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THE TSETSE FLY STORY

Wherever the subject
of visual literacy is brought
up, anywhere in Africaone is
very likely to hear the following
story: In a village somewhere,
in a rural area of Africa, commun-
icators were trying to explain the problems
related to the tsetse fly. For their talk,
the communicators used illustrations
of a large tsetse fly, to which the
villagers responded by saying,

"we cannot have these problems
here because there are no flies
that big in our village."

This is by far the most over-used story
connected with visual literacy research
and it is hoped that because of this
illustration training manual the
story may never be told again.



Introduction

The Artist as a Development Communicator

Ilustrations, whether on posters, flip-charts, in pamphlets or books,
play a major role in national development projects. Yet it is unfortu-
nate that the artist in Africa is often unaware of the new set of
demands which must be made on his talent when he becomes involved
in such a development project.

Even if Africa has many artists, very few have directed their energies
to illustrate for development. Worse still, those who have been interes-
ted and involved have usually lacked the necessary technical skills to
produce effective communication materials. We can see their work on
the many poorly drawn posters and booklets conveying health, agricul-
ture, literacy, and appropriate technology messages. In the rare cases
where an artist has had the required technical ability, his illustrations
have often been made with hardly any reference to the people who are
supposed to receive the message and benefit from it. Hence this training
manual. The manual is an attempt to improve visual development
communications by suggesting to artists in Africa ways and means of
producing more communicative illustrations.

Perhaps you are already a trained and qualified artist? Then no doubt
you already have a wealth of professional experience related to your
field. However, you might still find in this manual a lot of interesting
subjects for reflection.

If you are still under training you may have already selected one of the
many "arts" to specialise in; but did you know about illustrations for
development communication before you made the selection?
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How effective are these illustrations for adults of limited education?
What maybe difficult to interpret correctly?




lllustrations are important in helping the viewer to visualize the message.

On the other hand, if you are merely an intending artist, you may now
have realised how vast the field of choice can be, each area requiring
specialised training. Perhaps you may wish to train as an illustrator for
development? It is anticipated that the exercises and approaches
suggested in this manual will help you improve your drawing skills
and provide a foundation for further practice in this exciting and
useful field of illustration.

If you are a communicator in the academic sense, with responsibili-
ties to organise project support communications, then this manual
may be of extreme value to you. How often do communicators struggle
to find that the work produced is not quite as good as expected, but
because of time limitations it is printed anyway? This manual may
help you to:

1. Understand better why and how to adopt art work to the
visual experience of the intended audience;

2. Recognise the need for good quality professional illustration
at all levels of communication materials;

3. To be able to brief an artist more precisely as to the work
required and the audience who will see it;

4. To be able to conduct a simple workshop for local artists,
stripping away unnecessary art teachings and focusing only
on the skills required in illustrating for development;

5. To assess the final professional work of the artist more confi-
dently;

6. Thereafter, to evaluate the success and effectiveness of both
the illustrations produced and of the workshop conducted.

Finally, it is the hope of the authors of this manual that no matter what
category of reader you are, you might appreciate henceforth the
necessity and value of working as a team in the task of message design
and communication.



CHAPTERL1

WHAT THE ARTIST NEEDS TO KNOW

Parti

The Communication Team

Artists are usually unaware of themselves as part of a communication
team, but if they are employed to illustrate development messages
they are most definitely part of a team. Too often, they involve
themselves only in the execution of their work, they are reluctant to
change drawings, and generally take the attitude that their skill is a
gift from God and should not be criticised. Yet long before a commu-
nications project reaches the artist for illustration, there are many
other people who have worked creatively on it. These people vary in
accordance with the nature of the project, but in most cases:

The team consists of:

1. Message designers, government or agency officials involved
in any of the fields from Health to Information;

2. Authors who are asked to define the message in appropriate
terms for a given audience;

3. THE ARTIST

4.  Printers who work to produce the illustrated message many
times in the form of a poster, pamphlet or book;

5. Teachers and extension workers in the field who use the
illustrated material to convey the message to the people for
whom it is intended;

6. The audience is also part of the team since ideally the original
request for information on how to solve a particular commun-
ity problem came from them.

The communication process takes place through teamwork and the artist
is an important member of the team.




If the artist works closely with his colleagues in producing teaching
materials, the field worker or teachers job will become easier and more
interesting. (see over)

This is only a rough guide. In practise it can vary widely. Some projects
may also require editors, photographers, dramatists, researchers or other
specialists to join the team. Other projects may be mainly conducted
by only two persons: the initiators and the artist. Sometimes, projects
may be largely carried out by a single person taking on all the roles.
Thus the artist may find himself as a small part of a large team, or be
virtually his own boss.

The important thing is that the artist's work is understood as part of
the total communication exercise. Each member of the team has a
professional skill which should be understood by the other members.

The artist working on illustrations for development is not just an artist
engaged in producing beautiful pictures; he is a communicator of
messages aimed at enhancing peoples' lives. The development artist
must produce functional pictures; and his criteria for judgement
should be that if they fulfill their function and the audience learns
from them, then they are beautiful.

Working on illustrations for development, the artist must possess
the basic skills of drawing, painting and visual design. These skills will
enable the illustrator to present objects, events and ideas visually in
his two-dimensional form.

However, in addition to these fundamental skills there is another range
of skills which the artist should always bear in mind. These "skills"
are difficult to define, but they refer to the artist's ability to work with
other people, to process information in an attractive visual way, and to
select appropriate styles and medium for a given job.

When message designers decide to provide information intended to solve
a community problem, one of the first questions they must ask is:
"What is the best way to convey this message to the people?" For
example, does the intended audience have access to television or
radio? Is there a popular magazine in circulation? Could these vehicles



be used to get the message across? Or do they miss the intended
viewer?

In Africa, the traditional method of "passing on messages" was through
the spoken word, music and song. As "communication methods"
these were certainly slow, and probably hampered by the 2,500 or
more spoken languages which still survive across the continent today.

These days, television still only serves about 1% of the population
of most African countries and is therefore rarely suitable as a channel
for development messages. Radio holds a wider appeal, but this form is
limited in the type of message it will convey effectively. There are
few magazines or newspapers found in rural areas; so we find that
travellers, teachers, or in many countries the official community
extension workers are the main sources of new information to a rural
audience. This being so, the materials used by these teachers or exten-
sion workers (which are generally printed and should invariably require
the hand of an artist in their production) probably provide one of the
most effective mediums for development messages.

Development is aimed at helping the individual to improve his or her
way of living. Most development messages are therefore concerned
with teaching new skills to individuals or small groups. One important
branch of development focuses on literacy and language; that is it
aims to teach people to read and write. Increasingly literacy work is
integrated with other development work which is concerned with
helping people to acquire certain knowledge, attitudes and practices
which may improve their standard of living. For example, some projects
aim at improving crop yields, or improving the health of the people, or
encouraging them to develop a spirit of self-help and a feeling of
belonging to the community. When these areas of development involve
a community which is largely unable to read and write, the work
of an artist is virtually indispensable. Since about 70% of the popula-
tion of sub-Saharan Africa is estimated to be illiterate, or only semi-
literate, the potential demand for development artists is very consider-
able.
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Symbolic illustrations are easier
to do but they are some times
more difficult to recognise.

From now on we shall concern ourselves solely with the work of the
artist and how he can enhance his role in the communications team.
His primary task is to draw, so let us begin by asking: "How does
the artist know what to draw?"

To be an effective illustrator for development the artist needs to carry
out some research in order to discover how his drawings are perceived,
and what types of representations are best understood by the specific
group of people he is trying to communicate with. In this, it is not
necessary for the artist to confine himself to his own research, for a
welter of investigation into visual literacy has already been conducted.
Rather, he should Dse the existing research findings as a basis for his
own very necessary supplementary research.

Part 2

Visual Literacy Research Findings

Let us look at some of the common research findings. The most
common conclusion among visual literacy researchers working in
Africa is that most rural communities have had very little exposure
to printed materials in any form. Pictures or illustrations are new
experiences for them, and the idea that one can learn something of
use from a picture is very new. The belief is also prevalent that many
illustrations delivered to rural audiences are either ignored or mis-
interpreted. It appears there has been a gap in communication between
researchers and artists involved in producing these illustrations. Work is
still sent out which does not take account of the level of visual percep-
tion in the community concerned. There is also a growing feeling
among artists that many of these illustrations are not executed as
professionally as they could be.



The following short list of research conclusions should be taken into
consideration by a development artist when illustrating for an audience
with little experience of two-dimensional representations.

Close up illustrations which cut off any part of the body
(e.g. head or hands) are difficult to comprehend.

@ Full-figure drawings are usually understood, and provide a
useful starting point for educating and introducing an audi-
ence with a low visual literacy level to picture communica-
tion.

[3] Superfluous detail in the background should be omitted for
the new viewer, who may find it confusing and unattractive.

11
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Photographs with the background taken out are recognised
as easily as drawings but often reproduction techniques for
printing photos clearly only exist in capital cities. The
photograph of a black face in bright sunlight can block-in
easily when printed and so become unrecognizable.

Symbols such as ticks, crosses, arrows, pain symbols, lines
for speed, or movement for heat or fever, shaky lines for
chills, ........ dotted lines for flight, are not understood by
the new viewer and must be introduced slowly and patiently.
Complicated messages with too many items in the illustration
cannot be comprehended.




Single message illustrations are the best introduction to a
rural viewer.

Cartoon strips with full figures can carry more elaborate
messages when the viewer has been taught how to read
pictures. But the professional skill of the drawings must be
high so that people identify the character as the same man in
the next box—and not as a separate illustration.

In a literate audience stories and illustrations together are
very effective in conveying messages provided the story refers
directly to the illustration and makes the reader examine it

The results of visual literacy research are often not passed on to the artist,
so there is not as yet a new generation of teaching materials which takes
into account the research already made.

REPRODWUCED FRoM ORBIT MAGAZINE, ZAMBEA. BensT FELCANGS BWALYA .
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Food, animals and items around the village are more difficult
to recognise than figures and take time to be learned.

Colour can be added effectively to food to enhance recogni-
tion.

Rural people are more interested in pictures if they can
recognise people like themselves in them. Figures should be
dressed appropriately, and facial resemblance to members of
the community is often an advantage.




13. Mannerisms, ways of dress, facial expressions, which are
familiar to the audience, all help to communicate the message
more effectively.

14.] Posters do not last long in rural settings.

Flip-charts or flash cards, used and explained by extension
workers, are the most effective way of teaching people to
learn through pictures.

16. lllustrated booklets left with the audience are only effective
in areas where visual perception is high.

17. In schools, childrens’ books which contain puzzles like "spot
the difference" or "spot the mistakes" are important tools in
increasingtheirvisualawareness.

In some societies the people will
only relate to visual aids which
portray their own culture.

Spot the ten differences 1?_
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Small flash cards enclosed in polythene can survive the ele-
ments in a rural area.

Blocked out figures, stick figures and outlined figures are not
as recognisable as line drawings toned in.

If words are used in comic strips or on posters for newly
literate people then upper and lower case letters should be
used. Capitals used throughout are more difficult to under-
stand. Avoid any fancy lettering styles.

The scale of items in a drawing should be like daily visual
experience. Large illustrations should not be used to depict
small items such as insects.

Studies are favourable to the realistic use of colour unless
it is likely to distract the viewer. But there is little evidence
that the increased costs of using colour are justified since
the corresponding increase in comprehension is usually
slight. Black and white will usually suffice.




