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I am here to explain, or rather highlight, a few 
moments from my Fulbright experience, so please 
allow me to paint that landscape in the spirit of the 
alternative production of knowledge because I truly 
identify with a re-imagined and decolonized future.1 

Let me start with a one scene shot that was ulti-
mately cut from City Lights [“Charlie Chaplin”], 
involving The Tramp and a piece of wood, and which 
Eric L. Flom describes in his book Chaplin in the 
Sound Era: An Analysis of the Seven Talkies and let it 
be our background image: 

“Charlie is seen alone on a bustling city street, and 
notices a small block of wood stuck in the grating 
at his feet. Rather casually, he attempts to knock the 
wood through the grate with his cane, only to find it 
hopelessly stuck, rotating with each successive stab. 
His interest is piqued, and soon what began as an 
offhand curiosity becomes a full blown fixation; the 
piece of wood envelops Charlie’s total concentration. 
In the process, Charlie’s obsession soon becomes 
everyone else’s entertainment, attracting the attention 
of a window store clerk, stopping foot and automobile 
traffic, and, naturally, drawing the attention of police 
as well.” [62]

The manner in which I communicate my research 
is not verbal. The aim is not to explain the issues dis-
cussed, but rather to make progress in their analysis 
by creating a proper environment. This is a conceptual 
but also physical study. Art is very often not even 
a language, but what is occurring in its field – through 

1 An important shift in identity politics: now I identify with not as. 
“The only truth is face to face,” Frank O’Hara wrote in Ode: Salute 
to the French Negro Poets, a poem partly about the prejudicial 
falsehoods that blur individual faces. The closing couplet reads: 

“the only truth is face to face, the poem whose words become 
your mouth and dying in black and white we fight for what we 
love, not are.” [305]

Artist’s statement

In a note to the editor, Wittgen-
stein wrote: My work consists of 
two parts: of the one which is here, 
and of everything I have not writ-
ten. And precisely this second part 
is the important one.

[Wittgenstein] 

I believe in low theory in popular 
places, in the small, the inconse-
quential, the anti-monumental, 
the micro, the irrelevant; I believe 
in making a difference by thinking 
little thoughts and sharing them 
widely. I seek to provoke, annoy, 
bother, irritate, and amuse; I am 
chasing small projects, micropoli-
tics, hunches, whims, fancies.

[Halberstam]

A bird doesn’t sing because he has an answer, 
he sings because he has a song. 

[Walsh Anglund]
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the real and deep involvement of the artists – trans-
lates into scientific progress; translates into social 
change. I make use of poetry, repetition, whispering, 
laughter, and pro-peace activism, which supplies 
models for new behaviors. But first of all, as a visual 
performance poet I believe that “abstract is revolu-
tionary and that we must nurture the abstract rather 
than make a liberation theology of reason” [Soni] and 
through that stand for the liberation of the human 
mind from the dominion of religion, property, and 
government. What I believe in is a social order based 
on the free grouping of individuals. My work is not 
designed as a practical tool for governments who want 
to fight corruption. It has been designed as a non-fic-
tion, embodied poetry piece to be performed in 
a public space and traversing the spectrum of fluidity.

Coming back to a series of collages, I truly see it 
as an embodied manifesto, which was submitted as 
Mid-term Paper #2 for PPS-550A Performance Across 
Cultures2 class run by a wonderful artist and cultural 
worker, Jenny Romaine, at the Pratt Institute in New 
York City in 2017. She introduced me to KlezKanada, 
the backwards shabbes ritual march initiated and 
described by her as:

“so anti-militarist, it’s so Dada that in the 1920s they 
would be like ‘we’re not marching in your fascist lines. 
We’re not marching in your fascist armies, we’re walk-
ing backwards.”

Since 2010 I have been working around the question 
of embarrassing situations,3 which are, in my opin-
ion the most open performative form of gathering; 
where persons are in a conflicted state and must find 
themselves within the situation, with very little use 
of previous life experience. I intuitively connect the 
backward marching ritual and performative embar-
rassment with the scene from City Lights to explain 
why me leaving Poland in 2016 at the peak of women’s 
street protests had such an impact on my work. 

2 Which is also a title of the series.
3 Tadeusz Kantor, Zero Theatre Manifesto: “Embarrassing situa-

tions: Replace a shock with an embarrassing situation. An 
embarrassing situation is something more than a shock. To do so, 
one requires much courage, courage to take risks, the ability to 
make decisions. An embarrassing situation destroys the audi-
ence’s life experience, its conventionally validated existence, 
and puts it ‘down’ much more effectively than a shock.” 
[Kobialka]

First of all, I quickly realized that in my culture, the 
storytelling of elders is usually sad or dramatic. I came 
to the understanding that I don’t really laugh much, 
compared to others around me, and decided to bring 
my laughing performance from 2008 back to life, using 
it across different actions between 2016 and 2018 while 
in New York City. The idea of laughter as a revolu-
tionary act is one that now drives my practice. I see 
laughter as a poetic survival tool and its resistance is in 
its constant repetition. In my opinion, performances 
of womanliness and queerness are keys that open 
the door to deprogramming what’s is known as the 
embarrassing, and reclaiming the assumed. A woman’s 
unapologetic laughter as a refusal of language, and as 
a storytelling, and a song, and a poetry, and a mani-
festo – as an impractical solution. It is an offering of 
nonsense. 

What does it mean to laugh in spaces of power? 
How does it feel? Who is laughing, who is allowed to 
laugh, and who is not allowed?

Secondly, in my introductory statement for Czas 
Kultury here, I consider laughter as a queering tool 
similar to Muñoz’s historical processes of disidentifi-
cation.4 What I am questioning in my performance is 
the white Eastern-European femme body in a cocktail 
dress, tradable but not in the way that people expect: 
laughter makes it interrogative, hysterical, and unpre-
dictable. The laughing Polish woman is expected in 
the U.S. to find a husband and acquire a green card; 
instead she is like a trickster, and refuses to compen-
sate the heteronormative, patriarchal American gaze. 
I see laughter as an act of denial towards patriarchal 
institutions of power (such as the heteronormative 
family controlled by the church in Poland or uni-
versity where the exchange of knowledge happens 
in a male dominated university, or a government 
founded on militarism and the codependent ten-

4 According to Jose Esteban Muñoz: “Disidentification is about 
recycling and rethinking encoded meaning. The process of dis-
identification scrambles and reconstructs the encoded message 
of a cultural text in a fashion that both exposes the encoded 
message’s universalizing and exclusionary machinations and 
re-circuits its workings to account for, include, and empower 
minority identities and identifications. Thus, disidentification is 
a step further than cracking the code of the majority; it proceeds 
to use this code as the raw material for representing a disem-
powered politics or positionality that has been rendered unthink-
able by the dominant culture.” [31]
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dencies between church leaders and politicians) or 
laughter as an act of withdrawal.

The two photographs that are attached here are 
documentation from two different performance 
pieces: Sad People Sex… “How To Walk Your Polish 
Woman Down The Street” (New York, 2016) and one of 
a few laughing performances, entitled Oldman’s White 
Finger (New York, 2016) where the titles are seen as 
poems. 

The first performance was a new ritual I initiated 
and which was my personal protest, parallel to those 
happening in Poland (Ogólnopolski Strajk Kobiet, 
Poznań 3.10.2016). A fragment from Turtle pond 
was a fail (first stabs) by Cara Scarmack and Heather 
Benjamin’s drawings entitled Sad People Sex inspired 
the performance which was part of a live and mul-
timedia art festival called The Hidden Valley, put 
together by two collectives, Wild Embeddings and 
Pulsar, and was held at the Last Frontier NYC venue in 
Greenpoint, Brooklyn, New York on October 8th 2016. 
I called it a vandalistic solo performance in bed but 
it was actually a performance with disassemble bed 
that my viewers and me carried on the street. Protest-
ing anti-abortion law was not optional for us, it was 
a must. The language of Polish politicians at that time 
was violent, with the ruling party was clearly stating 
that it opposed those Polish women who took to the 
streets. 

Oldman’s White Finger [original spelling] was a sign 
I kept writing on walls and windows between 2016 and 
2018 in many performative acts. Why “Oldman’s White 
Finger”? you ask. I say because it is sexual, controlling, 
silencing, pointing, highlighting, ruling… 

The conclusion is inescapable viewed in the light of 
the foregoing issues, LOYALTY and CONSEQUENCE 
as two pillars on which my education was founded on, 
and the two that made my time in New York very hard, 
as I came to believe that growing happens outside 
of my comfort zones. These two were reasons our 
Polish-American fairytale is a lil’ twisted (still having 
Charlie Chaplin as a background to make it grotesque). 
Thanks to their dogmatic power transgressive peda-
gogy is impossible to become practice of freedom as 
I would desire it to be.5 

5 I have been working as a faculty member since February 2010.

Changing one’s opinions is crucial if one wants to 
learn and explore. I came to the U.S full of prejudice, 
being racist, homophobic, intolerant and left almost 
unchanged but with a better understanding that it is 
all about being racist less each day and unlearning, 
deprogramming...6 I came to understand that my 
authenticity is very often my activism, especially when 
occupying systems that weren’t built for me.7 I started 
carrying around a sign: 

“Fulbrighter from Poland in solidarity with Muslims, 
native people, women of colour, LGBTQIA+, planet 
Earth… My liberation is bound up with yours.” 

Once I started listening to black and indigenous 
women I came to understand something groundbreak-
ing: “I construct a type of womanhood that viciously 
negates the fact my body still function as an agent 
of white supremacy. I am so gentle with myself that 
I simply cannot comprehend that I could be oppressed 
and yet still oppressive.”8 
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