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Abstract

Until the last two decades, indications that blind people would understand and create pictures were sparse. EW, totally blind, adult, who began making raised-line drawings in her 30s, in 9 years created a portfolio of several hundred sketches. She selects her own topics and invents her treatments of the subjects. What is of special interest here is that two of her drawings, shown in the present paper, depict places but use devices to indicate one is a sanctuary and the other concerns a tragic era, using metaphor. Lightness of line in a forest drawing indicates it is out of reality, enchanted and a sanctuary. A tilted grid in a drawing of a Holocaust Memorial shows the events at issue were twisted and crooked. The devices are metaphoric and novel. The drawings deal with an ontological category, values, for which metaphorical devices in raised-line depictions have not been previously been considered.
Tactile drawings, ethics and a sanctuary: Metaphoric devices invented by a blind woman

Two drawings presented here deal with values. On the one hand, the pictures deal with specific physical sites – one a forest and the other a memorial – and on the other, they go beyond merely copying physical forms to include devices in the drawings to communicate their spiritual or moral significance. The drawings were devised by a blind woman on her own initiative. They introduce a realm of experience not previously considered in research on metaphor in pictures, and tactile pictures for the blind. 

The use of tactile pictures by the blind has been controversial (Heller, 2002; Heller and Ballesteros, 2006; Kennedy, 1993; Lederman, Klatzky, Chataway & Summers, 1990), reflecting debate on the long-held view that the sizes, shapes and motions perceived by sight are quite distinct from those of touch (Berkeley, 1709/1732). Theories of the scope of tactile pictures were lacking (Eriksson, 1998). Zollitsch (2003, p. 6) pointed out that blind people often “rejected drawing as a form of expression for themselves, usually because they were forbidden or prevented from doing so at an early age.” In contrast, while Picard & Lebaz (2012) write that “identifying raised line drawings of everyday objects is far from easy” (page 427), they conclude nevertheless that it is possible for blind individuals, including the congenitally totally blind. If they can identify drawings, surely they can create them.
Consider elements on a picture surface, realistic scenes they denote, and metaphoric scenes. 

Unlike sculptures, drawings are produced on 2-D (flat) surfaces, and require devices that produce visible and/or felt (raised) marks that represent whatever is to be depicted, irrespective of whether the marks consist of scribbles, lines, curves or circles, produced singly or in combination (Laursen, 1990). The mechanism at issue may be that dotted lines, continuous lines and surface edges all trigger similar receptive fields in vision, and the same may hold true in touch. Presumably, a line of dots can trigger a continuous function in perception. That is, dots in a graph may fit a function such as y = ax + b, and though the dots are sparse, with gaps between them, the function indicates a continuous set of xy coordinates are relevant, whether occupied by dots or not. The terminal dots in the line can end-stop the function, meaning they can indicate how far the continuous function applies. Likewise, a line can trigger a function defining an area to one side of the line, and, in addition, end-stop the area. The continuous functions triggered in perception allow foreground and background perception. For example, in a drawing of a block sitting on a platform, a line can depict a foreground surface such as the front surface of the block meeting another foreground surface -- the top surface of the platform. The two surfaces meet all along the length of the line. One terminates – the front surface of the block is end-stopped. The other – the platform – continues. Kennedy (2012) argues the use of visual line for surface edges was discovered by ice-age artists and the evidence currently available is that blind people can use a tactile line to depict surface edges.     

Both vision and touch can discover the directions of objects from the observer (Tinti, Adenzato, Tamietto and Cornoldi, 2006; Loomis and Philbeck, 2008; Cabe, 2011). Reaching-out and looking-out are analogous and perspective in the form of directions governs everyday haptics, just as it does vision (Millar, 1994; Eardley and Van Velzen, 2011; Kennedy and Juricevic, 2006). For example, blind and sighted adults respond similarly  on the Piaget perspective-taking “three-mountain task” which requires observers to depict three objects on a square tabletop from vantage points such as their own, the opposite side of the table, and people sitting on the left side or right side of the table (Chao, Kennedy and Wnuczko, in press). With practice in drawing, sighted children incorporate increasing numbers of perspective features in their drawings, and available evidence suggests the same may be true for the blind (Kennedy, 2012). If so, the contrary view – that without aid from 3-D vision, 2-D haptic perception is too poor to be useful to picture identification and drawing -- is incorrect.

A drawing depicting the edges of objects in a scene, governed by the directions of the objects from our vantage point, is realistic. Gombrich (1960) wrote the object is “to be presented to the beholder as if he were an eyewitness to imaginary events. Alberti …. described the frame as a window through which the beholder looks into the world of the picture. … you had to understand that branch of projective geometry known as “perspective.”…. You had to visualize the three-dimensional pattern” (pages 152-153).  However, parts can be distorted for a good reason, as in a drawing of a Prime Minister with a long wooden nose. The PM is wayward with the truth, the Pinocchio nose reveals. The picture is metaphoric, allowing “an implicit comparison between two different sorts of event or object” (Ritchie, 2013; page 11). Blind and sighted people recognize the intended meaning of drawings of motion with metaphoric shapes (Kennedy and Gabias, 1985). The blind can invent apt metaphoric devices to show motion (Kennedy and Merkas, 2000). 


Metaphoric pictorial devices can show physical referents such as the motion of solid objects, wind and water (Kennedy, 1982). For example, unrealistic repetition of heads can show a person is looking to-and-fro. Many rhetorical devices are available (Vicari, 1993). In hyperbole, a bully can be shown enlarged, looming over a victim. In prolepsis, anticipation of the future, a shadow of a young man shows him bent with age.  
EW, an early-blind woman who began drawing extensively a few years ago, in her 30s, initially made line sketches showing surfaces and edges realistically. However, in an interesting development, she progressed to inventing devices to do with non-tactile senses, such as frog calls and the taste of a hot pepper, and for purely psychological subjects such as thoughts (Kennedy, 2008, 2009). She drew meandering lines around a coffee cup to suggest the person with the cup was worrying fruitlessly about personal problems. This contrasts with conventional devices in comic strips such as a light bulb above a character’s head. The bulb suggests the person has just had a bright idea. The device does not require the perceiver to imagine the bulb was present in the world being depicted, unlike pictures of haloes above saintly heads, or horns on devils’ heads.  Entirely conventional, the bulb is akin to an exclamation mark. It does need to have a shape in common with its referent. In contrast, metaphors offer useful features e.g. in a caricature a bloodhound’s nose is emphasized. Using unrealistic shapes that have a relevant feature of the topic is the key to a metaphoric picture. 
Granting that metaphoric pictures for the blind and sighted have been shown to represent physical and cognitive topics, consider ethics and spiritual experiences. Ontologically, material objects are one kind of object, psychological events are another, and moral purpose is yet another.  A solar system with no life has no psychological events. A world of living creatures has psychological prospects. Of interest to the present article, that world can include experiencing succour and threat, a sanctuary and a deliberately unethical era.  
Material objects have surfaces and edges so outline drawings can faithfully repeat aspects of their shape, including directions from a vantage point. EW can draw in this fashion e.g. a picture of rocks in a landscape (Kennedy, 2008). Sensory impressions scale with the qualities of objects, allowing EW to show the intensity of the taste of a hot pepper by using thick, rough lines and rapid staccato frog calls by using repeated lines densely packed together. By analogy, pepper intensity is matched with roughness and staccato by a series of lines, with close packing on a page like short intervals of time, just as a meandering shape with no clear end can suggest wondering. These metaphors rely on common features –high intensity and very rough have extremes in common, close in time matches close spacing, no solution fits no end. 
But what do graphic features have in common with a form with moral implications, or one to do with a positive spiritual experience? Morals and spirituality have no specific shape, surfaces or edges. They have no density or spacing. They have no spatial direction. How then can they be intimated in a drawing? This is an issue to which considerable effort has been devoted over millennia. Bredekamp (2012, page XXI) notes “the almost 2000-year-old conflict regarding the possibility of representing the divine;” he also writes that there are profound questions “pertaining to the legitimacy of images in the field of European religion” (page XXI). Illuminated manuscripts had sensuous ornamental images that might suggest the beauty of the divine. A halo is just a convention, akin to a light bulb overhead. What might suit an outline drawing with an ethical or spiritual topic? Here, two drawings by EW are analyzed to show they depict physical scenes and have metaphoric devices with positive and negative implications.
Method

Participant


The present report is a case study with one participant. EW is a totally-blind woman, born 1972 in Japan. As a result of retinal blastomas, both eyes were surgically removed in infancy, the right at the age of 11 months, and the left six months later.  She has an undergraduate degree in English from a Japanese university and an MA in library studies from a Canadian university. She now lives in Germany.  EW began drawing extensively as an adult, in 2003, after meeting a teacher who had blind children in her elementary-school classes who liked to draw with raised-line drawing kits (Zollitsch, 2003).  The teacher encouraged EW to begin drawing. Support for the conjecture that the blind and sighted use similar pictorial devices (Kennedy, 1993; Willats, 2005) is found in the first raised-line drawing she made following this meeting -- an Advent wreath (Kennedy, 2012, Figure 5). The two candles drawn at the top of the picture are vertical on the page, and the two lower candles are horizontal, in fold-out geometry. This kind of drawing, which avoids the candles overlapping the wreath, is common in sketches by 6 or 7 year-old-sighted children.
Materials 


EW made tactile drawings using a raised-line drawing kit. This is a plastic sheet sitting on a rubberized board. Writing on the sheet produces a crinkle evident as a raised line. The crinkles are white, but the lines are rendered here as black for ease of reproduction. The drawings were made at her own volition, selecting the topics and their treatments. 
Procedure

In July 2012 EW showed a suite of 93 drawings to the present author. These were in addition to a similar number EW had shown previously (Kennedy, 2008). Most of the drawings were named and dated along the lower edge. Each was described by EW to the author, one at a time, finishing each drawing’s description before turning to another. The interviews involved 5 sessions, over three days, mornings and afternoons, each session lasting between 2 and 3 hours. The interviews were non-directive. EW would describe each picture, offering dictation in the form of sentences, with pauses between phrases and sentences, and the author would read back the sentences once they were written down for corrections. The pictures were chiefly of objects, scenes and social occasions from EW’s travels. They were often drawn on location e.g. Mexico, Italy and Australia. They are also drawn at home. The occasions included New Year’s and other celebrations. The objects included trees, flowers, buildings, animals and people. They included an amphitheatre, a wood, a market, a hotel, a chapel, a Ferris wheel and a museum. They often included devices for waves and wind, and sounds such as church bells, music, and echoes in a piazza, as in EW’s drawings discussed in Kennedy (2008, 2009).  Surprisingly, two (Figures 1 and 2) were of a different kind of topic – referents with ethical or spiritual implications. They are presented and discussed here. 
Stimuli and Results
Figure 1 is a drawing by EW entitled “Magic of the Southwest,” dated 08 08, made in 2008 during a trip to Australia. The vertical lines, 14cm long in the central region of the picture, suggest trees. Many of the lines are paired because they are joined at the top, with the pair separated by small spaces e.g. a 1cm to 1.5 cm space in the case of prominent pairs in the centre of the picture. A tangle of lines, densely packed, 2cm in breadth at the top of the picture, with sparse loops filling a further 3 cm below, indicates the forest canopy. The lower region in the picture underneath a pair of parallel lines, concave downwards and 0.5 cm apart, has an elliptical pool of lighter undulating lines criss-crossing each other. Her comments on the drawing were: “They have really tall trees. It has some spiritual effect if you are in the middle of the tall trees. An image of being enchanted – a bit dizzy and a bit out of reality. The lighter lines are this enchanted effect. You feel like you are not standing straight and you are taken to another place.”
 
The author asked EW by email for further comments, listing 11 pictures, including Figures 1 and 2: The response (with spellings corrected) on Magic of the Southwest  was “In the southwestern part of Australia, we did some nice hikes in the woods. The trees there were very tall, often over 60 or 70 meters high or even higher, very proud, very serene. When I stepped into those woods, things did sound and feel different from all that I knew before.  It was like if I had stepped accidentally into an enchanted world far from our everyday life. The birds' calling, the murmuring of rivers, the rustling of forest breezes -   all protected safely by the solemn trees - the whole thing was so mesmerizing and so overwhelming that I could not help dropping my voice to a whisper not to disturb anything in this sanctuary.”
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Figure 1. “Magic of the Southwest” by EW. Date 08 08. Year 2008. Size of the original 34 x 27.5cm 
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Figure 2. “Holocaust Denkmal, Berlin.” By EW. Date 01.01.2009. Size of the original 34 x 27.5cm.
 
Figure 2 is a drawing by EW of the Holocaust Denkmal – the Holocaust Memorial -- in central Berlin. It is dated 01.01.09. The picture shows a person, one hand up near the face, standing in a rectangular grid. The sun, shown by a small circle top right, sends rays towards the person. The Memorial is made of large rectangular concrete blocks, right parallelepipeds, row upon row, with the ground lowering toward the centre of the assembly, so the central blocks are taller than a person. The air is often cold there. However, the rows of blocks are open to the elements so the sun can reach one, even in the centre of the Memorial. Her comments in person, during the interview were brief: “Sun coming out, ironically. A bit twisted – Holocaust Memorial, Berlin.
The comments EW emailed were: “Slanted chessboard pattern of the concrete pillars, getting higher as you get closer to the  middle and lower as you move further away. A single figure with one arm raised to the face, looking through his or her half-open fist as if it were a filtered glass (Have you tried simulation glasses, for people to experience what it is like to be partially sighted?), trying to grasp the truth, where things are often told only partially or in a twisted way.  It is a super clear day; the bright, warm sunshine seems like a brutal contrast to the weighty and tragic history this monument indicates. The entire picture is drawn on the plastic sheet place deliberately tilted on the table. With this I wanted to express how wrong (crooked) things seem to have gone where that part of our history is concerned, how scary it can get, when things get built up on the already biased basis, and how lopsided our knowledge can be.”

Discussion

The two pictures concern a forest and a memorial, the first treated to indicate the feeling of a sanctuary (Figure 1) and the other a moral wrong (Figure 2) – opposites in that one is positive and the other negative. Consider the pairings of pictorial devices (line thickness and orientation) with their referents (a good experience and evil acts), and the common features of the devices and referents. 
In comments on Figure 1, EW mentions lighter lines pair with “a bit out of reality,” and “enchanted.” (Undulating, they also have features in common with “not standing straight” and hence “dizziness”). The relatively light lines are unusual, a feature in common with an experience possible in forest. The forest is quiet (with murmurs and rustling) and encourages whispering. These and lightness have the common property “less intense.” Also, the title of the picture offers a verbal comment – Magic -- along with the lightness, which allows enchantment to be what is unusual. Further, the tall trees offer protection, a feature of a sanctuary. In discussion of Figure 2, EW suggests “slant” and “deliberately tilted” are representational devices, and explains how they pair with negative referents by using “wrong (crooked)” as a pair in which one term literally means error but often has ethical implications and the other is a shape that often is mentioned  with moral associations. As synonyms for slanted, she adds “biased” and “lopsided,” shape terms with negative connotations, relevant to the emotional term “scary.” Things told partially she equates with another synonym, the shape term “twisted,” which has ethical associations, in both the interview comments and the emailed text. 

In sum, EW pairs lines that have physical shapes, thicknesses and orientations with referents that are to do with evaluation, much as “Arnold had a heart of stone” metaphorically pairs unlike objects to make the point that both are indifferent to another’s pain (Kennedy, 1982). The common features at issue in Figure 1 may use metalepsis, in which a metaphor is based on a metaphor (Vicari, 1993). EW pairs lightness with out of normal reality, and dizziness, which is light-headed, and thereby with enchanted. To be dizzy or enchanted is to be in an out-of-the-ordinary and less-predictable state. Further, she mentions a spiritual experience, enchantment and a sanctuary. A sanctuary can be a religious place deemed to have special powers, as if enchanted. The trees are drawn as long (e.g. 14cm) and slim regions in the picture, foliage only at the top of the picture, in keeping with “very tall, often over 60 or 70 meters high or even higher, very proud, very serene,” equating vertical slim regions with erect posture, and hence pride, serenity and being solemn.      
The form of the person in the Denkmal picture may also involve metaphor and metalepsis. EW associates peering through a half-open fist with struggling to see through a filter and both with trying to discover the truth when it is not told fully. A partial truth is sometimes twisted, meaning deliberately spun, and her grid is twisted so as to be tilted rather than erect. In addition, she mentions irony, the use of opposites metaphorically, as in using “Mr. Tiny” to refer to a tall man. The sun is an ironic opposite, she notes in her brief comment. In her emailed text, she writes that the warm sunshine is a brutal contrast to the tragic history, which is metaphorically “weighty.” The base is biased, and building up occurred on this, she indicates.

Evidently, the shapes in EW’s pictures have several referential devices of her own invention. In part they also are literal, copying the shapes of objects, sketchily, in line. That is, Figure 1 and Figure 2 are outline drawings in addition to being metaphoric. Figure 1 uses vertical lines to depict tree trunks in two outline styles. Some of the lines are single, for example a thick line from the centre of the picture that tilts to the right as it reaches to the top of the picture.  This treats the tree-trunk as if it were little more than a long branch, thin like a wire, sufficiently thin to be depicted by a single line. To the left and right of this line, many of the vertical lines are paired, because they are joined by a short line at the top, three-quarters of the way up the picture. There are 21 clear cases of paired verticals joined at the top. These may be treating the tree trunks as thick posts, with individual lines standing for the left and right borders of the trunks. (The pairing at the top of the lines by means of a short joining line is distinctive. Many of the lines (29 clear cases) terminate in the lower third of the picture, but others make a V-shaped vertex that suggests they were drawn as pairs, one down to the vertex, and one up again as one continuous stroke.)   
The person, grid and sun in Figure 2 are drawn in outline style, meaning the lines stand for surface edges. The line forms depict the head, torso, leg, arm and hand using lines to stand for the occluding bounds of the surface of the body. The body is shown in profile, using one vantage point, in keeping with the theory that the projection from an object is relevant to touch and the blind. Of interest, the head is one closed oval and the arm joins the head, not the torso. The join to the head is a feature common in “tadpole” figures by sighted children aged 3 to 6. These “huge-headed stick men….a circle with stick arms” are drawn by blind children (Zollitsch (2003, page 7) as well as the sighted (Golomb, 2003). The grid depicts rectangular blocks in regular order, and for a vantage point above the Denkmal the drawing is a suitable simplification, with the rectangles of the grid showing the arrangement of the top surfaces of the Denkmal’s blocks. If so, the lines can be taken as standing for the recesses between the blocks, with foreground surfaces on both sides of the line. 
The sun is drawn as a circle, top right corner of the picture. The line stands for the occluding bounds of the surface of a sphere. The blind do not perceive the sun’s disc, but that the sun is a ball is common knowledge. The sun’s rays are not drawn in outline style. The sun’s rays are drawn as oblique straight lines emerging from the circle. The blind do not perceive slanting rays piercing the clouds or the like, commonly seen by the sighted. But that the sun provides rays of light is common knowledge and the phrase “the sun’s rays” is common talk. Also, that light is a ray with straight propagation is widely taught. Diagrams in school texts about light use straight lines in ray-tracing, and to show the sun’s rays. Further, one can tell the difference tactually between standing in shadow and sunlight, and thereby the direction of sunlight, so a figure standing in the Denkmal could be aware of facing the sun, and receiving warmth from above while surrounded by large cold concrete blocks, higher than head height. 
However, not all the lines in Figure 1 are literal or metaphoric. The pair of closely-spaced parallel convex-curve lines crossing the lower third of the picture could be “ground lines” depicting as if in cross-section a mound from which the trees grow. Ground lines are common in children’s drawings, in sketches by sighted children 7 to 10 years of age (Golomb, 2003). They are for example a “green strip of grass along the bottom of the paper” in contrast to “a parallel line of blue sky along the top” (Zollitsch, 2003; page 8). They depict the location of ground as if in a cross-section. In Figure 1, the forest canopy is shown by a mass of swirling lines, in which the density of the lines may be the depicting feature, and no single line portrays a surface-edge.   Several small near-circular line forms (e.g. to the right side of the area depicting trunks) may also be using the mass of the line forms to show the density of the trees in the forest. Also, apart from the metaphoric devices, neither picture is fully realistic, unlike other pictures devised by EW (Kennedy 2009), in the sense that Figure 1 has a cross section, which would not be visible or tangible, and Figure 2’s grid runs through the region depicting a person, as if the artist (and the picture observer) is seeing or palpating through the person, or looking through the blocks at the person.  

   Given the titles, the pictures are fairly recognizable as depictions of a forest and a person. Also, to someone familiar with the Denkmal, the grid is recognizable. However, observers given only the pictures and their titles would not be aware of the comments and metaphors in play. This is true for many rhetorical pictures. A political cartoon following the aftermath of a national election might show a car driving over a cliff, with the driver and his companions looking like party celebrants, and it requires knowledge of the times and the newly elected officials to get the point about risks to the state.
The metaphoric devices EW invents are sophisticated but aspects of her style in Figures 2 and 2 are not. Her drawing of the trees (Figure 1) is quite economical. It is mostly near-vertical lines and a tangle at the top. This might be considered simple, or highly abstract, condensed and to-the-point. Is it a form she is restricted to using, knowing no other? No, because in another drawing, her trees were drawn with pairs of lines for the trunk, with individual lines for limbs curving out of the trunk, and individual oval shapes for leaves (Kennedy, 2012, Figure 6), and in still another drawing, one of a single tree, the trunk was drawn with widely spaced lines, a limb was drawn as a more closely spaced pair of lines, and individual flowers were drawn as U shaped cups (Kennedy & Hammad, 2012, Figure 5) . In another sketch, she drew individual leaves and flowers, to show a bouquet. The economy of Figure 1, it is clear, is deliberate, and not a sign that her drawings of objects are inevitably simple. The person in the Memorial drawing (Figure 2) shows one limb, suggesting it is in profile. The drawing ignores details of the shape of an arm, since the limb is mostly shown by parallel lines. The head is large in proportion to the body, and the body and leg shape are simplifications, so given that the drawing is a profile, and includes a pertinent bend in the limb, it can be classified as like ones made by sighted second-graders (Golomb, 2003). However, features of the face and body are omitted, and the limb is drawn as if attached to the head, which is more characteristic of sighted kindergarteners. Again, one might ask if this is by necessity, EW knowing no other drawing format. Likewise, the answer is no. In other drawings she depicted hair, limbs attached to the body, hands, feet and details of clothing, all in realistic proportions (Kennedy, 2008 Figure 4; 2009 Figure 3). The upshot is that the economy and child-like features of Figures 1 and 2 are her choice. Her full capabilities in drawing objects cannot be assessed from Figures 1 and 2, though they reveal her capacity for mature thought about topics, and her inventiveness with metaphoric devices.        
Ethics is present if people make decisions that affect other people well or badly, while intending the harm or benefit. Ethics is primarily concerned with codes of conduct, and their moral rationales.  It is concerned with what is “morally good and bad, right and wrong” and “reference is made indifferently to the ethics or to the morality of a person or a group, to their ethical or moral virtues or qualities” (Encyclopedia Brittanica, 1984, Macropaedia, Vol. 6, p. 976, 977).  Ethical conduct has an impact on the psychological states of others. In this way, ethics is concerned with goals, and intentions to produce positive and negative experiences. It is not simply a matter of custom, politeness or legality. 
  Here, two scenes were considered.  One is a memorial to do with unspeakable cruelty. No question, this goes to the heart of ethics.  The other, the image of a forest, is not directly to do with ethics. A forest is just a natural object, and a natural object is irrelevant to ethics, it may be thought. But there is a way in which it can be relevant, granted less obviously than the memorial.  The argument is this. To create a grove is one thing. To do so to provide a sanctuary is another. A sanctuary is intended to protect us. In particular, devotees may think that religious sanctuaries, created by blessing a site, offer protection from evil, and are intended to make us aware of goodness. This is not simply an intention to produce an affect, bodily comfort or physical beauty, like a spa. Just so, to depict the grove as a physical form is one thing. To show it is intended to promote psychological states to do with values including protecting the needy is to do more.  

Mountains, sunsets and forests are not specifically ethical. But the deeply moving experiences they provide, on occasion, may have a bearing on ethics. A depiction of nature might attempt to suggest those scenes can trigger, say, a sense that life and awareness are worthwhile, that our existence and consciousness have worth. Hence the depiction and the place shown in the image are relevant to ethics. Alternatively, it might be argued that only artificial structures, such as memorials, can refer to ethical or unethical conduct, because that requires intention. However, a depiction of those structures could copy them literally, and perhaps do more, by treating the structures in the depiction in ways that deal with a malfeasance at issue. If so, perhaps depictions of what is natural can also include devices indicating ethically-relevant matters. In effect, the issue is this: “Let us imagine a forest is a sanctuary. How might this be suggested in a picture?”   

At this point, an editorial comment is in order. It should not escape the reader’s attention that nothing here takes a stance on how ethics, perception, goodness and evil should be considered in a constructivist or realist philosophy. We can certainly see an act and see that it has aspects that are outside of a code of conduct. But is ethics itself just an invention? Is it as mythical as Snow White? Just a story? Or is it a psychological discovery, something that is in some sense real, but to which some observers are insensitive, just as some are insensitive to colour? Is it like music? Or like momentum? To what ontological realm should ethics, morals, right and wrong and their connection to spiritual experience, be ascribed? Fancy or fact? The present paper is about pictures that treat matters of great concern to any discipline dealing with values, but an extensive discussion of  what is real and what is imagined, a discovery or a mere convention, should be postponed. In effect, for the moment we can treat questions about ethics, spiritual experiences and the like as unsettled. For now, let us assume one can refer to such matters, and simply conclude here that EW’s drawings support the conjecture that pictures have a potential for this kind of reference.             
Figures 1 and 2 extend the richness available in tactile pictures – their range of referents. A few decades ago, pictures were considered not usable by touch. Gibson (1962, p.489) wrote “Drawings and pictures on a flat surface are sensed only by vision.” At that time, even the more positive voices argued that extensive education in customs of picture making would be required to make them useful (Eriksson, 1998). The scope for tactile pictures, particularly ones devised by the blind on their own initiative, was not described as going beyond physical referents such as chairs, to purely psychological ones such as tastes and thoughts. The state of knowledge about pictorial capabilities of the blind has changed over recent decades, and now what Figures 1 and 2 add is that spiritual or ethical matters that involve especially positive and intentionally-awful states are relevant to theories of tactile pictures. The basic claim supported by Figures 1 and 2 is that besides using lines in tactile pictures to show the kinds of physical referents sighted people have portrayed since the time of ice-age art, blind people can invent apt devices for scenes that are to do with the highest and lowest of topics that call for spiritual or ethical evaluation.   
Some of the applied benefits of the work on tactile pictures generally could be, for example, extensive promotion of drawing at home and at school by blind children, and widespread provision of tactile books, catalogues, and other printed matter with illustrations.  Given that metaphoric pictorial devices are understood by the blind, editorial cartoons would be appreciated by the blind. Of interest, the remarkable, highly popular and very well-reviewed British Museum exhibition “Ice Age Art: The Arrival of the Modern Mind” (7th February – 26th May, 2013) was accompanied by a Braille guide with many large tactile pictures. This progressive step by the British Museum is worth emulating world-wide, it has become clear. But in addition, one important lesson from Figures 1 and 2 is surely that exhibits exploring human history, its exceptional moments, its insights and its depravity, might profitably include tactile pictures, with novel devices that go beyond literal portrayal. Tactile pictures for the blind are not restricted to the mundane. Surely blind people can be touched emotionally and morally by pictures that literally they only touch with their fingers.   
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