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premiere: 25 October 2014

running time: 1 hour 50 min with interval

Production of the performance was financed as a part of the Contest for the 
Staging of Old Polish Literature ‘Living Classics’ organised for the 250 anniver-
sary of public theatre in Poland. The competition was held by the Ministry of 
Culture and National Heritage and Theatre Institute of Zbigniew Raszewski. 
Remus won the special award in this contest.

The Life and Adventures of Remus by Aleksander Majkowski is the first novel 
written entirely in Kashubian and at the same time the major epic of Kashubian 
literature. Here the real world mixes with the world of Kashubian legends and 
fairy tales. The hero of the story is Remus, a Kashubian, who, due to his speech 
impediment and unclear origin, becomes an outsider. As a child Remus helps an 
imprisoned queen, as an adult he sets off on a journey of the region, peddling 
books and fighting Smêtek, a Kashubian devil. The Life and Adventures of Remus 
is a colourful work of fiction, analogous to Don Quixote, with the main character 
being accompanied on his travels around the Kashubia by a faithful companion, 
a musician called Tr¹ba. The show is a story of lost identity and of a forgotten 
place. In order to find it again, three apparitions must be conquered: Strach 
(Fear), Trud (Toil) and Niewarto (Notworthit). 



Dariusz Kosiñski

We Are All Kashubians

While being encountered for the first time, history of Remus, nomadic chara-
cter who tries to save a community living on the coast of the Baltic Sea in the 
north of today's Poland, falling into increasing oblivion, may seem exotic in its 
local character. Even in Poland, problems experienced by Kashubians are not 
considered to be of central importance. Obviously, their linguistic and cultural 
separateness is well known, but this is usually restricted to tourist-type know-
ledge and some anecdotes. Non-Kashubian spectators, who do not know the 
history of these lands and people inhabiting them on a deeper and wider scale, 
look at Remus in almost the same way as non-Polish audiences do. Every now 
and then, they would need a commentary or a note to grasp allusions to history 
and imagined worlds of these people, to say nothing of words which sound 
quite bizarre to Polish ears, seemingly resembling something, but ultimately 
not easily understandable.

However, this exotic and local play is comprehensible not solely to the inhabi-
tants of Kashubia, whose identity and complicated histories it touches upon, 
sometimes doing it in a quite painful way. Firstly, it happens so due to the fact 
that even in Aleksander Majkowski's novel itself, threads, figures and plot 
motifs familiar from many different tales and myths show through the tapestry 
of histories and images drawn from Kashubian collective memory. When 
gendarme becomes Goliath, Smêtek turns to Ahriman, while Remus, as another 
incarnation of popular Redeemer, rejected and scorned hero who – despite 
everything – starts a fight with severest opponent, it is possible to come into 
contact with this seemingly exotic world without too much of an effort. 
Secondly, theatre helps in understanding and experiencing of Remus's history. 
Majkowski's novel practically requires to be told – it is a written text, but it lives 
via the tradition of a folk yarn and tale-telling. While on the stage inhabited by 
the storytellers, impersonated by actors of Gdañsk-based Miniatura Theatre, it 
becomes instantly alive. It picks up its own body, voice, power and vividness. 
And above all, it constantly turns to us, asking us for our attention and our 
emotions. 

Thirdly, and most importantly, I think: Remus is, quite up-to-date and 
universally comprehensible throughout many different locations of the world, 
drama of a minority struggling for its salvation in a world which gave away 
authority to the majority, simultaneously causing it to become, despite all 
appearances of diversity, ever more homogeneous, standardized and stereo-
typical. It is governed by a regime of 'normality', rules and principles regulated 
by mass-reproduced behaviour norms and models. Remus is not only the 
history of Kashubians, a community of mysterious origin, living between Poland 
and Germany, attempting in an almost desperate way to retain its distinctive 
character. It is also a history of every one of us, trying in many different ways to 
find and preserve one's uniqueness, one's personal, impossible-to-be-copied 
and unrepeatable manner of thinking, feeling and acting, one's fantasies, 
myths, dreams and longings. Along with one's own young Queen and a sunken 
castle. And one's own Smêtek.



Obviously, there are many such communities as a Kashubian one within the 
confines of Europe and throughout the world. People who live in them and fight 
for their survival will surely find elements in this performance that would prove 
to be close to their hearts. But in reality, Remus's drama, his struggle with a 
demon called Niewarto (Notworthit), is a struggle for one's own, which each 
and every one of us is involved with. Moving in the world of technological and 
cultural standardization ever more efficiently, we need from time to time to find 
ourselves beyond it, on its borders, maybe even on the margins so we can look 
at our 'normality' from this altered perspective and ask ourselves whether this 
is really everything we need from the world and life itself. Remus does not offer 
easy consolation. It is a tale of the world which is incessantly threatened by 
annihilation and oblivion. But when it moves to the stage, it suddenly becomes 
alive, gains in strength and becomes a source of reinforcement. After all, every 
show is an act of resistance in face of a threat of a disappearance and ruin. And 
when, in the play's finale, great and popular Polish actress Danuta Stenka 
speaks to us from the stage in a language we do not comprehend, but which 
charms us with its vivid beauty, Smêtek loses its powerful grip for a while. 

thIn 2015, year of 250  anniversary of Polish public and national theatre, local and 
exotic Kashubian history shown by Miniatura City Theatre won one of the main 
prizes in the 'Living Classic' Contest for the Staging of Old Polish Literature. I 
think it was one of the more important and well-aimed of the jury's decisions.

***
Dariusz Kosiñski is a Professor at the Performative Studies Section of the 
Department of Polish Language at Jagiellonian University, Cracow. His most 
important publications to date include: Polski teatr przemiany, Wroc³aw 2007, 
Grotowski. Przewodnik, Wroc³aw 2009, Teatra polskie. Historie, Warszawa 
2010, Teatra polskie. Rok katastrofy, Warszawa 2012. Recently he authored 
monograph Grotowski. Profanacje (Wroc³aw 2015) and a book which 
summarizes his works on the performative aspect of play, Performatyka. 
W(y)prowadzenia (Kraków 2016). From 2010 to 2013 he worked as a Program-
me Director of Wroc³aw-based Jerzy Grotowski Institute. Since 2014, Deputy 
Director of Zbigniew Raszewski Theatre Institute in Warsaw.



Review excerpts

The skilfully written script extracts the essence of the story – the fate of Remus 
closely linked to the history of Kashubian places and people, intertwined with 
Smêtek’s intrigues. [...] It might appear that the idea for Remus’s adventures to 
be recounted by actors sitting at a table may result in a static and boring show. It 
turns out, however, that the actors’ vivid performance, though sparing in 
expression, effectively holds the audience’s attention. [...]

The director, scriptwriter and actors have managed to extricate what is most 
important in Remus’s message and to show the depth of Remus’s story. In my 
opinion, we have lived to see a piece of work important for the history of 
Kashubian culture. The novel by Aleksander Majkowski, which by itself is grand 
literature without any inferiority complex, has finally been professionally 
staged. The production has been prepared with attention to detail and with 
care for the faithfulness and comprehensibility of the message, with the 
authors trying to go deep into the essence of Remus’s story while at the same 
time hinting at the topicality of Majkowski’s message. [...] Miniatura’s Remus 
shows the value of Kashubian tradition and literature as a universal value which 
reaches beyond our local and regional environs.
Jaromir Szroeder, 'Pomerania’

The production by Remigiusz Brzyk constructs an original idea for a show which 
stems out of the adaptation formula. Pokojski, responsible also for the 
dramaturgy, has offered the ‘story theatre’, constantly appealing to the 
audience’s imagination by the often repeated spell to close their eyes and open 
up to the ‘world-which-cannot-be-seen’. The eleven actors create this world 
mainly with the help of words, aided by music (performed live) and limited 
props. All of them are to an equal degree narrators, or rather spirits of this story, 
which enter the bodies of the characters for a moment to animate the skeleton-
like puppets made of pieces of flexible wire. These puppets, or to be more 
precise, wire sculptures, symbolise the characters which are being talked about. 
There’s no traditional division into parts, there’s the collective subject who 
spins the shared story written out into many parts.

What is behind the idea is the communal ballad, spun in the evenings in 
cottages to keep up the community myth, with the help of impromptu objects 
from a handy props room, animated ad hoc. But there’s more to this at the same 
time, something which gives the production the structure of a ritual. From the 
first glance at this theatre what is striking is the monochromatic quality of the 
picture, as if composed in a painter-like fashion. The actors, seated motionless 
at a long table, dressed in white and with bluish-grey make-up-smeared faces, 
are to resemble, according to the script, ‘a faded photograph from the Last 
Supper from which the main character, Remus, has departed’. What we see is 
a feast of dziady (forefathers' eve) celebrated by spirits which come to us, the 
living, to ‘recollect the forefathers’ fate’. 
Joanna Chojka, teatralny.pl



About artists

Remigiusz Brzyk | direction
Multi-award winning theatre director, set designer and a professor at the 
Puppet Department of Ludwik Solski Academy for the Dramatic Arts (Directing 
of the Puppetry Theatre). Graduate of the Puppetry Department and the 
Directing Department of Ludwik Solski Academy for the Dramatic Arts in 
Cracow, where he studied at the year led by Krystian Lupa. In 1996 he was Lupa’s 
assistant during the production of Ritter, Dene, Voss by Thomas Bernhard (Stary 
Teatr in Cracow). He made his directing debut in 1998 with Foma based on 
Fyodor Dostoyevsky’s short story at the Stefan Jaracz Theatre in Lodz. Since 
then he directed a host of performances at the leading theatres in Poland. Won 
numerous prizes and awards, among others The Golden Mask in Lodz for Best 
Director of the Season (1999) and for the direction of performances (2004 and 
2009); Laur Konrada (the most prestigious directing award in Poland) for 
direction of the performance The Crucible by Arthur Miller (2001) and the 

thGrand Prix of the 12  Contemporary Drama Festival in Zabrze for the perfor-
mance Korzeniec (2012). 

Romuald Wicza-Pokojski | adaptation and dramaturgy
Director, playwright, since 2011 general and artistic director of the Miniatura 
City Theatre. Graduate of the Aleksander Zelwerowicz Theatre Academy in 
Warsaw (Department of Theatre Studies). In 1991, he founded his own Teatr 
Wiczy, which has shown more than 20 performances, both on the theatre stage 
and in open-air settings. Since 1994 to 1997 worked at the National Theatre 
Institute  and in Teatr Narodowy (National Theatre), where he co-created first 
‘impressarial’ theatre stage in Poland, Teatr Ma³y. Since 2006 to 2009 he taught 
students at the Miko³aj Kopernik University in Toruñ.  Realized many artistic and 
social projects addressing homeless people, socially handicapped groups, 
immigrants etc. From 2008 to 2011 worked as a programme director of Biuro 
Gdañsk 2016, co-author of cultural strategy ‘Wolnoœæ kultury. Kultura Wolnoœci’ 
(Freedom of Culture. Culture of Freedom) for Gdañsk running for the European 
Capital of Culture title.

As a director and playwright collaborated with following theatres: Baj Pomorski 
in Toruñ, Olsztyñski Teatr Lalek in Olsztyn, Teatr Wybrze¿e in Gdañsk. His 
productions were presented in, among others, Armenia, Czech Republic, Cro-
atia, Denmark, Greece, Spain, Iran, Ireland, Germany, Lithuania, Slovakia, 
Sweden, USA, Great Britain, Italy, Belorussia and Japan. Won numerous indivi-
dual and group awards, including award for innovative puppetry work for 
‘Dietrich. Broken nails’ performance shown during World Festival of Puppet 
Arts in Prague in 2009. In 2007 he received an official medal ‘For the Merits for 
Polish Culture’. In Miniatura City Theatre realized very well received 
documentary show for children Baltic. The Dog on the Ice Floe, Ugly Duckling 
awarded during Harmony World Puppet Carnival 2014 in Bangkok and Fables 
for Robots, based on Stanis³aw Lem fiction.
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