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Wegajty Theatre or Building Community*

Magdalena Hasiuk and Joanna Kocemba-Zebrowska

Wegajty Theatre evolved from an alternative creative group - the Inte:discip!inary In-
stitution of Creativity and Research “Workshop”, founded in 1977 in Olsztyn - a provin.
cial city in the North-East of Poland (in Warmia). Among the founders of the Workshop
were Waclaw Sobaszek and Erdmute Sobaszek (née: Henkys) - subsequently the cre-
ators of the Wegajty Theatre. A distinctive feature of the Workshop's activities that set
them apart from the rest of the Polish counterculture was the combination of artistic
and social exploration. The Wegajty Theatre continues and develops the activity of the
Workshop in many areas.

In communist Poland, the artistic and environmental actions in urban spaces carried
out by the members of the Workshop, had a very distinct political dimension. Short-lived
communities were established for the time of the performances with spectators-partic-
ipants. These were based on a critical attitude toward the surrounding reality and were
a typical strategy used by alternative groups (e.g., the purpose of the 1980s paratheat-
rical action Smok was to draw the attention of Olsztyn's citizens to the polluted River
Lyna flowing through the city). At the same time, the Workshop took its performances
and creative activities to closed, unfavored groups, such as students of special schools
or youth from educational centers. In February 1978, a series of workshops (artistic,
musical, theatrical and paratheatrical) were prepared with Olsztyn youth, titled Winter
Activities (Kornas, 2012, pp. 189-192). This second model was much less frequently used
in 1970s Poland. Its essence was no longer a common rebellion, but the establishment
of relations via art. The aim of artistic activities undertaken in these environments was
to develop the creativity of people who did not normally engage in art. This does not
mean that the artistic value was omitted.

The predominant distinguishing feature of the Workshaop's activities was the sper-.:ial at-
titude toward the cooperation with spectators and participants in its projects. Building
this relationship was not about “catching contact”, “entering the audience’s world’, nor
“building your own audience”. It was important to meet with the community and cré-
ate an environment based on deeper ties. It is thanks to the local contacts = accﬂl‘dinE
to the creators of the Workshop - that in a given place “culture® can develop once..

(W. Sobaszek, 1983, p. 22). In order for this to happen, artists cooperating with a pa™
ticular group were careful to observe whether they acted for someone, by someong,

the help of someone (using someone) or together with someone. The aim of the wgrks]:lﬂl-"
was to practice the latter attitude based on partnership co-creation of artistic activiies:

_ Sl i : ©3/00357:
39 The research resulting in this twit was financed by the National Science Center, application number: 201 7/26/EfH
40 In the etymological sense us well.




waclaw Sﬂhas,zEk Wrmef “Hn“j difﬁﬂ,u Ititisto do somethin
ihe help Of children, using children” and “then the adylt has (¢ o

ol and 31+sq - wh::l:h is not easy - take something from :::hii-::lsr 0 give something of him-
7). Creating art with someone and s:haping important social ¢ F.I‘n (W. Sobaszek, 1983, p.
pecome the main goal of the Wegajty Theatre, elations through art would

g with children, not only with

o creation of the Theatre was a response to the i o 1

z:d he closure of the Workshop by Fhe Siith ;:E;;nl::::gz;‘t; g;::;mal law (1981-1983
created by members wl:m felt that “the situation is unbearable” I[DurtFr ;as s._;];sequenﬂ}r
Their action was a utopian practice. They dismissed, as Mikel Dufrenne :.1'.'? t 3‘:':', S
der, like a guerilla who disagrees with injustice (...) but on ek Bt : e "a :et or-
something desirable: the negation of what is now implies the afﬁrmatiué uFl:eurs'ut[lj:?‘:’]'
(1983, p- 69). The return to the sources of ethnic cultures, the search for artistic materi-
), performative matrices and above all, the living creative impulses behind folk culture
were to be a desirable and alternative response to the oppression of martial law". an;
that point on they would create the space for creative activities (making music, work-
shops, performative activities in the natural environment). Such action had already been
done outside the city. s

)

The name of the theatre was derived from the ethnically diverse Warmian village where
the theatre was founded and exists to this day. The theatre building itself (as it has often
been the case of 20th century theatre) is a barn/cowshed adapted for theatrical purpos-
es. One of the most important artistic actions of the Workshop, and perhaps the most
important one for the history of the Wegajty Theatre, was Journey to Home organized
in April 1979 (by Ewa Kusiérka-Woloczko, Waclaw Sobaszek and Krzysztof Eepkowski).
It consisted of a cycle of wandering from Olsztyn to the neighboring villages. The par-
ticipants of the event crossed the forests and visited farms abandoned by Warmians
after 1975%, The houses were desolate and partially destroyed but traces of old family
life could still be found in them. After the Workshop was shu_t down, in one of xth-:se
houses, on the outskirts of the Wegaijty village, about twenty kllﬂﬂ‘!?tEI’S f::a_m (:llzﬁt}rn,
the Sobaszeks settled. A few years later, Wolfgang and Malgorzata Niklaus joine them.
Itis the coexistence of various traditions, the memory of the “empty Ip:::;“z::‘r 1‘:3
i specificity of a group of townspeople - STangers . ﬂ"'l};!m i{}:‘;:litr-:iursi grew l.11|3 in
' the community living in these areas, but also to each O 7€ mh::rs of the Wegajty
different countries, regions and traditions) - which made the MEIRE 0 0 itivity, the
3 s As aresult of this sensitivity,

eatre more sensitive for openness toward otherness. unities, as well as the need

t?? ceveloped skills of communicating w.;;lh Cl“";i‘:::::u;i rathe; than a consensual
réate a common modus vivendi, base L i

of association, © ur-
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community*. This required not only openness, but also the ability to see and builq ,
field connecting different people and groups that did not fit together to begin with S

From the beginning, the openness practiced inside the group resulted from the per-
ception of the Theatre as a guest house for newcomers. The Wegajty Theatre itself wag
born from the collective playing of music by a group of friends - it was only ”ﬂun'dl
1986 or 1987 that this unrestrained creativity gained the frame of an alternative theatre,
After years of working with a changing but relatively stable team, 2011 saw the mp
disperse.

The core of the Wegajty Theatre are Erdmute and Waclaw Sobaszek, while the other
performers are involved in its activities to variable degrees. Regardless of the group's
existence, work on theatrical performances and their shows have always been an ef
fective pretext for the Wegajty Theatre to be a space co-created by actors and viewers,
as well as a starting point for coming together. Over time, the practice has developed

to enable every person to express their opinion during important, conclusive conversa-

tions. The creators of Wegajty, who were frequent guests of various festivals in the first
phase of their work, tried to transfer their social practices to foreign festival spaces (e.g.,
International Theatre Festival On the Border / now Bez Granic, E6dz Theatre Meetings,
Alternative Theatre Meetings “Klamra”, COS Reus - Festival Internacional de moviment
and teatre gestual). Nowhere, however, were they as effective as in Wegaijty, where a
special place, isolation, closeness to nature and free time allows people to immerse in
mutual “being”.

Regardless of the type of actions undertaken, the artistic and social practice of the team
can be viewed through the prism of the community it creates. I

“Theatre Village” Festival

The art practiced in Wegajty links the aesthetic experience - as Mikel Dufrenne formulat=

ed it — with the opening of man to the world, which can stimulate and direct his actions:

This openness to the world also means opening up to people around us, seeing our oI

goals and possibilities and responding to the world's challenges. These issues have been
delved into for 15 years (since 2003) as part of the interdisciplinary festival Theatre Villages
a community of people involved in building a world of coexistence (in the posbhumﬂ‘_l
dimension) and dialogue based on deep democracy and local cultural tradition. It is pra&
titioners, animators, activists, pedagogues from Poland and abroad who most often come
to Wegajty. The presence of those people in an isolated, attractive natural environment
for a few days and their participation in performances, concerts, music, dances, 4

43 Rancitre differentiotes a consensual and dissensual community: "consensus is the idea of the proper” ([Corcordns 10101-?‘-
2), "itis the conjunction of a determined regime of opinion and a determined regime of right, both pesited '-”'_""'g:_mf’s 4
community’s identification with itself, with nothing left over” (Runciéro, 1999, p. 102), “By conlrast, the logic @ mu“u
consists in the demonstration of the certain impropriety” (Corcoran, 2010, p. 2. What's more, the dissensus of 8 €0 alily
based on disagreement, enables the ehange of what is invisible and inaidible: “the dissensus by which the invisible eEE

S

: i i _ . . i res pight 0
subtending social distinction is made visible, and the inaudible speech of those rejected into the obscure night N

audible, thereby enacts a different sharing of the sensible” (Corcoran, 2010, p. 7).
#4 An important inspiration came from process-oriented psychology by Arnold and Amy Mindell (Mindell, 2014).




hop grﬂups, seminars, meeﬁljgs and conversations, as w
8 g unity based on experiences and relations gene
;eﬁ'ﬂt ed to art and social life. The festival becomes an
oups of art.lsts from Frt}lal'l d. z;:ld Lahrt.n}c!, belonging to different cultures and having dif-
forent eXperiences (artists with disabilities, companies made up of refugees, a group of

R as well as people not rel T
esocialized person s) _ related to art. Life in the Theatre Vill
compared to life in the theatre, which Peter Brook defined as: e

ell as communal eating, creates
rated through art and reflections
Opportunity to meet with various

“more visible, more vivid than on the outside. (...) Life in the theatre is more
readable and intense because it is more concentrated. The act of reducing
space and compressing time creates a concentrate, (...) The compression con-
sists of removing everything that is not strictly necessary and intensifying
what is there, such as putting a strong adjective in the place of a bland one,
whilst preserving the impression of spontaneity” (Brook, 1993, pp. 9-10).

Hence, the community of the Theatre Village is based on intense and profound relation-
ships. It is not a coincidence that a significant part of the community of Polish culture
animators has been formed based on the experience of the Wegajty Theatre and Thea-
tre Village. '

The Community of Wegaijty Village

While relations built with spectators coming to the Theatre from different parts of the
country and abroad are usually creative and often develop into long-term cooperation,
relationships with the inhabitants of the village are more complex. One can risk stating
that the cooperation between artists from the Wegajty Theatre and a large percentage
of inhabitants of Wegajty is not always fruitful. Some residents who show a favorable
interest in the activities of the Theatre, would rather not participate in its activities.
However, their children take part in the activities proposed by the Theatre. What s im-
portant is that in the past a village identity was created based on the existence of the
Theatre, and used, for example, in the campaign against closing a school in Jonkowo
(Hill, 2017, p. 161). Today, some residents treat the Theatre with indifference, while oth-
ers are even reluctant to visit it*.

There are many reasons for these contrasting attitudes. It is worth pointing out that
there are visible and persistent differences in the artistic and cultural interests of the
village residents and the creators and guests of the Theatre. Artists from the Theatre,
although living in the countryside, were all shaped in an urban environment. The com-
Pany’s relationship with the inhabitants of the village changes over the years. Many the-
atre activitieg either involved the participutiun of the local com munif_v or WE,:‘E dlrv.:cted
'oWard it. The members of the theatre organized folk parties, collective music sessions,
Music lessong (Pawlak, 1991, p. 17). They also made numerous attempts to establish the

i Joeri been cooperating with
. Elibieta and Reinold Goerigk, who have bee: ating w
pe E:;I'Jl"h]'llr_'..' were also members ol the quajt‘y‘!.hnlll:lz Association
i in the village whire this is the case.

45 The .
w:LL?mp‘“F has an exceptional relationship with the cou
1Y Theatre for muny years while running their own fart

R coupls of years, The guests of the Theatre stay in their house - the only house
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Music Center in the Jonkowo area (E. Sobaszek, 1991). In the mid-1990s they
during the Christmas season in the Wegajty village (they found a goat mask ysge
former carolers in the attic of one of the homes in Wegajty which they still yse te
day). For several years, a group of performers (Performeria Warszawy) has be
ning artistic activities in the village (community arts model) and inviting resid
participate. The festival Theatre Village ends with a féte in the center of the vil|
local children take part in the artistic activities. One particular event long divided
ple associated with the Theatre from some of the members of the village commuy
racist incident that occurred in 2006. During the Theatre Village festival, a Morogear
participant - Abdel Mandili - was beaten up in the village of Wegaijty. i

The relations between the Wegajty Theatre and the village community are m
mensional, complicated, changing over the years, and their current state req
further research*, Certainly, the issue of reception of the theatre’s activity whi
dedicated to the local community calls for it. A common observation lead us t
lieve that the inhabitants of the village are rather skeptical about the activity o
Theatre. From short descriptions of the experiences of researchers arriving a
Wegaijty Theatre, we learn that some villagers responded to questionnaires sayi
the theatre has not yet been built (which is not true), and pointed to the So
family house (Kornas, 1989, p. 20). Most of the information about the local ag
refers to declarations rather than evidence of specific actions. “We are active i
ganizing a day room, creating a band, a children’s music band” (Klosiewicz, 199
12) - this is what we can gather about the relationship with the local communi
a multi-page text that discusses the activity of the theatre. In newer texts, this subiji
appears even less frequently.

Caroling: Dziadéwek and Nowica

Since it was founded, the Wegajty Theatre has organized expeditions to local commt
nities in Poland and abroad. Initially, members of the group looked for answers
“questions about the relationship between theatre and traditional culture” (W. So
2007, p. 9) in folk culture. They penetrated traditional culture thanks to scientific
graphic studies, songs, descriptions of performative folk actions, as well as the lib
works by the outstanding Polish ethnographer, song collector and folklore artis
Kolberg. The information was also sought at the source — through talking with the
representatives of rural communities. They, the theatre, asked about folk theatre
and dances, and collected stories and songs that they later used in their eclectic
mances. At the beginning of the 1990s the purpose of these expeditions changed
assumed a performative character. The members of the Wegajty Theatre began t '
tice the old custom of Christmas and Easter caroling in the countryside from whi? .
customs emerged. Dziadéwek - a village in the Suwalki region and Nowica -2 villag
the Lower Beskids have been the most important caroling destinations of the
Theatre, They have been visited by the team continuously from the early "90s t

46 A PhD thesis on this subject was written ten years ago [Kwiatkowska, 2008).



. m Wegajty went to both Dziadéwek ;
Artists IEI‘I'-"I \ .. Aacowek and Nowica, through yiy ;
hips with residents anc'i gaining Ir'tvft:fitlnl1. The actors still maintginestab!ishmg T*’*"“‘“E’“‘
with the local communities, also visiting them outside the period of i':fz;i; .

poth ':ff the m;_e ;va?::aﬁ.]ac?spar? depopulated agricultural villages, far from big cities
[nhabitants of NO e of Polish and Ukrainian origin, there is an Orthodox church.

and two languages are spoken in the village. Artists moved into the picturesque Nowi
twenty years ago butare still partly at odds with the indigenous people TherT;,L:: ath:;:.r tI;:
rriends of Nowica Ass?matinn, which organizes the annual festival T’I';e Innovica Inter-
national Theatre Meetings involve Polish and Ukrainian artists km'-:wn in the circles of
independent culture. The theme of penetrating cultures dominates during the time of
the festival. Interestingly enough, the local residents do not attend this event.

Artists of the Wegajty Theatre, using and theatralizing the caroling customs, go from
house to house and from farm to farm during Christmas (in Nowica) and Easter (in Dzi-
adowek). Music plays an extremely important role in this process, and it can be heard
from a distance. The music is traditional, played on appropriate instruments. In accord-
ance with tradition, most of the residents of the village recognize songs and join in with
the performance. Carolers sing a so-called “window syllable” at the entrance of a house
to convince the houseowners to open the door. Once in the house, the group initiates
numerous songs, orations, dances and conversations, and hosts prepare refreshments:
cookies, sausages and alcohol. During Christmas caroling, artists also show short
scenes from seasonal sketches featuring Death, King Herod, a Jew and a Goat.

The essence of the contemporary caroling organized by the Wegajty Theatre is the
maintenance of already established relationships with the inhabitants of the villages
and the creation of new ones. The performance of caroling does not get a chance to
existif the hosts do not let the carolers into their home, and its quality depends on what
happens inside. This is partly enforced by the caroling formula its.ulf, :mdl itis partly the
strategy adopted by the Wegajty Theatre: the task of the carolers is to activate the hu:\sts
during the visit so that they take part in the spectacle. The role of Fhe ho?.ts_ is creative
and key to the existence of the show. The < nhabitants are not passive recipients of the

performance, but its co-creators.

The caroling by the Wegajty Theatre, both in hfmn-i::a and in szadowf-k‘, e;-d'sﬂ:;']:::'e;
theatrical performance. New Year's Cribin N-::-wllcn and Easter Dﬁ.ur:;m.e :,nﬁe ..mlh: e
are an opportunity for the inhabitants of the village to come t?zgen'elr{t_ A :;cial rlelw
Ormance, dancing takes place, which can last uun% Imf&.m:fl t ;whgﬂé Ehpc kg
onships with residents have particularly devul?petl 2 PMR‘IETIJEI& repares his I:;ar:h
‘nvolved in organizing the caroling, Every yean Sylwester Podbielsk, p

- i ith his father
: i o This was previously done with
N which the final performance takes place. This i “[:E e O o iared

LIE;T}’}E Podbielski. In the beginning, faamﬂnl:’ :flcli; as Grandmother Maliszewska. Un-

. e house lv homeowner, Knowt i herpa! b las

til recently, :li:: :]:S;rsfayed at a house in the center of pziadowek own ¥ g
OWn as Mrs. Irena.
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involvement seems to be in decline and the actors of the Wag,
jty Theatre are increasingly being denied entry to H"ne hmtises. They do not sleep at ; .
of the villagers’ homes (a beautiful wooden house 1s avmlal‘ﬂe to them free‘m- chagl}
but it’s a hotel) and the final performance is shown at.thle t:ll!a.]?,E.Sthnn] bunlding_
possible reason for this is a certain saturation of artistic |'n|tmt|~.r.es organized in ghe
village and the tiredness of inhabitants (although quajfys caroling is the anly case
of “visiting” artists inviting residents to participate). But in general, most residents gf
Nowica greet artists from Wegajty with great warmth. i

In Nowica, the residents’

!
Friendly contact with the inhabitants of Dziadéwek and Nowica, as well as the inyolyg. |
ment of the inhabitants of Dziadéwek in the organization of expeditions, results
only from the long-term interest of the members of the Theatre. It is also the effect gf
showing theatrical activities using performative forms drawn from folk culture. U
doubtedly, Christmas caroling (both winter and spring), even if now partially forgotten,
is a solid form of practicing communion and opening the doors of houses to Newcoms"
ers. For artists from Wegaity, folk culture serves as a kind of entrance ticket to the vil-
lagers’ houses and it is treated that way by all parties included. Members of the Theatre
are not always concerned with ethnographic scrupulosity. The order in which the songs’
and orations are performed or their content is frequently changed. Folk culture is im=
portant, not per se, but as a cultural practice of a group of people, which can also sup-

port the present-day process of building relationships with the community.
Other Theatre School (OTS)

The Other Theatre School was first organized in 2000 after about ten years of caroli g
work. It was founded to systematize workshops that prepared people willing to particis
pate in theatrical expeditions. As part of the Other Theatre School, expeditions are fie
three times a year during the most important events of the traditional Polish Year:
January (Christmas caroling), in February or March (Shrovetide) and in March or Apr
(Easter caroling). Additionally, it enables people who have been caroling for many years.
to also develop their skills thanks to the formula of partnership teaching, based on the
principles of mutual education and self-education, and the exchange of knowledge ané
skills (despite a clearly defined teacher). This is achieved through the continuous int 03
duction of new participants into the caroling practice, which allows older carolers B8
experience the emotions and observations of the new performers and relive or reasses
their own reactions and experiences, This results in undermining the usual patterns of
theatrical expeditions, As Waclaw and Erdmute Sobaszek wrote: “The school offerst e
opportunity for focused, reliable work, a fresh approach with a constantly renewings
young team, a significant supply of strength, sensitivity, an unprejudiced, a naturaliy
open and critical attitude” (E. & W. Sobaszek, 2002, p. 150)

A single workshop of the Other Theatre School lasts about 7-10 days. Its first part (4-6

days) takes p.]ace at the theatre in Wegajty, however, the participants come with pre-pres
pared material relating to the s

i e t commok
ropositio ubject proposed by Waclaw Sobaszek. The most com .
Propositions are: short texts, fragments of prose or poetry, songs, thoughts and IMPTEs



ons. The first days of the workshop are spent on sharin
o

work L and_ peposnst The ?i_m of the workshop is to develop various types
of stage and socid SL—HIIS ﬂﬂ?{mgst. participants; to a lesser extent it also serves the de-
‘-Eiﬂpment O S s}nlls_ Next, OTS participants get to know songs, dances
and customs related to the precise event of the Polish Year. During the Prepa;atinn of
shrovetide, stude_nts learn to prepare masks. The performances are collages of scenes
created from the improvisations of workshop participants using the prepared materials.
subsequent parts of the performance combine the subject-theme or musical theme, with-
out plot or cau se-and-effect relationships.

g material and general workshop

ror several years, the workshops of the Other Theatre School have been ending with
a new premiere at the Wegajty Theatre. Waclaw Sobaszek - director of the show, who
takes care of the aesthetic cohesion of the performance, is responsible for editing the
ctudes. The number of rehearsals is limited. In the recent years, the artistic quality of
the Wegajty Theatre performances has been dominated by their social meaning and the
critical dimension encapsulated in the unique forms of musical theatre, which at times
has elements of Brecht's political cabaret. Acting skills or performers’ workshop efforts
fade into the background, becoming of secondary importance. The most important
thing is the personal attitude of the actors toward selected problems (usually of social
nature), a combination of critical thinking and emotional involvement.

During work on the performance, in which actors talk about topics they find impor-
tant, the atmosphere and the non-hierarchical process of education increases the sense
of community within the group. The contacts and friendships established during that
time often develop beyond the school and resultin a deep relationship with the Wegajty
Theatre as well,

Needy Theatre - Social Welfare Home (SWH)

There is a special area of activity of the We gajty Theatre in the Social Welfare Home in the
nearby village of Jonkowo. The placement of artists in a home for people with disabilities
and senior citizens who are unable to live independently was initiated by SWH employ-
ees, around 1995, The artists organized a concert which turned into a dance party. En-
couraged by the attitude of the residents and the openness of the staff at the time*, they
began to regularly organize dances and concerts. These actions for someone turned out
N0t to be enough. The Sobaszeks noticed that although they knew the residents of SWH
by sight, they knew nothing about them. So, they proposed art workshops. As a result, t‘he
artists discovered individuals with a special story and sometimes a colorful personahl::-:!,
In this way they met Albin Krajewski - a sculptor and charismatic creator, Jan Jendrycki,
Haling Burzyriska - an actress who had a combination of internal strength and great sen-
Slivity, Zygmunt Markowski, Irena Anacka, Krystyna Polaniczyk an.d Henryk Kuk?wskl_
© Creators of the Wegajty Theatre discovered that “the part that is SWH, cut off from

of difficult cooperation. Kamila Paprecks

7 Follgm |
il -tivities, came a time ; :
¢ i change of management, the cobperation

1 the initial staff’s open-mindedness to theatrical .
ﬂ;:rcw"'“‘ ahout "texic mlnﬁ"m:i" (2013, p. 77), Howover, recently, along with the
e the staff and the theatre returned to a positive one.



the social body” is not an anonymous mass, but a colorful collective that should be invi
to perform. This task was undertaken by Waclaw Sobaszek, who also wanted to find
artistic use for these people and, as a director, tra nsform them from “experiencing” up
to “acting” units (Paprocka, 2013, p. 83). This is how the Hazbeszkwej theatre was cre
- today the Needy Theatre -~ composed of members of the Wegajty Theatre, partic
of the Other Theatre School and residents of the SWI.

Since 2009, the team has prepared 5 premieres based on classic European and Polj
texts. As a result of their participation in theatrical performances and their presen
tions in Jonkowo, Wegajty and Olsztyn, the actors not only regained their social voig
but also shared existential experiences with the spectators. Their interpretations of t
plays’ characters brought depth and new dimensions to the figures. By introducing ¢
experience of exclusion, weaknesses, and deprivation into the cultural texts, they &
vealed their own strength, internal wealth and uniqueness. Their reinterpretationss
the classics were characterized by freshness and proved to be extremely valuable i
social sense, and often aesthetically interesting.

The example of the cooperation between the Wegajty Theatre and the SWH shows th
artists' practices directly change the world: “artistic practices are ‘ways of doing and ma
ing’ that intervene in the general distribution of ways of doing and making as well ast
the relationship they maintain to modes of being and forms of visibility” (Ranciere, 208
p. 13). Discovering artists amongst the SWH inhabitants, members of the Wegaijty Th
atre entered the field of, as Jacques Ranciére writes, distribution of the sensible, whi
“reveals who can have a share in what is common to the community” and “defines Wi
is visible or not visible in a common space” (Ranciére, 2004, p. 13). For that reason, “ag
thetics are at the core of politics” Ranciére, 2004, p. 14). In this situation, the regular d
tribution of the bodies and voices in the total institution of the Social Welfare Home W
questioned, and artistic activity of a political character was enabled: “the stage, which
simultaneously a locus of public activity and the exhibition-space for ‘fantasies’ distw :
the clear partition of identities, activities, and spaces” (Ranciere, 2004, p. 13).

The bonds that members of the Wegajty Theatre build with one another, with co-worke
with viewers, neighbors, people they visit during expeditions and those who visit Wg )
rely on opening new community worlds. This is done by looking for ways in which peog
can meet and act together while maintaining their separateness. This allows them to €
perience the world by staying in touch with each other. In this way, there isa developme
of actions which are, though in a community, not based on consensus. The commuil
created by the strength of the Wegaijty Theatre can be considered what Ranciére r€
to as a “disagreement” in his concept of dissensual democracy. It is not about “includi
the excluded” and “sharing the non-common”, but creating an open community based @
diversity - hence the tendency to invite people who present different experiences (Wil
omitting ideological or political adversaries) to the festival, and to strengthen cONtAS
between communities (Klosiewicz, 1990, p. 12), By means of “direct contacts” (Klosiew
1990, p. 12), relationships perceived as networks and rhizomes exceed vertical relatiol
and binary oppositions.
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