7 i,

/)

‘ 5
4 W ==r i) D : v
77 :
- 52 @
A 255
) [T
0sH
283
0o =
0T S
X <L

Intercultural Education Strategies
Edited by:



T

- Fo
= ¥ _

4 e

A - b -
s kg ;
: # .11;;_’# 3 o
1 42T - PO L
> -2 ) PRy o

- © V. - .




MEDIA, ART AND DESIGN.
INTERCULTURAL EDUCATION
STRATEGIES

Edited by: Rosita Deluigi, Adéla Machova, Flavia Stara



Macerata / Usti nad Labem, 2021
DOI Nr. 10.5281/zenod0.5621335

© Faculty of Art and Design at Jan Evangelista Purkyné
University in Usti nad Labem & University of Macerata, 2021
print version: ISBN 978-80-7561-309-7

(Univerzita J. E. Purkyng, Usti nad Labem)

e-book version: ISBN 978-80-7561-317-2

(Univerzita J. E. Purkyng, Usti nad Labem)



CONTENTS

I. Theoretical frame

1

Introduction—Description of TICASS framework:
Aims and results | Aleksandra Lukasewicz Alcaraz

Background—Overview of international studies
on visual languages and communication | Flavia Stara

II. Images as a vehicular language for interdisciplinary dialogue

3

Knowledge and use of visual languages—symbols,
understanding, social interaction, transcultural perspectives |
Katefina Dytrtova

Educational training in visual languages—fostering visual
literacy skills from a self-regulated learning perspectives |
Marek Urban

III. Educational strategies for visual languages

5

5.1

5.2

5.3

5.4

5.5

5.6

5.7

Educational strategies for visual languages | Giuseppe Capriotti,
Isabella Crespi, Rosita Deluigi, Marta Scocco, Flavia Stara
Contextual knowledge: Contextual investigation,

identification of visual languages within specific cultural frames |
Isabella Crespi and Marta Scocco

Visual literacy: Ability to decode images | Giuseppe Capriotti

Intercultural interaction on visual literacy: Subjective and collective

narrations | Rosita Deluigi and Flavia Stara

Critical approach and recognition of different cultural perspectives:

Cultural appreciation of plurality | Rosita Deluigi and Flavia Stara

Creative experiences: Design, production, and mastery of visual
languages | Rosita Deluigi and Flavia Stara

Transcultural validation of the experience: Verification and
corroboration of visual languages within meaningful interactions |
Rosita Deluigi and Flavia Stara

Subjective and collective skills empowerment: Successful and

sustainable visual competences —knowledge and abilities — within

mutual and social understanding | Rosita Deluigi and Flavia Stara

IV. Methodology

6

Sharing of interpretative paradigms for visuality | Giuseppe Capriotti

13

19

21

35

55

57

57
60

62

64

65

67

68

75



V. Participative actions: Challenges and opportunities

7

Outcomes of the interdisciplinary round table held at the
4th International TICASS Conference | Rosita Deluigi

VI. Best practices

8
8.1

8.2

8.3

8.4

8.5

8.6

8.7

8.8

8.9

8.10

Introduction | Rosita Deluigi
Visual TICASS — preschool education (ltalian experience)
Jessica Canestrari and Laura Salvatori

Visual TICASS 2.0 —preschool education (ltalian experience)
Miriam Cuccu

Visual TICASS2: The colours of the intercultural
dialogue — primary schools (Kenyan experience) | Rosita Deluigi
Urban TICASS — primary schools and university students (ltalian
experience) | Francesca Casamassima and Francesca Mondin
Urban TICASS 2.0 —primary schools and university students
(Italian experience) | llenia Marino

Urban TICASS Kilifi—primary schools (Kenyan experience)
Giuseppe Capriotti and Rosita Deluigi

The Lion King in Rojo Rojo village— pre-primary and primary
school (Kenyan experience) | Aleksandra Lukaszewicz Alcaraz
and Rosita Deluigi

NLuoghi. Spazi potenziali— university students

(Italian experience) | Maria Luisa Ricci

Emotions and ideas described in visual language (by graphic
symbols) —workshops with secondary school girls and adults

(Polish and Kenyan experiences) | Aleksandra Lukaszewicz Alcaraz

and Monika Zawadzki

Best regards—primary schools, teenagers, and adults
(Czech Republic experience) | Adéla Machova

VII. Good practice

9

9.1

9.2

9.3
9.4
9.5

Introduction — Workshop for the development of visual literacy |
Adéla Machova

Workshop: Image reading process |
Pavel Mrkus and Daniel Hanzlik

Workshop: The importance of context in photography |
Ale$ Loziak and Adéla Machova

Workshop: Here & now & together | Pavel Mrkus
Workshop: The world at 360° | Zden&k Svejkovsky
Workshop: Why images don’t need names | Adéla Machova

Summary

83

85

91

93

93

97

102

109

115

121

124

129

133

139

145

147

149

151
153
155
157

160









THEORETICAL
FRAME







1
INTRODUCTION —
DESCRIPTION OF TICASS
FRAMEWORK: AIMS AND
RESULTS

Aleksandra Lukaszewicz Alcaraz

The TICASS project — Technologies of Imaging in Communication, Art and
Social Sciences — is funded via the Marie Skiodowska-Curie Actions Research and
Innovation Staff Exchange framework in Horizon 2020 by the European Commission
(Grant Agreement no 734602). It is an interdisciplinary and international research
project focused on the transcultural perspectives of technological, artistic, educa-
tional, and economic aspects of visual communication in urban spaces.

The Marie Skiodowska-Curie Actions Research and Innovation Staff Ex-
change framework supports the exchange of research between European and third
countries and intersectoral exchange, in order to help researchers learn from each
other, broaden understanding, share effective practices, and produce knowledge.
The following institutions participate in the TICASS project: the Polish University
Abroad in London, United Kingdom; the Academy of Art in Szczecin, Poland; the
Association of Education, Science, Culture, Poland; the University of Jan Evangelista
Purkyné in Usti nad Labem, Czech Republic; the University of Macerata, Italy; and
Pwani University, Kenya. In the first year of the project, the consortium also cooper-
ated with the University of Witwatersrand, Republic of South Africa. Researchers in
the consortium specialise in the philosophy of education and art, visual culture and
history of art, design, art, economy, and pedagogy. They joined efforts in order to
better understand visual languages, visual culture, and visual technologies, so as to
better prepare for the transcultural global future.

The most general philosophical framework employed in the TICASS project is
a pragmatic one, stemming from the influential writings of John Dewey on art (Dewey
1934), culture, and education (Dewey 1974), and of Charles Sanders Peirce'’s the-
ory of signs (Peirce 1992). The Deweyan perspective allows the approaching and
valuing of various cultural phenomena on the basis of the kinds of experiences they
come from, and the ones they produce or affect. His grasp is democratic and open
to participation, without strong hierarchies or categorisations. This allows education
to be considered in participatory, experience-oriented ways. The Peircean analysis
of signs (especially his general theory of signs) is also very helpful because it is gen-
eral enough to embrace different kinds of signs, not just, for example, the graphic
design visible in streets, without sacrificing accuracy.

Against such a background, TICASS researchers agreed on some specif-
ic tools for the analysis and interpretation of visual communication in urban spac-
es in different countries in Europe and Africa. After debating the similarities and



differences in specific geographical, cultural, and economic conditions in visual
communication, and the similarities and differences in the perception and interpreta-
tion of visual communicates, it was decided to adopt the Paul Martin Lester proposal
of visual communication analysis (Lester 2006/2011), Jurgen Habermas' notion of
the public sphere (Habermas 2015), and the postcolonial critique of the construc-
tion of the Other (as presented by Gayatri Spivak; e.g. Spivak 2010). Lester’s visual
communication analysis is not a complicated theory, but more a guiding framework
for conducting an analysis. Lester advises each image be analysed according to six
perspectives in order to interpret it fully: personal, historical, technical/aesthetic,
cultural, ethical, and critical; and TICASS researchers used these guidelines to inter-
pret the material gathered from the field investigation in all the countries involved in
the project'. They also conducted a series of workshops and discussions on images
from different cities and cultures, searching for cross-cultural communication.

The underlining assumption of the TICASS project is that there are many
visual languages rather than just one; although it is easy to believe the opposite if one
is enclosed only in globalised media and the Western world. Therefore, TICASS re-
searchers challenged themselves, searching for problems in interpretation and com-
munication not in order to make them disappear, but rather to creatively solve them.

The major practical aim of such a broad investigation was the development
of educational recommendations for studies in media, art, and design, and the man-
ual for workshops in visual literacy. Educational recommendations are developed in
a theoretical form, while manual workshops have a more practical form; giving exam-
ples of possible workshops and sharing good practices in visual literacy. For these
two outcomes | must thank Prof. Rosita Deluigi from the University of Macerata and
Dr. Adéla Machova from the University of Jan Evangelista Purkyné& in Usti nad Labem,
who used their education and artistic capacities to deliver the recommendations and
the manual.

The following educational recommendations for studies in media, art, and
design are the collective work of Italian, Czech, and Polish researchers. The general
overview of international studies of visual languages and communication is given by
Prof. Flavia Stara, who presents images as a vehicular language for interdisciplinary
dialogue. Relationships between knowledge structures and content and the use of
visual languages are analysed in the second part of the report from the perspective
of social interactions taken from transcultural vantage points. The practical applica-
tion of such a perspective is presented in the text by Katefina Dytrtova, who shows
the importance of a deep cultural approach to visual signs and art, not just a super-
ficial grasp and use, for the sake of understanding.

The third part of the book is dedicated to specific educational strategies for
teaching visual languages, focused on the cultural context, visual literacy skills, in-
tercultural interactions, critical approaches, creative experiences, and transcultural
validations of the experience in order to develop subjective and collective visual

NN

1 See for ex.: eport 1 from Poland/Szczecin. Technologies of Imaging in Urban Communication, edited
by Elzbieta Perzycka and Aleksandra Lukaszewicz Alcaraz, Academy of Art in Szczecin 2019; and:
Report 2 from Kilifi County and Mombasa/Kenya. Technologies of Imaging in Urban Communication,
edited by Elzbieta Perzycka and Aleksandra Lukaszewicz Alcaraz, Academy of Art in Szczecin 2020.
The other reports are forthcoming (from the United Kingdom, ltaly, and the Czech Republic).
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competences — knowledge and abilities — within mutual and social understanding.
In the fourth part of the book, Dr Giuseppe Capriotti explains the theoretical tools
used for analysis in detail; especially Paul Martin Lester’s visual communication
analysis and Harold Dwight Lasswell's approach to visual signs in his communica-
tion model. The fifth part discusses the results delivered by Prof. Rosita Deluigi of
the interdisciplinary round table held at the 4th International TICASS Conference
“P.Art-icipA©tion. Education, Visual Languages and Intercultural Strategies” held
on the 25th-26th of November at the Department of Education, Cultural Heritage
and Tourism at the University of Macerata and at the Museo Buonaccorsi, Italy. The
round table allowed for interdisciplinary dialogue between the participants, and the
cooperative approach made it possible to focus on many research hubs, drawing
useful trajectories for the development of indications and guidelines related to visual
education and the promotion of intercultural dialogue, which might be useful for the
future development of visual education in a transcultural perspective. Finally, the last
part of the book presents the best practices elaborated during the TICASS project
in Italy, the Czech Republic, and Kenya.
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2
BACKGROUND — OVERVIEW
OF INTERNATIONAL STUDIES
ON VISUAL LANGUAGES AND

COMMUNICATION

Flavia Stara

Visuality and visualisations are present in all cultures, and often interpreted and
appreciated differently. In the face of the proliferation of images in all areas of
human life, we can talk about the importance of education on how to adjust to and
operate in visual space, and how to read and develop specific alternative languag-
es. The use of visual technology in communication, within contemporary urban
iconospheres, is connected to cultural, political, and economic differences.

Visual language is defined as a system of communication using visual el-
ements. The term “visual” in relation to language describes the perception, com-
prehension, and production of visible signs. People verbalise their own thinking
and can visualise it. A diagram, a map, and a painting are all examples of uses of
visual language. Its structural units include line, shape, colour, motion, texture,
pattern, direction, orientation, scale, angle, space, and proportion. The elements in
an image represent concepts in a spatial context rather than the time-based linear
progression used in talking and reading. Speech and visual communication are
parallel and often interdependent means by which humans exchange information
(Habermas 1984).

In visual communication information is conveyed via messages of a graphic
design composition. Therefore, it is necessary to properly understand visual tech-
niques. Visual communication is the presentation of information by visual recogni-
tion; it is also the most common way with the longest history.

Human interactions occur through verbal and nonverbal symbols. The for-
mer mainly refers to languages and words, while the latter includes music, dance,
drawing, and architecture; as well as body language (Belting 2011). Contemporary
communication can be divided into direct communication among people through
languages, words, gestures, sounds, and so on, and indirect communication among
people via multiple signs: logos, advertising, illustration, product design, directions,
regulations, etc. Visual language is a rich set of principles, elements, and techniques
carrying meanings. Certain arrangements of words, symbols, hues, and shapes have
specific cultural meanings that create visual interactions and impact people.

Visual information is conveyed by the movement and change of the design
order, direction, illusion, and psychological implication. Visual language is an effec-
tive tool to describe social attitudes, behaviours, and cultural preferences. People
from different cultural backgrounds have different perceptions and imageries of
reality when it is described through words. Likewise, visual languages can present
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a variety of meanings in effective ways. The emotional perception of visual lan-
guage is set through the combination and arrangement of psychological attitudes
and elements of design, such as pattern, hue, and words. Since visual language is
manifold, it produces a wide range of emotional experiences. It conveys meanings
related to cultural values and traditions. Nonverbal cues function via stimulating
passion and emotion beyond verbal symbols. Forms and shapes can be thought of
as positive or negative, and understanding the use of colour is crucial to effective
composition in design and the fine arts. Colour arrangements are very powerful,
and have an enormous impact on the representation of reality on both an individ-
ual and collective level. Cultural significance in hue is strictly connected with the
traditions and customs of a country and ethnicity. Certain colours are related to
spiritual backgrounds; similarly, fabrics and garments create visual impacts and
refer to specific lifestyles and beliefs (Panofsky 1962; Lester 2011).

The term ‘visual communication studies’ refers to an interdisciplinary ac-
ademic field of scholarship that analyses the composition and effectiveness of
messages that are expressed primarily or in significant ways through imagery or
graphical depiction. While text, often called verbal or linguistic communication,
may accompany these messages, in order to be considered visual communication,
the objects, artifacts, or symbols that comprise the message must be designed or
delivered in ways substantially dependent on the visual attention or vision of audi-
ences (Elkins 2003, Pinotti and Somaini 2016).

The study of visual culture has emerged over the past 30 years across
a range of disciplines including art history, aesthetics, film studies, graphic design,
media studies, comparative literature, anthropology, and museology, all focusing on
visuality as an object of study. The many studies on visuality cannot be recognised
as a unified field of inquiry, as they lack a common paradigm and are characterised
by lively debates over their object domain; that is, what they actually study. The term
itself is complex, implying that cultural expressions become more and more visual,
thereby requiring new theories and modes of inquiry and understanding. Therefore,
one comes to realise it is not the epistemological status that is of interest so much
as the prospect that visual culture studies might be an entire methodology with
which to conduct research; of seeing and knowing, of outlining our encounters with
visuality. It is in this way that the object of visual culture comes into view.

Visual culture as a research field focuses on the visual as a knowledge
space where meanings are created and challenged. Western culture has consist-
ently privileged the spoken word as the highest form of intellectual practice, and
considered visual representations as a second-rate illustration of ideas. Neverthe-
less, the word ‘imagination’ suggests that one can also think in images. The emer-
gence of visual culture generates what W. J. T. Mitchell called “picture theory”, in
the sense that some Western cultural expressions adopted a pictorial, rather than
textual, view of the world. According to Mitchell, picture theory stems from:

the realisation that spectatorship (the look, the gaze, the glance, the practices of observation, sur-

veillance, and visual pleasure) may be as deep a problem as various forms of reading (decipherment,

decoding, interpretation, etc.) and that ‘visual experience’ or ‘visual literacy’ might not be fully expli-
cable in the model of textuality. (Mitchell 1994, p. 16)

14



Such remarks indicate the extent to which even literary studies came to
agree that the world-as-a-text has been replaced by the world-as-a-picture. Such
world-pictures cannot be purely visual, but, by the same token, the visual disrupts
and challenges any attempt to define culture in purely linguistic terms.

Visual culture studies is not simply theory, or even visual theory, in any con-
ventional sense, and it does not simply apply theory or visual theory to objects of
study. It is not the study of images based on the casual premise that our contem-
porary culture is an image. Rather, the object of visual culture studies was born,
emerged, was discernible, showed itself, and became visible over the years. In
its phenomenology, the object of visual culture studies engenders its own critical
way of being meaningful, of being interpreted, and even of not being understood.
It is not a matter of discerning which objects are appropriate or inappropriate from
the perspective of visual theories, but of recognising how social interactions take
place beginning from the specifics of visual culture.

The fact that visual elements include cultural values indicates that globali-
sation can affect visual production only to a certain extent. Generated visual lan-
guages internalise local cultures: there are always intercultural differences in any
given visual interaction. In the intercultural dialogue, the culture of the place where
the visual is generated must be appreciated by the visual approach of other cul-
tures. The otherness cannot be assimilated because the common is not the similar,
the repetitive, the uniform, or the overcoming of differences, but rather a fruitful
opening precisely because it is always declined in the plural. The interdiscipli-
nary analysis of visual communication frees it from strict typologies, from secured
enclosures. It is liberated from cultural constraints and encourages transcending
social boundaries: it may favour grasping the essence of diverse cultures rather
than fixing them in forms of specific identity (Jullien 2012).

The critical hermeneutics of the polysemic nature of visual imagery returns
to visual representations a reality that articulates ambiguities and contradictions
by addressing a broad range of issues concerning different layers of existential
experiences. Physical and real spaces loaded with shared social values are linked
to virtual and ritual spaces. Concrete spaces shaped by historical and cultural pas-
sages, as well as natural events (earth and seaquakes, volcanic eruptions, floods),
are completed by imaginary spaces in which humankind projects desires, dreams,
fears, and sorrows.

Any art-educational research path should explore and preserve what is alive
rather than systematise the amazing variety of languages and streams of human
thought, behaviours, and faiths.
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I1.
IMAGES AS
A VEHICULAR
LANGUAGE FOR
INTERDISCIPLINARY
DIALOGUE






3
KNOWLEDGE AND USE
OF VISUAL LANGUAGES —
SYMBOLS, UNDERSTANDING,
SOCIAL INTERACTION,
TRANSCULTURAL PERSPECTIVE

Katefina Dytrtova

3.1

The contextual anchoring of meaning

The knowledge and use of visual languages — here, we are referring to visual sym-
bolic systems? — leads to rich and diverse social interactions. However, whether we
apply and understand it fully depends on other symbolic systems; these have to do
not only with the predictable mutual contextual pressures that individual systems
create in relation to each other but also with interdisciplinary overlaps of contempo-
rary media-rich expression. Words always interact with all symbolic systems in one
way or another. Through words we speak and think of music, sounds, and noises;
of images, installations, and architecture; as well as the meaning and expression
contained in the movement, expressions, and gestures of the human body.

When each of a given set of symbolic systems (musical, visual, gestic-
ulative, and linguistic) generates a purely denotative use of its means, we then
speak of a one-way reference of denotation.® We do not dwell on the expression
of such a symbol too much; here, the mode of its mediality, i.e. how the symbol is

i S W N T e

2 “The human mind is functioning symbolically when some components of its experience elicit con-
sciousness, beliefs, emotions, and usages, respecting other components of its experience. The for-
mer set of components are the ‘symbols,’ and the latter set constitute the ‘meaning’ of the symbols.
The organic functioning whereby there is transition from the symbol to the meaning shall be called
‘symbolic reference’. This symbolic reference is the active synthetic element contributed by the na-
ture of the percipient.” (Whitehead 1998, p. 13)

3 In this text, | will rely on Goodman’s (Goodman 2007) three terms: denotation — what aspects of the
visual | have recognised or what it refers to; exemplification — how a given work of art is medialised,
how the medium is used and the resulting physical fixity of the work of art: dimensions, technique,
type of installation, light, and luminosity; expression — what term is stimulating as a result of previous
references, which is a metaphoric shift to the world of human experience: something literally grey may
be metaphorically boring, quiet, wistful, poor... Particularly in the case of constructing expression,
it is necessary to pay attention to the breadth of interpretation, which, however, must indispensably
discriminate between high quality solutions and those of little value.
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constituted, plays the role of a mutually agreed upon design only. However, each
of these systems also uses its means in symbolically richer and mutually intercon-
nected references or two-way references.* As we shall see in the work of Ed Atkins
below, such symbols are the bearers of often complicated expressions; how a giv-
en medium, which provides this reference in its own, specific way, is used definitely
does matter, since it is this use that coproduces the expression.

How a car horn sounds — here we are concerned with a sound level unmiss-
able in the context of traffic — cannot be compared with the colourful breadth of
sounds made by the piano in relation to string and brass instruments in the context
of the complexity of the sounds of an orchestra; just like the colour range of a set of
traffic lights — in its intentionality and the level of meaningfulness it has attained -
cannot be compared with the tasks associated with producing a painting and its
diversely expressive, often gesticulative or experimental, colourful renditions.

When viewing the issue — what contextual explanatory level a given symbol
requires: we do not test the sound of the piano in relation to street noise — from
this perspective, what emerges are significant concepts through which we give
precision to our text. We note the fundamental roles of the context of the explan-
atory plane® and the intentionality with which a work of art is created. These two
phenomena are interconnected. When an author creates their work “as art”, they
work differently to how they would be working if they were creating “design” from
the outset. And vice versa: intentionality helps differentiate the function and quality
of a set of traffic lights as a visual and design-related solution to the issue of move-
ment on the road from the form of colourfulness of a painting.

It is possible to intentionality ascertain by asking the question “why”a given
object or symbol is and exists. This “why” leads to another task: “how” the object
or symbol will be medialised; how | will objectivise it medially; by means of what
media | will express it. A painting is not a video; the movement of a living human
being in front of a camera is not the movement of a computed digital being in vir-
tual space (see Ed Atkins' work below). Questions as to what explanatory plane
| understand and justify a given work of art on — why the work of art is, and how the
work of art is — are interconnected, and open the way to understanding works of
art that do not just simply denote or refer to something.

L S S S

4 Denotation is just a one-way reference. The percipient does not have to see the object that is being
referred to. Semantically, the appearance of the object does not play a significant role. A sign that
does so is transparent (e.g. the letters of the alphabet without graphic ambitions). The properties
of such a sign are “transparent” for the user. Effectively, they have no other purpose than to denote,
which is why how this sign is designed is often a matter of a mere agreement. For instance, in a purely
denotative use of words, we do not dwell on the rhythm of words. Meanwhile, exemplification (how
a painting is: signatureless? Liquid paint in a relief sculpture?) is a two-way referential relationship.
This is because it is possible to definitively determine what properties to focus on as semantically
significant from the endless list of properties of a painting only when the property that the “sample”
(manner of painting) exemplifies is denoted in “the opposite direction”. In order for us to know what
the colour red in a set of traffic lights means, we have agreed in the opposite direction that it means
Stop! This relates to the colour, not the round shape or the size of the set of traffic lights. However,
samples are not used in this “agreed upon” way. On the contrary, this discipline has emerged for the
purpose of creating polysemous symbols (Dytrtova, Slavik 2019; Dytrtova 2019, p. 59).

5 “Here, context is understood as a certain bonding agent (generated or identified reconstructed by
research) that gives hope for objectivity and causes the cohesion and unity of past phenomena.”
(Makky 2018)
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From now on, we will navigate only the domain of works understood “as art”
and we will also view them that way. Here, a key task, essential for understanding,
will be an ability to undertake a metaphorical (illiteral) shift with reference to expres-
sion under the very precise conditions of mediality in parallel with a given topic.

3.2

The intentionality of expression as conscious
communication and sharing

Our knowledge of or our manner of rejecting the known in a medium will mani-
fest in the “how”. The dynamic and performative nature of intentionality, as well
as the artist’s value system, are reflected in the “why” (why at all?): the need to
express one's opinion regarding this very topic, the need to influence or protect
this very thing. These are the kinds of questions that helped establish not only
whole civilisations, but also their spiritual values. The questions “why” and “how”
return reflections on a given work of art or symbol to the moment of selection and
initiation concerning the interaction between the initial perceptual stimulus and
the artist’s response: they noticed something like this and by processing it in this
specific way endowed it with a specific meaning in that particular context. Meaning
that — if we want to understand it and keep communicating — we must reconstruct
through our own experience and knowledge.

The relationship between a perceptual stimulus and a (creative) response to it is explained as the
blending of causes and their effects, in which effects are inserted into their stimuli in the sense that
a stimulus is perceived through the prism of what has been inserted into it in response to it. The
elementary act of production fundamentally exceeds the original causality of the immediate biolog-
ical response since it assumes the conscious expression of its content invariant and provides an
opportunity to seek alternatives whilst using the diversity of notions associated with a specific term.
(Slavik, Chrz, Stech et al., p. 95)

Differentiating between production and an immediate biological response
is relatively important here; it will help us distinguish between the expression of
a work of art as an intuitively or consciously constructed symbol (in alterations,
experiments, in the production of a concept) and an ordinary experience in real
life. It is impossible to vulgarly narrow the metaphorical reference of an expres-
sion down to an immediate emotional reaction®, because the theoretical space
for understanding the symbol “as a symbol” would vanish — symbols would merge
with reality and metaphor would disintegrate into nonsensical idioms and phrases.

L S S S

6 Without a distance, | do not experience tension, | speak of tension, | direct tension (from a bird’s eye
view), that is the substance of an intentional creative gesture: why still create in a world that has been
created? What is it for? The narrowing of expression as a cultural exercise down to an immediate
emotional reaction has occurred, for instance, under the influence of structuralism, which rejected
the so-called “subjective aesthetics” and promoted the proposition that the only scientific approach
to artistic expression is based on the analysis of the structure of the material form of a work of art:
artwork-thing. It was Benedetto Croce who protested (against Darwin) the narrowing of expression
down to a spontaneous expression of emotion (Slavik 2017).
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However, the space for understanding production as a spiritual task would disap-
pear, too. The question: How do | express a given expression? Would vanish, and
so would contemplating the notion that | want to communicate something. Space
for reflection: Why do | express my opinion on European values’ when | experience
them in this way regardless? Would evaporate as a consequence of the intersub-
jective sharing of discussed values. “Thinking about something”, “experience” as
a cultural exercise (Slavik 2001), would disappear, too.

Nelson Goodman (1968) disproved the prejudiced hypothesis that expres-
sion is not a mere emotion by means of his grasp of expression as a type of sym-
bolisation. Expression refers to characteristics, sensory impressions, or emotions;
but as we shall see in Ed Atkins' work below, that does not necessarily mean that
the author or percipient of the expression really has these characteristics, impres-
sions, or emotions. The naming of characteristics and expressing them are two
different things: a short story does not have to express what it says, nor does it
have to say what it expresses. A tale of fast action may be slow, the description
of colourful music drab, and a play about boredom electric (Goodman 2007). So,
this concerns clusters of complicated, constructed, and metaphorically chained
expressions that one must be able to navigate. It is about creative performance on
the side of the artist as well as on the side of the interpreter.

The reality of life is not made up of plain facts, but also of our understand-
ing of meanings and facts, our decisions, and attitudes. That is why to think of
the intentionality of a work of art or a symbol (as we shall see below, to tend to
European values does not mean to be worried or ironical about them) is a different
expressive “entrance” into artistic production that will fundamentally impact why
as well as how and what | communicate (Dytrtova 2017, p. 8). Thus, that means it
is a hidden, albeit a very impactful, performative moment that metamorphoses the
seemingly simple situation of artistic production “from scratch” into a relational af-
fective field anchored in the artist’s subjectivity (1st-person epistemic perspective)
as well as in the intersubjective space of sharing a work of art in communication
about its quality and meaning (3rd person epistemic perspective) (Searle 2004;
Slavik 2015).

L S S S

7 By referring to the topic of European values, the text prepares the ground for discussing the topic of
the transcultural perspective of the discipline, a trend one can identify time and again at major exhibi-
tions in Kassel or Venice, as well as the theoretical delineation of expression as the substance of the
discipline, which, in the visual field as well as in music, brings about understanding across cultures.
This is the case because it is not a manifestation of nationality, but of humanity; as such, although it
is susceptible to temporal and local ways of expressing, which it is then appropriate to get to know
and investigate.
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3.3

The epistemic perspectives of the 1st and 3rd person:
A condition of the contextuality of social interaction

This entails a relatively complex process for the artist: creating a sufficiently effec-
tive, new, and unexpected metaphor and expression that objectivise their private
experience on a sharable culturally and topically stimulating level with a view to
preserving its distinctiveness. Thus, its status is elevated (by the artist) from indi-
vidual and private to universal. From the side of the percipient, an opportunity has
presented itself to generalise their own experience in a joint act of empathically
experiencing the values encapsulated by the work of art at hand.®

We have thus drawn attention to other related terms essential for the tasks
set for the text: understanding and subsequent social interaction through a visual
code. Empathy, the ability to understand the other’s position (to put yourself in
someone else's shoes, 3rd person “he/she”) and the ability to express and medial-
ise a personal, private, subjective viewpoint (1st person “I1").

[ rely on the theory of “artephiletics” (Slavik 2001, 2015), which understands
Goodman's objectifying symbolic reference of expression from the side of the sub-
ject as a collision between the perspective | — he/she; between the private and
the universally shared. This relational dynamic pair helps to theoretically delineate
space for situations that frequently arise during the production and perception of
a work of art: tension — despite me, they do; accordance - yes, | do, and they do,
too; refusal — | never do, but they do. This enables a smoother solution to issues
arising during common interactions regarding someone else’s opinion.

For instance, the field of mathematics has no need for a repertoire of these
terms since it does not have to link the emerging symbol (to a calculation) with the
artist’s value system. In this regard, expressive disciplines (creative writing, artistic,
acoustic, musical, and theatrical production) can be labelled as normative because
they endow the work of art with the author’s value system, visions, wishes, and worries.

Peregrin (2003) defines normative disciplines in opposition to descriptive
ones. Normative disciplines dwell on reasons and values (the humanities, “the
world within"), thus distinguishing themselves from descriptive disciplines that de-
scribe “the world outside” (physics, mathematics, chemistry, biology).

By moving between these | — he/she perspectives, it is possible to under-
stand the many shades of the breadth of interpretation necessary for sharing the
varied nature of human views and perspectives. This effectively facilitates social
interaction and the exchange, rejection, or support of values and their sharing. As
we have been able to see time and again at major world exhibitions, the quality and
non-arrogance of a transcultural perspective are conditioned by them. However,
for this not to be a mere exchange or an instance of noticing something else, for
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8 Lukas Makky (2017) regards authenticity as a central category of (not just) contemporary art, which
is an interdisciplinary constant in its axiological plane. It captures (in an ideal situation) interaction
between the recipient (who approaches the received work of art authentically and “sincerely”) and
the author (who creates the work of art and initiates a certain receptive relation in an equally authentic
way, though with a degree of irony at times); therefore, it can be understood also as an apparatus of
mutual understanding.
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this to be truly an understanding of difference and its consequences, it absolutely
must be contextual and consciously work at the interface of I/they from the per-
spective of the socialisation of the individual as well as at the interface of we/they
from the position of minorities and majorities and their value systems encapsulated
by means of a visual code.

3.4

Visual symbolic systems and language

As stated above, knowledge of a symbolic system is related to the use of other
well-understood systems: above all, to language, which we all use in a common
denominative manner in order to communicate. Can inappropriate exchanges oc-
cur? How does a visual code relate to words, and where could an unconscious
usage of word strategies be detrimental to visual discipline? This phenomenon
is connected with the promoted and cultivated nature of broad communication
by means of words over materialised and spatialised art — over (not only) artistic®
objects of the world of art.

The capacity of words to abstractly denote (they are no longer similar to
what they refer to)'® enable this code to remain clear of materiality. That is why they
serve to express immaterial phenomena, abstract notions, processes, and reflec-
tions very well."" We think through this symbolic system and, as a consequence,
the ease with which language is capable of expressing temporally or philosophical-
ly complicated situations or narrations, for example, dominates the interpretation
of the visual. Due to these contextual “linguistic” pressures, lay users consistently
particularly employ denotation: what the visual depicts. Such interpretation ends
with recognising what one sees in a video or an image. Why and how the work of
art at hand is and exists are rarely addressed, and language may not be used at all
to clear the way for verbalising the expression of a given work of art.

la S W N T S

9 Naturally, we use language as one of the most precise codes for transmitting thoughts not only
in relation to artistic discourses but also for all the other expressively creative discourses whose
meaning, quality, and efficiency we reflect on (in words). The history of music is paved with reflec-
tions about the inappropriate use of too concrete verbal descriptions of abstract configurations of
musical materials. Calcified denotations of musical means are referred to as the not always welcome
programmatic nature of music.

10 Except for motivated words: the expression a dog “barks”, the expression a whip “cracks”, the expres-
sion mum “embraces”: these are interjections (plonk, crack...) and some verbs that express a given
sound (clatter, bang, scratch, squeak, splash...).

1 Language as much as ‘digitalises’, stamps, and spreads towards its boundaries by means of the
conventional scope of words (yellow, orange, red) while visual codes create “analogue” worlds by
means of shapes, colours, and materials (samples of the world).
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Only denotationally built interpretations are also supported by a sizeable
number of politically, socially, and ecologically motivated works of art where the
interpreter is satisfied by discovering the maze of denotational connections. How-
ever, this begs the question how such an ecologically appealing art differs from
other (non-artistic) ecological appeals and messages.

We may refer to this interpretation, which is popular with lay users and
defined by denotation only, as non-conceptual and non-metaphorical descriptive-
ness. Nonetheless, through it, visual disciplines thus lose all the diversity of media
(the painted and the photographed merge) as well as the exclusivity of material
metaphors.’”? What is actually at issue here is that the medium and the quality (or
lack thereof) of its use and expression utterly miss each other.

3.5

Ed Atkins, or connecting the visual and the
musical symbolic systems

We had the opportunity to see Ed Atkins’ expressive and metaphorically impres-
sive work of art at the Venice Biennale in 2019; for our analysis, | have chosen
a video available on the Internet. For the purpose of this text, it is necessary for the
reader to watch the video.'®

In the video (from 8:40’), we enter an airport with an atmosphere reminis-
cent of a dollhouse positioned at the feet of a man who is standing in silence; or,
alternatively, a colossal statue dating back to ancient times, adding the hallmark
of an ordinary town square to an automated airport luggage security scanner. The
upper part of the statue is lost in mythological mists and, beneath it, fleeting life
ticks away.'* The mechanism of the security scanner and the conveyor belt buzzes
mechanically and smoothly; meaningful sound is added to the detail of every object
placed in the trays for the purpose of a security check: an acoustic ready-made.
The first object is a gun. We see the way the artist understands its use through
the detail of a wounded hand. He brings hyperrealist (organic) details of an injured
body in the realm of (artificial) fictive'®> computer worlds. We have thus noticed the
first expressive contrast: the body injured — the abstract, pure, ideal, mechanical.
Nonetheless, everything is “computed”.

L S S S

12 The publication “Expression, relations and processes” (Dytrtov4, Raudensky 2017) dwells on ma-
terial metaphor and expression in works of art such as watercolours (Marlene Dumas), waxwork
(Berlinde De Bruyckere), and embroidery (Tracey Emin). A subsequent text “Metaphor and medium”
(Dytrtova 2019) explores the connection between mediality and metaphor.

13 Ed Atkins, Untitled, [online] from 8:40 min., [vid. 24. 05. 2020]. Available at: https://www.youtube.
com/watch?v=Lt4TfzN-f2s.
14 In multilingual phenomena, it is necessary to reference interpretation breadth, i.e. everything a given

phenomenon could be in order for us not to undermine subsequent relations and metaphors.

15 In the field of literature, DoleZel (2003) provides thought-provoking investigations of fictive worlds in
comparison with natural, mythological, or physical worlds.
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From the outset, it is clear that this is a dystopian world. Thonet chairs are
scattered all over the floor; there are no people. A pair of injured hands is insert-
ing additional related objects into rotating trays for a security check: this time, it
is a laptop. Behind the mechanical buzz, we can hear the tunes of Ravel's Boléro
initially played lightly in the background. Imploring gestures of (shaking) artificial
hands represent the second layer of the story in quickly edited segments.

The main protagonist has entered the scene and makes an almost stage-like
impression thanks to the camera’s circular movement and lighting. The third layer
of the story consists of large and — in the illusionary world of 3D - very aggressive
advertising designs or the beginnings of application dialogues that have escaped
the world of media by accident. They ambiguously strengthen our awareness of the
artificial world while thwarting the illusion of “real” space.

The submissive and visually rather awkward protagonist finds himself in
positions commonly associated with torture ranging from being humiliated while
squatting to very painful suspension where there is a danger of his arms dislocat-
ing. Another object that goes through the security scanner is a tightly spring-load-
ed brain. A link emerges: gun — laptop — brain; gradually, human fragments, whole
bodies, and, finally, the protagonist himself are added. He has thus become a piece
of “hand luggage” going through the security check. This self-destructive and deni-
grating human leitmotif strengthens the work of art at hand.

What is particularly strange about the inserted objects is the expectation
that their organic composition would stain the aseptically clean security scanner.
The objects are corporally springy but lack blood, sebum, and slime. It is another
distinctly expressive contrast that contradicts our experience, thus establishing
the characterisation of this wrecked world.'®

The slow-motion laying down of the gun is emphasized by a cut edit focusing
on a pair of shaking hands in a weird position (10:22’): the shape refers to shooting
but also evokes the feeling of suffering and subsequent compassion. Hands from
which the gun has fallen, hands that have dropped the gun, inactive and non-ag-
gressive; perhaps abused hands or that have realised what they have done.'®

These positions, associated with violence and suffering, and the mental
suffering they have evoked contrast with the protagonist’s subsequent, almost
exhibitionist or seductive, flirtatious gesture in counterpoise (10:29’'). Apart from
Ravel's erotically tense Boléro that has strengthened in the meantime, the work of
art offers no support for this expression.

Let us take a detour into this well-known orchestral piece. We could speak
of the oriental yearning oboe but it is more convincing to look at the ballet rendi-
tion of Boléro: the way European tradition completes this work of art, or how it is
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16 In “Instrumental realism” (2015), most fittingly for our reflections, Kvasz focuses on the notion that
our experience of the world is not direct, uncovered in the immediate way we view things or through
intuition, but is instrumentally mediated by tools of symbolic and iconic representation. What in fact
is “reality”? It is works of art created “as reality” but in fiction that inevitably give rise to these reflec-
tions. So, the point here is the ability to describe the process of mediating access to reality. He refers
to the extent of granularity, or the precision of individual media, hence a given version of the world.
His reflections thus markedly support our sensitivity for the manner of mediality of a given work of art.
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currently understood in Béjart's choreography.'” It effectively consists of immobi-
lised musical media: the unchanging ostinato-based rhythm of the Spanish Boléro;
the still tune and the bass accompaniment. However, what changes greatly and,
thanks to the stagnation of the other media, absolutely captures everyone’s atten-
tion is the changing colourfulness of instrumental combinations. Thus, a consider-
able tension emerges despite the minimal transformation. The choreography mark-
edly eroticises this anticipated yet inevitably strengthened energy (ranging from
pianissimo to forte fortissimo). A certain kind of delightful ecstasy occurs in erotic
challenges in terms of the changing tonality (from C major to E major) fulfiled at the
end through the distinctive role of percussions. The expression of movement dis-
covered by Béjart does not allow one to determine whether it is plants, animals, or
humans behaving in such tempting and erotic ways. They are undulating, regular,
unavoidable, and somehow spontaneous moves common to all living things moved
onto a higher generic level. Here we see the strength and power of metaphors that
detest mere descriptions of denotation in which “kneeling down” — or implementa-
tion by way of the percipient’s activity — does not take place.

Why have we lingered over Boléro like this? Atkins takes into account the
knowledge of European culture and often uses references to European cultural
heritage in his artwork though not in an autotelic way. He builds topical existential
reflections on these solemnly served and recognised values: on depreciation or
abuse. In the case of this video, he is being ironical about the heritage.

The video protagonist maintains the mildly erotic, narcissistic, undulating
rhythm near the conveyor belt while being tortured (the painful position of being
suspended by the arms, 13:08"); he hums to himself while removing his fingers
and ears, accompanied by a crunching sound, and starts to take off his infinite
rubber mask, removing his identity. Atkins employs certain “figures” in multiple
renditions: we can see this undressing of faces or taking off of identities, which we
understand as very painful despite the rubbery “possibilities” in the video we had
an opportunity to watch at this year's Venice Biennale.'® The faces that have been
taken off are reminiscent of the sausages sold in fast-food restaurants (together
with skulls, furniture, and human bodies)."®

The nonchalance with which we hum to ourselves in the morning when look-
ing in the mirror, just like the naiveté with which the fragments of our protagonist —
and of people in general — and, little by little, his whole self go through the “security
scan”, is alarming. From the many indices in the video, we know that a crisis is
approaching, but Boléro hedonistically resonates with our inward-looking Europe-
an who is immersed in his own certainties. We all experience this self-destructive,
society-wide “act-as-if-nothing-has-happened” during ecological disasters — the
approaching drought, the current pandemic.
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17 Maya Plisetskaya — Bolero (choreography by Maurice Béjart), [vid. 24. 05. 2020]. Available on:
https://www.youtube.com/watch?v=SsSALaDJuN4

18 Un naco en la Bienal de Venecia 2019: Ed Atkins, Old Food, [vid. 24. 05. 2020]. Available on: https://
www.youtube.com/watch?v=yZFxw_xhK1E

19 A view of the installation at Venice Biennale 2019. Biennale Arte 2019 - “Old Food" (2017 — 2019)“

by Ed Atkins [vid. 24. 05. 2020]. Available on: https://www.youtube.com/watch?v=ilPb_Dksjqw
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By means of the confluence of several expressions (naiveté, hedonism,
cruelty, murderousness, self-destruction, compassion, terrible guilt, doing noth-
ing, “missing” the omnipresent apocalypse), Atkins has achieved the very topical,
experienced, and complicated position of every sound European who would like
to “act” but the necessary changes significantly exceed their (seemingly mean-
ingless) competence: fragments of the human body tossed about meaninglessly,
such as a skull, and squelching ketchup with connotations of blood and everything
organic.

The self-destructive role of the protagonist, who observes everything, begs
the question about the roles, we ourselves enter into. The one figure mirrors mul-
tiple roles here: those who watched in silence; those who murdered; those who
suffered; those who reproached themselves; those who narcissistically derived
satisfaction from watching it.... It is a very critical video, since Europeanness - pro-
vided by the performance of Boléro — is the confluence of all of the above. Meta-
phorically, these reflections culminate in a pathetic, self-indulgent singing head on
a tray (12:23, 14:47’); in the character of an easy-going, passive beach onlooker
(16:05') who passes through the very clingy, and once again mildly erotic, long
rubber bands of the security scanner (15:47’); and finally, in a frontal of the protag-
onist’s face (16:17'). He has been so absorbed by the marginality of Boléro that the
horrific disintegration of his surroundings (heaps of chairs, materialised humanity)
simply does not register with him.

Boléro's clingy return to ostinato-based rhythms resonate with the return
of well-known objects (the brain, ketchup, and gun are dropped again), creating
a metaphor of the shift toward repetition: our personal as well as historic failures,
and the whole video creates a situation as if “seen with God’s eye”. The security
checkpoint plays more of a role of urbanist units, of “cities along with the hustle
and bustle down there”; the passive giant's feet are fatally buried in cyclical me-
chanic machinery. This has, unfortunately, civilisational connotations.

After enough human fragments, self-extermination catastrophes, and fail-
ures have gone through the security scan and customs, together with the protag-
onist, we proceed into the airplane of “all airplanes”. The already too-embalmed
digitality of the previous video erupts into a heavenly Arcadic colourfulness, utter
insouciance, the soulful beauty of a flying machine with pink and light blue hues
as Boléro reaches a crescendo. A diversion in the kitsch and pathetic worship of
British airlines — and, by extension, of all the visions that humanity has fulfiled for
itself — is a seatbelt with a reverse function: childlike arms take the role of “being
a thing to be used” for the purpose of protecting the adult. After a sufficiently “hap-
py ending” mode of the rotating camera, which has deified the heavenly situation
of flying in accordance with the culminating Boléro, in a quick edit, we look the
protagonist in the face: injured, pimpled, riddled with something.

30



3.6

Conclusions

Symbolic systems permeate each other. Visual languages are commonly linked
with words and sounds or music. Even if they specifically were not, these systems
exert contextual pressures on and co-create one another. Therefore, it is not pos-
sible to dwell on only one discipline without paying attention to the cultural context
because it is an intricate relational network of references: a tremor on one side of
the network causes transformations and responses on the other, aptly depicted by
Whitehead's reflection: “[Elvery actual thing is something by reason of its activity;
whereby its nature consists in its relevance to other things, and its individuality
consists in its synthesis of other things so far as they are relevant to it.” (Whitehead
1998, p. 24).

In the present author’s opinion, this text has striven to focus on neglected
and professionally little cultivated questions relating to intentionality’s performativ-
ity, the mode of a work of art’s mediality, and the metaphorical imaginativeness of
expression. These topics entail the following core questions: why a work of art is,
how a work of art is, and what expression — either hidden in life or still insufficiently
consciously experienced — it has built.

Looking through these instruments, we have considered the work of a con-
temporary artist: Now we can try to respond. Why did he create this work of art?
| think he is most outraged by the state of European customs, the inward-looking
egotism of being immersed in one’s own values and past. This passivity, com-
bined with indifferent self-enjoyment, brings about a reaction of fierce repulsion
and a desire for activity that would alter the state of affairs. We pondered intention-
ality as an influential entrance into artistic production; here, we see an example of
intentionally inducing counteraction. Art has an appellative character, and we may
assess how closely intentionality relates to identity construction, to the possibility
of realising our visions, of fulfiling our sense of justice, and thus actually experienc-
ing a sense of freedom.?°

How is it a work of art? Let us respond to the text’s initial questions (altering
the work of art’s circumstances): Why does it matter that Atkins' work of art is in
video format and does not feature real people? The artificiality of this world creates
a more contrasting metaphor in relation to the organic composition of our natural
bodies, suffering, and pain. Real-life actors could never perform this “lightness” of
self-destruction, which is, however, significant for the resulting chilling expression,
since it expresses the rich and technologically developed world’s attitude to crises
it has contributed to more authentically.

L S S S

20 Regarding intentionality and activity in relation to awareness of freedom, Searle writes: “The sec-
ond point to note is that it is not just any state of the consciousness that gives us the conviction of
human freedom. If life consisted entirely of the reception of passive perceptions, then it seems to
me we would never so much as form the idea of human freedom. (...) The characteristic experience
that gives us the conviction of human freedom, and it is an experience from which we are unable to
strip away the conviction of freedom, is the experience of engaging in voluntary, intentional human
actions. (...) [T]here is no way we can carve off the experience of freedom. It is an essential part of
the experience of acting.” (1994, p. 25)

31



What stands out from these expressions is the contrast between the he-
donistic, narcissist infatuation with the magical beauty of the orientally impressive
Boléro on the one hand and awareness of massacres, human suffering, and the
loss of “self” on the other. This horrific tension is manifested by the light tune of
beachy idleness whilst looking on naively, which, compared with today’s technical
possibilities (airplane, fully automated security check hall), gives one the impres-
sion of being almost perverse. As a result, the artist takes aim at the very topical
feelings experienced by many Europeans.

It is this mixture of expressions, which the artist has linked with the sensual
and erotically stifling Boléro with precision, that is the main and transculturally
sharable content of the work of art, especially as it concerns fundamental existen-
tial feelings of powerlessness and aggression, waste, and pathetic celebration,
which are generally common to all humans. Expression, with its existential charge
unfettered by political and nationalist division, is the essence of transcultural shar-
ing; in this sense, it is possible to say that expressive disciplines — which are not
held back by language barriers — are the global Esperanto.

The purpose of this text is to make a case for such a theoretical apparatus,
explained in the first part, which enables the mediality of a work of art — and the
expression distilled therein — to live and exist at a personal as well as a universally
cultural level. It means “being hit and affected” by the work of art at hand. De-
scriptive disciplines must take good care of this apparatus; yet disciplines, whose
task it is to share and review a given value system, need to consciously build this
interface.

The present text has aimed to address and expose the collaboration of im-
age and music in the topical narrative and the way their metaphorical connection
through language is grasped so as to evidence the breadth of demands made by
art in today’s world, which education ought to be able to meet. What is at issue
here is to not narrow the broad, contextually anchored symbols down to superficial
communication; a goal in and of itself.

The art of free society consists first in the maintenance of the symbolic code; and secondly in fear-
lessness of revision, to secure that the code serves those purposes which satisfy an enlightened
reason. Those societies which cannot combine reverence to their symbols with freedom of revision,
must ultimately decay either from anarchy, or from the slow atrophy of a life stifled by useless shad-
ows. (Whitehead 1998, p. 64)
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4
EDUCATIONAL TRAINING
IN VISUAL LANGUAGES —

FOSTERING VISUAL LITERACY
SKILLS FROM A SELF-
REGULATED LEARNING
PERSPECTIVE

Marek Urban

Visual literacy can be conceptualised as a learned set of skills required for the
accurate understanding, interpretation, analysis, and creation of visual messag-
es (Yeh & Lohr 2010). Following a substantial literature review, Avgerinou (2009)
adds that visual literacy theorists also typically employ the metaphor of text reading
and text writing in their definitions of visual literacy. Even though this direct link be-
tween textual and visual languages has often been criticised for its philosophical
inaccuracy (Mitchell 2007), it is now widely accepted (Elkins 2007), leading to the
claim that one has to learn how to “read”, interpret, or decode visual cues in order
to “write”, create, or encode visual statements.

The fact that visual literacy skills can be learned, taught, and fostered is
a crucial point for this chapter, as the main aim is to identify key decoding and
encoding skills and offer a perspective of self-regulated learning regarding how
these skills can be acquired in a classroom setting. Nowadays, our pupils and
students are considered digital natives, i.e. those growing up in a mostly digital
environment, thus being more widely influenced by visual rather than textual stim-
uli (Prensky 2001). This substantial exposure to the visual messages associated
with digital technology has led some authors to the conclusion that digital natives
are developing into “visual experts” (Tapscott 2009). However, further research
suggests the opposite, implying that the encoding and decoding skills of digital
natives must be fostered in order to allow them to critically evaluate and re-use the
visual content they are consuming (e.g. when posting or sharing visual messages
on social networks; Brumberger 2011). Bowen (2017) emphasises that a growing
amount of evidence suggests that visual lite