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NOT ALL OF ME WILL DISAPPEAR 

(Le violet des anémones velues / Fiolet przekosmatych sasanek) 

a film by Joanna Grudzinska 
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Almost nothing remains of Zuzanna Ginczanka but a few images, and more 
importantly, an unclassifiable work of poetry. I set out to find traces of the very 

young poetess who was the muse of the Warsaw literary world of the 1930s, 
and whose fate was tragically linked to that of the Jews of Europe. 

 



 
 

	
 

	
  



Synopsis 

I remember the 90s as a period traversed by opposing currents, sometimes 
murky, sometimes bright. My family, who had arrived in France several years 
earlier, observed from a distance their native Poland being transformed under 
the pressure of an unprecedented political and intellectual revolution. Confused, 
I took refuge in books, in the reassuring cocoon of my mother tongue, and 
discovered the texts of a poetess whom no one here in France seemed ever to 
have heard of: “We want a constitution! We want to have the right to confess 
without shame to the whole world the truth of our bloody storms, the freedom 
to incarnate in words our most sincere desires, the freedom to know that we have 
warm breasts, that a man is not a eunuch!” These words, whose pulsating beat 
resonated in my young girl consciousness, were written by Shoshanna Ginsburg 
at the age of 15, in the very recently democratic Poland of 1933. Her destiny 
soon collided with the historic tragedy that we know too well. Under the Nazi 
occupation, the young woman was forced to hide, the first time in the city of 
Lvov (Lviv, today Ukraine) where she wrote her most famous poem, “Non Omnis 
Moriar” (from latin :  All of me will not die). This elegant and desperate text - like 
a farewell to the Polish language which rejected her, the Jewess contains the 
name of the landlord who denounced her. It is a mention that transformed the 
poem into incriminating evidence in a trial which did not take place until the end 
of the war, after she had escaped the roundup and hid a second time, finally in 
Krakow. But the noose tightened and Zuzanna was ultimately arrested with her 
roommate, leaving no trace that might have identified an eventual informant. 
Incarcerated, she was murdered with a small group of women by a member of 
the gestapo, in a labor camp on the edge of the city, in December of 1944. 
Perhaps this is where the tragic irony of Ginczanka's fate strikes most violently. 
More than just her denunciation; more than the absurd and unjust death to 
which she was subjected barely two months before the liberation, the truth is 
that Zuzanna did not go as a poet, but as a victim.  

The film is a time machine, it begins with her death and goes back to her birth. 

No one captured the full story; there are only scraps, scattered memories that a 
few rare individuals continue to transmit to each other as precious secrets. They 
speak of a contagious fever, the "Ginczanka", which would seize all those who, 



at some point, would look into her life and work. But beyond the fetish she 
represents for these few fanatics, Zuzanna remains an elusive creature. Neither 
child, nor mature woman, resolutely Jewish, nor completely Polish, deported, 
nor spared, she belongs to these people with whom it is so difficult to identify: a 
ghost people, whose isolated members seem to haunt a collective memory 
which hastened to repress them. Between the two world wars, she who was 
once the muse of the Warsaw literary world wound up leaving almost no trace; 
just a work, as unclassifiable as it is meandering.  

From her only known poem “Non omnis moriar”, that is also an important 
testimony about the war reality between people, and a unique case of a poem 
that changes its nature and becomes a juridical demonstration, to her small town 
of Równe ( Rivne), in the confines of her country (today a part of Ukraine), where 
she decided to send her first verses to the greatest poet of the time, Julian 
Tuwim, in distant Warsaw. Dumbfounded by the audacity of this feminist and 
erotic manifesto, Tuwim refused to publish it, fearing that it would not serve its 
young author, but instead invited her to come to the capital where he took her 
under his wing. He introduced her to Gombrowicz and a few other writers; an 
intelligentsia immediately fascinated by this new figure who personified all 
minorities, as female, Jewish, young, beautiful, alone, free, a poet ... Shoshanna 
soon morphed into Zuzanna, Polandizing her surname which from Ginsburg 
became Ginczanka, and proceeded to turn her back on the Russian language to 
write her poetic work in the language she had chosen: Polish.  

 Coming back to the places where she lives and wrote, I look for the liveliness of 
her poetry, and examine the traces of a world that was gone for ever during the 
war. As magic words, Zuzanna’s name and poetry wakens most strong and 
unexpected reactions among those who know about her, and those who 
discover her. She’s a living ghost, precious to Polish feminists as well as to 
Ukrainian teenage girls. She still learns us about the war and the need for justice. 
Making the film, I realize how much this strong feminine heritage is needed, how 
much it says about who we are today. 

 

  



 

  



Director'note 

The poem Non Omnis Moriar is at the center of this story, and it is also the poetic 
vantage point from which I film. The cruelty of what the poem recites, and the 
anger it contains, but also the pungent sweetness of her verses, have already 
"shown me the way" during the scouting and preliminary shootings of the film. 
I want to continue filming these landscapes which both hide history, but at the 
same time are flooded with it. The past lives in the shots, and the camera 
captures the souls of the characters. Zuzanna Ginczanka is both real and 
imaginary, present and past. She gives depth to what is said about her, but she 
also demands several interpretations of her poetic work: semantic, biographical, 
imaginary. I want to bring them to life through cinematic means, image and 
sound, to translate the interpretative variety, to grasp the poetic force, to pass 
from one language to another, from one time to another, one landscape to 
another. 
 
Filming is the key moment when I replay the challenge of the film, when I believe 
in ghosts. At those times, the places become inhabited, and I do not know who I 
will actually meet on the way: I start from a small community of people united 
in their knowledge of something about the poetess: either because they knew 
her (the advanced age of these people leads me to want to film as soon as 
possible), either because she lives in them, or because they have inherited 
something of her in some way. She who said she had no heirs indeed gave birth 
... and so it is these sprouts of her, to use a biological metaphor as she was wont 
to do, these scattered flowers, these offshoots so very present in the here and 
now, that I seek to film. 
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Joanna Grudzinska was born in Poland. After studying philosophy in Paris (Paris 
10) and film in Brussels (INSAS), she worked on various projects as a writer, 
director, casting director, actress. 
She regularly collaborates with several directors: Emmanuel Finkiel, Bertrand 
Bonello, Eyal Sivan, Noémie Lvovsky, Werner Schroeter... 
She writes and directs medium-length fiction, essays, documentaries, broadcast 
on the channels Arte, France Télévision, and in festivals. 
 
 
 
 


