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“The Lie Always Rises to the Surface like Oil".
Toward a Metafictional Reading of Karol Irzykowski’ s Palubaand Bruno
Schulz’s Fiction

Dieter De Bruyn

Abstract: In this article, Karol Irzykowski's canical autothematic noveébatuba (1903) is confronted with Bruno Schulz’s
multifaceted fiction. WheredBatubg with its dominant discursive layer, has beenaysitically received as an autothematic
novel, Schulz’s stories, with their manifold forkeep resisting any similar interpretative modelwdwer, free of the yoke
of their seemingly univocal self-informing tenden@yzykowski) or of their supposed ultimate inexkability (Schulz),
these texts emerge as representations of a siltdeary critical discourse. On this metafictiorlelel, they incessantly
display a significant interaction between the carimal illusion of a third dimension (deptkignifi€) and the reflexive
consciousness of the inevitable two-dimensionalitthe text (surfacesignifian.

Introduction: From Autotematyznilo Metafiction

In almost every national tradition one can finenitry works whose titles are referred to all tiheeti
but which are hardly ever read from cover to coltegoes without saying that JoycdByssess the
classic example of such “most unread novels”. Grte@most obvious Polish specimens, however, is
undoubtedly Karol Irzykowski’'s highly experimentadvel Patuba(1903). AlthoughPatubahas been
referred to as an important literary compositiongeyerations of critics and readers alike, onectoul
posit that only few people actually know what tlewel is all about. Even those critics who havedtrie
to grasp the novel's main ideas seem to have difficgetting to its very core. The same certainly
holds true for both of Bruno Schulz’s collectiorfsstories, Sklepy cynamonowinnamon Shops
1934) andSanatorium pod klepsygi(Sanatorium Under the Sign of the Hourgta$837)! of which
Stanislaw Eile has correctly remarked that “theeegive use of figurative language renders [the]
message rather confusing and consequently open wvariaty of esoteric readings, which often
demonstrate the inventiveness of critics rathen tie@resenting a convincing explication of the 'text
(1996: 97). It seems that botPatuba and Schulz’'s complete fiction, notwithstandingith@any
differences in form and content, at least sharepamgcular feature: in both cases, the readeaded
with a certain formal residue, some kind of nawatidistortion, which causes a continual
postponement of the text’s explication.

Despite this common characteristic, hardly anynaptehas been made to propose a similar
reading of both Irzykowski and Schulz. This ista more surprising if one takes into consideration
the many literary critical accounts, in which baihthors are treated as belonging to the same
experimental or avant-garde vein of Polish Modem{g.g. Taylor Sen 1972, Nycz 1997, Bolecki
1999). The main reason for the absence of oneesgygbroach to both Irzykowski and Schulz (apart
from the aforementioned general literary historicalegories) is of course the completely different
impression which these authors’ texts make at §l@hce. For many years, due to its heterogeneous
structure and its peremptory self-informing la§@atubacould only be “naturalized” with recourse to

L All further references to these collections wil iven as SC and SpK. Quotations of the originéisRtext are taken from
Schulz 1964, the English translations are from &ch889 (hereafter referred to as CF).

2 The novel consists of five different parts: theaductory novella ‘Sny Marii Dunin (palimpsestjThe Dreams of Maria
Dunin (A Palimpsest)’), in which an anonymous aggslagist reports how he was initiated into the kiddBrotherhood of
the Great Bell” (“Bractwo Wielkiego Dzwonu”), thenlifin love with the leader’s daughter Maria, anceetually married
her sister Hermina, after which the narrator adthitg the entire story is a falsification; the ‘@t novel ‘Patuba (studium
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the concept ofautotematyznor, more specifically, to the genre of the “po$gieautotematyczna”
(“autothematic novel”). Since it was first introdut by the famous literary critic Artur Sandaueg th
concept ofautotematyzninas made a stunning career in Polish criticismichvieventually led to its
complete exhaustion (cf. De Bruyn 2007a). The mabivith this term is that it mainly focuses on
explicit thematizations of the artistic genesis dhé textual process, thus excluding more implicit
techniques of literary reflexivity. Furthermore, trgating such self-informing tendencies in litgrar
texts as fully reliable approaches to the samealiyetexts, propagators aftotematyznusually end
up in a kind of circular reasoning: discursive past a certain text are used in order to elucidate
same text. Due to this methodological fallacy, fostance, Irzykowski's trulyequivocal anti-
Modernisf commentaries were interpolated ratheequivocallyinto many literary critical accounts,
so thatPatuba started functioning as a univocal, more or lessehstic critique of conventional
literary techniques and reading habits, rather th&wran extraordinary artistiepresentationof the
highly sophisticated literary critical self-consegmess of the authbr.

Schulz’s fiction, on the other hand, even thougbomtains a similar but less dominant and
univocal self-informing layer, has hardly ever beead as an example of “autothematic” writing. At
the same time, however, this most enigmatic catlacof narrative pieces has posed even larger
interpretative problems. Immediately after its pedgion in the 1930’s, as Wtodzimierz Bolecki has
sufficiently proved, Schulz’'s prose conflicted witie horizon of expectations of most Polish critics
two particular ways: “First, it urged to violateetigenerally accepted rules for reading epic liteeat
and second — it aroused such readerly reactionshwhére reserved for reading lyrical works” (“Po
pierwsze, zmuszata do pogwatcenia spotecznie zptdwanych regut czytania epiki, po drugie —
wywolywata takie reakcje czytelnicze, jakie zrezewano dla lektury utworéw lirycznych”; 1996
[1982]: 304). It could be argued that this twofadentation holds true to a certain extent for the
majority of critical readings of Schulz’s fictioppuo now. Whereas “poetic” or “logocentric” readsng
of this prose generally do injustice to its nakmtcore, any approach starting from the rules and
conventions of traditional epic literature will @ws struggle with the many narrative inconsistencie
in the stories under scrutifyConsequently, as Krzysztof Stala has argued, tanyneritics limit
themselves to “some fragmentary, marginal readiing rather aware of the inexhaustibleness of
Schulz’s prose than trying to define this inexhinlishess, domesticate it with some proposal richer
than ‘expression of the inexpressible™ (1993: @ne of the main reasons for this difficult critical
reception is that many of these interpretationsnaeéhodologically fallacious in much the same way
as the already mentioned “autothematic” readingBadtiba Again, discursive parts of the text are
interpolated rather recklessly in the critic’'s amgbas reliable sources for interpreting the saeme t
As a result, many of these readings are, indeecelynmarginal commentaries on the text’s discursive
dimension rather than thorough analyses of theagxs literary representation.

In recent years, some scholars have tried to ésftabéw ways of interpreting the formal or
“nonnarrative” residue which both authors’ textearly display. In one way or another, all these
attempts build on an earlier interpretative modeWdodzimierz Bolecki. In what is undoubtedly the
most valuable and comprehensive study on the mararose of such interwar writers as Bruno
Schulz, Stanistaw Ignacy Witkiewicz (Witkacy), aitold Gombrowicz, Bolecki (1996 [1982]) for
the first time focuses on generations of readeftdlties to construct a consistent story worlat of
these most alienating and unusually discursiveatiger accounts rather than repeating once more the
texts’ main philosophical ideas, presenting thereselin the ready-made form of unequivocal self-
commentaries. More specifically, Bolecki arguestthi@ interwar authors under scrutiny have
propagated a new “poetical prose model” (“poetynkidel prozy”) as an alternative to the prevailing

biograficzne)' (‘Patuba (A Biographical Study)’), wh tells the story of Piotr Strumiski’s married life with Angelika and,
after her suicide, with Ola; and three explanatsgays, respectively entitled ‘Uwagi Batuby (‘Remarks toPatubd),
‘Wyjasnienie Snéw Marii Dunini zwiazek ich zPatuly’ (‘An Explanation of The Dreams of Maria Dunirand Its
Connection withPatubd), and ‘Szanied?atuby (‘The Rampart ofPatubd). The point to note is that even the actual novel
consists mainly of explanatory digressions, disogssor example, the protagonists’ psychology anaiost prominently —
the form of the novel which is being written.

% In this case, “anti-Modernist” refers to the ttimhal Polish interpretation of literary Modernisatcording to which this
current is limited to the early, 1890-1900 periddviboda Polskainstead of encompassing the entire 1890-1930@geri

4 This tradition includes such postwar critical works Wyka 1977 [1948], Lipski 1949, Zengel 1958, dbrowska 1963,
Werner 1965, Glowiski 1969, Stpnik 1973, Taylor Sen 1972, Budrecka 1981, Drozd®@8R7, and Eile 1996: 42-45.

5 Cf. the introduction to this volume for a criticiiscussion of the key figures and important cusémtSchulzology.



“vehicular prose model” (“wehikularny model prozyf'4). Whereas in the latter case literary language
is overshadowed by its referential function (aRealism), in the former case it “draws attentiofitso
autonomy” (“zwraca uwag na swoj autonomg”) and thus takes on a ‘“reflexive character”
(“character samozwrotny”; 12). What the critic is1Bng at is not necessarily the numerous metapoetic
utterances in many of these works but first anérfarst a manifest “semiotic over-organization”
(“nadorganizacja znakowa”; 13) on all narrativedis\ i.e., including the lexical (stylistic) as s

the compositional, fabular, or semantic structurghe text. Although Bolecki explicitly excludes
Patuba from his “poetical prose model” for reasons ofipéization and because of the alleged
“cognitive uniformity of the narration” (“jednolité poznawcza narracji”’; 92), the novel will later
return in his critical writings as an important geeeessor of this “poetical” vein of Polish Modetnis
fiction because of its reflexive, parodic and gsgige attitude toward literary conventions (cf. B&le
1999, 2003).

The idea of a “parodic-grotesque current” (“nurtqolystyczno-groteskowy”) that connects
Patuba with the fiction of Schulz, Witkacy and Gombrowiezas further developed by Brygida
Pawtowska-gdrzyk (1995: 155). According to her, the “autothéoiacharacter of Irzykowski’'s novel
has always overshadowed its parodic and grotesdfigete In order to restore the balance,
Pawtowska-gdrzyk draws attention to the parodic evocation xisteng literary conventions in all
kinds of (either literally or figuratively) insede“texts” (i.e., both Strumieski's and Gasztold's
literary projectsKsiega mitgici (The Book of Loyeand Chora mitgié (A Sick Lovg and the
introductory novella ‘The Dreams of Maria Dunin'y avell as to the eventual self-parodic attitude
toward the evolving novelistic product itself. Mareportant, though, is the use of the grotesqua as
parodic device. Whereas most critics had focusedgminantly on the discursive (or the narrator’s)
level of the text, Pawlowskadrzyk for the first time stresses the (less oveplgrodic function of its
narrative and stylistic structure. On the leveltloé story, for instance, she perceives a recurrent
grotesque transformation of “sublimity” (“wzniostd) into “stupidity” (“smieszné¢”; 156), as in the
scene where Piotr Strumiigki kisses Berestajka while observing a centipedette wall (cf.
Irzykowski 1976 [1903]: 339) Furthermore, both on the discursive and the rigerdgvel of the text,
the critic observes a grotesque deformation of entignal literary language, e.g. through the use of
awkward neologisms and strained metaphors, thrthgldeliberate combination of different stylistic
registers, or more simply by incessantly puttingidgl phrases between ironic quotation marks (161-
163). According to Pawtowskadrzyk, it is exactly this particular combination gifotesque scenes
with a systematic use of the “linguistic grotesque&jroteska lingwistyczna”; 161) which makes
Patubasimilar to Schulz’s fiction. Indeed, whereas thesence of grotesque situations in the latter's
stories is self-evident, his baroque style reaghesmparable degree of “semiotic over-organization”
through a continuous flow of metaphors.

In a book-length study on the entire “parodic-gsgige current” in Polish Modernism,
Pawtowska-ddrzyk further develops her initial findings on Ikowski's novel. More specifically, she
introduces the concept of “mediocrity” (“byleja¥d) as a new interpretative tool. “Mediocrity (in a
descriptive, and not in an axiological sense)”, algues, “is a term which is used for denoting the
specificity of the poetics of works which stand auith a deliberate carelessness of their artistic
execution” (“Bylejak@¢’ (w znaczeniu opisowym, a nie ocenym) to termin stosowany [...] dla
okreslenia swoistéci poetyki utworOw wyrdniajacych sg¢ celows niedbaldcia wykonania
artystycznego”; 2002: 89). In her classificationdefvices of mediocrity, Pawlowskaedizyk makes a
distinction between “static motives” (“motywy staine”), such as the representation of “shoddy”
objects or physical deficiencies, and “dynamic medl (“motywy dynamiczne”), such as
inadequacies in the narrative structure of the (@@t91). Whereas the “static” version of the pcgeti
of mediocrity brings to mind Schulz’s fascinatioittwtandeta(“trash”), a more “dynamic” approach
can be discerned iRatuba More specifically, Pawtowskaadrzyk stresses the central role of the
“anti-aesthetic’ word-symbol” (“antyestetyczne’tosvo-symbol”; 105) patuba in Irzykowski's
poetics’ Unlike tandeta she argues, the conceptpstubainduces a dynamics of “mediocrity” on

® All further references will be given as P.

" Patuba is a dialectal form in Polish, which may take oroa of meanings. Irzykowski continuously plays hvithis
polysemy in his novel (cf. infra). Quite surprisimghe enormous poetical relevance of the wordbees underestimated by
virtually all earlier critics. Moreover, as we haseen, critics tend to limit themselves to somaellon critical repetition of
those discursive parts of the texts in which thamieg ofpatubais discussed by the narrating “author” (i.e. thether-like”



several levels of the text of the nof@f coursePatubaas a whole, with its intricate heterogeneous
structure, is already a “shoddy” artifact in itsddéit what Pawtowskaadrzyk is particularly aiming at

is the interplay between the level of the story Hrallevel of the narration. On the level of thergt
Piotr Strumidéski and the other protagonists cannot but accegptttieir conventional ideals (of love,
fidelity, etc.) are constantly compromised by tlegywnature of everyday reality. On the level of the
narration, this conflict is described as the clasitween the “constructive element” (“pierwiastek
konstrukcyjny”) and the “palubic’ element” (“piefastek patubiczny”). As a result, a dual dynamics
of “mediocrity” is generated:

Demaskowanie stereotypow i zafatszawalbywa st w utworze na drodze dyskursywnej rewizji fantazimat
(metoda wiwisekcji), a tale poprzez fabularne sprowadzanie mth absurdumw czym nieocenione ustugi
oddaj pisarzowi parodia i groteska. Obydwie wymieniotespczyzny dzieta — narracyjna i fabularna — stapow
domenry swokcie pojtej “bylejakasci”. (106)

(In the work, the unmasking of stereotypes andaitiihs is implemented not only through the disagrsevision
of the phantasms (method of vivisection) but algdelding thenad absurdunon the level of the story, in which
the writer receives valuable support of the devafgsarody and grotesque. On both the levels meati@bove —
of the narration and of the story — a specificatiyceived “mediocrity” comes to the surface.)

In other words, by introducing the idea of a paetf “mediocrity”, Pawtowskaatirzyk now gives a
more particular interpretation of the “parodic-gsque” clash between the ideal (sense) and reality
(chaos) in such novels #&atuba— a problem which she had already touched upohemearlier
writings.

No matter how valuable Pawtowskadidzyk’s notion of the poetics of mediocrity migte for
the critical reassessment of the fiction of suchtens as Irzykowski, Schulz, Gombrowicz, and
Witkacy, the focus of her analysis is predominamty these works’ “predisposition to the extra-
discursive evocation of philosophical contents’réflyspozycja do pozadyskursywnego ewokowania
tresci filozoficznych”; 5), or, more specifically, orh¢ir search for some ultimagignifié that is
behind the represented chaos of reality. What skens to overlook, however, is that these works’
protest against any schematic rendering of reaityventually directed against the evolving litgrar
product itself. In other words, the representedghatiion of forms” (“wedrowka form”; Schulz 1964:
682) — the chaos of reality — is strongly interredbwith the representing “dispersiongignifiants —
the chaos of language. As we have seen, in ordgotbehind this problematic signifying form,
Bolecki proposes a “poetic” reading of these nareatvorks. As Krzysztof Klogiski has argued,
however, by introducing this “new, alternative rabifity” (“nowa [...], alternatywna czytelrig”),
Bolecki in fact tactfully evades the often indichtgroblem of the “unreadability” (“nieczytelédd)
and the subsequent “incomprehensibility” (“nieznozaistwo”) of these extraordinary fictions (2000:
20). According to Klogiski, these texts are never completely “unreadabteincomprehensible”.
What should be done, then, is exactly to definge ttimplicating factor, this paradoxical “growth”
("narost”; 21) or “formal residue” (cf. supra). his paper, Klogiski proposes to use the notion of
“stylization” (“stylizacja”; 21).

What makes Klosiski's analysis particularly interesting, is thapdints atPatubaas the first
Polish novel which explicitly discusses its ownytted character” (“stylizacyjny charakter”; 24)nO
the second last page, more exactly, one can refall@ss:

A teraz gdy si wie, jakq Patubanie jest, pojmie sitez, czym ona jest: Jest ona monstrgaiming — a i totylko

stylizowam. Czy tak jak § powinno s¢ pis& kazde dzieto? Czy to jest program poezji, poezji pringa? |

zn6w mamy bidne koto. Wszake progranPatubydotyczy tylko jej samej, znika razem z.nW kazdym dziele
autor na nowo bierze rozmach i na nowo stosunkigjele kwestii “poezji” [...], dzieto jest tylkgladem tego
stosunkowania si (P 586; italics mine)

(So, now that we know whaatubais not like, it should also be clear what it isisia monstrous ruin — be it
merely a stylized one. Should every work be writtka this one? Is this the program of poetry, leé poetry of

narrator who incessantly comments on the story).t@ae of the few exceptions can be found in Ewargkatywiecka’s
brilliant, though quite idiosyncratic, monograph the Polish “autothematic novel”, in which this dyotic keyword is even
considered to be a forerunner of Sandauer’s corafepttotematyzni1979: 13-18).

8 As | will demonstrate in the last section of thiticle, the concept déindetain fact lies at the basis of an intricate semiotic
“dynamics” as well.



the future? And again we have a vicious circleebd the program dfatubaonly touches the work itself — it
expires together with it. In each work the authathgrs momentum again and once more determingmbison
about the question of “poetry” — the work is meralyrace of this act of positioning.)

In this fragment, Irzykowski not only puts into ppective his own destructive literary practice (8it

a monstrous ruin — be it merely a stylized one) ddao clearly describes the technique of stylirati

its function is to somehow put into words what actf cannot be put into words, to show what
precedes its verbal phase, to “reveal its own usgrmature” (“ujawné swoje uzurpatorstwo”;
Klosinski 2000: 24). In this way, stylization mediategvimen what the literary work eventually
conveys (a text which is merely a “trace”) and treative process by which it is preceded (the
“positioning” of the author toward the questionpafetry). Whereas the majority of literary textsden
to create the illusion of a particular reality orparticular meaning — thus concealing their “own
usurping nature” (toward reality, toward meaning}the technique of stylization makes this “lie” to
come to the surfack.

In my opinion, what all these approaches of thecifipgy of the experimental vein of
twentieth-century Polish fiction share is, in faatparticular sensitivity to these texts’ reflexyi
More specifically, each particular approach focusascertain textual signals which — to a larger
extent than in more conventional works of fictiomefer to their own literary (linguistic, fictional
form: to their own poeticgppetyckdc), to their own deformitydroteskowsc), to the “carelessness of
their own artistic execution” bfylejak@¢), or to the “usurping nature” of their own langeag
(stylizacjg. At the same time, critics have always been dooscof the presence of explicit
“autothematic” statements in the majority of theésds. Due to the conceptual rigidity of the notain
autotematyzimhowever, no attempts have been made to link hegdtoth these reflexive techniques,
i.e. the inclusion of “autothematic” comments ahd more implicit device of “foregrounding” certain
literary conventions. Of course, one could quitapy treat all these works within the framework of
literary reflexivity, but due to the wide varietpéaomnipresence of reflexive devices in all of thé&m
seems better to introduce the concept nodétafiction as a new literary critical tool. Unlike
autotematyzmwhich suggests a thematic subgenre) and reftgxiwhich primarily denotes the
general device), metafiction emphasizes the permapigurcation of the fictional discourse into a
referential and a reflexive level (cf. Waugh's défon of metafiction as “the construction of a
fictional illusion [...] and the laying bare of thallusion”; 1984: 6). More exactly, whereas
autotematyznmanifests itself in the form of a separate megplistic discourse beside the common
discourse of the object language, metafiction cest be defined as a specific “borderline discourse
[...] between fiction and criticism” (Currie 1995: at is represented in the text in ever varying
manners. In fact, these different textual deviceghér forms offoregrounding or forms of
commentary) are merelgepresentationsof a discourse that, on the other side of the dtiree
between fiction and criticism, should be answerédthva similarly self-conscious literary critical
discourse.

With regard to Irzykowski and Schulz, the quesi®whether the metafictional discourse that
their respective texts represent in a different Wwagrs certain resemblances. Do both metafictional
projects stem from a (more or less) similar atgttolward the essence of literary practice? In otaler
answer this question, one could start from Pawtawnhlrzyk's hypothesis that what is behind the
grotesque strategies of both authors is the phplisal ambition to grasp the senser{$ of the chaos
of reality. Applied to literary practice, one coyldsit that both authors show a specific inteneshée
dynamics between surface (the text) and depth (mgasense). What they seem to diagnose is that
no matter how hard literature, by analogy with itgatself, tries to add a third dimension (depth,
signifig), the reader will always be confronted with the{imensional reality of the text (surface,
signifiand. In order to substantiate my hypothesis, | wiilstf focus on those textual features which
expose the search for depth, for illusion or regmégtion, and then on the various ways in which thi
pursuit is disillusioned by a foregrounding of tiestual surface, of the materiality of the text.the
concluding section, | will argue that this metdboal dynamics between depth and surface
crystallizes, as it were, into such reflexive métag agpatubg manekin andtandeta

® As Kilosiaski correctly remarks, the “stylistic over-orgariiza” — to use a variant of Bolecki's notion of “siic over-
organization” — is not limited to the narrative é\of Patubabecause on the discursive level one may come ftnasiy
passages in which the “narrating author” loses &lfiis a mixture of various discursive styles.



Irzykowski and Schulz between Surface and Depth

In their respective works, both Schulz and Irzykkwsush forward the absolute “truth” as an almost
unattainable ideal. More specifically, the ill-fdtambition to get to the core or the essence ofthis
characteristic of the tragicomic fate of severathair protagonists. In Schulz’s stories, the dedoc
truth is the main preoccupation of both Jacob awskph; whereas the former is often busy with
carrying out the most subversive experiments, #iter is repeatedly depicted when undertaking
bizarre nightly quests. Examples of Jacob’s expamis: can be found in such stories as ‘Ptaki’
(‘Birds’) and ‘Kometa’ (‘The Comet’); characteristof his endeavours is that they are systematically
thwarted by Adela, who represents the conventiondér of everyday reality. Joseph, on the other
hand, is struggling with the labyrinthine qualitf/(aocturnal) reality in such oft-discussed storéss
‘Sklepy cynamonowe’ (‘Cinnamon Shops’), ‘Ulica kaxkyli’ (‘The Street of Crocodiles’), ‘Wiosna’
(*Spring’), and ‘Sanatorium pod klepsydi(‘Sanatorium Under the Sign of the Hourglass’urlbg
these journeys, the world reveals itself to thengpdoseph as an arbitrary configuration of signs
which misleads him again and again. In ‘Cinnamoon@sh for instance, the boy is incessantly led
away from his initial goal to visit the “cinnamohaps” with their exotic goods. His journey brings
him to a series of imaginary places (dark stregtgymnasium, an art room, the principal’s private
rooms, etc.) that momentarily seem to materialifter which they merge into something new. After a
final ride in a carriage, the boy ends up somewleréhe countryside while being completely under
the spell of the mystery of the night.

Whereas ‘Cinnamon Shops’ comes to an end withméd tiprostration for the nocturnal
element, the novella ‘Spring’ leads Joseph intompmete fiasco due to the protagonist's usurping
attitude toward fictional reality. Though he wantedvin Bianca for himself, Joseph cannot but come
to the conclusion that his manipulation of the seuof events has eventually lead to the successful
seduction of Bianca by Rudolph:

W zalepieniu moim podjtem sk wykladu pisma, chciatem Byttumaczem woli boskiej, w fatszywym
natchieniu chwytatem przemylkage przez markowniklepe poszlaki i kontury. &czytem je niestety tylko w
dowolm figure. Narzucitem tej wiénie mop rezyseri, podiazytem pod jej nie olgty rozkwit wtasny program i
chciatem § nagi¢, pokierowa wedtug wtasnych planéw. (SpK 264)

(In my blindness, | undertook to comment on thd,tex be the interpreter of God’s will; | misund@sd the
scanty traces and indications | believed | founthmpages of the stamp album. Unfortunately, |evinem into
a fabric of my own making. | have imposed [...] myrodirection upon this spring, | devised my own peog
to explain its immense flourishing and wanted tmkas it, to direct it according to my own idea§F1202)

Similar tragic attempts to grasp reality and layebigs “truth” appear in numerous variantdHatubg

too. The most striking examples are, of coursesthisequent “proby w gh” (“attempts to get to the
core”) that are undertaken by Piotr Strufisid in order to get to the bottom of the mystenhisf first
marriage (the so-called “Angelika case”sprawa Angeliki. While trying to sort out the past and to
uphold the ideal of absolute, platonic love, howehe is permanently thwarted by the sensual aspect
of love, which systematically leads him away from tunderground life” (“podziemneycie”) and
incites him to have sexual relations. Irzykowslkpressents this conflict discursively by means of the
dialectics between the “constructive element” (Fpii@stek konstrukcyny”) and thgalubic element”
(“pierwiastek patubiczny”), which in fact refers toe struggle between nature and culture in Han.
The same dynamics of delving in search of a pdaiaore without eventually disclosing it reappears
in the introductory novella “The Dreams of Mariarii in the form of the allegorical digging for the
Great Bell. In this case, the victim is Maria Dunivho comes so close to the ideal of platonic love,
that the Brotherhood of the Great Bell has no ottygion than to sentence her to death, since its
paradoxical task is exactly to suggest the exigtariche ideal (by digging for the Great Bell) vehil
simultaneously hiding its secret (that is, the istence of the Great Bell) for humanity.

0 This kind of oppositions is, of course, particlyamportant in Schulz’s stories as well (cf. theuggle between Jacob and
Adela). Cf. Bolecki 2005 and Ritz 2005 for recentdissions of gender aspects in Irzykowski and Schulz



By repeatedly representing the tragedy of strivimgthe ideal, both Irzykowski and Schulz
appear to be conscious of the inevitable fiascdhef enterprise. The same consciousness of this
striving being eventually led away by other motiveanifests itself even more distinctly on the
discursive level of the respective texts. Toward #nd of Schulz’'s story ‘Manekiny’ (‘Tailors’
Dummies’), for example, the narrator reports that

[ilest godne uwagi, jak w zetkgtiu z niezwyktym tym czlowiekiem rzeczy wszystkiefaty sk niejako do
korzenia swego bytu, odbudowywaty swe zjawiskoda metafizycznegaagira, wracaty niejako do pierwotnej
idei, azeby w tym punkcie sprzeniewierzgig jej i przechylé w te watpliwe, ryzykowne i dwuznaczne regiony,
ktore nazwiemy tu krotko regionami wielkiej here£fsC 79)

([i}t is worth noting how, in contact with that atrge man, all things reverted, as it were, to twasrof their
existence, rebuilt their outward appearance anew ftheir metaphysical core, returned to the primdeg, in
order to betray it at some point and to turn if® doubtful, risky, and equivocal regions which stall call for
short the Regions of the Great Heresy; CF 30)

In other words, any attempt at “getting to the tdeepresented as some kind of heresy, as an
improper usurpation that must necessarily leacetoations. InPatubathis same idea is depicted as a
self-regulating mechanism in man. In ‘The Dream#/afia Dunin’ the principle of self-regulation is
represented in an allegorical way in the form & tHall of the Manometers” (“Hala Manometrow”)
where Acheronta Movebo, the leader of the Brothedhanonitors a series of manometers that are
connected with reality in order to check whether pnessure of mankind on the “ideal” is still under
control. As soon as the pressure starts to betdniea, the Brotherhood disposes of the princifle o
the “Safety Valve” (“Klapa Bezpiecastwa”) in order to keep the secret of the Great.Béhria
Dunin could be called the most prominent victimttut principle: eliminating her should rescue the
rest of mankind.

Whereas the mechanism is merely suggested in gdidesims in the mysterious novella, its
functioning is described at large in ‘An Explanatiof The Dreams of Maria Dunirand Its
Connection withPatubd. The starting point is the “theory that certagteals, as well as the sciences
and finally also love and poetry, contain a ceagé#l element; if they would be taken seriously and
carried through to the end, they would have tordgsnan” (“teoria,ze niektore ideaty, dalej nauki,
wreszcie mité¢ | poezja mag w sobie pierwiastek ddodkowy, bo wztte na serio i przeprowadzone
az do kaca, musiatyby zniszczycziowieka”; P 565). This theory can be linked witte old
manuscript from ‘The Dreams of Maria Dunin’, whicbntains the warning that “earth is covered
with a certain fluid, the existence of which exigte nobody knows but which will ignite once, on
some small point, shaken up by the tones of thekawdell and blow up the world” (“wwiecie
rozlane jest pewne fluidum, o ktérego istnieniutnile wie, ktére jednak kiedyna jaking matym
punkcie, wstrasnigte dzwickami zbudzonego Dzwonu, zaptonigwiat rozsadzi”; P 28). This is
exactly what makes Maria Dunin’s behavior so theesiy: by taking the ideal of platonic love so
seriously, she is drawn apart from her human cgra tentrifugal element. Her death is a safetyevalv
that should save the rest of mankind. In ordeoimnter their own disintegration, however, real homa
beings have their own safety valve at their disposa

Z pierwiastkiem oéfodkowym walczy jednak pierwiastek @odkowy, instynkt samozachowawczy ludzi i
$wiata. Swiat wytrzymuje tylko pewne maximum brania rzeczy serio, w ostatecznej bowiem chwili dziala
wentyl, ktéry nadmiar wyrzuca, a ideat redukuje ptayzwoitej miary [...] Naturalnie véwiecie psychicznym
odbywa st funkcjonowanie wentyla mniej lub wdej nigwiadomie. Bractwo WD Za jest jakby
uswiadomionym dziataniem tego instynktu samozachoweago natury ludzkiej, jego hipostaznajwyzszym
centralnym urgdem. (P 565-566)

(The centrifugal element, however, is counteradigda centripetal element, that is, the instinct $eif-

preservation of people and the world. The worleraies only a certain maximum of taking thingsaegiy,

since at the very last moment a valve is put irgeration, which allows the surplus to escape addaes the
ideal to acceptable dimensions. Obviously, in thgchic world this valve operates more or less usciously.

The Brotherhood of the GB, then, could be considdredonscious operation of the instinct for setigarvation
of human nature, its hypostasis, its highest cebtrdy.)

What this passage illustrates is that Piotr Straskieand the other protagonists frdatuba are
conditioned by the same mechanism as Maria DunimatWé demonstrated in ‘The Dreams of Maria



Dunin’ on the level of the story, by means of tlegorical activities of the Brotherhood, reappears
the actual novel on the level of the narrator'sch®analytical comments.

In fact, by repeatedly compromising the human pitirsf the ideal, Irzykowski primarily
wants to elucidate the complexity of the psychatabmotives that lie at the basis of all human deed
In the ‘Trio autora’ (‘Author’s Trio’) chapter, wbh seems to be crucial for understanding the paletic
principles that gover®atubg this ambition to probe into the “subterraneancpaylife” (“podziemne
zycie psychiczne”; P 447) of man is expressed dsvist

Dotychczasowym kHem bylo,ze skgano albo za plytko, albo — przeskakugatezycie nastpcze — za gboko,
tj. tam, gdzie ju nic by¢ nie maze, i robiono rzekome wizje kosmiczne zamiast upaawitrospekat. Mnie s
zdaje,ze zbadé warstve na kilkaset metréw pod tzw. powierzchrduszy — to mge wystarczy, nie trzeba
szuka nadiru. (P 447)

(Until now, the mistake has been made of probirigeeinot deeply enough, or — while skipping theirent
secondary life — too deeply, that is, where nothtag be found anymore, and of producing so-caltesinic

visions instead of doing an introspection. In mynign, it is probably sufficient to probe into theyer a few

hundred metres below the so-called surface ofdhé-sto search for the nadir is rather unnecesgary

What is suggested here is that by confining oneselin examination of the human psyche on a
“relative” depth, one can gain insight into theldeom of “secondary life” — that is, the human hatfit
organizing life by means of a number of “absolutehcepts (love, truth, faithfulness, etc.) which
separate us from “real” life without bringing uesér to the ideals we strive for. The only waynthe
to represent the problematic mental life of mankimditerature, or in any verbal form at all, is by
continually exposing the relativity of its repretsion, which can never escape the tension between
surface and depth, lie and truth signifiantandsignifié

In their attempt to reveal a certain “truth”, wihet it is the “soul” (Irzykowski) or “myth”
(Schulz), both authors are aware of the inevitdeleat right from the very start. Schulz explatms t
awareness in his essay for Witkacy:

Wezet, na ktéry dusza zostata zasuptana, nie jestyfalym wezlem, rozchodacym sk za pocignieciem kaica.
Przeciwnie, coraz cfaiej sk zwezla. Manipulujemy przy nimgledzimy bieg nici, szukamy kea i z tych
manipulacyj powstaje sztuka. (1964: 681)

(The knot the soul got itself tied up in is notadsé one that comes undone when you pull the éddsthe
contrary, it draws tighter. We handle it, trace gfath of the separate threads, look for the entieftring, and
out of these manipulations comes art; 1990: 111)

To put it another way, striving for the unattaireaideal while being fully conscious of the inevitab
failure of such an attempt, manifests itself masininently in (or rather as) art. A similar thougst
expressed in the continuation of ‘An Explanatiombé Dreams of Maria Dunin

[Z]wtaszcza ludzie, ktérzy najetej bia we Wielki Dzwon, wec mysliciele (tacy jak Nietzsche, Ibsen,
Schopenhauer) i poeci — u tych funkcjonuje klapzplezzdéstwa najwybitniej. W rozstrzygagej chwili cofap
sie oni przed konsekwengj mordup Marie Dunin w sobie. (P 566)

(In particular people who ring the Great Bell modten, that is, thinkers (such as Nietzsche, lbsen,
Schopenhauer) and poets — in such people the safiey functions best. At the critical moment ttebyink from
the consequences and kill Maria Dunin in themsejves

What Irzykowski suggests, is that every literarypbilosophical work is a construction to the second
power, as it additionally renders the ideal, whomgresentation in man is already problematic, in a
closed linguistic form. Although both Schulz angykowski reveal this mechanism in different ways,
they continually display the awareness that eveir ttwn apparently “open” or “self-conscious” texts
are merely constructions; this is why Schulz retersiis own artistic “manipulations” and why the
narrating “author” inPatuba confesses without hesitation that he also “beldogthe Brotherhood,
from which escape is simply impossible” (“[na}¢ do Bractwa, przed ktérym w ogdle nie ma
ucieczki”; P 568).!

1 1n another part oPatuba Irzykowski summarizes the dynamics of the entiogel in the following oft-quoted aphorism:
“The lie always rises to the surface like oil, vehthe truth sinks to the bottom because it is lzandl heavy” (“Ktamstwo
wyptywa na wierzch jak oliwa, prawda opada, bo @stka i trudna”; P 289).



From all this, the question arises why both awghdespitetheir awareness of the inevitable
“secondariness” oéveryliterary operation, have decided to produce tteits at all. When even the
most self-ironical literary form appears to be astauction, and if every attempt to get to thehrut
eventually exposes its own deceitfulness, is ihthet more authentic to simply refuse to creatdsuc
constructions? In order to find a way out of tlsistblogical circle, it seems important to stregsrtile
of the reader. More specifically, opposed to thadgedy” of the (stable, definitive) literary produs
always the “pleasure” of the three-dimensional (aiolg, provisional) reading process. By exposing in
various ways their own two-dimensionality (grafemiczng¢ ‘graphemicity’ as Szary-Matywiecka
(1979: 6) would call it), both authors’ texts irecthe reader to become aware of his/her own “riole”
the textual “game”, or of his/her own “pose” whistmerely a “comedy*?

Both authors have explicitly stressed the constrealimension of their destructive literary
practices. As to Irzykowski, the following strikingelf-commentary fromBeniaminek (Little
Benjamin 1933) could be mentioned:

“[Dlemaskupc” i wysmiewapc bohatera, zsolidaryzowateng s nim [...] prawie na catej linii, a zasadwop
wypowiedziatem nawgzujac do stdw Mignon Goethego (ktéra to méwi, gdyprzebrano za aniota): “So laf3t
mich scheinen, bis ich werde!” [...] — to znacay tzw. komedia, gest, pozér, obtuda itp. anavoje gebokie
uprawnienie. (1976c: 447)

(While “demasking” and making fun of the hero, dheimost complete solidarity with him, and | exzesd my
point of view by repeating the words of Goethe’sghtin (who is saying this as she is being dressedsugn
angel): “So lalt mich scheinen, bis ich werde!” [.=]which means that the so-called comedy, gesture,
appearance, hypocrisy and the like are entireliteate.)

In his essay for Witkacy, Schulz in a similar wagwls on the legitimacy of his destructive practices
and on the possibility of deriving some indeterrngnidnd of pleasure from it:

Jaki jest sens tej uniwersalnej deziluzji rzeczywiis, nie potrafg powiedzi€. Twierdz; tylko, ze bytaby ona nie

do zniesienia, gdyby nie doznawata odszkodowanigakiejs innej dymensji. W jaki sposdb doznajemy
glebokiej satysfakcji z tego roztnienia tkanki rzeczywistgi, jestdmy zainteresowani w tym bankructwie
realndci. (1964: 683)

(What the meaning of this universal disillusionieglity is | am not able to say. | maintain onlatlfit would be
unbearable unless it was compensated for in soiner atimension In some sense we derive a profound
satisfaction from the loosening of the web of tgakive feel an interest in witnessing the bankrymtreality;
1990: 113)

Although neither Irzykowski nor Schulz mention thetual reader in these passages, they are clearly
behaving as “readers” of their own literary wor@hly on this level (or in this dimension) of liteya
communication does it seem possible to escape therfiniteness of the two-dimensional text and to
enter into the infinity of the three-dimensionat atreading. Particularly when the text presetdsli

as a “game”, as a finite repertory of rules (corio#rs) and signs (words), the reader may partalie in
as a “player”, repeating his act of reading ovell amer again as he pleases. Just like a player in a
game is forced to play a particular, provisiondeydchulz's and Irzykowski's readers are made
aware of their temporary task as “readers”. Wheerd@ning the most dominant signals by which
these texts stress their two-dimensionality, theadyics of surface and depth once more proves
extremely useful: after the texts have revealedhtfedves as the result of a recursive graphic &gtivi
(in the form of palimpsests, cryptograms, or arghes) in order to break the illusion of the ultimat
depth, the horizontal orientation of their literamality is semantically embedded in two specific
metaphors of maximal arbitrarinegsafuba andtandetg. In this way, the (vertical) search for the
unique, authentic truth is transformed into therifamtal) reality of the recursive, inauthentic aft
reading.

Palimpsests, Cryptograms, Arabesques. Exegesis bktUnattainable Original

12 Quite remarkably, such concepts as “comettghfedia, “role” (rola), and “pose” fozg are omnipresent in Irzykowski's
and (to a lesser extent) Schulz’s character degmmip



As has already been sufficiently demonstrated, B&hyprose in many ways “vegetates” on the
repertory of existing stories or on the primevalthi, revealing itself, as it were, as a “palimpses

as the “book of arabesqued’ln both cases the text appears to be the resutparticular graphic
activity: either it conceals a number of underlytegts of which certain traces can still be diseétn
or it behaves as mere commentary or ornamentatidhd margin of the actual yet invisible text.
Whatever the case may be, the text always manifisgtif as a mere “text”, that is, as a horizontal
configuration of signs which does not pretend torycavithin itself a particular semantic core or
essence, which is explicitly situated outside &ther, next to) itself. The palimpsest, on the loaed,
conceals a more important text (the Original) oficlht is merely a “superscription” or yet another
superscription of a single Original. In the cas¢hef arabesque, on the other hand, the text sigygest
particular mythic core around which it incessartdiscles but which itself is unattainable. The text,
which explicitly is a “text” (the result of a grajshactivity), urges the reader to the active exegebs

its deeper meaning, though it already carries tievoidable fiasco of this exegetic act within itsel
the actual, (more) authentic text is always elseahAs the exegetic act must be repeated over and
over again, it is itself foregrounded, as it waga process.

A similar situation appears iRatluba Due to its multilayered structure and heterogeseo
composition, critics have always questioned theiutxand generic status of the novel. More
particularly, they had the impression that the alcivork (the artistic core) had been overshadowed b
the abundant commentary. Immediately after its ipabibn, for instance, Wiadystaw Jabtonowski
called Patuba “an unusual commentary, a great and masterly adafbr a work which is almost
invisible apart from this” (“niepospolity komentamielkie i misterne rusztowanie do dzieta, ktérego
po za nim prawie nie widg& 1903: 407-408). What such critical commentarggygest is that
Irzykowski was mainly interested in contextualizittge actual novel or adding ever new points of
view on its rather lame story. In the terminolodytlais section, one could posit that these critics
received the novel as “arabesques” of commentattyarmargins of an absent “masterpiece”.

Furthermore, such early critics as Kazimierz Wgkso mentioned the palimpsestic structure
of the novel, stressing, for example, that it wastfue interlacement of a couple of novels being
written simultaneously, without, however, contagione single novel that was fully completed”
(“istna plecionka kilku powigi naraz pisanych, ale nie zawiera ani jednej p&svieaprawe
dopetnionej)”; Wyka 1977 [1948]: 184). The interatidn of Patubaas some kind of palimpsest that
had been written over the actual “text” or “noveéfi’ various layers or versions could easily be

legitimized by referring to the following metapagzti utterance in the novel:
Tzw. dzieto sztuki, o ile robione jest pod naporeswnctrznej potrzeby, a nie z rily “obdarzenia ojczystej
literatury nowym arcydzietem”, o tyle jest tylktadem, echem przetoméw w duszy “twércglad maze by
niezupetny, nie dopowiedziany, bo to, co jest didoea najwaniejsze, najciekawsze, rozegrale $0za
utworem. (P 559)

(As far as the so-called work of art is made urttierpressure of an inner need, and not with thentidn of
“offering a new masterpiece to national literatyii¢’ls merely a trace, an echo of the changebénsbul of the
“creator”. The trace can be incomplete, unfinishied,that which is the most important and interggtfor the
author is what happened outside the work.)

In other words, beside or under the realized tegtd is always an eternally absent “text” that is
completely consistent with the inner feelings & guthor.

As Szary-Matywiecka has demonstrated, the dynaoficswriting and overwriting ifPatuba
is more complex than can be concluded from thésteicursive layer. According to her, the novel is
characterized by a “different functional applicatiof fiction” (“inne funkcjonalne ziytkowanie
fikcji”; 1979: 23), because the text is not, asissially the case, producing a story, but it isdtieer
way round: the story is a “prefabrication” that geates a series of textual variants. As a redut, t
story’s semantic core is always absent, whereasettie that keep emerging are merely attempts at

13 At the center of the discussion of this particulaaracteristic of Schulz’s prose is, of course, story triptych ‘Ksiga’
(‘The Book’), ‘Genialna epoka’ (‘The Age of Geniusgnd ‘Spring’. Cf. Lachmann (1992) for the concepthe “book of
arabesques” (“So wie das Sinnzentrum, das das WUrlaucverheilen scheint, im Aufschub bleibt, befindgch die
Bildphantasmen, in denen die Suche nach dem Buckriiesz wird, in einem Sinnschwebezustand. Da siunhernder,
metamorphotischer Bewegung nich auf einen Sinnkeientiert sind, stlirzen sie zentrifugal auseinandérer in dieser
metamorphotischen, zentrifugalen Bewegung, die plurgktuelle Identitat standig aufkiindigt, schreilsenselbst ein Buch,
das Buch der Arabesken”; 454).



reading its unattainable essence. What this coaltiexegesis of the story through an accumulation of
provisional readings (“texts”) eventually demontggais that every concretization of a text (every
“reading”), including that of the actual readerdigbious and provisional. In other words, by telyua
dramatizing the reader’s unstable position, IrzykkNg novel effectuates &oregroundingof the
specific role of the reader in any form of liter&gmmunication.

Whereas Szary-Matywiecka mainly focuses on thes$iide” (both realized and merely
suggested) textual incarnations of the story airBienski’s platonic love for Angelika’ | (as a reader
of the only existing text of the novel) would like draw attention to the more subtle signals bycihi
the text either directly or indirectly discloses deficient, provisional, or palimpsestic characn
many occasions, for instance, the narrating autkloo, pretends to be in the middle of writing a Hove
with the same title, suggests that the preseniorers but one possibility in a long chain of teadtu
representations of his novelistic concdpatubaalready not only has a prehistory (cf. the accadint
an evening gathering at which the “author” readeaier version of his novel to “a circle of ireft
literators”/“grono zaproszonych literatow”; P57®)t also anticipates such future versions as “a
popular edition” (“popularne wydanie”; P362), “ahsol edition” (“szkolne wydanie”; P 419, P 533),
and even “the idedPatubg the one that should have been written” (“idedhadubg taka, jak sic
powinno byto napisé; P 569).

The question of the possibility of a definitiversien of the novel and its relation to the text at
hand is further complicated by the addition of timvella ‘The Dreams of Maria Dunin’. Again,
notwithstanding the presence of the unifying disiuer layer (and, more specifically, the explanatory
essay ‘An Explanation ofhe Dreams of Maria Duniand Its Connection witRatubd), the position
of the novella in the complete textual realityas from stable. First of all, in chapter XlI of thetual
novel the novella ironically enters the fictionahlity of Strumiéski and Ola. Being some kind of
allegorical mirror text of Strumieski’s story (cf. supra), it immediately starts tdluence both him
and Ola. The latter, for instance, plans to “w@tenew ‘Maria Dunin™ (“[napiséd] nowa ‘Marig
Dunin™) and even calls Strumigki in passing “the male Maria Dunin” (‘4ska Maria Dunin”; P
237). For his part, Strumiski, who is used to devising all kinds of “symmesfi or “constructions”
in any given situation, immediately discovers derfzarallels between Maria Dunin and himself. His
“reading” of the novella is, however, far from unagpcal, and his attitude toward its author sintylar
hesitates between praise and attempts to “denignate “as a romantic, a decadent, a neurasthenic
who worships an erotomaniac, and suchlike” (“pgéi[...] jako romantyka, dekadenta, neurastenika,
ktory uswietnia erotomankitp.”; P 238). What this example once more illags is that as soon as a
text serves as a function of the unstable posdfdhe reader, it may “incarnate” in ever new vensi.

The presence of the novella and its author infitte®nal framework of the actual novel also
causes a fundamental ontological distortion. Ndy @ioes it unsettle the conventional closedness of
the novelistic text (as the novella is both partwd prior toPatubd), but it also puts into question the
author’s authority (as the novella’s author is bs#iid to have passed away and identified with the
narrating “author”). Few critics have noted thae thovella itself in a similar way distorts the
convention of the text as a closed structure arttheharrating “author” as a reliable mediatorhad t
story. The opening lines already hint at this imynevays:

Wskutek aywionej i serdecznej pogadanki, kiéaz do p&nej nocy toczykmy w salonie pastwa X-6w,
oproszono mnie, abym w mojej formie, formie szkicpodré&y, opisat pewien wypadek z swegygcia, majcy
zwiazek ze sferami idealnymi, mistycznymi. [...] Rzecz§sié mam cé takiego w bibliotece swoich wspomnie

[.1(P7)

(On the occasion of an animated and warm conversatiad well into the night in the salon of Mr akid X, |
was asked to describe in my form, in the form dfawvel account, one of my personal adventures lgagin
connection with the ideal, mystical spheres. | @ttlearry something like that in the library of mgmmories.)

Although this passage suggests a classical stahinna story, expressions such as “travel account”
and “library of my memories” indicate that the radive situation might be more stylized than
expected. When the narrator occasionally interrbpgsaccount in the following chapters, the initial

14 As the critic demonstrates, both Strufisiki (in the biograph¥siega mitaici/The Book of Loyeand his rival Gasztold (in
the novelChora mitg’¢/A Sick Lovgat a certain point seek to evade thallubic element” by producing real (semi-)autobio-
graphic texts in which they can easily construetrthigh ideals of love.



situation even appears to have disappeared. Ibabmning of chapter IV “a certain guy to whom |
[the narrator] have read the hitherto collected oas” (“[p]lewien jegomé¢, ktéremu przeczytatem
dotad spisane wspomnienia”; P 29) is mentioned. Alnithfer this same “clever guy who has read the
beginning of these sheets” (“bystry jegaidoktéry czytat pocatek tych lenych kartek”; P 34)
reappears. Both examples stress the textual ckarattwhat is narrated, thus problematizing the
initial narrative situation. This situation is slar to what happens in the actual novel: the story’
essence is “read” in various ways and turned inbwipional “texts”. As a result, the reader’s atiem

is temporarily distracted from the content of thasto the form in which it is passed on. At tlzene
time, the narrator appears to be unreliable arsslbgs “authorial” status.

The novella ends with a trumup de théatrevhen it appears that all that preceded was but a
mystification. It turns out that the narrator (thechaelogist who pretended to have discovered the
secret Brotherhood) has become a royal librariam Wwkes to produce “artifical palimpsests”
(“sztuczne palimpsesty”), which he renders mordentic by inserting them into rumpled originals.
His surprising conclusion is that “of all theseipgdsests this one is the most sophisticated, dinoe
one of the most excellent members of the Brothethob the Great Bell myself!” (“z owych
palimpsestéw ten wiaie celuje wyrafinowaniem, bo ja sam jestem najpnakszym z Bractwa
Wielkiego Dzwonu!”; P 51). This is why the novellzarries the subtitle ‘A Palimpsest’; the
supposedly authentic story of Maria Dunin is areimgus construction whose artificiality is discldse
at the end. In ‘An Explanation’, the “author” exipla the subtitle as follows:

‘Maria Dunin’ jest palimpsestem, to znaczy tyle mstyfikacj. [...] Autor wypowiada oficjalnie przekonania,
pod ktérymi naley dopatrywa sie innych jego przekona wrecz przeciwnych tamtym. Poniewaas przy kaicu
autor nawet i te drugie przekonania ujmuje w culfmys przeto mana powiedzié, ze ‘Maria Dunin’ jest
palimpsestem do kwadratu. (P 560)

(‘Maria Dunin’ is a palimpsest, or in other wordsmystification. The author officially expresses bieliefs,
under which one ought to detect his other beligféch are diametrically opposed to the former. Gitteat at the
end of the novella even these other beliefs ardrpqtiotation marks by the author, one could stad¢ ‘Maria
Dunin’ is a palimpsest to the second power.)

It should be clear that the complex structure die€TDreams of Maria Dunin’ is treated here as a
palimpsest only in a symbolic or allegorical waydéed, having betrayed himself on several
occasions in the course of the story (e.g. whedimgapart of the manuscript or when adding fake
“spiritological” texts to existing documents in erdto manipulate Maria), the narrator eventually
relativizes the entire “text” by presenting it asgstification.

According to Aleksandra Budrecka, the important¢he novella’'s last sentence cannot be
underestimated. When read as a logical paradokeoEpimenides type (“All Cretans are liars”), it
simply suggests that in language “nothing can hgedteither on the actual or on the represented
reality” (“niczego nie da siorzec o rzeczywistai, tak realnej jak i przedstawionej”; 1981: XV)
because every statement on the truth inevitabli ¢atth its antithesis (the lie). When the closing
sentence is separated from the rest of the novellaever, then it may reveal itself as the onlytthui
statement, of which the “linguistic reality” (“rzepwistaé¢ jezykowa”; XIX) is brought to the surface.
As a result, attention is diverted from the “falsedrld of the archaeologist and Maria Dunin to the
“real” world of the narrator, “someone who utteentences and who establishes their falseness”
(“ktos, kto wypowiada zdania i kto konstatuje ich fatlspydV; XIX). According to Budrecka, the
function of this sentence is identical to the maimynments in the actual novel; in both cases the
inauthentic or linguistic nature of what is narthi® reflexively brought to the surface.

What both Budrecka and the narrator in ‘An Exptaoma seem to overlook is that the creative
use of the principle of the palimpsest also resul&sforegroundingof the textual character &fatuba
The act of “overwriting” other texts confronts theader with the finiteness of the visible text as
opposed to the infinity of all possible texts. A®s as the reader is aware of the (partial) absehae
text that is potentially richer than the text timbefore him, the latter may transform beforedyies
into an insufficient ornament (an “arabesque”) thatrely represents the absence of a more “original”
text that has become unattainable. The idea thaktamay hide more than it actually discloses is
thematized in ‘The Dreams of Maria Dunin’ throudie tappearance of a mysterious manuscript.
Although its content plays an essential role inftirther development of the story, the narratonaig



that it lacks “a lot of pages, probably the mospamtant ones, as well as the complete conclusion”
(“brak byto wielu kartek, prawdopodobnie napm#jszych, oraz catego koa”; P 28). The motive of
an incomplete document that nevertheless is comsideo be highly significant also appears in
Schulz’s story ‘The Age of Genius’ in the form bdetfamouszpargalor “script”.

The resultant readerly tendency to fill in a textblank spaces” (that is, the textual options
that could have been rendered but were erased tirentextual surface as in a palimpsest) has also
been dramatized iRalubain a particular way. Indeed, both in the noveltal ato a lesser extent, in
the actual novel certain textual elements are elglisuppressed, as a result of which the reasler i
invited to actively bridge the gaps. This strategiyges from simple omissions — cf. references to “M
and Ms X" (cf. supra) or to the “vicinity of N... Q.‘okolice N... Q.; P 9) — to a more general
narratorial attitude of openly concealing certaiftdh embarrassing) details. This strategy is also
present in Schulz’'s stories (e.g. in Joseph’s dasums of his father’'s behavior in ‘Traktat o
manekinach’/‘Treatise on Tailors’ Dummies’), andséems to have its prehistory in ‘The Dreams of
Maria Dunin’, in which the narrator, for instanagjotes a letter he received from the Brotherhood
“leaving out the words that could be misunderst@facdpuszczeniem stdéw, ktére by oma fatszywie
zrozumi€”; P 32). Quite ironically, what is left after thiact of censorship is completely
incomprehensible.

Since many of the novella’s lacunae are filledAn Explanation’ (where, for example, the
full text of the letter from the Brotherhood is damed), critics have never questioned this naativ
technique. Because the inaccuracies in the accoutihe novella’s narrator are adjusted by the
narrating “author” through whom the rest of the elog mediated, the latter is considered to beyfull
reliable. When taking a closer look at this namat@ccount, however, one may discover similar
reservations toward what is told. The narrator oy constantly puts his own language between
quotation marks or suggests that he might haveereddcertain passages in a more poetic way, but
also is responsible for the kind of omissions fdvick he blames the novella’s narrator. In a passage
that strikingly resembles the novella’s narratiSirumieiski discovers a farewell letter on Angelika’s
chest after her suicidal fall in a well: “Part bfwas illegible, since the ink had dissolved in teger,
but the part that he could decipher — it ended with question: “All right?” — deeply touched him”
(“Czes¢ jego byta nieczytelna, bo atrament ro@plisic w wodzie, lecz to, co odczytat, zalazone
pytaniem: ‘czy dobrze?’, przgp go do gebi”; P 93). Once again, the reader is confronteth whe
existence of an important text of which the namr&tmows the full content, the protagonist merely th
outlines, and the reader nothing but an unimporatdil. In ‘The Rampart dPatubd the idea of the
complete novel as a text that is deliberately ieftomplete for the reader (in other words, as a
“palimpsest” that is merely an “echo” or “trace” ah unattainable essence) is commented on as
follows:

Ja [...] nie troszag sig 0 miny, wygody i kaprysy czytggego, nie gram na “strunach jego duszy”, lecadzam
mu wykfady oPatubig tej, ktdra gdzigtam napisana catkiem inaczej spoczywa w mojej gtoa wyktadam mu
jak profesor, ktory ag¢ prelekcji mowi gténo i przysgpnie, a druga e&¢, o ktorej watpi, czy j kto zrozumie,
mowi obrécony daciany, czasem mruge pod nosem. (P 579)

(I don't care about the grimaces, the convenienaasd, the whims of the reader; | don't “pluck hisats
strings”, but I'm giving him lectures oRatuba on the version that rests somewhere in my headdompletely
different form, and | teach him just like a professho reads part of his lecture aloud and cledhig;other part,
however, of which he doubts that someone will usi@derd it, he utters with his face turned to thelwabt
muttering something every now and then.)

As the reader is confronted with a text that opeamhits essential information, he might feel
tempted to look for certain hidden connections leilnsThis inevitable reaction will manifest itself
particularly when reading those parts in whichd¢hgotographic character of the novel is revealesl. A
soon as the text manifests itself as a cryptogitexplicitly becomes a “text” to be deciphered dy
reader in order to lay bare the connections unohgrlghe visible “signs”. In many cases, this tyflica
readerly attitude is further influenced by the bébiaof the protagonists, who constantly tend toklo
for hidden meanings themselves. The first targebaih readers and protagonists seems to be the
choice of proper names. In what is perhaps the min#ing example of this characteristic, Piotr
(Piotrws) Strumieiski (born Wiosek) draws a parallel between his aoma and the “stream”
(strumiei) in which his future lover Berestajka has justpipred a ring by accident; his conclusion is



that Berestajka is now symbolically engaged witn.HOn the one hand, this association seems to be a
quite ironical attempt by Strumiski to (once more) take advantage of certain symesbetween the
signs that surround him — ironical, as he got himame only after having been adopted by a
nobleman named Adam Strum#ki. On the other hand, however, the parallel betwine surname
and the concept of a “strearabuld be interpreted as more than just a coincidenc&trasnigiski's
impulse to organize reality by means of all kinfiSconstructions”doesindeed seem to be an attempt
at escaping the (“palubic”) “stream” of life. A silar manipulation of proper names can also be found
a bit earlier in the novel, where Strunis& names his son Pawel/Pawetek (Paul) “after dmaenof
the apostle who did not like women” (“od imieniaoatota, ktory nie lubit kobiet”; P 180). What is
suggested here is that StruAski once more tries to impose a certain schemeeality; more
specifically, by establishing a connection with #postle, he hopes that Pawetek will stay away from
his mother Ola, who in Strumiski's model represents physical (as opposed tcomiat love.
Moreover, in a way that reminds of the situationSichulz’s stories (in which the narrator and his
father are named Joseph and Jacob respectivelyni&tski also seems to want to connect his son’s
fate with his own ambitions (Piotr-Pawet, or Pdeaul). As we will later see, all these aspiratioibs
eventually prove a failure.

It should be clear that this focus on the pract€emanipulating and wrongly interpreting
names is part of a more general strategy in theelnolvmocking the typically human tendency to
impose all kinds of “constructions” (words, namé&xms, concepts, symbols) on the world. The
narrator seems to be particularly aiming at thosenenmts in which such “errors in reasoning” €ty
myslowe”; P 519 and passim) result in a complete basdost of these “errors” go back to the idyllic
“ideal” love between Strumiski and Angelika, who are reported to be compledblsessed with “the
conviction that love is a problem,cayptogramof the world that has to be solved” (“przekonanie,
mitos¢ jest problememkryptogramemiwiata, ktory naley rozwigzat”; P 80; italics mine). As we
have seen, in his pursuit of the ideal of posthusrioue, Strumigski is permanently thwarted by the
chaos of life. Until now, critics oPatuba have mainly discussed this clash between the idedl
reality as a psychological problem, much in the samay as it is commented on in the novel’s
discursive layer, that is, by means of the diabsctbetween the “constructive element” and the
“palubic element” (cf. supra). However, what has too oft@®n overlooked is that Irzykowski's
protagonists, as they experience the world explieis a “text” (a cryptogram, a selection of signs)
confront the reader with the inevitable fiasco isféwn reading.

As a matter of fact, the text abounds in exammegmis)readings, thus stressing the
problematic nature of any exegetic practice. Ffsdll, both the narrator (in his many comments) an
the protagonists (e.g. when a copy of the novellis into their hands) often use literary models in
order to “model” their thoughts and behavior. Ie tiovella, then, one of the crucial “texts” to bad
by both the protagonists and the reader is thearigsis configuration of three small islands in ealo
pond, each of which stands for a letter (B, W, &)d This acronym — a “mysterious monogram”
(“tajemniczy monogram”; P 14) in the narrator’'s @®r— of course refers to the Brotherhood's full
name (Bractwo Wielkiego Dzwonu). Both the archagisto(when visiting the islands) and the reader
(when confronted with a schematic presentatiorhefthree islands), however, are invited to find out
the truth of this cryptogram themselves, of “regdits hidden meaning. In the course of the sttrg,
archaeologist reveals himself as a detective-ligaeré who attempts to make every insinuation, every
detail, and every noise fit into the scheme ofdxisgesis.

In the actual novel the situation is more complar#éifian is generally assumed. First of all, by
adding a map depicting the scene of the actioncamimenting on it on the opening pages of the
novel, Irzykowski seems to want to stress the timoethsionality of the story world, which is
presented as a closed configuration of lines, dotd, letters (A, B, C, D... for indicating the main
places) rather than as an illusion of a three-dsimeral, “real” reality. Not surprisingly, during i
frequent “attempts to get to the core” (cf. supRaptr Strumi@ski approaches this reality primarily as
a “text” of which the essence may be revealed thinointensive exegesis. Immediately after
Angelika’s suicide, for instance, Strumgki starts exploring the estate’s vicinity in séaot “signs”
that could help him to unravel the mystery of Argggs death:

Nieraz [...], kiedy st [...] intensywnie wpatrywat w kontury, ksztalty i vy naokoto siebie, [...] wéwczas
zakulisowym ruchem fantazji wywotywat w sobie weaie, ze ksztalty te i barwy poruszagie na swych



krawedziach, jakby maszerowachciaty, zmieniaj sic, przeptywaj w siebie,ze caty$wiat chwieje s, drzy i
mruga na niego tajemniczo, jakby mu dawat znakbyaw nim byto cé zakktego, co si chce zdrad#Zj ze nie
jest takim, jakim s by¢ wydaje. (P 99-100)

(Sometimes, when he looked intensively at the aastahe shapes, and the colors around him, heftingvely
activated his fantasy in order to evoke the impoesi& himself that these shapes and colors wersaotion at
their edges, as if they wanted to march, to chatmgmerge into each other, that the entire world staggering,
trembling and secretly winking at him, as if it wgising him signs, as if a curse rested on him thahted to
reveal itself, in brief, that the world was diffate¢han it seemed.)

This “trembling” and “winking” of nature reminds ,uaf course, of the way in which Schulz’s narrator
experiences reality. One of the most striking exaspf this may be found in the opening pages of
‘Spring’, in which this most inspiring season ispmesented as a whirl of signs, as a loose
configuration of signifiers still to be “read” byé narratof® In a similar way, Strumieski imposes
his “constructions” on the open “text” of realityte such an extent even that he experiences these
constructions “as if he was reading a book” (“jalkisyazke czytat’; P 385).

Another striking characteristic is that Strunigki's “attempts to get to the core”, which are,
after all, attempts to grasp nature in culturalesols, at a certain point start to manifest therasealtvy
the form of artistic activities. In a similar wag dacob in Schulz’'s story ‘Birds’ wants to mainthig
ideals of poetry by setting up a colorful colonybafds in the attic of his house, Struris&i attempts
to “construct” an ideal picture of his matrimonidié with Angelika by means of a series of creative
experiments. He not only sets up a cult of Angelikahe museum which he has created to her
memory, but also, in the course of time, triesnibadte his son Pawetek into this cult through tinest
diverse creative activities. One of these actisitiensists of writing Angelika’'s artistic biograp{iyhe
Book of Lovg— an undertaking which ends in a complete fiagaoet like his ideal of platonic love is
permanently thwarted by the sensual aspect of (civesupra), Strumigski now cannot but conclude
that he must constantly suppress all kinds of (imaexual) details when writing down the “ideal”
history of Angelika. In the concluding chapter ttieforming effect of thgalubic element on his
creativity is expressed as follows: “What else wlas entire history of Angelika than arabesques
around the most ordinary obscenities” (“Czarbyta cata historia Angeliki, jeli nie arabeskami
naokoto catkiem prostyciwinstw?”; P 474).

After having broken off his biographical projectdahaving devoted himself to the study of
the “sexless relations of plants” (“bezptciowe stws raslin®; P 285), Strumiéski's impulse to
“express himself in some work of art” (“wypowiedzersk w jakim§ dziele sztuki”; P 290) soon
resurfaces. After a double and once more disagpgimairchitectural enterprise, however, Struiale
starts to concentrate his artistic ambitions oimgjvmaterial, that is, on his son Pawelek. As thg b
functions as some kind of incarnation of Angelis&rumierski expects him to be predestined to be a
painter (just like Angelika) and therefore is teagpto “sow artistic impressions in him” (“zasiewani
w nim wrazen artystycznych”; P 299). In the conviction that tm@ is abundant in allusions”
(“[n]atura jest obfita w aluzje”; P 302), he takPawelek to a forest and confronts him with the
reflection of the palace that he has ordered touolé

[W] wodzie widzieli [...] drugi daleko mkniejszy patac, [...] zbudowany [...] przez tajemnicdachy
podziemne, na przekér budowlom nadziemnytngad nimi wignie, przez duchy, ktére swpgzynndé kryja
zazdr@nie przed okiem ludzkim za pompetudzenia, i to jest tylko zwykty fenomen optyczny. (P 302-303)

(In the water they saw another, far more beauplace, which had been built by mysterious gho§tthe
underground in spite of the aboveground buildingistrbelow by ghosts that kept their activity hiddeom sight
by means of the illusion that it was merely an wady optical phenomenon.)

Having roused Pawetek’s interest in this kind ofstification, Strumiéski can now proceed to his
main objective: projecting the ideal image of Arikglonto her “spiritual son”. To this end, he sabs

a sophisticated construction in the museum in whiolgelika’s paintings are exhibited. Each time
Pawetek secretly enters the building, he seesatlimensional image of a woman through an optical
illusion. Instead of making Pawelek partake in thdt of Angelika, however, a “completely
unexpected, nearly grotesque turn” (“catkiem niep@vany, groteskowy niemal obrét”; P 427)

15 Cf. De Bruyn (2008a) for an analysis of Schulz’sa@r as a “reader” of the “text” of reality.



takes place: after his father has closed down theeom, Pawelek, who has gradually and completely
arbitrarily started to refer to the phantom witle thame Patuba (cf. P 317, 458-459), associates the
anonymous effigy which he adordsqideal woman) with the loose village idiot K& (whom the
shepherds nickname Paluba). As soon as the licenti@éka has initiated him into the physical
(instead of the platonic or cultural) aspects eklothe image of Angelika is transformed, as iteyer
into its dialectical negation.

This “grotesque turn” appears to have a lot in wmm with a similar event il€innamon
ShopsAs has already been mentioned, one of Jacob’s raosrkable “attempts to get to the core” is
the establishment of a colony of birds in the aifibis house. At the peak of the experiment, harev
the by then extensive collection of all kinds otéxls is chased away by Adela. When the birds
eventually return to their spiritual father in tfieal story of the cycle (‘Noc wielkiego sezonu’h&
Night of the Great Season’), they appear to haweldped into an “brood of freaks” (“sztuczne
potomstwo”) that is “degenerated and overgrowniMymdniale i wybujate”), a “malformed, wasted
tribe of birds” (CF 93; “zdegenerowane plenmtasie, zmarniate wewtiznie”; SC 157). After the
birds have been knocked down with stones throwa bynch of jesters Jacob cannot but “notice the
wretchedness of that wasted generation, the noasefisits second-rate anatomy” (CF 94;
“obserwowd cah lichotg tej zubaate] generacji, catsmieszndéc¢ jej tandetnejanatomii’; SC 158;
italics mine). In spite of its high aspirationsetexperiment turns out to have yielded nothing but
tandeta(“trash”), that is, defective copies of the bittat he had intended to create:

Byly to ogromne wiechcie piér, wypchane byle jakrgim scierwem. U wielu nie mia byto wyr@nié¢ gtowy,
gdyz patkowata ta c&¢ ciata nie nositazadnych znamion duszy. Niektore pokryte byty kugtatlepiory
sieicia, jak zubry, i Smierdzialy wstetnie. Inne przypominaty garbate, tyse, zdechte kiely. Inne wreszcie
byly najwidoczniej z pewnego rodzaju papieru, pustdrodku, aswietnie kolorowe na zewtrz. Niektore
okazywaty st z bliska niczym innym jak wielkimi pawimi ogonamkolorowymi wachlarzami, w ktére
niepogtym sposobem tchetio jakis pozorzycia. (SC 158)

(They had been nothing but enormous bunches dideststuffed carelessly with old carrion. In marfighem,
one could not recognise where the heads had beethat misshapen part of their bodies was unmabiethe
presence of a soul. Some were covered with a codtged fur, like bison, and stank horribly. Othezminded
one of hunchbacked, bald, dead camels. Othersraiit have been made of a kind of cardboard, emptgie
but splendidly coloured on the outside. Some ofrttproved at close quarters to be nothing more thege
peacock’s tails, colourful fans, into which by soafEscure process a semblance of life had beerhiedaCF 94)

The analogy withPatuba could be expressed as follows: just like Strursié sets up a complex
construction in order to “mould” Pawetek into someg that he is not in reality, Jacob attempts to
impose his will on matter and bring it to life. Bdicreative” projects, however, take revenge otirthe
creators: Pawetlek shatters the ideal his father aimgng at and shows his human instincts, while
Jacob’s birds shake off the illusion and discldeart“trashy” nature. The ambition “to get to there”
that Strumiéski and Jacob share collides in a grotesque way nedlity, withpatubaandtandeta the
illusory symmetry between the idea and its repriegiem has to give way to the asymmetry of the
final result. Moreover, the fiasco of both protaptsi experiments had already been hinted at
beforehand: Jacob’s birds might have been mer@yrélsult of his reading of “large ornithological
textbooks” (“wielkie ornitologiczne compendia”) fro whose pages “these feathery phantasms
seemed to rise” (Cf 21; “zdawalye¢siulatywa [...] te pierzaste fantazmaty”, SC 69), while
Strumieiski already knew from his personal experiences thah will always be thwarted in his
higher aspirations by the physical aspects of love.

Although both grotesque turns in some way resulh idefeat, both protagonists stubbornly
continue their illusory activities. In Jacob’s catfgs continuation is mainly the effect of the kbyc
nature of Schulz’s literary reality. As has beeffisiently demonstrated by many critics, Schulz’s
stories are characterized by a circular rather #hamronological temporal structure, as a result of
which each motive may be perpetually repeatedrikirst) example of this is exactly Jacob’s constant
struggle with the grayness and stability of eveyydaality, which is perhaps best revealed in his
repeated yet each time provisional metamorphoses.

Strumiaiski, for his part, does not seem to calm down eiitn¢he wake of the clash between
his “construction” and the galubic element”; after he has shot K&a (who had come to visit
Pawetek at his sickbed), he is convinced he hadealéhe sensual branch of the myth of Angelika. At



once the “Angelika case” starts with a new cycktrimieiski experienced a moment in life at which
he, after having passed through a particular cyae, reached the same point for the second time”
(“[Strumienski mial] chwik w zyciu, w ktorej niejako po przebyciu pewnego kotagiraz byt w tym
samym punkcie”; P 481). After Pawetek’s death irtipalar, he cannot restrain himself from linking
all he experiences in life to one single schemediffed by the extraordinary, though in fact only
superficial, symmetry of the events, he connedted peaks with lines, created a historiosophyisf h
own life, searched for pseudoconnections in it dridked in these” (“Uwiedziony nadzwyczajn
chocia pozorry tylko symetrycznécia zdarze, taczyt ich punkty szczytowe liniami, tworzyt
historiozofe wlasnegazycia, doszukiwat i w nim pseudozwiizkow, ktérymi s¢ upajat’; P 489). On
the very last page of the novel, Strungiki's “mythologizing of reality” finally seems toalve reached
its apogee: “The Angelika case entered the stadimimthe highest, already unattainable
spiritualization” (“Sprawa Angelika wgpita w stadium najwyszego, nienaruszalnego zju
uduchowienia”; P 490). The spiral in which Strunsikei seems to be caught, however, cannot even be
broken by his own death, as he will then enterdititat land, where he will eventually find out how
things really are at the other side of the canyas"ten kraj, gdzie wreszcie zobaczy, jak to tast je
po drugiej stronie kanwy”; P 490). It should beaclehat the choice of the symbolically charged
kanwa(“canvas”) as the last word of the novel once nsirengthens the hypothesis of the horizontal
orientation of Strumigski’s reality.

Strumiaiski’s tragedy is in fact identical to what happémgoseph in such stories as ‘Spring’
(cf. supra). Both protagonists attempt to impog®asdicular scenario on their realities, even though
they are (to a different extent) aware of the itahle fiasco. Their tragedy is first and foremdst t
result of the “exegetic paradox”: reality is pevel as a “text” from which a certain meaning should
be drawn, which nonetheless slips through thegdia again and again. As a matter of fact, this is
exactly what eventually affects the actual readetheir texts. InPatubathe reader is even made
aware of his inclination to chase blindly after soaitimatesignifié by devising illusory symmetries
between the signs of a given text: “I know that soper protest against Strunisi’s behavior will be
some kind of humiliation for three-fourths of myaders, who, while being equally influenced by the
suggestion of the facts, might feel exactly the esaam Strumigski” (“Wiem, ze ten m¢j trzewy
protest przeciw zachowaniuesBtrumigiskiego ledzie rodzajem upokorzenia dla trzech czwartych
moich czytelnikdw, ktorzy, ulegg rowniez sugestii faktow, ewentualnie tak samo by czuli jak
Strumierski”; P 477). In other wordRatuba does everything to thwart a traditional reading&aal
some kind of closure. Although it is possible tstitiguish particular connections as the act ofirepd
proceeds, these eventually turn out to be “pseuttaatiions” that are as deceitful as provisional.

What we can learn from Irzykowski and Schulz sttihe asymmetric, three-dimensional, and
infinite reality cannot be grasped in an inevitakjynmetric, two-dimensional, and finite text. Irith
respective works this conflict is dramatized byitgybare the horizontal, textual character of the
literary reality in question, after which the chateas are exposed to the tragedy of the circular,
recursive exegesis of their own textual realitye®@wally, the narrating “author” himself has to @&dm
that his own “text” is but a “trace” of an unattaible original:

Po analizie przedmiotu przychodzi kolej na mikrqsk&peiné to, co wswiecie fizycznym réwnatoby si
widzeniu wlasnych oczu. Sprawa Strufiskiego tkwi we mnie samym [...] Miaébym wkc pis& swop wtasm
Patube? Zdaje mi sj, ze zapomniatem na chwijlw jakim sk towarzystwie znajdgj Czy mam sam jeden — w
literaturze — gr&w otwarte karty? tam gdziegsjra nawet fatszywymi? (P 450-451)

(Now the object has been analyzed, let us focushenmicroscope. Let us fulfill what in the physicabrid
would be equal to looking at one’s own eyes. TharBieiski case is inside myself. Do | have to write mynow
Patubathen? Apparently | have forgotten for a momentvirich company | am. Do | have to be the only person
— in literature — who shows his cards? While otlesen play with false ones?)

What this passage suggests is that it is impostibfelly “show one’s cards”: when “looking at our
own eyes” in a mirror, all we can see is but a@epntation that confronts us with the limits of our
own visual range. The illusion that reality can folly grasped dashes against the surface of the
mirror; the own eye is a “residue” whose ultimatgnifié will remain concealed forever. Even the
metafictional text, which looks at itself as in a@rnor, cannot possibly pass this limit; just likaya
other text, it will always remain an inauthenticstruction -patubaor tandeta



Patuba, Manekin, TandetaApology of the Inauthentic Art

As has been suggested earlier, the constructiveerdiion of both Irzykowski's and Schulz's
destructive literary practices cannot be deniederAfthe illusion of an attainable semantic core has
been shattered, the reader is offered the perspagitian active, recursive, and reflexive readihthe
respective texts’ “transformativity” (“transformgopsc”; cf. Szary-Matywiecka 1979: 36). More
specifically, the reader may feel challenged bytthé to a complex “game”, an alternative series of
rules (conventions) and signs (words), in which bae to play a particular “role” that may offer a
certain “pleasure”. Indeed, between the readerhasdlusion of a three-dimensional reality a two-
dimensional text is placed, like a chessboard oichvthe reader may freely arrange all kinds of
temporary constructions. The reader becomes aéplayho is well aware of his exceptional role.

What the reader may learn from all this is thég tgame” is the only kind of authenticity that
literature has to offer. In ‘Author’s Trio’ this piive value of the “role” and the “comedy” each
human being inevitably has to play in life is urgbared as follows:

Mamze wyranie powiedzié, ze jestem po stronie Strumikiego? Gdyby taki cztowiekyt [...], rad bym st z
nim spotkat i poméwit. Powiedziatbym mu e Panie Strumisski, ty, ktéry chciaté urzeczywistni frazes, w
jakiz to wpadité chaos! Dlaczego ci nie przyszto na dnyze nie ty skompromitowadeides, ale ze idea
skompromitowata si przed tok! [...] Widziatem np., jak odkrywszy w sobie pewrwarstve komedii,
zwzytkowates to odkrycie i wycofate sig. Manvze ci bra to za zte? Potkies si¢ tylko na wlasnej szczefoi. Bo
c6z to znaczy komedia? Pokazuje,sie jest ona niezling czsécia dziatania ludzkiego; a feli czlowiek
wybiera sobie wisze formyzycia, ma jakié wzory lub plany przed oczyma, wéwczas musi mu tayezye
uczucie roli [...] W ogdle zanadto siulega rozranianiu dwoch kontrastéw: pozoru i istoty rzeczytytko
Goethe miat pomyst powied#ieSo, lalt mich scheinen, bis ich werde.” (P 428%

(Do | have to state explicitly that | sympathizewstrumidiski? If such a person would exist, | would be happy
to meet him and talk to him. | would probably teitn: Mr. Strumidski, you who wanted to execute a cliché, in
which chaos have you ended up! Why haven’t youizedlthat it was not you who has compromised tlea,id
but the idea which has compromised itself in frohyou! | have noticed, for instance, how you, afteu had
discovered a certain layer of comedy in yourselbktadvantage of this discovery and then withdr@&ould |
hold this against you? You have only stumbled ox@ir own sincerity. For what does that mean, coriedy
Apparently, it is inextricably part of human contiuso, if someone chooses higher forms of life Homself or
has certain models or plans in mind, then he mastidtompanied by sense of roleln general, we reconcile
ourselves too easily to the distinction betweerséhmvo opposites — the appearance and the essktitegs —
and only Goethe came up with the idea to stateldSst mich scheinen, bis ich werde”.)

In other words, those who take their ideals to@ssty and ignore the “sense of role” will inevitgb
end up in chaos. Only those who are aware of thativiegy of every human act, of the comedy thaslie
at the basis of every human aspiration, may expegi@ certain degree of authenticity.

A similar stress on the playful dimension of beiog the undermining of seriousness, can be
found in Schulz’s work. In his essay for Witkadye twriter describes his literary reality as follows

Obecna tam jest nieustannie atmosfera kulis, tybteny sceny, gdzie aktorzy po zrzuczeniu kostiwmo
zasmiewap sie z patosu swych rél. W samym fakcie istnienia ppegélnego zawarta jest ironia, nabieranie,
jezyk po btazésku wystawiony. (682-683)

(Thus an all-pervading aura of irony emanates ftbis substance. There is an ever-present atmospii¢he
stage, of sets viewed from behind, where the actmise fun of the pathos of their parts after strigmput their
costumes. The bare fact of separate individuatexie holds an irony, a hoax, a clown’s stuck-ongtie; 1990:
113)

In other words, both authors explicitly stress tihat exposure of the characters’ tragedy causesa t
that reveals the positive, playful, and comicalesiof their tragic roles. The awareness that all
seriousness is but a provisional “costume” (a “ffrthat can be “stripped off” without any problem,
reduces their drama to reasonable proportions. Ewemryclical repetition of the drama in ever new
forms is not disadvantageous, as the laugh antsthek-out tongue” will always function as “safety
valves” through which the surplus of seriousness lwa temporarily reduced. The last issue to be
addressed, then, is in which ways Irzykowski antiuBc have embedded this awareness of the



eventual “superficiality” of each human act (anslgaconsequence, also of their own literary pragtic
into their texts.

It should be clear that characters such as M&iaymierski, and Jacob are not so much
responsible for their fortunes, as they are victohs specific (literary) role. Therefore, ons slibou
also pay some attention to the reliability of tharrator of their stories. Schulz's stories are
characterized by a type of narration that Alfredd®gde, because of its dialectic of seduction and
deception, has appropriately called “a kind of hugib(“‘une espéce de boniment”; 2000: 148).
Indeed, on numerous occasions, the charactershaideality (the merchandise) as well as the neade
(the potential buyer) are explicitly twisted arouhé finger of the “humbugging” narrator (the sglle
Irzykowski’s narrator too is not as balanced as yraitics have thought he wasIn ‘Author’s Trio’
the narrator even openly confronts himself as “axith

Bo c& wdzisz ty sam, szanowny autorze? [...] Czy jesednym z tych autoréw, ktérzy wyszydzaj
wydrwiwaja swe postacie, aby przez to narZuczytelnikowi oping, ze oni sami wicej wiedz, ze s madrzejsi?
Czy nie przerzucasz waie swego wkasnego chaosu na Struiisiéego? (P 428)

(Now what's your opinion, dear author? Are you @fethose writers who make fun of their characterd a
ridicule them in order to force the reader to balighat they know more themselves, that they areemo
intelligent? Aren’t you in fact shifting your owrhaos onto Strumieski?)

In other words, the narrator is clearly aware efilativity of his own narrative construction. elen
doubts if the use of reflexive devices will offeway out of this aporia: “Until now, there were teém
accents in your story that made me hope that yaudMead me behind the coulisses of the coulisses
of your art” (“[W] twym opowiadaniu byly takie akogy, ktore mi st kaza spodziewd, ze
wprowadzisz mnie za kulisy kulis swej sztuki”; P942What the narrator suggests here is that even
the exposure of his own narrative procedures iguarantee for a stable, reliable, and “ordered”
account, as new coulisses will continue to turmebpind the coulisses that have already been exposed

The reason why both Schulz’s and Irzykowski’'s atmrs also eventually undermine their own
stability is that they are convinced that any afieat “ordering” their world or making essentialist
statements will inevitably lead them into chaos #mat only the “appearance” and the “game” are
legitimate. For similar reasons, both authors mdy seem to have reconciled themselves in advance
to the provisional and defective nature of thd&rliry constructions, but also deliberately stmlan
aesthetics for which Pawlowskadilzyk has coined the term “mediocrity” (“bylejak) — “a term
which is used for denoting the specificity of theepcs of works which stand out with a deliberate
carelessness of their artistic execution” (cf. ajppPawtowskaatlrzyk pertinently remarks that this
aesthetic attitude in both authors’ works has atiized, as it were, into two “anti-aesthetic” cepts:
tandetaandpatuba Whereagandetamanifests itself in Schulz’s stories primarilytime form of all
kinds of “shoddy” characters and objects, Irzykowgskoncept ofpatuba seems to be the driving
force behind the exposure of all usurping “congtams” of the various protagonists. What
Pawtowska-ddrzyk seems to overlook, however, is that both ‘sgls’ have much more in common
than merely their shared emphasis on the “medidaoit the literary construction in which they have
found themselves.

In a revealing article, Andreas Schonle (1991) &lasady shed light on the ambiguity and
wide range of applications of the conceptarideta The word and its derivatives as well as the idea
of cheap and “shoddy” form are indeed omnipreser8dhulz’s storiestandetaappears as parasitic
vegetation (e.g. in ‘Sierpié (‘August’) and ‘Pan’), as “shoddy” goods (e.g.‘@innamon Shops’ and
‘The Street of Crocodiles’), as disabled characi{erg. in ‘Emeryt’ (‘The Old-Age Pensioner’),
‘Edzio’ (‘Eddie’) and ‘Dodo’), as metamorphosestafmans into lower or marginal forms of life (e.g.
not only Jacob’s transformations but also the daegrnin ‘Sanatorium Under the Sign of the
Hourglass’, the transsexual seller in ‘The Strée€Cmcodiles’, and uncle Edward as a doorbell in
‘The Comet’), etc. The most “perfect” form in whitdndetamanifests itself, however, is theanekin
or “(tailor’'s) dummy”. More specifically, due toalincongruity between what is represented (a human
being) and the inadequacy of the image,ntamekindraws some attention on its own material quality
of “sign” (cf. Schdonle 1991: 132). Quite interegfliyy in this same conceptual framework of the pporl

18 Cf. De Bruyn (2007b, 2008) for more detailed anayse narrative unreliability in Irzykowski and S¢hu



executed doll, Schulz also employs the rarely ysddba— not only with reference to the less suitable
(for apparently more perfect) “figury panopticunifigures in the panopticum”) or “patuby woskowe”
(“waxworks”), but also for designating the qualidf “shoddy” matter, its “patubiasta niezgralséb
(“dummy-like clumsiness”). Because Schulz was famnilvith Patuba (cf. his mention of it in his
review of Gombrowicz's novdrerdydurkg, it is not unlikely that he wanted to insert lkpyvski's
“text” into his own literary reality.

A similarly significant connection betwe¢andetaandpatubacan be found in the following

description of luxuriant vegetation in ‘August’:
Na tych barach ogrodu niechlujna, babska bifjrgierpnia wyolbrzymiata w gtuche zapadliska ogrooiny
topuchoéw, rozpanoszylaesptatami wtochatych blach listnych, wybujatymi oaori migsistej zieleni. Tam te
wytupiaste patuby topuchéw wybatuszyty si jak babska szeroko rozsiadie, na wpétate przez wtasne
oszalale spodnice. Tam sprzedawat ogréd za darpansze krupy dzikiego bzusmierdzica mydiem, grub
kasz babek, dzik okowite miety i wszelly najgorsz tandet sierpniova. (SC 50-51; italics mine)

([On the back of the garden] the untidy, feminiipeness of August had expanded into enormous, igipasie,

clumps of burdock spreading their sheets of leafy their luxuriant tongues of fleshy greenery. fithethose
protuberant burclumpsspread themselves, like resting peasant women,ehakloped in their own swirling
skirts. There, the garden offered free of chargectieapest fruits of wild lilac, the heady aquaf¥imint and all

kinds of Augustrash CF 6; italics mine)

Whereadandetain this fragment stresses the cheapness and “shexidi of the parasitic vegetation
in the periphery of the gardepatuba(which in this case rather stands for an “old agly woman”, a
“hag”; cf. infra) links up with those expressiomsd. the various variations dabg that designate the
impudent femininity and fertility of the plants iguestion. Apart from this, the word was most
probably also chosen for its alliteration (cf. ttgtupiaste patuby topuchdéw wybatuszyhe'§i which
in a way causes an “overgrowth” of the text's magry its poetic “sound”.

In Patubathe sound of the word plays an important role, iWtenpatubais mentioned for
the first time on the occasion of the projectionApigelika’s image on one of her paintings, it even
seems to represent mere sound without meaning:

LT

Pawelek méwic o kobiecie na obrazie nazywat gzasem [...] “palulf’, “nasz patuly”. Dzwick tego stowa
przypominat Strumigskiemu cd ohydnego i ordynarnego zarazem, co by to jednalo, byie pamitat.
Wprawdzie jeszcze dawniej dowiedziak sStrumigiski od Pawetkaze on to stowo “patuba” zastyszat od
parobkow i pastuchow wiejskich, w jakim jednak sertego stowa zywano, Pawetek wyttumaczynie umiat.
(P 317-318)

(When Pawetek talked about the woman on the paintie sometimes called her “patuba”, “qatubd. The
sound of this word reminded Strumgki of something disgusting and ordinary at theeséime, but he could not
remember what it was. Admittedly, he had alreadyrled from Pawetek that he had heard the word byéitu
from the servants and the shepherds from the weillagt Pawetek had not managed to explain in wéradesthe
word was used.)

Although it is clear that Pawetek had taken over popular word from the villagers in order to
designate in a completely arbitrary way the phantemwhich he could not find a name on his own, it
now appeals to Strumiski as if it were a cryptogram. As a result, hetstaterpreting the word in
his own way. In a remarkable scene in Angelika’ssewm, Strumigski responds in the following
way to Ola’s accusation that he may have killed dikg himself:

Patrz na ten martwgnanekin(tu przypomniato mu sistowo Paweltka), natpatule za tym szklem, ona ust nie
otworzy i nic ci nie powie, jeeli sie to nie przedinie samo na moje usta, jak preeapcy wyrzut sumienia, bo
tego nikt nie wie ndwiecie procz mnie i tej tu niemej patuby, ktéra s&oyta samobdjstwem — ha ha pyszne
samobojstwo! (P 374; italics mine)

(Look at this dead dummy (now he remembered Paveetetrd), at thispalubabehind the glass, she will not
open her mouth and she will not tell you anythingless it escapes from my mouth itself, just lilewabtating
remorse, for nobody on earth knows this excepirferand this stupidatuba who has committed suicide — ha ha
a marvelous suicide!)

As soon as Strumbski imitates Pawelek in connecting the waatubawith Angelika, his late wife
transforms, as it were, into an imperfect imagéerf into a dead and dumb dummypaubaor (by



analogy with Schulzjmanekin By associating Angelika with something ordinandd'shoddy”, he
apparently wants to close the “Angelika case” iglaage, too. Some time later, however, he will also
consider this innocent association to be one ofnthé causes of Pawelek’s fatal relationship with
Ksenka Patuba.

Unlike Strumigski, Pawetek does not seem to want to express simgetpecific when using
the wordpatuba

Pawetek nie znat dokladnie zastosawslowa “patuba”, nie oznaczatozt®no dla zrazu nic wsktnego ani
ohydnego, take niemal tylko przypadkiem przeniost 3gwcem na obraz Angeliki. Latato mu ono w gtowie
samopas bez odpowiedniego wyotarsia, a poniewawydawato mu s stowem hdz co lydz niezwyklym, wic
sczepit je z tym, co byto didbezimiennym i rownigniezwyktym, tj. z obrazem Angeliki. (P 458-459)

(Pawetek did not know the uses of the word “patytzaid it did not immediately mean anything horrible
disgusting for him, so he almost only accidentalhy integrally applied it to Angelika’s image. léw around in
his head unguardedly and without any correspondipgesentation, and since it seemed to him to henasual
word after all, he connected it with something ttasthim was anonymous and unusual at the same thaeis,
with Angelika’'s image.)

After the museum has been closed down by Stnskieand mainly under the influence of his father’s
hinting at the “Angelika case”, Pawelek increagingtarts to associate the word with all kinds of
inappropriate meanings, as a result of which hisitee memory of the image in the museum
transforms into something mysterious and disgusiggnst his will. As he gets in touch with Kka,
whom the shepherds also use to nickngataba(in the sense of “shrew”, “hag”), a “huge cataaotys
(“wielki kataklizm”) takes place inside him, aftethich he concludes “that this is not another, bet t
same Patuba” (% to jest ta sama a nie inna Patuba”; P 466). Alifnooioth of Pawetek’s fascinations
(for Angelika's image and for K&&a) seem to have something in common through thec#ion
with one single word, their respective objects @mpletely different: while Ks&ka quite simply is
responsible for Pawetek’s sexual initiation, Anfgalis but a phantom who haunts his imagination. Or
as the narrator stresses, “in fact this was nostme case anymore, but a new one, a new piece of
reality with its own autonomy, so Pawetek’s histowhich is entitled “Angelika-Patuba” on the
outside, only superficially radiates uniformity' [\{/Jtasciwie nie byta to ju ta sama sprawa, ale nowa,
nowy pfat rzeczywistei, o wtasnej autonomii, [...] a historia Pawetkatyralowana na zewgtrz
“Angelika-Patuba”, btyszczy tylko pozagrednolitcscia”; P 468).

What Irzykowski suggests is that both Struislé and Pawelek establish the
“pseudoconnections” between Angelika and dsemerely on acoustic facts (the “unusual” sound of
patubg. Hence, all additional emotions and meanings #rat subsequently associated with (the
complex surrounding) this word are merely artificieonstructions” that do not correspond with
reality. What the reader can learn from this i¢ tieashould not put a particular meaning on thedwor
patuba In an important passage in which the choice eftithe of the novel is explained, the narrating
“author” stresses that the only criterion was toufd into the reader the matter that he wanted to
raise” (“wbic w pamgé czytelnika to, co chciat wyluszcgy P 482). As the novel's theme is the
absence of any theme (the “disintegration of amyrmidtticity” / “rozchwianie si tematowdci”), the
“author” opts forpatubabecause “something which itself is different framything else should also
have a name which is different from anything el§#bd, co samo nie jest do niczego podobne,
powinno mi€ takze nazw do niczego niepodohty P483). In other words, the “author” acts in
exactly the same way as Pawetek: he arbitrarilgctela name for his “case” (the novel he is wrjting
which is as “unusual” as what it is supposed tdagiege. However, because he is merely an “actor”
who plays a “role” in his text, he cannot preveimdelf from making illusory associations as well.

At a certain point, for instance, the narratingtteor” reduces the numerous meanings (up to
ten according to Kilak 1976: 123) gktubato only three: a pile driving ram, a tailor's dumpm
(manekin, and a hag (P 458). Although these meanings dedme selected completely at random
from the ones in the dictionaries, they appearetéels accidentally chosen upon closer examination.
As we have seematubais used both as a synonym fmanekinand as a nickname for the loose
village idiot Ksaika. Furthermore, the association with the pile idgvram is suggested by the
narrator when stating that he wishes to “drum i reader the matter that he wanted to raise”. In
other words, the choice gfatubais not arbitrary at all. One could argue that tievel did not
necessarily need a title but that the title needechovel: the wordpatuba has produced a



heterogeneous novel of the same name. Due to §sgmoy, the word lends itself to ever new
variations and, as a consequence, to the intendisthtegration of any thematicity”. As a result of
every subsequent variation by the narrator or pmégation by the reader, however, the meaningef th
word becomes more complete (it “reintegrates”, esu& would have it), which makes it comparable
to the “original word” (“pierwotne stowo”; 1964: 8% at which Schulz is aiming.

By analogy with Schonle’s analysis of Schulz's e$éandetaand manekin therefore, one
could argue thapatuba “represents a sign only partially oriented towartds signified, remains
vaguely motivated, while already including someaattionality, and thus draws some attention on
its signifying shape as such” (1991: 132). In hiicke on the technique dftylizacja (cf. supra),
Klosinski interprets the function gfatubain a similar way:

Funkcja tego stowa, ktore jest przegwstaje si imieniem, w kdcu tytutem ksizki, od ktérego pochodzi
kluczowa kategoria podmiotu (pierwiastek patubigzmpzostaje funkajczystegosignifiant [...] W symbolice
przestrzennej charakteryzuje go ruch z dolu do gy chiopéw do Pawetka [...], od Pawetka do
Strumigiskiego [...], od Strumigskiego do autora, od autora do stownikow [...], jakddy natury do kultury.
(2000: 35-36)

(The function of this word, which begins as a niie, then becomes a name, and eventually theofitlee
work, of which even the narrator’s key concept {th&ibic element) is derived, continues to be the functiba
pure signifiant In the spatial symbolics it is characterized bpaitom-up movement, from the peasants to
Pawetek, from Pawetek to Strumski, from Strumiéski to the author, from the author to the dicticesyras it
were from nature to culture.)

According to Kilosiski, Irzykowski's novel also illustrates how eaclord originates from
acoustic stimuli (in this case from the successibfa” and “u”), and in this way, it even offersrae
kind of “meticulous reconstruction of the fortureshe word and its changing meanings” (“doktadna
rekonstrukcja loséw stowa i jego zmiennych znatz2000: 36). One of these meanings — a “hood”
of a carriage — even turmmtubainto a symbol of the “word” itself, which is alsome kind of
“covering” or “mould” with a variable content. Jui#te tandetaimposes a loose and provisional form
upon matterpatubasymbolizes the formative word, the word that hasyet fossilized into a fixed
meaning. Instead afonventionallyreferring to the finaproduct of (literary) communication, both
deliberatelyunconventionalconcepts apparently focus on the semaptimcessitself. Within the
respective texts, they function as metaphors ofimalxarbitrariness: by constantly postponing their
final signifiés they reveal themselves as “pwignifiants. In their role of a covering or loose form
for ever new but equally provisional contents, tiijate a complex textual process. The provisiona
texts that result from this process (the actualkeasf both authors) may be merely read in their
transformacyjng¢ (cf. supra), as a “migration of forms” (cf. supray infinite dissemination of
signifiers that refer to anything and nothing a¢ ttame time. Without the metaphors that have
initiated the entire process, the reader woulddse In other words, aftggaluba andtandetahave
played their metaphorical role, they reflexivelarstfocusing attention on themselves. By exposing
their maximal arbitrariness they have transformedhe reader’s eyes) from meaningless coverings
into a powerful experience of reality, or as Stalds it with reference to Schulz’'s metaphors: “The
word, returning to reality from its metaphoricalijoey is no longer the same word; it is the libedat
forming and creative word, full of energy” (1992)9

The role thatpatuba and tandeta perform in their respective literary realities irddeed
thoroughly ambivalent. Although both words contilyiaaim at concretization, amimesisand
semiosis they eventually always withdraw from this ill-at mission. In this way, they implicitly
criticize any construction of meaning that doeggmé to bring this circle to a closure. This catic
function is, of course, primarily directed agaiasy literary text and its concretization by thedea
Against the illusion of an authentic reality whitihe reader of a narrative is traditionally pursuing
both concepts oppose their plea in favour of aritet is as inauthentic as possible, an art thas do
not aspire to coincide with the object to whichigfers and evokes this illusion only to immediately
expose it. This attitude not only reveals itselftliese works’ own artificial and “shoddy” form (for
both words are part of a subcultural, “ordinarytiaven vulgar dimension of language), but also even
more in their most striking incarnation: thnekinor (tailor's) dummy.

In his illuminating article on the concept ¢&ndeta in Schulz’s fiction, Schonle has
convincingly determined the semiotic value of th@shy” or “carelessly executed” tailor's dummy as



opposed to the waxwork figure, which is supposeetmearly identical to its model. As Jacob argues
in ‘Treatise on Tailors’ Dummies’, the waxworks dffairground parodies of dummies” (CF 35;
“kalwaryjskie parodie manekindw SC 87) because they are forced to be fully simita an
unattainable model. In other words, whereas thewwsak tries to conceal at any cost the inevitable
dissimilarities from its model, the tailor's dumnopntinuously displays its mere referential task.
According to Schonle (cf. supra), the reflexive dimaion of the latter way of representing man should
be clear:

Put into the vocabulary of semiotics, the waxwarlaisign transparent towards its signified, sihée motivated
by a full visual similarity, whereas the dummy regents a sign only partially oriented towards igmified,
remains vaguely motivated, while already includsmgne conventionalitygnd thus draws some attention on its
signifying shape as sucfil991: 132; italics mine)

Undoubtedly, many readers will be tempted to imetrgacob’s preference for the tailor's dummy as
an unequivocal plea for “antimimetic” or abstractrmhs of art because theanekincould be
considered an abstract representation of man. dfmser examination, however, father's argument
appears to be more subtle. More specifically, Jassdks not the (supposedly artistic) creation of
tailors’ dummies “in the image and likeness” of nimaut just the opposite — viz., the establishmera of
“generatio aequivoca” (SC 89) by re-creating manttie image and likeness of a tailor's dummy”
(“na obraz i podobiestwo manekina”; SC 83). Hence, what he seems t@ttheking is not so much
the faithful depiction of man (as in traditional masis) butany artistic depiction of man, which is
always but an artificial copy of a (mental) pictufereal man — of a provisional abstraction “foreon
gesture, for one word alone” (CF 32; “dla jedneg@stg, dla jednego stowa”; SC 82). In Jacob’s
opinion, when compared to God’'s “first” creaticemy kind of human creation is secondary and
inauthentic, and the best man can do is to retealtauthenticity of his creation as much as pdssib

It should be clear that Schulz rejects the conweeati creation of “illusions of humans” (that
is, of puppets) in favor of the creation of “illosis of illusions of humans” (that is, of copies of
puppets). In other words, instead of modeling itésdry world and its inhabitants after the reaktidp
he prefers to use artistic (man-made) products asodel. Moreover, by choosing the explicitly
artificial tailor's dummy as a model (instead oé timore perfect waxwork figure, as the realistidevri
unconsciously does), it is more likely that thedezawill perceive the intended “illusion of an #ion
of man” than some new illusion (of an authentic grtp. Obviously, Schulz’s approach is also more
subtly reflexive when compared, for instance, tgaanting which directly depicts both another
painting and a painter’'s easel or a novel whicHuches not only the representation of a fictional
reality but also a description of the artistic ggseof this literary construction (as Irzykowskisha
done). In all these examples, however, the saniamrinciple is at work: instead of denying that
what has been portrayed is merely a constructioreality (as in Realism), reflexive forms of art
expose their delusive practices in one way or aroth

In Schulz’s fiction, the technique of creating the image and likeness of a tailor's dummy”
reveals itself most prominently in the exposuréhefinadequacies of reality, of t@sndetnd¢. As for
the characters inhabiting his literary world, thaitificiality and defectiveness is almost complete
some of them (e.g. father, aunt Perasia, uncle Efjveae ruled by what Schulz himself (in his essay
for Witkiewicz) has called the principle of “panngagrade” (“panmaskarada”; 196@82), which
makes them assume new masks again and again, wiwgheas clearly display physical deficiencies
(e.g., Edzio, Dodo) or even explicit “mannequinesduaits: in ‘August’ (‘Sierpi@’), for instance, the
narrator reports of his cousin tucja that “[s]heesthed out to [him] a small doll-like hand” (CF 9;
“[plodata [mu] mczkg lalkowat”; SC 55).

Similar conclusions can be drawn regarding theeradtside of Schulz’s literary world. The
illusoriness and defectiveness of the setting inckvithe subsequent stories take place can best be
observed in the periphery, on the margins of thresented world. Indeed, like a painting which
betrays its own construction the most at its mar@where the frame begins and the order of the work
merges with the chaos of reality), Schulz’s ficibsettings display their shoddiness particulary o
the outskirts. In ‘The Street of Crocodiles’, foxample, the narrator offers a description of a
peripheral city district on the basis of an old nehis hometown. In this part of town, the degoée
imitativeness is almost unlimited:



Jest to szary dzie jak zawsze w tej okolicy, i cata sceneria wydsgechwilami fotografi z ilustrowanej gazety,
tak szare, tak ptaskies slomy, ludzie i pojazdy. Ta rzeczywistojest cienka jak papier i wszystkimi szparami
zdradza sw imitatywnas¢. Chwilami ma sj wrazenie, ze tylko na matlym skrawku przed nami uklada si
wszystko przyktadnie w ten pointowany obraz bulwavielkomiejskiego, gdy tymczasemzjuwa bokach
rozwigzuje st i rozprzga ta zaimprowizowana maskarada i, niezdolna wytmwawej roli, rozpada siza nami

w gips i pakuty, w rupieciargijakiegd ogromnego pustego teatru. Ngpé pozy, sztuczna powaga maski,
ironiczny patos dty na tym naskérku. (SC 127)

(It is, as usual in that district, a grey day, dénel whole scene seems at times like a photograph iflustrated
magazine, so grey, so one-dimensional are the bptilsepeople and the vehicles. Reality is as thipager and
betrays with all its cracks its imitative charactat times one has the impression that it is ohky $mall section
immediately before us that falls into the expegieihtillistic picture of a city thoroughfare, whiten either side,
the improvised masquerade is already disintegratimdy unable to endure, crumbles behind us intstgriand
sawdust, into the lumber room of an enormous, ertpgtre. The tenseness of an artificial pose atiseimed
earnestness of a mask, an ironical pathos trenmbthie facade; CF 67-68)

Such descriptions perfectly illustrate Schulz’'s moet of using a “trashy” tdndetny, explicitly
artificial version of reality as a model for liteyamimesis rather than reality itself. Moreovermuch

the same way as the tailor's dummy, this kind dfirsg may evoke a double perception: on the one
hand, the temporary illusion of a human being fie tase of the dummy) or a real (big) city
thoroughfare (in the case of the Street of Croesddistrict), and on the other hand, the enduring
reality of a shoddy artifact — made of “plaster gagdust”.

Although Irzykowski's techniques are often lesbtiy his novel does not pretend to be more
than merely an inauthentic image of the constractioat “rests somewhere in [his] head in a
completely different form” (cf. supra). By analogyith Schulz’'s stories the “monstrous ruin” (cf.
supra) entitledPatubaincessantly exposes its own secondary, “derivataracter. First of all, the
narrating “author” regularly betrays his literagusces of inspiration, from which he now and then
directly quotes. Furthermore, many of the worksadf that turn up in the novel appear to be
thoroughly “shoddy”. This is certainly the case fobe literary works that Gasztold and Strufisia
produce, both of which are based on second-rateelmddom the popular circuit and which the
narrator criticizes as worthless efforts that woblktter not be published. ‘The Dreams of Maria
Dunin’, then, abounds in inconsequences and evigntuens out to be a mystification. Angelika, who
shares both her first and surname with the hisabpainter Angelika Kauffmann (1741-1807) and as
such is already some kind of “copy”, is openly amml of plagiarism at a certain point. Angelika’s
museum appears to contain for the most part alisiof trash and kitsch. Apart from the exotic
knickknacks and Angelika’s pathological portraiteldandscapes it also accommodates a remarkable
“plaster moulding representing a man who was satily himself in stone” (“odlew gipsowy, ktory
przedstawiat cztowieka wykuwgjego samego siebie w kamieniu”; P 167). What m#kesexample
so worth mentioning is not only its imitative ankitschy” nature but also most of all its reflexive
dimension, as if Irzykowski wished to evoke somadkaf plastic equivalent of his own novel.

The most striking manifestation ohanekinowat& (“dummy-likeness”) is the image of
Angelika that Strumigski creates through an optical illusion. Whereasitiiage of his dead wife until
then had only existed as an ideal constructiorigrhbad, he now transforms it into an inferior, rtlye
artificial variant:

Tlumaczyt Oli caty mechanizm optycznye rzecz nie polega wcale na jakichynalazkach, ktre majbyé
dopiero wynalezione, jak cudow§e Poego lub Vernego, ale na znanyck janomenach, na interferencji
Swiatta i na sekretnych farbach profesora Lipmarinacale nie wymaga koncesji prawdopoddisisva. Ola
niewiele z tego rozumiata, ale rozumiata przecigle, ze cudownéé nie odgrywa tuzadnej roli, i jej
oczekiwania zawiodly aj nieco, zwlaszcza gdy Strumiki kladt nacisk naet naturalndéé, tj. tak zwam
sztuczné¢ zjawiska. (P 364-365)

(He explained the complete optical mechanism ta Ot it had nothing to do with any particular éméions
that still had to be discovered, like the curiestiof Poe and Verne, but with existing phenomernith the
interference of light and with the secret colorpaodfessor Lipmann, and that it did not require aogicessions
to probability. Ola did not understand a lot ofsthbut she did nonetheless understand that it btdng to do
with illusionism, and she was slightly disappointedrticularly when Strumieski emphasized this naturalness,
that is, the so-called artificiality of the phenaroe.)



After this explanation, the confusion turns out ie almost complete. Although the image is
characterized as completely natural and authebtictually is a visualization of Strunigki's ideal
image of his wife and as such should be considaneidauthentic construction “to the second power”
when compared to the “real” Angelika. In fact, batterpretations of the optical illusion are cotrec
either one ignores the underlying construction @edceives an authentic optical effect or one
becomes aware of the double defectiveness of thgdmwith regard to its original (cf. tieanekinas

an “illusion of an illusion of man”). Strumiski initially still defends the authenticity and nmetic
power of the spectacle, but by renaming the image a “dead dummy” and a “stuppmhtubd (cf.
supra), he exposes his work as a mystification @mzk again yields to the power of thealubic
element”.

Conclusion

As we have seen, although the works of Irzykowski &chulz do not seem to have a lot in common,
both authors in a similar way put into perspectitgossible cultural constructions and “stylizagd
(words, ideas, texts, etc.) As the relativistic arwtural critical discourse of both authors is
represented in the form of a narrative, this angigs primarily directed against all “actors” tipddy a
“role” in the “game”, which this literary construgch appears to be: the author and his text, the
narrator and his story, the characters and thalitye Because the text continually displays itsnow
artificiality and its own two-dimensional naturbetreader may realize that his reading of this tafxt
every text, and by extension of every cultural t@tdion is merely a temporary “pose” or a necessar
“comedy”. Unable to trace back the horizontal aidtion of the text (its palimpsests, cryptograms,
and arabesques) to a stable semantic core, hetdaumnactivate, for the duration of his readings th
“mediocre”, “shoddy”, and “inauthentic” artifact &and as an aesthetic object. Or as Irzykowski
almost casually puts it in his novel: “Do you féleé poetry of this apoetry after all?” (“Czy jednak
czujecie poezjtej apoezji?”; P 435).
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