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Abstract

The choice of the article’s topic arises from the authot’s experience as a supervisor, university
teacher and also an art therapist in the field of psychiatry. The theoretical basis for
consideration was the psychodynamic theory of visual art therapy and, on the other hand, the
approach to supervision as an integrative activity. With the experience of hundreds, perhaps
thousands of supervision sessions, I applied for supervision training at the end of my career.
According to her experience, in supervision, the focus of examination in visual art (psycho)
therapy clinical wotk is usually the examinatdon of the client/patient’s situation,
familiarization with his condition and messages. The aim of this article is to present a
perspective of own ways of coping, in a more holistic way. The beneficiary of this approach is
also indirectly the client. However, the solitary work of the supervisor, the support processes
and the focus on the needs of the client are the main aspects of the article. Work based on
visual imagery has always been at the center of the author’s super-visionary interests.
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Obrazowy sposéb pracy jako tagodna interakcja i aktywnos$¢ w
superwizji

Streszczenie

Wyb6r tematu artykutu wynika z doswiadczenia autorki jako superwizora, nauczyciela uniwer-
syteckiego i takZze arteterapeuty w dziedzinie psychiatrii. Teoretyczna podstawe rozwazan
stano- wilta psychodynamiczna teoria arteterapii wizualnej, a z drugiej strony, podejscie do
superwizji jako dzialania integracyjnego w procesie uczenia si¢ od bardziej doswiadczonego
specjalisty. Po przeprowadzeniu setek, a moze nawet tysiccy sesji superwizji autorka
zdecydowala si¢ pod koniec kariery na podjecie szkolenia z tego zakresu. Z jej doswiadczenia
wynika, ze w superwizji pracy klinicznej w zakresie arteterapii przez sztuki wizualne, (psycho)
arteterapii nacisk poltozo- ny jest zazwyczaj na badanie sytuacji pacjenta, zapoznanie si¢ z jego
kondycja 1 przekazem. Ce- lem tego artykulu jest zaprezentowanie wlasnych sposobéw
radzenia sobie w pracy superwizora w sposob bardziej holistyczny. Beneficjentem tego
podejécia jest posrednio réowniez pacjent. Jednak samotna praca osoby przeprowadzajacej
superrewizje, procesy wsparcia i skupienie si¢ na jej potrzebach stanowia gléwne aspekty
tekstu. Praca oparta na obrazie wizualnym zawsze byla w centrum superwizyjnych
zainteresowan autorki.

Stowa kluczowe: psychiatria, arteterapeuta, superwizja, obraz wizualny



10 Pdivi-Maria

Fig. 1. Artistic Expression, a Pictorial Way of Working with Emotions 1

Introduction

Alternative means of communication and processing are needed in supervision,
especially when there are challenges with verbal expression. Visual work could be
used when the speech is a repetitive process of managing the same content of the
self and the issue at hand, or when there is a need to change the direction of a
stalled process. Creative visual work is also a natural response to the need for
emotional and professional identity work, which allows for pausing and slowing
down to the essen- tial in the here and now. The person being worked with makes
an image of what is stirring up inside, in the body and in the mind about the issue at
hand. The essential thing is to find a point of contact with my own thinking,
attitudes, values, feelings and the needs behind them. It is also through doing those
possible solutions, or at least the seeds of change, emerge.

A questionnaire for art therapy practitioners who use imagery in their supervision
was developed in 2022. The supervisors had asked to define what imagery meant in
their way of working. The aim of the questionnaire was to determine the extent to
which image work was part of the overall work supervision process and the added
value and results of using images. The focus was on the meanings produced by the
pictorial approach and identified by the experts in their work, as revealed by the
responses. The article also includes the voice of the supervisees in the form of the
selected supervision images (Figures 1 and 4) and their feedback on supervision. My
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own experience both as a supervisee and as a supervisor strongly contributes to the
text.

In short, the aim and purpose of the article is to open up the use of visual interac-
tion and explore its significance as a method of supervision. The aim is also to model
the activity as a description of the structure of the activity and to create a model for
the application of the activity as an alternative communication tool in the supervi-
sion process.

1. On the Process of Image-Making as a Method of Supervision

Supervision and dialogical interaction through images as emotional work became
the focus of the examination. Our language is made up of words, images and ideas
and therefore we think through them. The author of the picture, the sender of the
message, usually wants to express something specific while creating a pictorial mes-
sage about his or her thinking and his or her own meanings. In my experience, it
is when making a therapeutic image that a meaningful issue or painful point about
the work of the person being guided comes to the surface and what requires
further examination, development and reflection. Making a picture therefore quickly
gets to the heart of the matter. Very soon, the content of the picture reveals a
story, theme or symbols that the recipient should recognise and perceive, or
possibly also the context, the environment in which the message is conveyed
(Viisinen, 2017, p. 10; Hautala & Pikku-Pyhilto, 2022).

In the context of image work in work-based learning processes, we can talk
about learning through image-making. According to several studies, this learning
process is light, unconscious and inspiring (Berger, 2017, p. 158-163). One can
also talk about deep learning, because image-making is also a contact point for our
uncon- scious emotional life. Image making and the interaction through it form a
multifac- eted, goal-oriented learning environment.

In supervision, pictorial interaction takes place in a trusting triangular relation-
ship, where the third part, in addition to the supervisee and the supervisor, is the im-
age created in the process (Figure 2; adapted from Schaverien, 1992; Karkou, 2000;
Rankanen, 2016). The perspective chosen for this article is the dialogic supervision
interaction through the image (Arnkil & Seikkula, 2015; Ménkkénen, 2018). This
theory is an application of the principles of visual arts therapy.

In supervision, dialogue through images can also be a completely non-linguis-
tic emotional work, the realisation and implementation of pictorial work without
words. One can stand quietly and unhurriedly in front of a finished picture and ob-
serve its message silently. Sometimes it is good to continue the process in such a
way that the supervisor creatively continues the process by writing a reflective text
on the image. In the text, the artist reflects on the meanings, themes or symbols that
emerge from the image. In this pictorial process, the supervisor can confront
his/her work issues, his/her private everyday life issues and at the same time
his/her own thinking and needs in relation to his/her work as they are at that
moment (Hautala, 2008, pp. 135-136; Hautala & Honkanen, 2012, p. 11).
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IMAGE

SUPERVISION CLIENT/
SUPERVISEE
—>

Dialogic Interaction
through the image

Fig. 2. Dialogic Communication and Interaction Through the Image
Source: adapted from Schaverien, 1992; Karkou, 2006; Rankanen, 20106).

For the supervisee, making the image of the job will help him or her to gain in-
sights into aspects of his or her own work and into changes and rearrangements in
his or her job. Insights into one’s own stuck and unwanted activities (for example,
in the work community or in areas of personal life) appear in the pictures and can
trigger the client’s motivation to confront their feelings and needs, to change their
perspective and to make solutions and changes.

These realisations of the need for change and the resulting solutions often lead
to life clarification, work identity and the organisation of professional life in a
variety of ways. Clients working in different working environments and in different
life situations use the image to structure their lives according to their background
and situation. Learning new ways of working and clarifying roles and tasks are the
keys to change and new solutions to the various challenges of working life. In
addition, many clients face challenges in their personal lives alongside their work,
which they need clarity on. In this way, the image-making environment provides a
platform for exploring all kinds of emotions related to work and personal life and
for finding, defining and reflecting on new ways of working.

2. Strengthening Self-Image as a Breeding Ground
for Resilience

In the examination of supervision, the self-concept of the person being guided
often plays a significant role. Markku Ojanen opens up the concept of the self in
a multifaceted way. The self is located inside the body, fills the whole body. Some-
thing central is in the head, where the central senses and thinking are located. How-
ever, our self also includes its outer members, such as our toes. The self is also
experi- entially the centre of everything (Ojanen, 1994, pp. 24-206). In image work,
the self
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can be encountered from a wide variety of perspectives creatively, including bodily,
through image work.

The self is both the doer and the object of doing (Ojanen, 1994, p. 25). The
person being guided has in him/herself an image, an idea of himself/herself as a
hu- man being, as an employee: what kind of background I come from, what is
involved in myself, what kind of person I am in my work, what kind of values I
have. This is called a self-concept or, in the art therapy approach, a self-image.

The self is born, develops and changes through interaction. What others say and
how they react to it has a surprisingly strong influence. Something in the self is
wounded when receives criticism, and enthusiasm rises from praise. We learn about
ourselves through social interaction. There are also aspects and elements of the self
that are difficult to understand. Ojanen talks about the deep dimension of the self.
What is elusive is deep within us. That is why it is difficult to approach the self of
another. In supervision, this can manifest itself in such a way that the door to the
self can be closed very tightly and nothing can be brought to light. There is a fear
of revealing one’s own self and its ideas to the supervisor and the self is expressed
so ambiguously that the overall picture remains blurred, even mysterious (Ojanen,
1994, p. 20).

On the one hand, visual work opens up the possibility to communicate and bring
out something hidden about the self-image in the picture, and on the other hand,
to explore aspects of the self that are still unknown to oneself. In the words of
Win- nicott (1971, pp. 53-65), “creativity is the way to discover the self ”. The
freedom to use art materials offers the possibility of exploring the self without the
need for verbal explanation or excessive self-disclosure. Through image-making,
one can gain a broader understanding of oneself in a previously locked reality
(Stromberg, 2004, pp. 134-136; Sava 2007). It is possible to make one’s own
experiences visible to one- self and to another (the supervisor) — experiences take
shape. “Artistic work can lead to a respect for one’s own life experience and self,
and to seeing one’s own value and dignity” (Sava, 2004, p. 30; Hautala & Pikku-
Pyhilts, 2022).

All of this strengthens the supervisee’s sense of self: he or she gets in touch
with different aspects of him or herself, with his or her own ways of feeling,
thinking and reacting, remembering and learning — thinking about himself or herself
with respect and appreciation. Through visual work, they can reflect on the past and
the present, their roles, their working lives and their part in them. Through the
observation of images, changes can occur in both the psychological and physical
experience of the self (Rankanen, 2007, p. 199).

When visual work has done in a group, the dialogue expands to include the whole
group and all the visual material produced together. When the old and familiar is left
behind and resolved, it can feel strange, fearful and uncertain. Nevertheless, a pre-
requisite for the possibility of finding space for personal growth, for the formation
or updating of new identities and working roles. At the same time, new meanings
are sought as a basis for solutions, and perhaps important new social contexts are
discovered.
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Poijula has opened up and expanded the concept of resilience. Resilience refers
to coping, resilience, stress management, crisis resilience and self-management (Poi-
jula, 2018). According to him, beliefs and meanings and the importance of finding
meaning in life are important in recovery processes (Frankl, 1963; Martela, 2021).
The meanings of things, one’s own beliefs and the meaning of life are key themes
on the path of learning and facing change, as well as on the path of recovery.
These are present in clients’ images and in the whole process of pictorial interaction.
In the field of visual arts therapy, resilience refers specifically to creative resilience,
manag- ing stress, enhancing well-being, discovering one’s own stories and
managing one’s own mind through artistic work (Moon, 1998, pp. 5-7; McKniff,
Knill & Atkins, 2020; Motiya, 2021).

During the visual process, the person being supervised becomes empowered by
discovering their own hidden resources. To a large extent, it is also a question of
letting go of old defensive habits and a distorted self-concept (false self ) before the
possibility of attaching to a new one (true self) (Winnicott, 1965; Kurkela, 2004).

To cling to the new, old habits must be shaken. In a guided situation, image-mak-
ing gives shape and colour to your own new themes. The way of working combines
interaction and dialogue in a client-oriented, permissive way. Through the gaze, the
supervisor accepts the client’s images as they are, at the same time accepting the
client as a whole. In doing so, he or she enables the client to adopt a new way of
managing his or her own life in different areas, strengthening the client’s decision-
making and ideas for action. A strengthened self-concept and the experience of
being seen also increases resilience, self-compassion and recovery capacity. The
motivation to take action and build new solutions is renewed (McKniff, 1998,;
Moriya, 2021).

3. Learning Through the Supervision Process of Making a
Picture to Produce Solutions

What and how does the supervisor see in the client’s image during the art therapy
interaction? Through this seeing, the supetvisor encourages the client to build his/
her own capacity to work, encourages changes in practices and helps to build the
building blocks for updating his/her own identity. According to art researcher Liisa
Viisdnen, the human ability to perceive forms and react to visible stimuli is subjec-
tive. We don’t all see things in exactly the same way. Individual differences have been
observed most in the perception of colour and spatial perception. It is important to
hear, without interference, the client’s views, insights and experiences of the image
they are making — what is described in it and what kind of meanings emerged from
the image to the understanding of the author during the process (Viisinen, 2017,
pp. 9-10).

Elements that can be explored in the image created in the supervision process
during the art process include form, colour, light, shadow, space, line, feeling, mood,
rhythm and use of material. The meanings created by colours and shapes can also be
examined, and through them the symbols of one’s own life as reflected in the
client’s
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own daily life. The view of the supervisor is also shaped by the image-maker, the
person being guided. The guide guides the supervisor to see his or her own views,
intentions and purposes (Viisdnen, 2017 adapted). In a guiding situation, it is the
creator of the image who is the expert and sovereign interpreter of its content. The
role of the supervisor is to support, to enable, to be a listener, a seer, a viewer
and a witness of the image-making. He or she asks open questions about the
image, the answers to which come from the image-maker. This prepares the
ground and also enables a solution-oriented approach. The solutions come as
insights from the guided person in the process of making the picture and/or
afterwards in the analysis phase of the picture.

When interaction and image-creating take place in a good, tolerant atmosphere,
the work is inspiring, meaningful and motivating. It is also a good environment for
bold solutions and new directions. New solutions and visions for the future open up
as insights, learning and sources of hope and joy — opportunities for change.

4. Social Impact and Perspective in Group Supervision

As one’s sense of self and self-concept grows, so does the ability to understand
and tolerate others and their differences. Acceptance and caring are present. The
more one has the opportunity to process one’s own self and history through art
work, the deeper the understanding of others who have experienced a different life
(Stromberg, 2004, 134—135; Sava, 2004; Sava, 2007; Hautala & Pikku-Pyhalto,
2022).

Creating images in a supervision group has a wide range of social effects: empathy
and emotional skills increase. Group members usually work together in silence. This
experience is also a communal one. When the group comes back together to exam-

ine the images they have created, they see each other’s images and hear each
other’s stories. There is peer support in the sharing of this experience: it also brings
new and different perspectives to bear on experiences and phenomena while
learning is emotionally about the group members and their ideas. These increases
understand- ing and the possibility of experiencing compassion, empathy. Visual
processing gives form to feelings and thoughts alongside and with others
(Liebmann, 2010, p. 377). In a supervision group, artistic expression brings
together, through art, both indi- vidual mental landscapes and a shared, common
humanity. Sharing personal images and stories in a group often creates a receptive
and accepting atmosphere, which inspires confidence in being seen as oneself,
also in relation to others. Group mem- bers also learn from each other courage,
different ways of expression, and skills and

opportunities to use art materials (Mantere, 2007, pp. 177-180).

5. On the Importance of Visual Work Among the Supervisees
Who Responded to the Surveys

The experiences and views of the experts who responded to the survey are an
in- teresting addition to open up evidence on the importance of using images as a
meth-
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od of supervision. The responses provide reliable insights into the nuances, quality
and suitability of the work for people at different ages and stages of their careers
who need guidance.

The ways in which supervisors use images in supervision situations.
What emerged from the responses was an emphasis on the fact that although the
supervi- sors who responded to the questionnaires are also art therapists, in
supervision con- texts and settings, the method is pictorial or artistic and less art
therapeutic. Some supervisors who responded to the survey work as educators for
new supervisees and in updating education. The distinction between supervision
and therapy was very important for some of the respondents. The methods used by
the supervisors includ- ed the use of ready-made images (art, nature or similar
images) as well as the super- visee’s own artworking. The themes have been inspired
by the situations encountered in the work and partly by the objectives set by the
supervisors for their supervision. Supervisors stress that visual expression always
offers new perspectives.

Supervisors’ definitions of their pictorial approach. The pictorial,
therapeutic approach was described in a number of ways. It was perceived as a very
broad con- cept to define. The fact that the image is not made for others, but for
the creator himself, emerged as a particular meaning from the material.
Importantly, the image is not judged. Images created as part of the process are
always confidential, like other speech or written output created in the process
(Ikonen, 2020). The image was also perceived as an excellent medium and channel
for dealing with emotions. Respond- ents also raised the issue of the individual’s
history and past as a source of uplift in the workplace. Their connection to the
present and the insights that emerge from them are important cornerstones of self-
reflection and important to address in the way that the process of image-making
produces. The embodied dimension of the use of the image was also emphasised, as
was the wide-ranging use of expression — not forgetting client orientation in the
choice of methods.

In supervision situations, supervisors only mentioned making an image as
a methodological option. They stressed that there was no need to use a specific
name for the method, but explained their background and training: that they were
both a supervisor and an art therapist, and that if the client so wished, various
pictorial or visual arts methods could be used, which could have therapeutic and, in
some way, positive effects on well-being. The supervisors stressed that this is not
therapy. Some respondents had used the term: use of imagery in supervision or
functional methods, sometimes they had used the term: use of visual arts
therapeutic methods.

The extent of the use of visual work methods in the overall supetvision.
The supervisors who responded to the questionnaire had used the pictorial
approach frequently in their supervision processes. Supervisors said that they never
“impose” the use of pictures on the client, but rather try to find out with a sensitive
ear what is the best way for the client to deal with the workload. The respondents
stressed that she/he does not go ahead of the method in the process, but instead
tries to make all choices in a client-oriented way. The use of imagery should be
based on the fact that
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it serves the whole process of job coaching. Therefore, there must be a rationale
and objectives for the use of imagery as well as for other activities.

Some supervisors use the guided imagery at almost every session of supervision.
One supervisor said that using guided imagery in supervision comes naturally to
a client (supervisee) and she/he is convincing in this task. The supervisee felt that
this form of work was a core competence for her/him. The supervisee also stressed
that in the work the visual arts method is already written into the supervision
contract, e.g. the client is already aware of the approach at the time of the contract.

6. On the Results and Customer Feedback: the Impact
of the Visual Work Method

The supervisors stressed that there are many benefits to the image work method.
1) Access to emotions, e.g. feelings of work-related stress. In group supervision,
the benefits are: 2) a quick introduction to other group members. Also 3)
memorising and remembering things is easier when there is a memory of them and
the experi- ence is a visual process with its outputs, as well as exploring and
documenting it. The process of image-making used in supervision was considered
to have benefits for the well-being of the supervisee as a whole.

Respondents pointed out that the added value of a picture is, among other things,
4) that through working with pictures the client is able to change his/her perspective
in a creative way. In particular, the group process highlighted that 5) even the quiet-
est group members are given the opportunity to process their feelings and present.

In the results, the supervisors mentioned that the use of the picture increased
the clients’ ability to identify with the other person’s position. It has also
strengthened the sense of belonging to a group, a sense of community. Interesting
in the survey response material was also the feedback from the supervisors’ clients.
They named many supportive benefits and empowering experiences in relation to
the process of image-making. The importance of calming down in work coaching
in front of the art media to open up painful issues was perceived as important.
Clearing the clutter in their heads through art making was perceived as relaxing,
motivating and mean- ingful. Making art was seen as a tool to ease the pressures of
everyday life. Visual methods were identified as relevant for perceiving and
exploring work situations and feelings. Work supervisors reported receiving
appreciative feedback. There was a high level of appreciation for the supervisor’s
contribution as a supervisor and for the professionalism of visual guidance
(Wahlbeck, 2022, Figure 3).

Supervisors also raised critical aspects: someone can always find it challenging
to make a picture, which can make it difficult to work together smoothly. The
supervi- sor should use their own perceptive observation and critically reflect and
consider offering a pictorial method to a client who is reluctant to use the method.
The picto- rial method should not be used coercively. The client’s orientation and
will must be taken into account before the method is used.
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e Calming down, easing the mind after work, getting in touch with emotions

*  Opening the files at a symbolic level identifying the causes of challenges and finding
solutions

*  New perspectives and ideas: the client can change perspective mote quickly to justify
solutions

*  Imaging provides tools to make everyday life easier

*  Reducing congestion at the head, also for a driver

e The experience of being empowered to perceive and explore work situations and
feelings

e Supervision is perceived as a desired and expected event

* To give the supervision a petspective on work situations, clients and his/her own
feelings, to discover and explore

* The effect of materials as a calming element: the creative presence of colours and

papers

Fig. 3. Benefits of Using Images in the Interaction Process of Supervision as Identified
by Supervisors
Source: adapted from Wahlbeck, 2022.

Respondents to the survey also opened up their perspective on well-being at
work. The supervisors emphasise the reduction of their own workload when using
this working method. They stressed the safety of the method in dealing with difficult
issues and work-related questions. The participants had come from a wide range of
different sectors, including social and health care settings and education.

Fig. 4. Artistic Expression, a Pictorial Way of Working with Emotions
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7. A Summary of the Use of Images
as a Method of Supervision

A safe, confidential and permissive environment in workplace counselling is
a prerequisite for successful goal-oriented visual interaction. In the therapeutic su-
pervision of the image, it is essential to take into account the client’s situation and
his or her resources. It is important that the client has the experience that whatever
he or she does during the process of image-making is sufficient and appropriate.
When using the art therapy method in supervision, safe (therapeutic) boundaries are
the starting point for the work. This kind of work supervision environment became
a pleasant, creative forum for action for the people being guided.

My supervision experiences and the expert survey also confirmed the idea
that a secure framework with ethical principles is a good starting point for flexible
in- teraction and a favourable alliance in the supervision situation. A secure alliance
between the supervisee and the supervisor has been a strong operational objective
in my work. In my opinion, it is the cornerstone of good supervision and successful
use of the pictorial method. A calm environment and framework are also a
prerequisite for a flow experience, where the supervisee finds their own creative
playground to act, create and be inspired. 1 have tested the method with clients in
many different contexts and settings. In supervision sessions with visual emotional
interventions, even in challenging work supervision situations, the flow experience
has been a re- ality. The feelings of relief of the guides in the moments of finding
a solution are a shared joy in the process.

Psychological safety and its importance also in work contexts is emerging in cur-
rent research. In 2012, Google conducted a Project Aristotle to study the effective-
ness of its own team. The study found that teams worked best together when team
members felt safe to work and be with each other. The study used the term: psy-
chological safety. This means that everyone has the right to be themselves. Sharing
insecurity and vulnerability also meant that everyone was also free to brainstorm
— allowed to embarrass themselves and mess up in peace. Psychological safety was
elevated to the number one criterion for team effectiveness (Airaskorpi, 2020, p. 73).
This psychological safety is rarely practiced. But it is characteristic of creative thera-
peutic image making that there are certain boundaries and rules, while tolerance and
permission to be who you are.

The research at Harvard University provides the basis and rationale for a
favour- able environment to work. According to the study, the heightened
experience of creativity enabled by a permissive environment persists for one to
three days after experiencing flow (Amabile & Kramer, 2011). This empowering
experience does not disappear after the moment of experiencing the image-making,
but has a longer last- ing effect in relation to other activities and performances for
several days.

The image process in group supervision can be an experience that is out of the
ordinary. In a group, the experience of learning with peers and the experience of
making and openly sharing art images together is realised. This abnormal environ-
ment creates a new experience and learning environment, with the possibility of
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building one’s own self and identity. The process can take place either as an indi-
vidual experience of the individual, such as identity/professional identity work, ot
as a collective communal experience and sharing and exchange of emotions by the
group.

The best moment in the supervision group process I led was when the group
started to work more independently — as a facilitator I stepped back. The taking
and sharing of group roles, familiar from the theory of group dynamics, came to
fruition. Responsibility for the process was shifted flexibly to the actors. In this
case, the role of the supervisor was more that of a security person supporting the
process (adapted from: holding, Winnicott, 1960, p. 52) and also a strong role as a
container, which also holds unwanted feelings that are difficult for the group mem-
bers to absorb (adapted from: container, Bion, 1960). The best moments in group
supervision were when the supervisees began to support each other’s processes of
empowerment. Support, encouragement and, on the other hand, the sharing and
analysis of images intertwined in a professional way. After the picture viewing pro-
cess, the group members thanked each other for the insightful discussion, the con-
tent of the pictures and the feedback they had received during the session. The safe
atmosphere was palpable.

In my experience, even when there is a common verbal and experiential language,
it is not always natural to articulate experiences. When faced with challenging life
situations or psychological difficulties, talking about one’s own experiences can be
painful and even overwhelming. Words may not reach a certain level of experience,
which may be easier or clearer to perceive and receive when expressed visually.
What is expressed through images can lead to the learning of emotional skills and
can serve as an expression of a wide range of traumatic experiences, including
work-related ones.

In my experience, taking a picture develops a sense of space. Our situational
awareness is influenced by many factors: circumstances, situations, our mental and
physical state shape our perceptions and the decisions we are able to make. The way
an individual responds to the psychological load of a task determines the kind of
situational awareness he or she is able to form and how he or she makes decisions
(Ahman & Gustafsberg, 2020, pp. 15-16).

Many forms of art work can also be an empowering experience. It gives the art-
ist the role of an actor and expertise also in relation to the work produced, enabling
agency. At the same time, it provides the means to take control of important issues
in one’s own work and life, resulting in a visual document. These visual outputs
were treated with appreciation and respect by the work supervisors. After all, they
had opened up insights and emotions, sometimes after many years of pain. Through
personal creativity and resources, the relationship with difficult memories can be
transformed, whether the process takes place as an individual work or as a group
activity (Rankanen, 2011).

Playfulness, spontaneity and humour are also part of the nature of image-making
in supervision. When playful and spontaneous image making is found, the client’s
relationship with embarrassing, difficult, perhaps traumatic experiences become eas-
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ier to deal with in the pictorial work. Work becomes more flexible and change in its
various forms becomes possible. In my experience, the use of the image as a way
of interaction in supervision opens up for the client a variety of solutions, many
new strengths, resilience: visions and ability to change perspectives, reduction of
stress, putting oneself in the othet’s shoes, increased sense of self-compassion and
sense of adequacy. There is also a sense of adequacy at work and a more concrete
sense of the limits of one’s own daily work.

Visual expression in supervision can also serve as an empathic stimulus.
Regard- less of the photographer and his or her background, regardless of the
work com- munity, images evoke emotions and thoughts. This can be particularly
useful when trying to communicate with people from different cultures,
environments, industries or social backgrounds. Through images, we can find an
emotional and compassion- ate connection with each other, and convey
experiences to each other despite our differences (Huss, 2013; Hautala & Pikku-
Pyhilt6, 2022). This paves the way for pluralism.

The role of the supervisor throughout the process is to act as a facilitator of the
visual dialogue and the conditions for self-reflection by the supervisee, and as a
sup- porter of the process.

Supervision as a visual method
Survey data and core contents of the
model

The core contents of the client-
centred pictorial guidance
approach:

Experts' perceptions, benefits
of using the method according
to the job coaches:

- Calm, lightness of mind after work - Mapping of'client needs and objectives
(contract/3 trials)
- Openil tricky, sensitive issue:
Al T S B SR - Mapping time limits and reviewing ethical
- Identifying the causes of challenges principles in visual arts supervision

and finding solutions : "
- Creating a safe environment

- Getting the tools to make everyday life easier and familiarising people with materials

- Reducing head congestion - Establishing a secure alliance relationship

e with the supervisee
- Experiencing empowerment

- Opening up the process of dialogical,
visual interaction and reflection
to the supervisor

- Opening up new perspectives
on the perception and exploration of work
situations and feelings

S ; - Start-up/warm-up phase
Supervision expected, a pleasant meeting P PP

- Operational phase
-for the supervisor, a concrete benefit for perceiving P P

and exploring work situations and emotions - Final, summary and evaluation phase

- The calming effect of materials such as papers and - Process-oriented review of the produced

colors footage, integrating its content into the
overall process and handing it over to the
client

Fig. 5. Visual Arts Work in Supervision Through the Visual Method and Its Benefits
and Core Contents
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To summarise and synthesise, I drew up the core contents of the contribution of
this pictorial method to supervision in the form of a diagram (Figure 5). It shows
as a compact whole; the background of the theoretical research, the respondents’
thoughts on their work and the synthesis of the approach.

Piivi-Maria Hautala

Author is PhD, Lecturer, Post Graduate Diploma in Art Therapy in Satakunta University of Applied
Sciences (Finland). PhD, 1 ecturer, Post Graduate Diploma in Art Therapy, Satakunta
University of Applied Sciences
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Prowingjonalna komunikacja wizualna

Streszczenie

Tekst omawia role komunikacji wizualnej miast i miasteczek i spory chaos, jaki si¢ z nia wiaze.
Przy ciagach komunikacyjnych i wlotach znajduja si¢ reklamy niespelniajace wymagan typo-
graficznych i estetycznych na miare XXI stulecia. Dzieje si¢ to czesto za zgoda wladz samo-
rzadowych majacych sprawowaé nadzér nad ksztaltowaniem przestrzeni krajobrazowej. Au-
tor wskazuje na przyklady nie zawsze wlasciwego podejscia 0oséb za to odpowiedzialnych do
przekazywania informacji w postaci wizualnej oraz negatywna role tzw. witaczy, podkreslajac,
ze komunikat wizualny dociera do ludzkiej $wiadomosci o wiele szybciej niz tre$¢ pisana czy
przekaz werbalny. Historia i tradycja, regionalnos$¢ sa wazne, musza znalez¢é odzwierciedlenie
w projektach, przygotowaniu i wykonaniu nosnikéw reklamowych, nie nalezy jednak zapomi-
na¢ o ich stronie artystycznej, estetycznej, tak by odbiér przekazu w tej formie byl
wlasciwy i nie budzil niczyich zastrzezen.

Stowa kluczowe: komunikacja wizualna, krajobraz, regionalnos¢, reklama

Provincial Visual Communication

Abstract

The text discusses the role of visual communication in cities and towns and the considerable
chaos associated with it. At traffic routes and inlets there are advertisements that do not meet
the typographic and aesthetic requirements for the 21st century. This often happens with the
approval of local authorities who are supposed to supervise the shaping of landscape space.
The author points out examples of the not-always-appropriate approach of those responsible
for this to the transmission of information in visual form, as well as the negative role of so-
called

,welcome signs,” stressing that the visual message reaches human consciousness much faster
than the written content or verbal message. History and tradition, regionality are important,
they must be reflected in the design, preparation and execution of advertising media, but do
not forget about their artistic, aesthetic side, so that the reception of the message in this form
does not raise any objections.

Keywords: visual communication, landscape, regionality, advertising

Wstep

Co najmniej od dekady pokonuje tras¢ z Zakopanego do Nowego Sacza i z po-
wrotem. Od samego tylko obserwowania komunikatéw wizualnych atakujacych
zmysly w ciagu ponaddwugodzinnej podrézy wyboista i permanentnie w przebudo-
wie droga moze rozbole¢ gtowa. I nie chodzi tylko o zanieczyszczenie srodowiska
ko- lorami podstawowymi i ich najprostszymi pochodnymi jak pomaranicz czy fiolet
albo jednostajnymi zieleniami w kontrascie z milionami odcieni traw i liSci. Nie
chodzi tylko o monotoni¢ reklamowych hasel oferujacych szmelc, mydlo, powidlo 1
noclegi.
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Zmeczenie powoduje bezradno$¢ wobec prowadzonej polityki ksztattowania prze-
strzeni publicznej. Bezsilno§¢ wobec kreowania komunikatéw wizualnych
pozbawio- nych dostepu do cksperckiej wiedzy i skierowanej w przyszlo$é wizji
zarzadczej. Nie ograniczajac sie do realizacji proponowanych przez lokalne i
ogolnopolskie wladze, trzeba by kolejnego zycia na omoéwienie wszystkich
przejawéw radosnej, przydroznej twoérczosci inicjatywy prywatnej. Dlatego na
tapet pojdzie tylko kilka przykladéow z nurtu oficjalnego, usankcjonowanego
powaga urzedu, za czaséw jedynie slusznie minionych nazywanych ,,witaczami”
oraz kilkoma realizacjami bedacymi oznacze- niami drogowymi. Forma komunikatu
wizualnego w przestrzeni publicznej §wiadczy o stosunku do ogladajacego, decyduje
o bezpieczefistwie 1 proponuje rozwigzania na jak najwyzszym poziomie
estetycznym.

Celem niniejszej publikacji jest zwrécenie uwagi na role komunikaciji wizualne;
miast i miasteczek, ktora jak na XXI wick nie spetnia wymagan typograficznych i es-
tetycznych. Opisowi, analizie 1 ocenie od strony artystycznej i typograficznej pod-
dane zostaly konkretne przyklady tzw. witaczy bedacych nierzadko antywizytéwka
miejscowosci, do ktorych tak chetnie zaprasza si¢ turystow.

1. Informacja wizualna

Komunikat wizualny dociera do naszego moézgu szybciej niz tre$¢ pisana czy
prze- kaz werbalny. Kolor i ksztalt wnikaja bezposrednio do umystu na podobne;j
zasadzie jak muzyka. Zapewne bierze si¢ to stad, ze nasz sposob odbierania
bodzcéw z ota- czajacego $wiata zostal uksztaltowany na drodze ewolucji przez
miliony lat, system komunikacji wykreowany przez zachowania spoleczne i
uwarunkowania kulturowe jest o wiele mlodszy. ,,Komunikacja wizualna to proces
dostarczania odbiorcom tre- $ci poprzez medium oparte na zmysle wzroku. W
dobie nowych mediéw pojecie to wydaje si¢ szczegdlnie znaczace” (Cicha, 2017).
W wielkim skrécie mozna by opisa¢ proces tworzenia komunikatu, zaczynajac od
skojarzen, dzigki ktérym rozpoznaje- my w ksztalcie chmury, ukladzie korzeni
jakies zwierze, a w ukladzie dwukropka i dwu kresek dostrzegamy twarz, cho¢ sa
to w rozkladzie semantycznym zawieszona w powietrzu para wodna, tkanka
roslinna i §lad kredy albo dlugopisu na tablicy lub papierze. ,,Obraz odgrywa
istotng role w procesach komunikacyjnych, nie mozna jednak rozpatrywaé
strumieni informacji wizualnej niezaleznie zaréwno od zawarto- $ci semantycznej,
jak i od moderowanego efektu przekazu. Nalezy zwroci¢ uwage na to, ze informacja
wizualna, zaréwno w formie statycznej, jak i dynamicznej, powinna spelniac
podstawowe kryteria wymagane przez uklad sensoryczny czltowieka” (Osin- ski,
2015). Zapewne niezwykle fascynujacym odkryciem okazala si¢ mozliwos$c ste-
rowania tym procesem, $wiadoma zonglerka feerig znakéw, powodujaca, ze nasi
po- bratymcy dostrzegli w rysunkach, malarstwie i formach przestrzennych
zakodowane znaczenia. Tak zapewne narodzil si¢ talent, ktéry uprzywilejowal tych,
ktérzy potrafi- li usystematyzowaé zbidr $rodkéw plastycznych i wywieraé z ich
pomoca oczekiwane doznania i wrazenia. Dopiero z czasem znak wyabstrahowal w
kierunku pisma, naj- pierw obrazkowego i jego rozmaitych odmian, by ostatecznie
wyewoluowaé w ksztalt



Prowincjonalna komunikacja 27

alfabetu. Pisma obrazkowe przetrwaly do naszych czaséw w Chinach, Japonii,
Korei, utrudniajac swym mieszkaficom zycie przez wymagajacy proces uczenia si¢ i
pami¢- ciowego utrwalenia tysiecy poszczegdlnych znakéw, ktérych zrozumienie w
duzej mierze zalezy od wyksztalcenia, wyobrazni i polotu czytajacego. Dodatkowa
cecha wspodlna, od egipskich hierogliféw po pismo azjatyckie, jest konieczno$é
umiejet- nego rozszyfrowywania rebuséw. Sens zestawionych dwoch, trzech
znakow stanowi wypadkows ich sasiedztwa i konfiguracji. Ostatecznie w kregu
kultury §rédziemno- morskiej droga syntezy i uproszczen dokonala si¢ jedna z
niewielu tak brzemiennych w skutki rewolucji w systemie komunikacji. Pojawit si¢
alfabet. Cho¢ ulegamy prze- konaniu, ze pismo i liternictwo z nim organicznie
zwiazane sg odrebng dziedzing, ich proweniencja wiaze je z komunikacja wizualng
bardziej, niz mozna powierzchownie sadzi¢. Historia typografii to ogromny obszar
zjawisk, ale w kontekscie poruszanego tematu warto wspomnie¢ o kodyfikacji 1
ujednoliceniu znakéw alfabetu tacifiskiego, ktére to dokonato si¢ na skutek potrzeb
zwiazanych z pauperyzacja dostepu do infor- macji. Graficy i rytownicy, artySci,
zadbali o jednolito$¢ wizualna, tworzac minusku- l¢ karolinska, dopracowana w
kancelarii cesarskiej Karola Wielkiego. Drukowanie 2z matryc drewnianych
umozliwia produkeje ksiag i tym sposobem dostep do tresci w nich zawartych staje
si¢ mozliwy dla oséb mniej zamoznych. W rezultacie rozwija si¢ szkolnictwo,
ktorego istota jest podjecie dyskusji na temat tresci, ksztaltowanie wlasnego zdania,
mozliwos¢ krytycznego myslenia i dokonywania wlasnej interpre- tacji. Tak
powstaly studia w modelu zachodnim (wczesniejsze modele rozwijaly si¢ w krajach
arabskich), a w 1088 roku pierwszy uniwersytet w Bolonii.

2. Przyczynek do wspdtczesnego komunikatu wizualnego

Istotnym wkladem we wspdlczesny wizerunek rzeczywistosci sa renesansowe
studia nad odwzorowywaniem rozciaglosci przestrzennych na plaszczyznie, studia
nad perspektywa. Uregulowania wprowadzone w tamtym czasie owocuja do dzi$
rozumieniem obrazéw plaskich odwzorowujacych przestrzen rozumiang jako
skale. Dzigki tym badaniom czytamy dzi§ mape, nawigacje, poruszamy si¢ z
pomoca sche- matéw w budynkach uzytecznosci publicznej, liniami
transportowymi. Swoja droga pojecie linii tramwajowej albo autobusowej moze by¢
rozumiane dwoiscie. Dzigki tej rewolucji w obrazowaniu komunikatow rozumiemy
instrukcje obstugi, schematy instalacji sanitarnych i schematy budowy maszyn.
Ostatecznie latwiej 1 taniej jest dokonywac poprawek na rysunku przedstawiajacym
bryly i elementy rzutowane na plaszczyzne niz tréjwymiarowe prototypy czesto
wykonane z drogiego materialu. Wiele przypisywanych Leonardowi da Vinci
wynalazkow jest tylko umiejetnie wyko- nanymi przez niego rysunkami
uwzgledniajacymi odwzorowanie perspektywiczne, jak chocby §ruba Archimedesa,
jak sama nazwa wskazuje, bedaca autorstwa kogo$ innego; ilustracjami do
wynalazkéw arabskich z racji poprzedzajacej okres renesansu rozkwitu cywilizacji
wschodu i wynalazkéw starozytnosci, ktérej idee renesans podej- mowal sie
odrodzi¢. Ostatecznie powstal system komunikaciji wizualnej, ktéry dzigki ekonomii
i skutecznodci zdominowal $wiat, stajac si¢ niedoscignionym wzorcem,
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cho¢ niektére cywilizacje nadal polegaja na kopiowaniu jeden do jednego, czego
przykladem moze by¢ zamitlowanie chinskie do tego rodzaju procederu (Janowski,
2012, s. 48-72). Nastepujace rewolucje zwigzane z nadej$ciem alfabetu, wolnej my-
§li, rozwoju szkolnictwa, wynalezieniem druku, internetu w koficu doprowadzaja do
wspolczesnej epoki wszechobecnej informacji. Na niezwykla role nowych narzedzi
wykorzystywanych wspoltczesnie w audiowizualnosci zwraca uwage Ewelina Witek,
sugerujac, ze ,jedynym ograniczeniem w komunikacji wizualnej z wykorzystaniem
nowoczesnych narzedzi w przyszloéci bedzie wyobraznia i kreacja pracownika
mar- ketingu” (Witek, 2015).

3. Uchybienia typograficzne. ,Witacze”

Do szerszego omoéwienia poruszonych zagadnien nie starczytoby pojedynczego
zycia, wigc czyniac to jedynie powierzchownie, powracam do tematu. W poszuki-
waniu przykladéw, ktorymi mogtbym si¢ postuzyé w wykladach skierowanych do
studentow, natknatem si¢ na strone w internecie po§wigcong typowym bledom ty-
pograficznym. Ze zdumieniem odkrytem, ze nosimy w portfelu nieudolnie opraco-
wane liternictwo znajdujace si¢ na polskich banknotach. W procesie przygotowania
projektéw zagraniczna firma zlekcewazyla zasady projektowania polskich znakow
synkretycznych 1 w rezultacie powstal potworek zbudowany z przecinkow zamiast
ogonkow, kresek zamiast poprzeczek i bez zrozumienia specyfiki jezyka polskiego,
zasad ich usytuowan. I tak juz niemal przez pokolenie nosimy przy sobie bilety Na-
rodowego Banku Polskiego z nieprawidtowo zaprojektowanymi polskimi znakami.
Jak podaje autor opracowania w opisie:

»W przedstawionych przykladach Zaden z akcentéw nie odpowiada normom
estetycznym. W wersalikach ,,E” 1 ,,A” ogonki dorobiono najprawdopodobniej
recznie, obracajac przecinek i dostawiajac go w przypadkowym miejscu (efekt
szczegdlnie widoczny w ,,A”). Akcent w ,C” jest bardzo maly i znajduje si¢ zbyt
blisko prawej krawedzi znaku. Z kolei ukosna laseczka w ,,L.” jest szersza niz

1>

pod- stawa znaku! Céz za bogaty zbiér okropiefstw!
https:/ /www. kentype.pl/?menu=31&group=guide&article=65 (dostep: 20.10.2023).

DZIESIEC ZEOTYCH DWADZIESCIA ZEOTYCH
PIECDZIESIAT ZEOTYCH DWIESCIE ZEOTYCH

Fot. 1. Typografia na polskich banknotach
Zrodlo: pozyskano za: https:/ /www. kentype.pl/?menu=31&group=guide&article=65 (dostep: 20.10.2023).
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Podobnie wyglada liternictwo na drogowskazach. Za kazdym razem
przejezdzajac przez kolejne miejscowosci, ogladam z niedowierzaniem fuszerke w
naszych, pol- skich nazwach.

Fot. 2. Drogowskazy

Zrédlo: fot. autora

Co tydzien wita mnie i zegna napis i konstrukcja stuzaca do jego wyekspono-
wania w miejscowosci Jazowsko. Subtelnie wyrazona tymczasowos¢, prowizorium
sktania do zadumy nad losem czlowieka zatopionego w codziennej gonitwie,
mozna si¢ nawet pokusi¢ o dostrzezenie w omawianej konstrukcji motywu vanitas.
W le- cie bardziej ity wirod lisci, zima przyproszony $niegiem napis zaprasza w
dzien 1w nocy, trwajac w tym prowizorycznym stanie co najmniej od 10 lat.
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Fot. 3. ,,Witacz” w Jazowsku

Zzrédlo: fot. autora

Nieco zbocze z trasy na chwilg, Zzeby pokazac, jak uczczono czlowieka, ktory
oglaszajac ,,gwiezdne wojny”, doprowadzit do przesilenia gospodarczego i upadku
Zwiazku Socjalistycznych Republik Radzieckich. Wypada zwrécié uwage na filuter-
nie przechylony slupek i wyrafinowany kréj pisma, o charakterze placu (bedacego
raczej rondem) juz nie wspominajac.

Gwoli kronikarskiej uczciwosci trzeba przyznad, ze w ramach ujednolicenia iden-
tyfikacji wizualnej miasta Katowice sytuacja ulegla poprawie. Plac-rondo pozostat
tej samej rangi, ale tabliczka zmienila si¢ nie do poznania. O kwestiach zwigzanych
ze zmianami w informacji wizualnej i zaangazowaniem mieszkancéw w procesie
decyzyjnym mozna przeczyta¢ chocby pod adresem: https://katowice.naszemia-
sto.pl/system-identyfikacji-miejskiej-dla-katowic-zostal /ar/c1-8202519  (dostep:
15.10.2023).

Wréémy na tono lokalne, gdzie znajdziemy wiele przykladéw rozwiazan siega-
jacych korzeniami do minionej epoki, ktére tak mocno przeniknely do swiadomo-
$ci, ze sa z nia nierozerwalnie zespolone i stanowig wypadkows powszechnego
gustu i warto$¢ decydujaca o kanonie estetycznym. Najpierw Czorsztyn:

»Dlaczego taki wlasnie projekt? Witacze nawigzywac¢ maja do naszych tradycji
i historii. Z jednej strony korona — nawiqzanie do zamku znajdujacego si¢ na tere-
nie gminy, z drugiej tratwa pokazujaca wielopokoleniowa tradycje splywu todzia-

' Wie$ Czorsztyn (dawny niem. Zornsteyn (1395), Schorstein (1777) kamieii gniewn lokowana byla na
poczatku XIII wieku podobnie jak pobliski Grywald, Dursztyn, Frydman, Falsztyn, Rychwald i
inne przez osadnikéw niemieckich sprowadzanych przez krola wegierskiego Andrzeja IT; https://
pl.wikipedia.otg/wiki/Czorsztyn_(gmina) (dostep: 23.10.2023).
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plac Ronalda Reagana

Fot. 4 i 5. Plac Ronalda Reagana w Katowicach
Zrédlo: fot. autora

mi flisackimi po Dunajcu. Witacz ma pokazad, ze gmina jest otwarta dla turysty”

— tlumaczy Tadeusz Wach, woéjt Gminy Czorsztyn
http:/ /www.pieninyinfo.pl/aktualnosci/stylowe-witacze-przywitaja-przyjezd-
nych-3039 (dostep: 23.10.2023).
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Fot. 6 ,,Witacz” w gminie Czorsztyn

Zrédlo: fot. autora

Noblesse oblige, dlatego herb miejscowosci Czorsztyn umieszczony jest na podpa-
lanym pergaminie, co ma §wiadczy¢ o jego historycznej proweniencji, a w otaczaja-
cym wszystko obramowaniu dostrzegamy subtelnie i aluzyjnie ujete wigzania tratwy.
Slepe zawiasy obowiazkowo kute z zelaza mocuja tratwe do oécieznic stanowiacych
symboliczna brame do Pienin (w rzeczywistosci ze stali, ale utarto si¢ méwi¢ o ze-
lazie, poniewaz tak jest bardziej romantycznie). Z wielkq tesknota zwracajac si¢ ku
czasom wszelkiej monarchii, element symbolizujacy korong¢ zdecydowanie dominu-
je kompozycyjnie w tej instalacji. I stusznie, ci¢zar zarowno odpowiedzialnosci, jak
i ucisku musi by¢ wyrazony w odpowiedniej proporcji i formie.

Fot. 7. ,,Witacz” w gminie Ochotnica Dolna

Zrédlo: fot. autora



Prowincjonalna komunikacja 33

Gustownie zaprojektowana tablica informujaca o podziale administracyjnym
gminy Ochotnica Dolna dumnie obwieszcza niebanalne rocznice obchodzone
w 2016 roku. 600 lat uplyn¢lo od lokacji Ochotnicy i 680 lat od lokacji Tylma-
nowej. Identyfikacja wizualna buduje marke, po ktérej mozna si¢ spodziewaé, ze
produkt albo ustuga nig objeta gwarantuje jako$¢ 1 zapewnia satysfakeje. Polska po-
wiatowa ma przed soba powazne zadania w obszarze, gdzie dazy si¢ do
przywiazania uzytkownika albo klienta i tworzenia wzajemnej lojalnosci. Jakosé
relacji od dobrze zaprojektowanego formularza, uprzejmego 1 merytorycznie
fachowego personelu, przez wystréj wnetrza urzedu, po ulotki i tablice
informacyjne  buduje zaufanie do pafstwa. Oczywiscie, utrzymywanie
prowizorycznego, prowincjonalnego charakteru moze przyciagaé turyste z
cywilizowanego kraju 1 karmi¢ go iluzorycznym przeko- naniem, Ze napotkal byc
moze ostatni zakatek autentycznej, nieskazonej cywilizacja zachodu kultury. Jednak
czy jest to cel, majac na horyzoncie mozliwo$¢ oferty opartej na dobrostanie w
sterach ustug i wizualnej, gwarantujacych wigksze zyski przy zdecy- dowanie mniej
ckspansywnym stylu dziatania? Pojawiaja si¢ pierwsze jaskolki takie- go mySlenia.
Propozycja Krélewskiego, o czym informuje napis, a jakze by inaczej, Kro$cienka
nad Dunajcem, odwoluje si¢ do picknej tradycji malowania numeréw domoéw,
wzbogaconych o motywy regionalne. Przyktady podobnego myslenia przy- wodza
rozwigzania z Hiszpanii, Portugalii czy blizej, wsi austriackiej. Moze jeszcze
przekonanie, ze pale pomalowane na brazowo maja co§ wspdlnego z
Biskupinem i $wiadcza o tradycji piastowskiej 1 kulturze ciesielskiej, ze kroj
zastosowany na nie- réwno uformowanych deskach w ksztalcie flisackiej tratwy
(bo wiadomo, ze nie- réwno jest bardziej artystycznie niz réwno) jest nieco cigzki,
a moglby nawiazywaé do wspomnianych numeréw domoéw. Moze malowane
elementy pozbawione daszku wymagaja czestszych zabiegéw konserwatorskich. Ale
probe nalezy zaliczy¢ do bar- dziej udanych.

Fot. 8. ,,Witacz” w gminie Kro$cienko nad Dunajcem
» g ]

Zrédlo: fot. autora
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96 hoaynierem.

Fot. 9. Numeracja doméw w Kroscienku nad Dunajcem

Zr6dlo: fot. autora

4. Nowy Sacz i Zakopane

Powracajac do przykladow bardziej wielkomiejskich, pochylmy si¢ nad ekspresja,
jaka posluguja sic dwa miasta bedace poczatkiem i koficem moich cotygodniowych
podrézy. Majac na uwadze hierarchie wielkosci, wypada zacza¢ od Nowego Sacza.
Wijezdzajac od strony zachodniej, mamy watpliwa estetycznie przyjemnosé
obcowa- nia z wizytowka miasta, ktérej mankamenty zostaly juz jaki§ czas temu
zauwazone:

,»Wladze miasta zamierzaja wymieni¢ w przyszlym roku tzw. witacze stojace na
wiezdzie do Nowego Sacza od strony Krakowa, Limanowej, Gotlic oraz Starego
Sacza. Mowa tutaj o betonowych konstrukcjach z napisem ,,Nowy Sacz”, do kto-
rych dodano tablice z nazwami czterech zywioléw: ziemi, wody, ognia 1 powie-
trza. Zdaniem prezydenta Ludomira Handzla wymagaja one co najmniej moder-
nizacji. Miasto znajdzie na ten cel $rodki w przyszlorocznych budzecie”

https:/ /nowysacz.naszemiasto.pl/nowy-sacz-miasto-chce-odnowic-witacze-
witajace-kierowcow/ar/c1-8049603 (dostep: 20.10.2023).

Nie znajac historii pojawienia si¢ ,,witacza” opatrzonego napisem ,,woda”,
mozna intuicyjnie przypisa¢ okres jego powstania na lata prosperity gospodarki
socreali- stycznej, polegajacej na zadluzaniu si¢ bez opamigtania w Banku
Swiatowym. Zeby manifestowaé dobrobyt, wladza dokonuje inwestycji, ktérych
charakter niezyczliwi wrogowie socjalizmu okreslaja jako ,,cala para w gwizdek”.
Pale wystajace z funda- mentu juz nie sa drewniane, tylko stalowe, solidny zelbetowy
trzon wyraza stabilno$§¢, a niesymetryczne (bo niesymetryczne oznacza
nowoczesne, awangardowe) polacie nosza napis ,,Nowy Sacz”’, w ktéorym
zastosowano wyjatkowo futurystyczna czcion- ke. Blgkitna polichromia dopelnia
symboliki zawartej réwniez w napisie ,,woda” be-
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dacym nawigzaniem do jednego z zywioléw, ktére miasto tym sposobem ujarzmia
i oddaje w rece mieszkancéw. Czyzby w postaci wodociagow? — wtedy
tlumaczyltaby si¢ obecnos$¢ niebieskich rur. Mozna by dodaé jeszcze napis ,,prad”,
poniewaz calo§¢ opleciona jest misterng siatka instalacji elektrycznej dodanej
zapewne z Czasem wraz z rozwojem miejscowej infrastruktury.

Dzi§ kompozycja czaruje wjezdzajacych do miasta lekkimi oparami absurdu iscie
z opowiadan Stawomira Mrozka i tajemniczym tchnieniem anachronizmu. Fakt, ze
wladze wspdlczesne to zauwazaja, napawa optymizmenm, to, ze nic z komunikatem
wizualnym ciggle si¢ nie robi, §wiadczy o stosunku do dobrostanu i dbalosci o
prze- strzen publiczna. Inna kwestie stanowi fakt, ze mieszkancy si¢ juz do tego
przy- zwyczaili, im rowniez nie przeszkadza taki Zzelbetowy [po]twor, co $wiadczy o
czym$ wigeej niz tylko Slepocie estetycznej. W kazdym razie to, co publiczne
stanowi wzo- rzec, powinno by¢ wzorem godnym nasladowania, $wiecié
niedosciglym przykladem otwartego i nowoczesnego myslenia. W konicu budzetem
zebranym z podatkéw oby- wateli wybrani przez nich przedstawiciele maja
dysponowac z rozsadkiem i dbalo$cig o dobro wspdlne.

o T

Fot. 10. ,,Witacz” na wjezdzie do Nowego Sacza
Zrédlo: fot. autora

Jezeli ,,witacz” jest postrzegany jako konieczna wizytéwka prezentujaca
zaprosze- nie do $wiata kreowanego przez zarzadzajacych danym miejscem, to
warto si¢ przyj- rze¢ elementowi postawionemu u wjazdu do miejscowosci, ktéra by
chciata uchodzi¢ za zimowa stolicg Polski, czyli Zakopanego. Zaprojektowana
konstrukcja z bali drew- nianych nawigzuje do slowiadskosci, ale w wydaniu
regionalnym, z ktérego slynie Podhale, czyli ciesielki. Dodatkowo pojawiaja si¢
elementy rzezby i zdobnictwa beda- ce nieodzownymi cechami samorodnej sztuki i
rzemiosta. Oto fragment wypowiedzi wladz samorzadowych na tamach ,,Gazety
Krakowskiej” sprzed siedmiu lat:
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»[---] Checemy postawi¢ nowy witacz, ktory by takze informowal o miastach part-
nerskich Zakopanego — méwi Leszek Dorula, obecny burmistrz miasta. — Jesli
znajdziemy odpowiedni projekt, stanie on na miejskim skwerku na Ustupie. Gdy
instalacja si¢ spodoba, podobna pojawi si¢ na Krzeptéwkach, przy wjezdzie do
miasta od strony Czarnego Dunajca i Witowa. Stary witacz zostanie wtedy prze-
niesiony w rejon Cyrhli, gdzie wjazd do miasta prowadzi przez las”

https:/ / gazetakrakowska.pl/zakopane-witacze-ida-do-wymiany/ar/9974677
(do- step: 20.10.2023).

Fot. 11. ,,Witacz” na wjezdzie do Zakopanego

Zrodlo: pozyskano za: https:/ /eu.community.samsung.com/t5/ galeria-galaxy/ s22-kolorowe-zakopane/td-
p/8200794 (dostep: 6.11.2023).

Niestety, do dzisiaj projekt si¢ nie pojawil, podobnych instalacji nie zrealizowano.
Ponadto ,,witacz” koliduje z przydroznymi reklamami, ale przez pig¢ lat wlasciwie
zostal przez reklamy otoczony i zdominowany. W ten sposéb wyraza si¢
dlugofalowa wizja wladz miasta polegajaca na hasle Iz wigcej, tym lepiej. Stawiajac na
o$¢, a nie na jako$¢, o czym mozna przeczytaé w wielu opracowaniach
naukowych, jak cho¢- by siggajac po monografic PPUZ w Nowym Targu,
Togsamosci knlturowe regiondw karpackich — cxlowiek — jexyk — architekinra — s3tuka —
krajobraz, ,Zakopane staje  si¢  synonimem  patodeweloperki, podrobek
gastronomicznych, chinskich pamlatek reglonalnych nieograniczonej ekspans]l
baneréow reklamowych”. Na nic nowoczesny krdj pisma zastosowany w napisie
»Zakopane”. Anachroniczne zestawienie wysubli- mowanego w charakterze kroju
pisma z konstrukcja udajaca element regionalny sta- nowi doskonale odbicie
prawdziwej rzeczywistosci. Pod tym wzgledem zakopianiski
»witacz” w sposob szczery i autentyczny wystawia swiadectwo odpowiedzialnym za
jako$¢ przestrzeni publiczne;.
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Podsumowanie

W tekscie ukazano krétka histori¢ informacji wizualnej miast i miasteczek (tzw.
witaczy) 1 zwrécono uwage na wybrane uchybienia typograficzne. Jesli komumkaq
wizualna ma rzeczywiscie wypelnia¢ swa role, czyli zaistnie¢ w powszechnej Swia-
domosci ludzi, w przestrzeni publicznej nie moze si¢ pojawia¢ byle co lub cokol-
wiek. Musi to by¢ dziatanie ze strony wladz samorzadowych przemyslane, sensow-
ne, niepowtarzalne, odwolujace si¢ do historii regionu. Sprawe nalezy odda¢ w rece
prawdziwych —artystow plastykéw, ktérzy z pewnosdcia przygotuja  co$
nowatorskiego, oryginalnego.

Mozna omawiana w publikacji kwesti¢ ujaé w szerszym kontekscie wynikajacym
z badan nad ewolucja w ogdle. Trudno sprawy upodobania, poczucia estetyki nie
taczy¢ z procesem prokreacji i doboru naturalnego. Oprocz czynnikéw decyduja-
cych o mieszaniu genéw 1 przetrwaniu gatunku albo jego rozwoju wzgledy wizualne
odgrywaja tyle nieoczywista, co zasadnicza rol¢ konstruujaca kulture. Mozna zatem
kolokwialnie twierdzi¢, ze brzydkie otoczenie dziala demotywujaco, oslabia wolg
trwania, obniza poziom aktywnosci, otoczenie pigkne pozwala pomnazaé i budowac.
Okazuje si¢, ze taka ocena nie do kofica wyja$nia fenomen potrzeby kreowania i ob-
cowania z picknem. Samo pickno nie jest jedynie dZwignig funkcjonalnosci i istnieje
jako zjawisko sine qua non egzystenci:

wlajuch wenn Darwin These der kognitiven Wabl der tiere mittlerweile die anerkann- te
Lehrmeinung ist, so bleibt die zweite Implikation seiner dsthetischen Theorie der sexuellen
Selektion hente genanso revolutiondr und kontrovers wie zu der Zeit, als er si¢ um ersten
Mal vorbrachte, Indem die Worte wie »S chincheit«, »Geschmacks,

whestricken«, »schitzenc, »bewundernc oder »liebenc, verwandet, dented Darwin an, dass sich
Partnerprafferenzen Fiir Merkmale entwickeln kdnnen, wie fiir wéchlende Tier keinerlei
praktischen, sondern ansschliefSlich dsthetischen Wert besitzen. Kurz, Darwin stellt die These
anf, dass Schincheit sich in ersten Linie entvickelt, weil si fiir den Beobachter »angenem« ist"
(Prum, 2020, s. 306).

,»|Chociaz teza Darwina o wyborze poznawczym zwierzat jest obecnie akcepto-
wang doktryna, druga implikacja jego estetycznej teorii doboru plciowego pozo-
staje dzi§ réwnie rewolucyjna i kontrowersyjna, jak wtedy, gdy po raz pierwszy ja
przedstawil, Uzywajac sléw takich jak »pigkno«, »smak, »dzianina, »szacuneke,

»podziw« lub »milo$é«, Darwin sugeruje, ze preferencje partnera moga
ewoluowac w kierunku cech, ktére nie maja praktycznej, ale jedynie estetyczng
warto$¢ dla czujacych zwierzat. Krétko mowiac, Darwin twierdzi, ze pickno
ewoluuje przede wszystkim dlatego, Ze jest »przyjemne« dla obserwatora] .
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Czy rezygnujac z idei odziedziczonych po kulturze §rédziemnomorskiej, pickna,
dobra i prawdy, zmlerzamy ku autodestrukc]lD Postepujac wedlug powyzszego,
dzia- tamy w sprzecznodci z naturg Swiata 1 wbrew wlasnym interesom, jezeli w
ogole §wiat potrzebuje ludzkosci i naszego zdania na swoj temat.
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