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ABSTRACT 

In view of current research in mental imagery and 

creativity, the researcher suggests that a program of art 

activities with clay media is advantageous for young blind 

children. The literature reviewed suggests the value of the 

young blind childs work in clay. This study discusses 

learning process of the blind, mental imagery and 

therapeutic art education. It attempts to answer three 

questions. The study asks how these children learn; what 

methods might be appropriate for art instruction, and looks 

for indications of the growth of imagery and creativity. 

The methods and activities designed and implemented are 

discussed in this study. Selected clay work by children are 

shown in photographs. The results seemed to indicate that 

the these activities were beneficial for young children with 

significant visual impairments. Recommendations are made 

for further study. 
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CHAPTER 1 

INTRODUCTION 

In view of current research in mental imagery and 

creativity, the researcher suggests that a program of art 

activities with clay media is advantageous for young blind 

children. Young blind children develop their mental imagery 

and creativity through first-hand experiences of the 

remaining sensory modalities. DeBeni and Cornoldi (1988) 

state that "the visual handicap does not eliminate visual 

imagery but simply limits its use in complex tasks" (p. 

651). DeBeni and Cornoldi's (1988) research tested the 

imagery limitations of congenitally blind students and found 

that "the blind may have images that possess many essential 

characteristics of visible objects, like spatial, textural 

and figural properties of object images, which are not 

necessarily based on visual perception (Kerr, 1983)" (p. 

651). Creative activity is one way to enhance the imagery 

of the blind student. 

Creativity is an existential element of mankind 

(Lowenfeld, 1957). Artistic expression and creativity are 

viable human skills and attributes that are not static. 

DeBeni and Cornoldi (1988) propose that the blind childs' 
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imagery "may be representations that are based on 

information collected through different sensory modalities 

and therefore may maintain some of the properties of visual 

objects" (p. 650). Creative thinking skills improve the 

quality of all our skills and experiences from the most 

aesthetic to the most practical (Csikszenthmihalyi, 1988). 

"New findings in psychology consider creativity one of the 

"basic drives," a drive without which we cannot exist; the 

ability to create is probably what distinguishes us most 

decisively from the animal" (Lowenfeld, 1957, p. 431). 

For the blind child, the creative drive plays an 

important role in learning. Research shows that independent 

mental functioning is essential to the blind child's 

development and survival (Stephens, at. al., 1977). Too 

often the blind student's life is carefully arranged and 

ordered in a familiar routine that remains consistent in 

nature (Lydon & McGraw, 1S73). 

Instruction should always be consistent. 

It is important that all people 

who come in contact with the child use 

consistent behavior. A child will become 

confused if bombarded by different stimuli 

for the same expected behavior (p. 8). 
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In a normal sighted child's life a great deal of 

inconsistent behavior is encountered. Although this may 

cause confusion, it also promotes growth of abstract 

concepts; such as most adults having different styles and 

approaches to teaching (Stephens, et. al., 1977). The blind 

child cannot reasonably expect consistency from classmates 

and sighted friends. Creative response to learning 

situations challenge blind students to use independent 

mental functioning (Lowenfeld, 1957). Survival for the 

blind child and the sighted child depends mainly on their 

ability to process information creatively. Hatwell (1985) 

confirms that the blind students' mental functioning 

parallels the stages of the sighted student and falls behind 

in terms of chronological age, not mental ability. The 

blind child is -able to accept creative challenges as readily 

as the sighted child although progress in conceptual 

attainment may be more gradual (Hatwell, 1985). 

The importance of creativity is discussed in a study by 

Czikszenthmihalyi (1988) which states that survival is based 

on our creative response to our environment. It is not 

based within the framework of logic. Problem-finding rather 

than problem-solving should be viewed as a more important 

skill (Czikszenthmihalyi, 1988). This requires creative 

thinking ability. 
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For better or for worse, we did not 

survive by obeying the dictates of an 

outside agency. Instead, we used every 

scrap of information at our disposal -

based on hunches, intuition, feelings, 

and so on - to get control over the 

energy in the environsnsnt. The well-being 

of the total organism, not compliance 

with the rules of logic, was the 

ultimate goal (Czikszenthmihalyi, 1988, 

p. 169). 

One way to promote creative thinking for the blind student 

is through kinesthetic experiences and mental involvement 

with the materi"al and the project. Manipulation of clay 

material provides kinesthetic experience (Hartley, Frank & 

Goldensen, 1952). 

Definition of Terms 

Blind refers to a person who is sightless or one who 

has less than 1/10 of normal vision in the more efficient 

eye when refractive defects are fully corrected by lenses. 

Kinesthetic refers to a sensory experience. 

Objective handicap is the actual handicap. 



12 

Sensory modality refers to any of the main senses able 

to feel sensations (eg., touch, vision). 

Subjective handicap is the attitude of the individual 

toward their handicap. 

Visually limited, visually impaired, visually 

challenged refers to a child whose visual acuity with 

corrections is 20/70 or poorer, or who, as a result of some 

other factors involved in visual function, cannot function 

in a learning environment without a special education 

program. 

Description of Study 

The participants in this study were a group of 28 

elementary students in a residential school setting. All 

participants wexe blind or visually- limited and had a wide 

range of subjective and objective handicaps beyond the loss 

of vision. Participants ranged in age from 4 to 13 years 

and had limited experiences with creative activities and 

clay media. 

The project duration was two semesters. The 

participants in this study attended a 30-45 minute art class 

once a week, in a group learning situation. There were two 

groups of students of approximately 15 students each. Clay 

activities were taught in a vocational resource room at the 

school. Two artist volunteers and six instructor's aides 
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participated in this study. The adult/child ratio was 2:1 

or 1:1 during the activities. The adult volunteers were 

instructed to answer questions, make clay models to enhance 

tactile understanding, and not to alter the child's clay. 

Blind children were expected to actively participate in 

clay activities initiated by the researcher. It was 

expected that the visual deficit would not interfere with 

the creativity or image making ability of the blind and 

visually limited student. Children should acquire (1) 

technical skills in clay; (2) image making ability, and (3) 

creativity. The clay pieces should give valuable 

information on the unique imagery of blind students and 

possible remediation of imagery through tactual learning. 

By stimulating motivation, setting creative goals and 

providing apprapriate materials and support, the blind and 

visually impaired student should achieve a successful, 

perceptual product. The underlying assumption was that clay 

programs for blind students should be incorporated into 

their school curriculum. The clay pieces created by blind 

students should indicate the initial limitations in their 

visual imagery and tha subsequent growth of imagery and 

conceptual development. The children's clay pieces should 

manifest their level of internal imagery and give insight 

into the imaginative thoughts of the child. A comparison of 

the work of the blind and visually-impaired student should 
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manifest the perceptual differences between visual and 

tactual learning. 

Questions 

In view of recent research in mental imagery and 

creativity, the study proposes the following questions: 

1) Are creative art activities in clay advantageous for the 

blind and visually limited student; and if so, 2) What is 

the most appropriate method of instruction for artistic 

activities for this population; and if a program is 

implemented, 3) What indications of creativity and imagery 

will be manifested in the childrens clay work. 

Limitations 

The researcher did not have access to information 

regarding student skill level. Such information might have 

served to indicate the personal and conceptual and personal 

growth of students resulting from their participation in the 

program. Indepth profiles on students were not available. 

Tests of students' imaging abilities were not performed. 

The researcher was assisted by adults, without art 

experience, who were beginners in the media. The teaching 

methods of these assistants were at times contrary to the 

process-oriented methods of this researcher. Adults were 

accustomed to product-oriented activities and were used to 
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giving students a great deal o£ assistance (i.e. doing too 

much for them). 

The environment was not amenable to "research" in 

formal terms. The project was limited to art activities 

with clay on a non-intrusive (to the student or school) 

basis. The researcher in this report was also the 

instructor which may have created some bias in discussions 

of the childrens work. By showing photographs of both blind 

and visually limited students, this study does not propose 

to draw any solid conclusions about these two populations, 

but rather to illustrate the activities and to discuss the 

students growth. 

The study will cover an extensive review of the 

literature available on the blind and how they learn, 

studies of mental imagery and creativity, and the methods 

and approaches used in the instruction of blind students in 

clay work, A photographic documentation of selected 

activities created by blind and visually limited students is 

shown for discussion of student work. 
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CHAPTER 2 

LITERATURE REVIEW 

To fully understand the blind child's need for creative 

activity, the researcher studied a broad range of 

literature. The literature in this section looks at the 

learning processes of the blind child, the significance of 

mental imagery, and the therapeutic aspects of art education 

for the blind child. The literature indicated the need for 

kinesthetic experiences in programs for the blind student. 

The literature stimulated the researcher to develop a 

program that would allow all students to participate 

actively in a "j)rocess-oriented" (Stephens, et. al., 1977) 

approach to creative learning through art activity. The 

major points which support this strategy are detailed in the 

following review of literature. 

Learning Processes of the Blind 

Creativity is defined as richness in ideas, 

originality, an urge to create, or creative interest (Smith 

& Caalsson, 1987). In a study with a control group and a 

group that participated in remediation activities, Stephens, 

et. al., (1977) note that "the findings stress the need to 
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provide the visually handicapped child with a variety of 

learning activities, activities which require manipulation 

of objects and which promote reasoning in ongoing 

situations" (p. 77). Creative activity requires a great 

deal of reasoning (Czikszenthmihalyi, 1988) and provides the 

opportunity to manipulate objects and materials. Clay is a 

manipulable material and modeling from concrete objects 

provides more sound conceptual information for the blind 

student. 

The blind have the ability to use their imagination in 

situations requiring ongoing reasoning. "The visual deficit 

did not involve specific limitations in the use of imaginal 

strategies" (DeBeni & Cornoldi, 1988, p. G51). Limitations 

exist mainly in the realm of purely visual experiences. One 

example given by DeBeni & Cornoldi (1988) is the rainbow. 

One study suggests "a more powerful instructional set or 

more thorough training (for the blind) in the use of imagery 

is necessary to enhance creative performance" (Suler & 

Rizzielo, 1987, p. 4). 

Creative activity can give the blind student a greater 

sense of worth. Lowenfeld (1957) observes that "handicapped 

people not only gain self-confidence through their creative 

achievement no matter how primitive it may be, but often 

derive from it a great deal of the independence and 

satisfaction so badly needed by them" (p. 431). Smith and 
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Caalsson (1987) state that "true creativity began to assert 

itself in cognitively mature 5-year olds, diminished 

appreciably when regular school started (7 years) to 

increase again at age 10-11 years" (p. 11). Smith and 

Caalsson (1987) emphasized that "creativity does not 

necessarily correlate with specific talent or fame" (p. 11). 

They discussed a "creative or generative attitude toward's 

one existence, including all levels of complexity from 

everyday questions to scientific and artistic problems" 

(Smith & Caalsson, 1987, p. 12). 

Tactile Learning 

Learning by touch is one of the sensory modalities 

which provides the blind child with a great deal of 

informo tion about their world. The Touch Foundation, 

Incorporated offers blind students a gallery of exhibits 

that are designed to be touched. Their motto is "please 

touch." They offer exhibits and displays of plaster casts 

of the human face for the blind to experience the different 

expressions and characteristics of a variety of faces. They 

acknowledged the need for blind people to have strong 

kinesthetic experiences which relate them to their world. 

Many of the faces cast are those of celebrities whom the 

blind have never seen, but are able to experience through 

their sense of touch at these exhibits. 
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To the blind, the unseen world is a 

world of touch. The speeding world o£ 

"high tech" needs an innovative "high 

touch" for the millions (8) of blind 

and sight-impaired yearning to keep in 

touch with the people and the events that 

shape the world (p. 2). 

The development of the sense of touch is critical to 

learning as it is the remaining unifying sense. The young 

blind child achieves intellectual, social and emotional 

growth through non-visual cues (Osborn & Osborn, 1983). 

Since the blind child lives in a visual world where touching 

with our eyes and not our hands is most acceptable, this 

child will not 'be free to explore the world as they might 

like. Societal reactions will teach them that restraint 

from touching is more likely to be accepted (Lydon, & Mc 

Graw, 1973). 

Clay puts blind children in touch with their tactual 

modality which is necessary to develop the "hand-eye" 

coordination. A sighted child captures his world on paper 

and begins to arrange it in an egocentric fashion. The 

sighted child uses art media to safely explore his feelings 

and discoveries about his world. Those same opportunities 

can be provided to the blind student through the development 
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of his sense of touch and the resulting "hand-mind" 

coordination which comes from working in clay media. Young 

sighted children draw from imagination for their artistic 

expressions. Blind children create tactual perceptions of 

their imaginative world during clay activities. The blind 

child has a fairly normal ability to use imaginal strategies 

(DeBeni & Cornoldi, 1988). 

Configurations which are determined tactually have to 

do with texture, size, weight, shape, length and width; 

relationships between objects - similarities and 

differences; atmospheric temperature changes; and object 

identification and comparative identification (Lydon & 

McGraw, 1973). "For the blind child, the sense of touch 

serves to organize perception of the shape, size, and 

position of obj-ects in his spatial world" (Lydon & McGraw, 

1973, p. 32). Although the blind student attains primary 

information on the concrete and functional level through 

tactile experiences, Lydon & McGraw (1973) note that he 

"usually has limited success in progressing to the abstract 

level" (p. 3). "The young child is restricted from 

interacting with his environment and may be prevented from 

acquiring appropriate information about events and objects 

surrounding him" (Stephens, et. al., 1977, p. 67). Fulkner 

(1968) illuminates the fact that when "working with tangible 

apparatus, the teacher is arranging experiences for the 
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student, giving him concepts, helping him with problems of 

mobility and orientation, and giving him a measure of 

environmental control" (p. 4). 

The blind student has a creative method for determining 

such features as depth (based on body movement capability); 

distance (based on time to get from one place to another); 

spatial organization, direction, distance orientation (based 

on sound); and direction (the way the air feels on their 

skin (haptic sense of touch and tactile spatiality)) (McGraw 

& Lydon, 1S73). Cratty (1971) outlines the desirable 

attributes that the instructor of the blind should 

encourage: 

1. Awareness of associations between 

verbal labels and perceived shapes 

o'f commonly used objects (i.e. combs, 

pencils, coins, etc.); 

2. Ability to manipulate materials important in 

various recreational activities, including clay 

modeling, weaving and the like; 

3. Gaining a basic knowledge of the verbal 

labels and the qualities inherent in 

common two- and three-dimensional 

geometric shapes, including the 

square, cube, circle, sphere, 

rectangle, triangle and the like; 
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4. Gaining concepts relative to scale 

by manipulating smaller representations 

of larger objects: trees, people, 

buildings and the like; 

5. Enriching the sensory experience by 

exploring and enumerating the large 

number of general qualities which may 

be gained by handling objects (p.40). 

Cratty (1971) illuminates five qualities of tactile 

inspection: 1) rigidity; 2) unity; 3) stability; 4) weight; 

and 5) shape. Thickness and texture are also tactile 

observations. 

Weaknesses in Tactile Learning 

This researcher and others have observed that blind 

children grasp new objects clumsily and continue this 

awkward grasping method while exploring the objects. It is 

a rough, patting motion which gives little information about 

the object, except that it is a solid object. For example, 

Lisenco (1972) took a group of blind adult students to a 

museum during a course in ceramic arts. Her intent was to 

teach the aesthetics of sculpture to blind adults. She 

realized that the blind adult had very primal touching 

skills that had to be addressed before the aesthetics could 
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be taught. The instructor found that most of them were 

unaware of how to use their sense of touch to determine the 

shape of a piece of sculpture. The information about the 

sculpture, apprehended through their methods of 

observations, was fragmentary and did not lead to an 

understanding of the shape. Rather than using their 

ingrained methods of touching and patting, he taught them to 

stroke their hands down the sculpture. The students 

reported learning a great deal more with this stroking 

method than they did with their own methods. 

The congenitally-blind infant is unaware of the world 

in the visual sense. When an infant comes into contact with 

a toy, it becomes real for them. When the child puts down 

the toy, no image of the toy lingers (Lydon & McGraw, 1973). 

Active particip'ation in forming objects from the clay gives 

the child insight into the construction of certain objects 

they come in contact with (i.e. a bowl). This first-hand, 

intellectual understanding of the object is achieved through 

interaction with objects. The blind students perceives the 

attributes of images through visual perceptions of the 

sensory properties of an object; such as size, weight, 

shape, and texture. When the childs' sensory experience of 

the object is cognitively processed they create a synthetic 

image of the properties of the object (DeBeni & Cornoldi, 

1988). This information on the object serves as a 
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confirmation of the object which is now useable in 

processing additional knowledge related to the object. The 

sighted child has a rich reservoir of visual experiences 

from which to draw on, while a blind child builds concrete 

concepts easily but has difficulty with abstract concepts 

because of their limited imagery (DeBeni & Cornoldi, 1988). 

The blind child acquires their imagery through direct 

contact with objects, people and the environment. 

Experiential Learning 

The experience of objects, people and the environment 

becomes informative only when there is a physical 

interaction between the child and the object, the person or 

the environment (NAEYC Pamphlet, 1986). When the blind 

child works with clay it puts them in constant contact with 

the form they are creating. Further, it gives them the 

opportunity to control the clay and the creative experience, 

within the framework of the activity. Lowenfeld (1957) 

states that the blind build up their concepts out of 

individual elements each of which has been apprehended 

through their sense of touch," and that "out of these 

elements they construct a synthesis of the whole" (p. 462). 

"The experience of the totally blind is primarily derived 

from the forms they observe and feel on themselves" 

(Lowenfeld, 1957, p. 451). Piagetan theory makes it clear 
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that children learn by doing. Learning does not occur 

through osmosis (NAEYC Pamphlet, 1986). Active 

participation provides the perceptual experience necessary 

to integrate concepts successfully. The more significant 

perceptual experiences a child has, the more learning a 

child will achieve. 

In their position statement, the National Association 

for the Education of Young Children (NAEYC) state that 

"children acquire knowledge about the physical and social 

world in which they live through playful interaction with 

objects and people (NAEYC Pamphlet, 1986, p. 3). "Learning 

is a complex process that results from the interaction of 

children's own thinking and their experiences in the 

external world" (NAEYC, 1986, p. 3). Stephens, et. al. 

(1977) research on blind and visually-limited children 

states that manipulative activities help to internalize 

experiences which lead to cognitive growth. 

Chronological Differences in Learning 

A great deal of emphasis in this study is placed on how 

the normal child and blind child develop their knowledge. 

Readings (Hatwell, 1985; Lydon & McGraw, 1973; Osborn & 

Osborn, 1983, Fukari, 1974; Fulkner, 1968; Lowenfeld, 1939, 

1947; Cratty, 1971; Lindsay, 1966 & Hollander, 1971) 

indicate a noticeable deficit in terms of the development of 
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concepts and the apparent chronological/psychological 

differences in the maturational process of the blind child 

in comparison with the normal-sighted child. Children 

proceed through nearly identical developmental stages 

eventually, although the span of time necessary to reach 

each stage is lengthier for the blind student (Hatwell, 

1985). 

It is important for the blind students to develop 

synthetic concepts at a young age to increases their 

facility to conceptualize space. In the visually challenged 

child, sensory input can compensate for visual input in the 

process of a visually-challenged child's synthetic 

construction of space conception (Hatwell, 1985). 

Obstacles to Learning 

The blind child's major obstacle in learning occurs 

when the brain cannot integrate cognitive and perceptual 

stimuli into coherent knowledge (Lydon & McGraw, 1973). 

Normally-sighted children and blind children learn verbal 

language at a similar rate. The remaining sense show 

similar ranges of ability between the normal-sighted and 

blind child (Hatwell, 1985). 

The blind child has no greater superiority in the other 

senses, however adults may develop this superiority 

(Hatwell, 1985). One way the blind child compensates for 
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visual perception is by fragmentary perceptions achieved 

through their tactile senses. These perceptions, intimately 

attained and ordered, may not be visually accurate, but 

serve the child individually in their understanding of the 

world and in their construction of individual 

knowledge. "Another positive factor in the use of tangibles 

is the training the blind child gets in finger and hand 

coordination through manipulation and exploration" (Fulkner, 

1971, p. 5). 

Mental Imagery 

The study of aesthetics and creativity take on new 

meaning in this generation, especially for the 

blind student. Studies of mental imagery propose that our 

creativity has structural limits (Csikszenthmihalyi, 1988; 

Ito, 1988; Cocude & Denis, 1988). Our intrinsic constraints 

determine the available mechanisms for creative usage (Ito, 

1988). Categorizations of external and internal elements 

begin from basic classifications and narrow to finer 

classifications (Gombrich, 1983). 

The blind child benefits when an intellectual 

equivalent of basic to finer classifications develops within 

the mind to compensate for the absence of the mental 

configurations they would acquire through visual experiences 

(DeBeni & Cornoldi, 1988). The study of art and human 
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development shows indices of this progressive movement 

toward higher conceptual levels of cognition (Uhlin, 1984). 

Studies by Rhoda Kellog (1955) of figurative drawings 

by children deal with the development of mental imagery and 

the internal classification of images. This process begins 

with primary shapes and develops, parallel with other 

maturational processes, to more complex levels of imagery 

composition. 

An extensive study of mental images (duration and 

latency) by Cocude and Denis (1988) concludes that 

one of the "major characteristics of the mental 

representations transiently maintained in the processor is 

that they are structurally analogous with perceptual events; 

furthermore they are accessible to conscious inspection" 

(p. 89) (Emphasis added). 

Conclusions drawn from these studies indicate that 

varying levels of image generation can be achieved by an 

individual and further that these generations can be 

triggered by high-imagery nouns in the sighted individual 

and tactile experiences in the blind individual. If mental 

imagery is a product of the mental process, independently 

generated but triggered by visual stimuli, it may be 

possible to trigger these image-making processes both 

verbally and tactually. The blind student may have access 
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to basic structural configurations which can be generated 

internally for conscious inspection. 

Hatwell's (1985) research notes that blind adults will 

have achieved varying levels of ability to synthesize 

spatial concepts. Hatwell's (1985) research stressed the 

need for activity which developed the construction of 

synthetic concepts beginning at an early age. The mental 

imagery of the young blind elementary student is critically 

limited, due to the deprivation of image-generating 

stimulus. 

Cocude and Denis' (1988) study indicates that nouns are 

capable of producing mental imagery and that the duration 

and latency of the images related to the power of the noun 

used. Certain nouns were found to be high-image producing 

nouns and others have moderate to low-image producing 

capabilities (Cocude & Denis, 1988; DeBeni & Cornoldi, 

1988). Many nouns may have no true meaning for the blind 

child unless they have had a first-hand kinesthetic 

experience of the word. Nouns that relate to purely visual 

experiences have little or no meaning for the blind child 

although they may have recall of the word, they cannot 

create imagery without the experience coming from the 

remaining sensory modalities. 
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Concept Attainment 

The blind child learns primarily through language and 

touch. Much of their exposure to verbal and tactile 

concepts is meaningless when there is no foundation for 

understanding (Lydon & McGraw, 1973; Stephens, et. al., 

1977). Concepts are not attained because they are not 

completely understood. The concepts become lost because the 

information is not complete. It does not travel through the 

inner paths of the brain where successful integration 

capabilities lead to knowledge for the student (Cratty, 

1971) . Unless prior concepts are in place that help to 

classify and clarify the information received, it is more 

than likely that information is lost or unusable as genuine 

knowledge. Tactile clues provide a limited foundation from 

which to form concepts. 

A great deal of insight into vision and the mental 

formation of visual symbols comes from Gombrich's (1982) 

work. That research illuminates the importance of vision as 

a meaningful key in the construction of configurations in 

the mind of the child. Gombrich's (1982) book is an indepth 

study of vision and imagery. Our mental configurations open 

the door towards greater knowledge because basic concepts 

are available and usable by the child when processing new 

information. 
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Czikszenthmihalyi (1988) states that an expert in any 

field has retained 50,000 symbolic configurations. The 

retention of a large number of symbols leads to higher 

levels of cognitive intelligence. These symbols provide a 

source of imagery when processing new knowledge. 

It is important for a young child to develop symbolic 

representations (mental imagery) and clay promotes the 

development of these symbols and their attainment through 

active engagement in creative play (Cohner & Gainer, 1984). 

Art activities provide symbolic growth for students as they 

explore the media and manipulate it in a search for symbolic 

experiences with their tactual modalities. 

Symbolic configurations are used to attain knowledge 

and once achieved serve a useful purpose throughout life. 

"The cognitive classifications, seriations or systems which 

characterize concrete operational thought (7-11 years) are 

termed groupings and they last throughout a persons's life" 

(Stephens, et. al., 1977, p. 40). 

The blind student must gradually form analogous 

intellectual concepts from which to build new knowledge 

(Stephens, et. al., 1977). The congenitally blind student 

processes information in a unique and creative fashion in a 

mode of self-adjustment to the circumstances which confront 

them. 
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Piagetan theory provides a stimulus for many 

researchers in different areas of special education for the 

young child, both sighted and visually-challenged (Stephens, 

et. al., 1977; Hatwell, 1985; Lydon & McGraw, 1973; Lansing, 

1970; Craving, 1984, Wadsworth, 1971). Piagetan theory 

tells us that concrete experiences encourage children to 

form and test their own hypotheses and that activity plays a 

vital role in a child's cognitive development. This theory 

provides a stimulus to design art activities for the blind 

that allow the child to act with verbal instruction and 

tactile modeling as a guide to the use of perceptual 

experience as a tool for learning (Wadsworth, 1971). "An 

analysis of the results of plastic modeling will 

not only reveal the lacks and limitations of both the 

imagination and the bodily feelings, but will serve as a 

gauge of mental development as the instruction proceeds" 

(Lowenfeld, 1957, p. 469). 

Osborn and Osborn (1983) emphatically state that the 

meaningful concepts that children learn are through direct 

activity rather than through osmosis. This is acutely true 

in the case of the blind child who does not comprehend 

verbal input with the aid of visual experiences but must 

struggle with the verbal concepts or not retain the verbal 

information at all because there are no structural 

configurations in place that enhance their understanding of 
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Perceptual Experience 

During the concrete operations stage, whether blind or 

sighted, a child requires a high level of perceptual 

experience to enhance the cognitive and conceptual skills. 

Hatwell (1985) suggests that the blind child benefits from 

daily exercises which involve "high level integration of 

more complex perceptual observations" (p. 11). Hollander 

(1971) notes that "success is more often in the doing and 

the making than in any apparent beauty of the finished 

product" (p.3). Perceptual experiences orient the child to 

their world. A blind child is able to experience the 

abilities and limitations of their own perceptual responses. 

As Fulkner (1968) observes, "all of these positive 

experiences stimulate the student's curiosity" (p. 5). 

Therapeutic Art Education 

Unlike the sighted student, the blind student 

generally has limited types of exposure to environmental 

experiences. The student moves in a rather static, familiar 

environment in most cases, and therefore has limited 

experiences with his environment which promote substantive 

knowledge of the environment. Lisenco (1972) sensitively 

observes in her work with the blind adult that "the striving 
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for independent functioning and productivity can frequently 

be satisfied through various craft activities" (p. 16). 

Clay is a flexible material. Children can create settings 

and simulate environmental experiences with clay. The 

necessity for simulated experiences for blind students in 

residential settings is clarified by a discussion of a study 

by Brekke, et. al. in 1974 (Stephens, et. al., 1977): 

"Essentially the results of the Brekke study serve to 

suggest that home-reared blind children are exposed to a 

wider variety of experiences and have greater opportunity to 

explore their environment than have institutionalized blind 

students whose interaction is curtailed because of 

limitations imposed by institutional life" (p. S9). 

Lowenfeld (1957) states that the blind students program 

rarely will include a program of art. 

"It is difficult to conceive that during an era in 

which art education - especially in the elementary 

classroom - is considered an integral part of the 

total curriculum, most of the schools for the 

blind still think of art as a preparatory stage 

for professional art training and therefore out of 

the question for the schools for the blind. That 

creative activities serve as a means for emotional 

release and adjustment, that they promote 
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independence and flexibility of thinking, that 

they can be used for group dynamics and social 

integration, has not yet penetrated the thick 

walls of most of our institutions. Happiness 

apparently is still a luxury which handicapped 

people cannot afford in a materialistic time in 

which education of the handicapped is almost 

exclusively geared toward preparation for 

making a living. That one can do this more 

adequately and efficiently as an adjusted citizen 

has been greatly neglected" (Lowenfeld, 1957, 

p. 431). 

Lowenfeld (1957) and Fukari (1974) have both found the arts 

to be especially beneficial for the blind student. When a 

program of ceramics was instituted at a school for the 

blind, the results of the program were surprising and 

encouraging. 

The director was concerned that the students had become 

disheartened and seemed to have lost their interest in 

themselves and their lives. The teacher/director decided to 

institute a ceramic program for his students. After many 

years working with blind students and feeling as if it was 

going nowhere, Fukari visited the director. The director of 

the school's response to Fukari's disheartened feeling was. 
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"but you do know, don't you, that no one has ever done what 

you are doing now?" (Fukari, 1974, p. i). 

Shiro Fukari's treatise on his work with the blind 

gives insight for this research. Fukari (1974) did 

something no one had done before. He was hired on as an art 

teacher in a school for the blind, without the benefit of 

curriculum designed for use with the blind student. He 

designed an art program based on his own experiences and 

committed himself to the effort. His book details the 

pinnacles of success reached by the children. 

In Shiro Fukari's (1974) book, he observes specific 

features of the blind students work with clay. 

1. The parts of an object that they 

know and put together are very 

different from the actual objects 

themselves. Probably it is very 

hard for them to envision an entire 

outline of the objects they wish 

to represent. 

2. Many of the children's versions of 

actual objects are composed of balls, 

flat surfaces, and stick shapes. 
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3. The parts the children know well or 

are interested in are exaggerated 

in their proportions. 

4. They are very good at expressing the 

indentations and projections of the 

real objects. 

5. They can easily re-create the rough and 

smooth textures of surfaces. 

6. They can make imaginary things, but 

these are always based on forms they 

have touched or felt, especially those 

of the human body (p. 43). 

Fukari's (1974) book details a long, and tedious 

struggle which began with the children's subjective outlook 

on their creative abilities. They were negative and 

insecure about their art abilities. But, after many years 

with Fukari, the students lost their inhibitions and opened 

up to their own abilities. The level of success they 

achieve through their tactual ceramic work is nothing less 

than phenomenal. The children exhibited their ceramic work 

(after many years of study) along side visual artists, and 

some of their pieces received honors. Some of the blind 

children had individual successes in visual art competitions 

that fostered a spirit of confidence among their 
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counterparts in terms of their own capabilities of artistic 

expression. 

The public viewing of the art pieces drew considerable 

attention. The students' work compelled viewers in an 

unexplainable way. It brought forth strong emotions and 

aesthetic responses in the viewers. Although tactua]Lly 

conceived, these works were intrinsically expressive of 

human qualities. Fukari (1974) suggests in his treatise 

that the works of the blind should properly be viewed in the 

same manner they were made, without the benefit of vision. 

However visual their ceramic pieces are, there is a 

mysterious charisma about them; uncommon to the aesthetics 

of visually-produced pieces (Fukari, 1974). 

Art Not by Eve details a program in the fine arts for 

blind adults. Clay is the main media. Lisenco suggests 

activities and approaches to teach art to the blind adult. 

"Clear concise statements, filled with any pictorial imagery 

the teacher can bring in, will benefit all the students" 

(Lisenco, 1972, p. 87). The quality of verbal instruction 

may hinge its effect on a tactual counterpart to the 

discussion. Lisenco (1972) recommends "a lecture or 

discussion during which it is possible to put the blind 

person into tactile contact with the material being 

discussed" (p. 89). She recommends that the lecture or 

discussion be clear and brief because "long, vague 
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discourses do not work well" with the blind student (p. 89). 

Using high-imagery nouns in discourse can serve to confuse 

the student who cannot relate his experience to the words. 

Lowenfeld's (1957) study G£ creative and mental growth 

contains a sensitive narrative of his observations of the 

congenitally blind student and his art. Photographs of clay 

models made by congenitally blind students express their 

unique perception of the face. Lowenfeld (1957) observes a 

subjective attitude of the deaf-blind toward his 

environment. 

For a teacher, this development opens new 

possibilities for understanding and 

influencing the world of imagery of blind and 

deaf-blind pupils. An analysis of plastic 

modeling will not only reveal the lack and 

limitations of both the imagination and the 

bodily feelings, but will serve as a gauge of 

mental development as the instruction 

proceeds (p. 469). 

Lowenfeld (1952) espouses the good feelings of a young 

student making progress through instruction and says, "Not 

only has creative activity relieved the tension 

which did not permit the individual to communicate freely 
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but it has also added to her general growth" (p. 474). 

Hartley, Prank and Goldensen are clinicians who 

introduce the use of clay to teachers of young children. 

From a clinical standpoint, they expound on the uses and 

benefits of using clay with young children. Their study 

addresses individual reactions of students and the emotional 

values of clay. Although dated, this study offers insights 

into underlying personality characteristics that color the 

childs manipulation of clay. For example, "the joy and 

self-assurance which seem to be connected with creative 

activity frequently characterize manipulation of this 

material" (Hartley, Frank & Goldensen, 1352, p. 211). 

Current studies conducted for the American Foundation 

for the Blind have determined the need for manipulative 

activities and creative experiences for the blind student 

(Stephens, et. al., 1977; Hatwell, 1985). Research in 

special education clearly states the need for independent 

mental functioning and encourages a process-oriented 

approach which involves children actively. Piagetan theory 

added much to the field of special education by his 

observations of how children learn. It is clear to us today 

that children do not learn through osmosis. They must 

actively participate in the learning experience in order to 

benefit. Rote learning offers little knowledge for the 

child. Rote learning is more a product of memory rather 



than cognitive understanding (NAEYC Pamphlet, 1986). 

The National Association for Education of Young 

Children (NAEYC) (1986) states the importance of appropriate 

learning experiences that correlate with the child's 

developmental stages. M. Robert Barnett, former Executive 

Director of the American Foundation for the Blind forewords 

Lydon & McGraw's (1973) research in concept development by 

saying: 

There is strong evidence that basic concepts 

such as those relevant to body image and 

spatial organization, must be introduced and 

learned at the maturational age at which they 

are ready to be learned, or they are lost or 

exceedingly difficult to learn. The sighted 

child gradually learns these concepts, 

through vision, from infancy. The child who 

is congenitally blind does not and so 

seriously lags in concept development 

through adolescence. 

Hatwell (1985) along with the American Foundation for 

the Blind and Stephens, et. al., (1977) in conjunction with 

the U.S. HEW, Bureau of Education for the Handicapped have 

contributed a great deal of information on the cognitive 
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development of the blind child. The unpublished activity 

guide is a powerful resource for curriculum planning 

(Stephens, et. al., 1977). 

In 1985, Hatwell published a comprehensive study of the 

learning capabilities and indications for the blind child in 

comparison to the maturation process of the sighted child. 

Piaqetan Reasoning and the Blind (Hatwell, 1985) offers 

insights into the cognitive development of the blind child. 

Hatwell (1985) cites from Von Senden's (1960, pp. 289-290) 

findings that the concept of space is non-existent in the 

blind child. Those who lose their sight later in life or 

those who have even partial vision develop a mental concept 

of space. The deprivation of the visual stimuli in the 

blind child - so crucial to the development of spatial 

concepts - is partially ameliorated by verbal concepts and 

tactual exploration. 

However, Hatwell's (1985) research also indicates that 

individual differences exist, among the blind, in their 

ability to synthesize spatial relationships. The 

implications of this are that perceptual experiences may 

increase the further development of the synthetic 

(intellectual) construction of spatial concepts. Hatwell's 

(1985) study reveals that eighty-five percent of our 

knowledge originates with vision. 
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Lydon & McGraw (1973) developed guidelines for the 

teacher of the visually-impaired and blind student. Their 

work also included attention to the needs of multiply 

handicapped blind children. They consider the lack of 

conceptual development in programs for the blind a severe 

problem. To illuminate this fact, the authors say that it 

takes 180 hours of training for an adventitiously blind 

student compared to 250 to 300 hours of training for a 

congenitally blind student to reach the same orientation and 

mobility goals. They state that concept development 

consumes a large part of the training time. 

By far the largest amount of this time 

is taken up by orientation, which has 

its base in conceptual development. 

It is also questionable despite the 

number of hours involved, that the student 

really understands the concepts well 

enough to apply them in situations other 

than those with which he is familiar 

(Lydon & McGraw, 1973, p. 5). 

Lydon & McGraw (1973) indicated that this training process 

should begin in kindergarten and continue throughout the 
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school years in order to be of most benefit to the blind 

child. The work by Lydon & McGraw (1973) contributes 

greatly to the theory behind the teaching of art principles 

through clay as a vehicle for concept formulation and 

abstract experimentation with concepts by the blind student. 

The principles of art sharply parallel the normal image 

generation (i.e. shapes, sizes, lines) of the sighted 

student. These concepts can be relayed to the blind student 

through firsthand tactile experiences and experimentation 

with clay, a pliable and easily manipulated medium. Clay 

models can reinforce verbal instruction instantaneously. 

Techniques with Tangibles is a manual of art activities 

for tangible instruction in the arts. Fulkner (1968) notes 

that "the good teacher's strategy is to arouse this miracle 

of the intellect, curiosity, by supplying both firsthand 

experience and tactile helps" (p. 5). Lisenco (1972) 

suggests that "blind adults will be better equipped to cope 

with some of the deep frustrations of their lives if they 

have a continuing creative experience to sustain them" 

(p. 108). 

Cohen & Gainer (1984) study the connection between art 

and cognition. Listed in their "Table of Cognitive Skills" 

are examples of art activities which parallel cognitive 

skills, for example: 
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Cognitive Skill: Example in Art Activity; 

Transformational Children who are aware that 
Imagery equal balls of clay can be 

modeled into different shapes 
and yet continue to have the 
same amounts of substance, 
weight, and volume, despite 
their varied forms, 
understand conservation (p.71). 

This is an excerpt from the whole table which is useful in 

understanding cognitive developmental training. 

This table is based on Piaget's contributions to 

understanding cognition and how it applies to the study of 

art. "Art media invite children to manipulate objects, to 

derive tactual and kinesthetic reinforcement in the 

development of perception, to organize their perceptions, 

and to form images" (Cohen & Gainer, 1984, p. 65). 

In the case of the blind child, the images are 

intellectual rather than visual. Cohen & Gainer 

(1984) observe that children artists communicate with 

themselves as well as the public. They achieve a sense of 

order as they arrange the symbols of their experiences. 

This process gives a child a sense of control over their 

environment and awareness that their own reactions have 

power. The goal of the teacher, says Cohen & Gainer (1984) 

is to "stimulate thinking and widen frames of references so 
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that children's own themes become more accurate and more 

complex" (p. 72). 

Blind or later-blinded children experience significant 

challenges in terms of their mental picture of themselves. 

This picture is created from their experiences and may be 

grossly distorted by negative experiences. The child tends 

to withdraw from themselves and the people around them 

because of a belief that their handicap makes them somehow 

less of person than others. Art therapy attempts to bring 

the blind child out of this isolated state. 

Art therapy strives to bring the subjective and 

objective handicap closer together by helping individuals 

realize their limitations, and more importantly, their 

capabilities (Lowenfeld, 1957). The blind child may choose 

to look upon his handicap in two ways, for example: one 

approach would be to realize that his mind works properly, 

his hearing is not impaired, he is able to verbalize, and 

his body functions normally; or, he may choose to believe 

that his blindness must preclude his enjoyment of being a 

whole person and this attitude leads the child into a state 

of severe isolation (Lowenfeld, 1957). 

Lowenfeld (1957) noted the importance of art therapists 

being able "to distinguish between objective handicap, the 

handicap as diagnosed or measured, and sub3sc11ve handiccip, 

the individual's attitude toward his own handicap" (p. 432). 
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The subjective handicap can lead a blind child into complete 

isolation if there are not opportunities to discover their 

own capabilities. When a child lacks or has lost their 

visual abilities, the attitude they assume towards their 

actual handicap can affect their lives more seriously than 

the actual handicap. 

Evaluation 

How a blind child feels about themselves is a crucial 

factor in how the child is able to express themselves to 

others. Cane's (1983) study of the creative faculty and its 

eminent expression reveals the role of the psyche in 

creative activity. "All the problems the young artists 

confronts must be realized by the teacher in terms of 

psyche" (Cane, 1983, p. 80). The study notes that inertia, 

fear and pride are three major obstacles to the expression 

of the young artist (Cane, 1983). For the blind child, 

these psychological states are magnified by their subjective 

handicap. Teachers need to learn to interpret the child's 

psyche to direct it positively (Cane, 1983). 

The assessment and evaluation of a child's work in art 

is an issue of much concern among theorists and educators. 

One cannot fairly assess a child in an area that they have 

no prior experience. The three modes of assessment that 

Gardner (1987/1988) considers crucial are perception. 
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production and reflection. 

The creative intelligence is one of the seven 

intelligences Gardner identifies in his study (Project Zero, 

1987/1988) on assessment techniques. He noted that school 

curriculums tend to ignore the students' creativity because 

of the illusive nature of evaluating creative efforts. 

The production aspect of their work can be viewed in terms 

of how much or how little they accomplished. The clay 

production moves slower for the blind student when the 

concept is not clear, it is more difficult for this student 

to move rapidly through the project and accomplish as much 

as the visually-limited student. 

Gardner (1987/1988) considers reflection an important 

assessment tool because it shows the reversibility of a 

child's thinking. Reversibility of thinking is the ability 

to think backward to perceptual experiences and incorporate 

them into the immediate experience. It is noted in the 

literature review of this study that the blind child has a 

limited ability to think abstractly. 

The methods of instruction used in instructing young 

children with significant visual impairments are discussed 

in the following chapter. The photographs illustrate some 

of the clay activities and the childrens creative responses. 
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CHAPTER 3 

METHODS 

After a careful review of the literature the researcher 

developed an approach identified by Stephens, et. al. (1977) 

as process-orientedi The focus of the process-oriented 

approach is the active engagement of the child and their 

participation in the process as a method of learning. The 

first-hand involvement of the student is encouraged. 

Questioning by students and open-ended discussions are 

promoted in this method of teaching. Teacher interference 

(i.e. making it for them) is avoided. 

This teacher used verbal instruction and spontaneously-

modeled clay examples to instruct the students in desired 

concepts. The verbal instructions were concise, clear and 

concrete. It was noted that too much verbalization became a 

hindrance to the blind student's understanding. The clay 

modeling was used to communicate the concepts in a tactual 

way. Attention was directed to students who appeared to 

need more information for understanding concepts. 

Stimulation was provided tactually through the clay 

models rendered as an explanation of the project. Children 

were encouraged to see tactually what we were attempting to 
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communicate at any given time. The blind student seemed to 

withdraw from the activity when the concept was unclear. 

The instructors observed the work in progress and looked for 

clues that the child was withdrawing from the activity. 

Questioning was used to motivate the student and to give 

them a chance to ask their own questions that may have 

precluded their understanding of the activity. 

Piaget teaches that "to act is to know". This 

researcher made every effort to assure that the children 

participated fully in each activity. The group setting 

helped to create a social exchange of ideas and a common 

goal for the students to achieve. The lessons were open-

ended to allow for individual perceptions to surface in the 

work. The childrens interaction was valued and questioning 

was encouraged. 

Children and adults at the school selected for this 

program had minimal or no art experience and limited 

exposure to the arts. The initial activities were planned 

for students and adults with this fact in mind. Contact 

with the clay begins slowly, almost intimately, getting to 

know the clay and its nature. The children did not begin 

with pinch pots or by making coil pots. The initial classes 

allowed children to experience the clay first through 

freeplay with an assortment of tools for discovery and 

experimentation. This created an opening for the 
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possibilities o£ the clay experience. It was a highly 

motivating axexcise because it was independent and freeing. 

Having entranced the children with the possibilities, we 

began to introduce them to the clay iii a more personal 

fashion (see Appendix A, Activity 1). 

Stage two of the instruction put the children in touch 

with their material. Children learn where clay comes from, 

historical uses of clay, and the various states of existence 

of the clay. One important aspect of these activities was 

the development of motor coordination. The activities in 

these lessons developed their fine and gross-motor skills 

(i.e. kneading; manipulating the texture of clay; rolling, 

patting, pinching). Manual dexterity was necessary to 

manipulate the clay. The blind childrens prehensile grasp, 

cortical opposition and bi-manual functioning seemed to show 

improvement during these activities (see Appendix B, 

Activities 1 and 2). 

Stage three introduced basic artistic principles of 

line, shape, form and texture, and 2 and 3-dimensional work. 

Concepts of size, height, weight, and relative differences 

were incorporated into the activities. Blind children 

became familiar with the terms of artistic language. They 

were encouraged to use these terms when discussing their 

work. Clay coils were used to show the differences in 

lines. Clay balls and straws were used to build three-
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dimensional sculptures (see Appendix C). Activities were 

planned to teach the blir<d child that they could develop art 

vocabulary and principles in a tactual fashion. 

Stage four is spent developing technical skills. The 

children struggled with the technical aspects of clay 

production were encouraged to abstract lessons in techniques 

into creative projects. Frequent technical reminders are 

given to the children so that they can preserve the pieces 

for tactual exploration. The process of learning technical 

skills requires reinforcement and recall of many clay-

related nouns (see Appendix D, Activity 1-4). Coil rolling 

is discussed in terms of softness and flexibility and 

hardness and inflexibility; pinch pots and slabs in terms of 

smoothness and uniform thickness; scoring in terms of 

adherence or non-adherence of the parts to a piece. 

Stage five explored the expressive use of clay to 

communicate feelings and body image. The children gained 

the knowledge of the material and techniques so they could 

work freely with the clay to express their images. The 

technical skills taught to the children were appropriate for 

their age. By this stage of the project, the children were 

familiar with terms and tools of clay working and began a 

series of faces and figures. 

The blind and visually impaired children were given 

about 15 dolls to explore and pass around. They observed 
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the similarities (i.e. body parts) and the differences in 

the dolls (i.e. hair, face, dress). They were also given 

two plaster casts of human faces for tactual exploration. 

They were encouraged to go from the face to the clay and 

continue going back and forth for additional information 

about the face or the figure while working. 

A series of faces and figures were made by the 

children. In the concluding activities, the subject of 

action and the figure was introduced. The blind children 

were asked to make an action figure by imagining an event 

that they enjoyed and depict the action of the event with a 

clay figure. Many of the activities in this stage required 

children to use their imagination to personalize their clay 

faces or figures. 

Textural experiments are interspersed throughout the 

activities. Games were developed with clay to involve 

abstract experiences. Making a game before playing it is an 

integrative experience which involves cognitive thought and 

an intimacy with the experience. 

Situation 

The school selected for this study was a local 

residential educational setting for blind and 

visually limited students. The researcher began in a 

classroom setting and taught independently in two 
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classrooms, once a week for approximately one hour each 

visit. While in the classroom, the researcher worked with 

blind and visually impaired students in a group setting. 

The group was small, intimate and appropriate for beginning 

art instruction with older blind students. The researcher 

taught clay activities to adolescents for one semester in 

this setting. 

The outcome of these sessions was a general feeling 

that more of the students could benefit from these positive 

experiences. The instructor arranged a program with the 

director of the school for the 1989-90 school year where 

children participated in activities written by the 

researcher. 

The space provided for the classes was a large 

vocational classroom used for "community hour" activities. 

The room was originally a ceramics studio, but was not 

currently used for that purpose. The community hour is 

designed as an enrichment class for social activities. It 

is a time where children are together in a larger group than 

the usual 5 to a classroom. It was an open-ended part of 

the curriculum and therefore ideal for this study. 

Selection 

The selection of the student was not controlled. All 

blind or visually-impaired students who attended the 
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community hour activity participated in the research 

program. Due to illness or other special programs, the 

subjects at any give time fluctuated. The instructor's 

aides and volunteer artists in this study were not selected 

by this researcher. 

Materials 

The main materials used in this project were donated 

items such as rolling pins, tongue depressors, seashells, 

string, cutters, toothbrushes, ceramic sponges, lace, 

textural tools, etc. Clay was the only material purchased 

for this study. The limited materials at the onset 

presented some creative problem solving and a lot of 

sharing. 
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CHAPTER 4. RESULTS 

The work of the blind children during the clay 

activities was documented in selected photographs. In these 

photographs are the manifestations of the blind childrens 

creativity and imagery in a 3-dimensional media. 

Photographic Documentation 

Figure 1 and 2 illustrates one of the coil activities 

from this stage three of their work. Children made small 

units (coil circles) and were asked to build a 3-dimensional 

sculpture by repeating the coil units and attaching them 

together. They were asked to be imaginative in their 

approach towards their sculpture. The children were asked 

to work in teams, but some worked alone. Figure 1 is a team 

activity by two visually limited girls. They verbalized 

their imaginative thoughts while working on their sculpture. 

They assigned many different moods to the piece as it grew 

larger. As they left the room one of the girls said it was 

a "woozle" and that "it could come alive" should anyone try 

to take it. These pieces suggest that the children used 

their technical skills, creative imagination, and mental 

imagery in their sculptures. 
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Fig. I. Woozle that Can Come Alive, 
visually limited student. 

Fig. 2. Man With Snakes Living Inside Him. 
Blind student. 
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During stage four, the children learned technical clay 

skills, such as the quality of kneading, pinching, forming 

slabs, scoring, texturing. This phase reinforced their 

basic skills. One activity that reinforced the technical 

skills is the sun symbol. The blind children were not 

familiar with the visual appearance of the sun, but rather 

the feeling of being hot and warm. Their interpretations of 

the sun symbol were very different than the visually limited 

students. An example of this difference is seen in Figure 3 

and 4. The activity was to roll a slab, cut it with a lid 

to make a circle and then roll coils and extend them outward 

from the circle. The visually limited student worked 

swiftly and had no difficulty with the concept. The blind 

students seemed to have difficulty with the concept of the 

sun. The child worked slowly on the coils and appeared 

confused on how to make them extend out from the circle. 

The researcher asked the children to make faces on the 

circle when they had completed their sun. The blind child 

began to use the coils to make "hair" on the sun. As seen 

in Figure 4, this child knew the techniques of slab rolling, 

cutting, and coil rolling but struggled with the concept of 

the sun and the rays which extended from it. 



Fig^. 3. Sun Symbol. Visually limited student. 

Fig. 4. Sun Symbol. Blind student 
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The following photographs are from stage five. At this 

stage, the children had acquired the skills to express 

themselves in their work with clay media. The body image is 

the focus of these expressive activities. This is most 

clearly represented in the final figures made by blind 

students and of the figures and faces made by visually 

limited students. The children realized their capabilities 

during these activities and their confidence and skills 

seemed to increase during the time the researcher spent with 

the children. 

In Figure 5 we see the creative product of a visually 

impaired boy working with a simple figure and using 

techniques he learned to add character to the figure. This 

child was interviewed at the onset of the activities on 

figures and told the interviewer that he "didn't really like 

art, he just liked to get dirty." He seemed to enjoy his 

success with the clay and the researcher was not convinced 

that his only joy in working with clay was that fact that he 

could get dirty. This boy's work with the face is seen in 

Figure 10. Observations of this child at work seemed to 

indicate that the child was progressing in his imagery and 

creative expressions. When asked at a later date if he 

wanted to continue working in clay, he replied "yes." When 

asked why, he replied, "because I want to make more faces." 
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Fig. 5. Baseball Player with Shoulder Pads, Belt and 
Tie. Visually limited student. 
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Some of the children responded to the activity of 

making figures by making body parts instead. The clay piece 

in Figure G is a hand# made by a blind boy. It shows 

technical skills in coil rolling and 3-dimensional building. 

Figure 7 appears to be a body part made by a visually 

impaired boy. The child said he was making a figure. The 

work of this child had a very stoic quality about it. He 

experimented slowly with the clay and often changed some 

very visual pieces by compressing them together. He seemed 

to enjoy the feeling of the clay and often was the last to 

leave the room when the activity was over. 



Fig. 6. Hand. Blind student. 

Fig. 7. Body Part. Visually limited student 
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The following figures were made by a little blind girl 

with a vivid imagination. Figure 8 is titled "Beautiful 

Girl Dancing with a Lace Dress." The little girl began her 

figure by the method she was taught, rolling a ball for the 

body and a smaller one for the head and coils for arms and 

legs but then was sparked with a creative idea. She worked 

quickly on this new figure that she imagined and began to 

verbally describe the action of dancing that it would soon 

be doing. We had used lace in an earlier project and the 

little girl asked for lace so that she could make a 

beautiful dress for this figure. She wrapped the lace 

around the figure and squeezed it deep into the clay as she 

remarked about how beautiful the girl looked. If you look 

closely at the figure you can see the face of the beautiful 

girl dancing. This project excited the blind girl and at 

the next class, she asked for "lots of clay" because she was 

going to make a whole lot of figures. She made three 

figures during the 45 minute period. Figure 9 is one of 

those figures. As you can see, her ideas of the figure is 

slightly more developed than in Figure 8. 

When asked if she would like to continue with clay 

classes, she replied, "yes." When asked why> she replied, 

"because it makes me feel great." The stimulation of her 

mental imagery seemed to be motivated by her successes with 

these projects. 
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Fig. 8. Beautiful Girl Dancing in a Lace 
Dress. Blind student. 

Fig. 9. A Figure. By the same blind student 
as in Fig. 8. 
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This face, done by a visually limited boy, was the most 

realistic face of the group. The child seemed to be 

procrastinating his work on the face and teasing another 

blind boy, who was also not working on the face. The 

researcher intervened and tried to encourage the (Children to 

begin their work. One of the aides came over and began to 

talk about the face and offered her assistance to him both 

verbally and tactually. She made examples of the different 

parts and encouraged him to explore the tactual model of a 

human face. The child began to work very hard on the face, 

asking questions, and exploring the model. His excitement 

was evident. The blind student beside him also learned from 

the explanations and encouragement of the aide. 

Figure 11 was made by a blind student who had recently 

had a minor operation on his eye. The child talked to 

himself while working on the face and pushed many holes into 

the face. "I'm giving you twenty eyes," he said, as he 

continued pushing his fingers into the clay and pulling them 

out. He seemed to be expressing some frustrations at having 

been operated on and seemed to be releasing these feelings 

in his manipulation of the clay. This child continued to 

manipulate the face in this way during the three activities 

which focused on the face. 



Fig. 10. A Great Face. Visually limited 
•student. 

Fig. 11. Twenty Eyes. Blind student. 
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The concluding photographs are of a free play activity 

with faces and figures. The children had a choice of 

creating a new figure or face, or using one they had made in 

one of the four prior activities on the face and figure. 

The visually limited girl who made the piece in Figure 12 

was very interested in experimenting with the techniques she 

had learned. Her figure is made with the coil technique. 

She first rendered a face on the figure but then decided to 

experiment with the tools on the table. We joked with her 

about all those holes in the figure, and she exclaimed, 

"it's a holy figure." Many of the children seemed to 

exhibit a high degree of creativity in this activity. They 

worked intently and the room was filled with conversations 

about their work. In Figure 13, we. see a big, round ball 

for the face made by a blind student. He wanted to use a 

spaghetti press to make some hair for the head he was 

creating. He made lots and lots of hair but attached very 

little to the head. The tool was more interesting to this 

child than the head he had begun to make. It shows some 

technical skills in terms of ball rolling and tool use. The 

children exhibited their knowledge of techniques and terms 

during these activities. Their imagery and ability to 

express themselves creatively seemed to be on a higher level 

than at the onset^ of the activities where children had a 

great deal of apprehension. 
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Fig. 12. A Holy Figure. Visually limited 
student. 

Fig. 13. Hair. By a blind student. 
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Of a total of 128 photographs taken of the children's 

work, the report merely gives a glimpse at the work of these 

students during the study. The photographs were randomly 

selected to give a more personal look at the results of the 

project and the childrens experiences with the clay. 

The results are looked at subjectively in order to 

suggest that the children were able to learn through the 

methods described in the preceding chapter. Whether these 

methods were the most appropriate for learning would need to 

be tested further. However, the work done by the children 

suggested that the methods used allowed them to learn the 

skills necessary to express themselves in clay. The 

creativity and imagery of the blind and visually impaired 

students seemed to develop with this method of instruction. 
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CHAPTER 5 

CONCLUSION 

The richness of the creative urge in blind students was 

expressed through their activities with clay. The unique 

and novel approach that was taken provided a playful 

learning environment for blind students outside the rigors 

of academia. The harmonic blending of theory and practice 

in planning and implementing activities for this population 

was considered successful by the researcher. 

The blind children who participated in this research 

performed beyond the researcher's expectations (which were 

extremely high at the start). The blind children's artistic 

expressions and verbal responses in terms of the media were 

skillful. The products and reflection by young blind 

students during art activities were personal and creative as 

shown in the preceding photographs. 

Imagery of the blind student might possibly be 

remediated with proper guidance as is seen in the 

photographs. The children made it clear that they want to 

continue working with clay. It may help them to develop 

clearer mental images of themselves, the people around them 

and the world they live in. 
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Recommendations 

It is this researcher's viewpoint that the implications 

of training blind students to use clay can lead to its use 

in other areas of learning. Facial expressions, body 

movement, and action are learned by using our visual sense 

but can be simulated in clay production. Spatial concepts 

and environmental scenes are learned through the visual 

sense, but with clay the student can simulate and explore 

these concepts. The implications of expanded clay use with 

these students appear limitless when children receive 

guidance and support in their activities. 

This research provided basic training in clay and 

explored the aspects of the use of clay in developing 

artistic programs for the blind. Implications for further 

development of expanded clay curriculum for blind students 

are numerous and should be pursued. Art is too often 

thought of as just good fun for children, rather than a very 

useful tool in the process of learning. 

Art principles may very well parallel our mental 

ability to classify and categorize images which play a 

valuable role in our synthesis of concepts and carry over to 

very practical concerns of life for the blind students. 

Future studies with blind children might include an 

extensive curriculum of clay activities that blind children 

could participate in. The researcher has worked with blind 
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and visually limited students for one and a half years and 

it is her opinion that these children benefitted greatly 

from the creative environment which allowed them to explore 

their feelings and their world through clay. If these 

benefits are not seen in the work of the children, they were 

seen by the researcher. 

The children were involved in the activities and 

experienced many facets of artistic expression and ceramic 

techniques. They exhibited a confidence in areas of tool 

identification and techniques. Before this study was 

conducted, the children had very little exposure to clay. 

These young, blind and visually limited children have a 

great deal more expertise with clay than at the outset of 

the activities and worked independently in the concluding 

activities photographed. It is for these reasons that the 

researcher has formed the opinions stated in this study. 
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APPENDIX A 

ACTIVITY PLAN 

ACTIVITY ONE: TOOL INTRODUCTION/PREEPLAY WITH TOOLS 

TEACHERS MATERIALS 

Spray bottle 
Cutting tool 
Clay 
Plastic baggies 
Straws 

CHILDRENS MATERIALS 

Clay (small amount) 
Wood tools 
Rolling pins 
Assortment of shape tools 

Our first activity will allow children the opportunity 
to discover clay in their own way. The instructor needs to 
see that each child receives an equal portion of clay and 
that the child is within raach of a selection of tools. The 
students will explore the tools (which should be laid in the 
center of the tables randomly). Have the children explore 
each tool on their own and encourage them to think of ideas 
to use the tool they choose to make impressions in the clay. 
This is a group sharing project and group discussions are 
encouraged. There is no right and wrong in the tool play. 
Experimentation and discovery is the point of these 
introductory activities. Instructors should ask open-ended 
questions to stimulate ideas for using tools. (i.e. How 
many different things can this tool do? What kinds of marks 
does the tool make in the clay). Allow the free exchange of 
ideas and discoveries with the children. 

Adaptations: If the child seems unwilling to touch the 
clay, please put their clay into a ziplock plastic bag and 
have them explore the clay by pressing on the plastic bag 
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rather than touching the clay. This may or may not overcome 
their initial fears. If the child becomes comfortable with 
the feeling of the clay in the bag, encourage them to take 
the clay out of the bag. 

Special notes: Distribute small amounts of clay to begin 
with so that the child maintains control over their clay and 
it is easy to handle. 

Time of activity: 30 minutes 

THIS ACTIVITY CAN BE REPEATED AS MANY TIMES AS YOU LIKE 
BECAUSE THERE ARE A NUMBER OF DIFFERENT TOOLS THE CHILD CAN 
USE AND WHICH MAKE THE ACTIVITY SEEM NEW EACH TIME THEY 
EXPLORE. 

ACTIVITY TWO: 

Lines: Teach the children how to make a coil. By using 
both hands, roll the palm of the hands over a piece of clay. 
The child will have more success by using small amounts of 
clay to begin with. Once they have rolled a few coils, they 
can begin to distort the coils by bending and arranging the 
coils to make a variety of lines. The teacher may want to 
promote the idea by rolling several coils and arranging them 
(i.e. one coil makes a squiggly line, one is straight, one 
is bent, one is a zig zag line). Talk about the quality of 
lines and how many different kinds of lines we can make with 
coils. Let the child tactually feel the example you've 
made. Make sure all the children in your group get the 
understanding of different kinds of lines. 

ACTIVITY THREE: 

Lines: Using the coil method, ask the children to make 
something using a variety of different lines by using the 
coils. They can lay the coils over one another, under one 
another and pinch the coils together to adhere them to each 
other. This will be done on a flat surface using wiggly, 
squiggly, curly, zig-zag or any combination of lines. 
Variety should tse emphasized in their use of the lines. The 
instructor should always be promoting ideas by making models 
of lines that the children may not think of and making them 
available for tactual inspection to the children. 
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ACTIVITY FOUR: 

Thick/Thin: Have the child roll coils that are thick and 
thin and talk about the differences between the two coils. 
Ask, "Did it take more clay to make the thin coil or the 
thick coil?" Have the child build something with thin coils 
such as a simple coil pot. Again, keep the size of the clay 
down to a minimum for control. Have the children make a 
couple of coils that are thick and then a couple that are 
thick. Ask the child to make something with the thin coils 
first and then put it aside and work with thicker coils and 
make something with the thick coils. 

ACTIVITY FIVE: 

Taller/Shorter: The teacher should cut a number of straws 
in a variety of lengths and put in containers on the table. 
The object of this activity is to find three sizes of 
straws. Tell the children to find three different sizes of 
straws, one long, one short and one size that fit in between 
the long and short. Now take a small piece of clay and roll 
it into a ball. Flatten the ball with the palm of the hand 
and place the tallest straw first, the middle size straw and 
the shortest straw in that order. The instructor should ask 
questions such as, "Which is the tallest straw? Which is 
the shortest straw? 
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APPENDIX B 

ACTIVITY PLAN 

ACTIVITY ONE: CUTTING AND KNEADING CLAY 

TEACHERS MATERIALS 

Spray bottle 
Cutting tool 
Clay 

CHILDRENS MATERIALS 

Clay 
Popsicle sticks 

Preparation: 

Slice each child a block of clay with the wire cutting tool. 
Cut the block in thirds from left to right and then from top 
to bottom. Then cut across the clay about 1/3 of the—way 
down the side. This gives each child a block of clay to 
work with that is a little smaller than a baseball. 
Distribute the clay to each child. 

Activity: 

Talk about a round shape similar to a ball. Have the 
children work with the block of clay to shape it into a ball 
in their hands. When they begin they should use slapping 
motions to shape the clay, and then rolling motions in the 
palm o£ the hands to smooth it into a round shape. 

Ask the children to use the popsicle stick to cut this ball 
in half. They will need to cut all the way around the ball 
shape since the popsicle stick is not long enough to cut all 
the way through. Ask the children to think of a way to 
dacide where the half mark would be (i.e. put both hand son 
the ball and push in a little mark to show where the middle 
is). Next, they will pick up one half of the ball and slap 
the flat side down on their table. Now, have them pick up 
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the other half of the clay (flat side down) and slap this 
half on top of the other. Have the child cut this in half 
once again and repeat the slapping, first one then the other 
on top of it. Once they understand the process, ask them to 
continue doing the exact same thing over a number of times. 
If a child remarks that their clay seems dry, the teacher 
should spray a small amount of water on the halves of the 
clay (too much water can cause the clay to splat when the 
child slaps it together). 

FOLLOW UP: 

When children have mastered the kneading technique and they 
have prepared their own clay, they should be given the 
opportunity to free play with clay and tools to emphasize 
that preparing the clay should be done before working with 
it. This lesson is important because it will increase the 
probability that the pieces they make will get fired and 
glazed. This is a highly motivating idea. Make sure the 
children understand that their skills in kneading are 
important to the end product. 

TEACHERS NOTES: 

Keep children on task by giving some verbal directions to 
students who are struggling with the concepts. Always do 
the activity so that you can use the model you've made for 
the childs tactual information, Explain vhil& ±he children-
work that this is the process used to mix up the clay and 
prepare it for the kneading which pushes air bubbles out of 
the clay. Clay is a po-^*dery material mixed with water. 
This process mixes the clay with the water so that it is 
evenly distributed and the clay is soft and pliable. 
Explain that the air bubbles are kneaded out of the clay 
because they can cause a piece to break in the drying or 
firing process. 

EVALUATION: 

This activity should be monitored and suggestions given. The 
object for the child is to understand the cutting and 
slapping repetition and be able to repeat it on their own. 
The child should be able to understand this three step 
process and why they have done it (i.e. to mix the clay, to 
prepare the clay for working with, to slab air bubbles out.) 
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ACTIVITY TWO: KNEADING 

SAME MATERIALS AS ACTIVITY ONE 

Activity: The child will learn how to knead the clay 
through individual instruction. Have the child put both 
hands on the clay and push with the palms of their hands 
away from their bodies. Then with the fingers they should 
roll the clay slightly towards them and than push down with 
the palm of the hand. This process should be repeated until 
a certain level of understanding is attained. When you feel 
a child needs some assistance, try to model the pushing with 
the palm and the pulling back with the fingers while the 
childs hands rest on your hands as you model the kneading of 
the clay. This takes some time to master but will assure 
the child more success when they begin to make their own 
pieces. 

TEACHERS NOTES: Stress the importance of this activity when 
it comes to drying and firing. It is very important that 
there are no air bubbles in a pieces that they make. A lot 
of good work can pop into pieces if the clay is not kneaded. 
If you feel that the child is not old enough to master this 
skill, you may want to begin each lesson with a modeling of 
the kneading with the childs clay to make sure there are no 
air bubbles. Explain to the children that this is similar 
to the way bread and pastry are made. 

During the drying process the clay contracts and the 
moisture leaves the clay. There are several stages to the 
drying process. When a piece is covered it will dry to the 
leather hard stage. At this stage the moisture remains in 
the clay, but some contraction has occurred. 
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APPENDIX C 

ACTIVITY PLAN 

ACTIVITY FIVE: 

TEACHERS MATERIALS: 

Straws cut in half, quarters and thirds 
Clay 

CHILDRENS MATERIALS: 

Straws cut in half, quarters and thirds 
Clay 

SHAPES: 

SQUARES: The containers of straws will be used in this 
project as well. Set the containers within reach of the 
students. Have each child find four straws of the same 
size. Then have them roll four balls of clay to the same 
size (small is best). Next tell children they will be 
constructing a square shape with the four balls of clay and 
the four straws. The children will make a square shape on 
the table with the straws and then use the balls of clay to 
connect the four sides. 

RECTANGLES: For this activity the children will need two 
tall straws and two short straws. They will roll four balls 
of clay and attach the sides of the rectangle with the balls 
of clay similar to the above project. 

TRIANGLES; For triangles, the children will need b?ne tall 
straws and two short straws and three rolled balls of clay. 
The straws should be laid out on the table in the shape of a 
triangle and than attached at each end of the straw with 
balls of clay. 

IN SnOH OF 7HE! PROJECTS, EACH BALL OF CLAY WILL HAVE TWO 
STRAWS IN IT. Have the children try to think of objects 
while they make the shapes. 
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This activity can lead to geometric sculptures made with 
straws, balls and pipe cleaners bent into different shaped 
lines and inserted into the straws. The children can be 
creative with their sculptures. 

TEACHERS NOTE: Always try to relate shapes to common 
objects so that the children begin to think in terms of 
shapes and have some common objects to relate them to. 
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