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Lukasz Maciejewski: Twéj powrot do Kuszenia cichej Weroniki wedtug Roberta Musila jest

dla mnie zaskoczeniem. W ostatnich latach wielokrotnie powtarzates, ze w coraz mniejszym
stopniu interesuje cie adaptowanie literatury klasycznej w teatrze.

- Kuszenie cichej Weroniki zostato juz zrobione — premiera odbyta sie w 1997
roku, Nie bedzie to zatem nowa rzecz, tylko powrdt do spektakly, ktory dla nas wszystkich, dla
catego zespotu wrodtawskiego, byt wazny i inspirujacy. Mielismy przy tym poczucie, ze zbyt
szybko zniknat z afisza, nie zdazylismy sie wystarczajaco nacieszy¢ graniem.

Ponowne spotkanie z Kuszeniem cichej Weroniki jest zatem dla mnie powrotem do dawnej,
fascynujacej przygody. Niespokojne] i bezczelnej prdby nieliterackiego potraktowania literatury.
Préby zajrzenia literaturze pod...

Pod co mozna zajrzed literaturze?

LM: Pod maijtki. Pod oficjalny, zaanektowany przez krytykdw i literaturoznawcow
przekaz.

:Powiem inaczej. Musil uwazat Kuszenie cichej Weraniki za swoje najwieksze osiagniecie
literackie. Twierdzit, ze to opowiadanie byto dla niego najbardziej skrajnym, odwaznym
i ekstremalnym doswiadczeniem fapania w sidfa literatury tego, co umyka.

Rzeczywiscie, kiedy czytamy Kuszenie cichej Weroniki, czuje sie, ze w tej niespokojnej
materii literackiej kryje sie préba dotkniecia niewyrazalnego. Tematy, ktére w Czlowieku bez
whasciwosci Musil prébowat referowal analitycznie, literacko, w Kuszeniu cichej Weroniki
L<hwycit” bezposrednio, ukryty rejon psychiki zaatakowat wewnetrznym monologiem, ktérego
impet wdziera si¢ w strefe pozastowna.

LM Musil probowat godzic wiedze zaczerpnieta z nauk scistych z poetyckim,
humanistycznym, a zatem niepodleglym wobec ustalonego kanonu, widzeniem swiata.
Ma to swoje odzwierciedlenie réwniez w Kuszeniu cichej Weroniki.

: Staja wobec siebie dwie jaznie: racjonalistyczna, intelektualna jazi mezczyzny,
Johannesa, i wizjonerska, irracjonalna i swoiscie mistyczna jazn Weroniki.

t.M.: Kobiecy pierwiastek...

: Musil byt tym zafascynowany. Miat sporo przyjaciétek. Dziwnych... Byly dla niego
nieprzemijajacym Zrédtem dociekan i podpatrywan. By¢ moze probowat zrozumieC ,inne”
w kobiecie... przez swoista osmoze, hodowanie we wiasnej psychice ,obszaru Zenskiego”, tej,
po kazdej stronie ptci — nieuzytej, drugiej mozliwosd"..

L. M.: Gender studies...

: Podobnie jak Rainer Maria Rilke, Musil przeczuwa, ze kobieta méwi nieznanym dla
mezczyzny jezykiem mitosci; obaj byli zafascynowani tekstami $redniowiecznych mistyczek,
osobliwym ucielesnieniem myslowych aktéw jawiacych sie jazni z symboliczng logika zdarzen,
a nie jako logiczne ciagi argumentacyjne. Wynika to z pierwotnego podtoza — powodu, dla
ktérego nieporozumienia pomiedzy przedstawicielami odmiennych pici nie dajg sie zatatwic
takimi czy innymi racjami w dyskusji.

£ Cayli kleska.

: Nie, to przyjecie do wiadomosci obszaru, w ktorym wymiana informadji staje sie
niemozliwa. Tak jakby pordwnywac przezycie mitosne czy tez orgazm. Mozna na ten temat
opowiadac bez konca... i tak nie mozna sie domaca¢, jak to naprawde ,jest z drugiej strony”.
Mozna to tylko razem cielesnie przeby¢ jako tajemnicze a zarazem instynktownie oczywiste

participatio.



LM W maju 1997 roku w Teatrze Polskim we Wroctawiu wystawites Kuszenie cichej
Weroniki oraz Dame z jednorozcem wedtug opowiadania Hanna Wendling Hermanna Brocha.
Z jednej strony Broch, z drugiej Musil — znamienne polaczenie.

:Damazjednorozcem. Tak nazwaliSmy ten dwuczesciowy spektakl ztozony z opowiadan
Brocha i Musila. Byli pisarzami osobliwymi, wysublimowanymi, jednoczesnie traktujacymi swoja
pte¢ w sposob eksperymentalny. Nie tylko ptec — takze inne podziaty i granice ludzkiej kondycji.

LM Jednak w pracy nad przedstawieniami to wiasnie zatozona przez obu pisarzy
redefinia indywidualnej tozsamosci — psychologicznej, seksualnej — miata dla ciebie
podstawowe znaczenie.

: W naszym obszarze kulturowym znacznie fatwiej potraktowac eksperymentalnie
na przyktad postawy etyczne niz ple¢, ktéra wciaz jest tabu. Broch, Musil czy Rilke byli jednymi
z pierwszych pisarzy, ktorzy probowali tworczo przebic cos, co wydawato sie nienaruszalne.

L M Integralnos¢ tozsamosci kobiecej i meskiej?

: Obaj dokonali proby kreacji swoich bohaterek nie przez zewnetrzny, analityczny
opis, ale przez empatyczny, osmotyczny akt alchemiczny — sztuczne, na tkance wiasnej psychiki
hodowanie ptodu wewnetrznego monologu.

[ M.: Tytut tamtego teatralnego dyptyku pochodzi od Rilkego.

: Bytem zafascynowany fragmentem, kiedy w Maltem pod koniec pierwszej czesci Rilke
pisze o pigtnastowiecznych gobelinach zatytutowanych Dama z jednorozcem, przechowywanych
w Muzeum Wiekéw Srednich w Cluny: ,Sq tu kobierce, Abelone, arrasy. Marze, ze jestes tutaj.
Ze jest szes¢ kobiercow, chodz, przejdzmy powoli obok nich. Lecz wpierw odstap o kilka krokéw
i przyjrzyj sig wszystkim naraz. lle w nich spokoju, prawda? Rozni je niewiele. Na kazdym ta sama
owalna niebieska wyspa zawieszona wirdd stonowanej czerwieni kwiecistego tla, zamieszkala
przez mate, zajete soba zwierzatka. Tylko tam, na ostatnim obrazie, wyspa nieco sie unosi,
jak gdyby nabrafa lekkosci. Wyspa zawsze nosi na sobie posta¢, kobiete; rozmaicie odziana,
lecz zawsze te sama. [...] Poszerzyta sie wyspa. Wzniesiono namiot. Z biekitnego adamaszku,
w ptomieniach ztota. Zwierzeta unosza jego poty. Wychodzi przeden omal niepozorna, w swej
ksiazecej sukni. Bo czymze s3 przy niej jej perty. Stuzebna otworzyta mata szkatutke, a ona
wyjmuje z niej teraz tancuch, ciezki, przepyszny klejnot, zawsze dotad trzymany w zamknieciu,
Piesek siedzi obok, gdzie szerzej, spoglada na to. W gorze, na skraju namiotu zauwazytas juz

stowa? Wypisano tam: A mon seul désir. [...] Abelone, marze, ze jestes tutaj. Rozumiesz, Abelone?
Mysle, ze pewnie rozumiesz” (przektad Piotr W. Lorkowski).

Abelone... Rilke pisze o gobelinach swojej siostrze, a $cislej siostrze z Maltego, czyli
niedoktadnie swojej siostrze... a jednak.

Bardzo trudno to ujac w ramy tak zwanego porzadnego dyskursu. Bo coz whasciwie znaczy
ten opis? Czym jest Malte? Przede wszystkim duchowa autobiografia, rodzajem dziennika,
w ktérym Rilke — podobnie jak kilka dziesiecioleci pozniej z genialng bezczeinoscia robit
to Thomas Bernhard — rozrasta sie i pleni w osobie i zewnetrznych, historycznych zdarzeniach,
w osobie arystokraty ze starego, przygniecionego wiasng historig i rycerska tradycja rodu
- Maltego Briggego.

No dobrze, zostawmy to na boku, na razie...

Rilke opisuje z niezwykla uwaga aure i szczeqéty gobelinéw z Cluny, destyluje
z nich tajemniczy obraz kobiecosci. Bohaterka szeSciu gobelindw — mitoda, piekna kobieta
w towarzystwie stuzacej i zwierzat herbowych, jednorozca i lwa — jest zajeta petnymi skupienia
i oddania czynnosciami: gra na organach, wije wianek, wybiera klejnoty; wszystko przepojone
medytacyjnym oczekiwaniem, gtebokim i ufnym marzeniem.

Malte opowiada dalej w swym liscie-dzienniku do Abelone, ze przychodza tu —
do gobelindw — tlumnie samotne dziewczyny, uciekinierki z domaw, ktore ,nic juz nie potrafig
zatrzymad, w sukienkach uszytych w czasach, kiedy quziczki z tytu zapinaty stuzace” Teraz nie
ma nikogo, kto mégtby to zrobi¢, zawsze wiec jakies dwa, trzy guziczki na plecach pozostaja
niezapiete.

- A jednak sita bezwtadu kobiety trwaja. W muzeum zapomnianego czasu, dawnej
kobiecosci. Siadaja przed gobelinami, kontempluja.

: Siadaja i w swych szkicownikach przerysowuja jakis kwiat, jakies zwierzatko,
a przeciez skrycie kontempluja tu cos, co bezpowrotnie utracity.

[ M Kondyga wyobrazana przez Rilkego — czy tez Musila i Brocha — tycazyla
postponowanego przez jezyk feminizmu wzorca kobiety-matki, kobiety-opiekunki, kobiety-
-kochanki etc.

. Rilke sktada w Maltem swoisty hotd kondycji mitosnej kobiety, ktdra uwaza
za nieporéwnanie giebsza niz mezczyzny. Kobieta dZzwiga mitosc i przynalezne jej cierpienie obu



stron, jednoczesnie rozwija ja w sobie i przenosi w formie tajemniczeqo przekazu. Dla Rilkego byt
to rodzaj ukrytego alchemicznego ,klejnotu” — z pokolenia na pokolenie. Mitycznym symbolem
tego klejnotu jest jednorozec.

Nie chciatbym postrzegac tych refleksji jako sporu z feministycznym ujeciem prawa kobiety
do rownopartnerstwa w cztowieczenstwie. To tylko ujawnienie powstatego posrod przemian
kulturowych wspétczesnosci braku gtebokiego i harmonijnego dojrzewania osobowosci do relagji
mitosne] — w szerokim stowa znaczeniu ~ owocujacego niepokojem, nerwicami i zamieraniem
poczucia zyciowego sensu, pozniej rowniez bezradnoscia i pustka matki wobec dziecka. Czy
mozna pogodzi¢ obie perspektywy? Trudno doprawdy powiedziec.

LMW Kuszeniu cichej Weroniki grana przez Ewe Skibinska bohaterka $ni pradawnym
snem Damy z jednorozcem. Bo takie jest przeznaczenie. Zasypiamy w jej towarzystwie.
.10 jedno z tych wielogodzinnych przedstawien Krystiana Lupy, o ktérych mozna powiedziec,
ze nie nasladuja zycia — sa zyciem” — relacjonowat w,Gazecie Wyborczej” Roman Pawtowski.

: W tym spektaklu to whasnie Weronika ustanawia requly tego ,zycia”. Niezaleznie
od logiki zewnetrznych uwarunkowar idzie przez gaszcz, podwodnych’, nieswiadomych gestow
— wiasng symboliczng $ciezka. W tym swiecie inaczej plynie czas, przestrzen zostaje réwniel
wprzegnieta w symboliczny labirynt znaczen.

LM, Jedynym dowodem za czy przeciw jakiemus cztowiekowi jest to, czy w poblizu niego
wznosimy sie czy opadamy” — pisat Musil w Marzycielach. Kto odpowiada za wieczne opadanie?

: Fatszywy nurt naszej kultury. W tym bezlitosnym zmaganiu kulturowych zafatszowarn
ze zdeterminowanym, choc nie w pelni Swiadomym glebokim ludzkim dazeniem do rozwoju
— kobieta ponosi czesto najbardziej bolesng ofiare.

L.M.: To spostrzezenie twoje czy Musila?

:Wydaje mi sie, ze spostrzezenia Musila — w sumie zastanawiajaco podobne - sg celne,
wreaz profetyczne. Kobieta nie powinna stawac sie taka jak mezczyzna, moze powinna wnies¢
w nadchodzaca epoke swoja czes? W najnowszych wynurzeniach dzisiejszej kultury zdaje sie
dominowac pierwiastek zenski, Warto przyjrzec sie temu, co kobieta wnosi w niezrozumiaty dla
wiekszosd mezczyzn obszar duchowy. Co tam ma?

!.M: Pytania bez odpowiedzi.

: Pytania? Czy jest to mozliwos¢ psychiczna, czy biologiczna? (o to jest za sita, jaki
kierunek?

Zaréwno Broch, jak i Musil byli zainteresowani nie tyle odebraniem kobietom ich tajemnicy,
co jej asymilacji we wiasny kosmos — co$ podobnego do jungowskiego rozpoznania animy
w procesie indywiduacyjnym. Zeby to osiagnac, pragneli sie z kobietami istotowo pofaczy¢, zejs¢
do podziemia, cudem empatii spenetrowac podtoze niezrozumienia wywotujacego nieunikniona
walke pici. Bo chociaz jestesmy dwiema potéwkami tego samego jabtka, to...

{.M.:...po zjedzeniu zostaje ogryzek. Brzydki, niejadalny.

: No whasnie.

LM Dlaczego wznawiasz tylko Kuszenie cichej Weroniki Musila bez Hanny Wendling
Brocha?

: Premiera po latach obu czesci bytaby skomplikowana. Hanna Wendling byta zbyt
duzym spektaklem, wielu aktorow nie pracuje juz w zespole Teatru Polskiego we Wroctawiu,
Kuszenie cichej Weroniki to natomiast przedstawienie kameralne, czteroosobowe.

[ .M. Wspaniate role Ewy Skibinskiej — Weroniki, Krzesistawy Dubieléwny — Ciotki,
Mariusza Kiljana — Demetera i Wojciecha Koscielniaka — Johannesa.

: Koscielniaka w roli Johannesa zastapit Adam Szczyszczaj, intrygujacy, mtody aktor.

LM Jak wspominasz prace nad Kuszeniem cichej Weroniki? Przygotowujac Dame
Z jednorozcem, tkwites pomiedzy realizacja innego, ,niemozliwego” projektu — dwoch czesa
Lunatykdw Brocha w Starym Teatrze w Krakowie.

. Kuszenie cichej Weroniki ma dla mnie szczegolne znaczenie. To byt pierwszy
od fat spektakl, w ktorym — wspdlnie z aktorami — tak odwaznie poszedtem w improwizacje,
nieobliczalne przygody...

Materia literacka Kuszenia cichej Weroniki zaktada niezwykty stopien komplikagji.

L. M.: Nie wiadomo nawet, kto opowiada te historie.

: Gdzie jest narrator? ,Ja” jest wedrujace, przeskakuje pomiedzy mna-czytelnikiem
a mna-autorem. Te dwa glosy sq na trwate ze soba splecione, az w pewnym momencie
przeradzaja sie w dialog. Przed chwila mowitem, jak wielki opér stawiat nam Musil przed
wkiadaniem gotowych fragmentéw opowiadania do przedstawienia. A jednak jest w Kuszeniu
cichej Weroniki jeden fragment — rozmowa pomiedzy Weronika a Johannesem — ktéry zostat
przez nas wziety wprost z opowiadania. To, moim zdaniem, jeden z najpiekniejszych dialogow

w Swiatowej literaturze, Arcy...
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Weronika — EWA SKIBINSKA




Lukasz Maciejewskrz | was surprised by your decision to revisit The Temptation of Quiet

Veronica, a production based on Robert Musil’s short story. In the recent years you have repeatedly
gone on record as saying that you're losing interest in adapting literary classics for the stage.

: Well, The Temptation of Quiet Veronica is an existing project, the opening
was in 1997. So it's not so much a new venture as a return to what we felt in Wroctaw was
animportant and stimulating production. Besides, the first time round we had a feeling that the
production hadn't got enough of a run. We didn't really get our fill back then.

For me, the chance to revisit The Temptation of Quiet Veronica is a return to a fascinating
adventure from my past. The first production was a disquieting and irreverent attempt
to give a non-literary treatment to a literary piece. At that time we tried to sneak a peek under
literature’s. .. Now | wonder. When it comes to literature, what is it that you can sneak a peek
under?

LM It underpants? Meaning, the critical and scholarly claims to some kind
of authoritative literary interpretation?

> Let me put it this way. Musil considered The Temptation of Quiet Veronica as his
greatest literary achievement. He said that the short story was to him the most extreme and
daring experience of trying to catch the elusive stuff of life in the netting of literary text.

When you read the short story, which does have a restless feel to it, you do indeed sense
that it is an attempt to touch the ineffable. In The Temptation of Quiet Veronica, those themes
that would later receive an analytical literary treatment in Musil’s late novel, The Man without
Qualities, are captured directly. In the short story, Musil assails the hidden strata of the psyche
with interior monologue so forceful that its momentum penetrates all the way to the sphere
of the non-verbal.

£.M.: Musil tried to reconcile his scientific knowledge with a poetic and humanist view
of the world, a view that’s independent of predefined canons. This also gets reflected in The
Temptation of Quiet Veronica.

: What we've got here is two separate selves: the rationalist, intellectual self of a man
named Johannes, and the visionary, irrational, almost mystical self of Veronica.

L.M.:The female element. ..

:Which is something Musil was obviously fascinated with. Musil had numerous female
friends, peculiar friends... For him, those women were the object of unending inquiry and
furtive abservation. Perhaps he was trying to understand the Other in the woman by a process
of osmosis (as it were), by cultivating a certain feminine region in his psyche and by exploring
that“other option” that we all possess, regardless of our biological sex.

L.M.: Gender studies stuff. ..

: Like Rilke, Musil sensed that women speak a lanquage of love that is foreign to men.
Rilke and Musil were both fascinated with texts written by medieval female mystics. Those texts
were not based on logical reasoning; instead, they were structured around associations occurring
between the symbolism of external events and the mental acts of an individual, acts that only
manifest themselves to the self. This goes all the way back to the primeval background of the sex
divide, which is the reason why misunderstandings between members of opposite sexes cannot

be resolved simply through rational discussion.



£ .M.: Does this mean that we are doomed to fail in that respect?

:No, what it means is we have to acknowledge the fact that there exists an area where
it becomes impossible to exchange information of a certain kind. It's like two people trying
to compare their subjective experiences of love, or their orgasms. No matter how thoroughly you
discuss it, you will never really know what it's like to the other person. You can only experience
it together, bodily, as a form of joint participation that feels mysterious and yet somehow
manifest at some instinctive level.

LM In May 1997, you directed The Temptation of Quiet Veronica and The Lady with the
Unicorn at the Polski Theatre in Wroctaw, the latter based on a short story Hanna Wendling
by Hermann Broch. Musil and Broch make an eloguent combination.

- The Lady with the Unicorn is what we called our theatrical duology based on short
stories by Broch and Musil. They were both unusual writers, highly sophisticated and open
to experimentation with their biological sex. And not just that, they were also very alive to other
limitations and boundaries inherent in the human condition.

L.M.: Would it be fair to say that in those two productions you concentrated mainly
on exploring the way Broch and Musil tried to redefine individual identity?

- In our culture it is much easier to engage in ethical experimentation than
it is to experiment with your biological sex; the latter is still considered taboo. Writers like
Broch, Musil or Rilke were among the first to try and artistically penetrate what then seemed
like an inviolable boundary.

£ M.; You mean the integrity of male and female identity?

: What they tried to do was create female characters not so much through outward,
analytic description as by an act of empathy, something like an osmotic act of alchemy. It was like
artificially growing a foetus of internal monologue on the tissue of their own psyche.

£.M.: You took the title for that theatrical duology from Rilke.

: What fascinated me was a passage in the first part of The Notebooks of Malte Laurids
Brigge where Rilke writes about the fifteenth-century tapestries kept in The National Museum
of the Middle Ages in Cluny. There is a series of tapestries there called The Lady with the Unicorn:
“There are tapestries here, Abelone, wall tapestries. | imagine that you are here; six tapestries

there are: come, let us pass slowly before them. But first step back, and see them all at once.

How peaceful they are, are they not? There is little variety in them, There is always that oval,
blue island, floating on a background of modest red, which is decked with flowers and inhabited
by tiny animals busy with their own affairs. Only yonder, in the last hanging, the island rises
alittle, asifit had grown lighter. It has always one figure on it, a lady in various costumes, but she
is 2lways the same. [...] The island has become broader. A tent has been set up. Of blue damask
and flaming gold. The animals hold it open, and she is stepping forward, homely almost in her
queenly attire. For what are her pearls compared with herself? The maid has opened a smali
casket and now she lifts from it a chain, a ponderous, magnificent ornament that has always
been kept under fock and key. The little dog sits beside her on a high place prepared for it, and
looks on. Have you discovered the motto on the upper edge of the tent? It is; A mon seul désir.
[...] Abelone, | dream that you are here. Do you understand, Abelone? | think you do” (translated
by John Linton).

Abelone. .. Rilke is describing those tapestries to his sister — or perhaps not quite to her
actual self, after all this is Rilke's sister as depicted in Malte. It is difficult to grasp this description
using what we might call good old sensible discourse. What does it actually stand for? What
is Malte? Primarily, itis a spiritual autobiography, a kind of diary where Rilke’s own self expands
and branches out using the person and the historical context of Malte Brigge, an aristocrat
weighed down by his own life and by the chivalric traditions of his great family. Several decades
later Thomas Bernhard would use the same device with inspired impudence. But that is a side
issue, 50 let us put it to one side for the time being.

Rilke describes the atmosphere and the details of the Cluny tapestries with extraordinary
care in order to distil from them a mysterious picture of womanhood. The heroine shown in those
six wall hangings is a younqg and beautiful woman accompanied by a maid and two heraldic
animals, a unicorn and a lion. In each tapestry she is shown as performing an activity that requires
a great deal of concentration: playing the organ, making a flower wreath, selecting jewels, etc.
The scenes are all imbued with a sense of meditative expectation, they feel like a dream that’s
dreamed in a deep, trusting sleep.

Later on in his notebook/letter to Abelone Malte says that the tapestries are viewed
by crowds of single girls who run away from their impoverished families and wear dresses made
ata time when it was the role of the maidservant to do up the buttons at the back. Now the girls

o



no lenger have maids to do it for them, so theres always a button or two at the back of their
dresses that's undone.

.M In other words, women have a way of carrying on by force of inertia. In a museum
devoted to a forgotten time they sit in front of tapestries and contemplate past femininity.

- On the face of it, they are just sitting there, copying details into their sketchbooks —
a floral detail here, an little animal there — but in fact they are secretly contemplating a thing
they have irretrievably lost.

L. M.: The female condition as imagined by Rilke (or Musil, or Broch) is related to the sort
of figures that have received short shrift at the hands of feminist theory — of woman as mother,
carer, or lover.

:In Malte, Rilke pays a kind of homage to female love, which he believes isincomparably
more profound than its male counterpart. The woman carries in her the love of both parties,
with all its attendant pains and sufferings; she lets it develop inside her, and passes it on like
a mysterious message. For Rilke, this was a kind of hidden alchemic “gem” thats being handed
down from generation to generation. In myth, that gem is symbolized by the unicorn.

The last thing | would want to happen is for our musings to be treated as an implicit
critigue of the feminist concept that women are inherently equal partners in humanity. All
I'm trying to say is that we are glimpsing a certain deficiency that has come about as a side effect
of the cultural changes of modernity. Namely, we seem to no longer go through that deep and
harmonious process whereby a personality could mature for what we might broadly call a fove
relationship. it's a shortcoming that produces anxiety, neuroses and a sense of life’s pointiessness,
later followed by a mother’s feeling of empty helplessness towards her child. Is it possible
to somehow reconcile the two worlds and get the best of each? It is really hard to tell.

t.M.: In The Temptation of Quiet Veronica, Ewa Skibinska, who plays Veronica, dreams
that ancient dream from The Lady with the Unicorn. This is destiny, we are allowed to fall asleep
in her company. Roman Pawtowski, a reviewer for “Gazeta Wyborcza”, described the performance
as “one of those hours-long productions by Lupa that not so much imitate life as actually
amount to life itself”

» In the production Veronica sets the rules for that kind of “life”. She disregards the

external logic of her circumstances and follows a symbolic path of her own through a thicket

of “submerged” unconscious gestures. Time flows differently in that world, and space is likewise
harnessed into a maze symbolic of meanings.

L.M.:“The only kind of evidence to be weighed in favour or against a man is whether
he makes us rise or fall” — this is an idea of Musil's as expressed in The Dreamers. Who is respon-
sible for that eternal falling?

- It's that current of falsehood that’s present in our culture. Women often pay the
heaviest price in that ruthless struggle between cultural faisity and our subconscious tendency
to make a determined search for growth.

t.M.: 1s that your insight or Musil’s?

: Musil's observation seems spot on, prophetic almost. A woman should not try
to become the same as a man, perhaps the new era is calling for her unique contribution. The
female element seems to predominate among the most recent manifestations of culturaf life.
It's a good idea to examine the female contribution to the area of spirituality, an area that's
incomprehensible to most men. What is it that a woman guards inside her?

£.M.: Unanswerable questions.

: The questions would be: are we dealing here with a psychological potential
or a biological one? What kind of force is that? What is it directed at?

What Broch and Musil wanted to achieve was not so much to rob women of that mystery
as to assimilate it into their own cosmos in a process similar to getting in touch with the anima
as part of the Jungian process of individuation. They wanted to become substantially united
to women, to descend into the underworld, and to use the miracle of empathy to penetrate the
background of confusion and misunderstanding that underlies the inescapable conflict between
the sexes. That's because even though the two sexes may be like two halves of an apple. ..

t.M: ... when you've eaten the apple all that's left is an ugly and unappetizing core?

: Precisely.

L.M.: Why are you reviving Musil's The Temptation of Quiet Veronica but not Broch's Hanna
Wendling?

: Reviving both after all those years would be difficult. Hanna Wendling was a big
production, and many of the cast members have moved on and left the Polski Theatre in Wroctaw.

The Temptation of Quiet Veronica is a smaller production with just four charactersiniit.



£.M.: The original production involved some magnificent acting from Ewa Skibiriska
as Veronica, Krzesistawa Dubieléwna as the Aunt, Mariusz Kiljan as Demeter and Wojciech
Koscielniak as lohannes.

: Koscielniak has been replaced as Johannes by Adam Szczyszczaj, who is an intriguing

young actor.

£ M.: What are your memories of working on The Temptation of Quiet Veronica? When
working on The Lady with the Unicorn you were actually in between two “impossible” projects,
the two parts of Broch's The Sleepwalkers in the Stary Theatre in Cracow.

. The Temptation of Quiet Veronica has a special meaning for me. It was the first
production in years where the cast and myself had engaged in improvisation and adlibbing
to such an extent. A lot of it was totally unpredictable stuff. . .

The literary fabric of The Temptation of Quiet Veronica involves an extraordinary degree
of complication.
£.M:1t's not even clear who the narrator is.

: That's right — where is the narrator? The “I" is constantly drifting, it shifts from
“me-as-the-reader” to “me-as-the-author.” Those two voices are woven together so inextricably
that at one point they morph into dialogue. A moment ago | talked about Musil's writing, and
the fierce resistance it put up when we tried to insert some verbatim excerpts from his story into
our production. But in the case of The Temptation of Quiet Veronica there actually is a passage
that comes straight from the story, a conversation between Veronica and lohannes. To me, that
exchange is one of the high paints of the world's literary history when it comes to dialogue.
A master. ..

£.M.: But when you watch the production, what you get even more of are the silent spells,
the periods of waiting, filled both with expectation but also with the fear that the eventual
outcome will frustrate the expectation.

: Once Johannes leaves everything starts to fall apart. The fabric of the production
is disintegrating, things come unravelled. We treated Musil’s text as a layer of soil and used
it to grow other texts, including some of our own.

| would take passages from Musil's short story and turn them into dialogues. What
| wanted was to take those literary insights and give them a chance to start budding. They would
swell and grow to an unnerving size, struggling for survival.

So we would create new visions of our own, quite independently of Musil's original text,
Take the farewell dinner scene. We had prepared two versions. One was more realisticand faithful
to its literary source, the other was an equivalent of Veronica's fantasies: wild, frenetic, spastic.
The actors would embed their own personal dreams in their scenes.

L.M.: On the one hand, Veronica mythologizes the departure of Johannes. On the other,
she is summoning his death.

- She is waiting for him to die. Johannes says to Veronica: “Let’s leave together”
Veronica explains that she has to stay in the house with her aunt, that she can't leave her and
go with him unless he were to die.

If Johannes's life were at stake, Veronica would have to make a move. She would have
to break the spell of immobility. ..
£.M.: But Veronica is passive. She's waiting, and waiting, and waiting. . .

- In addition to the archetype of “the lady with the unicorn” we also used another
one, that of “the princess” To win and marry the princess, a knight had to slay a dragon,
i.e. perform an extremely dangerous exploit. That archetype is rooted in the natural world, just
look at the animals and the birds. The males compete for the females. The weak opponent dies, the
strong one conquers. In its human version, this archetype takes on a halo of symbolic meanings.
It changes and evolves to a paint where it becomes a mystery of almost religious proportions.

£.M.: Is Veronica that kind of princess?

- She has the sense that her lover must face doom before she can follow the call of her
desire, her fantasy. All that is quite independent of her conscious volition, and it's mysteriously
connected with the motif of “the lady with the unicorn.”| mean by that the secret contemplation
of a hidden meaning that gets handed down from generation to generation in love myths
or love stories. Systems of ethical values become embedded into family refationships to bear fruit
as maternal love. The child — be it a boy or a girl — goes through life equipped with the same
strange love-faith; an inscrutable mystery. Like a jewel locked in a casket that you cannot open
or see.

£ .M Veronica has locked her jewel away.

:Mmm. .. The way we worked on that production was a bit like a séance.

To me, The Temptation of Quiet Veronica was the most important improvised experiment
since the time | spent working in Jelenia Gora.



In that production, literature is nothing but an act of provocation, a deeply
hidden layer that must be conquered. You do that by subjecting it to a process of, well,
fermentation, if you like, which takes shape through improvisation, both mine and the actors.
| remember my great apprehension, | was afraid of failure. | feared that | would not be able
to grasp it, and at the end of the day would just stand there, alone and helpless before. . .

[ Mz, the ineffable?

: Some of the directing work took place at night. Broch refers somewhere to a state

of heightened wakefulness that takes place in half-sleep. My nocturnal work was like that, with

meanings crystallizing when you're asleep or half-awake, in a kind of lethargic state.
| kept a dictaphone by my bedside. | would record comments without getting fully
awake, and in the cold light of day | would write those thoughts down, or play the recordings
to my actors. That way, things were getting born. Now soft, now loud. A process of tempting. ...
1 11: Do you remember your last night's dream?
:You wouldn't want that in your interview.

Interview by tukasz Maciejewski
Translated by Piotr Szymczak

Johannes — ADAM SZ(CZYSZCZAJ
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