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MAJA DOBIASZ-KRYSIAK Uniwersytet Mikotaja Kopernika w Toruniu /Copernicus University in Torun

Brud, czyli o regule geografil Interdyscyplinarnej Placowki Tworczo-Badawczej ,,Pracownia”
Dirt That Is on the Geographical Principle of the Interdisciplinary Creativity and Research Centre Pracownia (‘Workshop’)

streszczenie/ summary

Baszta na Okopowej, opuszczone wiejskie domy, wiatrak w Besi, zaulki malych miasteczek, rzeka Lyna, stodota w Wegajtach
- to miejsca dzialania Interdyscyplinarnej Placowki Tworczo-Badawczej ,Pracownia’, z ktdrej wyrasta Teatr Wegajty. Sg to
przestrzenie zastane jako brudne, skalane, osiggajace najnizszy stopien degradacji materialnej, duchowej i spoleczne;j.
Puryfikacja, oczyszczanie miejsc bedacych w nietadzie, to dzialanie konstruktywne, porzadkujace $wiat, walczace z
nieczysto$cig (the viscous). Dzigki ,,integracji’, czyli harmonijnemu laczeniu si¢ cztowieka z miejscem, ,,Pracownia” stawala
sie dla odwiedzajacych ja mtodych ludzi ,,domowiskiem”, czyli wedtug Krzysztofa Lepkowskiego ,,miejscem, w ktérym cos sie
zaczyna. Takim miejscem, ktére pcha, do przodu, w gore”

The tower at Okopowa Street in Olsztyn, abandoned country houses, the Besia windmill, small town nooks, the river Lyna, a
barn in Wegajty - these are the venues of the Interdisciplinary Creativity and Research Centre Pracownia (‘Workshop’), out
of which Theatre Wegajty springs. These are spaces found as dirty, polluted, impure, reaching the lowest level of degradation:
material, spiritual and social. We may say after Yi-Fu Tuan (1987) that they ceased to be anthropological “places” -
recognized, safe, domesticated — in order to return to the state of “spaces”, that is: to grow wild, open up. This process is not,
however, irreversible, and it is inscribed into the cycle of being. This is shown by the perspective of settling down, of
inhabiting, as drawn by Tim Ingold (2018). He understands home as a living organism and emphasizes, that you may build it
— or re-build it — only then, when you are able to inhabit a given space - to stay there, surround it with care, farm it and
construe it — make it become “a place”

The perspective of inhabitation is important not only because it transposes the emphasis from the work which is a
ready house onto the process of its making. It also goes beyond the conservative understanding of locality and takes the accent
away from the static, long-term settling in, moving it onto “verbal” (from “verb”) active work. It seems close to the concepts
of new regionalism, which “permeated by anthropologic content, developed by personal involvement, as well as by the
willingness for self-development and for strengthening social bonds, is a humanist task”, implying ,creative, responsible life,
fulfilling itself in real space, specific time and being the matter of human work” (Chojnowski 2020).

Spaces in Warmia, which had been degraded by political actions, have been restored to life thanks to the efforts of
people who were strangers, but “naturalised” ones. I use this word in the sense given to it by Robin Wall Kimmerer (2020),
defining people who are not indigenous inhabitants of some area — new-comers, but such as abide by the local law. For the
members of “Pracownia” (“‘Workshop’), this was the “geography rule”, which implied taking responsibility for the area in
which one lives, acknowledging that “whatever happens around, it irrevocably concerns us” (Gedroy¢ 2020). Rebuilding,
cleaning up disorderly places, removing dirt, all these thus become acts of foundation. Purification is a constructive action,
bringing the world into order, fighting the viscous, which ,,deprives man of freedom and of the mastery of the body” (Pessel,
2009 after Douglas, 2004). This is also an act of acknowledgement of the value of what Tadeusz Kantor called “the reality of
the lowest rank’, that is, the poorest objects, ones devoid of prestige, which can reveal their meaning exactly through art
(Kantor 2000). It is exactly where, in its manifesto entitled Geography of action, “Pracownia” (“Workshop’) situates live
culture, and in such places they carry out their creative activities, like Podroz do domu (The Journey Home), Dziatania
zimowe (Winter Actions), Smok z rzeki (Dragon from the River), as well as the travelling performance Podrdze do wielu
odlegtych krajow $wiata (Travels into Several Remote Nations of the World).

Anna Wyka, in her unpublished Ph.D. thesis, divides “Pracownia”s undertakings into actions which integrate an
individual with oneself and those which integrate him or her with the world around (Wyka 1983). Thanks to so understood
“integration” that is, harmoniously connecting man with his/her place, “Pracownia” became for the young people who came
a “domowisko” (“a housing place”), that is, according to Krzysztof Lepkowski, “a place where something begins. A kind of
place which pushes you forward and up” (Lepkowski at Wykas 1983). This is a direction opposite to Bakchtin’s degrading
movement downwards, which is, however, necessary, because what is finite must be ,,thrown into the earth, into the body’s
down, so it can die and be born again” (Bachtin 1975).

This research was funded in whole or in part by National Science Centre, Poland, 2021/40/C/HS2/00038. For the purpose of Open Access,
the author has applied a CC-BY public copyright licence to any Author Accepted Manuscript (AAM) version arising from
this submission.



TADEUSZ KORNAS Uniwersytet Jagielloniski /Jagiellonian University

Wegajcki parateatr i teatr zrodel
Weagajty: Para-theatre and Theatre of the Sources

streszczenie/ summary

Teatr Wegajty rodzil si¢ w gospodarstwie Waclawa i Erdmute Sobaszkéw. Nie tylko dom, ale cale otoczenie w tych pierwszych
latach, gdy tu zamieszkali, bylo przestrzenia zyciowych i artystycznych eksploracji. Patrzac z zewnatrz na ich prace wida¢
pewne powinowactwa z ideami Grotowskiego. Niektore prace Laboratorium toczyly si¢ w przestrzeni otwartej, posrod
zywioldw — w lesie, wodzie, ogniu... Uczestniczyli w nich i Sobaszkowie. W Wegajtach jednak parateatr postapil krok dalej.
Wegajty po swojemu - pewnie nawet niezaleznie od Grotowskich inspiracji, zaczely tez wchodzi¢ w rytualy. Ale jakze inne -
oswojone, ludowe, tutejsze lub nieodlegte. Koledy, allelujki, wedrowania, wyprawy...

Wegajty Theatre was born - it came into being - in the household of Erdmute and Wactaw Sobaszek. That was a long process
- life, music and theatre filled the life of their family. They inextricably linked with their everyday life. When guests came, they
joined in the rhythm. Then they left, and everything around continued its potential existence.

The farm, where the Sobaszeks settled down, lies on the edge of the forest. Not only the house but also everything
around, in the first years after they came to live there, became a space for artistic exploration, as well as the exploration of
everyday life. Also, when Malgorzata and Wolfgang Niklaus joined them, and together they had officially called into being the
theatre, their openness onto the space around never changed.

Naming, comparing, getting inspired - these things were then to Wegajty people of secondary importance. Even
looking at their work from outside one can see certain affinity with the ideas of Grotowski. In 1970 in Teatr Laboratorium
there began the time of para-theatre. As Grotowski said, the division into stage and audience was no more there; they all were
the actors. Some of Laboratorium’s works took place in open space, among the elements - in the forest, in water, in fire... also
the Sobaszeks took part in them.

In Wegajty, however, the paratheatre went a step further. It would not go on for a day or two - after which everybody
went back home. Here it was permanent. It was impossible to divide the activities in the field of “active culture” from the
course of life. The forest, nature, the animals were their natural environment. One would come to see the plays from outside
(for a day or two), but one came to a place of incessant “para-theatre” which simply was there all the time — uniting everyday
life with the festive one.

However, let me come back to Grotowski... in 1976 he began to explore rituals. The matter of his penetrations was
Doing (Czynienie), set in rituals. Do some elements of rituals, precisely performed, still carry their immanent energy when
taken outside the context of their specific culture and beliefs? - this he also asked. Wegajty, in their own way, probably even
independently of Grotowski inspiration, started coming into rituals, too. But how different! Tame, home-like, folk rituals,
local or not-so-far-away. Carolling, wandering, doing expeditions...

Grotowski remained a distant point of reference. Meanwhile, here, in Wegajty, everything was simple, immersed in
everyday life, in nature, in landscape. Those who came were not trainees or active participants — as with Grotowski, but they
were received as guests in one’s home.

I am writing this about those first years, because I, too, was a guest of the Sobaszeks then. Performance were a part of
this “para-theatrical” being there. And around them one was supposed to “live one’s fill” together — at home, in the barn, in
the woods, in the moraine hills. The performances were a part of “living one’s fill”...



KAROLINA IZDEBSKA Uniwersytet Szczecinski /University of Szczecin

Lokalno$¢ — wies$ — natura. Sztuka publiczna poza miastem
Locality - countryside — nature. Public art outside the city

streszczenie/ summary

Sztuka publiczna wbrew pozorom nie pojawia sie wylgcznie w przestrzeni duzych miast i nie jest tworzona tylko z mysla o
masowym i przypadkowym odbiorcy. Tradycje pozamiejskiej i pozastudyjnej sztuki publicznej w Polsce siegaja lat 70. i 80.
XX wieku. Niewatpliwie wazng cze$¢ tej tradycji stanowi dziatalnos¢ Teatru Wiejskiego Wegajty. W referacie wskaze kilka
gltéwnych inspirujacych obszaréw wspolczesnych dziatan artystycznych poza granicami miejskich metropolii. Jednym z nich
jest zainteresowanie pograniczem, pamiecia miejsca i tozsamoscia lokalna. Innym z widocznych obszaréw aktywnosci jest tez
zwrot artystow w strone natury i zaangazowanie w problemy ochrony srodowiska oraz dzialania na rzecz zréwnowazonego
rozZwoju.

Public art in the usual meaning of the word appears in the space of big cities and it is supposed to appeal to mass audiences
which come across it by chance. In fact, the traditions of out-of-city and out-of-atelier public art in Poland date back to the
seventies and the eighties of the 20th C. To give just a few examples, one can mention the rural actions by Teresa Murak or
the actions of Akademia Ruchu (Academy of Movement), as well as works based on the idea of active culture.

Once could, however, talk about stirring activity in a rural environment much earlier already — more or less in the
second half of the 19th C and at the beginning of the 20th C, when peasants were emancipated as a social layer and first
associations and societies started being founded. Various educational actions, supported by local and national authorities,
provided ground for choirs, dance ensembles and theatre groups being created in villages. An important part in this process
was played by countryside elites. After Poland regained independence, more and more often one organized all kinds of
undertakings aiming at integration, levelling out differences and divisions which had come into being during the years of the
partition of Poland, as well as preserving local traditions. Within this early current of educational activity and animation one
can mention Jedrzej Cierniak with his idea of folk theatre. Many of his assumptions can be found in contemporary artistic
work, especially that grounded in local history (both in urban and rural spaces), based on the narration of people who
witnessed history, in the current of anthropological theatre. Without any doubt, an important part of this tradition is the work
of the Wegajty Theatre.

In my paper, I will point to some of the main inspiring areas of the contemporary artistic activity within public art,
realized outside of the bounds of metropolis. They are defined by different ideas concerning Polish countryside and rurality.
One can notice that on one side there prevails the interest in folk beliefs, rituals, religiosity, liturgy (the Schola), close relation
with the earth and the rhythm of nature. This stream can be defined as ethnographic. On the other side, artists more and more
often want to deal with the subjects connected with the history and heritage of serfdom, which have up to now been rather
repressed memories (emancipation movement). This image clearly counters the hitherto created image of idyllic countryside.

One of the topics I undertake is the interest in the borderland, the memory of place and local identity. Stepping out
of the metropolis, artists explore specific places, seeking their specifics, history, discovering their past and their traditional
culture. An important motive for artistic activity is also attempting to break down the borders between city and countryside
and defining their mutual relations. Artists pay attention to the issues of stereotipization of the inhabitants of villages and
their being excluded in their access to culture, they undertake attempts at bringing modern art to the countryside, making
people there familiar with it, but also they give them a chance to have a relationship with culture, and to set their creative
potential in motion. Studying those relations works also the other way - art becomes a pretext to bring rurality into city space.
One of the visible areas of activity is also how artists turn towards nature and how they find themselves involved in the
problems of environment protection as well as activities for sustainable development.

None of these practices can be closed up in rigid categories, because they are realized, e.g.: on the borders of
animation, theatre, intervention, site-specific art, community art, art of the earth. Also, the artists themselves often go beyond
their roles and often combine in their activities different fields, for example art, science and religion.



TOMASZ RAKOWSKI Uniwersytet Warszawski /University of Warsaw

‘Read more, write less’. W strone humanistyki nie-akademiocentrycznej: etnografia, teatr, Wegajty
‘Read More, Write Less’. Towards Non-academia-centred Humanistics: Ethnography, Theatre, Wegajty

streszczenie/ summary

Celem mojego wystapienia bedzie wskazanie na samo$wiadomos¢ antropologiczng, ktéra moze by¢ konstruowana wbrew
akademio-centrycznej humanistyce, czyli wbrew zaleceniom, by ,,pisa¢ duzo” (Jak pisa¢ duzo? [How to write a lot?] - to tytul
jednego z podrecznikéw dla akademikéw). Przedstawi¢ zatem sposoby pisania antropologicznego oraz formy rozumienia
antropologicznego przekraczajacego te zalecenia i tworzace raczej forme¢ eksperymentu wlasnego. Poruszane przeze mnie
tematy - etnografie przedtekstowe, przestrzenny charakter doswiadczenia etnograficznego, eksperyment literacki i
przestrzenny, performatyka, teatralny aspekt zwrotu ontologicznego — pozwolg mi pokazac, ze jest to uprawniona i konieczna
perspektywa, pozwalajaca na tworzenie uniwersalnej liminalnosci humanistycznego podmiotu oraz pozwalajaca na ciagte
»czasownikowanie” wlasnego rozumienia.

This text aims at pointing to the researcher’s and writer’s self-awareness which can be construed in anthropology against
academy-centred humanistics and - first of all — against the professional recommendation to “write a lot”. How To Write A
Lot? is the title of one of the handbooks written for humanist-and-social academics. The title is further extended to: An
Academic’s Guide to Write Productively.

I disagree with such way of putting things, and forcibly. In a very condense way my disagreement touches the very
creative process in anthropology and in theatre itself. The explanation in this book — how to create scientific texts and papers
and how to build the introduction to the paper proper - tells a lot. According to the handbook, after a short introduction and
justification of the undertaken subject, one should sketch an outline of the stage, a certain theoretical frame, the situation of
conflict between competing models of understanding of a certain phenomenon, or between different theories. Next, one’s
own research work should be presented, as well as one’s own thesis, or hypothesis. One should explain then, why and how it
can fill in this gap in the state of knowledge, or in this conflict. Next, there usually come the sub-chapters, presenting, one by
one, the results of research, materials from the research, which show how strong is the novel interpretation thereby
announced.

One would think that it is a very clear idea, very clear construction. Nothing to add, nothing to take away. Moreover,
the texts are “trained”, they have an academic strictness about them, they incline one to discussion, they put forth a
breakthrough, innovative thesis already in the first paragraphs, mobilizing the readers, and before that: the reviewers, to
re-formulate their knowledge of the social world. Be it the evolution of Marxist thought in anthropology, or a methodologic
discovery, or an attempt to introduce a new formula for social resistance as coupled with nationalist content, through, e.g.
strict filial structure - it is a thesis which makes one stand one to attention, carrying the question: how is such a
groundbreaking thesis possible?

I do not think that this pattern of writing, or thinking in this spirit, is entirely erroneous or wrong. It is the basis of all
humanist-and-social-sciences academy, and this is how work goes in the best papers — up to a point. Yet, I think that the final
effect of writing doesn’t have to be something which is to be a form of knowledge created with its final shape in view, or for its
efficacy, clarity or groundbreaking effect. For writing is, from the very beginning, accompanied by something else. In
anthropologic writing, the key moment is re-building the material, coming from its presence in our heads and at the same
time in notes and any other sources the writers might have at hand, to something in form of a text. What is there, though, in
that text, which has the form of an anthropologic text? Its content is nothing other than testimony, and at the same time a
derivative of the passage from one state of being to another, and at the same time a reworking of a source into a clearly
different record of knowledge. The moment of the passing does not, however, occur by itself, it is nothing technical or, all the
less so, mechanical. On one hand, there is, thus, the initial material, with which something consecutively happens — whereas
in the outcome there appears something totally different, which by the principle of some “magic”, of “transformation”, gains a
new sense.

This new sense, however, remains in strict connection with the material, the knowledge, the eventual facts, it is loyal
to them and all the time allows for verification. All the more, though, it steps out towards its new sense. Actually, towards a
moment of freedom - a moment of “bearing out” something in the shape of a text. It is a kind of transformation of its sense,
but in fact of the sense of experiencing and participating again in that which had happened, however not after the event in a
temporal sense, nor in the logical sense of a posteriori. Writing shakes up all the previous meetings, biography and sense of
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one’s own experiences and brings them up to date — causes the writer to be, at the end of the writing, not the same person as
he or she was before. There comes about a kind of a pre-textual, inner performance and play. And at the same time - to use
different words - an inner overturn, “inversion and conversion”, “a shift of mind” (metanoia), as Nigel Rapport wrote, that is
— an already very serious play with one’s identity. One could say that it is experiencing the intermediary, liminal state, which
later results in a text, but which is in itself a transposition in a total sense, almost a “conversion”.

Anthropological material which allows one to prove and develop a groundbreaking thesis, is thus somewhat
self-contradictory. Referring to “material’, “data” or, in the Anglo-Saxon version, “ethnography’, that is, fieldwork material
presented in the text, can even be annoying, as Tim Ingold observes in his text “That’s enough about ethnography!”. “I am fed
up with it”, he wrote, when there is an ongoing search for theory and at the same time ethnography as study material is being
reified. This way, you separate empirics from theory, ethnography from understanding, research from experiment. In his
opinion, the key thing happens rather earlier, before, in the very process of understanding and writing, where what is
conceptual, experimental, is incessantly being produced in writing and in anthropological activity, as a verb, not as a noun.
Ingold wants thus to bring anthropology as thinking - earlier on, already into the writing front, for from the very first
moment, through writing a text, there happens something he calls “education”, from educere, derived from ex- and from
ducere, the “leading out”. That is, he wants to bring it to a situation in which e.g. a novice in some field is being led out of what
is known and what is safe — into the world. Text and writing are thus the way outside of what is known. However, the cognitive
turn which is performed is also a guarantee of the text’s inner freedom and its function, which is one of self-cognition, risk,
experiment, “inversion and conversion”

Moreover, this way of writing escapes also the various forms of subordinating discourses, imposing, together with
their narrations, very disturbing, colonial, violent practices. “A wish for a system,” as Friedrich Nietzsche warned quite
straightforwardly, means also a lack of sense, a weakening of a certain “integrity” which is coming into being right now. In
that sense also the experience of the Wegajty Theatre is an experience of integrity and this strange moment in which there
occurs a shift from one reality to the other. In my talk I am going to refer to my own presences in Wegajty, to Waclaw
Sobaszek’s book Spiski zyciowe [Life Plots] and this way I am going to show how the formulas of loneliness, nets of nature, of
building and catastrophe, such as e.g. a fire, the effort of work in which “there is always too little time” are tools allowing me
to treat ethnography as a process of transformation. It moves along structures of local ways of understanding, of
integrating-into nature, in biography, and enables never-ending, anthropological ways of understanding.

JAN-TAGE KUHLING Wolny Uniwersytet oraz Program Sztuk Performatywnych, Berlin
Freie Universitat, Performing Arts Programm, Berlin

Doing Time - czyli robi¢ czas. Teatr Wegaity i praktyki tworzenia historii w epoce poza-ludzkiej
Doing Time: The Wegajty Theatre and its practises of creating history in a more-than-human age

steszczenie/ summary

Perspektywa historyczna sklania do zastanawiania si¢ nie tylko nad pojedynczymi faktami, ale nad tym, w jaki sposéb czyny
i dziela s3 osadzone w historycznym kontinuum, czyli w szerszym kontekscie wydarzen. Dotyczy to réwniez historii sztuki,
w tym teatru. Nie przedstawia ona jedynie nagromadzonych faktow, stylow i dat, ale wpisuje je w szersze ramy. Tradycyjnie
owe konteksty byly przedstawione przez histori¢ narodu, polityki danego obszaru kulturowego lub oczywiscie przez kanon
sztuki. Nalezaly, krotko méwiac, do sfery ludzkiej kultury. W epoce antropocenu to si¢ zmienia. ,,Geologiczna” era czlowieka
jest przede wszystkim znakiem, ze przyjety podzial pomiedzy historig natury a historig jako nauka jest nie do utrzymania. W
moim wystgpieniu rozwaze, w jaki sposob szeroko rozumiane zjawisko Teatru Wegaijty — jego praktyki, zwiazani z nim ludzie
i wydarzenia — przyczynia si¢ do tworzenia historii teatru ,poza” lub ,wiecej-niz-ludzkiej”. Zwracam uwage na fakt, ze
zarébwno problemy pisania historii teatru, jak i samego antropocenu sa w réwnym stopniu zakorzenione w problemie
sjako$ci” (np. réznica miedzy aktorami ludzkimi i nie-ludzkimi) i ,,ilo$ci” (np. kwestia skali i zakresu). Sledzac zatem trzy
wymiary historii — wymiar osobisty, wymiar historii teatru, wymiar ,glebokiej” historii ziemi - rozumiem Wegajty jako
zjawisko, ktore nie tylko podwaza tradycyjng hegemonig historii (teatru), ale i stanowi kontr-historig: jako praktyke gteboko
wspolczesna.



Every history is the history of a meeting: between an individual perspective and a perspective that encompasses a
contextualized setting, a broader field. That is also true for the history of art and theatre: every history of art is more than the
mere accumulation of facts, styles and dates. It is the collision of an aesthetic event within a broader historical continuum.
Traditionally either society, the nation state, the political, language, or - of course - the artistic canon, in short: the sphere of
the cultural represented those ‘broader’ historical contexts for the thinking of history, not only within the arts and theatre.
This has shifted recently. The Anthropocene, the so-called ‘geological era of humankind’ is not only the shorthand for
humanmade ecological disaster. The fact that humanity’s residues have left a distinct marker in the earth’s strata, point toward
the fact that human and nature’s timeframe converge. If humanity has become a geological force that means that the
long-established separation between ‘human history’ and natural history cannot be upheld anymore. Humanity is shaping
nature and its history, as nature is shaping humanity and what is thought of as inherently human: language, politics, culture,
the arts, theatre. Thus, instead of understanding the Anthropocene as the time of the ‘anthropos, it seems more suitable to
consider it an always more-than-human and an always more-than-natural era. But if human history’ is more than the history
of political events or the actions and decisions of ‘historical figures’ and a natural history is, on the other hand, always more
than the accumulation of a series of seemingly necessary and gradual changes, then how to write this hybrid history? Who is
its agent? Who is its witness, who its documentalist, who its archivist? How does, finally, the historical tension between a
individual, a singular position and the broader - global, ecological, geological - context be described? How does the interplay
between individuum and context work as and in a more-than-human history?

In my presentation, I would like to invoke theatre’s power as a medium that is not only specifically historical and in a
way ‘obsessed with history’ but also as a place that works through transgression and thus potentially occupies a place between
the human and the non-human, between culture and a material world. By retracing three levels of history and by
acknowledging that the problems of the Anthropocene are equally rooted in the problem of ‘quality’ (e.g. the difference
between human and non-human actors) and ‘quantity’ (e.g. the issue of scale and scope), I would like to describe the practice
of Wegajty Theatre as an example of transgressing temporal boundaries and creating a more-than-human history. Reflecting
(1) on the history of individual agents, (2) on issues of the cultural institution as ‘theatre history’ and (3) on the context of the
geological ‘deep time’ of the earth, I articulate that it is exactly the interplay and the tensions between those histories that differ
in number and in kind, that both subverts hegemonic structures of historicity and sets a more-than-human-history for the
Anthropocene. I describe the ‘doing’ of the Wegajty Theatre thus as connected with as well as questioning present time,
undermining and dissociating from accepted narratives as well as setting a counter history: as being deeply contemporary. I
argue, consequently, that the practice of the Wegajty Theatre points not only to the necessity of considering a
more-than-human (theatre) history but also to rethink from which vantage point history and history’s actors are constituted
— and which role theatre and the arts may play.



MAGDALENA HASIUK Instytut Sztuki Polskiej Akademii Nauk /The Institute of Art of the Polish Academy of Sciences

Teatr Wegaity jako teatr antropologiczny. Kilka tropow
The Wegaijty Theatre as an anthropologic theatre. Several tracks

streszczenie/ summary

Temat otwiera kilka kontekstow. Jednym jest historia teatru europejskiego z ,antropologia teatralng” (Grotowski) i
»antropologia teatru” (Barba). Innym - praca zespotu z Wegajt i jej analizy (por. Paprocka 2011: 8, Jasiniska 2012: 219-235,
Sobaszek [w:] Paprocka, Sobaszek 2011: 8). Jeszcze inny stanowi glos teoretykdw teatru (Pavis 1998: 509). O wiele ciekawsze
konteksty dla pracy Teatru Wegajty otwiera antropologia. Dlatego dzialania zespolu pragne zestawi¢ przede wszystkim z
rozwazaniami Tima Ingolda (Etre au monde. Quelle expérience commune? — 2014, Splataé otwarty $wiat — 2018 oraz
fragmentami tekstu To human is a verb — 2014) oraz rozpoznaniami francuskiego antropologa Francoisa Laplantine’a — 2018.
Z rozwazan Ingolda wybieram trzy tematy, ktdrych rozumienie wydaje si¢ bliskie pracy Teatru Wegajty. Sa to: ,,srodowisko’,
»teren” i ,,edukacja’, uzupetniam je terminem ,,antropologii modalnej” zaczerpnietym od Laplantinea.

The subject The Wegajty Theatre as an anthropologic theatre opens a number of contexts. One of them is the history of theatre
in Europe with “theatre anthropology” (Grotowski) and “anthropology of theatre” (Barba). Another one is — the work of the
group from Wegajty. From the first use of the term “anthropological theatre” by Kamila Paprocka in this context, in the
meaning of “ethnographic” (2011: 8); through the article of Magdalena Jasinska Teatr Wiejski Wegajty jako teatr
antropologiczny [The Village Theatre Wegajty as an Anthropologic Theatre] (2012); to the definition used by Erdmute
Sobaszek while talking to Paprocka, on the researcher’s suggestion concerning The Wegajty Theatre moving away from the
formula of anthropologic theatre towards socially involved art. Sobaszek mentioned then “an extension of the anthropologic
horizon” in the work of the group (Sobaszek [in:] Paprocka, Sobaszek 2011: 8).

Another context is the voice of theatre theoreticians, with the too broad definition of Patrice Pavis (cf. 1998: 509).
Much more interesting contexts for the work of the Wegajty Theatre are opened by anthropology. This is why I want to
juxtapose the actions of the group, first of all, with the thoughts of Tim Ingold (Etre au monde. Quelle expérience commune?
- 2014, Splata¢ otwarty $wiat [To Plait an Open World] — 2018 and in To human is a verb) and the French anthropologist
Francois Laplantine. Out of Ingold’s thought, I take three topics, the understanding of which seem to be close to the work of
the Wegajty Theatre. These are: environment, fieldwork and education.

Ingold’s analysis of “human life as movement, a process (...) constant activity, which often outwits limitations and
prognoses” (Ingold [in:] Descola, Ingold 2014: 18) in the case of the artists of Wegajty sounds clear and loud. Resigning from
seeing human beings as definitively established and endowed forever with all their given ontology, and seeing in them
creatures that are incessantly becoming, allows Ingold to formulate his original approach to the environment. His conviction
that it is necessary to study human beings “within their environment, which is partly changed by their actions, and in which
they live in cohabitation with other beings, which also develop their relations with their environment”, seems, in the case of
the Wegajty Theatre, a theatre created “within landscape” (Biernat 2021), to be a suitable perspective. In relation with this
particular environment - the forest, a sandy road, a remote neighbour, there come into shape not only such and such skills
and performative solutions, but also such and such body language, such and such way of outsmarting. In the incessant process
encompassing all species, Ingold proposes to “compare life to something which would follow lines, go along roads, walk”
(Ingold [in:] Descola, Ingold 2014: 38). The motto “I walk, therefore I am” could be one of Wegajty’s exclamations. The
concept of the walking line creates another alternative to perceiving a place, a spot. A place as secondary in relation to the way,
the road, is shaped when the movement along changes into movement around (Ingold 2018: 93-94). The Wegajty “whirling”
exercise is creating a place. Out of such understanding of a human being and of the environment, there emerges also a specific
idea of artistic work, in which one emphasizes its processuality with the term to grow (Ingold 2014: 20) and the sense of modal
anthropology. This is the proposal of Francois Laplantine (2018) inspired by Brazilian culture, to which the basis is not a sign
or structure, but rhythm - walking, dance, song, multisensory experience of reality, taking into account whatever concerns
body, feelings, relations (with the term cordialidad - cordiality, the heartfelt) (Laplantine’a 2018).

To the Wegajty Theatre, just like to anthropologists, setting out into the field is one of the bases of work (together with
auto-ethnographic research). And the masters of the group, just like for Ingold, are “people of the field”, “interlocutors, fully
giving their wisdom and knowledge” (Ingold 2014: 72). The sentence “It is education that I would like to place at the centre of
our works” (Ingold 2014: 31), could be said by the artists of the Wegajty Theatre. “The term education, in the sense it is
understood by Tim Ingold in anthropology: it is not formal inculcation, but it is observation of the beings around” (Descola
2014: 44).



This is what the teaching of dances looks like, teaching things by observation, imitation, following the more proficient, slowly
gaining knowledge.

What is this knowledge to serve — certainly not the mere criticism of all those things which have led the world to the
verge of catastrophe. Anthropology/knowledge but also art/theatre are to serve the dialogue, only through this dialogue, the
making of the future will be possible (cf. Ingold 2014: 75).

ROMAN CERNiK University of West Bohemia in Pilsen, The Theatre Faculty of the Academy of Performing Arts in Prague
Uniwersytet Zachodnioczeski w Pilznie, Wydzial Teatralny Akademii Sztuk Scenicznych w Pradze
(DAMU)

The role of dance in the system of work of the Wegajty Theater (IST) in forming a group and strengthening relationships
in the creative team and the neighboring community

Rola tainca w systemie pracy Teatru Wegajty — w tworzeniu grupy i wzmacnianiu relacji w zespole tworczym

oraz w spolecznosciach sasiedzkich

streszczenie/ summary

Taniec pojawia si¢ w pracy Teatru Wegajty w wielu sytuacjach. Pierwotne korzenie tanca i wspdlne emocjonalnie
zaangazowane dzialania s3 obecne podczas warsztatow. Rytmy $piewu i tanica sg zrédlem i integralng czescig aktywnosci,
ktére poglebiaja i rozwijaja umiejetnosci teatralne, szczegdlnie improwizacje. Taniec jest réwniez organiczng czescia
wegajckich wypraw - to zaréwno taniec w czasie przedstawien, jak i taniec z gospodarzami. Wydarza si¢ takze spontanicznie,
np. podczas przygotowywania positkéw i czynnosci porzadkowych. Taniec, szczegélnie taniec ludowy w jego oryginalnej
formie wspolnego rytmicznego ruchu i w radosci ze wspdlnego doswiadczenia rytmu w psychosomatycznym dziataniu,
wytwarza zaufanie oraz faczy z innymi czlonkami grupy. Staje si¢ jezykiem komunikacji, zaréwno w obrebie zespotu, jak i
podczas spotkan z gospodarzami.

Role tance v systému prace divadla Wegajty pri utvareni skupiny a posilovani vztaht v tviiréim kolektivu i sousedské
komunité.

PROLOG
Vystoupis v zastavce mezi poli a loukami. S tebou vystoupi nékolik lidi s batohy. Tito neznami budou v nadchazejicim case
tvymi spole¢niky. Jakym kouzlem se na konci se lou¢i blizci pratelé?
I ,Nejprve tanci, pak mysli! To je ptirozeny sled véci: (Samuel Beckett)

Sedime v kruhu, uprostfed zapalena svicka, kazdy nabidne nékolik slov o sobé. Pestra je ta skupina, pestra veékem,
zku$enostmi, obory. Wacek bere harmoniku a Mutka nas zve k prvnimu tanci. Nic nevysvétluje, nepfedvadi, poda ruku a
rovnou zac¢ne tancit. Pohybujeme se ve spolecném rytmu, v jednoduchych krocich, ve spole¢ném kole, dlani na dlan. Tanec
pomahame. Néektefi uz trochu naji a pomohou. A dalsi tanec, dalsi nové kroky.

Dvé hodiny a ptil hodiny tanc¢ime. Kazdy den. Drzime se za ruce, to¢ime se v kole, testujeme rytmus, variujeme kroky,
figury a gesta. Radost, je sdilend, kazdému se néco povede. Tan¢ime lidové a také historické tance lidové tance z Pobalti, v
prubéhu dilny dojde také na polské, francouzské, béloruské, dojde i na africké ¢i americké.

Rodi se spole¢na pamét, pfi chystani vecefe si pfipominame, kdo komu co i jak $lo. Znas jméno, rozpoznas doteky;,
teplotu i jemnost dlani.

IT ,V$ude tam, kde stoji tane¢nik, je posvatné misto.“ (Marta Graham)

Nase tanceni se den ode dne prohlubuje. Spolu s tanci prichazi spole¢né pisné. Rytmy zpévii a tancti jsou zdrojem a integralni
soucasti aktivit prohlubujicich a rozvijejicich divadelni dovednosti, predevsim improvizaci. Improvizac¢ni cviceni jsou ¢asto
odvozovana ze spole¢ného sdileného rytmu. Pres spolecné tance se dostavame ke scénickym figuram, k artikulaci témat. Na
zakladé spole¢nych zazitkd v tanci se poustime do riskantnéjsich a hlubsich dialogickych cviceni ¢i skupinovych improvizaci
v nasledujicich dnech. Tanec dvérnéji propojuje s dalsimi ¢leny skupiny. S osvojenim tancti mizeme i vybirat, ktery tanec
skupiné sedi, na ktery se vic tési. Nase spolecenstvi si rozhoduje, ktery tanec je radost, ktery si chceme zdokonalit, ktery je pro
nas symbolicky.

Nase spolecna prace se stava otevienéjsi a hlubsi. Pfi hledani témat jdeme za béznost a povrchnost. Lidé, s kterymi
tady jsem, se kterymi jsem tancil, poznavam i v euforické chvili spolecného tance. Odvazuji se fesit témata bolestiva, vazna,
jsou ¢asto s osobnim riskovanim.



Svobodné tvorim a artikulaci v sélovych akci, ke hledanému vyrazu budované scény potiebuji bezpe¢né a podporujici
prostiedi. A pak, po tvrdé a soustfedéné praci, prichazi opét tanec, katarzni zélezitost na konci nejtézsich pracovnich bloku.

Tanec v metodice Teatru Wegajty, predevsim lidovy tanec ve své ptivodni podobé spole¢ného rytmického pohybu,
spole¢ného radovani se z pobyvani ve spole¢ném rytmickém vzorci prozivaném v psychosomatické akci vytvari davéru.
Tanec v tomto az archetypalnim pojeti neni o efektech, potiebé predvadéni vykonu. Mnohé z toho ¢lovéku dochazi, kdyz
spole¢né chysta pro skupinu veceti nebo uklizi sdilené prostory. O spole¢ném mimopracovnim case, tfeba vypravou za
no¢nim koupani, nemluvé.

“V obecném pojeti Ize definovat podobu komunity ¢tyfmi klici: 1. malé socidlni rozpéti, 2. stejnorodost aktivit a stavii
mysli ¢lent, 3. védomi vlastni zvlastnosti a 4. sobésta¢nost v ramci Sirokého spektra potfeb” (in Barnard, Spencer, 2004).

III ,,Musime tancit, jinak jsme ztraceni. Pina Bausch
Jsme na cesté, poskladali jsme se do mikrobusu a osobnich aut, uz cesta je zazitek, spole¢né chystame trasu, rozdélujeme si
provozni role. Spole¢né jime na zastavkach v prirodé. Zkousime, zazivame sebe i nasi praci v novém prostredi, v neobvyklych
ptirodnich zakoutich. A pak jsme na obchtizkach, jdeme od domu k domu. Jde o domy hodné riizné, domy sociélnich sluzeb,
domy v horach, domy regionu na daleké severovychodni hranici Polska, v Dziadowce.

Tanec na§ v predstaveni i tance s nasimi hostiteli je organickou soucasti uméleckych expedic. S autorskym
kolektivnim predstavenim vstupujeme do prostoru vzdaleného od vétsinového kulturniho provozu. Zazil jsem vystoupeni v
domé pro bezdomovce, ve vézeni, v socialnim tstavu pro staré a prestarlé, nemocné lidi. Zazil jsem vystoupeni v malych vsich
na samotach v horach na konci svéta, ale pravé tam nam vzdy tanec umoznoval vytvaret divéru k tomu, co pfivazime. My,
ktefi jsme ted prijeli za vami, jsme tu s vami a spolu s vami tan¢ime. Nabizime tance, které jsme se sami naucili. Proplétame
se mezi nase hostitele, bereme je do hry, jsme spolu jeden velky tanec. Tanec jde od srdce, vhimame dlané nasich hostitelt a
ten vecer je svatkem pospolitosti. Je mnohem snadnéjsi promluvit si se svym spolutane¢nikem, spolutanecnici. Je tak si
sednout nebo spolu tancit cely vecer. Je svatek, co umoznuje ¢lovéku vystoupit se vsedni kazdodennosti.

Jednim z vysledk lidské touhy po pospolitosti je spolupracujici komunita, je zvlastni formou lidské skupiny. Vznika
zpravidla tam, kde je néjaka spole¢na krize, sdileny problém nebo bod spole¢ného zajmu. Spolecenstvi se musi budovat
rozvijet, aktivné ceftit, podporovat. ,Béhem spolecné slavnosti stava se pravé tanec tim nejjednodussim komunikaénim
jazykem mezi nami a hostiteli.“ (Wacek Sobaszek)

EPILOG
Ve vyuziti tance pii wegajtskych workshopech jsou pritomny praptvodni kofeny tance, praptivodni hodnoty spolecné
hluboce emocionalné zaujaté akce. Tance jsou tak jednim z milniku té cesty, ktera intenzivné pritahuje tolik riznorodych
lidi.

Zazil jsem v ramci spoluprace s Teatrem Wegajty tviir¢i praci Sesti rozdilnych skupin v poslednich ¢tyfech letech.
Prosel jsem si cestu od jednoduchych kolovych tancii propojujicich neznamou skupinu pres parové tance, tance ve skupinach
az ke zrodu rovného spolecenstvi, které dosud trva.

PROLOGUE
You get off at a stop between fields and meadows. Several people with backpacks will come out with you. These strangers will
be your companions in the time to come. What spell used to say goodbye to close friends at the end?

I “First dance, then think! That is the natural sequence of things”. (Samuel Beckett)

We sit in a circle, a lit candle in the middle, and everyone offers a few words about themselves. The group is diverse,
diverse in age, experience and fields. Wacek takes the harmonica and Mutka invites us to the first dance. He does not explain
anything, he does not demonstrate; he gives his hand and immediately starts dancing. We move in a familiar rhythm, in
simple steps, in a common circle, palm to palm. The dance weaves us together, we look at each other, we smile a little
uncertainly. Another dance, again in a circle, more complicated steps, we dance, we help each other if interested. Some will
already eat a little and help. And another dance, another new step.

We dance folk and historical dances and folk dances from the Baltics; during the workshop, there will also be Polish,
French, Belarusian, African and American dances. We dance for two and a half hours. Daily. We hold hands, spin in a circle,
test the rhythm and vary steps, figures and gestures. Joy is shared and everyone succeeds in something.

A shared memory is born; when preparing dinner we remember who did what and how it went. You know the name,
you recognize the touches, the temperature and the softness of the palms.



IT “Everywhere a dancer stands is a sacred place”. (Marta Graham)
Our dancing deepens day by day. Along with dancing come common songs. The rhythms of singing and dancing are a source
and an integral part of activities that deepen and develop theatrical skills, especially improvisation. Improvisational exercises
are often derived from a common shared rhythm.

Through joint dances, we get to scenic figures, to the articulation of themes. Based on shared experiences in dance,
we embark on more risky and deeper dialogue exercises or group improvisations in the following days. Dance connects more
intimately with other members of the group. With the acquisition of dances, we can also choose which dance suits the group,
which one they look forward to more. Our community decides which dance is a joy, which dance we want to perfect, which
is symbolic for us.

Our joint work becomes more open and more profound. When looking for topics, we go beyond commonplaceness
and superficiality. I recognise the people I am here with, with whom I danced, even in the euphoric moment of dancing
together. I dare to address painful, serious topics, which often involve a personal risk. I freely create and articulate in solo
actions. I need a safe and supportive environment to express the desired expression of the scene I am building. And then, after
hard and focused work, comes the dance again, a cathartic affair at the end of the most challenging work blocks.

Dance in the Wegajty Theatre's methodology, especially folk dance in its original form of joint rhythmic movement,
joint rejoicing in staying in a joint rhythmic pattern experienced in psychosomatic action creates trust. This happens when a
person prepares dinner together for a group or cleans shared spaces. Not to mention the joint non-working time, for example
a trip to go swimming at night. Dance in this archetypal concept is not about effects, the need to perform.

“In general terms, the form of a community can be defined by four keys: 1. small social margin, 2. homogeneity of
activities and states of mind of members, 3. awareness of one's own uniqueness and 4. self-sufficiency within a wide spectrum
of needs” (in Barnard, Spencer, 2004).

III “We must dance or we are lost”. Pina Bausch
We are on the road, assembled into a minibus and cars, the journey is already an experience, we plan the route together, we
divide the operational roles. We eat together at stops in nature. We try. We experience ourselves and our work in a new
environment, in unusual natural corners. And then we are on our rounds, going from house to house. These are very different
houses, houses of social services, houses in the mountains, houses of the region on the far north-eastern border of Poland, in
Dziadowek.

Our dancing in the performance and dancing with our hosts is an organic part of artistic expeditions. With the
author's collective performance, we enter a space far removed from mainstream cultural traffic. I have experienced
performing in a home for the homeless, in a prison, in a social institution for old and over-aged, sick people. I have
experienced performing in small isolated villages in the mountains at the end of the world, but that's where dance has always
allowed us to create confidence in what we bring. We, who have now come to see you, are here and dancing with you. We offer
dances that we have learned ourselves. We weave between our hosts, we take them into play, we are one big dance together.
The dance comes from the heart, we feel the palms of our hosts and the evening is a celebration of togetherness. It's much
easier to talk to your fellow dancer. It's like sitting down or dancing together all evening. It is a holiday that allows a person to
step out of the mundane everyday life.

One of the results of the human desire for togetherness is the cooperative community, a special form of the human
group. It usually arises where there is a common crisis, a shared problem or a point of common interest. The community must
be built, developed, actively fostered, and supported. “During a joint celebration, dance becomes the easiest language of
communication between the hosts and us”. (Wacek Sobaszek)

EPILOGUE
The primal roots of dance, and the primal values of joint, deeply emotionally involved action are present in the use of dance
in the Wegajty workshops. Dances are thus one of the milestones of the journey that intensively attracts so many diverse
people.

I have experienced the creative work of six different groups in the last four years as part of the cooperation with the
Wegajty Theatre. I have made my way from simple round dances connecting an unknown group through couple dances and
dances in groups to the birth of an equal community that continues to this day.
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TREVOR HILL Uniwersytet Warminsko-Mazurski w Olsztynie /University of Warmia and Mazury in Olsztyn

The Kalevala a Personal Journey
Kalevala - dziennik osobhisty

streszczenie/ summary

The year 1999 not only heralded the new millennium but also the 250th anniversary of the Finnish epic The Kalevala.
Kalevala: The Unwritten Fragments was the first “dramatic” work of Wegajty Theatre/Field Project (Projekt Terenowy)
following the artistic split between sections of the Wegajty Village Theatre in 1996. The piece was a cooperation between the
three core members of Projekt Terenowy and Trevor Hill, formerly of BestKept Sekret theatre from Glasgow. The paper
examines the production process of the Kalevala project from Trevor Hill’s own recollections and explores how the piece was
formed through different artistic and cultural viewpoints, experiences and expectations, introducing new ideas and practices
whilst building on and extending the established aspects of Wegajty’s work practice.

Esej jest podzielony na kilka sekcji. Opowiada o moich osobistych doswiadczeniach z Projektem Terenowym.
Wstep

Tworzenie Kalevali - fragmentéw niepisanych, wraz z premiera i spektaklami w pierwotnej postaci przypadlo na lata
2000-2001. Byta to pierwsza produkcja Projektu Terenowego, ktéry powstal po podziale Teatru Wiejskiego Wegajty na dwa
odrebne zespoly. Prowadzitem wéwczas badania terenowe po$wigcone dzialalnosci Wegajt i zaczatem pracowac z Projektem
Terenowym nad tym spektaklem.

Jak si¢ spotkalismy
Po raz pierwszy spotkali§my sie w Péinocnej Macedonii, na konferencji w Strudze dotyczacej rytualéw z wykorzystaniem
masek. Po niej Wacek Sobaszek zaprosit mnie wraz z kilkorgiem przyjaciot (zespét BestKept Sekret), zebysmy zagrali nasza
wersje Opowiesci kanterberyjskich na tej samej sesji w Wegajtach, na ktérej oni wykonywali swoja. Nastepnie
uczestniczyliémy w kilku wyprawach koledniczych do Dziadéwka i Nowicy. Do naszych wspélnych zainteresowan nalezata
muzyka tradycyjna, pantomima i teatr maskowy. Mialem tez pewne doswiadczenie jako lalkarz. Rozmawialismy wtedy z
Wackiem o Kalevali, obu nas zywo interesowal ten epos.

Dlaczego Kalevala?
Kalevala to narodowy epos finski, ktéry powstal poprzez kompilacje pradawnych ludowych piesni grup etnicznych
postugujacych sie jezykiem finskim, szczegolnie na obszarach Karelii i Ingrii. Opublikowana w 1835, a w rozszerzonej formie
w 1849 roku, stala sie literackim przebojem. Charakteryzowata si¢ potezng sila kulturotworcza w okresie ksztaltowania sig
niepodlegtosci Findw i tworzenia si¢ kultury finskiej. Epos sklada si¢ z dziesieciu piesni czy cykli i miesci w sobie opowiesci
o poteznych czarodziejach, pétbogach i wojownikach. Wptynat na twoérczo$¢ m.in. takich pisarzy jak: Henry Wadsworth
Longfellow i John Ronald Reuel Tolkien.

Moja praca z Kalevalg rozpoczela si¢ od pobytu na stypendium Erasmusa w Finlandii, kiedy to poglebilem
zainteresowanie ludowa muzyka finska (muzyka Saami). Réwniez Wacek od dawna interesowat si¢ tym eposem. W naszych
rozmowach o Kalevali pojawily sie spostrzezenia, jak nadchodzaca 150 rocznica wydania tak zwanej Nowej Kalevali
pociagnela za sobg wiele rozgrywajacych sie wspolczesnie wydarzen i sytuacji, zaréwno na arenie migedzynarodowej, jak i w
zyciu indywidualnym. Projekt pracy nad Kalevala wpisywal si¢ w zainteresowania i sposoby pracy Teatru Wegaijty takie jak:
badanie pogranicz, zbieranie pie$ni, do$wiadczenie teatru wedrujacego. Niektére z nich rezonowaly z moimi
zainteresowaniami.

Jak to wszystko si¢ polaczylo
W 1999 roku prowadzilem badania do pracy doktorskiej po$wigconej zapasom na Balkanach, w tym samym roku
planowalem badania terenowe. Plany te pokrzyzowaly jednak wydarzenia polityczne. Bezpieczniej bylo wybra¢ inne
miejsce... Po kilku wyprawach do Wegajt, wspolnych spektaklach, koledowaniu itd. to wlasnie miejsce stalo si¢ moim nowym
terenem badawczym. Na kolejny rok przeniostem sie do Polski. Gdy znalaztem si¢ na Warmii, trwaly préby Teatru Wegajty
do spektaklu Siddma piecze¢. Wkroétce potem grupa postanowila zaprzesta¢ prob. Zespot Projektu terenowego zaczal
pracowa¢ ze mng nad Kalevaly.

Od samego poczatku, nasze pomysty — moje i Wacka — rdznily sie. Ja wyobrazalem sobie spektakl site-specific, z
uzyciem lalek, przedstawienie plenerowe. Wacek mial swoje pomysly, ktére czgsciowo oparte byly na idei spektaklu
objazdowego - nie mozna przeciez zabra¢ ze sobg kawalka lasu w tras¢. Mial tez swoje poglady co do tego, ktérych czesci
eposu mamy uzy¢ w spektaklu (niektore jego idee byty zbiezne z moimi). Ostatecznie, wykorzystalismy pierwszy i drugi cykl
Lemminkainena (pie$ni 11-15, 26-30) oraz cykl Kullerwo (piesni 31-36).
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Obaj bohaterowie to miodziency, ktérzy opuszczaja rodziny, by szuka¢ przygod lub bi¢ sie na wojnie, czesto z optakanym
skutkiem. Istnieja przestanki przemawiajace za tym, ze postaci te dawno temu wywiedziono z tych samych pie$ni Zrédtowych
i ze stalo si¢ to jednym z watkdw podczas tworzenia eposu. Pewne aspekty obu opowiesci zapraszaja do krzyzowania narracji:
na przykiad obaj bohaterowie porywaja mlode kobiety, uwodzg je, uciekaja z wojny, ktorg wywolali. Wybrane zostaly rézne
fragmenty tekstu, ktore dopelnilismy piesniami i muzyka z réznych tradycji.
Trudnosci, jakie sprawil mi ,,wegajcki” sposob pracy
Moje wczesniejsze doswiadczenia obejmowaly teatr studencki i amatorski teatr dramatyczny, co by¢ moze sprawilo, iz
mialem nieco bardziej ,,konserwatywne” podejscie do teatru. Mialem tez pewna praktyke muzyczng, gtéwnie w zakresie
$piewania ballad irlandzkich i szkockich oraz gry na bodhranie (rodzaj bebna). Natomiast niewiele miatem do czynienia z
tancem (nie liczac szkockich tancéw ludowych). Aktorzy Wegajt posiadali oczywiscie bogate doswiadczenia muzyczne
(multiinstrumentalisci, techniki glosowe, taniec itp.). To sprawilo, ze poczatkowo nasza wspoétpraca nastreczata rozmaitych
probleméw - zwyczajna rzecz, gdy do zgranego, od dawna pracujacego razem zespotu dotgcza nowy aktor. Do tego nalezy
doda¢ roznice kulturowe i jezykowe. W niektérych przypadkach byly to takze rézne oczekiwania wobec tego, jak ma
pracowac aktor/rezyser, w innych przypadkach - réznice dotyczyly techniki i umiejetnosdci (staby byl ze mnie tancerz).
Wiszystko to prowadzito do stopniowej rewizji wyobrazen na temat granej przeze mnie postaci.
Jak to si¢ rozwijalo
Praca rozwijala si¢ w toku intensywnych prob warsztatowych, podczas ktorych zaréwno zespot Wegaijt, jak i ja probowalismy
dowiedziec¢ si¢ czego$ wigcej o sobie nawzajem. W niektorych przypadkach ujawniato si¢ moje doswiadczenie pracy z maska
ilalka, jak na przyklad w przypadku wykorzystania w spektaklu cieni aktoréw. Odkryliémy je podczas nocnego warsztatu, gdy
przy akompaniamencie pie$ni ludowych na $cianie teatru toczyla si¢ gra cieni... Zrozumiatem woéwczas, ze moj udziat w
procesie powstawania spektaklu jest wigkszy, niz pierwotnie przeczuwatem. W innych przypadkach pomysty, ktore znalazty
sie w spektaklu, rodzily si¢ z zartéw i wygltupow. Tak powstala otwierajaca przedstawienie scena porodu. Pierwszy pokaz
spektaklu (jak to w pracy w procesie bywa) wywotal mndstwo dyskusji co do tego, jak postepowac dalej i w jakim kierunku
powinien rozwijac si¢ ten proces.
»W drodze”
Nie grali$my Kalevali jedynie w Teatrze Wegajty. Podrézowalismy ze spektaklem w rézne miejsca. Zdobywatem duzo nowych
doswiadczen zwigzanych z byciem w trasie. Grupa teatralna, ktérag prowadzitem (BestKept Sekret), rzadko uzywala
rozbudowanej scenografii, natomiast czes¢ wrazenia, jakie wywieral nasz spektakl, oparta byla na tym, ze odtwarzalismy w
réznych miejscach przestrzen Teatru Wegajty. Kolejnym do$wiadczeniem bylo granie dla publiczno$ci festiwalowych i udziat
w dyskusjach po spektaklu, podczas ktorych niejednokrotnie zadawano mi pytania techniczne albo filozoficzne... a ja, ku
wilasnemu zdumieniu, odpowiadatem na nie na rézne sposoby, na ktére wczesniej nie wpadtem.
Podsumowanie
Okres pracy nad Kalevalg byl waznym krokiem w rozwoju zespolu, ale réwniez dla mnie jako aktora, performera a takze, do
pewnego stopnia, pisarza i rezysera. Refleksja zaréwno nad pozytywnymi, jak i problematycznymi aspektami procesu
tworczego pozwolita mi spojrze¢ na przyszia prace pod innym katem. Ta zmiana perspektywy sprawita, ze proces, ktorego
doswiadczytem w pracy nad Kalevala, stal si¢ jakby bardziej wszechogarniajacy.
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JEANNINE PITAS University of Dubuque in Iowa, USA /Uniwersytet w Dubuque w stanie Iowa, USA

A Comparative Analysis of the Wegajty Theatre and St. Isidore Catholic Worker Farm, Wisconsin, USA
Analiza poréwnawcza Teatru Wegaity i Farmy Ruchu Katolickiego Robotnika pw. Swietego Izydora

streszczenie/ summary

Today, there are hundreds of Catholic Worker urban houses of hospitality and rural farming communities across the United
States and beyond. In my presentation, I will offer a profile of St. Isidore Catholic Worker Farm in Cuba City, Wisconsin and
compare it to the Wegajty Theatre. St. Isidore Farm shares many of the same goals as Wegaijty: stewardship of the land,
community building, and advocacy for justice. While not specifically dedicated to theatre, St. Isidore Farm relies heavily on
the arts to live out its mission: group singing and dance are mainstays of its community life, as are rituals focused on
honouring the changing seasons. Through various community events, the people of St. Isidore have done work on restorative
farming, solidarity with indigenous peoples, and climate action. Drawing on the ideas of Day, Maurin, Wendell Berry and
others, I will compare and contrast how two communities in two different countries are engaged in similar work for justice,
sustainability and compassion.

W chudych latach trzydziestych XX wieku, gdy cale Stany Zjednoczone dotkniete byly nedza Wielkiego Kryzysu, pewna
kobieta postanowila zareagowa¢ na zaistnialg sytuacje. Byla to Dorothy Day, anarchistka, nowonawrdcona na wiare katolicka.
1 maja 1933 roku opublikowala pierwszy numer czasopisma The Catholic Worker. Byto to wydawnictwo radykalne, dotyczace
zagadnien sprawiedliwosci i praw robotnikéw. Inicjatywa ta szybko rozrosta si¢ w szeroki ruch demokracji oddolnej,
skupiajacy si¢ na bezposredniej dobroczynnosci skierowanej do oséb potrzebujacych, w polaczeniu z domaganiem sig¢
sprawiedliwosci. Nastepnie do Dorothy Day dolaczyl Peter Maurin, teolog francuski, ktéry przemawial za zakladaniem
niewielkich wspdlnot rolniczych, zajmujacych si¢ uprawa ziemi i dazacych do uwolnienia si¢ od masowego konsumeryzmu.

Dzi§ w Stanach Zjednoczonych i poza nimi istniejg setki miejskich doméw goécinnosci i wiejskich komun rolniczych
Ruchu Katolickiego Robotnika. Niniejsza prezentacja opowiada o St. Isidore Catholic Worker Farm w Cuba City, Wisconsin
i poréwnuje te farme z Teatrem Wegajty. Farma Swietego Izydora i Teatr Wegajty taczy caly szereg celow: zarzadzanie ziemia,
budowanie dla wspélnoty i obrona sprawiedliwosci. Jakkolwiek Farma Swietego Izydora nie ma na celu dziatalnosci stricte
teatralnej, jej misja w duzej mierze realizuje si¢ przy pomocy sztuki. Przez rézne wydarzenia wspolnotowe mieszkancy
podejmowali dzialania na rzecz rolnictwa odnawialnego, solidarnosci z ludami rdzennymi oraz akcje dla dobra klimatu.

Chociaz az do 2016 roku nie angazowatam si¢ w Catholic Worker Movement, méj udzial w rozmaitych dzialaniach
Wegajt przypadl na czas wczesniejszy o prawie calg dekade. W 2007 roku pewna zaprzyjazniona osoba zachecita mnie, bym
wzieta udzial w wielkanocnym warsztacie koledniczym w Teatrze Wegajty i udala si¢ na wyprawe do odlegtej wioski w
pdtnocno-wschodniej Polsce. Nastepnie bratam udzial w festiwalach letnich w latach 2009, 2011 i 2016. Dzigki uczestnictwu
w tych wydarzeniach, mogtam pozna¢ kluczowe elementy praktyki Wegajt: odrodzenie dawnych tradycji kulturalnych,
eksperymenty artystyczne i nowatorstwo w sztuce, jak i bronienie sprawiedliwosci poprzez sztuke, zaréwno jesli chodzi o to,
kogo si¢ zaprasza do udziatu w przedstawieniach, jak i o zagadnienia spoteczne i kwestie ochrony $rodowiska poruszane w
spektaklach.

W odréznieniu od Wegajt, gléwnym celem pracy Farmy Sw. Izydora nie sg dziatania artystyczne. Jest to przede
wszystkim wspolnota rolnicza, oddana zarzadzaniu ziemia i obronie sprawiedliwosci, szczegélnie w dziedzinie ochrony
srodowiska, klimatu i praw ludéw rdzennych. Niemniej jednak jej tworcy siegaja po narzedzia dziatan z réznych dziedzin
sztuki. Grupowe $piewy i tance — bardzo podobne do tych, w ktorych uczestniczytam podczas festiwali w Wegajtach - to
nieodlgczna cze$¢ spolecznosci. Podobnie, w ostatnich latach Farma Sw. Izydora prowadzita inicjatywe zwang Dzikim
Kosciotem, ktérego elementem s3 niewykluczajace, miedzywyznaniowe nabozefistwa pod golym niebem. Wspdlnota Sw.
Izydora odprawiata owe nabozenstwa w dniach przesilen, rownonocy oraz w potowie okresu migdzy nimi (np. Matki Boskiej
Gromnicznej albo Dzien Zaduszny). Obrzedy te to dla uczestnikdw sposob czczenia zmieniajacych sie por roku, a zarazem
stawianie czynnego oporu wobec kapitalistycznej tendencji do traktowania czasu tak, jakby rozne jego odcinki czy momenty
nie roznily sie wcale od siebie nawzajem. Cho¢ podkresla si¢ tutaj inne aspekty, podejscie przypomina postawe w projektach
Wegaijt.

Wspélzalozyciel Ruchu Katolickiego Robotnika, Peter Maurin, jako cel dzialan stawial ksztaltowanie ,nowego
spoleczenstwa w skorupie starego”. Juz na poczatku XX wieku widzial, ze $wiat stworzony przez kapitalizm przemystowy nie
okaze si¢ $wiatem zréwnowazonym, i wierzyl, ze istoty ludzkie potrzebujg innych srodkéw do zycia, w duchu wspotpracy. W
roznych kontekstach, zaréwno Wegajty, jak i Farma Sw. Izydora stuza podwazaniu status quo i wyjawianiu tego, ze inne
sposoby zycia — bardziej sprawiedliwe i zréwnowazone — wcigz s3 mozliwe.
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MAGDALENA MOSTEANU Buckinghamshire New University, UK /Nowy Uniwersytet w Buckinghamshire, Wielka Brytania

Engineering a habitat for ethics: The Interactional, a performative installation exploring the sensorial values
of cross-cultural theatre

Konstruuijac siedlisko dia etyki: Interakcyine, instalacia performatywna zgiehiajaca wartoSci sensoryczne
teatru miedzykulturowego

streszczenie/ summary

This installation stems from my research on cross-cultural theatre practices and explores how performance art may inform
and provoke change in the social fabric through facilitating human interaction. Through The Interactional I engineer a place
of encounter, a habitat for ethics, where two people connect in a reciprocal gaze. The idea for the installation emerged from
the collision of her practice in theatre in prison and research on face-to-face contact. The Interactional responds to Levinasian
notions of ‘face as a first discourse’ and ‘nudity of face’ and seeks to address the question of how we may truly understand our
own individual place in the world, as well as the presence of an Other through face-to-face encounter. The Interactional
essentially facilitates the very simple action of facing each other, by setting the stage and giving space. In doing so, The
Interactional hopes to create the habitat for ethics and encourage the act of looking which in turn, supports a reconfiguration
of complex patterns of the social encounter.

Ta instalacja performatywna - wyrosta z badan nad praktykami teatru miedzykulturowego, bada w jaki sposéb sztuka
performatywna moze informowac¢ i prowokowa¢ zmiane w tkance spolecznej poprzez ulatwianie jednej z najbardziej
fundamentalnych, wrecz pierwotnych, form ludzkiej interakcji: kontaktu wzrokowego. Poprzez Interakcyjne mam nadzieje
skonstruowa¢ siedlisko dla etyki, bezpieczng przestrzen interakcji, gdzie dwoje ludzi faczy wzajemne spojrzenie.
Intencjonalno$¢ kontaktu wzrokowego dwojga uczestnikow tworzy pierwszy punkt kontaktu w oczekiwaniu interakeji. Tak
naprawde, ten przedluzony, wzajemny kontakt wzrokowy jest tym, co utrzymuje dwa ciala w potaczeniu. Jest to stala, ktéra
uwalnia zaréwno wrazliwos¢ czy delikatnos¢, jak i otwarto$¢ uczestnikéw, czynigc moment interakcji bezpiecznym
przejsciem do siebie nawzajem. To, co si¢ dzieje pdzniej, najlepiej opisal Merleau-Ponty:

Wokot postrzeganego ciata tworzy sie wir, ktory weigga moj $wiat, by nie powiedzie¢: wsysa go.

Na tyle, na ile si¢ to dzieje, mdj $wiat przestaje by¢ tylko moj, juz nie jest obecny tylko

dla mnie [...] (Merleau-Ponty 2012: 396).

Merleau-Ponty proponuje perspektywe korelacji w komunikacji, gdzie obie strony s réwnie zaangazowane i aktywne
w procesie wymiany. Komunikacje czy porozumienie osiaga si¢ poprzez wzajemno$¢ pomiedzy moimi intencjami a percepcja
drugiej osoby. W Interakcyjnym, wszystko dzieje si¢ tak, jakby intencje drugiej osoby zamieszkaly w moim ciele, albo jakby
moje intencje zamieszkaly w ciele tej osoby. Ja potwierdzam tego drugiego, a ten drugi potwierdza mnie (2012: 191).

Faktycznie Interakcyjne proponuje, by spojrze¢ na komunikacje z perspektywy wzajemnosci, gdzie obie strony sg
réwnie zaangazowane i aktywne w procesie komunikacji. Dajac czas, by rozkoszowa¢ sie bardzo prostym dzialaniem
polegajacym na tym, ze si¢ jest przed sobg nawzajem, instalacja ma na celu wywolanie, poprzez interakcje i kontakt
wzrokowy, rekonfiguracji zawitych spotecznych wzorcéw spotkania.

Pomyst na te instalacje zrodzit si¢ przy okazji moich badan nad kontaktem twarza w twarz, a takze z lewinowskiego
pytania: jak mozemy naprawde pojac swoje indywidualne miejsce w $wiecie, jak i obecnos¢ Innego poprzez spotkanie twarza
w twarz. Sci$lej méwiac, takie do$wiadczenie spotkania twarzg w twarz zainspirowata wiara w ,moment transcendencji
napotkany w twarzy drugiego” (Gallagher 2014). Z jednej strony, inicjatywa ta jest bezposrednia odpowiedzia na
ograniczenia nalozone na interakcje miedzyludzkie z powodu pandemii Covid-19 i niszczycielski wplyw, jakie te
ograniczenia wywarly na nasze Zycie codzienne i zdrowie psychiczne. Pomimo wszechobecnych zalecen, ze ,Dzieki
ograniczeniu interakcji uda nam si¢ zapobiec szerzeniu si¢ choroby i predzej wrdci¢ do normalnosci’, zmeczenie
spowodowane wycofaniem spolecznym powaznie zakltocilo nasze zycie (Verma 2020). Niniejsza instalacja odnosi sie zatem
bezposrednio do tego momentu kryzysu w kontaktach miedzyludzkich. Z drugiej strony, Interakcyjne usytuowane jest na
pograniczu kulturowym, geograficznym i spolecznym i ma na celu transformacje rzeczonych granic z linii demarkacyjnych
w miejsca przejécia. Tak jak Brian Massumi uwazam, ze jednostke okreslajg bardziej granice, ktére przekracza, niz te, ktérych
przestrzega, za$ same granice ustalane sg i okreslane w akcie przejscia (1999: 14). Tak wigc Interakcyjne ma na celu ulatwienie
przekraczania granic jako momentu definiujacego jednostke i sama granice.
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JTKA VRBKOVA Janic¢ek Academy of Performing Arts in Brno, Theatre AldenteAldente
Akademia Muzyki i Sztuk Scenicznych im. Leo$a Janacka w Brnie, Teatr Aldente

Crossing horders: site-specific and actor-specific theatre
Przekraczanie granic: teatr site-specific i actor-specific

streszczenie/ summary

I would like to speak about two ways of crossing / erasing borders: site-specific and actor-specific theatre. Both principles we
can find in the artistic work of the Wegajty Theatre. However I have no personal experience with Wegajty yet, so I will rather
use my own experiences from Divadlo Aldente (the Aldente Theatre). Maybe we will find some shared principles of our work
as well as inspiration for each other or maybe even some ideas of future cooperation. The aim of my presentation is to find
similar principles in site-specific and actor-specific theatre and give an explanation why this kind of theatre can erase borders
and change society.

Jaki jest sens teatru? Czy tylko dobra zabawa w wolnym czasie? Czy tez ma on jakis inny, glebszy cel: zmiane czyichs$ opinii,
nauke krytycznego myslenia, czy chce nas zainspirowaé, bySmy wiecej pomysleli o samych sobie... a przez to wszystko —
zmienia¢ spoleczenstwo.

Zakladam, ze wigkszos$¢ tworcow teatralnych powiedziataby: tak, zmieniamy spoteczenstwo! A jednak - czy jesteSmy
pewni, ze kazdy rodzaj teatru moze tego dokona¢? Czy granie znanych sztuk z pomoca wyprobowanych srodkéw w
bezpiecznym miejscu (to znaczy w budynkach teatralnych wybudowanych w celu prezentacji przedstawien) to naprawde
najlepszy sposob, by dotyka¢ ludzkich serc i je zmieniac?

Oto paradoks. Ludzie od stuleci zmieniajg i ulepszaja budynki teatrow z pomoca wszelkiego mozliwego wyposazenia
technicznego, chcac osiggna¢ jak najlepsza jakos¢ produkcji teatralnej. W tym samym czasie, niektdrzy tworcy teatralni
odczuwajg nieustajacg potrzebe przekraczania linii, zacierania granic pomiedzy publicznos$cig a aktorami, pomiedzy fikcjg a
rzeczywisto$cia... Uciekaja z budynkow teatralnych, znajduja si¢ daleko od perfekeji, ale znacznie blizej widzow.

Wracajgc do pytania: czy teatr zmienia spoteczenstwo? Gdy méwimy o teatrach takich jak Wegajty, odpowiedz ,,tak”
bylaby niewystarczajaca, poniewaz wieZ miedzy spoleczenstwem a teatrem jest tu o wiele blizsza:

Teatr zmienia spoteczenstwo
Spoleczenstwo zmienia teatr
Teatr tworzy spoleczenstwo
Spoleczenstwo tworzy teatr
Teatr to spoteczenstwo

Tak naprawde, takie teatry nie przekraczaja granic, one je wymazujg. Sprawiaja, ze tych granic juz nie ma. Teatr
Wegajty jest unikalnym przykladem zacierania granic w kazdy sposob: staje sie on czescig krajobrazu, czgscig spoleczenstwa
i czyni $wiat lepszym miejscem do zycia.

Chciatabym powiedzie¢ pare stéw o dwdch sposobach przekraczania/wymazywania granic: o teatrze site-specific
(opartym na miejscu) i actor-specific (opartym na aktorze specyficznym). Obie te zasady mozna odnalez¢ w pracy
artystycznej Teatru Wegajty, poniewaz nie spotkalam si¢ jeszcze bezposrednio z praca zespolu (znam jg z rejestracji), lepiej
bedzie, gdy odwotam sie do wlasnych doswiadczen z teatru Divadlo Aldente (Teatr Aldente). Moze odnajdziemy zasady pracy
wspolne dla obu teatréw? A moze zespoly zainspirujg sie¢ nawzajem? A nawet pojawia si¢ pomysty na przyszta wspotprace?
Teatr Aldente powstal w roku 2008 jako eksperymentalny teatr studencki. LaczyliSmy teatr poetyckim oraz site-specific. W
2014 roku wprowadziliSmy actor-specific, to znaczy, staliSmy sie teatrem aktoréow z Zespolem Downa (DS). Chociaz nie
pracowali$my z aktorami z Zespotem Downa od poczatku, faczyla nas jedna rzecz:

Chcielismy robi¢ teatr inaczej!
Chcielismy szuka¢ pozytywoéw w negatywach, szczegdlnych mozliwosci w niepetnosprawnosci!
Bylismy otwarci na wyzwania i przygody!

Teatr Aldente wspdlpracuje nad réznymi projektami badawczymi z Wydzialem Teatru Akademii Sztuk
Performatywnych im. Janacka w Brnie a jego praca znajduje odzwierciedlenie w formie badan artystycznych. Szukalismy
odpowiedniego okreslenia dla teatru aktoréw z DS i tak powstato sformutowanie actor-specific. Dzieki naszej dotychczasowej
pracy, znalezlismy mndstwo podobienstw z teatrem site-specific: teatr site-specific inspiruje si¢ bardzo konkretna, specyficzna
przestrzenig, teatr actor-specific inspiruje sie specyficznymi aktorami.

Nie kazda praca z aktorami z niepelnosprawnos$ciami jest actor-specific. Ogélnie méwigc, rezyser moze pracowac z
innoscig aktoréw na trzy sposoby. Moze uzna¢ ich inno$¢ za wyzwanie, zalete albo za ducha (co oznacza, ze probuje sprawic,
by rdznice staly sie niewidzialne).

Celem mojej prezentacji jest odnalezienie podobnych zasad w teatrze site-specific i actor-specific oraz wyjasnienie,
dlaczego ten rodzaj teatru moze wymazywac granice i zmienia¢ spoteczenstwo. 15



JANA PILATOVA Wydzial Teatralny Akademii Sztuk Scenicznych w Pradze (DAMU)
The Theatre Faculty of the Academy of Performing Arts in Prague (DAMU)

Miejsce dia teatru?
The place of theatre?

streszczenie/ summary

Gdy miliony ludzi stracily zycie w pandemii, setki tysiecy traca je na wojnie, miliony stracity na niej swoje domy, a my gubimy
sie w $wiecie, ktory zgubil reguly, pytam o miejsce w nim dla teatru. Badam wtasne doswiadczenia mocy teatru przy pomocy
doswiadczen innych oséb. W Spiskach zyciowych Wacka Sobaszka znalazlam cytat z Antonina Artauda. Tekst Teatr jako
dzuma czytany dzi§ podsuwa pierwsze pytania. Teatr jako azyl kolejne. Rzeczywisto$¢ wzniesiona jako tama przeciwko
chaosowi — Antoni Kepinski pomaga rozrézni¢ moce derealizacji i realizacji w teatrze. Kolejna mozliwo$¢ to Teatr -
laboratorium jako miejsce spelnienia tego, czego brakuje nam w rzeczywistosci. Teatr jako szkota - Inna Szkota Teatralna
(IST) i Akademia Teatralna (DAMU) s3 miejscami rekonstrukeji doswiadczen: studenci uczg nas o stanie §wiata i teatru
wigcej niz eksperci. Kwarantanna i Cantarantanna (neologizm Honzy Mrazka) w Wegajtach ukazuje, co si¢ udato podzielic.
Sobaszkowie nie sg ekstatycznymi wizjonerami jak Artaud. Sa cierpliwymi rebeliantami. W Wegajtach stworzyli miejsce dla
teatru i pokrzepiajg ludzi do szukania podobnych miejsc. Decydujace jest jednak to, jakie miejsce dla teatru stworzyli - i jakie
my stworzymy — w swoim zyciu.

My contribution responds to the place and time of our meeting. Millions of people lost their lives during the pandemic,
hundreds of thousands are losing lives now in a war that is destroying their homes and the entire country. We are getting lost
in a world that is losing its order. Where in this is there a place for theatre?

Theatre as a plague? Antonin Artaud felt war in the air; his lecture from 1933 aimed at being a wake-up call but
instead it shocked: “Like the plague, theatre has from the perspective of human life a beneficial effect. It forces people to see
themselves as they are, theatre makes the masks fall off, revealing lies, showing weaknesses, giving away hypocrisy. Theatre
awakens the dark and hidden forces of human communities and invites them to assume, faced with their fate, a heroic and
sovereign attitude which they otherwise could not achieve”. Artaud did not succeed in provoking a heroic stance but after the
war, his texts changed theatre. A long time ago, Waclaw Sobaszek noted this quotation in his diary more as a vision of the
effect of theatre than as a warning. But now brought to my mind some questions: What can theatre do when the “dark forces”
are being roused in reality? Can strip away the lies and hypocrisy, see through the spectacle, and perceive reality? Can theatre
in which no one dies survive? When actors really die, the theatre is over. But the spectacle of war goes on with other
disposable actors and the protagonists explain to us, the extras, what we should do.

Theatre as an asylum? Boccaccio describes the lethal disintegration of society in Florence in 1348 in an almost
journalist fashion as a background for a story of a group of well-born youth who flee from the plague to the countryside,
where they entertain themselves by telling moving and ribald stories. It is an asylum, a term I dislike because it can also mean
a mental institution. The overlap between actor and madman, fateful for Artaud, is stigmatising. In my eyes, theatre provides
an asylum only to those who long for the illusion of persistence of the past or for advertisements of the future world. But
watching war reports is no healthier than watching soap operas.

Derealisation vs. realisation. Antoni Kepinski, the author of the concept of information metabolism, sees the source
of disintegration in closedness: “Isolation subverts the spatiotemporal and causal order and destroys the feeling of reality, it
de-realises both individuals and the society. The barrier against chaos is shared reality”.

Theatre can be a laboratory when its creators are trying to accomplish something they miss in life. It is thus neither
an asylum, nor a reservation because no one locks them up in theatre. People who in theatre look for freedom discover the
reserves of their own and our potentials for the times of trials and catastrophes such as we are experiencing now. Can we use
this potential?

In Wegajty, we realise that theatre as a school is not about teaching but about action, being, meeting. Wacek and
Mutka teach and learn from music, people, and places and together they take care of them. They are creating Other Theatre
School (OTS). I also teach, but in an institution (DAMU) and I can see how it changes but does not mature. For thirty years,
I have been teaching students to think about theatre in different contexts, but now they became tangled.
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The study of theatre. I have been teaching online as well as in school and shared with students the lectures but also
all that was happening or could not happen. We were affected by some of us being ill, breaking down, getting entangled,
mobilised, falling asleep, by the ways in which people were using a quarantine. Several students completed their master’s
thesis, one a doctoral dissertation. Some were rehearsing their yearly presentations in secret and infected one another. Since
February, they have been able to work on their creative tasks and are disturbed (or not) by the war, while others address the
war directly. They argue about what makes sense — just like the whole society. Several people suspended their studies and a
few left because they no longer feel that their place is in theatre. But some also came to us: a student of medicine, a Protestant
pastor, a documentarist, and a psychotherapist realised that they need theatre as much as the student refugees from Ukraine
do. Students teach me about the state of the world and theatre more than experts do. For instance, the students of production
who, for their colleagues, went searching for places that could be used for rehearsing, did their best to find ladders and lift
platforms to enable seniors and children to enjoy the performance of a clown playing a violin in front of the window of a
closed hospital.

But skilled producers are not enough. One of our students came to Wegajty for an internship one day before the
borders closed. He called his report about what he experienced there during the quarantine ‘Cantarantine’. The Sobaszeks put
a recording of it online. Honza Mrazek continued to study with them: he sang and played in the forest and in the rehearsal
hall, in places where the world is not falling apart but becoming connected, where theatre and life merge and grow like a tree.
Chesterton writes that if we put down roots in some place, that place disappears, and we live like a tree through the entire
power of the universe. But ... our Ukrainian students continue, sing, and create performances even if they do not put down
roots in Prague. How should we disentangle something that concerns us if there is so much lost and found here? I have
experienced the “black swan” several times and unlike the students, I no longer feel that what is happening is unprecedented.
We are like that. Fortunately, not all of us.

Where is the place for theatre? We are wondering why what we are used to does not continue. But the world is not
how we want it. We are caught in a cobweb of human habits from which crises of the world are born. The Native American
saying: “Earth is not here for the people - people are here for the earth” is something Wacek had adopted already in 1983. His
Spiski zyciowe are full of wonder over details. From the details, he reads connections, observes the webs and wonders over
their complexity. His diaries contain diagnoses, poems, and prophecies, but especially investigations and inspirations for how
one could transform one’s report about the state of the world into action: “How can one resist the pervasive generalised
malaise, apathy, closed, intolerant tradition, xenophobe politics? There is little time”. What is most urgent must come first, and
once that is finished, he goes on. He is not an ecstatic rebel like Artaud. He is a patient one. Mutka is his backup. Where the
Sobaszeks put down their roots is important but what is crucial is the position of theatre in their lives. It is not protected but
it is resilient. That is what one can encounter in Wegajty.
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DAVID ZELINKA badacz niezalezny, Czechy / the independent researcher, Czech Republic

Weugajckie tworzenie wspolnoty
Building community in Wegajty

streszczenie/ summary

Wiele oséb regularnie przyjezdzajacych do Wegajt ma podobne wspomnienie z pierwszego spotkania — przyjecie, ktore
sprawilo, ze poczuli si¢ jak w domu. Troska i wspdlnota to filary, na ktérych opieraja si¢: charyzma, cigglos¢ i twérczos¢
Teatru Wegajty. Wspolnota wegajcka jest czyms innym niz komercyjne tworzenie kregdw widzow i sympatykow — nabywcoéw
produktéw réznych instytucji. Opiera si¢ na aktywizmie, zaprasza i inspiruje do dzialania na rzecz lepszego $wiata. Jest
odsrodkowa - jej celem jest tworzenie sojuszu osob i grup aktywnie bioracych udzial w tej zmianie. Przy czym Wegajty nie
pelnia roli centrum, pozostaja zrodtem inspiracji i przykladem tego, co jest mozliwe, i ze zmiana jest mozliwa. W miejsce
rygorystycznego programu czy ideologii — proste hasto ,,Teatr potrzebny” sprawia, ze wspdlnota wegajcka jest rozrastajaca sie
tkanka, siecig pofaczonych ,komorek”, witalng i zyciodajng. To wspolnota ztozona z indywidualnych gloséw (Edwin Bendyk),
ktore dzieki sile spotecznosci zyskuja donosnosc i tto, wspieraja sig, inspiruja i wspdlpracuja na rzecz utopii przyjaznego
$wiata. Wegajty sa wspolnota w tradycyjnym rozumieniu.

Many people who come to Wegajty regularly, have a similar memory of the first meeting — how they were received in such a
way as made them feel at home. Care and community are the pillars which support the charisma, continuity and creation of
the Wegajty Theatre.

The Wegajty community in a natural way involves the experience of equality. The newcomers are often welcomed
with a bowl of soup and a nice conversation — by the founders of the theatre, Wactaw and Erdmute Sobaszek. During dances,
jam sessions and common meals everybody meets: the theatre people, artists, performers, critics and theoreticians, students
and guests. Performances and concerts open up new spaces for meeting, that is, for building the community. The same role is
played by the paths you walk to come to Ela and Reinold Goerigk’s place for lunch, to the nearby farms for the night, to festival
events happening in the neighbourhood. The community spreads.

The Wegajty community is something different than commercial circles of spectators and fans - the buyers of
products of various institutions. It bases on activism, it invites and inspires to action for a better world. It is centrifugal - its
goal is to create an alliance of people and groups actively participating in the change. And Wegajty does not play the role of
the centre, they remain a source of inspiration and an example of what is possible, and living evidence of the fact that change
is possible. Instead of a rigorous program or ideology - the simple term “necessary theatre” makes the Wegajty community a
developing tissue, a net of “cells” linked together, vital and life-giving. It is a community composed of individual voices
(Edwin Bendyk), which, thanks to the force of the community, gain volume and background, support and inspire each other,
and collaborate for the sake of the utopia of a friendly world. Wegajty is a community in the traditional sense of the word.

Such a model we encounter in a work which is very important for Wegajty — in Na wysokiej potoninie [On the High
Uplands] by Stanistaw Vincenz. It starts with a quotation from Plato, saying that when an elemental disaster destroys
civilisation — what remains as the foundations of a new stage in the history of mankind are the shepherds on peripheries, who,
thanks to mutual relations and their relations with the environment will survive anything. So, the meaning of community is
- the ability to survive. Maintaining their own community and creating a community with the outer world means a guarantee
of safety for all. Thus, the community is oriented both inwards and outwards.

On such principles, the work of Wegajty is based. The essence of every event, cooperation, creative process is —
besides particular goals (a performance, a festival) — cherishing community. At the moment when Wegajty are celebrating
their fortieth anniversary, it is impossible to count how many groups, ideas and events have come into being thanks to them.
And because community means reciprocity — also thanks to those newly-born ones, Wegaijty are there.

One can observe the maintenance of a living line of a developing tradition in the changes of the form of
performances, of the festival, of the way of work, of the development of to whom offers of cooperation are given and to whom
the results of work are addressed. We can see the artists open to new genres and forms, constantly overcoming one’s own
limits, without stiff adherence to what is known.

Thanks to Vincenz, we also get to know what is the essence of all manifestations of live community: “But do not think
that in the land of vast valleys, long mountain slopes there is someone who would tire his horse’s legs or his own - for mere
sheep-cheese or wool [...] more then sheep-cheese and wool one sought for news, words and glances” Who would undertake
along and hard journey to a Warmian village, often from abroad, only for theatre, for music? Theatre is not for theatre’s sake,
music is not for music’s sake.
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The artists do not do that for publicity only. People come to touch the community, to bring therein a particle of their own
experience, of their soul - and to draw from it. Also when Wegajty go out to perform somewhere else - it is not about
spectacle, music, dance but about meetings between people, which are the medicine for all crises and conflicts.

Communality placed at the centre of artistic creation allows one to verify the sense of artistic values in relation to the
needs of the contemporary world. The world today lacks both artistic values and communal ones. Wegajty’s work can inspire
one to think: to what extent artistic values themselves are “saving”? What is their real value if they are not based on the
community?

JULIA LIZUREK badaczka niezalezna, Polska / the independent researcher, Poland

Offowe azyle - o uczestnikach i uczestniczkach Wioski Teatralnej
The off shelters. About the Participants of Theatre Village Festival

streszczenie/ summary

W jaki sposéb kontrkulturowy rdzen Teatru Wegajty performowany jest w trakcie Festiwalu? Jakich uczestnikéw wytwarza?
Jak uczestnicy i uczestniczki performujg swojg obecno$¢? Moim case study bedzie Wioska Teatralna w 2019 roku, w ktorej
bralam udzial po raz pierwszy. Odwolywac si¢ bede do tego zdarzenia, poniewaz wlasnie wtedy uczylam sie¢ zasad
funkcjonowania w tej ,wioskowej” rzeczywistosci oraz obserwowalam strategie nawigzywania kontaktu wewnatrz niej. Ta
perspektywa — stawania si¢ elementem projektowanej przez Sobaszkéw kontrkulturowej wspélnoty — daje szanse spojrzec
krytycznie na sposoby jej wytwarzania.

Mute Sobaszek: First, there was counterculture. Before we started our theatre work, we had run a centre for alternative culture
in Olsztyn - called the Interdisciplinary Creativity and Research Centre Pracownia (‘Workshop’), which became a niche of
astounding freedom of thought and freedom of creation. The main slogan was to seek for art as releasing force, transgressing
social and political barriers [...] "Pracownia” was very strongly inspired by Jerzy Grotowski, although the connection was not
through his famous actor’s techniques which inspired then many theatres. It was rather something deeper. Seeking the
potential of an individual person and his or her creativity in relation to the oppressive society. [...] In 2003 we started the
Theatre Village Festival exactly with this thought — that art should give energy for social change.

[after: Julia Lizurek, Henryk Mazurkiewicz, Offologia dla opornych (Offology for the Recalcitrant, 2022]

In what way this counter-culture core the Wegajty Theatre is performed during the Festival? What kind of
participants does it produce? How do participants perform their presence? My case study is going to be Theatre Village
Festival in 2019, the first one in which I took part myself. I shall bring this event by, because it was then that I learnt the rules
of functioning in this “village” reality as well as observed the strategies of establishing contact within it. This perspective - of
becoming an element of the counterculture community designed by the Sobaszeks — gives one a chance of a critical look at
the ways it is made.

Observation 1: Functions of the role of a person can change, they are liquid, undergoing negotiation. Although
I came as a participant — I became a part of the festival newspaper team. The members of the Other Theatre School helped in
the organization of the festival, as well as presenting their performance. The volunteers joint into one of the performances.

Observation 2: Not following the schedule, delays, shifts in the hours of events create the in-between time,
which every participant must fill by themselves. At the same time, it lifts off the participants’ shoulders the duty of following
the course of events. Here, the schedule is adjusted to them.

Observation 3: The above mechanisms foster new relations - with people, with space. The means which are
offered by the organizers give one chance to name the relations and estimate their importance.

“Wegaj_ty”, Wegajty, 24th July, 2019 - the festival paper of the Theatre Village Festival 2019:

Martyna Debowska: “There are spaces in which we find the sense of infinity which shakes us. Spaces of duration,
where things seem only to reflect the delicate matter of our spiritual life. There are paths on which we find the figures we know
so well, exactly as if we were meeting them right now in the very heart of the world” (p. 1).

David Zelinka: “We come into the space, where a group of actors invites guests to the community, in quite an
ordinary way, no pathos: let’s meet, it's worth it. Rather a cluster, than a group: everyone together, but separately, a little alone,
here you give someone a hug, here you clash with someone, like it is the way with people” (p. 6).
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Wiktoria Kowalska: “After the performance, I congratulated «The Awaken Ones» with all my heart. I congratulated
them for their courage to speak about personal experiences so openly and it was them, that L, for the first time in my life, had
such a great urge to congratulate!” (p. 8).

Observation 4: The presence of Bauman’s “tourists”.

»One has travelled, since ever mankind existed. [...] A tourist leaves his home in search of impressions. Impressions and the
tales of impressions - this is the only bounty he comes back home with and the only one he cares for. [...] The vagabond bows
to the autochthone; the tourist expects autochthones to bow to him”

[after: Zygmunt Bauman, Ponowoczesne wzory osobowe [Postmodern personality patterns] (1993), ,,Studia Socjologiczne”,
the jubilee number 200 (1/2011)]

The Summing Up: Why do I think about the Theatre Village Festival as a shelter — a place of accumulation of energy
for social change?

A space of (1) self-definition, (2) a sense of community, (3) building human relations, possibilities of talking of what
makes us happy and what touches us (4) a space of imagining freedom in creating oneself. The purpose shifts from collecting
impressions to discovering one’s own relation to the world.

JUSTYNA BIERNAT, MAGDALENA HASIUK, JOANNA KOCEMNA-ZEBROWSKA, JOANNA KROLIKOWSKA
Instytut Sztuki Polskiej Akademii Nauk /The Institute of Art of the Polish Academy of Sciences

Teatr Wegajty jako wyzwanie hadawcze
The Wegajty Theatre As a Researcher’s Challenge

streszczenie/ summary

Forme piecioletnich badan zespolowych nad Teatrem Wegajty prowadzonych w ramach grantu Sonata Bis mozna poréwnac
do warkocza. Trzy splatane pasma stanowig:

- perspektywy badawcze wylaniajace si¢ z przygotowanych artykulow,

- prace nad stworzeniem internetowego, ogolnodostepnego archiwum oraz

- redakeja i publikacja ksigzek: Spiskow zyciowych. Dziennika wegajckiego 1982-2020 Wactawa Sobaszka redagowanych przez
Justyne Biernat i Joanne Kocembe-Zebrowska, wieloautorskiej ksigzki poswieconej metodzie pracy Teatru Wegajty
opracowanej przez Katarzyng Kulakowska oraz monograficznego ujecia historii teatru przygotowywanego przez Magdalena
Hasiuk i Joanne Kocembe-Zebrowska.

The form of the five-year-long group research on the Wegajty Theatre (2018-2023) (The Wegajty Theatre — 35 years of
anthropological theatre and social-cultural exploration was funded in whole or in part by National Science Centre, Poland,
No. 2017/26/E/HS2/00357) may be compared to a plait. The three plaited strands are:

- the research perspectives emerging from the prepared papers,

- works on creating an Internet archive accessible to all, and

- editing and preparing 3 books: Spiski zyciowe. Dziennik Wegajcki 1982-2020 [Life plots. The Wegajty Diary 1982-2020] by
Wactaw Sobaszek (2020) (ed. Justyna Biernat, Joanna Kocemba-Zebrowska); a co-authored book devoted to the Theatre
Wegajty’s working methods, edited by Katarzyna Kutakowska as well as a monographic work on the Theatre’s history prepared
by Magdalena Hasiuk and Joanna Kocemba-Zebrowska.
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I The areas of research

An important area is the study of the landscape around the Wegajty Theatre, allowing one to expose its essential character in
the everyday life and artistic activities of the Sobaszeks. The landscape here is very broadly understood, by a number of
readings: “landscape and the scape of praxis” Christopher Tilley’s, who claimed that: “a landscape has ontological import
because it is lived in and through, mediated, worked on and altered” (Tilley 1996: 26), “dwelling perspective” by Tim Ingold,
who emphasized, that “the landscape is constituted as an enduring record of - and testimony to - the lives and works of past
generations who have dwelt within it, and in so doing, have left there something of themselves” (Ingold 2000: 189).
Landscape, then, tells a story or rather is a story “a chronicle of life and dwelling” (cf. Adam 1998: 54) encompassing the life
and the times of the predecessors. Research on the landscape allows one to unveil the rich history of the place with the whole
imaginarium of Eastern Prussia and to show what the relation of the Theatre and its audience to this place looks like.

We are also interested in how the forms of the work, and the way of building team spirit evolve (from theatre studio
to formation project of the Other Theatre School and from group creation to participatory practices and devised theatre). In
our research on the productions of the Necessary Theatre we used, among others, the category of “affecting presence” by
Robert Plant Armstrong (1975). Another field of issues was opened by the inclusion of subjects such as: ethos, utopia,
re-ligare, we used the perspective of eco-criticism — with the concepts of: “ecotone” (pl. Ewa Kempa) and “precarity’,
“livability”, “assemblage”, “ruins” (Anna Lowenhaupt Tsing, 2015). We took into account “perception and relational thinking”
(Anna Wyka) as well as the notion of “the heartfelt” understood as transferring family values onto the sphere of public life
(Sergio Buarque de Holanda 2000).

IT The Theatre Wegajty Archive

During the presentation of its work-in-progress version, we shall discuss the most important assumptions, goals and
structure of the archive, as well as the sources of the documents and artefacts. It is essential that we perceive the archive as a
process. It is connected with the passage from the stationary private archive of the Sobaszeks to the digital public archive. Its
structure is supposed to enable both chronological and problem-oriented use of the resources, taking into account the
linearity of the Theatre Wegajty’s functioning as well as their activity perceived as a rhizome or a net. The archive is thus not
only to be a place where the knowledge about the Wegajty Theatre is accumulated, but also an invitation to the users to make
up new narrations.

IIT Publications

In the work on the co-authored book, Katarzyna Kulakowska listens into the voices of the Other Theatre School participants,
as well as calls on the observations of the visitors. Collective reflection, to which the researcher has invited the authors,
focuses around chosen categories which together constitute the peculiar “being-in-the-world” of the Sobaszeks, to which they
each time invite the participants, as well as the observers, of their actions. Among the research perspectives which come up
in the commissioned texts, there are both those immediately linked with the work on actor’s workshop, and those immersed
in reflection accompanying the creation (philosophy, tradition, dialogue, observation, process); side by side with categories
through which one can tell about Wegajty’s work, there are those which set the spaces of mindfulness, characteristic to its
“being-in-the-world” (the Other, nature, community, relation). “Polyphony” as a term and strategy has become for
Kutakowska the answer to the research challenge; the key-password allowing one to capture the essence of the Sobaszeks’ life
and work.

As concerns, the monography which is currently being prepared, is devoted to the history of the Wegajty Theatre,
both in a chronological framework (from The Wegajty Village Theatre through Wegajty Theatre/Field Project up to the
Wegajty Theatre), as well as problem framework (expedition, international Theatre Village Festival, the cooperation with the
residents of the Nursing Home in Jonkowo as well as with neighbours) - the key image is one of the road and an expedition.
The greatest challenge remains: how and where should one seek the ways to study the Wegajty Theatre from the perspective
which would most suit its work: dynamic perspective, reverse perspective (of a somersault), one capable of revealing the “rule
of multiplicity” and the paradoxes it conceals.
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Skltadamy szczegdlne podziekowanie pani Ewie Kanigowskiej-Gedroy¢ za sfinansowanie pracy tlumaczki podczas
konferencji.

Konferencja jest zorganizowana w ramach badan Teatr Wegajty — 35 lat teatru antropologicznego i poszukiwan

spoteczno-kulturowych finansowanych przez Narodowe Centrum Nauki (Sonata Bis nr 2017/26/E/HS2/00357).
Wspolorganizatorem konferencji jest Teatr Wegajty.

We wish to express our profound gratitude to Ms Ewa Kanigowska-Gedroy¢ for financing the work of an interpreter during
the conference.

The conference is organized within the research The Wegajty Theatre — 35 years of anthropological theatre and
social-cultural exploration (Sonata Bis No. 2017/26/E/HS2/00357 National Science Centre)

http://www.ispan.pl/en/research-activities/department-of-the-history-and-theory-of-theatre/grants.
The conference is co-organized by The Wegajty Theatre.

KOMITET NAUKOWY CONFERENCE COMMITTEE

dr JUSTYNA BIERNAT

dr MAGDALENA HASIUK

mgr JOANNA KOCEMBA-ZEBROWSKA
mgr JOANNA KROLIKOWSKA

REDAKCJA | TLUMACZENIA EDITING AND TRANSLATION
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SABA ZUZANNA LITWINSKA ttumaczenie/ translation
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