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Abstract

Artification occupies a specific place between art and non-art and is deter-
mined by giving a subjectively aesthetic meaning to the objects that previously
had no such properties. We refer here explicitly to the studies and findings of
Ellen Dissanayake and Ossi Naukkarinen.

The study aimed to focus on the potential of artification at the end of one’s
life, exemplified by reports of the qualitative study conducted in one of the
hospices in Katowice, Poland. The psychological flexibility categories, extracted
from artification activities, were used in this research.

Keywords: artification, terminally ill patient, psychological flexibility

The paper is dedicated to the memory of Stanistaw, who showed us the meaning
of artification.

Introduction

According to Ossi Naukkarinen, artification refers to situations as well as processes
in which something that is not commonly (in the traditional sense of the word)
considered art is transformed into something similar to art or into something that
relates to artistic ways of thinking and acting (Naukkarinen, 2012, p. 2).
Artification refers to the processes in which art is mixed with something that
merely adopts certain characteristics of art. Artified objects have a specific place
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between art and non-art (Andrzejewski, 2017) and are submitted to subjective
modification (Leddy, 2012), i.e., actions to which aesthetic or symbolic properties
can be attributed. These objects did not have such properties before.

It can be assumed that the art/non-art dichotomy must be preserved so that
the reference principle that defines the concept of artification could remain valid
- artification cannot take place without art. Artification needs art as a reference
point and a source of ideas and practices.

It also needs things that are not art so that they could be mixed and influence
each other (Naukkarinen, 2012, p. 2). Artification can be considered from a soci-
ological perspective (Shapiro, 2019). However, in our understanding, the art of
therapeutic application will be given to the individual.

Ellen Dissanayake argues that from the beginning of their ontogeny, each
human being is sensitive to proto-aesthetic sensory (visual and auditory) and
cognitive aspects of the environment, which is additionally perceived by them as
pleasant and satisfying enough (Dissanayake, 2018, pp. 91-129) to prompt them
to become active in this direction. Dissanayake identifies artification as giving
a special character to objects (making them special), which is often reduced by
art scholars to evolutionary aesthetics, and therefore, “art with a small ‘@’: domestic
art, amateur art, children’s artistic games and all common, though culturally,
geographically and historically diverse practices of decorating the body and the
surroundings” (Luty, 2021, p. 87). As we understand it, there is no room to discuss
the size of “A” in defining art because, due to artification, giving extraordinary
meanings to everyday life is available to each human being and is the result of their
inherent competence, which makes it domesticated and egalitarian.

Therefore, art and its genesis are considered an intrinsic and psychobiological
ability to artify, i.e., to use proto-aesthetic visual, vocal, or kinesics behaviours and
features that first appeared in other adaptive circumstances. In a thoughtful, social
and sometimes formalised way, it manifests respect for the essential concerns of
human life (Dissanayake, 2001). The occurrence of change is an important moment
for the symbolically understood aestheticisation of everyday life. The process of
change is dynamic and constantly involves new objects and practices. Modification
often adopts the dimension of extracting some component of an object or objects in
space and displacing production from its initial context, which seems to be a prereq-
uisite for artification (Shapiro & Heinich, 2012). However, this is only possible if we
make a decision about this context and the modifications we want to apply.

Moreover, artification considers that the values of artworks are sometimes
recognised in the act of social reception and are attributed to objects that are not
perceived as art in the institutional circuit (Shapiro, 2019). Therefore, recognising
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the value of artification in social exposure is crucial as opposed to arbitrary deter-
mination by experts. In addition, Dissanayake also indicates that art often adopts
the form of ritual, becoming an element that strengthens the community of people
united around such activities. Therefore, artification has also a role in building
social relationships (Dissanayake, 2001, p. 257).

To summarise, everything can be a source of artification - each simple,
everyday activity can be situated in art (Shiner, 2012) as a creative process. This
human behaviour turns ordinary things (objects, activities, spaces) into works of
art through searching for artefacts and symbols in everyday life, extracting and
displacing an object from its original context, giving it a different role/character
(an unusual meaning), symbolic actions (in a non-direct way) and activating
symbol-based metaphorical thinking.

The Boundary Situation - The Application of Artification

The boundary situation, understood as “the turning point” (Portuondo, 2016, p. 51),
is one of the basic concepts of Karl Jaspers’ philosophy (Grieder, 2014, pp. 331,
334). It characterises situations in which a person feels unconditionality, opens the
boundaries of self-awareness and tries to understand their finitude. Jasper suggests
that boundary situations involve a variety of experiences, including engaging in
a struggle, contact with death, hazard, or guilt. Such situations are dominated by
feelings of fear, guilt and anxiety, which somehow “shake up” human existence. These
experiences shed some light on limitations, require more original knowledge and are
formative primarily for the individual and, as a result, also for the society.

Paleo-archaeological research shows that social artification behaviours
occurred, especially in situations of uncertainty and even hazard (Luty, 2021,
p. 107), including initiation, birth, or death, bringing a reduction in tension in the
face of danger, which convinced us to reach for this form of creation in hospice
activities.

The Concept of Sessions Dedicated to Artification

Preparation of the workshops based on artification should include a complete under-
standing of the concept of artification by the person conducting such workshops. Artifi-
cation is a specific, naturalistic approach to art, identified with the spontaneous, inherent
psychobiological tendency of the entire human species and, therefore, each human
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being. In addition, it is the propensity to make objects in the environment unique, to
give them the meaning of aesthetic expression, and this ability is adaptive (Dissanayake,
2001), allowing for a sense of agency, cooperation and, importantly, affiliation.

However, artification is not about focusing on an aesthetic product in the tradi-
tional understanding but more about seeking expression in everyday life for one’s
aesthetic sense, which appears in the encounter with the world and other people.
We will not focus on the task of “painting something beautiful,” as this would
imply the necessity of being skilled in art, but it would also open a discussion
on the essence of beauty and the meaning of this category in art as such. Rather,
we focus on reflection and characterising ordinary things with one’s intervention,
which gives them uniqueness. In addition, we are interested in finding one’s view
of the emotions that occur or illustrating the artification process.

Each meeting had a specific structure. It began with the preparation of the
session. It required a thorough understanding of the target group in terms of the
needs and the potential of each participant and the search for self-inspiration —
clarification of the aesthetic problem, taking its existing approaches in art and
the possibility of penetrating the issues in the activities of personal artification
as a starting point. This search should be finalized with the preparation of
a demonstration set (multimedia presentation), including the exemplification of
the issues in relation to the examples obtained from the fine arts, being the work
of artification done by professionals.

The organisation of the space of artification is initiated by inviting participants
to undertake the observation and indicating to them the possibility of reaching out
for visual, auditory and olfactory perceptions, physical sensations based on the “here
and now’, i.e,, at a particular moment, with reference to “here’, the space in which the
activities take place, the objects, the colours and the surrounding light. An invitation
to experiment with the existing reality, such as light-shadow, mark, space composition,
view, or smells, is also crucial. Great emphasis is placed on action, i.e., experiencing the
surroundings, extracting objects that can be considered components that are subject
to further activities of artification, giving their own meanings as a result of change/
modification of their purpose, function, or through their aestheticisation. It should be
added that this is an essential moment of the activities because it provides the stimuli
to undertake artification and makes the participants focus on themselves, their feelings
and associations with the various elements of the perceived space.

Observation in action is followed by a presentation (e.g., in the multimedia form),
i.e., referring to popular and well-known works, perhaps directly treating the topic we
want to show the participants, presenting unconventional and non-obvious actions in
a given topic, stimulating creative thinking and critical reflection on what is observed
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in the presentation, encouraging discussion and one’s evaluation of the presented
works. The act of artification completes the meeting and is a suggested workshop
activity by making artwork and experimenting with plants, objects in the environment,
light, and the mark based on the inventions and beliefs of the participants.

Research Methodology

The study aimed to investigate the functional specificity of the participants in therapy
sessions based on artification activities provided to terminally ill patients at the Cordis
hospice in Katowice, Poland. A case study was applied as the research method. Atten-
tion was paid to Stanistaw, who was a retired coal miner staying at the hospice due to
a progressive cancer disease. He participated in all artification sessions.

Research Sample

The sessions on artification included a series of (previously described) meetings,
during which the participants were encouraged to engage in activities charac-
terised by the search for aesthetic elements in everyday life. The creation was
organised in such a way as to be accompanied by a message close to Acceptance
and Commitment Therapy (ACT), which involves focusing on the individual’s
experience, even a very difficult one, and creating an opportunity to experience
it attentively and acceptingly as well as to act with commitment. It is important
because a tendency to avoid unpleasant thoughts, feelings, or sensations is gener-
ally observed, focusing on avoiding, eliminating, or suppressing unwanted private
experiences rather than coping with them (Gordon & Borushok, 2017). As a result,
this leads to a life lived passively, out of touch with one’s values and the inability
to realise them.

Therefore, we sought to explore the reactivity of the residents in the situation
of artification of the environment and creative aesthetic explorations within the
provided materials and workshop tools.

Instruments and Procedures

To focus on coping with difficult experiences resulting from being under hospice
care, we reached for the idea of psychological flexibility (Hayes et al., 2013). Its
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primal component is a person’s ability to make their own independent choice to
act following their own needs (including goals and values), not conditioned by the
emotions or attitudes accompanying them. Therefore, experiencing discomfort due
to a medical condition, lowered mood, or anxiety with the existence of flexibility
will not generate the disappearance of patient’s activities, resignation/withdrawal
from satistying needs (Hayes & Strosahl, 2004), making contacts because flexibility
makes them continue to perform activities that are important to them despite
complaints (Luoma et al., 2017).

Psychological flexibility is determined by the six processes that shape it: accept-
ance, cognitive defusion, flexible present-focused attention, self as context, values
and committed action (Hayes et al., 2013). The whole forms a model known as
Hexaflex, which became an essential determinant of our exploration and was also
a perspective for creating artification sessions.

Openness to thoughts, feelings, or sensations and approaching them with
interest and curiosity are shaped by developing acceptance and defusion. That, in
turn, allows a person to act freely according to their values and beliefs (Strosahl
et al., 2012; Westrup, 2014). Attention leads to a conscious focus on how a person
responds to their own experiences, which results in the ability to adapt to different
situations and the readiness to engage in everyday life (Luoma et al., 2007).

The description was qualitative and was made according to the card for the
analysis of the process of artification during group sessions, which includes the
behaviour and verbalisations of each participant through observation. Due to their
usage, it is possible to describe individual cases. The card includes categories taken
from the Hexaflex model, which specifies the essence of psychological flexibility
and the categories adapted for observation of the activity of the participants in an
art therapy session.

Research Results.
Description of the Qualitative Data - The Case of Stanistaw

The study conducted at the hospice included observations of three meetings,
during which artification-based sessions were performed. All data were collected
using the detailed observation sheets, which simultaneously formed part of the
interpretation. The blue indicated the reference to the behaviours of the case, the
red showed the occurrence of artification, and the black provided the introduction
to the range of activities during the session.



49

The Boundary Situation as a Space of Artification

WO Sunpdiana fo 319 apay v apvavdas nod "NOLLVYDILIL suorurdo
eyhre 4q payrews bbwuﬁ., SEM ST SHT, JI 31 03un sowi00 aamguN jmvN Jo -1V 40 TVLLNALOd oy Suriapisuod
(ST SBM I, UM UBS NOR,, PIBS MBISIURIS 110 aypy 51 71, :paydnasapur mepstuess  gHL 4O NOLLYDIANI /FPsau0 (seapr)
‘sjuedonred "NOLLYDIA )1 938210 10y SuTUERIU syydnoyy
3} PaYON0) NSe) SIYT, "SOUINAI-JPS [TV LNTANTIAANI JO IOV oM JT1Ie Jo MIom B oq Ued ) SULIDA0ISIP $2U0 JO
Aueur 910M 2I9YT, "WAY} UO PAJUIWIUIOD ‘punoid oy uo surayyed sn punoxe Suryif1oad sioydejowr  uonesynie
pue SYIBW JI2Y) JNOqe Pay[e} SUOLIoAT Sunses sMOpeys PaAIasqo I jeyy Supgeorpu oYy Surpoodq Juorsnya(q
PDaY D JNOYIIM 40 YLIM — IS Y] []Y
‘J1 110qQp Ut $42110q Sutiy)
-au10g pa1dod st 31 Surjpaf v aavy [ [eUIYD
Jo 1019dUry a1p3 Jo Aurry oy jo Sunyury)
Ajqeqoxd sem oy] asodund juaiaffip v
40f pauayyvs saundif auios ‘spvay Jnoyim
‘saui1] 42110 wio4f sainuf fo aus spurial
2o1mouvyvqQy Aq apvus Suuivd ayJ,  :uory OAI[ O} SUEM
-ejuasard JoT[Ies oY) 0] PAUINIOT MBISTUBIS uosiad € pue poow (103(qo
sauo sarordwr urtidg  pajeurwunypr ue
Jas]2 Su1y3o140S YJ1M 2A0] U1 ‘uopied  ‘smopeys £q pa
uajjof Apvaip aavy I, :pros mopsiuvig ‘sdoys Surxds oty ur paarasqo  -yeroudd adeys
-ydom sAvpoj 03 3003 3y Ja]01A 1] Suimoys SEM JRYM UO PAJUAW ssauydiiq
‘[4230] 11 -wod A[PIATA MEJSTUR)S oo “3-9)
ANUIIUOD [1M IM SYIDUL WLOLS P2JDALI SDM YIULIEM  UOIJSIONIYISoe
Suimvap snyy - s1501quids 10 pasvq aiv ap\ Jofip s1ydiT ‘uns paau pue Lol sSuriq pue yeak  Jo saInjesj oy SuOT)OWd
souopp 3uaq 40 Sururol ayy om o suviuny puv Jyi [pioyfiziv sopun  KAI9A9 A[[edrpAd sunjax 0 UOTJe[aI Ul uMoO InoA
‘A1o3040das 40 42112501 :u01jsanb ayy samsup 211 U SJUD]J pajraun0d usaq  Suruurdaqayy, -oyifoy dn  sSurpesy ap Jo ym Sureg
puv uapivd v 2jva4d ap| | YIO[PIqel Y} sdvmv aavy £ay) - ajquavdasur  Zunyem — Surxds jo jds UOTJESI[EDO]  /SUOT}OUId JO
uo YIew e axew o0} a1om syuedonred oyy, o jway puv JySi :pres MeFSTURIS 3} 0] 20UI2JAI YT, [eqroa-uoN  uonejdepy
Gumas
Apyexedas 10 1a1pagay, Surpring ay) pue uapred oy ur jejqer/pa93s/duridg fliclicl el
III UOISSag Uo1ssas 3} “Aouaroryns-yos ST ] UOTSSaS ISe) 2t JO xopjesyeH
Ayanoeay juaned I UoISSag Ayanoeay Juaned UORTIYHED pasueyuy
Aanoeay yuaned

suolssas dnoib Gulinp uonesyinJe jo ssadoid ay3 jo siskjeue ayy 1o} paed



Magdalena Hyla, Katarzyna Krason, Jolanta Jastrzgb

50

pue sjuridjooy s1y Jo[ pue Isnp [e0d YPIIM “pasATeue a1om amyeroduwoy QWOS JUn{ew Ul pa1sd  $2U0 Sul[eaady mou JySux
sxaddiys s1y pa1oA0d AJ[njores mepsruelg Ire pue 19Jem ySI[ Se yons Suaj -I9JUI Sem Y Jey) Tea[d ‘pomara  Surpooy wre |
“UoneNIUOUO0d 18218 )M 1oded 9rm)d[nos 10y [eNSNUN 91oM JeY}  SBM JT ‘SJUSUITIOD J[RUl Jonpoid a1y MO/ mou
Jo 2oa1d e ySnoayy juom syuedonaed oyy,  suonepelsur pue sormydnos Suneard  [jim UOIIOE ) PAYSI[[2q U0 UOTIUIE JO pue axdy,,
yrewr e o] pue soded  jsnae oy ‘vosserq Aq suononpord  -wo mejstue)s 'SSUIPIdS  SNOOJ/ANAIOE I} UO SNOOJ
J0 300ys e ySnoiy) juom syuedonred oyy,  -a1 91 jo wonejussaxd o Sunm(y pue syuerd Sunjuerg aandaoay juonuany
*(20%J SIY UO S[IWS € pUe UOI}OLJSIjes
S[QISIA IIM)  SUDIIO pub svas auyj [Ivs,
:diys e se 31
Pa3eaI) pue IOMO[J Y} PIWIRU pUE OIS ©
m yonis 1aded dwos YIm IoMOff B (pay
-13Ie) pastug0a1 AJ[edI[0quUAS MEBFSTUR)S sdoysszom
'5aU0 As04 a3 jo zoydejow ayj jo
aq o1 pasn 3] — (uvdi3avd sayjouy) jsvm 2512859 [BIUIWIRPUNy
11 g “a40y £504 2q Jou 1M J1 a5NVI3q VS 0] oy Suumden 2umvN
2ADY [ [V SEIVYL, "anjq 2q 07 31 1] p|nom | - Jo 1ind 2av m&: ey
puv 242M J1 YSIM [ joULDS 2] 2q aud1] pilf] « S PUDIST 9t} Pres MepsTue)g ‘SapIfs
Sy) |ioA Yavud uorgsanb sty mou puy, 1Mq X0q pavoqpivI v JOU S1 42414 u.f m:E.Bm& u_:t.ﬁ
sonwyodoy  SHHI 1VH} UMOLY S1JL, [SUOLIE 50} : won
$20p 1n0[0d Jeym 82 9feimooun sasaoxe  ~SHUD UO pAWRWWO MESTURIS (g erpawmu oy
uorsnyop rendod oty Jey) Aem reqrurs e “Surureaws SIOqUIAS © WAY) 2A13 o @uucuEEo.u OS[e O
ur Jurueaw SI[OqUIAS € WY} JAIS pue  puUE SJUIAI IY) WOy sIySnoy ‘woy Je
SJU2I2J21 I} woij sjySnoyy ajeredoss 03 a1 ayeredas 03 31[Iqe ay3 pa paxooy 1sn( apdoad 10010
AYIIQe 9y} PAIBOIPUI SJUIWAIL)S S MBISTURIS -JROIPUT SJUITLIS SMEISTURIS  -yroneiuasard erpawumnu (seap1)
Avm P109 svm o] AAT *p]02 st 31 pup oy} Sunmp wry ym syySnoy)
1] Y2JVUL JOU SIOP AN0JO))  “PTeS MEJSTUR)S [30Anp oy 10pun woiy] 110 8o PeY Y YPIYM Y00qaI0u QU0 JO
sureny ur aoed unye) rem Awi yongs T — uns ayg 2as | Avpoy, STY 95010 A[oJeIpouIUL JS1INGRETS
a1y} 03 pajefar Sumerp ay) pue syuedonred '$S2USNO01DAS pUv 1Y3vaiq v OH "SWA)I Pa3oda[[0d Ay} syuedr -qns-1a)ut
a1} JO yI0M 1]} 1013530) FUTSSNOSIP SIYAN S1 5143 SsauLv sanLs 1y ayy [Te & payoo[ mepstuelg  -onaed 19130 Jo Juorsnjaq
Sumas
Apyexedas 10 1a1pagay, Surp[ing ay) pue uapres oy ur jejIqer]/pa93s/duridg JUSWII[
111 UOISSaS uoIssas Yy Aoudmigns-yas ST ] UOISSag 1583 oy Jo Xapyesyer]
Ayanoeay yusned I[ UOISSag Ayanoeay yusned UOREIGHTID pasueyuy
Ayanoeay Jusned




51

The Boundary Situation as a Space of Artification

-aA10ads1ad oty

woIy adueyrodw pue U0 [IIM JPSWIY
padeIquId pue SUTUIRI] [eJIYOIRIATY B IPEW 9
"31e3Y a1} Jo adeys a1 YIIM )1 papuNOIINS pue
jurzdpuey sty apew o

Sy Sunjuted 10§ JUS[E) B YONS JARY [ MOU
puy iy pue ‘sjured Toyem 11 Suryjowros st
Y SIY) PUY,, :pres MeISIue)S ‘saniiqe dnsnie
ST 0} INOWNY PUe DUEBISIP YIIM SuLLIRjy

31} JO UOIESIOTIAY}SI. pUE UOT)
-2DYIIE JO 9DUIPIAD I} OS[e SeM ]

Jdap ot 995 wed nok pue

X0q © ST 219YT, "SUTBWAI MOPRYS &

SEe MOPEYS B PUE ‘SUTYS JYSI[yse[j ©
se aroadsiod ur Juimerp e st
“(xoq

PIBOqPIRD ) UT PISI[BNSIA SEM JBYM
Surddoo) 1oded uo y1om STy MaIp OH
"JUISYIP SUIYI2WOS OP 0) pIjueM
Y 2snedaq Josdn 194 sem mepstue)g

*S3L10]S
sa1doad 1a10
pue £103s UMO
$2U0 JO 10231

Ay} ‘way) ur

J[psauo Zurpur]

"way) Surjenyead

— opewW 2I0M
jet)) syonpoid
a3 Je Sunjoo]

uorjesiear ae
-wi-j[as pidu
WOIJ J[95aU0
Sunuejsip
/uon
-eAI2SqQO-J[2S

‘(MopuIM 21) IPISING JdYIDIM Y] PUD UIDL
Bunyom) ;0001 puv 1ayjpam ayg siomopf
as9Y] pNIUI 0 MOE], *PTeS Y TYILIM [}
pue s3urpunoiins a3 0} uonjuajje Jurkeq
‘(raded

3y} payono) pue UMop Juaq 3Y) syuridpuey

<ouys fo 11q o v ‘snys fo
71Q 21371 © " YIpaaq Uv JUIULIAOUL
PUIM — SSIULID ** YTUWLIDM JYSIT,

< P109 svm o] AAT *p]02 st 31 pup
[39Anp a1y 19pun wouy] 710 5o
Awi yongs T - uns ayg 2as [ Avpoy,,
*s3UNaW 9} US2M]9q UOTIRATIS
-qO puE UOTIUd)Je PIJEITPUT OSTe
syuowaye)s Stp  Sunuivd iy aq oy
pasoddns st Suiuivd ayJ, ‘uo sSuyy
Burynd uvyg 1oyiva 2ungpN wioif
sSurguivd 4afa.4d | :pres mepstuelg
"pasAreue osye a1om 4£3oouyday
)M PAUIMIISIUT ST INJeN] YOTYM
ur Yred aun( ureN jo syIom ayf,

“19)sej Jnoxds

PImod Ao Jet]) 0s [10§
YIIM W) pajdajord pue
spaas pajued suofroag

"UOTIO’ UT MOU pU®
919y, SEM OF] 9SBISIP OU
SeM 9191} JI Se QuIT) JeT])
Je Jjeswry Jnoqe AJnj
Jsou pay[[e) aY Jey) uaas
3q OS[e P[NOD ] "Xas IS
-oddo a1} uo uorssaxduur

'SYIOM TenoT)
-red 0y opmymge
[euonjOW? pue
aSpamoty
reuoszod umo

Appyeredas 1o xayyadoy,
1] UOISSaS
Ayanoeay yusned

SGurpas
Surpying ay) pue uapaed oy ur
uoT1ssas 3y Aoudrdrgns-yos ST
II UOISSag
Aanoeay yusneq

1e3IqeH/pa3s/3uridg
] UOISSaS
Ayanoeay yuaned

yse} a1y} Jo
uonedyLIe[)

JUSWd[R
Xopesyer]
pasueyug




Magdalena Hyla, Katarzyna Krason, Jolanta Jastrzgb

52

JMNIN
2A0] T, 199YS 1) U0 2)0IM 3T ‘PUL [} U]
“[31e Jo 102(qns a1y

uo Surredaxd jueswr oy Ajqeqoad] [ngs aiyy
Jo Buriaggpuis v Juiva) aavY pinom [ Umouy
poY T JT "aut pajivmp Joym mouy Jou pip |
130012 svm Suinuuiaq ayg out 10, Kvp

1541 ay1 01 paivduiod 3jdoad ayy fo fjpy aup
2421f] ‘MON],, :PTeS MEJSTUR)G ATRTIUNS UT
‘mesTue)g 03 Jueyroduur arom

Juaunrwwod Ym sdoysyrom ut Sunedr
-onaed pue 93poimouy Surured Gurures
S14Y aut] Jo Lwapvoy

ay1 v Surdpnys 34v3s 1]13S [ [ 2qAvus aq 03
pasn [ sv uwdv Ayjway puv Suois Sunod
aq [1 T 1v1y3 aud sastuioLd auo0auios JJ 1
Jo wiosoq ay 01 uinjaL pup ypap [an.id ]
Jo sapyovys oy advasa 03 Suidiy wiw [ ‘mop,
SAMIATOR

PIseQq-1Ie UT aN[eA PITIAOISIP MEJSTUEIS

Aomp

ssvd Aoty asnvaaq iy Apyonb
Laaa pasivad aq 03 aavy 2]doa
:201dsoty o) Jo SutwonduNy 1Y) 03
PAIL[aI I9PIO UTE}ID B JNOQE OS[e JNq
JpeswIy Inoqe Auo 10U $)Y3noty) Sy
JO 20UAPIAd A1) SeM Jer]) Suryiowros
pres oy “uapIeS ay) UT SANTATIIE STY
Surmp pastexd sem meystue)g UAYAL

(Puryaq daes]
ued [ JeyMm) 19je]
pue Mou J0J
uonoe jo safdn
-und Teronuo o)
noqe suorsang)

saneA
JO uoTedOyLIE])

O[1om 0 sey uorjeurSewr
asne2aq prey s1 17, :pres 3y ‘sdoys
-10M 3]} UO JUIUIWOD 0) PAYSY

‘pPHOM
a3 jo Surpuess
-Topun suo 0}

uonesiear afe
-uIL-y[os pidis

“yS1[ 246y prnoo juerd y SuLLIRJAI pUB  WOIJ J[9SAUO
STY JBY) 0S X0q Y} U SA[OY Ipetur yse) pajordwos Sumueysip
oym U0 AU a1} Sem Y ‘A[eur] 31} JO JXJU0D /uory
"1daou0d spuo 03 SurpIodde 193(qo oy Sutpury  -eAIASQO-J[AS
SGumpas
Appyeredas 1o xay3adoy, Surpying ay) pue uspaed ay) ur jeyqeH/pa9s/Suridg JUSWS[
III UOTSSag uo1ssas 3y Aoudrdrgns-yos ST ] UOISSag vl 943 jo xopyesyer]
Ayianoeay Juaned I UOISSag Ayanoeay Juaned UOREIYHEID pasueyuyg
Ananoeay yusned




53

The Boundary Situation as a Space of Artification

*SIIOUL)SISUODUT [EOTJRWUTEIS JUIOS 90USY| pUe A[[eI2)I] PaIR[SULI) 9I9M MEJSTUR]S AQ SPBUI SJUITWTIOD YT, :9J0N

a1 ym jooyos

01 juam [ =+ Avpoj aq JjIM 21M0UVYDQY/,,
:pajou oy ‘vonejuasaid paredard £jsno
-1a21d 31} JO API[S ISIT Y} MBS Y UIYA
‘sdoysyrom

oy Surmp £Juo jou 9o1dsoy 9y ur £ejs
STY INOYSNOIY) INOIALYDQ S} PIPN[OUT
JUSPISAI ST} UT YOIYM UOTJROYIIY Jo Jred
sem sdoysyrom oy 03 31 Suriq 03 pue s1d
-0 [JIM JOMOTJ ST{[ 2IeYS 0} UOISIIIP YT,
<s3unyy maf v Jo pru

Su13328 svm oym_1o3ySnep s1y Aq wiry o3
JySnoiq uaaq pey 1 ey} pres of *(JI[01A ©)

‘puru

ur SI9710 YIM
suorjuayur Juist
-[ea1 03 £y1AT)00

1oMoO[j & pade[d OSTe A7 [DOTYM UO I[eM © SATJEAID B UT uorde
Sursn 100y uo pay[em megstuelg Kepof, 1950 Suren  paprwIuio))
SGurpas
Appyeredas 1o xayyadoy, Surpying ay) pue uapaed oy ur jeyqeH/pa9s/Suradg JUSWd[R
III UOTSSIg uoT1ssas 3y Aoudrdrgns-yos ST ] UOISSag 151 943 jo xopyesyer]
Ayianoeay Juaned I UOISSag Ayanoeay Juaned UOBTIHHED pasueyuyg
fanoeay yusned




54 Magdalena Hyla, Katarzyna Krason, Jolanta Jastrzgb

Discussion

The analysis of the detailed observation sheets showed that the study participant
performed the act of articulation many times. It was evident not only by his behav-
iour or workshop activities (experimenting with light, leaving a mark, bringing his
plant, planning an art activity) but particularly in many narratives accompanying
the aesthetic activity. The verbalisation stressed the participant’s interpretation and
search for the artification of everyday life. The participant vigorously discussed
the issues and participated in the analysis of works presented in multimedia. He
also defended his concept, referred to the current mood, focused on the “here
and now” and showed the world of values that he found relevant. During the next
workshops, he came “prepared”. He brought his items (box, pencil, notebook),
wanted to be active and was willing to deepen the subject matter as much as
possible. His presence during the third workshop was particularly symptomatic
because it was the first time, he had not used a wheelchair. Instead, he had used
a walker on which he placed his potted plant. Furthermore, despite difficulties in
mobility, he wanted to leave not only a footprint but also a handprint as if in spite
of the limitations of his body. One could see the commitment, concentration on
the issue and presentation of his perception/interpretation of the world and giving
it aesthetic qualities according to his creative conception.

Of the observed aspects of psychological flexibility, the process of valuing and
committed action was most evident in the actions of Stanistaw. From the first
meeting, it was clear that the proposal of workshops satisfied his need to realise
himself, to go beyond his limitations and to transgress. Because the workshops
were related to these values of Stanistaw, he was able to engage extraordinarily.
That was reflected in punctuality, listening to the instructors’ proposals and pres-
entations, and reactivity (asking questions, asking about the ideas behind the tasks
and the future of the works). According to the theory of flexibility, which assumes
that values (and the action involved in them) give meaning to experiencing even
the most difficult sensations, we observed that Stanistaw was able to accept difficult
emotions and feelings when faced with activities that he found valuable. Despite
physical pain, he was engaged in performing activities and manual work that
caused him difficulty. Stanistaw found it easy to enter the process of defusion. In
other words, he distanced himself from his thoughts and beliefs that occurred
in constantly repeated patterns. He took pleasure in symbolisation, playing with
words and form, and did so readily during the mentioned verbalisations and
narrations. They were also related to distancing oneself from the formed and
maintained vision of oneself. In his case, it was also evident in his jokes about
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himself. At the same time, he surrounded himself with care, which was visible in
the symbolic drawing of the shape of the heart around his handprint.

Artification allowed Stanistaw to see more things better. It created an opportu-
nity to ask questions such as: “How do I see myself?”, “What was and is important
to me?”,“What do I feel at a given moment?”. Statements and reflections were often
difficult, as they stemmed from the awareness of the boundaries of his existence.
However, expressing oneself non-verbally became an additional stimulus for atten-
tion and contact with one’s emotions. Increased tolerance to uncertainty or danger
was also evident. Acceptance and staying with the current sensations brought the
chance to experience a sense of meaning and agency, which was crucial to the
patient’s well-being.
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