


or some juice. Or lends their object to the neighbour who claims that he or
she does not have anything interesting of valuable to show. Moreover, the
neighbours jointly ensure that all the portraits and photographs presented
at the closing exhibition crowning the project were returned to the persons
they depicted or those for whom they might be important.

Tania Alice mentions yet another thought that Ogrodzki shares with
her, referring the Robert Putnam’s research. In Putnam’s theory there are
always two aspects to this kind of social intervention: bridging - opening
one community to another and bonding - connecting people from the
same community with each other. For Ogrodzki, bridging happens through
abond created between the artist and the residents: at first one person com-
municates with the artist, then comes another one, and eventually, through
this indirect way everybody starts to communicate with each other. We
witness something that in the discussion mentioned by the artist Alice and
Ogrodzki refer to as an intimate record inside the social narrative. Writing
can be understood here as creating history together, spinning a tale, mar-
rying different motifs. Entrapped residents start to open up to the space of
relations they have never even suspected.

But let us make no mistake, the horizon for Marseille activities was
not to entrap the residents of the block of flats. Ogrodzki in the above men-
tioned field note describes the following situation:

Yesterday morning (i.e. around noon) Aziz and 1 arrive to Blel] H[ori-
zon] and to our surprise the doors to the room [where our studio was
in - author’s note] is ajar, open. We open the door to see a smiling
face of [one of the residents] Mr. Fortes taking off his football costume.
The studio is massively rearranged - the background is pushed back,
a flag of the Cape Verde Islands and a Cabo Verde scarf is pinned onto

it. » took the liberty to use your studio to shoot a few pictures«”.
The infrastructure left by the artists got taken over by the residents. The trap

got tamed and integrated into the life of the block of flats, what is more, it be-
came the place for the original performance, the space for creating meanings.
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The already mentioned Alfred Gell argues that the most important character-
istic of the contemporary art is its ability to impact, but also its potential to
spark reaction. One of possible reactions is exactly taking action. Susceptibil-
ity to act and overtake demonstrates that the artwork works. The artistic in-
frastructure, same as performance and dramaturgy, becomes a foundation for
the experience of closeness to occur. Bel Horizon activity reveals the power of
the seemingly neutral sharing of the base created by the artists.
Performance, dramaturgy and infrastructure can be also understood as
an interface loaded with “co-creation”, “co-responsibility”, “co-dependence,”
“co-operation” and “co-m-passion”. Individual persons, groups or communi-
ties join in, and once disconnected they are energized with above mentioned
characteristics. It points to the necessity of having continuous presence of

such interface in communities or of returning to them from time to time.

Masque(rade)

Pola Rozek - a researcher, who analysed self-organization of the local com-
munity of the Ciokana housing complex in Kishinev with the communal
being-with in mind, and who observed that the driving force for action was

a peculiar take on selfishness - finishes her field note with a question: “Is it
possible to show solidarity gestures without meeting your own desires and

expectations first?” When we were carrying out our action research from our
partners from the European Cultural Foundation and ZEMOS98 we bor-
rowed a metaphor that in a suggestive way answered the question asked by
Rozek. During one of the team meetings they noticed that everybody who

travelled by plane, must have remembered the safety instructions that ad-
vise you to put the oxygen mask first on yourself before assisting your child.
During our research we noticed that one of possible barriers that culture has

to face when it comes to its social impact, including impact on solidarity ges-
tures in Europe, are the conditions in which artists and cultural organizations

working with local communities operate. The conditions are of precarious

nature, without any stability, with low pay and excessive workload.
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All this has consequences, not only on the social level, but also on the
existential one. The anxiety, dilemmas with underlying tension connected
with inability to fulfil your aspirations and the feeling that you need to give
up on these kinds of activity which would seem the most appropriate and
choose those that are simply available: these are just some examples of the
reality of cultural workers. If you add to this such factors, as parenthood,
need to look after the elderly, sudden diseases or other unexpected life
needs, the whole invisible area of everyday life suddenly becomes determin-
ing, starts to roar, threatening to explode.

Can a culture organized in this way efficiently activate social values
that it is fighting for? Should not we put the solidarity oxygen mask first on,
so that we can put it on communities that we work with? These questions
inspired us to conduct research in the area of culture itself. We have already
described the activity headed by Karolina Pluta addressed to the employees
of the Zagreb POGON institute. The second facility we decided to invite
to join action research designed in the said way was one of our partners,
a Spanish organization ZEMOS98 from Seville.

Paradoxically, the world of culture, art and social activities is based
on the tension between the above described working conditions and the fact
that the persons shaping this world very often have sincere, deeply rooted
ideological motivation, and they invest in their work a lot of energy and life
resources, engaging passion, hope and thoughts. Sometimes professional
activities absorb these people totally, which is not so difficult, when the pro-
fession you practice is at the same time your passion and hobby. In a simple
way it helps you efface boundaries between the work and private life.

Additional factors, such as flexible working hours, high mobility,
combining social and professional life, increased sense of responsibility can
soon stop being a blessing, a privilege and turn to a curse instead. The prob-
lem has been diagnosed in a powerful way by Miya Tokumitsu of Pennsyl-
vania University in her paper opening with the famous slogan, Do what you
love®. Firstly, she points to the fact we seem to often forget and refers to the

L] Miya Tokumitsu, In the name of love, https:/Mww.jacobinmag.com/2014/01/in-the-name-of-love/
[accessed: 16.8.2019].
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primacy of passion: many activities essential for the society can be hard-
ly referred to as fascinating and stimulating. Unfortunately, these are also
jobs that enjoy very little recognition, both socially and economically. The
researcher argues that being so lavish with the positive thinking narrative
and enhancing the love motivation at work not only encourages humilia-
tion of professionals on the positions not connected with any big passion or
fascination, but can even result in a peculiar invisibility of the huge area of
services and people providing such services.

This, according to Tokumistu, is just the tip of the iceberg. For her the
situation in the area of seemingly privileged professions is even more treach-
erous: “The »do what you love« mantra has also caused great damage to the
professions it pretends to celebrate” she maintains, giving as the example the
way universities operate and the situation of scholars employed in academia.

There are many factors that keep PhDs providing such high-skilled
labor for such extremely low wages [...], but one of the strongest is
how pervasively the » DWYL [do what you love]« doctrine is embed-
ded in academia. Few other professions fuse the personal identity
of their workers so intimately with the work output. This intense
identification partly explains why so many proudly left-leaning fac-
ulty authorities remain oddly silent about the working conditions of
their peers. Because academic research should be done out of pure
love, the actual conditions of and compensation for this labor be-

come afterthoughts, if they are considered at all.

In Academic Labor, the Aesthetics of Management, and the Promise of Autono-
mous Work, Sarah Brouillette writes of academic faculty: “ . . our faith that
our work offers non-material rewards, and is more integral to our identity
than a regular job would be, makes us ideal employees when the goal of
management is to extract our labor’s maximum value at minimum cost.”#
A quite similar reasoning permeated the Polish public sphere at the
time we were finalizing this paper. A mass strike of teachers and educational

o Ibid.
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workers started in April 2019 was held under fire of arguments expressed
by the government and pro-governmental conservative groups. According
to them, striking professionals should drop their financial expectations
and demands for improved working conditions for the sake of the so called
good of their students, ethical weight of their work and its ideological di-
mension. Although the absurdity of such logic can be easily exposed (in
front of many schools banners with slogans such as: “Mission will not feed
us, ideals will not keep us warm” were put up), however, it is difficult not
to notice that for years it has been the barrier that kept the wave of re-
sentment at bay and has been the gag keeping the education professionals
silent. Watching the strike and the reactions of people and groups currently
in power, as well as the society itself, one could ask a question that would
not only relate to the core curriculum, but rather to the vision of the world
and values as such: what does the Polish school teach? It could turn out
that the values and meanings declared in civics and literature, or even in
religion and ethics textbooks did not translate into the way the educational
facilities are organized.

This mechanism can be also observed with regards to the reality
of institutions of culture and art, as well as organizations dedicated to so-
cial change. The dissonance between the modus operandi and the contents
is like a blind spot. It often remains out of sight. Whet represents the es-
sence of work in the given institution, its main mission statement, the set
of values and addressed issues, very often is not implemented in produc-
tion structures. Theatres producing plays on social justice operate using
extremely unjust mechanisms. Progressive institutions aimed at civic so-
ciety development struggle with insufficient transparency in management
and lack of any internal democracy. Small organizations work on perma-
nent take-off run, always lagging behind, uncertain, giving in to a granto-
sis, losing their marbles out of fear whether they will be able to maintain
their open undertakings on one hand, and pay wages to their employees
on the other. At the same time, they carry out projects to persuade partic-
ipants about the need to look after themselves, about the value of subjec-
tive choices and that “less is more”, as the popular catchphrase assures. Can
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anyone imagine a more overwhelming schizophrenia? Almost all institutional
cultural centres work based on habits that are a sort of default system setting.
Work procedures and methods are full of contradicting and unfair rules that
become translucent, absorbed by the blood flow of the system, operating on
the routine level.

As a result, nobody has any first-hand experience of emancipation
here, however, we always insist that we do what we love. Maybe we don’t
feel the cognitive dissonance, maybe we believe that this is the price to pay
for this unusual privilege®. How can it be changed? How do you keep your
enthusiasm stemming from the sense of mission and absolute involvement
in produced values and keep a clear head, not forgetting about your own
needs and ambitions, not giving up on your basic sense of security, to put
it plainly? Is it possible to work in dignified conditions in culture? Can we
empathize with ourselves, knowing that we need both bold visions, as well
as to be able to pay our bills without the recurring end-of-the-month anxi-
eties? Are we able to create such ways of working that will be the best artis-
tic and social project on its own talking about justice, equality and balance?

These are all the dilemmas that the precarious cultural workers have
to face while remaining under the pressure of a peculiar conspiracy of si-
lence: it is not easy to talk about these paradoxes, because it seems a bit
like voiding one’s engagement, giving voice to aporias which are not easy
to integrate and include in a positive, motivating slogan. It seems that this
status quo is difficult to overcome in everyday situations, to disturb the
smooth surface of the narrative about our love relationship with our work
where our smiling faces reflect as if in the mirror. Breaking the illusion is
an act of courage, honesty and readiness for discomfort. This is when the
performative power of creating cracks comes to aid.

Let us quote Miya Tokumitsu once again:

No one is arguing that enjoyable work should be less so. But emo-

tionally satisfying work is still work, and acknowledging it as such

“ The authors resort to the first person plural here, because it is the reality that we all experience
in our everyday life.
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doesn’t undermine it in any way. Refusing to acknowledge it, on
the other hand, opens the door to the most vicious exploitation
and harms all workers. Ironically, DWYL reinforces exploitation
even within the so-called lovable professions. [...] Nothing makes
exploitation go down easier than convincing workers that they are

doing what they love.#

Members of the ZEMOS98 organization even though they work for the pos-
itive change, emancipation, cooperation, awareness and generally defined
social welfare, joke that sometimes the wish they were the beneficiaries of
their own activities. “In the house of iron the spoons are made of wood”,
Felipe Gonzélez Gil, one of the four core team members of the organization
reminds the popular saying. In the Polish and English context one would
rather say: “The shoemaker’s children are ill-shod.” Lack of time, problems
with financial liquidity that translate into insecurity in life, giving up on
risky, though attractive challenges, and last but not least, paying less and
less attention to oneself and one’s own needs are all often mentioned as dif-
ficulties implying that sometimes the care and solidarity should be extended
also to us. However, there is usually no time, space or mobilization to do so.

Co-author of this paper together with the ZEMOS98 members,
namely Felipe Gonzdlez Gil, Lucas Tello Pérez, Sofia Coca and Pedro
Jiménez, decided to explore the topic of this solidarity towards oneself. The
inspiration to this action research was twofold: firstly, we wanted to include
organizations and institutions as examples of cultural practices, a scaffold-
ing of sorts for activities carried out in culture. The question whether at
the bottom of the culture production, in the layer that we consider to be
an organized experience, carried out consciously according to a scenario by
a professional in the field, you can enjoy stability, solidarity and dignity on
various levels, seemed to be one of the most urgent ones here, demanding
to be asked. Does balance and bottom-line exclude each other?

The second reason, very similar really to the first one, is the personal
motivation connected with comparable issues that we had to face ourselves

46 Miya Tokumitsu, op. cit.
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during the Culture for solidarity project and other activities undertaken by
team members. In other words, The Tired Superheroes undertaking was car-
ried out on the wave of our own thoughts and existential experience, drawing
on our professional dilemmas. Well aware of the paradoxes inherent in the
DWYL claim and faced with questions about the extent to which as cultural
activists you should first look after yourself, empathize with one another, try
to emancipate your own desires, name dilemmas, bewail losses and distance
what you cannot overcome, the co-author of this paper, Dorota Ogrodzka,
proposed an activity based on in-depth interviews and introspection.

The first stage comprised of interviews. Following the already de-
scribed principle stating that performance in its artificiality releases
authenticity, Ogrodzka created a play space: with each of the four team
members she conducted an interview where the storyline was stimulated
by cues from randomly picked cards. The participants could decide from
which of the three categories of cards to draw. There were three options:
“challenges”, “questions”, “catchphrases”. Similarly to the Monopoly board
game, or rather its alternative version Commonspoly, created by the Ze-
mos98 team themselves and dealing with cooperation, common work and
ensuring common good, unlike the primacy of competition, profit and ag-
gregating wealth, which in the original version of the game were the ob-
jective thereof. This rather limited selection with precisely specified cues,
direct questions and invented tasks became the scaffolding, a framework
that can be filled with sincere confessions or trite answers. The convention
of the game with a bit of the tongue in cheek approach, where the role of
chance and a hint of frivolity was acknowledged, paradoxically triggered
serious reflection, deep consideration and openness in sharing their own
perspective. It was also a chance to improvise. The respondents approached
the cues in different ways: some of them mixed and matched them, creat-
ing various constellations, others were trying to build a coherent narrative
out of a few answers. Sometimes they closely followed written hints, other
times they negotiated meanings, treated them as a loose inspiration.

Already at this stage a characteristic of this activity that later came
to be its main core, manifested. It was a special relation of the prepared
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performance and the reality: dramatic proximity, almost being adjacent
with the regular course of action, while at the same time a deflection, or
rather a facelift thereof. The interviews are a bit like a regular conversa-
tion, they are held in a relaxed atmosphere, in the relation the listener-the
speaker, with personal involvement, an attitude of curiosity, with emotions.
At the same time the situation remains artificial, as if it was framed, defined
by “tasks”, tense. Already at this stage it became clear that listening alone,
and the time dedicated to self-analysis in the presence of another person
had an empathetic dimension. A process free of judgement, conducted in
an understanding company, lets you hear yourself as if from the outside,
which already provides you a kind of support: this is how ZEMO98 mem-
bers often described the interview stage of the action they participated in.

In recorded preliminary interviews the participants talk about their
values, strategies, operations, about the intertwined professional and exis-
tential order. This entanglement leads to huge involvement, constant flow
between various perspectives and life plans. Coherence, but at the same time
difficulties in setting borders. Completeness, as in the Do what you love claim.
These are also values that form an unusual chain: trust, care, loyalty. They are
like a strong foundation, but they also have a dark side to them, for they are
a liability and a burden. Last but not least, when you build on such ground, it
is difficult to think about any change. The attachment and the force of habit
curb any movement and any thoughts about some aspects that might be dif-
ferent. It is even more difficult to think about yourself in this context.

In a nutshell, the work and common activities become a strong part
of one’s identity, an initial rite of passage, a fundamental experience that
defines the horizon. It is a stable world, safe harbour, a family - these are
the metaphors Zemos98 members use when talking about their mutual
relations. These sorts of well-established systems also have their flaws;
everything that happens within such systems, becomes translucent after
a while, difficult to name, and even more difficult to critically examine.
Thus, if any form of oppression occurs, fatigue, exhaustion, it may happen
that for quite some time it remains unnoticed, regardless of good inten-
tions and sincerity of people involved in the said system.
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In situations like that an external impulse or transposition of oper-
ational principles is needed, a disruption, a consolidation. A performance.
Or a tuning of reality, if one resorts to the metaphor from the world
of technology and risky entertainment. Formally speaking, tuning may be
understood as a performative process where the behaviour, situation and
context typical for everyday life are elevated to a higher level of intensity.
Key parameters become even more spectacular and clear. When you tune
your car, it means you are mainly enhancing the engine, but also giving it
a nice beauty treatment, improvements, overall facelift. The same applies
to a performance: an upgrade may refer both to the aesthetic dimension
(costumes, props, gestures, setting the space), and the dramatic aspect alike,
the production of meanings itself that are elicited in greater consolidation.

If the subject of an activity is catching some rest together, then you
find the most amazing place that answers all unfulfilled fantasies about rec-
reation. When we talk about collective revision, reflecting about yourself in
the past and getting rid of everything that represents a burden in this past,
you need to light a real fire and burn all the signifiers of unwanted memo-
ries. A ritual, play, instructions, traps, strong gestures, forms, all on the thin
line between the necessity of intense mobilization and total letting go are
the allies of tuning. Tuning allows you to enter the liminoid area. It is
a term used by Victor Turner, one of the most important anthropologists of
the 20th century to describe a state similar to liminality which is a tempo-
rariness, space between two different states, identities or moments. A lim-
inoid state on the other hand is something “sort of” transient, a state
that resembles a transformation, an artificial reality of sorts that is supposed
to facilitate the notion of change. As an example of the liminoid sphere
Turner lists games, plays, various quasi-rituals, but also the theatre*. Based
on the agreement and a set of rules that create a kind of a parallel, imagined
reality, a space to test alternative scenarios opens up. They all remain in the
sphere of fantasy however, they are practised, played out, experimentally
cross-checked. Their performativity is similar to what Judith Butler writes

47 Cf. Victor Turner, The Ritual Process. Structure and Antistructure, Cornell University Press, New
York, 1977.
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in her essay on drag queens: the power of impact is based on the insecurity
as to the status of the produced form. Is it fiction? Is it reality? Is it stable?
Is it vulnerable? The wavering of meaning and message, free drift between
various forms of identity are a desired state here®.

Tuning is like dressing up, a masquerade. This is exactly what it is in
the Seville experiment. In one of the interviews, when asked about a situa-
tion that he would consider a disruption of the habit and the routine under-
lying operations of the organizations and about the conditions that would
facilitate solidarity towards the employees themselves and extracting their
subjectivity, Felipe Gonzélez Gil fantasized about a support group for tired
superheroes:

We, employees of culture, are like mutants, like superheroes. We
have our mission and we tend to forget about our own needs. 1 wish
I could create a situation, a theatre play, maybe, where we would sit
in our superhero costumes, tired, with our make-up melting, trying
to talk about our ideals. Or maybe rather we should be discussing our
weaknesses, that everybody has some, though we can rarely expose
them. This is what 1 imagine it like: we are sitting together and then

one of the superheroes says: I'm so tired of flying...

This image was the starting point for the masquerade that was meant to
serve as a sort of solidarity experience, action research focused around the
question: What needs to happen for the tired superheroes to reconnect with
their desires, needs, with each other in their vulnerability and subjectivity,
rather than in tasks and the productive work mode? The answer was to be
reached through the already mentioned reality tuning, an intensive time of
a performative city ride, made up of situations when they experience events
that they previously mentioned as unusual, dream situations, disrupting the
shell of values and the burden of the mission. They were roaming the city for
fifteen hours dressed up as Spiderman, Catwoman, Batman and Superman,

48 Cf. Judith Butler, Gender Trouble: Feminism and the Subversion of Identity Routledge, London
1990.
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participating in surprise events that they prepared for each other based on
the knowledge collected during the interviews. A kart race together, canoe-
ing, a ritual destruction of keepsakes, a football game, an alternative mu-
seum tour, doing various nice things for each other, asking and answering
questions, and last but not least, visiting important places connected with
the history of Zemos98 or reconstructing the closing speech that they ad-
dressed to the audience of their last festival which for many years used to be
the key event for their organization; all these experiences, intensified and
consolidated in time, gave the chance to have a liminoid transition from
the familiar identity and form towards prototyping another way of working
that would include time and space not only for their wishes, but even for
their whims. The excess of pleasure, satisfaction and joy was meant to help
people meet again in the simplest setup of me-you, to abandon clichés and
face each other as real-life subjects through and through.

There was one more, key machine working at the backstage of this
play: producers who as part of the project were tasked with organizing all ele-
ments of the game, releasing the team members from their responsibility for
the course of events, giving them the comfort of participation, relaxed, free
of any obligations. The thing that would normally burden the core Zemos98
team members as a task to do, now was working for them, as a gift, a plat-
form set up for solidarity. Having somebody to babysit the children so that
the participants can enjoy the event all day long seems like a simple task that
assumes an approach in the categories of feminist economy or care economy.
And these are practical equivalents of solidarity, its manifestations. Why? Be-
cause they address real needs, and not some abstract values. It is practice, not
declaration. What is more, they change the mechanism of production, they
are not just stories about care, but an implementation of the paradigm.

All manifestations of solidarity throughout the whole project were
carried out in the similar fashion. The co-author of this paper, who was also
the producer of the Seville activity and a co-curator of the entire undertak-
ing, was able to do her job while on the maternity leave and also after the
leave, thanks to the whole team’s decision to finance travel costs also for her
babysitters. This allowed the baby to travel together with the mother, thus
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making the work-life balance a reality, instead of a notion neglected out of
necessity. It became the question of choice, not a compulsion.

The Seville masquerade became a formula fostering research because
similarly to a carnival it combines ease and frivolity of a dress-up with a se-
rious operation carried out in an increasing tension. It helps ventilate the
tension, relieve the system, while at the same time gives a chance to blow
off some steam. It does not change the system as a whole, in fact, it only
disrupts it for a moment in order to later reconsolidate and restabilize the
structure. Critics of carnival believe it is a dangerous activity: it does not in-
troduce any real change, but only provides a temporary relief that later helps
fulfil the adverse pattern more efficiently. But is it really the case? Does not
it boost the energy and our ideas about what the structure might look like
in everyday life, if only it drew on this quirky, short-lived event? If we recog-
nize a performance situation as an efficient tool for modifying imagination
and the experience of closeness, then it becomes quite clear that even such
a fleeting peak into the crack may work as an impulse for transformation.

The factors that need to change in case of ZEMOS98 are, accord-
ing to its team members: lack of time, financial insecurity, debt, unequal
pay, unhealthy style of working. Big aspirations and responsibility meet lack
of security. A reality tuning, a sort of carnival was meant as an attempt to
overcome this conflict, a kind of profanation #° of the everyday status.
Since there is no time or money then production of an activity where each
costume and each experience has its price, not to mention that you need
to dedicate a whole day’s work to do it, thus wasting it, making it non-pro-
ductive, seems to be an act of madness, irresponsibility and nonchalance. It
seems that superheroes should not allow themselves to act this way, how-
ever, by doing it they are broken out from their binding duty, they liberate
themselves from the narrowed perspective of everyday operation.

Tired superheroes spent one day wandering around the city, not an-
swering calls to save the world, thinking about themselves, spending too

“9 We use this notion in the meaning proposed by the Italian philosopher Giorgio Agamben, who
points to the subversive potential of play. Profanation, according to Agamben, means the use,
setting in motion, checking the applications, breaking the immunity. Cf. Giorgio Agamben, Pro-
fanations, Zone Books, 2007.
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much time on eating, babbling and completing strange tasks which made
them cheerful, made them abandon their role, made them laugh and let
them see themselves in situations of ignorance, surprise, seeming weakness
(when e.g. they needed help to get out of the canoe). Mutual acceptance
and sympathy played the key role here. As we have mentioned above, being
accepted in one’s vulnerability, awkwardness and exposure is an experience
that gives rise to deep solidarity, support and empowerment. “We do some-
thing completely different than what we have been doing, we leave behind
the everyday life situations in which we know each other, we do something
for us, this gives us strength, lets us abandon the patterns for a while,” was
how they commented on their activity. They also experienced their state
differently, their fatigue, moments of inattention, not being able to focus on
yourself, a crisis. Why is it so important? Because in the life of a superhero
it allows you to define your full identity, your limits and aspirations, and
as a result, to redefine your strategies. It lets you confront the burden and
discomfort of your own condition, just like the costumes worn all day long
become a nuisance, an annoying accessory that restricts your movements.
Tuning is not activism. It does not bring instant change. It rather pro-
vides inspiration to experiment with your awareness and imagination. “If we
cannot imagine change, it will never happen,” activity participants argued.
Tuning is about inducing a state of crisis, of increased intensity and speed,
where your thoughts flow swiftly and cannot stay in one place for too long. In
such induced moments of adrenaline strong, deep words are uttered: “You are

” » «

my family”, "1 am sorry”, “I love you”, expressed in their costumes and masks
to each other from the stage of Alameda Theatre, where for many years they
have been organizing events for other people, for another audience. The arti-
ficial performance unarguably facilitates for the authenticity cracks to appear
together with solidarity gestures that may later translate into thinking about
yourself and about internal solidarity in the organization that aspires to dis-
tribute it outside, to encourage and teach it.

“l don’t want to be a superhero all the time”, confesses Felipe. “I'd rath-
er create things within existing opportunities, not closing my eyes to what

is needed, what gives satisfaction, what sometimes lets you disconnect, and
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recharge”; “l need some rest, to do something also outside the organiza-
tion”; “1 have given myself the consent to maybe one day change my place of
work and that it will not be the end of the world or lack of loyalty, although
Zemosg8 is everything to me”, each participant said and Julia Cortegana
recorded it on her film documenting this activity, shot while she was accom-
panying the whole event with her camera. Tuning allows you to fantasize
about other scenarios than the only permissible superhero model, always
ready, always subordinated to his or her calling. “Sometimes you need to
take the cape off,” team members laughed and added: “This activity encour-
aged me to think about the ways how we can practice in our structures the
same standards that we apply towards other people, our colleagues, partici-
pants for whom we organize our events and hold workshops.” Among habits
connected with being attentive to others and working for others, the sense
of responsibility and care turns out to be extremely difficult.

You need to restrain from the instinct of putting the mask on somebody
else and take care of your own mask. The oxygen, the identity, the life mask.

7. THE POINT

The research carried out by an international team under our guidance as-
sumed that a new cultural paradigm needs to be established, with solidar-
ity at its core. Inspired by the artists of the older generation specializing

in work with local communities, we believed that the paradigm has to

be based on “co-creation, co-responsibility, co-dependence, co-operation

and com-passion”, as Krzysztof Czyzewski put it. However, when trying to

embrace the contemporary social and political processes we noticed also

challenges that we face today when proposing such a paradigm: it has to

lead to the creation of open communities that know how to build bridges

between mobile individuals representing various language, culture or geo-
graphical background.
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Therefore, we were looking for a type of intervention and artistic ac-
tion, inspired by grassroot solidarity practices grounded in European societ-
ies that would provoke communal behaviour, while at the same time would
account for the fact that both the people of culture, and communities they
work with, can never put down their roots for long in one geography, cul-
ture or language. We chose cultural practices stemming from the communi-
ty art tradition as our starting point, and wanted the practices adopting its
integrating and community forming effect into the reality of the contempo-
rary world and the sphere of the international network of socially sensitive
culture practitioners to be our destination point.

As a result, our research allowed us to outline certain conclusions:

1.  Solidarity may be provoked as part of a cultural and artistic ac-
tivity, if the said activity happens based on a social, i.e. cultural,
religious or class difference and sets in motion tensions caused
by this difference by programming cooperation of people repre-
senting such difference. Active encounters of differences in order
to reach a common objective (preparation of an event, artistic or
cultural activity) is the first step towards rebuilding social solida-
rity using cultural tools.

2. ltisnecessary to shift the mindset from thinking about solidarity
as a reaction to a crisis of another subject towards solidarity mani-
festing as building relations with another subject. To make it pos-
sible, organizational framework needs to be redesigned together
with material infrastructure and interfaces that would form the
basis for developing social solidarity. This is how we approach
culture: it has greater chance of affecting how the social solidarity
practices emerge and consolidate if it provides material founda-
tions, tools that would act as a scaffold for erecting solidarity as
arelation, and not only a reaction. Culture should also be able
to develop and provide scenarios for social solidarity activities, a
sort of dramaturgy, narrative, practical clues on how to carry out



collective processes aimed at development and consolidation of
social solidarity practices.

3. Thus, we find it is an imperative to rethink the category and the
practice of performance which in our opinion has incredible po-
tential as an artistic genre that can be taken over from the avant-

-garde culture and adopted to serve popular social culture focused
on creating communities. Performance is an activity; it stimulates
all senses of the participants and has a transformational potential.
If aptly applied in the area of culture dedicated to solidarity, it
may bring incredible results in future.

4.  Other performative genres that in our opinion bring hope as far
as provoking social solidarity is concerned, are the ludic genres,
referring to dance, collective celebrations, carnival-related prac-
tices. Apart from the qualities of a performance they also apply
laughter and humour as tools to slightly crack identity and sub-
jectivity.

5. Last but not least, before we as creators of culture take on the task
of establishing the new paradigm for cultural practices that will
contribute to the restoration of social solidarity we need to fight
for the reform of the culture itself, for creating conditions that
will allow us to focus on the positive social impact instead of the
everyday struggle for survival and concern about the future cau-
sed by insecure, precarious conditions of our own work. Without
cultural organizations founded on the logic of solidarity, social
culture does not have any chance to impact the solidarity of Eu-
ropean societies.

This last point that we mention has not only the sociological, but also a deep-

ly philosophical dimension. Solidarity is a function of the subject; only by
being a subject, i.e. a person who has control over his or her life, we are able
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