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DEVELOPING VISUAL THINKIAG THROUGH VISUAL COMMUNICATION IN

ART EDUCATION: IMPLICATIONS FOR ART EDUTATION IN BRAZIL A
, T |
INTRODUCTION ., X 1

Westerh society is becaming insensitive to the natural world around
it, a situation which appears to be aggravated by the increasi/ng use-of
visual commmnication media. The very excess of visual commication
through mass media and the unilateral development in the educa:tion-sys—
1.:em of scientific or verbal.thought at the expense of perception may be ' .
among the’ cquses. mnhastolgetbackinmuchwithnftm"eaxﬁthe ‘
e senses. ) ’ ! |
| , Vlsual perception is’ the most important element in the link between .
man and the external world. Today, it has taken on a new significance
and is considered to be.directly associated with thought. |

Perhaps visual thinking is a way to r'e-est'abli'sh man's relation
with the\external world. It seems logical to take advantage of ‘the *
increasing use of v::Lsual mmﬁm for this mse, fo:.;, by ccxrpre-
haﬂiqg and critj:cising the world around him v1a the commmication medta, o
man can.begin to develop his capacity to tlzmk vi_s'ually.

" Viswal thinking ¢an be enhariced most effectively throngh the
o PR teachmgofart, for it is throughanmﬁer”smﬁingofMin'smlomn- ) ‘
| _mnication functions in art that visual' thinking ray be developed in .

students. Sifice Visual communication is intimately related to visual = ° 1

SR LR I BT .
-

S '  thinking, it is impossible to communicate visually without thinking ,
~visually. In addition, learning visual language will help‘ students to

a . ‘ Ry N
look critically at mass communication. ‘ )
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-the vehicle used is sensory im'agery.‘ !

.The third part will relate the preceding concepts to the situation in

M E},

, The P se of this .paper J.S tn demnstrate the mportance of
\nsual thJ.nkmg and, to pmpose that xt be taught through visual com-
rrfnmlcata:on.

- The rrieam'ng of the terms \;igual think:i.rlg and visual communication .
must be established, for a clearer understanding of this paper The ° 1

terms will be used here w:.th the follwi_ng meanings:

. Visua.} thinking happens when an individual visually perceives the
inherent qualities in visual objects and in this way forms visual con-

cepts. Such concepts are used in complex operations of thought where

S

visual communication is the process by which a visual message is °

receivéd and transmitted. The message can be aesthetic or not, and

can transmit information and/or emotions. For this process to occur,

the n‘ess/age mst be orgamzed in such a way that it is visually compre-

herisible to the receiver.

L]
This paper will examine the relation b&tween the teaching of visual
ccmmﬂucat.mn in” schools and the developnent of visual thinking in the

‘ puplls, the results of this study will be a series ofsproposals for a

course in visual education which can develop visual thinking.

The paper comprises three parts. The first part is a study of

visual thinking to determine its méaning, its importance and the mecha- -

nisms involved in this ppecéss. The second part will study the relation
between visual thmkmg and visual dormunication, and the possibility of
developing visual thinking through the teaching of visual commmication.

49

Brazil .. )




[

A review of literature is presented which shows:-how different -
psychologists env1sage the mechanisms of v1sual perception, and reveals
the origins of the concept of visual thz.rﬂung, as well as demonstrates
the influence of various psychological theories on art education.

Visual thinking as a process is discussed, and following this, a
review is made of the major existing programs that apply the pJ_finciple
of the link between visual commmication and visual thinking; theoreti-
cal ppinions on th:.s subject are discussed. )

The author's pm#ﬂs’ue based on the above-mentioned research
work, and are deslgned to fit the present educaticnal anci iultural
situation in Brazil; for this purpose, ‘local conditions a:e described
and analysed. ' s

~ The author hopes uaatherpapexwilibeablemcom.{m/ute in e -
way tcwards the developmr_;t of the pupil as a hﬁman being.’ ‘
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CHAPTRR I,

THE DEVELOPMENT OF THE IDEA OF VISUAL THINKING,

STARTING FROM VISUAL PERCEPTION

In tM¥s chapter we will analyse the main mfluences which cont.rl-
buted to the 1dea of visual th:m)ung This idea is a consequence of
the m\portance given to visual perceptiom by certain pgychlogists/ who

considered it more than a simple mechanism ﬂar capturing information.

Some psychological theories about visual perception will be studied’

to determine thesir influence in edwation ahd their relation te thg- idea

of visual thinking, 'In addition to these theories, the importance of
" ¢

s

visual perception in developmental theories will be examined. This will
P

be fol»lowed by detemination of the-presence and influence of these'
theories in art educatlon, and whether or not v15ua.l thinking is con-
gidered by art educators.

An analysis of the opinions of several élutkpr;s on the process of
visual thirking will be made to confirm their ideas about its relation
to viswal perception as an active iental MS, as well as-its rela- |
tion to cognition and art. These authors' opinions about the presence,
of viswal thinking in children"ddrawings and the process of the
learning of visual thinking will also be studied,

’

Based on these analyses of the idea of visual thlnk}ng, its orlgms,
" and develogmnt, and its process and influence in education, this author
wﬁl analyse in more detail the definition of tﬁe term "risual thm}dng“\

L

in this paper,
l . N

o




.Origins .

N The idea of visual fhinking came out of psychology's long sear

for a’ better u;xderstanding of the mechanisms which control visual
ception. In the last century and even in the present 6ne,' many psy-
. chologists such as Piaget and Bruner considered visual perception as a '
r mere furnisher of raw material for thought. .
' It was .only in recent times that psychology began to study percep-
tion as a higher category in the mental process. Psychologdcal investi-
- gation does not oc‘;:ur in a vacuum; it relates to othér discip;ines. The
- relation between 7psychology and philosophy is particularly significant,
8 and the origins of visual thinking are to be found in ph:i.losophy, in a
current of thought which emphasized the influence of the ;xtenml world
" upen man. )
| Is\an;lysmg plulosoﬁucal t.hought whlch deals with the relation ‘
between man and the external world, Arnhe:m (1962), the Gestalt psycho- s

[

, 1ogi§t who developed the most important work in visual thinking, differ-
entiates t;.p oppqsi:ng currents which he calls the extYoverted and intro-
verted\theories. According to him, the extroverted theory maintains

¥ that man undergoes the influence of the external world and-that his ;
memory and trnu;h?é\ derive fmm his perception of the exbernal worl}i:\/

The introverted theoxy, on the other hand conslders the external world

1

t:oheatrcrpmusandglvesgreatmportancetothetmnd sensorypercep—
E'S

t.mn is a ‘minor factor, and what matters is the ;Lmi\lndual S past ‘

m\m*!mq ‘o

experienoe Thus, in Amhem 8 analysls, the followers of the mtro-

verted theory give greater valug to the abstract operations of the mind
. '-ﬂmnboperception. The fol oftheextroverted);heo:;'yb\ringout

the importance of the image of the externgl world and of perception as

~
an organizer of structures,




Arnheim's treatment of this subject plays an esse{mial part in the
development of‘this, paper. He clarififs the philosophical controversy
between. those who valorize the mind or purelyl%tellectual‘ ﬂxgght and
those who velorize the influence of the external world and the link
between th; image and thought in perception. »

E‘oi\ldving Artheim's pbservation of the division into extroverted
and introverted theories, it can be seen that the controversy is still
very, mch alive in psychology, particularly among those psychologists
studying vis{mal pérception.

\ For those psychologists of visual Jception who espouse the intro—‘
verted the;)ry, perception is considered merely a shaper of raw material,
and abstract concepts are formed in a higher mental operation where .
perception has no place.‘ The strongest argument for this point of

view says that it is only possible to pe‘rceive the particular or the .
individual through perception, and that to afgive at more general
concepts, a more cm;léx abstract thought is necessary: ‘

Gombrich (1877), a defender of the introverfed theory, says in his  *

bock, Art and Illusion, that the recognition of images is linked to

previous knowledge, and in his article, "The Visual Image" (1972), he

-

affirms that "what a picture means to the viewer is s$trongly dependent-\
on his past experience and knowledge" ‘(p. 84).
Gombrich (1977) considers: perception to be a "hypothesis" to be or

not to be confirmed. Bbecause of this, he states that “there is no rigid

distinction ... between perception and illusion" (p. 24). ‘ : .

, Among visual perception psychologists who can be classified as
P 4 -~ 1 .
followers of the extroverted theory, Gibson (1950) has produced of
the classic st es of the perception of the vzéual world. He makes a
1 . : .

oy —r———
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diétjnc;tion between the visual field and the visual world. According j
to him, the visual field is the way we see the external world as if we’
were lc;oking at a [zvi"cture' in.perspective; it has boundarieé. But the
'visual world is our perception of the daily external wo;ld;' this has ho
boundaries because it is perceived with,movements of the eyes and the
head. It is sta.bie because it is subject to the phenomenon of ;:onstan—
E:ie; and has depth.

Gibson feels that theories of v’ision were generally theories on the
visual fields and not tr;e visual world. For him the study .o_f the per-
ception of space, and therefére-of the visual world, is basic. He
considers the external world to be the most important element in
percepticn, supplanting the past experiences of the observer. |

In his psychological theory of perception, Gibson (1950) ’advanCES
the idea that "the correspondence of the visual field to the total
retinal image is an anatomical poiﬁt—-fio-point correspondence” (p. 76).
The perception of ciepth occurs ﬂ'lr‘ough'a "gradient of texture" in the
visual field which corresponds to-distance in the visual world.

In another study, Gibson (1966) considers perception to be an
active mt?rrelat;ion bep:een the ofganisrp and the environment, serving
to'obtain information. Vision is more tidn the simple using of the
eyes.- It is a. form of 9ercebtion which functions wi&x.i.n a cjravitationa“l
field. Gibson emphasizes perception's exploratory ,fiature (pick-up of
:*Lnfomtio}m) an)d performing aspect (expression of the orgafism's mela-
tion“to the environment). Gibon declares that the enviromment is
structured geametrically by the light which reflects in different ways,
according to each surface's incline, the chemical’ composition of sub-

stafices which determine their reflectivity and the existence of pro-

o
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. Inalater work, Gibson (192\1) cores to reject in part the poﬁ.:?t—

point theory, saying that it can only be applied to painting or .
ph aphy, but not to a line drawing or a caricature. "There is no
point-to-point correspondence of brightness or colour between the optic
array fmm a line drawing and the optic array from.the object repre-
sented" .(“p. 77). To explain the cases of line drawings and caricatures,
Gibson presem':s a new theory by which "a picture 1is a surface so treated
that & delimited ‘opﬂc array o 4 point of observation is made available
which contains thé same kind of information that is found in the ambient
optic arrays of an ordinary environment" (p. 84). Thus, it is the '
information which is important, and not the stimulus which can be

different but can i:rovoke' the same information. Gibson continues,
L 2

.-saying: ‘"information consists of invariants" (p. 85), tHat is,
,infc'amation comes to percepigion from tﬂe -'visuLaI world and not the,
visual fielc},,. and because of this its basis is not the form sengations,
but "the formless and timeless invariants that specify the diéti;ctive

" features of the object" (p. 85). Gibson calls the;e invariants
"formlesé" and "timeless", because, for him, their basis is not found in
sensations of the form nor in the remembered time sequence. of the
object's foms; ‘

He explair;s that "piéturing is a means of communication and a way_of
tqu} ' storm'g, accumuilating and transmitting knowiedge to successive genera-
tions of .men" (pp. 92-93). . )
.Gibson (1971) adds that we think in tefms of visual information;
b in other words, by visual thinking. He rx*s.keé a comparison between |

, 7 S
Lo - verbal and visual ‘thinking:

e avwy
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Not.only do we perceive in terms of visual informa-"
tion, we also can think in those terms. Making and O
looking at plctures help us to fix these terms. We
also can think in terms of verbal information, as
is obvious, and words enable us to fix, clasSlfy,
~+and consolidate our ideas. But the difference is
that visual thinking is freer and less stereotyped
than verbal thinking; there is no vocabulary of
"picturing" as there is of "saying". As every
artist knows, there are thoughts that can be yisu~
al:.zed without bemg verbalized. (p. 93) ° '

It is mtereﬁtmg to note that Glbson and Arnheim reach the same
ooncept of visual th;mkmg by way of dlfferent theories of visual :
poerception; for Gibson, visual perception is a furnisher of information,
whereas for Arnheim (1979), it consists of the "graspmg of structural .
features" (p. 122).

Gibson's "invariants"” reler only to the constancies of shape which
are characteristics of the way we perceive objects, while Arnheim's
"structural features” refer to the perceptioﬁ of the generic qualities
of the object, that is, the perceptmn of its structure, ¢

Amhem (1979) comments on GJ.bson s ldeas of "information" and
"invariants" calling them "mdefined and vague ooncepts" (p. 121). o
Amhem does not contradict the ldea of constanc1es (the basis for
GJ.bson s idea of invariants) but says it is necessary to explam the
phenomenon, not only to pomt at it. Arnheim goes on to say that in the
;hemtrenon of constancy, a transformation occus only when the visual
concept of things lS structurally simpler than the part:.cular object !
perce:.ved in pe.rspectlve

Kennedy (1974), mfluexwed by Gibson'sl theory in hié stud'y of ,
ppicture perception, focu:ses. on the information transmitted, altfnugh he
coaéidera that it is frequéntiy aesthetic or expressive, because

It ) -
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‘n‘eamng and st¥le can never be completel)) isolated from one amother; to '
say where style leaves off and subject n’etter begms is difficult, maybe
even mpossxble" .(p. 3). . ; ) )
Kennedy agrees in part with Gibson's theory of in\';]ariants, but
thinks that Gibson's definition of perception of pictures is very j
general. , He considers the recognition of drawn objects is independent
of learning; this can be seen in children and primitive groups of people
nly the interpretation of the picture's meaning is influenced by cul-
ture. A person leoking at a picture is making a choice of what is
relevant to him.in the picture. Kemnedy acknowledges that cultwre may |
also play a role in this choice. S
Kennedy says ﬂ;at perceptioxl'l of the external world needs light

which defermiines the discontinuities in the visual world which, in turm,
permit us. to Perceive nenvir'orment. He explains that line drawings
can represent objects or the envirbrment through drawing discontinuities,
or "abrupt change", these being "the basic “feat®es of the environment”
(p. 132). Thus, dlscont.l.nultles of the surface, plgmentatlon, illumina-
t:.on and texture are represented by the lme ‘

¢
Another Of his conclus:.ons in hJ.s review of pictorial perceptlon

I

theories is that outline pictures are symbols which requlre less trammg
than any code or lanéuage, do not requi;:e as much elaboration, as much
time to ‘grasp ‘their meaning, nor do they require any translation to .be\
able.to be universally understood. Moreover; they are comprehensible.

®

forms of conmunicatio vision as well as touch, as has been

shown by experiments with blind people. W '
The extroverted theory is echoed in Gestalt theory, which ?nsniers ' ;

perceptlon to @n mtegral part of the mental process. A::cord:.ng to

et ke ..r} '
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Gestait tl':eoxy, we perceive the external world through stmcture&s, where
the whole is more important than’ the pérts. It is this aspect of
Gestalt theory which gave rise to the yisual thinking concept; it will
be examined in more detail ‘l.ater in thlsiipaper
Amt.(xe_r aspect of Gestalt theory which has-a growing influence are -
‘ the principles of organization which act in visual perc‘:eption.l Gestalt
theory explains that there are forces in the visual field which make
. the forms. organize .in structures. Mgs do not exist as single enti- *
~ ties but rather as intgfact-ing factors within the whole. The principles .
: of orga.i‘mization are grouping by similarity, which refers to the tenderiy-
of grouping similar in'shape, size, colour or t;.exture; gmup‘ing by
proximity, which refers to the tendency of grouping agcording to the *
relative placement of forms; closure, the tendency to complete a form
which is in(xnplet;e; and’ good continuation, which, is defined as th;t
arrangement of’line sépérat{.on or figure and ground that produces the
fewest interruptions or‘ stoppingApc':.ints.for the eye. . o
" Arnheim (1974), the Gestalt p,éﬁrchologist, believes that visual
. percept.wn first'apprehends an ébject by its generic quality, its
"overall structural featurw" (p. 45). He explains that‘; trian lé," ‘for N
example, is fJ.rst see;mym its triangular quallty, and only aftezwards 1n_
" « 1ts individual details. Therefore, the perceptlon of this structure is W

. rot posterior mtellectual abstraction, but rather "primary data of™
[}
) 4 . kS

/percept.mn" (p. 45). ™ . ' { C e
J Arnheim theorizes that: { \ - - o, L

. i . 3
x, ’ Perceiving consists in the formation of "perceptual
concepts”. .. [because] vision deals with the raw
material' of experience by creating a corresponding .
pattern of general forms, which are applicable not o
only to the individual case at hand but to inde- ;
- ' teminate number of othr-;r. similar cases as well.. (p.46) v
L L

N

»
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' tials, sinplification,& abstraction, analysis and synthesis, completion,

12

Arnheim says that the aspect of generality of a percept gives it ‘ .,
the character of a oonoept,ltor that "the concept and the percept aré *

united” (Peterson, 1972, p.‘'58).

Arnheim points out that the use of the word "concept" does not

- mean that he considers perception to be an intellecFual operation, as ‘ !

visual perception is an operation which occurs wighin vision, but he
does feel that the same necham.sn's which operate on the mtellectual
level operate on the level of percepuon

In another study, Arnheim (1964) aff:.ms that "it is these per-

ceived gene.ra.lltles that make visual thmkmg posszble" {p. 52).

Arnheim (1974) attempts to explain this phenomenon by suggesting that
the brain may possess "a specific pattemn of general sensory categories"

(p. 45) which are stimilated by the form of an object. He does not C
«consider visual perception as merely furnishing material for thinking, |
or functlonmg as a passive receiver of images. For him, visual percep-
tion is active rather than pase:ive, as 'it includes cottpiex operations
oonsidereo by o \ authors to be the premgat;wes of thought. Arnheim
believes that the h nn.ndtreatscogmtwerratenalmthesamway
at any lével' whe ) a person locks at the world or whether he closes

hlseyésandttu.nks 'mesaneoperatiormmuldoccurmboth cases,

ope.ratlons suth as aﬁitx.ve exploration, selection, grasp.’mg of essen-

oorrection, oarparism,&‘ problem éolvincj, as well as.conbining, separa- ' .

' ting,. putt:.ng in context” (p. 13). For Arnheim, there is unity between
perception and thoucht. T .
There are still points of controversy in the é‘tudy of visual

perception. 'Gombrich izes theu@;tame of past experience and

P 4
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‘krwledgé for wsual perception,’ wh:n.le then.m and Glbson both qive .
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importance to the external 14, Glbson and Kennedy eﬂphasize the

- wdang

imfortance of light for visudl perception. Gibson considers percep- |,

“tion to be a way of obtaining infom'étiori, whereas Amheim places it on .

a much higher level which is hlS concept of visual thinking.
'nus idea had ;.ts Qrigm in the Gestalt theory, which studied the ™

visual perceptual phenonenon considered it of great mportam:e, . >
relating it to mental operatmns v ( .
These theories of Gestalt wili be developed in greater depth later :
in ‘this paper, because of its mpoztant/xﬁl.e in the formation of the ' "
#

Ldeaofvmualthmkmgn— g : ‘ '
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. Visual Perception In rteveLogmntal Psychologx S
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In the préced.i?g section, the two main currents<>f thought about '
3 : .

‘ﬂlerelatn.onbebdeenmnandtMextemalmrld, andtheuwortance

‘ tion were aJ.so analysed

"‘chosen for e&’amnatmn because of their importance in their theories on

glvent:operceptmnbythesetwoopposmgcurrentsmre studied. The
effects of .these ideas in psychologlsts‘ op:.mons about visual percep~

[ <’
.
e
&

In this section, developmental psycholody will be studied
becai:se of its great influence in education. Some psychologists were .’ ‘j

visual percept:m - - . N
'Ihe mfluemé of ‘the develognental and vmual percepta.on theories _
ori art edication will also be analysed. 3 ’ o o

. - w o N . |
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k'me Importance Of Vis Perception For Develo tal Psychology " U
{ ' ]

1

Visoal inemepdo had an J'.trportant mie in istudies of the develop-
mental psyc}xgloqlsts but their op:.mons of the |i of visual i
f . | ‘ pemeptlon differ qui mdelx. As the results of their studles are
‘ dinectiy refl\ected in dxnoation, it is necessary ito analyse some of

these authors for a beéter understanding of t'he p esent educat.lon system.
Among the psychologlsts who have -studied children' s mental growth,
Piaget, has bee.m the most mﬂusmual for education today Piaget {1969),
through his St\.‘dles on perceptual development in u-L chlld an;lved at
the conclusion that "generally speakmg it is .. mboss;.ble to maintain
that the oorv:epts of mtelllgent thought are simply derlved from the ~
percept;.ons through abstraction and geheralization" (p. 49). He.is of
) the opinion that "peroeptual activities develop with age until they are
able to obey the directives of the intelligence” (p. 43). ' Thus, Piaget
seems. to be an advocate of the introverted theory. ~
Piaget (1969) distinquishes conceptual intelligence from
. senﬁozyfnoi;of; for him the mental development of the‘ child passes
" through fivé stages, each of which depends on its predecessors. In the
- first stage, from birth to two years old, child

. : . motor intelligence. In the second stage, from to four yéars old,

pre-conceptual thought is developed, where the notlon of objects and

sometimes theponcept of a class of obj'e?:s appears In the third

stage, from four to seven years old, intuitive thought is developed;

there is an increase of the internalization of actions in tﬁougglt |

However, the notion of 'reversibility is not attained. The fourth stage, .
’fran seven to eleven years old, is the stage of concrete ’operat.ions. \

The last stage, that of fonpai operations, , is reached at the beginning '

]
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of adolescence, between eleven and’ fifteen years old. This is tfe Y
v ' stage of abstract thought, where concrete material, thus perception, ' N !
is o longefy necessary. /
Zmnng‘ the many psychologists who have followed the theories of
Piaget, Jerome Bruner has been a major influence in the field of educa-
tion. Bruner (1967) ;mposes three stages of mental growth which, like
those of Pi;ujet, are in linear order, the latter two,stages growing out
ot the ‘preceding stage. He calls them "enactive, ikonic, and symbolic"
| (p. 1), which correspend téat;;.mtor, image, and language stages. Alll ‘
of these processes persist into adultlmood“
Piaget denies the collabor;ation of (pe;ce,ption in formal thinking, * ‘
r\considering it a furnisher of raw material. Brunew, although he places %
the language stQé as the culminating po?.kt of mental development, does
| give greater importance to perception (tl;me ikonic stage) in that all < b
'threg stages are 'still.operative in adulthood. ' W ‘
‘ It is this classification of peroeétién in Piaqet".s scheme of mental
development ethat still has influence in ,ou.r present-day education system,

1 3

and it is against" .this conception of perception as-inferior that.the' K o !

e

. exponents of visual thépkmq are rebélling. h
Gardner (1973}, a developmental psychologist who discusses art ed-

i

cation{deve_loped a theory of human growth in which he refused the tenets
of Piaget's theory of the development of logical thought, or of Freud's
A - . ‘ personality theory For hin, logical thought is not achiéved by the

great majority of people, who, although they do not reason scientifi- &

YL ) cally, are still capable of complex intellectual activities, Gardner
’ considers Piaget's theory .inadequate because it does not include the

.

?
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integration of the cognitive and the affectivg processes, and therefore
does not include personality and emotional development.

Ac:oordmg to Gardner, Freud is a psychologist who, contrary to
Piaget, doeﬁ bring out the affective as\pects of personallty in his

study of'h’&nan dé%e\lopment. Neither one, however, goes into any depth
. | ,

About maé;i:ﬁtlve creativity. _Becausé of that, Gardner's study of

human developrent changes these goals to the goal of 'parficipation ‘in

the artistic process-the capacity to be a creator, performer, critic,

> .
orrauwdience member in an,art form" (p. vi). With this in mind, Gardner

developed é study of how the child develops, and of the process in
itself. '
Searching for developmental stages, Gardner arnved at, in hl.S
words, "an’ unExpected conclusipn: the child oiﬁeVEn or gight has, i
nost respects, (beoome a participant in the artistic process ,anci he need
not pass thropgh any further qualimt_ive reorganization" (p,l’ '). This

means that "while development contmues far beyond these years, mdeed

16 -
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throughout llfe, ¥he developrrent is a deepening process involving the ;

same prmc:l.ples, rather than a-total reorganization of systehs" (ps#305). "
According to Gardner (1973) ,. the organism ppssesses three systems:
making, percelvmg,/% feelJ.ng, ard development is the process in which

the three sy evolve ard inteéract. He sees little evidence that an

LY

artist mst bg a formal operator, and therefpre considers artistic
develomment J.n the chlld to cocur in two stages

I have viewed artistic development as encarpassmg
only two broad stages: a sensorimotor period in
which the principles of the making, feeling and
perceiving systems are first manifested; and a .
symbolic stage in which the three systems recapi-
‘tulate their development on the symbolic level arid
in which the child becomes well versed with varicus :
symbol systems, preeminently natural language. ...

AN
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The development characteristic of &ﬁkg—sdic stage

never ends; one can increase one's of a sym
bol system indefinitely, and this trend epitomizes
the acccmpllshed artist., (p. 3071
Gatdner (19%4) t.ﬁxnks that the chi'ld of seven has already achieved
"an initial handle on’ the major symbollc media of his culture" (p. 7).
~ After age elght the child develops skills and more experience; kpt also,
with thé approach of adolescence, "for reasons not entirely understood"
(1973, p. 258), the child undergoes an artistic regression, perhaps the
- \ adolescent becomes more self-conscious and 'd@r'ef’ore in'hibited, or per-
> A hap.s because "the er;phasis in our culture on abstract thinking and on
rlgomus loglcal reasoning causes a decline in sensitivity to aesth%tlc
‘ pmpertles, though lt ;s also possible that such a decline antedates
e (or even causes) a shift to more abstract modes of express:.on and ~

commnication” (1973, p. 25_9). o . 4 (

R e LT

7 :
For Gardner, the fact that the aﬁist develops the.symbolic more

S

than the logical side does not mean that he is dess developed, but B

A /rather that he is using "different progesses of thought with their own

-
.
bttt L gl s

evolution” (p. 9). This theory concurs with the idea that some cultures

s
) where logical thought is not particularly developed produce highly
sophisticated art works. . - ,
L 4

' % .. Gardner's reflections are cbviously closely related to the visual
../ . . , . i
thinking concept. ‘ . ‘ " ‘ >

>

The author .of this'paper agrees with Gardner in his attempts to

‘integrate the cognitive and affective processes in his study of chil-
+ . dren's development, but feels that his idea that formal thought is not
messazy in the artistic process still lacks confirmation by other

. .

' studies. o~ - ~
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There is an obvious evolution to be séen in the opmlons on

perception of these three authors. Piaget consxders perceptlon as a

“furnisher of raw material for thought, and thinKing. For him, the
more -complex and abstract the tirinking, the further away it is from the

senses, and therefore from percepticn. The adult stages of thinking are

AR N P B

no longer related to perception. One sees some evolution with Bruner
<D

who attributes greater mportance to the role of lperception. He sees

e T

4
the language stage as the most complex one, but-contrary to Piaget, he

believes that forms of thinking thz\ough imagés continue into adulthood.
Gardner denies that only foffxtwa;l operations should be considered the o ~
' highest level of mental development. For him, attistry is on the same .
‘- g‘}lel, differing only in that it is another kind of thinking.

4
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The Development And Importance Of Visual Perception According To Art

N S

* Educators ) ’

L

Art educators have been influerced by the different positions of

L A S e htia

* developmental psychologists and also by the opposing theories of visual

ion. The opinions of some art educators about visual ,pe‘rception
its importance’ in children's development will be studied. In addi-

".the ideas of art educators, even withoit being clearly defined, will be

analysed.

The«main directions of art.edmation in cur century. It is impor- .

'
LU T Y W N R

i

tant to analyse how twentieth century art educators ?aw these develop-

mtalpsydnlogytheories,andtthhesetheones mﬂmedthan .

-
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. agalnst this uiea *bged with the self-expression movement.
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For this purpdse, we will use Efland's (1979) classification, in
which jhe e}qbiains the four main directions that art educat.ion has taken
in this century, establlshmg a relatmn bemeen these and aesthetics
. and psychological theor.y. He believes that art education was influ-
enced by aesthetics just as much is it was by .psychology. According
to him, the four directions from aes )tics and psychology which influ-
enced art education are: 'the numetlc-n;hamoural the pragnatlc—oogm
tive, the expmss:.ve—psychoanalytlc, and the objectlve-Gestalt

Although /th.].s classification may at tme% seem forced, it does
g1ve qulte a clear idea of the poss:.ble influeénces on art educatlon in
the present céentury, and'Efland admitg that some art educators do not
fit int# any classification. | -

During the last century, art educatmn was based on the be.hav- ‘ .‘
lo\i-lst principle that 1earmng ocours(through ifitation. Thus, .
copy:.ng was considered the best means Of tea art. A reaction '
Herbert
'&ead (1958) was a major partisan of this movenmt, developmg his
theory of "education through art", where Self—expressmn is erphasned
Read has made a study of psychological character ard of énmmal
develogrer;t through children's drawings. He considers mental growth as
a Iearning process in which children learn through experience, a complex
process which begms with the sensory-motor stage and ends at the'stage
in which children are capafie of mn&olling,‘ their .actions "in relation

_to the jdeals... [that they have] formed about the world" (Read, 1958,

p. 56),.-"

N




@

"

20

Lowenfeld (1964) also considers the ch#ld's self-expression as the °

most important aspect of art education. It was Lowenfeld who developed

.,,ﬁl"*[e nost commonly used theory of developmental stages in art.

The pragmatic orientatiom is“based on previous learning; thus,
children draw what they know. Learning should lead children to adapt ,{4
themselves to their environment. ’Ihe'oogmtlve orlentatlon sees the
use of symbols as a form of interaction with the world

The most important consequence of‘ this idea of adapting to the
environment in art education was the integrated curriculum, in which the
arts often served as integrating elements,

Arother psychological current which has a forcéful impact on twen- -/
tieth céntury art education was Gestalt theory, wk'lich Efland places | .
with objectivism in aesthetics. By its laws of perception, Gestalt’
influenced art education in that teaching was more geared towards 1l:he
discovery of the structure, the‘'differentiation and integration,.as

form expresses its inherent nature The art teacher should encourage

. perceptual training for the pupil. The Gestalt psychologlsts who had -

_admits that she was influenced by Gestalt theory in the forfning of her

the greatest influerfce in art education were Arnheim (1974) and
Schaefer-Smmern (1976) , who studied the developnen{:. of chlidren s art.

The Bauhaus movement was a major exponent of this current ‘of thought,

~and proposed a new kind of art education, linking fine arts and crafts.

M:Fee (1964) supports the idea Of the union of ‘arts and crafts, and -

hl

theory on education, which takes into account research in cultural

\ anthropology, psychology and t'he social environment. McFee and Degge

(1980) also, take into consideration the pragnatlc orientation of pre-

‘ \
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Visual peréegtion in-children's developnént.' McFee and Degge, as

well a¥ other Wentleth century art educators, have emphasized the
importance of perceptlon in the child's develog'nent Piaget's concept
seems to have been supplant:ed ’Ihls has only occurred in art educatlon,
however, and in general, educatlon has continued to limit 1tself to the
development of abstract thought through language anﬂd science.

In Read's (1958) opinion, perception and expre;ssion are natural o
gifts in the ch!d, and art education should attempt to ;Sreser\;e these
qualities and de\'iel'op them for integral hental growth. .

Read thinks that visual perception can occur with external or !
internal ob:jects. Because the object is im a certain context, the act
of perceiving - involves discéri.mi.nation and association with previously
perceived objects. °The perception of cbjects results in the forrr‘»ation '
of patterns. He stresses the importance of images éor thought, saying .
that "in the higher proces‘s of réasoning, Whére inj:uiti'on ar}ud the per-
ception of pattern or wholeness of relationships is called for, the-
imagé still pla;ys an important part". (p‘,-‘ 128). ' .

Although Lowenfeld (1964) considers the child's. se\f-expression.
the Tost important aspect of art education, he also emphasizes the
development of perceptual sensit:fvity. It is therefore inmportant to
x:xote that Iowenfeld is r;c>t referring.~ to visual perception, but percep-
tion in its broader sense, involving all of the senses. In his theory
of haptic and visual types, the development of visual percéption is not
necessary for the haptic type. Rather kmesthetlc perception is

n.mportant for the haptic type, as it is through subjectlve reactlons

that children express themselves amstlcally. The v:.sual type has -

potential for greatef visual perception, and this tendency should be .
. . . ' ‘ .
encouraged by teachers.

1
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Lo&enfeld's important study on the stages of children's ;rtistic
development rela“ted to age still shows a relation to Piaget's stages.
Both Read and Lowenfeld, despite being art educators of the school
of self-expression, emphasize the develognent‘ of perception, and Read '
T shows an approach to perception similar to that of Gestalt theory.
McFee (1964) emphasizes that the artistic development of children
eshould rot necessarily be linked to their chronological age, but rather
to their mental growth, which is influenced by psychological and envi-
rormental factors. For her, the rigid sequence of Iowenfeld's Stages
i does not correspornd to }eality.' MCFee says "when all factors are
considered, only a verytgeneral concept of art g;:'owth as a series of
developmental stages can be used" {p. 159). In her perception—délinea-— ‘

tion theoﬁ McFee (1964) says that children perform a complex action of

.
T gt o 8 T

perception and organization of what they see, involving what they have

learned in the past, how theﬁr feel, and the influence of the environment.

—
<

Her theory lemds great importance to chlldren 5 md;.vxduallty, as well
as to socmloglcal and anthropological factors whlch influence mental
and artistic development. She §Lbscrjbes to the Gestalt concept of ‘
whole-to—parts direction in perceptual growth, but takes into a t '

ions in the child's\personality as well as the mvimmt. ) :

thowht in art education. Her work reveals the active gresence of the

P & great sensitivity to the problem. ) . \
/-// " In a ‘more rewnt study, McFee and Degge (1980) explain that their

psychocultural appmach to perception is eclectic, . but that the differ~

A ———————————
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" at first glance. They support th
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Gestalt theory of organizing pro-

cesses, but add:
N . ‘
We have seen tr'len [the Gestalt theories op the '
orgdanizing processes] as underlying and necessary
but not the only factors in perception. - We are
also concerned with prior experience as are the
constructionists' theories. People use mental
images and knowledge they have learned in the
past to help see things they lock at in the
- present. (p. 345)

3

- Contrary to the school of self-expression, which holds that the

child possesses possibilities within himself that can be let out,

Eisner (1973-74) believes that the child's artistic‘development is
pi:océssed from the outside to the inside. For him, perception is a
skill which can be learned. He affirms that " are rot born with
'sight', we a(xcquire it through experience and through trial and error.
To see 'txmettﬁng is to have intellectually constructed a perceptual
realization” (p. 8). o

Completely opgo{e\d‘ to the idea of a child's artistic development
being developed from the outside to the inside is Kellogg (1970}, who |
completed a study with more than 10,000 art works of children from one
to five years old in which she followed the evolut.{g:r in the drawings

»
and made’ comparisons, including those of the works of children from

different cultures. The results of this mommental task are invalusble.
Her analys;s was restricted to line fonrati.o:;, and therefore she studied
only crayon and pencil drawings. She discovered a very strong general
evolution in the shapes in the drawings, “which sug;ests an innate ten-
dency, \independent of the enviromnment. Children continue to add vari-

ants to theft first scribbles as they evolve. Kellogg is a strong

' / , [
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éxponent of the school of self-expressioh, and for her, any adult
influence in this ewolutien is prejudicial, as the cHild learns by
himself through the cbservation of his own drawing.

Kellogg concludes that her "investigation accords with Gestalt

[

theory; which stresses patterns and organization in perception" (p. 11).

.

Children use visual perception to observe their own drawings, but con- ‘
tra."ry_to-Gestalt psycligloqists , she thinks that perception of the
lexternal world is unnecessary for their ewvolution.

From this short review of the work of different art educators, it
can be.seen that, w1th respect to visual perception theori:es, Gestalt
t'heorylhas attained major mgbrtance in art education. This is sl'o“w;r
in the work of McFee, McFee and Degge, Gardner, Eisner, and Kellogg.

The self-expression theory has also ‘playe‘tii an important part

Because of this influence in art education, and ‘also because of :Lts
relation to visual thirking, the Gestalt theory will be studied more
extensively in the next section. |

Regarfing children's develomment, art educators are moving further
and’ further away from Piaget. ILowenfeld's stages'az;e still sharply
separated and defined, closely related to chronological aée, wmch shyb%

-Piaget's influence in the sequence of developmental stages. McFee and

_Gardner, however, clearly réject Piaget's ideas of élearly defined stages.

Art educators, as a rule, have benefitted from the several differ-
ent tendencigs th.ch have appeared in this century, taking what they
consider of value from'each, and ot blindly following any one in
particular. =~ .

Although the idea of visual thinking does not appear in, the works ~

of the art educators that have been meniioned, the tendencies which

. o A
‘l- o« W . . “ .
- Py AP n 3 v e ST -
P SRR WINEY ot A vy TRy o L) 2l ot



Py

=g
-

b o

the subject of the last part of this section.
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lead up to that concept ade to be found, principally’ among the authors

'who are close to Gestalt theory, who see perception as an inte&ral

s , "

part,f‘fof non-verbal ‘thi}.king .

Visual sThinking As A Perceptive 2And Mental Process ’ .

s :

i

This section will study visual thinking as a perceptive and mental o,

process along with its relation to cognition, to art and to education.

Same theories on visual perception see it as relét;d to mental )
operations. These theories led to the idea of visual thinking. The
most important of these theories is the Gestalt theory, which will be.
studied in greater depth in this section. ’

The relatio; of visual perceptic;n to cognition will also be
studied, as well as its performance as an active mental process, in
order to gain a better understanding ofithe idea of visual thinking. i

The i:r&ence"of visual thinking in art and in children's drawings is

a | aat

The Influence Of Gestalt Theory d

- -

Ges‘talt theory was the machJr influence in-the development of th%
idea of visuai thinking startmg/ from ;mual perception.

Gestalt theory grew <:;ut of a reaction against the atomist p?sition
that the world can be analysed as though it were made up of minuscule
elements; i.e., the wderstanding of one of the cells of a body should be .
enough to understand the entiré body. This theory, originating in the

natural sciences, took hold of pre—Ges;.alt psychology. In Gestalt

o VN

0 AN '
theory, the whole is more than just a sum of its parts, and not, as in,

atomist theory, the simple sum of the parts.
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With'regard to images; the atcg\is‘g theory sees thet} as copies of
4 . sensations, by the mechani
are agsociated by contiguity in time and sp‘ace.b ;
In defending the idea qQf "pure sensation", the atomists say that
we perceive objects as they appear to us, that is, as deformations of
persi:ective. It is th.rough trospection that pure sensation is asso-
,ciated with previous knowledde, bringing about the phenongmn of cong
stancy, or the perception of the object in its true form, independent
of the angle of visiom. |

Gestalt, rejecting the atbmist theory, holds that f‘there is no

such thing as pure sensation, floating freely in the air, without
perceptual conditions“l (Katz, 1950, p. 13). it is the total wvisual
stimus pattern from the visual field which determines the phenomenon
Tﬂsm "
The Gestalt psgchologlsts greatly erphasmed the psychology of
percept:.on, particularly v18ual pemeptlon Katz (1950) explains this

by Gestalt's association w1th the physiologl'cal. study of the organs of

.+ the senses. What is more difficult to explain, according to Katz, is

their "exaggerated emphasis on vision" (p., 21). In fact, the laws of
Gestalt theory are based on the study of visua} perception and' they
refer diz"ectly to the forces acting in the visual field; for example,
' Rubin's studn.es of the fnéure-ground relatmnsh.lp, and Koffka's law

w“ of the pregnaky of form.

Kohler (1961) ‘e:qzlams the Gestalt enph.aS1s on pe:;ept.xon in this

|
way: ,

»
L]

why so much interest just in perception? ' r
Simply because in no other part of psychology

are facts so ily accessible to cbservation.
It was the Wope of everybody that, once some

™
e

of ""associationism", sensations and images
4 .
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major functional principles had been revealed
in this part of psychology, similar principles
would prove to be relevant to other parts, such
as memory, learning, thinking and motivltion, (p. 4)

Kdhler's wish came true, as Gestalt laws were applied to thinking.

Wertheimer, in his book Productive Thinking (1945), comes close to

the idea of visual thinking when he applies Gestalt theor.y to solving:
geometrical pmblems with what he calls "sensible thought" Here,
thinking with the senses can solve problars by seeking the structural
meaning.and internal relations of the parts. )
But only Arnheim (1969) studied in depth the relation between
visual perception andhthe brain and thinking, concluding that "visual
perception is visual thinking" (p. 14). He also made.the .lmk between
visual perception and art and teaching. The importance given by
Gestalt theory to pereption clearly<ded to the development of the

oconcept of v15ualthmk1ng

B

§

Visual Perception In Relation To Cognition

Same authors' opinions about visual perception in relation to

cognition and the characteristics which make visual perception an active

mental process are anal_ysed in this section, to determine the causes of )

relating visual percepizion with visual thmkmg .

. Images as the matérial used in the pmées; of visual thinking are
also considered here, in an attempt to determine what kind of images
partlcy& in thought. . |

Read (1958) had already brought out the relevance of images for
thought. After reviewing studies made by Galton who "First raised the

..question" (15. 49) and making further research on this matter, Read con-

cluded that "in opposition to the whole logico-rationalistic tradition

PR Y
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' that inasmach as verbaMw@r mathematical) thinking is linear, which

the beginnir{gs of cbncqm foxgnation'f (p. 27).

‘leads aufmatically to a sequence of operations, visual thinking ‘lis' by
‘contrast, "wholistig, spatial, and instantly cépable of all sorts of

“ , The idea of concébt formation ttuough visual perception is related .

, s 4
. there exists a concrete visual mode of 'th:mkmg', amtal process

whxch reaches its hlghest-efflclency m the creation of the work of art"
(p 1 69).

The relation of perception ion is stressed by McKim (1972)

and by Amheim (1969). For a loné-tiffe, the cognition concept was:linked
to that of language. ' Arnheim says that "in the perception of shape lie
Forms are ;;eroeive;l in,
their most simple and general form,” as shape patterts, and’are thus
easily identified. Therefore, perception acts as a flJHliShEI" o*f‘
concepts. For him, concepts can bé acquired through language o‘r visual
Yperceptmn In -his opinion, "

&
visual and language thinking are comple-

mentary” (p. 21) through thelr different structures. McKim explains .

moonventional transfomations and jmctapositions" (p. 22). -
to the idea of perception as a nen-\zal process. Ihae two ideas comple-
ment each other, and enphas.gze the relation between visual perception
and v:.sual thinking.

/J
Perception is considered

Perception as an actiwe mental process.
by the authors who accept the idea of visual thinking as an active
mental pméess because of certain characteristics which make its pro- '
cess very similar to that of thought. | .

McKim (1972) considers perception to be "an active, pattern- - o
seeking process that is closely allied to the act of thinking" (p. 12).
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Arnheim (1969) declares that "visual perception’... is not a -
passive reoording of stimulus material but an active concern of the
mind" (p. 37). For him, it monlyvdmtheattentlonofthemndls <
actively functioning tﬂaﬁ"v:.sual percept.wn actually occurs. L

_As an active mental pmceSs, perception is considered by Armheim
to involve problem-solving. Therefore, visual perceptich, receiving.
gtimuli froft the visual field in different forms, from different angles,
perspectives and lights, étc., is capable of abstracting the essential,
of perceiving the constant glanent in spité of changes, thus accosn—i
plishing an act of problem-solving. Arnheim emphasizes that visual
perception {s also capable of discrininating in the figure-groud
situation, among different types of forms, as well as catparmg\arxi 7
differentiating. a ‘

Problem—solving by perception,ranngw’\fmn the sj.,nplest to the '
most complex artidtic or sgientific problems which require a high )
deqree of visual thirking! And these broblene’can be solved without
the necessity of leaving the strict damain of images at any time.
McKim (1972) gives many exanples of problemsolving in the field of
,  Howard Cardner (1973) feels that Arnheim's work on creativity in
themualartsandwsualtl'u.rﬂungls a'nintelli and logical,
application of pgrceptual pr:.nc:.ples to the area of 'g and

scientlflc creation” (p. 16). However, Gardner expresses some reserve

»with regard to Arnheim's ideas, saymg that he - o

««. in his effort to illustrate the affzmtn.es
between normal perception and the 'leap' charac- :
teristic of creative thought ... has insuffi- L ae
ciently acknowledged that the required reasoning ‘
may involve mechanisms quite distinct . from visual ,
_perception,  notably the ability to nanipula;e >
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propositions or ignore perceptual mput WS
a oonsequence, his conclusions are more rele-
: vant for certain kinds of problem—solving than
v . for others. (p. 16) /
~ Gardner goes to the root of the question when he sazs that Arnheim ~
considers perception to be thought. He seizes upon a weakness in {‘
Arnhein‘-.'.s 'argment: Amheim, in his attempts to elevate visual perc;ﬂ
tion 3 the level of thought, repeatedlf declares that there is no >
thought without images. fbr instance: |
. “ I would be‘willing to say that true productive \
N T thinking in any field of knowledge, be it science, ) ' .
engineering, political strategy, or art, takes ‘
place in the realm of the senses. (Amheim, 1964, p. 51)
In an interview with Petersen, Arnheim (1972) says ' think in
images’, and J.ndeed, I am conv:.nced that there is no thinking w1thout ‘ . g
images of one kind or another” (p. 56). g ‘
 Arnhein (1969) suggests the hypothesis that images Of thought are - N N
not always present in the consciousness, but that this does not mean - ™
ttiattheydomte't::.ntl\ésub-éonscious. , S -

; ' | Oma.nother . i n, however, Arnheim .(1965) gives exaﬁples of
inteilect:ual thinking as compared to \:isual thinking, which ooqtra’dict Y R
his affirmation. Even his cr.ttj.cisrﬁ of the education’systeml, as being
able to develop only intellectual thinking,” shows ¥hat he mﬁst believe, ; '
in the emstence of both types 6f thought. '/E:lis negatio; of the exis- i

' tence of intellectual thoight seems to be a way of giving greater j

"gxrphasis to his con%pt of visual thinking. In this author's cpinion,

the co-existence of both kinds of thought, t:he‘ visual and the logical,
each complementing the other and in interaction with eac&l other, seems R
f ' more probable. Indeed,. Amheim (1962) himself says that®™

i ’ /-P\\ ’ ¢‘ ",
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" way invalidates the concept of visual thJ.nkmg R

. abstract or as Armheim says, generlc" (p. 102) .

Al

spllttJ.ng this unitary progess i non-verbal and
verbal behaviour. (p. 18)

In any. case, the co-existence of these

Thinking by images. Now that the process of visual thinking in

its active and mental quality have been studied, we should ekamine the
material it uses; that is, the image, There seems to be some confusion
amonj authors as to which images are actively involved in visual
thinking, and which are merely secondary or even excluded from this

astivity. | ' S~

There are, however, two clear divisions in the classification of
\ .
images: the images of the real world, and the images of the mind.

Included in the latter category are conscious iIthES) such as images
S
of the memory or of the imagination, and unoonscmus images, Su:(‘h as

<

the Jmages in dreams and hallucmatlons.

Amheim (1969) cons:.ders the images of the rrerror.y to be m:dels,
4
which have md:.v:.dmllty.or become detalled only when ‘there is .a

~ conscious desire for this, If not, these mental J.IIE.OBS are hazy or

.Eidetic images, for both Arnheim and McKim, are not considered to

be material for visual thinking.

v

hs for\the unconscious images, Arnheim (1969), galthough he states

- that "a good deal of imagery'may occur below the level of consciowsness"

' :

(p. 116}, does mot specify wpether he believes that this type of: image
contributes to the visual' thinking process. ’ .
~ N ; L .
. P' . .
l‘l -
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McKim (1972) had almady sumlsed that all forms of imagery,
consc1ous or moonscmus, dontrn.buted towanis a more effectlve visual
thinking process, as the relam_ng of consciousness ;eads to creative
thouwht. He says that "by becoming more aware of dreams and related
forms of autopomous imagination, you open a 'n~e'ntal doér' to a prin.ary
source of imager‘y ... Access to thlS imagery realm is essential to
fully integrated visual thinking" (;; 94). . ' |

Gowan (1979) shares this idea, stating that the inege is a wehicle
allwmg reativity to occur in this relaxing of the oonscxous mfnd,

" Jout does not establlsh a specific relation with v1sual t;hmk.l_ng \

’Ihe author of this paper cbes not sharé M:Kam's opinion regard:mg
Jmages of the subconsclous, but za_ther consid€rs them to be mere \

furmshers of e.xpress;ve material and not as effective partlca.pants ‘in

visual thinking, which is aove all a con§c10us and ordered mental

3

action. * .

Visual'minkingmArt.' - .y
5 .

The mst mportant exanples of visual thinking can be found in the
perceptual and mental operatlons an artist reallzes while producmg a
work of art, such as sglw.ng problens ‘related to the medim, to thel

formal' cofrposition or to the content itself. \

Artheim (1969) explains that it is not-only the forxﬁal conposition -

or the $ub3ect matter of *a work “of art which gives it 1ts partlcular -
‘cha.racter, bit rather "an abstract pattez;n of forces" (p. 270) which,
by . its ve.ry abstractmn, glves the art work its general character.
mlsmﬁaerethe visval. thinking of the amstlsmfesce‘é mthat,

,ﬁormﬂéim "thewmrkof artls anmterplayofvmwnandthought

T
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C “ ‘subject of the painting. In another text, Armheim (1964) declares
—~—

33,

N
Gardner (1973) thinks' that the creation of an art work involves
problem—solvmg, but that this is qulte different from scientific
-@‘:? . preblan—sol.vmg, in thet it is of a-nmore qualitative nature; and is
) directly related to the medium used. Oice the solution for a scientific.
problem has been reached, it can be repeated, but the a.rtlstlc solution
" is unique and exlsts only in. that particular’ medlum, thls solutlon

cannot serve for other problems. { - .

Dewey (1934) makes a corrpanson between the artistic a.nd the “ /\

I 4 ‘ sment.tfac ways of thmkmg His defmltlon of the artistic way of

b thim.clmg is in perfect harmony with the v:sual thinking concept. He

sayss .
The ‘odd notion that an artist does not think .
and a scientific inquirer does nothing else >
- is the result of converting a dz.fference of tempo . 1
T . andenphas:.smtoadlffememkmd “The ‘
) . _thinker has his -esthetic moment when hig ideas
cease to be mere ideas and become the corporate
meanings of objects. The artist has his problems
) - , and thinks as he works. But his thought i re
: ﬁ . immediately embodied in the cbject. Bec
: , the comparative remoteness of his end, the sc1-
. entific worker operates with symbols, words and
rathematical signs. The artist does his thinking
m the vezy quallfatlve media he works in, and
so close to the object that he is
» producmg t they merge directIy into it. (p. 15-16)

-

Ernest Nash (1976) stud:.es the .visual patte:;ns in Roman ruins,
whlch were mv:.sz.ble when the bu\lldmgs in guestioh were intact, but

- which give a strong damnstrata.on of the hlgh degree of visual thought
that was present in their constructlon. i

Arnheim (1969), analysing Ratb:andt s "Christ at Emmaus", shows )
' Yow the artist gave meaning to the work through visual thinking,

through highly abstract gecmetrical forms which give force to the




that it is the perceptioerlz' of generalities which makes visual thinking
possible in‘art. For him, these perceived generaliti&s are "the
basis of art" {(p. 52). ‘

There are many exanples o§ the presence of visual thinking in art;
any visual. art x;aork, in fact, is an example o% wvisual thmkmg As ,
Dewey says, ';the production of a work of genuine art ‘probably demands’
mx?e intelligence than does most of the so'—cglled thinking }:hat goe; an.
amng/ttnse who pride themselves on being 'intellectuals'" (p. 46):

The visual thinking in art is‘directly related to the mediut. It
has a more qualltatwe nature, as Dewey and Gardner pdint out. It in-
volves problem—solmg a‘zd the pe.rcegtlon of generallues.

As this paper relates tb visual thinking in educatlon, in the next
ses:g_i.onmeartw;xkso‘f.childrmwill be analysed to determine whether
of rot the same principles of vistal thinking found in adult art works

ey

are present in.children's art.

‘Viswal Thinking In Children's Drawinés

Many autfnrs have been interested in and, have attempted, to

-

explain chlldren's drawmgs, and have even catpared these w:Lth primi e -I._: ’
‘art The fact that chlldren draw in a schematic manner has given rise
to all types of syppositions. Piaget (1969) considers cﬁildren' ‘
drawingsasanattarpttolmitatereallty, andatthesametmeas
'synbol:.c play containing elements of pleasure. For Piaget, chiidren's
dram.ngs, up to the age of eight or nine, are essentially "reallstq.c in
mtemtmn, though the subject begins by drawing what he knows abont a ‘
mrson or aﬁ' objec;t long before he can draw what he actually sees"

. 64). ) ' : ,* ) ) ”
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Gmbrlch (1977) also beliewves that the child draws what he knows..
F;r him, children's drawings show the development of a "c‘o;xceptual
irage” (p. 76) in simple fofms representing the object in its mst
general characteristics, which he calls "§ : ", Hildren follow °
the proc.ess of "schema and corrections", or, s Gombrich says, "making
and matching”, to arrive at the final result. In children, the tendency
‘of "making" pmdammtw over that of "matchmg", as arong "primitive"

: peoples. This ‘lS why the child!s drawing is schematic.

For Gombrich, ghildren are continually absorbing and adapting the
schemas of the adult world.(‘ 'Ihey undergo the influence of others'’
d'éawings, therefore Q\g.th\er schemas, in the formation of their own
Sc!mas- : ) ' ‘ ’ -

Amhein (1969) is against the idea'that children only draw what =
they know He bellqves t.hat they are trying to form patterns existing h
'in the object, w:.ttxﬁ\if trymg to arrive at a realistic representation of

~

it, ‘Fbr.Arnhem, this is not the children's J.ptentwn, but rather

they are striving to develOB visual cgncepts, He affirms that children:
" draw what they see, because the perceiving process begins w1th the whole,
and only afterwards with the details.. )

Amheim (1971) says that children do not always draw what they see
around them; ofter’&, the basic gearetnc forms do not evolve fmm the
shape of the objects but are created "for. their own sake" (P~ 205).

. These fonnsganberelatedbytk:ec}uldxenaftemardstomeobjects
présentintheenvimmmt 'mereisaconstantmtezplaybeuvem <
' thegmnngcarplexltyofﬂneforms thatcanbenasteredaxﬂthe

- subtler cbservation of reality, to wh{ch richer forms can do better
justice” (Amheim, 1971, p. 208). . R

N
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Arnheim (1969) says that the representation varies as a fmction
1 - //
of the medium. He explains that as children try to solve visual pm/-

blems, they sgqn turn to rore complex ‘soiutions in visual organization
which is characteristic of visual thinking.

Claire Golomb (1973) made a study of drawings of the huran figure
to compare the conceptual theory and Arnheim's theory on children's
drawings. GColomb concludes that

The results of this study argue against the
conceptual theory of children's drawings and
support Arnheim's theory that representation
varies as a function of the medium, instruc-
tions, practice, the provision of parts, and
the child's developrentq,l level. (p. 199)

Schaefer-Simmern (1976) analysed children's drawings beglnnmq

.from their first scribblings, showing their relation to the world and

the e:q)lorétion of movement itsé‘ff. He sees the essential character~
istics of the wﬁrk of art within the ch%ld‘s drawing.

Gardner (1973) appears to admit the existence of visuai thinking
in children's drawings, saying that

Vhen children are shown models and asked to copy

them, they tend to simplify, exhibit closure, and

impose increased symmetry. They attempt to
: organize what they see and, if possible, to give . -
# a representational quality. Incompleted models : ‘

are usually corpleted by the child, and anomalous

figures are modified so that they becowe easier

to handle and to remerber. (p. 219)

. < ,

In her study on line™ormation in drawings, of children aged fram

"one to five, Kellogg (1970) confirms the Gestait theory, saying “that

children look at their scribblings, and their brains organize these .
into "meaningful Gestalts, that is, into shapes that 'rrga'sense" "

(p. 11). Sshe notes the fonstant presence of certain basic forms in

. drawings by children from different countries, as well as in art work

:
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by '"primitive" peoples. %tuiying the evolution of these forms, Kellogg
sees developmental stages in children's drawings which she calls
patterns, shapes, designs, and pictorials. Ch:"leren evolve from scrib-
bles to symbols, and finally to conscious representations of perceived
6hject§, or visual images, learning all the while from their own |

drawings. Kellogg considers that children generally begins to le\am\ to

‘copy the schemas of society at age five; because of this, the dewvelop~

mental stages, when chlldren are realiy learning "through their cwn

activities and perceptions" (p. 41), o:urfefdfe that age.
Kellogg believes that the basic g

-~

ical form, or diagrams, are
J.nte:mal whereas for Arnheim there is afi” i.nterplay between the internal

forms, the medium and the cbservation of the environment. -Kellogg feels

T oot

that children's drawings are a valid art form, that their abstractions

are organ{cally linked with the beginnings of all visual symbols, and

¥
#
€
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that” there are already basic gesthetic forms in children's drawings.

This opinion is shared By Schaefer-Simmern who also sees the basic char-.
acteri’stics— of a work of art in children's drawings.' In addition Kellogg
sees evidence 6f visual thinking in children's drawings when she says:

The child who perceives circularity in his own’
scribbling and who repeats his perception in an
oval diagram has made an abstraction even thouwgh
he has not conceptualized the process. The —~ ™
abstraction is part of the process itself. .
The continuities between the artistic capabil-
ities and actions of children and thoge of adults ‘
° are thus based in visual thinking. Both children ) c
and adults see and produce esthetic forms without ]
reference to natural objects. (p. 62)

. Parlser (1976), in a study conducted wlth elementary school
children, hadtlmdrawawreckedcar, mththemtentmnofleadmg
the children to "reflect upon and distort the quaht:.es of a visual

image" (p. 5). His position is that children do not distort forms
- " !' N




through ignorance or ineptitude, but rather to obtain an effect.
Three experiments were carried out: in the first, the children drew
k]

their "own" cay -"before" 'and "after"; in the second, the stimulus toock

the form of a car drawn by an adult and the children drew the wrecked car;

in the th:i:rd, a conpination of both was usec.
- In analysing the results, Pariser concludes that "children at all
- \ )
levels have access to, and use essentially the sare kinds of shape and

<

l:fme'transfomations“ (p. 242). Pariser found an even more interesting

result when he compared the dré{m’.ngs with graphic desigrers' drawimgs; -

he found the same- strategies\in the drawings of both. He found that

( | the "legibility [for.the information] is of importance here, 'realism’
is irrelevant" (p. 243). He also showed in this study that e@sure ﬁg
an adult's drawing has apositive effect on the children's drawings:

An analysis of the quantifiable features of
the stimulus and control drawings suggests .
that exposure to the visual stimuli has the
- effect of increasing the complexity and ‘
- ’ sophistication of the drawings. (p.'196) -

In anc;ther’ study, Pariser (1979) analyses two currents in the
teaching of drawing: one emphaSizes perception and the other enpha—
sizes the learning of cultur;i forms, or conventions. To test the vali-

- dity of these two currents, }xega\eumwcisgstothechildren. One
was a blind contour drawing which "focused on drawing as the registra-
tion of perceptual cues, and the other [a 6opying problem] focused on
drawing as the ass:um.latlon of graphic conventions” (p. 33). Pariser-
found evidence of both types of representation in ch.i.lgren's drawings; -
that is, in drawings that leaned more heavily on perceptual cues, and )
others on convetitional forms. Many children‘'showed both types of
representation in the same drawing.
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Pguse.:_mncl\ﬁes that both kmds of exerc:Lses gre equally
\ valld, as the child beneflts as Imchfmobsemng tHe external world

as from learning from the masters, in which "new graphic codes are .

t -

revealed, new ways of dealing with the medlum are exemplified" (p. 203)
Panserpomts out at the sanet.lme that we are so surrounded **

by ready-made images that it is much easier for children to simply copy
, t;ha.n to make the effort to dewvelop’ the capacity to draw a vi.sual eperi-
,ence; this could be a problem.” Therefore, "traim‘.né wsmn 1n £he
service of a medium is central to the task of maintaining vital, per-
sonal expression. Without knowledgeable seeing and skilled use \o{‘
media, no child can give full vent to his or her own feelings and

s

concerns” (p 203)

Inoklng at thls short rev:uew of the olmuons of several psycholo-
glsts and art educators about chlld.ren's drawings, it is evident that
tlmreammmmcurmntsregarquthesubject. one of these consi-
ders, with Piaget and Gombrich, that children draw'what they know, and
the other, with Arnheim, Golomb, Schaefer-Simmern, and Kellogg, consi-
ders that children draw what they see. The latter group shares the

* idea of Gestalt psychologists regarding perception.
Gombrich e:rphasizes‘the importance of graphic conventions in the
$ \jjﬁld's art work. Kellogg takes an entirely opposing stance, seeing
adult mt:erfereqce as completely, detrmental,i:ﬁo the child's work. In ‘_
th.l.s her view is simlar to Iof'#m(feld's.' ‘,
Pansgr is in favour of an equilibrium between the two curreénts,
but enphasizes the development of perception as essential to expres-
sion. His work shows that cbdervation influences children's drawings,
thus confirming Arnheim's hypothesis of interplay between the internal
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forms and the perception of the enw}ironnent. This contradicts Kellogg's
opi;u'?on that children's drawings ewlve without any observation of the
environment. ! '

For visual thinking to exist in children's ;drawing’s, 'fhere must be

evidence of an attempt at organization as well as an ewolution ? the

' v
child grows older; that is, as certain problems are solved, the child

w111 turn to more complex visual problem-solving. These elerenté hatve
been clearly shown by the authors that have been examined so far.

Besides this, Piaget's idea that the child does mot draw ih a
reallstlcmam'aerbecausehedoesmtlmowhwtohasbeentotally
rejected by these same authors.

i

Visual 'minkingAsAIeamir_zglgrocas

+ . The study of this aspect has a great importance, because this.

paper discusses the development of visual thinking in schools. It is

essential to this work to define whethey visual thinking is or is not
Visual thinking in its relation to the learning process can be

seen from two /\f\fe.rermt points of view. The flrst is the question of

whether visual thm]ung is mportant in puplls learm.ng The second

_is the question of whether visual thinking can be taught.

Arnheim (1969) thinks that,visual thinking is present not only in

- ~art but in all types of human activity. Therefore, "the discipline of

intelligent vision cannot be confined to the art studio” (1974, p. 206) .
AN .

FoP ‘him, visual thinking should be developed as an integrated process

in gll school sx.ﬂajects, not just in art classes.. He affirms that

v15ual thmkmg is aninnate human ablllty, and that if even ‘exists in

R v,
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a;‘r‘mre rudiménitary form in animals. However, it must be developed.

Our education'system is directed towards the devel®pment of abstract

[

thought at the expense of perception, and consequently, at the expense
, .
of a more direct link with tl}e world through the senses. Visual

' - thinking is brought about by this link, and it atrophies with lack of L
[ 4
uwse. , |
¢ ! wWhat [the child] needs is perceptual challenge,
something that mobilizes the mind through the ,
w . senses. You have to teach the child how to
4 respond to images that are of’some use to him ‘

’ éndhl'm: to create such images himself. (Arnheim, 1972 p- 96) .

Arnheim (1972) declares that we all suffer from a grave deficiency

PRUPEN
N N

'in our ‘'sensory experience, and that this is an epidemic disease, ca:.lsed
A R 4 A
by a "12 to 20 year apprenticeship in alienation' (p. 55) in our
schools.

{ Mekim (1972) ‘thinks that visual thinking can_gnd should be taught.~ i .

I-b suggests two methods:

- . o The two most successful approaches to the education.
! of thinking are the "discovery method" and what I .
: will call the "strategy method". In the discovery . L
method, the student is mot required to mémorize
concepts but is stimulated to discover them for ‘
himself: the student learns to think independently .
. ' because he is challenged to do so. In the strategy
. method, the student is not only c¢hallenged to thimk,
' he is also taught how to apply a number of thinking

/ ’ ’ strategies. (p. 23) . p

He explains t.hat although visual thinking is obvmusly central to

the practlsmg of archltecture, design, and the visual arts, it 1s

also present in science and techmlogy,- and he gives examples of ,

Y scientis have made discoveries through the development of visual
o ' N l i g. ' | *
[ 8 &
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" Qutside of art and de51gn education, few educators
are aware that thinking can occur ip other than’
¢ verbal and mathematical modes. Yet sensory modes

5 - of thought, especially the visual mode, are at the

very heart of th;nkmg. (McKim, 1972, p. 24)

McKim also warns of the dangers of a one-sided education which is
based on an idea that man thinks only with words. This kind of educa-
tion robs-the chjld of sensory experience, leaving the child, with few
exceptions, visually atrophied. Many people have a large and undevel-
oped potential for visual thinking. To see is a capacity which must
be developed. ‘

McKim (1972) believes that to develop new thinking skills, people

»
need active participation and a sequence of exercises, as in the

" learning of a sport. In his opinion, there is an interaction between

the three kinds of visual imagery: seeing, imagining, and drawing, and

. the flexible use of all three is more fruitful,

The opinions of these authr.;rs' on visual thinking as a learning
process 's‘how that theyxare in’agreaneni:. The author of this,paéer
ag:x:ee; with the opinions: that the ability for visual thinking is
innate, but that it can and should be developed through teaching, and
also that chlldren‘s visual thin)ung is atrophied by our present educa-

tion system A

4

Comparison Of Concepts Of Visval Thinking’

Béefore endJ.rigthJ.s chapter, it is still nécessary to compare the

"opinionso\ftheseaﬁﬂnrsonvisualthhﬂd:{gboseevmemerormt

they agree.
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Arong thé authors who have directly approached and an;alysed the

concept of visual thinking, Arx(heim (1969) is ‘certainly the one who
M . Y ‘b
has had the most, influence,

Arnheim's 'theories on visual perception are based on Gestalt
T e

theory and his own previous studies, by means of which he arrived at
the conglusions in his work on visual thinking in 1969.

As we have seen, Apim (1969) considers visual perception as

e

"pfesenting the same complex operation as intellectual thought, and for °

this redson an active rather than a passive process which he'call;
visual mm}u.ng, because he sees ity between percept:L.on and thought.
He believes e percelve generahtles and as a consequence, visual con-
cepts are forned. The mechanisms of thought w1th wh:Lch the brain
manipulates thege concepts gperate as much in direct perc;aption as in

the mteractmn between direct perceptlon and stored experience, as .,

Ny

‘well as in the imagmat:.on. !

Arnheim (1962) points out children's drawinqs and the art of
"primitive" peoples.as clear examples of the first stages in the for-
mation of these perceptual concepts. Elsewhere, Amhe:.m (1969)
declares that artistic activity "is a form of reasom.ng, in which per-
ceiving and thinlu'.ng are indivisibly interwined" (p. v). It is not
only .m art that tms occurs, accordmg to him; the way the senses

apprehend the env:.mment is identical to t’ne-operatlans of thought

\And, for him, there is also evidence that productive though; in any

area of knowledge occurs in the realm of imagery.
. | N .

-
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thinking, capacity.  His intention is not to present didactic Solutions

This author concludes that for Arnheim, visual thinking, and visual

perception are one and the same, that all thought possessesj imagery, |

which, if not conscious, is at least unconscious, and that visual ¢
thinking ocours in all areas of human knowledge. ‘ A
. /
McKim (1972) also presented a study on the subject. Arnheim's %

studies are more on the theoretical side, while McKim develops a more
pragmatic stu:}y of visual ﬂu‘.’hking based on the theories of Arnheim.
NhKim proposes practical solutions for the devéloprent of visual
thinking. These exercises are not designed. for schools, but are
exerc1ses that the reader can do alone to develop his or her visual

1 .

but to perfect the intellectual capacitles of the reader.

v

McKim (1972) says that thought is a constant fact in human life.

According to him, we think all the time with the{énle of our bodids.

Thought is prbcéssed at many levels of consciousness, ahd a great part
of our thought is not productive.. '
l"t:Kim's obJective in his work is to increase productive thm)ung. s
To this 'end, he advocates greater flexitAlity in utlllzmg thought
below the level of consciousness and all the’ poss:.b:.l:.tles of the
operations of thought, ard explorlng all of the existing vehlcles for
thought sxr.h as language, sensory m‘age.ry, mathematics, etc Mx:Kim
places pattem-seelung visual memory and orthographic imagination
¥
among the basm mental operations of visual thinking. He explains that
' Pattern-seeking is a natural and. important part of ° //\
everyactofv:.sualtl-nught.'xtisthefirststep ‘
of'a two-step prodess: pattem, then gnalyze. When -
you see, you perceive fijst an undetailed pattern;
then, acoording to your interest, you analyze the
mit:.a.l pattern for details. When you imagine, you

o~
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y

TN ,,.,'t/

S AP S " s
N N Al ' (e - E) x

o R RPEERRT 5 B e ANt
- ™ we e vinip e e >



L]

, develop inner imagery in much the same way, When
‘ ) + you draw, you carry this natural process through by .
- _ roughing-in an overall pattern before you develop -
'your drawmg in detail ... Creative visual thinking ‘-
is charactenzed by flexlble pattern—seekmg. (p. 53) ~

McKim thmks that visual thinking mvolves the image of the exter- ~

nal world and ‘the J.maq& of the mind, that is, those of the memory, of
the magmatlon‘,. or of dreams. For him, visual thinking is closely

w "

% related to creativity.
We see that McKim, contrary td Arnheim, accepts verbal thinking

as independent from visual images but believes that thought cannot_occur

without a vehicle. For him, ¥isual thinking and verbal thinking %re

'Lhe concepts of these two authors thh Yespect to visual, thm‘kmg ’
are qultf. similar., Amnem 8 basis is in Gestalt theory, and M':K.m s
N basis is to a large eéxtent in Arnheim's theories. Thus, ‘only minor®
| differences seeh to ‘exist betweeh the two. Qne of these differences
» is whether or not there is tl'mxghg;ittnut imagery. As has already

been mentioned in th.ls paper, Armheim contradlcts himself on this .

Amtherdlfferenoebeu«aeenmemm that McKim seems to give
greatet inportande to the unconscious image than does Armheim. McKim's
direction is tumned toward the inagination, wile Arnhein's direction,

- is essentially toward visusl perceptmn. 'Iheautlgof this paper . |
. considers both som'ces, that of mgmauon and that of 'visual peroep—
twn, to -be of equal value for visual thJ.nlung. but does not agree w1th

M:Km's insmtence on the urportancegf the’ mages of the um:)nsclous.

-

e

gaxtmular point, whereas McKim accepts the existence of verbal ﬂmx;ht ,
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' Definition Of Vn.sual 'Ihmkmg In This Paper
‘A

’
3 N 3 \

. & '
Through this study, it*js possible to conclude that the origins of

' the idea of visual thinking'rerrain in the extroverted current of thought

-

L an actlve perceptlve and mental process.

“~ ‘ : P
and in the valorization of visual perception.

After stidying the subject, this author deflryes visual thinking as

percelvmg particularities, and because of this, visual concepts are
established. 'I‘hi’s process involves highly cenplex operations, such as
problem:solving, abstraction of the essential, 4analysis and syntl:xesis,
but it never leaves the.domain of j.mages

Vlsual thmkmg takes plack in all areas of human kmwledge
Vlsual works of art can-be seen as the hlghest express:.on of 1ts
developnent

’ ~

. Visual thmkmg can he a accctrpllshed with the images of the imagin-
?

1 at:.on, of the memory, or @f the real world, but the use 6f all three

sourc&s of images, results i a more fru:.tful developrent of this kind

-
h

o

of thought,

. The author accepts the existence of thought without images, a

We perceive generalities before

,non-visual thought which can be verbal or ma'thematical, ard agrees with .

McKim's idea that the two kugs of thought, verbal and v15ual conple- '
ment each dther. Also, people can vary in their md:.\ndual tendencms
.utmvardsmsualorverbaltmught S

. It is this author's opinion that, the developnent of VJ.sual thmk:mg
\%schoolcanhelpthe sttxient-eodevelophlsmrﬂimamchnbre inte-

' gral way, facilitating the ccnprehens:.on of .the world around him thmugh

the ob;ervatlon of ,1t§ organization.
_ will™be a better grasP of all mpject!:: in schobl, not only art.

. . b .

&

*

Arother result of this development °

b
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. ’ }bwaver, McKim's use of the images of the unconscious by medns of N

' » . the relaxing ‘o"f the caonsciousness does not ‘seem to be .of';ny great us‘; )

‘ in the schodl env:.ro:&m&;{ .

L S It can be also concluded that education is sfill tied to the

theo;ies of developmental psyckﬁlogists who oonsidered visual percep-
tion as a furnisher of raw m}:erial for thought, and logical thought

asvkhe hj‘Lgﬁest operation of the mind. In analysing the ideas of many p
art édwators, it could be verified that the influence of Gestalt

theory >s very strong in art education, with a resultant valorization

| . ’ of perceptlon ‘ - ' . ; kel

|° ’

'Ihe relatlon that exlsts betweax vistial thmkmg and visual pe.r—
ception has been confirmed by the study of perceptlon as an active

rrental process. Co. -
)

'mepresence of v1sual thlmu.ngmartandm;cm:l.dzen'

B
R et St s+
-

| , ?‘ S , drawings leads toﬂmequestmn of mether or not visual thinking is
I v SN
A animate capacity of hKuman bemgsandif 1&canbef:a{ght The

authors agree on this particular question, sayirg that v:.sué.l ﬂunkmg

' 'ia‘

oo c mmatebutcanarﬁshouldbetau@tinsdnols. -

v

. ’ o conclusions lead this augnr to~the subject of the next ~
. . . " cha ,» that’is, the teacm.ngof v:Lsua;L thinking in schools.
.. ‘mlspresentssmepmblars,suchaswmmteachnsml

. tmnkmgarxibymtmns Asmsbeenseen,aftlsthebestdlscr
plipeﬁorthedeve]ﬁp!mtofvisualtMNQngbeca. of its character

/ isticsmﬂitsmlgtionm.gfeareasmmjt:inkjmisiacmlly\
'+ present, that is, in fine abt.and children's art. |

o
[ T s
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\ ‘ N ' ' ¢
- As was seen in the analysis of psychologists who stidied visual
perception, Gibsonm (1971) and Kemedy (1974) emphasize the importance
of picturing as a,means ‘of commuynication. Gibson says that thinking
directly in terms of-visual infomati;m, as opposed to verbalizing,
_ is visual thinking. RN

w on the opix}ions of Gibson and Kennhedy, visual commnication

‘seers to this author to be the best means of starting the develog;ent

- of visual thinking in schools, because both visual commmnication,an

visual thmkmg use images ad their basic elements. In the next chaptaerﬁ

will be. presented a deeper study of this relation to suggest a way of‘
~ developing visual thinking in schools by means of visual commmication.

C - .

-
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| ) CHAPTER II : yag

THE REIATION BETWEEN VISUAL THINKING, VISUAL LEARNING,

VISUAL COMMUNICATION AND VISUAL EDUCATION

One of the main objectives in teaching visual thinking is to
A develop the.irmer capacity of thought. Z\noather objéctive is to prepare
man to iive in contemporary society, where visual cormunication is
growing each day. As ‘man learns to ccmmmcate VlSl?lally, he is also
. — _'ompelled to think visually, because it is mposs_ble to cormv.mcate
without thmk.mg. It is this relation which w1ll be studied in this
- chapter, tb determine if it is possible to develop visual t-h:mklng in
schools thmugh the tqacrung of visual ccxmmru.catlon. ‘The aplmons of
L several authors will be studied to find ocut if tkgy feel that students
can be led to perceive visually and to develop visual thinking by
studyiné visual commmication through the principles of desiqgn, its
elements and techniques, and by learnJ.ng to understand visual langquage
and to appneclate works of visual oonmumcatﬁ.on from fine arts to the
mass media. { ‘ ' . ’
. The mechanisn's of the perception process, the way we receive and
interpret visual information, and the elements of design will be ana-

' lysed to determine how to teach visual commmication in order tao

_Q_',/d\evelop visual thinking. - The suggestions made by the authors about

the learriing of visual thinking and about changes in education will
also be analysed. B
' same programs already existent in scivols and yniversities will be
, stud.ted to determine their validity and the passibility of their use as
/a badis' for other programs.

J
L




, Visual commumication will be analysed and compared.

' field of art education, Schwalm to visual literacy, Kennedy to the

50

Based on this study this author wj,.‘ll make a few proposals for the
W:eaching of visual comunication to develop visual thinking in schools.
C/ : IE

é The Texm Visual Communication

Before starting th& analysis of the relation between visual

&u@ and visual comumnication, it is necessary to define visual
commmication. Scme authors' definitions of visul commnication will
be seen along with the meaning of the termas it is used in Br;zil,.as‘ ,
this author intends to make recormendations for the teaching of art in
that coh:ntxy. Y,

. -

Definitions | | =

-

s

The term Visual Communication s now used wvery frequently, and has
a wide neana.nq Because of thig, several authors' definitions of
4

The selection of these authors was based on their contributions
to the field of visual commmication, combined with their specialities

in a gpecific field. McFee has related viswal commnication to hef’ ' x

analysis Of pictures as information, Kepes to the language of vision,
and Mocrbouse o science; as vell s visual thinking. . |

Al of these authors £ind the developmént of visual conmunication
to be of maximm imgortance. Some of them stress the aspect Of aesthe-
tic infom‘tion, and others the aspect of practical infomtim

) . | !

s
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In a paper presented at the Seminar in Art Fducation for Research

and Curriculum Development (Mattil, 1.966), McFee defends the social

i

function of art, and its importance for communication:

If we, believe that art is to be produced and enjoyed
' only by an aesthetic and intellectual elite or sub-

I culture of our total soc1ety, then we night have
reason for believing in sogial isolation of the arts.

J 1f, on the other hand, we consider art as a phenomenon
of human behaviour to be found wherever form, line, ' . v
colour are used to create symols for communicaticn
and to qualltatlvely change the nature of experience,
then art is related in some degree to all of society.
If we accept this definition, we as art educators,

y become involwed in problems of society and social

Y change; we recognize art as one of the major communi-
‘ cation systems of social mteractlon and of society
. in transition. f{p. 122)

and cn be fond in all of the major wvisual commnication systems. For

her, included in the term visual cammmication are
. »
those traditionally called the fine arts,
... all “product design including the hand~ T
crafted to the mass producec, Cash
- «»» all advertising, display, ad packagmg, .
. architecture, city planning and urban )

~ o rewﬂal,
... telgvision, pwlications and noving pic- 2%
tures, \ -
™ - ... interiors and costure design. ° (p. 123)

+

At the First National Conference of Visual Literacy, Schwalm (1970)

‘defines visual cormnication as

-

) the process of wunderstanding and being inderstood

through the semse orgars of sight. It is.one of

the rost vital forces affecting cur daily ¥ife,

our world of commerce, our industrial economy, ’ .
and our way of transrm.ttmg knowledge and aesthe- -
tics. _ (p. 48) . )

¥cFee believes that art has a vexry vide use in contemporary society,

P
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Schwalm brings out the pragmatlc aspect of visual communication in

' his definition. MFee on the other hand considers visual commnication
t6 be intimately linked to art, as art, for her, is one of the princi-
pal forms of commmnication.

' Kennedy (1974) studies pictures as sources of information:

As a means of communicating, pictures are as old
t as hi:story, for they were among the first recording
: ices ever used. - Pictures have been as common as
wheel and fire in past cultures, ‘and today they '
‘are more common than ever: in magazines, textbooks
. and albuts, outdoors as signs, and in our homes as
o’ -entertainment. As coins are to economics, pictures
are to communication. (p. 1)

(.33

Kernedy does not analyse pictures ~fmm the aesthetic or expressive

point of view, but only from their informative aspect. His analysis is

therefore more social and less artistic. But his statement above is

interesting in that it reveals the breadth of visual communication.
Kepes (1951) stuies the language of vision and emphasizes its

importance in modem society, and its role as an integrating element

between man and the exterior world. He considers visual communication

to be one of the nmost pervasive forms of communication:

.- The language of vision, optical commmication, is
one of the strongest potential means both to reunite
man and his knowledge and to re-form man into an
integrated being. The visual language is capable
of disseminating knowledge more effectively than
almost any other vehicle of coonmunication. With it,

. man can express and relayhis experiences in object
form. Visual comunication is universal and inter-
national: it knows ro limits of fongue, vocabulary,
or grammar, and it can be perceived by the illi- :
terate as well as by the literate. (p. 13)

<3

Kepes has brought out yet another function of the language of vision,
which is the organization of th‘evisuﬁlimqeintemaof structure.
(bntra.q,' to Kepes, the author of this paper believes that visual

: 1
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. . . . . t
o communication can- only be considered "universal and interrational,” \
vithin certain limits, because it depergls on symbols, anc these depend
on éulture. Gombrich (1972) feéls that the use of pictorial imeges at
international events can only solve a éomnunication problem armong per-
sons who speak different languages if the mumber of meanings -conveyed
are restricted. In the ’éame"way, peop&e's of other cultures wili not | !
» understand symbols that are obvious to‘us/. ‘
- Moorhouse (1974) thinks that we are suff‘ering from a gx/nwing lack

of ability and fluvency in commmicating visually. He stresses the

importance of developing visual commumication, stating that

. . &
there is a particular and special place for visual ha ’
communication of the kind which employs images and -

o ¢ symbols instead of, or in addition to, words, and
" that there are, in-fact, many fields of human .
endeavour and thought in which its use is not only
desirable in the interest of explanation, but . h
essential for conveying ideas effectively. (p. 1) i
Moorhouse feels that’ everything which reaches our eyes' is in some
way visuél communication. He differentiates between casual visual
' commnication (accidental communication) and intentional communicgtion.
’ This last categary has two subdivisions: aesthetic information and
‘practical information. g EN : ‘ :
¥ . o ;
The author of this paper considers the opinions of McFee and !
. , !
Moorhouse to be the most camprehensive definitions of visual communica=# :
A ] - 0 . \ |
tion. Moorhouse's distinction between casual and intentional visual '
. . o ,
. . ication and the subdivision.?' of the latter appear valid to this .
P r, and they will be used in the definition of visual communication
for the purposes of the paper. The author finds McFee's position in - ‘
; rélationtothesocialfimctionofartasaneansgfmrﬁmicationto
be immensely important. o ' i
, o

r
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Connotation Of Visual Communication In Brazil:*

* In Brazil, the use of the term visual communication has been
~. [

related to aesthetic and practical messag'es in the medern commmnication

media. Thus, a message transmitted by'a traditional medium of the fine
arts such.as painﬁng or sculpture, although it r;ay te cons&.dered J.n ’
the wider sense of visual commmnication to be included in the meaning
of the term, would only be understood ‘as such with an accompanying
explanation, because of the more comon use, in Brazil, of the term
with reference to the "modern media.” On the other hand, artistic

work done in the mass media, or done in a more recent. medium such as

- photography, serigrapl‘w, or film, would easily he accepted as being

’I\‘ \
visual communication. :

This is most ’li.kely because pmfessioﬁs. dealing with visual
communication in Brazil are concentrated in édvexjtisirig agencies,
publisl‘ing.and printing, television,’ industrial and commercial enter-
Prises, or "visual programming” agencie$ (Ante-Project for a Ooursé in
Visual Commmication at the Federal University of Santa Maria, 1978, .
p. 8). |

Ai'tists who create with the more t{adi;ional technicues sucﬁ as

'pain.ting and sculpture are called plastic artists, while those in

commercial art are called visuval conmmmicators. The term visual
communication is used more:in ;‘elaf:ion f? comercial art than to what
hap traditionally been called fine art, perhaps for this reason. ¥
Nonetheless, a wider meaning of the term has gained acceptance, as
can be seen in this definition in the Carriculun for Visual Arts,
Industrial Design and Visual Communication, at the Pdlt;ficia Univer-

sidade Catolica of Rio de Janeiro (1980):

1 A stn.
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Visual Oommmcatlon mvolves the carpremnslon
N
and preparation of wvisual systems which commni-
; cate ideas, instructions, directions and emtions
° in an organized manner. (p. 19) \

&

Definitions In This Paper »

-

Based on bbo;'!mouse's classification, the term visual commmication
will be ;restricted in this paper to intentional visual cammmnication in
o its two sub-aspects, aesthetic information and practical information.

3 . Another aspect of the term which qust be considered is the extent

of its meaning for the purposes of this paper./Bécause the paper is

3 will be taken in its broadest sense, that is, incliding the fine arts.
' The author feels that visual communication in all of its aesthetic
and informative aspects should be used tq dewelop visual thinking in

~
5 T"msudents. It is for this reason that McFee's definition will be et
*
—~
* adopted because it gives visual commumication its broadest sense,
. : : dérivedfmnherviewofartasasocialphemrrexbnandasapheru:ernn

of commmication. McFee knocks art from its pedestal, as Dewey (1935)
wished, to give ordinary people access to it.
F Basged on this anal$sis, the author's definition of visual communi-
‘cation is this: . - . '
; Visual commnication is. the process by which a visual
:\1 . message is received and transmitted. The nmes;sage can be
aesthetic or not, and can transmit infomation and/or
emoticns. For tlus process to occur, the message must
' beorgam.zedm suchawaythat it is v:.suallycmpre—

hensible to the necelver

dealing with its application in education, the term visual commmication

: . . .
P sttt s ST S ° oy e . e A “
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Visual Thinking In Relation’ To Visual Cammmication
]

. ' In The Learning Process

Learning Of "\Tl_i.sual Communication
Id . , \ 1 : E

Visual comunication is amipresent in the modern world, and the

importance of its influence cannot be ignored. As mass media developed;
visual comumication became a symbol of modemn spcieéy.
This was not acoormpanied, however, by amequivalent development in A"

. education, as McFee (1969) points out, saying that "too few teachers

b g 5 B 0 S

\ or students are educated in how to use this communication to best

f advantage" (p. 196). . : X | B

1: ) Feldman (1976) also reflects on this ‘pmblem, saying that people
N ¢« who look at advertisements on television cr in magazines are able to

' understand and react to the messages contained in them, but are wnable

to undemtand "the rhetoric, the persuasive devicés, employed in visual,

commmication” (p. 195). ’

' mqrinuse (1974) thinks that visual education should be directed .
tcwards the understanding and use of visual messages, and be concerned
, o with analys:.ng and criticizing than as well as producing tt&n He
| ertphasz.zes’the role of wisual thinking in this process:

For the purpose of productive and inventive-
; S thinking in a large number of fields, words and

nurbers, althouwh necessary are not sufficient
... it is in the realm of imagery where this

. > ‘ kind of thinking often takes place. We can say,
- _ then, that visual education should be concerned
~ ‘mththeuseofqllkmdsofgraph;calneansof. R

' , ' ' assxstmgthnﬂungaswellaswuhvisualmes-—
. M : sages. (p. 3) N
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Yoorhouse emphasizes that there must be a wider-view of visual

education which should not be restricted to developing aesthetic

awareness, to prodming artistic cbjects, or even to using visual

"aids. Rather, "it should be concerned with the nature of visual com-

munication, its strengths and weaknesses, and with the proper and
effective erplpoyments of visual messages" (p. 4).

After having examined the process of visual thinking in its active
and mental aspects, the 'aspect of learning is now discussed in this
N\ v
section.

The learning of perception. An important factor in visual educa-
} W .
tion is an understanding of the perception process. The influence of

'past egoerience, prior learning, and even of feelings on perception

must be taken into account for the teaching of visual education to be

effective.

E.J. Gibson (1967) made a study on the developirent of perception

and learning.  She says that there are two distinct types of perception:

the perception of the environment and the perception of symbols. -She
says that a person respoﬁds to only a part of the visual information
that ‘f;alls on the retina, as "perception is selective by nature"

. 3). '

Accordmgboher,axmbornbabycanalreadydistingmsh flgure

fmm gmurr:l ’Ihe percept.:.on of "Gestalten of higher order structural » .

um.ts " {p. 345), d‘mreloptlater in life (at about two weeks)., "The
deve]o;ment of object pexceptlcn begins with the dlscovery of distinc~-

o tlve features, progressing tograspinqofhigherorder stnx:turemthe
" cbject" (p. 357). The feature contrasts are discriminated ﬁ:\.rst and

sensory dimensions are developed later. - The ox:de;ing of cbjects

- ETAy w2
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according to brightness of colour is an exercisae wr;ich helps the .
child 'oo develop the capacities of cateéorizing and abstraction. -For- ---- .
Gibson, perceptual development depends as mush on learning as it does
on maturation. "The trends in perceptuel development eme.rge as the
product of both experience with an environment and the maturing powers
of-an individual" (p. 446). The perception of symbols is determined
by social conveﬁtions, and thus must be learned. In the same way, the
perception of depth in a picture is also related to conventions and a
must be learned. ; “

Regarding the controversy as to whether children perceive at first
Wle or the parts, Gibson believes that these two' theories are /
closely linked, because cbjects are charactenzed not only by their !

.
e

‘stmcture, but also by their distinctive features; therefore "the very
notion of parts and wholes in perception is mistaken" p. 447) "In
Jthis, Gibson disagrees with (Fhe Gestalt psychologists. For her, per-
ceptual leanx::ng is characterized by a progressive increase in the
specificity of discrimination of-stimlus, information. Attention is
important as a selective aspect of perception. As perception evolves,
there are changes in attention strategiesy Attention becomes more
exploratory, then more systematid, and finally, more selective.' GJ".\bson‘
says that there is a progressive economy in the pick-up of information,
which is at®ained through the distinguislﬁ;'xg of the most characteristic
features, by the discovery of "invariants,” and the major unities of
structure, She defmes these invariants as "the nelatmn that refmains e
constant over change" fp. 463). An example of this economy would be
the caricature. Quldren apprec:.abe caricatures or cartoons at an early
age, -and are capable of recogﬁ.:.zingtl'xecharactersbyafewessential

R et iivi et
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. McFee (1969) says that we begin oy visual training by jdenti-
fying things. The next stage is ordering; that is, we exeircise visual
ordering as well as conceptual ordering or categorizing. -

We need to order information to be able'to retain it. Thus, we -
transform it into schemas so that it will be simple encugh to rerr'\érrber,
McFee gives the example of a box full of objects which we must order: to
be able to remember what it contains; "v15ua1 ordermg males U.e message
of content easier’ (p. 201). ’

McFee rararks that some pup:.ls use the orgamzatlon of percepiﬁual

3
. ' & .

informat.lon Lptmtlvely, Cmereas-ottlers vzl 1 only do so after legmg.pg.’ -
' Arnhedim (1962) declares that "viéml education presupposes 'that'
the mrld can present J.t:s mherent order to the eye pnd that seémg o
consists in understanding thJ.s order” (p. 20). S S
The author of.this paper agrees with E.J. GJ_bson%hat perceptlon
depends on, learning as mux:h as it does on Saturmg, and that the realm
of pe.rc:eptlon of synbols depends on conventions, and thus must abe

'
+.
[ .o -

Gibson stresses the role of attention in ‘the learning of percep-

tion. This mst be taken into accounat by a;c't teachers ¥ developmg

Wb -4 v
their ptplls' visual perceptlon. . =l ) .
o
For b't:Fee, orgamzatmn is "the prmc1pal factor in pe.rceptlon.
Arnheim and Gibson also brmg out t)xe mportame ‘of organizaticn as an .
essentialfactz)r.‘ I A - v
- - " __; ' N
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Visual mforma’dnn. In addition to the orgam.zation of perceptual

mformatn.on, Gombrlch (1972) enphasmes the :anortance of custans and

conventlons as well as past e)q:e.rlence m)the interpretation of‘ visual

L)
L4

messages., ’ - . . -

v

'Ihe chance of a correct reading of the i.maqe is
. governed by three variables: the code, the caption, .
and the context. It might be thought that the cap- - S
tion alone would mgke the other two redundant, but .
‘our cultural conventions are tco flexible for that. (p. 86) ,

Ac;’oord:u*g to Gombr:.ch, for a message to be properly mterpreted
the code must be known. 'Ihemreselectivethecodeused, the more

-~

bossible it is to smphfy the J.nfomatxon The context is of great-
mportame, as a change of context w111 cmpletely alter the inter-

pret-at.ton of fhe ‘message.

7

Gambrich thinks that language and image conplement each other in-

- ¢

conmﬁcatlon, and .this: muon facilitates memorizing. }bdever in some
cases, a' visual message gives a rm:h more accurate understanding;

Gortbrz.ch gives the exax;ple of a family tree diagram. Carboons can reduce
the xzéoessltyoﬁoammtaxym a minimun, he .points out, or can be f -
répreseénted by theamage alpne. In cormmercial ‘art, the \}se of arx::.ex;t
symbols, netapmrs, and newly mvented symbols aid nenoriza.t.:.on An
‘example oﬁ\rtzme new syttbols is" the trademark, he adds,where 'the form
is reduced to its essential: dmaracben.sucs. 'Itu.s reduction’ serves to
attract attention to the symbol. As,he says,
'Iheimarplete mageandthe mexpectedmageset
- the mind a puzzle that mgkes us linger, enjoy and

rematber the solution, where the prose of purely
informational mggsmuldmainmticedor «

. .

. ' “unremefmbered. (p 95)

Mo e,
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because 1ts

is syject to many interpretations.
The auyhor- of this paper estimates this distinction made by
Gombrich to be.of primary ymortam? for the understanding of visual"

commmication ih these two kinhdg of art. Where commercial art trans-

S e .

- -

J mits a closed message because 1t allows for only one mterpretatlon.
P fine art transm.ts an cpen message because it allows for many mtezpre-—
tations. _ ' L

Dasign or good Gest:alt. mqarding the closed vn.sual image, McFee

¢  (1969) says that to arrive at visuval cmmmcatmn, 1t is necessary

"to structure both the content, -the 'what is said' and the design, °-

McFee says, !

the 'how it is said'" (p. 198).
g : Design is the grammar of the visual world. It is -
.ﬂmeordermgsystan t makes the symbol more or
less readable. - ps the content come through
to the viewer. Ift!esynbolélmvembackgrmm
referentﬁorthevim they‘willhavehttle

v ' " meaning for h.ijn ®. 196)
) ' In McFee's opinion, Gestalt principles are still useful for the
, . ———

wxierstandinq of visual orgamzat.xm and in’the elaboratmn of a good /- -
nsmlmessage She explains t:hatmdslgn, the interaction of the

]

partsasavﬂnlemtknbasmprimxple Shestatestlattheelenmts .
ofdesmamwm,em% tmttme,spécearﬁlm andﬁutthe ’
keyprmciplea deuignarebalance,mytmandarphasis Allof
"umimmwmmnmmmmum
mmmhmmumrm,mmmtmmmuof'
duigxmm:awm- . colours, ew.,wcnﬂuuanymuum
&ueelmtsareotgaxﬂudwmm Sln.idmtiﬁu.the‘

. .
] ' B \
. . )

] i




4‘Mx§mchedbycestaltpnmiples. T

Gestalt principles of growping as being: similarity, proximity,
closure, good continuation, averaging processes, information points,
figure and gmund These only appear in isolat.ior} in very simple ’
" stimuli. Usually several of these organizing processes appear together
in the same image, 'reinforcing each other. Tension can be created by,
the contrast between two or more orgd®zing processes.

. Visual ordering for Gambrich (1972) has an important role in making

S e v gl

a message rmore readable, and also in awakening.emotions. “Configura-
tions of lines and colours have the potential to influence our emotions",
/ " -
N - V4 ]
(p. 85 <

Qxeofﬂ\emstiuportantsttﬂiesmdeinﬂmefieldof\“risual

1 . ‘ “o

language is that of B’epes (1951). Ee suggests Athat Gestalt principles
- are pi:esent in the organizatjon of a good des:Lgn. In his study, he

R

Q analyses the i.mge sorganizational relations in fine art and in publi-
éity, aé, for him, the same princi,ples are at work in both kinds of art. . 3
e declares that the plastic image has all the characteristics of a
) living organjxr\in which forces are acting,and attainsa dynamic unity
thxm:ghbalame,rhyﬁmamhamony He says thik we transform the i
visual signals received from the outside wrld into strwtured and ;
maningful entities. Accordmg to Kepes, . ] E
i
1
t

- to perceive an image 1stopart1c1pa*aema -
* . forming process; it is a creative act. In the
simplest form of visualvorientation and in the :
dbstaxbracmgmityofmrkofarttherexsa ’ -
BJ.gnificznt comon bagig: the sorting and

organization of sénsory impressions from the <L

visual field.  (p. i) ~ o Y

Jmtuorgmxzationijsessmuhinthereceptmofavisual‘ '
muaqe,itisalso)emmtial ﬂmemnmﬁ.ssmofﬂxemssage
\A‘cco:di?gboxepesuﬂm, : orgamzation or design, can be

» [




ofmsualcmmmmatmncanbeseenmevezyaspectofmdemhfe, e

from science to the mst everyday mtuatxons

- A
(1974), conclides that "our progpective scientists and technologists

He divides engmeer:.m draw:.ngs into two groups: onf represents objects, .
"and thé other relationships. Projection systems are used o represent
ijects, and syui:ols are used to represent relauonshlps .Moorhouse

giyes an interesting example of the use of the principles of engineéring
drawing in Byague and Picasso's cubist phase. He quotes Eraque, who o

and section!® (p. 96). In Pic:asso's works, Nborl'ouse p&iﬂts out that
nany of his faces consist of front elevations and side elevat;bons ,
Supermposed on cne another but ‘undoubtedly used in an attarpt, to

convey the impression of a solid object" (p. 96). : B

- Tippet (1974), who hrings out the importance of thevismlmessage in .
,architecture According to Tippet, two kinds of visual c?mmlcatmn
aremesaxyinax’chltecture 'meflrstlstheoamnmlcatinnbetween o
desigx:era:ﬁmudu,md;isgovemedbymemmtimal,

63

¢

\(/?isual comunication in science and everyday life. ‘The presence

Visual language is an important factor in science. Visual scienti-

fic information myst be clear, precise, and simple in order to be
understoo‘. Because of this, each scientific discipline or profession ' »

has its own specific codes which would be clear in the pmpér context.

In a study on the’%visml message in science and technology, Hawkins .

could benefit from some training in the use of visudl media” ‘(p. 76).

Moorhouse (1974) descrlbes the use of visual 1anguage in engmeermg

T

.

says "It was)necessary to draw three fiqurestoportrayeyeryphyéiml
aspect of , just as a house must be drawn in plan, elevation

3

-

Ancther author to analyse visual commmnicytion in science is

t -
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concise and efficient principles that exist iwﬁ(gineering; the second . z
is the cogmunication bgtwem‘designer and user. Here thg methods ;
utilized must lead to an emotional response. Rules and regulations are

> 1ess mportant ‘than the transmission of feeling; this is a muxch more

'subjective and aesthet.lc visual commmlcatmn.

N P o wn om

. " The majo::ityw of people are not aware of the importance of visual
- pommunication in daily )l.ife, becausg it haslalreacjy become an integral
part of the system of‘our iety. However, the fact is that visual
information, much of it poor or harmful in quality, reaches us every

/- day from frorning o r\uqht

[N A

b ( Cumming (1974) ha& studied visual comumication in everyday life,
and dives examples of tﬁe mpmper use of V:Lsual messages in street
/ ~ sigfs, in the dlstrlbutlo&\ of control buttons in household appliances,

andevenmthedlscxepancy\ﬁtmﬂmewaynmbersamarrangedon
the face of a calculator, anli on a pushbutton telephone, making it

e s e, sl

difficult for a pexson to use bo\side by side. The differences in

-

¢ thewaythenmbersamarrangedm two machines leads to what * e

[V

Curminq calls a "negative transfer of training® (p. 123).
Franareviévoftheseauthars ts, wecanseehowtra:.ning
in visual language is necessary in schools to prepare young people for

future professions, or even non-professional’ 1ife, because of the omni-

presence of visual commmication in human actiVvity.. This training

i should be seen in A careful and serious light.’
/ .

Development Of V,’L/sual Thinking

s e . LR R ) o



R

65
W ' -
' A
a stranger to the real world. According to him, this brings about

_an inhibition of the senses as well as a rigidity of concepts, which

remain attached only to the wofds,and mmbers, and are not exposed to

. life Lexpérience.

He emphasizes that "the concept and the percept are united,"
(p. 58) and that “problem-solving has mch to do with the reordering
of the perceptual image" (p. 56) For him, the perceptwl ex;;erience ‘
of existence, where thJ.ngs are comprehensible to our senses, was at
the origin of cognition. And it was also at the origin of art, "because
art depends on perceptual experience as the carrier of ideas" (p.. 58).'
He says that each object has a dynamic cha.racterwhichtrans\uf&/a

message to us. He also says that our lives are much too separated from

the basics, and man's relation with nature is no longer seen and felt;

it is a remote relation, If thought occurs on & perceptual level then

©if 8 necessary tp develop an education system “that keeps the senses

wmited with thought" {p. 94).
Arnheim (1971) says that we see the object as a dynamism of forces
vhich determines its form. ."The work of art defined as an experience

turns out to be a Gestalt of the hJ.ghest degree" (p. 197). TFor him,

this dynaxm.sm would explam why- the dynarm.c, or expressive quallt.xes are '

stronger ana more easily pe.rce:.ved than the aesthetlc‘qualltles of shape,
3
size, and line location, which are less active. )
He also suggests that the study of these qualities of form and their

oi‘ganiza‘tion intq inﬁegrated patterns is effective for traim’.ng young

, Students, !‘Visual tlﬁ.rﬂu.ng rranifests and develdps general mtelhgence,

axxithestepwmepmgmssofvismlorderreﬂectsthedevelomentof

the person as a whole" (p, 205). )
g ~

A}
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The "author of this paper agrees with Arnheim's criticism of our

~

education systefn, and with his opinion that per\iptxdn igs-affected by
\
the distance which has separated us from n&ture 'Ihe dﬁdmc character

" b

of objects, which Arnheim sees as responsible for expressive qualities, ' :
,and ‘;:he organization of forms in patterns, are ideas from Gestalt theory,
‘which, although they have been criticized by psy logist—:s from other
" schools of thought, are stillwrespected and accepted by the majority of .
the art educai:ors that have been examined in this-paper \
| McKJm agrees with Arnheim in his criticism of our educatlon system, T ]
and attrlbutes to the inadequate system two incapacities whlch are found !
in students today: the inability to use their imaginations productively
and their inability to draw. |
McKim says that the first stage fo_: teaching visual thinking "is |
to stop unteaching it" (p. 24). Q)portmltla for visual express:Lon ]
generally cease after the first few years of p&'mary school,_and N
thencefort:h, an education restricted to the use of words and mxrbers . ]
r&sults mv:.sualatmphyandthedeaﬂ'x oft@’xecapac:.ty for visual |
fantasy and creativeness. Not only the imagination must be stimulated,
but also the capacity to see., McKim (1972) states t no one lacks
imagination, but that the majority of pecple do not have the abili
consciously contact their imaginations, or to direct their imaginations

‘productively. He points out arother failing in our education system

when he’ says that all ch_xldrm are capable of drawing: "Were education

[N

' tonurtlmethmnanmaldramngmpulse,asltdo&madm@ndwntmg,
urunllyeverymxemulddraﬂ' (p. 25).




Based on the sﬁadim mentioned above, the author of this paper

feels that a change in the educatioﬁ system is necessary to permit the

development of visual thinking in pupils. This implies the development | i
of a closer relationship between the pupils and the outsi;:le world Q/.
‘thx:ough the senses and a greater. understanding of the organizatioh of < ' \
the "basie pattegaf forces characteristic of what happens inside and
outside of us all" (Armheim, 1964, p. 52); it implies the development
of visual reasoning, the capacity to "see" in gpace, to find visual

X

, solutionxﬁ,/ to imagine images, to develop the tools to be able to express

theinages;thatis,tolea.rnvisuzllanguage,togeabletouseit !
with ease. To develop visual &unlu.na is to develop intelligence.

Suggestions For Changes In Education

To achieve the change proposed in education, “\it is' necessary to
define t\he items that should be modified in the cwrriculum, and more
specifically in the art program.

Several authors; opinions were styudied, and they all show a hlgh
degree of agreement on the new directions which must be taken by art’
edugation, and by education in general. .

In the analysis of their opinions, the at(Jthor of this "paper has
chosen the mogt important items for elaboration of an art education.
program: i

Ce l.m—establistnentofthemityinteachingpemeptionanndﬂm:ght.‘
| 2. Training of perceptual thinking. ‘ J
x.‘ Ebctension of perceptual training to other disciplines of the

4. Develppment of problem-solving skills through vjsual ﬂﬁﬁing.

RN
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5. Re-establishment of the unity between visual thinking, visual .
:learm‘ng and visual mwmn, and development of the »
teaching of these. '
™ - o , . .
- 6. Development of commmication skills through creative expression.
7. Development of appreciation of art in all its manifestations,
and understanding i;:s influence on society. A
8. Making students aware of the influence of mass media on society
and providing them with the means to understand and judge those
\ media/aesthetically. . |
9. Reldtring art to daily life and sqcietf.
The first item is the most important, because it is the main point’ ° °
to be changed. A program for visual education mst be conceived with
the aim of re-est%blishing the unity between perception and thought
Arnheim (1969) strongly advocates this change, but he does not” .
make suggestions which could be adapted to a related program. . His
contrﬁgtion is to study the mechanisms of visual thinking and its
i relation to vu.:ual perception. It seems that he leaves, programs up to
.art. educators, because his m{e as a psychologist is to make people v
aware of visual thinking. | \ o <
o Some art educators have pr%ent7d suggestldsg for programs which
are very related, or even.based on Amhelm s theory of VJ.sual thinking. e
; Aong these art educators, Edgar (1974) points out’the importance
£ a program todevelop visual thinking in sghools. She emphasizes P
that eption and thinking are processes which interact in practice. .
Jares (1975) is another art educator who points out the false (
separation of. perceiving and thinking as a cause of dlstom.on in
 children's edwcation. Another traditional distortion, in her opinion,
e e W T T e
' AN, - e -
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is the separation between feeling and tl’iirﬂdng, the first being ‘asso-
ciated to the arts and the other to the real world. This separation .

-~

she says, has consequences in education.

. They [the children] do not move freely from the general
. to the particular and back again, and so lose an impor-
; tant aid to thinking. They.learn all the time to com : ‘
{ ‘ muaicate through verbal and mathematical gmbols, but . :
) they are deprived of iconic, and equally of the enactive ‘ f
modes of representation. ... Few children learn to use !
sketch or three-dimensional models as an aid to clari-
fying their ideas, seeing relationship between data, and .
predicting the way in which a study may develop by visu- )
alizing its implications. (p. 11)’ : / °

Edgar (19;4) also says t.hat the lack of sensorial and perceptual
expenence can influence the cognitive strcture the Clllld :
The charactenstlc of a good curriculum accord?nlg/p to James '(1975) ' ;
, is that J.t eubodies "certain kinds of behaviors" (p. 10). This'is
more important than the actual contents of the curriculum, Vhat is
important is the way of life encouraged by it. She nares three funda-

“" , mental kinds of behaviours:

Inquiry, which includes exploration, experiment, and \
the search for explanation.

] f Making, which includes not only invent.mn, but also
doing, executing,. applying. |
Dialogue, openness to experience, whether it be
material, of an cbject, a creature, a person (one-
self included) or of a process.

These art educators opinions stress the necess:Lty of trammg
perceptual thinking, the second item considered by this author for an ¢
art curriculun. Arnheim points out the influence of -art-in-this---

training: ~

. Once it is recogmzed thatpmdmtlve thifking in
. anyareaofcognitwnlsperceptmlthuﬂcmg,the
central, function of art in general education will
~ ©  become evident. The most effective training of
- perceptual thinking can be offered.in the art
studio. (p..296)

o : -
'
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However, Arnheim says that this perceptual\ training should not be

restricted to art. For him, the development of intelligent vision would |
qnly be possible if it were not misunderstood in the other areas o’f the
curriculum. Heightened perception should not be' considered merely
artistic or aesthetic, because ‘:i.t 'is actually present in all human
activities. '

ViM thinking calls, more broadly, for the ability

to see visual shapes as images of the patterns of

forces that underlie our existence -~ the functioning

of minds, of bodies or machines, the structure of
5001et1.es or ideas. (p. 315)

‘ o ‘ The extension of perceptual trammg to other disciplines of the
\ cwrriculum is ,also adwocated by Edgar (1974) who suggests, that percep-
tuai training can be used to aid learning in other disciplines.
- - Children should be able to achieve a concrete, perceivable result from
rwhat they are learning; things take on a more profound meaning and
understanding comes more quicklyif pergeg;tion is a part of the
learning process. James (1975) puts forward her model, not only for the '

[
P - e NS i ¢ e

art pmgram but for the entlre curriculum, becauée she believes that .
chlldren benefit from tlus kind of exploratory and J_nventlve teaching.

Arnheim (1969) a}so says that the development™of problem—solvmg skills

S through visual thinking is relatéd to all disciplines, but can best be
. j .
developed by the’ art program.

. -
RS N 3 ot e S

It is e.asy, James emphasizes, to recognize the schools where art P
- teachers are effective by the liberty with which the pupils deal with
visual problerr-solmg processes, working on them in a concrei way.
’Ihe development of pmbletn-solvmg skills through visual thinking
is alsoc suggested by Edgar (1974) when she says that an art program

should be carefully planned to include "the necessary mental and physi-

-
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cal m, of problem-solving, assimilating, manipulating, forming
and evaluating visual c;mfiguration through different materials,
textures and forms" (p. 159)‘. '
She feels that there :Ls "little understanding or practice of
. visual teaching, visual thinking, or visual learning’in schools” (p. 149). i
Visual learning in relation to visual thinking was discuss:ed at' the ‘

conference of Visual Learning, Thinking and Communication at the Univer-

sity of Iowa in 1976. Randhawa (1978), who published the proceedings
A

of this conference, writes in his conclusions that there is a link
Y
between these three elements, which he calls the "visual trinity." He

[RPRETPUNENE

affirms that "the whole act of visual learning provides visual knowledge
- to the learner; at the‘ same time it also provides opportunities for

visual tlunkmg - re-orgam.zmg, restn:cturmg, and interrelating prior

‘knowledge to communicate" (p. 191). According to him, these three

activities are inseparable in human beings.

. J

 Communication, for Janeé'"'(197‘5), "arises naturally in%.ts proper ‘ !

context of inquiry and making" (p. 10), when these two behaviours are

5
o TR A 2

stressed in the curriculum.

This author suggests that the unity between visual thinking, visual

learning and visual communigation be re-established in schools, so that
through the study of visual communication the students can learn to°
think and to express themselves visually. As Edgar (1974) points out,

a visual communication program besides developing perception, should

| . also develop the ability to commmicate through c'reati;e expression. ‘
| "The complete art work is both an J.ntellectual and an emotional expres-
. S ', sion ofanattltude of e:q:enerx:e presentedmapersonal manner"
" (p. 159). she believes that children should be given the opportumity of

-~




_importance of another requlsn:e in s.n art program; th!at is, appreciation v

‘poss;'.bil'ity of resisting this influemé through the study of the ‘vaii— ’

. Feldman, is to expose students to the widest possible collection of

.ofthe:esandtypesaretheappcroachesbywhlchtheartteachercan

' v:.sual ozganization, and artistic éxpressmn

!
!/

. ".
developingtheirideaaattheirmmspeed,butateacher'sguidanceis

e o

neceGSary .

Along with perception and creative expression, Edgar stresses the ' - _
of art through art history. It is through thisA appreciation that i
children can become conscious of their culture and develop crltlcal 5
judgnent, pa.rtlcularly w1th regani to the mass media. For her, art J
must 'be mtegrated with other actfivities so that children can learn the
role of art in sociéty. She also suggests that films and television be
studied because "film, as painting, is an important demanding means of
visual comumication” (p. 165). .- L |

The influence of the mass media with their stereotypes and often |
misleading messages is also stressed by*Feldan (1976}, who sees a ‘

eties of visual images and their meanings..

We shall employ art to help students to see with )
their own eyes, to represent what they see, and ’
to share their discoveries with each other. /That

- sharing will take the form of critical discourse -

' about the images students make themselves, the
imagery that surrounds them, and the images of s
man and the world handed down to them. (p. 12)

'Amﬂmrwaytofightthe,influenceofthemssnedia,accolrdingto oot

N [A
images created by artists, from all periods and places. Crosscultural

study, comparison of forms and styles, technical analys:.s, and studies .

lead students to mdezstand t.hmugh art, the mportance of pe.rcept;ons, ‘

[
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McFee (1966) also talks about art appreciation and the importance
of mass media.in contemporary society. According to McFee, we must work
to develop in the student the necessaxy triteria to apprecmte and- value
all the forms of the V:Lsual She says that aesthetic criteria
should be developed through the analysis of works of art, by the under-

standing of their relation-to society, and thrdugh knowledge and under-

standing of design elements.

This author agrees with the opinion that students should learn to
sppreciate art in all its manifestations, and that they should under-
stand its influence en society, particularly the influence of mass media,
scitkattkeynaykave:thaneamtomdemtand.thesemdiaandjudgeﬂian
aesthetically. ] . ' e

The importance of relating art to daiiy life and society is enpha-—
sa.zedby Arnheim (1969) who feels that art m our t:.mes has become.
1solated from everyday life. Pccordmg to him, we should consider greab

0»4 ]

art works as "the' nost evident results of a mpre universal effort to

give visible form to all aspects of life" (p. 295). Human emstence

should be the primary concern of art. ' “his broader conoept ... mist _

be supplenmted by a psychological and educatlonal approach that reoog

nizes art as a visual form, and visual forts.as the principle medlum of.

productive thinking” (p. 295), | . )
Janm (1975) estlmates that the separatlon between art and life

mc;x exists mM tines is responsible for the whole education

si’uatmn t:oday. she says that, the art educator should "liberate,

foster, mdmintainbemviorswmmtoomerpeoplemyseenmbem, '

but which to him are just living" ®. 9/
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Another author who etresses the relationship between art afd

+

Life ia McFee (1966). " che feels that the directives for the development =

of an a.rt program should be based on the relation between. soc:.ety, art
andedmauon Accozdmgtobhi‘ee anmportant fmct:.onoftheart
educatc:r is to analyse- mm.festatmns of popular culture so that the
studmm can preserve their, cultural continuity by leaming to respect
the symbols of théir oun culture, and at the sane time by having the
oppornm:i.ty to accept and appreciate all forms of visual art '

McFee also mentions the {erce of the mass media in today's
wofld, saying that art educato t become aware of itsvhrﬁothe
andofthevalues thatnrebemgpmgected@eeecummcauonmdia
The art educator nust‘se\t before the pupil ° . ‘

t

3

the tools with which to evaluate the cbvious and

Lo the subtle messages of this.ohe-way communication
system. This requires that we be aware of what
they are receiving; ﬂntweanalysetheartfom
bemgﬁsedsotmtmmyhelptlmndevelopand

- use aesthetic criteria in their evaluations. .(p. 181)

M:Feepomtsoubttmtthlsappmachtoart,wluchtakesintnmnsl-

‘ deration the roje of art in the 1ife of all peo_ple., does notanegate the

role of an "aesthetic creative &lite" dedicated to ax:tistic discovery.
This elite is of g;:'eat ifiportance to societﬁr, and merits recognitwn

_and encouragement. But again, the recognition and appreciation of,the

fine arts does not imply a negation asmn-art,theeﬂmmandpop.:lar

arts that have meaning to large segments of soc@ty (p.-133).

* fThis author agrees with the foregoing soroaches to art, It is
A : ‘

-through an art related to life that the canlaarnmmderstand

hisg\:mro&\'epoch. ‘i_\ L

<

oy M.
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~ This author believes ‘that it is ﬂ':?ugh the study of visual cdn—
nnnucat.tén that this umerstandmg can be achieved. "Ebr this reason,
visual commumnication 1.3 :anartant 'Ihmugh visual 'oamnmlcation the
student can develop perceptual thinking, ‘increase problem-solving skills,
. - ~ R . /. .
TN and leym to connect perception thought. ' Through visual commmnica-
tion, the student canhleu'{x the visual ge, learn to appreciate
a.ndmderstarxi allthemmfestationsofart the fine arts, the '

R N *vw"
applledartsarﬂalsotheartusedmmssnedla arxireﬁoqnlzethelr

.=~ influence on society and on hJ.s or her own life.

AT 3 ~

; 4 - Eboercisesmvisml'nurﬂux_xg -

4 . ' '
’ﬁnauﬂnrsﬁntm\nbeme:mni*dintrﬁspaperaremﬁnimusin

) the cpmaon that our educatim system does rot develop pe.rceptml thought,
orv:.smltl'u.rﬂcmg. ofthan ,haveccmeupthhanypract;— e

cal solutions ‘to apply thei.r concIusions toward chmges in the present

edmatiomlsystan,mldxﬂneyseeasmadequate ' \ . |

/ Cne\of the authors studied who present a practzcal \soluta.on is

—~

&
s rva.un (1972), whose book coﬁta.ms a series of mqmatlve exercises for
"/ tredeveloprentofvisualthixﬂungonthepartofﬂmereader The same

" »

/ "emercises mréover,canbeusedbyartteachersorteachersofother , b

4

dJ.SCJ.le.nes . . ’. ——\) . ‘ }

) These exer}c:.ses can be helpful because they are orgamzed acoordmg
to several problem—solv:.ng s.ttuatmns and explain clearly which aspect
(’fﬂepmcess.lsmbedeveloped ’n'xey,are,easytofollwandthe ’
R "teacher can have"a rore n}medlate goal fdr the classes, besides the |
m:u'r'@oal of develppmg visual thinking Drawm& methods books can

also be used, becauseprobablyallartexex;cisesandtechmquesare.

PR =

¥
»
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suitable tp develop visual thinking, even if their author did no.tv

mention this term.. But McKim's book can be used as a basis because of

Aits

L

seeing, imgining, and idea-sketching.

the

explanation of the process itself going along with the exercises.

- ‘McKim's exercises in visual thinking are arranged in three parts:

-

The section on seeing aims at revitalizing vision and integrating

sense of sight with the thinking process. "Seeing is treated ot as

k ;
a passive process but as a creative and ac&dve art that can b?_ educated”

(p.

39)., McKim pr&sent&ehch stage with an m(plarmdon of how the visual

thinking process occurs, mt\( acocompanying corresponding  exercises. He
- begins with "’g}_terhalized,’thizﬂcing"; that is, thinking in the direct

oon

of seeing, uniting perceétior{, thought and action. In the

exe.rc:.ses accmpanymg this stage, it-is pOss;Lble to "see" the solution.

£y

In the second state of this section, McKim presents what he calls

"recentering"; that is, observing the familiar from a new point of view.

”Here, exercises in d:.rawing are preSénted, as a new way of invigorating

by . .
visic_;n. "By drawing, you will experience the patterp-seeking as well as

L4

3

the analytical nature 'of seeing, ‘and you w~ill explore pe.rqeptizé.k cues

"that will make the nsual world three-dm\ensunal" (p. 26). -

N

In the section on magmmg@tﬁentlon is turned toward the

J.nterJ.or, and the emerc:Lses aim to develop the inner m\agmatlon. "The

’ thrust of these experiences’ is o open up mner magmat:xe resources

o essehtml to creative visual thinking" (p. 26) ’

Tl

I

P The third n on 1dea-sketchmg aims to train the exguessmn

of va.sual J.deas on paper, "using the grapluc language that is most

§

‘appropriate to the idea's level of abstraction" p. 26). "

- . 3

(7

»
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McKim does not iecomrend a step-by-step method, but rather a
flexible one. Expafive thinkers should be able to learn to converge
their ,,u:l\egs and pay atteq'xt.lon to details, whereas tight thinkers. need
to expand their thought and leave the details aside. Some people think
better in three dimensions, others with sketches, and still others with

inner J'nagesf McKim warns the readex:

—

One should also be careful not to confuse drawmg . 5
skill with owerall visual thinking ability. The -
individual whose drawings show a flair for concrete

reali sm, for example, frequently £inds abstract

inking difficult. To increase skill in abstrac-
tion,' this individual should use graphic languages \

_that embody abstract relationship ... and draw '

" images that are hJ.ghly abstract. (p. 26) .

. A

McKim suggests that to accelerate the learning o? visual thinking,

one should compare cbservations, discuss dreams and e@er:{encesd (inner
magery)/ with other ple, and cover the' walls with draw 5 and o
idea-sketches. Observ:_ng others at(&ao l{\also interesting, because
"much vn.sual learm.ng occurs by dlrect € . {p. 26). |
This author consa.ders McKin's exerci S very useful to the ‘
because, as a type of puzzle, they amuse children, and help to dewvelop
visual thlr‘ﬂu.ng. McKun is the author who extens:.vely develops ﬂus . (—
kind of exercise. D ™ : \ '
. McFee (1969) i‘s‘anpmelr a;n:hor presenting exercises. She is more
concerned with’ i)mblg!n—solving\in design.™ She andtyses an exarple o‘f
organization tl:r‘?ugh the aspe.c%bf growping, creating pat“térnsi of fforcfes
by the changing of form, position, dimensioh, texture, or _colour. Ten~

, . »
sion or a ic feeling can becr?ated, or even a stimulus for a new .

. A >
organization. McFee also gives same examples of tasks for \th‘e\explora—

tion of "the interaction of-elements- in the organizing process” (p. 213).

LY » “
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ment for making and understanding visual messages. ) %

McFee's exercises are good examples of the visual language which
) ) N

s .
can be learned‘ through wvisuwal commmication.# The design is the instru-

(XD

Another example of visual thinking exercise is given by Amheim (1963).

. ~ 3
Be mentions drawings made in preliminary experiments with pupils, with
the intention of representing specific concepts without any intention

of aesthetic value. Concepts which were considered abstract were

«
.
presented, swh as "Past, Present and Future, Democracy, Good and Bad

- M

' Marriage ... [and] Youth," (p.-120). After ﬁde drawing, verbal exgolana-

N

tions were solicited. Axrnheim noticed that there was no difficulty in

., representing the abstract concepts visually. A concept such as marriage,

.-

which is composed of only o;'\e word, was representted in nost cases by
an e:;tity ocomposed of 'two elements. ) ' ‘

2 A variation on these exgrciseslg'.s to encourage the pupils to use
n‘any sheets of paper, ‘and progressivélyg perfect thEJ;r original idea. |

To really work on an idea, they must be "resourceful, disciplined, ‘

insistent" (p. 297). The exercises can help pwpils-to realize that &

0 -

“no standard of right and wrong can derive from purely formal chiteria
... land] any organized patt';erfx is a ca;rn‘er of meaning, whether intended
or mot"' (p. 297) . ’ . ‘
Amhein roticed that severgd types of visual thinking done by the
pupils in their attemt to perfect their drawings‘are similar to those |
shown by certdin artists; Picasso, in "Guernica," for exarple. "The
amteui'dr;wi)ngs contain a pidgin version of the rich and precise
vocabulary - chiracteristic of good art;'( ‘ '

—t

(p. 134).
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thinking and to develop new exercises of his own withithe aid of the
’ . toent ". ‘

/ o 79

Th.ese are the only concrete exammples of exercises to develop
4 '
visual thinking that Axnheim gives in'his study.

The art teacher can use these exercises as a basge to teach visul
. 5 . \s

%

children. . . o

5

\jhz_o%nesijgﬁr To Teach Visual Thinking In Schools

7

<
Visual Literacy ®

One of the consequences of the change of Attitude toward visual °
thinking aid visual commmication can be seen in the movement fwn as

vismal literacy, whose aim is visual ing using the analogy of
verbil, leaming. This movement has many foi..’!,c‘mers,: but there exist.‘i

\ , ‘ PRRE
sar%)el\aéad issues which have to be taken care of. Ofe of them con®

erns this relation of yispal language to verbal language and xé;di_ng,

. which can lead to the problen of uwsing art, not as an ‘ed in itself,

but only as an aid o verbal leaming. Aother pmblém 1avthe separa-
tion which is made between visual literacy and the aesthetic aspect of ‘U
the visual message, which is almost always disreqarded.

At the First Conference on Visual Literagy, Debes (1970) defined

L -/
the term as follows:
'/, Visval literacy refers to a growp of vision com-
; petencies a human being can dewelop by sfeing at

the same time he has and integrates other sensory
experiences. The developrent of these conpetencies
is fundamental to normal human learning. When
developed, they enable a visually literate person
to discriminate and interpret the visible actions,
objects, and/or synbols, natural or man-made, that
.+ he unters: in his envirorment. Throuwgh the

‘ creafiffe use of these conpetencies, he is able to

v caprehend and enjoy the raster-wrks of visual
camnication. (p, 14) '

L 13

-
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~but teaching it is vital in these times when viswal intelligence is
' increasingly necessary. The invention of the camera brought a dramatic

- change in eomumnication, and, at the same time and in a parallel way, -

. ' < \

80

Dondis {1973) says that the aim of visual literacy is to educate
everyone as makers and receivers of visual messages, that is, to
make everyone visually literate. '

She thinks that visual communication has been left to subjective
judgments in the belief ‘that no gethodology was possible in this area. ‘
However, Dondis points out, there are guidelines for visual compositions; . /
there are basic elements that can be I’Eage/d and understood by all pupils,
which, "along with m_p;:g_lg%va ’techniques, can be used to create clear -

visual nessages (pe 11) .

There is no easy way to develop visual literacy, Dondis explains,

'
PPN

in education. >Fbr her, "the camera, the cinema, television, and video
tape, and visual media not yet in currefcy will nmodify our definition -
not only of education but also of intelligence itself" (p. 18).

Dondis sees two things as basic "f:o visual literacy. ’Jhe’%rocess of

composition or the organization of parts on the one hand, and on the

LN

other, the perceptlonnechamsmazeresponsmle for the meaning of =~ ' | w8
; : a4 |

Using Gestalt perception studies, Dondis lists the psych%logical ‘

visual messages.

elements of a visual message: balance, stress, leveling and sharpening

A ) '
(harmony and stability), preference for lower left, attractipn éﬁd 3
grouping, positive -and negative. o : ]

\ <

Acoording to Dondis, the basic elements of composition are the
N ¢

dot, the line, shape, dipctionp-ﬁne, colour, texture, .scale, and

- movement . o - -

.
¢ L. . A [} . -
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.V:LEanl communication. "The artist must seek through his compositional

| visual intelligence and the control of the elements in the visual media

81

She explains that we express and receive visual messages at three
levels: representation, symbolism and abstraction. Among the visual
techniques, she sees contrast as.being the most important means of
expression. |

Dondis explains that form and contrast are intimately linked in

su‘ategl% solutions to questions of beauty an(? functionality, of balance

and the mutual support of form and content" (p. 108). She feels that

- J

1

possess the sarie characteristics of any skill that needs to be developed 7
and perfected. ‘
’I‘h.:i.f\autlnr agrees with Dondis that visual thinking needs to be

3 ' o

.developed and perfected. ’

Dondis makes a very good stuly of the elements of visual language,
pre'senting them in a didactic sequence of learning. But she does not ’
depart from this kind of study to relate itrto the aesthetic aspect‘.

Sheis very concerned with the techniques of visual commmication, but not : §

with the artistic element., It seems to this author that Dondis considers

visual litetacy dnly as the s:tuiy of making and receiving visual mes-
sages, in ‘\thesamewayaswétransnitandi'ecéiveverbaln‘essages, T &
with no rela ntethestudyof‘art. \

| Drawing a parallel between visual and verbal literacyy Feldman _
(1976) points out that the mere ability to read does not imply a criti- B
cal ynderstanding of the rhetoric of words. In the same way, the T
simple act of jyeceiving a visual message and acting in consequence does

not mpli\a?m-éhrstandmg of the rhetoric of mageg , 7 g . o

4
.




Feidrmn considers that "visual communication relies on an innate
grammar of images” (p. 1¥6) which resembles the grammar of ver
}Language. When we learn to read, we "dislearn" or repress O\fl sual
grammar. He believes that there is \a language of mages that can be .
leatned, and the disciplines suche as art history, 1comgraphy,
criticism and aesthetics, "constitute well-established ways of
reading visual language” (p. 199). However, these disciplines have
been given an unimportant place, or noné at all, in the school
curriculum. Feldman stresses that visual literacy should not be seen

~as a substitute for conventional literacy. He ad that “[hisj con- .
tention is that everyone ;ust learn to read images because our culture’
/is increasingly represented and perceived in visual terms" (p. 200).

‘ Feldman also argues that when "we read anything - a sentence, a
map, a visual s1tuat10n we screen out aspects @f its total reahty"
(pp. 197-198); thus the definition of "rea:img" should be bmadened bo

i "making sense out of 51gns, syxrbols apd structures" (p. 146).

s argurent {rom Feldman is anslysed by/S‘acca {1979) who says
t "broadening the term to irszlude interpretstion of both pictures }
and words . J\‘[oertanﬂy Has] not added tothe. \mderstand_mg of the
relationship between these processes" (p 30) Sacca goes an to say"
that for Feldman these two processes: have a common basis, but he does
not prove it. However, this affirmation can- lead t§ conclusions and \

7
ories which ﬂto ]ustlfy "leammg to interpret plctorJ.al signs

-

.». a8 a facilitator f learning to Yead words" (p. 30).

/

o - /
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X .
Sacca explains that certainly if the term "reading" is broadened
in that way, it will include some aspects of the perception of art,

but She asks what this has acoonplig‘zhed for the understanding of the
/‘ t

‘ reiaﬁgnship between the process of readiné pictures or reading words.

Sacca claims there is another drawback to justifying the learning

of art solely as a facilitatotgfor reaéing: placing art in a secordary

" position in schools at the service of pther academic subjects, and not

A
as a discipline having its own value.

—~
) .

* Dworkin (1970) warris a?ainst exaggerations which can accompany a *

change in ﬂ\e\"‘cufriculun, recalling the great emphasis that was given

to written language in previous times. He also warms that interests

oﬁtside of education can infli:ence the adoption of cinema or photo- :

grabhy in the school curriculum. ' . ‘ . ‘-\/
Dworkm errplms:.zes that the develogtent of sen51t1v1ty involved m

the lbaxmng of visual litePagy should be-directed toward the indivi-

. >
'dual s integration. : . {,

. : -y

Jonassen and Fork (1975) made-a bxbllographlc survey on v1$ua1

llteracy They' prﬁent recent projects (Ross, 1972, and Van Holt,

°1972) which tried to develop a p ctJ.cal knowledge base. But {:y

cite the Milford Visual icAtions Project (Fransecky and Ferguson,
1973) as. being "the most comprehensive, systematic attémpt to define'and
< u

inplen\ent a' consistent sequence of visual literacy training” (pz 9).

. m\fgr, Jonassen and Fork consider that "a paradigm atd theoretical ’

fomd:ation?‘for all of these projects ... appeér to.be .either absent -

\ . 4

3

or ill-defined" (p. 10).
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- - The Milford Visual Commmications Progxam, begun in 1370 and conducted
in elmentaxy and squda.ry schools m the Cmcmnat:. suburb of Milford,.
Ohio, is described by Fransecky and Eerguson (1973) as a program empha~
sizing the parallel between visual and verbal ocm’mmlcatlon. Aldren
encouraged to use both languages freely,_one being auxiliary to the .
- other. The program offers the pwils a variety of experiences in verbal
and visual languages in five phases. ) . ‘ -
. The children begin by learning perception of the envirorment, of
W, . f‘EJo‘rms\ and their relations. They then 9 on to rore complex elements,
~—, .learning to camunicate their perceptions through drawing, speaking,
.~ and writing. Aftexthn.s they learn about more complicated media such
as slides, videotape, and film." Sound is also studied as an effettive

L 4

v

means of communicating. ‘

c ' . The pupils are encouraged to continue their work outside of school
) / ' ' {

16 Get involved with the ccxmnmlty "The students at Mllford have

'dlscovered' their ccnmmlty as a viable resouroe for &.hgx. own

i

learning* (p. 148).
The project has the value of being akveryr orzjanizgd attenpt' at |
developing visual literacyl ' ‘ D)

“ C _ But, as in Dondis, what Seéms really lacl;Ang is a relation to

)

4

/‘ . artis}:ic qualities. Acco o the explanation of the prdject .by
. : Fransec‘:ky and Ferguson, it that only the aspect of commication
is etphﬁized, and the artistic aspect is left aside. The relat:.on to

. qu‘

o ﬂemtyseamtobeone«ofthem'}aﬁpomtsoftheprojit and
ﬂweuseofnodemmdia:.salsoagoodpomt. ™

LY
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) Another project which emphasizes developing commumity involvement

) throﬁgh modern media is comented on by Ross (1972).° He presents the
. ~

results of a program of visual literacy developed by Melvin Raman with

" a group of children from South Bronx, New York, in a pm]ect called the

Youth Cotmmucatlons Centre. Its goal v?as to "foster a sense of commu-

nity in the slums by.establishlng a youth communications and comamity

action cgtar“ (p. 14). ) !

Film techm.ques were used because of their strong appeal, e
cially to yourlg people. The results of the project were favourable -
" with regard to involvement of the children with the commmity as well
as its aspect of "self-discovery and self-copfmnta;,ion" (p. 14) .

. This pmj%ct’ is not as broad as the Milford Project but has the :
* € ’ \
advantage of emphasizing fhe artistic aspect to the children. The o

involvement with the community, asin Miiford, is a good point.
Anothéer project in visual literacy using modern media is described
by, Van Holt (1972). It imvolved about 26,000 students in the Kansas
City School Di’stric;. The hasis of the project was the use of photo- )

graphy as a means of expression apd visual commumication. Van Holt
. explams that . |
Vhlleavanetyofappmacl'esweretakentoenhance S
vesual literacy skills at each school, the basic ‘
- framework calleq for .students to take pictures either )
,~ on field trips or indivi/%tlly The pictures then
became the visual media ‘hey described .in writing
or speakmg. (p. 134) J

st aume B Tes —

bulary acqmsxtn.on was noted, - *,

.An mpmvanent in the ch:.ldren's reading cmprehenswn a.nd voca- ~ %
- ¥

'V

4
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This project emphasizes even more-the tendency to draw a parallel

between visual commnication as similar to verbal commmication, and

uges visual .commmication as an auwxiliary to develop verbal skills.

The author of this paper feels that these projects put too much

emphasis on modern ¢ leaving traditional art forms aside. An

s 72 WA

& !
artistic education d also include an appreciation ?and conprehen§

sion of the great ks of the past, which are an illustration of the

i e i .

effectiveness of visual la_z;guage. The implementation of new techniques
in commmication is necessary in art education, but should be a comple- P

ment and not. simply a substitute for traditional technlques

I
\3 ¢ + Feldman is concerned with art appreciation, but ;2 appears to be
o the em:q:tion among the/AuthoXs that have cited on visual liferacy.

. Care should be taken to see that the pupils' natural enthusiasm for
. L\rmewtecl‘rm.quesdoesnotdistractt:het:eacherfmmt.hetmegc.aJ.sofart o
edigmtion. — - " \
This huthor feels that visual lnguage involves much more than
N what has been elgborated by the visual literacy movement. Theserm
. ' ' itself seFm hardly appropriate for designating the highly camplex '
mental operations which are necessary for the perception and compre—
hension of a visual message. The term visual thinking seems more S '

appropriate, as that of visual literacy connotes the mechanical learning

of a skill, where reactions become autamatic, such as the act of reading.
™ .

. ' . [
{ ) hbteve.tyorxewl'nhwsmwtdreadis capable of appreciating literature. .
U !
~

\: A positive aspect of these programs is that of invo 1v with the
‘commmity. Generally speaking, the social aspect has been seriougly )
neglected in education. lLeaming within the commumity mekes the pupils

“§ . aware of “their position in society; this is in agreement with the idea

‘¢ a
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but should change in ptoport;ldn acoording to the level
In the area of perception, the accent. should be on "seemg,
integrated with thought Students should be led to percelve the inti-
@ 1 ‘mate relations existing within objects, the visual,pattems of, forces
which hold our visual worid together. To thain visual thinking, they

p . should be led to develop a close relationship with the outsulv\world

/‘\ ) " tlirough the senses, and to cbserve the familiar frem.a new point of view,

~ as McKin (1972) suggests. | | '

With regard to expression, this'author agrees with Eisner (‘l9.72) that
a program should "be useful for helping clulcliren 1qam‘ to produce art
ha;ring aesthetic and éxpressive qua.:Lity, .- .‘to redpond aesthetically t:
’vthe visual world ... and [to] understand the role and functmns of 'the
\[sual arts in culture (pp 171-172)

The study of visual languaqe should be pr&sent in botH of these
areas. 'The student‘s should learn to organize v1sual information; that
is, to perceive the order of the world, and also to transmit information.

2

The students must be given .the proper tools to be able to express their”
ideas and feelings visually. \ i
This can be achieved through the study of degign, which, as McFee
(1969) says, "is the grammar of the visual world" (p. 196). The -
students must learn to use the principles of perceptual organization
and the dynamics of forc&s (through balance, rhythm.and harm:any);
t.hey should learn to use thé basic elements of de51gn the line, the
po:mt, shape, size, and colour. By studying design, the stuients will
be stimulated to find visual solut;.ons, to use visual reasoning, and

o perform gxbbian—aolving operations in different media.

. . P o T v p—
~ . «Ad

. .
P e R L ettt bt M By e pr gt e w}wg_-‘ e s

£ e ot Lot Srab o]



‘»: '

N At e et o e W B M v 0 ey, Ve ey fod i SR gt N G WY IR s W L
- f

.95
¢
In the 9urd area of the proposed program appreciation, the’ |
students would learn to read the symbols of.our culture a.nd other cul-
" tures, and to develop aesthetic criteria for the analysis of all levels
of art and their influence on society, and to understand the elements
of design. The program should include’ the study of modern means of

. - : L :
visual ommmicat/ion, because this is the form of art with which the -
students are in é:ontact. They must be made aware of the importance of

% -
the mass media, ,and given the mstrurents to evaluate these with

‘

aesthetic and crltgcal awareness.

The fourth area of. the program aims to give ﬂnemstud'ent an under-
standing of society and his productive role in it.\ As McFee (1964)
says, "ch:.l@can be taught to speak and listen to others by means of
art. ’meycanbecanemreoftheusesofbrttomemelvesas indi-
viduals and as Mmembers of a larger group. They can understand how the

E:ulture is held together by the camunication of art"” (p. 19).

- Besui&s mderstamjng his culture, the student must be led to partici-

patdmﬂwmnmlty,tomtegratemth it through art. x

l_ As has been mentioned above, these four areas should be present at
all levels, but in difg&é:lt proportions. Thus, ip the first 'yéaxs
of sclx;ol, perception and expr:essmn s'h.ould be emphasized, but the—
element of integration into the cammnity and appreciation should
already have bequn. For the older students, particularly for adol;(sgg{ts,
appreciation should be stressed, and integration with the commnity can
'beorme more effective. Percept:.on for the younger students should be
duectedtowardsthepercq:t:moftheemrlment whereas for the older

ones, the concentration should be dh visual syrrbols

(o B




. , . Even y;)tmger chlldmn show an inter%‘ in caricature, or cartoons;,
that is, the economical representatign of essential traits, and this
way of drawing can be developed fairly early. Children tend to copy
comic-book characters;‘fjhey should be encouraged to create their own
cartoon charactgrs tp meet the interests of their -age. ) |
‘0lder children are interestet in the rules of oonposxuon (the
J‘, - ' principles of organlzatxon) ;. this should never be consmered as an end
in itself but as an auxllmxy‘ in v:.sual expression. Therefore, its us;
-, -should be restri to more advanced students, because a younger child
v;ill ne.xtl‘ie}r be able to understand ror be abl}a to apply these principles.
Adolescents however, can profit greatly from carpo51tlon exercises.
D;:awn.ng al\}lty should be developed early, and its teachlng should
never be mterrupted Learning to draw is-equivalent to learning to
rea&or write, and needs time and training. Although Yeading and
writing are practised in all the o(:he of the currimilun, not only
in literature courMes, drawing is-restricted to art courses. There is
a tendency, evénm art ooufses, to 'introduce new techniques and ne!leét

’ “drawing which must be a systematic and continuous study to be effec-

tive.. As McKim (1972) says, .everyone is capable of drai

t ' ‘ S M ‘
Drawing is a major aid to visual thinking. It encouraggs t.hT stu-

\\‘ . * dents to search for structures ard‘toseganélytically. To lead Students
to use idea-sketching, graphic language, and three—dimensional models to
- ‘,_ clarify ideas and see relations is to teach them to think visually.

" aother surce of material for visual thinking is the imagination

which should and must be explored. In his book, Experiences in Visual

Thinking (1972), McKim has' formulated a seties of exercises to develop
the productive imagination; these exercises can be. carried out in the
. classrdom.
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McKim has also developed exercises in problem-solving, idea-
' sketching and visualization in space wkich can be teaching aids. From .
the first years, the teacher should uut-_xate exercises to develop visual
thJ.rﬂung, but without neglectmg the perceptive and expressive aspects
McKim (1972) believes another technique which has deronstrated
beneficial results is that of discussing and camparing observations,
~ dreams and visual experlences with others. ‘ ‘ &
| Sare of M:Klm's exerclses will be discussed here as exanples the
teacher can use to develop certain kinds of. visual thinking. o; alterna-
tive ways to think about pmbiem. ‘ ’
v

Experimenting with different drawing materials is.one exercise which

+

makes children relate to the material itself. They should be allowed to

*{;ry different markers and paper conbinations, and e.:q:e;:ifnent with line
quallty, such as light strokes and bold strokes. McKim explains that
"vz.suall‘.atmn materials, literally an extengion of the visual @m.nker s
being, are extremely ‘personal, so experiment with othlier rratern./al;.

i

their combinations " (p. 30). ]

9

"Free—doodlmg is amother exercise with materials where chiléren
can simply engcy seeing what they are causing to happen on the paper
They can be made to feel rhythm by varying the pressure of penc11 or -
brush, for example. 'Ihey can aiso fill in arés/wn:h dots tefkture. and

t
. patterns. | :

i
Another exercise is to have them draw expresswe }mes by holding
the stick in ways other than for handwntmg Gzapbi/cally expressing
verbs such as leap, Dance, Struggle, etc., couldbeawaytocbthls'
exercise., It could be done to music as well. "Before drMng, let

the feeling associated with each action come &:}he« fore; imagine your-

E
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4 : {
self leaping, for example, and feel the l"éap " (p. 52).
The drawmgs could then’be compared and the*fferemes dlscussed,
' J.ncluimg differences in spontane:.ty and freedom of gesture. -
'!hlS author suggests that as a follow-up to these exercises for
. ~ch11dnan, the teacher should presem:.?{id discuss works of artists Xm
a " have done free line drawings. ‘
" To develop attention, the teacher can ‘use exercises related to this
specific aspect and make children more aware of it. McKim suggests w
" having children concentrate their attention for a brief period cn a
' certain qbject, observe how it becomes clearer by dimming out the space
and objects around it, then tumning to another object and noting how
the first one bea‘.t\'es part of the unfocused background. This is the’
"fiqure~ground relauon, studied m Gestalt psychology The children
slbuldtrmutrytoeaq:ressﬂwelrfeelmgsaboutmeobject o
] By continwusly staring at an object, the children can see how it
goes out of focus ’Itu.s happens because of the dynamic x’\ature ‘of f
attention. They are then told to move their eyes aroufd,-and conse~ S
quently see how the object goes back into focus.
mmaddsmtct@mmcanalsogéttohnwobjectsbettexby
making exploratory drawings of them fg:m memory or by ot;servatlon '
Three-dimensional .thinking can be improved by exercises too. McKim
suggests some e:oé:cises with blocks and c@s, and also spatial sketghes
such as n'odels constructed with paper or other materials, where thinking
is directly related to the material. Exercises that can be resolved just -
by thinking are also suggested, such as solving problems mentally by
' rotating objects in space. C ,
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"Recenterfng," for McKim, is to make the familiar strange by looking
at things from another angle or in amother gontext Iooking at the world |
upside down is an example of récentering, as well as looking at ity'b‘y.
D means of distorted. reflections, tgying to imagine 'the classroom with its
| colours changed, reversing functions for objects, or imagining how a
part.z.cular situation would appear from a mosqulto s point of’ view.
This author suggests having them draw this image. ‘

1 o L}

>~ Amother of McKim's recentering exercises is to cut’ m\ages out of
. . $ : i
" magazines and create a rnew conposite image where the images have at

least two identities; for exanple, an eye which is st.x.ll an eye, bhut-
» alsoawhee.l or a flower, Puttmgtheobjectmanewormfam.lmr

!
gontext can also change its meaning. oo

h’Ib follow up this exercise, this author suggest# that the teacher
'should show works of artists makifg use of recentering, distortions,

Patba’r-n—seeking,“saﬁ McKim, can also be developefl by exercises |

, © such as matching, catelorizing, pattern completion and growing. . !
Imagining can be developed in a productive wéy through exercises

‘ 'w!iich’ rake children use their imaginations, such as looking at an 6b?ect
\ as if they had x-ray vision, or mentally following verbal descriptions
of displacement rof persons or obj?cfs. In this exercise, the children

with eyes closed ﬁrould follcw the movements and changes ancther person

nakesmanenvu'ommtor p colouredgamepm through that person's

' ’s;erbal description of what he or she is.doing. The children puld ther

draw what they indgiried before seeing the actual Changes,. ‘

N
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Imagination is a powerful source if it is disciplined and used well,

McKim says man ¥new M}Jgh imagination . that the egrth was rm.ind.before
going-into space and actwally seeing it. This is an exanple of produc-
tive imagination. ‘ ' '
Mental manipulation of mind's-eye imagery is arother kind of
imagination, says McKim. A ezercise to develop it is to take a
painted cube and cut it mentally, “"seeing" which sides are painted-and
which are not. Keep cutting and cownting how many sides ‘are"paimpd.
Then do it physically and” compare the resylts. ,
M'Idea—sketching ‘is stressed by McKim as{one of the best ways to-aid
visual thinking. It can help to bring vague imner inages /into focus.
Some problems are more easily solved by graphic means.:_ [

Drawing from memory is also a good exercise. After observing and

[l

feeling an ‘object they like, the children shoul‘d make a drawing of it.

' .‘Abstract visual thinking, Ifxor lfchi.m, is to see things in s:;haratic
pz;ttérns. For exanple, the earth and a;L apple have the same abstract
characteristic, their roundness. ) ] A
This author suggests that thg.s abstractmn can be pomted out to

children in works of art, such as Mondrian's abstractmn of a tree. T
- N -

_make children find the hidden likeness between two objects is to

" ‘encourage original thinking. This is the type of thinking that artists

and scientists use to develop new ideas. The use of metaphors and

analogies alse prmntwrew ideas.

McKim stresses that this imagery should be used to do sorething.

Kea-sketching js suggested by him as the first step for doing. .
R / B 4 .
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It is up to the art teacher to bring out the value of visual
thinking, in the opinion of this author. It is wp to the school
admiflistration to support the teacher; but "m:)re than that, to spread '
the use of visual thinking 'i&ntO‘ other areas of the f:ur’ricuixun.o so that-
this change in attitude will extgnd progréssively intp all areas of
education. '

Visual thinking must be devgtoped on all levels. | Visual perception -
should be emphasized not only :Lr;)éhe primary years, as is already being
done, but throughout the schoollxears including miwr;ity, to allow it
tobecméanm:mtquantyinmestmﬂmmaﬁme the limited .
way in which adults "see” their world today. | :

. Of cowrse, the emphasis on visual. thmkmg should not d.mmlsh the ™ '

n;jtudy of language, as both of these forms of expression mst c@rplarent L
each other in the integrated human being. .
This author suggests tl‘gt optional courses be offered in universi- °
ties, to students in all faculties, so that this nkw attitude can spread

to all areas of pm&essional life, and pa.rticularly, as Amheim (1969)

advocates, t:o “those related to teaching j '
N ~In the next chapter, these proposals will be 4dapted to the exlstmg
situation in Brazil. ‘ . .
7
s » N ¥ ’
&,
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, CHRPTER III \
RECOMMENDATIONS FOR THE APPLICATION OF THE PROPOSALS -

OF VISUAL EDUCATION TO CONDITIONS IN BRAZIL ?

@

The purpose of this chapter is to elaborate on the application of

. the proposals ‘set out in the previous chapter, adapting them to condi-

tions in Brazil. " do thig, we must analyse the teaching of art in
Brazil, taking into account cultural and social conditions, ask well as
existing art programs. ‘

Brazil \is a gigantic country w1th' sharply diversified regions.
Making a gldbal analysis of the existing conditions is impossible.
Highly developed, densely-populated areas contrast with sparsely-

A

' populated regions with little industrial development and difficult

climatic donditions. " J

o Cn the other hand, the prixrai'y‘and secondary education curriculum
in Brazil is composed of a "common nucleus,"'ih which certain disciplines
are porpulsory throughout the country, and a "diversified part," which
Tan be adapted to local needs. Because art education falls m@oﬁ ‘
common nicleus, any state ‘(the major ackninistrati:;e division Jn de?;.il)

can bk usé@as.an example for the teaching of art in the country. :
'Mis authBr, being a native of the State of Rio Grande do Sul,

‘ , l R N .
chose it’for her amalysis. The city of Safta Maria, in the same state,

was‘sé'lected ‘a8 a Wrm analysis of cultural and educational

" conditions. This city was chosen because of \ts geographical location

in the centre of the state, its medium size, and its position as a
pmieenng cultural centre of the state. The choice was also mac@e
because of the author's personal knowledge of this local situation,

. i pz :
PRI AT IS SR




, . “ 103

having been educated there, and having taught art education in secondary

-~

schools and at the university. ‘ ) /

@ ‘ | N

An Znalysis Of The Cultural And Educational Resources In

The City Of Santa Maria, Rio Grande do Sul, Brazil

Cultural Resources

Ld
a

Because of ‘its central location in }:he state of Rio Grande do Sul,
Santa Maria is the cultural focal point for the region, and influences‘
many of the surrounding towns and viliages. The population from a
considerable area looksk’to Santa Maria for culture. It has three
' museums: two natural history.museums and a historical nuseum It has
two libraries: a municipal library and the federal wniversity 1ibr\axy.
Trere are also two universities, one‘private and one public. '

As for commnication media, the city has two newspapers, five
radic stations, one of which is a cultural stgetion mmn by the federal
miversity,v and two monthly magazines. One of tE_e two television
stations only rletransmits progra;imiq.ng from Porto Alegre, the capital,
whereas the other one broadcasts ‘16cal and regiomal programs and adver-
tising, as well as programs from the capital.

Its public university, the Federal University of Santa Maria, is
one of the largest and most prestigious universities in the country,
and has an important influence over the region. It has several branches
m other cities in Rio Grande do Sul. | |

'Ihe city's artistic life is artlculated through the um.vermty s
Centre of and L:.;erature The Centre c;jbam.z&s weekly exhibitions

in the city on campus, maVexylargee:dubltmnhall,sInngmt

rrmne « w
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only local art:.sts but artists from all over Brazil, as well as
travelling educational exhlblt.lons

There are four art)galleries in the centre Qf Santa Maria, a
result of the work carried out by the umver51ty However, art is not
“really a tradition in this milieu.

The peorle do nct generally take an ¢

interest in the artistic actiyities, which is limited to certain ele-

ments of )the upper class and the university milieu.

This acthor realizes and would point out that the work done here is
a pi,onee?ing effort; but it is only through the intermediary of art
teaéhers and artists that the people will be reached. The art teachers
trained by the local university are beginning this work, takmg their *
students to the theatre, organizing exhibitions, etc.

Mmicipal community centres wh:#se purpose is to serve the commmity
as cenfres for health and recreation are sprinding up in several towns

-y
and could play a major role in brigdghing art to the people. There is
already a centre in Santé Maria showing art exhibitions and offering
applied arts courses for the general populatibn, which has successfully

attra?:tbd the lower economic levels of society in the area. However,

the task demands' mrh rore time for any lasting repercussions to show

in the population. ’ ‘ A

‘Ihts Santa Marla radiates culture to the surmundmg region,
capable of dlffusmg art and attitudes to the people of thlS region. )
ButthetgadﬁngofartinSantabhria, although the elements

necessary for its development are present, is still suffering from the
lack ‘of erphasis placed on it by the curriculum and mainly by authori-

/ties.. ' . ) 1

Al
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Educational Resources

14
The city has enough schools to provide compulsory schooling for
children between the ages of seven and fourteen, and for any who wish to
. 1
continue their stlﬁiey. The number of schools in Santa Maria, according
to the technical assessor of the Eighth Bducational Delegation (1980) is
! as shown below:” ]
N P . B
State Schools: Elementary....eeeesececsrccaessossssansessddd
' Cambined elementary & secondary.......e.e. 3 ‘.
.mﬂal‘y-\‘.haouo ------- c-coo-oco.-oooa:- 4
S State primary schools (in the process p
of béing taken over by the mmicipal- .
ity)‘.lll..‘..COOOGOC ........ GO @ s ss s o0 a0 5
, . Total State Schools...37 %
Private Schools: Elementary....cceoeeeeecccevcoes PYETERERR 19
Conmbined elementary & secondary......... . 4 ;
. "BeCONAAYY. . eeirarnrrcatiaanrienantiasse .. 1 o
h‘?ml‘..l'.l....II....'.‘:.IOO.'I.’..|1
Special SChOOLS..ssesecreassossssnansannas 1
Total Private Schools...26 | !
| | -
' "
":} "2 Municipal Elementary SchoolS. ..... tesrssitesanesranans +e.2193 i
L Federal Secondhry SChOOIS.....iveeessereseacss Ceeereeaae. e 2
. ~ (
Sotal. Number of Flementary & Secondary Sihools in Santa -
Lo _ Maria....258
3 \
B t v '
1
§
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These schools serve the 163,000 inhabitants of the city\, acm;ding
to the 1980 census. .The avérage number of students per class is
between forty and fifty. Not all schools have an art rdom or teaching

material such as slide projectors or film ecuirment. .
Because they are expensive, photography, cinema and television
techniques have rot been developed in the schools. Photography is
¢ encouraged in the secondary schools through ocontests among the students,
who must ‘do their work outside of the. school because it does not have
- the nec&'sary equlpment .

Art teachers are encouraded to use amy’and all natenal avallable,

which stimulates both teacher and pupil, and interesting results have

been achieved. . / xf\, ‘
With regard to the teaching of art apprectation, the university

contributes wit modern art exhibitiofis by artists from the region. The
Art I;&useulm of Rio Grande do Sul also organizes travelling éxhibif:ions
. ; which are shown in the schools. f ' S
' However, it must be pon.nted out that these inflwnces‘;vhich can be
used by teachers for the benefit of their students are isolated. But
the greatest visual influence on young people in Santa Maria is tele~

i . . .
: vision., It is the most important fund of daily ‘infomation for them: )

Added to this are the multifarious aspects of advertising A

newspapers and mgazinés but this is not camparable. the influ-
v e.nce of cinema on the minds of Brazil's young people is not as .urpor—

. 7 ‘ tant as, that of telev:Lsmn. The tea?}ung of art W give pupils the
- \ means to live with, understand and have an informed judgment of this

J.nfluence, as well as tactlcs to cope Wlth it. The env1mm'ent w111

also- 1nev1tably mdergo the resulting change in attitude.

.
i
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|
_ As has-been seen, the city has cultural and educational resources

for the application of the pmposals suggested m this paper. ’I‘he

author's reéoxmendatlens will take into account. both the strong and the

weak points cf the ecducation systems and the ;aﬁvironment.

The Existing Curriculum In Art Education

Bes:Ldes ‘the cu]ztural and educamonal resources in Brazil, amther
factor whlch mst be con51dered for the formulatwn of recormvemiat:.ons
for visual. education is the existing art clxriculup. It will be examined
to see if any conscious attempt has been maae to sfj@ate visual
thinking iri the students, to-see how much emphasis. is placed on visual
commmmatlon in.the art program, and to see whlch aspects of v:Lsual

communication are the rtost developed ) , : :

‘Before begmnmg the study of t.he art currlculmn, if is necessary 3

' to explain the way the terms art and v15ual commm:.catlon w1ll be used

in this section. . . . , .
¢ ’ : g .
For this author, ‘all kinds of visual arts are visual commumication,

but this is not always the case in the curriculum. For this reason, the

. twa terms will be used with different connotations: art will be used as

-a general term for visual arts, and visual communication will be used in-

relation to art in its specific aspett of communication.
S ' R ’ * ) '
Orgamzatmn Of Thé Currlcul\m

Con”
“

~The curricul in Brazil is ccnposed of a cammon nucleus which
4
Jserves as an integrating ‘element for national umty, and a diversified

adaptedtnlocal,dlfferemes

.

LR SR A

Ttrar o ey




v ms e

-and secondary schools (Schuch, 1976). Thus the analysis of an art ™

pupils, and three years of secondary school where the teaching of

' 108
. / | . *

_ The Federal E‘dﬁcation Council determines the basic content for the
common nucleus, and the State Educatian Councils detetmine the hasic
content of the diversified part. Each school can then add subjects it
judges apt:. according to the existing social and ecqnomic.qonditiohs.
Fach school then establishes its own curriculum based on these gefined C
contents. The Education and Culture Department, publi-shedﬂa manual ‘

called Diretrizes e Bases para o Ensino de 1° e 2° Graus do Rio Grande

do Sul (Teaching Guide for Primary and Secondary Schools in Rio’ @tande

do Sul) (1972a) which clarifies the organization of curriculum: .
In a country of continental proporticns like -Brazil y

. where one can find practically any stage of cultural
development, the organization of a curriculum based
on only one model would fall short of its objectives.
For this reason there .is the necessity for every -
establishment to organize its curriculum to consider

. regional and local particularities. .

... However, all this diversification in the curri- o
culun should not leose view of maintaining nation
unity ... and for this, it should contain zn inte-
grating element, which is to be found in the common
nucleus of certain fields of study, established by.
- the Federal Eﬂucatlon Council. (pp~ 18—197 . e
Art teacl'ﬁ.ng falls w1thm the common nucleus; its b@ﬁlc ‘content is -

fJ.xed by the Fede.ral -Education Council, a.nd it is tawght in all primary

program ih a particular state is sufficient to attain an overall view
of art teachimeein Brazil. M \ ' | T -
- = - ‘ . B
Primary and sdcondary education in Brazil is composed of eight

years of primary school aimed at developing general knowledge in the

general knowledge is gradua‘lly replaced by more spec:LalJ.zéﬁ subjects. - .

L

1. Translated by Darcy Dunton. : ' Lty

. \
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Thus, the students should be able to acquire a teckmicaljob upen
leaving high school.

Activities, Areas Of Study And Disciplines

-

In Brazil, the curriculun is divided according to the level of
»

study jnto three parts called activities, areas of study, and disci-

plines. Teaching follows this same organization throughout the countziy. X

Under activities, in the first three gfades of primary school, the -

children are taught all subjects by one teacher, without divisions of
knowledge.

In the fourth, flfth and sixth grades of primary school the sub-

’Jects are organized into three areas of st@{ : sc1ences, social

studies, and communication and expression. There is one teacher for
each a“rea, except in the area of commmication and expression which is

composed of three subjects: natioral language, physical education and

artistgic education. There is nornaily a teacher for each of these

subjects. All of the above should be integrated by the teach,ers.
'Ihe last fwo grades of primary school and the secondary school

are 'organized by disciplines, with one teacher’ for each subject.
- ‘

’meo.n-:é.culunInR;LoGrandedoSul,

1
-

The cur:ricnlun diréctives established by the Bureau of E'dmati'oﬁ
and Culture for the State of Rio Grande do. Qul for primary and secondary
schools will be examined o discover: what’ guldance the schools are W

given for the elaboration of their art prograns.
. . .,

»
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Activities. 1In the teaching of activities, the f::eral objectives
established by the Bureau agree with this author's ideas on the develop-
mant of visual thinking. For mstance, the author's proposal to 9
develop the p\.qails' relaticns with society is in agreement with one of
the Buréau's_ objectives, which is to. "develop; the capacity to integrate
into ‘a new social growp " (S.E.C., 1972a, p. 11). In the area of ’
development of perception, its ?Sjectlves also support the author's
v1ews/ One objective is to "develop the capac1ty to obsewe beings
and phenomena in the surrounding ml:.eu, and to establish relat:.on:s w1th
these ... [and alsg] to cbserve the beauty and the order in rature,.
relatj.ng it to the existence oé a supreme being" (S.E.C., l972a, p.
11}, 'me aut:hor S v:.ews on teaching visual commmication also conoord
with the objective of "commumAicating with a facility and an efficiency
cortesponding t§ age and educational level”  (S.E.C., 1972a, p. 11).

| Art is included in the jintegrated contents of the curriculum.

'mereisonlyoneteacherfor all the material for thisseventonine
year age group. It would be relatively easy to include exercises for
the ‘development of visual thinking at this flrst stage of the.curri-
culum. In the activities section, motor and perceptive development is
enphasized already; all that would be needed is that the teacher know
about v:Lsual thinlung and which aCtJ.V:Ltlﬁ can be encouraged to better
develop it in the pupils (&meﬁ exerc:Lses, imagination, etc.).' Thus .
anawaraxessonﬂlepartofthetead\er, by means of changes in his or
her education, will effect change in this section of primary school.

Stvdybyacumts.eslstheptnsemthecurrxculunwherethe
teache.r has access to ald the material, and can develop the sub]ects

J
manmt.egratedmy, tlmst‘mteachercandevelopwsuilttmﬂdngm
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a general way. Drawing as an.instrument of communication and expres- ’ -

sion should be emphasized; the first drawing classes should be carried
f o out with the safle intensity as the first reading or writing classes,

'so that the pupil will develop visual and verbal abilities in a homo-

]

geneous manner. .

Areas of study. In this stage the artistic education teacher is

responsible for the material in musical education, dramatic education
and plastic education. Artistic education takes up two hours & veek.

) The areas of study stage is the .most difficult in which to introduce

‘< | the dmiomt of visual thinking and the teaching of visual commumi-
_cation., One reason for this is the time involved, which is hardly Y
sufficient for the teaching of tls.ree areas of art; another reason is
that the teacher's training in these three forms of artistic expression g "
. is usually superficial, because they are educated in aggwo-year art
: " education course, :'e only notions of these arts capn be learned..
) This second problem is presently'being atteruated by the - o
- . ' in;;toduction of an extension to the course to allow specialization in
" one of the three areas. For the deve ¢ of visual thinking to
}/:/) oceur through the teachmg of visual®communigation, the art teacher
. must have a specialized knowledge of hé fomms af visual commmnication,
! ‘both traditional and modern. |
A:s Eor the problem of limiffed %Js author feéls that artis-
tic education should be offered for'*;he same number Qf hours as other
subje'cts (five or six hours a week). Only thus can ﬂ:eo' teaching of .
- artistic e]y[iucation fully develop the three arts by integrating the'n ) '
With each other and with the other disciplines, and accomplishing the

aJ.m of the area of study. system whi.ch stresses integration. According .

[ { .

. a K v
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to the aims of this system, artistic education should integrate with

the other disciplines within the same area of study, and integration
should be attempted with disciplines of other study areas in the
curriculum. ‘Heye, care must be taken that in this integration process,

art dees not tecome a mere aid for the teaching of the other disciplines,

<

J -

and Culture of the State of Rio Grande do Sul (S.E.C., 1972h) reﬁz’om—

In the communication and expresélon area/the Bureau of Ecucation

A

mends that curriculum material be structured accorcing to communica- .
’ tions theory, through the process of "emitter, receiver,- message and
™ N code" (p. 13). The objective elaborated for this area of study is the
developmment of "efficient cuﬂmm.qa tion and creative expression for,
self-fulfilment and social integration” (p. 16). This cbjective
obvil:usly‘is in acoprdance with the development, of visual thinking * ! h
' through visual comunication, althopsh these specific terms are not
mentioned. ‘ - e
There are objectives which are comort to more than one dlSClpllne.
The idea of visual canmmcatlon related to words is cormon to both . ~ (
artistic educaw and national. language Cne of the activities pro- .
'posed for this integration is the telling of stories by draw:.m{ in

oomc-stnp style. , ’ ¥

&

.- !
The Bureau also urges that pupils express themselves as "emitters”

through different techniques of d.rawing and painting, wood-cuts, two-
dimensional .and/or ﬂlree-dmensmnal conpomtmns, and other projects,&

Kl

work:.ng with different textures and materials.

s -

To develop the pupil's capacity as a "receiver", the followmg are

H
i

emphasized: perception, spatial orientation, selective criteria,

criticism, and appreciation. , oy
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ks for the "message'; exploration in visual commmnication techni-

ques” as well as visual language can be started. -

In the teaching of the abc;ve-—n*entioned Ycode', primary and
sec’m’ﬁéary coloyrs as well as their names and use are included along
wditl-’;:d;l'jaerse materiéls, techniques of plastic expression, and the
history of art in Brazil. E »
‘ ‘ Although the curriculum is org\a.riized accerding to commun.cations N
theory, this author still feels that there could be a greater stress on

l
visual communication.

R

. BN
In this phase, visual comunication is to be developed through
pogsters, signs, scen;rios, lettering and stories in comic-strip form.
Geometrical drawing is alsg included in the visual arts sectic‘)n of the L -
S.E.C.'s 1972 directives, stemming from tgl ng tradition in Brazil of
o geanetri:a} design as the basis of art teaching. It was on{.y after the
# ' general diffusion of the expressive theory in art education that gecre-
trical drawing lost its prmdnentlposition. ‘More recently, gecmetrical
drawing was rexmved from art "teaching and put into the mathe;na’ics
I sectlo;x (8.E.C., 1977). Admttedly, ohe of the appllcatlons of nsua]:\‘
thinking lies in the capacity’for spat1a1 vision of gecxretrlcal shapes
: and solids, and tﬁe elimination of gecmetrlcal drawing from the art
| currlculum should not ke allowed t?o result in the logs of the capac1t§

4
for spatlal visualization. /

[

Disciplines. In the disciplines curriculum, from the second-last
year of primary school to the end of secondary school, the integration ‘/'/

‘m, s e

of the arts and. their association with other disciplines continug to
be streésed. Some of these suggestions for integfating activities at
all levels (S.E.é., 1977) can be seen to favour the development of
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visual thinking and visual comhunicatidn: for exarple, in integration
Y, N ) -

wit?r me‘;‘t'_re, ma)&xg puppets or scenery for plays, and slides to use in
scenarios; in integration with rfusic, naking-percussign instrurents and

L3

audio~-visual montages. N

N

Otier studies suggested which are related to visual communication
are the organization of pfbto—do’currentaries‘ on propcsed subjects; the ’
study of television equipment and makizg up television schedules; the
study of the.language of cinema and its technique, analysing films for
their rr;essage, diﬁectign, actirig, lighting and photography, as well as
their quallty as ycrks of art. Window dress:,ng, using elanents of
equlllbrium, colour, ha.nmny, light, .etc.,, ls also among the actlv1t1es
where nsua}. thinking and visual communication can be deyeloped."
However, :ﬁ m; suggestions inwolving téclmiques needing photo-
graphy, Eilm or television equipment are\quite unrealistic for Brazil.:
This author, in making reg:amendat‘lons for\teaching art in Brazil, will

take into account the fact that most schools cannot furnish this

eq\nptent, and tegching these partlculag_,j;.echnlqu& must be limited to
a ﬁ'xeoretical }q'nwledge.

The most interesting sviggestions are that the teacher emphas'ize

contemporary art, f.Lrst studying present works of art and then loocking

" back at the past p. 105) , that the students parmmpate in worksmps

-

as a cmplanentary actlmty, and that the a.rt.\stlc activities.be
extended "to the famly and the mmmlty" (p. 16).

This author recamerxis that the study of modern means of vxsual
ccumxm.cat.wn be increased in this phase because of the pre-adolescent *
.and the adolescent's enthus:.asxﬁ@:o learn new thmgs, “and because the
cunmmz“‘bat%onnedlaamveryatt‘racpve to them.

< ¢
- 7\ .
- . a . L. -

— - T e P msh kA A e 4 b b e

- m;ﬁvxmm.\_—w_* i

L




115

~ P

In the directives for secondary school curriculur (S.E.C., 1976),

~
Y -

it is specified that artistic education is to be taught as a compulsory
discipline in the first year of secondary school in accordance with the
o

followinc orientation:
In the first semester, the acquisition of knowledge T e
through the foci t in Education" and "Art in RN
Time and Space". In the second semester, the self- X
expression of the pupil, through artistic activities. ' i
. E9) ) .

. \ M ? /
Thig author 1s very much opposed to the separation of theory and

¢

practice, as the pupils' “artistic activities should not ccr‘.pletely cease-’ .
during an entire semester, to be started again afterwards Even v.or&;,
the theoretical material learned in the first semester can only be

‘# . . . ‘ - Tt ————
applied much later. The pupil should learn thepry by applying it .
practically, andh not che reverge. Even art iappreciatjion becomes much
easier if the student is involved in artistic creation in any form.

In the material suggested for the first semester, there is the
theoretical study of the elements which compose art form, rh}j‘tm\,
hirmony, groud, etc., and even of techniques and'methods wsed in

) artistic expression. But the practical application of these elements
is only developed in the second semest%r which results in the separation
of knowing and domg This can be hamxfu.l and has no justificaticn.

In the same dlrectlves, there- is too much emphasis given to ‘
'cog;ﬁtive aspects; for instance, the capacity to express, verbally or *
in writing; .knowledge acquired or observatiohs that/have been made. T

. Theése are the only cbjectives that seem related to commumnication. . .

This author” feels that th:.s is the stage of 73'5 Braziliah curri- 7

culum whlch needs the most extens;ve change. It 'should be restructured

to integrate theoxy'axﬂpractice,'andmmetpl’usisstn:ldbegitho o /

-~ . ~
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.vigsual communication for the same reasons given above. There should

. e studios and workstops ir. all schools, even if they must be quite .

ol

rudimentary. The. ﬁeachexcshould be allowed to spend several hours in
the StL‘dJ.O or workshop f\
Spec1f1c objectives for the development of visual communication
should be added to the directives, Buch ag the acquisition of the
capaclty to make use of the grammar of visual conmtmlcatlon, to under- ,
stand, appreciate, anal.yse, and criticize ,\;fessageq, to be aware of the
| enviromment, and to act usefully/ in the conmumty ‘ : ’ ‘ N
The actlvitlés suggested .by the S.E.C. for the second semester ’
contain geveral possibilities for exploration and research, Erom the
. exploration of the elements of visual language to studying elements -

.of the mags media. The separation between the-directives and B:aéilian

reality as seen in the S.E.C.'s di ives fpr disciplines (1977) ‘is

' “much less here. -, is still a di between these objectives, v

-——“/ \‘ -
which do not tion visual communicatior, and the activities related
, , &

to it. + T :

The study of visual communication is presented u*b'a way which is
campatible with the resourced of most sc:hools, it is also integrated

ywith theatre and music studies. The following illustrates this a‘nte-

gration:

I , the use of souz“es of llght [exz.stmg in the i
’ - schools, such as] ... lanterns,; candles, ordinary .
. lamps, ... reflect:.ng light; [the composition of
- scepes through] ... angles, planes, mesks, scenery, .

o

o

. » posters, murals, musical instruments; ... two- and
\ - - Ahree-dimensional works, . phdto—-mntaqes, slide- ’ .
L S ' shows, ... audio-visual pmdwuons, camc—stnp
. stories. (S.E.C., 1976, p. %)

-
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Generally speaking, the activities swygested for the secondary level
seem carpatible with the idea of dewveloping visual thinking through
thc(e teaching‘ of visual commnication. However, the two-hour period ‘{q
assigned to artistic education every week is only enough for a minimal
number of the suggested activitie”éf/ The creation of stydio and work-
shops could be the solution to this problem. .
A;tistic education is compulsory only in the first year of secon-
dary school, while it still is & part of what is considered {ggeai‘eral a
knowledge, The area gradually gives way to specialized discipl‘ines
aimed at professional training, which take up a larger and larger part
of the students' time, and it is mt-furthez‘: developed. This author
firmly believes that visual thinking should and must be developed not
only throughout the general knowledge stage of education, but within
the professional training eléxnents of secondary schocl education.
The schools are free to offer the professional‘ training courses A
that théy judge most useful according to area conditions and their own ~ ’

resources. 'Ihq teaching of visual commmication to develop visual

thinking can be included within these professional training disciplines

in a manner which is more closely related to the particular course. .
The teaching of drawing can also stay in the curriculum in a form
which is adapted to the professional opti,ons cmsgn by students.

© As has been seen in the above aes;:ri;;tion, the art curriculum in ‘ Lo,
Rio Grande do Sul corresponds, in its 5bjectives and activities, to’ ‘ . ‘ } .
this aluthor's general ‘idea for the development of visual thirﬂcing.‘

n

The four areas suggested in the proposals for viswal education are .

anpréentinmét\eadﬁnqofaxtinmi}'}téteatﬂaepresmttim, ) -
b\:ftlmegqouldbe increaseq extensively. The suggestions for inte-

<
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A ] §rated activities can be used, but there musti be greater emphasis on

spatial visualization, visual reasoning through-problem-solving tasks, .

and visual thinking directly related to expressive creation.

Visual thinking is never mentioned by the S.E.C.; however, visual
\

commumnication is present, as can be seen by the organization of the

study areas and by the activities suggested for the disciplines.

' } . |

L]
Recommendations ’

~

Based on the proposals for visual education already made, the
.

cultural and educational resources available, and’the existing art

curriculum, this author has made up a series of recommendations for

)

the teaching of art in Brazil. These are recommendations related to

curriculum, to teaching,ﬁ to administration and to society.

°

o Recommendations related. to cugriculm’z:

e

™ devglbp a program'f\or sctb%ls based on the four areas suq:gested
by this author: encouraging seeing, doing, d.p%'\eciating', and '

To develop visugl thinking by teaching visual comumnication in art
clasges. To lead the stx:d“ents tb understand, and to execute visual
work's, using the traditiohal as well as the most modern techniques
in visual commmnication. o '

To lead the students to develop a critical sense towards tt:x‘e works
of visual commmication of the lpast,m(and particularly towards
communication as propagated by the mass media. ?
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° To incré@ase the teaching of drawing at all levels, giving it the

119

same importance as the other basic skills of reading and writing,

and continuing it throughout the students' education.

Recommendations related to teaching:

To develop a different structure for the material presented for the

secondary level.

To use the mass media as a resource for the teaching of visual

communication, and develop visual -thinking through them.

To develop visual wocabulary.

W

¢

To use exercise to develop visual thinking. s

To use design to develop visual thinking.

®

Recommendations related 'to administration:

o

. To change attitudes of school administrators and teachers towards a

greater emphasis on art and the development of visual thinking

' through the teaching of art.

. To increase the time given over to the area of artistic education.

To make

udios and workshops function effectively in oth

elementary and ndary school, principally after the seventh :

grade. Time

in the studiog and workshops. -

To create courses at the secondary level, designed to develop

drawing and visyal commnication, giving emphasis to the kind of

visual thinking most necessary for the professions chosen by the

studgnts. :

To create university courses offered by the art centres for all

be allotted for the art teacher to particiblate

e




" & o . 120 v ’;
. s
;
c students, to develop visual thinking, ,
i * To include in the training of art teachers material relevant to the

development of visual thinking through the teaching of visual com-
‘ rmmication: . Al ‘

To create symposia and conferences for teachers and professors to '
meet and~discuss théir ideas ard experiences'in these new fields.

e © ')

Recanmendations related to society: | e ‘

°* To lead the students towards an understanding of the social function

~—

. .
.
-
B - .
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of art, throuwh nsual mmﬁcqtion. ' !
° 'Ib-takeafttotheoammityatlérge.

¢
*

These recommendations may serve as an example for application by
other regions of .the country, to be modified to suit local needs.

[ +
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' visual communication, which can be used to stimulate pupils.

_described in this paper is a result of this misunderstanding of percep-

121

CQONCLUSIONS -

This analysis of the concept of visual thinking and its relation
to. msual commmication has suggested the hyl‘:wothesis that the teaching
of visual thirking through visual comunication may lead to the. child's
intégrated developmént. The pOSSlblllty of its application in the
education system in Brazil was also oonf;.rmed by examlnmg the present o

state of the teaching of art in that country. RS

\ -

Ne-
. To summarize the major Points that have been’ deve10ped in this
per, the author w:.she.s@to present the following oonclusmns

™

1. Visual thinking is of the greatest importarce for a human .
!
being's development.: ’ /

2. There is an intimate relatjpn between visual thinking and

3. The teaching of art should be given greater importance in

schools to minimize the barrier separating art from life and to allow

-
‘
TR Y s ke ko o ., -

At to penetrate all levels of society, thus-giving individuals the B
necessary tools to confront the‘nr;dem world and the ever-increasing
influence of the mass media. L

The author has remarked here that the present state of education
with its over—emphasis on verbal development isia detriment to
perceptual development. It is the result of developmental psycohology ‘
theories where, in proposed stages of human development, the intellec- i
tual aspect is classified as the highest stage, whereas the perceptual
aspect is reduced to the role of a mere furnisher of material for the !
intellect. 'The neglect of perceptual development which has been

tion. - ' s
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The consequences of 'd‘lls separation of man from the perceptual

world can be seen' in the poor quality of visual information transmitted

by the mass media, ‘the total ignorance of visual language and the indif-

ference—t':o art shown by the’\rr'?jority of people today. The distance

between art and daily life is also responsible for this situ:}ation. 5

This particular distance is a result of the separation which was hade

between art and the ,crafts, isolating art by putting it into museums

and lowering crafts to the stattis of non-art.

' To summarize, there are three imperative points: ‘1) to develop

perception and stress its important; 2) .to reintegrate art into daily

lif?; 3) to re—estaﬁlish the unity between art and the applied arts.

Those are the essential c’hanges to be made.

Ur ok WSAL T

Regarding the firstt point, namely the importance of visual thinking
" L4
for human development, this paper has traced the changes in the concept .
of visual thinking and arrived at the .idea of visual thinking as seen

.

by psychologists and art educators today. Arnheim’'s work has been

B e ik oy SR B

' ke
particularly significant in this respect. The author of this paper

has largely based her own ‘conclusions on A;nheim‘s_theories. Arpheim's
theories of visual percepﬁon suggest that there exist complex opera-

.
M
“#

ry
4

tions carried out by" visﬁa‘i perception in obtaining and \interpreti.ng
visual information. He considers this process to be identical with the
thinking process, and therefore calls it visual thinking. This author
oconsiders Afrﬂaem's opinion to be the most important theoretical founda-
tion for the hypoﬂ:esis'presaiteq in this paper, mainly forits expla~
nation of the visual thinking process. The study of wisual thinking in
its perceptive and cognitive aspects confirms this opinion; the fact

a .

-
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MKim's work is-the incentitve towards the deveiogrent of the use of °

123

that visual thinking is present in,great art works as well, as in chil-
dren's drawings proves that it is an innate human capac:lty, but q"u
capac1ty which must be developed The development of visual thlnkmg
can give young people the necessary equipment to deal with the visual
world around them and can liberate them from modern society's percep—

' tual lethargy. . .

The sgcond point, the relation between visual thinking and visual

communication, has been suggested by literature. The perceptual

learning process, the transmission and reception of visual information,

the visual thinking inwolved in these operations, added to the study of
design and the application of visual thinking to all aspects of.life:
these are all concepts which have led this author to conclude that the
relation between visual thinking and visual commmnication is a wvery
profound one, affl that because of this, teaching viswal cofmmication

[

skllls will help develop the capacity for visual thinking in students.

One author stands out for his contribution to the practical appli-

iy
ﬂb
i

cation of visual thinking: just as Arnheim has developed the theoreti-
cal aspect of the study of visual thinking, so McKim has elaborated the
practicaJ: as%ect of this study. His most important achievement is the
corpus of em(ercises speciaglly selected for the perfectirg of every

aspect of the perceptibe and mental process df visual thmk.mg 'Nk:Kim

organizes the exercises acocording to types of images, classified as

images that we see, images that we imagine, and ma/ges that we draw.

these three image types in thinking. He analysesf the processes involved
in visual thinking, tHe interrelation and flexibility of the vehicles
used, and ractical ‘suggestions for learning to develop and use

,\

. . .
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visual thinking,

The last point refers to the relation begween art and s9ciety,
and the importance of this relation for visual thinking :-;md
‘visual carmwiication. The major influence in this area has been
McFee, with her "perception-delineation theory”. This theory includes
a ‘study of the overall strtx:ture of the process of perception and
transmission of visual information, within which the differences which
separate individuals are identified. Or:e. reason for these diffe.}'ences
i..s the individual's preparation for responding visually to things,
ard for selecting information. This preparation depends ‘1on the indi-
vidual's culture, pﬁysical environment, past experience and previ;ous
learming, as well as personality. McFee feels that the psychological
environment is another factor‘ influencing perception and the capacity
to organize information received. Oaumﬁuicatjné the responses to this
information, that is, creating and orga‘nizing symbols, is the Qltimate
aspect of the structure of perception and communication through visual
means. e ’
McFee deals with all of the points which the author of this

paper cor}siders essential for a justification of the téaching of visual

4

thinking in schools. Although she does not use the term "visual

thinking", it is present in her theory,‘ which helps us to understand
this process and its relation to visual commmnication, as well as the

relation of both of these to the environment. Thus, the last conclu-'

~ sion stresses that the interrelation between these three processes,

- / N
perception, the relation with the emrixqmmt. and communication,
justifies the teaching of visual thinking through visual commmnicaticn.

R R T

v o W

A A SRR 1 ovoe




/ | - . ; . . . ‘. 125

- The emphasis which McFee gives to the influence of the environment
cah also be seen in ‘the work of Armheim and McKimi. All three authors '
. or
[ stress the link hetween art life, and the resulting definition of

the applied arts as "art". 'ﬂus has reinforced this author's opinion

!

that it is only through daily artistic experience that contact with the

world around us-can be stimulated.” The development of visual thinking
- . ]
can favour this contact, and ‘can also benefit from it. Visual commni-

cation is an integral part of this whole relatic’)nship.
- The analysis of the present situation in Brazil subs;qué.ntly
revealed that the hypoﬂ‘;asm in question can be well applied to cor&ete
learning situations. ' “

This author feels that Brazil could beneflt in several ways from
this st\ﬁy I};‘?Est of these refers to the developnent of pup:x.ls
who, throuqh visual thinking, will be able to develop ﬂxeu‘fmtallec—
tual and Jpercebtive capacities in a balanced way, allowing a more
integrated g:wth as huran be:i.ngs. The thus-developed sensitivity to

. d' '
the world around them will be reflected in their relation to the

-—
-

-

com_rmity and the environment, -as well as giving them a critical 9t1:'i-
tude towards the mass media and visual pollution elements.
) ‘ . Through daily contact with art - learning to /uhderstand and
l\‘ discriminate - young people can develop their capaci}ty for the apére-;
'}‘ ciation of the more complex forms of visual art. Their 'hmledgg of
. visual language will allow them to ccmmnlcate visually in an‘aesthe-
tical and efficient way. .
This author hopes that her study will be of use, particularly in
the area of art education in Brazil. She also hopes that the applica-
* ‘tion of the theories and practices discussed will help the students of
Brazil to improve their society and that society's relal:ions o its

- ' environment. ’ ‘\
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