critical
thinking. I think we can examine a person or a country or an idea with rigor,
acknowledging the faults, but hang onto our admiration. I'm all for skepticism.
But I fear an excess of irreverence.

Am I on the side of the angels, as you've kindly suggested? That’s a flattering way
of putting it. It may be more accurate to say that I am absurdly trusting. I think
you know that I started by professional life as a lawyer. One reason I quit was
that I came to realize that, one day, I was probably going to seriously fall victim
to my naiveté. A kind heart isn’t much help in a poker game.

By the way, you make an excellent point when you talk about giving up interpre-
tive control. You can point your readers foward a given interpretation, but to state
your theory about a subject bluntly and conclusively lets the air out of the ball.
Biographers need to appreciate Keats’s advice about negative capability and to re-
alize that doubt is often better than certainty. It’s more fun if one’s writing starts
a conversation that if it tries to have the last word.

But anyway: my theory of humanity. I suppose it has to do with incompleteness
and the search for wholeness and balance. I haven’t taken a survey, but I think
most of us have a sense of the voids inside us, and we live our lives in an effort
to fill them up. I'm often amazed at the unbalanced things we do in the name
of finding our proper balance! Just as heroes in fiction have dramatic wants
and needs, so too with biographical subjects, and the tropes and principles that
make a good piece of fiction continually turn up in biographies. And that’s
not because biographers are attempting to fictionalize. Rather, I would argue
that our expectations regarding real life are shaped by the stories we tell to one
another, from “Jack and the Beanstalk” all the way up to Ulysses. Biographies end
up feeling novelistic because people live their lives as if they are “writing” their
autobiographies with the choices they make and the actions in which they engage.
Life and art mimic each other to a fascinating degree.

My point about incompleteness and biography goes beyond the incompleteness
that the subject is trying to rectity. Another incompleteness inherent in biography
is the incompleteness of historical records. We never know everything we want
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to know, and so we have to finesse our way around the gaps. Doing so just might
be our greatest artistic challenge, and I really do love it. And there’s yet another
incompleteness to contend with. Speaking only for myself, I know that I write
as I do in order to fill gaps in my own life - to try to fix through prose those chipped
and broken corners in my life that no action would ever be able to fix. Filling
up one’s personal voids with well-chosen words is a superb therapeutic exercise.

But at the same time that writing biographies helps us understand our own
lives, it requires us to step out of that life and imagine our way into someone
else’s. It’s always seemed to me that, just as poetry resembles music, biography
resembles acting: in a provisional way, we adopt and explore the motivations
of a character and translate those feelings into art. Something you and I have
in common (and something that relatively few biographers ever attempt) is that
we have successfully crossed the gender line. You’ve written brilliantly about
aman, and I've done my best to write about more than one woman. What quali-
ties or experiences do you think enabled you to step that far out of your identity
and to enter a male perspective?

Applegate: I fear that I am starting to seem like a curmudgeon and a hopeless
contrarian in my replies. So, let me start by saying that I agree with you on the prac-
tical matters: I try to be both forgiving and skeptical as I examine other people’s
choices, I take great joy in experiences of awe and reverence whenever I stumble
upon them, and I, too, have been accused of being a tad too trusting on occasion.

That said, I don’t believe that the general run of people usually “mean well”
or are “trying to do the right thing as they see it.” I do think that people usually

“believe” in what they are doing or saying in the moment - or at least believe that
they aren’t wrong - although even that isn’t always true. Or as I recently heard
someone say, with wry compassion: “Everyone has their reasons.” But that’s what
fascinates me: the way that people rationalize their conscious and unconscious
choices, even when those choices work against their own explicit goals, values
and interests, or puts them at odds with conventional assumptions. I often think
of myself as a historian of rationalizations, both large and small, and how they
change over time. I don’t mean that negatively. What else is culture, except the way
we rationalize, and thus organize, our relationships to the hard, fundamental
realities of existence?

As for the question of reverence, I most certainly would welcome more op-
portunities to experience the emotion of reverence. But the attitude of reverence —
the inclination to grant authority and superiority to others — seems to me to have
brought more trouble than good in the history of the world. In practice, reverence
is often an intellectually and emotionally smothering impulse, one that blots
out inconvenient details. Whereas I see irreverence as intellectually capacious,

95



liberating, and democratic in its belief that we are all animals of the same flawed
species. Irreverence is not the same as cynicism or even iconoclasm.

Of course, you've spent a good deal of your career among the American Tran-
scendentalists, who really do mean well and are trying to do their best. Reverence
comes a lot easier if you are dealing with the great sage Ralph Waldo Emerson,
rather than his colleague, the popular pragmatist Henry Ward Beecher. Or, worse
yet, my new subject, the infamous Manhattan madam of the Jazz Age, Polly Adler.
There’s nothing like seeing the era’s “great men” patronizing brothels when tak-
ing a break from do-gooding, to make anyone wonder how they rationalize that.

Regretfully, I must continue my contrariness in answering your last question
about the experience of writing about someone of what used be called “the opposite
sex” and what now might be described as writing about someone “of a different
sexual and/or gender orientation.” To be candid, in my first book, I spent far
more time trying to put myself in the shoes of a Calvinist than I did wondering
about what it was like to be male. Perhaps that is a function of living in a society
arranged by and for men; by necessity, women often know a great deal more about
how men live than men do of women. But I also believe that we are all victims
of what philosophers and psychologists call “the availability heuristic”; we tend
to give disproportionate attention to the few things that catch our eye, or can
be easily recalled, or seem important to us for our own reasons, which prevents
us from seeing the myriad phenomena that shape our choices. Sex, gender, race
and wealth are like red flashing lights that can leave a lot of other critical, shaping
factors in the dark. I say, look at all the existential furniture, and don’t presume
you know which items are the one that are most important at the outset.

I’'m not discounting the role that gender identification plays, however. In fact,
with both Henry Ward Beecher and Polly Adler, I struggled for a long time to an-
swer my own question of why a man would bother to get married if he wanted
to have the freedom to have sex with woman at will. I felt foolish when I finally
realized that in some ways it was as simple as wanting to have one’s cake and eat
it too. The chronic philander wants to possess the material comforts and conven-
tional respectability of marriage while also enjoying sexual freedom. And that
pointed me right back to the question of what it meant to be a man throughout
most of the 19th and 20th centuries: only a man would believe he could have his
cake and eat it too without paying a price. Women were rarely, if ever, so blithe
and confident in the expectation that they could have all of their hearts’ desires,
no matter how contradictory. On the other hand, not all men took advantage
of the freedom afforded them, so that became the more interesting question
to me: why are some men willing to grab all they can get while others feel more
constrained?
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Allow me to close this dyspeptic diatribe by saying that while I may not have
chosen to dwell among the angels in my work, I do enjoy their company and wish
there were more of them walking the earth.

Matteson: Well, the waters here got very deep, very fast. You're not dyspeptic,
by the way. Just to get started, I think there may be more complexity in the emotions
that underlie infidelity than you seem to suggest, but those complexities can remain
unexplored precisely because, when it comes to the more sensitive aspects of human
behavior, we — and by that pronoun I mean both biographers and the population
atlarge - either will not or cannot come face to face with them and truly examine
every stick of what you've sagely called the existential furniture. And because
we can't see that far, we tend to fill in the gaps with suppositions — and supposi-
tions are almost never as interesting as the actual truth. It’s handy, I suppose,
to presume that an unfaithful husband has no more complicated desire than
to “grab all he can,” but I'd really be surprised if that were always the case. You've
been writing about some pretty seamy characters, for whom the infidelity is all
about the physical gratification. I understand how that research could fuel some
pretty potent cynicism. But that’s only one kind of behavior, and it hardly de-
scribes the entire spectrum of motivations. People have myriad needs and desires,
only some of them physical, and it’s not a good bet that one other person can
supply all of those needs throughout a lifetime. Men, being human, want to feel
and to express love. They don’t always get enough of it or the necessary kind of it
from the person who is under contract to provide it. If I may try to sound clever
for a moment, I might argue that the man whom a hastily categorizing world
might accuse of trying to “grab” another source of affection may earnestly feel
he is grasping at a straw. Mind you, I'm not trying to defend anyone, and I have
utter contempt for the bullying selfishness of the sexual harasser. But I am trying
to understand, and of course understanding is a huge part of our job.

What you've said has made me think of Occam’s Razor, the philosophical
premise that we should prefer the simplest explanation to more convoluted ones.
It seems to me that the biographer’s principle has to be very different. We need
to look for more complicated explanations, and not just because they make for more
interesting stories. Isaiah Berlin says something about how the wood from which
human beings are carved is never straight. There are always twists and knots
and needs and irrationalities that don’t necessarily meet the eye. The complex
explanation is more often the true one. In fact, this may be the core frustration
of biography: that the most revealing and instructive motives of a subject may
seldom if ever get into a letter or a journal. A biographer may be pretty confident
that she or he can read between the lines. But if we do, even if we’re actually right,
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the critics stand ready to howl “Speculation!” and our reputations risk plunging
into oblivion.

Your point about women having to be more circumspect in their behavior
and having to be astute observers of male psychology is well taken. It’s evident
to me that women are compelled to develop an awareness that looks a lot like
DuBoisian double consciousness. Men do occupy a privileged position in which
seeing things from the other side is not so much of a necessary tool. But, of course,
we also have our insights and subtleties.

Again, you may be right: maybe I've gravitated toward well-intentioned sub-
jects because I am myself fundamentally naive. Overly sympathetic, too, perhaps.
I don’t agree with that theory outright, but I don’t think I know myself well enough
to discount the possibility. But I think our conversation today does help to prove
something that I have believed for a long time: that, if you know how to look,
you'll find that biographies reveal the characters of their authors, far more than
the writer’s interviews or cocktail conversation. It’s interesting, I think: we tell
ourselves that we need to be objective and scientific and keep our subjectivity
out of the work. But finally we can’t do it - not, at least, if we want to hold an audi-
ence, or if we want to be true to our understanding of life. The subjects we choose,
the evidence we emphasize, the motives we ascribe to them - all of these come
from our very personal ideas about what life is and what it should or should not be.
A fully realized biography expresses heart as well as head. I suppose people can
disagree about what, if anything, feelings have to do with scholarship. It seems
to me that one should be aware of one’s emotions and predilections and keep
them in check, but I also think that the appearance of cold rationality is frequently
nothing more a pose and a pretense.

Applegate: The subtlety and sympathy of your musings on adultery makes me
feel like a blowhard and a hopeless cynic! What I meant to point out in bringing
up the example of my puzzlement over why a man might contract for monogamy
and then pursue a life of sexual promiscuity (why not just stay single and enjoy
an easy conscience?) was that I had to shake oft my demand for logical explana-
tions and consistent behavior and embrace the messy, unavoidable contradictions
of human desire. I was the one who was naive.

A final thought about your last observation that subjects we biographers
choose reveal a great deal about ourselves. While it is not entirely flattering to me,
given my how many seamy characters I spend time chronicling, but I think you
are totally right. I have been drawn to subjects who might seen as scoundrels
and sinners, but who are also singularly broadminded in taste and generous
in spirit, who are curious, sharp-eyed, good-humored and resilient, with a keen
appreciation of life’s ironies. Or as Polly Adler once quipped: “I can only say that
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I am one of those people who just can’t help getting a kick out of life - even when
it’s a kick in the teeth.”

It is no accident that I find these to be the signal traits of most of the biographers
I know. In my experience, you won't find a more sharp-eyed and good-humored
cohort anywhere else in the world of letters.

Matteson: It’s a shame that we've already reached the time for “final thoughts.”
I feel as if we could go on fruitfully for quite some time. I think, for instance,
we could say a lot more about the role of subjectivity in biographical writing -
our need to be both in and out of our work, balancing our emotional input
with our scholarly detachment. You, know, Debby, I haven’t written a single
book that hasn’t taught me something valuable about myself. I do sometimes
worry whether those personal epiphanies bleed into my observations about my
subjects, and whether such bleedings might result in my distorting things. But it
does seem to me that we are supposed to communicate both what is distinctive
about our subjects and how they can resonate with a modern consciousness.
I knew a Shakespeare scholar once who said there’s no way for us to get the plays
right, but we can get them wrong in interesting ways. The same is probably true
of a biographer and her or his subject. And, before I get myself into more trouble,
I think I will make that my last word!

Debby Applegate is an American historian and biographer. In 2007, Applegate published
The Most Famous Man in America: The Biography of Henry Ward Beecher, which was awarded
the Pulitzer Prize. Her second book, Madam: The Biography of Polly Adler, Icon of the Jazz
Age, an account of the life and times of the notorious Manhattan brothel-keeper Polly Adler,
was published in November 2021.

John T. Matteson is Distinguished Professor of English at John Jay College of Criminal Justice
in the City University of New York. He was awarded the 2008 Pulitzer Prize for Eden’s Outcasts:
The Story of Louisa May Alcott and Her Father. His 2012 book The Lives of Margaret Fuller
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between the biographer and her subject. The rapport, whose complex texture involves
compassion, respect, and attentiveness, unwittingly manifests itself to the reader as the sine
qua non condition of an authentic dialogue soon after he or she accepts Stoessinger’s
invitation to join her in retracing the history of her friendship with Alice Herz-Sommer,
the heroine of her internationally acclaimed book A Century of Wisdom. In the process
of the shared recollection, the emotional horizons of the autobiographer and the reader
fuse, allowing the latter to sense that the (auto)biography to which she or he has been
made privy, has been gifted to them by the author, who has, imperceptibly, become a dear
friend. Two selves sharing their inner lives - Herz-Sommer and Stoessinger, Stoessinger
and the reader - share the space of authenticity, in which the hope that reverberates
through the genius of Beethoven pierces the darkest of nights.
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Early in our friendship, Dr. Ethel Person, a psychiatrist, told me, “I cannot
really know a patient, nor a friend, unless I have a clear picture of their love
life.” We had become close friends after she sublet my apartment one summer.
Her coal-black hair and exotic eyes spoke volumes to most men; but in the case
of Hans it was her brilliance, like a magnet, that drew his attention. Hans Joachim
Morgenthau, a towering 20th-century intellect, colleague of Reinhold Niebuhr
and advisor to Presidents Eisenhower, Kennedy, and Johnson, appeared older than
his sixty-four years. Little more than five feet two inches tall and balding, he was
often mistaken as Ethel’s father. Educated in a musical, upper-class German fam-
ily, Hans could play Beethoven’s “Moonlight Sonata” from memory. By contrast,
high culture had been missing from Ethel’s background in Louisville, Kentucky.
She enjoyed the company of the older man but I doubt that his glittering coterie
or history of White House dinners escaped her notice. Only thirty-two, Ethel
had recently completed her analytic residency and divorced her first husband.
As they talked of marriage, Hans spent a king’s ransom on a 19th-century dining
table and chairs for Ethel’s spacious apartment. They socialized with New York’s
elite. However, when Hans accepted a government invitation to spend three
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months in India working on an international project, Ethel refused to interrupt
her practice for the lengthy sojourn, pleading that her absence would be unfair
to her patients. While Hans was in India, Ethel reconnected with a former boy-
friend from Chicago. On a whim they decided to marry. The morning of their
wedding, Ethel tersely dictated a telegram she asked me to send to Hans: “Let me
know your arrival plans — Ethel.” Disturbed both by her startling news and ap-
parent disdain for Hans’s trust, I reluctantly stood in line at the telegraph office.

Ethel met Hans’s flight on his return. Driving into the city from Kennedy
airport, she announced, “I got married two weeks ago, but we will always be
friends.” He said nothing. Two weeks later, Hans made a suicide attempt that
permanently damaged his heart. When I visited him in the hospital, I asked why
he had swallowed those pills. “The pain,” he muttered, “the pain was unbear-
able.” With those words, Hans dared to admit his vulnerability. For the first time
I understood, in matters of romance, the human heart is ageless. The moment
also attested that greatness grants no immunity from grief. Without this inci-
dent I would never have recognized the hidden terrain of his humanity nor felt
the same depth of empathy for Hans’s suffering from a shattered illusion of love.
As a fragment of Hans’s biography;, this telling episode, from the titan’s inner life,
should be read with the eyes of the soul.

Ethel claimed she knew me from the collection of biographies I had stacked
on every available surface from the coffee table to the top of my Steinway grand
piano. Biography is my favorite literary form, but more importantly it serves as my
major source of investigating history and human behavior. When my friend John
Matteson invited me to write this article, I felt intimidated; recalling the invaluable
companions I had found in biographies— Goethe, Disraeli, Beethoven, van Gogh,
Brahms, Renoir and his son Jean, Lincoln, Clara, Paderewski, Robeson, Dvorak,
Marian Anderson — my only response was “I am incapable of delivering a piece
on this subject.” “Think about Alice,” he countered.

Before the war, Alice Herz-Sommer, the subject of my book, A Century of Wis-
dom, was a blissful Czech woman - surrounded by life-time friends, happily mar-
ried, the mother of a little son, and, since performing successfully with the Czech
Philharmonic, engaged in a burgeoning career as a concert pianist. Then came war
and Hitler’s madness, and Alice’s strength was tested when she became a prisoner
in the Theresienstadt Concentration Camp. Even after her mother and husband
were killed, Alice found the humanity, burned deep into her character, to inspire
hope in her fellow prisoners. After the war, she refused to descend into hatred.
Through her well-lived life of 110 years, Alice set a heroic example of one woman’s
humanity. Hundreds, maybe thousands of times, she declared with a firmness
that no one could presume to question, “I hate no one.” Within Alice’s story,
one observes the essential value of biography, as opposed to the broader brush
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of history: the true story of a single life reveals more memorable information,
and surely carries more empathetic weight, than the horrific but impersonal
number of the six million murdered. Statistics educate me only so far; since my
college years, when I first heard Elie Wiesel speak, I have tried to glean the un-
speakable truth and terror of the Holocaust from the intimate stories of survivors.
As a concert pianist myself, I felt a powerful bond to Alice. My friendship with her
became part of a mission I undertook to tell the story of the Hitler’s most cynical
concentration camp. Dubbed a “model ghetto” by the Nazis, it was hidden, in plain
sight, in the small town of Terezin, about one hour from Prague.

Sitting across from me, filling the room with her apparently boundless energy;,
was an extraordinarily ordinary woman who had survived the past one hundred
years — an era paradoxically marked both by unimaginable scientific and cultural
achievements and by the worst degradations of the human spirit the Western
world has known. How could I begin a personal conversation about her years
in the concentration camp? “And your little son, Rafi, how could you care for him?”
I asked. “After the first shocking day in the camp,” she replied, “we laughed to-
gether playing a symbolic game; we pretended to frighten the dragons in a fairy
tale.” As Alice continued, the memory of the comforting fantasy was edged
aside by the facts of their incarceration: “He was only six when we were arrested
and transported to the camp in the small fortress town of Terezin, the former
home of the Czech Army. Not far from home, on our own soil, we were captives
imprisoned inside a grotesque new world, a Nazi prison administering laws
and regulations that abolished our very humanity. As soldiers shouted mach’s
schnell, we were pushed in a mass like cattle through the enormous iron gates.
Afraid of losing Rafi in the crowd, I whispered. ‘Hold my hand tightly, never let
go.” He cried, T want to go home; I don't like it here.”

At our first meeting I was struck by the ease with which Alice could break
into a laugh. I asked Alice how, after all the horror she has witnessed, she could
laugh so freely and so often. “Why not,” she said “laughter makes me and ev-
eryone else feel better. I have always laughed. Even in the concentration camp,
sick and depressed people sought me out just to hear me laugh. They said it was
their best medicine.” Until her death at 110, Alice ended most of her remarks
with laughter reminiscent of the Dalai Lama’s.

Although she spoke excellent English, Alice’s strong voice betrayed a sharp
German accent; and her short thinning hair was an insubstantial frame for her
age-chiseled face, marred with a heavy scattering of moles. Dressed in a pale blue
knit dress, fashionable thirty years ago, she wore white sneakers. At 104 years
of age she lived alone. Completely independent, using neither a cane nor a walker,
she shopped and cooked for herself. Feeling inadequate in her presence, I was
wondering if I could gain her trust before continuing the interview, when Alice
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asked “What do you do?” Confessing I was a pianist, she barked “play some-
thing.” Embarrassed, I moved to her piano bench and began the first movement
of Beethoven’s transcendent 30th Sonata. “Very good,” she announced, “You are
a real pianist, you can understand music is my language.” With that blessing
Alice indicated I could speak freely with her. Already I felt very attached to her
and I thought she was pleased to discover that I, too, lived my life in music.

An antique walnut-cased, upright Steinway piano was the only item in Alice’s
one-room London efficiency apartment, stuffed with a hodgepodge of used
furniture, that could not be described as bland. A small wooden rocking chair,
a single bed doubling as a sofa during the daytime, one side table, and a standing
television filled the space. Scrawny plants living in tin cans and glass jars deco-
rated the solitary window sill. The walls were hidden behind family photographs
and a neat stack of videos filled the shelf underneath the 1980s TV set. Less prosaic
was a time-worn book, Die Welt von Gestern (The World of Yesterday) by Stefan
Zweig, visible on her side table. Nothing matched. The color throughout was
drab. Still, the room exuded life, thought and promise. Every item had been as-
signed its permanent place as the miniature home filled up with bare necessities
and surviving mementos. Just as Alice began to slice another piece of cake, my eyes
fixated on the tea table, perhaps a clue to Alice’s past. She had set the outdoor style
metal table, donated from someone’s patio, with a collage of mismatched china
cups, saucers and plates painted with assorted rosebuds. Although the cups were
chipped and the plates showed cracks, their presence added an intention of beauty,
even elegance. Everything in this artist’s home became a telling background,
a true-life stage set, for her monumental story. That same week, after Christmas,
2006, Alice and I were enjoying tea when she interrupted our chatter with “now
that I am at the end of my life and nearly twice as old as Beethoven when he died,
why do you want to write about me? I am only one of millions, I was just lucky
to survive.” “Music, Alice, your life in music,” I whispered.

She smiled. I remember wanting to take care of her, to share her afternoon
strolls. I told her that, in the early 1970s, Ethel and I had attended a private screening
of the remnants of the Theresienstadt propaganda film, The Fiirher Gives the Jews
a City, hosted by New York’s Museum of Modern Art. The footage had shown scenes
of concerts performed in the camp. Even though the musicians had been temporar-
ily dressed in appropriately dignified costumes, neither the camera nor makeup
could not hide the prisoner’s sunken cheeks or bulging, expressionless eyes. “Was
one of your performances filmed?” I asked. Alice said “Yes, but the Nazis destroyed
most of the film before the war ended.” Then I asked, “Alice, do you remember how
you spent New Year’s Eve 1944 in the concentration camp?”

There was a personal motive to my question, for, as Alice described her forced
performance for Hitler’s cameramen, memories of my own New Year’s Eve 1944
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flooded my mind. My mother had roused me from a deep sleep to walk with her,
dressed in my pajamas, to the town’s “Watch Night” service which would begin
at 11:30 pm. Far away from home, my father was working on a freight train, haul-
ing military equipment - ranging from tanks and trucks to guns and bombs -
to military bases in the deep South. “Put on your shoes,” she said automatically.
Absorbing her loneliness, I obeyed. I was five years old.

Gripping my hand tightly as we slowly made our way on the dark sidewalk
two blocks up the hill to the church, Mother reminded me, “When the war is over,
our town will get street lights, but tonight we must be brave and think of the poor
soldiers who will never come home again. As we wait for midnight in the church,
you must think about the bad things you did this year, pray for forgiveness for your
sins, and promise you will do better in the coming year. And never forget, wasting
time is a sin. Time lost is gone forever.” Though I was too young to grasp the deeper
meaning of her words, the somber tone of her teaching felt momentous. When
we arrived, most of the seventy-five seats in the small sanctuary were already filled
with our neighbors and friends, wrapped in their coats and gloves against the cold.
Someone was playing soft music on the rickety piano. To save electricity, the lighting
had been dimmed, resulting in an eerie effect. We sat next to Mr. and Mrs. Lark;
he put his arm around his wife’s shoulder as she wiped her tears with a lace hand-
kerchief. Mother whispered she was crying for her son, Walter, who had lost his
life in France when his B29 plane was shot down by a Nazi fighter. As Mother
and I knelt to await the New Year, I felt something terrible was about to happen.
Would the church be bombed? Were the Nazis coming to get us? Mother had
explained midnight would be announced by a train whistle because the railroad
men kept accurate time with their pocket watches. If only the New Year would
hurry, I thought to myself. Frances Crenshaw, the cranky, old-maid postmistress,
read aloud the names of local boys killed that year in the war. Though she must
have known those soldiers from their toddler years, she read without emotion.

After what felt like a day or a lifetime, Proctor Lamb, the engineer in the train
yard finally blew his whistle, breaking the silence. Everyone stood, like soldiers
at attention, as the friendly telephone operator sounded the fire siren and old
Mr. Jacobs, who was living with a disability, rang the church bells. No one said

“Happy New Year.” More than three quarters of a century later, New Year’s Eve,
for me, is still colored with angst and loneliness. The distant sound of a train
whistle is still one of the most mournful sounds I know.

“Alice, do you remember how you spent New Year’s Eve 1944 in the concen-
tration camp?”
“No one has ever asked that question,” she said before explaining. “You see,
in the camp we believed our chances for survival depended on our ability to keep
our memories of normal lives alive. Before the war we always celebrated New Year’s
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Eve with a concert. So naturally, we prisoners gave a concert for our fellow prison-
ers still alive in the camp on December 31, 1944. It was all-Beethoven, our code

name for liberation. We invited everyone, including amateurs and children, who

remembered a piece to participate. I played the ‘Appassionato’ Sonata; the concert

ended with a bass singing the ‘Ode to Joy’ in Czech. Instead of joy we substituted

the Czech word for freedom. Symbolically we relished defying the Nazis guards

with our singing prayer. Our New Year’s Eve in Terezin 1944 inspired a moment

of hope and the optimism to persevere for another few weeks or months.” With her
eyes downcast, Alice paused, “Pessimism takes a toll on the human spirit. I am

an optimist.” This answer from this woman was breathtaking.

Continuing, Alice said, “So many of us were professional musicians. We played
countless concerts. Prisoners performed for prisoners. I played more than 100
programs during my two years in Hitler’s propaganda camp. People living
in the town or journalists wandering by could hear music emanating behind
the barbed wire fences; music the Nazis thought validated Hitler’s claim of treat-
ing Jews better than most German citizens. Their propaganda was eftective while,
at the same time, most of the performers and all of the composers were secretly
deported to Auschwitz where they were killed. Fortunately for us, the Nazis were
unable to grasp music’s power to provide comfort for the performers and their
audiences was stronger than the terror of Hitler’s acolytes. The instruments were
terrible; the best piano had neither legs nor pedals. Yet, we were music and every
concert became a moral victory against the enemy. Through music perform-
ers could hold onto their personal identities, while the audiences, transported
out of time and place, could feel for an hour that life was almost normal.”

Later the great Czech novelist, Ivan Klima, wrote of his first night in Theresien-
stadt “as a boy of thirteen,” sitting among many elderly men, watching a full-length
performance of Smetana’s opera The Bartered Bride. “There were no costumes,
no orchestra, no sets, it was cold, but we were transfixed by the music. Many cried,
I felt like crying too. Years later when I saw a beautifully produced performance,
it was not nearly as moving as the one I remembered.”

“Alice, I learned of Brundibar from the scene in the propaganda film shot
in Terezin. Was Rafi a member of the cast?”

“Ja, he sang the role of the sparrow; in that film he is standing on a box on the left
side of the stage. My friend Hans Krasa, the opera’s composer, had smuggled his
copy of the score into the camp. He was phenomenally talented and so empathetic
with the children.” Krasa was only 45 when the Nazis murdered him in Auschwitz
on October 17, 1944.

Brundibar is a kind of moral fairy tale of good triumphing over evil. The title
role, a heinous character named, Brundibar, parodies Hitler. In the climatic
scenes of the opera, a wild chase ensues; with great glee the children vanquish
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evil Brundibar, then join hands to proudly sing a Victory Song. “Can you imagine

the Nazis actually permitted this? They thought it would be great propaganda

especially for the Red Cross representatives when they next inspected the camp.”
I had to ask, “But didn’t the Nazis realize the opera ridiculed the Fiihrer?”

“Nein,” she answered definitively, “they were perceived as useless, sickly Jewish
children waiting to be deported to the gas ovens; besides they sang in the Czech
language the Nazis felt no need to translate. They were incapable of believing those
child prisoners or their opera had any merit. Of the 15,000 children imprisoned
in Theresienstadt, fewer than 100 survived.” Emphatically nodding her head
Alice added, “The Nazi guards and their commanders were clueless. The symbol-
ism of the little opera was keeping hope alive, not only for the children, but also
for the adults who attended one of the 55 performances.”

To this day, survivors can still hum the Victory tune.

“And,” Alice added, “The Red Cross unconditionally bought into this bizarre
Nazi propaganda scheme. Although their representatives were forbidden to talk
with us prisoners, didn’t they have eyes to see, or were they too callous to face truth?”

“Were you aware of President Roosevelt’s death?” I asked. “It was a shock,”
she uttered softly. We learned that from the Nazis soldiers who were celebrating
the news. Fearful of what they might do to us, we were demoralized.”

I told Alice of my childish love for President Roosevelt. When Mother called
“Come, the president is speaking,” I ran towards the standing radio to catch the sound
of his comforting voice. The day he died is seared into my memory. Spring had
come early that year to my little town. Apple and cherry trees were in full bloom;
tulips and lilac bushes were bursting open with color. The air was warm as we
walked downhill to the drug store for mother’s late afternoon lemon Coca-Cola
and a double-dip ice cream cone for me. Crowded with friends and neighbors
huddled together with downcast eyes, the room was alarmingly silent. Mother
asked loudly “What’s wrong?” Ray Martin, the pharmacist, put his arm around
her shoulder as he spoke, “Edith, haven’t you heard? Roosevelt is dead.”

“No,” she screamed, as we ran towards our house. Seated on the front porch,
she lifted me onto her lap. “A great man is gone,” she said softly. “We will have
another president, a little man from Missouri.”

“Can he win the war?” I asked.

“We hope so, but we don’t know much about him.”

“We thought the Americans would soon free us.” Alice commented. “We
knew they were on the way because we heard through the underground they
had liberated Marienbad. What we did not learn at the time was General Patton
and his troops were ordered to halt their advance and wait in Pilsen three weeks
so the Soviets could liberate Prague.” Shaking her head she continued “Three
weeks! Can you imagine how different the next forty years would have been
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if Patton had been allowed to rescue us a few weeks earlier? Czechoslovakia would
not have been punished with a Communist government.”

“Please tell me what you can recall about May 8, the day the Soviet Army liber-
ated Theresienstadt.” “I remember chaos,” Alice began. “Everyone was running
around, but going nowhere. Some of the stronger men were trying to kill the Nazi
guards with their bare hands when a very tall man, Rabbi Leo Baeck, pushed
his way into the crowd. Taking command, he ordered them to stop. “Take your
hands off those guards. You must not harm them. The Nazis will be punished,
but in a court of law,” he shouted. “Can you imagine, he literally saved the lives
of our enemies? And, just as he predicted, those guards were put on trial. Former
Jewish prisoners testified against them; only one was given the death sentence,
the others were sentenced to prison.” Ja, Leo Baeck was a beautiful Menschbilder,
a noble soul.

Conventional histories can teach us much. One quality that they may be
inadequate for teaching us is sympathy. After World War II, Hannah Arendt
observed: “The ideal subject of totalitarian rule is not the committed Nazi
or the dedicated communist, but people for whom the distinction between fact
and fiction, true and false, no longer exists.” And, indeed, the facts of history are
essential. Yet we need more than the power to distinguish truth from falsehood.
We also need — and need desperately — the power to understand the smaller, qui-
eter struggles of individual people, who know love, taste grief, and stand bravely
in the face of hatred and death. And this ability to understand and feel, so much
more than what I dare to call “mere history,” is the gift that biography gives us.
Our minds are capable of leaping into time past, parts unknown and unspeak-
able situations if the biographer can accomplish the difficult task of bridging time
to bring life to the subjects, their environment, and even warnings for the future.
Elie Wiesel, the biographer of the Holocaust, addressed this issue after publishing
his signature book, Night, in 1960. Although a short volume, less than 200 pages,
Elie explained he had labored ten years struggling for the right words — explicit
words that could not be challenged or gainsaid - to document the truth he had
witnessed.

Having heard that I traveled frequently to her former motherland, Alice asked
me why an American would be so interested in the Czech Republic. And so it was
my turn to tell a story. In early January, 1990, as producer of the Opening Ceremony
for a conference sponsored jointly by the Elie Wiesel Foundation for Humanity
and the Nobel Peace Committee, I flew to Prague to meet with the Republic’s
first free president in forty years, the newly elected Vaclav Havel. Still wear-
ing a hard hat, his face blacked with coal dust from inspecting an infamous
coal mine, Havel was surprisingly jovial. He was relaxing in a bar underneath
Prague Castle, and I thought he must be the world’s first avant-garde president.
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Intimidated by Havel’s informality, I struggled to explain the purpose of my visit.
“Mr. President, may I beg you to give a speech in Oslo this summer for a human
right’s conference?” I hastened to add that the gathering would be attended
by world leaders including Nelson Mandela, President Mitterrand and the King
of Norway. Awkwardly he replied: “I don’t think I have time to write the speech.”
“But Mr. President, the program is being televised; your speech must be brief,
maximum five minutes.” “In that case, I accept. Tell me, what should I talk about?”
“Mr. President, anything you wish, it is your speech.” “Please, help me,” he quipped.
“I have never been a president before.” Embarrassed, I spluttered one word, “Hope.”
In Oslo, introduced by Audrey Hepburn and Gregory Peck, President Havel
closed his talk with:

Iam not an optimist because I do not know all will end well.
I'am not a pessimist since I do not know if things will end badly.
But, I always carry hope in my heart,

For hope is as great a gift from God as life itself.

Alice is gone now. So, too, is the son whose hand she held so tightly as they
walked through the iron gates at Theresienstadt. But the boy survived the horror
and grew up to be an extraordinary musician in his own right. Lovers of classical
music fondly recall the grace and fluency of the cellist and conductor Raphael Som-
mer. We have also said our farewells to Elie Wiesel and Vaclav Havel - illustrious
names to those who read this, cherished friends to me. When I began the writing
of this essay, it was not wholly clear to me why it was important for me to tell
not only the story of Alice Herz-Sommer on New Year’s Eve 1944, but also my own
story of that same evening, a few hours later. Now, I understand. It is a question
of simultaneity - the realization that, as we go about our daily lives, immersed
in petty cares, other stories are, at the same time, being written. Many of them are
stories of oppression and courage that we will never know. As a child in a dimly
lit church, I frightened myself with images of Nazis who were thousands of miles
away, and who would never come. At Theresienstadt, Alice gave hope and courage
to others as very real Nazis, armed and impassive, stood at her elbow. Yes, Alice
is gone now. But her story is alive, touching our humanity, inspiring us to think
beyond ourselves and to ease the burdens of others. Such is the gift of biography.

New Year’s Eves remain special occasions for me. For years, I hosted a New
Year’s Eve Concert for Peace at St. John the Divine. The first concert featured
Frederika von Stade, Leonard Bernstein, and Odetta. Over the years, we wel-
comed the American Symphony and New York Philharmonic, Octavio Paz,
Kathleen Battle, Placido Domingo, and Luciano Pavarotti, as well as film stars
Gregory Peck, Cicely Tyson, James Earl Jones, and Harry Belafonte. Now, each
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year on December 31, I recreate a mini-program in my home for friends who

felt the need to share a quiet, memorable time. In 2019, following a casual buffet

dinner served between 9:30 and 11:00, we gathered around the piano to await

the invisible moment. Guests were asked to contribute their hopes for the coming

year; a biographer friend began with a beautiful story; Eva Haller remembered

garnering hope in 1944 while she was hiding in the Hungarian mountains; a young

violinist, Sirena Huang, played an unaccompanied movement of a Bach partita.
Ellen Burstyn read Tennyson’s “Ring Out Wild Bells.” As we approached three

minutes of midnight, soprano Camellia Johnson sang “This Little Light of Mine”
as one by one we lit slender candles, passing the flame from one taper to the next.
Midnight was announced by the sounds from Central Park of New York’s fireworks.
Led by Terry Cook, the Metropolitan bass, all joined the singing of “Auld Lang

Syne.” Protected with the warmth of our communal humanity, New Year’s Eve

no longer felt formidable nor lonely as one year dissolved into the new.

New Year’s Eve 2020 was observed remotely on Zoom as we respected the Co-
vid-19 mandates and America’s grievous suffering. We shall light our candles
separately, yet they still will shine. Considering the nearly irreparable, damage
inflicted on our democracy during the past four years I am reminded of something
Reinhold Niebuhr said, when the Nazis were rising to power in Germany. “There
are historic situations in which refusal to defend the inheritance of a civilization,
however imperfect, against tyranny and aggression may result in consequences
even greater than war.”

Only a few years ago Vaclav Havel issued a warning from the depth of his own
experience. “When we overthrew the god of communism that god was quickly
replaced with two new gods of money and celebrity.” Reminiscent of Havel’s
struggles to repair forty years of communist destruction, President-Elect Biden
is facing a similar situation with members of his opposition fighting every step
and every signature of his pen. Many Americans believe Joe Biden, a man moti-
vated by knowledge and experience while guided by his humanity, will prevail.
I am also reminded of what Havel wrote in his foreword to my book, “[...] we rise
to find the best in ourselves.” Biden is expected to be responsive to America’s
critical needs and to problems worldwide; his empathy quotient is high on issues
large or small, his personal humanity, a given. During a spontaneous interview
with him during his last term as Vice President, he surprised me with quotes
from Elie Wiesel. “Speak out, do not be a bystander.” As he was leaving the room
he paused for another moment. “Speak out,” he repeated thoughtfully. “I would
walk to New York for that man.”

Late December begs reminiscence. I have been thinking of Ethel’s influence
and only yesterday reread parts of her seminal book, Dreams of Love and Fateful
Encounters, aliterary and psychological examination, even biography, of one of our
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primary, often inexplicable, emotions. Ethel believed in the power of romantic
love to unlock the soul and argued the emotion as a centerpiece of human cul-
ture. But Ethel’s worthy thesis, although significant, is not the whole story. I am
reminded, too, of Eleanor Roosevelt and Jacqueline Kennedy with exemplary
dignity, after their husband’s tragic deaths, encouraging calm rather than ter-
ror and chaos as they mourned during some of our nation’s darkest moments.
Biographers must dig ever deeper for something spiritual in people’s lives, those
moments of authentic generosity, joy, grief or strength that can expose secrets
of their humanity.

The subtitle, An Ordinary Woman, Stefan Zweig chose for his unconventional
tome on Marie Antoinette, drew me into the story, not as the impervious queen,
but of the child-bride’s troubled life portrayed amidst the cruelty of tactics
sanctioned during the French Revolution. Zweig’s intimate reprisal of Baron
von Fersen’s failed rescue attempt and Marie Antoinette’s heart-breaking hom-
age to their love were intensely human. Hours before her barbarous death, she
dispatched a sympathetic messenger to return the ring, Fersen had placed on her
finger, to him. Engraved with “tutto a te mi guida” (all things lead me to thee),
that ring sheathed their eternal bond.

As he strove for biographical truth, Stefan Zweig put forth emotional and spiritual
keys to help unlock our understanding of the humanity in his subjects. Fearlessly
Zweig negated accepted myths and clichés perpetuated to foment hate and preju-
dice by generation after generation; rather he searched for glimpses of humanity.
Brimming with life, his pages of elegant storytelling designated him Europe’s most
popular biographer before the rise of the totalitarians. Perhaps, sensing the future,
Zweig admonished us, “Only the person who has experienced light and darkness,
war and peace, rise and fall, only that person has truly experienced life. Once
a man has found himself there is nothing in this world that he can lose. And once
he has understood the humanity in himself, he will understand all human beings.

>

New York City December 20, 2020

Caroline Stoessinger, the author of the A Century of Wisdom. Lessons from the Life of Alice Herz-
Sommer, the World’s Oldest Living Holocaust Survivor, prefaced by Vaclav Havel and translated
into many languages, is both a writer and a concert pianist. In this last capacity, Stoessinger
has appeared on the stages of Carnegie Hall and Lincoln Center and for twenty-five years
has performed with the Tokyo String Quartet and the Brooklyn Philharmonic Orchestra.
Stoessinger produced the televised dedication of the Schindler violin at the U.S. Holocaust
Memorial Museum and the first New York production of Brundibar. She has played in concert
halls from Tokyo and Prague to Spillville, Iowa, and for many years served as the artistic
director at the Cathedral of St. John the Divine. She is artistic director of chamber music
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at the Tilles Center, artist-in-residence at John Jay College, director of the Newberry Chamber
Players at the Newberry Opera House, and founder and president of the Mozart Academy.
She lives in New York City. (Source: Google Books, Penguin-Random House)
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Enmeshing Selves, Words and Media,
or Two Life Writers in One Family
Talk about Art and Disability

Abstract: Two life writers in the same family — one neurotypical, one autistic — converse

about the mountain of material they’ve produced: poems, memoir, essays, scholarship,
and documentary films. Preferring to conceive of their work as interdependent and en-
meshed, not bound by the strictures of identity politics and thus separate or conflicting, they
advance a neurocosmopolitan and rhizomatous understanding of the self in words. David

James (“DJ”) Savarese is an artful activist, writer, teacher, and Co-Chair of The Alliance

for Citizen-Directed Supports. An OSF Human Rights Initiative Youth Fellow (2017-2019)

and co-producer, narrator, and star of the Peabody award-winning documentary Deej:
Inclusion Shouldn’t Be a Lottery, he publishes poems, creative nonfiction, and scholarly
essays. Ralph James Savarese has authored five books and co-edited three collections,
including the first on neurodiversity. He has received awards from the Herman Melville

Society, the National Endowment for the Humanities, and the Mellon Foundation, which
funded a neurohumanities fellowship at Duke University’s Institute for Brain Sciences.

Keywords: life writing, disability, neurocosmopolitanism, narrative ecology, collabora-
tion, documentary, textocentrism

Ralph James Savarese: In the final poem of my recent pandemic collection,
When This Is Over, I write in the voice of my 28-year-old son. He is autistic; he uses
a text-to-voice synthesizer to communicate; and the pandemic has been espe-
cially hard on him, as it has wildly curtailed the fully inclusive life that he fought
so hard to build and maintain. In many ways, the pandemic has made shut-ins
of us all - or at least those who have practiced social distancing with a nearly
religious fervor. Here’s the poem:

“Gate Agent”

The gate agent from hell - that’s you, Dad.
A veritable Cerberus, hound of Hades,
you got snakes coming out
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of your butt and oversized belly.

Your serpent’s tail needs a good waxing -
and get a haircut while you're at it.

Who could ever want three heads?
Overthinking and over-smelling everything....
You're charging extra for rollaboards;

you're not letting dead families sit together;
you're barking into the microphone.

How about a little customer service?

Those of us in Abraham’s bosom,

those of us wearing a pine overcoat,

those of us picking turnips with a step ladder
or basting the formaldehyde turkey,

we're tired, Dad. Cut us some slack.

Who cares if terrorists rush the cockpit?
We're as terror-stricken as we could be.

I just want to go out onto the front lawn

of life and wave at the cars.!

I have been as bad as this imaginative evocation of my son’s point of view sug-
gests. We live in downtown Iowa City, and my son watched one mask-less young
person walk by our house after another. Any time he even approached the front
door, I would start barking. (Imagine that other Italian — Dr. Fauci - foaming
at the mouth, and you’ll get the picture.)

While the poem is critical of me, it’s also presumptuous. My son is a pub-
lished poet and nonfiction writer; he can certainly speak for himself. In fact, I've
devoted my life to giving my son a voice. Labeled “profoundly retarded” when
my wife and I adopted him at age six from foster care, he and a number of other
nonspeaking autistics have forced scientists to rethink the so-called “severe” end
of the autism spectrum. He was educated in regular classrooms, went to Oberlin
College as its first nonspeaking student with autism, graduated Phi Beta Kappa.

>« »

Once, in an interview with Dr. Sanjay Gupta on CNN’s “Anderson Cooper 360,
he responded to the question “Should autism be treated?” by typing, “Yes, treated
with respect.”

So, it’s bad enough that a father is speaking for his adult son. Still worse that
a non-autistic person is speaking for an autistic one. And yet, we have each done this
to the other. My son turned my first book, Reasonable People: A Memoir of Autism

1. Ralph James Savarese, When This Is Over: Pandemic Poems (North Liberty: Ice Cube
Press, 2020), 86.

2. CNN Transcripts, Anderson Cooper 360, Finding Amanda. Aired April 2,2008. Accessed
May 4, 2021. http://transcripts.cnn.com/TRANSCRIPTS/0804/02/acd.02.html.
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and Adoption,’ into a play, Plotting Hope,* re-imagining his father as a character.
I remember watching myself on stage — both through the lens of the book I had
written and through the lens of my son’s reimagining. Reasonable People ends
with a chapter written by my son called “It’s My Story!™ The chapter takes me
to task for, among other things, being too kind to his birthmother. Because she
was so unspeakably abusive, she didn’t deserve, he believed, my liberal sympathies
regarding welfare and drug addiction.
My son has also written about me in poems and essays, including one called
“Passive Plants,” in which he presents himself as a tutoring vine:

If T had conceived of my adoptive mother and father as potential parents, I never would
have believed in that future. Instead, I started climbing. I felt myself wrapping around
them. I felt the sturdy bark of their brains, the sweet pulp and marrow of their hearts.
They needed to learn how to be vines, and so I taught them. Together, we unmade the idea
of tree. Let us speak from this moment forward of a family vine: not descendent branches
but a loose collective of stray seeds. A garden that isn’t a garden, embracing the wind.®

He adopted us, he claims, and in the process reinvented kinship. Notice how hard
he pushes back against the do-gooder trope of liberal salvation:

People think of my parents as saints. They cannot see how I saved them. Together, we became
whole in a holey sort of way. The weed can reclaim both the devastated field and the lawn
of an upscale home. As Jonathan Skinner says, “From an ecological standpoint... weeds
are a necessary part of the healing process.””

In his telling of our family story, the wind and a seed make something new.

Perhaps, most notably, my son wrote about me in his film Deej, which tracks
his inclusion journey from high school through his first year at Oberlin.® The film
appeared on PBS and won a Peabody Award. Once again, I found myself staring
at a version of myself, my dadness, this time on a screen. My son wrote and co-
produced the film; he had complete control over the words and 50% control

3. Ralph James Savarese, Reasonable People: A Memoir of Autism and Adoption (New York:
Other Press, 2007).

4. David James Savarese, Plotting Hope. “Readers Theatre,” Grinnell High School. Grinnell,
IA, 2009.

5. David James Savarese, “It’s My Story,” Reasonable People: A Memoir of Autism and Adop-
tion (New York: Other Press, 2007), 432-442.

6. David James Savarese, “Passive Plants,” Iowa Review, vol. 47, no. 1 (Spring 2017), 35.

7. Savarese, “Passive Plants,” 36.

8. Robert Rooy, Deej, Rooy Media, 2017. The film’s web site can be found here: https://www.
deejmovie.com/. The trailer can be found here: https://www.deejmovie.com/#watch-trailer.
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over everything else. When you’re collaborating with three filmmakers, two
of them executive producers, and interfacing with a huge government funding
entity, you quickly discover the limits of film-by-committee. Nondisabled people
have so invested in the narrative of overcoming that it’s difficult to maneuver them
out of Disney-like stereotype. Although my son mostly approves of the film, we both
encountered a version of our feisty selves pressed into the service of a simple plot.

Alison Kafer has urged disability studies scholars and writers “to make our
lives part of our arguments.” As a very public autism family in the US, we have
done just that: wedded life writing in multiple genres, from multiple points of view,
to an activist impulse. How can we use our extraordinary privilege and good
fortune to make a difference in the lives of other autistic people, especially those
who don’t speak? How can we do the same for foster children? In what follows,
my son and I explore, through dialogue, the now mountain of material we have
produced over the last fifteen years. How best to describe this simultaneously
separate and collective endeavor?

In The Co-authored Self: Family Stories and the Construction of Personal Identity,
Kate C. McLean speaks of “narrative ecology,” a dynamic space in which stories
cross-pollinate and co-produce the selves within that space.” Judith C. Lapadat,
in “Ethics in Autoethnography and Collaborative Autoethnography,” imagines
a “multivocal” approach that purposefully makes room for differences of opinion
and points of view."! In my recent book, See It Feelingly: Classic Novels, Autistic
Readers, and the Schooling of a No-Good English Professor, I use the metaphor
of “conjoined neurologies” to capture the process of reading and discussing litera-
ture across neurotype." Identity politics have encouraged us to police the borders
of representation — and with good reason - but it has come at a cost: namely,
a sense of collaboration and collectivity, however fraught. What connects us as we
explore matters of difference? This is not a longing for old-fashioned humanism
and universal values. Rather, it’s a call for interlocking and interdependent stories,
proliferating lives in print.

David James Savarese: I'm for pushing beyond borders in every direction.
Ours is not a story of multivocality; it’s a story of multimodality. It’s not a story

9. The characterization belongs to Jennifer Fink, All Our Families: Finding Our Disabil-
ity Lineages (Boston: Beacon Press, 2022). See Alison Kafer, Feminist, Queer, Crip (Bloomington:
Indiana University Press. 2013).

10. Kate McLean, The Co-Authored Self: Family Stories and the Construction of Personal
Identity (Oxford: Oxford University Press, 2016), 5.

11. Judith Lapadat, “Ethics in Autoethnography and Collaborative Autoethnography.” Quali-
tative Inquiry, vol. 23, no. 8 (2017), 589.

12. Ralph James Savarese, See It Feelingly: Classic Novels, Autistic Readers, and the Schooling
of a No-Good English Professor (Durham: Duke University Press, 2018), 15.
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of a shared narrative or space; it’s a mesh of emotional, physical, intellectual, ar-
tistic, and/or activist entanglements whose traces live on in some filmic, dramatic,
memoiristic, dialogic, or scholarly - but just as often lyrical, poetic, and meta-
phoric — expression. We're opening up a multiplicity of unfolding possibilities

rather than upholding static, stagnant, and singular identities. It’s not about

competing versions of the same life story; rather, our lives are entangling and en-
meshing, not defining and confining. In an ever-unfolding universe, there’s room

for everyone, every kind of kin.

And while we might both use words to leave traces of our journeys, in fact our
love for each other exists first and foremost in a modality beneath and beyond
words. We found ourselves, formed our us-ness, not linguistically but physically.

In Reasonable People, you wrote:

The first time I met the three-year-old boy who would become my son we butted heads.
Without any eye contact at all, without any animosity, without anything that could be
construed as emotion, he took me by the second finger on my right hand to the couch
in the family room, waited for me to sit down, sat down himself, and then brought our
two skulls swiftly together. Emily, who was standing in the doorway, was as surprised
asI - surprised that he’d even registered my presence, let alone that he’d approached me,
doubly surprised the encounter was so intimate, so physical, so literally heady.”®

You then use a metaphor of animal entanglement. Two sets of antlers find
one another:

Working professionally with D], Emily had seen him use his head as a battering ram when
angry, but she’d never seen him use it as a form of introduction: a forceful, but comparatively
measured, hello. In fact, she’d never seen him seek out such close contact with anyone
before. This version of an embrace — our two foreheads joined by the pressure of his tiny
hands - left me dazed, a dull ache emanating from just above my nose. I was unprepared
for the superfluousness of eyes, the heaviness of a child’s breath. For twenty minutes
we stayed that way: two bighorn sheep fallen asleep in play or combat.™

I love that I lured you out, too, Dad, and not just the other way around. How
much of this sort of thing gets into life writing? The form is typically so oriented
to “events,” to things that happen - not to sensation. In my film Deej, my non-
autistic co-producer couldn’t conceive of a plot that might be rooted in the body -
my body, my way of perceiving. For him, it was simply a matter of “Will D] make
it at Oberlin?”

13. Ralph James Savarese, Reasonable People: A Memoir of Autism and Adoption (New York:
Other Press, 2007), 31.
14. Savarese, Reasonable People.
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Later, in college, I'd capture another of our wordless exchanges in the form
of a pantoum:

“My Adoptive Father Buys a Trampoline”

Like newly laid asphalt,

the black mat baked in the Florida sun
at once taut and spongy.

This ridiculous highway,

which sat baking in the Florida sun,
afforded my father and me

the most ridiculous of highs.

We bounced up and around,

my new father and I,

on this improbable racetrack —
up, up and around, bouncing,
like Herbie, the Love Bug,

his racetrack just as improbable
as ours. My new name —

not Herbie, the Love Bug -
hugged me like a guardrail.

A new Italian last name

was just what a foster kid needed,
hugging me like a guardrail

On newly laid asphalt.”®

In a pantoum, the second and fourth lines of a stanza become the first
and third lines of the next stanza, with the final line of the poem repeating
or echoing the first. The lines, you might say, are ever-entangling; and ever-changed
by those entanglements. The poem is obviously not just about jumping. In it, I use
the sounds of the words and lines and the quasi-refrains to convey the wordless
dialogue of movement between us. Repetition anchors life and, in so doing, be-
comes ritual - reassuring ritual. The “spongy” surface of the trampoline offered
teedback to our bodies. I might even call it proprioceptive love. Again, how much
of this sort of thing makes its way into life writing?

Since I wrote that pantoum in my early years at Oberlin, two words I've
dropped from my vocabulary are “adopted” and “adoptive.” As my poem makes
clear, I used to think of us this way, but now whenever you refer to me as your

“adopted son,” I feel a prick of sadness. And while I think you use it as a kind

15. David James Savarese, unpublished poem, 2014.
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of message that you found or chose me, that you elected not to have biological
children, in fact your recounting of our first meeting makes clear who made
the first move. At the very least, aren’t you the adopted father and me the adoptive
son? To me these words feel like relics of the past I bid farewell to in my lyric essay

“Passive Plants.” As you just wrote, “In [my] telling of our family story, the wind
and a seed make something new.” I prefer to think of us this way: organic, alive,
dynamic - paying no heed to manmade identities.

Ralph J. Savarese: In “Don’t Mourn for Us,” which some people consider
the beginning of the neurodiversity movement, Jim Sinclair writes, “Parents often
report that learning their child is autistic was the most traumatic thing that ever
happened to them. Non-autistic people see autism as a great tragedy, and parents
experience continuing disappointment and grief at all stages of the child’s and fam-
ily’s life cycle.”’® With his title, Sinclair, who is autistic, directly addresses such
parents, hoping to disrupt this dominant plot. He then says crucially, “This grief
does not stem from the child’s autism in itself. It is grief over the loss of the nor-
mal child the parents had hoped and expected to have.”” I was no doubt freed
from dashed expectations — as both a dad and a memoirist. I wasn’t going to write
abook like Mark Osteen’s, which attempts to justify the institutionalization of his
autistic son at age 12, or like Kim Stagliano’s, which narrates the aberrant potty
habits of her autistic children — what I call “the rhetoric of pee and poo” - to give
grief an intolerable cast.”” I knew you were autistic, I knew you didn’t speak, I knew
the label that had been attached to you (“mental retardation”), but I also knew,
back then in an unsophisticated way, that the expert view of autism didn’t match
what I was seeing. It certainly didn’t match the immediate bond we had developed.

I was also freed, as a dad and memoirist, from the typical adoption plot.
Ours was an open adoption (I know you hate that word!), and I had, still have,
no objection to you “finding” your birth parents, though obviously it’s compli-
cated by abandonment and abuse. As you know, we initially supported your
birthmother’s reunification efforts, paying for drug rehab and a place to live.
I'm drawn to your description of us as “paying no heed to static, manmade identi-
ties that seek to confine us.” I think that’s true inside our house and on the page
to an extent, but in public, people are all too ready to impose identities on us.

16. Jim Sinclair, “Don’t Mourn for Us,” Autism Network International (ANI) Newsletter,
Our Voice, vol. 1, no. 3 (1993). Accessed May 4, 2021 at https://www.autreat.com/dont_mourn.html.

17. Sinclair, “Don’t Mourn for Us,”

18. Mark Osteen, One of Us: A Family’s Life with Autism (Columbia: University of Missouri
Press, 2010).

19. Kim Stagliano, All I Can Handle: I'm No Mother Teresa: A Life Raising Three Daughters
with Autism (New York: Skyhorse Publishing, 2010).
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Even essential books such as Allies and Obstacles: Disability Activism and Par-
ents of Children with Disabilities® or Sincerely, Your Autistic Child: What People
on the Autism Spectrum Wish Their Parents Knew about Growing Up, Acceptance,
and Identity* posit a significant divide between autistics and non-autistics. In this
age of identity politics, we find it difficult to imagine a form of intimacy that
not only reconfigures difference but also leads to something like anthropological,
maybe even neurological, hybridity. Remember when, as a boy, you typed, “Really
hoping that very nervous Dad is autistic’? Sometimes I think that the neurotypi-
cal fondness for categories, for generalization — we’re top-down processors, after
all - has forced everyone to think of language, in the words of Dawn Prince,

“as a weapon rather than an amorphous mist of the birth waters of reality.”*

“Words,” she maintains, “cut up the world, and... also... cut groups of people
one from another.”” The freedom that we’ve carved out, DJ, is a privilege, but it’s
both limited and uncertain.

As a scholar, I've written extensively about neurocosmopolitanism, a term
I coined (Nick Walker coined it independently as well) to capture the idea of neu-
rological hybridity.24 I may not be autistic, but having embraced autism and lived
with someone who is - you! - having become beautifully “entangled” with it, I am
like an expat in Paris or Rome or Quito or Beijing. Autism has rubbed off and in,
changing me - for the better. I borrow this conceit from your poem “The Unmerited
Favor of Light,” where you say that you now “live abroad in language” and worry

20. Allison C. Carey, Pamela Block, and Richard K. Scotch, eds., Allies and Obstacles: Disability
Activism and Parents of Children with Disabilities (Philadelphia: Temple University Press, 2021).

21. Emily Paige Ballou, Sharon daVanport, and Morenike Giwa Onaiwu, eds., Sincerely Your
Autistic Child: What People on the Autism Spectrum Wish Their Parents Knew about Growing
Up, Acceptance, and Identity (Boston: Beacon Press, 2021). These books provide a crucial service,
but they assume relatively fixed identity roles. Autistics and non-autistics can each become more
aware of the other, but the divide remains.

22. Dawn Prince, “The Silence Between: An Autoethnographic Examination of the Language
Prejudice and Its Impact on the Assessment of Autistic and Animal Intelligence,” Disability Studies
Quarterly, vol. 30, no 1. https://dsq-sds.org/article/view/1055/1242.

23. Prince, “The Silence Between.”

24. Ralph James Savarese, “From Neurodiversity to Neurocosmopolitanism: Beyond Mere
Acceptance and Inclusion,” Ethics and Neurodiversity, ed. C. D. Herrera and Alexandra Perry
(Cambridge: Cambridge Scholars Publishing, 2014). Ralph James Savarese, “I Object: Autism,
Empathy, and the Trope of Personification,” Rethinking Empathy, ed. Meghan Marie Hammond
and Sue Kim (New York: Routledge, 2014). Ralph James Savarese and Lisa Zunshine, “The Critic
as Neurocosmopolite,” Narrative, vol. 22, no. 1 (2014). Ralph James Savarese, “Toward a Postcolonial
Neurology: Autism, Tito Mukhopadhyay, and a New Geo-poetics of the Body,” Journal of Literary
and Cultural Disability Studies, vol. 4, no. 3 (2010). Ralph James Savarese, “What Some Autistics
Can Teach Us about Poetry: A Neurocosmopolitan Approach,” The Oxford Handbook of Cognitive
Literary Studies, ed. Lisa Zunshine (Oxford: Oxford University Press, 2015).
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that you've lost your “native eye,” that keen attachment to the sensory.” I don’t
dismiss this fear at all, but maybe the notion of gain and loss occludes the fact
that we are never just one thing purely. Interaction and relation govern life. Rigid
identities can only be static.

I define neurocosmopolitanism as “being respectfully at home with all manner
of neurologies,” and I envision a kind of endless movement toward, and interaction
with, the Other. In a number of essays I suggest that poetry is a hospitable - in-
deed, a neurocosmopolitan — meeting place for different neurotypes. And there’s
research to back this up. For example, autistic people excel at hearing the percep-
tual aspects of language, all of that precategorical auditory information that gets
discarded in the process of manufacturing phonemes; non-autistics, in contrast,
excel at meaning, at making sonic generalizations that narrowly signify.”” Of course,
in poetry semantics must collaborate, must enmesh, with sound. Each becomes
the other through intricate pattern.

Somewhere, you say that poetry was your first language, and I still remember,
very early in your linguistic emergence, what you typed on your computer after
I read aloud Dylan Thomas’s poem “Fern Hill.” “Very great sound, very great
sound,” you said. Words can be like birds in a tree or the wind in a field - they
need not mean. And certainly Thomas pushes the limits of literal understanding.
Once, after enduring a long car ride with your parents to visit your grandmother —
we were bickering about directions — you typed, “Yes. Yes. Mom and Dad. Long
time. Very married.” The two-beat rhythm was as important, I remember thinking,
as the witty commentary on our romantic life. To return to your pantoum, poetry
was like a trampoline: semantics were superfluous but also emergent: just part
of a bouncy, metered pair. A long time ago you asked, “Why is poetry to the side
of life? Why don’t we request a drink in a catchy way?” Good question!

So, I'm thinking about collaborative life writing on all sorts of levels, and I'm
wondering about your film. About three-quarters of the way through, tensions
with your non-autistic co-producer erupt, becoming part of the narrative. Filming
stops, and you must both regroup. You've said that the camera could only stare
at you in the way that people stare at those with disabilities. Your partner’s com-
mitment to “cinema verité” threatened to become a freak show. Eventually, you
arrived at a compromise of sorts: the narrative of “making it” at Oberlin would

25. David James Savarese, A Doorkob for the Eye (Minneapolis: Unrestricted Interest Press,
2017), 16. http://www.djsavarese.com/3d-flip-book/doorknobfortheeye/.

26. Ralph James Savarese and Lisa Zunshine, “The Critic as Neurocosmopolite,” Narrative,
vol. 22, no. 1 (2014), 20.

27. Ralph James Savarese, “What Some Autistics Can Teach Us about Poetry: A Neurocos-
mopolitan Approach,” The Oxford Handbook of Cognitive Literary Studies, ed. Lisa Zunshine
(Oxford: Oxford University Press, 2015), 403-404.
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be punctuated by four of your poems set to the astonishing oil paint animation

of Em Cooper.?® Rewatching the film, I thought to myself, Documentary realism

is like most academic prose, and oil-paint animation is like poetry. That’s overdoing

it, I know. But you've said that in those ekphrastic sequences, your fluid, sensuous

inner world comes through. Staring stops. Could you say a few words about col-
laborative media and your work with Em Cooper in the context of life writing?
Also, the collective you formed in Iowa City?

David J. Savarese: I'm glad to talk about poetry, Dad. As you know, my rela-
tionship to language has always been complicated. You've written about it in any
number of places. On the one hand, I agree with Dawn Prince, static binaries
are often employed to divide, to separate: verbal/nonverbal; speaker/nonspeaker;
autistic/non-autistic. If 'm honest, when you use them, a part of me cringes.
On the other hand, “neurocosmopolitan” offers an unbounded, ever-expanding
field of diverse communion. And I agree with you, poetry offers us neurocos-
mopolites a common, open meeting ground.

In that same essay, Dawn Prince says the following of language:

[...] language was like food: each word was onomatopoeic and tasted and smelled, even
sustained me as a whole thing of its kind. I digested words, sentences and stories as if my
life depended on it. Again, like food, I saw language as a necessary element for survival
and a web of interdependencies.”

Can I say that, together, Em Cooper and I created a kind of neurocosmopolitan
dialect/diet of poetry-and-oil-paint-animation? And that it’s multisensory, mul-
tivocal, non-logocentric, non-textocentric, collaborative expression was purely
liberating? Poetry was asked to paint, and painting was asked to play the drums -
to keep rhythmic time. Em Cooper’s animation made my poetry dance. Together,
the two art forms sucked us all into a space where motion, rhythm, pattern, color,
sound, and texture freely conversed, inviting us back into the world of trampolining.

Ahhbh, to be back in a world of discussions in motion, but truth be told, Em
met me first in words. She read every paper and poem I'd written in my time
at Oberlin. An ocean between us - she lives in England - she’d g-chat with me,
learning the cadence and rhythm of my written speech. And rather than illustrate
the poems, images from my writing — of volcanoes, flags, and vines - surface,
melt, then disappear, only to resurface in the next poem. The viewers are literally

28. Examples can be found here: https://www.deejmovie.com/poetry.

29. Dawn Prince, “The Silence Between: An Autoethnographic Examination of the Language
Prejudice and Its Impact on the Assessment of Autistic and Animal Intelligence,” Disability Studies
Quarterly, vol. 30, no. 1 (2010). https://dsq-sds.org/article/view/1055/1242.
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swept into the vortex and back out again. Without her wordless encouragement,
her sensory accommodation, the viewers’ transformations would not have been
complete.

Documentary realism can capture my challenges the way someone passing
by a wreck might rubberneck, but it can’t capture my rich inner life. Nor can
it unfix the “I” who loves to stand apart and stare at difference. And so, if we’re
talking about life writing, we need to remember other, collaborative methods
of relating a life.

Our culture practices a form of closemindedness that favors or privileges written
language over other means of communication, what scholars call “textocentrism.”
As Cassandra Hartblay points out, the consequences are significant:

[T]extocentrism [...] reinforces racial and class domination,..[and is] also a primary field
in which ableism is inscribed. Textocentrism privileges particular modes of cognition
over others. This is not to say that texts in general, or textual analysis must be abandoned;
rather, that they must not be elevated so as to obfuscate [or hide] other ways of knowing,
particularly, of performative interactions.*

Four-fifths of the way through my anthropology thesis at Oberlin - an au-
toethnographic exploration of ethnography and language - I suddenly became
mindful of my own bias. A high achiever in mainstream education from kinder-
garten through college, I now communicated almost entirely in written English.
What, I wondered, might I have pruned or suppressed in the process? I began
to seek out the works of those autistics — some nonspeaking, others not — who
choose nonalphabetic forms of expression. In an ekphrastic series of poems titled
A Doorknob for the Eye, I turned my attention to the artwork of seven autistic
artists and sought to converse with them in poetry.

As you say, [ initially framed my dependence on language as the loss of my
“native eye,” but I came to see that I was “dividing up” the world, as Prince would
say. I remember you telling me about a study that looked at how literate autistics
and literate neurotypicals remember letters.” The former group remembers them
as shapes, as if they were looking at art; the latter, names them. In other words,
the incidental curve of the “p” or “o0” plays no role in the neurotypical’s relation-
ship to language. It’s just a random part of the signifier. You said, recently in a talk

30. Cassandra Hartblay, “This Is Not Thick Description: Conceptual Art Installation as Eth-
nographic Process.” 2016 Paper Presentation for the Symposium on Innovations in Ethnographic
Methodology. Berkeley, CA: UC Berkeley Center for Ethnographic Research.

31. Hideya Koshino et al., “Functional Connectivity in an fMRI Working Memory Task
in High-functioning Autism,” Neuroimage, vol. 24, no. 3 (2005), 810-821.
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at Duke, that “in autism maybe there’s no need for ekphrastic reconciliation.
Poetry is painting before the poet even starts.”**

This past summer, boxed in by the pandemic, I once again found myself stuck.
Yearning for the openness and fertile soil of neurocosmopolitan space, I invited
three of my poet-friends,* now scattered around the country, to ekphrastically
connect with the artwork of Malcolm Corley who is autistic.** Originally, I in-
tended to write the book myself, but I soon realized doing it collectively would
not only enrich the conversation but also create an expansive and neurocosmo-
politan community — making a solitary activity more fun, especially during
the pandemic, and adding connections to each of our lives. These connections
and relationships might grow in multiple unforeseen ways in the future. Studies
in Brotherly Love will come out this year from Prompt Press,* which specializes
in ekphrastic poetry, and even it will refuse to be ordinary, singular. The book
is an art object in and of itself: handmade, from start to finish, and having only
alimited number of “copies.” In one of my poems, I remember getting the stomach
flu the first Christmas I spent with you. You held my head as I vomited - yet an-
other form of enmeshment!

This summer, working and teaching from your room inside our house, you
abandoned academic writing and rediscovered your poetic voice — your/our life
pouring out in four books of poetry, two intimate collaborations with close friends:
one a poet, the other, an artist and musician. Tell me, Dad, what is it that poetry
offers you that no memoir, no op-ed, no scholarly essay ever could?

Ralph J. Savarese: As you know, DJ, I have an MFA in poetry and a PhD
in literature; my job at Grinnell has me teaching both creative writing courses
and literature ones. Small liberal arts colleges can’t afford to field faculty with nar-
row specializations. I'm very grateful that I haven’t been forced to teach, and do,
just one thing. Just as you and I and our various forms of life writing are entwined,
so is my own memoir, poetry and scholarship. Like people, genres can become
self-obsessed or narcissistic. (There’s an old joke: what does the memoir specialize
in? Me!) They need a corrective. So, I'm glad to be constantly pulled out of one
way of approaching things. But to answer your question, poetry offered a kind
of emotional compression and urgency. These things seemed almost laughably
suitable to the pandemic. The language could be fluid and inventive, yet it all
happened in a box. The words, as it were, couldn’t go outside.

32. Ralph James Savarese, “The Discourse of Heterogeneity and ‘Many Outcomes’ in Autism:
What Ends Does It Serve?” Duke University, April 2021.

33. www.clarettaholsey.com. http://lateefmcleod.com. https://jorrellwatkins.com/.

34. https://malcolmstiles.com/.

35. https://promptpress.org/. https://www.jazgraf.com/.
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I'm concerned that readers might think our vision of enmeshment is all sun-
shine and roses, without conflict and challenges, so I want to be sure to address,
in this final part, how differences of perspective loosen, not dissolve. In a piece
called “Coming to My Senses,” which blends a reading of Thoreau with theories
of autistic perception, you reveal a limitation of my nearly rabid pro-inclusion
philosophy.* In fact, you explicitly update my piece “River of Words, Raft of Our
Conjoined Neurologies.”

That piece recounted the process of reading The Adventures of Huckleberry
Finn with you during your junior year of high school. I was quite concerned about
how you would react to Twain’s narrator, who is terribly abused - in fact, almost
killed - by his father and then later adopted. You were really working through
your own trauma at the time, and reading seemed to aggravate it. My piece cel-
ebrates the emergence in you of a kind of aesthetic distance, a writerly orientation
to the text. How was it constructed? How does it work? Your AP English class
became, in your words, a kind of “safe house,” and I depict you, the only fully
included, nonspeaking student with autism in Iowa, as guided by the spirit of Har-
riet Tubman, your hero, through the halls of Grinnell High School. (I've always
loved your line “smart self’s walk down freedom’s trail.”)

But reading your piece, I had to confront a stark fact: inclusion is a lot more
difficult for the person with a conspicuous disability than for his/her/their parents.
I had failed to adequately consider the problem of stigma and staring - the toll
it took on you. In your essay, you refer to the “barking orbs” of your classmates,
and I still remember how one night at home you announced on your computer,
“Freak is ready for bed.” How much you had assimilated the notion of disabil-
ity as pathology! Your mother and I immediately conspired to have you meet
with other nonspeaking autistics across the country who were included or fight-
ing to be included. You needed a community, a support system, fellow travelers
on freedom’s trail.

I had underestimated the long legacy of the “ugly laws,”’ statutes designed
to keep disabled people out of the public square. Your peers at Oberlin were unac-
customed to being educated alongside people with significant disabilities. They
needed time to catch up - and they did! In your essay, you take Thoreau to task
for arrogantly dismissing society, calling that gesture a privilege, something you
can’t afford to do. But nor, at times, can you afford inclusion because it comes
at such a psychic cost. In public, you're quite literally a marked man. My liberal
politics had moved too quickly through the experience of inclusion, your experi-
ence of it. For this reason, I am delighted that you offered another view, entwining

36. David James Savarese, “Coming to My Senses,” Autism in Adulthood, vol. 1, no. 2 (2019).
37. Susan M. Schweik, The Ugly Laws: Disability in Public (New York: NYU Press, 2009).
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your essay with mine. What should we call this kind of thing? Loving critique?
How about “friendly refinement”? Multi-vocal, multi-perspective life-scripts that
emerge in conversation, in relationship. Or, to return to Kate’s McLean’s idea
of “narrative ecology,” an artful ecosystem of ever-evolving words and images.

I'll close with a poem, one that shows my worrying side as a father. It imagines
the future for disabled people in a less than positive way, and it almost begs you
to reply.*

“Almond”

Maybe despair is just a professor
babbling in French or Italian.
He’s so committed to his view
that he can see little else.

Or maybe it’s a politician

who takes the amygdala’s money.
The frontal lobes sit atop

a Dark Web operation.

It’s like a machine dispensing
candy, one bar after another.

Call it Almond Panic.

In the movie Last of the Mohicans,

which I cringed at the other night
though nonetheless kept watching,
Hawkeye, Chingachgook’s
adopted son, says to Cora,

whom Magua has abducted,
“You're strong! You stay alive

no matter what occurs!

I will find you!” And he does.

I'm a sucker for rescue plots,
and Day Lewis slips

into his role the way mist
moves into a valley.

So, maybe I have it wrong.

Maybe the future will find my son;
decide, as I did, that it doesn’t
want to be the present.

38. Ralph James Savarese, “Almond,” Entropy Magazine (April 29, 2021), https://entropymag.
org/foster-care-two-poems-2/.
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In his version of our family

story, faith plays a crucial role.
Somehow I knew even if I had to get
myself out of foster care I'd see you.

I knew it because I could remember you
telling me you’d never let me feel alone.
And I always felt you in my heart,
even when I was being assaulted.

It took three years to extract him -
he might as well have been

in North Korea. This grown man
is so much hardier than I thought,

and I, his former “big brother,”
so much more foolish. Only now,
under strain, can I see the forest
through which hope must run.

David J. Savarese: In the beginning of our conversation, you asked: “How can
we use our extraordinary privilege and good fortune to make a difference in the lives
of other autistic people, especially those who don’t speak? How can we do the same
for foster children?” Yes, and, how, too, might we make a difference in the lives
of those neurotypicals so prone to fear, so prone to argue, to defend, to isolate?

Whenever I encounter a fearful sentence or poem like yours, one that “imag-
ines the future for disabled people in a less than positive way” — I remind myself
that some of my best mentoring has come, not from humans, but from plants
and microbes. In his essay “Thoughts on Things: Poetics of the Third Landscape,”
Jonathan Skinner writes, “The third landscape, in the end, may be little more
than an in-between space, an interstitial zone, found everywhere life is found
and, indeed, permitting further life.”* Rhizomes have encouraged me to live
in that interstitial zone. Unlike true roots, which rely on a single stem and root
bulb, rhizomes persevere by creating an intricate network of multiple root bulbs
full of nutrients and resources that grow both vertically and laterally. This allows
them to live in the ever-unfolding present, neither weighed down by the past
nor fearful of the future.

You describe our wordless freedom as “limited and uncertain.” I experience
it as uncertain and, therefore, limitless. For me, interdependence isn’t a theory
or aspiration but rather the underlying beingness of any ecosystem. We are interde-

39. Jonathan Skinner, “Thoughts on Things: Poetics of the Third Landscape,” in Eco Language
Reader, ed. Brenda Iijima (New York: Portable Press/Nightboat Books), 44.
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pendent beings, not interdependent stories. In a recent talk I gave, “Neurocosmopolites,
Rhizomes, and Artful Activism,” I self-identify as a neurocosmopolite, an artful
activist, and a practicing optimist. I believe not only that nobody is disposable, but also
that everybody is indispensable. We are all essential and meaningful participants
of something larger than ourselves. I model ways in which my rhizomatous artful
activism has me planting seeds in multiple directions simultaneously, following
those that begin blossoming, understanding others will lie dormant, perhaps
rejuvenating themselves in a year or two. In this way, weeding me out is difficult,
if not impossible. So no worries, Dad.

Alison Kafer says we ought to make our lives part of the argument; I say let’s
make living an artistic endeavor, a creative improvisation; let’s rhize and thrive.
For me, activism is a call for action, a shifting of human relationships in our world,
yet ours is not the activism of law and policy, but an artful activism. One that lowers
people’s defenses and awakens the senses, inviting them into a neurocosmopolitan
encounter, allowing perceived adversaries to become fresh-thinking allies. It’s about
actively disrupting the misassumptions on which the status quo is founded and of-
fering room to create an alternative world. By trying out something new we might
creatively show people that their assumptions about us or the world we live in are
unfounded. I think allowing them to make these discoveries on their own is more
effective than dictating what they ought to think or feel. A neurocosmopolitan,
rhizomatous life writing is expansive, dynamic, sensuous, a space with multiple
entry points. Here we find ourselves again and again and again.

D.J. Savarese is a public speaker, writer, and activist who works to make literacy-based education,
communication, and inclusive lives a reality for all nontraditionally speaking people through

artful advocacy, teaching, and community organizing. A 2017-19 OSF Human Rights Initiative

Youth Fellow alum, he is also the co-producer of the Peabody award-winning, Emmy-nominated

documentary Deej: Inclusion Shouldn’t be a Lottery, which unearths discrepancies between

insider and outsider perspectives of his lived experience as an alternatively-communicating

autistic person. D.J. is the author of the chapbook A Doorknob for the Eye and has published

poems and prose in The Iowa Review, Seneca Review, Prospect, Bellingham Review, Nine Mile

Magazine, Autism in Adulthood, Stone Canoe, and wordgathering.com. “Passive Plants,” a lyric

essay published in The Iowa Review, was named a notable essay in the 2018 Best American Es-
says. Before moving to Iowa City, he graduated Phi Beta Kappa from Oberlin College in May
2017 with a double major in Anthropology and Creative Writing. (Source: Artful Advocate)

Ralph James Savarese, an American scholar, writer, and poet, has been on the faculty at Grin-
nell College for 20 years. He is the author of two books of prose, Reasonable People (memoir)
and See It Feelingly (ethnographical literary criticism), and three books of poetry, Republi-
can Fathers, When This Is Over: Pandemic Poems, and Someone Falls Overboard. The third,
written with Stephen Kuusisto (published on March 15, 2021) is modeled on Marvin Bell’s
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and William Stafford’s co-authored book, Segues: A Correspondence in Poetry. His most
recent work, Did We Make It? — a chapbook of ekphrastic poetry with paintings by Tilly
Woodward, was published on Nov. 11, 2021 in Hole in the Head Review. Savarese is currently
working on a fourth book of poetry called Exact Conclusion of Their Hardiness and a book
on Herman Melville. With his son, he is writing a book of letters titled Dear Dad, Dear DJ.
Professor Savarese is also the co-editor of three collections: Papa PhD: Essays on Fatherhood
by Men in the Academy; Autism and the Concept of Neurodiversity, a special issue of Disability
Studies Quarterly; and The Lyric Body, a special issue of Seneca Review. A fourth co-edited
collection, The Futures of Neurodiversity, is under contract with the Modern Language Associa-
tion. Ralph Savarese is the recipient of a number of awards: co-winner of the Irene Glascock
National Undergraduate Poetry Competition; the Hennig Cohen Prize from the Herman
Melville Society for an “outstanding contribution to Melville scholarship” an Independent
Publisher’s Gold Medal for Reasonable People in the category of health/medicine/nutrition;
a Mellon Foundation “Humanities Writ Large” fellowship, which supported a year-long
residency at Duke University’s Institute for Brain Sciences; two “notable essay” distinctions
in the Best American Essay series; two Pushcart Prize nominations; and a National Endow-
ment for the Humanities summer stipend. His scholarship, creative work, and opinion pieces
have appeared in more than 80 journals, books, and newspapers. (Source: Grinnell College)
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Portret artysty (rocka) w wieku dojrzatym
Nick Cave na scenie

A Portrait of a (Rock) Artist as a Mature Man. Nick Cave on Stage

In this article, I try to reconstruct the “representable self-image” of musician, writer and stage
artist Nick Cave. I focus on his photographic portraits, the most emblematic and frequently
reproduced, that create an iconosphere of rock and popular culture at the edge of the 20th
and 21st centuries — taken by a Dutch photographer Anton Corbijn. However, I take under
consideration not only photographic representations of Cave but also his latest output:
music albums and the autobiographical movies 20 000 Days on Earth and One More Time
with Feeling, as well as his poetry book called Sick Bag Song or his blog The Red Hand
Files. All these hypertexts have been directed to give the audience a sense of participation
in a metamorphosis, as they accompany the artist backstage, on tour, and in his hotel room.
They show us how the “private” and “biological” body of the artist transfers into the “public”
body, how it is monumentalized on stage and with a camera and - finally — how it becomes
a “sign,” “trademark,” and “product.” Sometimes, this dialectic intimacy makes an impression
of an exhibitionist-voyeuristic pact between the artist and his public. However, Cave runs
this identity game very consciously and with self-irony. By crossing the borders between his
mythologized stage effigie and his biography, Cave seems to adapt a Warhol-like politics
of “giving good face” into the synoptical culture industry and fame culture of the 21st century.

Keywords: Nick Cave, stage biography, fame culture, voyeurism, effigies

You're a distant memory in the mind
of your creator, don’t you see?
Jesus Alone

Lustro Warhola

A co jesli stwodrca jest rownoczesnie tworzywem - rezyserem, aktorem i wi-
dzem tego samego spektaklu? Wers z Jesus Alone, od ktdrego zaczynam, objawia
sie nagle, oderwany na moment od traumatycznego kontekstu Skeleton Tree,
jako elegijna odpowiedz na pytanie sformutowane przez Nicka Cave’a dwa lata
przedtem, w Piesni torby na pawia: “Kim ja, kurwa, jestem? - wykrzykuje — kurwa
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mac, pomocy! — wrzeszcze na caly glos™. Takich prob autodefinicji jest zreszta
w ksigzce wiecej. Narrator Piesni, w ktorym nietrudno rozpoznaé porte-parole
lidera The Bad Seeds, pisze na przyklad: “Jestem malym bozkiem z terakoty, drze
na postumencie, wcigga mnie wielka bezdnia dzwigku™. Innym razem, po kon-
cercie w Seattle: “Wydawalo mi si¢, ze mam prawo wylacznosci do / mojego
ciala. W tym tez mylifem si¢™’. I wreszcie: “Mezczyzna, ktory wlasnie pojawit sie
na scenie Sony Centre w Toronto, nie zdaje sobie sprawy, ze naprawde nie istnieje.
/ Jest czescig snu chlopca, ktdry ze tzami w oczach stoi znieruchomialy na wi-
brujacym torze kolejowym™.

Te i podobne fragmenty Piesni przenosza nas od razu — na zasadzie hipertek-
stu — w sam $rodek problematyki, ktéra uobecnia sie w najnowszych Cave’owskich
projektach. Nie tylko w gléwnym nurcie, czyli w albumach Push the Sky Away (2013)
i Skeleton Tree (2016), lecz takze — a moze przede wszystkim — w towarzyszacych
im filmach 20 000 dni na Ziemi (2014) oraz One More Time with Feeling (2016),
w komiksie Reinharda Kleista Nick Cave: Mercy on Me (2017) czy wreszcie w cyklu
spotkan lidera Bad Seeds z publicznoscia Conversations with Nick Cave, ktorego
dopelnieniem jest strona internetowa The Red Hand Files, dzialajaca od wrzesnia
2018 roku jako rodzaj autorskiego bloga, poprzez ktéry Cave komunikuje sie
ze swoimi fanami, odpowiadajac na ich pytania — najczesciej bardzo intymne®.

Jednym z powracajacych tematéw tej twdrczosci, $cisle zwigzanych z antro-
pologia popkultury, jest poszukiwanie “przedstawialnego obrazu siebie”, gra
wizerunkowa i tozsamos$ciowa o rodowodzie jakby Warholowskim, nazywana
przez Jonathana Flatleya “poetyka upubliczniania” lub “dawaniem twarzy™:

Warhol dostrzegt, ze moznos¢ bycia konkretng osobg, wyposazona w konkretne cialo
i odczuwajacg konkretne pragnienia, nie wspolgra z moznoécia stania si¢ abstrakcyjna
osobg publiczna, co opisuje jako “wpasowanie sie w przyjeta role” [...]. Warhol zdawat
sobie sprawe, ze trzeba by¢ publicznie przedstawialnym (representable) — lub przynaj-
mniej méc wyobrazac sobie, ze jest si¢ publicznie przedstawialnym, po to, by w ogéle
miec poczucie, Ze si¢ istnieje®.

1. Nick Cave, Pies#i torby na pawia, przet. Tadeusz Stawek (Stronie Slaskie: Biuro Literackie,
2018), 91.

2. Cave, Piesn..., 18.

3. Cave, Piesn..., 72.

4. Cave, Piesn..., 146.

5. Odpowiedzi publikowane sg $rednio co tydzien, dwa tygodnie. Zob. www.theredhandfiles.
com (14.05.2019).

6. Jonathan Flatley, “Dawanie twarzy: upublicznianie i polityka prozopopei Andy’ego Warhola”,
przel. Tomasz Basiuk, Bartosz Zurawiecki, Artium Quaestiones nr XIV (2003), 317. Zob. Jonathan
Flatley, Like Andy Warhol (Chicago: University of Chicago Press, 2017).
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Na zdjeciach prasowych z otwarcia retrospektywy Antona Corbijna “1-2-3-4”
w Fotomuseum Den Haag (21 marca 2015 roku) wida¢, jak Nick Cave przyglada
si¢ z bliska swoim portretom, ktdre obejmuja rdzne okresy jego scenicznego ist-
nienia, od lat osiemdziesigtych XX wieku do poczatku dwutysiecznych. Artysta
kontra jego effigie. Obok, na pozostatych scianach muzeum, zawieszone sg zdjecia
Toma Waitsa, Micka Jaggera, Davida Bowiego, Johnny'ego Casha, Davida Gahana,
Patti Smith czy P] Harvey. Stynne fotografie, znane z wielu reprodukeji i oktadek,
fotografie-emblematy, ktdre tworzg ikonosfere rocka przelomu XX i XXI wieku.
Zgromadzone w jednym miejscu i oprawione w ramki, portrety Corbijna skfadaja
sie na kolekcje mitologicznych postaci, popkulturowych heroséw, scenicznych
idoli, lecz takze — nie ma sensu tego ukrywac - na galerie kreacji marketingowych,
powstatych w odpowiedzi na gldd “spoteczenstwa medialnego”. Jedna z jego cech
jest to, ze “nieustannie konsumuje twarze, ktore samo produkuje™.

“/bozowe kregi mych oczu...”

W pierwszej scenie 20 000 dni na Ziemi, ktoéra poprzedza intro z setkami jego
reprezentacji medialnych, odtwarzanych na ekranach telewizoréw z zawrotna

predkoscia, Cave méwi ironicznie: “Pod koniec XX wieku przestalem by¢ czlo-

wiekiem [a human being — przyp. ].O.]. To niekoniecznie zle. Po prostu tak jest™.

Za moment wchodzi do tazienki i przeglada si¢ w lustrze. Zimne $wiatlo zatrzymuje
si¢ na kilku zmarszczkach. W zblizeniu ogladamy mate przebarwienie na Zrenicy.
Obraz ten, w ktorym wlasciwie odstania si¢ problematyka calego filmu, powraca
takze w Piesni torby na pawia:

Starannie mieszam w miseczce emulsje, przyczerniam wlosy,
Tak Ze niczym atramentowoczarne skrzydlo kruka
Moszczg sie na moim wysoko wypietrzonym czole.
Nachylam sie,
Whpatrujac w zmierzwione zbozowe kregi mych oczu.
Male brazowe przebarwienie
Na niebieskiej Zrenicy prawego oka, biatka zaczynaja
z6tkng¢. Plama watrobowa
Na lewej skroni. Pajaczek rozgoscit sie na prawym nozdrzu.
Swiatlo tazienki jest bezwzgledne.’

7. Hans Belting, Faces. Historia twarzy, przel. Tadeusz Zatorski (Gdansk: wydawnictwo stowo/
obraz terytoria, 2014), 214. Kanonicznym kontekstem jest tutaj, oczywiscie, takze ksigzka Rolanda
Barthes’a Mitologie, zwlaszcza jego analiza portretéw filmowych Grety Garbo.

8. 20 000 dni na Ziemi, rez. Iain Forsyth, Jane Pollard, dyst. Pulse Films, Wielka Brytania,
2014, min. 2:55 i dalej. Tu oraz w pozostalych anglojezycznych cytatach thumaczenie moje - J.O.

9. Cave, Piesn..., 29-30.
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W ksigzce Cave wielokrotnie probuje da¢ nam poczucie uczestniczenia w meta-
morfozie, towarzyszenia mu - troche nielegalnie — “za kulisami”, w trasie miedzy
kolejnymi koncertami, w pokojach i tazienkach hotelowych. Widzimy, jak ciato
prywatne i biologiczne przeobraza si¢ w cialo medialne, jak jest monumentalizowane
na scenie i przed obiektywem - jak staje si¢ ciatem-znakiem i cialem-towarem.
I odwrotnie. Ta dialektyka intymnosci przybiera niekiedy forme ekshibicjonizmu,
karmi si¢ voyeurystycznym instynktem czytelnikéw i czytelniczek, cho¢ nie jest
pozbawiona humoru (egzaltowany opis masturbacji w hotelu Bowery w Nowym
Jorku'). Przede wszystkim jednak powraca motyw znuzonego, z wolna, lecz
nieodwolalnie starzejacego si¢ meskiego ciala, ktére z niematym trudem dzwiga
swoje “publicznie przedstawialne role” i “ktéremu teraz wlasnie robia zastrzyk
ze sterydéw majacych uczynic ze zmeczonego diugim lotem i grypa piesniarza
przedmiot uwielbienia™".

Drugim tematem przewodnim Piesni torby na pawia, a takze filmu 20 000
dni na Ziemi i albumu Push the Sky Away, jest rozpad pamieci i zwigzane z nim
dos$wiadczenie ptynnej tozsamosci (“Zamieniam sie w nawiedzony dom, w ktérym
stycha¢ wycie / i pojekiwanie pamieci™?). W onirycznych, po Cave'owsku natchnio-
nych wersach poematu zdarzenia biograficzne mieszajg si¢ ze $wiatem imaginacji
i tworczosci. Wlasciwie nie wiadomo, kto prowadzi te notatki: bozek popkultury
(“Jak malenki bozek wloke sie dokofa niezmierzonego $wiata / ale tyje i jako roztyty
bdg wloke sie dokota niewielkiego §wiata™), artysta-medium (“Jestem uktadem
nerwowym wprawianym w ruch przez duchy i rymy”"), artysta-hochsztapler
(“Artysta-padlina jest coraz bardziej rozprzestrzeniajacym / sie snem!”"?) czy “chlo-
piec na moscie”, dalekie wspomnienie siebie samego, ktéremu dedykowana jest
ksigzka. Moze kazdy po trochu. A moze zaden z nich.

Transfiguracje / transgresgje / transakcje

20 000 dni na Ziemi opowiada wiec o “publicznych rolach” lidera The Bad
Seeds, o “przedstawialnych obrazach”, o procesie “nadawania twarzy” - oraz
0 jej umitycznieniu i utowarowieniu. Wszystko w 20 000 dni na Ziemi, albo pra-
wie wszystko, jest na ustugach scenicznego mitu: malarsko dobrana scenografia,
starannie zaaranzowany seans u psychoanalityka, ktory spaja kompozycje catego

10. Cave, Piesn..., 125-126.
11. Cave, Piesn..., 10.

12. Cave, Piesn..., 95.

13. Cave, Piesn..., 96.

14. Cave, Piesn..., 23.

15. Cave, Piesn..., 100.
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filmu, literacka narracja prowadzona przez Cave’a z oftu, zawsze sprzezona z ob-
razem, i kadrowanie, ktore podkresla charakterystyczne, rozpoznawalne cechy
jego urody. Potrzeba duzo dobrej woli - lub naiwnosci - by da¢ wiare, ze Iain
Forsyth i Jane Pollard chcieli pokazaé dzien w konwencji filmu dokumentalnego.
Nie ma tu miejsca na przypadek lub fenomenologiczne doswiadczanie chwili ro-
dem z Sartre’owskich Mdlosci (“Nigdy nie czulem tak silnie jak dzisiaj — zapisuje
Roquentin w swoim dzienniku - ze nie mam tajemnych wymiaréw, Ze jestem
ograniczony do swojego ciata, do lekkich mysli, ktére unoszg sie z niego jak pe-
cherzyki™®). Bohaterem filmu nie jest osoba z krwi i kosci, ale idealny model;
Nick Cave jako “ekran” i jako “persona”, kreowana latami forma, ktorg rezyserzy
portretuja w najlepszej pozie.

Cave zreszta sam podsuwa tropy. W rozmowie z Rayem Winstone’em, okoto
trzydziestej minuty, na pytanie, czy w obliczu zblizajacej si¢ starosci nie myslat
nad “odnowieniem” wizerunku-siebie (reinvent myself), odpowiada: “Ja nie moge
sie ‘odnowic. [...] dla mnie gwiazdor rocka musi by¢ rozpoznawalng postacig.
Taka, ktérg mozna narysowac jedng kreska. Nie wolno go zmienia¢ co dwa
tygodnie, on musi przypominac boga”. Dialog z Winstone’em, bardzo wazny
w kontekscie calego filmu, ma tez drugi biegun. Zawiera w sobie zarazem ad-
oracje przedstawialnego obrazu i sSwiadomy lek przed uwiezieniem “po drugiej
stronie™ “Wlaczasz to i wylaczasz. Lecz pewnego dnia juz nie mozesz, stajesz si¢
istotg, ktora powotales do zycia [...]. Przebite$ sie w marzeniach na drugg strone
i nic nie sprowadzi cie z powrotem. Zreszta sam juz nie wiesz, czy kiedykolwiek
chciates sie ‘tu’ znalez¢™.

W ten sposdb Cave aktualizuje jeden z ponadczasowych toposéw romantycz-
nych (elementy antropologii romantyzmu s na wielu plaszczyznach kluczowe
dla wyobrazni lidera The Bad Seeds) - relacje sobowtorowa — ktéry w kulturze
rocka uobecnia si¢ poprzez figure sobowtoéra scenicznego, niekiedy mocno
niezaleznego od pierwowzoru i zagrazajacego mu swoim doskonalszym, nad-
rzeczywistym ksztattem'®.

W 20 000 dni na Ziemi przemiana sceniczna w “drugie cialo” ujmowana jest,
po pierwsze, w kategoriach nieomal religijnych, jako transfiguracja czy swoiste
przebdstwienie. “Na scenie cos sie dokonuje. Przenosisz si¢, inaczej odczuwasz
uplyw czasu, stajesz si¢ istotg, ktéra nie moze si¢ myli¢”"®. W jednym z tekstow

16. Jean-Paul Sartre, Mdlosci, przel. Jacek Trznadel (Warszawa: Czytelnik, 1974), 67.
17. 20 000 dni na Ziemi, min. 29:51 i dalej.

18. Na przyktad w filmie Todda Haynesa o Bobie Dylanie I'm Not There (2007), w etiudzie
Donalda Rice’a z Bobem Geldofem I am Bob (2007) czy w tragifarsie Davida Winklera Finding
Graceland (1998), gdzie Harvey Keitel odgrywa “nieudanego” sobowtéra Elvisa.

19. 20 000 dni na Ziemi, min. 31:52 i dalej.
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opublikowanych na portalu The Red Hand Files, z kwietnia 2019 roku, Cave posunie
sie jeszcze dalej, gdy metamorfoze umeczonego alkoholem i narkotykami Elvisa
(oraz Shane’a MacGowana z The Pogues czy Niny Simone) w trakcie koncertu
poréwna do $mierci i zmartwychwstania Chrystusa (bo Presley “ukrzyzowal sie
na scenach w Vegas, $piewajac w late shows i supper shows, setki razy”), a za chwile
powie, ze: “Dzieki nieograniczonej potedze muzyki artysta przekracza swoja ne-
dze w akcie publicznego egzorcyzmu, za sprawg ktérego przeistacza si¢ w bostwo
[transforms into a deity — przyp. ].O.]”%.

Echo tej wrazliwos$ci pobrzmiewa w sztandarowej piosence albumu Push
the Sky Away — Jubilee Street, ktora razem z wideoklipem w rezyserii Johna
Hillcoata dodaje do sakralnej metaforyki blasfemiczne, iScie Bataille’owskie
polaczenie prostytucji, konsekracji i transgresji. Gdy w kluczowej scenie bohater
klipu, zuzyty mezczyzna w srednim wieku (znowu Ray Winstone), bierze do ust
sutek kobiety, jak w sakramencie komunii, tez co$ si¢ dokonuje. Pokéj napetnia sie
$wiattem, w muzyce dominuja mocne rifty gitary elektrycznej, zaraz “wszystko

zniknie, pozostanie jedynie rozedrgana cato$¢™.

I am transforming
I am vibrating

I am glowing

Iam flying

Look at me now

Cave opowiedziany

A zatem koncert jako petite mort i doswiadczenie mistyczne? Jako “doswiad-
czenie wewnetrzne erotyzmu” i praktyka quasi-religijna? To wlasnie sugero-
walaby intuicja Bataille'owska. Przemiana, o ktérej méwi Cave, dokonuje sie
jednak, po drugie, takze poza scena. Jest dlugim procesem stabilizowania formy,
utrwalania i multiplikowania effigie artysty - strategia “zajmowania przestrzeni”*
(wracam do Warhola, ktory tak okreslal pomnazanie wizerunkéw w mediach).

By zaistnie¢, sobowtdr sceniczny potrzebuje nie tylko “publicznie przedstawial-
nego” ciala, lecz takze opowiesci, mitu biograficznego, ktdry jest czescig portretu

i podobnie jak on ulega pewnemu unieruchomieniu (“Nie wolno go zmienia¢

20. Issue #34: What does Elvis mean to you?, https://www.theredhandfiles.com/what-does-
elvis-mean-to-you/ (16.05.2019).

21. Georges Bataille, Erotyzm, przet. Maryna Ochab (Gdansk: Wydawnictwo stowo/obraz
terytoria, 2015), 129.

22. Andy Warhol, Filozofia od A do B i z powrotem, przel. Joanna Raczynska (Warszawa:
Twoj Styl, 2005), 115-116.
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co dwa tygodnie”). Jak bardzo konsekwentnie i $wiadomie traktuje ten proces
Cave, pokazuje na przyklad sekwencja “pamieciologicznych” scen okolo pig¢dzie-
sigtej minuty 20 000 dni na Ziemi, rozpoczynajaca sie od$piewaniem Higgs Boson
Blues (tam znamienna fraza: “Can’t remember anything at all”), a konczaca si¢
zejSciem muzyka do prywatnego archiwum - zejsciem dostownie, bo miesci si¢
ono w podziemiach, ale przeciez to czytelna metafora odpominania, zejscia w glab
niepamigci. Towarzyszacy temu autorski komentarz nie pozostawia watpliwosci:

Ktoz z nas poznal swoja historie [a story — przyp. J.O.]*? To jasne, ze w chwili, gdy jej
doswiadczamy, nie ma ona zadnego sensu. Nie ma w niej nic, tylko nadmiar i chaos.
Nasze zycie moze stac si¢ historig dopiero w akcie opowiadania, podejmowanym ciagle
od nowa. Nasze male, bezcenne wspomnienia, ktére wcigz powtarzamy sobie i innym,
najpierw tworzac z naszego zycia opowies¢, a potem chronigc jg przed rozpadem w mroku*.

Literaturoznawca zapewne rozpozna w tych sfowach watki narratywistyczne —
chocby podstawowe przekonanie, ze “przeszto$¢ rozwija sie wraz z opowiescig ™
(pozbawiona jej natomiast “rozpada si¢ w mroku”), a takze to, ze twarde rozréz-
nienie miedzy “prawdg” a “fikcja”, tu w kontekscie doswiadczenia autobiograficz-
nego, “nie sprowadza si¢ do opozycji albo-albo, lecz prowadzi do sytuacji, w ktorej
nie sposob rozstrzygnaé, czy co$ jest jednym, czy drugim”. Tak pojmowana
autobiografia jest tylez rekonstrukcja, co aktem kreacji i manipulacji, “nadawaniem
i pozbawianiem oblicza, twarzg i od-twarzaniem, figura, formga i deformacjg”™.

Znamienne, ze Paul de Man, ktérego wlasnie zacytowatem, podobnie jak Jo-
nathan Flatley, postuguja si¢ w swoim rozumieniu autobiografii nadrzedna
figurg prozopopei, ktéra w sztuce retoryki oznacza wprowadzenie do dialogu
wyobrazonego sobowtdra lub przemawianie w imieniu nieobecnych - takze
umartych (prosopon poien to “przydawac oblicze lub maske”, de Man méwi tez
o “fikcji glosu-zza-grobu™?, zupelnie tak, jakby 6w proces trzeba bylo okupi¢
nauka o nieobecnosci siebie).

23. Angielskie a story mozna ttumaczy¢ na jezyk polski wieloznacznie, miedzy innymi
jako historie, fabule, opowies¢, opowiadanie. U Cave’a pojawia si¢ wlasnie na przecieciu kontekstu
literackiego i biograficznego — miedzy tworzeniem opowiesci a historig rozumiang jako rekon-
strukcja — dlatego w kilku miejscach zdecydowalem sie zachowa¢ anglojezyczna pisownie.

24. 20 000 dni na Ziemi, min. 50:40 i dalej.

25. Maciej Bugajewski, Przemystaw Czaplewski, “Narracja”, w: Modi memorandi. Leksykon
kultury pamieci, red. Magdalena Saryusz-Wolska, Robert Traba, wspotpraca Joanna Kalicka
(Warszawa: Wydawnictwo Naukowe Scholar, 2014), 266.

26. Paul de Man, “Autobiografia jako od-twarzanie,” przel. Maria Bozenna Fedewicz, Pamietnik
Literacki z. 2 (1986), 309.

27. de Man, “Autobiografia...”, 314.

28. de Man, “Autobiografia...”, 315.
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Jaka jest zatem story, ktorg prowadzi Cave w 20 000 dni na Ziemi oraz w Pie-
sni torby na pawia? Posiada ona wiele cech autobiograficznego mitu, a przede
wszystkim: (1) ma dzialanie sensotworcze, nasladuje konstrukeje literackie i quasi-
literackie w ten sposob, ze dazy do fabularnego uporzadkowania losu, o ktérym
opowiada, (2) upraszcza i teatralizuje biografie, skupia si¢ na prezentowaniu
najwazniejszych lub najbardziej dramatycznych zdarzen z zycia bohatera, ktore
ukazane sg drobiazgowo i nie bez przerysowania, i wreszcie (3) jest ona uwiklana
w pewien uniwersalizujacy system odniesienia — w mitologie rocka, ktéra posiada,
jak kazda mitologia, swoje stale imaginarium i zbiér pozadanych schematow
przedstawiania. Automitografia opowiadana w 20 000 dni na Ziemi jest wiec
w jakims stopniu stereotypowa, reprezentatywna dla tego paradygmatu, dzigki
czemu kumuluje w sobie spoleczng energie fanéw, cho¢ jednoczesnie zaciera si¢
w niej zlozona podmiotowo$¢ bohatera i narratora — Nick Cave z filmu staje sie
ucielesnieniem kolektywnego fantazmatu.

Zycie muzyka zostalo tu opowiedziane za pomoca kilku, kilkunastu zna-
czacych epizodéw-obrazéw, “biografeméw”, w ktérych elementy powtarzalne,
legendotworcze plynnie mieszajg si¢ z “konkretnoscig indywidualnego losu™.
Bez wigkszego trudu mozna je rozpoznac w scenach, w ktérych Cave rozmawia
z psychoanalitykiem. Utozone chronologicznie, sktadaja si¢ w taki scenariusz:
(1) chlopiec na moscie biegnacy na spotkanie pociagu, ale w ostatniej chwili
unikajacy zderzenia - obraz zalozycielski, od ktdrego rozpoczyna sie takze Piesr
torby na pawia, (2) pierwsza lektura Nabokova i Dostojewskiego, (3) inicjacja
seksualna z dziewczyng o czarnych wlosach i bladej twarzy, (4) matomiastecz-
kowa nuda, (5) przedwczesna $mier¢ ojca, (6) stynace z bijatyk i autodestrukcji
koncerty The Birthday Party, okrzyk “Hands up, who wants to die!”, (7) Berlin:
zalozenie The Bad Seeds i heroina® w latach osiemdziesiatych, (8) kolekcja
sztuki pornograficzno-sakralnej i trzy pukle wloséw kupione na pchlim targu,
(9) terapia odwykowa, (10) zdobycie §wiatowej stawy, (11) stabilizacja i etos pracy
kontra demony pamieci. Mozna by zapewne dalej rozwija¢ liste tych Cave’'owskich
biografemoéw. “Sceny mitologiczne wra we mnie i wok6! mnie” - méwi narrator
w Piesni. “Mit to prawdziwa historia™".

29. Tworca tego terminu jest Roman Zimand, ktory uzyt go przed laty w kontekscie Stanistawa
Brzozowskiego. Ostatnio przypomnial go Stanistaw Rosiek: “Biografia Schulza jako wyzwanie
(rzucone historii)”, Schulz/Forum 6 (2015), 71-82.

30. Nalog narkotykowy to jeden z bardziej trwatych i poddajacych si¢ legendzie biografemow
w kulturze rocka. Tak jak gruzlica, choroba nowotworowa czy AIDS, opisane przez Susan Sontag,
tak poszczegolne narkotyki: heroina, kokaina czy LSD maja swoje mitologie i przektadaja si¢
na biografie sceniczne artystow rockowych, réwniez na ich wizerunek (Bowie jako “biaty ksiaze”).

31. Cave, Piest..., 58.
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Z tego wlasnie scenariusza skorzystal Reinhard Kleist w komiksie Nick Cave:
Mercy on Me. W powstaniu ksigzki zresztg — jak sugeruja podzigkowania - po-
magal jako$ sam jej bohater. Muzyk jest tez autorem blurba, w ktérym zachwala
berlinskiego artyste, “mistrza noweli graficznej i mitotwdrce™, za splatanie $wiata
przedstawionego w swoich piosenkach z faktami biograficznymi. I rzeczywiscie,
narracja prowadzona jest u Kleista réwnoczesnie na dwoch przenikajacych sie
planach: zdarzenia z porzadku egzystencji sg jak gdyby dopetniane lub komento-
wane przez fabuly i watki z ballad, a Cave pojawia si¢ czgsto w rolach stworzonych
przez siebie postaci, ktére w komiksie pelnia funkcje egzystencjalnych metafor.
Oto kilka z nich: Nick Cave jako czlowiek-karaluch (King Ink) i astronauta dry-
tujacy poza orbitg Ziemi, jako kapitan tongcego pirackiego statku i romantyczny
morderca Elisy Day, jako bezimienny bég-guru z czerwong prawa dfonig i klawisz
w celi $mierci, wreszcie jako gtuchoniemy Euchrid z powiesci Gdy oslica ujrzata
aniota - Kleist pokazuje go w finalowej scenie, gdy zaszczuty niemowa, nagi
jak noworodek, zanurza si¢ w bagnie jak w ptodowych wodach, i cho¢ za chwile
umrze, czuje ulge, bo “to, co wymyKka si¢ Zyciu, jest uwalniane od cierpienia™.

Ow proces mityzacji dziala takze w druga strone. Reinhard Kleist adaptuje
cialo Cave’a w taki sposob, ze nawet w kadrach “biograficznych” upodabnia si¢
on do komiskowych superbohateréw (jakby na potwierdzenie stéw, ze gwiazde
rocka “mozna narysowac jedng kreska”). Ma wiec swoje niezmienne atrybuty
i stroj, ktory jest jego druga skora. Czarna marynarka i kruczoczarne, zaczesane
do tylu wlosy, rozpieta koszula, dwie glebokie bruzdy na czole, usta skierowane
melancholijnie w do}, ciezkie sygnety na dtugich palcach, chude, dtugie nogi i rece
jak u pajgka, przenikliwe, drapiezne spojrzenie, zapadnieta twarz o silnych, me-
skich rysach. Z oktadki komiksu patrzy na nas ten drugi - “Nick Cave” sobowtér,
ustalona wersja muzyka, ktérg znamy z fotograficznych portretéw, wideoklipow
i koncertéw. Look at him now.

Podobna strategia mitotworcza zostala zastosowana przez kuratoréw retro-
spektywy “Stranger Than Kindness”, ktéra otworzono w 2020 roku w Bibliotece
Krolewskiej w Kopenhadze. W o$miu salach zgromadzono ponad trzysta Cave-
‘owskich obiektow archiwalnych, obejmujacych wszystkie okresy jego scenicznego
zycia. Czgsto sg to materialy bezcenne z punktu widzenia ,,archeologii tworczo-
$ci” — miedzy innymi rekopisy i maszynopisy tekstéw piosenek czy powiesci
z korektami autora, jego rysunkowe szkice i kolaze, prywatne fetysze (zbiory

32. Reinhard Kleist, Nick Cave: Mercy on Me, trans. Michael Waaler (London: SelfMadeHero,
2017). Kleist jest takze autorem nagrodzonego prestizowa Max und Moritz Preis komiksu Johnny
Cash: I See A Darkness (2006), ktory pod wieloma wzgledami przypomina ten Cave’owski.

33. Nick Cave, Gdy oslica ujrzata aniola, przet. Jan C. Kruk (Gdansk: Akia, 1996), 310.
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obrazkéw pornograficznych i sakralnych, pukle kobiecych wloséw) czy fotografie
z pierwszych koncertow.

Zrekonstruowano takze jego miejsca pracy — zagracony pokoik-pieczare,
w ktérym Cave mieszkat i tworzyt w czasach berlinskich, oraz gabinet dojrzalego
artysty z 20 000 dni na Ziemi. Zwlaszcza te dwa pomieszczenia, zaarazowane
za pomocg autentycznych mebli i przedmiotéw pozyczonych z domu Cave’ow
(jego biblioteka zostala pono¢ przetransportowana do Kopenhagi w calosci -
nawet uklad ksigzek na regatach miat by¢ wiernie odwzorowany), pozwalaja
odczug, ze uczestniczy si¢ w nieoficjalnych rejonach biografii, ze przechodzac
z sali do sali, w istocie przekracza si¢ kolejne granice prywatnosci, ktore zwykle
oddzialaja muzyka od jego odbiorcow.

Zarazem jednak w “Stranger Than Kindness” - mozna si¢ o tym fatwo prze-
kona¢ w trakcie poréwnania — eksponowane s3 dokladnie te obiekty archiwalne
i zdarzenia, o ktoérych Cave opowiada w 20 000 dni na Ziemi i z ktérych tworzy
zmitologizowany autoportret*. Kopenhaska wystawa tego obrazu nie dekonstruuje,
lecz go dodatkowo sankcjonuje i umacnia.

Cave odczarowany

W noweli graficznej Kleista ujawnia si¢ nie tylko sukces mitotworczych
aspiracji samego muzyka, ktdry na poczatku XXI wieku rzeczywiscie osiagnat
status legendy rocka. Na tym przykladzie wida¢ zarazem komiksowy charakter
stawy jako takiej i “element komiksu w naszych codziennych aktach rozpozna-
wania™*. Jednak komiks berlinskiego artysty - ktérego dystrybucja prowadzona
jest, podobnie jak dystrybucja 20 000 dni na Ziemi, za posrednictwem sklepu
na oficjalnej stronie Cave’a — sklania takze do namystu nad innymi problemami,
charakterystycznymi dla kultury péznego kapitalizmu, jak cho¢by utowarowienie
tozsamo$ci w ramach systemu stawy.

Autobiografia, jesli spojrze¢ na nig w perspektywie przemystu kulturowe-
go — zwlaszcza autobiografia jednostki tak silnie medialnej - staje si¢ rowniez
narzedziem do kreowania i umacniania osobistej “marki™*. Biograficzna legenda
opowiedziana w 20 000 dni na Ziemi nie okazuje si¢ samoistna epifania wielko-
$ci, w co chetnie uwierza fani, ani tez projektem nadawania sensu egzystencj,
co bedzie przedmiotem dociekan hermeneutycznych, ale efektem planowego

34. Zob. tez katalog z wystawy, do ktérego Cave napisat krotki tekst wprowadzajacy: Stranger
Than Kindness (Edinburgh: Canongate Books, 2020).

35. Flatley, Dawanie twarzy..., 327.

36. Zob. Marcin Napiorkowski, Kod kapitalizmu. Jak Gwiezdne wojny, Coca-Cola i Leo Messi
kierujg twoim zyciem (Warszawa: Wydawnictwo Krytyki Politycznej), rozdziat “Czlowiek-marka”.
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dzialania z zakresu promocji - a jako taka uczestniczy w cyrkulacji towaréw
i przede wszystkim zabiega o zainteresowanie konsumentéw. Moim zdaniem sg
to konteksty trafione i konieczne w odniesieniu do najnowszej tworczosci The Bad
Seeds, nawet jesli nieco ucierpi na nich romantyczna aura ich lidera.

To jednak nie zarzuty. Daleki jestem od potepienia tych praktyk za “zdrade”
punkowego etosu na rzecz mainstreamu, cho¢ wiem, ze niektérzy radykalni
stuchacze poczuli si¢ rozczarowani lub oszukani okotomuzycznymi przedsie-
wzigciami: dwoma filmami, Piesnig torby na pawia, trasa Conversations with Nick
Cave czy blogiem The Red Hand Files, uznajac je za narcystyczne, pretensjonalne
i merkantylne pomysty, niedajace si¢ pogodzi¢ z gléwnymi atutami The Bad Se-
eds - emocjonalnym autentyzmem i antysystemowa energia koncertéw”. Krytyka
ta w moim przekonaniu ignoruje wazne cechy naszej wspolczesnosci, a jest ona —
czy tego chcemy, czy nie — jak nigdy dotad uwiklana w relacje miedzy rynkiem
akulturg. Trudno zaprzecza¢ temu w XXI wieku, dodatkowo w przypadku artysty
scenicznego, ktorego los dostownie sprzezony jest z prawami rynku.

W nowych studiach nad przemyslem kultury powraca przekonanie o jego
synoptykalnym charakterze. Oznacza to, ze dzisiaj, w “epoce spojrzenia™ “warto$¢
jednostek i towaréw okreslana jest skalg ich widoczno$ci i rozpoznawalnosci, a takze
poziomem zainteresowania konsumentéw”. W tej nowej gospodarce “[o] uwage
zabiega si¢ podobnie jak o pienigdze i rzadza nig te same prawa — puszczona w ruch
ulega pomnozeniu, brak dzialan inwestycyjnych grozi jej dewaluacja, mozna ja
kredytowa¢, wymienia¢ na inne waluty, a ponadto podlega akumulacji™*®. Wazna
rola w rywalizacji o uwage publicznosci przypada autobiografii, lub moze autobio-
grafiom, poniewaz rozproszone i fragmentaryczne autobiografie “zmediatyzowanych
jednostek™, gtéwnych inwestoréw w systemie stawy, “kraza w kulturze cyrkulacji

37. Z takimi opiniami spotkalem si¢ migdzy innymi podczas ogélnopolskiej konferencji
na Uniwersytecie Jagiellonskim “M.U.T.E 4: Zmiana” w maju 2019 roku, gdzie prezentowalem
pierwsza wersje tego tekstu. Za wszystkie komentarze, ktore pomogty mi lepiej sformutowa¢
mysli, uczestnikom dzigkuje.

38. Dominik Antonik, “Przemyst autobiografii. Ghostwriting, kultura stawy i utowarow-
ienie tozsamosci”, Teksty Drugie nr 1 (2019), 90-91. Zob. tez Jan Potkanski, Epoka spojrzenia.
Literatura i spofeczeristwo nowego kapitalizmu (Warszawa: Wydzial Polonistyki Uniwersytetu
Warszawskiego, 2014).

39. Stosuje tu eufemistyczne omoéwienie w miejsce stowa “celebryta”, aby unikna¢ fatwych
negatywnych konotacji, co w konteksécie Cave’a byloby z pewnoscia krzywdzace. Warto jednak
od razu powiedzie¢, ze w studiach nad kulturg stawy stowo “celebryta” zostato zniuanso-
wane i oznacza wlaénie jednostke, ktéra “posiada wigksza rozpoznawalno$¢ i wigcej sSrodkow
oddzialywania i wptywu niz pozostata cz¢$¢ spoteczenstwa”, co niekoniecznie przekresla jej
rzeczywisty talent czy zastugi (P. David Marshall, Celebrity and Power. Fame in Contemporary
Culture (Minneapolis—London: University of Minnesota Press, 2014, s. xlvii)).
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w postaci wywiadow, sesji zdjeciowych, wystepow w telewizji i radiu, wpiséw
na portalach spofeczno$ciowych i wielu innych form publicznej obecnoéci™.

Takie wlasnie - transmedialne i rozproszone — autobiografie konstruuje Cave
od wielu lat, ale przynajmniej od 2013 roku zajmuja one w jego tworczo$ci miejsce
niemal réwnorzedne do muzyki. Ich funkcje sa rozmaite. Z pewnoscig “mocna”,
zmitologizowana autobiografia kumuluje wokdt siebie kapital uwagi, ktérego
lider The Bad Seeds by raczej nie osiaggnal, gdyby ograniczat si¢ do dziatan stricte
muzycznych. Nalezy przy tym pamigtac, ze z albumem Push the Sky Away wiaze
sie kilka powaznych przemian w dzialalnosci zespotu: personalnych (odejscie
z grupy w 2009 roku, po dwudziestu szesciu latach, Micka Harveya, ostatniego
zalozyciela w sktadzie The Bad Seeds; Blixa Bargeld odszedt w 2003 roku), es-
tetycznych (porzucenie maczystowsko-parodystycznej stylistyki z Dig, Lazarus,
Digl!!!i dwoch plyt Grindermana; eksponowanie Warrena Ellisa jako drugiego
lidera i gléwnego kompozytora) i wreszcie wizerunkowych (Cave powraca
z The Bad Seeds w odmienionej formie, réwniez fizycznie, i rezygnuje z tych
elementdw swojego effigie, ktdre nie pasuja do wrazliwosci albumuy).

Zespol, chyba jak nigdy przedtem — moze poza epoka Murder Ballads — pre-
zentuje si¢ wiec jako pewien spojny produkt sceniczny i medialny, a film 20 000
dni na Ziemi, ktéry towarzyszy premierze albumu Push the Sky Away, podobnie
jak Piesn torby na pawia, ktéra powstala podczas trasy koncertowej po Stanach
Zjednoczonych w 2014 roku, znaczgco napedzaja jego recepcje i sprzedaz. Py-
tanie jednak, czy tak artystycznie dojrzalej ptycie — niewykluczone, ze najdoj-
rzalszej w dorobku The Bad Seeds - potrzebna byta dodatkowa promocja? I czy
tak dojrzatemu, ugruntowanemu artyscie jak Cave naprawde potrzebna byla
i jest dalsza ekspansja rozpoznawalnosci? Rzecz jasna, w kontekscie przemystu
kultury sa to pytania retoryczne, bo w “synoptykalnym” systemie stawy kapitat
uwagi zawsze jest w niedomiarze i kazdy, kto uczestniczy w tej grze, musi o niego
bezustannie zabiegac.

Albo pozostaje w narzuconej lub upatrzonej niszy. Jak cho¢by Blixa Bargeld,
lider legendarnego zespolu Einstiirzende Neubauten, grupy otoczonej przez
milo$nikow industrialu kultem, ale jednoczesnie zespotu, ktéry mimo miedzy-
narodowego zasiegu — zreszta chyba zgodnie z intencjami czlonkéw - nigdy
nie przekroczyl pewnego progu rozpoznawalnosci i ktérego nawet najbardziej
dostepny stylistycznie album, Silence Is Sexy z pigknym hymnem tanatycznym
Sabrina, jest nadal ekskluzywny, skierowany do bardzo okreslonego grona
stuchaczy. Cave ma jednak inne ambicje. I chyba zawsze je mial. Inaczej niz
introwertyczny, artystowski Bargeld z jego melancholijng ekspresja sceniczna,
autor Piesni chce by¢ ciggle na $wieczniku. Zywi sie ekstatycznymi emocjami

40. Antonik, “Przemyst autobiografii...”, 92.
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publicznosci. Podnieca go ekshibicjonizm sceny i wladza nad ttumem, ktdra
na koncertach sprawuje w sposéb absolutny, jak chyba Zaden ze wspolczesnych
artystow rockowych. “Czy nadal kochasz wystepowac?” — pyta Ray Winstone
w 20 000 dni na Ziemi. “To dla mnie sens zycia™' - bez zastanowienia odpowiada
Cave. By jednak utrzymac pozycje headlinera po trzydziestu latach dziatalnosci,
z pewnoscig trzeba pojs¢ na pewien uktad z rynkiem.

Gdyby zaufac?

Jak wida¢, w tym nieco retorycznym sporze, ktoéry przypomina dawny spor
apokaliptykéw z dostosowanymi, umiarkowanie staje¢ po stronie tych drugich.
Uwazam, Ze radykalne przeciwstawienia w stylu “albo-albo” nie sg dzisiaj mozliwe,
przynajmniej nie na poziomie rozpoznawalnosci, ktora osiagnat Cave jako artysta
indywidualny i lider The Bad Seeds. Pytanie dla mnie kluczowe nie dotyczy zatem
tego, czy Cave'owskie automitografie uwikfane s3 w mechanizmy przemystu kultury,
bo niewatpliwie s3, ale tego, czy gre na pograniczu biograficznego mitu i twérczosci,
konfesji i komercji uprawia Cave cynicznie. I odpowiadam zdecydowanie przeczaco.

Jako kulturoznaweca i filolog, a nie specjalista od marketingu, w nowych Cave-
‘owskich projektach widze przede wszystkim teksty artystyczne, dopiero potem
produkty o nastawieniu sprzedazowym. Sg one po pierwsze proba negocjowania
tozsamosci przez tworce w warunkach, w ktérych nie ma juz “poza-promocji
(hors-promotion)™?. W taki sposob wlasnie David Marshall, autor fundamental-
nego studium o kulturze stawy na przetomie XX i XXI wieku Celebrity and Power,
definiuje “gwiazde™ jako intertekstualny, “ruchomy ‘teren”, w ramach ktérego

“[m]aterialna realno$¢ znaku stawy — konkretna osoba, bedaca rdzeniem repre-
zentacji — znika w kulturowej formacji znaczen™.

Gdy czytam te slowa, znowu przypomina mi si¢ intro 20 000 dni na Ziemi:

“Pod koniec XX wieku przestalem by¢ czlowiekiem” — méwi Cave. “To nieko-
niecznie zle. Po prostu tak jest”. W kontekscie ksiazki Marshalla nalezatoby
powiedzie¢, ze swoimi automitografiami lider The Bad Seeds usituje odzyskaé
kontrole nad tozsamoscig, zagrozong rozpadem w niezliczonych fragmentarycz-
nych, zawlaszczajacych komunikatach** i relacjach systemu stawy. Trzeba zreszta

41. 20 000 dni na Ziemi, min. 31:40 i dalej.

42. Andrew Wernick, “Authorship and the Supplement of Promotion”, w: What is an Author?,
ed. Maurice Biriotti, Nicola Miller (Manchester: Manchester University Press, 1993), 101.

43. Marshall, Celebrity and Power, 56-57.

44. Takim komunikatem jest na przyklad biografia Nicka Cave’a napisana przez Iana Johnstona:
Bad Seed. The Biography of Nick Cave, wydana po raz pierwszy w 1995 roku. Jest ona utrzymana
w konwengcji ni to dziennikarstwa muzycznego, ni to tabloidowego. Nie tworzy poglebionego bo-
hatera, szuka raczej sensacji i sSrodowiskowych anegdot. Miejscami jest infantylna i banalizujaca
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dodac¢, ze odnosi na tym polu sukces. Tworzy bohatera skomplikowanego, odpor-
nego na banalizacje, tak charakterystyczng dla retoryki reklamy w jej najbardziej
agresywnych odstonach. Aktualizuje rozmaite porzadki symboliczne, od tradycji
romantyzmu, poprzez modernistyczng idealizacje artysty, po komiksowe estetyki
popartu. I robi to z niemala erudycja, reprezentujac — jak sadze — ten rodzaj dzialania,
ktory Umberto Eco przypisywal najlepszym “producentom kultury” — twércom,
ktérzy poszukujg kreatywnego kompromisu miedzy koniecznoscia stosowania
masowych srodkéw przekazu a zlozong, angazujaca ekspresja.

Dlaczego jednak nie zaufa¢ samemu autorowi? Napisalem bowiem sporo
o Cave'owskich automitografiach w taki sposob, jakbym czul, ze trzeba je dopiero
uzasadnia¢, ze otwieraja nowa epoke w jego dorobku. Ale ostatecznie Cave nie robi
przeciez nic, co byloby sprzeczne z jego filozofig tworczosci. A kategoria mitu,
mitologizacji zycia, podobnie jak narcystyczny proces odgrywania rél, performa-
tywne “pisanie-siebie” lub “rozpisywanie-siebie” na historie i postaci ze swoich
piosenek, ksigzek czy filméw, maja w niej znaczenie kluczowe od samego poczatku.

“Tworze wlasny $wiat” — méwi Cave w jednej z pierwszych scen 20 000 na Ziemi,
gdy kamera pokazuje go w gabinecie, w otoczeniu setek ksigzek, piszacego na sta-
ro$wieckiej maszynie. “To §wiat pelen potworéw i bohateréw, dobrych i czarnych
charakteréw. Absurdalny, oblgkany, brutalny swiat [...]. W miare pisania staje si¢
on coraz bardziej szczegdlowy, a postaci, ktore w nim zyja i umierajq [...] wszystkie
s3 zdeformowanymi wersjami mnie samego™®. Nieco dalej, okoto dwudziestej
minuty, dodaje, Ze istotg jego sztuki jest przetwarzanie najwczesniejszych oraz
najbardziej intymnych do$wiadczen - “ich mitologizacja™. I na koniec proponuje
mu zaufaé: te stowa sg manifestem.

W tym sensie komunikatami, za pomoca ktérych Cave kreowal swoja au-
tomitografie, byly juz dawne powieéci: Gdy oslica ujrzata aniota i Smier¢ Bun-
ny’ego Munro. Jednak dopiero sekwencja faktow scenicznych wokot albumow
Skeleton Tree i Ghosteen: film One More Time with Feeling, blog The Red Hand

(chocby taki fragment, w ktorym Johnston psychologizuje na temat Cave’a-chtopca: “Pogaduchy
nie byty jego mocna strona. A kolejne lata te cechg jego charakteru jeszcze wzmocnily. Jako uczen
szkoty dla chlopcéw kontakty z plcig przeciwng mial ograniczone do szkolnych potancowek,
a gdy juz poznawal jakas dziewczyne, bywal niesmiatym niezgrabiaszem. Spogladal w lustro i nie
czul si¢ szcze$liwyl,] widzac oblicze. Swoja ‘facjate’ uwazal za raczej malo sympatyczna: nos byt
za wielki, podbrédek zbyt maty, ai pryszcze pokrywajace twarz nie mogly odmienic jego opinii”).
Najnowsza polska edycja, za ktora cytuje (s. 23), jest wydana niestarannie, sporo w niej bledow
edytorskich i korektorskich. Na okladce zle dobrana fotografia i dziwnie zmieniony tytul: Ian John-
stron, Nick Cave. Chlopak z sgsiedztwa, przel. Maciej Majchrzak (Warszawa: Dream Books, 2014).

45. Umberto Eco, Apokaliptycy i dostosowani. Komunikacja masowa a teorie kultury masowe,
przel. Piotr Salwa (Warszawa: Wydawnictwo W.A.B., 2010), 85.

46. 20 000 dni na Ziemi, min. 4:48 i dalej.

47. 20 000 dni na Ziemi, min. 19:22 i dalej.
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Files czy trasa Conversations with Nick Cave, pokazuje, jak trudny, totalistyczny
to program - etycznie, estetycznie, emocjonalnie. Upubliczniona w nich zaloba
stala si¢ hybrydycznym performansem, dla ktérego radykalizmu i skali trudno
znalez¢ porownanie w muzyce i kulturze popularnej ostatnich lat*.

48. Na ten temat zob. Jakub Orzeszek, “Cave i nowa forma zalobna”, w: Fragmenty dyskursu

zalobnego, red. Maciej Ganczar, Monika Ladon, Grzegorz Olszanski (Gdansk: Fundacja Terytoria
Ksigzki, 2021), 69-88.
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Monodramy biograficzne
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Biographical Monodramas in the Latest Polish Theatre:
Testimonies and Reconstructions

Abstract: Monodramas inspired by the lives of famous persons constitute a large group
of contemporary Polish biographical plays. It is a sign of interest in clear-cut and ref-
erential characters - in contrast to the end-of-the-20th-century stage creation, marked
by a profusion of characters with an unformed or broken personality. This article
analyzes monodramas-testimonies and monodramas-reconstructions. In the first case,
the character acts as a medium of absent reality, giving testimony by means of monologue
about oneself and the outside world (it is an example of dialogical identity). The second
type of monodrama is dominated by an auto-thematic approach, leading to the creation
of meta-biographical plays (a performative identity establishing itself in the acts of cre-
ation of one’s own “I” is shown).

Keywords: monodrama, biography, biographical relation, identity

Monodramy stanowig niemala, znaczacg czes¢ przedstawien z nurtu wspdlcze-
snych spektakli biograficznych. Tworczo$¢ tego rodzaju jest symptomem znacznie
szerszego zjawiska, czyli zainteresowania biografiami - ich tworzeniem, odczy-
tywaniem i rewizjq kulturowych uje¢ zastanych. Praktyki artystyczne w rodzaju
life-writing' przyjmuja dzi$§ bardzo wyrazista, repetycyjna formule, obejmujac
swym zasiegiem wiele dziedzin sztuki. Powroty do biografii juz istniejacych
oraz tworzenie nowych przekazéw inspirowanych “biegiem Zycia” jednostki
wynika z glebokiej spotecznej potrzeby poszukiwania inspirujacych projektow
tozsamosciowych, pokrewnych doswiadczen, nowych znaczen. Jest to réwniez
przejaw zainteresowania innym formatem “opowiesci o zyciu”, wykraczajacej
poza tradycyjne ujecia faktograficzne czy psychologiczne. W nowych biografiach

1. Zob. m.in. Michael Benton, “Biografia teraz i kiedys”, przel. Anna Pekaniec. Dekada Lite-
racka nr 4-5 (2010), 10-15; “Biografie”, Teksty Drugie nr 1 (2019); Joanny Moulin, “Introduction:
Towards Biography Theory”, Cercles: Revue Pluridisciplinaire du Monde Anglophone (Université
de Rouen, 2015) https://hal.archives-ouvertes.fr/hal-01078127v2/document (23.09.2020); Francois
Dosse, Le pari biographique. Ecrire une vie (Paris: “La Découverte/Poche”, 2011).
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istotna jest bowiem nie tylko ni¢ fabularna opowiesci, lecz takze sposéb kreacji
przekazu, co sprawia, ze wspdlczesng tworczos¢ biograficzng cechuje autotematyzm
i obecno$¢ metafikcji. Zauwazalna jest jawno$¢ konwencji w akcie reprezentacji
jednostkowego zyciorysu, a powstajacy w procesie odbioru pakt biograficzny,
o ktérym wspominala Malgorzata Sugiera, wynika z zalozenia, ze:

tworca biografii jest tylez jej autor, ktorego imie i nazwisko widnieje na stronie tytutowej,
ile okreslona forma literacka oraz przyjety schemat spotecznej opowiesci o cztowieku,
poprzedzajace jej powstanie?.

W najnowszej polskiej tworczosci scenicznej, w ramach “bioteatru”, powstaja-
cego jako efekt “performowania wlasnego lub cudzego zycia™, wyodrebni¢ mozna
spora grupe monodraméw o zrdznicowanych strategiach prezentacji materialu
biograficznego. Na przykladzie kilku wybranych, reprezentatywnych przedstawien
zanalizuje ponizej dwa warianty monodramatycznej “biografii teatralnej” — oba
w jakiej$ mierze opozycyjne wobec konwencjonalnych uje¢ faktograficznych
i beletrystycznych. Sg to monodramy-swiadectwa, stanowiace sceniczng forme
reprezentacji doswiadczen granicznych, oraz monodramy-rekonstrukcje, bedace
dobitnym przykladem twdrczo$ci autotematycznej i pretekstowego traktowania
zrodel. Zanim jednak oméwie wskazane odmiany monodraméw, przypomne
pokrétce wyrdzniki tego gatunku - jako formy scenicznej charakteryzujacej sie
skodyfikowang tradycja wykonawczg, a zarazem znaczng elastycznoscia, to zna-
czy specyficznym otwarciem na zmienne warunki komunikacji teatralnej i gusta
estetyczne odbiorcow spektaklu.

Monodramy w XXI wieku

Monodram jako utwor sceniczny (w formie monologu bohatera wykonywa-
nego przez jednego aktora) byl, jest i bedzie poreczng, popularna forma wystepu
teatralnego. Pisali o tym zaréwno badacze, jak i praktycy sztuki monodramu?,

2. Malgorzata Sugiera, “Zgoda co do faktow — pakt biograficzny”, w: Wymowa faktéw, red.
Agata Adamiecka-Sitek, Dorota Buchwald (Warszawa: Instytut Teatralny im. Zbigniewa Ra-
szewskiego, 2011), 187.

3. Agata Adamiecka-Sitek, Dorota Buchwald “Wstep”, w: Nowe historie 03. Nowe biografie,
red. Agata Adamiecka-Sitek, Dorota Buchwald (Warszawa: Instytut Teatralny im. Zbigniewa
Raszewskiego, 2012), 5. Zob. rowniez: Beata Popczyk-Szczesna, “Bioteatr”, Teatr nr 5 (2020), 42-45.

4. Zob. Jan Ciechowicz, Sam na scenie. Teatr jednoosobowy w Polsce. Z dziejow form dra-
matyczno-teatralnych (Wroctaw: Zaklad Narodowy im. Ossolinskich, 1984); Dorota Jarzabek,

“Sam niczym Bog”, Dialog nr 7-8 (2007), 168-171; Tadeusz Malak, Teatr jednego aktora. Refleksje
krytyczne (Warszawa: Centralny O$rodek Metodyki Upowszechniania Kultury, 1985).
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podkreslajac jej Scisty zwigzek z warsztatem i charyzma konkretnych artystow,
specjalizujacych si¢ w solowych formach ekspresji. Zjawisko “dtugiego trwania”
monodramoéw — na obrzezach czy w mainstreamie twdrczosci teatralnej kolejnych
epok - jest symptomatyczne ze wzgledu na kameralny wymiar tych produkciji,
skutkujgcy mobilnoscig tworcodw poszczegolnych projektéow, co umozliwia
upowszechnienie spektakli wérdd réznych grup odbioréw, cenigcych sobie wir-
tuozerski popis i afektywna skutecznoé¢ gry aktora. Doskonalym przykiadem
kariery scenicznej najlepszych monodramoéw i zapotrzebowania widzéw na tego
rodzaju spektakle sa stynne tytuly, grane z powodzeniem od kilkudziesieciu
lat, czyli Scenariusz dla nieistniejgcego, lecz mozliwego aktora instrumentalne-
go Bogustawa Schaeffera w wykonaniu Jana Peszka (premiera: Krakéw, Teatr
im. J. Sfowackiego, 1984) oraz Kontrabasista Patricka Stiskinda w wykonaniu
Jerzego Stuhra (premiera: Krakow, Stary Teatr im. H. Modrzejewskiej, 1985).
To monodramy - spektakle jednego aktora par excellence.

Monodramy, jak zawsze tematycznie zwigzane z potrzeba chwili, to forma
sztuk wykonawczych, w ktérej jak w soczewce odbijaja si¢ cechy aktorstwa da-
nego czasu i reguly budowania relacji z publicznoscig. Na zjawisko popularnosci
monodramow, i czestotliwosci tego rodzaju praktyk scenicznych, warto zatem
spojrze¢ w kontekscie aktualnych tendencji tworczych w teatrze najnowszym.
Patrzac z perspektywy konstrukcji utworu dramatycznego, forma podawcza mo-
nodramu stanowi przejaw zjawiska renesansu monologu w teatrze wspolczesnym®.
Koncentrujgc swa uwage na réznorodnosci i ekspansywnosci sztuk performa-
tywnych w kulturze XXI wieku, nie mozna zapomnie¢, ze monodramatyczny
wystep aktora to znakomity przyktad tak cenionej wspoélczesnie “nazywosci”
ekspresji, bardzo czesto zwiazanej z dominacjg sfery somatycznej nad semantyczng
i przybierajacej postac¢ réznych odmian autoteatru®. Uwzgledniajac z kolei tytu-
ty i tematyke przedstawien, nie trudno zauwazy¢ podobienstwo zrddel inspiracji
tych produkgji - s3 to zazwyczaj monodramy po$wiecone konkretnym postaciom
historycznym, a wigc sztuki referencyjne, wykorzystujace technike zblizen i za-
razem przeksztalcen rzeczywistego pierwowzoru. Genezy wielu przedstawien
monodramatycznych szukaé nalezy zatem w typowym dla biezacych praktyk
artystycznych zainteresowaniu kwestig pamigci kulturowej i w zapotrzebowaniu
na rewitalizacj¢ materiatéw zZrédlowych, niezaleznie od faktu, czy beda nimi
dokumenty archiwalne czy funkcjonujace w obiegu popularnym teksty kultury

5. Zob. “Monolog”, w: Encyklopedia teatru polskiego, http://www.encyklopediateatru.pl/
hasla/220/monolog (11.07.2020).

6. Zob. Beata Guczalska, Aktorstwo polskie. Generacje (Krakow: Panstwowa Szkota Teatralna
im. L. Solskiego, 2014): 419-460; Tomasz Plata, “Post-teatr. Ucieczka z teatru. Ucieczka do teatru”,
w: Post-teatr i jego sojusznicy, red. Tomasz Plata (Warszawa: Instytut Teatralny im. Zbigniewa
Raszewskiego, Akademia Teatralna im. Aleksandra Zelwerowicza, 2018), 9-23.
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(werbalne, audiowizualne, cyfrowe). Tkwigca u zrédet wielu wspolczesnych
monodramow intencja pracy (z) archiwum, ktore na przetomie XX i XXI wieku
“przestato by¢ miejscem eksploracji, a stalo si¢ przedmiotem kreacji™’, to wiele
mowigcy autorski gest — nie tylko artystyczny. Przedstawieniom tego rodzaju
warto po$wieci¢ baczniejszg uwage, bo w malych formach teatralnych dobrze
uwidaczniajg si¢ r6zne mechanizmy zjawisk spotecznych i obowiazujace praktyki
kulturowe.

Zainteresowanie monodramem, tak ze strony wykonawcéw, jak i odbiorcow
sztuki teatralnej nie maleje, pomimo zasadniczych, wynikajacych ze zwrotu perfor-
matywnego, przemian estetyki widowisk scenicznych. Z jednej strony nie mozna
zapomnie¢, ze wystepy tego rodzaju lokujg sie w sferze tworczoséci popularnej,
cieszgcej si¢ niestabngcym zainteresowaniem publiczno$ci ze wzgledu na warsz-
tatowy popis aktora i jego bliski kontakt z widownig. Z drugiej za$ strony, warto
analizowac¢ dzi$ tworczo$¢ monodramatyczng w kontekscie najnowszych praktyk
pisania dla sceny, w ramach ktérych monolog to zaréwno podstawowa technika
podawcza wypowiedzi, jak i wyznacznik strategii przepisywania dawnych tek-
stow. Jednoosobowy bioteatr jest zatem aktualng i atrakcyjna formg sceniczng
z kilku powoddéw. Monolog dramatyczny w aktorskim wykonaniu znakomicie
unaoczni¢ moze skonfliktowang wewnetrznie badz rozpadajaca si¢ tozsamosé
postaci. Z kolei somatyczne nacechowanie wypowiedzi, tak charakterystyczne
dla wielu najnowszych tekstow teatralnych, ulatwia aktorom wyeksponowanie
materialnosci i cielesnosci komunikatu teatralnego. Wszystkie te aspekty funkcjo-
nowania monodramu powigza¢ mozna z rewizyjnym potencjalem tej miniatury
teatralnej. Niektore monodramy biograficzne sg znakomitg ilustracja kulturowych
praktyk odstaniania tabu, bo tworcy i wykonawcy tego rodzaju sztuk koncentruja
swa uwage na tematach pominietych, problemach przemilczanych, na bialych
plamach w opisach zycia znanych oséb.

Monodramy inspirowane materialem biograficznym postrzegam réwniez
jako artystyczne gesty poszukiwania konkretnego bohatera — w przeciwienstwie
do stylu sztuk teatralnych ostatnich dekad, zasadzajacych sie na “braku postaci
o ugruntowanej osobowosci”®. W polskiej tworczosci scenicznej przefomu XX
i XXI wieku dominowaly bowiem rézne warianty podmiotu ograniczonego
w swej mocy sprawczej. Byty to albo postaci w stanie destrukeji, rozpadu psychiki
(stad nawigzania do konwencji “sceny mentalnej”, “teatru wewnetrznego”), albo
istoty tak uwarunkowane okolicznosciami zmieniajacego si¢ Swiata zewnetrz-
nego, ze pozbawione poczucia bezpieczenstwa i niezdolne do ksztaltowania swej

7. Joanna Krakowska, “Transfer!’, czyli Archiwum?”, Dialog nr 12 (2017), http://www.dialog-
-pismo.pl/w-numerach/transfer-czyli-archiwum (10.05.2021).
8. Krystyna Duniec, “Co to jest aktorska indywidualno§¢?”, Dialog nr 10 (2007), 88.
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indywidualnosci. Mozna zatem wnioskowac, ze w odrdznieniu od personalnej
“beznadziei™, uwyraznilo si¢ obecnie zainteresowanie twércéw scenicznych
postaciami wyrazistymi, ciekawymi w swej ztozonosci. Dzieki temu zwrotowi
w strong autentycznych Zycioryséw, materialnych sladéw/opiséw czyjejs egzystencii,
otrzymujemy jako widzowie zamiast “bohateréw bez wlasciwosci” — autorskie/
aktorskie wizje, wariacje biograficzne.

Niektore monodramy biograficzne wyrastaja z tradycji teatru dokumentu,
angazuja uwage odbiorcy wlasnie ze wzgledu na akt prezentaciji i interpretacji
materialu Zrédlowego, a dzieki uruchomieniu pamieci zbiorowej budzg spory
oddzwigk krytyczny. Podstawg kazdej takiej wypowiedzi scenicznej (czgsto
fragmentarycznej i afabularnej) jest osnowa, czyli linia zycia jednostki zapisana
W jej wezesniejszych biografiach, utrwalona w zachowanych $ladach istnienia,
dzialania, twdrczosci. Ten material wyjSciowy to przedmiot nieustannych ne-
gocjacji, zawlaszczen, ustanowien — w procesie pracy nad spektaklem i w aktach
jego odbioru.

U zrédel tworczosci monodramatycznej, opartej na konkretnych zyciorysach,
tkwi solidna praca archiwalna oraz intencja hermeneutyczna, polegajaca na wejsciu
‘w nurt cudzego Zycia jako bytu alternatywnego, ktéry nigdy nie byt i nie bedzie
nam bezposrednio dostepny”™’. Tworzenie monodramu (w jego wersji pisanej
i scenicznej), podobnie jak pisanie biografii, “jest szczegélnym doswiadczeniem.
Sprzyja nawigzaniu specyficznej relacji z osoba opisywana, ale tez pozwala
uwazniej przyjrzec sie sobie™!. Dlatego tez analizujac tego rodzaju dziela sce-
niczne, nie mozna zapomnie¢ o “relacji biograficznej”'* jako waznym czynniku,
decydujacym o efekcie koncowym przedsigwzigcia, ktore cechuje autorskos¢
i podmiotowos¢ wypowiedzi. W osobliwej wspoizaleznosci autora (tworcy tekstu),
aktora (wykonawcy) oraz glosu wykreowanej postaci tkwi bowiem sita sprawcza,
skuteczno$¢ monodramu. Wypowiedz postaci jest oczywiscie skutkiem autor-
skiego i aktorskiego sposobu ujecia materiatu Zrédlowego, efektem interpretacji.
Ale stowa scenariusza i aktorskie gesty uobecnienia na scenie monologujacej istoty
skutkuja swoista emanacja osobowosci bohatera monodramu. Pojawia si¢ zatem
charakterystyczna wspoétzalezno$¢ podmiotdw w artystycznym gescie reprezen-
tacji biografii konkretnej jednostki, a w konsekwencji — afektywne budowanie
kontaktu z odbiorca poprzez ukierunkowanie przekazu w strone¢ publicznosci.
Monologowa wypowiedz dramatyczna, zgodnie z tradycjq teatralna, ma przeciez

<

9. Zob. Krystyna Duniec, Joanna Krakowska, “Beznadzieja”, Dialog nr 12 (2001), 100-115.

10. Anna Legezynska, “Wystarczy mocno i wytrwale zastanawia¢ si¢ nad jednym zyciem...
Biografistyka jako hermeneutyczne wyzwanie”, Teksty Drugie nr 1 (2019), 18.

11. Legezynska, “Wystarczy mocno i wytrwale...”, 13.

12. Zob. Martine Boyer-Weinmann, La Relation biographique. Enjeux contemporains (Seyssel:
Editions Champ Vallon, collection “Détours”, 2005).
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swego wyraznego adresata. W przedstawieniach teatralnych, rozpietych pomiedzy
jawng aranzacja danych biograficznych a proba oddania glosu bohaterowi biogra-
fii, chodzi przeciez o wywolanie zywej reakcji widzoéw, dopelniajacych przekaz
sceniczny wlasng energig i emocjonalnoscia. Istota najnowszych monodraméw
biograficznych jest zatem wyeksponowanie podmiotowosci przekazu (w napie-
ciu miedzy “ja” postaci a “ja” aktora) oraz performatywnos¢ i samozwrotno$¢
komunikacji teatralnej “tu i teraz” — aktora/-ki z widownia:

Kiedy wigc monolog obejmuje caly tekst skierowany ku publicznosci, dialog wykracza
poza sceng, na ktérej komunikacja stala si¢ juz niemozliwa, by szuka¢ sobie rozméwcy
wprost na widowni®.

Monodramy-swiadectwea,

Monodramy biograficzne-§wiadectwa nie wpisuja si¢ w typowa klasyfikacje
jednoosobowych wypowiedzi scenicznych - nie stanowia form lirycznego wy-
znania bohatera, nie s3 spdjng narracjg autobiograficzna, nie zostaty uksztalto-
wane jako zapis monologu wewnetrznego postaci. Okresli¢ je mozna natomiast
jako przyklady “Swiadomego aktu $wiadczenia na rzecz kogo$ lub czegos™, na-
wigzujac tym samym do obszernej teoriopoznawczej refleksji na temat kategorii
doswiadczenia w sztuce (po)nowoczesnej. Wydaje mi sie bowiem, ze — analogicznie
jak w przypadku tworczodci stricte literackiej (o czym przekonywali badacze tej
miary, co Malgorzata Czerminska, Maria Delaperriere i Ryszard Nycz) — $wiadec-
two jest istotng modalnoscig wspolczesnego dyskursu teatralnego, a w przypadku
kameralnych sztuk biograficznych staje si¢ znaczacym kryterium tworzenia
zaréwno tekstu scenicznego, jak i calego przedstawienia.

W monodramach czesto pojawia si¢ typ bohatera-swiadka, przedstawiajacego
wydarzenia swego zycia w sposob niekoniecznie chronologiczny, ale zawsze w Scislej
relacji ze Swiatem zewnetrznym. Monolog to ekspresja podmiotu i artystyczna re-
prezentacja rzeczywistosci. Jest to oczywiscie rzeczywistos¢ ukazana z punktu
widzenia jednostki, ale nie o subiektywny oglad rzeczy tu chodzi. Wypowiedz
ma walor performatywnego aktu “przyswiadczenia”, w ramach ktérego podmiot
wystepuje “jako medium, narzedzie i pelnomocnik czy delegat owej nieobecnej
realnosci”®. W monodramach biograficznych-swiadectwach zaobserwowac

13. “Monolog”, w: Sfownik dramatu nowoczesnego i najnowszego, red. Jean-Pierre Sarrazac,
thum. Mateusz Borowski, Malgorzata Sugiera (Krakéw: Ksiggarnia Akademicka, 2007), 106.

14. Ryszard Nycz, Poetyka doswiadczenia. Teoria — nowoczesnos¢ - literatura (Warszawa:
Instytut Badan Literackich PAN, 2012), 221.

15. Nycz, Poetyka doswiadczenia..., 222.
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mozna zatem skupienie bohatera na tym, co go otacza. Swego rodzaju uwaznos¢
i refleksyjnos$¢, przenikajaca caly emocjonalny przekaz, pozwala widzie¢ w po-
staci zardwno podmiot przezywajacy, jak i rzecznika faktéw przywoltywanych
w monologu. Napiecie tkwigce w tej zmiennej optyce przekazu wzmacnia wia-
rygodnos¢ scenicznej prezentacji czyjego$ zycia.

Zdarza sie rowniez, ze dzieto powstajace na podstawie loséw znanej indywi-
dualnosci stanowi modelowe ujecie wybranego doswiadczenia egzystencjalnego,
jak na przyklad odosobnienie, utrata bliskich czy proces rozpadu tozsamosci.
Material biograficzny, udostepniony w akcie stownej i cielesnej reprezentaciji,
podlega takiemu uksztaltowaniu, ze w dramaturgii Zycia bohatera dostrzec
mozna prawde przezy¢ nie tylko jednostkowych. Dobre przyklady tego rodzaju
spektakli to Rachela z Teatru Studio w Warszawie oraz Wanda z Teatru Polskiego
w Bielsku-Bialej. Ten pierwszy wpisuje si¢ w nurt reprezentacji niewyrazalnej
traumy Holocaustu, ten drugi jest efektem fascynacji osobg himalaistki Wandy
Rutkiewicz - outsiderki i ryzykantki. Oba sg przedstawieniami, w ktorych gtos
oddany zostal kobietom, a ich osobista wypowiedz w pelni odzwierciedla do-
$wiadczenie przemocy i mizoginizmu.

Rachela, monodram zrealizowany na podstawie Pism z getta warszawskiego
Racheli Auerbach, to ascetyczne w formie, teatralne $wiadectwo zagtady narodu
zydowskiego's. Monolog jest relacja zdarzen, w ktorych bohaterka uczestniczyta
z racji prowadzenia kuchni dla mieszkancow getta. “Kuchnia to jedna z pierwszych
stacji, gdzie odbija si¢ wszystko, co przezywa getto” — méwi Rachela na poczat-
ku swego monologu, stanowiacego w calosci przejmujaca forme reprezentacji
doswiadczen granicznych.

Spektakl zbudowany zostal na podstawie dwdch najwazniejszych zalozen kom-
pozycyjnych: w kwestii tematyki spoiwem wypowiedzi Racheli jest motyw glodu,
w zakresie strategii reprezentacji dominuje z kolei sprawozdawczos¢ podmiotu,
ktory obserwuje, odnotowuje i odtwarza stowem zapamigtane obrazy z przeszlosci.
“Jestem jak kamera ustawiona na planie filmowym, a rezyserem tego filmu jest
gldd” - méwi bohaterka. I dodaje: “Ja nie musze pisa¢ scenariusza. Ten film kreci
sie sam”. Rachela to przede wszystkim §wiadek - jej stowa maja w sobie moc da-
wania $§wiadectwa” cierpienia Zydéw. Monolog jest przede wszystkim wynikiem
obserwacji $wiata: wiele w nim szczeg6low na temat zachowan i wygladow oséb
korzystajacych z gettowej kuchni. Zaznaczy¢ jednak trzeba, ze somatycznosé
opisu (ciata spuchniete od gtodu, spozywanie zgnitych resztek jedzenia, biegunki
i wymioty ludzi-péttrupéw) dopelniona jest zgrabnymi, metaforycznymi pointa-

16. Rachela Auerbach, Pisma z getta warszawskiego. Rezyseria: Iwona Siekierzyniska. Drama-
turgia: Radostaw Paczocha. Teatr Studio w Warszawie. Premiera: 14.04.2017.
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mi bohaterki w stylu: “bronie si¢ ta czarng ironia czlowieka bezradnego” czy tez
“tylko milo$¢ i $mier¢ prosperuja w getcie jak gdyby nigdy nic”.

Prace pamieci bohaterki okresli¢ mozna mianem kadrowania przesztosci,
uwypuklajac w ten sposdb zaréwno znaczenie uzytej przez nig metafory “je-
stem jak kamera”, jak i styl prezentacji przesztosci — w formie scen-obrazéw,
ktére zapamietata kobieta i ktdre relacjonuje na podobienstwo filmowych ujeé
(np. wspomnienie momentéw, kiedy uzbrojeni Niemcy zabawiali si¢, zmuszajac
starych, nagich Zydéw do cielesnego kontaktu z mfodymi kobietami). Rzeczowos¢,
momentami zdawkowos¢ stwierdzen Racheli, kreowanej przez Jowite Budnik,
przelamana jest sSrodkami wyrazu, ktére wptywaja na emocjonalnos¢ i podniostosé
widowiska. To przede wszystkim warstwa muzyczna spektaklu — placzliwe glosy
dzieci proszacych o jedzenie, dobiegajace z offu, i przeciagle dzwigki instrumentéw
strunowych, budujace atmosfere zagrozenia i wzbogacajace dramaturgie spektaklu.
Bohaterka $wiadczaca o sytuacji zyciowej mieszkancow getta gleboko utozsamia
sie z ich cierpieniem (“kazdg $mier¢ przyjmuje osobiscie”), a nawet czuje sie za nie
wspolodpowiedzialna ze wzgledu na swa bezradno$¢ wobec zdarzen (“nikogo
nie uratowatam”). Jej monolog staje sie formg uwznioélenia “narodu zydowskie-
go”, na przyktad we fragmentach stylizacji biblijnej, wywolujacych skojarzenia
ze starotestamentowymi lamentacjami: “Gdybym na chwile miata zapomnie¢
cierpienie twoje ludu méj ukochany, niech zapomniane bedzie imie moje [...]".

W estetyce kameralnego monodramu dostrzegalne jest jeszcze jedno wazne
zalozenie. Otz sceniczne §wiadectwo przesztosci, ktorej wyrdznikiem bylo

“zabijanie glodem”, jest formg odprawienia rytualu pozegnania zmartych. W fi-
nale sztuki Rachela przejmujacym glosem pyta: “Kto wyspiewa im El Malei Ra-
chamim?” - tradycyjna zydowska piesn pogrzebowa. Tym samym nadaje calej
swojej relacji wymiar zado$¢uczynienia cierpieniom pokrzywdzonych i odprawia
symboliczny pogrzeb zmarlych. Monodram jest jednym z wielu artystycznych
swiadectw Holocaustu - przekazem ascetycznym oraz dotkliwym, powstatym
z potaczenia somatycznego i metaforycznego ujecia tematu eksterminacji Zydéw.

Inny przykiad monodramu-$wiadectwa to spektakl Wanda, produkcja bielskie-
go teatru dramatycznego", oparta na zyciorysie himalaistki Wandy Rutkiewicz.
Wazng inspiracja scenariusza przedstawienia byta biografia Wanda. Opowies¢
o sile Zycia i Smierci autorstwa Anny Kamienskiej, jednak nie chronologia zycia,
a wydarzenia naznaczajace bohaterke ($mier¢ brata, morderstwo ojca i kolejne
odejscia bliskich osob podczas wypraw wysokogorskich) staly sie kanwa scenicz-
nej opowiesci. W mysl zalozen realizatorek spektaklu to wiasnie najtrudniejsze

17. Wiestawa Sujkowska, Wanda. Rez. Maria Sadowska, Joanna Grabowiecka. Teatr Polski
w Bielsku-Bialej. Premiera: 14.10.2017.
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doswiadczenia zyciowe staly sie dla himalaistki zrodlem twardych postanowien —
zgodnie z dewiza, ze lepiej narazac zycie niz je zmarnowac.

W posta¢ Wandy wecielifa si¢ Anita Jancia-Prokopowicz; ta rola jest sugestywna
reprezentacja zmagan bohaterki w cyklu naprzemiennych porazek i sukcesow, jest
réwniez $wiadectwem wysitku aktorki — mentalnego i cielesnego. Rozbudowane
dzialania sceniczne, wymagajace dobrej kondycji wykonawczyni (na przykiad
wejscia, przejécia i zeskoki ze scenicznej galeryjki, imitujace wspinaczke) to ekwi-
walent dynamicznej osobowosci bohaterki, ale réwniez nos$nik energii aktorki
oddzialujacej na widza. Monodram budowany jest emocjami i cielesnoscig Anity
Janci-Prokopowicz, a zatem - calg jej “silng obecnoscig™.'* Aktorka wykonuje
role, balansujac pomigdzy utozsamieniem z postacig a zdystansowaniem. Kreuje
bohaterke nie w stylu realizmu psychologicznego, i nie w konwencji symbolicznej,
raczej na zasadzie indeksowania, szukania podobienstw miedzy zachowaniami
Wandy Rutkiewicz a wlasnym temperamentem.

Spektakl zbudowany zostat z licznych szczeg6léw biograficznych: obok zna-
nych powszechnie sukceséw Wandy Rutkiewicz, pojawia si¢ wiele informacji
na temat zycia codziennego, a takze wzmianki o trudnych relacjach z kolegami
z branzy. Wydawac by sie moglo, ze ta sceniczna prezentacja kobiety-himalaistki,
nieztomnej w swych postanowieniach i nierealizujacej si¢ w rolach spolecznych
przypisanych kobietom, stuzy budowaniu mitu Wandy Rutkiewicz... Ale to tylko
jedna z prawd o spektaklu — potprawda, rzec mozna. Realizatorki przedstawienia
postawily raczej na zagadkowo$¢ niz na pomnikowo$¢, o czym $wiadczy para-
boliczne ujecie przypadkow z zycia Wandy Rutkiewicz w dwa niejednoznaczne
obrazy - bytu embrionalnego i bytu absolutnego. Przedstawienie rozpoczyna si¢
widokiem nagiego kobiecego ciata umieszczonego w szklanym kubiku, a znacznie
pdzniej pojawia sie scena-obraz posagowej figury kobiety w czerwonym stroju,
w monumentalnej pozie modlitewno-medytacyjnej, na podobienstwo jakiej$
bogini-pramatki. To gest wpisania zyciorysu Wandy Rutkiewicz w porzadek
zjawisk nadprzyrodzonych: ziemska egzystencja bohaterki stanowi przyktad
uformowania si¢ kosmicznej energii w materialny, ludzki ksztatt. Wydarzenia
z zyciorysu himalaistki, w tym jej tajemnicze zaginiecie pod szczytem Kanczen-
dzongi, sprzyjaja takim spekulacjom. Natomiast pozostale sceny przedstawienia,
pelne realistycznych szczeg6low, obrazujg codzienno$¢ i cielesno$¢ kobiecych
doswiadczen. Caloé¢ sklada si¢ w modelowy wizerunek jednostki silnej i nie-
przecigtnej: Wandy i nie tylko Wandy Rutkiewicz. Jednostki, o ktérej trudno
stworzy¢ dyskursywna, racjonalng narracje biograficzna. Monodram ten uznac

18. Pojecie to przywoluje za: Erika Ficher-Lichte, Teatr i teatrologia. Podstawowe pytania,
przel. Mateusz Borowski, Malgorzata Sugiera (Wroclaw: Instytut im. J. Grotowskiego, 2012), 52-53.
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mozna za przyklad spektaklu-§wiadectwa zycia kobiety w bardzo konkretnych
warunkach spolecznych - i $wiadectwa Zycia irracjonalng pasja.

Rekonstrukgje

Uzywam tego pojecia w stosunku do spektakli, ktore zbudowane sg w for-
mie powtorzenia fragmentéw Zyciorysu postaci z charakterystyczng dawka
autotematyzmu i jawnej teatralnosci. Liczy si¢ tu sam proces powstawania
przekazu - i to w dwdch wymiarach: w obrebie §wiata przedstawionego (aspekt
fabularny) i w zakresie stylistyki aktorskiego wystepu (aspekt performatywny).
Jawna kreacyjnos¢ dziatan (obejmujaca czgsto jednoczesnie dwa swiaty — swiat
przedstawiony i §wiat przedstawienia) moze by¢ albo waznym gestem autopre-
zentacji postaci, ktdra przyjmuje rézne zyciowe role, albo istotng cechg jednooso-
bowego aktorskiego wystepu, opartego na materiatach biograficznych. W tym
drugim przypadku przedstawienie przybiera forme performatywnego aktu pracy
na zrédlach, gry (z) archiwum.

Przywotam w tym miejscu spektakl z Teatru Polskiego w Bydgoszczy pod tytulem
Komornicka. Biografia pozorna®. Jest to przedstawienie, w ktérym uwydatniony
zostal proces postugiwania si¢ materialem dokumentalnym. W tym przypadku
to nie ekscentryczny “bieg zycia” transplciowej osoby stal sie inspiracja powstania
widowiska (cho¢ “przypadek Komornickiej” moze by¢ znakomitym przedmiotem
badan w perspektywie gender studies). Realizatorom przedstawienia zalezato bardziej
na zadzialaniu sceng jako “maching pamieci”, gdzie widmowy wymiar prezentacji
fragmentdw przesztosci wzbogacony jest autotematycznym naddatkiem, to znaczy
eksponowaniem formy przekazu i wysitku uruchamiania zZrédel.

Fabularnym punktem wyjscia spektaklu jest zamyst tworczy artysty-rzezbiarza,
ktéry zamierza stworzy¢ pomnik Marii Komornickiej, positkujac sie zaréwno
nielicznymi zdjeciami pisarki, jak i wlasng wyobraznig. Dominujace zabiegi
inscenizacyjne, stuzace przedstawieniu tego wielowymiarowego procesu kreacji
bohaterki (i fragmentow jej biografii), to stopienie dwoch postaci w osobie jednej
wykonawczyni (solowy wystep aktorki odgrywajacej dwie role zaplanowane
w scenariuszu) oraz palimpsestowos¢ przekazu, o czym $wiadczy sposob oddzie-
lenia kolejnych scen projekcjami, obrazujacymi rézne formy uzywania pamiatek
i dokumentéw zycia Komornickiej/ Wtasta. Klasyczny zabieg intermedialny, czyli
obecno$¢ ekranu na scenie, jest niezwykle no$nym konceptem semantycznym
przedstawienia: w kadrze uwidocznione zostaly stare fotografie, rekopisy, mapy
oraz dlon, ktdra co$ dopisuje i dorysowuje, a takze skresla czy zamazuje rézne

19. Weronika Szczawinska, Bartek Frackowiak, Komornicka. Biografia pozorna. Rezyseria:
Bartek Frackowiak, Teatr Polski w Bydgoszczy. Premiera: 9.03.2012.
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fragmenty na materialnych swiadectwach Zycia bohaterki. Dostownie rzecz ujmu-
jac - realizatorzy przedstawienia pokazali proces pisania na dokumentach, a ten
efekt inskrypcji jest jawng deklaracja krytycznego potencjatu spektaklu, ktory
uzna¢ mozna nie tylko za artystyczna wizje jednostkowej biografii, ale réwniez
za autorskie uogdlnienie na temat jakiejkolwiek scenicznej reprezentacji zyciorysu.

Jeden z poczatkowych obrazéw na ekranie to widok dloni piszacej stowa:

“Wszystko to nalezy uznac za czystg hipoteze” (w scenariuszu wypowiada je Rzez-
biarz, usitujacy stworzy¢ pomnik Komornickiej). Natomiast pozniej, juz po prze-
mianie Marii w Piotra Wtasta, padaja nastepujace stowa: “Zostawcie moje Zycie,
czytajcie moje dziefa. Nie piszcie o mnie rozpraw ani sztuk teatralnych”. Autote-
matyczny wymiar obu wspomnianych fragmentdéw jest zatem czyms w rodzaju
dziatan dywersyjnych, rozsadzajacych zasadnos¢ projektu teatralnego niejako
od srodka. Ten akt destrukgji to jednoczesnie rekonstrukcja, autotematyczny
gest re-kreacji niezwyklej biografii.

Obrana przez tworcéw technika palimpsestu znakomicie uwypukla zalozenia
ideowe tworcow spektaklu, czyli przekonanie o pracy z dokumentacja jako inten-
cjonalnym uzytkowaniu sladéw “zycia i twdrczo$ci” wybranej osoby. Przestrzen
sceniczna zbudowana zostala na podobienstwo przestrzeni muzealnej - z nie-
licznych przedmiotéw, ktore spelniajg funkcje eksponatéw, gotowych do uzycia
w czasie dziatan aktorki. To stare Zeliwne magle, koziot gimnastyczny i trzy gabloty
wystawowe, wewnatrz ktorych umieszczone s kolejno damskie buty, kadtub lalki
irzezba kobiecej glowy. Ich obecnos¢, a takze “aktywnos$¢” jako instrumentow gry
to wizualna metafora utrwalania i zarazem preparowania materialnych §wiadectw
zycia jednostki. Butaforskie rekwizyty zamkniete w szklanych klatkach budza
skojarzenia z sytuacja laboratoryjnego badania interesujacych okazoéw czy tez
z czynno$cia mumifikowania pamigtek po osobie zmartej. Monolog powstaje
w przestrzeni dziwnych ukladéw ciata aktorki z rekwizytami (na przyklad pozycje
gimnastyczne na kozle czy przemowa do mikrofonu zza gabloty z rzezbg), co gwa-
rantuje efekt obcosci w prezentacji komunikatu i wzmaga wrazenie kreacyjnego
wymiaru scenicznej opowiesci biograficznej. Wszystkie wykorzystane w spektaklu
materialne $lady i substytuty istnienia tytulowej bohaterki wspotksztaltujg prze-
strzen monodramatycznego wystepu jako przestrzen performatywna, przestrzen
dzialania (z) biografia, w dodatku - jak sugeruje tytul - z “biografig pozorng”.

Atmosfera spektaklu oscyluje migdzy manifestacja dzialan aktorki-performerki
podczas wystepu przez publicznos$cig “tu i teraz” a seansem wywolywania widm,
w czasie ktorego wykonawczyni staje si¢ medium, przemawiajagcym réznymi
glosami z zaswiatow. Na ten pierwszy wyrdznik przekazu teatralnego wskazuje
przede wszystkim praca ciata aktorki — ciala-instrumentu, dzialajacego w zgodzie
z réznymi konwencjami gry (ekspresjonizm, pantomima, efekt obcosci, groteska).
Drugi z wymienionych wyréznikow jest natomiast wynikiem aktorskiej pracy
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glosem, polegajacej na zréznicowanym, kontrastowanym wrecz stylu artykulacji
kolejnych wypowiedzi, na tworzeniu prawdziwej kakofonii dzwigkow. Sktadaja
sie na nig krzyk, deklamacja, patetyczna przemowa, transowe inkantowanie
fraz, nasladowanie mowy dzieciecej, a takze melorecytacje, litanijne zawodze-
nia, rockowo brzmigce frazy wykonywane z towarzyszeniem gitary. Wszystkie
te efekty foniczne powoduja, ze monodram nazwa¢ mozna udzwieczniong
rekonstrukcjg biografii zgodnie z regutami remiksu i palimpsestu.

Aktorka nie eksponuje szczegoélnie roznicy miedzy obiema rolami, w ktére
wchodzi; wrecz przeciwnie — Anita Sokolowska poniekad taczy ze soba postacie
Komornickiej i Rzezbiarza dzieki nadekspresji wokalnej wystepu. Raczej udostepnia
stowa obu postaci dzieki stylizowanej artykulacji, niz wciela si¢ w role Rzezbiarza
i Komornickiej. Zaznacza przy tym swa aktywnos¢ performerki ruchem i rytmem,
dzwiekami krokéw. Jedno$¢ w zmiennosci licznych §rodkéw budujacych dwie
postaci sceniczne, czyli pisarke i artyste, ktory stwarza jej pomnik, niesie w sobie
przeslanie, ze tworca i dzieto to jedno$¢, a Komornicka widzimy taka, jaka chce
stworzy¢ Rzezbiarz w wyniku pracy swej wyobrazni. To artysta, ktéry niczym
biograf czyta jej listy, szpera w dokumentach, przeglada zdjecia i obsesyjnie szuka
twarzy modelki, zeby ja wyrzezbic.

Monodram inspirowany przypadkami z zycia Piotra Odmienica Wiasta to nie
tylko sceniczna wersja biografii osoby transseksualnej, lecz takze dyskurs teatralny
na temat biografii jako takiej, czyli formy unieruchomienia czyjegos zycia w arty-
stycznym gescie tworczym. W spektaklu pojawia si¢ metafora “zakiadania kostiu-
mu” - na oznaczenie dziatania z danymi biograficznymi. Ten koncept §wiadczy
o estetyce “gry resztkami”, typowej dla duetu Weronika Szczawinska / Bartek
Frackowiak. Wigze sie réwniez z przekonaniem tworcow o teatrze jako machinie
pamieci. Weronika Szczawinska, rezyserka, dramaturzka, a zarazem badaczka
teatru deklaruje za Marvinem Carlsonem:

Pamie¢, nawiedzajaca teatralne produkeje, jawi si¢ zawsze w ksztalcie bedacym wynikiem
negocjacji i odksztalcen; jest nie tyle “tym samym” - “czyms$”, ile “czyms podobnym”,
co$ przypominajagcym. Ten mechanizm odgrywa podstawowa role w ksztaltowaniu
percepcyjnych wladz widowni. Dzieki pojawieniu si¢ “czegos podobnego do” publiczno$é
osadza dzielo teatralne w znanym jej kontekscie.?

20. Weronika Szczawinska, “Enter Ghost. Dwa obrazy teatru jako medium pamieci”, Widok.
Teorie i praktyki kultury wizualnej nr 10 (2015), http://widok.hmfactory.com/index.php/one/
article/view/301/575 (10.06.2020).
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Do monodraméw-rekonstrukgji zaliczy¢ mozna rowniez Kaling z Teatru Nowego
w Poznaniu?, czyli spektakl poswiecony Kalinie Jedrusik — legendarnej aktorce,
uznawanej za ikong kobiecej zmystowosci i seksualnosci. Zainteresowanie biografia
i konstruowanie mitu na bazie zyciorysu artystki datowa¢ mozna mniej wiecej
od lat dziewiecdziesigtych XX wieku. Wplynela na to nie tylko przedwczesna
$mier¢ Kaliny Jedrusik, ale rowniez prawidfowos¢ szerszego rzedu, czyli kulturowy
proces nostalgizacji bohateréw zycia “ideologicznego, obyczajowego i towarzy-
skiego” epoki PRL-u**. Uksztaltowanie legendy Jedrusik jako “gwiazdy Kabaretu
Starszych Panéw” i symbolu seksu lat szes¢dziesiatych i siedemdziesigtych XX
wieku spowodowane byto wieloma czynnikami, wsréd ktérych wymieni¢ nalezy
zywiolowy temperament aktorki, styl Zycia oraz umiej¢tno$¢ kreowania swej
artystycznej powierzchownosci na uzytek publiczny. Realizatorki poznanskiego
spektaklu, podejmujac wysilek uscenicznienia biografii aktorki — “postaci zywo
obecnej w potocznym odbiorze”, nie mogly zatem poming¢ obiegowego wize-
runku aktorki, w ktérym mieszaja si¢ “refleksy autokreacji i cudzych projekeji™*.
Pierwsza czes¢ monodramu przypomina wystep z kategorii “ lekkiej muzy”,
w ktérym narracja sceniczna utkana zostala z piosenek przeplatanych krétkimi,
cietymi komentarzami bohaterki. Kalina Jedrusik w wykonaniu Anny Mierzwy
“opowiada siebie” piosenkami, eksponujac walory ciala z charakterystyczng nutg
autoironii w dopowiedziach na swéj temat. Obowigzuje zatem w spektaklu zasada
pastiszu: wystep Anny Mierzwy opiera si¢ na imitacji zachowan stynnej aktorki
z delikatnym wyostrzeniem cech stylu jej bycia - to rodzaj intencjonalnego
przywolania wzorca na prawach cytatu®. Bohaterka jest wyzywajaca (spektakl
rozpoczyna sie kultowa piosenka Bo we mnie jest seks), pozerska, zmanierowana,
ale takze szydercza i autoironiczna. W pierwszej czesci przedstawienia dominuje
raczej funkeja ludyczna: z przyjemnoscia oglada¢ mozna popisy wokalne Anny
Mierzwy, sledzi¢ analogie miedzy trescig piosenek a sytuacjami z Zycia Kaliny
Jedrusik, przypatrywac sie precyzji scenicznego wyobrazenia postaci. Jest to prze-
kaz konstruowany na bazie stereotypow, zwigzanych zaréwno z postrzeganiem
aktorki przez innych (np. pogardliwe okreslenie “Dygatowa” czy szydercza fraza
“polska aktorka powinna zachowywac sie moralnie”), jak i z dystansem bohaterki
do swej roli spotecznej (“seksbomba”, “mam hasto w encyklopedii i zdjecie z Wy-
szynskim, gram u Axera”).

21. Magdalena Zaniewska, Kalina. Rezyseria: Agata Biziuk. Teatr Nowy w Poznaniu. Pre-
miera: 28.10.2016.

22. Iwona Kurz, “Kalina Jedrusik: retuszowana ikona seksbomby”, Dialog nr 9 (2000), 145.

23. Kurz, “Kalina Jedrusik...”, 144.

24. Zob. Artur Hellich, “Jak rozpoznac¢ pastisz (i odrézni¢ go od parodii?)”, Zagadnienia
Rodzajéw Literackich nr 2 (2014), 29 i n.
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W drugiej, zdecydowanie ciekawszej czesci monodramu imitacja stylu aktorki
zmienia sie w transformacje jej wizerunku - uzasadniong fabularnie (proces
starzenia si¢ kobiety), ale pomyslang zarazem jako zabieg metateatralny - stop-
niowe “odklejanie si¢” aktorki od roli. Zmiana wygladu Kaliny Jedrusik, czyli
czarna suknia zamiast skapej bielizny, na znak zaloby po mezu, oraz przygarbiona
postawa jako “mowa” starzejacego sie ciala, uzupelnione zostaly gestem zdjecia
peruki przez aktorke Anne Mierzwe. W $wiecie fikcji jest to metafora uptywu
czasu i osamotnienia Kaliny Jedrusik, w sferze dodatkowych znaczen scenicz-
nych - to komunikat wykonawczyni, ktéra wypowiada si¢ takze w swoim imieniu.
Koncéwka monodramu zbudowana jest z pelnej napiecia niejednoznacznosci
miedzy byciem aktorki w roli Kaliny Jedrusik a sceniczna obecno$cia Anny
Mierzwy w procesie demontazu kreowanej postaci. Final spektaklu — wokaliza
aktorki - to juz sygnatura wykonawczyni, ktéra podpisuje si¢ swoim glosem
pod biografia Kaliny Jedrusik, ujeta przez realizatorki spektaklu w rodzaj paraboli,
bez sklonnosci do zawltaszczenia cudzego zyciorysu.

Monodram Kalina z Teatru Nowego w Poznaniu nie jest wylacznie rozryw-
kowym widowiskiem. Spektakl opiera si¢ na zasadach pastiszu w jego wymia-
rze odtworczym, zmierza jednak w aspekcie stylizacyjnym do “reinterpretacji
przeszlodci i ingerencji w terazniejszo$¢”*. Jest fragmentaryczng rekonstrukcja
zyciorysu stynnej artystki — “tu i teraz”, z akcentowaniem wspodtczesnej wrazli-
wosci na przedmiotowe traktowanie kobiet, zwlaszcza kobiet-aktorek. Te kwestie
pobrzmiewajg od poczatku spektaklu, uwidocznione sg na przyktad we fragmen-
tach na temat relacji aktorki z me¢zem - poniekad trenerem i stworca gwiazdy,
a takze w emocjonalnych scenach-obrazach utraty dziecka, kiedy bohaterka
w akcie rozpaczy tuli do siebie poduszke, imitujacg zmarlg coreczke. Najpelniej
wybrzmiewa ten problem w autotematycznych fragmentach sztuki o samot-
nosci aktorki — na scenie i w zyciu, pod presja spojrzenia innych, czyli wzroku
oceniajacego, wyczekujacego porazki artystki (niezaleznie, czy bedzie nig brak
upragnionych rdl, czy tez proces starzenia si¢ ciata).

Ingerencja w terazniejszo$¢ przejawia sie zwlaszcza w dwoch konceptach
przedstawienia. Po pierwsze, w monologu bohaterki padaja stowa: “Urodzitam
sie 10 lutego roku 2009 w Urzedzie Patentowym. Nazwano mnie znak towarowy
nr R227727. Jestem swojg najlepsza wersjg...”. Realizatorki spektaklu nawigzaly
zatem do ikonicznego wymiaru biografii artystki jako produktu spolecznych
praktyk mitotworczych. Po drugie, znaczacym “uderzeniem terazniejszo$ci” jest
w spektaklu jednostkowa fascynacja aktorki aktorka. Anna Mierzwa wielokrotnie
wspominala o swym zainteresowaniu Kaling Jedrusik. W przedstawieniu ta inter-

25. Stanistaw Balbus, Miedzy stylami (Krakow: Towarzystwo Autoréw i Wydawcow Prac
Naukowych Universitas, 1993), 49.
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personalna zaleznos¢ zamanifestowana zostala poprzez symptomatyczne wyjscie
aktorki z roli, dzieki grze na granicy aktu reprezentacji postaci i realnosci wystepu
scenicznego Anny Mierzwy. To przyklad nawigzania silnej “relacji biograficzne;™
ruchome granice biograficznos$ci monodramu staty si¢ w przypadku Kaliny sub
telnymi wskaznikami postawy autobiograficznej**. Widowiskowe scalenie aktorki
z postacig, podobnie jak pdzniejszy rozdzwigk migedzy wykonawczynia a rolg, czyni
wystep Anny Mierzwy afirmatywna rekonstrukcja zyciorysu Kaliny Jedrusik.

Wnioski

Omowione w tym artykule spektakle teatralne stanowia reprezentatywne
przyklady monodraméw-$wiadectw i monodramoéw-rekonstrukeji. Wyodrebnie-
nie tych odmian spo$réd wielu jednoosobowych sztuk biograficznych ma na celu
wskazanie ich zwigzku z dwoma réznymi sposobami scenicznej reprezentacji
podmiotowosci cztowieka. W kazdym z artystycznych ujec zyciorysu jednostki
ujawnia sie przeciez okreslona koncepcja tozsamosci, a monodramy - dzigki swej
miniaturowej formie - s3 pod tym wzgledem niestychanie sugestywne. Znakomicie
ilustrujg spoleczne zainteresowanie “sposobami biografizowania jako strategiami
narracyjnymi, decydujacymi o podmiotowosci traktowanej jako wigzka (zmie-
niajacych si¢) cech — uchwyconej w stanie rozpadu lub scalania™.

Biorac pod uwage konwencje teatralne i techniki dramaturgiczne zastoso-
wane w opisanych powyzej spektaklach, warto podkresli¢, ze w monodramach-

-$wiadectwach podmiotowos$¢ bohatera ujag¢ mozna w kategoriach tozsamosci
dialogowej, a w przypadku monodraméw-rekonstrukcji przedmiotem przedsta-
wienia jest tozsamo$¢ performatywna®®. Wanda i Rachela to bohaterki, ktérych
zycie naznaczone zostalo wieloma przeciwnosciami i dramatami - ze wzgledu
na okoliczno$ci zewnetrzne i przeszkody, z ktérymi musialy sie zmierzy¢. Nie sa
to kobiety skonfliktowane ze sobg, ale ukazane w jakims napieciu wewnetrznym,
w konfrontacji z wltasnymi stabosciami, osoby utkane z wielu wspoétistniejacych
punktéw widzenia. Ich doswiadczanie $wiata ma wymiar dynamiczny, o czym
swiadczy werbalny i cielesny wymiar autoprezentacji. Wydobycie pierwiastka

26. Nawiazuje w tym miejscu do refleksji Malgorzaty Czerminskiej. Zob. Malgorzata Czer-
minska, “Ruchome granice autobiograficznoéci”, Opcje nr 1 (2012), 24-29.

27. Jakub Knap, Magdalena Roszczynialska, Katarzyna Wadolny-Tatar, “Fazy, linie, punkty,
wezly — jak si¢ opowiada zycie”, w: Tropy biograficzne: bieg zycia w narracjach literackich i kul-
turowych, red. Jakub Knap, Magdalena Roszczynialska, Katarzyna Wadolny-Tatar (Krakow:
Wydawnictwo Naukowe Uniwersytetu Pedagogicznego, 2017), 5.

28. Zob. Ewa Partyga, “Tozsamos¢ dzis: narracyjna? dialogowa? performatywna?”, w: Dra-
matycznos¢ i dialogowosé w kulturze, red. Anna Krajewska, Danuta Ulicka, Piotr Dobrowolski
(Poznan: Wydawnictwo Naukowe UAM, 2010), 451-455.
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dramatycznego w “biegu zycia” wspomnianych bohaterek jest nadrzednym celem
aktorskiego stylu uobecnienia postaci.

Inaczej w przypadku spektakli o rekonstrukcyjnych walorach prezentacji
biografii. Sceniczne wizerunki Marii Komornickiej i Kaliny Jedrusik to przy-
klad tworzenia bohaterek “na oczach widza”, w naprzemiennym porzadku
aktorskiego uobecnienia postaci i wychodzenia z roli. To rodzaj szkicowania
bohaterek — albo wyrazistg kreskg zdecydowanego, steatralizowanego portretu
(Kalina), albo na zasadzie zmiennosci obranych konwencji reprezentacji (Komor-
nicka. Biografia pozorna). Ten rodzaj kreacji biografii ma w sobie spory potencjat
afektywny, zwigzany z procesem podwojnego niejako performowania kobiecej
tozsamosci — “ja” bohaterki, reprezentowanej w akcie dziatan teatralnych, i “ja”
aktorki, usytuowanej bezposrednio przed publicznoscig, ktora samorealizuje si¢
w sytuacji wystepu na scenie.

I ostatnia kwestia, o ktérej warto wspomnie¢ na podsumowanie rozwazan:
zaprezentowane monodramy biograficzne to kilka sposréd wielu najnowszych
sztuk teatralnych, ktore stanowig mocny artystyczny glos kobiet. Omoéwione
przedstawienia nie tylko dotycza “biegu zycia” wybranych bohaterek, lecz takze
sg tworczoscig kobiet, bo w zespole realizatorskim dominuje pte¢ zenska. Inter-
pretacji teatralnej podlegaja fascynujace zyciorysy osob niepokornych, a takze
biografie przeklamane, domagajace si¢ przypomnienia i odnowienia w gescie
rewizji kulturowych uje¢ zastanych. To twdrczos¢ symptomatyczna dla pierwszych
dekad XXI wieku, kwintesencja zjawisk spolecznych szerszego zasiegu, tzn. fali
popularnosci biografistyki en globe oraz wielu teoriopoznawczych przedsiewzieé
naukowo-artystycznych, podejmowanych w ramach paradygmatu herstory®.

29. Waznym przykladem dzialan naukowych, wydobywajacych z cienia twérczo$¢ artystyczna
i aktywnos¢ zawodowa kobiet jest projekt HyPaTia - kobieca Historia Polskiego Teatru — efekt
pracy wieloosobowego zespotu badaczek, dostepny zaréwno w formie trzytomowej publikacji
ksigzkowej, jak i na stronie internetowej: http://www.hypatia.pl/ (10.05.2021).
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Adam Zagajewski’s Self-Portraits

Abstract: The article analyzes a series of Adam Zagajewski’s self-portraits against the back-
drop of his essays as well as a variety of contemporary theories, especially Paul de Man’s
deconstruction and Michel Foucault’s spirituality philosophy. According to this analysis,
Zagajewski’s self-portraits are approaching the kind of spiritual exercises described
by Pierre Hadot: Zagajewski uses them to try to rebuild his personality, having designed
its richer and more mature version, partly following the example of Zagajewski’s masters,
such as Jozef Czapski. Understood in this way, Zagajewski’s works contain a surprisingly
wealthy theoretical substance, heretofore unrecognized by commentators.
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Piszaca o “autobiograficznym tréjkacie”, Malgorzata Czerminska jako jeden
z przyktadéw przywoluje tytutowy esej ze zbioru Dwa miasta, nazywajac go “ese-
jem autobiograficznym” badz wprost “autobiografig™; podobne watki pojawiaja
sie tez w innych esejach (a nawet powiesciach) Zagajewskiego, na co wskazuje
Jerzy Madejski?, ostatecznie jednak Zaden utwor poety nie nosi tytutu lub cho¢by
genologicznego podtytutu Autobiografia. Istnieja natomiast w tworczosci Za-
gajewskiego Autoportrety’. Klasyczne studium Michela Beaujoura, wyostrzajac
opozycje wskazane przez Philippe’a Lejeune’a, przeciwstawia sobie te dwa gatunki,
autobiografii przypisujac strukture narracyjng (opowiadania o osi zasadniczo
temporalnej), autoportretowi zas “logiczng” vel “tematyczng™. Mozna w tym wi-

1. Malgorzata Czerminska, Autobiograficzny tréjkgt. Swiadectwo, wyznanie i wyzwanie
(Krakéw: Universitas, 2000), 172.
2. Jerzy Madejski, “Adam Zagajewski i nihilizm”, Stupskie Prace Filologiczne. Seria Filologia
Polska t. 3 (2004), 249-251.
3. Naautoportretowo$¢ tworczosci Zagajewskiego, nieograniczong do cyklu wierszy wprost
tytulowanych mianem autoportretu, zwraca uwage monografistka poety: Anna Czabanowska-
-Wrébel, “Tworczos¢” [Adama Zagajewskiego], w: Monografie w toku. Kompendia multimedialne,
red. Pawel Prochniak, http://stronypoezji.pl/monografie/tworczosc-1/ (29.09.2020). Por. Anna
Arno, “Jerzyki, czeres$nie i okaleczony $wiat”, Tygodnik Powszechny, 30.06.2010, https://www.
tygodnikpowszechny.pl/jerzyki-czeresnie-i-okaleczony-swiat-142724 (29.09.2020).
4. Michel Beaujour, “Autobiografia i autoportret”, przel. Krystyna Falicka, Pamigtnik Literacki
70,1979, z. 1, 317.
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dzie¢ jeden z licznych derywatéw Jakobsonowskiej opozycji metafory i metonimii
(Beaujour wprost pisze o “metaforycznosci” autoportretu)’ — autobiografia akcen-
towalaby metonimiczng o$ kombinacji, generujaca skladnie i narracje, podczas
gdy autoportret kolekcjonuje ekwiwalentne epizody o zasadniczo stalej wymowie.
W bardziej potocznym ujeciu oznacza to odrdznienie tego, czego dokonatem albo
co przezylem, od tego, kim jestem, jak sie typowo zachowuje, a zatem wlasciwie juz
po Arystotelesowsku — fabuly i charakteru (uv8ov i ifovg). Napiecie tego rodzaju
wystepuje u Zagajewskiego cho¢by miedzy ciaglym esejem autobiograficznym
Dwa miasta a cyklem eseistycznych zapiskow W cudzym pigknie, korzystajacym
cze$ciowo z tych samych wspomnien, Jakobsonowska matryca kazataby jednak
autoportretowosci szukac¢ przede wszystkim w poezji, skoro z natury jest ona
metaforyczna i dokonuje projekeji osi ekwiwalencji na 0§ kombinaciji.

Najwyrazistszy z poetyckich Autoportretow Zagajewskiego to wiersz zamykajacy
tom Pragnienie. O jego swoistosci decyduje szczegolna aspektualno-temporalna
natura orzeczen:

Miedzy komputerem, otéwkiem i maszyna do pisania
schodzi mi pét dnia. Kiedys zrobi si¢ z tego pot wieku.
Mieszkam w obcych miastach i niekiedy rozmawiam
z obcymi ludzmi o rzeczach, ktoére s3 mi obce.

Duzo stucham muzyki [....].

Czytam poetow, zywych i umarlych, ucze sie od nich
wytrwatosdci, wiary i dumy. Prébuje zrozumie¢
wielkich filozoféw — najczesciej udaje mi sie
uchwycic tylko strzepy ich drogocennych mysli.
Lubie chodzi¢ na dlugie spacery paryskimi ulicami

i patrze¢ na moich bliznich [...].

Czasem przemawiajg do mnie obrazy w muzeach

i nagle znika ironia.

Uwielbiam przygladac si¢ twarzy mojej zony.

Co tydzien, w niedzielg, telefonuje do ojca.

Co dwa tygodnie spotykam si¢ z przyjaciétmi,

w ten sposob dochowujemy sobie wiernoscic.

Autoportrecista nie opowiada tu o jednostkowym epifanijnym zdarzeniu
czy przezyciu, jak typowy podmiot liryczny, ale tez nie wypowiada wiecznych
prawd, jak gnomiczny poeta-medrzec, ani narracji, jak epik. Przedstawia nato-
miast swoje zwyczaje w ich regularnej rytmicznosci — czasem nazwanej wprost
(co tydzien, co dwa tygodnie), kiedy indziej zasugerowanej tylko przez gramatyke.

5. Beaujour, “Autobiografia...”, 318.
6. Adam Zagajewski, Pragnienie (Krakéw: Wydawnictwo a5, 1999), 79.
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Ta konstrukcja realizuje schemat autoportretu w rozumieniu Beaujoura, ale wlasnie
tylko schemat — zamiast mimetycznie przedstawic seri¢ ekwiwalentnych obrazéw,
poeta diegetycznie informuje nas o zachodzeniu w jego zyciu konsekwentne;j
ekwiwalengiji. Jak to rozumie¢? Gromadzgc rozmaite konteksty dla badan nad au-
toportretem, Beaujour wymienia “¢wiczenia duchowe™. W momencie, w ktérym
ukazuje sie jego szkic (1977), kulturowo znaczy to by¢ moze jeszcze niewiele, juz
jednak niedtugo pézniej (1981) ukazujq si¢ Exercices spirituels et philosophie anti-
que Pierre'a Hadota, Michel Foucault wyglasza zas wyklady z cyklu Lherméneutique
du sujet (1981-1982), poswigcone podobnej problematyce. W tymze roku 1981 Adam
Zagajewski przenosi si¢ do Paryza, gdzie jako absolwent filozofii — co podkresla
w esejach wspomnieniowych — mdgt sie bezposrednio zetkna¢ z dyskursem starszych
kolegéw?®. Osobliwy z punktu widzenia tradycji lirycznej ton Autoportretu wpisuje
si¢ wlasnie w analizowang przez Hadota i Foucaulta tradycje ¢wiczen duchowych:
podobnie jak oni, Zagajewski przedstawia regularne praktyki recepcyjne (dziet
sztuki, osiagniec filozofii) oraz interpersonalne (kontakty z rodzing i przyjacioimi)
w ten sposob, jakby miaty stuzy¢ kultywowaniu jego osobowosci. Regularny tryb
praktyk Zagajewskiego jako podmiotu lirycznego Autoportretu miatby zatem
w tym kontekscie taki sam sens, co rytm duchowych praktyk Marka Aureliusza
jako stoickiego podmiotu Rozmyslan®, by¢ moze nie bez zwigzku ze stynnym, de-
dykowanym Henrykowi Elzenbergowi “Do Marka Aurelego” Zbigniewa Herberta
jako poetyckiego mistrza Zagajewskiego.

Jedna z kluczowych figur dyskursu ¢wiczen duchowych to przewodnik - ktos
bardziej w nich zaawansowany, kto czuwa nad rozwojem adepta jako rozméwca
albo korespondent, jak Sokrates wobec swojego otoczenia", Fronton dla Marka

7. Beaujour, “Autobiografia...”, 321, 324, 335.

8. Adam Zagajewski, Lekka przesada (Krakéw: Wydawnictwo a5, 2011), 131: “Kiedy miesz-
katem w Paryzu, miasto to stynelo gléwnie — cho¢ nawet i pod tym wzgledem byl to juz okres
schylkowy - z nowych, lub tylko odnowionych, metodologii humanistycznych. Wiasnie chorowali,
odchodzili, wyglaszali ostatnie wyktady, zegnali si¢ ze §wiatem wielcy Metodolodzy o $wiatowej
renomie. Metodolodzy w mlodo$ci wyznawali lewicowe ideologie, ale w pdznej epoce zycia na-
wracali si¢ na poglady humanitarne, bronili praw czlowieka, wystepowali w obronie [...] polskiej

‘Solidarnosci’. W ich dziele nigdy jako$ nie umiatem zasmakowac, chociaz mialem przyjaciot
[...], ktérzy uwazali, ze Metodolodzy kontynuowali wielka francuska tradycje humanistyczng”.
Widoczne sygnaly dystansu nie musza wykluczaé inspiracji, w niektérych kontekstach moga by¢
wrecz jej symptomenm, zwlaszcza jesli uwzglednimy paralele “nawrdcen” Zagajewskiego i Metodo-
logéw oraz zmierzch tych ostatnich — osmielajacy, by w innym medium prébowac przejaé ich role.

9. Zob. Pierre Hadot, Filozofia jako ¢wiczenie duchowe, przel. Piotr Domanski (Warszawa:
Aletheia, 2003), 165-169.

10. Por. Anna Czabanowska-Wrdbel, “Pigkno i groza zawsze razem - Poetycki dialog Zbigniewa
Herberta i Adama Zagajewskiego”, w: Monografie..., http://stronypoezji.pl/monografie/piekno-
i-groza-zawsze-razem-poetycki-dialog-zbigniewa-herberta-i-adama-zagajewskiego/ (1.10.2020).

11. Hadot, Filozofia..., 97-118.
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Aureliusza' badz Elzenberg w biografii Herberta®. U Zagajewskiego czesto pojawiaja
si¢ tego rodzaju figury, przy czym dwie wydaja si¢ najwyrazistsze: wspomniany juz
Herbert oraz Jozef Czapski. Odbior Herberta jako mistrza ksztaltuje si¢ u Zagajew-
skiego zgodnie z toposem poetyckiego glosu', nie wiaze si¢ zatem bezposrednio
z problematyka autoportretu. Inaczej Czapski - to sugestywny rozmdwca i wzorzec
etyczny, ale takze - jako malarz i rysownik — autor licznych autoportretow, w tym
przypadku wiec autroportretowa praktyka Zagajewskiego zdaje si¢ bezposrednia
aluzja do postaci nauczyciela. Slad takiej relacji mozna dostrzec w wierszu Twarz
van Gogha dedykowanym Czapskiemu, a opublikowanym w tomie ilustrowanym
jego rysunkami (co w autobiograficznym kontekscie istotne — pochodzacymi
z Dziennikow, do ktérych Zagajewski wielokrotnie wraca)':

[...] Na stupie ogloszeniowym [.. ]
widnieje twoja ostra twarz, twarz
sprawiedliwego, niepokoj obleczony

w skore.

Rozdzielamy sig¢, przechodzimy, ptyniemy
pod klinga rozdzierajacego spojrzenia.
Wciaz nam si¢ przygladasz, bogaczu,
bardziej zywy niz zywi i bardziej
skupiony™.

Bezposrednim impulsem ekfrastycznym dla wiersza byt zapewne jeden z auto-
portretow van Gogha zreprodukowany na plakacie, ale epitet “sprawiedliwego”
kojarzy sie raczej z tym, co Zagajewski gdzie indziej pisze o Czapskim jako auto-
rytecie moralnym, w jego postaci spojrzenie malarza tatwiej tez moze sie sples¢
ze spojrzeniem dogladajacego — ale i krytycznie oceniajacego — nauczyciela®.
To zaposredniczenie w autoportrecie klasyka nowoczesnego malarstwa jest moze
forma dyskrecji (szanujac skromnos¢ zyjacego mistrza, uczen nie chwali go jesz-
cze tak wprost, jak pozniej we wspomnieniach posmiertnych), ale tez ukazuje
paradoksalng przechodnio$¢ relacji autoportretowej: autoportret mistrza staje

12. Michel Foucault, Hermeneutyka podmiotu, przel. Michal Herer (Warszawa: PWN, 2012),
162-169.

13. Adam Zagajewski, Poeta rozmawia z filozofem (Warszawa: Zeszyty Literackie, 2007),
16-26, 103-105.

14. Zagajewski, Poeta. .., 13: “tym, co decyduje o istnieniu poety, jest glos. Poetoéw rozpoznajemy
po ich glosie. Czym jest glos — zapewne pewna duchowa czestotliwo$cig”. Definicja ta destyluje
wspomnienia Zagajewskiego o Herbercie — por. Adam Zagajewski, Obrona zarliwosci (Krakéw:
Wydawnictwo a5, 2002), 102-103.

15. Np. Zagajewski, Lekka..., 150-151.

16. Adam Zagajewski, Jecha¢ do Lwowa (Londyn: Aneks, 1985), 52.

17. Zagajewski, Obrona..., 69-77.
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sie jakby autoportretem nasladujacego go ucznia, autoportret van Gogha — auto-
portretem Czapskiego, jego z kolei autoportret — autoportretem Zagajewskiego'®.
Podobny mechanizm pracuje w Autoportrecie w malym muzeum, aktywizujac
zarazem topos imitatio Christi:

Patrzyl na mnie $niady Chrystus

z matych obrazkéw trecenta;

nie rozumialem tego spojrzenia,

ale chcialem si¢ na nie otworzy¢.
Ciemnowtosy, skupiony Chrystus [...]
spogladal na mnie, podczas gdy ja
pochloniety bylem czym innym -

z rosnacg niechecia $ledzitem

tych starszych ludzi, Francuzéw:

w cichym, prawie pustym muzeum
on czytal jej na glos, zbyt glosno,
odpowiednig strone z przewodnika®.

Malarskie przedstawienia Chrystusa nie sg autoportretami (cho¢ wedle tradycji
tak mozna by traktowa¢ Chuste Weroniki), autoportretowos¢ przechodzi wigc
z nasladowanego na nasladujgcego®. Zarazem spojrzenie upragnionego nauczyciela
walczy z glosem “przewodnika” - jakby wptyw Czapskiego z wptywem Herberta

18. Zainteresowanie cudzymi autoportretami powraca wielokrotnie w dziele poety. W Lek-
kiej przesadzie (96) Zagajewski interpretuje fotograficzny autoportret Witkacego, w Substancji
nieuporzgdkowanej (Krakow: Znak, 2019), 66 — “szkic do autoportretu malarza” samego Czap-
skiego (tekstowy w liscie, nie rysunek), dalej w tym tomie (134) — autobiografizm i autoportret
w malarstwie Leszka Sobockiego, w Prawdziwym zyciu (Krakéw: Wydawnictwo a5, 2019), 64
i W cudzym pigknie (Krakow: Wydawnictwo a5, 1999), 31 — autoportrety Rembrandta, w Obronie
zarliwosci (157) — “wspanialy, namalowany, mogloby sie wydawac, réwnoczesnie z autoportretami
Van Gogha Autoportret (opatrzony znakiem zapytania) Pontormo”.

19. Adam Zagajewski, Niewidzialna reka (Krakéw: Znak, 2009), 45.

20. Por. Zagajewski, Piosenka emigranta, w: Zagajewski, Pragnienie, 16: “W obcych miastach /
ogladamy dzieta dawnych mistrzow / i bez zdziwienia rozpoznajemy wlasne / twarze na starych
obrazach. Istnielismy / juz wczesniej”. Por. Adam Zagajewski, Solidarnosé i samotnos¢ (Warszawa:
Zeszyty Literackie, 2002) 121-122: “Jak trudno jest zobaczy¢ wlasng twarz, moglem si¢ przekona¢
na przykladzie cyklu obrazéw mojego przyjaciela, swietnego malarza. Maluje on autoportrety,
czyli chee zobaczy¢ na plétnie wlasng twarz. Czg¢$ciowo mu sie to udaje [...]J. Ale nigdy nie jest sam,
zawsze si¢ dzieli si¢ z kim§ swoja twarza — czasem jest to papiez, [...], czasem alegoryczna Polska
lub chirurg w bialym fartuchu. [...] Takze i ja, w tej ksigzce, powtarzam poszukiwanie mojego
przyjaciela, chce zobaczy¢ wlasna twarz. Tymczasem mniej lub bardziej alegoryczne istoty przy-
taczaja si¢ do mnie [...]. Chciatbym si¢ rozpozna¢ w samotnosci, w intymnoéci, w matym lusterku
wiersza lub notatki, a wciaz stysze szelest wielkich, bezosobistych luster, ktore nie ja stworzylem.
Ale czujg, ze tak musi by¢: naprzéd musze sthuc tamte gigantyczne lustra, zeby na koniec wroci¢
do samego siebie, zobaczy¢ wlasng twarz”.
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(zwlaszcza jako autora Barbarzyricy w ogrodzie), cho¢ narodowo$¢ turystéw moze
tez by¢ aluzja do francuskich historykéw-filozoféw, ktorych hipotetyczny wplyw
na Zagajewskiego-emigranta w Paryzu sugerowalem wyzej: Foucaulta i Hadota.
Opozycja spojrzenia i glosu jako dwdch “obiektow urojeniowych™! pojawia sie tez
jednak w doktrynie Jacques’a Lacana, zmarlego — a wigc z tej okazji intensywnie
wspominanego — w roku przybycia Zagajewskiego do Paryza. Pozornie skromna
impresja z muzeum zawiera zatem — moéwiac jezykiem Gilles’a Deleuze’a — “linie
ujscia” w kierunku zaawansowanych teorii (nawet jesli Zagajewski nie rozumiat
tych teorii, a tylko chciat si¢ na nie otworzyc), zaprasza wiec zarazem do wyspe-
kulowania zaawansowanej teorii autoportretu.

W kontekscie teorii Lacana mechanizm identyfikacji ucznia z wizerunkiem -
w szczegolnosci autoportretem — mistrza kojarzy sie ze “stadium lustra”, w ktérym
obraz naszego ciala wraz z sugerowanym przezen schematem osobowosci przyj-
mujemy z zewnatrz**. Dlatego w prostym z pozoru liryku roli Robespierre przed
lustrem kryje si¢ — podobnie jak w Autoportrecie w matym muzeum - skompli-
kowana dialektyka:

Mam waskie wargi i ostry nos.

W mojej twarzy jest co$ ascetycznego.
Moj wzrok potrafi by¢ twardy

i nieprzejednany.

Z pewnoscia tak beda mnie opisywali
historycy naszej wielkiej rewolucji.
“Bezlitosny, nieprzejednany, ambitny.”
Ja sam nie moge wiedzie¢, kim jestem,
ale teraz o $wicie, w czerwcu,

na wsi, gdy stoje przed lustrem
rézowym od wschodzacego stonca,
spostrzegam na mojej twarzy usmiech
i migkkos¢,

zazwyczaj towarzyszaca czulosci

i stabosci.

Na lewym policzku nosze¢ czarny oblok?.

Prozopopeja, oddajaca glos straconemu dawno rewolucjoniscie, nie oddaje go
calkowicie: “ja” mowiacego podmiotu pozostaje czesciowo ja autorskim poety,

21. Zob. Gaze and Voice as Love Objects, red. Renata Salecl, Slavoj Zizek (Durham: Duke
UP, 1996).

22. O obrazie lustrzanym (z odniesieniem do Lacana) w kontekscie teorii autobiografii:
Georges Gusdorf, “Warunki i ograniczenia autobiografii”, przel. Janusz Barczynski, Pamietnik
Literacki 70, z. 1 (1979), 264-265.

23. Adam Zagajewski, Ziemia ognista (Poznan: Wydawnictwo a5, 1994), 45.
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ktéry szkicuje kolejny autoportret — tym razem syleptyczny, spleciony z cudzym
wizerunkiem. Latwo to zauwazy¢, zestawiajac wiersz z fragmentem tytulowego
eseju tomu Solidarnos¢ i samotnos¢: “przed dziesieciu laty, wydajac wspolnie
z Kornhauserem Swiat nie przedstawiony, sam na moment stanglem w szere-
gu Katonow; tych, ktérzy wiedza, jaka powinna by¢ literatura i bezwzglednie
tego wymagaja od innych, od wszystkich. Coz to za dyktatura!”*. Zagajewski
jako dyktator literatury spolecznie zaangazowanej nawigzywal zatem do tych
samych rzymskich republikanskich wzoréw, co rewolucja francuska. Dwadziescia
lat pézniejsza przedmowa do nowego wydania przedstawia $wiezo upieczonego
emigranta jako podobnie dwoistego, co Robespierre w wierszu: “oficjalnie by-
tem beznadziejnie smutnym emigrantem, a jednoczesnie czutem rados¢, rados¢
samotnosci [...]. Moze wstydzilbym si¢ troche mojej dwczesnej podwdjnosci,
[...] ale pamietalem [...], Ze bardzo podobne rozdarcie utrzymywalo si¢ takze
i w Polsce™.
Dotarlszy do Paryza, Zagajewski przezyt co$ w rodzaju nawrdcenia — z poety-
-polityka bez reszty zaangazowanego w sprawy wspolnoty uwiklanej w historie
stal sie indywidualistg skupionym na wlasnym rozwoju duchowym i artystycznym.
Nadal byta to jednak praca nad czyms w pewnym sensie zewnetrznym - jako ideal,
ktéry trzeba osiaggna¢: wprawdzie ideal jego samego, ale nie jako aktualny stan
osobowosci, tylko projekt do realizacji, w gruncie rzeczy blizszy mistrzom poety
niz jemu aktualnemu. Tadeusz Nyczek pytal w zwiazku z tym:

Czy Solidarnos¢ i samotnos¢ to bardziej spowiedz czy projekt? Raczej wyznanie (nowej)

wiary czy nakreslenie (nowych, koniecznych) horyzontéw polskiej i europejskiej swiado-
mosci? [...] Wyznanie, jako autoanaliza, moze mie¢ odrebng wartos¢ dla autora oraz jego

biograféw [...]. Sadze jednak, ze z uptywem czasu jego atrakcyjnos$¢ poznawcza bedzie

malala na rzecz owego drugiego motywu: projektu nowej $wiadomosci®.

Historia duchowodci i autobiografii znaja spektakularne przyklady konwersji®,
z Augustynem jako autorem Wyzna# na czele. W paryskim kontekscie przemia-
ny Zagajewskiego przykladem po raz kolejny mogt by¢ Foucault, przemieniony
miedzy pierwszym a drugim i trzecim tomem Historii seksualnosci — cho¢ pod-
noszac kwestie estetyki egzystencji w sposéb zblizony do “nowego” Zagajew-

24. Zagajewski, Solidarnosé..., 75.

25. Zagajewski, Solidarnos¢..., 5-6. Aluzja do tego polskiego rozdarcia moze by¢ tytut Au-
toportretu w malym muzeum, w ktérym pobrzmiewa tytul glosnego tomu Mate muzea (1977)
Bohdana Zadury - réwie$nika, ktory wlatach siedemdziesiagtych XX wieku wybral droge przeciwna
do zaangazowania Zagajewskiego.

26. Tadeusz Nyczek, Kos. O Adamie Zagajewskim (Krakéw: Wydawnictwo Literackie, 2002),
96-97. Por. wczesniej (58-78) opis przemiany poety.

27. Hadot, Filozofia..., 223-234. Por. Foucault, Hermeneutyka..., 207-226.
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skiego, on bynajmniej zaangazowania politycznego nie porzucit (mozna wrecz
rzec, ze ostatnie cykle wykladow Foucaulta, poswigcone parezji - odwaznemu
mowieniu prawdy w kontekscie politycznym - najbardziej zblizaly jego mysl
do idealéw polskiej Nowej Fali).

Przemiana duchowa to czesciowa destrukcja dotychczasowej osobowosci,
podjeta po to, by zrobi¢ miejsce dla konstrukcji nowej. Sadze, ze w tym duchu
mozna czyta¢ dekonstrukeyjng teorig autobiografii Paula de Mana?, przy czym
autobiografia juz w samym tytule kluczowego eseju — Autobiografia jako od-twa-
rzanie (de-facement) — zdaje si¢ wiazac z autoportretem, w prototypowej malar-
skiej wersji zawsze skupionym na twarzy (do tej samej sfery nalezy intensywnie
eksploatowana przez de Mana figura zwierciadlanego odbicia). Konstytucja
twarzy jest jednak wtoérna wobec czytajacego spojrzenia oraz glosu w oscylacji
miedzy niemotg i prozopopeja (zestaw figur de Mana - czy tez analizowanego
przezen Wordswortha — jest bardzo bliski analizowanemu wyzej Robespierreowi
przed lustrem):

Stonce staje sie okiem, ktdre czyta tekst epitafium. [...] Teraz mozna wigc powiedzie¢,
ze “jezyk nieczulego kamienia” zostaje obdarzony “glosem”, méwiacy kamien staje si¢
przeciwwaga widzacego slorica. System ten przechodzi od stonica poprzez oko do jezyka
jako imienia i glosu. Figure, ktora stanowi to ostatnie ogniwo zamykajace centralng
metafore storica, a tym samym tropologiczne spectrum, jakiemu slorice dato poczatek,
rozpoznajemy bez trudu: to prozopopeja, fikcja apostrofy do istoty nieobecnej, zmartej
lub niemej, fikcja, ktdra zaktada mozliwos¢ odpowiedzi tej istoty i przypisuje jej zdolnosé
mowienia. Glosowi przydano usta, oko i wreszcie twarz, przy czym na taka procedure
wskazuje wyraznie etymologia nazwy tego tropu, prosopon poien, przydawa¢ maske lub
oblicze (prosopon). Prozopopeja to trop autobiografii, dzieki ktoremu imie [...] staje si¢
réwnie czytelne i pamietne jak twarz. Zajmujgc sie autobiografia, zajmujemy si¢ nada-
waniem i pozbawianiem oblicza, twarza i od-twarzaniem, figurg, forma i deformacja®.

Autobiograficzne cykle tworzenia i od-twarzania nie musza (moze wrecz nie moga)
wytwarza¢ za kazdym razem podmiotu identycznego z poprzednim, pochlonie-
tym przez przeszio$¢ (u de Mana hiperbolicznie: przez §mier¢) - nowy moze by¢
inny od poprzednika. Odpowiada to raczej metaforycznemu modelowi cyklu
ekwiwalentnych (ale nieidentycznych) autoportretéw niz metonimicznie ciaglej
autobiografii w klasycznym sensie. Cho¢ dwa lata wezesniejszy od eseju de Mana,

28. Zob. Jan Potkanski, “Dekonstrukcja jako technika Siebie”, Przeglgd Filozoficzno-Literacki
nr 41, 1 (2015), 93-113.

29. Paul de Man, “Autobiografia jako od-twarzanie”, przel. Maria Bozenna Fedewicz, Pa-
mietnik Literacki nr 77, 2 (1986), 314. Por. Zagajewski, Poeta..., 14: “Ale - uwaga — zaden poeta
nie zna swego glosu, nie slyszy samego siebie. [...] Podobnie jest takze z twarza. Nikt z nas nie zna
naprawde swej twarzy — wszystkie lustra troche klamig [...], klamig portrety i fotografie”.
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szkic Beaujoura nie stroni zreszta od retoryki bliskiej dekonstrukeji, zwlaszcza
w koncowej partii tekstu. Autobiografia jako od-twarzanie dzieli podstawowe
cele filozoficzne z wykladami de Mana z tego okresu, wydanymi jako Ideologia
estetyczna — aporie autobiograficznego podmiotu lirycznego angielskich roman-
tykéw jawily sie teoretykowi podobnie, jak aporie podmiotu transcendentalnego
w niemieckim idealizmie®:

[...] owo zdanie méwi faktycznie: “Ja nie moge powiedzie¢ ja” — zdanie dla Hegla
niepokojace, skoro sama mozliwo$¢ mysli zalezy od mozliwoséci powiedzenia “ja”. [...]
Filozoficzne Ja [...] zaciera samo siebie, [...] tak iz ustanowienie Ja, ktdre jest warunkiem
mys$lenia, implikuje jego zniszczenie, polegajace [...] na [...] wymazaniu jakiejkolwiek
relacji, [...] ktéra mozna by sobie wyobrazi¢ miedzy tym, czym jest Ja, a tym, czym ono
mowi, ze jest. [P]rzedsiewzigcie myslenia [...] [m]oze sie powies¢ tylko pod warunkiem,
ze zapomniana zostanie sama wiedza stwierdzajaca jego niemozliwos¢, wiedza, iz jezykowe
ustanowienie Ja jest mozliwe tylko wtedy, gdy Ja zapomni, czym jest (mianowicie, Ze jest
Ja). [...] Mysl jest proleptyczna: projektuje hipoteze o swojej mozliwosci w przyszltosé,
w hiperbolicznym oczekiwaniu, ze proces, ktory myslenie umozliwil, dosiegnie w koncu
tej projekeji. Hiperboliczne Ja projektuje siebie jako myslenie w nadziei roz-poznania
siebie, gdy przebiegnie juz swa droge™.

Warunkiem myslenia (w radykalnym Heglowskim sensie) jest zatem zapomnie-
nie autobiografii (jako narracji o przeszlosci) i naszkicowanie autoportretu

30. Mozna si¢ zastanawiac, czy ta zgoda dwoch sasiadujacych w czasie i przestrzeni wspolnot
dyskursywnych to synekdocha uniwersalnosci czy tylko swiadectwo szerszej, ale nadal partyku-
larnej wspdlnoty w potnocno-zachodniej Europie przelomu XVIITi XIX wieku. Podobnie niejasne
jest, czy Zagajewski niezaleznie wyrasta z tych tradycji, czy interesowat si¢ wspdlczesnymi mu
dyskusjami teoretycznymi, takimi jak wokét tez de Mana.

31. Paul de Man, Ideologia estetyczna, przel. Artur Przybystawski (Gdansk: stowo/obraz
terytoria, 2000), 146-148. Cho¢ w tym konkretnie wyktadzie pretekstem dla rozwazan de Mana
jest Hegel, struktura problemu przywodzi na my$l raczej omawianego wcze$niej Kanta, w szcze-
golnosci aporie dotyczace pojecia duszy w paralogizmach czystego rozumu oraz — na drugim
biegunie — kwesti¢ duszy jako rozumowej idei regulatywnej. W podobnym duchu wypowiada
sie Zagajewski w Solidarnosci i samotnosci (119-120), pod kryptokantowskim w tym kontekscie
tytulem notatki Niemozliwe: “Mam wyrazi¢ siebie. Wypowiedzie¢ siebie. Ale skad mam wiedziec¢,
jaki ja jestem? To inni mnie znaja, oni powinni méwi¢ za mnie i o mnie. A jednak kazdy mowi
o sobie, wiedziony zwyklym, grubym egoizmem. [...] Sa jednak krotkie chwile, kiedy domyslam
sie, kim jestem. Dzieje si¢ tak na przyklad wtedy, gdy czytam czyjas$ ksiazke i §ledze z napigciem
gre, jaka w niej toczy z prawda autor, badajacy rozne hipotezy siebie i Swiata. Nie odnosz¢ wtedy
wrazenia, by 6w autor naprawde wypowiadatl siebie, ale pewien sposob obracania hipotezami,
przykladania niewidocznego ‘ja’ do surowcédw mysli czy historii, zdradza mistrza tej czy innej
kategorii [...]. I czuj¢ wtedy, ze w tym krétkim blysku identyfikacji odzywa si¢ takze i moje ‘ja’,
o$mielone zrecznoscia nieznajomego przybysza”. Zagajewskiego nie wystarcza zatem prosta kan-
towska apercepcja wlasnego ja, potrzebuje dodatkowo zaposredniczenia w apercepciji ja cudzego.
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(jako proleptycznego ideatu, do ktdrego sie dazy)*>. Dla Zagajewskiego punktem
zwrotnym w tym zakresie byla najwyrazniej “konwersja” w Paryzu. Jak w in-
nych kwestiach, tak i w zakresie pamigci poeta podgza za mistrzem (najpewniej
Czapskim): w wierszu Pocigg do Maisons-Lafitte, bezposrednio poprzedzajacym
Robespierreta przed lustrem, napisal: “Jade do mojego przyjaciela, mistrza. / M6j
przyjaciel traci pamiec. / Jej miejsce zajmuje wiedza / lekka jak Zrédlo w nocy”.
Paradoksalne filozoficzne “ja” to nie temat narzucany poezji Zagajewskiego
z zewnatrz, przeciwnie — sam explicite go podejmuje w wierszu pod takim wtas-

nie - Ja - tytulem:

Jest male i niewidoczne jak §wierszcze

w sierpniu. [...] Miedzy

hymnami, miedzy partiami ukrywa sie ja. [...]
Wieczny uciekinier. Jest mna a ja

jestem w nim w trwoznej nadziei, ze wreszcie
znalazlem przyjaciela. Lecz ono

jest samotne, tak nieufne, nie

przyjmuje nikogo, nawet mnie.

Do historycznych wydarzen przylega

jak woda do szklanki**.

“Ja” przylegajace do historii to problem Zagajewskiego jako poety Nowej Fali, ale
tez de Mana, ktory zreszta powody do zapominania miodzienczego zaangazowania
politycznego mial bardziej zdroworozsagdkowo zrozumiale, niz jego polski nasla-
dowca. Niemniej rozwijajac cytowane wyzej rozwazania o “ja” w Estetyce Hegla
w kolejnym wyktadzie, wpisuje ja w architektonike calosci systemu i podkresla, ze

Powigzanie miedzy polityka, sztuka i filozofig za sprawg filozofii sztuki czy estetyki
wbudowane jest w jego system nie w sposdb nieprzemyslany, tak iz estetyka traktowataby

32. Por. Zagajewski, Lekka. .., 84: “w najlepszych dniach pisanie, pelne energii, radosci, jest
nieomal stwarzaniem samego siebie, daje niezwykle uczucie wladzy nad wlasnym zyciem, definio-
wania si¢ od nowa, jakby prawie nic godnego uwagi dotad nie istnialo, jakbysmy wytyczali zupelnie
nowa przyszlos¢ dla siebie. W dniach nieco stabszych pisanie jest walka z depresja. W dniach
zupelnie trudnych jest juz tylko proba ratowania siebie. Gdzie wtedy podziewaja sie te wspaniale
projekty z najlepszych dni [...]J?”. Proleptyczny autoportret ma zatem co$ wspdlnego z przesad-
nym poczuciem mocy w manii, podczas gdy zachowywanie przeszlosci w autobiografii wiaze
sie z depresja, jak we Freudowskim modelu inkorporowania utraconego w Zatobie i melancholii.
W strukturze najglebszej to zapewne kolejne wcielenie gry Fort-da — projekc;ji siebie w przyszlos¢
w manii autoportretu i odzyskiwania siebie przeszlego w depresji autobiografii.

33. Zagajewski, Ziemia..., 44. Problem niepamigci wielokrotnie wraca u Zagajewskiego
w zwiazku ze starczg amnezja ojca, w ostatniej chwili namoéwionego na spisanie wspomnien.

34. Zagajewski, Jechac..., 29.
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o polityce jako o swoim przedmiocie, lecz w znacznie glebszym sensie - [...] trajektoria
od rzeczywisto$ci politycznej do intelektualnej, przejscie [...] od ducha obiektywnego
do absolutnego, dokonuje si¢ z konieczno$ci poprzez sztuke [...]. W tym kluczowym
powiazaniu miedzy najbardziej zaawansowanymi stopniami myslenia politycznego,
przy prébie pojmowania panstwa jako aktu historycznego, a mysleniem filozoficznym
Hegel [....] sytuuje sztuke™.

Taktyka “nieprzemyslana”, o ktérej wspomina de Man jako sposobie taczenia
Zasad filozofii prawa i Wykladow z filozofii dziejow jako tacznej prezentacji ducha
obiektywnego, przypomina to, co w Solidarnosci i samotnosci Zagajewski pisze
o wlasnej praktyce z okresu Swiata nie przedstawionego i calej polskiej litera-
turze “sprawy narodowe;j” jako osobnej wobec powstajacej w Polsce literatury
“normalnej” (i czgsto nad nig dominujacej)*s. W kolejnym kroku poeta zaznacza
jednak, ze nie chodzi mu o trywialne przeciwstawienie sie¢ poety wspélnotowym
zadaniom zaangazowania poprzez zwrot ku prywatnosci?, tylko jakis nowy,
madrzejszy rodzaj wspolnoty, polegajacej nie na unifikacji w kolektywizmie,
lecz na wspdtpracy $wiadomych swojej pozycji indywidualistow?®. Ten z kolei
model zdaje si¢ realizowac to, co de Man prezentuje jako wlasciwe stanowisko
Hegla, czyli polaczenie politycznej dziejowosci, w ktorg Zagajewski angazowal sie
jako poeta Nowej Fali, z dojrzalg refleksja, do ktdrej aspirowal od czasu studiow
filozoficznych, za posrednictwem sztuki w pelni jej autonomii.
W dyskurs o Estetyce de Man wplata watki o pamieci i zapamigtywaniu
z innych fragmentéw systemu Hegla. Na wysokim poziomie abstrakcji powta-
rza w ten sposob rozwazania o autobiografii, taczac kwesti¢ Ja z problemem in-
skrypcji — cho¢ tam, gdzie przechodzi do maksymalnie mechanicznego modelu
zapamietywania, wzorem zdaje si¢ raczej dziennik w najprymitywniejszym sensie
sukcesywnych zapiskow niekierowanych zbiorczym zamystem. De Man wymija
w ten sposob kategorie, ktore sam Hegel uwazat za najistotniejsze w estetyce,
przede wszystkim ideat:

Idealem [...] jest rzeczywisto$¢ uwolniona od szczeg6low i przypadkowych okolicznosci,
o ile w tej przeciwstawionej ogolnosci stronie zewnetrznej sama strona wewnetrzna
wystepuje jako zywa indywidualnos¢. Indywidualna bowiem podmiotowos¢, ktora
zawiera w sobie substancjalng tres¢ i w sobie samej na zewnatrz ja objawia, jest wlasnie
owym cztonem $rednim, w ktérym substancjalny moment tresci nie moze wystapi¢
abstrakcyjnie dla siebie w swej ogdlnosci, lecz pozostaje jeszcze zamkniety w obrebie
indywidualno$ci, wskutek czego staje przed nami jako uwiklany w pewne okreslone

35. De Man, Ideologia. .., 161-162.
36. Zagajewski, Solidarnos¢..., 75-81.
37. Zagajewski, Solidarnosc..., 75.
38. Zagajewski, Solidarnosc..., 79.
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istnienie — ono zas ze swej strony, wyzwolone z pet skoiczonosci i zaleznosci, laczy sie
w wewnetrzng tre$cig duszy w harmonijny zwigzek?.

Sztuka jako praktyka ideatu jest zatem jawieniem si¢ ducha w postaci zmystowo-

-indywidualnej, czyli jego autoportretem (jako przystankiem na drodze samo-
zrozumienia w filozoficznej ogdlnosci). Jako taka jest tez pewnym narzedziem
duchowym, pomagajacym w dalszym rozwoju. W podobny sposéb rozumiat
Hegla dojrzaly Foucault, wpisujac Fenomenologie ducha w tradycje technik siebie
i duchowosci*. Zarazem wiasnie wiernos$¢ estetyce ideatu czyni Zagajewskiego
obcym wspolczesnosci, ktdra jego dazenie “wzwyz” odbiera jako wywyzszanie
sie, a jednocze$nie pewien rodzaj nieszczero$ci (bo poeta pisze raczej, jaki chce
lub powinien by¢, a nie - jaki aktualnie jest, cho¢ przy odrobinie zyczliwosci
to ostatnie mozna wyczytac z esejow)*!.

Optymizm foucaultowskiego samorozwoju maci jednak (czwarty i ostat-
ni w tomie, ale jedyny bez dookreslenia w tytule) Autoportret Zagajewskiego
z Niewidzialnej reki. Pretekstem jest znowu autoportret cudzy, cho¢ tym razem
nie mistrza, lecz nieznacznie mlodszego malarza z tego samego co poeta poko-
lenia - zastepujaca motto notka glosi “Maj 2008, po zobaczeniu Autoportretu
Erica Fischla™?, projektujac jakby kompozycje emblematyczng, w ktdrej wiersz
Zagajewskiego dopisany zostaje do malarskiego autoportretu, nie bedac wszakze
ekfrazg sensu stricto. To ostatnie nie od razu jest jednak widoczne - pierwsze trzy
z pieciu oktaw sformulowane sa w trzeciej osobie, jakby odnosily sie do Fischla,
dopiero poczatek czwartej eksklamacyjnie wyjasnia: “Ale to przeciez ja, wcigz ja,
wiecznie poszukujacy / i bezksztaltny, [...] to ja ignorancji, ja niepewnosci, ja pra-
gnienia, [...] ja, ktory nic nie rozumiem, [...] watpie, prébuje zaczynac¢ od nowa™.
Czes¢ trzecioosobowa obszernym katalogiem rutynowych (cho¢ nadal elegancko

39. Georg Wilhelm Friedrich Hegel, Wyktady o estetyce, t. 1, przel. Janusz Grabowski, Adam
Landman (Warszawa: PWN, 1964), 258.

40. Foucault, Hermeneutyka..., 44.

41. Krytyczna recepcje “przemienionego” Zagajewskiego rekonstruuje monografista poety:
Jarostaw Klejnocki, Bez utopii? Rzecz o poezji Adama Zagajewskiego (Walbrzych: Ruta, 2002),
262-274. Omawia narodziny tego rodzaju dyskursu, ale jest on reprodukowany po dzi$ dzien
przy niezmienionej, albo wrecz zaostrzajacej si¢ retoryce, np.: Pawet Kaczmarski, “Polska poezja
domyslna” [rec. Wierszy wybranych Zagajewskiegol, ArtPapier nr 267, 3 (2015), http://artpapier.
com/index.php?page=artykul&wydanie=217&artykul=4776 (1.10.20): “Jesli Zagajewski wzbudza
u czytelnikow wstret, to nie dlatego, [...] Ze maja oni klopot z powaga, Ze si¢ od niej odzwycza-
ili - tylko dlatego, ze szukajac lekarstwa na kojarzone z ironig ‘udawactwo’ i nadmiar dystansu,
trafiajg na powage rownie ‘udawang’, na spektakularny przekret”. Pikanterii obelgom mtodego
krytyka dodaje fakt, ze jego wlasna wizja literatury jest w znacznej mierze powtérzeniem Swiata
nie przedstawionego.

42. Zagajewski, Niewidzialna..., 93.

43. Zagajewski, Niewidzialna..., 94.
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wystylizowanych) czynnosci przypomina Autoportret z Pragnienia, o ile tam jed-
nak rutyna ¢wiczen zdawala sie (cho¢ tylko mocg srodkéw poetyckich, nie jawnej

deklaracji) prowadzi¢ ku samodoskonaleniu, teraz okazuje si¢ mechanicznym

dreptaniem w miejscu: “Jest coraz starszy. Kostiumy zuzyte. Duzo czyta |[...].
Powtarza sie¢, / wszystko sie powtarza, z6tty notes w kieszeni, wielki apel muzyki”
- jakby od Foucaultowskiego afirmatywnego ujecia ¢wiczen duchowych przeszed!

do zmeczenia nimi, jakie wida¢ w Musisz Zycie swe odmienic¢ Petera Sloterdijka.
Podwojenie podmiotu miedzy “nim” a “ja” przypomina to z wiersza Ja, cho¢ z la-
canowskiego punktu widzenia mozna by spekulowac, ze chodzi o dwa rézne “ja™;

ja z Jechaé do Lwowa to moi, wyobrazeniowe ego nabyte w lustrze, Ja z Niewidzialnej

reki — Je jako podmiot wypowiedzi, uwiklany w symbolicznos¢ rozdarty podmiot

pragnienia (w symbolice Lacana podmiot przekreslony, $)**; zarazem rozdarcie

takie odpowiada Heglowskiemu modelowi sztuki “romantycznej”, w ktérej ideat

traci swoja prostg grecko-Winckelmannowska harmonig¢®. Relacja miedzy dwiema

cze$ciami Autoportretu jest intensywnie dialektyczna, wyostrzajac quasi-soneto-
wy dualizm czesci opisowej (trzecioosobowej) i refleksyjnej (pierwszoosobowej).
Jej autorskie streszczenie mozna znalez¢ w Lekkiej przesadzie:

W rozmowie bronifem tezy, ze starzenie si¢ dla 0sob pracujacych umystowo, duchowo [...]
jest czyms$ w rodzaju pojedynku, niezmiernie trudnego i zawsze w koncu przegranego,
miedzy stabnacym cialem i duchem, ktdry czesto wcale nie stabnie, nieraz staje si¢ coraz
mocniejszy, moze nawet — chwilami — upojony tym, Ze powoli zostaje sam, Ze opuszcza
go jego wierny towarzysz, cialo, ze jest coraz bardziej osamotniony [...] Pojedynek jest
zawsze na koncu przegrany, tak, ale walka moze by¢ pasjonujgca, porywajaca, moze
trwac diugo i obfitowaé w momenty prawdziwie patetyczne, w picknym, a nie ironicznym
znaczeniu tego stowa*s.

Jak w Heglowskiej logice idei zycia (ktorg filozof przypomina na poczatku wy-
kladow o estetyce), $mier¢ jest drogg ku uogélnieniu, w ktérej duch uwalnia si¢
od materialnosci indywiduum®. De Man podkresla w tym kontekscie estetyczna

44. Zob. np. Jacques Lacan, Funkcje i pole mowienia i mowy w psychoanalizie, przel. Barbara
Gorczyca, Wincenty Grajewski (Warszawa: KR, 1996), 81-85.

45. Hegel, Wyktady..., 132-134. Nie da si¢ natomiast zredukowa¢ tego podwojenia u Zagajew-
skiego do oczywistego dla klasycznej teorii autobiografii odréznienia aktualnego ja opisujacego
siebie przeszlego i przeszlego ja opisywanego przez siebie aktualnego - por. Jean Starobinski, “Styl
autobiografii”, przel. Wiadystaw Kwiatkowski, Pamietnik Literacki 70, z. 1 (1979), 308-309, 312,
oraz Louis A. Renza, “Wyobraznia stawia veto: teoria autobiografii”, przet. Maciej Orkan-Lecki,
Pamigtnik Literacki 70, z. 1 (1979), 289.

46. Zagajewski, Lekka. .., 67.

47. Hegel, Wyktady..., 198-258.

179



role wzniostosci, w ktdrej stowo przekracza zmystowos¢ obrazu®®; podobnie poezja
Zagajewskiego ma chyba nadzieje przekroczy¢ malarskie wzorce jego autoportretow,
cho¢ zasadniczo “Wiersz jest jak twarz ludzka - jest jednocze$nie przedmiotem,
dajacym si¢ zmierzy¢, opisaé, skatalogowad, i apelem™.

Siostrzane Autoportrety Zagajewskiego proponuja dialektyce Autoportretu
z koncowej partii Niewidzialnej reki co najmniej dwa rozwigzania. Autoportret
w samolocie z poczatkowej partii tegoz tomu klasycznie traktuje kryzys jako po-
czatek kreacji:

Skulony jak embrion,

wtloczony w ciasny fotel [...].

Jestem zmeczony, mysle o tym, o czym
nie da si¢ mysle¢ - o ciszy [...].
Trzymam glowe w dioniach,

jakbym chciat ja uchroni¢ od zniszczenia.
Widziany z zewnatrz, moge si¢ zapewne
wydawa¢ nieruchomy, nieomal martwy,
zrezygnowany, godny wspoélczucia.

Ale to nieprawda - jestem wolny,

moze nawet szczesliwy.

Tak, trzymam w dloniach

mojg ciezka glowe,

lecz w niej wlasnie rodzi sie wiersz™.

Wiersz rodzi si¢ z glowy poety jak Atena z glowy Zeusa, pozorna $mier¢ rodzi
zycie; relacja nie jest wszakze wolna od “autoportretowej” symetrii — na poczatku
to rodzacy podmiot-poeta jest “skulony jak embrion”. Kolejno$¢ wierszy w tomie
nie pozwala jednak potraktowaé Autoportretu w samolocie jako odpowiedzi
na dylematy Autoportretu — bardziej naturalne wydaje sie przyjecie, ze ten drugi
(pdzniejszy w quasi-chronologicznym porzadku tomu) odpowiada na wyczerpanie
sie modelu przedstawionego w pierwszym: poeta w sile wieku “rodzi” wiersze,
stary poeta o nie “walczy” z niknagcym cialem, piszgc mu zarazem demanowskie
epitafia. Model walki wydaje si¢ jednak przejsciowy, 10 lat pézniejszy Autoportret
pod kroplowkg explicite bowiem sytuuje poete poza jej zasiggiem:

48. De Man, Ideologia. .., 167.

49. Zagajewski, Lekka..., 12. Potraktowanie twarzy jako apelu do wystuchania wskazuje
na inspiracje filozofig Levinasa, podkre$lenie aspektu przedmiotowo-materialnego kaze jednak
pamigetac o stricte zmystowym poczatku doswiadczania tego fenomenu (apel to apercepcja
przy wizualnej percepcji).

50. Zagajewski, Niewidzialna..., 23-24.
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Pan Zagajewski? Upewnia si¢ pielegniarka.
Tak, odpowiadam, to ja. [...]

Bo szpital w niedziele,

moi drodzy, to nie jest szpital,

to promenada, plaza, letnisko,
kompot, kardiologia i sen.

Widze tez stadion, K.S. Clepardia,
niebiescy graja przeciw czerwonym
a czerwoni przeciw niebieskim.
Tutaj jednak panuje spokdj,

cisza i przezroczystos¢;

nie biore udzialu w walce®.

Problem zdrowotny nie wydaje si¢ powazny, nie na tyle, by uznac¢ go za walke
z cialem - albo juz: o ciato. Nadchodzi péznoiwaszkiewiczowska sérénité. Walcza
inni, w trywialnej sferze sportu.

Spokojna rezygnacja z Autoportretu pod kroplowkg przywraca Zagajewskiego
na $ciezke Wordswortha jako autora esejow o autobiografizmie epitafiéw, z ktorej
zbaczaly dialektyczne napigcia wezesniejszych autoportretéw, bo “Z retorycznego
punktu widzenia eseje o epitafiach sg traktatem o wyzszosci prozopopei |[...]
nad antytezg™. De Man zwraca jednak uwage, Ze romantyczny poeta nie stosuje
sie do wlasnych zalecen:

Gloéwna niekonsekwencja tekstu — a ona wlasnie sprawia, Ze jest on wazny z teoretycznego
punktu widzenia - przejawia si¢ jednak w innej, cho¢ pokrewnej, formie. Eseje wystepuja
gwaltownie przeciw antytetycznemu jezykowi satyry i inwektywy i z cala moca wymowy
bronig jasnego jezyka spoczynku, spokoju i fagodnosci. A przeciez, jesli pytamy, ktory
z nich przewaza w tekscie, napastliwy, czy spokojny, to okazuje sie, Ze sg tu duze partie
zupelnie otwarcie antytetyczne i agresywne™.

Takoz Zagajewski: antytetyczna polityczno$¢ Swiata nie przedstawianego chcial

zastapi¢ kontemplacja kulturowej tradycji i pigkna, na metapoziomie pozostat

jednak pisarzem dialektycznej sprzecznosci, w elementarnej postaci przedstawionej

w notce Dwa defekty literatury, ktéra jednostronno$¢ uznaje wlasnie za defekt —
niezaleznie od tego, ktorg ze stron absolutyzuje:

1. Gdy pisarz zajmuje sie tylko sobg, wlasnymi stabosciami, wlasnym zyciem i zapomina
o obiektywnym $wiecie, o poszukiwaniu prawdy.

51. Zagajewski, Prawdziwe..., 36.
52. De Man, “Autobiografia...”, 314.
53. De Man, “Autobiografia...”, 316.
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2. Gdy pisarz zajmuje sie wylgcznie prawde $wiata, obiektywna rzeczywistoscia, wy-
mierzaniem sprawiedliwosci, osagdem ludzi, epoki, obyczajéw, zapomina za$ o sobie,
o wlasnych stabosciach, o swoim zyciu™.

Jalowa antyteza po raz kolejny jednak staje sie jednak tworcza dialektyka:

Poezja jest nieréwnym pojedynkiem miedzy mysla, nie wiadomo skad, i swiatem, ciatem,
przemocs, rutyna, zbiorowoscia. Pojedynkiem miedzy my$la samotna w swej niemate-
rialnoéci a nieskoniczenie bogatym, czesto brutalnym, nieraz trywialnym $wiatem, ktory
ma swoje pory roku i swoje epoki historyczne®.

Wsrod autoportretow Zagajewskiego sam schemat dialektyki najsilniej akcentuje
Autoportret, nie wolny od watpliwosci z tomu Anteny:

W potudnie przepetlnia ci¢ entuzjazm,
wieczorem brak ci $§miatosci

by spojrze¢ na zapisang stronice.
Zawsze za duzo albo za malo,
podobnie jak u tych pisarzy

ktorzy cie nieraz irytuja:

jedni tak skromni, minimalistyczni

i nieoczytani,

ze chcialoby si¢ krzykna¢ -

hej, kolego, odwagi,

zycie jest piekne,

$wiat bogaty i historyczny.

Inni za to pyszni, dodajacy sobie waznosci
nadzwyczajng erudycja —

- panowie, i wy tez umrzecie kiedys,
zwracasz si¢ do nich (w mysli).
Terytorium prawdy
jest najwyrazniej male,
waskie jak $ciezka nad urwiskiem. [...]
Czy styszysz $miech
czy trabke Apokalipsy?

A moze jedno i drugie,
dysonans, dziwny zgrzyt —
ndz, ktdry sie $lizga
po szkle i gwizdze rado$nie®™.

54. Adam Zagajewski, Dwa miasta (Paryz: Zeszyty Literackie, 1991), 120.

55. Zagajewski, Poeta..., 88. Niematerialna mysl jest zatem nie tylko poza trywialna zmy-
stowoscia, ale i poza dziejami.

56. Adam Zagajewski, Anteny (Krakow: Wydawnictwo a5, 2005), 36.
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Punktem wyjscia znowu jest afektywna biegunowos$¢ — miedzy mania tworzenia

i depresja krytycznej lektury. Pyszni erudyci przypominajg samego Zagajewskie-
go z opisow nieprzychylnych krytykow, z czego musi on sobie zdawac sprawe,
co sugeruje gramatycznie niepasujacy do tekstu tytul — Autoportret, mimo

ze ztozony z charakterystyk w osobie trzeciej, podporzadkowanej osobie drugiej

retorycznego adresata. Caly wiersz utrzymany jest w poetyce abstrakcyjnego

uogdlnienia, ktorego nie przetamujg skutecznie konwencjonalne religijne sym-
bole, troche tylko problematyzuje rozbudowana finalna metafora-puenta. O ile

zatem przedmiotowo opowiada o dwdch biegunach, podmiotowo sytuuje si¢

na jednym z nich, nieco wysublimowanym. Z tej perspektywy dopetnia go Maty

autoportret (czerwiec) z Niewidzialnej reki. Pierwszy sytuuje si¢ jednolicie w sferze

pozaczasowej filozoficznej abstrakcji, drugi — momentalnej zmystowej impresji:

“Byt wezesny czerwiec, wszystkie ptaki §piewaly, / $wiat byl przepelniony glosami

i zapachami™’. To przeciwienstwo kusi, by opublikowane w sgsiadujacych w do-
robku poety tomach (w odstepie trzech lat) utwory przeczyta¢ mimo wszystko

dialektycznie - razem, traktujac je jako dwa odseparowane bieguny dwoistej

calosci, jakg znamy z innych Autoportretéw autora, a uprzedmiotowionej w Auto-
portrecie, nie wolnym od watpliwosci. W terminologii de Mana czytajacego Hegla

mozemy uznac ujecie dwdch biegunéw osobno, ale w ten sposob, ze ich zwigzek
ostatecznie jest jednak uchwytny - zaale gorie. W przeciwienstwie do symbolu,
w ktérym dwa pochodzgce z réznych porzadkow elementy wiazg sie organicznie

- cho¢by nie bez napiecia, jak w wiekszosci autoportretéw poety — tym, “o czym

opowiada alegoria, jest, uzywajac wlasnych stéw Hegla, »oddzielenie podmiotu

od orzecznika«. Aby dyskurs byl sensowny, musi doj$¢ do tego oddzielenia™®.
Zdaniem dojrzalego Zagajewskiego “Poeci to presokratycy. Nic nie rozumieja.
[...] Nic nie wiedza, ale zapisuja pojedyncze metafory™. Alegoria rozbija jed-
no$¢ metafor, pozwalajac podmiotowi refleksyjnie przejrzec¢ si¢ w orzeczniku

i dyskursywnie si¢ opisa¢, umozliwia zatem rozumienie i wiedzg, ale wykracza

tym samym - zgodnie z heglowskim tokiem systemu — poza poezje sensu stricto,
co by¢ moze tlumaczy, czemu (inni) poeci tak Zagajewskiego “nienawidzg™".

57. Zagajewski, Niewidzialna..., 52.

58. De Man, Ideologia..., 156.

59. Adam Zagajewski, Asymetria (Krakéw: Wydawnictwo a5, 2011), 11.

60. Jarostaw Klejnocki, “Dziesie¢ powodéw, dla ktorych inni polscy poeci nienawidzg Adama
Zagajewskiego”, w: Monografie..., http://stronypoezji.pl/monografie/dziesiec-powodow-dla-
ktorych-inni-polscy-poeci-nienawidza-adama-zagajewskiego/ (01.10.2020).
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Encyclopaedierotic as (Auto)biofiction: Roland Barthes par Ewa Kuryluk

Abstract: The article presents an interpretation of a postmodern epistolary novel - Ency-
clopaedierotic, focused on biofictional and autofictional writing strategies, It also recreates

Ewa Kuryluk’s criticism of A Lover’s Discourse: Fragments by Roland Barthes. It intro-
duces the connections between the veritable and fictitious biography of the semiologist

and uncovers the meaning of the most significant “biographical transpositions.” It reveals

the relationship between Kuryluk’s literary doppelgénger and herself: they are not com-
pletely identical. The nature of this relation is metonymical: the activities of literary Ewa

are the traces of writer’s actions, a fact that raises issues of creative impossibility and calls

into question the choice of making Barthes the main protagonist of Encyclopaedierotic.
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Wstep

W rozmowach z Agnieszka Drotkiewicz Ewa Kuryluk nazwala Encyklope-
dierotyk' bardzo osobista ksigzka, okreslila jg takze fikcja do kwadratu®. Mig-
dzy liczne zmyslenia autorka wplotla prywatne incydenty, co zbliza t¢ powies¢
do dyskursu autofikcyjnego. Encyklopedierotyk jest wazng pozycja w dorobku
pisarki, badajac ja, chciatbym zwréci¢ uwage na trzy “rozdziaty” wstep, list mi-
tosny Rolanda Barthes’a i list jego matki. Zapytam o to, w jaki sposéb prozaiczka
krytykuje Fragmenty dyskursu milosnego — wszak literackg wizja ich powstania
jest omawiana lektura oraz, jak owa krytyke mozna odnies$¢ do jej wlasnej twor-
czosci (niemozno$¢ pisarska, zakrycia i filtry, mitos$¢ a zatoba). Na podstawie
dostepnych biografii poréwnam portrety Barthes’a i jego matki z wizerunkami
rzeczywistych postaci i rozwaze funkcje znaczacych “biograficznych przesuniec”.

1. Ewa Kuryluk, Encyklopedierotyk (Warszawa: Sic!, 2001).
2. Ewa Kuryluk, Manhattan i Mala Wenecja, rozm. Agnieszka Drotkiewicz (Warszawa:
Fundacja Zeszytéw Literackich, 2016), 123.
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Wreszcie, odpowiem tez na pytanie, dlaczego Kuryluk bierze na warsztat akurat
postac francuskiego semiologa.

Bwa KURYLUK par Ewa Kuryluk

Tytul tej czeéci nawigzuje do francuskiej serii monografii Ecrivains de toujours
(Pisarze wszech czasow), w ktorej przyjeto konwencje X par lui-méme (X sam
o sobie np.: Proust sam o sobie, ale piora Claude’a Mauriaca). Barthes opublikowat
w niej Michelet par lui-méme oraz kilkanascie lat p6zniej — szokujace studium
poswigcone samemu sobie — Roland Barthes par Roland Barthes, czy, jak ujal
to Krzysztof Klosinski, postugujac si¢ zapisem widniejacym na okladce pierwsze-
go wydania, “roland BARTHES par roland barthes”. Gra wielkich i malych liter
wiaze sie z poetyka serii (X sam o sobie), w ktorej rzeczywisty autor poszczegol-
nych monografii, “petnigc funkcje ledwie redaktora, powiedzmy konferansjera™,
mial si¢ usuwa¢ w cien “samego” AUTORA. We wspomnianej pracy Barthesa
odpowiada to sytuacji wycofywania sie, recesji podmiotu méwigcego o sobie
na pozycje innego, a roznica diakrytyczna ma uwydatnic ten proces.

Bohaterem Encyklopedierotyku jest nie tylko francuski semiolog, ktéremu
poswiece wiekszo$¢ miejsca, lecz takze Ewa Kuryluk, czgsciowo zrywajaca tutaj
z charakterystyczng konwencjg pseudonimu* i kamuflazu. Ta powie$¢ jest bo-
wiem - by uzy¢ porecznego okreslenia Jiirgena Habermasa - tarczg obrotowa’
w tworczosci narracyjnej pisarki: konczy “okres postmodernistyczny” (21 wiek,
Grand Hotel Oriental), ktory cechujg symulacyjnos¢, zakrycia biograficzne, a za-
razem stopniowo uwalnia zywiol autobiograficzny spod narzuconego wczesniej
trybu maskowania i pseudonimowania, ktadac podwaliny pod “okres otwarcie
autobiograficzny” (Goldi, Frascati, Feluni).

To wspolczesne epistolarne dzielo otwiera charakterystyczny dla konwencji
mistyfikacyjny wstep autorki, ktéra pod drzwiami paryskiej kamienicy, gdzie
przebywa, znajduje paczke ze starymi listami od i do Rolanda Barthesa. Postanawia
je przetlumaczy¢. Owoc jej pracy zostaje zatytulowany zgodnie z oznaczeniami,
ktérymi opatrzono korespondencje. Tak powstaje Encyklopedierotyk.

3. Krzysztof Klosinski, “Patchwork o sobie: Roland Barthes”, w: Osoba w literaturze i komuni-
kacji literackiej, red. Edward Balcerzan, Wlodzimierz Bolecki (Warszawa: IBL PAN, 2000), 73-76.

4. O pseudonimach u Kuryluk zob. Marta (Cuber) Tomczok, Metonimie Zaglady. O polskiej
prozie lat 1987-2012 (Katowice: Wydawnictwo Uniwersytetu Slaskiego, 2013), 199-202. A takze:
Aleksanda Grzemska, “Praktyki autobiograficzne Ewy Kuryluk”, Autobiografia. Literatura. Kul-
tura. Media, nr 2 (2016), 93-106.

5. Nietzsche funkcjonowat jako tarcza obrotowa nowoczesnosci w: Jiirgen Habermas, Filozoficzny
dyskurs nowoczesnosci, przel. Malgorzata Lukasiewicz (Krakéw: Universitas, 2000).
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Kuryluk owej ttumaczce nadaje swoje imie i nazwisko (aletonim). Zabieg ma
uwiarygodni¢ fikcyjne wydarzenia konstruowane na potrzeby literackiej mistyfi-
kacji. Autorka przez fikcjonalizacje doswiadczenia bohaterki, skadinad spelniaja-
cej kryterium tozsamosci definiowane przez zawdd (jest badaczka, ttumaczka) oraz
w wyniku przypisania takze innym postaciom, cho¢by Plani czy Yuki, wlasnych
doswiadczen i cech osobowych, dystansuje sie od swojego literackiego sobowtdra.
Trudno zatem orzec, ktore epizody zostaly przezyte tylko przez powiesciowa Ewe
Kuryluk, a ktére rowniez przez autorke (kryzys referencji). Ponadto odbior tekstu
nie jest regulowany przez specjalng umowe z czytelnikiem: co oznacza nieobecnos¢
paktu autobiograficznego®.

Kuryluk w trakcie pisania Encyklopedierotyku ma jeszcze nieuporzadkowang
i fragmentaryczng wiedze na temat rodziny - a zwlaszcza matki, ktora w zwigzku
z traumatycznymi przezyciami z czaséw drugiej wojny $wiatowej przez cale zycie
bardzo niewiele méwita o swojej przesztosci’. W tym sensie paradoksalna potrzeba
opowiadania o sobie, a zarazem tuszowania zwiazkow z rzeczywisto$cia biograficzng
oraz przedziwna praktyka symulowania, Ze nie daje si¢ $wiadectwa®, ma zwigzek
z silng potrzebg zrekonstruowania przesztosci, ktora zmusza do wszczepiania
sztucznych, protetycznych elementéw w miejsce uszkodzonej tkanki pamieci,
a w konsekwencji prowadzi do stworzenia hipotetycznej biografii, ktora jest reali-
zowana zaréwno jako projekt egzystencjalny i psychopoznawczy.

Taka deskrypcja lokuje powies¢ Kuryluk na antypodach autobiografii i sprawia,
ze utwdr mozna wpisa¢ w nurt kontestujacy teoretyczne podstawy tego gatunku,
aktywny we Francji pod koniec XX wieku’. Encyklopedierotyk w rozumieniu Ser-
ge’a Doubrovsky’ego bylby autofikeja. Zapelnialaby puste miejsce przewidziane
w tabeli Philipa Lejeuna dla wspotobecnosci paktu powiesciowego i, jak to ujmuje
Piotr Jakubowski, triady tozsamos$ciowej (autor = narrator = bohater)". Kategoria
autofikcji jest jednak tak dalece niejednoznaczna, co pokazat Jerzy Lis", ze uni-
kalbym $cislej kategoryzacji. Zamiast tego proponuje umiesci¢ Encyklopedierotyk
w dwoch obszarach ogdélnie charakteryzujacych nowe zjawiska w “pisarstwie
autobiograficznym”. Przyblizam je skrétowo.

6. Philippe Lejeune, Wariacje na temat pewnego paktu: o autobiografii, przet. Wincenty
Grajewski i in. (Krakéw: Universitas, 2001), 38-42.

7. Dopiero pdzniejszy biograficzny cykl Goldi-Frascati-Feluni przedstawia poszukiwania

“detektywa Kangura” i Zzmudny proces porzadkowania wiedzy o rodzinie.

8. Marta Tomczok, “Hologramy Zagtady”, Opcje nr 1-2 (2011), 135.

9. Kuryluk w czasie pisania Encyklopedierotyku pomieszkiwata w Paryzu i Warszawie.

10. Piotr Jakubowski, Putapki tozsamosci. Miedzy narracjg a literaturg (Krakéw: Universitas,
2016), 69.

11. Jerzy Lis, Obrzeza autobiografii. O wspolczesnym pisarstwie autofikcyjnym we Francji
(Poznan: WN UAM, 2006).
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1. W omawianej przez Lisa koncepcji Régine Robin'? autofikcje traktuje sie
jako realizacje literackiego eksperymentu o proweniencji postmodernistycznej,
ktéry w przeciwienstwie do wyraznie ograniczonej autobiografii wymusza po-
szukiwanie oryginalnej formy gatunkowej najlepiej nadajacej si¢ do wyrazania
na przyklad rzeczywistosci jako fikeji. Dlatego Kuryluk siega po “zakurzony”
gatunek powiesci epistolarnej (podobnie jak John Barth w postmodernistycznych
LETTERS) - by w symulacyjnej formule ponowoczesnej mistyfikacji swobodnie
mamic¢ czytelnika: kamuflowac biografi¢, omijajac opozycje prawdy i falszu.

2. Krytyka tradycyjnej autobiografii z psychoanalitycznego (zwlaszcza lacanow-
skiego®) punktu widzenia zaktada, ze komponowanie konwencjonalnego tekstu
(dyskurs autobiograficzny), w ktérym autor posiada spdjny, lustrzany obraz siebie,
potrafi chronologicznie, wybidrczo (podtug waznosci) uporzadkowaé wydarzenia
zycia: nalezy do rejestru wyobrazonego (toZsamo$¢ wyobrazeniowa, “Ja idealne™*)
oraz jest uproszczeniem, iluzjq, kamuflujaca prawde o czlowieku, ktéra miesci si¢
w nie§wiadomosci (traumy, wyparcia) i wyraza si¢ w jezyku - rejestr symboliczny
(tozsamo$¢ symboliczna, “ideal ja”).

Prawda nie miesci si¢ w obrazie, “micie”, jaki tworzymy na swoj temat: o tym
wyobrazeniu traktuja autobiografie. Podmiot rozpoznaje si¢ w mowie, w jezyku.
Do prawdy o sobie Kuryluk dochodzi poprzez decentracje podmiotu, drwigc
z licznych sobowtéréw, nasladujac rézne style oraz symulujac autobiografie, mie-
dzy innymi poprzez ufikcyjnienie rzeczywistych wydarzen z zycia. To dlatego
Encyklopedierotyk stanowi takze projekt psychopoznawczy.

Tym sposobem wracamy do Barthes’a i jego “autobiografii”, w ktdrej, jeszcze
przed Doubrovsky'm piszac: “wszystko to nalezy uznac za wypowiedziane przez
postaé z powiesci™", autor rozwaza ontologiczne warunki tekstu autobiograficz-
nego. Wspomniana réznica diakrytyczna uwypuklalaby przedstawiony problem:
“BARTHES” reprezentowalby tozsamo$¢ wyobrazeniowa (podmiot wypowiadany),
za$ “barthes” - tozsamo$¢ symboliczng (podmiot wypowiadajacy: dziatajacy
w jezyku). W tytule podrozdzialu zaznaczytem te sama gre kapitalikow. Wycofana
autorka tworzy powiesciowego sobowtdra. KURYLUK méwi przez Kuryluk, nie tyle
pisze o sobie samej, ile pisze siebie samg, komplikujac réznice migdzy wypowiadaja-
cym a wypowiadanym. Gdzie powinni$my zatem szuka¢ prawdziwej tozsamosci?
Na marginesie, w porzadku jezyka (lapsusy, pominiecia), w §wiecie tekstowej fikeji:

12. Lis, Obrzeza autobiografii..., 89-93.

13. Anna Turczyn precyzyjnie wyjasnia te kwestie w tekscie: “Autofikcja, czyli autobiografia
psychopolifoniczna”, Teksty Drugie nr 1-2 (2007), 204-211.

14. Zob. Jacques Lacan, Seminarium I. Pisma techniczne Freuda, przel. Jacek Waga (Warszawa:
PWN, 2017), 246-271.

15. Roland Barthes, Roland Barthes Roland Barthes, przel. Tomasz Swoboda (Gdansk: stowo/
obraz/terytoria, 2011), 7.

190



“To, co odrobine wazne — powiada Barthes - [...] pojawia sie wylacznie na marginesie,
we wtraceniach, w nawiasach, ukosnie: to glos podmiotu spoza planu™®.
“Wyrazac sie ukosnie” to takze robi¢ (nie)$wiadome uniki, zostawia¢ slady, mowic

nie wprost i stosowac zakrycia, co jest typowe dla metonimicznego dyskursu autofik-
cyjnego. Na ile wiec bohaterka-tlumaczka (jej dylematy, projekty) moéwig o samej au-
torce, o jej sytuacji i intencjach? Relacja pomiedzy sobowtdrem a zewnatrztekstowa

autorka jest relacja metonimiczna: te postacie, ztaczone aletonimem, przylegaja

do siebie, utrzymujac dialektyke kamuflazu i ekshibicjonizmu. Jest to przyklad

“ja” sylleptycznego, o ktorym Ryszard Nycz pisze, ze “musi by¢ rozumiane na dwa

odmienne sposoby réwnocze$nie: a mianowicie jako prawdziwe i jako zmyslone,
jako empiryczne i jako tekstowe, jako autentyczne i jako fikcyjnopowiesciowe™".

Encyklopedierotyk mozna tez zinterpretowac jako autoparodie. Zwro¢my uwage

na sposob, w jaki bohaterka — a na mocy tautologii — takze autorka, okresla siebie

samg: “Na widok kropli na dnie — widze pelng butelke. Jestem idiotkg? Owszem.
Idiotkg sawantkg: esy floresy pod skroniami biore za fakty dokonane™®. Ta para

antonimoéw stanowi paranoidalne polaczenie glupoty z inteligencja, jest figura

niespojnosci, wyrazajaca by¢ moze niezbornos¢ samej autorki. Uzywajac tej for-
my (3 os. L. poj.), pisarka dystansuje sie od siebie, a zarazem “przeobraza si¢ w co$

martwego”"; tez — ironizuje. Kuryluk, przygladajac sie “pisarskim niedolom i teo-
retycznym szarzom” swej bohaterki-ttumaczki® jako badaczka sztuki i literatury,
dokonuje samokrytyki. Pisze autoparodie, a o§mieszywszy wlasng “inteligenckosc”,
zastanawia si¢ nad umownoscig dyskursu naukowego.

Wybory Ewy Kuryluk
Juz na poczatku czytamy: “Niewidzialna igta zszyla mi usta czerwong nitkg,

na czole wyhaftowala denuncjacje. [...] Mialam na sobie kaftan bezpieczenstwa™.
A wlasne marzenie senne tak komentuje idiotka-sawantka:

16. Barthes, Roland..., 84. Zob. tez: Adam Dziadek, “Narracja a tozsamos¢ — przypadek
Rolanda Barthes’a”, Przestrzenie Teorii nr 3—4 (2004), 101-114.

17. Kuryluk w postmodernistycznych utworach kulminuje modernistyczng podmiotowos¢
sylleptyczna. Ryszard Nycz, “Tropy ‘ja: koncepcje podmiotowosci w literaturze polskiej ostatniego
stulecia, Teksty drugie nr 2 (1994), 22.

18. Kuryluk, Encyklopedierotyk, 7.

19. Roland Barthes, Ziarno glosu. Wywiady 1962-1980, przel. Maciej Falski (Krakéw: Epe-
rons-Ostrogi, 2016), 323.

20. “Moje ja sklada si¢ z nieznosnej gromady skonfliktowanych alter ego. [...] unikam autoin-
terpretacji i nie rozczulam si¢ nad swoimi rozlicznymi alter ego, kpie z nich raczej”. Zob. katalog
wystawy: Ewa Kuryluk, Nie snij o mitosci, https://mnk.pl/wystawy/nie-snij-o-milosci-kuryluk
(4.05.2020).

21. Kuryluk, Encyklopedierotyk, 7.
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https://mnk.pl/wystawy/nie-snij-o-milosci-kuryluk%20

Zanalizowalam sen. Dla Freuda bylby jasny: igla (penis) — usta (wagina) — kaftan bezpie-
czenstwa (impotencja). Ale ja juz dawno temu zwatpitam w wiedenska apokalipse snow.
[...] Sen o kaftanie nawiedza mnie ostatnio regularnie. A to dlatego, ze na majowych
targach ksiazki idiotka sawantka wpadla na szalony pomyst, Ze w niecaly rok stworzy
Encyklopedie mitosci w trzech tomach. I od razu podpisata umowe. [...] Akurat! Przez
trzy miesiace nie upolowalam ani jednej my$li. W kuble na dnie ekranu spoczeto trzy
tysigce koslawych zdan?.

Ewa odrzuca Freudowska interpretacje snu. Rozumie, Ze poprzez te obrazy
ukazuje si¢ jej pisarska niemoznos$¢. Dreczy ja spetany jezyk. Nie ma potrzeby
czytania, zbierania materialu — chce juz tylko pisac. Nie jest to jednak mozliwe.
Ten skrét autointerpretacyjny wyjasnie precyzyjniej.

“Czerwona ni¢” w tworczoséci Kuryluk jest motywem nieobojetnym. Ta “au-
toaluzja” odsyla do Weroniki i jej chusty®, gdzie autorka interpretuje apokryf:
Protoewangelig Jakuba*, ktdra wprowadza watki menstruacji za pomoca symboliki
przedzenia czerwonej nici. Wedle zapisu Maria (niedawno poslubiona Jézefo-
wi) ma uszy¢ zastong do $wiatyni Pana. Do przedzenia wylosowata purpurowa
i szkarlatng ni¢. Prace przerywa jej zwiastowanie: “Poczniesz za sprawg Jego
stowa””. Metaforyka tekstylna oznacza powstawanie ciala Chrystusa w ciele
Maryi. Kuryluk dodaje: “Powstawanie czerwonej zastony [...] unaocznia prze-
obrazanie si¢ ciala ptynnego w stale, czasu w przestrzen, punktu (znaku, litery,
stowa) w powierzchnie fakture i tekst”. Owo zestawienie séma i sema repre-
zentuje silne doswiadczenie somatyczne?, ktore zostalo stematyzowane we snie
idiotki-sawantki. Jaki doktadnie charakter ma to cielesne przezycie? Zauwazmy,
Ze czerwona nicig zaszyte s usta. Zakneblowane nie moga wyrzec zaptadniajgcego
Stowa - odpowiednika przychodzacego “z zewnatrz” natchnienia. Skrepowane jest
takze cialo: kaftan blokuje ruchy - wszelka inwencje. Podmiot “przypiety do foza”
jest na granicy obledu, ale kaftan oznacza takze co innego. Zobaczmy do czego
poréwnuje go Emil Cioran: “francuski byl dla mnie jak kaftan bezpieczenstwa.
Pisanie w innym jezyku to przerazajace doswiadczenie. Czlowiek zastanawia
sie nad sfowami, nad samym pisaniem”**. Skrepowane cialo i jezyk nie musza
oznacza¢ milczenia. Ewa pisze encyklopedie. Dzielo skrajnie odpodmiotowione —

22. Kuryluk, Encyklopedierotyk, 7-8.

23. Ewa Kuryluk, Weronika i jej chusta (Krakéw: Wydawnictwo Literackie, 1998).

24. “Protoewangelia Jakuba”, w: Apokryfy Nowego Testamentu, red. Marek Starowiejski
(Lublin: TN KUL, 1980).

25. “Protoewangelia Jakuba”..., XI, 2.

26. Kuryluk, Weronika..., 129-130. Zestawienie tekstu z tkaning to takze znamienne po-
réwnanie Barthesa.

27. Por. Adam Dziadek, Projekt krytyki somatycznej (Warszawa: IBL PAN, 2014), 20-21.

28. Emil Cioran, Rozmowy, przel. Ireneusz Kania (Warszawa: Wydawnictwo Aletheia, 2017), 25.
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zakladajace stereotypowo rozumiany dyskurs naukowy (jednoznaczny, linearny,
odcielesniony). Sen bohaterki mozna stresci¢, przeformutowujac stowa Ciora-
na - “jezyk naukowy byt dla mnie jak kaftan bezpieczenstwa. Pisanie w innym
jezyku to przerazajace doswiadczenie”. Idiotka-sawantka cierpi na specyficzng
niemozno$¢ pisarska. Niemozno$¢ teoretyka, ktory musi napisa¢ “suche” studium
o tak “Zywym” przedmiocie, jak erotyzm.
Zalozylem, ze istnieje metonimiczna relacja pomiedzy autorka a bohaterka.
“Ja” Ewy Kuryluk to “ja” sylleptyczne. Na ile wiec bezsilno$¢ idiotki-sawantki jest
kryzysem samej autorki? Wszak pisze powies¢ uniwersytecka albo krytyczno- lub
teoretycznoliteracka®, zawierajaca wyrazng polemike z Fragmentami dyskursu
mitosnego. Mozemy tylko spekulowa¢, czy Kuryluk przed powstaniem Encyklo-
pedierotyku rozwazala napisanie artykutu o Barthesie. Pewne jest, ze w konicu
przeszla od lektury do krytyki, co opisat Barthes w Krytyce i prawdzie jako zmia-
ne swojego pragnienia, kiedy pragnie sie juz nie dziela, lecz wlasnego jezyka™.
Slad owego przejscia znajdujemy u bohaterki, ktéra juz “nic nie doczytuje”, ale
rozpaczliwie i bezskutecznie prébuje pisac.

Dla autorki pisanie o Barthesie byloby migdzy innymi sposobem na sprawdze-
nie i poszerzenie rozumienia jego dziel. Totez pozostawalby jej wybdr pomiedzy
tym, co Jacques Derrida nazywa “suchym metajezykiem akademii™ a pisaniem
powiesciowym. Niemoznos¢ “Ewy-ttumaczki”, przy zalozeniu, ze autorka Gol-
diego chciata poczatkowo napisac studium o Barthesie, bylaby niemoca same;j
Kuryluk. Nie w encyklopedii, ale w powiesci mozna umiesci¢ ryzykowne tezy,
dlatego ze cechg takiej literatury jest “zawieszenie prawa”, ktére pozwala powie-
dzie¢ wszystko i w owym zawieszeniu - to “powiedzie¢ wszystko” — przemysle¢*.
To w Encyklopedierotyku badaczka zdota napisac wiecej o francuskim semiologu,
nie zawieszajac roszczen do prawdziwosci sadow.

Kuryluk idzie w zasadzie o krok dalej niz Barthes, ktory zatrzymuje si¢ na pi-
saniu teoretycznym, asymptotycznie zblizajac si¢ do napisania powiesci. Traktuje

29. Nie sadze, by konieczne bylo rozstrzygniecie genologiczne. Danuta Ulicka wyrdznia
kategorie literatury literaturoznawczej. Tak nazywa “ten typ dyskursu, w ktérym granice miedzy
wypowiedziami prototypowo literackimi i prototypowo literaturologicznymi pozostajg rozmy-
te”. Zalicza don na przyklad: Wystepek Markowskiego, powiesci Eco i in., nie wlacza natomiast
na przyklad: powiesci uniwersyteckich - fikcjonalizujacych teorie. Encyklopedierotyk plasuje si¢
miedzy tymi porzadkami. Danuta Ulicka, Literaturoznawcze dyskursy mozliwe. Studia z dziejow
nowoczesnej teorii literatury w Europie Srodkowo-Wschodniej (Krakéw: Universitas, 2007), 278, 399.

30. Roland Barthes, “Krytyka i prawda”, przel. Wanda Bloniska, w: Wspélczesna teoria ba-
da literackich za granicg. Antologia, oprac. Henryk Markiewicz, t. 2 (Krakow: Wydawnictwo
Literackie, 1976), 160.

31. Jacques Derrida, “Dziwna instytucja zwana literatura”, przel. Michal P. Markowski, Lite-
ratura na Swiecie, nr 11-12 (1998), 209.

32. Derrida, Dziwna..., 180.
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Encyklopedierotyk jak symulator, w ktérym moze przetestowaé wizerunek
semiologa, a zarazem skompromitowac odlegla od literatury metawypowiedz* —
tutaj — sparodiowac encyklopedie i rozproszy¢ szczatki wlasnych nienapisanych
prac po listach “intelektualnej $mietanki XX wieku”.

Roland Barthes par Ewa Kuryluk

Zanim zapytam o to, jak Kuryluk krytykuje teori¢ i dzialania Barthes’a, na-
kresle biograficzne tlo powstania Fragmentéw. Wykonam prowokacyjny zabieg
poréwnawczy i w “fikcji do kwadratu” — poszukam odniesien do rzeczywistego
zyciorysu semiologa: wskaze podobienstwa i réznice.

Barthes, przed objeciem katedry semiologii w Collége de France (1977 rok),
wyktadat w Ecole pratique des hautes études. Tam w latach 1974-1976 prowadzit
seminarium po$wiecone dyskursowi mitosnemu. Slady swobodnej rozmowy
ze studentami i przyjaciotmi wida¢ w ostatecznej wersji Fragmentow: inicjaly roz-
mowcow podane s3 na marginesie*. Tiphaine Samoyault w swojej biografii*® ujawnia
zakulisowe informacje dotyczace powstawania najpopularniejszej ksigzki Barthes’a.

Tuz po zlozeniu rekopisu RB par RB semiolog zaczyna prowadzi¢ “pamietnik
milosny”. Szybko systematyzuje go: tworzy tabele z czterema rubrykami (data,
wydarzenie, figura, wzorzec), ktéra pozwala mu porzadkowac epizody z wlasnego
zycia milosnego. Barthes ma konkretny powdd, dla ktérego pisze. Wérdd nowe;j
grupy studentéw uczestniczacych w jego zajeciach od 1973 roku pojawia si¢ Roland
Havas, pasjonat muzyki, ktéry odbywat staz zawodowy w kierunku psychiatrii.
To w nim nieszczesliwie zakochuje sie Barthes i to takze on jest gtéwna przyczyna
wzmozonego zainteresowania psychoanaliza semiologa w okresie poprzedzajacym
napisanie Fragmentéw (studiowanie psychoanalizy Lacanowskiej*, teorii Donal-
da W. Winnicotta, Melanie Klein etc.). Havas wcale nie ukrywa, Ze od kilku lat
tacza go zazyle relacje z Evelyne Cazade (takze uczestniczkg seminarium), ktérg
pdzniej poslubi, jednak jego postawa wobec Barthesa - zdaniem Samoyault - jest
bardzo niezdecydowana, mlody chlopak obawial si¢ zrani¢ wykladowce: dawat

33. Michat P. Markowski, “O teorii i powiesci”, w: Anatomia wrazliwosci (Krakow: Wydaw-
nictwo Literackie, 1999), 126-129.

34. Anonimowos¢ jest pozorna: imiona i nazwiska sg umieszczone w podzigkowaniach
na koncu ksigzki.

35. Tiphaine Samoyault, Barthes. A biography, trans. Andrew Brown (Cambridge-Malden:
Polity Press, 2017).

36. W 1975 roku pojawiaja si¢ miedzy innymi Pisma techniczne Freuda (seminarium I).
Barthes zdecydowat si¢ sam podda¢ psychoanalizie. W czerwcu 1975 roku byl na pierwszej
konsultacji u Lacana. Z relacji Kristevej wynika, Ze spotkania nie byty owocne: Barthes nazwat
Lacana “starym durniem i dziadem”. Samoyault, Barthes..., 450-451.
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mu nadzieje, podtrzymywat pozadanie. Na kanwie tych wydarzen zaczat powsta-
wa¢ dziennik. Barthes réznie go nazywal: Tekst R, Powies¢ dla R. Takze milosna
korespondencja Barthesa jest bardzo obfita. Autorka biografii pisze, ze pewnego
dnia owe listy mogg zosta¢ opublikowane, a wtedy rzucg inne $wiatlo na skadinad
wywazony, niehisteryczny wizerunek semiologa®.

W tym miejscu zaczyna si¢ Encyklopedierotyk, ktory mozna odczytac jako wa-
riacje na temat tejze korespondenciji, sktadajacej si¢ (obok seminariéw i dziennika)
na ostateczny ksztalt Fragmentow. Spojrzmy, co pisze powiesciowy Roland:

Dopiero teraz zabralem si¢ na serio do pracy. Wiesz, z czego powstaje tekst? Z listow
do Ciebie, ktore wrocily ze stemplem “adresat nieznany” z urywkow niecenzuralnej
korespondenciji, ktorg wysytam w ekstazie, a odbieram czerwieniac si¢ ze wstydu®.

Kochanek Barthes’a z Encyklopedierotyku to Edmund, czesto nazywany Cherubem
ze wzgledu na swe podobienistwo do aniota prowadzacego Tobiasza z obrazu Andrei
Verrocchia®. Tak pisze o nim Kuryluk: “to byt mlody uchodzca z Rumuni [...] pozowat
mi kiedys do rysunkow™?, a takze student Rolanda, wiazacy si¢ w finale powiesci
z kobietg. Ten opis bardzo przypomina Havasa — takze rumunskiego uchodzcy.

Jedna rzecz trzeba sprostowac. Precyzyjne informacje o Havasie, dzienniku
i listach milosnych pojawiaja si¢ w nowej biografii Barthesa (2015), ktéra uzyskata
ostateczny ksztalt dzigki temu, ze udostgpniono badaczce materialy wczedniej
nieosiggalne. Kuryluk zapewne bazowala na pierwszej biografii autora S/Z pidra
Louisa-Jeana Calveta (Roland Barthes. A biography), ktory, przyjawszy strategie
niewymieniania nazwisk osob, ktére moglyby sie poczu¢ urazone, wspomina
o Havasie tylko ogdlnikowo, podajac liste odwiedzajacych Barthes’a w szpitalu.
Kuryluk fatwo mogla si¢ domysli¢ istnienia obszernej korespondencji mitosnej
profesora i uczynic ja tlem Encyklopedierotyku. Natomiast podobienstwa Havasa
do Edmunda nie sposéb zlekcewazy¢. Cho¢ moze to by¢ tylko zbieg okolicz-

37. Samoyault, Barthes..., 449.

38. Kuryluk, Encyklopedierotyk, 21-22.

39. Wycinek obrazu wloskiego mistrza zamieszczono na okladce pierwszego francuskiego wy-
dania Fragmentéw. Ani wydanie angielskie, ani polskie nie uszanowato woli autora, ktéry sam tak
zaprojektowal okladke. Z poczatku chcial zamie$ci¢ na niej jeden ze swoich kolorazy, ale w koficu
zdecydowal si¢ na Verrocchia, koniecznie ze zblizeniem na z{gczone dlonie aniota i Tobiasza. Zob.
Louis-Jean Calvet, Roland Barthes. A biography, trans. Sarah Wykes (Cambridge-Malden: Polity
Press, 1996), 215. Barthes mial szczegolny stosunek do dloni — gdyby szukac biografemow (tak jak je
definiuje w Sade, Fourier, Loyola) rozsianych po jego pismach, dfonie, po ksztalcie ktorych oceniat
gléwnie mezczyzn (zwlaszcza w Incydentach), bylyby z pewnoscia w jego biografii owym “przyja-
znym i niefrasobliwym szczegélem podrézujacym poza wszelkie znaczenie”. Roland Barthes, Sade,
Fourier, Loyola, przel. Renata Lis (Warszawa: Wydawnictwo KR, 1996), 11.

40. Kuryluk, Encyklopedierotyk, 119.
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nosci — podobienstwo jest na tyle znaczne, ze nalezy przypuscic, iz szczatkowe
informacje na jego temat pisarka zdobyta w kuluarowych rozmowach podczas
dlugiego pobytu we Francji w czasie przygotowywania powiesci.

Fragmenty rogmowy o mitosci

Powré¢my do przerwanego watku powiesciowej krytyki. Wedtug Kuryluk
tekst Fragmentow powstaje z niecenzuralnych listéw do Edmunda, ktdre wrdcity
ze stemplem “adresat nieznany”. Warto przyjrze¢ si¢ drobnostce, ktéra moze
umknac w pospiesznej lekturze:

Dopiero teraz zabralem si¢ na serio do pracy. [...] Ksigzke zatytuluje Fragmenty rozmowy
o mitosciizaczng od zdania “rozmowa o milosci odznacza sie dzi$ straszliwg samotnoscig™!.

Znaczyloby to, ze mamy do czynienia z literacka wizjg powstania Fragmentow
dyskursu mitosnego, a takze probg odtworzenia atmosfery, w ktdrej powstawaly.
Pisarka chciafa po pierwsze: z dozg ironii skrytykowa¢ uniki Barthes’a, dotyczace
odpowiedzi na pytania o to, kim jest podmiot mitosny oraz czy jest jaki$ konkret-
ny adresat tej ksigzki?*?, po drugie: podkresli¢ nieche¢ semiologa do wspomina-
nia o swoim homoseksualizmie®. Ta interpretacja jest jednak niewystarczajaca.
A to ze wzgledu na uderzajacy tytul: Fragmenty rozmowy o mitosci jakby “pozyczony”
z po$wigconego Fragmentom artykulu Klosinskiego. Badacz przewrotnie nadat
mu tytul Mitosna rozmowa, po to tylko, by juz w pierwszym zdaniu napisac,
ze “zadna mifosna rozmowa nie jest mozliwa, mozliwy za$ jest tylko milosny
dyskurs™*. Kuryluk w Zadnym razie nie ttumaczy bfednie francuskiego tytutu
powiesci* ani jej pierwszego zdania: “que le discours amoureux est aujourd hui
d’une extréme solitude™® — rzeczownik le discours zostaje zastgpiony stowem
rozmowa. Mamy wiec do czynienia nie tyle z literacka rekonstrukcja powstania

41. Kuryluk, Encyklopedierotyk, 21-22. Podkr. M.M.
42. Uniki Barthes’a zostaja sparodiowane takze w “satyrze” Laurenta Bineta, Siddma funkcja
jezyka, przel. Wiktor Dtuski (Krakow: Wydawnictwo Literackie, 2018), 48.
43. Jonathan Culler, Barthes. A Very Short Introduction (Oxford: Oxford University Press, 2002), 91.
44. W przeciwstawieniu dyskursu - rozmowie chodzi o podkreslenie sztucznosci i symula-
cyjnosci tego pierwszego — o czym mowit sam Barthes w Wywiadach. ..; zaznaczenie, ze dyskurs
milosny “uklada si¢ w pewne figury”, ktére mozna usystematyzowac, oraz o proste stwierdzenie
“ze do rozmowy trzeba dwojga” — tutaj dyskurs to monolog zakochanego podmiotu. Krzysztof
Klosinski, “Milosna rozmowa”, w: Pogranicza wrazliwosci w literaturze dawnej oraz wspolczesnej,
cz. 1, red. Inga Iwasiow, Piotr Urbanski (Szczecin: Wydawnictwo US, 1998), 5.
45. Na kolejnych stronach Encyklopedierotyku jest juz tytut Fragmenty dyskursu mitosnego.
46. Roland Barthes, Fragments d’un discours amoureux (Paris: Editions du Seuil, 1977), 5.
W przektadzie Bienczyka zdanie to brzmi: “dyskurs mitosny jest dzisiaj nadzwyczaj samotny”.
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Fragmentow dyskursu milosnego, ile z literacka wizjg niepowstania Fragmentow
rozmowy o mitosci. Mogloby sie wydawac, ze autorka zupelnie nie wie, o czym
pisze i popelnia blad nie rozumiejac, ze rozmowa jest tu w istocie monologiem
zakochanego podmiotu, a obraz ukochanego jest fantazmatyczny. Odpowiedz
Kuryluk jest krdtka: wszystkie listy wracajg do Barthes’a, ktdry z zazenowaniem
czyta je ponownie — to solilokwium. Zmyslony tytul pisarki wydaje si¢ wiec
prowokacja: “Pisze z nieobecnosci: ‘gdybys tu byl, nigdy bym tego nie napisal™’.

“Rozmowa” jest niemozliwa, gdy jeste$ przy mnie. “Tam, gdzie jest rana, tam jest
podmiot™?. Tam, gdzie jest rana — usta — powiada Remigiusz Ryzinski: “cieknie
ropa stéw™’. Rope wyciska si¢ z rany. Ropa wytryskuje. To sg “wybuchy”, owe
uderzenia mowy, poprzez ktére moze istnie¢ dyskurs zakochanego® - pisanie
staje sie wowczas prawie niemozliwe. A jednak Barthes Ewy Kuryluk to robi,
ale w jaki sposob? Daleki od literackosci, bliski kiczu:

Gdzie zerkne, tam Ci¢ widze. Mrugasz do mnie z kazdego listka. Mito$¢ mieszka w oku,
co? Twoje imie zaczyna sie na E, moje na R. ER to “on” po niemiecku. On to ERos: nasze
inicjaty plus os - kosteczka. My si¢ w nia zro$niemy, co? Na $mier¢, na Zycie, na wieczno$c¢™.

Odniesienie do kosteczki* (z zebra: Barthes'a-Adama?) wychwycone przez
Kuryluk z RB par RB, ktére jest elementem przedrzezniajacym styl tradycyjnych
autobiografii, staje si¢ w tym kiczowatym fragmencie, w ktérym “powazny starszy
pan” Izawo wzywa kochanka, odniesieniem do Platonskich jedno-cial. Barthes
zostaje osmieszony wielokrotnie. Calymi stronami w jego liScie ciagna si¢ po-
dobne zdania. Kuryluk sparodiowata takze krytyczne nastawienie semiologa
do opowiadania o snach®. “Wycieka” tu z niego, razem z mitosnymi stowami,
mieszczanskos¢ i schematyczno$é, ktore tak bezblednie krytykowal w Mitologiach.

Jest to wystarczajace tlo do udowodnienia, Ze podmiotem mifosnym byl po pro-
stu wstydliwy, stary “filozof”. Powstaly jednak Fragmenty dyskursu mitosnego,
a nie milosnej rozmowy. W tym miejscu Kuryluk, pod ostong powiesciowego
zawieszenia, spiera si¢ z profesorem Collége de France. Tak ttumaczka — Ewa —
pisze w liscie do Barthes’a:

Roland Barthes, Fragmenty dyskursu mitosnego, przel. Marek Bieniczyk (Warszawa: Wydawnictwo
Aletheia, 2011), 5.

47. Kuryluk, Encyklopedierotyk, 22.

48. Barthes, Fragmenty..., 296.

49. Remigiusz Ryzinski, Rzecz niemozliwa. Fragmenty o pisaniu i kochaniu (Warszawa:
Europejskie Kolegium Edukacji, 2010), 99.

50. Barthes, Fragmenty..., 7.

51. Kuryluk, Encyklopedierotyk, 32.

52. Barthes, Roland Barthes..., 72.

53. “Jakze nuzace jest opowiadanie marzen sennych!”. Barthes, Roland Barthes..., 98.
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Nie jest to portret psychologiczny; to portret strukturalny [...]. Fragmenty dyskursu
mitosnego powstaly na kanwie listow do niego? [...] Tyle ze niewiele z nich Pan zostawil.
Usunal Pan wszystko, po czym mozna by pozna¢ Panskiego ukochanego. Pustke po nim
zapelnil Pan cytatami z innych ksigzek™*.

A tak wyraza si¢ Barthes Ewy Kuryluk: “Zabi¢ pawiana - zaktamac¢ siebie: oto
cel Fragmentow dyskursu mifosnego. Masakrujac moje listy wciggam sie w “dys-
kurs’ - w ruch reki, w bieg litery...”.

Weciagam sie w “dyskurs” — ale nie milosny, bardziej naukowy, teoretyczny. Ma-
sakrujac moje listy, probuje zrobic z nich teorig>. Teoria to méj kamuflaz, a zarazem
kaftan bezpieczenistwa. Tak moglby sie wyrazi¢ Roland. Krytyka Kuryluk jest gleboko
paradoksalna: atakuje Barthesa za to, co robi we wlasnej prozie, stosujac zakrycia.

Jak wiec kocha strukturalista? Intymne incydenty i Zywy jezyk miloéci ex-post
zamyka w tabele, krepuje w “figury dyskursu”. “Idiotka-sawantka” sugeruje,
ze Fragmenty oferuja puste struktury, ktére dopiero mozna wypelni¢ prawdziwym
milosnym stowem. Sg to zatem fragmenty o dyskursie mitosnym, a nie fragmenty
dyskursu mitosnego. Ich styl jest wygtadzony, “uteoretyzowany” - a przede wszystkim

“wyczyszczony” - by tak rzec - z “Edmunda”. Wedtug Philippe-Alaina Michauda
Barthes dekonstruuje si¢ sam, piszac we Fragmentach, ze “nikt nie chce mowic¢
o milosci, jesli nie ma méwi¢ do kogos™’. Odbiorca przeciez nie jest tu Scisle okre-
Slony, jest — jak wspomniatem — “wyczyszczony”. Lekturze Michauda towarzysza
Incydenty, ktére okresla jako prawdziwy przyklad dyskursu mitosnego, ktéry

“retrospektywnie uzasadnia Fragmenty”™ — podobna krytyke stosuje Kuryluk.
Pojawiajg sie jednak réznice (pozorne) miedzy tymi ujeciami. Klosinski, streszczajac
prace teoretyka, pisze: “Michaud proponuje lekture dyskursu mitosnego w opo-
zycji do tego, czym 6w dyskurs nie jest, ani by¢ nie moze, do listu milosnego™.

54. Kuryluk, Encyklopedierotyk, 119.

55. Kuryluk, Encyklopedierotyk, 119.

56. Jak pisze Ryzinski: “W sytuacji Barthesa - po pierwsze, pisanie literatury nie jest w nim
mozliwe w czasie, kiedy matka zyje, dlatego, ze zostaje zastapione pisaniem teorii. Teoria jest
za$ wynikiem obsady zaste¢pczej, ktora polega na uwolnieniu si¢ od kontroli ze strony matki”.
Barthes, pod koniec zycia, miedzy nieudanymi spotkaniami z “chlopakami za pienigdze”, pisze
prace o nudzie Osons étre paresseux: nawet tam poszukuje teoretycznego uzasadnienia swojej
kondycji. Ryzinski, Fragmenty..., 83, 162.

57. Philippe-Alain Michaud, “Per gli occhi te ricevo’. Sur les Fragments d’un discours amou-
reux’, w: Barthes apres Barthes. Un actualite en question, red. Catherine Coquio, Régis Salado
(Pau: Publ. de I'Univ. de Pau, 1993), cyt. za: Klosinski, Mifosna..., 16.

58. Incydenty unaoczniajg jeden z probleméw Encyklopedierotyk: “starcza mito$¢”. Roland
Barthes, Incydenty, przet. Danuta Dzienniak-Pulina, Kajetan M. Jaksender (Krakéw: Eperons-

-Ostrogi, 2017).
59. Michaud, “Per gli occhi...”, cyt. za: Klosinski, Milosna..., 17.
60. Klosinski, Mitosna..., 17.
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Przeciez efektem owych uderzenn mowy sg u Kuryluk wlasnie listy milosne,
reprezentujace kicz tego dyskursu. Niekiedy zenujg czytelnika, a nawet samego
Barthes’a, ktory styszac echo swoich stow, uswiadamia sobie, ze to zalosny belkot:

Listy mitosne rodza si¢ z niepoczytalnosci. Kazde stowo wydaje sie szczerg prawda:
wydaje sie wypocinag, sperma, krwig. Po kilku dniach to samo slowo wraca zza oceanu -
i okazuje sie banatem, kiczem: niezno$nym skowytem starca, ktéry pozada efeba®.

List mitosny jest tu rozumiany jako dziecko niepoczytalnosci — proba pisania
skazana na niepowodzenie. Umberto Eco $wietnie wychwytuje réznice miedzy
klasycznym listem milosnym, o jakim pisze Michaud, a szczerym wyznaniem:

- Nie kocham, ale umiem rozprawia¢ o milosci lepiej niz ty, ktéremu mitos¢ odejmuje mowe.
— Ale chyba kazdy kocha inaczej... Byloby to sztuczne.
- Gdyby w wyznaniu milosnym znalazly sie akcenty szczere, wypadloby ono niezgrabnie®.

Zgrabna ksigzka Barthes’a jest ledwie symulacja dyskursu milosnego®. Nie-
zgrabny list w Encyklopedierotyku — zywym stowem milosnym. Ale czy na pewno?
Przeciez w rzeczywistosci pisze go autorka? Spdjrzmy na rozmowe matki z corka:

“~ Symulowala$ paranoje? — Na potege — odparta. — Spotkata mnie za to straszna
kara, wywabilam z siebie besti¢™*. Niezgrabny list piéra Kuryluk jest Baudrillar-
dowska symulacjg prawdziwego jezyka mitosci: symulacja, ktdra, o czym p6zniej,
ma zdolno$¢ wywolania prawdziwych objawow®.

Biofikcja

Encyklopedierotyk okreslam za pomoca pojecia biofikeji stosowanego do kla-
syfikacji utworéw postmodernistycznych. Termin ukuty przez Alana Buisine’a
oznacza taki typ praktyki literackiej, w ktorym przedstawia si¢ fikcyjne, przery-
sowane losy rzeczywiscie istniejacej jednostki®®.

61. Kuryluk, Encyklopedierotyk, 24.

62. Umberto Eco, Wyspa dnia poprzedniego, przel. Adam Szymanowski (Warszawa: Noir
Sur Blanc, 2007), 112.

63. Barthes, Ziarno glosu..., 417.

64. Ewa Kuryluk, Frascati (Krakoéw: Wydawnictwo Literackie, 2009), 115.

65. Jean Baudrillard, Symulakry i symulacja, przel. Stawomir Krolak (Warszawa: Sic!, 2005), 8.

66. K. Thiel-Jaficzuk, “Jak umiera pisarz? ‘Smierci urojone (Morts imaginaires)’ Michaela
Schneidera jako nekrofikcje”, Zeszyty Naukowe Centrum Badati im. Edyty Stein - Wobec Smierci,
nr 9 (2012), 206-207.
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Mimo ze w fikcjach biograficznych - jak pisze Katarzyna Thiel-Janczuk - raczej
chodzi o “prawde uczu¢ niz prawde zdarzen™, trzeba sie zastanowi¢ nad tym,
jakich “przesunie¢” dokonuje Kuryluk w stosunku do tego, co wiedziano o Zyciu
Barthes’a (bazg sg biografie naukowe®) w okresie powstawania Encyklopediero-
tyku (2000-2001).

Ze wzgledu na przewrotnie przyjete kryteria realistyczne wyrézniam dwie
zasadnicze cechy “ przesunie¢ biograficznych”. Obecne s3 modyfikacje o cha-
rakterze krytyczno-interpretacyjnym (1) oraz “przemieszczenia” transformujace
tozsamo$¢ bohaterow tudziez odchylajace bieg wydarzen, ktdre dzieja sie wokot
figury semiologa, w kierunku (auto)biografii Kuryluk (2). Przedstawiam wybor
najbardziej kluczowych:

(1) Z listu-wyznania Henriette Barthes, dowiadujemy sie, ze podczas wyjazdu
syna z grupg Teatru Antycznego do Grecji w 1938 roku zakochala si¢ w rumun-
skim imigrancie; zaszla w ciaze krétko przed wyjazdem syna, ktory miat objaé
stanowisko nauczyciela w liceum w Biarritz (1939), niedtugo po tym poronita.
Nie przyznala si¢ synowi ani do swego romansu, ani tym bardziej do ciazy,
wszystko zataila.

Modyfikacje Kuryluk sg znaczne. W rzeczywisto$ci Henriette postanowila
nie opuszczac syna i wraz z nim wyjecha¢ do Biarritz, gdzie wynajmowali dom®.
Historia matki jest fikcyjna, a opowiadajac ja w ten sposob, Kuryluk chce zwrdci¢
uwage na znaczacg ekskluzje w zyciu i tworczosci Barthesa. Autorke ciekawi
sposob, w jaki inni pisarze “traktujg” w dzietach cztonkéw rodziny. “Kto si¢
domysli z Recherche, ze Proust mial nie tylko mame i tate (na dalszym planie),
ukochang babcig [...], ale takze brata? Pominietego, by nie wchodzi¢ w droge
narratorowi, czy ukrytego w innych osobach?””.

Piszac, ze Henriette poronila, Kuryluk sugeruje, ze Barthes wykreslit ze swoich
pism i z zycia towarzyskiego mlodszego brata: Michela Salzedo, ktérego czes§é
przyjaciol semiologa z niedowierzaniem poznawala dopiero w szpitalu Salpétriére
na miesigc przed $miercig Rolanda’.

(2) Dalece niejednoznaczna jest kwestia homoseksualizmu Barthesa w ujeciu
Kuryluk. Gruntowne “przesunigcie” dotyczy wiedzy Henriette o homoseksuali-
zmie syna. Calvet i Samoyault utrzymuja, zZe Barthes ukrywal swa tozsamos¢

67. Thiel-Janczuk, Jak umiera. .., 206.

68. Bede odwotywal sie do stanu wiedzy, ktory reprezentuje ksigzka Calveta.

69. Calvet, Barthes..., 41.

70. Kuryluk, Manhattan..., 92.

71. Michel urodzit si¢ 11 kwietnia 1927 roku, kiedy Barthes mial 11 lat. Romans Henriette
z Andre Salzedo rozpoczal si¢ blisko 13 lat przed wydarzeniami opisanymi w liscie. Kuryluk
wymazuje te historie i zastepuje ja inna, wprowadzajac watki poronienia i konspiracji.
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seksualng przed matka’?. Sugestywne wzmianki o homoseksualizmie rozproszone
w dzielach, ktére ukazaly si¢ za jego Zycia nie Swiadcza przeciw tej tezie, bowiem,
jak wspomina Richard Howard, matka Barthesa “nie czytala jego ksiazek, a Roland
wecale tego od niej nie oczekiwal””?. Powiesciowa Henriette wie o sklonnosciach
syna od najmlodszych lat, kiedy to “nastoletni Roland zdradzit j3 bez zawahania
z przystojnym blondynem”. Dokonano wigc odwrdcenia. W rzeczywistosci predzej
to syn napisalby matce list-wyznanie, tymczasem dziatat po Proustowsku — klamat
nawet w chwili, gdy zamykat jej oczy. W Encyklopedierotyku to matka — thumacza-
ca zachowania dziecka teorig inwersji Freuda, majaca stosunkowo staby kontakt
z Rolandem, co podkopuje jej tozsamos¢ — musi wyjawic ,,prawde z przesztosci”.
Ponadto w paryskim domu filozofa przy oknie stoi cierniowa korona - kaktus
opisywany w pozniejszych ksigzkach pisarki, a przy drzwiach zamiast Luxa -
psa Barthes’ow, waruje Zaza — cocker spaniel Kurylukéw. Zatem dom Rolanda
to poniekad dom Kurylukéw: dwie nalozone na siebie przestrzenie, tworzace
rzeczywisto$¢ strefowq”™. Na tej samej zasadzie piszaca list-wyznanie Henriette,
podszyta jest matka Kuryluk, Miriam Kohany. To gléwnie jej losy odtwarza
corka, poczynajac od Goldiego. Matka, przezywszy Zagtade, opowiadata bardzo
niewiele. Przyklad z Frascati: “Napisataby$ inaczej, gdybys znala historie swojej
babci. — Ale nie znam, mamo. — Tym lepiej — skrzyzowala rece na piersiach -
przeszlos¢ to przeszlos¢™”.

Temu podobnych fragmentéw jest mnostwo. Scalajac je, Kuryluk prébuje
opowiedzie¢ histori¢ swojej rodziny. W okresie poprzedzajacym napisanie En-
cyklopedierotyku czgsto rozmawia z matka, ktora coraz wiecej opowiada. Sadze,
ze wyznanie Henriette to literackie spelnienie zyczenia autorki, ktora pragnetaby
otrzymac podobny list od wlasnej matki.

Tak Pani Barthes zegna swego syna: “Musisz [...] przesta¢ kry¢ sie przed $wiatem.
To mdj testament””. To nawolanie do zrobienia coming outu oznaczaloby takze co$
innego. Mozna przeczytac je symbolicznie jako moment rewolucji w tworczosci
Kuryluk, ktéra “podszywajac sie pod matke Barthes’a (swoja matke)” — nakazuje
sobie zerwac z obronng strategig pseudonimu, ktérag w Encyklopedierotyku do-
prowadzita do granic mozliwosci (powies¢ milczy o waznym dla autorki temacie
Zaglady), i od tej pory pisa¢ wprost.

72. Calvet, Barthes..., 178; Samoyault, Barthes..., 90-93.

73. Richard Howard, “Remembering Roland Barthes”, w: Signs in Culture. Roland Barthes
Today, ed. Steven Ungar, Betty R. McGraws (Iowa City: University of Iowa Press, 1989), 34.

74. Brian McHale, Powies¢ postmodernistyczna, przel. Maciej Paza (Krakéw: Wydawnictwo
UJ, 2012), 61-65.

75. Kuryluk, Frascati..., 81-82.

76. Kuryluk, Encyklopedierotyk, 155.
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Maman

Wracam do pytania, dlaczego Kuryluk na warsztat wzieta posta¢ Barthes’a.
Carol Mavor piszaca studium o “chlopiecosci”, silnych relacjach synéw z matkami
(Barthes, Proust i in.)”’, utrzymuje, ze we Fragmentach, w ktorych przywoluje sie
teorie Donalda W. Winnicotta, podmiot milosny “okresla siebie i swego kochanka
jako pare matka-dziecko””. Kuryluk wiele pisze o szczegdlnej relacji Barthes’a
z rodzicielkg. Dostrzega, ze w dziele semiologa wraz z matka zaszyfrowana jest
niewyeksplikowana obawa uwidaczniajaca si¢ na dwoch poziomach: podmiot
leka sie utraty kochanka tak, jak dziecko leka sie, Ze straci matke”.

Do Fragmentéw zostal przeszczepiony takze Winnicottowski koncept wy-
starczajgco dobrej matki, zakladajacy miedzy innymi fazowy udziat matki
w zyciu dziecka: od catkowitego oddania (pelne dostosowanie sie do potrzeb
dziecka, nienarzucanie mu wlasnych i in.) do stopniowego poszerzania jego au-
tonomii poprzez wprowadzanie naturalnej frustracji (stabnaca adaptacja matki
iin.). Barthes modyfikuje ten termin i pisze o “niemozliwym zadaniu” bycia
wystarczajgco dobrym kochankiem: nieposesywnym, zapewniajacym milosna
przestrzen i autonomie. To pojecie, podobnie jak inne terminy psychoanalityczne,
swobodnie przeobrazone przez filozofa, ma uwypukli¢ réznice migedzy miltoscig
kochanka a mito$cig matki. Traktuje o tym fragment o znamiennym tytule List
mitosny: “Ten kto by si¢ godzit na wlasng ‘krzywde’ w porozumiewaniu sie, kto
nadal mowilby lekko, czule, bez nadchodzacej odpowiedzi, osiagnalby wielkie
mistrzostwo: mistrzostwo Matki™.

Matka to wiec ta, ktdra pisze pomimo nadziei na odpowiedz, a godzac si¢
na wlasna krzywde, uosabia ostatnig instancje milosci.

Niestety nie zdradziles mnie do konca. Za mato kochales Edmunda. Ale to mozna jeszcze
naprawic. Czas, bys go pokochal naprawde, calym sobg [...]. Synku, musisz da¢ dowod
Edmundowi, ze go kochasz gorecej ode mnie [...]%.

Barthes nie wraca do Edmunda. We $nie o wlasnym pogrzebie nie rozpacza
nad losem opuszczonego kochanka, ale ubolewa nad samotnoscia starej maman,
ktdra nie bedzie si¢ miat kto zaopiekowa¢. Kuryluk wie, ze Fragmenty to dzielo

77. Carol Mavor, Reading Boyishly: Roland Barthes, ].M Barrie, Jacques Henri Lartigue, Marcel
Proust, and D. W. Winnicott (Durham-London: Duke University Press, 2007).

78. Mavor, Reading Boyishly..., 153.

79. Barthes, Fragmenty..., 27, 179.

80. Barthes, Fragmenty..., 250.

81. Kurluk, Encyklopedierotyk, 154.
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o obawie przed utratg matki. “Moim tematem nie jest Zaglada, ale zatoba™ - po-
wiada pisarka i bierze na warsztat posta¢ Barthes’a, ktory pod koniec zZycia staje
sie synonimem zaloby, by “ukosnie” wyrazi¢ lek o matke i wreszcie - by uporac
sie z jej $miercig®.

Instalacja Trio dla ukrytych koresponduje z omawiana powiescia. Autorka
pisze o niej tak: “Trio dla ukrytych, ukonczone pot roku przed $miercig mamy,
napomyka o jej udrece i ucieczce w muzyke. Mama czula sie $ledzona, bata si¢
oczu i uszu w $cianach™*.

Pierwszym slowem powiesci jest wlasnie: oko. Kilka zdan pézniej pojawia si¢
juz cytowane sformutowanie: “Niewidoczna igla zeszyla mi usta czerwona nitka,
na czole wyhaftowala denuncjacje™.

Proponowatem wczesniej, by ten fragment snu bohaterki interpretowac jako eg-
zemplum niemoznosci pisarskiej. Ale oznacza on co$ jeszcze. Wyhaftowany na czole
tekst (donos, denuncjacja) — jest nieustannie widoczny, bez przerwy co$ komunikuje.
Usta za$ milcza. Zaszyte sa czerwong nicig - nicig, ktdrej nie wida¢ na tle niezsinia-
tych warg. To afazja pod postacig logorei: bezustanna gadanina, ktéra kamufluje
milczenie. Unik, jaki robi sie, kiedy ktos pyta o niewygodng sprawe. Z drugiej stro-
ny - po Lacanowsku - absolutna niemoznos$¢ wystowienia tego, co by sie naprawde
chcialo powiedzie¢: nieuchronna ucieczka petnego sensu w faricuchu metonimicznych
przesuni¢é. Innymi stowy, Encyklopedierotyk to zapis na czole, donos, gadanina.
A problem, ktérego Kuryluk nie potrafi uchwyci¢, ktéry musi wyrazi¢ “ukosnie” —
to doswiadczenie $wiezej zaloby lub przeczucie rychlej $mierci matki.

“Podobnie jak milos¢, zaloba uderza w $wiat, w towarzystwo, irrealnoscia, na-
trectwem™. List Barthes’a to na poty list milosny, a na poty list Zalobny. Bohater
uswiadamia sobie, ze Edmund si¢ juz nie odezwie i trzeba zrezygnowac z pisania
kolejnych wiadomosci. Kuryluk podszywa si¢ pod semiologa, a doskonale sy-
mulujgc niezgrabny jezyk mitosny®’, wywoluje obawy o matke. Barthes staje si¢
filtrem, przez ktéry mozemy ogladac jej wlasng, “ukosnie” ujeta tragedie. Czemu
jednak Kuryluk pisze o sprawach tak dotkliwych w liscie, ktéry ma czytelnika
rozémieszy¢, zazenowac, wzbudzic jego litos¢? Poniewaz nie obawia sie wykrycia.
Nikt nie zwrdci uwagi na tlo. To masochizm autorki: ukry¢ rozpacz i smutek
za kiczem milosnego listu.

82. Kuryluk, Manhattan..., 132.

83. Corka nie zdazyla dokonczy¢ Encyklopedierotyku przed $miercig matki.

84. Ewa Kuryluk, Trio dla ukrytych 1999-2000, http://www.kuryluk.art.pl./index.php?optio-
n=com_content&task=view&id=136&Itemid=156&lang=pl (5.03.2020).

85. Kuryluk, Encyklopedierotyk, 7.

86. Roland Barthes, Dziennik zZatobny, przel. Kajetan M. Jaksender (Wroctaw: Teatr Polski
we Wroclawiu, 2013), 139.

87. W ramach mistyfikacji idiotka-sawantka jest ttumaczka listow. Tekst Barthes’a odczytu-
jemy poprzez idiomatyczny filtr Ewy-ttumaczki.
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Podsumowanie

Encyklopedierotyk jest ksigzka takoz autofikcyjng (Kuryluk pisze siebie),
jak biofikcyjng (Kuryluk pisze Barthesa). Autorka odcina sie od swojego sobowtdra,
a szczatkowsq historie rodzinng zastepuje symulowana biografig. Kuryluk prawde
o sobie wyraza uko$nie: raz to w jezyku, innym razem poprzez powie$ciowa
idiotke-sawantke, ktéra funkcjonuje jako $lad pisarki (jej poczynan i dylematow
tworczych) oraz za pomocy figury Barthes’a, ktory reprezentuje niewyekspliko-
wang obawe o matke i zZalobe.

Encyklopedierotyk jest biofikcyjng wariacja na temat niedostepnej korespon-
dencji milosnej Barthes’a — waznego czynnika formujacego Fragmenty, ktdre
Kuryluk krytykuje pod odstong powiesciowego zawieszenia. Pisarka podkresla
sztuczny wymiar dzieta, z ktérego wykreslono adresata oraz oskarza Barthesa
o traktowanie teorii jako parawanu ochronnego. Zauwaza ekskluzje w dziele se-
miologa — nieobecnos¢ brata (poronienie matki). Sama zas, ustami pani Barthes,
podszytej przez Miriam Kohany, nakazuje sobie zerwa¢ z wlasng “zakryciowa”
strategia pisarska, czego dokonuje pdzniej w trylogii: Goldi, Frascati, Feluni.
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“Nie zdotam wejs¢ w jej buty ani los”
O biografii jako auto/biografii
w tworczoscl drugiego pokolenia,

“I can’t fit in her shoes or fate.” Auto/biography in second-generation
Holocaust literature

Abstract: This paper offers a new perspective on the life narratives produced by second-
generation Holocaust survivors — specifically, it proposes to consider the genre of biography
to be a distinctive mode of second-generation autobiography. In its detailed analysis of Vera
Gran. The Accused (2010; English translation 2013), a story of the Jewish-Polish star chan-
teuse and Holocaust survivor Vera Gran, the essay argues that the survivor’s biography
becomes Tuszyniska’s laboratory of the self: an opportunity for the member of the post-
memory generation to understand her very own experience. The paper also demonstrates
how auto/biography - this essentially heterogenic life narrative — may successfully address
some of the key issues for both Holocaust and life-writing studies: self-/other-identification,
appropriateness, victimisation, authenticity, truthfulness, and gender-related constructs.

Keywords: auto/biography, life-writing, second-generation literature, Agata Tuszynska,
Vera Gran

Idealizowanie bohaterki bgdz bohatera [biografii] czyni opisujgcego czyjes
zycie Slepym na znaczenie materiatéw i Zrédel. Nienawis¢ czy niechec wy-
wolujg podobny efekt. Ale wigkszos¢ biografii bywa pisana z mitosci. Jesli
w przypadku biografki lub biografa mamy do czynienia z emocjonalnym
zaangazowaniem w przedmiot ich badan, nalezy im czym predzej przypo-
mniec, ze mitosc jest slepa. Psychologia nazywa to zjawisko “przeniesieniem”.

Leon Edel, Writing Lives'

Auto/biografia

W opublikowanym w 1927 roku eseju “The New Biography” — bedacym z jednej
strony krytyka wiktorianskiej hagiografii, z drugiej zas probg sproblematyzowania

1. Leon Edel, Writing Lives. Principia Biographica (New York: W. W. Norton & Company, Inc.,
1987), 13. O ile nie zaznaczono inaczej, wszystkie thumaczenia z jezyka angielskiego sa autorow tekstu.
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alternatywnego wobec niej modelu pisarstwa biograficznego, ktéry pojawit sie

w literaturze angielskiej w drugiej dekadzie XIX wieku - Virginia Woolf zwraca

uwage na jeden z wyznacznikow tytutowej “nowej biografii”, ktdry, w $wietle in-
teresujacej nas w niniejszym artykule problematyki, zdaje si¢ szczegdlnie istotny.
Analizujac wydang w tym samym, tj. 1927 roku ksigzke Harolda Nicolsona Sorme

People - to bowiem ja a nie, jak mozna by przypuszczaé, Eminent Victiorians

Lyttona Stracheya pisarka uwazata za najwazniejsze osiagniecie “nowej biografii” -
Woolf podkresla zasadnicza autobiograficznos¢ pisarskiego projektu Nicolsona,
ktdra, obok usytuowania pomiedzy prawdg a zmysleniem, ma stanowic o jego

tozsamosci gatunkowej. Identyfikacja zréznicowanych form obecnosci autora/
narratora w diegezie tekstu, czy tez proba odnalezienia w kazdej z dziewigciu

opisanych w ksigzce postaci historycznych innego “odbicia” Nicolsona, umoz-
liwiaja Woolf nazwanie Some People “dziwacznym (ang. queer) amalgamatem”
i “mieszanka biografii i autobiografii™.

Do kwestii tej, blisko szes¢dziesigt lat pdzniej, powrdcil James Olney, rozpra-
wiajac sie tym samym ostatecznie z dominujaca w angielskojezycznej biografistyce
doktryng Leona Edela, zgodnie z kt6ra najwigkszym zagrozeniem dla biografki
badz biografa jest “stanie sig ta inng osobg™. W swoim eseju zatytulowanym “(Auto)
biography™, Olney celowo umieszcza w nawiasie prefiks “auto”, co $wiadczy¢ ma
nie tyle o autobiograficznym impulsie stojacym za wyborem biografa (pozosta-
jacego w stosunku do przedmiotu swojego zainteresowania albo przyjacielem

2. Virginia Woolf, “The New Biography”, w: The Essays of Virginia Woolf, vol. 4, 1925-1928,
red. Andrew McNeillie (Orlando, London: Harcourt, 1994), 478.

3. Edel, Writing Lives..., 64. Podkr. R.K, A.S. Zdaniem Edela, pokonanie tego “fundamental-
nego leku” (ang. overriding anxiety) stanowi¢ ma o sukcesie danej biografii.

4. W roku, kiedy Olney oglosil swoj tekst na tamach Southern Review, brytyjska historyczka
Carolyn Steedman opublikowala Landscape of a Good Woman, jedna ze swoich najwazniejszych
prac i jednoczeénie pionierskie dzieto w obszarze biografii intersekcjonalnej — zob. na przyklad
Caitriona Ni Dhuill, “Intersectional Biography: Class, Gender, and Genre in Carolyn Steedma-
n’s Landscape for a Good Woman”, w: Biography in Theory. Key Texts with Commentaries, red.
Wilhelm Hemecker, Edward Saunders (Berlin, Boston: DeGruyter), 206-209. Co szczegolnie
interesujace w kontekscie podjetej w niniejszym tekscie problematyki, studium zycia matki
Steedman (a takze calego pokolenia kobiet urodzonych w latach dwudziestych XX wieku i przy-
nalezacych do brytyjskiej klasy robotniczej), zostalo uzupelnione o autobiograficzng narracje
samej autorki, czynigc tym samym z jej ksigzki (ktdérej podtytul brzmi “historia dwéch zywotéw”
[ang. a story of two lives]) rodzaj “kolektywnej auto/biografii”. Na temat “kolektywnej autobiogra-
fii” (fr. autobiographie collective) zob. Annie Ernaux, Les Années (Paris: Gallimard, 2008); Elise
Hugueny-Léger, “Annie Ernaux”, French Studies: A Quarterly Review t. 72, nr 2 (2018), 256-269.
O “pogranicznym” charakterze Landscape of a Good Woman, w tym autobiograficznosci biografii
jako gatunku literackiego, zob. Carolyn Steedman, Landscape of a Good Woman. A Story of Two
Lives (London: Virago, 1986), 5-20.
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[ang. biografriend] albo wrogiem® [ang. biografiend®]) lecz o autobiograficznym
charakterze gatunku, jakim jest biografia. Jak twierdzi Olney, “najwybitniejsze
biografie - jako warunek bycia najwybitniejszymi biografiami — zawsze i niezmien-
nie ujawniajg czytelne i przekonujace $lady (a czesto znacznie wigcej niz tylko
slady) autobiografii™. O autobiograficznosci biografii zaswiadcza¢ majg zdaniem
badacza rézne kwestie, w tym ta najwazniejsza: w opisywanej historii czyjego$
zycia, odbija si¢ zdaniem Olneya wlasne zycie biografa. Tym samym biograf, ro-
zumiany jako czytelnik Zycia swojego bohatera, umozliwia w opisywanej przez
siebie historii odczytanie wlasnego Zycia przez kolejnych czytelnikéw. Wedlug
Olneya, biografia, ktérg mozna okresli¢ mianem dzieta literackiego, to tylko
i wylacznie ta, w ktdrej nastepuje “spotkanie” (ang. encounter) pomiedzy dwoma
zyciami. Spotkanie to Susanna Egan nazwala tratnie mirror talk®, odwolujac si¢
do angielskiego czasownika oznaczajgcego rozmowe pomigdzy dwiema osobami,
z ktorych ta stojaca przed lustrem konwersuje nie tyle ze swoja interlokutorka, ile
z jej widocznym w lustrze odbiciem. To tam, po drugiej stronie lustra, bedacego
metaforg biografii wlasnie, odbija si¢ wizerunek nie tylko jej bohaterki, ale takze
samej biografki.

Cho¢ w dyskursie krytycznym Olneyowska “(auto)biografia” zostata wkrétce
zastgpiona przez “auto/biografie”, zwlaszcza za sprawg wplywowego studium
Laury Marcus’, to rozpoznania badacza o niestabilnosci przedmiotu dociekan
biograficznych (a w konsekwencji niestabilnosci i hybrydycznosci samego ga-
tunku'®) pozostajg ze wszech miar aktualne. W swoim studium dotyczacym
modernistycznej autobiografikcji Max Saunders zwracal uwage na fakt, Ze rozpo-

5. Cho¢ “biografistyka afektywna” zdaje si¢ wzbudza¢ najwigksze zainteresowanie krytykow,
nalezy tez wspomnie¢ o innych modelach, jak cho¢by pragmatycznym (biografistyka jako spro-
fesjonalizowana dzialalno$¢ zawodowa, szczegélnie w odniesieniu do tzw. biografii celebryckich),
badz estetycznym (biografia jako twdrczoé¢ literacka i forma sztuki). Zob. Edel, Writing Lives...,
13; Hermione Lee, “Virginia Woolf’s Nose”, w: Body Parts. Essays on Life-writing (London: Chatto
& Windus, 2005), 28-44; Edward, Saunders, “Biography and Celebrity Studies”, w: Biography
in Theory..., 269-275. Na temat “biografii afektywnej” zob. Robert Kusek, “Biografiend Friends?
Biographers and Their Subjects in The Last Word by Hanif Kureishi”, w: The Politics and Poetics
of Friendship, red. Ewa Kowal, Robert Kusek (Krakéw: Jagiellonian University Press), 71-84.

6. Podkr. wlasne. Na temat Joyce’owskich neologizméw zob. Michael Benton, Literary Bio-
graphy. An Introduction (Oxford: Wiley Blackwell, 2015), xiii.

7. James Olney, “(Auto)biography”, Southern Review t. 22, 1986, 429. Podkr. w oryginale.

8. Susanna Egan, Mirror Talk. Genres of Crisis in Contemporary Autobiography (Chapel Hill,
London: The University of North Carolina Press, 1999), 3.

9. Laura Marcus, Auto/biographical Discourses. Theory, Criticism, Practice (Manchaster, New
York: Manchaster University Press, 1994).

10. Na ten fakt zwracal juz uwage William Taylor w recenzji Miscellanies Isaaca d’Israeliego
z 1797 roku, w ktorej po raz pierwszy zostal uzyty termin “autobiografia® na okreslenie “biografii
siebie samego”. Zob. Marcus, Auto/biographical Discourses..., 12.
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wszechniona wérod badaczek i badaczy literatury dokumentu osobistego kategoria
“auto/biografii” nie ma wylacznie stuzy¢ do opisu korpusu tekstéw o charakterze
“autobiograficznym i/lub biograficznym™, umozliwiajac jednocze$nie zignorowanie
réznic genologicznych wystepujacych pomiedzy nimi (cho¢ mozna twierdzi¢, ze te
role znacznie lepiej zdaje sie pelni¢ kategoria “zyciopisania” [ang. life-writing]'?).
Saunders podkresla, ze termin “auto/biografia” ma przede wszystkim odnosi¢ si¢
do tych tekstow, w ktorych dochodzi do “fuzji” autobiografii i biografii®. To one,
a nie inne formy dokumentu osobistego w rodzaju listéw czy dziennikéw, sa
wlasciwymi desygnatami “auto/biografii”. Natomiast na gruncie polskim bodaj
najlepsza wyktadnie terminu, a tym samym zasadniczej autobiograficznosci bio-
grafii, zaproponowala Mirostawa Buchholtz w monografii Henry James i sztuka
auto/biografii. Zdaniem badaczki

scalenie w jedno stlowo terminéw oznaczajacych przez kilka wiekéw odrebne gatunki
pisarstwa $wiadczy o zacieraniu sie granicy pomiedzy autorem i bohaterem auto/biogra-
fii, podmiotowoscig opisujacego i podmiotowoscia opisywanego. Przy takim podejsciu
punktem ciezkosci nie jest juz kwestia autorstwa (Kto pisze? Kto jest opisywany?), lecz
akt auto/kreacji dokonywany przez czynnos¢ pisania i ewentualne jego konsekwencje.
Na tej plaszczyznie ozywa réwniez debata dotyczaca granic miedzy literatura i historia,
pozornego subiektywizmu autobiografii i pozornego obiektywizmu biografii*.

11. Max Saunders, Self Impression. Life-Writing, Autobiografiction, and the Forms of Modern
Literature (Oxford: Oxford University Press, 2010), 6. Podkr. R.K, A.S.

12. “Zyciopisanie”, termin pierwotnie ukuty przez Henryka Bereze i zastosowany do opisu
$cislego zwiazku miedzy zyciem a tworczoscig Edwarda Stachury, stanowi propozycje terminolo-
giczng odpowiadajaca kategorii life-writing, swoistej ponadgatunkowej jakosci obejmujacej wszelkie
praktyki w obszarze auto/biografistyki, w tym autobiografi¢, biografie, dziennik, wspomnienia,
powies¢ autobiograficzng, autofikcje, a takze wszelkie gatunki graniczne. Ow termin, powszech-
nie dzi$ stosowany przez krytyke angielskojezyczna, nie tylko celowo zaciera roznice gatunkowe
pomiedzy okreslonymi formami literackimi, lecz przede wszystkim anuluje tradycyjny podziat
na fikcje - niefikcje, widzac w kazdej auto/biograficznej formie amalgamat prawdy i zmyslenia.
Zob. Hermione Lee, “Father and Son: Philip and Edmund Goose”, w: Body Parts..., 100; Sidonie
Smith, Julia Watson, Reading Autobiography. A Guide for Interpreting Life Narratives (Minneapolis,
London: University of Minnesota Press, 2010), 4-5; Mirostawa Buchholtz, Henry James i sztuka auto/
biografii (Torun: Wydawnictwo Naukowe Uniwersytetu Mikotaja Kopernika, 2011), 20-21; Robert
Kusek, “La vie d’un coeur. Autobiograficzny tetraptyk Alice Munro”, w: Alice Munro. Wprowadze-
nie do twérczosci, red. Mirostawa Buchholtz (Torun: Wydawnictwo Adam Marszalek, 2015), 358.

13. Saunders, Self Impression..., 6. Nalezy wspomnie¢, ze takie rozumienie auto/biografii
pozwala na objecie ta kategoria takich gatunkoéw, jak cho¢by pamietnik czy biofikcja, w ktd-
rych pisanie o sobie bywa zintegrowane z pisaniem o innym. Zob. G. Thomas Couser, Memoir.
An Introduction (Oxford: Oxford University Press, 2012), 17-18; Michael Lackey, “The Agency
Aesthetics of Biofiction in the Age of Postmodern Confusion”, w: Conversations with Biographical
Novelists. Truthful Fictions across the Globe, red. Michael Lackey (New York, London: Bloomsbury
Academic, 2019), 17-18.

14. Buchholtz, Henry James..., 19.
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Auto/biografia i drugie pokolenie: tabu identyfikacii

Biografia rozumiana jako autobiografia — czy tez po prostu auto/biografia
wladnie - zdaje si¢ szczegdlnie mocno reprezentowana we wspolczesnej literaturze
dokumentu osobistego, w tym w zyciopisaniu uprawianym przez drugie pokole-
nie®, to jest dzieci ocalaltych z Zaglady, ktdre problematyzuja swoje doswiadczenie
dorastania w cieniu opowiesci (lub milczenia) rodzicéw. Jak pisala w jednym
z pierwszych tekstow dotyczacych tej szczegolnej tozsamosciowej i artystycznej
formacji Nadine Fresco, ci, “ktdrzy przyszli za pdzno”, dreczeni sa “nostalgia
za $wiatem, z ktérego zostali wykluczeni”, ale i poczuciem substytucji - bycia
wylacznie w zastepstwie's: za $wiat, ktory zginal, za poprzednie dzieci rodzicow,
ktére pochloneta Zaglada, a “czas przed” jest dla nich “utraconym obiektem
bezimiennego pragnienia”’. Impuls autobiograficzny jest w ich przypadku wigc
zawsze nierozerwalnie zwigzany zatem z potrzebg opracowania “przekletej kaset-
ki™'® odziedziczonej po rodzicach: do§wiadczenia traumy historycznej katastroty,
do ktorej nie ma sie dostepu®.

Jednakze podejmowane przez drugie pokolenie proby zmierzenia sie z trau-
ma, ktéra naznaczyla zycie rodzicéw i ich wlasne, rozliczane sa nierzadko przez
krytykow z umiejetnosci rozdzielenia doswiadczenia swojego i ocalatych — praw-
dziwych $wiadkow katastrofy. Przedstawicieli drugiego pokolenia nazywa si¢
w badaniach nad Zagladg swiadkami zastepczymi (ang. vicarious), surogatami
(ang. surrogate), adoptowanymi (ang. by adoption), drugiego stopnia (ang. secondary),
a w okresleniach tych pobrzmiewa zaréwno radykalna odmiennos¢ ich statusu,
jak i nierozerwalna, intymna facznos¢ z doswiadczeniem ocalatych - ktérego sa

15. Nt. drugiego pokolenia zob. przede wszystkim Alan L. Berger Children of Job. American
Second-Generation Witnesses to the Holocaust (Albany: State University of New York Press, 1997);
Breaking Crystal. Writing and Memory after Auschwitz, red. Efraim Sicher (Urbana: University
of Illinois Press, 1998); Erin McGlothlin Second-Generation Holocaust Literature. Legacies of Su-
rvival and Perpetration (Rochester: Camden House, 2006).

16. Izraelska psychoanalityczka Dina Wardi nazywa potomkéw ocalalych metaforycznie
$wiecami jorcajtowymi (w judaizmie $wiece palone dla uczczenia rocznicy $mierci danej osoby),
zawracajac uwage, ze nierzadko s3 oni postrzegani przez swoich rodzicéw jako zyjacych w zamian
za poprzednie dzieci, ktore zginely w Zagtadzie. Por. Dina Wardi, Memorial Candles: Children
of the Holocaust, trans. Naomi Goldblum (London: Tavistock! Routledge, 1992); Berger Children
of Job..., 44.

17. Nadine Fresco, “Remembering the Unknown?”, International Review of Psycho-Analysis
nr 11 (1984), 417-427, http://www.anti-rev.org/textes/Fresco84a/ (30.10.20).

18. Okeélenie Magdaleny Tulli. Magdalena Tulli, Wioskie szpilki (Warszawa: Nisza, 2011), 76.

19. Przykladéw na te podwdjna forme zyciopisania jest oczywiscie wiele, z ktérych najbardziej
kanonicznym pozostaje Maus. Opowies¢ ocalatego Arta Spiegelmana (1986, wyd. polskie 2001).
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najblizszymi swiadkami wtasnie*. Mozna wrecz postawic hipoteze, ze kwestia
zbyt bliskich stosunkéw miedzy drugopokoleniowym podmiotem i jej lub jego
pierwszopokoleniowym punktem auto/biograficznego odniesienia stanowi za-
tozycielskie tabu refleksji nad doswiadczeniem potomkdow ocalatych z Zagtady.
Wybrzmiewa ono na przyklad w krytyce, z jaka spotkaly sie pierwsze sformulowania
teorii postpamieci autorstwa Marianne Hirsch?, ktorg okresli¢ mozna najszerzej
jako heterogeniczny zespo6l form odnoszenia si¢ do przesztosci przez potomkow
ofiar historycznych katastrof (zaréwno na poziomie psychologicznym, jak i ar-
tystycznym czy spolecznym). I tak Gary Weissman pisat o obecnych w koncepcji
Hirsch fantazjach §wiadkowania i zacieraniu réznicy miedzy ocalalymi a ich
potomkami*, a Ernst van Alphen dowodzil niemozliwosci bezposredniej trans-
misji wspomnien, ktéra badaczka miataby postulowa¢, krytykujac rownoczesnie
“okreslenie drugie pokolenie” jako przypisujace dzieciom ocalatym status ofiary®.
Réwniez inni teoretycy pamieciowego boomu przestrzegaja przed incestem iden-
tyfikacji, sugerujac w zamian bezpieczng empatie: tak czyni cho¢by Dominick
LaCapra, dla ktérego uosobieniem transgresji jest Claude Lanzmann w Shoah,
probujacy wedlug badacza utozsamic si¢ z ofiarami*, czy Alison Landsberg, ktora
w swoich rozwazaniach o pamieci prostetycznej postuluje empatyczny stosunek
do nieswojej przeszlosci*. Charakterystyczne dla tych konceptualizacji jest po-
stawienie znaku réwnosci miedzy kategoriami pamieci i tozsamosci: zakladanie
mozliwosci migdzypokoleniowego przekazu wspomnien wydaje si¢ teoretykom
mie¢ znamiona tozsamosciowej uzurpacji. A ze stawka tej uzurpacji jest wysoka,

20. Terminy pochodzace od autoréw: Froma Zeitlin, “The Vicarious Witness. Belated Memory
and Authorial Presence in Recent Holocaust Literature”, History and Memory nr 2 (1998), 5-42;
Anne Karpf, “Chain of Testimony: The Holocaust Researcher as Surrogate Witness”, w: Represen-
ting Auschwitz at the Margins of Testimony, red. Nicholas Chare, Dominic Williams (New York:
Palgrave Macmillan, 2013), 85-103; Geoffrey Hartman, The Longest Shadow (Bloomington: Indiana
University Press, 1996), 9; Dominick LaCapra, Historia w okresie przejsciowym. Doswiadczenie,
tozsamos¢, teoria krytyczna, przel. Katarzyna Bojarska (Krakow: Universitas, 2009), 155.

21. Marianne Hirsch, “Family Pictures. Maus, Mourning, and Post-Memory”, Discourse t. 15,
nr 2 (1992), 3-29; Marianne Hirsch, Family Frames. Photography, Narrative, and Postmemory
(Cambridge, London: Harvard University Press, 1997).

22. Gary Weissman, Fantasies of Witnessing. Postwar Efforts to Experience the Holocaust
(Ithaca, London: Cornell University Press, 2004), 19-20.

23. Ernst van Alphen, “Second-Generation Testimony, Transmission of Trauma, and Post-
memory”, Poetics Today vol. 27, nr 2 (2006), 473-488.

24. Dominick LaCapra, “Lanzmann’s Shoah: ‘Here There Is No Why’”, w: Dominick LaCapra,
History and Memory After Auschwitz (Ithaca, London: Cornell University Press, 1998), 95-138.
Zob. tez Dominick LaCapra, Writing History, Writing Trauma (Baltimore: Johns Hopkins Uni-
versity Press, 2001); LaCapra, Historia w okresie przejsciowym...

25. Alison Landsberg, Prosthetic Memory. The Transformation of American Remembrance
in the Age of Mass Culture (New York: Columbia University Press, 2004).
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wynika chocby z faktu, ze ocalaty jako §wiadek ma szczegélny status: cechuje go
epistemiczny i moralny autorytet?.

Swiadoma niebezpieczenistw tej pamieciowo-tozsamo$ciowej kontaminacji
Marianne Hirsch w swoich po6zniejszych tekstach skwapliwie zastrzega wigc,
ze “cho¢ rodzinne dziedziczenie wydaje si¢ tu oczywistym modelem, postpa-
migé nie musi by¢ stricte pozycja tozsamo$ciows”, a raczej “miedzypokoleniowa
przestrzenig pamietania, potaczong $cisle z kulturowg i zbiorowg traumag”;
zadaniem teoretyczek i teoretykow jest wedlug niej natomiast zbadanie, “jak iden-
tyfikacja moze powstrzymac sie przed przywlaszczeniem i inkorporacja, przed
zniesieniem dystansu miedzy soba i innym, innoscig innego™®. Gdzie indziej
natomiast, badajac tworczos¢ drugopokoleniowych artystek wizualnych, napisze
o postpamieci jako o intersubiektywnej relacji, nazywajac ja za Kaja Silverman®
pamigcia “heteropatyczng”, a za Eve Kosofsky Sedgwick® “allo-identyfikacja”,
czyli identyfikacja “z”, a nie “jako”. Postpamietanie - czyli pamietanie o, zamiast,
razem z — ma mie¢ wedtug Hirsch cechy podtrzymywania - niczym cennego
przedmiotu przed upadkiem - pelnego troski, cielesnego, usytuowanego®.
Jako taka postpamiec¢ projektowana jest przez Hirsch jako feministyczna forma
wiedzy o innym, ktéra umozliwi¢ moze polityczne akty solidarnosci “w imieniu
traumy innego”.

Auto/biografia i drugie pokolenie: przypadek polski

Roéwniez w przypadku literatury polskiej wérdd autorek (dominujg tu bowiem
kobiety pisarki) drugiego pokolenia po Zagladzie dominuje idiom auto/biogra-
ficzny: we wspomnieniowych ksigzkach Ewy Kuryluk, Bozeny Keff, Magdaleny
Tulli, Andy Rottenberg, Moniki Sznajderman czy Agaty Tuszynskiej*> motorem

26. Por. Annette Wieviorka, L’ére du témoin (Paris: Plon, 1998); Avishai Margalit, The Ethics
of Memory (Cambridge, MA: Harvard University Press, 2002); Aleida Assmann, “History, Me-
mory, and the Genre of Testimony”, Poetics Today vol. 27, nr 2 (2006), 261-273; Carolyn J. Dean,

“The Politics of Suffering. From the Survivor-Witness to Humanitarian Witnessing”, Continuum
vol. 31, nr 5, 628-636.

27. Marianne Hirsch, “Surviving Images: Holocaust Photographs and the Work of Postme-
mory”, The Yale Journal of Criticism t. 14, nr 1 (2001), 10.

28. Hirsch, “Surviving Images...”, 11.

29. Kaja Silverman, The Threshold of the Visible World (New York: Routledge, 1996).

30. Eve Kosofsky Sedgwick, Epistemology of the Closet (Berkeley, Los Angeles: University
of California Press, 1990).

31. Marianne Hirsch, “Marked by Memory”, w: Marianne Hirsch, Generation of Postmemory.
Writing and Visual Culture after the Holocaust (New York: Columbia University Press, 2012), 98-99.

32. Ewa Kuryluk, Goldi. Apoteoza zwierzaczkowatosci (Warszawa: Twoj Styl, 2004); Ewa
Kuryluk Frascati. Apoteoza topografii (Krakéw: Wydawnictwo Literackie, 2009); Bozena Keff,
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opowiesci o wltasnym do$wiadczeniu jest zawsze historia rodzinna, a ich auto/
biograficzne ksigzki przyjmuja formy matrio- i patrograficznych narracji*’. Préba
opisania historii rodzicéw pozostaje stalym kontrapunktem dla zyciopisania pol-
skiego drugiego pokolenia, ktdre od zachodnich narracji rézni przede wszystkim
formatywne dla tych autorek do§wiadczenie Marca 68, szczegdlna struktura
afektywna opowiesci o sobie, dla ktérej centralne jest uczucie wstydu; wreszcie
czesta niewiedza o wlasnym pochodzeniu i przelomowe doswiadczenia odkrycia,
a nastepnie — czesto poprzez opublikowanie ksigzki autobiograficznej — perfor-
matywny akt coming outu®.

Jednak w przypadku ostatniej z wymienionych tu autorek, Agaty Tuszynskiej,
zyciopisanie przyjmuje bardziej zréznicowane formy, a doswiadczenie “péznej
wiedzy” o wlasnym pochodzeniu pisarka dokumentuje kilkakrotnie. W zawoalo-
wany sposob proces docierania do Zydowskiej tozsamosci sygnalizuje w zbiorze
reportazy z Izraela Kilka portretow z Polskg w tle (1992): cho¢ pisze o Izraelu
jako “kraju przemienienia”, w ktérym “rozbici i nieszczesliwi przybysze odzy-
skuja swojg tozsamos$¢”, nigdy nie dookresla przyczyny swoich poszukiwan
(czy miatyby to by¢ badania do planowanej ksigzki o Isaaku Bashevisa Singe-
rze, czy tozsamosciowy wojaz) i opisuje sytuacje, w ktorych brana jest za gojke.
O tym, jak “nie [ma] wspomnien” i ucz[y] si¢ na kirkutach / alfabetu kamieni™?,
napomyka w zbiorze wierszy Zamieszkatam w ucieczce (1993). Wreszcie przed
samg publikacja comingoutowej Rodzinnej historii leku (2005) opisuje proces po-

Utwér o Matce i Ojczyznie (Krakow: Wydawnictwo HalArt, 2008); Tulli, Wioskie szpilki...; Anda
Rottenberg, Proszg bardzo (Warszawa: W.A.B., 2009); Monika Sznajderman, Falszerze pieprzu.
Historia rodzinna (Wolowiec: Czarne, 2016); Agata Tuszynska, Rodzinna historia lgku (Krakow:
Wydawnictwo Literackie, 2005).

33. Na temat matriografii oraz patriografii jako odrebnych i posiadajacych wlasna poetyke
podgatunkéw w obrebie tzw. narracji filiacyjnych (ang. filiation narratives) lub synowskich/cor-
czynych (ang. filial narratives) zob. G. Thomas Couser, Memoir..., 154. Por. G. Thomas Couser,

“Presenting Absent Fathers in Contemporary Memoir”, Southwest Review t. 90, nr 4 (2005), 635;
G. Thomas Couser, “Auto/biography, Knowledge, and Representation. The Theory and Practice
of Filial Narrative”, w: Life Writing. Autobiography, Biography, and Travel Writing in Contempo-
rary Literature, red. Koray Melikoglu (Stuttgart: Ibidem-Verlag, 2007), 159-160. Uzycie terminu
matriografia w odniesieniu do drugopokoleniowych narracji autobiograficznych wydaje si¢ o tyle
zasadne, ze, jak stusznie zauwaza twdrca pojecia G. Thomas Couser, u zrédel ich powstania zawsze
lezy “okreslona potrzeba lub brak”. Zob. G. Thomas Couser, “Presenting Absent Fathers...”, 635.
Podkr. wlasne.

34. Por. nt. polskiej specyfiki drugiego pokolenia Aleksandra Szczepan, “Rozrachunki z post-
pamiecia”, w: Od pamieci biodziedzicznej do postpamieci, red. Teresa Szostek, Roma Sendyka,
Ryszard Nycz (Warszawa: Wydawnictwo IBL PAN, 2013), 317-328.

35. Agata Tuszynska, Kilka portretéw z Polskg w tle. Reportaze izraelskie (Warszawa: Wy-
dawnictwo Marabut, 1992), 12.

36. Agata Tuszynska, “List do Grigorija Kanowicza”, w: Zamieszkatam w ucieczce (Lublin:
Stowarzyszenie Literackie “Kresy”, 1993), 60.
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szukiwan swojej zydowskiej genealogii w tomie wierszy Leczyca (2001)*. Jednak
Tuszynska w swojej literackiej karierze jest przede wszystkim biogratka: Isaaca B.
Singera (1994), Ireny Krzywickiej (1999), Marii Wisnowskiej (2003), Wiery Gran
(2010), Jozefiny Szelinskiej (2015).

I to wlasnie biografii, historii cudzego Zycia, ale z perspektywy drugopokole-
niowych autobiografii chcieliby$my sie przyjrze¢ w niniejszym tekscie, w centrum
naszego namystu stawiajac jedng ze wspomnianych ksiazek: Oskarzong: Wiere
Gran, po$wigcong dziejom zydowsko-polskiej §piewaczki, ocalalej z Zaglady.
Chociaz bowiem nasycenie narracji autobiograficznych drugiego pokolenia
idiomem allobiograficznym analizowano niejednokrotnie*, nie mniej zasadne
wydaje sie przyjrzenie si¢ w tym kontekscie formom z drugiego bieguna auto/
biograficznego spektrum: biografii jako modusu autobiografii. Jak bedziemy
argumentowa¢, w tej wlasnie formie w przypadku ksiazki Agaty Tuszynskiej
jak w soczewce skupiaja sie podstawowe problemy zaréwno refleksji o Zagladzie
i doswiadczeniu traumatycznym, jak i badan nad zyciopisaniem, takie jak kwestia
identyfikacji, stosownosci, wiktymizacji, autentycznosci, prawdziwosci czy kon-
struktow kulturowych dotyczacych pici.

Cwiczenia z identyfikacji

Stwierdzenie, ze Tuszynska postrzega biografie, gatunek szczegolnie przez
pisarke wyr6zniony sposrod roznorodnych form uprawianego przez nig konse-
kwentnie zyciopisania, na sposob autobiograficzny, wydaje si¢ — w swietle lektury
jej dotychczasowego dorobku — bardziej niz zasadne. W stosunku do ksigzki
Oskarzona: Wiera Gran, na tamach New York Timesa tez¢ taka postawil pisarz
i krytyk James Lasdun, ktéry w recenzji angielskiego ttumaczenia Oskarzonej
odmawial jej statusu biografii, a Tuszynskiej funkcji biografki, piszac w zamian
o ksigzce jako o “wykonywanym do utraty tchu ¢wiczeniu w samoidentyfikacji

37. Agata Tuszynska, £eczyca (Warszawa: Diana 2001).

38. Na polskim gruncie na przyklad Tomasz Eysak, “Meandry ujawniania — pézne odkrycie
tozsamosci w Rodzinnej historii leku Agaty Tuszynskiej”, w: Zaglada. Wspélczesne problemy ro-
zumienia i przedstawiania, red. Przemystaw Czaplinski, Ewa Domanska (Poznan: Wydawnictwo

“Poznanskie Studia Polonistyczne”, 2009), 195-208; Szczepan, “Rozrachunki z postpamigcig...”
Anna Mach, Swiadkowie swiadectw. Postpamieé zaglady w polskiej literaturze najnowszej (To-
run: Wydawnictwo Naukowe Uniwersytetu Mikolaja Kopernika, 2016); Anja Tippner, “Sensing
the meaning, working towards the facts: drugie pokolenie a pamig¢¢ o Zagladzie w tekstach Bo-
zeny Keff, Magdaleny Tulli i Agaty Tuszynskiej”, Teksty Drugie nr 1 (2016), 68-87; Aleksandra
Grzemska, Matki i corki. Relacje rodzinne i artystyczne w autobiografiach kobiet po 1989 roku
(Torun: Wydawnictwo Naukowe Uniwersytetu Mikotaja Kopernika, 2020).
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autorki/bohaterki”™. Znamienna w tym wzgledzie byta tez polityka wydawcy,
ktory, wbrew tradycji anglosaskiej, nie umiescil na okladce ksigzki informaciji o jej
proweniencji gatunkowej, skutkiem czego Oskarzona..., a raczej The Accused”,
jest dzi$ klasyfikowana jako ksiazka historyczna lub pamigtnik.

Slady tych auto/biograficznych ¢wiczen Tuszynskiej s jednak silnie obecne
w wiekszosci jej utwordw: nie tylko, co zrozumiale, w Rodzinnej historii leku, w ktorej
matrio- i patriograficzne narracje splataja si¢ z tg o charakterze autodiegetycznym
(cho¢by w otwierajacej ksigzke scenie wedrowki Tuszynskiej przez getto wraz
z babky), ale takze w Cwiczeniach z utraty (2007), w ktorych historia zycia, cho-
roby i $mierci Henryka Daski, meza Tuszynskiej, staje si¢ zapisem ostentacyjnie
wrecz autopatograficznym i autotanatograficznym®. To w Cwiczeniach... wla-
$nie, ksigzce bezposrednio poprzedzajacej prace nad Oskarzong i jej publikacje,
odnalez¢ mozna wzorzec dla “zyciopisania relacyjnego” charakteryzujacego
poetyke tej ostatniej. “Zyciopisanie relacyjne” Susan Stanford Friedman rozumie
jako odnoszacego si¢ do tych auto/biograficznych narracji kobiecych, w ktérych
zaobserwowa¢ mozna swoistg “wspdlnote tozsamosciows z innymi kobietami”
i w ktorych “identyfikacja z inng” jest uwarunkowana zakwestionowaniem wy-
jatkowosci czy tez wrecz jednostkowosci wlasnego losu®2.

W Cwiczeniach... tak rozumiana auto/biografia, manifestuje si¢ przede
wszystkim w utozsamieniu si¢ Tuszynskiej z postacig swojej babki Salomei, ktorej
imie pisarka przyjmuje podczas ceremonii zaslubin z Henrykiem Daska. Pytanie,
ktére wowczas sobie zadaje (“Ona we mnie, ja nig?™?), staje si¢ kluczowe w kon-
tekscie zrozumienia wlasnej autobiografii jako biografii babki, a co za tym idzie

39. “Biography’ isn’t quite the word for this breathless exercise in author-subject identification”.
James Lasdun, “Under Suspicion”, New York Times, 3.05.2013, https://www.nytimes.com/2013/05/05/
books/review/vera-gran-the-accused-by-agata-tuszynska.html (16.10.20).

40. Agata Tuszynska, Vera Gran. The Accused, przel. Charles Ruas z ttumaczenia francuskiego
Isabelle Jannes-Kalinowski (New York: Alfred A. Knopf, 2013).

41. Zdaniem zainspirowanej lektura Circonfession Jacques’a Derridy Nancy K. Miller, jednym
z modeli, w ktorych realizuje si¢ postulat (i zasada) autobiografii rozumianej jako “tozsamos¢
poprzez inno$¢” jest wlasnie autotanatografia: “pisanie na przekoér $mierci: innego oraz wlasnej”.
Tym samym wedtug badaczki “kazda autobiografia [...] jest takze autotanatografig”. Zob. Nancy
K. Miller, “Representing Others. Gender and Subjects of Autobiography,” Differences: A Journal
of Feminist Cultural Studies t. 6 nr 1 (1994), 12.

42. Susan Stanford Friedman, “Women’s Autobiographical Selves. Theory and Practice,”
w: The Private Self. Theory and Practice of Women’s Autobiographical Writings, red. Shari Benstock
(Chapel Hills: University of North Carolina Press, 1988), 44. Na temat relacyjnosci auto/biografii
rozumianej jako specyficznie kobieca tradycja w obszarze zyciopisania, w tym krytycznej recepcji
zjawiska w ujeciu diachronicznym, pisze takze Nancy K. Miller. Zob. Nancy K. Miller, “Represen-
ting Others...”, 1-25. Por. Paul John Eakin, How Our Lives Become Stories. Making Selves (Ithaca,
London: Cornell University Press, 1999), 86.

43. Agata Tuszynska, Cwiczenia z utraty (Krakéw: Wydawnictwo Literackie, 2007), 133.
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okreslenia doswiadczenia utraty i wdowienstwa jako “zaglady™, za$ bezsilnosci

wobec nieuleczalnej choroby meza jako doswiadczenia bycia uwigzionym w getcie

(“Jak mozna trwa¢, wiedzac, ze wyrok jest jedynie kwestig czasu?™). Autobiogra-
ficzna historia opowiedziana w Cwiczeniach jest w tym modelu li tylko “lustrem

lub echem [...] wojny i getta”, a Tuszyniska staje si¢ Salomeg/Sara: “Sara zapytana

o0 podréz méwi, ja moéwie nig, na ile ona, na ile i ja méwimy sobg, jesteSmy w sobie,
ona, matka mojej mamy, babka z Leczycy, z getta i aryjskiej strony, z ukrycia i walki,
moja babka méwi [...]™*¢. To w koricu w Cwiczeniach Tuszyniska formutuje swoje

przekonanie o autobiograficznosci biografii i tym samym o wiasnej praktyce auto/
biograficznej:

Towarzyszy mi $mier¢. Towarzyszy mojemu zyciu i przeczuciom. [...] Méj Singer, moja
Krzywicka.

Dlaczego? O co tutaj chodzi? Czemu mam sprosta¢? Wyzwaniu moich przodkéw?
Tragedii Holocaustu, ktorej nie doswiadczylam bezpos$rednio, ale z ktdrg musze si¢ roz-
liczy¢, stale optakujac najblizszych zmartych? Skad tylu ich na mojej drodze? [...] Musze
sie poczuc jak oni, wej$¢ w ich buty i skore, jak sama napisatam w wierszu — zmierzy¢
ich o$wiecimskie okulary*.

Nie wychodzic z getta. biografia jako autobiografia

Postulat “wejscia w ich buty i skore” Tuszynska zrealizuje w bodaj najpel-
niejszym zakresie w ksigzce Oskarzona: Wiera Gran (2010). Pisarka wybiera
na swoja bohaterke zydowsko-polska diwe, ktéra kariere zaczeta przed wojna, ale
zapamietana zostala przede wszystkim jako wystepujaca — wraz z Wladystawem
Szpilmanem, Stefanig Grodzienska i Jerzym Jurandotem — w teatrze Sztuka
w warszawskim getcie. Po wojnie oskarzona miedzy innymi przez Szpilmana
o kolaboracje, mimo ze wielokrotnie oczyszczona z zarzutéw, popadia w nie-
stawe i po wielu probach wskrzeszenia kariery w Polsce i Izraelu, ostatecznie
kontynuowala ja w Paryzu.

Ksigzka o zydowsko-polskiej piesniarce stanowi szczegdlnie hybrydycz-
ng forme Zyciopisania, w ktdrej autobiografia przedstawicielki pokolenia
postpamieci przeglada si¢ w lustrze biografii ocalalej — czy raczej przechodzi
na drugg jego strone. Intencje auto/biograficzng, towarzyszacg probie opisania
zycia Wiery Gran, Tuszynska deklaruje wprost w podzigkowaniach znajdujacych
sie na koncu ksigzki:

44. Tuszynska, Cwiczenia z utraty, 25.
45, Tuszynska, Cwiczenia z utraty, 61.
46. Tuszytiska, Cwiczenia z utraty, 205
47. Tuszynska, Cwiczenia z utraty, 141.
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Nie pisatam biografii. Chcialam opowiedzie¢ jej histori¢ w sposdb, w jaki moze jej do-
$wiadczyc ktos, kto - jak ja — nie przezyl wojny, a jednoczesnie z racji rodzinnych uwiktan
przez lata “nie wychodzi z getta”. To nie jest monografia artystycznych dokonan Wiery
Gran, to moje z nig spotkanie, osobiste rachunki z czasoéw zaglady, ktorej nie dane mi
byto dozna¢, a ktéra jest niezmiennie obecna w kazdym z moich zyciowych wyborow*®.

Dlatego juz na poczatku tej historii nie znajdziemy jasnych wyznacznikéw
gatunkowych biografii: zamiast trzecioosobowej narracji ksigzke otwiera pierw-
szoosobowa opowies¢ samej Gran: na granicy zrozumialosci, zaznaczona jedynie
kursywa i wprowadzajaca czytelniczke w dezorientacje: “... Oni. ONI. Rozmnazajg
si¢ moi wrogowie, rozrastaja obelgami, oskarzeniami, siecig pajecza™. Gdy zas
po chwili wkracza perspektywa biografki, natychmiast miesza si¢ z mowgq pozornie
zalezng oddajaca perspektywe protagonistki: “Podnosi stuchawke, ale nie odzy-
wa sie pierwsza. Oddycha. W miare uplywu lat coraz trudniej i gtosniej. Czeka
na obelgi, wymyslania, czeka, kiedy ja wytropia, dosiegng, wykonczg™°. Zanim
wiec Tuszynska jako pelnoprawna narratorka pojawi sie kilka akapitéw pdznie;j:

“Pierwsze pigtro. Pukam™', obecna jest w tekscie wylacznie za posrednictwem
monologu wewnetrznego bohaterki biografii. Te konfuzje widac szczegélnie, jesli
poréwna si¢ otwarcie Oskarzonej... z blizniaczo podobnym wstepem wczesniejszej
biografii autorstwa Tuszynskiej, poswigconej Irenie Krzywickiej (1999). I tutaj
uwerture stanowi zapis wizyty w paryskim mieszkaniu zapomnianej i mierzacej
si¢ z wlasna staroscig ikony polskiej kultury. Jednak zaréwno pierwsze zdanie:

“Kiedy zobaczytam Irene Krzywicka po raz pierwszy”?, jak i narracja wstepnego
rozdzialu, rozbita na rzeczowq opowies¢ biografki i osobny, podpisany imieniem
i nazwiskiem fragment autorstwa samej Krzywickiej, jasno okreslajg “role” w tej
narracji. Wstepna konfuzja obecna na kartach Oskarzonej. .. bedzie miata zasadnicze
znaczenie dla auto/biograficznoéci portretu Gran tworzonego przez Tuszynska.

Biograficzny idiom Tuszynskiej jest z zalozenia amalgamatyczny. Nie tylko
idiomy auto- i allobiograficzne ulegna tu catkowitemu zmieszaniu; odpowied-
nikiem tego bedzie hybrydyczna struktura: na tekst skladajg si¢ transkrypcje
rozmoéw autorki z Wierg Gran, przeprowadzonych w jej paryskim mieszkaniu
na kilka lat przed $miercig, utrzymana w mowie pozornie zaleznej opowies¢ o jej
zyciu oraz obszerne cytaty z rozmaitych dokumentdéw, tj. stenogramoéw sagdowych,
zapiskow i dziennikéw Gran, jej opublikowanych wspomnien Sztafeta oszczercow

48. Agata Tuszynska, Oskarzona: Wiera Gran (Krakéw, Wydawnictwo Literackie, 2010), 450.

49. Tuszynska, Oskarzona..., 9.

50. Tuszynska, Oskarzona..., 9-10.

51. Tuszynska, Oskarzona..., 10.

52. Agata Tuszynska, Krzywicka. Dlugie zycie gorszycielki, wyd. 2 zmienione (Krakow: Wy-
dawnictwo Literackie, 2009), 9.

=18



(1980) i swiadectwa ztozonego przez Gran do archiwum Shoah Foundation. Ten
material uzupelnia bogaty wyboér fotografii z archiwum $piewaczki, ktore maja
stuzy¢ zaréwno jako dokument historyczny, dowod w sprawie, jak i wywoly-
wa¢ materialng obecnos¢ opisywanych przedmiotéw i zdarzen. Rowniez forma
narracji wzmacnia efekt heterogenicznosci: petna peknie¢, zamilknie¢, krétkich,
urywanych zdan, pisanych jakby w pospiechu.

Tekstowa maniera nieustannego zamazywania granic miedzy narratorka
i bohaterka oraz nakfadania si¢ na siebie ich wypowiedzi stanowi staly element
konstrukcyjny tekstu. Mowa pozornie zalezna Wiery Gran wtapia si¢ w narra-
cje biografki i odwrotnie: pisane w pierwszej osobie zdania autobiograficznego
podmiotu pojawiajg si¢ zaraz obok monologéw bohaterki, graficznie tozsame.
Tak dzieje si¢ na przyktad w opisie scenicznego wystepu Gran: “Pokaza¢ twarz.
Wydoby¢ glos. Zagra¢. Uwies¢, porwaé, postawi¢ na swoim. Wygrac. Czego
szukala na scenie? [...] Bycie na estradzie uzaleznia od luster. [...] Zaczyna si¢
podwdjne istnienie, to w $wietle odbitym zdaje si¢ wazniejsze”. Bezokolicz-
niki uzyte na poczatku tego fragmentu nie zaznaczaja w zdecydowany sposob,
kto jest podmiotem tej wypowiedzi, jedynie sugerujac, ze glos nalezy do Gran,
by za chwile gtadko przejs¢ w komentarz narratorki. Z podobna sytuacja mamy
do czynienia, gdy biogratka rozwaza wizualna przemiane piesniarki po jej wyjsciu
z getta: “Bo przeciez pracuje twarzg, glosem, sylwetka. Cenie, przeceniam moze
wlasny wizerunek” - zdaje si¢ opowiada¢ Gran w fingowanej narracji. Jednak glos
nagle zmienia méwigcego: “I tak nic? Zadnej pamieci? O rekach majstrujacych
przy glowie, kiebach waty nasaczonej cuchngcym plynem - sprawdzitam, per-
hydrol, trzydziestoprocentowy roztwoér wody utlenionej - nic o panice, pieczeniu,
szoku przeistoczenia?”**. Tym razem dwie pierwszoosobowe narracje splataja si¢
w jedng — a uwazna biografka pozornie podwaza historie swej bohaterki, by jeszcze
mocniej wybrzmialo cierpienie, ktdre stalo si¢ jej udzialem, i tragizm zydowskich
loséw podczas Zaglady. Zmieszane “ja” tworza dialogiczng, czesto dwuznaczna
i zasadniczo niespojng catosc.

Ta tekstowa i narracyjna konfuzja ma znaczenie réwniez dla sposobu, w jaki
zwiazek biografki i bohaterki zostaje skonstruowany na poziomie diegezy tekstu.
Tuszynska caly czas weryfikuje stowa Gran oraz ponawia wysilek zrozumienia
czy wyobrazenia sobie decyzji i sytuacji, ktorym jej bohaterka musiata sprostac:

“Szuflady. Ile ich trzeba otworzy¢, zeby sie dosta¢ do Wiery prawdziwej? [...]
Jak gteboko si¢ schowata pod warstwami kolejnego zmyslenia, zamyslenia?”.
Pozostaje rowniez stale podejrzliwa wobec jej historii: “Wiera twierdzi, Ze niewiele

53. Tuszynska, Oskarzona..., 53.
54. Tuszynska, Oskarzona..., 127-128.
55. Tuszynska, Oskarzona..., 191.

219



pamieta. Watpie. Inaczej: nie wiem, jak to mozliwe™. Wreszcie ustanawia ze swoja
bohaterka intymna relacje, w ktérej niemoc wobec biegu historii kontrastuje
z niemal czutym stosunkiem wobec pojedynczego losu Gran: “Wolalabym, zeby
dostawata inne listy”™’.

Od poczatku te dwa podmioty wydajg si¢ nawzajem warunkowa¢ — nieko-
niecznie w pozytywny sposob - i ich zycia wydaja od siebie zalezne. “Pani jest
narzedziem - deklaruje bohaterka biografii. - Uchem i piérem, przedtuzeniem
mojej reki i oczu, ksiegowa mojej przeszlosci. [...] Albo pani mnie ma na moich
warunkach, albo ma pani milczenie™®. Biografka staje si¢ protetyczng agentka
pamieci, na ktdrej spocznie obowiazek uchronienia “archiwum moézgu”, jak wy-
raza si¢ Gran, od “plomieni strachu™”. Z drugiej strony opowiedzenie historii
ma swoja cene i protagonistka tej historii czuje si¢ tez wykorzystana: “Pani mi
chce przez kiszke stolcowg wejs¢ do duszy. Tak po prostu™® — oskarza swoja
rozméwezynig. “Doicie, bierzecie moje mleko, a ja nie moge nawet kopna¢ tego
kubta™!, zarzuca jej gdzie indziej, podkreslajac taczacy ja ze swoja biografka
skomplikowang relacje wzajemnej zaleznosci i wyzysku. Narratorka natomiast
tak opisuje swoja perspektywe tego wzajemnie pasozytniczego ukladu: “Obiecata
mi swoja sukienke po $mierci. [...] Nie dam rady jej zmierzy¢, cho¢bym chciata.
Jak nie zdotam wejs$¢ w jej buty ani los. Staram si¢”™®.

Wejs¢ w buty albo los: performatywna, identyfikacja.

Zywot Wiery Gran okazuje si¢ tak cennym zrédlem dla drugopokoleniowej
biografki z kilku powodéw. Po pierwsze, splatane i niejednoznaczne wojenne
losy piesniarki mozna odczytac jako emblematyczne dla statusu ocalatej, cha-
rakteryzujacej sie nieuleczalnym poczuciem winy i wstydem tej, ktora przezyta.

“Nie uratowala ani matki, ani sidstr. / Nie uwolnila si¢ od tego nigdy” / Jak inni,
jak wielu™? — wylicza narratorka w stylizowanej na Ocalonego Rozewicza enu-
meracji. “Wszyscy jestesmy kolaborantami — twierdzi dalej. - [...] Mam wrazenie,
ze uwiklani byli wszyscy, ktorym udalo sie przezy¢™*.

56. Tuszynska, Oskarzona..., 127.

57. Tuszynska, Oskarzona..., 79.

58. Tuszynska, Oskarzona..., 15.

59. Tuszynska, Oskarzona..., 187.

60. Tuszynska, Oskarzona..., 11.

61. Tuszynska, Oskarzona..., 13.

62. Tuszynska, Oskarzona..., 31.

63. Tuszynska, Oskarzona..., 180.

64. Tuszynska, Oskarzona..., 200-201.
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Po drugie, Tuszynska fascynuje réwnoczesna podwoéjnos¢ i dwuznacznosé losow
Gran: z jednej strony stanowi ona ikoniczng — czy hiperboliczng - figure ocalalej,
ktdrej nikt nie daje wiary®. Z drugiej — ma — motywowany genderowo - status
kobiety skompromitowanej, niegodnej roli “wiarygodnego swiadka™¢. Biograf-
ka bezwarunkowo wierzy swojej bohaterce, legitymizuje prawo Gran do bycia
swiadkinig - pokazuje, ze kobiecie zawsze tatwiej zarzuci¢ ktamstwo, podwazy¢
jej opowies¢, nawet w kontekscie historycznej katastrofy. Réwnoczesnie jednak
na wlasng reke sledzi falsze i niespojnosci w narracji Gran, by pokaza¢, jak fikcja
i zmyslenie stanowia podstawowa materi¢ pamieci.

Jednakze gléwna przyczyna, dla ktérej Tuszynska stara si¢ tak bardzo “przymie-
rzy¢” biografie Gran, jest fiksacja jej bohaterki na traumatycznym doswiadczeniu,
wyrazajaca sie w paranoicznym wiecznym teraz, i nigdy nie zagojona pamigc¢
o stracie. Poprzez histori¢ $piewaczki jej auto/biografka prébuje przyblizy¢ sie
do tych niemozliwych sytuacji, ktdre staly si¢ czescig loséw jej wlasnej rodziny
podczas Zaglady. “Ciggnefo mnie do niej i do tego przeniesionego w czasie §wiata.
Dotykatam go™” - deklaruje narratorka. Ten $wiat to niemozliwy i okrutny $wiat
getta i obozdw, $wiat jedynie zlych decyzji i niezamknietej przesztosci. Dla Tu-
szynskiej, ktora, jak sama pisze o sobie, nie wychodzi z getta, posta¢ Gran stanowi
przedmiot oczywistej tozsamosciowej fascynacji. Los ocalalej staje sie laborato-
rium, ktére stuzy¢ ma jej w zrozumieniu wlasnej postraumatycznej tozsamosci.

Tuszynska dokonuje radykalnego aktu utozsamienia ze swoja bohaterka, idac
jakby na przekor wszelkim zaleceniom dotyczacym decorum drugopokoleniowych
form ekspresji. Temu stuzy tez cielesno-materialny sztafaz jej opowiesci: sceneria
zagraconego mieszkania Gran, metafora zatrutego strachem mleka, ktorym jest
opowies¢ bohaterki, wreszcie kluczowa dla nas tytutowa syllepsis: “Nie zdotam
wejs¢ w jej buty ani los™®. Wejscie w czyjes buty, frazeologizm analogiczny do wej-

65. “Prawie wszyscy ocaleni — pisal Primo Levi - kiedy opowiadaja o swoich przezyciach
lub je opisujg, wspominaja sen, ktdry powtarzal si¢ czesto jeszcze w czasach, gdy byli w obozie,
iréznit sie w szczegdlach, ale tre§¢ mial zawsze taka sama: wracali do domu, z przejgciem i uczuciem
ulgi opowiadali o swoich przecierpianych udrekach najblizszej osobie, a ta nie chciala im uwierzy¢
i nawet nie chciata ich stucha¢”. Primo Levi, Pogrgzeni i ocaleni, przel. Stanistaw Kasprzysiak
(Krakéw: Wydawnictwo Literackie, 2007), 8.

66. Dorota Glowacka, “Ple¢ i Zaglada. Wyobraznia relacyjna i zapomniane zautki pamieci”,
w: Dorota Glowacka, Po tamtej stronie. Swiadectwo, afekt, wyobraznia (Warszawa: Wydawnictwo
IBL PAN, 2016), 165.

67. Tuszynska, Oskarzona..., 175.

68. W angielskim ttumaczeniu ksigzki Tuszynskiej (ktory opiera sie nie na polskim oryginale,
lecz francuskim tlumaczeniu biografii Gran autorstwa Isabelle Jannés-Kalinowski) nie pojawiaja
sie ani buty, anilos. Stad angielskojezyczny tytul niniejszego artykutu nie zawiera bezposredniego
cytatu z Vera Gran. The Accused, a stanowi jedynie jego autorska adaptacje, wiernie oddajaca tres¢
polskiego oryginalu. Por. Tuszynska, Vera Gran, 15.
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$cia w czyjas$ skore, ma jednak inny wyobrazniowy tadunek: wywoluje wrazenie

niechcianej, abjektalnej bliskosci z czyims cialem, taktylno-zapachowej jakosci,
na dodatek zaposredniczonej przez martwy przedmiot. I cho¢ narratorka twierdzi,
ze identyfikacja z bohaterka swojej auto/biografii nie jest mozliwa, dokonuje bez-
ustannych aktéw utozsamienia: kompulsywnie powtarza gest Gran przeliczania

i katalogowania rzeczy, tekstowi towarzyszg zdjecia butow, rekawiczek, guzikow,
zapalek czy recznie spisywanych przez piesniarke rejestréw, a narratorka sama

wyznaje: “Stucham Wiery, ciggle Wiery. Stale Wiery”®. Swiadomie performo-
wane przez Tuszynska, subwersywne w swej ostatecznosci “¢wiczenie w identy-
fikacji” stanowi rownoczesnie interesujace studium, rzadko analizowanej przez

przedstawicielki i przedstawicieli drugiego pokolenia, przygodnosci przetrwania

rodzicow i tym samym wlasnej egzystencji.

Margaret Olin w swojej interpretacji Swiatfa obrazu Rolanda Barthes’a
$ledzi rozmaite przemieszczenia i btedy w dokonanej przez filozofa analizie
fotografii, wskazujac, ze zdjecie i jego odbiorce taczy szczegdlna relacja perfor-
matywnego indeksu, indeksu identyfikacji, a rzeczywisto$¢ pragnien i potrzeb
ogladajacego fotografie jest istotniejsza od faktograficznego ustalenia, kto lub
co znajduje si¢ na zdjeciu™. Analogicznie mozna by pomysle¢ w kontekscie ksigzki
Tuszynskiej o performatywnej identyfikacji. Myslenie w jej kategoriach pozwala
nam - zamiast osgdzac etycznosc¢ czy psychologiczne pobudki takiej strategii
autorskiej — uchwyci¢ kluczowe problemy, jakie generuje i z jakimi si¢ mierzy
tworczo$¢ drugiego pokolenia, a zwlaszcza jego kobiecych przedstawicielek: kwe-
stie stosownosci jezykow o Zagtadzie, powagi i ironii; widocznosci i legitymizacji
kobiecego doswiadczenia traumy; prawdy i zmy$lenia; wreszcie — pracy pamieci
ijej zwiazkow z tozsamoscia.

A o radykalizmie auto/biograficznej identyfikacji, ktdrej Tuszynska dokonuje
w Oskarzonej, o tym, ze w opowiedzianej przez siebie historii Wiery Gran pisar-
ka dociera do granic uprawianego modelu biografii (tej kobiecej auto/biografii
relacyjnej), najlepiej niech $§wiadczy fakt, ze piszac histori¢ Zycia swojej kolejnej
bohaterki, Tuszynska siegnela juz nie po jeden z gatunkoéw literatury dokumentu
osobistego, ale po gatunek stricte fikcjonalny, po powies¢ biograficzng. W Na-
rzeczonej Schulza biografka oficjalnie stala sie biografikcjonalistka; ¢wiczenie
z identyfikacji zostaje, miedzy innymi poprzez narracje homodiegetyczna,
zastgpione przez identyfikacje par excellence. Za pomoca tego gestu Tuszynska
potwierdzila swoje auto/biograficzne credo, konieczno$¢ “stawiania sie ta inng

69. Tuszynska, Oskarzona..., 421.
70. Margaret Olin, Touching Photographs (Chicago: Chicago University Press, 2012), za:
Hirsch, Generation of Postmemory..., 47-48.
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osobg””!, a takze miejsce w gronie tych wspolczesnych Zyciopisarek i zZyciopisarzy,
ktdrzy, jak choc¢by Ruth Scurr, widzg w biografii idealng wrecz forme dla tozsa-
mosciowego i narracyjnego eksperymentu’.

71. Edel, Writing Lives..., 64.

72. Ruth Scurr, John Aubrey. My Own Life (London: Chatto & Windus, 2015), 12. Piszac
biografi¢ Johna Aubreya, Scurr zdecydowata si¢ na porzucenie typowej dla gatunku narracji
trzecioosobowej i zastapienie ja pierwszoosobowa narracja. Tym samym ksiazka Scurr przybrala
forme dziennika pisanego przez pierwszego angielskiego biografa.
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Abstract: The aim of this paper is to describe new, non-anthropocentric forms of non-fictional
nature writing that can also be interpreted as life-nature (autoBIOgraphical) writing. The au-
thor discusses the works of Anna Lowenhaupt Tsing (anthropologist), Urszula Zajaczkowska
(biologist), Helen Macdonald (historian of science) and Jolanta Brach-Czaina (philosopher)
in order to show their biopoetical writing strategies: immersion, rhizomatic, assemblage,
and tentacularity. In her analysis, the author defines the strategies by using the concepts
of Passage — understood in broader terms rather than as a trope of urban writing and reading
- and flaneurie, which can be a non-urban experience, that represents the opposite of laboratory.
This paper will also discuss the possibilities and the limits of non-anthropocentrism inliterature.
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Patyki, badyle, powietrze i jeszcze my
Urszula Zajaczkowska, Patyki, badyle

W artykule chciatabym omoéwi¢ nowe formy performatycznego pisania o przy-
rodzie. Mozna je nazwac, cho¢ brzmi to jak oksymoron, nieantropocentrycznym/
antropo-zdecentrowanym' zyciopisaniem?. Te naukowo-autoetnograficzno-lite-
rackie narracje niewiele majg wspolnego z pionierskimi opowiesciami dawnych

1. Okreslenie zapozyczam od Przemystawa Czaplinskiego, “Literatura i zycie. Perspektywy
biopoetyki”, w: Teoria - literatura - zycie. Praktykowanie teorii w humanistyce wspolczesnej,
red. Ryszard Nycz, Anna Legezynska (Warszawa: Wydawnictwo IBL PAN 2012) [ebook], loc. 1360.

2. Stowo “zyciopisanie” spopularyzowal Henryk Bereza w odniesieniu do literackiej praktyki
Edwarda Stachury (utozsamienie Zycia z pisaniem, zycia jako pisania). Uzywam go tu raczej
jako ttumaczenia angielskiego okreslenia life-writing. Wyttumacze si¢ z tej decyzji w zakonczeniu.
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naturalistow, utrzymanych w kolekcjonerskiej formule atlasu-leksykonu. Sg im-
mersyjne’, rizomatyczne (Deleuze i Guattari), asamblazowe (Tsing) i tentakularne
(Haraway)*, a przede wszystkim — sympoietyczne. Cho¢ porozumienie z odbiorca
funduja na elementach zbieznych z formulg przyrodniczej gawedy, wyksztalcity
wlasng (somato/bio)poetyke. Sa to zapisy przezycia jako asamblazu, pozycjonu-
jace sie w opozycji wobec tradycyjnie ujmowanego doswiadczenia naukowego,
majacego prowadzi¢ do obiektywizacji’. A takze pasaze tekstowe — odwolujac
sie do rozmyslan Rebeki Solnit, pokaze, jak zmieniajg si¢ eseistyczne zapisy
przechadzek, gdy flanerka opuszcza miasto (i laboratorium) na rzecz lasu i faki,
uprzywilejowanym zmyslem czyniac nie wzrok, lecz dotyk. Jak pisze w Blonach
umystu Jolanta Brach-Czaina: “Kto szanuje konkretno$¢ istnienia, tego przewod-

nikiem w $wiecie jest skora. Dion. Stopa™.

“Naturalistki” w chthulucenie

XX wiek zachwial przyrodniczymi narracjami, ktérych gtéwnym bohaterem
jest charyzmatyczny, nieustraszony fowca okazdw, tropiciel zoologicznych oso-
bliwosci. Taki obraz dawnego naturalisty, pioniera “na froncie nauki™’, zapisal
w sadze rodzinnej Chrapigcy ptak Bernd Heinrich, portretujac ojca, niestru-
dzonego systematyka gasienicznikéw. Sledzac te blonkoskrzydte na réznych
kontynentach, Gerd Heinrich (1896-1984) zarabial na wlasne badania w trakcie
wypraw polowaniem na inne gatunki zwierzat, ktdre, wypreparowane badz zywe,
oddawane byty zamawiajacym kolekcjonerom. W 1930 roku, na zlecenie muzeéw
historii naturalnej w Berlinie i Nowym Jorku, wyruszyl na poszukiwanie bardzo
rzadkiego ptaka. Misje wykonal. Syn opisuje zdjecie:

ukazujace pape polnagiego na mokradle porosnietym ciernistymi palmami, z dtugim
nozem i strzelbg w rekach i tryumfalnym wyrazem malujacym sie na twarzy. Tak, to byta

3. Immersja, czyli zanurzenie, uczestnictwo; wlasciwos¢ tekstow miedzy innymi dzienni-
karskich, kojarzonych z New New Journalism. Zob. Robin Hemley, A Field Guide to Immersion
Writing: Memoir, Journalism and Travel (Athens, Georgia: University of Georgia Press 2012).

4. “Mackowato$¢”, jak thumaczy Magdalena Zamorska (Choreografie antropocenu, czyli o ma-
teriach wprawiajgcych w ruch, Prace Kulturoznawcze 22, nr 1-2 [2018]), kojarzac to stowo z “petza-
niem, rozlazeniem si¢, wedrowaniem” [podkr. - I.A.-B.]. Donna Haraway (Staying with the Trouble.
Making Kin in the Chthulucene, Durham and London 2016) zaczerpneta pojecie od Evy Hayward.

5. Mateusz Chaberski, Asamblaze, asamblaze. Doswiadczenie w zamglonym antropocenie
(Krakow: Ksiegarnia Akademicka 2019), 43.

6. Jolanta Brach-Czaina, Blony umystu (Warszawa: Sic! 2003), 57.

7. Berndt Heinrich, Chrapigcy ptak. Rodzinna podroz przez stulecie biologii, przet. Michat
Szczubiatka (Wolowiec: Wydawnictwo Czarne 2016), 10.
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wyjatkowa chwila, bodaj wazniejsza, niz papa sobie wtedy uzmystawiat, bo kiedy upolowat
tego ptaka, zdobyl szlify wybitnego fowcy okazow?®.

(Tytulowego chrapigcego ptaka, egzemplarz rzadkiego gatunku chrusciela, kto-
rego w indonezyjskiej dzungli zlapal ojciec, syn odnalazt w Muzeum Historii
Naturalnej w Nowym Jorku. Wydobyta przez pracownice muzeum z szuflady
spetryfikowana samica jest eksponatem nr 6999).

Bernd Heinrich, ktérego ksigzka jest nie tylko familijng opowiescig osadzong
w bardzo konkretnym kontekscie historycznym’, lecz takze préba uchwycenia
narodzin wspolczesnej biologii, wprowadza za pomoca tej ekfrazy wizje kresu
epoki zapoczatkowanych w czasach wiktorianskich wypraw zoologicznych.
W niepozbawionej krytyki wizji syna Gerd Heinrich ustawiony zostal w szere-
gu badaczy takiej miary, jak Karol Darwin, Alfred Russel Wallace, Alexander
von Humboldt i John James Audubon. Urodzit si¢ jednak za pdzno, w czasie,
gdy “tradycyjna praca w terenie” ustepuje miejsca “nowej biologii” — upowszechniajg
si¢ badania genetyczne, pozostajace nie bez wplywu na systematyke, a wzniecona
przez Rachel Carson $wiadomos¢ ekologiczna uwrazliwia na dewastacje przyrody.
Taksonomia przestaje by¢ modna, zaczeto w niej wrecz dostrzegac staro$wieckie
uproszczenie. Spocony badacz terenowy zostaje zastapiony przez sterylnego labo-
ranta. Mysl o wyprawach w lesne ostepy ze szklem powiekszajacym i “utytlang
blotem sp6dnicg™ budzi nostalgie, cho¢ anachroniczny punkt widzenia zdaje si¢
nie do zaakceptowania. Urszula Zajaczkowska — biolozka i poetka — w Patykach,
badylach pisze o wspolczesnych matematykach - botanikach z wyrazng niechecig —

“W swoich laboratoriach, na zamknietych sympozjach, w skodyfikowanym jezyku,
do ktdrego dostep posiadamy tylko my — normujemy, szlifujemy, kategoryzujemy;,
a z kasztanéw robimy kule albo najlepiej szesciany o masie xg™"'. “Nie wierzcie
nauczycielom biologii” — przestrzega.

To wiasnie na przykladzie naukowo-literackich hybryd Urszuli Zajaczkowskiej,
Anny Lowenhaupt Tsing, Jolanty Brach-Czainy i Helen Macdonald chcialabym
przedstawi¢ zmiane w podejsciu do przedmiotu badan i jego opisu. Wyrazna
cechg ekofeministycznych, sympoietycznych opowiesci tych badaczek-akade-
miczek jest tematyzowanie jezyka i narracji. Tsing, amerykanska antropolozka
nieantropocentyczna, w ksiazce Mushroom at the End of the World opowiada

8. Heinrich, Chrapigcy ptak, 139-140.

9. Heinrichowie, Niemcy, po II wojnie §wiatowej w poptochu uciekali z Polski, kryjac si¢
najpierw przez Polakami, potem przed nadciagajaca Armia Czerwong. “Przetrwanie najlepiej
przystosowanych” nie bylo dla tej rodziny przyrodniczym komunalem. Heinrich, Chrapigcy ptak, 15.

10. Rebecca Solnit, Zew wildczegi. Opowiesci wedrowne, przel. Anna Dzierzgowska, Stawomir
Kroélak (Krakow: Wydawnictwo Karakter, 2018), [ebook], loc. 2355.

11. Urszula Zajaczkowska, Patyki, badyle (Warszawa: Marginesy, 2019), loc. 479.
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o cztowieku przez pryzmat japonskiego grzyba matsutake (gaski sosnowej), kreslac
krytyke kapitalizmu i antropocenu. Po zrzuceniu bomby atomowej na Hiroszime
to wlasnie grzyby matsutake byly pierwszym zywym organizmem na zgliszczach.
Ten gatunek stowarzyszony, podobnie jak szopy czy karaluchy, moze zy¢ obok
czlowieka, w przestrzeniach przez niego zaburzonych. Matsutake nie sg szkod-
nikami - pomagaja lasom rosna¢, a dla ludzi s przysmakiem. Handel nimi jest
przykladem szkodliwego wplywu globalnej ekonomii politycznej — zbieraczami
tych grzybow sa przedstawiciele mniejszosci, dla ktorych jest to niepewne zrédto
utrzymania.

Urszula Zajaczkowska, botaniczka zainteresowana biomechanika i anatomia
roslin, jest autorka toméw poetyckich i zbioru préz Patyki, badyle, w ktérym
w tworczy sposob opowiada o zawodowych i prywatnych spotkaniach z roslina-
mi. To niesielankowe ujecie przyrody, ostentacyjny odwrét od jej romantyzaciji.

“Uciekam od lilii i r6z. Mnie si¢ podobaja patyki, badyle, rozktad™? - deklaruje
autorka w jednym z wywiad6w (zapamigtajmy to zdanie, zestawiajac je z koncepcja
silva rerum, nazywanej w Polsce “ogrodem”, “wirydarzem”).

Patyki i badyle bliskie s3 ekofeministycznej prozie filozoficznej Jolanty Brach-

-Czainy, zwlaszcza Bfonom umystu, wpisywanym przez badaczy w nurt filozofii
istnienia. Szczeliny istnienia, feministyczny manifest autorki, przestonit jej drugie,
nie mniej interesujace dzieto, prekursorskie wobec tego typu narracji w Polsce
(rok wydania - 2003). W Blonach Brach-Czaina mniej skupia si¢ na do§wiadczeniu
bycia kobieta (cho¢ zamiast nazwiska autorki na oktadce widnieje matrylinearna
sygnatura: “Jolanta, corka Ireny, wnuczka Bronistawy, prawnuczka Ludwiki”,
a przyjecie pozbawionej przedsadéw krytycznej postawy wobec §wiata porow-
nane zostalo do miesiaczki), bardziej — na biologicznych uwarunkowaniach
bycia czlowiekiem i jego zwiazkach z materig ozywiong i nieozywiong. Chodzi
o to, by “towarzyszy¢ $wiatu, ktory nie ustaje””, “zakwestionowac powszech-
ne przekonanie o istnieniu przepasci dzielacej nas — wyréznionych zyciem -
od nieozywionych elementéw $wiata. Przeciez kazdy oddech te réznice znosi™*.

“[J]estesmy odroslami powietrza™* — pisze Brach-Czaina. Przedmiotem jej refleksji
staja sie elementy krajobrazu, roéliny, zywioty, praktyki: fozysko wyschnigtej rzeki,
powietrze, wrzosy, czarna malwa, kabaczek, nagta §mier¢, kot, dotyk, oparcie,

12. Dorota Wodecka, Urszula Zajaczkowska, “Urszula Zajaczkowska nagrodzona za esej ‘Patyki
i badyle’. Mowi: ‘Wisrod roélin nie ma nienawisci™” [wywiad], Wysokie Obcasy Extra, https://www.
wysokieobcasy.pl/wysokie-obcasy/7,152731,25201327,urszula-zajaczkowska-uciekam-od-lilii-i-roz.
html (7.08.2020).

13. Brach-Czaina, Blony umystu, 11.

14. Brach-Czaina, Blony umystu, 14.

15. Brach-Czaina, Bfony umystu, 31.
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skora, kropla, lodowiec. Pytania filozoficzne rodzg si¢ w zderzeniu z materialnym,
namacalnym konkretem.

Tak dzieje si¢ réwniez w Vesper Flights Helen Macdonald, zwigzanej z University
of Cambridge historyczki nauk przyrodniczych. Macdonald znana jest polskiemu
czytelnikowi jako autorka H is for Hawk (] jak jastrzgb). To literacka autoanaliza
trzech interferujgcych doswiadczen: intymny zapis procesu przechodzenia zatoby
po $mierci ojca, dziennik szkolenia jastrzebia oraz $wiadectwo lektury The Go-
shawk T.H. White’a. Odwotanie do memuaru modernisty (a takze kanonu litera-
tury sokolniczej) pozwala autorce upozycjonowac sie wobec meskocentrycznych
tradycji (wiktorianski sokolnik w tweedowym kostiumie to czesto powracajacy
obraz) oraz poglebi¢ autopsychoanalize relacji z ptakiem (poszukujac zrodet tego
faktu m.in. w brytyjskiej opresji szkolnej, autorka udowadnia, ze zwigzek Whi-
te’a z jastrzebiem oparty jest na przemocy). Czytanie Goshawk Macdonald faczy
z elementami reporterskiego $ledztwa (nie bez znaczenia pozostaje to, ze rodzice
byli dziennikarzami).

Ole ] jak jastrzgb jest opowiescia przede wszystkim o procesie wewnetrznym
autorki (a wiec na ogot linearng), o tyle w zbiorze esejow Vesper Flights Macdo-
nald buduje rame interpretacyjng przez nawigzanie do gabinetu osobliwosci
jako modelu prezentacji. Metafora Wunderkamery kojarzy sie z kolekcjonerska
pasja fowcow zoologicznych i botanicznych okazéw, z tym ze Macdonald nie po-
rzadkuje, nie mierzy i nie wazy. To sygnal, Ze w jej zbiorze rzadzi¢ bedzie logika
zdziwienia, zaskoczenia - ta sama, ktorej wage podkreslajg Urszula Zajaczkowska
i Jolanta Brach-Czaina. Punktem wyjscia do opowiesci o gniazdach, $winiach,
walczacych zajacach, $wietlikach $wietojanskich, jerzykach, latajacych mréwkach,
grzybach, krélewskim liczeniu tabedzi i za¢mieniu storica sg zapiski z zycia, egzy-
stencjalne drobiazgi - wspomnienia (dziecigce pragnienie bycia przyrodnikiem
i mania zbierania ptasich jaj), codzienne zdarzenia i doswiadczenia (powrét
z supermarketu, migrena, grzybobranie, spacer po lesie zimg, a nawet glosowanie
w sprawie Brexitu). Dla przykiadu: wedréwka po lesie z przyjacielem mykologiem
owocuje spostrzezeniami na temat istoty grzybow, a jako eksponaty Wunderka-
mery wyeksponowane zostajg gaska siarkowa i falliczny sromotnik smrodliwy,
rytualnie spalony przez cérke Karola Darwina jako “niemoralny”, stanowiace
pretekst do rozwazan o sitach witalnych oraz seksie i $mierci, oraz upolowany
siedzun sosnowy - “pamigtka z pelnego zycia miejsca, ukrytego przed nami”
(czyli podziemnej grzybni).

Nie sposob odseparowa¢ dzialalnosci akademickiej wskazanych autorek
od poetyckiej i eseistycznej. Zaryzykowalabym teze, ze Tsing, Zajaczkowska,
Brach-Czaina i Macdonald uprawiaja zyciopisanie, splatajac teori¢ i praktyke
badawcza w somatekstach transgatunkowych, bedacych zarazem pasazami tek-
stowymi, ktérym patronuje topos ucieczki z produkujacego wiedze laboratorium,

255


http://m.in

zwrot ku wedrowce, walesaniu sie. Jak pisze Rebecca Solnit: “Podczas chodzenia
bowiem cialo i umyst moga nawiazac z sobg wspoétprace, dzieki czemu myslenie

staje si¢ niemal fizyczng, rytmiczng dzialalnoscig — tyle w kwestii kartezjanskiego
dualizmu ciala i umystu™®. “Tekstowy pasaz” traktuje w tym artykule szerzej,
niz zwyklo sie to robi¢”, wychodzac poza “czytanie miasta”. Nieprzypadkowo

Solnit nazywa flaneréw “botanikami asfaltu”. Czy nie jest pasazem tekstowym

literacka wedréwka po lesie, meandrujgca narracyjnie, klaczowata jak grzybnia

(a wigc manifestujaca wplyw doswiadczania przestrzeni na jezykowy ksztatt tek-
stu)? Tekstowy pasaz to réwniez czytania natury — jak wykaze w tekscie, nie tylko

stopami, lecz takze dforimi - jak alfabet Braille’a.

Kontekstem, w jakim umieszczam analizowane memuary, jest koncepcja
chthulucenu, sformulowana przez Donne¢ Haraway" jako odpowiedz na za-
grozenia antropocenu i kapitalocenu. Nazwa, kontaminacja greckich khthén
(chtoniczny) i kainos (nowy, mlody) - a wiec “czas ziemi” - jest metaplazmem;
Haraway zmodyfikowata pisownie, by ostabi¢ skojarzenia z mitologia Lovecrafta.
Zdefiniowany przez Haraway chthulucen to “rodzaj czasoprzestrzeni, w ktdrej
uczymy si¢ radzi¢ sobie z problemami Zycia i umierania na uszkodzonej zie-
mi”. W odrdznieniu od antropocenu i kapitalocenu' (poje¢, ktére — zdaniem
badaczki - sugeruja, ze na powstrzymanie zmian jest juz za pdzno), w centrum
tej zaangazowanej koncepcji nie znajduje sie czlowiek, lecz istoty chtoniczne -
ziemskie, “z mackami, czutkami, palcami, pajeczymi odnézami®’, niesfornie
owlosione”. Przyjecie perspektywy nieantropocentrycznej sprawia, ze wysunig-
tego na plan pierwszy Bohatera zastepuja wspdttworzacy ontologiczny kolektyw
aktorzy (jak w sformutowanej przez Brunona Latoura koncepdji sieci). Haraway
zainspirowala si¢ zreszta badaniami Scotta Gilberta (mottem do rozwazan jest
stanowisko Gilberta: “Wszyscy jesteSmy porostami”), a jedng z wiodacych metafor
ksigzki Staying with the Trouble: Making Kin in the Chthulucene jest opisywana
wielokrotnie przez antropologdw figura sznurkowa, performatywna (implikujaca
wariantywno$¢ i generatywnosc¢) i konotujaca serie zdarzen: zaplatanie, rozplata-

16. Solnit, Zew widczegi, loc. 100-101.

17. Zob. na przyklad Katarzyna Szalewska, Pasaz tekstowy. Czytanie miasta jako forma do-
Swiadczania przesztosci we wspétczesnym eseju polskim (Krakéw: Universitas, 2012).

18. Donna Haraway, Staying with the Trouble. Making Kin in the Chthulucene (Durham
and London: Duke University Press 2016).

19. A takze innych -cenéw, na przyklad homogocenu, thalassocenu i naufragocenu, za-
proponowanych przez Steve’a Mentza — zob. Chaberski, Asamblaze, asamblaze, 89 i nast. Sam
Chaberski powoluje do zycia okreslenie “zamglony antropocen”, w ktérym mgta (uogélniona, ale
wyprowadzona z historycznej, ktéra w 1952 roku zwista nad Londynem) jest metaforg zaréwno
problemoéw poznawczych, jak i “spoleczenistwa ryzyka”.

20. Jednym z chtonicznych patronéw koncepcji Haraway jest Pimoa cthulhu - gatunek pajaka
z rodziny Pimoidae.
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nie (kojarzace sie z rozkladem i uktadem), snucie, przenoszenie z dloni na dfon,
otwarcie na wiele opowiesci. Oparta na idei recyclingu figura sznurkowa taczy
sie z inng obecna w tekstach Haraway figura pryzmy kompostowej, metonimia
nowego materializmu (ktérego hastem staje sie humus, nie humanus).
Porzucenie perspektywy antropocentrycznej” motywowane jest przez Ha-
raway miedzy innymi redefinicjg istoty ludzkiej, ktdrej nie sposéb pojmowac
autonomicznie. W skrdcie: ewolucyjni biolodzy rozwoju (evo-devo) zrekonfigu-
rowali myslenie o granicach biologicznych istot, w tym - cztowieka. Ludzie sa
holobiontami, cialo to chimera, trudno wiec méwi¢ o zamknietych granicach istot
ludzkich i nieludzkich. Jak pisze Monika Bakke, czltowiek jest zdecentrowanym
“biologiczny[m] organizm[em] ulokowany[m] w sieci witalnych wspoétzaleznosci
z nie-ludzkimi formami zycia i technologiami”**. A skoro czlowiek w oderwaniu
od innych istot nie istnieje, skoro nie ma wytacznie ludzkiej historii, koncepcja an-
tropocenu przestaje wystarczac. “Anthropos to zbyt prowincjonalny koles, za wielki
i za maly na potrzeby wiekszosci opowiesci” - zartuje Haraway, otwierajac pole
do opowiesci wielogatunkowych, stuzacych bioréznorodnosci, nieprowadzacych
do defetyzmu i cynizmu, lecz do “niearoganckiej wspotpracy”. W centrum nie stoi
juz czlowiek, lecz “biotyczne i abiotyczne moce Ziemi”, ktorych jest czescia.
Zastanawiajac sie nad sposobem opisu tekstow realizujacych zreferowang
powyzej my$l Haraway, zainspirowatam sie¢ teoriami asamblazu. Za pomoca tej
spopularyzowanej przez ekologéw koncepcji analizuje sie dzi$ dziela performa-
tywne, a samo pojecie pojawia sie tez w Mushroom Anny Tsing, uznajaca je, przez
analogie do polifonii w muzyce, za “pomocng” w opisie relacji ludzi i nie-ludzi,
ktérych “sposoby istnienia sg efektami spotkan”. Z lektury ksigzki Mateusza
Chaberskiego (Asamblaze, asamblaze) wywnioskowa¢ mozna, ze “asamblazowos¢”
staje sie pojeciem-workiem. Chaberski objasnia tytulowe pojecie na kilka sposobdw,
wskazujac ze: (1) kazda istota jest asamblazem (np. czlowiek - jako ekosystem
sktadajgcy sie ze wspolpracujacych ze soba mikroorganizméw; w tym znaczeniu
“asamblaz” okresla byt niebedacy esencja); (2) praktyki zZyciowe sg asamblazami
jako spotkania ludzi i nie-ludzi (biotycznych i abiotycznych); (3) doswiadczenie
jest asamblazem jako fuzja wrazen zmyslowych, intelektualnych i afektywnych;
(4) kazde wrazenie zmystowe jest asamblazem (bo percepcja zmystowa jest syne-

21. O tozsamosci nieantropocentrycznej zob. na przyklad Kazimierz Krzysztofek, “Czlowiek
posthumanistyczny?”, Kultura Wspétczesna nr 1 (19) 1999; Monika Bakke, “Nieantropocen-
tryczna tozsamos¢?”, w: Media / ciato / pamiecé. O wspélczesnych tozsamosciach kulturowych, red.
Andrzej Gwézdz, Agnieszka Nieracka-Cwikiel (Warszawa: Instytut Adama Mickiewicza, 2006);
Ewa Domarnska, “Ku historii nieantropocentryczne;j”, w: Historie niekonwencjonalne. Refleksja
o przesztosci w nowej humanistyce (Poznan: Wydawnictwo Poznanskie, 2006).

22. Monika Bakke, Biotransfiguracje. Sztuka i estetyka posthumanizmu (Poznan: WN UAM,
2010), 8.
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stetyczna). Tak rozumiana, asamblazowos¢ bytaby wiec tozsama z relacyjnoscia,
procesualnoscig i przygodnoscia.

Asamblazami sg tez omawiane przez Chaberskiego performanse “naturokultu-
rotechnologiczne”, ktérych imponujaca liczbe zgromadzit i przeanalizowal. Teksty
literackie interesujg badacza wylacznie jako pre- i postapokaliptyczne fabulacje
spekulatywne, a wiec zredukowane do tematu (strategie przetrwania) i motywow
(monstra, duchy) $wiadectwa ekologicznej sSwiadomosci tworcéw. To ujecie sklonito
mnie do refleksji. O ile bowiem pojecie asamblazu jest bardzo adekwatne do opisu
rzezby z mgly, bardziej ryzykowne wydaje si¢ zaaplikowanie go do literaturoznaw-
stwa i poetyki. Literatura — jako zbudowana z stéw — daje ograniczone mozliwosci
wykroczenia poza antropocentryczng perspektywe. Mozna wprawdzie odnies¢
sig, co sygnalizuje miedzy innymi Chaberski, do wprowadzonej przez Michaita
Bachtina koncepcji polifonicznosci. Trzeba sie jednak zgodzi¢, ze koncepcja
autora Problemow poetyki Dostojewskiego jest inkluzywna tylko do pewnego
stopnia, bo uprzywilejowuje ludzkie glosy. Wyrazona na pismie perspektywa
nie-ludzka jest fikcjonalna i narazona na modelowanie antropomorfizacyjne.
Podjeta przez Tsing proba przyjecia perspektywy nicienia prowadzi do monologu
wegorka sosnowca, kojarzacego sie formulg inicjalng z Moby Dickiem Meville’a,
i niewychodzaca poza literacki eksperyment:

Imie moje: Bursaphelenchus xylophilus. Jestem malutkim, robakopodobnym stworzeniem,
nicieniem, i wiekszo$¢ czasu spedzam na chrupaniu wnetrznosci sosen. Ale moi krewni
podrézuja réwnie sprawnie, jak wielorybnicy zeglujacy po siedmiu morzach. Trzymaj
sie mnie, a opowiem ci o kilku ciekawych podrézach?®.

Taki sposéb “podszywania sie” pod nie-ludzkiego Innego nie wydaje si¢ fortunny.
Opowies¢ o lasach sosnowych w Finlandii Tsing prowadzi juz w bardziej kon-
wencjonalny sposdb: uwypukla relacje, wskazujac, ze dla cztowieka s3 one oparte
na wyzysku (zrédto surowca), dla drzew — na wspolpracy (symbiotyczne relacje
z innymi istotami, na przyklad z matsutake, ktore zapewniaja im pozywienie,
bo wydzielajg kwasy rozkladajace skaty). Zastanawiajac sie, jak opisa¢ “zycie lasu”
i “czy krajobraz moze by¢ protagonista?”, Tsing dochodzi do wniosku: “Musimy
zacza¢ od szukania dramatyzmu i przygody poza aktywnoscig cztowieka. Nie je-
stesmy jeszcze przyzwyczajeni do czytania opowiesci bez ludzkich bohaterow”™.
Z eksperymentalnego pisarstwa Tsing mozna wywnioskowa¢, ze rozwigzaniem
nie jest niemozliwe przeciez oddanie gfosu, czy umieszczenie centrum $wiado-

23. Anna Lowenhaupt Tsing, The Mushroom at the End of the World. On the Possibility of Life
in Capitalism Ruins (Princeton: Princeton University Press, 2015) [ebook], loc. 2232-2234.
24. Tsing, The Mushroom at the End of the World, loc. 2215 (podkr. I.A.-B.).
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mosci w nie-ludzkim oku (nie wszyscy je maja). Plaszczyzng porozumienia staje
sie dotyk - ale bez posrednictwa sterylnych, lateksowych rekawiczek.

Ucleczka, 7z laboratorium

W Zyciu laboratoryjnym Bruno Latour i Steve Woolgar konstruuja figure
fikcyjnego antropologicznego obserwatora, ktéry wkracza do laboratorium,
by podglada¢ w nim przedziwne plemie, ktore “spedza wieksza czes¢ dnia
na kodowaniu, oznaczaniu, zmienianiu, poprawianiu, czytaniu i pisaniu”.
W nieco parodystyczny sposob socjologowie nauki — “agnostycy” — rozprawiaja
sie z “ezoteryczng kulturg” i mitem “faktoéw obiektywnych”, pokazujac, jak sa
one wytwarzane i jak z chaosu Zycia powstaje porzadek scjentyficznego wywodu.
Porzucenie takiego laboratorium - botanicznego, antropologicznego, filozoficz-
nego - jest gestem zalozycielskim tekstow, ktére wybratam do analizy. Dla Ur-
szuli Zajaczkowskiej stanowi on wrecz pretekst do przechwycenia (ze zmiang)
konwencjonalnej formuly dziennika naukowych eksperymentéw. O zderzeniu
perspektywy naukowej z osobistg, spontaniczng, ludyczng botaniczka pisata
juz w wierszu Patyki z tomu Minimum, zadedykowanego corce — Patyki, badyle,
ktore interpretuje jako rozpisanie zarysowanego tam tematu. Zwracajac sie do corki,
Zajaczkowska cofa si¢ myslami do czaséw dziecinstwa, probujac nalozy¢ na siebie
dwie perspektywy ogladu §wiata — dzieciece przymierze z natura contra chlodne
oko badacza, specjalisty, laboranta. Pisze:

ja, tak jak Ty, sporo patrzytam

na te superanckie patyki,

no bo pod korg (paznokciem si¢ ja fatwo nacina)

taka zielona skorka i $liskie drewno,

I paczki fajnie si¢ odrywa, pozostawiajac z6tty punkcik,
grubszg strong patyka mozna rysowac po Sciezce — najlepiej $wiezo, po deszczu —
wtedy spod biatego piasku wychodzg ekstraczarne krechy.
ale nawet jak wezmie si¢ patyk wiekszy

bez galezi, taki prosty (a trudno go zdoby¢), to niestety,
mimo Ze sznuréwka z trampek poswiecona

patyk peka i tuku sie nie zrobi.

a dzi$
pedy Ribes aureum
odwodnione alkoholem i tlenkiem propylenu

25. Bruno Latour, Steve Woolgar, Zycie laboratoryjne. Konstruowanie faktéw naukowych,
przel. Krzysztof Arbiszewski, Pawel Gaska, Maciej Smoczynski, Adrian Zabielski (Narodowe
Centrum Kultury: Warszawa, 2020).
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zatapiam w woskach (decepeptyl)

i mikrotomem tne

na preparaty.

nastepnie wybarwiam safraning i aniling
utrwalam, patrze w mikroskop

i wnioskuje:

tuku

z tego

nie bedzie*

Mechanika skalkulowanego eksperymentu, ktorej jezykowym wykfadnikiem jest
chlodna, techniczna tacina, zderzona zostaje w przytoczonym wierszu z doswiad-
czaniem na wlasnej skorze. Pochylona nad mikroskopem laborantka dochodzi
do - zdawac by sie moglo - niecodziennej w tych warunkach konkluzji. Wiersz
ten doskonale pokazuje podejscie Zajaczkowskiej do laboratoryjnej pracy biologa.
Watek ten badaczka kontynuuje w Patykach, badylach - wyjasniajac, dlaczego
nie studiuje rzodkiewnika pospolitego, modelowej rosliny biologéw, ulubionej
ze wzgledu na niski koszt uprawy, przewidywalnos¢, szybki cykl rozwojowy (“Ideat
dla dloni w silikonowych rekawiczkach”): “bo przeciez badam miete, skrzypy
i brzozy, bo szaleje za sosnami, bo nie rozumiem §wierkow, bo chce przyjrzeé
sie debom, pszenicy, pokrzywie i szarotce alpejskiej, osice zreszta tez, i zycia
mi nie starczy, by poja¢ sekunde, milimetr czy gram ich istnienia”. W innym
miejscu Zajaczkowska zacheca do dostrzegania w naturze indywiduum; synek-
dochg jednostkowosci staje si¢ hilum, czyli biata plamka na kasztanie, unikalna
jak linia papilarna.

Wzorzec gatunkowy “dziennika eksperymentéw naukowych” petni w Paty-
kach funkcje subwersywna: autorka opisuje przeprowadzane w politechnicznym
laboratorium doswiadczenia, ale tylko po to, zeby uzmystowi¢ czytelnikowi
poznawczg redukcyjnos¢ takiego podejscia do przedmiotu badan. Nie oznacza
to oczywiscie, ze Patyki pozbawione sa waloréw edukacyjnych i nie majg ambicji
wplywania na rzeczywisto$¢. Przeciwnie — narracja Zajaczkowskiej jest uklonem
w strong popularyzujacej przyrode gawedy, a aktywistyczne zaangazowanie
wychyla sie z tekstu uwagami na temat zmian klimatycznych. Autorka nie jest
jednak gawedziarkg ani naiwnie prostoduszna, ani dobrotliwg panig od przyrody.
Jest “zta”, bo rani drzewa (przedstawia to jako problem etyczny). Jest wymagajaca,
bo udziela trudnej lekcji patrzenia. Wprowadzeniem do przyjecia perspektywy
nieantropocentrycznej jest redukcja ejdetyczna, na przyktad zachwianie wiarg

26. Zajaczkowska, “Patyki”, w: minimum (Wroctaw: Warstwy, 2017), 84-85.
27. Zajaczkowska, Patyki, badyle, 123.
28. Zajaczkowska, Patyki, badyle, 125.
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czytelnika w geometrie euklidesowg. “A moze jest nam po prostu wygodniej
mowic o naszym otoczeniu jak o przestrzeni 3D [...]. Moze tak jest fatwiej o tym,
szalonym w wirach, zZyciu opowiadac, by w jakich$ wreszcie sensownych miarach
go sktadac?”® - pyta Zajaczkowska, by, omawiajagc mechanizm “splaszczania”
i “utykania” wezwac odbiorce do “patrzenia catkiem po swojemu’

Nie wierzcie nauczycielom biologii. Wasz subiektywizm buduje uciekajace ze sztywnych

ram, osobliwe, a wigc najprawdziwsze wrazenia, szczegdlnie wtedy, kiedy oko dotyka naj-
bardziej skomplikowanych powierzchni. Zasuptane korzenie w skatach gor, rany drzew

sktadajace si¢ z przeplatanych, znieksztalconych komoérek, kfebowisko osniezonych gatezi,
przekrojona na pot glowa kapusty, spiralnie skrecony konar — wydaja si¢ niewymierne

[...]. Obraz zawilosci ksztaltow i geometrii kazdy z nas odbierze inaczej. Inna jest sosna

nadmorska twoja i inna moja™®.

Metaforg poznania czyni “plask[a] tratw[e] w przestrzeni interferujgcych fal
natury” [podkr. - .A.-B.]. Warto zwrdci¢ uwage na synestezyjnym polaczeniu
zmystu wzroku i dotyku - ta metafora-asamblaz potwierdza teze o uprzywilejo-
waniu taktylnosci w kontaktach ludzko-nie-ludzkich.

Jezykowa podejrzliwo$¢ wydaje si¢ naturalna - stowo jest przeciez narze-
dziem, ktérym postuguje sie cztowiek. Zajaczkowska problematyzuje nie tylko
jezyk jako taki, rowniez jezyk nauki. “Nazewnictwo polskie roslin — powstale
na podstawie tlumaczen z jezyka facinskiego lub wprost zaczerpniete z utrwa-
lonych pochodnych dziedzictwa starostowianskiego, podlegajacego wptywowi
mieszania si¢ kultur — nierzadko objawia si¢ ol$niewajacymi wrecz kombinacjami,
zaskakujacymi tworami brzmigcymi wprost fantastycznie™? — tak rozpoczyna si¢
rozdzial Niech zabrzmig!, rozwijajacy sie w litanie polskich nazw roslin: “Mazicz-
ka wytworna/ Nawarecja sztywna/ Jaraj bulwiasty/ Zaplonka ciemnoowocowa/
Utudka Inolistna/ Platykaria szyszkowata [...] Krzywoszczec przywloka/ Zgrabka
burakowata/ Adiantum wlosy Wenery”*. To familiaryzacja, a nie udziwnienie —
jak w przypadku chwytéw ekopoetycznych, referowanych przez Julie Fiedorczuk
w Cyborgu w ogrodzie’® — rzadzi logika tej wyliczanki. A moze wtasnie zwrot
ku dawnosci ma moc defamiliaryzacji? Odwolanie do wiedZmowego stownika
pelni w ksigzce Zajaczkowskiej takg sama role, jak ilustrujace tekst stare naukowe
ryciny. Odautorski komentarz na marginesie wykresu Hugona de Vries rozpoczyna

29. Zajaczkowska, Patyki, badyle, loc. 448.

30. Zajaczkowska, Patyki, badyle, loc. 468-470 (podkr. I.A.-B.).

31. Zajaczkowska, Patyki, badyle, loc. 480.

32. Zajaczkowska, Patyki, badyle, 127.

33. Zajaczkowska, Patyki, badyle, 127-128.

34. Julia Fiedorczuk, Cyborg w ogrodzie. Wprowadzenie do ekokrytyki (Gdansk: WN Katedra, 2015).
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konstatacja: “Wyjatkowa estetyka recznie kreslonych wykreséw z wkomponowa-
nym przedmiotem obserwacji to zupelnie inna narracja naukowa, niz jaka mamy
dzi§™* [podkr. - I.A.-B.]. Inna - bo subiektywna i naznaczona intymnym niemal
stosunkiem badacza do uwiecznianego przedmiotu badan.

Uderzajaco podobnie brzmi spostrzezenie Jolanty Brach-Czainy, mierzacej si¢
z jednym z filozoficznych przed-sadow i zderzajacej metafore platonskiej jaskini
z cielesnym do$wiadczeniem:

Wystarczy wejs¢ do pierwszej z brzegu jaskini, by przekonad sie, ze zyje. Sciany zabarwia
zielen i brazy tysiecy krzewiacych si¢ tu malenkich roslin. Kozuchy miekkich mchéw,
szorstkie tarki porostéw. [...] Mozna powiedzie¢, ze $ciany zyja, cho¢ jest to Zycie pozy-
czone kamieniom, ale z pewno$cia nie s3 martwy tablica, wydobywajacym kontury ttem.
A przede wszystkim nie znamy pustych jaskin. Sa po brzegi wypelnione powietrzem?.

W innym miejscu filozofka przytacza pozytki ptynace z “ztuszczania blon umystu
i ducha”, czyli wyzwolenia “postawy sceptycznej”™, opartej na watpieniu i kry-
tycznym podejscia do rzeczywistosci doswiadczanej (a nie wyczytanej z ksigzek;
to postulowane przez Latoura i Woolgara podejscie “agnostyka”). Podobnie
jak Haraway, Brach-Czaina zarysowuje “program naprawczy” dla czlowieka,
pokazujac, jak przesuniecie akcentow z humanus na humus ksztaltuje postawe
empatyczng: “Kto rozpozna siebie w lisciu maliny, temu nie przeszkadza wielo§¢
wizji $wiata, jakie tworzg inni”*.

Ucieczka z laboratorium rozumianego jako miejsce produkeji wiedzy jest tez
ucieczka od akademii, mogacej stanowi¢ metafore triumfu Logosu. W ] jak ja-
strzgb Helen Macdonald opisuje letnie przyjecie urzadzone przez akademikdw,
na ktdre zostala zaproszona ze swoim ptakiem. Skupiona na oswajaniu drapieznika,
pograzona w zalobie, odseparowana od ludzi, konfrontuje si¢ z poblazliwie jej sie
przygladajacym profesorom, z ktérymi dawniej si¢ identyfikowala. Z jastrzebiem
na rekawicy i sSwiadomoscia, ze niedawno biegata po lesie, wyplaszajac ptakowi
bazanty i uSmiercajac dla niego kroliki, autorka czuje si¢ wyobcowana. “Bytam
pracownikiem naukowym, nauczycielem akademickim. Teraz przywdziatam stréj
bfazna. Nie jestem juz Helen. Stalam si¢ ‘ta od jastrzebia™* - zauwaza. W innym
miejscu przedstawia swdj portret, jakze odmienny od konwencjonalnego obrazu
nobliwego pracownika naukowego: “Wsciekla, diabelnie przejeta, odgarniam

35. Zajaczkowska, minimum (Wroctaw: Warstwy, 2017), 14.

36. Brach-Czaina, Blony umystu, 21-22.

37. Brach-Czaina, Blony umystu, 125.

38. Brach-Czaina, Blony umystu, 126.

39. Helen Macdonald, J jak jastrzgb, przel. Hanna Jankowska (Wolowiec: Wydawnictwo
Czarne, 2016), [ebook], loc. 2270.

=240



wlosy z oczu palcami powalanymi kréliczym miesem, okropnie klng™. “Krwiste”

zycie z jastrzebiem jest w odczuciu autorki inne réwniez, niz “zdystansowana
postawa wspodlczesnych milosnikéw przyrody”, co wyklucza ja z kolejnej grupy.
Odwotujac si¢ do antropologii, przytaczajac informacje o wierzeniach jukagir-
skich plemion, szuka jednak umocowania w nauce dla swojej ekscentrycznej pasji
i procesu upodabniania sie do zwierzecia, ktdry nazywa i opisuje. “Polowanie
z jastrzebiem zawiodlo mnie na skraj cztowieczenstwa. A potem jeszcze dalej,
gdzie przestalam by¢ istota ludzkg™!.

Réwniez formalnie analizowane teksty komentuja laboratoryjny, naukowy dyskurs,
stajac sig, jak to ujal Clifford Geertz “zmaconymi”. “Nieostre krawedzie” dyskursu
naukowego i memuaru, a takze narracyjnej fokalizacji ludzkiej i nie-ludzkiej, sa
wyraznie akcentowane. Tsing, Brach-Czaina, Zajaczkowska i Macdonald tworzg
polifoniczne asamblaze ludzkich i nie-ludzkich praktyk zyciowych, ale tez podwazaja
skuteczno$¢ klasycznego (antropo- i meskocentrycznego) dyskursu naukowego.
Zamiast linearno$ci uprzywilejowuje klacze. We wprowadzajacym w metode
wstepie do Mushroom. .. Tsing zapowiada: “Zaczniemy od przywrdcenia ciekawosci.
Kiedy zrezygnujemy z uproszczen linearnej narracji, mozemy eksplorowac sploty
i impulsy niejednolitosci™? [podkr. L.A.-B.].

Kuszace w kontekscie analizowanych tekstéw jest przywotlanie pojecia sylwy,
ktdrej etymologia prowadzi do lasu [silva rerum], czy ogrodu (dawniej zwana byta
wirydarzem, ogrodem, hortulusem). Z autonaturografiami faczy sylwy koncepcja
heterogenicznego zbioru-kroniki i idea varietas (r6znorodnosci), z poprzedzajacym
je piSmiennictwem przyrodniczym - zamyst kolekcjonowania pamiatek i gest
wiadzy (co znajdzie si¢ w ogrodzie, a co uznane zostanie za chwast)*?, od ktérego
autorki autonaturografii wyraznie si¢ odcinajg. Koncepcja sylwy odswiezona
zostala przez Ryszarda Nycza, traktujacego sylwicznos¢ jako ceche charaktery-
styczng dla literatury wspolczesnej: hybrydycznej lub niedookreslonej gatunkowo
i stylistycznie, zmierzajacej do formy otwartej, mieszajacej elementy fikcjonalne
z niefikcjonalnymi i czerpigcej z réznych dyskursow, a takze — czgsto — autote-
matycznej i autobiograficznej**. Tak rozumiang sylwiczno$¢ interpretowa¢ mozna

40. Macdonald, ] jak jastrzgb, loc. 2422.

41. Macdonald, J jak jastrzgb, loc. 3292.

42. Tsing, Mushroom...,loc. 273-274.

43. Przypomnijmy, ze sylwy, relikt polskiej kultury szlachecko-ziemianskiej, byly rekopi-
$miennymi ksigzkami przekazywanymi z pokolenia na pokolenie. Zawieraly swiadectwa zycia
publicznego i osobistego, z rachunkami i zapiskami gospodarskimi sagsiadowaty w nich teksty
poetyckie, a z mowami sejmowymi - relacje z podrdzy. Zob. Agnieszka Gawron, “Silva rerum”,
w: Stownik rodzajow i gatunkéw literackich, red. Grzegorz Gazda (Warszawa: PWN, 2012), 1018-1021.

44. Adamczewska, “Sylwa wspolczesna”, w: Stownik..., 1057-1063.
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jako tekstowy wariant asamblazowosci — wzajemnych relacji réznych dyskursow,
gatunkow, form wypowiedzi, perspektyw.

Spojrzmy na antropologiczny esej Tsing. Cegietkami-komoérkami tekstu sa
miniatury poetyckie (np. haiku), rozbity na fragmenty reportaz uczestniczacy
o zbieraczach matsutake i drobiazgi autoetnograficzne, ukazujace badaczke
w dzialaniu; kazdy z tych elementéw wchodzi w relacje z pozostatymi. Tsing
opisuje, jak w Gorach Kaskadowych w Oregonie po raz pierwszy szukata mat-
sutake i ich zbieraczy, skupiajac sie na wrazeniach zmystowych: dotyku suchej
ziemi, specyficznym zapachu japonskiego grzyba, doswiadczeniach kulinarnych.

“Zapach matsutake odmienil mnie fizycznie” - zauwaza. Czytelnika angazuje
miedzy innymi za pomocg bezposrednich zwrotéw do adresata, ustawiajgcych
go w sytuacjach, ktore przydarzajg si¢ autorce. To lekcje empatii. “Co robisz,
gdy twoj $wiat zaczyna sie rozpadac?” - pyta. “Ja ide na spacer. A jesli mam szcze-
$cie, znajduje grzyby. Grzyby zwracaja mnie ku zmystom, nie tylko - jak kwia-
ty — poprzez swoje buntownicze kolory i zapachy, ale poniewaz pojawiajg si¢
niespodziewanie, przypominajac mi o szczgsciu bycia tu i teraz*” — pisze Tsing,
podkreslajac, ze “niekontrolowane zycie grzybow” zdaje si¢ darem w sytuacji,
kiedy przestajemy traci¢ kontrole nad §wiatem. “Chociaz nie moge zaoferowaé
wam grzybow, mam nadzieje, ze pdjdziecie za mng, by delektowac si¢ jesiennym
aromatem |[...]. To zapach matsutake, aromatycznych dzikich grzybéw, bardzo
cenionych w Japonii. [...] Ten zapach wywoluje smutek, sygnalizujac utrate bo-
gactwa lata, ale przywoluje tez ostrg intensywnos¢ i wzmozong wrazliwos¢ jesieni.
Takiej wrazliwosci bedziemy potrzebowac u kresu lata globalnego postepu [...]J**”.
Zaréwno kompozycja, jak i styl, daleko posunieta subiektywizacja i wyekspo-
nowanie “przyjemnosci tekstu” nie mieszczg si¢ w formule konwencjonalnego
pi$miennictwa naukowego.

Do koncepcji Wunderkammer — gabinetu osobliwosci — we wstepie do zbioru
esejow Vesper Flights nawiazuje Helen Macdonald, ustanawiajac w ten sposob
kierunek jego interpretacji. To nie jest panoptykon, stuzacy tylko do ogladania.
Za cechy znaczace autorka uznaje brak szkla oddzielajacego podmiot od eksponatu,
mozliwos¢ dotyku, poczucia tekstury i wagi. A takze brak muzealnej klasyfikacji,
umozliwiajacy bliskie sgsiedztwo muzycznym instrumentom, zakonserwowanym
rybom i skamielinom. W zamierzeniu autorki Vesper Flights ma by¢ wlasnie taka
kolekcja: “petng dziwnych rzeczy, zaskakujaca”. Macdonald odwotuje sie w przed-
mowie do swoich naukowych doswiadczen, ale zaznacza, Ze nie ma na mygéli “wiedzy

45. Tsing, Mushroom..., loc. 189-192.
46. Tsing, Mushroom...,loc. 203-206.
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obiektywne;j”, tylko taka nauke, ktora odstania planete “peknie i nieuchronnie
nieludzka™. Wunderkammer to réwniez “wirydarz” - tyle ze namacalny.

Tentakularnosé

W chimerycznych narracjach biocentrycznych, na przyklad - jak w anali-
zowanych przykltadach - ludzko-roslinnych i ludzko-mykologicznych zwraca
uwage jezykowa konceptualizacja sympoietycznych doznan zmystowych, przede
wszystkim dotyku. Jak pisze Chaberski, na marginesie referowania teorii Marii
Puig de la Bellacasy na temat “materii troski™

Dotyk — w przeciwienstwie do wzroku, ktory zajmuje centralne miejsce w zachodnich
systemach epistemiologiczny[ch] - wiaze si¢ z ucielesnionymi praktykami poznawania
$wiata. Pocigga bowiem za soba nie tyle chlodny, obiektywizujacy dystans, z jakiego
tradycyjny badacz obserwuje interesujace go zjawiska, ile bliski kontakt z przedmiotem
badan®.

“Wzrok, ten skalpel cywilizacji™ - doda Jolanta Brach-Czaina w Blonach umy-
stu, w innym miejscu nazywajac dotyk zmystem “zepchnietym do kulturowego
podziemia™®. A przeciez zaklada on wzajemnosc relacji. Jak pisze Brach-Czaina:

“Dotykanie jest zjawiskiem dwustronnym. To $wiat nas dotyka, gdy my go dotyka-
my. Akt dotyku zdaje si¢ wyczerpywa¢ we wzajemnym kontakeie [...]™". Urszula
Zajaczkowska tak opisuje spotkanie z ro$ling przez dotyk:

Kiedy dotykam listkéw ptonnika, wiem, Ze on tego nie chce. Moja ciepta dlon, pokryta
grubg skora, tluszczem i wilgocig jest istotnie cialem obcym, cialem o bardzo innych
wiasciwosciach materii niz jego listek, wiec roélina od razu wchodzi z tym moim obiektem
w interakcje. Ja tego nie czuje, ale dobrze wiem, ze tak jest. Roznice potencjalow zawsze
poruszajg energie®.

W zacytowanym fragmencie wiedza o odczuciach rosliny motywowana
jest akurat naukowo, Zajaczkowska sprzeciwia si¢ zaréwno antropomorfizacji

47. Helen MacDonald, Vesper Flights. New and Collected Essays (New York: Grove Press,
2020), loc. 72.

48. Chaberski, Asamblaze, asamblaze, 317.

49. Blony umystu, 25. Ciekawe w tym kontekscie jest dostrzezenie, ze stowo species (gatunek)
pochodzi z fac. specere — patrzec.

50. Brach-Czaina, Blony umystu, 60.

51. Brach-Czaina, Blony umystu, 59.

52. Zajaczkowska, Patyki, badyle, 74.
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(krytykowata za to Sekretne Zycie drzew Wohllebena), jak i “podszywaniu sie”.
W jej opowiesciach dotyk tworzy wspdlng plaszczyzne porozumienia.

Bardzo podobne zapisy taktylnych zetknie¢ z roslinami przynosza Blony
umystu Jolanty Brach-Czainy, ktérych materialno$¢ podkreslona jest juz w asam-
blazowym tytule (centralny rozdzial o dotyku zawiera opis blon jelit). W tym
filozoficznym zbiorze donoséw z rzeczywistosci, Swiadectwie relacyjnej filozofii
istnienia, znalazl sie tekst dotyczacy czarnej malwy, rosliny splatajacej sie z ko-
biecym bytem. Malwa

[...] poki nie rozkwitnie, potrafi by¢ odpychajaca, a w kazdym razie nie zacheca do bez-
posredniego kontaktu, cho¢ intryguje. Zielonoszare, jakby zakurzone, licie i fodyga,
mimo zrecznego kroju nie rzucajg sie w oczy. Na domiar ztego sa sztywno owlosione
i w dotyku nieprzyjemne. Podobnie paki, ciekawie prezentuja sie oczom, a nieprzychylnie
objawiajg rekom™.

Brach-Czaina skupia si¢ na procesualnosci ludzko-nie-ludzkiej relacji. Kiedy malwa
rozkwita, “rozlegty kielich kwiatu otwarty jest dla dotknig¢™*, a doswiadczenie,
ktore staje si¢ udzialem badacza, otwiera na “inne wymiary rzeczywistosci”.
Autorka opisuje to taktylne spotkanie nastepujaco:

Pierwszy gest jest zarazem bezczelny i nie§mialy, jak zwykle gdy inicjujemy bliski kontakt.
Ostroznie obejmujemy z zewnatrz kielich kwiatu. Migkki. Ale prezny. Zdolny utrzymac
skomplikowang konstrukeje cienkich blonek wzniesionych na ptynnej podstawie barw-
nych sokéw. W tym polozeniu kwiat sprawia wrazenie czego$ cennego przez kontrast
z niebezpieczng silg i codzienng pospolitoscig dloni.

Jedni przesuwajg w palcach korale rézanca. Inni kraza wokét kamiennej stupy, wo-
dzac po niej reka. Dotykanie kwiatow malwy wymaga zawsze rozwaznego i delikatnego
postepowania. Malwa jest zywa®.

W powyzszym cytacie zainspirowana buddyzmem filozotka zréwnuje skupienie
na roélinie i dotyku do medytacji. Ale dotyk jest w Blonach umystu nie tylko prak-
tyka, jest zmystem najwazniejszym, prowadzacym do akceptacji nieegocentrycznej,
nieantropocentrycznej wizji bycia cztowiekiem, wyjscia poza “indywidualng
wsobng $wiadomo$¢™®.

Wirod dotknied obszar wlasny naklada sie na inne, faczy z nimi, rozprzestrzenia i w ten
sposdb dokonuje si¢ materializacja rozleglej blisko$ci. Rzeczywisto$¢ namacalna pozostaje

53. Brach-Czaina, Blony umystu, 48. Podkr. - .A.-B.
54. Brach-Czaina, Blony umystu, 49.
55. Brach-Czaina, Blony umystu, 49.
56. Brach-Czaina, Blony umystu, 68.
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w szerokich kontaktach. To jednak narusza ztudzenie izolacji, sktania, by nie przecenia¢
ciasnoty jednostkowych granic [...]"".

- zauwaza Brach-Czaina, ktdrej spostrzezenia koresponduja z tezami Haraway
o przyjaznej, kompostowej mozliwosci, jaka daje ujecie rzeczywistosci w zamglone
ramy chthulucenu: “Przemykamy od styku do styku. Nie my jedni. Caly czas palce,
wasy, czutki, kosmyki macajg™®.

Roéwniez somateksty Zajaczkowskiej sg taktylne i kinetyczne, to jezykowe repre-
zentacje doswiadczenia dotyku. Manualna aktywno$¢ podmiotu poznajacego, jego
haptyczne spostrzezenia i praktyki (gniecenie, szczypanie, skubanie, wyrywanie,
odrywanie, glaskanie, krojenie, uciskanie, wyginanie, strzepywanie) wchodza
w dialog z dynamika roslin, ktére — nie jako przedmioty, lecz podmioty opisu —
réwniez podporzadkowane sg dotykowi i ruchowi: drzg, towarzysza im wiry i prady,
majag mechaniczne wloski, nocg chrzgszcza, drewno jest reakcyjne. Konsekwentne
podkreslenie przez Zajaczkowska dynamiki botanicznego zycia ksztaltowane jest
na przekor wynikajacemu z ograniczen ludzkiej percepcji przekonaniu, ze rosliny
s3 nieruchome (“Przyspiesz czas w wyobrazni, a zobaczysz wdechy klatki pniowej
drzew. Zima kurczy si¢ i zastyga™). Oto wiosna “[d]rzewa sie napinajg. Wystarczy
je szarpngc, nadtamac galazke, otworzyé tym samym wnetrze, a wypluja wam wode,
te, ktdra jeszcze przed chwila byla lodem. W ten sposéb sgczy si¢ sok z klonow
cukrowych, brzéz albo lip, lecz wylacznie tuz przed wystrzatem 1i§ci*®.

Opisywane przez Zajaczkowska istoty roélinne sg tentakularne — mackowate,
jak chtoniczni aktorzy, ku ktérym uwage radzi kierowa¢ Haraway. Zwré¢my uwage
na sposob obrazowania (zwlaszcza w wyréznionych przeze mnie typograficznie
fragmentach):

Patyki, badyle, dragi, pedy, gatazki — dfugie palce, rusztowania dla lisci, kwiatow i owocow,
pokryte twardg korg, zastoniete od $§wiata, eksponujg jednak swoje intymne priorytety,
obnazajac ksztaltem, ukrytym jezykiem anatomii calg historie swojego zycia, ktora
mozna czytaé jak powies¢ o nieprzewidywalnej fabule®’.

W innym miejscu Zajaczkowska pisze:

Skrzyp rozsiewa zarodniki zamaszystym gestem, wyrzuca je szarpnieciem i czule uktada
na wstazkach wiatru niosgcego je po prostu gdzies$, gdzie moze uda sie rozpocza¢ nowe.

57. Brach-Czaina, Blony umystu, 68. Podkr. - I.A.-B.
58. Brach-Czaina, Blony umystu, 70. Podkr. - I.A.-B..
59. Zajaczkowska, Patyki, badyle, 33.

60. Zajaczkowska, Patyki, badyle, 35. Podkr. - I.A.-B.
61. Zajaczkowska, Patyki, badyle, 7.
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Zarodniki faczg si¢ ze sobg hapterami, dtugimi mackami, ktére chyba nigdy nie leca
w pojedynke. To jedyna szansa, ze kiedy uda si¢ dalej zy¢, rosliny beda rosty blisko
siebie, w kepie, w zielonym mikropolis. Lodygi na wietrze poruszg si¢, beda dygotac,
stukac sie tez lekko o siebie, uwalniajac zarodniki, jak strzepuje si¢ magke z rgk, a ona
wtedy gdzie§ w powietrzu sie rozptywa®.

Idea mackowatosci daje si¢ wyczytac rowniez z eseju Jolanty Brach-Czainy
o czarnej malwie. Jej tekstowy pasaz staje si¢ lekcja dotykania kwiatu, ktére
przypomina¢ ma “stapanie owadzich odnézy” - w amalgamatowym poréwnaniu
ruch muskajacych platki palcow zestawiony zostaje z aktywnoscig nartnikow
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“edy na dtugich, zgietych odnézach gnaja po powierzchni wody za zdobyczg™.
Zakonezenie. Autonaturografie a ZYCIOpisanie

Przedstawione strategie literackie — uprzywilejowanie dotyku, postugiwanie
si¢ taktylnym pojeciem macki, konstrukcyjna rizomatycznos¢, zamglone granice
dyskurséw — lokuje w obszarze biopoetyki, ktora — za Przemystawem Czaplin-
skim - rozumiem jako “dzialania estetyczne, ktore problematyzujg wytwarzanie
istnienia™*, a wiec — najogdlniej rzecz ujmujac — szukaja lub podaja w watpliwos¢
istnienie “granicy oddzielajacej czlowieka od natury™®. Relacyjne i tentakular-
ne Patyki, badyle Urszuli Zajaczkowskiej, Btony umystu Jolanty Brach-Czainy,
Vesper Flights Helen Macdonald i The Mushroom at the End of the World Anny
Lowenhaupt Tsing nazwalam w tytule tego artykutu “autonaturografiami”. Ten
neologizm przyszedl mi na mysl, gdy zastanawialam si¢ nad autobiograficzno-
$cig analizowanych tekstéw, nieodnoszacych si¢ przeciez wprost do tradycyjnie
ujmowanej opowiesci o zyciu autora — calo$ciowego lub wyimkowego zycio-rysu.
Rdzen “bio” odnosi tu do indywidualizmu autora, nasuwajgc na mysl takg kon-
cepcje osoby, jaka — co staralam si¢ w powyzszych akapitach wykazac - twor-
czynie wybranych przeze mnie tekstéw neguja, stawiajac sie po stronie humus,
nie humanus. Rozwazatam uzycie mniej kategorycznego okreslenia “zyciopisanie”
(life-writing). W przeciwienstwie do implikujacej r6zne konwencjonalne strategie
gatunkowe “autobiografii”, “Zyciopisanie” rozumiem jako czynnos¢ przygodna,
swobodna, nienakierowang wprost na cel prezentacji autora, nieskoncentrowang
na spdjnym, autonomicznym “ja”.

62. Zajaczkowska, Patyki, badyle, 25, 26.

63. Brach-Czaina, Blony umystu, 50.

64. Czaplinski, “Literatura i Zycie”, loc. 1451.
65. Czaplinski, “Literatura i zycie”, loc. 1427.
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Potencjal ma wprowadzone przez Luisa van den Hengla®® — na marginesie
analizowania bioartu® — pojecie dzoegrafii (zoegraphy), zainspirowane wprowa-
dzonym przez Agambena w Homo sacer. Suwerenna wladza i nagie zycie podzialem
na bios (“zycie wartosciowe”) i dzoe (“nagie zycie”, ktére moze by¢ interpretowane
jako zycie roslinne, zwierzece, grzybow, bakterii), a takze spostrzezeniami Rosi
Braidotti na temat “tworczej witalnosci”. W ujeciu van den Hengla dzoegrafia
to “posthumanistyczny model zZyciopisania, bedacy afirmacjg zycia jako pierwotnej
sily, przeptywajacej przez ludzi, zwierzeta i rzeczy i laczacej je transwersalnie™®,
oraz, jak pisze autor dalej, propozycja “spojrzenia na zycie jako na eksperymen-
talny i otwarty proces transformacji, niekonczaca si¢ produkcje nowych relacji™.

W proponowanej przez van Hengla jakze trafnej nazwie umyka jednak
istotna w sytuacji tekstow niefikcjonalnych (a takimi sg przyrodnicze memuary
Zajaczkowskiej, Brach-Czainy, Macdonald i Tsing) autorka. Stad w zapropono-
wanym neologizmie prefiks “auto-”, stuzacy podkresleniu podmiotu, od ktérego
w literaturze nie ma odwrotu (bo przeciez nie s3 nim ostentacyjne proby negacji).
Obecnos¢ mediujgcej osoby méwiacej nie jest oczywiscie jednoznaczne z przyje-
ciem perspektywy antropocentrycznej, co nota bene Zajaczkowskiej zarzucat jeden
z recenzentow jej poezji, ganiagcy botaniczke za “nieprzystawalnos¢ [jej tekstow]
do posthumanistycznego paradygmatu””. Z tg opinia nie sposéb si¢ zgodzic,
bo juz samo ucielesnienie do§wiadczenia, akcentowanie dzoe w sobie, jest proba
wyjscia poza dyskurs skoncentrowany na czltowieku — ku asamblazowej relacji
spotkan z Innymi. Jak probowalam udowodni¢, bycie-w-swiecie Zajaczkowskiej,
Brach-Czainy, Macdonald i Tsing przedstawiane jest konsekwentnie jako bycie-w-
-relacji, czemu stuzy réwniez tematyzowanie i przekraczanie antropocentrycznego
dyskursu nauk przyrodniczych i spolecznych, a takze filozofii. Niektorzy czytelnicy
uznaja zapewne te biocentryczne projekty etyczne za naiwne, bo przeciez somateksty
pozostaja tekstami, a ucieczka z laboratorium jest mozliwa tylko woéwczas, gdy
ono istnieje. Dajmy autorkom prawo do poznawczych utopii, konkurencyjnych
wobec tej dominujacej, obiektywno-racjonalnej i antropocentrycznej.

66. Louis van den Hengel, “Zoegraphy: Per/forming Posthuman Lives”, Biography no. 1
(2012), 1-20.

67. Van Hengla interesuja Tissue Culture & Art Project, tworzacy “semi-zyjace” rzezby z tkanek
hodowanych w inkubatorach, a takze stynny performans Mariny Abramovi¢ The Artist is Present,
w ktorym w przeplywie energii upatruje “witalnej materialnosci zycia” (15).

68. Van den Hengel, “Zoegraphy”, 8.

69. Van den Hengel, “Zoegraphy”, 8.

70. Oddzwigk, jaki w krytykach wywolaly jej wiersze, zbiera Katarzyna Szopa (“Poetyckie
archiwum roslinne: casus Urszuli Zajaczkowskiej”, Zagadnienia Rodzajow Literackich z. 1, 2018,
145), polemizujac z tymi krytykami.
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The Topographies of the Philosophical Path,
or on the Consequences
of Not Wearing Shoes

Abstract: The purpose of the considerations presented in this article is to analyze the status

of philosophy in terms of its problem-solving potential, or, more simply, to trace the pos-
sible topographies of a philosophical path. The point of departure, but also the central

subject of my research, is a passage from Plato’s The Symposium (201d-204c), contain-
ing an emblematic, though ambiguous, description of a philosophical journey. The key
problems that this description poses, particularly in the area of its metaphilosophical

consequences, certainly deserve a more profound reflection. Therefore, in the subsequent

sections of the article, I present — and critically discuss — some of the most significant

interpretations of Plato’s passage, emphasizing their (meta) philosophical implications.
The latter, in turn, are organized according to the categories of the modes of philosophy,
as proposed by Sextus Empiricus (Pyr., I, 1-4). On the basis of the proposed reflection

upon the topography of the philosophical path and upon the character of the generally
accepted model of knowledge, I endeavor to provide an explanation that, while avoiding
the reefs of dogmatic consequences of thinking about philosophy, would account for -
and acknowledge - the uncertainty inscribed in philosophy, both with respect to particular
resolutions and with respect to the possibility of its own self-fulfillment. For this purpose,
other narratives of paths, journeying, and pursuits - metaphorically unlike those offered
by Plato, prove useful.

Keywords: philosophy, metaphilosophy, Eros, Plato, The Symposium, zeteticism, anti-
dogmatism, knowledge, wisdom
The road is always better than the inn.

Cervantes

We are the Seekers and we are the Goal,
We are the Travelers, the Road, and the Inn

Jalal ad-Din Mohammad Rami

The subject of my metaphilosophical' reflection is the philosophical path per-
ceived primarily in light of its topography, rather than - for example - through

1. Using the word “metaphilosophy,” I refer to a philosophical reflection on philosophy. Offer-
ing such an insight, I simultaneously strive to enact the principle of methodological non-deviation
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the lens of the consequences of walking this path with the view to achieving a spe-
cific goal. In such a perspective, the topography of the path precedes — or ought
to precede - the methodology of philosophical inquiry®. In this text, I analyze
selected literary descriptions of the topography of the philosophical path, focusing
in particular on the consequences of their authors’ rhetorical choices. Topography;,
as is known, concerns the morphology of the terrain and its configuration - un-
derstood in terms of the characteristics and respective positioning of its landmarks.
The Greek verb Tonoypagéw means “to describe a place” or to “define the location
of a place,” and because it involves such actions, topographic thinking reveals
certain characteristics of philosophical reflection as such. It facilitates the recog-
nition of its landmarks, the identification of the distribution of its points of gravity,
or the recognition of the demarcation lines between, for instance, the source,
the act, and the purpose of philosophy. Above all, however, it allows one to rethink
philosophy itself, as abstracted from its historically (and otherwise) constructed
profile. It is also worth recalling that the uniqueness of philosophy lies in the fact
that it is self-reflective, and perhaps that is why it can plot different trajectories of its
own discourse. A philosopher, after all, is a songbird contemplating its own song,
but, at the same time, a flying bird pondering on the routes of its travels. In other
words, in my musings, I attempt to intently listen to the voice of the bird-philos-
opher singing about his journey.

The Iconic Model of the Philosophical Path
in Plato’s The Symposium,

The starting point, but also the central object of my inquiry, is the passage
from Plato’s The Symposium (201d-204c)’ — a fragment archetypal to the subject
under analysis. However, to illustrate my argument properly, I will also refer to other

from the original discipline - philosophy itself. Methodologically speaking, metaphilosophy
is a subdiscipline of philosophy, while, for example, metamathematics, methodologically, although
it may be a subdiscipline of mathematics, may also be a branch of philosophy.

2. Publication co-financed by the funds granted under the Research Excellence Initiative
of the University of Silesia in Katowice.

3. For more important insights on Plato’s Symposium, see Steven Berg, Eros and the Intoxications
of Enlightenment: On Plato’s Symposium (Albany: Suny Press, 2010); Plato’s Symposium. Issues in Inter-
pretation and Reception, ed. James Lesher, Debra Nails, Frisbee Sheffield. Hellenic Studies 22. Cambridge,
MA: Harvard University Press, 2006; Kevin Corrigan, Elena Glazov-Corrigan, Plato’s Dialectic at Play:
Argument, Structure, and Myth in the Symposium (University Park: Penn State University Press, 2004);
Alexander Nehamas, ““Only in the contemplation of beauty is human life worth living’ Plato, Symposium
211d,” European Journal of Philosophy, 15, 1 (2007), 1-18; Mary P. Nichols, Socrates on Friendship and Com-
munity: Reflections on Plato’s Symposium, Phaedrus, and Lysis (Cambridge: Cambridge University Press,
2009); Frisbee Sheftield, Plato’s Symposium: The Ethics of Desire (Oxford 2006).
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narratives that shed more light upon some of the fundamental difficulties associated
with, or caused by, the story of Diotima/Socrates/Plato. While it is hardly neces-
sary to justify the importance of this passage to philosophy and metaphilosophy
alike, it makes perfect sense to begin this section with a quotation from Diogenes
Laertios*, who reports that “[...] is said that Socrates in a dream saw a cygnet
on his knees, who immediately put forth feathers, and flew up on high, uttering
a sweet note, and that the next day Plato came to him, and that he pronounced him
the bird which he had seen.” Thus, the simile employed in the previous section
receives interpretive substance: Plato, after all, is “pronounced” a bird. Further-
more, it is worth remembering that the whole story in question is an embedded
narrative: it is an account of Apollodoros (who had heard it from Aristodemos),
in which Socrates recounts the story of Diotima. However, the beginning of Apol-
lodoros’s account is suggestive: he talks about meeting Socrates, who “was fresh
from the baths and wearing his sandals,” stressing that these were “two rare
events for him.”™

Even if we choose to disregard the issue of Socrates’s infrequent ablutions,
the mentioned “rarity” of the occasions when he would wear shoes is (in the uni-
verse of Socratic humor) both significant and ironic: as a rule, Socrates would be
barefoot. And, as will be seen, it is exactly about the barefoot being that Plato — that
is, Aristodemos, and therefore Apollodoros, and therefore Socrates, and therefore
Diotima - will speak. It also seems worth mentioning that, when Glaucon nags
him about the origins of the story, Apollodoros indicates Aristodemos as his
source, using which opportunity he does not fail to emphasize the latter’s physi-
cal traits. Aristodemos, in his description, is “a little fellow, who never wore any
shoes.”” Although clearly the recurrence of the motif of barefootedness begs a closer

4. Aware that the names of the philosophers of the Antiquity function in the academic cir-
culation in a number of varieties, in my text I attempt to systematically use un-Latinized, Greek
names in Latin transliteration, e.g. “Diogenes Laertios” rather than “Diogenes Laértius.”

5. Diogenes Laértius, The Life and Opinions of Eminent Philosophers, literally translated
by C.D. Yonge (London: G. Bell and Sons, Ltd., 1915), ITL, 5. https://www.gutenberg.org/cache/
epub/57342/pg57342-images.html (10.03.2021).

6. Plato, Symposium, trans. Benjamin Jowett. Edited, annotated, and compiled by Rhonda
L. Kelley, 4 (174a), http://faculty.sgc.edu/rkelley/SYMPOSIUM.pdf (5.05.2021). Cf. also Plato,
The Symposium, ed. M.C. Howatson and Frisbee C.C. Sheffield, trans. M.C. Howatson (New
York: Cambridge University Press, 2008), 3 (174a), https://philarchive.org/archive/FREAR-4
(10.05.2021). The Greek original reads: “Aehovpévov e kai tag PAadtag Hodedepévov, & ékeivog
OAydkig €moiel.” See: ITA&twv, Zvumooiov, Keipevo, petagpaocn, eppunveia Iwdvyng ZvkovTtpng
(ABnva: Iwdvvng A. KoAAdpov & Zia A.E, 1970.), 11 (174a), http://repository.edulll.gr/edulll/
retrieve/7067/1970_symposium.pdf (5.05.2021). All the quotations from the Greek text come
from this edition.

7. Plato, The Symposium..., 2 (173b). Compare the English translation with the Greek original:

“opkpog, avumodnrog det,” IIAdtwv, Zvumdaiov, 7 (173b).
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scrutiny, for the time being I will only point to the shoe-related literary parallel
that I am going to use, and to which I will also (literally) return at the end of my
inquiry. On the one hand, the parallel in question is that between “not wearing
shoes” and “ignorance”; on the other — between “being fully shod” and the “be-
lief in possessing knowledge.” I cannot help but feel that, in its own form, this
bidimensional parallel looms large in Plato’s text.

The above notwithstanding, it is also reasonable not to dismiss other interpre-
tative leads manifest in the very Prologue to the dialogue - tropes that may prove
noteworthy from the point of view of a metaphilosophical, topographic insight.
It is already in the second sentence of the Symposium that Apollodoros describes
his journey from his home in Phaleron to “the city” (identifiable as Athens) as “go-
ing up/climbing™ the road. Indeed, even today the trip from Phaleron to Athens
requires one to take an ascending path, but one must be very careful not to treat
the trajectory of Apollodoros’s journey in any schematic, or monomythical way,
as in fact the Greek lexeme dveiu: (“climb”/ “go up”) also translates into: “sail up”
(“out to sea”), to “go up inland,” to “come forth,” “approach,” and even to “go back,”
or “return.” Therefore, as I endeavor to demonstrate, in spite of the strong blending
of philosophy’s reputation with the concept of “the ascent” (anabasis), the passage
under study (along with other texts) suggests that the topography of the philo-
sophical path may, in fact, differ from the one stereotypically envisaged. Even
the prologue to The Symposium makes it clear that Glaucon “was looking for™
Apollodoros, which fact seems to emphasize the fundamentally zetetic'® dimension
of the processes of learning or acquiring new knowledge. Bearing all of the above
in mind, it makes sense to try to think about philosophy in the perspective of ac-
tivities defined by the potentiality of the Greek verbs dveiu and {57éw — but also
in the context of the importance of footwear in the Platonic discourse. Let us then
briefly examine the account of the cygnet-philosopher, paying special attention
to his songs dedicated to the routes of his flight."

8. The semantics of the Greek “aviwv” / “Gveiul” are, unfortunately, lost in the English transla-
tions. For comparison, see: ITA&twv, Zvumooiov, 3 (172a).

9. Plato, Symposium, trans. Benjamin Jowett. . , 4 (172a); gr. “¢(itouv” see: IIN&twv, Zvpmdotov, 3 (172a).

10. For a zetetic understanding of philosophy, see Dariusz Kubok, “Comments on the Sources
of Greek Philosophical Criticism,” Folia Philosophica, 34, Special issue: Forms of Criticism in Philoso-
phy and Science, ed. Dariusz Kubok (Katowice 2015), 9-31; Dariusz Kubok, “Kilka uwag o modelach
zetetycznych w filozofii polityki: Voegelin — Strauss.” [A few remarks on zetetic models in the phi-
losophy of politics: Voegelin — Strauss.], Horyzonty Polityki nr 35 (2020), 125-143; Dariusz Kubok,
Krytycyzm, sceptycyzm i zetetycyzm we wczesnej filozofii greckiej [Criticism, Skepticism and Zeteti-
cism in Early Greek Philosophy] (Katowice: Wydawnictwo Uniwersytetu Slaskiego, 2021), 115-146.

11. Focusing on the topography of the journey, I will leave a plethora of major problems that
this passage raises aside. Aware of the importance of the issues I omit, I am also aware of the limi-
tations concerning the size of the text of a standard journal article.
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The Symposium dedicates much space to Eros, '? addressing questions concerning
“the being and nature of Eros, and then of his works.”* As the text makes clear,
philosophy also - or perhaps above all - is love. In the section 204b of The Sym-
posium, Plato offers the following inference:

Premises:

1) “wisdom is a most beautiful thing” (§ottv yap 81 T@v kaAAioTtwv 1) cogia),
2) “Eros is a love of the beautiful” ("Epwg 6 ‘€oTiv €pwg mepl 10 KakOV),

The conclusion that necessarily follows from these premises (doTe dvaykaiov)
is the following:

3) “Eros is also a philosopher” ("Epwta @thocogov eivar)*.

Without delving any deeper into the intricacies of the sense of the words
"Epws (Eros) and ¢iAdéoogog (“philosopher,
tant to emphasize that the text indicates the space of their common presence.
It is this concurrence that sets up the overall topographic framework of the
love thus conceived, conditioning the modes of philosophical activity, to which
the concept of petav (or év péow), translating into “between” (or “in the mean”),

» <«

the lover of wisdom”), it is impor-

12. For more information on Eros in Greek philosophy, and, in particular, in Plato’s work,
see Claude Calame, The Poetics of Eros in Ancient Greece, trans. J. Lloyd (Princeton: Princeton
University Press, 1999); Ursula Bittrich, Aphrodite Und Eros in Der Antiken Tragodie: Mit Aus-
blicken Auf Motivgeschichtlich Verwandte Dichtungen (Berlin-Boston: De Gruyter, 2005); Drew
Hyland, “Eros, epithumia, and philia in Plato,” Phronesis, 13 (1968), 32-46; W. Joseph Cummins,

“Eros, Epithumia, and Philia in Plato,” Apeiron, 15 (1981), 10-18; Anne Carson, Eros the Bittersweet
(Princeton: Princeton University Press, 1986); Eros, Agape, and Philia: Readings in the Philosophy
of Love, ed. Alan Soble. New York: Paragon House, 1989.; Lorelle D. Lamascus, The Poverty of Eros
in Plato’s Symposium (Bloomsbury: Bloomsbury Publishing, 2016); Giovanni Ferrari, Platonic
Love, in: The Cambridge Companion to Plato, ed. R. Kraut (Cambridge: Cambridge University
Press, 1992), 248-276; Lidia Palumbo, Eros Phobos Epithymia. Sulla natura dellemozione in alcuni
dialoghi di Platone (Napoli: Loffredo, 2001); Martha Nussbaum, “Erds and Ethical Norms: Phi-
losophers Respond to a Cultural Dilemma,” in: The Sleep of Reason: Erotic Experience and Sexual
Ethics in Ancient Greece and Rome, ed. Martha Nussbaum & Juha Sihvola (Chicago: University
of Chicago Press, 2002), 55-94; Glenn W. Most, Six Remarks on Platonic Eros, in: Erotikon: Es-
says on Eros, Ancient and Modern, ed. Shadi Bartsch, Thomas Bartscherer (Chicago: University
of Chicago Press, 2005), 33-47; David M. Halperin, “Love’s Irony: Six Remarks on Platonic Eros,”
in: Erotikon: Essays on Eros, Ancient and Modern, ed. Shadi Bartsch, Thomas Bartscherer (Chicago:
University of Chicago Press, 2005), 48-58.

13. Plato, Symposium, trans. Benjamin Jowett..., 29 (201d-e), see also: Plato, The Symposium,
ed. M.C. Howatson and Frisbee C.C. Sheffield..., 44 (201d-e). Compare the English translations
to the Greek original: “tig ¢0Twv 0 "Epwg kai moiog TiG, Emerta ta €pya adtod,” IINdTwv, Zvpmdoiov,
133 (201d-e).

14. Plato, Symposium, trans. Benjamin Jowett..., 30 (204b), see also: Plato, The Symposium,
ed. M.C. Howatson and Frisbee C.C. Sheffield. .., 147 (204b). See also ITAatwv, Zvumoaiov, 145 (204b).
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is central. By virtue of mutual interconnectedness of Eros and “the love of wis-
dom,” the term simultaneously determines the broadest frame of philosophy’s
topography. The word uetav, however, requires that its own “spatial” limits be
defined. In passages 201a-204c of The Symposium Plato observes that:

1) “there is a mean' between wisdom and ignorance”

“éotv Tt petabd cogiag kai dpabiog” (202a)',

2) “[Eros] is in a mean between [fair and foul, good and evil]”

“[...] T petakd [...] TovTow [sc. kaAdv, aioxpov; &yabdv, kaxdv]” (202b)7,

3) “[Eros is] is neither mortal nor immortal, but in a mean between the two”

“...] petakd Bvnod kai dBavdtov” (202d)*,

4) “[Eros is] the mediator who spans the chasm which divides [Gods and hu-
mans], and therefore in him all is bound together.”

N 3

“[...] év uéow 8¢ 6v dppoTépwv oVUTANPOT, DOTE TO TIAY AVTO AT ovvdedéobau
[sc. @¢oi, dvBpwmol]” (202e)”,
5) “ [Eros] is in a mean between the wise and the ignorant”
<« 7 3 AN ] e/ 3 7 3 7. 203 20
[...] cogplag te ad kal apabiag év péow éotiv” (203e)*.

By merging the above statements into one, we arrive at the conclusion that
“in-betweenness” is determined by the understanding of each of the binaries: wis-
dom and ignorance, good and evil, mortality and immortality, gods and people.
The lovers of wisdom (pthoco@odvteg) are those dwelling “in a mean between
the two” opposites (ot peta&d Tovtwv apgotépwy, 204b)*. It is worth remembering
that these frames of reference, listed together in the same fragment of Plato’s text,
represent various orders (epistemic, ethical, temporal, etc.), which suggests that
any attempts at delineating strict distinctions between them are unfounded. Such
a positioning of Eros-as-philosopher refers to the bipolar principles organizing all-
that-is. Genetically, these principles may be called Resource (Poros) and Poverty

15. In his translation, M.C. Howatson prefers the word “intermediate.”
16. Plato, Symposium, trans. Benjamin Jowett..., 29 (202a); compare with: Plato, The Symposium,
ed. M.C. Howatson and Frisbee C.C. Shefhield.. ., 144 (202a). See also ITA&twv, Zvgmootov, 145 (202a).
17. Plato, Symposium, trans. Benjamin Jowett..., 29 (202b); compare with: Plato, The Symposium,
ed. M.C. Howatson and Frisbee C.C. Sheffield. .., 145 (202b). See also ITAdtwv, Zvumoaiov, 135 (202b).
18. Plato, Symposium, trans. Benjamin Jowett. .., 30 (202d); compare with: Plato, The Symposium,
ed. M.C. Howatson and Frisbee C.C. Sheffield.. ., 145 (202d). See also ITAdtwv, Zvgumootov, 136 (202d).
19. Plato, Symposium, trans. Benjamin Jowett..., 30 (202e) compare with: Plato, The Symposium,
ed. M.C. Howatson and Frisbee C.C. Sheffield.. ., 146 (202e). See also ITA&twv, Zvgmdoiov, 137 (202e).
20. Plato, Symposium, trans. Benjamin Jowett.. ., 30 (203e) compare with: Plato, The Symposium,
ed. M.C. Howatson and Frisbee C.C. Sheffield.. ., 147 (203e). See also ITA&twv, Zvumdoiov, 145 (203e).
21. Plato, Symposium, trans. Benjamin Jowett..., 30 (204b); compare with: Plato, The Symposium,
ed. M.C. Howatson and Frisbee C.C. Sheffield. .., 147 (204b). See also ITAatwv, Zvumoaiov, 145 (204b).
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(Penia) - as they are referred to in the text** — which corresponds to the ontolog-
ical-epistemological concepts of the One or the Good (év or dyafdv) and the In-
definite Dyad (40pioTtog Svdg) as the highest principles®. It should be remembered,
however, that the “in-between,” understood in its multifaceted senses, suspended
between the extremes, yet occupying the area excluding “pure” oppositions,
constitutes the proper space of philosophy. The above notwithstanding, this area
is not inhabited by philosophy alone; populating it are also philosophical dialogues
and prayers, and even mantic prophecies reverberate there; it is “in-between” that
divine commandments and divine grace become manifest; it is there that sacrifices
and rites belong™. It is there, “in between,” that we can find it all, whether we are
awake or asleep, and it is through Eros-the-philosopher as a “spiritual” or “divine
man” (Sawpdviog &vryp, 203a)*, or even “a great spirit” or “great divinity” (Saipwv
péyac, 202d)*, the special interpreter-hermeneut (€ppnvedov, 202e),” the barefoot
Hermes,? through whom “all the intercourse and converse of God with man [...]
is carried on.”* Operating, like others, “in-between,” and responsible for the com-

22. Plato, Symposium, trans. Benjamin Jowett..., 30 (203b); compare with: Plato, The Symposium,
ed. M.C. Howatson and Frisbee C.C. Sheffield. .., 146 (203b). See also ITA&twv, Zvgumooiov, 141 (203b).

23. On that issue, see Hans Joachim Kramer, Arete bei Platon und Aristoteles. Zum Wesen
und zur Geschichte der platonischen Ontologie (Heidelberg Akademie der Wissenschaften: Hei-
delberg, 1959), Konrad Gaiser, Platons ungeschriebene Lehre (Stuttgart: Ernst Klett Verlag, 1963),
Giovanni Reale, Zu einer neuen Interpretation Platons. Eine Auslegung der Metaphysik der grofien
Dialoge im Lichte der “ungeschriebenen Lehren,” erweiterte Auflage (Paderborn: Schoningh, 2000);
John Niemeyer Findlay, Plato: The Written and Unwritten Doctrines (London: Routledge, 2013);
Kenneth Sayre, Plato’s Late Ontology: A Riddle Resolved (Princeton: Princeton University Press,
1983), Dmitri Nikulin (ed.), The Other Plato: The Tiibingen Interpretation of Plato’s Inner-Academic
Teachings (Albany: State University of New York Press, 2012).

24. Tt is worth noting that all of these discourses are conversations, and no conversation
proper may exist without love.

25. Plato, Symposium, trans. Benjamin Jowett..., 30 (203a); compare with: Plato, The Sympo-
sium, ed. M.C. Howatson and Frisbee C.C. Sheffield..., 146 (203a). See also ITAdtwv, Zvumooiov,
137 (203a). It is worth noting that Howatson translates the phrase as “divine man.”

26. Plato, Symposium, trans. Benjamin Jowett..., 30 (202d); compare with: Plato, The Sympo-
sium, ed. M.C. Howatson and Frisbee C.C. Sheffield..., 146 (202d). See also ITA&twv, Zvpmociov,
136 (202d). Howatson translates the phrase as “great divinity.”

27. Plato, Symposium, trans. Benjamin Jowett..., 30 (202e); compare with: Plato, The Symposium,
ed. M.C. Howatson and Frisbee C.C. Sheffield.. ., 146 (202e). See also ITA&twv, Zvgumdoiov, 137 (202e).

28. Eros “has no shoes, nor a house to dwell in; on the bare earth exposed he lies under
the open heaven, in the streets, or at the doors of houses, taking his rest” - Plato, Symposium,
trans. Benjamin Jowett..., 30 (203d); compare with: “[Eros is] homeless and unshod, ever lying
on the ground without bedding, sleeping in doorsteps and beside roads under the open sky.” - Plato,
The Symposium, ed. M.C. Howatson and Frisbee C.C. Sheffield..., 147 (203d). See also ITAdtwv,
Zvumooiov, 143 (203d).

29. Plato, Symposium, trans. Benjamin Jowett..., 30 (202¢); compare with: Plato, The Symposium,
ed. M.C. Howatson and Frisbee C.C. Sheffield.. ., 146 (202e). See also ITA&twv, Zvyumdoiov, 137 (202e).
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munication between the divine sphere and the human world, he channels his
love towards wisdom and thus becomes a wisdom lover. The space “in between’
is defined by the abolition of the poles at its extremes: the nature of Eros-the-phi-
losopher is, after all, “neither immortal nor mortal” (o¥te wg dBdvatog mépukev

ovte wg BvnTog) *.

What, then, is the trajectory of the philosophical journey of The Symposium’s
participants? What is the topography of the path of the love of wisdom within
the “in-between,” “inside” of it? By no means, contrary to what is often assumed,
is it a mere upward-going path (anabasis), nor merely a descending trail (katabasis).”!
In passage 203e, Plato describes Eros-the-philosopher as “alive and flourishing
at one moment when he is in plenty, and dead at another moment, and again
alive.”? Perhaps the best way to express these dynamics is the trope of a (positively
construed) struggle, energized and re-energized by the dual nature of the pilgrim:
he takes after his father in his inclination toward all that is beautiful and good,
yet he inherits his condition of constant privation from his mother. Metaphori-
cally speaking, Eros does have wings to fly, but his bare feet crave the earth. Yet,
the central driving force in Eros’s story is unfulfillment. Plato expresses it with
words emphasizing the continuity and endlessness of states that always last,
and ceaseless, never-ending actions that always occur. Importantly, Eros’s “always”
is dual in its nature, echoing the duality of his parental heritage:

2]

1) Taking after his mother, Eros is always poor (mévng dei €ott, 203c¢), always
in distress (dwelling ever in want) (&et évdeia ovvoikog, 203d), on the bare ground
he always lies with no bedding (yapounetrg det, 203d, which literally means “al-
ways falling to the ground”), whatever he gains always slips away from him (1o 8¢
noptlopevov det bmekpel, 203e) — but “that which is always flowing in is always
flowing out, and so he is never in want and never in wealth”;

2) Taking after his father, he is “always weaving some intrigue of other” (Gt
Tvag TAéKwV unxavdg, 203d). It is worth noting that even without the word
aei (always), the phrase dia mavtog tod Piov used in the same passage (203d) —

30. Plato, Symposium, trans. Benjamin Jowett. .., 30 (203e); compare with: Plato, The Symposium,
ed. M.C. Howatson and Frisbee C.C. Sheffield. .., 147 (203e). See also ITA&twv, Zvumdoiov, 143 (203e).

31. See, for instance, Dariusz Kubok, Prawda i mniemania. Studium filozofii Parmenidesa
z Elei [Truth and Presumptions. A Study in the Philosophy of Parmenides of Elea] (Katowice:
Wydawnictwo Uniwersytetu Slaskiego, 2004), 81-86.

32. Plato, Symposium, trans. Benjamin Jowett. ..., 30 (203e); compare with: Plato, The Symposium,
ed. M.C. Howatson and Frisbee C.C. Sheffield..., 147 (203e). The original Greek passage reads
thus: “[...] A& ToTE pév tig avTig fiuépag BN et te kai {fj, dtav evmoprion, Toté 8¢ dnobvrjoket,
TéAy 8¢ dvaPuooketat St THv ToD TaTPOG PUOLY, TO 8¢ Toptlopevov det Dekpel, Do Te 0D TE Amopel

"Epw¢ moté oUte mhovtel [...],” ITA&twv, Zvpmooiov, 143 (203e).
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emphasizing a similar concept - refers, in fact, to constant “pursuit of wisdom,”
i.e. to life-long philosophizing. **

The always — especially the always which Eros inherits from his mother - has
considerable consequences, most important of which is his persistent failure to at-
tain fulfillment. Thus, should we assume that Eros must always remain unfulfilled,
we would have to infer that he will never achieve his ultimate goal, which is wisdom.
Still, we must realize that “never” is antonymous not only to “always,” but also
to “ever/whenever” — which clearly reveals Plato’s dogmatism. Rather than that
of a hopeful zetetic, Plato adopts a stance of a negative dogmatist who has already
passed his judgment on the impossibility of Eros-the-philosopher’s fulfillment.

The Typology of Philosophy According to Sextus Empiricus

In the first paragraph of his Outlines of Pyrrhonism entitled “The most fundamen-
tal difference among philosophies” (mept Tiig dvwtatw dtapopd TOV hAocoPLdV)
Sextus Empiricus claims that “the most fundamental kinds of philosophy are
reasonably thought to be three: the Dogmatic, the Academic, and the Sceptical ™*
These three categories serve to differentiate among three specific positions one
may take in relation to the activity of (re)search (understood as the core of a phil-
osophical effort). The dogmatic philosophy confirms the finding of the answer
to the question underlying its inquiry as a result of the completion of the search.
The academic philosophy, in turn, denies the very possibility of finding ultimate
answers to the questions that propel its inquiries; the perpetual reach never leads
to a firm and final grasp.* Finally, the skeptical philosophy endlessly continues

33. Inthis context, it is worth comparing the translations of the passage proposed by Benjamin
Jowett and by M.C. Howatson: Plato, Symposium, trans. Benjamin Jowett..., 30 (203d) and Plato,
The Symposium, ed. M.C. Howatson and Frisbee C.C. Sheffield..., 147 (203d).

34. “60ev e Oywg SokoDoLy ai dvwTdTtw QLlocogiatl Tpeig eival, Soypatiks "Akadnuaikn
okentikn.” 2éEtog Eunetpikog, [Tuppwveteg vmotunioeig A, B’ (Becoalovikn: Zitpog, 2007), 1, 4;
The translated passage comes from the following edition: Sextus Empiricus, Outlines of Scepticism,
translated and edited by Julia Annas and Jonathan Barnes (Cambridge: Cambridge University
Press, 2000), 3; other editions of the Sextus Empiricus’s work include: Sextus Empiricus, Outlines
of Pyrronism, translated, with Introduction and Commentary, by Benson Mates (New York, Oxford:
Oxford University Press, 1996), http://www.sciacchitano.it/pensatori%20epistemici/scettici/out-
lines%200f%20pyrronism.pdf (5.05.2021) and Sextus Empiricus, Outlines of Pyrrhonism, trans. R.
G. Bury. Loeb Classical Library 273. (Cambridge, MA: Harvard University Press, 1933).

35. Academic philosophy is, in fact, tantamount to negative dogmatism - it exercises the dog-
matic abolition of modal positive dogmatism by questioning the assumption that “the answer can be
found.” Thereby, negative dogmatism of the Academic philosophy thus takes the form of the thesis
that “it is impossible to find (any/the) answer.” Today, many researchers employ the terminological
distinction between “positive” and “negative dogmatism,” however, in the context of the debate
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in its efforts and always keeps searching.’® The skeptical philosophy, whose
nature manifests itself in its focus on acts of investigation and inquiry ({fjtnou),
is described by the words émpovy (sticking to something/abiding by some-
thing/stopping at something) and & (still/continuously). In the light of this
distinction, the philosophy of Plato in The Symposium may be perceived as both
skeptical (owing to €71, the inexhaustible passion of seeking without ever stop-
ping) and as negatively-dogmatic (due to the dogmatic acceptance of the “never”
as a declaration of the belief in the impossibility to “grasp” the object of inquiry
and, thereby, attain fulfillment). Surprisingly, most researchers addressing
Greek philosophy tend to concentrate solely on the first of the two components.
And while one might be inclined to agree that since the times of Aenesidemos
the Academy would embrace skepticism, the Academy of Carneades and Clei-
tomachus manifestly tends towards negative dogmatism, which, given the second
component of Plato’s philosophical stance, seems far from accidental. Let us note,
however, that the acceptance of “never” may shift the thus based reflection to-
wards the philosophy of the absurd, transforming Eros into Sisyphus. It is worth
bearing in mind, however, that while Camus's “absurd” hero pays an enormous
price for his givenness to the “passions of this earth,”*” Plato’s interpretation
of Eros-as-philosopher tends towards the acceptance of absurdity owing to love
that is neither from this earth nor for this earth.

Thus, without leaning to either side, one may read the trajectory of the jour-
ney of the participants of The Symposium as a hybrid trajectory. Arguably, theirs
is a journey along the path of zetetic negative dogmatism, that is, a constant quest
in defiance of the assumed impossibility of finding the answers to questions mo-
tivating the inquiry. To explore this concept in greater detail, in the section below
I first present some of the arguments raised by the supporters of such an interpre-

on Sextus Empiricus, J.A. Palmer’s example seems particularly illustrative of the usage of the con-
cept: “Although strictly speaking Sextus does not here [Pyr., I, 1-3] call Clitomachus, Carneades,
and the other Academics ‘dogmatics’, his characterization of them as denying that the truth can
be grasped clearly amounts for him to a type of dogmatism which the Pyrrhonian seeks to avoid.
For the sake of convenience, then, I refer to them variously as ‘negative dogmatists” or ‘dogmatic
skeptics.” J.A. Palmer, “Skeptical Investigation,” Ancient Philosophy, 20 (2000), 351, fn. 1.

36. “Toig (nrodot T mpdypa fj ebpeaty émakolovbetv eikdg fj dpvioty edpéoewg kai dkatanyiog
Opoloyiav fj Empoviy (Ntroews. Stomep lowg Kal €Mt TOV katd Pthocopiav {nrovpévwy oi uév
ebpnrévatl 10 dAn0c Epaocay, ot § dmeprivavto pi Suvatodv eivat ToHTo kKataAneOfval, oi 8¢ &t
{nrodow.” ZéEtog Epmetpkog, [Tuppiveleg vIOTUTDCEL. ..., I, 1-3.

37. “You have already grasped that Sisyphus is the absurd hero. He is, as much through his
passions as through his torture. His scorn of the gods, his hatred of death, and his passion for life
won him that unspeakable penalty in which the whole being is exerted towards accomplishing
nothing. This is the price that must be paid for the passions of this earth.” Albert Camus, The Myth
of Sisyphus, translated from the French by Justin O’Brien (London: Peguin Books, 1977), 108.
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tation, even though not all of them may be aware that what they advocate in their
writings is, in fact, the ephemeral hybrid of zetetic negative dogmatism. Next,
I invoke an interpretation which, quite close to Plato’s own position, questions
the validity of the negative-dogmatic component. Finally, I propose a solution
which opens up the possibility of rejecting the hybrid interpretation of the to-
pography of The Symposium and establishes a position that does not prejudge
anything - not even its own meta-level infeasibility.

NeverEnding Story, or Seek And Ye Shall (Not) Find

Although the understanding of the philosophy practiced in the spirit of Plato
in terms of a “NeverEnding Story” may be emblematic of contemporary inter-
pretive trends, it is, at the same time, surprisingly uncritical®®. This is evident
in the work of many thinkers — such as Josef Pieper, a philosopher, interestingly,
manifesting neo-Thomist, rather than Platonic, inclinations. In his opinion,
Diotima’s parable leads to the conclusion that ultimate knowledge and philosophiz-
ing cannot be reconciled with each other” - and yet, the thinker proclaims that

“[t]o persevere in the quest, to continue the ‘loving’ search for all things worthy
to be known, the search for the wisdom that would be total and perfect - to per-
sist in spite of the awareness that the ultimate, finally satisfying answer remains
ever elusive: this precisely would mark the true philosopher!™° Clearly, what
the passage emphasizes is not the absurdity of the condition of the philosopher,
but the heroism inherent in the effort of philosophizing. Pieper’s thesis, let us
observe, could be expressed differently: despite the knowledge that it is impossible
to obtain an answer to questions propelling the inquiry (negative dogmatism),
the search for it must persist (zeteticism). Even so, one might still be confused
by the descriptive form of this statement, but it is easy to imagine that the author
could have also expressed his thesis in the language of normative instruction: one
should persevere in a loving search for answers despite the knowledge*' of the im-
possibility of ever finding them. Still, however once phrases this idea, the charm-
ing allure of absurd heroism overshadows criticism. Thereby, in my opinion,
Pieper reduces philosophy to a “loving” fool’s errand as the negative dogmatism

38. It is worth remembering that Wolfgang Petersen’s famous film of 1984 was a German
production, whose original title read Die unendliche Geschichte.

39. Josef Pieper, In Defense of Philosophy: The Power of the Mind for Good or Evil, Consists
in Argumentation, trans. Lothar Krauth (San Francisco: Ignatius Press, 1992), 40.

40. Josef Pieper, In Defense of Philosophy..., 40.

41. In all probability, speaking of knowledge, Pieper thinks of it in terms of émotnun rather
than, simply, in terms of §6§a/ddKog.
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at the fundament of his thesis cuts philosophy off from its possible metaphilosoph-
ical alternatives. However, the weakness of Pieper’s interpretation of the passage

from The Symposium lies not only in his appeal to irrational, albeit normative,
love, whose object — rather than wisdom - is heroism. More importantly, perhaps,
its frailty is the lack of the meta-level justification for the claim of the existence

of negative-dogmatic knowledge. Where do we get such knowledge? How could

we have obtained it, if we are still in the course of philosophizing, still en route

to the description of the very activity in which we are involved? The possible an-
swer could relate to Plato’s “maternal” element. Since it is knowledge rather than

particular dispositions (or burdens) that we inherit from the mother, it is worth

asking whether we can agree to the very concept of anamnetic knowledge of neg-
ative-dogmatic nature. Have our souls ever seen the impossibility? Are absurdity
and unfulfillable hope integral to our composition? And, ultimately, is it possible

to truly love someone without hope?

Pieper’s “perseverance in the quest,” his drive “to continue the ‘loving’ search”
despite the the (alleged) knowledge that it is impossible to obtain a final answer,
leads (at the very least) to heroism — a heroism all the more dramatic as it is ab-
surd. It would seem that exhorting others to embrace the same heroism should be
construed as its most sublimated form, yet, most often, it is little more than a sign
of one’s own dogmatism (even if it is negative). The idea of persistence in the search,
combined with the assumed knowledge of the impossibility of its fulfillment, seems
to be internally flawed by something reminiscent of mental decay: it simultaneously
questions the essence of the search and knowledge itself, thereby rendering both
these elements dramatically reduced as they become dispossessed of their original
function. The search is not a true search, because it is, by definition, impossible
to find the object of the quest, while knowledge (negative in its essence) is finally
established as certain — despite the fact that it rejects the very possibility of positive
finality, just as it contradicts the need for continued search. From its very onset,
the philosophical path thus conceived places the wanderer-philosopher (the future
swan-philosopher) in a space whose topographic landmarks are those of the heroic
discourse. Such heroism, however, can be (and has been) conceived of as — and per-
haps also confused for — absurd.

In contrast with Pieper’s interpretation, Piotr Nowak argues in his commentary
on The Symposium titled “Niespozyta biesiada” [The Feast Unconsumm(at)ed] that
Eros is not Sisyphus at all, but rather Odysseus, reconciled with the impossibility
of ever finding his beloved homeland.

As an eternal, insatiable movement, [Eros] oscillates around [...] extremes [- beauty/
ugliness, wisdom/ignorance, gods/humans]. He is a constant pursuit of happiness (eudai-



monia). He is Odysseus with no dreams of Ithaca. He shares the quality of immortality
with gods [...] and with people - his insatiability.**

Arguably, Eros-the-philosopher looks as awkward in the guise of Odysseus
as he does in that of Sisyphus, precisely because Nowak’s argumentation rests
upon the same zetetic negative dogmatism as does Pieper’s, relying heavily upon
the “never,” which he metaphorically expresses as coming to terms with the un-
attainability of dreams. Although I do realize that peace, in general, seems to be
alien to philosophizing, I find two issues central to Nowak’s argumentation
particularly disturbing:

1) how can one love something passionately without simultaneously dreaming
about it (a rhetorical constatation);

2) insatiability does not coincide with forgoing one’s dreams; from the point
of view of formal logic, it seems that these two names overlap (a logical constatation).

Nowak sees Eros-the-philosopher in the perspective of the conjunction of the two
hyphenated components of the dual name. It is, however, quite as possible to forgo
one’s dreams AND to be satiated at the same time, as it is possible to be unsatiated/
insatiable AND NOT to forgo one’s dreams. Let me expand on the latter option
in the paragraphs below.

The Plotinian Discrepancy Protocol

Before I address the main point of this section, however, it seems reasonable
to focus on an interpretation of Plato’s Eros, which does not discard dreams,
but eliminates the component of negative dogmatism. The reading to which
I refer is that offered by Plotinus in the Fourth Ennead®. In the pertinent passage,
the philosopher writes about the dance (yopei«) of the soul, which, despite our
bodily nature, is not separated from the One**. Further in the text, Plotinus makes
a direct reference to the story of Eros from The Symposium, to finally conclude

42. Piotr Nowak, “Niespozyta biesiada,” in: Platon, Uczta [The Symposium], translated into Polish
by A. Serafina (Warszawa: Sic!, 2012), 133. The author, on the other hand, rightly emphasizes that the tra-
jectory of Eros’s journeys is not exclusively anabastic. See Piotr Nowak, “Niespozyta biesiada”..., 139.

43. Tt is worth remembering that it is to Eros that Plotinus devotes chapter 5 of the “Third
Ennead,” in which he analyzes the son of Penia and Poros both from the divine-daimonic point
of view and in the perspective of emotions.

44. “Ev 8¢ tavTr ] Xopeia kaBopd nyny pév {wiic, Ty 8¢ vod, dpxrv §vtog, dyabod aitiav,
piav yoxig. [...] OV yap anotetpripeda 008t xwpis Eopev, i kal mapepunecodoa 1) GOUATOG YUOLG
TpOG ad TRV HHAG eAkvaey, AN éumvéopey kal owlopeda ov §6vTog, it AmooTdvTog ékeivov,
AN det xopnyodvtog Ewg &v 1) émep éoti.” Plotinus. The Enneads, trans. Lloyd P. Gerson, George
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that the soul loves God by nature (xaté pvorv) and longs to be united with him*.
Plotinus is determined to demonstrate the feasibility of fulfilling the soul’s yearning.
As is often the case, at the lowest level of his interpretation there is an analogy:

the mortal, very human, love, which in itself is deceptive, driven by the honeyed,
promiscuous whisper of the suitors and limited to their desire for bodily satisfac-
tion, may - in the perspective of someone naively in love — be taken for a symbol

of the other, true love*. Here — we embrace the bodies; the arms of the lover one

are around the beloved. There — we can possess Him. The key passage in this

matter is the following:

The truly beloved is in the intelligible world, whom one can have intimate contact
with by participating in him and relating to him truly, not just by enfolding him exter-
nally in our flesh. Anyone who has seen it, knows what I mean. Which is to say: the soul
then acquires a new life, when it approaches him, indeed arrives at him and participates

in him, such that it is in a position to know that the true provider oflife is present, and that

the soul is in need of nothing more.™’

With the real object of love (10 &AnOivov épwpevov) we can unite, we may
possess it, and as a result — we may want for nothing else. In Plotinus’s vision,
it is possible to divest oneself of insatiability. From the point of view of his
interpretation, such a state would be tantamount to casting philosophizing
out by eliminating the elements of lack and desire. Yet, from the point of view
of our inquiry, it is central to realize that on the basis of the reading of the same
passage of The Symposium, it is possible to formulate an interpretation that -
by eliminating the component of negative dogmatism - renders the entire hybrid
of zetetic negative dogmatism null and void. Moreover, a reading like Plotinus’s
demonstrates clearly that the impossibility of finding the object of the search does
not have to ensue from the fact of searching itself; on the contrary - the possi-
bility of finding what is sought is warranted, but it comes at the cost of accepting
positive dogmatism.

Boys-Stones, John M. Dillon, R.A.H. King, Andrew Smith, James Wilberding, ed. L.P. Gerson.
(Cambridge: Cambridge University Press, 2018); V1, 9,9, 1-11.

45. Plotinus. The Enneads..., VL, 9,9, 33-34.

46. Plotinus. The Enneads..., V1, 9,9, 34-44.

47. “"Exel 8¢ 10 dAnOvov épdpevoy, @ 0Tt kai ovvelvat petahaBovta avtod kal vTws
£xovta, o0 mepmtuocdpevoy oaptiv E§wbev. "Ooig 8¢ idev, 0idev 8 Méyw, w1 Yoy (wnv ANV
Toxel toTe kai mpooiodoa kal fidn TpoceAovoa kal petaoxovoa adTod, doTe yvdval Statebeioay,
St mdpeaTv 6 xopnyods AAnBwvils {wiig, kai Sel ovdevodg €tt.” Plotinus, The Enneads..., V1, 9,9,
44-50; trans. Lloyd P. Gerson, George Boys-Stones, John M. Dillon, R.A.H. King, Andrew Smith,
James Wilberding.
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Thou Shalt Not Prejudge

The emblematic interpretation of The Symposium, of which I have offered Pieper
as the representative, leads to the acceptance of the negative zetetic dogmatism.
The Plotinian proposition, in its negation of the negative dogmatism, resists —
or, at best, gravitates towards — the positive dogmatism, replacing insatiability
with satiation (or with the promise thereof). Yet, in my opinion, there is another
possibility — an option in which:

1) dreams are not forgone,

2) insatiability is accepted without prejudging the possibility or impossibility
of its satisfaction,

3) one does not yield to either negative or positive dogmatism,

4) one is not limited to an exclusively anabatic or exclusively katabatic approach,

5) avoids the mainstream hybrid of the zetetic negative dogmatism.

The proposition I wish to put forth is based on the acceptance of the zetetic
and erotic desire (as is the case with Pieper’s proposition), but at the same time
it approves the conjunction of the two sentences below:

1) I do not rule out the possibility that I will find the object of my search (re-
jection of negative dogmatism),

2) I do not rule out the possibility that I will not find the object of my search
(rejection of positive dogmatism).

The interpretations I have thus far called “emblematic” or “Pieperian” are based
on the premise that the possibility of finding the object of one’s search is ruled out,
which is why they eventually fall into the groove of negative dogmatism. Contrary
to the above, the proposition offered here arises from the objection to the pos-
sibility of the (Pieperian) knowledge of the infeasibility of arriving at a finally
satisfactory answer. Such knowledge cannot be anamnetic owing to the positivity
of what one could dub “seeing with the eyes of the soul,” and therefore the loving
search may be free from prejudgments concerning its effects. In such an approach,
the fervor of desire (unmitigated by the chilling awareness of impossibility) is jus-
tified, as are the intensity of dreams, insatiability (concerning which one must
not prejudge anything, whereby, for example, the attribution of the adjective

“eternal” to it would be unfounded), or uncertainty. Concluding the analytical
part of this essay, I would like to approach a vision of a philosophy that would
be tantamount to the active acceptance of uncertainty, a part of which would be
the acceptance of this uncertainty’s possible (rather than actual) irremovability.
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From “beloved” to “the loving one”

In sections 204b—c of The Symposium Diotima teaches Socrates that his mis-
conceptions about Eros arise from the fact that he perceives the son of Resource
and Poverty as “the beloved” rather than as “the loving one.” Her observation,
by (extended) analogy, seems to be true about the whole of Greek philosophy, where
the cognizing subject determines the nature of cognition. Acknowledging this fact,
Diotima suggests an attention shift from the object of love to the function of loving.
Let us follow her suggestion.

Plato often emphasizes that Eros-the philosopher does not possess beauty or good-
ness, and therefore he desires them. Note, however, that the lack is a necessary,
but not a sufficient condition of desire. It is true that in order to love and desire, one
must feel a lack within. The lack, however does not result in desire: there are those
(and in no small number) who neither possess wisdom nor lack anything, and therefore
they neither desire nor love anything. Bearing this in mind, one may conclude that
it is the passage from the lack to the awareness of the lack, which awakens the desire
to eliminate it, that is instrumental in the process. It must also be noted that one cannot
simultaneously desire or love an object AND be fulfilled, nor can one desire or love
an object AND simultaneously find fulfillment in the knowledge of the impossibil-
ity of fulfillment. This craving, understood as a seeking-desire (note that Diotima
uses the verb émBupéw, meaning “to long for,” “to covet,” “to desire” 48) is the core
of any philosophical endeavor. And thus philosophy is love, desire, craving for what
one does not currently have, which, importantly, does not mean that “Eros is love
that is yet to come.™
and, simultaneously, love-hoping-for-a-future-present (the dream component).

» < » <

On the contrary, Eros is love-coming-true-at-present,

Projecting Eros as “love yet to come,” one sets somewhat absolutist standards
for love (according to the principle of “all or nothing”), as if refusing to accept
the fact that Eros is barefoot. The unshod have the same right to love as anyone
else, yet their love, grounded in the sensation of the earth felt under the soles
of their bare feet, is all the more ardent — the beauty of the beloved object (the at-
tractor) notwithstanding. Therefore, following Diotima’s recommendation, one
can posit that love refuses to accept the hegemony of the future tense alone; one
may also add that love does not yield to the exclusive rule of the past tense either.

48. Drew Hyland adopts a hierarchy of the varieties of love according to the criterion of the de-
gree of rationality. And so, starting from the bottom, he lists: émBupia - €pwg — @iAia. Drew
Hyland, “Eros, Epithumia, and Philia in Plato,” Phronesis, 13 (1968), 32-46. His stance is disputed
by W. Joseph Cummins in “Eros, Epithumia, and Philia in Plato”..., 10-18.

49. Piotr Nowak, “Niespozyta biesiada”..., 131.
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The above is not only related to Eros’s parental inheritance, but, perhaps more
importantly, it is a function of the fact that anamnesis is neither selective memory
nor a simple negation of amnesia, but an actual, zetetic, recollection. This is how
one needs to think about philosophizing in its most profound dimension: Eros
is philosophy, and therefore philosophy is a here-and-now desire, a present longing,
and search for objects indicated before. As such, it is not primarily about fulfill-
ment or non-fulfillment: a desiring subject does not desire his object because he
knows that his desire will be fulfilled or because he knows that his desire will
not be fulfilled. Such putative knowledge adds nothing to his desire, nor does
it diminish it. Admittedly, however, rather than in the perspective of loving zetet-
icism, both in the past* and today people prefer to think of philosophy in terms
of fulfillment, which drives them into positions of dogmatism (whether positive
or negative). In contrast, the zetetic understanding of philosophy is anti-dogmatic
and therefore critical; it does not focus on prejudging the effect of the search,
but on the complexity, scope, profundity, and scrupulousness of the search itself.
Walking the dogmatic path resembles sailing the narrow strait between Scylla
and Charybdis. Let us then take a topographic survey.

Counterpoint: Forgetful Love

As has already been mentioned, love, inherent in philosophizing, presupposes
active recall and active dreaming in the present. Eliminating this simultaneous in-
clination towards the past and towards the future would render the philosophical
effort reductivist: for instance, in dogmatism (whether positive or negative) there
is no “tomorrow” either because “tomorrow” is not needed, or because it is im-
possible. In contrast, some philosophical journeys, such as the one embarked
upon by Michael Oakeshott, give up “yesterday.” In Oakeshott’s thought, such
an abandonment of the past is related to his vision of philosophy as a radically
subversive reflection. This thinker treats all reflection as a dialectical process
assuming that the condition of acquiring knowledge is having it already, which

50. It is worth noting that this brief section of The Symposium lends itself to being perceived
as an inspiration for a multitude of models of philosophy and a source referred to in later concepts.
One could quote such examples as Kierkegaard’s abyss (which concept Plato expresses with the word
ovpmAnpot), Vogelin’s In-Between, or any form of zetetic philosophy based on the formula: “But one
cannot know that one does not know without knowing what one does not know.” Leo Strauss,

“Restatement on Xenophon’s Hiero,” in: Leo Strauss, On Tyranny. Revised and Expanded Edi-
tion. Including the Strauss-Kojeve Correspondence, ed. V. Gourcevitch and M.S. Roth (Chicago
and London: University of Chicago Press, 2000), 196.
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means that reflection implies doubting - yet the doubt is not absolute: in Oak-
shott’s vision, knowledge is tainted with ignorance®'.

Subversiveness is what distinguishes philosophy from other types of reflection.
For Oakeshott, the topography of the philosophical path takes the form of a climb
to the top of a tower. Climbing higher and higher, floor by floor, as new vistas open,
the philosopher notices new things. His view changes as he climbs. However, contrary
to what one might expect, in this anabatic journey the philosopher’s willingness to go
further when others stop is not important. The subversive quality of philosophical
reflection does not stem from the thinker’s heroic desire to keep climbing;: its es-
sence lies in his readiness to divest himself of memory. In other words, particular
forms of reflection are differentiated not so much by the philosopher’s willingness
to continue his ascent or his choice to stop, but by his disposition to either remember
or to cast away the memories of previous views — and thereby by his readiness to ac-
cept or reject the claim that precedent views determine the succeeding ones. Thus,
so to speak, Michael Oakeshott perceives philosophy as a “de-anchoring” activity,
in which each new view ousts and replaces each old one — and it is insubstantial
how tall the tower is; what matters is solely the climber’s disposition. Oakeshott
himself stresses that the tower has no top - or at least the climber-philosopher has
no way of knowing whether he has already reached it.

In this way, philosophy is not defined either by its effects, or by the comfort
of the privileged view from the floor at which the philosopher stops, but by the sus-
tained propensity to climb combined with a unique kind of amnesia. If we assumed -
as in Pieper’s model - that the tower indeed has no gable, Oakeshott’s interpreta-
tion would drift towards the Charybdis of negative dogmatism. If, on the other
hand, philosophy were to be understood as a less subversive form of reflection
which would allow itself to stop at the level of a still familiar view — such a choice
would be tantamount to the consent to being devoured by the Scylla of positive
dogmatism. Oakeshott’s proposal is thus anti-Platonic with regard to the topog-
raphy of the philosophical path mainly because it assumes anabatic progression
and because it radically rejects memory. And yet, one element of his vision of phi-
losophy seems to complement my own proposition: what seems of particular value
is not so much Oakeshott’s suggestion of replacing negative dogmatism with an ag-
nosticism of sorts (“the climber has no way of knowing — and thereby cannot
know - if he has reached the top”), but the fact that his vision admits a fallibilist
reconciliation with uncertainty: the climber-philosopher is not sure whether he
has reached the top of the tower, nor whether the place he has reached is the top.

51. Michael Oakeshott, Political Philosophy, in: Michael Oakeshott, Religion, Politics and the Mor-
al Life, ed. by Timothy Fuller (New Haven and London: Yale University Press, 1993), 138-155.
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Between Wandering Rocks and a Hard Place of Dogmatism

The attractiveness of the simile likening Scylla and Charybdis to two forms
dogmatism consists in the fact that there exists no course by which Odysseus can
safely avoid both mortal perils as he sails homeward. In Book XII of the Odys-
sey (55 ff.) Circe presents the hero with a fundamental alternative in the choice
of shipping routes: he may either chart his course 1) through the waters bristling
with “wandering rocks” (mhayktai métpar), or 2) sail through the strait, where
the six-headed Scylla brings death to sailors striving to avoid the deadly whirlpool
of Charybdis. Circe clearly emphasizes that she will not tell him which route
is the right one, but, offering to describe them both, she urges Odysseus towards
a reflection. The moment when Odysseus is considering his options - his silent
pondering, the trajectory of which Homer leaves undescribed - is truly fascinating.
Once could argue that, symbolically, it was in this decisive moment of reflection that
something of fundamental importance for the future fates of the Western culture
happened. Odysseus chose the second path - and his choice was also the choice
of philosophy®. It is then hardly surprising that the dominant reading of Plato’s
philosophical path (to stick to Homeric symbolism) results from Odysseus’s choice.
The existing interpretations of Plato’s philosophy resemble the heroic struggle
narrated by the Homeric epic. Hoping to avoid Scylla (positive dogmatism),
some philosophers fall into the vortex of Charybdis (negative dogmatism), others,
striving to steer clear of Charybdis, fall victims of Scylla’s voracity. Pieper’s meta-
philosophical model is, in fact, an embodiment of the first possibility: his search
is a search within the vortex of Charybdis (Charybdic zeteticism); his path is that
of an endless journey — and it does not matter whether its trajectory is anabatic
or katabatic, whether it involves climbing a tower or a descent to its fundaments,
and even the fact that Odysseus finally succeeds in making his way through
the perilous strait is inconsequential. Furthermore, it is hard to shake the impression
that a rather large contingent of researchers still understands philosophy precisely
as the eternal “in-between,” as a perpetual lingering betwixt the constant tug of war
between Scylla and Charybdis. They seem not to realize that by assuming that this
process/state is eternal, and by accepting the perpetuity of non-fulfillment, they
have already been sucked into the great maelstrom of Charybdis.

52. See Dariusz Kubok, “Poza Skylla i Charybda. Problem fallibilistycznej wykladni pogladow
Ksenofanesa” [Beyond Scylla and Charibdis. The Problem of the Fallibilist Interpretation of Xeno-
phanes’s Views], Ruch Filozoficzny, t. LXX11/2017, 79-100.
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But Odysseus could have chosen differently*. So can we. We can still go back,
forgoing our former choices and their consequences, and, returning the crossroads,
we may choose to go the other way. We can sail the waters where the treacherous
wandering rocks (mAayktai métpar) lurk beneath the surface. Circe honestly de-
scribes the mortal dangers of this route, painting a lurid picture of the remains
of wrecked ships and dead human bodies amid the waves. And yet - the mem-
ory of the ship Argo, which has passed that way, remains vivid: the fact that
the Argonauts succeeded (because Jason was favored by Hera) negates such
dogmatically interpreted categories as “never,” “always,” “eternally,” “endless,” etc.

It is worth noting that, apart from “wandering” or “roaming,” the Greek word
mAaykTog also means “wandering in mind,” “erring,” and even “distraught” (LS]).
The course plotted through the sea of Wandering Rocks takes one beyond positive
and negative dogmatism, which share a common standard of knowledge - ¢motrun -
wherein positive dogmatism assumes the certainty of knowledge and negative
dogmatism assumes the certainty that one may exclude the possibility of knowledge.
Meandering among the Wandering Rocks would accept the fallibilistic** and doxal
standard of knowledge - for instance, understood in the spirit of Xenophanes’s 86xog
or Parmenides’s 86&a. This consent towards uncertainty, wandering, and conjecture
may be associated with one’s choice to refrain from passing judgments concerning
the possibility/impossibility of reaching fulfillment in one’s zetetic-erotetic philo-
sophical endeavor. After all, if both Odysseus and Jason succeeded, then — meta-
philosophically speaking — we do have choices: we may choose the route leading
us between Scylla and Charybdis, but we may also retrace the course of the Argo.

No Footwear, Full Footwear and a Third Way

In conclusion, let us return to the issue of wearing shoes. In section 203¢
of The Symposium, Eros is defined as okAnpdg (tough, hard), avyunpds (rough,
squalid), &oixog (houseless, homeless), and @vvmédrnrog (unshod, barefoot).
Leaving other terms aside, let us concentrate on this last concept. The memory

53. In my opinion, the philosophical Eros is not “Odysseus without dreams of Ithaca,” be-
cause 1) he does not seem to resemble Odysseus, 2) whoever he is, he does dream, but not about
Ithaca. Above all, however, Odysseus embodies a model of the philosophy of finitude, a philoso-
phy of the return to the point of origin. Although one comes back transformed, in such a vision
of a philosophical path one’s trajectory follows a repetitive pattern: departure—journeying-return.
By this token, Ithaca, though it must have changed over the years, remains partly familiar and tame.

54. Following Susan barnadete’s terminology, I define fallibilism in terms of two intercon-
nected theses: “no beliefs are, epistemically, absolutely secure” and “some beliefs are more secure
than others”). See Susan Haack, “Theories of Knowledge: An Analytic Framework,” Proceedings
of the Aristotelian Society, New Series, 83 (1982-1983), 145, 148.
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of the sensation of bare feet touching the ground - as well as his roughness,
squalor, or homelessness — are to emphasize the “maternal” nature of his weakness
and the permanence of privation that can never be eliminated. Metaphilosophically
speaking, for many scholars, this genetic (maternal-paternal) duality of Eros’s
nature determines the impossibility of the fulfillment of efforts, the unshakeabil-
ity of the burden that must be carried, and - simultaneously — an ardent desire:
a distinctive combination of the traits pointing to zetetic negative dogmatism.
In my opinion, however, the quoted passage offers no more than a starting point
for further reflection, an account of an anabatic-katabatic struggle rather than
a description of the course of the search or the dénouement (non-dénouement)
of its drama. The image of two bare feet suggestively brought forth by Plato’s prede-
termines the result of the search only too overtly, and it does so in a negative-dog-
matic fashion, while the philosopher either pretends not to be aware — or truly
is not conscious - of the fact of having fallen into the maelstrom of Charybdis.
It should be remembered, however, that Plato reads his Eros-philosopher
in the perspective of Odysseus’s choice to sail through the strait between Scylla
and Charybdis. The barefoot Eros is recalled by Socrates, who, quite ironically,
against his custom, is shod, which simultaneously reveals the philosopher’s at-
tachment to this world and his enslavement by it. Consequently - in the dominant
interpretation of The Symposium — such rhetoric produces a dramatic image
of the eternally unfulfilled, insatiable, struggling hero, who has gained knowl-
edge of the impossibility of fulfillment from some unknown source (and thereby
“knows” that his umbilical cord attaching him to the “maternal” legacy cannot be
severed). One should not, however, forget that Odysseus’s decision could have
been different. For a philosopher, the choice of a route among the Wandering
Rocks - and thereby the choice of accepting uncertainty, the possibility of los-
ing one’s bearings, admitting presumptions, consenting to the temporariness
of assumptions — combined with the resolution to refrain from prejudgments
concerning the outcomes of the quest, may still be an alternative. Should such
an interpretation be adopted, the zetetic dimension of love and desire implies
the concurrence of both memory and dreams in the present, as well as the elimina-
tion of the dogmatic visions of the end, including, above all, the arbitrary assertion
of the eternal non-fulfillment or ultimate fulfillment of the philosopher’s quest.
The choice of this path - the path of Jason and the Argonauts - is significant.
As traditional accounts report, when Jason stood before King Pelias in Iolkos,
none of those present knew him, the hum of uncertainty hovering over the crowd.
Suddenly, the ruler noticed that the man before him wore only one sandal, his
other foot bare. According to Pindar’s Fourth Pythian Ode, terror overwhelmed
the king, who froze at the sight... And it is (above all) because I choose to refrain
from a priori decisions about the form of the fulfillment of a philosopher’s
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goals as well as from arbitrary judgments about the possibility or impossibility
of such a fulfillment that, when trying to imagine a thinker, I do not seem to be
able to invoke the portrait of the fully shod Odysseus or Sisyphus. It is not even
the picture of Eros with both his bare feet on the ground that comes to my mind.
Instead, I see Jason, who evocatively expresses the uncertainty (the possibility
of fulfillment) inscribed in philosophy by showing the world only one shod foot.
The other remains bare.

Translated by Pawet Jedrzejko
® https://orcid.org/0000-0002-3251-2540
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Google Street View and Non-human Photography
in Jon Rafman’s and Michael Wolf’s Projects

Abstract: The article is an attempt to reflect on the phenomenon of non-human photography.
The starting point of the text is noticing that because of the automatization of the photo-
graphing process, the photography created by humans is merely one of the fields of con-
temporary photography. The article is an analysis of Jon Rafman’s and Michael Wolf’s

artistic projects in which they utilize images created by automatic Google Street View

cameras. Artists expose cracks, gaps and errors of this system, bringing their projects

close to the field of glitch art. The vital aspects of the analysis are its reflection on the no-
tion of non-human gaze, its questioning of the truthfulness of the photography, and its

examination of how the Google Street View interface is constructed.

Keywords: nonhuman photography, Google Street View, Jon Rafman, Michael Wolf,
glitch art

Stwierdzenie, iz nie tylko cztowiek wykonuje zdjecia, nie jest w dzisiejszych
czasach niczym zaskakujgcym. Za obiektywem aparatu mogg znalez¢ si¢ inne
zwierzeta lub tez maszyny. Odpowiednio zaprogramowany aparat moze réwniez
wykonywac fotografie bez bezposredniego udziatu czlowieka, czego przewrot-
nym przykladem jest Trophy Camera Driesa Depoortera — aparat, ktéry nie tylko
wykonuje samodzielnie zdjecia, lecz takze sam je “ocenia™. Oczywiscie, mozna
zbagatelizowa¢ te zjawiska i uzna¢, ze sg one marginalne z perspektywy reflek-
sji nad fotografig. Uwazam jednak, ze jest wrecz przeciwnie i ujawniajg one
istotne zagadnienia dotyczace spojrzenia, istoty fotografii oraz jej estetycznego
i artystycznego wymiaru. Niniejszy tekst bedzie wigc refleksja o nie-ludzkim
spojrzeniu oraz jego potencjalnym artystycznym wymiarze. Joanna Zylifiska

1. Artysta zaprojektowal specjalny aparat wyposazony w sztuczng inteligencje, ktdra prze-
analizowala wszystkie zwycieskie zdjecia World Press Photo od 1955 roku. Aparat przechowuje
i automatycznie upublicznia na stronie internetowej jedynie te zdjgcia, ktore odpowiadaja sche-
matom zwycieskich fotografii: https://driesdepoorter.be/trophy-camera (4.06.2020).
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wskazywala, Ze nie mozemy juz pojmowac fotografii jako jedynie ludzkiej
dzialalnosci - proces fotografowania ulega bowiem automatyzacji, wiec zdjecia
wykonywane przez czlowieka sg dzis tylko jednym z obszaréw wspolczesnej
fotografii, nawet gdy wciaz dostrzegamy tendencje do uznawania, ze jedynym?®.
Zyliniska opisuje obszary nie-ludzkiej fotografii, takie jak kamery CCTV, skanery,
zdjecia satelitarne i Google Street View. W tym kontekscie przedmiotem analizy
beda: projekt 9 eyes realizowany od 2008 roku przez kanadyjskiego artyste Jona
Rafmana oraz fotografie Michaela Wolfa.

Nalezacy obecnie do jednych z najbardziej rozpoznawalnych artystéw pracu-
jacych z nowymi mediami, Jon Rafman interesuje si¢ rubiezami Internetu, deep
webem oraz artystycznym recyklingiem internetowych odpadéw. Fotograficz-
ny projekt 9 eyes wynika z jego fascynacji nie-ludzkim spojrzeniem obecnym
w projekcie Google Street View (GSV)’. Interesujacy jest fakt, ze Rafman okresla
swoje dzialanie jako fotograficzne, chociaz nie zaklada ono w zadnym aspekcie
wykonywania zdj¢¢ przez cztowieka, a jedynie prace na gotowym materiale
wizualnym®. Gest artysty polega w tym przypadku na wyborze i prezentowaniu
na blogu zdje¢ odnalezionych w zasobach GSV.

Projekt GSV rozpoczal si¢ w Stanach Zjednoczonych Ameryki w 2007 roku.
Samochody Google wyposazone zostaly w dziewie¢ aparatéw wykonujacych
czesciowo nakladajgce si¢ na siebie zdjecia, ktdre nastepnie taczone sg ze soba,
aby utworzy¢ jeden obraz obejmujacy 360°°. W zwigzku z tym, zZe pewne prze-
strzenie okazaly si¢ niedostepne dla samochoddéw, powstaly takze tzw. trekkery,
ktére moga by¢ niesione na plecach, wozki (przeznaczone przede wszystkim
do fotografowania wnetrz), trike, czyli rowery oraz skutery $niezne. Co kazde
10-12 metréw aparaty automatycznie wykonuja zdjecia. Dzigki temu w Internecie
mozna oglada¢ panorame dowolnego miejsca, ulicy, muzeum, w ktérym pojawit
si¢ aparat Street View.

Rafman nie dzieli wybranych przez siebie fotografii na zadne kategorie, a nawet
zauwaza, ze wymykaja si¢ one kategoryzacji. Przygladajac si¢ jednak wybranym
przez niego zdjeciom, mozna dostrzec pewne kryteria, wedtug ktorych dokonuje
selekeji. W efekcie cykl, czesciowo opowiadajacy o nie-ludzkim spojrzeniu, zostaje
wtornie naznaczony ludzka, indywidualng optyka. Na tym w znacznej mierze
zasadza si¢ idea projektu 9 eyes — sposob widzenia aparatu, uzytego do celéw
czysto technicznych, zostaje skonfrontowany ze sposobem widzenia tworcy, ktory

2. Joanna Zylifiska, “The Creative Power of Nonhuman Photography”, w: Photographic Powers,
red. Mika Elo, Marko Karo (Helsinki: Aalto University 2014), 132.

3. W niniejszej publikacji zdecydowalam si¢ wprowadzi¢ skrot GSV.

4. Projekt artysty dostepny na stronie: https://9-eyes.com (20.06.2020).

5. Zob. https://[www.google.com/streetview/ (5.06.2020).
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dostrzega w powstatych zdjeciach potencjat artystyczny, estetyczny lub nawet kry-
tyczny. Gest Rafmana zasadza si¢ na dokonaniu selekeji z dostepnego materiatu
wizualnego. Dzialanie to nie jest niczym nowym, znane jest wszak od czaséw
fotomontazu, found footage czy réznorodnych dzialan opartych na gromadzeniu
przekazéw wizualnych wedlug ustalonych kategorii®, tworzeniu katalogéw i ar-
chiwéw (jak przyktadowo stynny Atlas Mnemosyne Abyego Warburga). Rafman
w zaden sposob nie ingeruje w zdjecia, widoczne sa jednak kryteria, wedlug
ktérych dokonuje ich selekeji. Artysta wydaje sie testowac roznorakie estetyki
i konwencje fotograficzne, ktore pojawiaja sie w zdjeciach, za ktérymi nie stoi
ludzkie spojrzenie. Mechaniczna rejestracja produkuje wigc zaréwno nastrojo-
we krajobrazy, jak i “zaangazowane” zdjecia reportazowe, surrealizujace wizje,
a nawet fotografie abstrakcyjne.

Przyktadowo, artysta wybiera niejednokrotnie fotografie, ktére maja szczegdlne
walory estetyczne, zachwycajg kompozycja, atmosfera, kolorystyka. Sa to czesto
nastrojowe pejzaze ukazujace zachody slonca czy zwierzeta na tle krajobrazu.
Zdarza sie, ze kolorystyka zdje¢ jest wyraznie zaburzona, przez co przypomi-
naja one lomografie lub fotografie z zastosowanymi filtrami, tak popularnymi
chociazby na portalu Instagram. Wiele z wyselekcjonowanych przez artyste uje¢
przypomina zdjecia reportazowe. Szczegdlnie czesto wytuskuje on takie, ktore
ukazujg przemoc, wypadki samochodowe, zdegradowane przestrzenie miejskie,
slumsy, policyjne aresztowania i prostytucje. Niektdre z nich mozna by wrecz
ulozy¢ w osobne cykle, ktére moglyby spetnia¢ role wypowiedzi na okreslony
temat. W takim ujeciu zblizaja si¢ one do zaangazowanej spofecznie fotografii,
w ktorej artysta naswietla, dokumentuje i w zalozeniu zwraca uwage odbiorcéw
na okreslony problem spoleczny. Takie postrzeganie jest jednak oczywiscie
perspektywa narzucong przez ludzkie spojrzenie, ktére rozpoznaje znane kon-
wengcje i kody wizualne. Paradoksalnie, gdy przygladamy sie temu, jak “patrzy”
GSV, zaczynamy takze dostrzega¢, w jaki sposob ustrukturyzowana jest nasza
wlasna percepcja.

Czes¢ z fotografii zostala wyszukana ze wzgledu na ich niepokojacy i nieco
surrealistyczny charakter. Mozna podzieli¢ je na dwie kategorie: w jednej poczucie

“dziwnosci” wynika z samego charakteru sfotografowanego wycinka rzeczywi-
sto$ci, w drugiej jest efektem bledow i zaklocen dzialania aparatu. Do pierwszej
kategorii mozna zaliczy¢ zdjecia, ukazujace pozornie zupelnie zwyczaje sytuacje
i przestrzenie, w ktdrych pojawia si¢ zaskakujacy lub nieprzystajacy element.
Przykladowo na jednej z fotografii widzimy niewielka zabudowe, samochody

6. O tworzeniu kolekeji jako artystycznej odpowiedzi na nadprodukcje obrazéw Zob. To-
masz Ferenc, “Kolekcjonowanie, przetwarzanie, niszczenie. O strategiach postepowania wobec
nadmiaru fotografii”, Kultura Wspétczesna. Teoria. Interpretacje. Praktyka nr 1(79) (2013), 45-58.
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stojace na parkingu oraz przechadzajacego sie obok nich tygrysa. W innej, na tle
starego cmentarza, za kamiennym murem widoczne sg sylwetki pedzacych koni,
ktdre wygladaja niczym zjawy. W kolejnej, na tle architektury Rzymu pojawia sie
posta¢ w plaszczu, przypominajgca rzymskiego centuriona. Przygladajac sie tym
fotografiom, zaczynamy kwestionowac¢ realnos$¢ ukazanych sytuaciji.

Patrzenie i widzenie nie s3 tym samym, na co zwracal uwage chociazby
Wiadystaw Strzeminski, gdy pisal, ze ludzkie widzenie to nie tylko bierny odbiér
doznan wzrokowych’. Artysta w stynnej Teorii widzenia opisywal przemiany
ludzkiego spojrzenia, ktore nie sprowadza sie jedynie do aspektow zwigzanych
z fizjologig ludzkiego oka. Zwiazane jest ono réwniez z praca intelektu — “istnieje
wzajemny wplyw mysli na widzenie i widzenia na my$1”®. Réwniez Nicholas
Mirzoeft wskazywal kognitywna zlozono$¢ proceséw postrzegania, podobnie
jak Strzeminski, zwracajac uwage na fakt, ze widzenie jest procesem analizy
umystowej, a nie prostym aktem’.

Mozna patrzec i nie widzie¢, co udowadniali niegdys Christopher Chabris
i Daniel Simons w eksperymencie dotyczacym selektywnosci uwagi'®. W tescie,
ktory zatytulowali The Invisible Gorilla, naukowcy badali, w jaki sposéb ukierun-
kowanie percepcji powoduje, ze pewne elementy otoczenia przestaja by¢ dostrze-
gane. W ramach eksperymentu Chabris i Simons prezentowali grupie badawczej
krétki film ukazujacy dwie druzyny podajace sobie pitke. Skoncentrowanie uwagi
badanych na liczeniu podan powodowalo, ze nie wszyscy dostrzegali, iz w pewnym
momencie przez sam $rodek pomieszczenia przechodzi osoba przebrana za goryla.
Badani patrzyli na niego, lecz go nie widzieli. Kamera jednak rejestruje wszystko,
bedac niezalezng od tego typu selektywnosci uwagi. Jest to jeden z aspektow, ktory
pozwala wierzy¢ w “obiektywno$¢” takiego spojrzenia, ktdre nie koncentruje si¢
na wybranym aspekcie rzeczywistosci, lecz jedynie ja rejestruje, kazdy jej element
traktujac w taki sam sposéb.

Widzenie peryferyjne, kolejne znieksztalcenia i deformacje wynikajace
z niedoskonatosci ludzkiego oka wplywaja na nasz sposéb widzenia otaczajacej
rzeczywistosci. W zwiazku z tym w rozwijajacych si¢ nowych technologiach
dostrzegano obietnice spojrzenia, ktore bedzie pozbawione tego typu niedoskona-
tosci. Takie przekonanie widoczne byto przyktadowo w refleksji Dzigi Wiertowa,
ktéry uznawal, ze kamera “widzi” lepiej niz cztowiek, bowiem unika deformacji

7. Zob. Wiadystaw Strzeminski, Teoria widzenia (E6dz: Muzeum Sztuki w Lodzi, 2016).

8. Strzeminski, Teoria..., 51.

9. Zob. Nicholas Mirzoeff, Jak zobaczy¢ swiat, przel. Lukasz Zaremba (Krakéw-Warszawa:
Wydawnictwo Karakter, Muzeum Sztuki Nowoczesnej w Warszawie, 2016).

10. Mirzoeft, Jak zobaczyc..., 88-91. Dokumentacja eksperymentu dostgpna réwniez na stronie:
http://www.theinvisiblegorilla.com/gorilla_experiment.html (5.06.2020).
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i ztudzen, ktorym podlega ludzkie oko''. Zdaniem Wiertowa to kamera pozwala
ukazac prawde o $wiecie. Takie ujecie zwigzane jest z przekonaniem, iz spojrzenie
kamery/aparatu jest doskonalsze niz spojrzenie cztowieka. Czy jest to patrzenie
bez widzenia? Pozbawione mygli, interpretacji, mentalnego filtru selekcjonujacego
postrzegane elementy rzeczywisto$ci?

André Bazin pisal, ze “obiektywizm fotografii nadaje obrazowi site wiarygodnosci,
nieistniejacg w innych utrwalonych utworach plastycznych™?. Od poczatkéw tego
medium funkcjonowalo przekonanie, iz fotograficzna reprezentacja obiektu jest
potwierdzeniem jego istnienia. Z czasem jednak optymizm dotyczacy poznaw-
czych waloréw fotografii zostal zastapiony rosngcym sceptycyzmem, szczegélnie
w kontekscie rozwoju technologii cyfrowych”. Wspodlczesnie mamy swiadomos¢,
ze zadne medium nie zbliza nas do prawdy o $wiecie, a kazda rejestracja jest
réwniez kreacja. Jednakze wcigz tli si¢ w nas zaufanie wobec spojrzenia kame-
ry/aparatu, ktore jest wiarygodniejszym $wiadkiem zdarzenia niz ludzkie oko.
Wiarygodniejszym, gdyz niezaangazowanym i obiektywnym. Odzwierciedlenie
odnajduje tu filozoficzne przekonanie o niemozliwosci dotarcia do “rzeczy samej
w sobie”, co wynika z ograniczonosci ludzkiej percepcji. Nie mozemy postrzega¢
$wiata, takim jaki jest, lecz jedynie takim, jakim nam sie¢ jawi. Ale czy inne, nie-

-ludzkie spojrzenie jest w stanie to osiggnac?

Nawet jesli pozbawione ograniczen, ktére zdeterminowane sg fizjologia ludz-
kiego oka, spojrzenie kamery/aparatu, nie jest spojrzeniem “absolutnym” lub tez,
jak niegdys wierzono, “obiektywnym”. Jego ograniczenia zwigzane s3 chociazby
z katem widzenia kamery/aparatu, jej ustawieniem czy réznego typu szumami
i zakléceniami. Widoczne jest to przyktadowo w opisywanym projekcie Raf-
mana, eksponujagcym kolejne znieksztalcenia i btedy, wynikajace z zakldcen
dzialania aparatu. Fakt, iz jednym z kryteriéw wyboru fotografii do cyklu 9
eyes artysta uczynil wlasnie wystepowanie wspomnianych szumow, zbliza ten
projekt do dziatan z zakresu glitch artu. Jak zauwaza Andrzej Marzec, glitchem
nazywamy “zakldcenie czy tez przerwe w oczekiwanej, konwencjonalnej trans-
misji informacji, prowadzaca do powstania awarii lub bltedu™. Estetyka glitch

11. Dziga Wiertow, Czlowiek z kamerg, przel. Tadeusz Karpowski (Warszawa: Wydawnictwa
Artystyczne i Filmowe, 1976).

12. André Bazin, “Ontologia obrazu fotograficznego”, w: Fotospoteczenstwo. Antologia
tekstow z socjologii wizualnej, red. Malgorzata Bogunia-Borkowska, Piotr Sztompka (Krakow:
Znak, 2012), 424.

13. Zob. William John Thomas Mitchell, “Oko zrekonfigurowane. Prawda wizualna w epoce
post-fotograficzne;j”, przel. Justyna Kucharska, Katarzyna Stanisz, w: Teoria i estetyka fotografii
cyfrowej, red. Piotr Zawojski (Warszawa: Narodowe Centrum Kultury, 2017), 95-117.

14. Andrzej Marzec, “Glitch art - sztuka resztek, zaklécen i widm”, Czas Kultury 2 (2017)
(193), 168.
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koncentruje si¢ na artystycznym i krytycznym potencjale bledéw, ktore pojawiaja
sie w przekazach nowych mediéw. W wybranych przez Rafmana fotografiach
mamy do czynienia przyktadowo ze zmiang koloru, powidokami, przesunigciami.
Artysta eksploruje takze estetyczne aspekty wspomnianych bledéw i zaklocen.
Jednocze$nie wskazuje na niedoskonato$¢, pojawiajaca si¢ rowniez w przypad-
ku nie-ludzkiego spojrzenia maszyny, ktére mialo by¢ pozbawione ograniczen
ludzkiego oka. Marzec poréwnuje glitch art do Derridianskiego projektu dekon-
strukcji, opierajacej sie wszak na poszukiwaniu wyrwy, szczeliny w tradycyjnych
systemach myslowych oraz ujawnianiu niespdjnosci, ktore rozbijaja koherencje
tych systemow. Zdaniem Marca dzialania z zakresu glitch artu moga funkcjono-
wac jako “narzedzia stuzace do krytycznej analizy wspodlczesnej rzeczywistosci
oraz systemu jej reprezentacji”. Cytat ten mozna odnies¢ wlasciwie do catego
projektu Rafmana, jednak wydaje sie, Ze zdjgcia nieostre, ze zmienionymi bar-
wami lub zupelnie nieczytelne, w sposob szczegdlny zadaja pytanie o nie-ludzkie
spojrzenie oraz jego zaburzenia, ktdre powoduja rozdzial pomiedzy fotografowa-
nym obiektem a samg fotografig lub moze precyzyjniej: okreslajac, uwidaczniaja
rozdzial, ktory wszak zawsze jest obecny. Sztuka ujawniajgca bledy i znieksztat-
cenia niejednokrotnie eksponuje réwniez samo medium, ktore przestaje by¢
“przezroczyste”, co widoczne jest rowniez w projekcie artysty.
Rafman podejmuje refleksje dotyczaca tego, z jakim spojrzeniem mamy
do czynienia w przypadku aparatow GSV:

Ze swoim zakladanym neutralnym spojrzeniem, fotografia Street View miala cechy
bezposredniosci niezaburzonej przez wrazliwos¢ czy cele ludzkiego fotografa. Kuszace
byto postrzeganie tych obrazéw jako neutralnej i uprzywilejowanej reprezentacji rzeczy-
wisto$ci - tak jakby Street View, wymykajac sie wszelkim kontekstom spotecznym poza
geoprzestrzenng ciagloscia, tworzylo prawdziwg fotografie dokumentalna, chwytajac
fragmenty rzeczywistoéci odarte z jakichkolwiek kulturowych intencji'.

Spojrzenie “dziewieciu oczu” jest pozbawione empatii i beznamietne. Jest to jed-
nocze$nie spojrzenie w pewien sposob “plaskie”, niewyrdzniajace zadnego
z elementdw rzeczywistosci. Nie ocenia, nie wybiera, nie potepia. Dziewig¢ oczu
patrzy na wszystko z taka samg intensywnoscig, nic nie ma dla nich znaczenia,
nic ich nie zachwyca ani nie porusza. A pomimo tego bezustannie fotografuja.
Automatyzacja procesu fotografii moze wskazywac, ze wierniej odzwierciedlajg
one rzeczywisto$¢ niz fotografie wykonywane przez czlowieka, ktére nacecho-

15. Marzec, “Glitch art...”, 168.
16. Jon Rafman, “The Nine Eyes of Google Street View”, http://artfcity.com/2009/08/12/img-
-mgmt-the-nine-eyes-of-google-street-view (5.06.2020).
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wane s3 jego indywidualnym spojrzeniem, emocjami, wizja Swiata czy koncepcja
artystyczna.

Widoczne jest jednak, ze GSV to nie tylko “czysta” rejestracja otoczenia, gdyz
sama obecnos¢ aparatu modyfikuje zachowania osdb, ktére znajduja si¢ przed
obiektywem. Ludzie $wiadomi obecnosci “dziewieciu oczu” zaczynajg performo-
wac, niejednokrotnie reagujg agresja, manifestujac tym samym sprzeciw wobec
bycia rejestrowanym bez swojej zgody. Nieche¢ wobec bycia fotografowanym
objawia sie przyktadowo w pokazywaniu obrazliwych gestéw lub obnazaniu si¢
przed aparatem. Innym typem reakcji jest proba schowania si¢, ucieczki przed
jego spojrzeniem. Dzialania te ujawniajg watek przemocy zwigzanej z wladza
spojrzenia oraz z samym aktem fotografowania. Kwestia rozpowszechniania
wizerunkéw od poczatku byta jednym z istotniejszych zagadnien prawnych
zwigzanych z projektem GSV. W zwigzku z tym wszystkie twarze, ktdre pojawiaja
sie na fotografiach, zostaja zamazane. Istnieje jednak osobna kategoria reakcji,
zwigzana z tym, Ze istnieja osoby doktadnie sledzgce trase samochodéw Google
i celowo umawiajace si¢ po to, by aranzowac fikcyjne, czasem nietypowe sytuacje.
W efekcie bezosobowa rejestracja zderza si¢ ze spektaklem odgrywanym przed
nie-ludzkim okiem - oczywiscie docelowo skierowanym do ludzkiego widza,
ktdry zobaczy w Internecie powstale fotografie.

Zwréci¢ nalezy réwniez uwage na zréznicowany charakter kategorii este-
tycznych, wedtug ktérych Rafman dokonywal wyboréw poszczegélnych zdjec
do cyklu. Artysta przyznawal, ze wplyw na jego decyzje miata znajomos¢ historii
fotografii i jej roznorodnosci stylistycznej”. Widoczne jest, ze przywigzywat duza
wage do formalnych aspektow zdje¢, ich kolorystyki czy kompozycji. W cyklu 9
eyes mozna dostrzec zdjecia, ktore nasuwaja skojarzenia z fotografig uliczng oraz
takie, ktdre kojarza si¢ z koncepcja “decydujacego momentu” Henriego Cartiera-

-Bressona - wygladajace niczym chwytane na goraco i wynikajace z szybkiej
reakeji na zaobserwowane wydarzenie. W tym kontekscie szczegdlnie interesujacy
jest fakt, iz stoi za nimi nie-ludzkie spojrzenie.

Rafman podkresla, ze fotografie GSV maja swoja charakterystyczng estetyke —

“zamazanie twarzy, wyjatkowa cyfrowa tekstura oraz zakrzywione wrazenie glebi,
wynikajace z panoramicznego ujecia sg charakterystyczne dla gramatyki wizual-
nej Street View”®. W swym cyklu nie stara si¢ tuszowa¢ pochodzenia fotografii,
pozostawiajac charakterystyczne strzatki nawigacyjne w lewym gérnym rogu,
ktore stajg si¢ waznym elementem wizualnym tych zdje¢. Rafman zwrocit uwage
na to, ze fotografie te pozbawione sg fotografa, jednak wciaz pozostaja tekstami

17. Zob. Rafman, “The Nine Eyes...”.
18. Rafman, “The Nine Eyes...”.
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kultury, ktére domagaja si¢ interpretacji'. Owo poszukiwanie sensu i znaczenia
wynika¢ moze z ludzkiej potrzeby tworzenia narracji, zdjecia wszak s dla nas
opowiesciami o czyms$ oraz stajg si¢ punktem wyjécia dla opowiesci*’. Omawiany
cykl wydaje si¢ pokazywac, ze ta ,narracjogennos¢” obecna jest niemalze w kazdej
fotografii, takze tej, ktora nie zostala wykonana bezposrednio przez czlowieka.

Artysta w wypowiedziach dotyczacych 9 eyes przywoluje réwniez kontekst
boskiego spojrzenia, oddzielonego od tego, co postrzega, catkowicie niezaanga-
zowanego w obserwowang rzeczywistos¢. Wedtug religijnych wyobrazen, boskie
oko jest oceniajgce, a permanentna boska obserwacja gwarantuje, zZe zaréwno zlo,
jak i dobro nie umkna jego postrzezeniu. Metafora boskiego wzroku wydaje sie
jednak bardziej adekwatna w kontekscie permanentnego ogladu usieciowione-
go monitoringu, niz w przypadku spojrzenia “dziewieciu oczu”, ktére — jak sie
okazuje — posiada znaczgce ograniczenia.

Projekt Rafmana wydaje si¢ przede wszystkim opowiescig o totalizujacym,
nie-ludzkim spojrzeniu, ktére stara si¢ ogarna¢ caly swiat, jednak za kazdym
razem, $wiat ten w pewien sposéb mu umyka. Cykl artysty moze nasuwaé
skojarzenia z panoptyzmem, jednak spojrzenie GSV jest w pewien sposéb
odmienne od wzroku panoptycznego straznika. Model Jeremy’ego Benthama
zakladal bowiem stalo$¢ oraz istnienie centrum, z ktérego roztacza si¢ spojrzenie.
Google Street View jest zas spojrzeniem nomadycznym i niedoskonatym. Ciagle
przemieszczanie si¢ samochodu, skutera czy wozka powoduje, ze GSV szybko
traci z obszaru widzenia to, co mija. Paradoksalnie, GSV “widzi” wigc niewiele
i wiele jednoczesnie. Z jednej strony w danym momencie obejmuje spojrze-
niem niewielki obszar, swoje bezpo$rednie otoczenie, a z drugiej, magazynuje
w postaci fotografii wszystkie pozostale widoki. Na specjalnej mapie dostepnej
na stronie projektu GSV mozna zaobserwowac, jak wiele miejsc zostato juz sfo-
tografowanych i zdigitalizowanych, co moze nasuwac skojarzenie z przytaczana
przez Jeana Baudrillarda narracjg Jorge Luisa Borgesa o mapie, ktdra catkowicie
pokrywa si¢ z terytorium?'. Kolejne nowe wehikuly GSV, majace za zadanie
dotarcie do kazdej, nawet trudno dostepnej przestrzeni, wskazuja na niemalze
maniakalng che¢ zreprodukowania, skopiowania calego swiata. Jednak “wzrok”
GSV paradoksalnie jest wszedzie i nigdzie jednoczesnie, co wynika z faktu, ze tak
jak kazda fotografia, uwidacznia to, co jest juz w przeszlosci, przeciwstawiajac
sie aktualnosci monitoringu. Zreprodukowane przestrzenie zostaja wyrwane

19. Rafman, “The Nine Eyes...”.

20. Jakub Dziewit, Aparaty i obrazy. W strong kulturowej historii fotografii (Katowice: gru-
pakulturalna.pl, 2014), 12.

21. Zob. Jean Baudrillard, Symulakry i symulacja, przet. Stawomir Krolak (Warszawa: Wy-
dawnictwo Sic!, 2005), 5-6.
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z continuum czasowego oraz zamrozone w bezczasie. Wirtualne “spacerowanie”
po sfotografowanych przestrzeniach jest zawsze doswiadczeniem ich przesztosci,
widzimy je tak, jak zobaczylo je “oko” GSV miesigc, rok lub nawet kilka lat temu.
Ogladamy wigc miejsca i obiekty, ktére moga juz nie istnie¢. Jesli panoramy GSV
mialyby pozosta¢ aktualne, wymagana bylaby ich permanentna aktualizacja -
co wymagaloby zastosowania techniki monitoringu, a nie fotografii.

Mozna réwniez spojrze¢ na powstaly cykl jak na probe odzyskania zawtasz-
czonego spojrzenia. Mirzoeff wspominal, ze “Google, Apple, Microsoft - i jaki-
kolwiek inny gigant cyfrowy, ktory przyjdzie po nich - ustawiaja si¢ pomiedzy
nami a $wiatem, starannie filtrujac to, co mozemy zobaczy¢ i pozna¢ za pomoca
ekranéw i oprogramowania”**. Google posiada mozliwo$¢ ramowania naszej
percepcji, w zwigzku z czym Rafman poszukuje nowych ram w obrebie tych juz
istniejacych, tym samym przywracajac znaczenie ludzkiego spojrzenia. Ujawnia
sie tym samym krytyczny potencjal opisywanego cyklu, dotyczacy pytania o to,
do kogo przynalezy wladza nad ksztaltowaniem naszego spojrzenia.

W GSV zamkniety zostal niemalze caly swiat, a réznorodno$¢ wydarzen,
sytuacji, ktore uchwycito “dziewie¢ oczu” powoduje, ze wirtualne, panoramicz-
ne spacery sg nieustajagcym zrédlem inspiracji dla fotograféw™. Bez watpienia
dzialania tego typu, podobnie jak projekt Rafmana, majg wymiar przywracania
kontroli, podkreslania znaczenia ludzkiego spojrzenia, ktore “wytawia” z po-
toku pozbawionych znaczenia panoram to, co wazne, poruszajace, ciekawe.
Fotografowie zastepuja przemieszczanie si¢ w realnej przestrzeni wirtualnym
spacerowaniem po zreprodukowanych ulicach, “fotografujac” zastane obiekty
i sytuacje. Tak jak w kazdej praktyce fotograficznej, bacznie obserwuja otoczenie
w poszukiwaniu tego, co przyciagnie ich uwage. Zasadnicza réznica jest taka,
ze niejednokrotnie nie musza naciska¢ spustu migawki - zdjecie jest juz zrobio-
ne, co wigcej, przeciez poruszaja si¢ oni “w” zdjeciach. Przestrzenie, po ktorych
sie poruszaja, sa juz de facto przestrzeniami fotograficznymi. Artysci wcielaja
sie w role wirtualnych flaneuréw, przemierzajacych ulice kolejnych miast. Jest
to jednak szczegdlny typ przemieszczania sig, jednoczesnie powigzany z unieru-
chomieniem ciata, co - jak zwracal uwage Lev Manovich — w kontekscie ekranéw
jest powszechnym zjawiskiem?*®.

22. Mirzoeft, Jak zobaczyé..., 170.

23. Oprdcz opisywanych projektéw Jona Rafmana i Michaela Wolfa wymieni¢ mozna cykl
A New American Picture Douga Rickarda, No Man’s Land Mishki Henner czy Cinemascapes Aaro-
na Hobsona, Zob. Paul Moakley, “Street View and Beyond: Google’s Influence on Photography”,
Time, 2012, http://time.com/55683/street-view-and-beyond-googles-influence-on-photography/
(4.06.2020).

24. Lev Manovich, Jezyk nowych mediéw, przel. Piotr Cypryanski (Warszawa: Oficyna Wy-
dawnicza Losgraf, 2011), 188.
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Michael Wolf w swych dzialaniach fotograficznych réwniez wykorzystywat
material wizualny pozyskany z Google Street View*. Podobnie jak w przypadku
9 eyes Rafmana, realizowane przez niego projekty staja sie fuzja ludzkiego i nie-

-ludzkiego spojrzenia (wlasciwie jak kazda fotografia, tutaj jednak dokonuje si¢

to na innym poziomie). W przeciwienstwie do Rafmana, w przypadku dziatania
Wolfa sam akt fotografowania pozostaje obecny. Artysta wykonywal bowiem
zdjecia ekranu, na ktérym obserwowal przestrzenie GSV.

Estetyka fotografii Wolfa jest wigc odmienna, widoczne jest bowiem, ze mamy
do czynienia z fotografig obrazu z monitora, co uwidacznia si¢ w specyficznej “ziar-
nistoéci” zdjecia. Dziatania obu artystow, pomimo swego podobienstwa, ujawniaja
zasadnicza réznice — pierwszy z nich rezygnuje bowiem z samego gestu fotografo-
wania, koncentrujac si¢ na wynajdywaniu interesujacych go z réznych wzgledow
materialéw wizualnych, traktujac GSV niemalze jako magazyn fotograficznych
ready-made, podczas gdy Wolf pozostaje by¢ moze bardziej klasyczny w kontekscie
pewnej tradycji myslenia o fotografii, dokonujac bezposrednio aktu wykonania
zdjecia. W przypadku Rafmana mamy do czynienia z nie-ludzkg fotografia, ktdrej
artysta nadaje znaczenie poprzez swoj autorski wybor. W przypadku projektow Wolfa
mamy do czynienia niejako z fotografig drugiego stopnia, mozemy moéwic¢ wrecz
o pewnej tektonice, w ktdrej ludzkie i nie-ludzkie spojrzenia tworza poszczegdlne
warstwy. Wolf fotografuje fotografie — dziatanie to samo w sobie nie jest zaska-
kujace, znane jest chociazby ze stynnego cyklu After Walker Evans Sherrie Levine.
Jednak w tym przypadku ciekawym aspektem jest nawarstwienie si¢ kolejnych
technologicznych zaposredniczen pomigdzy realnym obiektem a spojrzeniem
odbiorcy: obiektywu Street View, ekranu komputera, obiektywu aparatu artysty
oraz niejednokrotnie ponownie ekranu komputera, gdy ogladamy opisywane
projekty na stronie internetowej.

Wolf dzielil swoje fotografie zwigzane z GSV na kilka cykli. Niektdre z nich
dotycza poszczegdlnych wirtualnie zreprodukowanych miast — Paryza czy Man-
hattanu - lub wrecz konkretnych obiektéw, przykladowo Wiezy Eiffla (artysta
wybiera w tym przypadku wszystkie fotografie GSV, na ktérych widoczna jest
tytulowa wieza). Seria Fuck you ukazuje postaci wykonujace tytulowy gest, tym
samym pojawia si¢ tu wspomniana juz kwestia proby obrony przed spojrze-
niem aparatu. Gest ten staje si¢ forma oporu, wyrazem $§wiadomosci powiaza-
nia pomiedzy obrazem a wtadza lub wyrazem bezsilnosci i niecheci do bycia
fotografowanym. Wolf wyraznie zainteresowany jest rowniez estetyka glitch,
co widoczne jest w cyklu A Series of Unfortunate Events, w ktorym eksploruje
on aspekty zwigzane ze znieksztalceniami, bledami, ale rowniez tytutowymi

25. Opisywane projekty mozna zobaczy¢ na oficjalnej stronie artysty, http:/photomichaelwolf.
com (26.06.2020).
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nieszczesliwymi wydarzeniami: wypadkami, aktami przemocy, pozarami.
Projekt Interface w sposob szczegolny uwidacznia natomiast interfejs GSV. Wolf
eksponuje sam kursor lub tez strzatki, ktore wskazuja kierunki przemieszczania
sie w przestrzeni Street View, znaczniki miejsca, wyswietlajace si¢ nazwy ulic
i réznego typu komunikaty (przykladowo “this image is no longer available™).
Manovich wskazywal, ze wspdlczesnie interfejsy stwarzaja nowe mozliwosci
dla sztuki i komunikacji, zauwazat réwniez, ze “monitor podtaczonego do sieci
komputera staje si¢ oknem, przez ktére zobaczymy miejsca odlegte o tysiace
kilometrow”?¢. Badacz zwracal uwage na pozorng przezroczysto$¢ interfejsow.
Przyzwyczajamy sie do nich, w zwiazku z czym przestaja by¢ dla nas widoczne.
Tymczasem wszystkie tresci, do ktorych mamy dostep przy pomocy komputera,
zaposredniczone s poprzez interfejs — zdaniem Manovicha jest on rodzajem
kodu, ktory prawie nigdy nie pozostaje neutralny, moze bowiem narzucaé wlasny
model $wiata, ideologie i logike. Jak pisze:

interfejs ksztaltuje nawet sposob, w jaki uzytkownik postrzega sam komputer, a takze
dowolny obiekt medialny, do ktérego ma dostep poprzez komputer. Pozbawiajac rozne
media ich pierwotnych cech, interfejs narzuca im swoja logike?.

Wolf, eksponujac w swym cyklu interfejs, ktéry pozwala na przemieszczanie si¢
po zdigitalizowanych ulicach, uwidacznia konstrukeje tej wirtualnej przestrzeni
oraz jej ograniczenia. “Rozgladajac” si¢ po miejscach zreprodukowanych w GSV
mamy wrazenie spéjnoéci panoram, zapominamy, ze sg efektem sklejania ze soba
kilku fotografii. Dzigki niewidocznemu procesowi “zszywania” ulegamy ztudzeniu
jednosci powstalego obrazu. Mozna to odnies¢ do stwierdzenia Mirzoefta doty-
czacego dzisiejszego sposobu wizualizowania §wiata, gdy pisze on, ze “sktadamy
go z fragmentdéw, zakladajac, ze to, co widzimy, jest spdjne i odpowiada rzeczywi-
stosci”?®. Eksponujac bledy i zaburzenia, obaj artysci uwidaczniajg sfragmentary-
zowanie wirtualnych przestrzeni, ukazujg ich ograniczenia, szczeliny i momenty
rozpadu. Dotyczy to zaréwno interfejsu, jak i tworzonego w jego ramach obrazu
rzeczywisto$ci. Rafat Nahirny wskazywal na niezwykly tad panujacy w swiecie
zreprodukowanym przez GSV, objawiajacy sie przykladowo tym, ze fotografie
wykonywane sg jedynie przy stonecznej pogodzie®. Autor zwraca jednak uwage
na wspomniane juz glitche, ktére wprowadzajg niezakladang przez twoércow
GSV estetyke niepokoju i niesamowitosci oraz sprawiaja, ze przedstawiona rze-

26. Manovich, Jezyk nowych..., 176.

27. Manovich, Jezyk nowych..., 142.

28. Mirzoefl, Jak zobaczy¢.. ., 24.

29. Rafal Nahirny, “Nadnaturalny horror w Google Street View. Estetyka niepokoju a obraz
tadu w przestrzeni miejskiej”, Studia Etnologiczne i Antropologiczne, t. 15 (2015), 69.
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czywisto$¢ “momentami odpowiada bardziej logice marzenia sennego, a nawet
koszmaru niz technologicznej funkcjonalnosci™. Zaréwno Rafman, jak i Wolf
nie sg zainteresowani funkcjonalnoscig Street View, nie uzywaja wiec programu
zgodnie z jego przeznaczeniem, szukajac raczej fotografii, ktore z perspektywy
uzytecznosci tego systemu sg rodzajem zakldcenia lub wrecz bledu.

Szczegdlnie interesujacy jest rowniez projekt Portraits, w ktérym Wolf foto-
grafuje w duzym powigkszeniu twarze przechodniéw, ktore zgodnie z zasadami
funkcjonowania GSV sg zamazane. Twarze staja si¢ jedynie zarysami, a postaci
ze zdjec przypominaja duchy lub zjawy. By¢ moze artysta ukazuje tutaj istotny
aspekt fotografii GSV, ktéry wynika z jej nie-antropocentrycznosci. Czlowiek
nie tylko nie jest tu fotografujagcym podmiotem, nie jest réwniez istotnym przed-
miotem tych fotografii. Ludzka obecnosé¢ z perspektywy GSV jest zupetnie zbedna,
jest elementem przeszkadzajacym. Co wigcej, okazuje sie ona zbedna z obu stron
obiektywu. Wazna jest sama przestrzen, a nie zamieszkujacy ja ludzie. W swym
projekcie filozofii fotografii Vilém Flusser wyraznie antagonizowal relacje pomie-
dzy cztowiekiem a aparatem, wskazujac, iz ten ostatni dziata wedlug ustalonego
programu, a czlowiek staje sie jedynie jego funkcjonariuszem®. W kontekscie
GSV i automatyzacji procesu fotografowania wydaje si¢ to jeszcze wyrazniejsze —
aparat potrzebuje bowiem czlowieka jedynie po to, aby moc sie przemieszczac.

Czy fakt, iz mamy do czynienia z nie-ludzka fotografig przekresla jej estetycz-
ny i artystyczny wymiar? Czy zakladana ludzka intencjonalnos¢ lezy u podstaw
naszego rozumienia fotografii jako dzieta sztuki? Jak wskazuje Jakub Dziewit:

to, ze zdjecie bylo wykonywane przez maszyne, bylo zarzutem wobec fotografii, ktory
nigdy do konca nie zostal obalony. Byl to jeden z koronnych argumentdw, przez ktore
krytycy nie chcieli uznac¢ fotografii jako czesci $wiata sztuki — dla nich nie byto tam
po prostu elementu ludzkiej kreacji®.

Dzi$ niewiele 0séb jest sklonnych kwestionowac status fotografii jako dziela
sztuki. Aparat pojmowany jest przede wszystkim jako narzedzie, ktérym postuguje
si¢ artysta, jawi si¢ on jako “przedluzenie” ludzkiego oka, a spojrzenie czlowieka
pojmowane jest jako dominujace. Niejednokrotnie uznajemy, ze to wlasnie ono
oraz ludzka wrazliwos¢ i emocje kryja sie za kazdym zdjeciem. Co jednak w sytuacji,
gdy tak nie jest? Gdy fotografem nie jest cztowiek, lecz maszyna? Mozna oczywi-
$cie stwierdzié, ze przeciez zostala ona zaprogramowana przez czlowieka. Jednak
tym, co wydaje si¢ szczegdlnie interesujace, jest artystyczny potencjal fotografii

30. Nahirny, “Nadnaturalny horror...”, 77.

31. Zob. Vilém Flusser, Ku filozofii fotografii, przel. Jacek Maniecki (Warszawa: Wydawnictwo
Aletheia, 2015).

32. Dziewit, Aparaty i obrazy..., 63-64.
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powstalej bez bezposredniego udziatu cztowieka, to znaczy w sytuacji, gdy to nie
on wybiera element rzeczywistosci, kadruje i naciska spust migawki. Trudno
o bardziej antropocentryczng kategorie niz pojecie sztuki, ktore nierozlacznie
powigzane jest z czlowiekiem i jego aktem kreacji. Samo pytanie dotyczace tego,
czy nie-ludzkie istoty moga tworzy¢ sztuke, wydaje sie zaprzeczac jej istocie.
Jak sie jednak okazuje, fotografia wykonana przez maszyn¢ moze okazac sie
niemozliwa do odrdznienia od tej wykonanej przez cztowieka. W takim wypadku
nalezy zadac pytanie: czy jej nie-ludzka proweniencja dyskwalifikuje estetyczne
i artystyczne walory? Mozemy argumentowacd, ze waznym aspektem sztuki
jest jej celowo$¢ i intencjonalno$¢, a w przypadku fotografii wykonanych przez
same aparaty efekt koncowy jest wynikiem przypadku. Jednak z drugiej strony,
przypadkowo$¢ nie przekresla artystycznego i estetycznego wymiaru danego
dziefa. Nie-ludzka fotografia pozbawiona jest idei, konceptu, zamierzenia, ktore
niejednokrotnie postrzegane sg jako podstawy aktu twdrczego. Jednak nawet,
gdy zdystansujemy sie wobec stwierdzenia, ze nie-ludzkie podmioty sg w stanie
tworzy¢ dziefa sztuki, nie sposob zaprzeczy¢, ze fotografie przez nie wykonane
moga mie¢ istotne walory estetyczne i artystyczne. Uwidacznia to projekt Rafmana,
ktéry w mechanicznie wykonanych fotografiach odnajduje szereg tradycyjnych
kategorii estetycznych (piekno, brzydote, komizm), rézne stylistyki (deformacje,
surrealizm) oraz rézne odczucia (niepokdj, fascynacje, wspolczucie). Estetyczny
wymiar nie-ludzkiej fotografii potrzebuje ludzkiego spojrzenia, ktdre rzutuje
znane kategorie i wartosci na dane przedstawienie. Rafman pokazuje, jak wiele
dzieje si¢ na styku ludzkiej i nie-ludzkiej fotografii, w jaki sposéb artysta moze
pracowac z zastanym materialem wizualnym, ktérego autorem jest sam aparat.
Uwidacznia tym samym, ze wspolczesnie zdjecia wykonywane przez czlowieka
sg tylko jednym z wymiaréw fotografii (takze tej artystyczne;).

Flusser zauwazal, zZe dzialania fotografa wymagaja podjecia gry z programem
aparatu, inaczej pozostaje on jedynie “pstrykaczem”, multiplikujacym redundantne
obrazy®”. W rozumieniu Flussera najlepsza fotografia to taka, w ktérej fotografo-
wi udaje si¢ “przezwyciezy¢” program aparatu i podporzadkowac go wltasnym
celom. Jednak aparaty coraz bardziej autonomizuja si¢ wobec ludzkich zamiaréw,
co wigcej, zdaniem autora podporzadkowuja sobie czlowieka. Nieprzejrzystos¢
programu aparatu powoduje, ze nie kazdy uzytkownik stara si¢ podejmowac z nim
gre. W efekcie aparat wymaga od “opetanego” nim wlasciciela, by ten nieustannie
fotografowal, popadajac w fotomani¢ powtarzania tego samego, w efekcie stajac
sie przedtuzonym samowyzwalaczem - “jego zachowanie jest automatycznym

33. Flusser, Ku filozofii..., 92.
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przedtuzeniem funkcjonowania aparatu. Konsekwencja tego jest nieustanny potok
nie§wiadomie wytwarzanych obrazéw™*.

Fotografie, ktore Flusser nazywa informatywnymi, nie sg przewidziane w progra-
mie aparatu, wymagaja Swiadomej gry z nim, dokonywania “wylomu” w uniwersum
fotograficznym. Zdaniem filozofa aparaty zostalty wynalezione, by funkcjonowac
automatycznie, niezaleznie od ludzkich ingerenciji:

taki wlasnie byl zamiar, ktéry je wytworzyl, ze cztowiek bedzie z nich wykluczony. I nie-
watpliwie zamiar ten powi6d! sie. Podczas gdy udziat czlowieka maleje, programy aparatéw,
te sztywne gry kombinacyjne, staja si¢ coraz bogatsze w elementy, coraz szybciej prze-
prowadzaja kombinacje i juz Zaden cztowiek nie potrafi ich przejrze¢ i podda¢ kontroli*.

Joanna Zyliniska zadaje pytanie, czy relacja pomiedzy cztowiekiem a technologia
musi by¢ tak silnie zantagonizowana, jak widoczne jest to w koncepcji Flussera.
Badaczka zwraca uwagg, ze fotografia zawsze jest w pewnym stopniu nie-ludzka*.
Ludzki wymiar fotografii objawia si¢ w decyzjach dotyczacych tego, co zostanie
przedstawione oraz w jaki sposob. Jednak autorka zauwaza, ze przede wszystkim
w amatorskiej fotografii zakladane decyzje sg tak naprawde afektywnymi reakcjami
na wydarzenia, ktére rozgrywaja si¢ przed oczami fotografujacego, stajac sie niemalze
automatycznymi odruchami, niemajacymi zbyt wiele wspdlnego ze swiadomym
podejmowaniem decyzji. Innym wymiarem tej automatyzacji jest, jej zdaniem,
dzialanie wedtug istniejacych w nas uprzednio ram, modelujacych nasze spojrzenie,
ktore staramy sie odtworzy¢ w wyjatkowy sposdb, nadajac im indywidualny wymiar
(autorka wymienia np. “dziecko biegnace do matki”, “dziewczyna zdmuchujaca
$wieczke z tortu urodzinowego”, “para przed Taj Mahal”). Powstajace zdjecia wpi-
suja sie w rozpoznany i czytelny dla wszystkich kod, a prawdziwy artyzm moze
by¢ rozumiany jako gra z nim i dzialanie poza jego schematami.

Do GSV mozna tez odnies¢ stowa Zyliniskiej o “nieznaczacej fotografii” - to znaczy
pozwalajacej nam dostrzec rzeczy i zjawiska, ktdre zostaly uchwycone niemalze
przypadkowo, “w ktérych tematyczne ‘co’ nie jest kluczowym impulsem stojacym
za powstaniem obrazu™¥. W takim rozumieniu wspomniane nadawanie znaczenia
moze by¢ rozumiane jako podstawowa operacja ludzkiego oka. Zylifiska postuluje
odejscie od proponowanej przez Flussera retoryki walki pomiedzy cztowiekiem
a aparatem w kierunku myslenia o ich nieroztgcznym wspolistnieniu. Nie-ludzka
fotografia przypomina nam o istnieniu innych spojrzen oraz o czasowosci tego
ludzkiego. Zdaniem Zyliriskiej nie-ludzka fotografia moze z jednej strony stanowi¢

34. Flusser, Ku filozofii ..., 111.
35. Flusser, Ku filozofii..., 131.
36. Zylinska, “The Creative...”, 139.
37. Zyliniska, “The Creative...”, 145.
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“reakcje na ludzka tendencje do reifikacji samego siebie, a z drugiej otwarcie w strone
radykalnej posthumanistycznej politycznej analizy”™.

Projekty Rafmana i Wolfa mozna odnie$¢ réwniez do analizy Daniela Ru-
binsteina dotyczacej postludzkiej fotografii**. Rubinstein postuguje si¢ terminem
posthuman photography, akcentujac tym samym konieczno$¢ zakwestionowania
dominacji ludzkiego spojrzenia. Autor wskazuje na koniecznos¢ przeformutowa-
nia myslenia w kategoriach podmiot-przedmiot czy kopia—oryginal, ktére dominuja
w naszym postrzeganiu fotografii. Zamiast tego proponuje oparty na koncepcji
Deleuze’a i Guattariego rizomatyczny projekt, w ktérym fotografia pojmowana
jest w calej sieci relacji — w stosunku do innych fotografii, przedmiotéw, bytow,
procesow i organizmoéw. Jak zauwaza Rubinstein,

fotografia stoi u progu nowej ery, zdominowanej nie przez reprezentacje, lecz przez sieci

i siatki oraz definiowanej nie poprzez podmiotowo$¢ obserwujacego, lecz poprzez relacje

pomiedzy polaczonymi punktami i bytami, ktdre nie majg ustalonych czy stabilnych toz-
samosci, ale produkujg znaczenia przez skojarzenia, rozpowszechnianie, przetwarzanie

i dzielenie sie nimi za pomoca systemow online*.

Zamiast wysuwac obawy dotyczace mozliwego zastgpienia ludzkiej kreatywnosci
przez zdjecia wykonywane przez same aparaty, mozemy zastanowic si¢ nad ar-
tystycznym potencjalem nie-ludzkiej fotografii, ktéra niekoniecznie zastgpuje te
ludzka, lecz wspdtwystepuje i przenika sie z nia.

Poglad, ze automatyzacja procesu fotograficznego zwiastuje koniec fotografii,
wynika z antropocentrycznej perspektywy. Fotografowanie nie jest procesem do-
stepnym jedynie dla czlowieka. Zjawiskiem, ktdre jest typowo ludzkie jest natomiast
nadawanie znaczenia powstalym zdjeciom. Opisywane projekty Rafmana i Wolfa
eksploruja miejsca styku pomigdzy (pozorna?) obiektywnoscia mechanicznej ob-
serwacji a zakladang intencjonalnoscig ludzkiej fotografii. W ostatecznosci nawet,
gdy proces tworczy dokonywany jest przez maszyne, na jego koncu bardzo czesto
znajduje si¢ ludzkie spojrzenie, ktére ocenia, interpretuje i wartosciuje wedlug
wlasnych kategorii. W efekcie estetycznej ocenie moga podlega¢ réwniez nie-ludz-
kie fotografie, a zetknigcie z nimi pozwala nam na poszerzenie naszego wlasnego
spojrzenia i konfrontacje z innym, nie-ludzkim “okiem”.

38. Zylinska, “The Creative...”, 152.

39. Daniel Rubinstein, “Posthuman Photography”, w: The Evolution of the Image: Political
Action and the Digital Self, red. Marco Bohr, Basia Sliwiniska (Oxford-New York: Routledge, 2018).

40. Rubinstein, “Posthuman...”, 102.
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Mg awatar krzyczy jak ja
Wspodiczesne realizacje motywu
sobowtora w kilku polskich tekstach
fantastycznonaukowych

My Avatar Screams Like Me. Doppelgangers in Selected Polish
Science Fiction Narratives

Abstract: The aim of the article is to investigate selected instances of the doppelginger
literary motif and to present how that centuries-old figure actualizes itself in the lite-
rature of the second half of the 20th century. The text explores the following questions:
how is the relationship between these characters and traditional doppelgingers used
to show the subject’s disintegration and sense of danger? Is the change that occurred
within the doppelginger figure only a superficial modernization of an obsolete trope
or rather a profound evolution of the meaning it conveys? My research focuses on three
Polish science-fiction narratives, written in different times and within different paradigms:

“Holoman” by Janusz Szablicki, “Skasowa¢ drugie ja” by Adam Hollanek and “#Eudaj-
monia” by Magdalena Kucenty.

Keywords: science fiction, doppelganger, imaginary identification

Figura sobowtdra czy blizniaka, ktéra w kulturze antycznej i we wzorujacych sie
na niej epokach pdzniejszych stuzyta glownie wprowadzaniu wagtkéw komediowych',
okazala si¢ z czasem motywem bardzo no$nym i ewoluujacym w forme przekaz-
nika zgota innych tresci*. Zafascynowany transgresyjnoscia wiek dziewietnasty
przeksztalca komediowych blizniakéw i sprytnych sobowtéréw w mrocznych

1. Na przyktad w poswieconych postaci Amfitriona utworach Plauta oraz prawdopodobnie
Sofoklesa czy Eurypidesa Zeus podszywa si¢ pod meza Alkmeny, by spedzic z nig noc. Perypetie
z tym zwigzane wprowadzaja do utworu element farsy. Por. Ewa Skwara, “Wstep” [do komedii
Amfitrion], w: Plaut, Komedie, t. 1, przel. i oprac. Ewa Skwara (Warszawa: Wydawnictwo Pro-
szynski i S-ka, 2002), 162.

2. Analizy przedstawione w niniejszym artykule stanowia poprawiong i rozszerzong wersje¢
tych, ktdre przedstawitam w jednym z podrozdzialéw mojej rozprawy doktorskiej Porzgdki nie-
rzeczywistosci. Koherencja swiatow przedstawionych w polskiej fantastyce wspélczesnej, obronionej
w czerwcu 2020 roku na Wydziale Polonistyki UJ.
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doppelgangerow, ktorzy majg juz nie bawi¢, a przerazac i uswiadamia¢ skompli-
kowanie ludzkiej duszy; “nic nie mogto istnie¢ bez emanacji, cienia badz odbicia,
bez podwojenia, bez sobowtéra™. Sobowtdr juz nie tylko nasladuje - teraz okrada
bohatera z jego tozsamosci, zabiera mu jednostkowos$¢, ktdra stanowi przeciez
dla romantykéw jedna z najwyzszych wartosci; probujac zastapi¢ cztowieka,
mroczny blizniak przypomina o kruchosci podstaw zycia, okazuje si¢ powigzany
ze $miercig i z czyhajacym bezustannie na podmiot zagrozeniem. W tym wta-
$nie kluczu interpretuja takie figury liczni filozofowie i badacze kultury, wsréd
nich chociazby psychoanalitycy. Sigmund Freud traktuje motyw sobowtérstwa
szeroko i wspomina, Ze chodzi tu nie tylko o identyczne postaci czy podwojenia,
ale tez w ogole “o staly powrdt tego samego, o powtarzanie w kolejnych genera-
cjach tych samych ryséw twarzy, charakteréw, loséw, czynéw przestepczych, ba,
nawet imion™. Laczy tez istnienie postaci doppelgangeréw z pierwotnym narcy-
zmem oraz z pragnieniem przeniesienia odrzuconych przez podmiot elementéw
wlasnej psychiki czy doswiadczen na inng osobe’. Jacques Lacan wlacza jeszcze
do tych rozwazan watek neurozy, zakladajac, ze wlasnie dla osobowosci neuro-
tycznej charakterystyczna jest tendencja do podwajania — figury ojca, postaci
ukochanej osoby, a ostatecznie nawet siebie samego:

Jesli [....] podmiot stara sie o odnalezienie jednosci swojej uczuciowosci, wéwczas to na dru-
gim koncu fancucha, w podjeciu sie swojej wlasciwej funkgji spotecznej [...] widzi on,
jak pojawia si¢ obok niego posta¢, z ktdra takze ma on relacje narcystycznag jako $mier-
telng. To jej powierza zadanie reprezentowania go w §wiecie i zycia na jego miejscu. [....]

To w tej bardzo szczegolnej formie rozdwojenia narcystycznego lezy dramat neurotyka®.

Sobowtdr stuzacy podmiotowi do tego, by przerzuci¢ nan niechciane cechy
albo ryzyko $mierci, przeklenistwa czy innego nieszczgscia, pojawia sie w licznych
tekstach dziewietnasto- i wezesnodwudziestowiecznych. W utworach Roberta Lo-
uisa Stevensona’, Edgara Allana Poego® czy Stefana Grabinskiego® - i wielu innych
autoréw — rodzi sie w laboratoriach albo w mglistych alejkach, przejmuje na siebie
wszystkie ciemne aspekty ludzkiej osobowosci, zbiera nieszczescia i jak portret
Doriana Graya z powiesci Oscara Wilde’a kumuluje to, co najwstretniejsze i naj-

3. Maria Janion, Gorgczka romantyczna (Gdansk: stowo/obraz terytoria, 2007), 45.

4. Sigmund Freud, Pisma psychologiczne, przet. Robert Reszke (Warszawa: Wydawnictwo
KR, 1997), 247.

5. Freud, Pisma..., 248.

6. Jacques Lacan, Mit indywidualny neurotyka albo poezja i prawda w nerwicy, przel. Tomasz
Gajda, Janusz Kotara, Jacek Waga (Warszawa: Wydawnictwo Naukowe PWN, 2015), 30-31.

7. Doktor Jekyll i Pan Hyde, data pierwszej publikacji: 1886 r.

8. William Wilson, data pierwszej publikacji: 1839 r.

9. Zez, data pierwszej publikacji: 1919 r.; Problemat Czelawy, data pierwszej publikacji: 1920 r.
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bardziej odrazajace czy grozne. Pdzniej natomiast ogromna popularnos¢ tego
motywu nie sprawia bynajmniej, Ze ulega on wyczerpaniu czy zanika - przeciwnie,
pojawia sie ciagle rowniez w twdrczosci wspolczesnej. Literatura fantastyczna
siega po niego szczegdlnie chetnie, tym bardziej, ze romantyczne leki o utracie
indywidualnosci znajduja swoje nowe brzmienie w dobie rozwoju technologicz-
nego, kiedy eksperymenty naukowe zaczynajg przesuwac granice jednostko-
wosci i niepowtarzalno$ci istoty ludzkiej. Dlatego wlasnie utwory fantastyczne
wykorzystuja postaci doppelgidngeréw, by ukaza¢ mozliwosci i konsekwencje
zwigzane z klonowaniem, kopiowaniem atoméw, konstruowaniem androidéw
czy przenoszeniem tozsamosci w sfere cyfrowa.

Celem niniejszego tekstu jest przyjrzenie sie kilku realizacjom takich motywow,
by ukazad, w jaki sposdb istniejaca w kulturze od wiekéw figura sobowtéra aktu-
alizuje si¢ w literaturze drugiej pofowy wieku dwudziestego. Omdwienie postaci
sobowtoréw w wybranych tekstach fantastycznych pozwoli sprawdzi¢, jaka jest
relacja miedzy tymi postaciami a bardziej tradycyjnie ujmowanymi doppelgidn-
gerami ukazujgcymi rozbicie i poczucie zagrozenia podmiotu. Jako material
badawczy postuzg trzy polskie opowiadania fantastyczne: “Holoman” Janusza
Szablickiego i “Skasowa¢ drugie ja Adama Hollanka”, reprezentujace science fiction
lat osiemdziesiatych XX wieku, a takze “#Eudajmonia” Magdaleny Kucenty, tekst
pochodzacy z roku 2017 i podejmujacy temat zycia w zwirtualizowanym $wiecie.
Dobér przykiadéw powstatych w obrebie roznych odmian fantastyki i w réznym
czasie umozliwi sprawdzenie tego, czy zmiana, jaka zaszla w figurze mrocznego
blizniaka, jest tylko powierzchowna, wynikajaca z konieczno$ci unowoczesnienia
wytartych motywow, czy tez za taka modyfikacja postepuje rowniez gleboka
ewolucja przenoszonych znaczen. Mimo réznic, jakie da si¢ zaobserwowa¢ w po-
szczegolnych omawianych tekstach, a ktére wynikaja z momentéw ich powstania
oraz z uwarunkowan zwigzanych z wykorzystywanymi przez nie konwencjami,
pozwalaja one skoncentrowac si¢ na pytaniu wyptywajacym z rozwazan Lacana:
co motyw sobowtora moéwi o relacji ja z samym soba i z innym?

Poczatkowe partie “Holomana” sugeruja, ze narrator powraca do zdrowia
po wypadku skutkujagcym utratg pamieci — budzi sie w szpitalu, z trudem rozpo-
znaje otoczenie, a do tego niepokoi go dziwnie nerwowe zachowanie czuwajacego
przy 16zku kolegi, jego “nie tyle troska, co zachfanna ciekawos$¢ wymieszana
z czyms$ w rodzaju niepokoju, a moze nawet trwogi”'’. Protagonista dopiero
podczas dluzszej rozmowy przypomina sobie prace majace prawdopodobnie
doprowadzi¢ do opracowania technologii tworzenia holograméw, “dni i noce
morderczej, wyczerpujacej do cna haréwki [...]. Nastepujace jeden po drugim

10. Janusz Szablicki, “Holoman”, w: Trzecie stadium ewolucji (Katowice: Wydawnictwo
“Slask”, 1980), 8.
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eksperymenty, bez watpienia coraz bardziej udane, lecz wcigz jeszcze nie na miare

naszych rachub i nadziei™'. Ostatecznym sprawdzianem nowej metody mial by¢

test, ktory naukowcy przeprowadzajg na sobie samych. Gléwny bohater pamie-
ta jednak tylko, Ze zostal wylosowany do roli obiektu, a gdy probuje wypytac

Raya o dalszy rozwoj sytuacji, ten wyraznie unika odpowiedzi, méwigc jedynie

o “bioszoku”, ktdéry poskutkowat koniecznoscig leczenia; nie przestaje tez bacznie

obserwowac hospitalizowanego kolegi, “jakby oczekiwatl [...] jakiej$ sobie tylko

wiadomej reakcji”?. Moment przelomowy nastepuje, gdy narrator wreszcie zostaje

sam w zamknietym pokoju i zaczyna sltysze¢ dziwne odglosy:

Korytarzem kto$ nadchodzit. Kroki byly nieréwne: to zwalnialy, to zas gwaltownie
przyspieszaly, jak gdyby rzadzily nimi dwa przeciwstawne impulsy. [...] Zastyglem
w bezruchu natezajac stuch. [...] Nagle u§wiadomilem sobie, Ze ten kto$ najprawdopo-
dobniej, tak jak i ja, sterczy tuz za drzwiami. [...]

- No, otworz ze wreszcie, do jasnej cholery, drzwi z tego klucza! - zdenerwowatem sie¢
w koncu nie na zarty i ku mojemu wlasnemu zdumieniu poskutkowalo. [...]

Na progu, lekko pochylony, w moja strone, co byto najprawdopodobniej spowodo-

wane moja gwaltownoscia, z dfonig jeszcze jakby przyklejona do klucza. .. statem ja sam
we wlasnej osobie!

Sceny konfrontacji z wlasna kopig — ktdre zreszta zajmuja pozostaly czgsé
opowiadania - s3 pelne napigcia. Podstawowym tematem jest tu problem iden-
tyfikacji i autoidentyfikacji: rozréznienia miedzy oryginatem i sobowtérem, ktére
nie jest jasne nawet dla czytelnika, a tym bardziej dla obu postaci. Narrator ma
przekonanie, Ze to on jest wersja podstawowa wlasnej osoby; na pytanie niespo-
dziewanego goscia o to, jak powstal, odpowiada nawet ironicznie, ze “my, ludzie,
rozeznajemy si¢ w tym na ogol: w dzisiejszych czasach uswiadomienie w tym
wzgledzie jest postawione na nalezytym poziomie!™. Z drugiej strony chociazby
dziwne zachowanie Raya i argumenty wysuwane przez sobowtdra — na przyktad
fakt, ze zna on, w przeciwienstwie do protagonisty, doktadny przebieg ekspery-
mentu i jego efekt — zdaja sie potwierdzac co$ przeciwnego, a wigc ze to jednak
narrator jest wytworzong podczas testu kopia.

Psychiczna walka, jaka toczg ze sobg bohaterowie, jest dostownie walka o Zy-
cie - obaj od poczatku rozmowy zdaja sobie sprawe, ze bedzie mogl przetrwaé
tylko jeden z nich. Jest to rdwniez desperackie starcie o ustalenie i umocnienie
tozsamosci: wbrew pierwotnym zalozeniom eksperymentu okazuije sie, ze doszlo

11. Szablicki, “Holoman”, 13.
12. Szablicki, “Holoman”, 20.
13. Szablicki, “Holoman”, 20-21.
14. Szablicki, “Holoman”, 23.
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do wytworzenia nie hologramu, ale “zywej, catkowicie integralnej kopii™*. Obaj

mezczyzni s3 wiec wlasciwie identyczni — nie tylko fizycznie, ale i psychicznie,
dziela bowiem wspomnienia, uczucia i reakcje. W zwigzku z tym sg w stanie prze-
widzie¢ nawzajem swoje zachowania i doskonale rozumieja, co drugi ma na mysli.
Miedzy innymi dlatego ich spdr nie moze zakonczy¢ si¢ inaczej niz remisem,
a dramatyzm sytuacji wzmaga fakt, ze kazdy z bohaterdow jest gotow zabic¢ swoja
domniemang kopie w obronie przekonania o wlasnej oryginalnosci. Kluczowy
dla calej rozmowy jest moment, kiedy obaj dyskutanci ujawniaja swoje motywacje:

- Nawet nie poczujesz! — zapewnil zarliwie [...]. - Zasniesz jak niemowle.

- A wiec tylko po to tutaj przyszedtes! [...]

- Wiasdciwie tak — przyznal bez zajakniecia. Od poczatku twierdzilem, Ze nie ma
innego wyjscia. Tylko ze nalezalo to zrobi¢, zanim jeszcze odzyskales przytomnos¢. Ray
jednak upart sie, by poczekac i zobaczy¢, co z tego wszystkiego wyniknie. Przeciez ty
takze nie chciatby$ by¢ traktowany jako li tylko przedmiot doswiadczen?!

Milczalem.

- Zrozum - zaczal znowu po chwili - ludzkos¢ i bez tego ma dos¢ demograficznych
klopotéw. A na dobitke te wszystkie tatwe do przewidzenia komplikacje natury rodzinnej,
mieszkaniowej i tym podobne. [...]

- Moze i masz racje! — westchnalem, kiedy skonczyl. - Nie poddalem tak dogtebnej
analizie wszystkich aspektdw tej sprawy. Jednakowoz, wybacz, nadal zupelnie nie pojmuje,
dlaczego to akurat ja mam zej$¢ ze sceny?'s

W obliczu takiej argumentacji zakonczenie sporu jest raczej oczywiste — przy-
bysz rzuca si¢ na narratora ze strzykawka, a w obronie wlasnej zabija przeciwnika.

Teoretycznie problem powinien wigc si¢ rozwiazac, jednak dramat nie konczy
sie, protagonista bowiem znajduje w laboratorium dziennik, z ktérego wynika,
ze wytworzong w trakcie eksperymentu kopig jest jednak on sam. To moment,
w ktérym dochodzi do glebokiego pekniecia: indywidualna, mocna podmiotowos¢
zostaje zanegowana, a protagonista zmuszony jest do zrewidowania przekonan
na swoj temat i zbudowania nowej tozsamosci. Reakcja obronng staje sie zaprzeczenie
i wyparcie: narrator sam siebie przekonuje, ze “zycie to nic innego, jak dostatecznie
skomplikowany, odpowiednio uorganizowany, zdolny do optymalnego w danych
warunkach funkcjonowania pakiet informacji”’ - a wiec on sam, mimo bycia
jedynie sobowtorem, odbiciem oryginatu, jest réwniez pelnoprawng jednostka.
Ostatecznie postanawia podszy¢ si¢ pod swojego blizniaka i przekaza¢ innym
informacje, ze tamten zginal w tragicznych okoliczno$ciach.

15. Szablicki, “Holoman”, 25.
16. Szablicki, “Holoman”, 27.
17. Szablicki, “Holoman”, 29.
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“Skasowac drugie ja” Hollanka pod pewnymi wzgledami przypomina “Holoma-
na’: akcja rowniez oparta jest na koncepcie stworzenia idealnej kopii konkretnej
osoby. Jednak w przeciwienstwie do opowiadania Szablickiego tutaj eksperyment
zostaje przeprowadzony za wiedzg i zgoda kopiowanego, naméwionego do udzialu
w tescie przez znajomego lekarza. Za ta decyzja stoi przede wszystkim ciekawo$¢:

Zastanawialem sie nawet do$¢ dtugo, ale kto by w koncu nie chcial siebie sprawdzi¢. Zo-
baczy¢ si¢ jakby wyjetego z lustra, identycznego, Zywego. Ilez to razy, przygladajac sie
sobie przy goleniu czy podczas ubierania, myslimy (i nie chodzi nam wcale o sam wyglad):
“Jak by to bylo, gdyby$my mogli poobserwowac siebie nie tylko w lustrzanym odbiciu

i nie tylko od wewnatrz”.

Przeciez tego rodzaju kontrole zubozaja zawsze emocje, nierozerwalnie zwigzane
z mysleniem. [.. ]

Jak sprawdzi¢, jakim si¢ wlasciwie jest, kiedy tak réznie o nas méwia. Kiedy tak réznie
nas widza. [...] To fascynujaca perspektywa: oceniaé tak samego siebie, jakby chodzito
o drugiego, cho¢ catkowicie identycznego.

Narrator jest wiec kierowany pragnieniem zobaczenia siebie cudzymi oczami,
w obrazie pelniejszym, niz daje lustrzane odbicie: w ruchu i spolecznej interak-
¢ji. Co znamienne, wprawdzie jest mowa o patrzeniu na siebie “jakby chodzito
o drugiego”, ale réwnoczesénie caly monolog wewnetrzny poswiecony ekspery-
mentowi zdaje si¢ prowadzi¢ do konkluzji, ze mozliwos¢ przyjrzenia si¢ wlasnej
doskonatej kopii doprowadzi do odkrycia, “kim si¢ wlasciwie jest” i kompletnej
obiektywizacji. Podmiot mialby wigc, patrzac na drugiego siebie, zyska¢ dar
spojrzenia zinstytucjonalizowanego, padajacego z miejsca, z ktérego zadawane
s3 pytania i z ktérego mozliwa jest uwazna, krytyczna i chtodna ocena.

Efekty owego przyjrzenia si¢ sobie z zewnatrz sg jednak raczej nieprzyjemne.
Scena pierwszego zetkniecia sie protagonisty z wlasna kopia poswiadcza wyraz-
nie, ze opowiadanie Hollanka dobrze wpisuje si¢ w ogolne tendencje widoczne
w utworach podejmujacych temat sobowtora. “Rozdwoilem sie” — kwituje krétko
protagonista, a potem szczegdélowo opisuje wlasne nerwowe reakcje. Uderza go
przy tym nie tylko wizualna identycznos$¢ sobowtdra, ale réwniez jego podobien-
stwo charakterologiczne, sygnalizujace, ze faktycznie doszlo nie tyle do wytwo-
rzenia blizniaka, ile do doktadnego skopiowania calej ludzkiej osoby. Warto tez
podkresli¢, ze protagonista ocenia drugiego siebie jednoznacznie negatywnie:

Mankamenty mojej urody, umiejetnie ukrywane przed samym sobg w czasie przegladania
sie w lustrze, tutaj, kiedy patrzylem na niego, byty juz nie do ukrycia.

18. Adam Hollanek, “Skasowa¢ drugie ja”, w: Skasowa¢ drugie ja. Opowiadania wybrane
(Krakéw: Wydawnictwo Literackie, 1989), 109-110.
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Odkrywalem zbyt duze, odstajace uszy, wychodzace spod Zle ulozonych wloséw. Mate
oczy prosity o okulary dalekowidza. (Ciagle zwlekalem z pojéciem do okulisty.) Nogi, nogi
ma wyraznie krzywe, stopy stawia do srodka, co przydaje calej sylwetce wyrazu niezdar-
nosci i brutalnosci. Wiedziatem, a raczej domyslatem sie, ze taki faktycznie jestem. [...]

I ta pogarda, kryjaca leki, fobie, kompleksy".

Narrator postrzega swoja kopig jako brzydka, niezdarng i niesympatyczna,
wyolbrzymia wszystkie jej negatywne cechy, czyniac z niej niejako pojemnik,
do ktérego wla¢ mozna wszystko to, co powinno zostac skrytykowane i odrzucone.
Z drugiej jednak strony nie zaprzecza ani przez moment, Ze jest to idealne odbicie
jego samego, najgorszych wlasciwosci, na ktore teraz da si¢ rzuci¢ “spojrzenie
z zewnatrz, ktére potwierdzalo najgorsze o sobie przypuszczenia™.

Gléwnym tematem “Skasowac drugie ja” okazuje sie — co najdobitniej pokazuja
koncowe partie — konfrontacja z samym sobga. Poniewaz obie wersje protago-
nisty sg absolutnie identyczne, dzielg rowniez to samo zycie i spotykaja si¢ z ta
sama kobietg, wzbudzajac w sobie nawzajem zazdro$¢. Narrator wielokrotnie
probuje odwotaé eksperyment i sprawi¢, by jego drugie ja zniklo, ale za kazdym
razem blokuje go wewnetrzne przekonanie, ze “ten bydlak Zyje swoim wlasnym
zyciem™'. Co wiecej, jest pewien, ze obaj stanowig niejako odbicia réznych cech
i elementdw charakteru jednej osoby. Nie chodzi tu jednak o przypadek podobny
do sytuacji doktora Jekylla i pana Hyde’a — co zreszta bohater przyznaje, nazywajac
te histori¢ “bajka moralizujacg” — a o to, ze “sami dla siebie nigdy nie jeste$Smy
identyczni, Ze r6znimy si¢ od siebie samych w kazdej chwili [...]”*>. Wydarzenia
przedstawione w zakonczeniu utworu stanowia jedynie logiczng konsekwencje
takiego zalozenia. Drugie ja narratora, przekonane o byciu oryginalng wersja
wlasnej osoby, postanawia poprosi¢ doktora o zakonczenie eksperymentu, za§ sam
narrator, dowiedziawszy sie o tym, reaguje najpierw lekiem, potem zas stwierdza:

Nie moge odpedzi¢ uporczywej mysli, ze jesli nawet mnie, cdz za dranska niesprawiedli-
wos¢, doktor odwota, to i tak zostane jako tamten, jako moje drugie ja. Wtedy juz bede
jedyny. [...] A jesli doktor odmoéwi [...], rzecz skoniczy sie tutaj, w moim mieszkaniu,
w mieszkaniu moim i mego sobowtdra, w naszym.

Dlatego siedze i spisuje to wszystko. Wynik bowiem w takim wypadku jest ogromnie
niepewny. I nie tylko rzecz w tym, kto kogo. Wcale nie. Problem kto kogo przy naszej
identyczno$ci traci na wadze, jakkolwiek jeste$my tak odrebni. [...]

Czy mozna usungc swoje drugie ja, nie usuwajac samego siebie? Oto jest pytanie®.

19. Hollanek, “Skasowa¢...”, 117.
20. Hollanek, “Skasowa¢...”, 118.
21. Hollanek, “Skasowac...”, 118.
22. Hollanek, “Skasowac...”, 120.
23. Hollanek, “Skasowac...”, 132.
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Dochodzi wigc do sytuacji podobnej jak w “Holomanie™ urzeczywistnia sie lek,
ze kopia moze zastapic oryginal, zajac¢ jego miejsce i doprowadzi¢ do jego $mierci.
Wszystkie dawane przez narratora sygnaty tego, ze drugie ja pod pewnymi wzgle-
dami jest lepsze od pierwszego — jak chocby informacja, ze to dzieki sobowtérowi

mozliwe bylo naprawienie relacji z kochanka — znajduja swoje potwierdzenie. Osta-
tecznie jednak, podobnie jak w tekscie Szablickiego, okazuje si¢ to bez znaczenia:

nie jest wazne, ktdra z wersji przetrwa, jezeli tylko przezyje jedna. Hollanek stawia

przy tym dodatkowe pytanie, na ktore zreszta nie daje jednoznacznej odpowiedzi:

czy da sie odepchna¢ swiadomo$¢ wlasnej wielowymiarowosci i pogodzi¢ z mysla

o tym, ze “jeste$my po prostu nieustannie inni, ciggle odmienni”?

W przypadku obu oméwionych wyzej opowiadan miedzy protagonistami a ich
kopiami zachodzi bardzo specyficzna relacja, wpisujaca si¢ doskonale w ramy
pojeciowe wprowadzane przez Krzysztofa Grudnika, badajacego problemy tozsa-
moéci katoptrycznej. Wlaczajac - za Tomaszem Sikora** - katoptryke, dziat optyki
zajmujacy sie zwierciadlami i odbiciami, do dyskursu humanistycznego, badacz
proponuje poszerzenie kategorii tozsamosci odbitej tak, by uwzgledni¢ wszystkie
zjawiska, ktorych pojecie to “nie konotuje badz czyni to stabo™. Obejmuje tym
samym refleksja katoptrycznos¢ przejawiajaca si¢ na przyklad w relacjach miedzy
blizniakami czy sobowtérami, ale réwniez miedzy rodzicami a dzie¢mi czy w sy-
tuacjach rozszczepienia jazni, przy reinkarnacji, w postaci sumienia czy w obrebie
zalobnej identyfikacji*. Grudnik stusznie zauwaza, ze dla takiego typu tozsamosci
charakterystyczne jest poczucie zagrozenia podmiotu oraz dazenie do reintegracji,
ktéra ma przywroéci¢ jednos¢ ja: moze ona mie¢ rézny ksztalt, jednak “najczesciej
opiera sie ona na zabiciu (badz tez symbolicznym u$mierceniu, w przypadku
relacji artysta - dzielo moze to by¢ na przyklad pociecie obrazu) zwielokrotnie-
nia”* albo na us§wiadomieniu sobie bycia jednos$cia z odbiciem. Warto jednak
podkredli¢, ze czasem proba takiego zjednoczenia konczy sie porazka; czasem
takze $miercig, lecz nie kopii, a pierwotnej wersji podmiotu.

Najwazniejszg cechg tozsamosci katoptrycznej pozostaje fakt, ze jest ona

“dla podmiotu niezno$na”?®. Gléwni bohaterowie obu przywotanych wyzej
opowiadan cierpig wlasnie z powodu podwojenia wlasnej osoby. W postaciach
kopii uosabiaja si¢ juz nie - jak u Stevensona czy w omawianym obszernie
przez Grudnika Problemacie Czelawy — cechy niechciane i wyparte, ale przede

24. Por. Tomasz Sikora, Euoi. Studia z symbolizmu i metaforyzacji katoptrycznej (Krakow:
Nomos, 2004), passim.

25. Krzysztof Grudnik, Tozsamos¢ katoptryczna w nowelistyce Stefana Grabitiskiego (Katowice:
Wydawnictwo Uniwersytetu Slaskiego, 2015), 14.

26. Grudnik, Tozsamosc..., 14.

27. Grudnik, Tozsamosc..., 16.

28. Grudnik, Tozsamosc..., 79.
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wszystkim sygnalizowany przez romantykéw i psychoanalitykow lek przed
utratg jednostkowosci. Patrzenie na siebie z zewnatrz powoduje obrzydzenie,
ktérego zrédlem jest uswiadomienie sobie wlasnej niedoskonatosci. W ujeciu
Hollanka i Szablickiego podmiot nie ulega rozbiciu na ztego i dobrego bliz-
niaka: zamiast tego obie wersje jednej osoby stanowig byty rownorzedne, inne
od siebie, ale nieznosnie podobne, obdarzone zasadniczo tymi samymi wadami
i niemogace funkcjonowac réwnoczesnie. Nie brakuje tu jednak wyznacznikow
tozsamosci katoptrycznej opierajacej si¢ przede wszystkim na dojmujacym pra-
gnieniu reintegracji. W omawianych przypadkach dochodzi jednak do ciekawego
zwrotu: oczywistym jest, ze zaden z bohateréw nie moze ani zjednoczy¢ si¢
na nowo ze swoim sobowtoérem, ani wchlonac¢ go, aby wytworzyta si¢ “zupetnie
nowa jako$ciowo, bogatsza tozsamos$¢”*. Jedynym wyjsciem z sytuacji jest wiec
$mier¢ - ale, co istotne, zaréwno “Holoman”, jak i “Skasowac drugie ja” sugeruja,
ze nie ma znaczenia, ktdry z sobowtoréw przetrwa. Kazdy moze z powodzeniem
zastgpi¢ miejsce drugiego i chociaz jego tozsamosc¢ nadal pozostanie zagrozona,
w obliczu przywroécenia jej jednostkowego charakteru by¢ moze bedzie mogla
ulec odbudowaniu.

Péznodwudziestowieczny lek przed utratg indywidualno$ci w wyniku inge-
rencji technologii, pozwalajacej na klonowanie czy innego rodzaju kopiowanie
ludzkiej osoby, ewoluuje wraz z postgpem technicznym, informatyzacja i rozwo-
jem wirtualnej rzeczywistosci i nabiera nowego ksztaltu. Miejsce materialnych
sobowtérow zajmuja hologramy, cyfrowe wizualizacje i awatary. Zamiast pytan
o zrédlo, wymiar i szanse przetrwania mocno ugruntowanej jednostkowej toz-
samosci stawiane s3 natomiast te dotyczace konsekwencji zatarcia granic miedzy
$wiatem wirtualnym a fizycznym® oraz o autentycznos¢ i samo$wiadomo$¢ osob
niemajacych twarzy - a raczej mogacych dowolnie wybiera¢ pomiedzy réznymi
twarzami. W takim ujeciu rdzeniem tozsamosci katoptrycznej przestaje by¢ tylko
patrzenie na wlasne, jakby lustrzane, odbicie i konfrontowanie si¢ z jego brutalna,
odartg z iluzji dostownoscia i realnoscig. Metaforyczne zwierciadlo peka, a obraz
w nim rozpada si¢ na wiele kawatkéw, wérdd ktérych podmiot rozpoznaje rézne
aspekty swojego ja, niejednokrotnie wykrzywione przez traumy i leki.

Wiasnie taki wymiar tozsamosci rozbitej przedstawia opowiadanie Magda-
leny Kucenty “#Eudajmonia”, opublikowane pierwotnie w magazynie “Nowa

29. Grudnik, Tozsamos¢..., 16.

30. Tego rodzaju przemyslenia dotykaja wielu kwestii i dochodzg do réznych wnioskdow.
Ciekawa probe odpowiedzi na pytania o perspektywy zycia w $wiecie, ktéry “padl tupem
rzeczywistosci i mozna go udzwignac tylko jako zaprzeczenie” przedstawia na przyklad Jean
Baudrillard - por. Jean Baurdillard, “Przemoc wirtualnej i zintegrowanej rzeczywistosci”, przel.
Mateusz Salwa, Sztuka i Filozofia nr 29 (2006).
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Fantastyka™' i nominowane do Nagrody Fandomu Polskiego im. Janusza Zajdla
za rok 2017. Motyw podwojenia osoby i niejako rozbicia jej na czgsci przewija
sie przez caly tekst, jednak wcigz pozostaje jakby w tle, przystoniety innymi
watkami, sytuujacymi “#Eudajmoni¢” w nurcie utworéw raczej zaangazowanych,
filozofujaco-socjologizujacych, starajacych si¢ wykorzysta¢ mozliwosci science
fiction do reagowania na aktualne problemy i pokazywania w pesymistycz-
nym duchu ich mozliwych konsekwencji. Indywidualna historia protagonistki,
Svientej, rozgrywa sie na tle dziejéow Noviportu, miasta przyszlosci, ktérego
zycie toczy sie w znacznej czgsci w rzeczywistosci wirtualnej albo przynajmniej
poszerzone;j. Splecenie i przenikanie sie cyber§wiata oraz wymiaru materialnego
umozliwia przede wszystkim nieskrepowany dostep do rozrywki (mieszkancy
tacza si¢ w rywalizujace ze sobg klany i walczg na arenach), ale takze utatwia -
albo po prostu zmienia - codzienne funkcjonowanie. Fizyczne wizyty u lekarzy
i terapeutdw zastepuje sie powszechnie sesjami zdalnymi, w wirtualnym swiecie
mozna w dowolnej, nawet basniowej postaci spedza¢ czas w cybertawernach,
a po osiggnieciu odpowiedniego poziomu da si¢ niemal dowolnie modyfikowa¢
bezposrednie otoczenie:

Svienta wsiadla do tesli, zarzucita nogi na pulpit i omiotta wzrokiem przytlaczajaco puste
wnetrze. Kiedy pojazd ruszyl z cichym szumem, weszla na piaty poziom ekspo. Z ilu-
zorycznego radia natychmiast poplynat jazz, czarna tapicerka zastapita gladki plastik,
bezowa skdra pokryla siedzenia, a miejsce kierowcy zajat wasacz z burym kaszkietem
na glowie. Taksiarz w jednej dloni $ciskat nieistniejaca kierownice, druga opuscit daszek
czapki na znak powitania®.

Z tymi mozliwo$ciami wiaze si¢ tez szereg problemoéw, takich jak cho¢by
wzrost kosztow zycia - tak duzy, ze wigkszos¢ dzieci juz w momencie narodzin
jest obcigzona kredytem zaciagnietym przez rodzicéw. Najistotniejszymi trudno-
$ciami okazujg sie jednak po pierwsze rozpad wiezi miedzyludzkich, szczegolnie
rodzinnych, po drugie za$ negatywne konsekwencje zatarcia si¢ granicy miedzy
$wiatami wirtualnym i materialnym. Doswiadczenia gléwnej bohaterki #Eu-
dajmonii wpisuja si¢ w oba te zakresy problemowe i to w tym wiasnie wymiarze
szczegolnie uwidacznia sie rola watku sobowtdrowego — cho¢ moze trafniejsze

31. W numerze 6 z roku 2017. Cytaty zawarte w niniejszej rozprawie pochodza z wersji
opowiadania opublikowanej w sporzadzonej w formie elektronicznej antologii tekstow nomino-
wanych do Nagrody Fandomu Polskiego im. Janusza Zajdla: Magdalena Kucenty, “4Eudajmonia”,
w: Opowiadania nominowane do Nagrody Fandomu Polskiego im. Janusza Zajdla za rok 2017
[ebook], oprac. Marcin Zwierzchowski, Michal Dagajew. Antologie mozna bylo pobra¢ do konca
roku 2018 z oficjalnej strony nagrody: www.zajdel.art.pl.

32. Kucenty, “4Eudajmonia”, 127.
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byloby okreslenie go, za nazewnictwem Grudnika, katoptrycznym. Patrana, Pa-
trycja Swiecicka i Svienta sa bowiem de facto réznymi wariantami tej samej osoby
w réznych momentach jej zycia. Svienta to wersja najnowsza, protagonistka opo-
wiadania, straumatyzowana, przepetniona gorycza i zalem do $wiata, odcinajaca
si¢ od dawnej tozsamosci, ktéra ufundowana byta na byciu cérka i spadkobierczy-
nig szalonego geniusza, twdrcy Novigradu. To odseparowanie od poprzedniego
ja uwidacznia si¢ z jednej strony poprzez catkowity izolacj¢ od §wiata — kobieta
nie pokazuje swojej twarzy nikomu, nie wychodzi z domu, a w wirtualnej rzeczy-
wistosci ukrywa sie pod awatarami badz wykorzystuje cyfrowe wersje innych oséb
jako nosniki - z drugiej zas poprzez radykalne odrzucenie dawnego nazwiska:

- Pani A'idZcie Wszyscyw... hmmm... - odczytal ze zwizualizowanej w reku teczki.
Nie musialo jej tam by¢ - informacje i tak plynely bezposrednio do przystawki w mdzgu
psychiatry — ale stuzyta temu samemu, co zbedne pytania takséwkarza. Pomagata uwierzy¢.

- To zagraniczne nazwisko - wyjasnila Svienta. [...]

- Jak rozumiem, kiedy$ nosila pani inne?

Raczej jak wszyscy w tym cholernym mie$cie wiedzg, poprawita go w myslach, lecz
na glos odparla tylko:

- Tak, zdecydowanie inne.

- A czy mogltbym sie do pani zwraca¢ tym poprzednim?

- Nie”.

Patrycja Swiecicka jest wiec persong rozpoznawang przez mieszkancéw Novigradu,
uwiklana w sie¢ relacji spotecznych i maskujaca wlasne traumy, ale tez wyposazong
w majatek po ojcu, ktéry potem, gdy zmienia sie w Svienta, dobrowolnie odrzuca.
Patrana z kolei jest postacig wirtualng, dobrym duchem miasta, “istota ekspozycji”,
“sercem miejskiego kodu™*, ale w procesie kreacji skopiowano do niej neuroskan
siedmioletniej Patrycji. Ten akt wigze si¢ z pierwszym roztamem w obrebie osobowosci
protagonistki. Odtad Patrana bedzie wciaz obecna w zyciu Patrycji/Svientej w nie-
mal fizycznym sensie, oczyma dziecka ogladajac poczynania swojej dorostej wersji.
“Nigdy nie bylam panig Patrang [...]. Za to ona poniekad jest mng™ - kwituje
Svienta, a co istotne, ta relacja naznacza cale jej zycie. Wtaénie posta¢ Patrany i jej
funkcjonowanie w wirtualnym mieécie stanowi podstawe traumatycznych przezy¢
bohaterki, co wprost formutuje ona podczas rozmowy z psychiatra:

- Co do przemocy, ojczulek przeleciat mnie, jak miatam... [...] siedem lat? Jakos tak.
Rzecz jasna nie zrobil tego naprawde. W zasadzie to nawet nie byt on, tylko jakis zbok
z sieci. Facet kupit pierwszg Patrane i zerznat ja na virstreamie, przebrany za ojczulka.

33. Kucenty, “4Eudajmonia”, 128.
34. Kucenty, “4Eudajmonia”, 132.
35. Kucenty, “4Eudajmonia”, 132.
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Takie to byly ciezkie czasy, ze do wyboru mialo si¢ tylko trzy awatary na krzyz. To zna-
czy moj, mamuni i tatka. Calej szczesliwej rodzinki. [...] No i siedem lat to miatam, gdy
zrobili mi pierwszy neuroskan i skopiowali do programu Patrany. Co chyba w jakis
sposob czynilo ja ludzka? Przynajmniej krzyczala jak ja. I wila sie pod tym facetem,
jak ja bym sie pewnie wita*.

Wspolistnienie Patrycji i Patrany wpisuje si¢ w szczegolny sposob w sfere napie¢
miedzy rzeczywisto$ciami wirtualng i fizykalna. Z jednej strony wszyscy — wlacznie
z samg protagonistka — maja swiadomos¢, ze dziewczynka jest jedynie awatarem,
istotg sztuczng i nierzeczywista, a przede wszystkim niepowigzang ze Svientg;

“Przeciez pan Swiecicki tylko puscit wodze fantazji. Bl jego cérki byt wylacznie
uluda - wirtualnym strumieniem mysli na neuronach”’. Réwnocze$nie pojawia
si¢ jednak pytanie: “jaki rodzaj bélu nie siedzi jedynie w naszej gtowie?”*. Pro-
blem molestowania corki przez ojca jest bolesnie realny, a pdzniejsze seksualne
i przemocowe zachowania mieszkancéw Novigradu wobec Patrany oddziatuja
mocno na Patrycje. Sprawe komplikuje dodatkowo fakt, Ze reakcje spoteczenstwa
na wykorzystywanie awatara sg schizofreniczne: teoretycznie nieustannie zarzuca
sie Svientej przewrazliwienie, przesadne reakcje i nieodréznianie “rzeczywi-
sto$ci od cybernetycznej fikcji”™, jednak wiadomo, ze zapis symulacji, w ktorej
gwalcona jest mata Patrana, nie tylko nie zyskat popularnosci, lecz takze spotkat
si¢ z powazng krytyka. Bagatelizowanie dziatan dokonywanych w §wiecie wir-
tualnym nie ma wiec wymiaru bezwzglednego — mimo rzekomego odrdzniania
dwoch swiatéw i uprzywilejowanej pozycji “rzeczywistosci”, w ostatecznym roz-
rachunku réwniez w “cybernetycznej fikcji” obowiazuja pewne zasady. Problemy
wynikaja jednak z tego, ze wirtualna przemoc nie zostawia sladow, a jej sprawcy
z fatwoscia moga unikna¢ odpowiedzialnosci, thumaczac sie fikcyjnoscia zbrodni:

- Jezu, to takie popieprzone [...]. Nie moge nawet powiedzie¢, ze kiedykolwiek mnie
dotknal. Czasami prawie tego zalowatam. [...] Odkad pamigtam, wszyscy powtarzali
mi, Ze jestem szcze$ciara. Ze mieszkam we wspanialym, bogatym domu, ktérego kazdy mi
zazdrosci. A ja nie mialam nawet jednego siniaka, by udowodnic... Sama nie wiem co...*.

Patrana, obecna przy Svientej niemal nieustannie, stanowi czesto jedyne towa-
rzystwo protagonistki i sktadnik jej strefy komfortu, ale tez przypomina o traumie.
Relacja ta musi wiec - jak zazwyczaj w przypadku tozsamosci katoptrycznej -

36. Kucenty, “4Eudajmonia”, 129.
37. Kucenty, “4Eudajmonia”, 142.
38. Kucenty, “4Eudajmonia”, 142
39. Kucenty, “4Eudajmonia”, 131.
40. Kucenty, “4Eudajmonia”, 137.
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zakonczy¢ sie w sposob nieodwracalny, aby mozliwa byta reintegracja pierwotnej,
peknietej tozsamosci. W finale “#Eudajmonii” Patrana popelnia samobojstwo,
symbolicznie pozbawiajac przy tym Noviport duszy - jednak, co istotne, ten fakt
ma w ostatecznym rozrachunku znaczenie wylacznie dla Svientej. Protagonistka
wraz z drugim bohaterem, Piotrkiem, opuszcza miasto, a ten gest w polaczeniu
ze $miercig dzieciecego awatara oznacza ostateczne odciecie sie¢ od przeszlosci.
Zniknigcie sobowtora umozliwia rozpoczecie proby odbudowania ztamanej,
naznaczonej trauma osobowosci.

Powyzsze przyklady, stanowigce oczywiscie tylko bardzo niewielki wycinek
zbioru wspolczesnych polskich tekstéw fantastycznych wykorzystujacych motyw
sobowtora, pokazujg, ze cho¢ figura doppelgangera ewoluowata i obrastata w nowe
znaczenia, wcigz posiada mocny rdzen i utrwalona symbolike. Jej istnienie wiaze
sie przede wszystkim z kwestia leku o utrate indywidualno$ci. Wynika on nie
tylko ze wzgledéw pragmatycznych, lecz takze z faktu, Ze narcystyczna tozsamos¢
wyobrazona nie ma mocnych podstaw i w paradoksalny sposob wigze si¢ z po-
czuciem wlasnej niedoskonato$ci. Sobowtér zagraza podmiotowi, bo moze by¢
od niego pod réznymi wzgledami doskonalszy, uzupetnia braki, jest “idealnym
obrazem uzupeinionym o zly obiekt, ktéry czyni go bardziej doskonalym™!.
Ponadto budzi jednak niemozliwe do wyjasnienia i okielznania poczucie niesa-
mowitosci. Fantastyka naukowa stanowi tu szczegolnie wdzieczne i interesujace
pole do eksperymentéw — rozwdj technologiczny, pod ktérego znakiem upltywat
dwudziesty wiek, wigzal si¢ przeciez z szeregiem idei badawczych, ktére mialy
uczynic zycie czlowieka lepszym, ale przy okazji stawialy na szali jednostkowa
tozsamo$¢ osoby ludzkiej. Perspektywa klonowania, konstruowania robotycznych
kopii czy tez tworzenia holograméw lub hiperrealistycznych awataréw budzi lek
i staje si¢ doskonatym tematem do rozwazan na temat granic indywidualizmu.
Wykorzystujac w tym celu obecny w kulturze od wiekéw motyw sobowtora,
science fiction odkrywa te figure na nowo i czyni z niej wehikut senséw istotnych
dla dwudziesto- i dwudziestopierwszowiecznego podmiotu podatnego na rézne
zagrozenia, wérod ktérych najwiekszym zdaje sie perspektywa utraty tozsamosci,

41. Stawomir Maslon, “Twdj blizni — twoj sobowtdr: strach jako wigz spoteczna”, Er(r)go
nr 29, 2 (2014), 35. Por. réwniez przemyslenia Lacana na temat relacji narcystycznej z podobnym:
“To w innym, bardziej zaawansowanym, bardziej doskonalym niz on sam, widzi siebie na poczatku
podmiot. W szczegdlnosci, widzi swéj wlasny obraz w lustrze, w okresie, w ktorym jest zdolny
do postrzegania go jako calos¢, podczas gdy on sam w sobie nie odbiera siebie takim, lecz zyje
w pierwotnym beztadzie wszelkich funkcji motorycznych i afektywnych [...]. Tak wigc podmiot
ma zawsze relacje antycypujaca ze swoja wlasna realizacja, ktéra odrzuca jego samego na plasz-
czyzng jakiej$ glebokiej niewystarczalnosci, i $wiadczy u niego o jakims peknieciu, pierwotnym
rozdarciu, opuszczeniu, by odwota¢ si¢ do Heideggerowskiego terminu” - Jacques Lacan, Mit
indywidualny neurotyka albo Poezja i Prawda w nerwicy, przel. Tomasz Gajda, Janusz Kotara,
Jacek Waga (Warszawa: Wydawnictwo Naukowe PWN, 2015), 40.
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znikniecia, rozplyniecia sie w $wiecie albo zostania zastapionym przez kogo$ innego.
Zinterpretowanie postaci ztych blizniakéw, mrocznych sobowtdréw, robotycznych
kopii i innych podobnych figur w zaproponowanym kluczu pozwala wskazaé
na probe oddania w fantastycznej rzeczywistosci struktury myslowej zwigzanej
z formowaniem si¢ jednostkowej tozsamosci, ktéra w ujeciach fantastycznonau-
kowych musi ksztaltowac sie na tle technologii i w bezustannym zwiazku z nig.
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Abstract: Nycz outlines the main trends of the New Humanities in the world - digital

humanities, engaged humanities, cognitive humanities, posthumanism, art-based research,
as well as the main debates and misunderstandings that have emerged over the last decade

in the Polish context. To illustrate the evolution in ways of thinking and conducting re-
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When we consider that the ideas and methods known under the broad term
“the New Humanities” have been current in Polish academic circles for only about
ten years, the scale and intensity of the discussions that have greeted them can
only be a cause for satisfaction, as these testify to the pressing and fundamental
nature of the issues that have been raised - for scholars, for the various liberal
arts, and for their status as academic disciplines. In this brief, introductory essay
I'would like, first, to consider the nature (and some misunderstandings) of the most
significant disputes, concerns and cautions that the New Humanities have met
with, then to sketch the principal areas of the gradually stabilizing domain of new
humanistic scholarship, and finally to add some observations “from my own back-
yard” on the fairly specialized area that constitutes my personal field of research.
The high temperature of the discussions mentioned above is no doubt partly due

to their overlapping with those about the so-called crisis of the humanities, which
goes back more than fourty years in the West, and in Poland has a similar history.

1. The text was originally written as part of the project Innowacyjna humanistyka polonisty-
czna: “tekst jako laboratorium” of the National Science Centre, no. UMO-2012/07/B/HS2/01451.
Translation source: Teksty Drugie, nr 1 (2017), 18-40, https://doi.org/10.18318/td.2017.1.2.
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This indicates that we can no longer consider these issues in isolation, as a group
of professional scholars detached from the world, because - to put it simply — both
the internal and the external boundaries of the disciplines have already broken
down or been pierced, and we must therefore acknowledge that we are together
in one shared intellectual “space” which is at the same time fully open to public view.

On the subject of this “crisis” I would like to say only the following. Firstly, that
it has its true basis in the technological/civilizational, social, cultural, and his-
torical/political transformation of the modern world. The humanistic models
of research and study have, moreover, always reacted to (and sometimes stimu-
lated) these kinds of changes, so there is no reason to think it might be otherwise.
Secondly, however, it is the result of the remarkably effective rhetoric of politi-
cians and the administrators of “human resources” management, which reminds
me irresistibly of the (temporarily, as we know) persuasive argument of “LEGO
Batman” in the recent film of the same name, who sends the Joker into a serious
depression by convincing him that he never was and never will be Somebody,
that is, the Main Enemy of Batman himself.

For humanists, too, it sufficed to convince them that they were worthless
freeloaders (living oft the hard-won earnings of the taxpayer), and that what they
do is unimportant for science and unconstructive for society. If we consider that
the fundamental goal of the humanities is, in the long term, to cultivate critical
self-knowledge, sensitivity and creativity both in individuals and in the commu-
nity, it would appear that tipping humanists into such a collective depression can
be politically profitable, because it allows for an instrumental takeover of their
methods and fields of study, and at the same time burdens them with the blame
for the results of this takeover (this process was recently described astutely
by Markus Miessen in The Nightmare of Participation?).

Q.

I am convinced, however, that the humanities (including in Poland) are
in good condition, and their crisis - in the sense of a critical ferment, which cer-
tainly now pertains to them - testifies above all to their dynamic development
and transformation. The criticisms levelled at them have, typically, an antinomic
character, and today they are focused, I suggest, upon three areas of dispute:
the humanities’ social utility, their degree of innovation, and the professionalism
of their individual disciplines.

2. Markus Miessen, The Nightmare of Participation (Cambridge, MA: The MIT Press, 2011).
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Respecting the first question, social utility: some people hold that the humani-
ties ought, above all, to become engaged in, and seek solutions for, those social
and civilizational problems that are important in today’s world, rather than
shutting themselves up in the ivory tower of their anachronistic, hermetic schol-
arly concerns. Such, I take it, was the sense of some widely-circulated remarks
by former British Minister of Education Charles Clarke about British medieval-
ists (and those medievalists are acknowledged everywhere, including in Poland,
as among the elite of the humanities), that he did not “mind there being some
medievalists around for ornamental purposes, but there is no reason for the state
to pay for them.” Others, however, argue that the departure of the humanities
from their mission, conceived as maintaining their autonomy and professionally
carrying out correct, neutral and objective research, would indicate the ideological
degeneration of this field of human study. One problem is to explain to the first
group how seemingly unnecessary kinds of research have not only cognitive,
but also social, and often formative, results and significance, not infrequently
opening up new avenues of thought. Another problem is to convince the second
group that no form of autonomic isolation is possible today (and indeed has
not been for a long time).

The second question: the qualitative level of the humanities in Poland. Some
seem to be of the view that to sustain a high level, it is necessary to conquer feel-
ings of academic inferiority that result from having profited from foreign wisdom,
and thus - so goes this view - to stop imitating western models, and rather to look
to ourselves, that is, to search in the roots of national thought and tradition,
because only in this way can we achieve true originality. In the opinion of oth-
ers, the universally recognized measure of quality is the international ranking
of national research in the humanities, so we must proceed as quickly as we can
down the road of internationalization. The first group frequently summon the bold
concept of Alexander Kiossev, in whose view the marginalized, provincial situ-
ation of East-Central Europe results from its “self-colonization,” that is, the as-
sumption of its own inferiority and subordination.* Regardless of the inspirational
value of this thesis, which might lead to identifying and characterizing various

3. Quoted after Paula Saukko, “Methodologies for Cultural Studies. An Integrative Approach,”
in: The SAGE Handbook of Qualitative Research, 3rd ed., ed. N. K. Denzin & Y. S. Lincoln (Thou-
sand Oaks: Sage, 2005), 352.

4. See: Alexander Kiossev, “Notes on Self-Colonizing Cultures,” in: After the Wall. Art
and Culture in Post-Communist Europe, eds. David Elliot, Bojana Peji¢ (Stockholm: Moderna
Museet, 1999). See also Polish commentaries, inter alia Jan Sowa, Fantamowe ciato kréla (Krakow:
Universitas, 2011); Ewa Klekot, “Samofolkloryzacja. Wspolczesna sztuka ludowa z perspektywy
krytyki postkolonialnej,” Kultura Wspélczesna no. 5 (2016), https://www.etnologia.uw.edu.pl/
instytut/publikacje/samofolkloryzacja-wspolczesna-sztuka-ludowa-z-perspektywy-krytyki.
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aspects and causes of this state of affairs, to me it sounds like an (unintentional?)
embittered echo of the old racist theses about the inferiority of the Slavs (here,
both genetically and etymologically: slavish) and could lead to a reactivisation
of obscurantist xenophobia and a cult of national “originality” in the sense of ec-
centric self-regard (in which sense do we sometimes speak euphemistically of an odd
character as “an original”).

In any case we do not find that there existed, for example, an indigenous poetic
tradition in the days of the Piasts, nor has there been discovered a Jagiellonian
school of cultural studies (and such traces of our cultural adolescence we could
be thought to have bashfully suppressed). Generally speaking, it cannot be denied
that for what is most original in our history, we (like others) must thank the ef-
fects of international exchange and fusion (both of ideas and of peoples), and es-
pecially - in our case - the influence of German humanistic studies of the 19th
century. This does not mean that ideas have no national character, or that histo-
rians of those ideas have no nationality, either — indeed quite the opposite, as is
evident in a glance at textbooks and anthologies: textbooks on, for example,
literary theory written by English-speakers are dominated by Anglo-Saxon tradi-
tions, those written by Francophones, by French traditions, the Germans employ
German theories, the Russians, Russian ones, and the Czechs, Czech. And there
is no reason why textbooks written by Poles should marginalize or omit original
Polish accomplishments.

The second group, as is well known, summon us to greater “internationaliza-
tion,” which in practice means ever greater pressure to publish research results
in English. They do not, however, take into consideration that even the greatest
resources dedicated to English-language output by, as it might be, the Posthu-
manist University of Lebork, or the College of Countryside Studies in Ojcow, will
not in the least increase the h-index of their contributors in the international context.

It is important to persuade the first group that a refusal to confront the wider
academic world can reduce one to blind repetition, foolishness, or indeed idiocy
(in the etymological sense: mental impoverishment, preoccupation with one’s
own affairs, lack of interest in the public sphere). The second group, meanwhile,
should be reminded that entry into the highest circles of international visibility,
attention, readership and discussion requires a long and laborious effort, beset
with risk and contingency, and even more, that one submit to the (generally un-
written) rules set out by the research and theory “factories” of the great centres
of the globalized academic industry (to which the concept of centre-periphery
dependency, adapted to the social sciences and humanities, speaks eloquently).”

5. See Tomasz Zarycki, Peryferie. Nowe ujecie zaleznosci centro-peryferyjnych (Warszawa:
Scholar, 2009).
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Third question: the professionalism of disciplines in the humanities. This is,
I believe, the most troublesome question, for within it lurk substantial and perhaps
insoluble problems. For some scholars, the supposed novelty of the New Humani-
ties is a plain usurpation. As Henryk Markiewicz liked to say, the “new” is often
just the old that has been long forgotten, so before every claim to use this adjective
we ought to go through the archives and see if anything similar can be found there.
And the result of this search is likely to turn out positive (if in part because almost
everything can be considered similar to everything else in one regard or another).
For others, the programme of the New Humanities is a real danger to the said
professionalism, for it negates the stability and definition of separate fields of study,
the unity and particularity of methods, and in general the chance to construct
theories according to a modern understanding of humanistic research - namely,
as a systematic array of general propositions that crowns a process of arriving
at individual judgements.

In response to the former objection it need be said, firstly, that nothing is more
historically relative than novelty, hence every use of the word “new” has meaning
only within a given context. Secondly, a sign, and perhaps the determinant, of cul-
tural-intellectual change is a reconfiguration of the humanistic legacy: in the same
manner as (so Borges wrote) an original writer creates his predecessors, so do new
trends in the humanities permit us ex post to perceive “protogenic,” anticipatory
or precursory traits in trends heretofore considered historically dead or outdated.
And this retroactive mechanism for reordering of hierarchies and reinterpreta-
tion is a constant feature of the historical transformation of humanist thought.

The second objection, it must be admitted, is weighty; there is much here to be
done. The breaking down of walls between the various disciplines, and between
the humanities and their environment, has led to a radical expansion of the empirical
field and to the replacement of a closed totality of theory, conceived as a product
of systematic intellectual labour, by a kind of working programme for a newly
improvised research process, and thus also for its local, concrete implementa-
tions (derived from practical instances), and experimental research concepts.®
Beyond that it has led to the constitution of fields of study through the research
process itself, and to eclectic and hybrid methodologies. All this, it is evident,
does not support a guaranteed identity for the (post)-discipline — area? — of New
Humanistic research. But that, in my view, does not mean that we need to cellar
this subject - theory, object, and method - for an age and a day, like a fine wine.

6. I have written previously about this on many occasions; see, for example: Ryszard Nycz,
Poetyka doswiadczenia. Teoria — nowoczesnos¢ - literatura (Warszawa: Wydawnictwo IBL PAN,
2012), 115 ft.
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3.

The spheres of research interest in the New Humanities are not fully es-
tablished or differentiated, either in Poland or elsewhere. In the midst of both
substantive and turf disputes, there continue to be displacements of methods
and issues, and negotiations over inter- and transdisciplinary collaboration. One
of the strongest tendencies, in part because it is easiest to accredit institution-
ally, is the digital humanities (and also with regard to the powerful new media
and capabilities) and its LABs (laboratories of digital humanistic research), which
are sprouting up around the world like mushrooms after the rain (in Poland
these are still uncommon, but increasing). A second tendency, equally powerful
and earlier established, is the engaged humanities (i.e., engaged in social, politi-
cal, economic and cultural issues), which have a critical-emancipatory character
in contrast to modern assumptions about neutrality and autonomy. A third
tendency combines various humanistic programmes, initiating the integration
of their results and methods, cooperation, and at best also interchange with eco-
logical studies and the hard sciences. This tendency often takes the name cogni-
tive humanities (due to the importance of cognitive science in these humanistic
inquiries). To this short catalogue of three major tendencies I would like to add
two more, which are currently growing in significance. One of these is the post-
humanities, which can be understood broadly as a movement that studies the re-
lation of man to the environment (both natural and cultural) that works upon
her and upon which she works. Finally, among the major tendencies of the New
Humanities I would also count the artistic humanities (to give it an awkward
name), including both the humanities that employ artistic tools and practices
and art as a cultural praxis that is based on research.

All of these currents (and I have mentioned only those that in my subjective
opinion are most significant) are at the same time connected with numerous
channels of mutual influence; they form more the basin, rather than well-defined
tributaries, of the river of the New Humanities. However, it can easily be seen
that they share a clear, common general trait. Each of these currents creates con-
nections rather than barriers, which had previously separated the humanities
from (a) the technical sphere and technological instrumentality; (b) social, political,
historical and economic life and cultural practices; (c) the hard sciences (a barrier
set up during the anti-positivist effort to defend the autonomy of the Geisteswis-
senschaften); (d) the natural environment (another element of the foregoing barrier,
securing the position of man as above and outside nature); and (e) the fine arts,
literature and other artistic endeavours, hitherto conceived as subjects of research
in the humanities, and not a part of them. In practice this does indeed expand
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the field of research across the entire range of the humanities (in the broad sense)
and opens up new territory; but at the cost, it should be said, of clear criteria
to distinguish the humanities from other fields of science. To this key issue I will
return in the conclusion, but I would like first to discuss certain problematic
aspects of the tendencies listed above.

Digital humanities is today the most recognizable, and perhaps most represen-
tative, of the New Humanities and also a term to describe the greatest revolution
in thinking about the role of the humanities,” the always-unpredictable pos-
sibilities for their development, and the always-excited hopes for new cognitive
breakthroughs. Though it by no means sets itself the aim of replacing the erstwhile
principles of humanistic research, it gives the impression of being, with these tools,
capable of anything. About the strengths of this tendency a good deal has so far
been written, so I would like to pause here to consider certain of its limitations,
shortcomings, and even dangers. In my view these are of three kinds. The first
concerns the creation of a risky rivalry between qualitative and quantitative
methods. Franco Moretti made this question the focus of his autobiographical
manifesto, in which he confessed to being fascinated by the potentials of digital
humanities and its “big data,” when he realized that after decades of research
on the European novel, he had learned of less than 20% of the output of nov-
els of the period and scope that interested him - and thus that the syntheses
and generalizations he and other historians of literature had constructed were
insufficiently substantiated.®

This is a valuable observation; it carries the feeling of the discovery of a great
oversight. Yet once we have expressed our admiration for the author’s sagacity
and shared his embarrassment at his own blindness, we perhaps should ask
ourselves whether these two research strategies really are in rivalry and if indeed
it is worth replacing one with the other. After all, a scientistic urge to possess
knowledge that is complete, and its neutral (that is, lacking an evaluative compo-
nent) description, were never the primary goals of the humanities. I will not draw
out this line of thought any further, but simply suggest that regardless of these
doubts, there are programmes that permit us to submit to research corpora
different questions than have been put heretofore, and thus to receive different,
significant, new and sometimes inspiring answers.

7. See, for example, the review by Nikolaus Fogle of Digital Humanities, edited by Anne
Burdick, Johanna Drucker, Peter Lunenfeld, Todd Presener, and Jeffrey Schnapp (2012) under
the symptomatic title, “Manifesto for the New Humanities,” Avant, vol. IV, no. 2 (2013).

8. See Franco Moretti, “Conjectures on World Literature,” New Left Review, no.1 (Jan/Feb
2000); “More Conjectures,” New Left Review, no. 21 (Mar/Apr 2003).
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The second doubt about digital humanities concerns the aforementioned
myth of knowledge that is complete, objective, and neutral, compiled by means
of quantitative digital techniques. This myth obscures the very extensive pro-
cess of selection, schematization, and homogenization of the subject “material”
of the research. Not everything can undergo such study - only that which can be
digitalized (and that which cannot conform to a database ceases to exist, that is,
to be environmentally recognizable). Moreover, those things that are digitalized are
sorted according to additional criteria. The research material is thus considered
finally in a radically homogenized form, which extends over not just individual
samples but the entire cases they represent.

As an example of this, research on a novel might take into account its for-
mal properties (for example, the word “novel” in the subtitle) and a repertoire
of ideal, not actual, traits. Therefore, we will fail to learn from such a study not only
that a work placed under the heading “Literature: Novel” is a mixture of novel-
istic conventions with testimonial-autobiographical, essayistic, or autothematic-
metaliterary ones, but also that the very category of “novel” itself has a hybrid
character. As Bruno Latour observed, the scientistic spirit of modernity (which
is latent in digital humanities) promotes the myth of purebred species. Certainly
digital humanists are well aware of this; they generally pose questions, therefore
(for instance about metrical or stylistic traits, or the diffuse course of fictional,
thematic or plot schemata) which qualitative humanities research either has
not posed or has not answered.

The third problem involves the consequences of revolutionary changes
in the scope and methods of research. Taking the practice of digital humanities
to its extreme, we can say that it leads to the following substitutions: in place
of the study of texts (literary and cultural) - the elaboration of data (“big data”);
in place of theory - the application of technological programmes; in place of in-
terpretation — visualization, modelling and simulation (that is, types of descrip-
tion); and in place of a preoccupation with what is unique, original, value-bearing
and value-forming - the statistical analysis of macro-tendencies.’ In draw-
ing attention to these (for me at least) questionable consequences, I do not mean
to defend in every case some heretofore broad modus vivendi between qualitative
and quantitative research methods. On the contrary;, it is a question of finding
a way in which quantitative methods could be made to yield significant qualita-
tive results, and qualitative research could bolster its arguments and conclusions
by exploiting the new quantitative, descriptive-analytic potentials.

9. See, for example, Urszula Pawlicka, “Humanistyka: pracownia, centrum, czy laboratorium?”
Teksty Drugie, no. 1 (2017), 314-333.
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The engaged humanities could also be distinguished fairly early on by its mass
“intervention” in the social and mental landscape, its attitude towards changing
the status quo (understood as the existing social divisions, hierarchies, privileges
and stigmas), and in general what might be called its subversive-emancipatory
disposition.”” It is also worth noting that the initial primacy of a leftist worldview
in this tendency’s orientation is today balanced by the contribution (input) of lib-
eral, conservative, and even religious-theological standpoints. This is borne out by,
for example, the fifth edition of the popular textbook The New Humanities Reader
(2015), which gives a good overview of the thematic and methodological topog-
raphy of the engaged humanities. It does not present this project as a new field
of knowledge, but rather as a humanistic - “human” - dimension of knowledge
in general. The engaged humanities, rather than proposing a new kind of sys-
tematic analysis of the human condition, offers instead a constellation of diverse
studies that reveal connections between various ways of thinking, methods,
and fields of inquiry. These teach (or are meant to teach) a creative kind of read-
ing, which engages not only the knowledge, but the life experience, inventiveness
and imagination of the receiver. They encourage the cultivation of “knowledge
as,” of technical and instrumental capabilities, the embrace of risk (experimental
research), a critical attitude towards certitudes and dogmas, and active participa-
tion in cultural, social and political affairs."

Certainly this is not particularly news it is rather a resurrection of the 19th-century
model of cultural competence — culture as a formative praxis, an individual attri-
bute (as Stanistaw Pietraszko put it) more than an object of study. But we cannot
say that it is not today once again relevant and important. In this area it is clear
to see that the applicability of the new humanities (like of the humanities fout courts)
means more than anything a capacity for the “airing” and “refurbishing” of col-
lective and individual minds - both in the sphere of ideas, and in that of attitudes,
behaviour, practical activity and emotional sensitivity. And unquestionably the best
books, shows, and artistic productions (including Polish ones) manage to have such
an “applicable” influence on their audience.

Cognitive humanities, however open it may be to the ideas, methods and re-
sults of research in the natural sciences (especially the life sciences and mental
research) is at the same time, as far as I can judge, in a very weak position relative
to them; for in practical efforts at collaboration it runs up against the unrelenting
objective and methodological stance of these hard sciences (despite all the demo-

10. This was discussed by Ewa Domanska in an interview with Katarzyna Wieckowska:
“O nowej humanistyce”, Literaria Copernicana, no. 2 (2011).
11. See The New Humanities Reader, ed. Richard E. Miller and Kurt Spellmeyer (Stanford:
Cengage Learning, 2015), xxii—xxxiv.
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cratic, conciliatory and ecumenical language with which this cooperation is often
adorned). It might be said that in this area we are still in the stage of monopolistic
capitalism, in which Henry Ford could tell a customer that he might buy a car of any
colour, as long as it was black. Thus their relations with the “hards” (as human-
ists call them) are routinely determined by their conviction that these scientists have
a monopoly on knowledge that is strict, proven and complete. The help provided
by some ethnologists, sociologists and philosophers of science — Bruno Latour, Karin
Knorr Cettina and others — who argue for the subjective, mental, social, cultural
and political influences affecting apparently pure laboratory science affords some
hope (though still for the long term), and supplies some inspiration and potentially
tools for building bridges of real exchange (of points of view) and cooperation.
The opening up of a new chapter of real cooperation would seem to be pos-
sible, however, only after the laying out of a common ground of study, in which
research interests and points of view (humanistic and cognitive) could meet
and negotiate their positions. It is possible that the role of stimulus for this
might be played by the category of “embodied mind” (which has actually been
appearing for some time in linguistic and anthropological studies) - at any rate,
if we are to understand this concept according to the (ground-breaking) volume
The Cognitive Humanities: Embodied Mind in Literature and Culture.”
Posthumanism, in turn, today arouses perhaps the most controversy in ideas,
outlook and philosophy" — which seems to indicate the gravity of the issues it ad-
dresses and its growing significance for the humanities as a whole. Studies of ob-
jects, materiality, the natural environment, and the world of plants and animals,
developing within the posthumanist framework from diverse directions, reach its
limits and begin testing the stability of the anthropological barrier and the pos-
sibility of extending the field of anthropological cognition. For my part, I come
to this subject following two leads that I have found inspiring. For the first I must
thank Roberto Esposito, who noted that both in Heidegger’s “Letter on Humanism”
and Sartre’s “Existentialism is a Humanism” (both of which appeared in 1946)
it is asserted that “not one of the initial philosophical stipulations - rejection
of the biological understanding of human nature, the absolute opposition of man
to other animal species, disregard of the body as the primary dimension of ex-
istence — has been seriously subjected to dispute.”* And discussion of precisely

12. The Cognitive Humanities: Embodied Mind in Literature and Culture, ed. Peter Garratt
(London: Palgrave Macmillan, 2016).

13. See, for example, Agata Bielik-Robson, “Nowa Humanistyka w poszukiwaniu granic,”
Teksty Drugie, no. 1 (2017).

14. Roberto Esposito, “Polityka i natura ludzka,” trans. Katarzyna and Mateusz Burzyk,
in: Pojecia polityczne. Wspélnota, immunizacja, biopolityka, introduction by Mateusz Burzyk
(Krakéw: Universitas, 2015), 145.
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these problems has become a central part of posthumanist practice. The second
inspiring lead I take from Latour, who notes that

we stand faced not only with the risk of overlooking all that is interesting about the entities

uncovered by what is called “cultural” or “social” anthropology, but we furthermore risk
not doing justice to that something that is that still more strangely is described as “materiality,”
which makes up the “far side” supposedly explored by physical anthropology. [...] Regard-
less of the etymology, there is no reason that anthropology should remain anthropocentric.
It only means that this discipline is particularly interested in certain points of contact of these

agencies and certain historical figures associated with the term “humanity.”

To risk simplification to the point of caricature, I would say that posthuman-
ism looks at humankind in a “culturo-natural” setting (a reciprocal linkage
of culture and nature, the historical and the natural, the social and the biologi-
cal). In this context, firstly, the human is apprehended as a hybrid, a beast-man-
phantom (I avail myself of a conceptual device invented by Tadeusz Konwicki);
the psychophysical being is possessed by shades of the past, spectres of the future
and phantasmagoric longings and affective stimuli, and not like Monsieur Teste,
the once renowned character of Paul Valéry: a pure intellect, self-controlled
master of his fate and ruler of creation (located above and outside the biological-
natural-material world). And secondly, neither man nor culture can be situated
outside - or in opposition to — nature, but must be regarded as supplementary,
locked with it in mutually effective participation.

The last tendency to which I will turn here consists of studies that are based
upon or that employ art — “art-based research” — and which find their comple-
ment in art that makes use of humanistic research (in particular what is known
as critical art). The function of this somewhat inelegant formulation - “artistic
humanities” - is to indicate mutual influences between these two fields of cognitive-
cultural practice. Studies making use of art have a tradition going back over twenty
years,'* and in Poland have been developed systematically and consciously

15. Bruno Latour, “Wyrywajac si¢ snom i spekulacjom - prezentacja AIME,” trans. Krzysztof
Abriszewski, in: Kolokwia antropologiczne. Problemy wspotczesnej antropologii spolecznej, ed. Michal
Buchowski and Arkadiusz Bentkowski (Poznan: Wydawnictwo Nauka i Inowacje, 2014), 581, 583.

16. See, for example, Elliot Eisner, The Enlightened Eye: Qualitative Inquiry and the Enhance-
ment of Educational Practice (Upper Saddle River, N.J.: Prentice Hall, 1998); Gregory L. Ulmer,
Heuretics. The Logic of Invention (Baltimore-London: Johns Hopkins University Press, 1994); Susan
Finley, “Badania postugujace si¢ sztuka. Rewolucyjna pedagogika oparta na performansie,” trans.
Michal Podgorski, in: Metoda badat jakosciowych, vol. 2; Marta Kosiniska, “Mig¢dzy autonomia
aepifanig. Art based research, badania jakosciowe i teoria sztuki,” Sztuka i Dokumentacja, no. 14
(2016); Tomasz Rakowski, “Sztuka w przestrzeniach wiejskich i eksperymenty etnograficzne.
Pozegnanie kultury zawstydzenia: jednoczasowos¢, zwrot ku sobie, proto-socjologia,” Teksty
Drugie, no. 4 (2016). See also the classic text of Susanne Langer that anticipates, among other
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for perhaps a dozen or so, slowly emancipating this trend from that of the engaged
humanities. They combine, however, approaches marked by engagement in social
issues with an embrace of social sciences that are oriented towards action, and with
various artistic forms (narrative, performative, visual). Artistic experimentation
is here treated as a means of constructing a humanistic understanding, namely that
which escapes the bounds of language and rational cognition. Research based on art
in this fashion aspires to expand cognitive limits and our knowledge of human
capacities, functions, and forms of comprehension, and also of means of identity
formation, ideas about effectiveness, the structure of feelings, the affective basis
of community bonds, etc. The classic, inspiring works of Susanne Langer (I can
say with pleasure) have in this area at last received their just estimation and due.

4.

In the context of the thus-described - that is, subjectively — topography of the most
important trends in the New Humanities, I would like to discuss briefly the case
of the evolution of thought in literary theory, one aspect of which I had a leading
role in. I am referring to CLT - Cultural Literary Theory"” - developed a few years
back as a collective term for the “transition period” between mature modern liter-
ary theory and its then rapidly-growing contemporary mutations, incarnations
and metamorphoses.

The best avenue to approach consideration of the modern phase of structural
thought about literary theory is provided at the beginning of the textbook defini-
tion by Janusz Stawinski, who describes it as:

[...] abranch of the study of literature occupied with investigating the structural and evo-
lutionary properties of literature as a separate field of human activity, the general char-
acteristics of literary works and their typological differentiation, and to a certain extent
also the mechanisms of the process of creation and reception of literary works.

This definition, though it makes use of one of Stawinski’s favourite “elastic” terms
(“investigation”), is a display of systemic and systematic thought — work, genre,
convention, literature (as a “system of living norms in history”), the theory of lit-

things, the affective turn in art studies, Feeling and Form: A Theory of Art (New York: Charles
Scribner’s Sons, 1953).

17. Kulturowa teoria literacka: glowne pojecia i problemy, ed. Michal Pawel Markowski
and Ryszard Nycz (Krakow: Universitas, 2006); Kulturowa teoria literatury 2: poetyki, problematyki,
interpretacje, ed. Teresa Walas and Ryszard Nycz (Krakéw: Universitas, 2012).

18. Janusz Stawinski, “Teoria literatury,” in: Sfownik terminéw literackich, 3rd expanded
and revised edition, ed. Janusz Stawinski (Wroctaw: Ossolineum, 1998).
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erature and, as a supercategory, the study of literature, are all systems (or “syste-
moids”). Within this edifice all normative orders have their place: from elemen-
tary “typical linguistic-constructive elements” through “the literary tradition”
to various specialties and schools of study. The theory of literature understood
in such a way is the “generalization and schema” of various diverse research;
it works out the categories that taxonomize these individual studies and bring
them into a “consistent complex of knowledge about literature.” (We may note
here Stawinski’s characteristic rhetorical “loosening of the corset” of the positivist
research model: from systematic knowledge of literature to a consistent complex
of knowledge about it.)

This understanding of literary theory has not, it may be said, lost its value, but that
value has become increasingly of a historical kind. It may further serve — and has
served — as a guide for practice; for example, the main theoretical and method-
ological approaches to cultural studies have adopted many of the structuralist
principles of this research model. But the main problem lies, I think, in the fact
that the questions (which in principle concern mostly the internal categorization
of literature) to which this model can provide answers have ceased to seem all that
important or interesting. Let us ask, for instance, how often scholars are inclined
to read and write nowadays about narrative structure, or about the relations
between fabula and sjuzhet, narrator and protagonist, space and time, descrip-
tion and relation, etc. Even I, when trying to formulate a dictionary definition
of “literary theory” in the year 2000, wished to honour the historical (in both
senses of the term) status of the category, and this conception of the development
of theory in the rational and systematic spirit of modernity, and wrote, in the first
sentence, that literary theory is “a division of the knowledge of literature that
is concerned with systematized groups of general propositions about the essence,
varieties, and (structural and evolutionary) characteristics of literature.””

Literary theory so conceived could not, in the nature of things, yield answers
to the questions of why people write and read literature, nor what there is in it
that — despite the sterility, broadness and artificiality of its structural catego-
ries — results in human desires and needs (existential, attitudinal, social) being
met. Of course it can be argued that these kinds of questions were not unknown,
but the practitioners of structural literary theory held that they were unprofessional
or did not meet the standards of “scientific” inquiry. But it cannot be denied that
views on this question, and therefore also the formulation and nature of research
questions, have profoundly changed.

19. Ryszard Nycz, “Teoria literatury,” in: Literatura polska XX wieku. Przewodnik encyklope-
diczny (Warszawa: PWN, 2000).
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The concept of cultural literary theory seemed to be a promising way to approach
these issues in large part because it was to be concerned both with the cultural
(in the broad sense) dimensions of the text, and also with the cultural (and not only
the normative academic) aspects of reading and analysis. From the start it neither
was able nor was intended to undercut the “scientific” status of theory as an under-
taking of rational, systematic and systematizing thought. “Theories” here referred
to various “studies” and also conceptual “turns” and thus rather to research con-
cepts (which arose out of diverse key postulates, such as gender, postcolonialism,
memory, performance, affect, etc.); theories in statu nascendi, theories-in-progress,

“the practices of theory” which formed more the designs of study programmes than
set patterns for the systematic uptake of data from defined research disciplines.
But in the West, this was the time when first there expired “literary theory,” then

“nonadjectival” theory, then “unattributive” theory (in Jonathan Culler’s formula-
tion), and still later “literary-cultural studies,” in connection with which “theory”
has almost ceased to fulfil its function as the leading operational category (precisely
because of changes in the scope and role of this formulation in academic work).

I think that today, regardless of the eccentricity and even oddness of its name
(for one might say: either literary theory, or cultural theory or studies), cultural
literary theory had a raison d’étre, it was needed, and comprised an equivalent
to the aforementioned “literary-cultural studies.” These trends were given in-
stitutional expression, for example, in the U.S. by the often reissued textbooks
of Robert Dale Parker,** and in Europe by the work of Naomi Segal and Daniela
Koleva entitled From Literature to Cultural Literacy.”" This last volume, in par-
ticular, merits a brief comment - both from the perspective of “cultural literacy”
and with regard to the programme that it sets out (or rather the hope it expresses)
for a systematic description by both discipline and methodology of contempo-
rary research. The former has acceded today to the role of governing notion:
a blanket concept in the humanities, with a meaning and function far removed
from the philological sense of “literacy” (for example as opposed to speaking
ability). This was discernible already some time ago in the American tradition,
as exemplified in the title of a 1980s bestseller by prominent critic E. D. Hirsch Jr.,
Cultural Literacy: What Every American Needs to Know.? The term in this sense

20. See Robert Dale Parker, How to Interpret Literature: Critical Theory for Literary and Cul-
tural Studies, 3rd edition (New York: Oxford University Press, 2015); Robert Dale Parker, Critical
Theory: A Reader for Literary and Cultural Studies (New York: Oxford University Press, 2012).

21. From Literature to Cultural Literacy, ed. Naomi Segal and Daniela Koleva (London: Pal-
grave Macmillan, 2014). See also Naomi Segal, “Wprowadzenie” to this volume (trans. into Polish
by Ewa Kolodziejczyk) in Teksty Drugie, no. 1 (2017).

22. E.D. Hirsch Jr., Cultural Literacy: What Every American Needs to Know (New York:
Vintage Books, 1988).
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has to do above all with a kind of cultural competence, with tests and exams,
and thus, as remarked earlier, with “knowledge how” (rather than “knowledge
that,” to use Gilbert Ryle’s distinction) which permits its possessor to function suc-
cessfully and efficiently in today’s society and culture (including technical culture).

The second motif highlighted in Segal and Koleva’s anthology seems to me
a key task, namely an attempt at an “identificational” clarification (adumbra-
tion, classification) of contemporary humanistic studies, which are concerned
with an almost unlimited diversity of subjects and problems in ways that are
at first glance radically hybridized, and that seem to lack any methodological
unity or division. This ambition includes also the formulation of four distinct
key categories that are to provide a guide and perhaps also a model for literary-
cultural studies, namely: textuality, fictionality, rhetoricality and historicality.

I believe that this is a good undertaking, definitely worthy of development,
extrapolation, and critical testing of its potential (though we are at the very
beginning of these efforts). For my part I am interested in taking a somewhat
different tack (though only somewhat). For several years I have begun lectures
on cultural-literary theory with the admission that, although the acronym CLT
remains fully operational, its field of reference and theoretical-methodological
contents have begun slightly to shift — specifically, from a cultural theory of lit-
erature to the reading of cultural texts.

I would like now briefly to explicate these last five words. In the first place,
I think we have the perfect right to go on studying texts, obviously in both
the broader and narrower senses and without limiting ourselves to so-called
literary texts, and especially in light of the gigantic profusion, and increasingly
great role, of various kinds of textual production (both oral and written), some
of them entirely new, that mark the contemporary cyberculture, in both public
and private life. And we must bear in mind that other media - visual, aural, active
and performative — are acquiring the status of cultural texts (that is, in contrast
to material that remains the object of the physical and natural sciences), because
they are semiotically-organized entities and meaning-bearing practices.”

23. This distinction between physical objects, examined by natural scientists, which “merely
are,” and cultural objects, which constitute a part of the cultural world, and “not only are, but also
mean,” has a long tradition in 20th-century thought. Elsewhere I have derived it from the work
of Stefan Czarnowski, but Roman Ingarden, among others, was representative of this way of think-
ing. Considering the difference between the properties and the value of an object, he observed that
the first are available to all, while the second is a kind of surplus, which “adds to the object a certain
dignitas, a completely new manner of being, which without that, it could never achieve. Value raises
the object above all those objects that have it not, that simply are, that exist, but possess no mean-
ing” (Roman Ingarden, Przezycie, dzieto, wartos¢ (Krakéw: Wydawnictwo Literackie, 1966), 100.)

529



But in the second place, we must comprehend them decidedly more broadly
than as just a conceptual load (content) of linguistic expressions — and this ap-
plies equally to written and to non-written (cultural) texts. Referring to remarks
made elsewhere,** I would put it this way: if we are to maintain our understanding
of interpretation as the process of ascribing meaning to hitherto incomprehensible
places in the text, as the result of identifying a context within which they acquire
sense and make a semantic unity of the whole, there remain beyond this process
two significant fields of meaning. One contains the prelinguistic and preconceptual

“feeling” of meaning, with its emergent, involuntary, self-activating character, which
results from our participation in a community of experience (and to which same
community belong those texts, practices and behaviours). The second contains

“postconceptual” effects (physical, affective-experiential) of the force of impact
of those preconceptual, conceptual and non-conceptual meanings.

Informally, we call all of these affects “meanings™ we will say of something
(a behaviour, attitude, or event) that we know what it’s about, that it speaks to us
(or is trying to), that we know what it means, that we have something in mind,
that we understand. It might be said that this conceptual meaning is surrounded,
permeated, or aroused by a non-conceptual meaning (which it can in turn
arouse). But it would surely be more accurate to say that what we are dealing
with in these cases is “embodied meaning”® which is hybrid in character, and ex-
tends forth from the meaning of the body, through the shared, communal meanings
of the “body” of society, to the meanings that are inscribed in the cultural-natural
environment and energized by the “affordances” (the term coined by James Gibson)
of the ecosystem; these meanings can be understood as some sort of meaningful

“offers” extended to us by the environment.

Two simple examples will, I hope, help us to understand this rather sketchy
characterization. The first is from Charles Baudelaire, who begins the fourth part
of his famous poem “Spleen” with the no less famous line, “When the sky low
and heavy presses down like a lid [...].”*° He is here doing (at least) three things
at once. First, he finds a pictorial way to describe an experience of sadness, de-
pression, and melancholy that had theretofore not received such an imaginatively
suggestive formulation (a new description though it reactivated an old tradition,
for example the medieval idea of the sky as a vault, rather than as an open, limit-

24. See notes to the sketch “Literatura: litery lektura. O tekscie, interpretacji, doswiadczeniu
rozumienia i do$wiadczeniu czytania. Z dodaniem studium przypadku ‘Wagonu” Adama Wazyka,”
in: Poetyka doswiadczenia..., 301, ff.

25. See Mark Johnson, The Meaning of the Body: Aesthetics of Human Understanding (Chicago:
University of Chicago Press, 2007).

26. [“Quand le ciel bas et lourde pése comme un couvercle...”]. Charles Baudelaire, “Spleen,”
Les Fleurs du Mal (Paris: Gallimard, 2005).
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less space, as portrayed by, among others, Szymborska). Second, he conceptually
specifies the meaning of the image (the feeling of a man overwhelmed, as if he
is being squeezed down by the weight of a metal cover). Third, the force of this
image, taken in by countless readers in their own fashion, unquestionably con-
tributed to the popularity of the work as a whole, and thus played an inspirational
role, influencing many other writers of the late 19th and early 20th centuries
(in Poland most importantly the poets of the decadent “landscape of the spirit”).

Second example: When Joanna Rajkowska created Pozdrowienia z Alej Jerozo-
limskich (“Greetings from Jerusalem Avenue”), which consisted of the installation
of a large artificial palm tree on the Charles de Gaulle traffic circle in Warsaw,
she was also accomplishing (at least) three things. First, she activated a feeling
of “nearness,” a kind of affective-experiential bond between two communities
and nations - Jewish and Polish - that were once neighbours, and today isolated
from each other (in space, time, by barriers of death and traumas of memory,
and by emotional conflicts). This was effected by an aesthetically mild (and in this
way politically neutral) specific gesture (the actual installation of the palm tree),
by which the imitation of a natural feature of the Israeli landscape evokes complex
cultural contexts, and also the historical motivation of a seemingly arbitrary street
name (a similar gesture was later performed by Rafal Betlejewski with decid-
edly more intensive measures in his grafitto “Tesknie za Toba, Zydzie” (“I long
for you, Jew”)). Second, the conceptual form of the salutatory “greetings” forms,
on the discursive level, a type of “friendly” communicative relation at a distance -
and, it can be said, performatively stabilizes the relation precisely as “friendship
at a distance.” Third, the impact of the gesture, which was also a very successful
therapy for the sensibilities and mentality of the society, initiated a flourishing
career for palm trees in the city of Warsaw, which over time acquired aspects
of a palimpsest and influenced our disputatious politics of memory.

This all too simplified characterization is intended only to serve as a way
to visualize the need to broaden the fields and forms of semantic activity of “cul-
tural texts” that their reading must embrace. The concept of reading/studying
can, I believe, today serve the function of an analytical “metacategory” with re-
spect to its elements, which currently, in general use, emphasize: the process
rather than the result; partiality or aspectivity rather than finality or complete-
ness; the activeness of the subject as a condition of activated meaning, that is,
participation rather than contemplation or observation; and the relative and in-
teractive character of meaning, rather than the idea of meaning as a defined sense
deposited in a given place, concealed in the text. Above all this type of reading/
studying stresses the localization both of the subject and of the text in the same
space, and in the same roles as causative factors taking part in the same internal
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dynamics of the cultural reality (and not as being situated on opposite sides
of some cognitive barricade).

Reading/studying, as a process mediating the organization of relations between
these subjects/objects, becomes a vector of meaning and also a medium for par-
ticipatory cultural cognition. And finally, reading/studying can — and maybe
should - be treated as the quintessence or incarnation (tested in empirical work)
of literary-academic competencies, equipped with tools for working out the most
intricate dilemmas posed by cultural texts, “knowledge how” — how to manage
successfully in a world of “cultural-natural” meanings (in which, nota bene,
the tradition of cultural semiotics is most certainly active). With all that has
been mentioned here - the status of the cultural text, the character of embodied
meaning, the concept of reading/studying - it is clear that we have only the first
signs indicating a starting point for a suitable methodological framework.

O.

The five principal developmental variants of the New Humanities as they have
been hastily outlined above comprise only a rough attempt to create a topography
of the positions around which numerous studies and phrases, arising and pro-
liferating so abundantly in the past quarter-century, have begun to coalesce,
atleast according to the present analysis. Despite all their variety, and multiplicity
of aims and strategies, they have some strikingly similar traits in common (shared
with the separately categorized field of cultural literary theory (CLT)), to which
I would finally like to draw attention. Although there are several such traits, I will
discuss only what might be the three most important.

The world of the New Humanities is, first and foremost, a world of immanence,
an existence of participation, of cognition from within, participatory cognition.
This is evident in all of its main variants. Digital humanities works in a “cul-
ture of participation.” Engaged humanities consists of forms of intervention,
sometimes almost invasive disturbance, of the calcified attitudes, prejudgments,
and behaviours of given communities or groups. Cognitive humanities is char-
acterised by the participatory role of the subject as “environmentally situated.”
Posthumanities propagates the “cultural-natural” ecosystem as the universality
of subjective activity. Artistic humanities demands the inclusion of art as both
a tool and a medium of creative cognition. This mark of new humanistic cogni-
tion was most radically formulated by Kirsten Hastrup, who wrote, “We cannot
get in touch with reality without making ourselves part of it.”*

27. Kirsten Hastrup, “Social Anthropology. Towards a Pragmatic Enlightenment,” Social
Anthropology, vol. 12 (2), (2005), quoted after Ewa Klekot, “Rozpoznawanie topografii,” in:
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One hears in this an unmistakable echo of the Nietzschean proclamation
of performative (as it would today be called) cognition — “one does not encoun-
ter the truth; one is the truth,” - and also its prognostication of the replacement
of objectivism: perspectivism. Generally speaking, however, we are dealing here
with a sign of resistance to the modern (and neo-positivist) ideal of cognition
as an impartially, neutrally and objectively executed external (from the meta-
linguistic perspective) view of the perceived objects, which are held to exist prior
to and independent of the act of cognition. The development of humanistic stud-
ies that are conditioned on a different ontologic-epistemic principle undoubtedly
presents new and attractive cognitive challenges.

This culture of participation into which, it appears, we have entered, has its
own set of consequences. It sensitizes us to various kinds of taking part, including
involuntary ones, to the equivocal role of the witness, of the passive observer (stimu-
lating among other things, I might add, the current discussion on the historical
expression of the role of “the bystander” during the Holocaust), and on the dif-
ficulty - or indeed possibility - of filling the role of impartial observer. It has
also certain drawbacks or even dangers, among them being the feeling of being

“trapped in immanence” and the inaccessibility of a metalinguistic cognitive
position, one which would make it possible to attain a holistic perspective and im-
partial distance and realize the capacity to transcend situational contingencies.
This might explain the recent attractiveness of alternative views, some of which,
for example, appeal directly to the Kantian tradition.

The second striking feature equally visible in all the trends in the New Hu-
manities is the primacy of “knowledge how” — tools and competencies. Certainly
this feature is most obvious when it comes to digital humanities, which program-
matically boasts its character as a set of powerful new tools that have the poten-
tial to address almost anything, at the same time seeking suitable challenges
and tasks. But hardly any less is it evident in studies on cultural literacy, which
define the latter in terms of categories of professional competencies, a new sort
of cultural “polish” which ought to be the attribute of every modern individual.
And the contemporary dominance of reading/studying and “theory” as a concept
that stands for a particular kind of research process and design is also an ef-
fect of the departure from the standards of modern theory, with its emphasis
on the summing up of particular results, and on finalized and systematized general
knowledge (and thus propositional, conceptual “knowledge that”).

As I see it, this is not necessarily a matter of replacing one model with another,
but rather of trying to derive goals (including new research tasks) from new

Kolokwia antropologiczne. Problemy wspoétczesnej antropologii spotecznej, ed. Michal Buchowski
and Arkadiusz Bentkowski (Poznan: Wydawnictwo Nauka i Innowacje, 2014), 76.
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means, tools, formulations, and concepts, and not matching these means with,
or subjecting them to, arbitrarily chosen doctrinal aims. For it is by employing
precisely these experimental theoretical concepts, these research hypotheses, that
we may attain really new knowledge of the object, and not by merely extrapolat-
ing a dominant, mandatory theory into successive fields. And in such a form
this feature appears most emphatically in the remaining main currents of New
Humanities: engaged, cognitive, artistic and post-humanities.

The final group of affinities I wish to mention is a preoccupation with process,
and by this I mean process in preference to results, or determining essential
properties of an unchanging object. These processes are creative and recep-
tive, processes of change, practices (instead of theory as before): the active side
of cultural and social life viewed as essentially equal in importance for the main-
tenance and development of man and culture. From this derives the concentra-
tion upon studying processes of diffusion and circulation of cultural elements
in the laboratories of digital humanities; on “interventions” and studies of social
activity and change in engaged humanities; on the mutual influences between
man and the environment (including the cultural-natural environment) in cognitive
humanities and posthumanities; and on the use of art as a performative cultural
practice in artistic humanities. From this too comes the “natural” expansion
of such directed research as on the issues of production, creativity, novelty and in-
novation (which is testified to ex post by the changes wrought by these processes
on the prior state of affairs). From this perspective even those things that have
been considered as synonyms of unity and identity - man and culture - evince
their processive, mutating, hybrid, creative and “verb-like” nature.

* % X

I will allow myself to end with an anecdote (almost from my own doorstep).
Having taken an interest in this set of issues, I prepared a lecture on the subject,
and was quite pleased with the title I thought up for it: “Culture as a Verb.” This
lecture I delivered in May, 2014 as part of the Copernicus Festival. My satisfaction
at my own originality and inventiveness did not, however, last long: at the beginning
0f 2015 there appeared a volume (which has several times been cited herein) entitled
Kolokwia antropologiczne (“anthropological colloquium”) with a publication date
of 2014, and in it I found the printed text of a lecture by Tim Ingold entitled “To
Human is a Verb,” translated into Polish by Ewa Klekot as ““Czlowieczy¢ to cza-
sownik.” (An abridged version of this text had appeared still earlier, towards the end
of 2014, in the periodical Autoportret, under a title even more similar to mine,
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“Czlowiek to czasownik” [man is a verb]).”® I do not refer to this example in order
to boast of my precedence in the matter, which I could not do anyway, for Ingold
had delivered his lecture before I gave mine, and as an eager reader of the work
of this anthropologist, whom I highly esteem, I know that he had much earlier
been occupied with the category of “cultural improvisation” which the field we are
discussing has somewhat absorbed.

I mention these events because I treat them as an evident (to me, anyway)
testimony to the overlap, factual, theoretical-methodological, and practical,
of the changes in the humanities in our globalized civilization: when both
in the “centre” and on the periphery, in the minds and practices of the world
leaders of humanist thought and in those of its local practitioners, there arise
similar ideas, similar research plans, there ensues a similar and similarly unpre-
dictable change of places (in positions, in points of view). It is no doubt from this
consideration that the present sketch takes its subjective and at the same time
cautiously optimistic tone. Accompanying this is a somewhat gloomier (because
more elderly) impression, that I repeat to myself after a full quarter of a century,
concerning the aspirations of the New Humanities: we do not know that it will
be better, if it is different; but we know it must be different, if it is to be better.

Translated by David Schauffler
@® https://orcid.org/0000-0003-4079-1903

28. See Ryszard Nycz, “Kultura jako czasownik,” lecture, available at https://www.youtube.
com./watch?v=PpiAuOxW-fzg; Tim Ingold “Czlowieczyc’ to czasownik,” in: Kolokwia antropo-
logiczne...; Tim Ingold, “Czlowiek to czasownik,” Autoportret, no. 4 (2014).
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wypracowac dzieki gatunkowi biografii. Esej, tym samym, przedstawia subiektywny wybor
biografii, od Alexandra Hamiltona i George’a Washingtona po Michelle i Baracka Obamoéw,
pozwalajacych przyjrze¢ sie skomplikowanym postaciom, ktére wplynety na ksztatt Ameryki,
jaka znamy dzisiaj.

Stowa klucze: biografia, wiodace postacie kultury amerykanskiej, wiodace postacie historii
amerykanskiej, wiodacy biografowie amerykanscy, historia amerykanska przez pryzmat biografii
Ron Chernow, John Matteson, Stacy Schiff,

James W. Atlas, Philip Kunhardt

Czy biografia jest prawda?

W dniu 25 marca 2015 roku The Center for the Study of Transformative Lives at New York
University oraz NYU Biography Seminar zorganizowaly wspolnie dyskusje panelowa zaty-
tutowang Is Biography True? W dyskusji, ktéra otworzyl Philip Kunhardst, a ktérej gospoda-
rzem byt niezyjacy juz James Atlas, uczestniczylo troje zdobywcédw nagrody Pulitzera: Ron
Chernow, autor biografii Washington: A Life; John Matteson, autor ksiazki Eden’s Outcasts:
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The Story of Louisa May Alcott and her Father, oraz Stacy Schiff, autorka biografii pt. Vera,
Mrs. Viadimir Nabokov. W niniejszej sekcji znajduje si¢ zapis tej dyskusji.

Stowa klucze: biografia, prawda, teoria biografii, praktyka biografii, immersja, opowie$¢ bio-
grafa, dyskusja panelowa, New York University, The Center for the Study of Transformative
Lives, nagroda Pulitzera

John L. Bryant

Melville i Indianie: lektura, kosmopolityzm
1 kondygja biograficzna,

Odpowiadajac na powszechng we wspolczesnych badaniach literackich niecheé do biogra-
fizujacych lektur, niniejszy artykul stawia sobie za zadanie przemyslenie relacji miedzy czy-
telnikiem i autorem, a zwlaszcza biografem. Ta relacja stuzy¢ ma odczytaniu takich tekstow
Hermana Melville’a, jak np. Pierre; or, The Ambiguities, ktore niepokoja i zaskakujg swoimi
autobiograficznymi uwiktaniami. Refleksje nad zwyczajami czytelniczymi rodziny Melvil-
le’6w staja sie interpretacyjnym kluczem do zrozumienia postepujacego kosmopolityzmu
i kulturowej wrazliwo$ci Hermana Melville’a, w obliczu widma jego wlasnego dziadka i jego
uwiktania w ludobojstwo rdzennych Amerykandw.

Stowa klucze: lektura, Melville, biografia, autor, ludobdjstwo, innos¢

Debby Applegate, John Matteson

“Sztuka przesmiewcza?” Dwoje zdobywcow nagrody Pulitzera
rozmawia o biografii

Debby Applegate i John Matteson, zdobywcy nagrody Pulitzera w dziedzinie biografii
w nastepujacych po sobie latach (2007 i 2008), bywaja czasem zgodni, lecz czesto roznig si¢
istotnie co do metod, celéw i etycznego wymiaru filozofii u podloza pisarstwa biograficznego.
W prezentowanym tu dialogu rozmawiajg o negatywnych stereotypach, ktdre biografowie
musza przezwyciezy¢, przygladaja sie procesowi badawczemu, dyskutuja o moralnej naturze
ludzko$ci, stawiajg pytania o warto$¢ sympatii i cynizmu dla biografa - i dotykaja wielu
innych, istotnych z punktu widzenia biografistyki obszaréw.

Stowa kluczowe: biografia, prawda, inspiracja, gatunek, narracja, badania, Debby Applegate,
John T. Matteson,

Caroline Stoessinger
Dar biografii

W swym wieloaspektowym, polifonicznym, ale jednoznacznie autobiograficznym eseju “Dar
biografii” Caroline Stoessinger oferuje czytelnikowi osobisty wglad w subtelnoéci emocjonal-
nego podloza niewyrazalnej stowami wiezi miedzy biografka a jej bohaterka. Ta symfoniczna
wiez, ktdrej ztozona struktura obejmuje wspolczucie, szacunek i uwazno$¢, bezwiednie
objawia sie czytelnikowi jako warunek sine qua non autentycznego dialogu, kiedy tylko
przyjmie zaproszenie Stoessinger, by towarzyszy¢ jej w podrézy przez historie jej przyjazni
z Alice Herz-Sommer, bohaterkg thumaczonej na wiele jezykow ksigzki autorki pod tytulem
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Wiek mgdrosci. W procesie wspdlnego wspominania horyzonty emocjonalne (auto)biografki
i czytelnika stapiajg sie, pozwalajac mu wyczug, ze (auto)biografia, w jaka zostal wtajemni-
czony, zostata mu ofiarowana w darze przez autorke, ktora — niepostrzezenie - stala sie mu
bliska przyjaciotka. Dwie jazni dzielace swoje wewnetrzne zycie — Herz-Sommer i Stoessinger,
Stoessinger i czytelnik - dzielg przestrzen autentycznosci, w ktorej nadzieja rozbrzmiewa
w sonatach Beethovena, przeszywajac nawet najciemniejszy mrok.

Stowa kluczowe: (auto)biografia, przyjazn, relacja emocjonalna, pamie¢, muzyka, Zagtada,
oboz koncentracyjny Theresienstadt, nadzieja, Ethel Person, Alice Herz-Sommer..

David James Savarese i Ralph James Savarese

Przeploty jazni, stow 1 mediow,
czyli dwoch biografow z jednegj rodziny
rozmawia o sztuce 1 niepetnosprawnosci

Dwoch (auto)biografow z tej samej rodziny - jeden neurotypowy, drugi autystyczny — rozmawia
o wierszach, pamietnikach, esejach, artykutach naukowych i filmach dokumentalnych, ktére
razem stworzyli. Wolac postrzega¢ swoja prace jako wspotzalezna i spleciona, niezalezng od ogra-
niczen polityki tozsamosci, ktora ludzi dzieli i konfliktuje ich ze sobg nawzajem, rozméwcy
kultywuja neurokosmopolityczne i klaczowe porozumienie jazni poprzez stowa. David James
(“D.J.”) Savarese to artysta-aktywista, pisarz, nauczyciel i wspotprzewodniczacy The Alliance
for Citizen-Directed Supports, stypendysta OSF Human Rights Initiative (2017-2019) oraz
wspotproducent, narrator i bohater wyrdéznionego nagroda Peabody filmu dokumentalnego
Deej: Inclusion Shouldn’t Be a Lottery. D.J. publikuje wiersze, literature faktu i eseje naukowe.
Ralph James Savarese jest autorem pieciu ksigzek i wspdtredaktorem trzech zbioréw, w tym
pierwszej monografii dotyczacej neuroréznorodnosci. Jest laureatem nagrod The Melville
Society, National Endowment for the Humanities oraz Mellon Foundation, ktéra sfinansowata
stypendium neurohumanistyczne w Instytucie Nauk o Mézgu na Duke University.

Stowa kluczowe: (auto)biografia, niepetnosprawnos¢, neurokosmopolityzm, ekologia narracji,
wspolpraca, dokument filmowy, tekstocentryzm.

Jakub Orzeszek
Portret artysty (rocka) w wieku dojrzatym. Nick Cave na scenie

Autor artykulu podejmuje probe rekonstrukeji “przedstawialnego obrazu siebie” muzyka,
pisarza i artysty scenicznego Nicka Cave’a. W centrum uwagi stawiam jego fotograficzne
portrety, zwlaszcza te najbardziej emblematyczne i najcze$ciej multiplikowane, nalezace
do ikonosfery rocka i kultury popularnej przefomu XX i XXI wieku - autorstwa holenderskiego
fotografika Antona Corbijna. Namysl nad fotograficznymi reprezentacjami twarzy Cave’a
rozszerzam jednak na jego najnowszg tworczos¢, obejmujaca zaréwno albumy muzyczne,
jak i autobiograficzne filmy, takie jak 20 000 dni na Ziemi i One More Time with Feeling, oraz
poemat Piessi torby na pawia czy blog The Red Hand Files. Wszystkie te hiperteksty probuja
dac publicznoéci poczucie uczestniczenia w metamorfozie, towarzyszenia artyscie “za kulisami”
scen i teatréw, w trasie, w pokojach i fazienkach hotelowych. Widzimy, jak ciato prywatne
i biologiczne przeobraza sie w cialo medialne, jak jest monumentalizowane na scenie i przed
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obiektywem, by w koncu stac sie ciatem-znakiem i cialem-towarem. I odwrotnie. Ta dia-
lektyka intymno$ci przybiera niekiedy forme ekshibicjonistyczno-voyeurystycznego paktu

z publicznos$cig w duchu selfie. Zarazem jednak Cave prowadzi te gre tozsamo$ciowa bardzo

$wiadomie i krytycznie. Zacierajac granice pomiedzy zmitologizowanym effigie scenicznym

i biografig, aktualizuje Warholowska polityke “dawania twarzy” do warunkoéw, jakie stwarza

i jakich zada synoptykalny system stawy i przemyst kultury XXI wieku.

Stowa klucze: Nick Cave, biografia sceniczna, kultura stawy, voyeuryzm, effigie

Beata Maria Popczyk-Szczesna

Monodramy biograficzne w ngjnowszym teatrze polskim -
gwiadectwa, 1 rekonstrukgje

W nurcie wspélczesnych polskich spektakli biograficznych spora grupe stanowig monodramy,
inspirowane zyciorysami stynnych osob. Jest to przejaw zainteresowania postaciami wyrazistymi,
referencyjnymi - w przeciwienstwie do twoérczosci scenicznej konca XX wieku, z wlasciwa jej

ekspansjg bohateréw o nieuksztaltowanej badz rozbitej osobowosci. W artykule zanalizowane

zostaly monodramy-$wiadectwa i monodramy-rekonstrukcje. W pierwszym przypadku postaé

wystepuje jako medium nieobecnej rzeczywistosci, $wiadczac monologiem o sobie i o $wiecie

zewnetrznym (to przyktad tozsamosci dialogowej). W drugiej odmianie monodraméw domi-
nuje ujecie autotematyczne, co prowadzi do powstania sztuk meta-biograficznych (ukazana

jest tozsamo$¢ performatywna, realizujaca si¢ w aktach kreacji wlasnego ,,ja”).

Stowa klucze: monodram, biografia, relacja biograficzna, tozsamos¢

Jan Potkanski
Autoportrety Adama, Zagajewskiego

Artykut analizuje cykl poetyckich autoportretéw Adama Zagajewskiego w kontekscie esejow
poety oraz wspolczesnych pisarzowi teorii, zwlaszcza dekonstrukeji Paula de Mana oraz filozofii
duchowosci Michela Foucaulta. Zgodnie z tg analiza autoportrety Zagajewskiego zblizaja si¢
charakterem i funkcjg do ¢wiczen duchowych opisywanych przez Pierre’a Hadota: poeta za ich
pomoca probuje przebudowacd swoja osobowosé, projektujac jej bogatsza i dojrzalsza postac,
czesciowo na wzdr postaci mistrzowskich, takich jak Jozet Czapski. Tak ujeta, tworczo$¢ Za-
gajewskiego zaskakuje bogactwem tresci teoretycznych, ktérych dotad w niej nie poszukiwano.

Stowa klucze: autobiografia, autoportret, duchowos¢, Adam Zagajewski

Maciej Mazur

Encyklopedierotyk jako (auto)biofikcja
Bwa Kuryluk a Roland Barthes

Artykul przedstawia interpretacje postmodernistycznej epistolarnej powiesci — Encyklope-
dierotyk ze wzgledu na zastosowane w niej biofikcyjne i autofikcyjne strategie pisarskie oraz
odtwarza dokonang w utworze krytyke Fragmentéw dyskursu mitosnego Rolanda Barthes’a.
Pokazuje zwiazki miedzy rzeczywista a zmyslona biografiag semiologa i odslania znaczenie
najistotniejszych “biograficznych przesunie¢”. Ujawnia relacje miedzy literackim sobowtdrem
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Ewy Kuryluk i nig samg: pomiedzy bohaterka i autorka nie ma petnej tozsamosci. Charakter
tej relacji jest metonimiczny: dzialania powiesciowej Ewy sa §ladami poczynan pisarki, co pro-
wokuje do zadania pytan o kwestie niemoznosci tworczej oraz o powodd uczynienia Barthesa
gloéwna postacia Encyklopedierotyku.

Stowa klucze: Encyklopedierotyk, Kuryluk, Barthes, biofikcja, autofikcja, dyskurs mitosny
Robert Kusek, Aleksandra Szczepan

“Nie zdotam wejsé w jej buty ani log”. O biografii jako auto/biografii
w tworczosci drugiego pokolenia,

Artykul proponuje nowa perspektywe w badaniu auto/biograficznej tworczosci potomkow
ocalalych z Zaglady, tj. potraktowanie biografii jako modusu drugopokoleniowej autobiogra-
fii. Na podstawie analizy ksigzki Agaty Tuszynskiej Oskarzona: Wiera Gran (2010) o ocalalej
z Zagtady zydowsko-polskiej $piewaczce autorzy argumentuja, ze w tym przypadku biografia
ocalalej staje si¢ laboratorium rozumienia wtasnego do$wiadczenia dla przedstawicielki poko-
lenia postpamieci. Artykul ponadto pokazuje, jak w heterogenicznej formie gatunkowej auto/
biografii niczym w soczewce skupiajg sie podstawowe problemy zaréwno refleksji o Zagladzie,
jakibadan nad zyciopisaniem: kwestie identyfikacji, stosownosci, wiktymizacji, autentycznosci,
prawdziwosci czy konstruktéw kulturowych dotyczacych plci.

Stowa klucze: auto/biografia, zyciopisanie, literatura drugiego pokolenia, Agata Tuszynska,
Wiera Gran

Izabella Adamczewska-Baranowska

Autonaturografie. Biopoetyki immersyjnedo pismiennictwa
przyrodniczego (Zgjgczkowska, Brach-Czaina, Tsing, Macdonald)

Celem artykutu jest wyodrebnienie nowej, nieantropocentrycznej formy pisania o przyrodzie.
Analizujac teksty antropolozki Anny Lowenhaupt Tsing, biolozki Urszuli Zajaczkowskiej,
historyczki nauki Helen Macdoland i filozofki Jolanty Brach-Czainy - wskazuje na chwyty
charakteryzujace ich biopoetyke: immersyjnos¢, rizomatycznoéé, asamblazowos$¢ i tenta-
kularnos¢. Nawigzujac do formuty gatunkowej “pasazu tekstowego” (rozumianego szeroko,
niekoniecznie jako pisanie i czytanie miasta) i wspierajac sie rozwazaniami Rebeki Solnit,
pokazuje, jakim ponadgatunkowym doswiadczeniem jest dla flanerek wedrowka i wloczega,
ktére moga zarazem by¢ ucieczky z laboratorium. Zastanawiam si¢ tez, jak bardzo nieantro-
pocentryczny moze by¢ tekst literacki.

Stowa klucze: zyciopisanie, piémiennictwo przyrodnicze, memuar, ekokrytyka, biopoetyka,
cthulucen, asamblaz

Darijusz Kubok

Topografie drogi filozoficznej,
albo o konsekwencjach nienoszenia obuwia,

Zasadniczym celem rozwazan w tym artykule jest analiza statusu filozofii w zakresie jej
spelnialnosci czy tez po prostu mozliwe topografie drogi filozoficznej. Punktem wyjscia
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izarazem gléwnym przedmiotem dociekan jest ustep z Uczty Platona (20 d-204c¢), w ktérym
znalez¢ mozna emblematyczny, cho¢ niejednoznaczny opis podrozy filozoficznej. Warto po-
kaza¢ kluczowe trudnosci zwigzane z tym opisem, a przede wszystkim jego metafilozoficzne
konsekwencje. Ukazane i krytycznie oméwione zostang wybrane znaczace interpretacje tego
fragmentu z uwypukleniem ich (meta)filozoficznych implikacji, a te zostana skatalogowane
w $wietle Sextusowego podziatu filozofii (Pyr., I, 1-4). Na podstawi refleksji na temat topo-
grafii drogi filozoficznej, a takze akceptowanego modelu wiedzy, zaproponowana zostanie
taka wyktadnia, ktora stara si¢ omina¢ silnie dogmatyczne konsekwencje myslenia o filozofii,
jednoczesnie akceptujac zawarta w niej niepewnos¢, zaréwno w odniesieniu do konkretnych
rozstrzygnied, jak i w stosunku do wlasnej spetnialnosci. W tym celu wykorzystane zostang
metaforycznie inne niz Platonskie opowiesci o drogach i dazeniu.

Stowa klucze: metafilozofia, sceptycyzm, zetetycyzm, Eros, wiedza, Platon

Agata Anna Stronciwilk

Google Street View 1 nie-ludzka fotografia,
w projektach Jona Rafmana i Michaela Wolfa,

Artykul jest proba podjecia refleksji nad zjawiskiem nie-ludzkiej fotografii. Punktem wyj-
$cia tekstu jest zwrdcenie uwagi na fakt, ze w dobie automatyzacji procesu fotografowania,
zdjecia wykonywane przez cztowieka sa tylko jednym z wymiaréw wspdlczesnej fotografii.
Artykul jest analizg projektow artystycznych Jona Rafmana i Michaela Wolfa, ktorzy wyko-
rzystuja fotografie wykonane przez automatyczne aparaty Google Street View. Eksponowanie
peknied, szczelin i bledow tego systemu zbliza ich tworczos¢ do tzw. glitch artu. Waznym
aspektem podejmowanej analizy jest refleksja nad wyobrazeniami zwigzanymi z nie-ludzkim
spojrzeniem, pytanie o prawde fotografii oraz o to, w jaki sposob zbudowany jest interfejs
Google Street View.

Stowa klucze: nie-ludzka fotografia, Google Street View, Jon Rafman, Michael Wolf, glitch art

Marta Btaszkowska-Nawrocka

Mg awatar krzyczy jak ja. Wspotczesne realizacie motywu sobowtora,
w kilku polskich tekstach fantastycznonaukowych

Celem tekstu jest przyjrzenie si¢ kilku realizacjom motywu sobowtéra i ukazanie, w jaki
sposob ta istniejaca w kulturze od wiekow figura aktualizuje si¢ w literaturze drugiej
polowy XX wieku. Jaka jest relacja miedzy tymi postaciami a tradycyjnie uyjmowanymi
doppelgingerami ukazujacymi rozbicie i poczucie zagrozenia podmiotu? Czy zmiana,
jaka zaszta w figurze sobowtora, jest tylko powierzchowna, wynikajaca z koniecznosci
unowocze$nienia wytartych motywow, czy tez za taka modyfikacja postepuje rowniez
ewolucja przenoszonych znaczen? Jako material badawczy postuzyly trzy polskie opo-
wiadania fantastycznonaukowe, ktére powstaly w obrebie roznych nurtéw i w réznym
czasie: “Holoman” Janusza Szablickiego i “Skasowa¢ drugie ja” Adama Hollanka oraz
tekst “4Eudajmonia” Magdaleny Kucenty.

Stowa klucze: fantastyka naukowa, sobowtor, identyfikacja wyobrazeniowa
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Ryszard Nycz

Nowa humanistyka w Polsce: kilka, bardzo subiektywnych obserwaci,
koniektur, refutacii

Nycz zarysowuje gléwne nurty Nowej Humanistyki na §wiecie — humanistyke cyfrows,
humanistyke zaangazowang, humanistyke kognitywna, posthumanizm, badania oparte
na sztuce, a takze gtéwne debaty i nieporozumienia, ktdére pojawily sie w ciggu ostatniej
dekady w kontekscie polskim. Przykladem ewolucji sposobéw my$lenia oraz prowadzenia
badan sg studia literacko-kulturowe, KTL. Skrot ten oznacza rézne pojecia, od kulturowej
teorii literatury do kulturowo-tekstualnej pismiennosci.

Stowa klucze: Nowa Humanistyka, humanistyka cyfrowa, humanistyka zaangazowana,
humanistyka kognitywna, posthumanizm, badania oparte na sztuce, KTL, kulturowa teoria
literatury, kulturowo-tekstualna pi$miennos¢

547






informacje dla autoréw|

info for contributors|

0H(W@yuH






I n fo fo r C on t r 1 b u -t ors Er(r)go. Teoria-Literatura-Kultura

Er(r)go. Theory-Literature-Culture
Nr/ No. 43 (2/2021)

auto/bio/grafia

auto/bio/graphy

ISSN 2544-3186
https://doi.org/10.31261/errgo.11691

Themes

Culture and its products; the ontology of artefacts; methodologies of literary and cultural
research; critical theory; comparative literary studies; trends and tendencies in culture/literature;
interdisciplinary relations; liminal spaces between culture, literature, philosophy, anthropology,
sociology, etc.; transformations of paradigms; trends and contexts; literary-theoretical and cul-
tural syntheses — and related areas.

Bditorial policy

Except for commissioned texts, or new (first) translations, Er(r)go does not accept texts
previously published. Reprints are admissible in thematic issues if a given text is particularly
important from the point of view of the overall conception of the issue. Submissions undergo
the procedure of double-blind peer review, the outcome of which decides about the qualification
of the text for publication.

Documents required in the submission package

text manuscript (min. 25 and max. 40 thousand characters incl. spaces)

the title of the article in English and in Polish (max 120 characters incl. spaces)
bibliography formatted in Chicago Humanities style (see instructions below)
abstracts in English and in Polish (min. 600 and max. 800 characters incl. spaces)
key words in English and in Polish (max. 75 characters incl. spaces)

author’s bio (min. 600 and max. 800 characters incl. spaces)

author’s ORCID number

author’s affiliation

written permissions and licenses for copyrighted material (e.g.: images)

in the case of open-license or owned materials, a declaration concerning the type
of the license and the source of the graphic

Language standards

Submissions, including abstracts, must meet the world-wide standards of academic
English (educated native speaker proficiency level).

Disclaimer

The Editors reserve the right to introduce modifications that would not affect the merit
of the study to the texts submitted to Er(r)go. Incomplete submissions, or submissions miss-
ing metadata will be rejected. The Editors also reserve the right to reprint texts submitted
to the journal in anniversary or special issues of the Er(r)go.

Text formatting

1. Editable documents (DOC, DOCX or RTF - not: PDF) should be submitted to our OJS
system. In order to do this, please visit the journal’s website (www.errgo.pl), log in to the system
as “Author” and follow the on-screen instructions.

501

VS A8

©®


http://www.errgo.pl
https://doi.org/10.31261/errgo.11691

2. Texts in English should be prepared in accordance with the Chicago style:

spacing: double space

margins: 3 cm (left, right, top and bottom)

font: Times New Roman, font size: 12 points

paragraph indent: 1.25 cm; justification: left and right

article title: maximum 120 characters including spaces

motto: max. 250 characters incl. spaces, exclusively under the main title, font size: 10 points
subsection headers: maximum 70 characters including spaces; headers unnumbered
blockquote: minimum three lines or 50 words, single-spaced, no quotation marks
block indent: 1.25 cm, one empty line between the main text and the text of the quote
(top and bottom), font size: 10 points. Do not italicize blockquotes.

quotations withing the blockquote: double quotation marks (“Text”)

in-text quotations: maximum three lines — double quotation marks

quotations within in-text quotations: single quotation marks (“Text ‘text’ text.”)
special use of words: double quotation marks (“Text”)

emphasis: only italics (not: spaced, not: bold)

ellipsis: [...]

commas and periods: within quotation marks (“Text ‘text’ text.”)

footnote number: after the period and/or quotation mark (“Text ‘text’ text.”")

3. All of the graphic material (figures, illustrations, diagrams, etc.) to be included in the text
should be submitted via OJS as “additional files.” The minimum resolution of illustrations
is 300 dpi. All graphics must be supplied with appropriate written licenses for print and on-
line use, issued by the copyright owner or, in the case of open-license or owned materials,
a declaration concerning the type of the license and the source of the graphics.

4. Footnotes need to be prepared in accordance with the Chicago Humanities style, as follows:

. A book: Name Surname of the author, Title, trans. Name Surname of the translator
(place of publication: publisher, year of publication), pages.
. A chapter in a collective volume: Name Surname of the author, “Title of the Chapter,”

in: Title of the Collection, ed. by Name Surname of the editor(s) (place of publication:
publisher, year of publication), pages.

. An article in a periodical: Name Surname of the author, “Title of the Article,” Title
of the Periodical, volume, issue (year), pages.
. An online article, an online forum entry, an online periodical article: Name Surname

of the author, “Title of the Article,” Title of the Periodical, volume, issue (year), page

(if available), http://www.xxx.xxxx.xxx (access date in the dd/mm/yyyy format).

. An encyclopaedia/dictionary entry: “Title of the Entry,” in: Title of the Source, edited

by Name Surname of the editor (place of publication: publisher, year of publication), pages.

. An online encyclopaedia/dictionary entry: “Title of the Entry,” in: Title of the Source,

http://www.xxx.xxxx.xxx (access date in the dd/mm/yyyy format).

. A poem or a chapter in a book by a single author: Name Surname of the author,
“Title of the Chapter,” in: Name Surname of the author, Title of the Book (place of publica-

tion: publisher, year of publication), pages.

. Film: The Title of the Motion Picture, dir. Name Surname of the director, Name

of the producer or distributor, country, year of release.
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. Quotation after a different author: Name Surname of the author of the quoted text, Title

of the Book, trans. Name Surname of the translator (place of publication: publisher, year

of publication), pages, quoted in: Name Surname of the quoting author, Title of the Book,
trans. Name Surname of the translator (place of publication: publisher, year of publica-
tion), pages.

. Following footnotes to the same text: Surname of the author, shortened “Title of the Ar-
ticle” or of a Book, pages.

5. Examples

. Abook: Jean Baudrillard, The Ecstasy of Communication, trans. Bernard and Caro-
line Schutze, edited by Sylvere Lotringer (New York: Semiotext(e), 1988), 30-31.

. A chapter in a collective volume: Robert Cieslak, “Od Griinewalda do Bacona.
Gra o tozsamo$¢ w poezji Tadeusza Rozewicza,” in: Ponowoczesnosc a tozsamosc, edited
by Bozena Tokarz and Stanistaw Piskor (Katowice: Wydawnictwo OK SPP, 1997), 86.

. An article in a periodical: Ewa Szczesna, “Tozsamos¢ hybrydyczna,” Er(r)go, 9, 2
(2004), 10-11.

. An online article, an online forum entry, an online periodical article: Artur Wol-
ski, “Nauka i przemyslenia,” Forum Akademickie 1 (2006), http:/forumakademickie.pl/
fa/2006/01/nauka-i-przemyslenia (12.02.2007).

. An encyclopaedia/dictionary entry: “Rozum,” in: Sfownik synonimow, edited by Andrzej

Dabroéwka, Ewa Geller, Ryszard Turczyn (Warszawa: Wydawnictwo MCR, 1993), 115-116.
. An online encyclopaedia/dictionary entry: “Absolut,” in: Powszechna Encyklopedia

Filozofii, http://www.ptta.pl/pef/pdf/a/absolut.pdf (10.10.2007).

. A poem or a chapter in a book by a single author: Maria Korusiewicz, “Vermeer (1658),”
in: Majolika (Katowice: Wydawnictwo Slask, 2012), 5.

. Film: The Pillow Book, dir. and screenplay Peter Greenaway, Lions Gate Films,
France-the Netherlands-United Kingdom, 1996.

. Quotation after a different author: Kurt Vonnegut, Jr., RzeZznia numer pigd, trans.

Lech Jeczmyk (Warszawa: Wydawnictwo Da Capo, 1996), 14, quoted in: Jolanta
Misiarz, “Jeszcze kilka stow na temat masakry. Filozofia egzystencjalna w Rzezni numer
piec,” in: Szkice o literaturze i kulturze amerykariskiej, edited by Teresa Pyzik (Katowice:
Wydawnictwo Uniwersytetu Slaskiego, 2001), 71.

. Footnotes to the same text: Vonnegut, Rzeznia numer piec, 132.

»

6. We do not use: “ibid./ibidem”; “op. cit.”; “idem”.

7. We use “See:” only when it is our intention to extend the information provided in the text.

The abbreviation “Cf.” is to be used only when our intention is to provide a contrastive
or comparative juxtaposition of the information offered in our text with information offered
in other sources.

8. For emphasis use italics. Do not use bold typeface, do not use underscore, Do not

use CAPITAL LETTERS. Do not use any non-standard symbols or ornamental graphics.

9. If you anticipate the inclusion of quotations in languages using non-European fonts

or requiring the right-to-left text directon, please consult the Er(r)go editors at the time
of submisson.
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10. Bibliography should be formatted in accordance with the Chicago Manual of Style.

. Abook
Surname, Name. Title. Translated by Name Surname of the translator, page range. Place
of publication: Publisher, year of publication.

Example: Saunders, George. Lincoln w bardo. Translated by Michat Ktobukowski. Kra-
kow: Wydawnictwo Znak, 2018.

. A chapter in a collective volume
Surname, Name. “Title of the Chapter.” In: Title of the Collection, edited by Name Surname
of the editor, page range. Place of publication: Publisher, year of publication.

Example: Taylor, Nik. “Anthropomorphism and the Animal Subject.” In Anthropocen-
trism: Humans, Animals, Environments, edited by Robert Boddice, 265-281. Leiden
and Boston: Brill, 2011.

. An article in a periodical
Surname, Name. “Title of the Article.” Title of the Periodical, volume number, issue
number (year of publication), page range.

Example: Beardsworth, Alan, and Alan Bryman. “The Wild Animal in Late Modernity.
The Case of the Disneyization of Zoos.” Tourist Studies, 1, 1 (2001), 83-104.

. An online article, an online forum entry, an online periodical article
Surname, Name. “Title of the Article.” Title of the Periodical, volume number, issue
number (year of publication). https://www.xxx.xxxx.xxx (access date: dd.mm.rrrr).

Example: Sankaran, Chitra. “Apocalyptic Vision in the Laotian Short Story “The Roar
of a Distant War’ by Viliya Ketavong.” Journal of Ecocriticism, 8, 1 (2018). https://ojs.unbc.
ca/index.php/joe/article/view/1692 (12.05.2019).

. An encyclopaedia/dictionary entry
“Title of the entry.” In: Title of the Encyclopaedia or a Dictionary, edited by Name Surname
of the editor, page range. Place of publication: Publisher, year of publication.

Example: “Rozum.” In: Stownik synoniméw, edited by Andrzej Dabrowka, Ewa Geller,
and Ryszard Turczyn, 115-116. Warszawa: Wydawnictwo MCR, 1993.

. An online encyclopaedia/dictionary entry
“Title of the entry.” In: Title of the Encyclopaedia or a Dictionary. https://WwWw.XXX.XXXX.
xxX (access date dd.mm.rrrr).

Example: “Accelerometer.” In: Encyclopaedia Britannica. https://www.britannica.com/
technology/accelerometer (10.02.2021).

. A poem or a chapter in a book by a single author
Surname, Name. “Title of the Poem.” In: Title of the Book, page range. Place of publication:
Publisher, year of publication.

Example: Snyder, Gary. “The Elwha River.” In: Mountains and Rivers Without End, 32-38.
Berkeley: Counterpoint, 1996.

. Film
Title of the Film, dir. Name Surname of the director, Name of the producer or distributor,
country, year of release.

Example: The Pillow Book, dir. and screenplay Peter Greenaway, Lions Gate Films, Fran-
ce-The Netherlands-United Kingdom, 1996.

Contact

Correspondence should be sent to: errgo@us.edu.pl
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Polityka wydawnicza,

Z wyjatkiem tekstow zamawianych oraz nowych i pierwszych ttumaczen tekstéw obco-
jezycznych Er(r)go nie drukuje tekstow uprzednio publikowanych. Przedruki sa dopuszczalne
w numerach tematycznych, jezeli tekst jest szczegdlnie istotny merytorycznie dla calociowej
koncepcji numeru. Nadestane teksty podlegaja procedurze podwojnie anonimowej recenzji (double-
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Wymagane dokumenty w nadestanym zestawie

manuskrypt tekstu (min. 25 i max. 40 tysiecy znakéw ze spacjami)

tytut artykutu po polsku i po angielsku (max 120 znakéw ze spacjami)

bibliografia w formacie Chicago Humanities (zob. instrukcja ponizej)
streszczenia po polsku i po angielsku (min. 600 i max. 800 znakéw ze spacjami)
stowa klucze w jezyku polskim i angielskim (max. 75 znakdéw ze spacjami)

nota biograficzna o autorze (min. 600 i max. 800 znakéw ze spacjami)

numer ORCID autora

afiliacja autora

oficjalne licencje lub zgody na reprodukcje materialéw cudzego autorstwa
zrodta i typy licencji dla materiatéw na licencjach otwartych

Standardy jezykowe

Nadestane teksty artykutow i streszczen musza spelnia¢ miedzynarodowe standardy
akademickiej angielszczyzny (poziom jezykowy wyksztalconego native-speakera jezyka
angielskiego) oraz akademickiej polszczyzny.

zastrzezenia

Redakcja zastrzega sobie prawo do dokonywania pewnych modyfikacji tekstu nienaru-
szajacych merytorycznej strony opracowania. Teksty niekompletne oraz teksty opisane nie-
kompletnymi metadanymi beda odrzucane. Redakeja zastrzega sobie prawo do przedrukow
tekstu w numerach rocznicowych Er(r)go.

Horma tekstu

1. Teksty wraz z nalezy nadsyla¢ przez system OJS w edytowalnym formacie (DOC, DOCX
lub RTF - nie: PDF). W tym celu nalezy wej$¢ na strone www.errgo.pl, zalogowac sie do systemu
jako “Autor”, a nastepnie postepowac zgodnie z instrukcjami.
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2. Tekst polskojezyczny nalezy formatowac zgodnie ze zmodyfikowanym stylem Chicago
Humanities:

interlinia: podwdjna

marginesy: 3 cm (lewy, prawy, gorny i dolny)

font: Times New Roman, stopien pisma: 12 punktéw

wecigcie akapitu: 1,25 cm; justowanie: obustronne

tytul artykutu: maksimum 120 znakéw ze spacjami

motto: do 250 znakdw ze spacjami, wylacznie pod gléwnym tytutem, stopient pisma 10 pkt.
$rodtytuty: maksimum 70 znakdw ze spacjami, naglowki nienumerowane

cytat blokowy: minimum trzy linie lub 50 stéw, interlinia pojedyncza, bez cudzystowu,
weciecie bloku - 1,25 cm, odstep od tekstu gtéwnego - jedna linia z gory i z dotu,
stopien pisma 10 punktéw (nie: kursywal)

cytat w cytacie blokowym: cudzystéw podwojny gorny (“Tekst”)

cytat w tekécie: maksimum trzy linie — cudzystéw podwojny (“Tekst”)

cytat w cytacie w tekscie: cudzystow pojedynczy (“Tekst ‘tekst’ tekst”.)

wyrazy uzyte w specjalnym sensie: cudzystow podwojny (“Tekst”)

wyrdznienia: wylacznie kursywa (nie: rozstrzelenie, nie: pogrubienie)

elipsa: [...]

przecinki i kropki: za cudzystowem (“Tekst ‘tekst’ tekst™.)

odsylacze przypisu: przed znakiem przestankowym (“Tekst ‘tekst’ tekst™.)

3. Wszelkie ryciny i ilustracje cudzego autorstwa zamieszczone w tekécie nalezy nade-
stac takze przez system OJS jako “pliki pomocnicze”, w rozdzielczosci minimum 300 dpi.
Do ilustracji nalezy dolaczy¢ licencje wiasciciela praw autorskich na wykorzystanie materiatu
w druku i w wersji online lub, w przypadku materiatéw na licencjach otwartych, okreslenie
typu licencji i wskazanie zrédta.

4. Przypisy nalezy przygotowa¢ w formie przypiséw dolnych, wedle nizej podanych
wskazowek i przykladow (Chicago style):

. Ksigzka: Imie Nazwisko autora, Tytut, przel. Imie Nazwisko tlumacza (miejsce

wydania: wydawca, rok wydania), strona lub strony.

. Rozdzial w ksigzce zbiorowej: Imie Nazwisko autora, “Tytut rozdziatu”, w: Tytut
ksigzki lub tomu zbiorowego, red. Imie Nazwisko redaktora (miejsce wydania: wydawca,
rok wydania), strona lub strony.

. Artykul w periodyku: Imie¢ Nazwisko autora, “Tytut artykutu”, Tytut czasopisma,
tom, numer (rok wydania), strona lub strony.

. Artykul ze strony internetowej, forum dyskusyjnego lub czasopisma online: Imi¢ Na-
zwisko autora, “Tytul artykutu lub postu”, Tytut czasopisma tom, numer (rok wydania),
http://www.xxx.xxxx.xxx (data dostepu w postaci: dd.mm.rrrr.

. Haslo encyklopedyczne lub stownikowe: “Hasto”, w: Tytut encyklopedii lub stownika,
red. Imie Nazwisko redaktora (miejsce wydania: wydawca, rok wydania), strona lub strony.
. Hasto z encyklopedii lub stownika internetowego: “Hasto”, w: Tytut encyklopedii

lub stownika, http://www.xxx.xxxx.xxx (data dostepu w postaci dd.mm.rrrr).

. Wiersz lub rozdzial w ksigzce jednego autora: Imie Nazwisko autora, “Tytul wiersza

lub rozdziatu”, w: Tytut tomu lub ksigzki (miejsce wydania: wydawca, rok wydania), strony.
. Film: Tytut filmu, rez. Imi¢ Nazwisko rezysera, Nazwa dystrybutora lub producenta,
kraj, rok premiery.
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. Cytat za innym autorem: Imi¢ Nazwisko autora cytowanego tekstu, Tytut, przet. Imie

Nazwisko tlumacza (miejsce wydania: wydawca, rok wydania), strony, cyt. za: Imie Na-
zwisko autora cytowanego tekstu, Tytuf, przel. Imi¢ Nazwisko tltumacza (miejsce wydania:

wydawca, rok wydania), strona lub strony.

. Kolejne przypisy: Nazwisko autora, skrocony “Tytut artykutu...” lub Ksigzki..., strona.

5. Przyklady

. Ksigzka: Roland Barthes, Sade, Fourier, Loyola, przet. Renata Lis (Warszawa:
Wydawnictwo KR, 1996), 30-31.

. Rozdzial w ksigzce zbiorowej: Robert Cieslak, “Od Griinewalda do Bacona. Gra o tozsa-
mos¢ w poezji Tadeusza Rdzewicza”, w: Ponowoczesnos¢ a tozsamosé, red. Bozena Tokarz,
Stanistaw Piskor (Katowice: Wydawnictwo OK SPP, 1997), 86-87.

. Artykul w periodyku: Ewa Szczesna, “Tozsamo$¢ hybrydyczna”, Er(r)go, 9,
2(2004), 10-11.

. Artykut ze strony internetowej, forum dyskusyjnego lub czasopisma online:
Artur Wolski, “Nauka i przemyslenia”, Forum Akademickie, 1 (2006), http://forumakade-
mickie.pl/fa/2006/01/nauka-i-przemyslenia (12.02.2007).

. Hasto encyklopedyczne lub stownikowe: “Rozum”, w: Stownik synoniméw, red. Andrzej

Dabréwka, Ewa Geller, Ryszard Turczyn (Warszawa: Wydawnictwo MCR, 1993), 115-116.
. Hasto z encyklopedii lub stownika internetowego: “Absolut”, w: Powszechna

Encyklopedia Filozofii, http://www.ptta.pl/pef/pdf/a/absolut.pdf (10.10.2007).

. Wiersz lub rozdziat w ksigzce jednego autora: Maria Korusiewicz, “Vermeer (1658)”,
w: Majolika (Katowice: Wydawnictwo Slask, 2012), 5.

. Film: The Pillow Book, rez. i scen. Peter Greenaway, Lions Gate Films, Francja-Ho-
landia-Wielka Brytania, 1996.

. Cytat za innym autorem: Kurt Vonnegut, Jr., RzeZnia numer pigc, przel. Lech

Jeczmyk (Warszawa: Wydawnictwo Da Capo, 1996), 14, cyt. za: Jolanta Misiarz, “Jesz-
cze kilka stlow na temat masakry. Filozofia egzystencjalna w Rzezni numer pigé”, w: Szkice
o literaturze i kulturze amerykariskiej, red. Teresa Pyzik (Katowice: Wydawnictwo Uni-
wersytetu Slaskiego, 2001), 71.

. Kolejne przypisy: Vonnegut, Rzeznia..., 132-133.

»_ o« », « », «

6. Nie stosujemy skrotow: “ibid./ibidem”; “op. cit.”; “tamze”; “tegoz”.

7. Skrét: “Zob.” stosujemy wtedy, kiedy naszg intencjg jest poszerzenie podawanych
informacji. Skrét “Por.” stosujemy wtedy, kiedy naszg intencja jest komparatywne lub kon-
trastywne zestawienie podawanych informacji z innym zrédfem.

8. W tekscie nie stosujemy pogrubien ani podkreslen. Wytaczng forma zaznaczenia
emfazy powinna by¢ kursywa. Nie stosujemy takze zadnych znakéw niestandardowych ani
ozdobnikéw graficznych.

9. W wypadku cytatéw w jezykach stosujacych fonty nieeuropejskie lub zapis od prawej
do lewej, uprzejmie prosimy o uprzednia konsultacje z Redakeja Er(r)go.
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10. Bibliografie prosimy konstruowaé wedltug nastepujacych wytycznych:

. Ksigzka
Nazwisko, Imie autora. Tytut, przel. Imie Nazwisko ttumacza, zakres stron. Miejsce
wydania: wydawca, rok wydania.

Przyktad: Saunders, George. Lincoln w bardo, przet. Michat Ktobukowski. Krakow:
Wydawnictwo Znak, 2018.

. Rozdziat w ksigzce zbiorowej

Nazwisko, Imie autora. “Tytut rozdziatu”. W: Tytut ksigzki lub tomu zbiorowego, red. Imie
Nazwisko redaktora, zakres stron. Miejsce wydania: wydawca, rok wydania.
Przyklad: Sendyka, Roma. “Miejsca, ktore straszg (afekty i nie-miejsca pamieci)”. W:
Pamiel i afekty, red. Zofia Budrewicz, Roma Sendyka, Ryszard Nycz, 15-22. Warszawa:
Instytut Badan Literackich PAN, 2014.

. Artykul w periodyku
Nazwisko, Imie autora. “Tytut artykutu”. Tytut czasopisma, tom, numer (rok wydania),
zakres stron.

Przyklad: Szczesna, Ewa. “Tozsamo$¢ hybrydyczna”. Er(r)go, 9, 2 (2004), 10-11.

. Artykul ze strony internetowej, forum dyskusyjnego lub czasopisma online
Nazwisko, Imie autora. “Tytut artykutu lub postu”. Tytut czasopisma, tom, numer (rok
wydania). https://www.xxx.xxxx.xxx (data dostepu w postaci: dd.mm.rrrr).

Przyktad: Sankaran, Chitra. “Apocalyptic Vision in the Laotian Short Story “The Roar
of a Distant War’ by Viliya Ketavong”. Journal of Ecocriticism, 8, 1 (2018). https://ojs.unbc.
ca/index.php/joe/article/view/1692 (10.02.2021).

. Hasto encyklopedyczne lub stownikowe
“Hasto”. W: Tytut encyklopedii lub stownika, red. Imie Nazwisko redaktora, zakres stron.
Miejsce wydania: wydawca, rok wydania.

Przyklad: “Rozum.” W: Stownik synonimow, red. Andrzej Dabréwka, Ewa Geller, Ryszard
Turczyn, 115-116. Warszawa: Wydawnictwo MCR, 1993.

. Haslo z encyklopedii lub stownika internetowego
“Hasto”. W: Tytut encyklopedii lub stownika. https://www.xxx.xxxx.xxx (data dostepu
w postaci dd.mm.rrrr).

Przyklad: “Folblut”. W: Encyklopedia PWN. https://encyklopedia.pwn.pl/haslo/fol-
blut;3901746.html (10.02.2021).

. Wiersz lub rozdzial w ksigzce jednego autora

Nazwisko, Imie autora. “Tytul wiersza lub rozdziatu”. W: Tytut tomu lub ksigzki, zakres
stron. Miejsce wydania: wydawca, rok wydania.

Przyktad: Snyder, Gary. “The Elwha River”. W: Mountains and Rivers Without End, 32-38.
Berkeley: Counterpoint, 1996.

. Film

Tytut filmu, rez. Imi¢ Nazwisko rezysera. Nazwa dystrybutora lub producenta, kraj, rok
premiery.

The Pillow Book, rez. Peter Greenaway. Lions Gate Films, France-The Netherlands-United
Kingdom, 1996.

Kontakt

Korespondencje nalezy kierowac na adres errgo@us.edu.pl
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