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Ideas and concepts generation is the nucleus of innovation, growth and development of material 
culture. Nevertheless, creative professionals often get stuck or bereft of ideas during product 
development process (not resulting from physical, physiological, or psychological disturbances but 
from prevalence unawareness of strategies for creating ideas). This is a problem that paralyzes creative 
efforts with grave consequences for the artist/designer in particular and development in general. 
Therefore, as a panacea, this paper focused on heuristics for generating innovative ideas for 
development with particular emphasis on art/design. Towards this end, a triangulation ofmethods: 
critical-historical-analytic examination, artistic exploration, and content analysis are employed. The 
paper introduced the reader to the need for strategies to generate innovative ideas, stimulate creative 
thinking, and foster intrinsic motivation that enhance creativity. Furthermore, it highlighted the multi-
faceted process of material culture production that involves creativity, knowledge 
production/utilization, and form generation. Also, the paper discussed heuristics for new ideas in 
material culture development, which include brainstorming, design questioning, Six honest serving 
men, Pentad, and Tagmemics/Shifting perspectives. These are found to be pivotal for success in 
creating ideas form- generation in art/design. The paper ended with the need for artists/designers to be 
conversant with, internalize, and utilize these heuristics to optimally generate creative ideas for product 
development with satisfactory outcomes. 
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INTRODUCTION 
 
Ideas and concepts are the core of all creative art and 
design thinking. Innovation, imagination and intuition in 
the vocational world of art and design are essential for 
practitioners to create successful artworks, designs, and 
products…. Practitioners must generate innovative ideas 
and be able to refine and present their ideas in exciting, 
persuasive and convincing ways (Edexcel Limited, 2009: 
p1). 

The aforementioned citation presents the centrality of 
ideas and concept generation for material culture 
development, which every nation across the world 
embarks upon in order to grow and develop. This is 
usually achieved via interrelated activities, functions and 
processes of knowledge production and utilization that 
produce ideas for form generation through creativity. 

Creativity is the combination, exploration or 
transformation of often existing idea, information and 

object in new ways that provide valuable solution to a 
given problem (Ebigbagha, 2016a; citing Sefertzi, 2000). 
It is propelled by inspiration, creative idea, flow and 
energy, which sometimes become inaccessible - not as a 
result of psychological, physiological or physical inhibitive 
conditions but lack of ideas, which could have served as 
impellent to sustain the creative flow, energy and ideas in 
the process of product development. Even though 
physical, physiological and psychological conditions such 
as injury, impairment of vision, and emotional stress 
respectively, for examples, could stifle creative flow of 
ideas, one often, under healthy conditions do experience 
the phenomenon of creative block, blankness or want of 
ideas in the mind during the development process of 
material culture production. 

Being bereft of ideas and getting stuck at any stage in 
the development process of form generation, is a  
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problem experienced in almost all spheres of life. 
According to Tartakovsky (2014), whatever your work, 
you would probably experience a creative block and be 
puzzled and paralyzed. So, it is inimical to the generation 
of innovative ideas and concepts critical to success in 
material culture innovation and development, which has 
tragic consequences for both structural and human 
advancement. For example, it thwarts the ability and zeal 
to generate form, which often results in frustration, 
depression, stagnation, poverty, retrogression and 
degeneration of the creative professional in particular and 
society in general. Thus, “Creative block is your worst 
enemy. For a creative professional, it is frustrating and 
career damaging” (McGuiness, 2018: Para 1). 

In addition to the above, the need for creative ideas 
could occur at any stage in the form generation process. 
For example, facing a blank surface on which to encode 
ideas into visual form in order to meet a given design task 
is often a daunting experience for the artist/designer. 
Shoor (2012: Para 1), states that “one of the most 
common breaking points for a project is not the finish line 
but rather the starting line. The first milestone is usually 
challenging and when faced with a big challenge we tend 
to give up”. Moreover, he states that “the biggest 
creativity challenge we face is that while we want to 
innovate and change, our brain actually prefers to stick 
with what it knows”. So, getting stuck at the beginning or 
to an idea at any point in the process of form generation 
is often an unpleasant experience for the artist/designer, 
which need be satisfactorily resolved. 

McGuiness (2018: Para 1), states that “one cannot 
afford to be short of ideas or the energy to put them into 
action” in the course of creative endeavor. Therefore, the 
satisfactory resolution of bereftness of innovative ideas is 
of paramount importance, particularly to the 
artist/designer and Africa, where there is need and desire 
to leap frog the economy and standard of living to meet 
up with global levels of development (Ebigbagha, 2016b). 
A key way to address creative block and want of 
innovative ideas is the utilization of discovery procedures 
(Winterowd, 1981; Sefertzi, 2000). 

Discovery procedures or heuristics (as in psychology, 
mathematics and philosophy), are strategies that could 
be employed to generate multiplicity of creative ideas. 
This, invariably, would provide options from which 
appropriate choices are selected to solve a given 
problem. Thus, discovery procedures plunge the mind 
into a deluge of creativity. Adams (2005: p.7) asserts that 
creativity is a stochastic combinatorial process under 
which multiple ideational variations emerge in an 
individual’s mind and then a subset of them are selected 
for preservation and execution. This implies that creative 
performance may be increased by any randomly 
generated variations. The creative mind can be enhanced 
by environment or efforts that encourage the individual to 
generate new variations and new combinations of ideas. 

So, heuristics, such as Creative Problem 

 
 
 
 
Solving/Brainstorming, Design and General Questioning, 
and Tagmemics/Shifting Perspectives are veritable ploys 
that could be used to generate new and combine ideas, 
and examine different perspectives. When views or 
perspectives are changed, new ideas are discovered 
(Winterowd, 198: 56; Nichol, undated). 

Although the documentation of heuristics to creating or 
combining ideas in contemporary writing, mathematics, 
philosophy, and psychology is common but otherwise in 
art and design. Therefore, the need to examine how 
heuristics could be applied in art and design to foster 
creativity and support human and structural development 
cannot be reiterated. So, the development process of 
material culture production would be considered by 
critically highlighting the processes of creativity, 
knowledge production and utilization, and form 
generation. Also, the heuristics for generating innovative 
ideas in the process of material culture production would 
be examined by copiously discussing the procedures of 
Creative Problem Solving or Brainstorming, Design 
Questioning, Six Honest Serving Men or 5W/H Design 
Questioning Model and Tagmemics or Shifting 
Perspectives. And then the application of these heuristics 
to satisfactorily resolve tasks in art and design would 
sufficiently and necessarily be discussed.  
 
 
PROCESSES OF MATERIAL CULTURE 
DEVELOPMENT 
 
The development and production of tangible objects, 
which constitute material culture is complex - involving 
many interrelated activities, functions and processes. It 
includes intellectual, inductive, intuitive and emotional 
activities in the creative process. Also, it includes the 
activities of knowledge (production, management and 
translation) and product (development, dissemination and 
utilization) in the process of knowledge 
production/utilization. And it involves the activities of 
definition, analysis, ideation, selection, implementation 
and evaluation in the process of problem-solving that 
underlies using media to combine the elements of design 
according to the principles of organization in the process 
of form-generation. These complicated activities, 
functions and processes could be ambiguous if not 
discussed in the light of existing theoretical frameworks. 
Therefore, models of creativity, knowledge 
production/utilization, and form-generation would be 
briefly examined. 
 
 
Creative process for material culture development 
 
Creativity, which often involves new combinations of 
familiar ideas, exploration of structured concepts and 
transformation of some dimensions of a structure, so that 
new structures are generated; is indispensable for  



 
 
 
 
innovation, growth, development and production of 
material culture (Sefertzi, 2000). Nevertheless, creativity 
is hindered by lack of understanding of the creative 
process. Gilkey (2008), states that the air of mystery and 
mysticism surrounds the creative process whereby most 

people are unaware of a documented process and 
assume/reinforce the idea that creative potentials 
are limited to some and others do not have. On the 
contrary, everybody has the potentials to be creative and 
an understanding of the creative process facilitates 
creativity (Sefertzi, 2000). 

The description/prescription of the creative process in a 
documented form are many. Examples include the six 
phases: Inspiration, Clarification, Evaluation, Distillation, 
Incubation, Illumination and Perspiration (Petty, 1997); 
the four steps: Preparation, Incubation, Illumination and 
Implementation (Gilkey, 2008); and the seven stages: 
Identity, Vision, Intent, Insight, Engineering, Building and 
Using (Taylor, 1996); to mention a few. However, a 
model that appropriately describes/prescribes the 
creative process that is akin to art and design, is the 
Hurlburt’s model. 

Hurlburt (1981), described/prescribed the creative 
process based on activities in the consciousness levels of 
the human mind. The model (Figure 1) shows three 
levels of consciousness (conscious, preconscious and 
unconscious) following Freud’s topography of the human 
mind (Ejembi, 1989: 259; Allyn and Bacon, 2003: 1). 

The conscious (small) level of the human mind holds 
what one is aware of and can be expressed in words and 
thought about in a logical form. While the preconscious 
(small-medium) level is the normal memory, where things 
stored could be readily accessed and brought to the 
conscious. It is an interim between the conscious and 
unconscious levels. And the unconscious (enormous) 
level, which is not accessible at will. It is a dumping 
ground (Allyn and Bacon, 2003). So, as information flows 

between the conscious and unconscious levels, it 
could slip into the unconscious level. However, 
deliberate creative activities are carried out in the 
conscious and preconscious levels that are sometimes 
influenced by experiences in the unconscious level. 

Furthermore, the model shows four creative activities 
that take place in the mind. These are: Intellectual, 
Inductive, Intuitive/Emotional, and Emotional/Conscious. 
First, as information enters the conscious level of the 
mind, activities to understand it through critical/intelligent 
thinking and contemplation are begun; these constitute 
the intellectual activity. Second, gathering existing related 
facts, ideas, information, and design constitute the 
inductive activity. Third, is the intuitive/emotional 
activities, whereby factual materials gathered are 
influenced by ideas, and opinions based on feelings and 
emotions rather than thoughts based on established 
facts/principles. This is affected by the ideas and 
knowledge from the inductive activities through memory 
(preconscious), in the same way as ideas/opinion formed 
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Figure 1. The Creative Process showing activities 
at the three levels of consciousness (Ejembi, 1989: 

259 citing Hurlburt, 1981). 

 
 
at this (intuitive/emotional) stage could affect the ones 
from memory. Thus, the information/knowledge from 
inductive activities could be influenced by fresh ideas that 
could crop up in a flash, which is not based on known 
fact. This is a result of the link, which the preconscious 
provides between the conscious and unconscious. This 
interim is probably the origin of intuition, which is the 
quick and ready insight that produces ideas without the 
apparent involvement of our conscious thought (Ejembi, 
1989:260 citing Hurlburt, 1981:10). And fourth, is the 
employment of facts, knowledge and feelings in the 
conscious level to resolve design tasks. 

However, the Hurlburt’s model presents the mind as if it 
were programmed to follow a specific pattern of activities 
but the human mind does not always work this way in the 
creative use of information. As information enters the 
conscious level of the mind, there could be a leap of 
insight-a sudden flash of solution from within, which could 
be stimulated by external factors, e.g. the pressure of 
short deadline/urgency that often does not allow 
adequate time to understand and make references to 
information yielding materials. Moreover, creative ideas 
could emanate from objects that were not sort for, and 
become the basis for effective product development. 

Furthermore, the model did not take into account the 
useful role of dream in the creative process. Many 
creative works and activities are based on the influence 
of the unconscious level through dreams. For example, 
Surrealism- reflected dreams, repressed and painful 
thoughts and experiences dumped in the unconscious. 
The usefulness of dreams in the creative process is 
stressed when Glover (1990: 9) states that: “Dream-work 
(primary process) is somehow able to translate what is 
unconscious, repressed and unacceptable into an artistic  
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construction”. So, the creative process in form generation 
is influenced by activities in all the three levels of 
consciousness of the mind. 

Even though, the Hurlburt’s model have some short 
comings mentioned above, and it is not specifically meant 
for art/design, it appropriately, accurately and vividly 
described/prescribed the creative activities involved in the 
development and production of visual forms by artists, 
designers and other creative professionals. When 
confronted with a design task, the artist/designer first 
defines the problem through critical and intelligent 
thinking (intellectual activity). She/he then gathers 
reference materials (inductive activity) in order to be 
equipped with related ideas and knowledge that prospect 
solution to a given design task. This ideas/knowledge are 
to a large extent, modified/adapted and adopted based 
on feelings rather than fact of what seems right, and burst 
of insight (intuitive/emotional activity). And the ideas, 
knowledge and opinions as well as feelings from the 
intellectual, inductive, and intuitive/emotional activities 
are consciously put together (emotional/conscious 
activity) in order to provide satisfactory resolution and 
produce tangible forms that meet aesthetic and functional 
purposes. So, the model is useful, and points that 
knowledge production/utilization from properly 
understood information through intellectual, inductive, 
emotional and conscious activities are indispensable, and 
impact on how the artist/designer thinks in the process of 
product development. 
 
 
Knowledge production/utilization process for 
material culture development 
 
Knowledge is a key factor in creating products. So, it is 
needful to understand how to generate and use it for 
material culture development. Towards this end, the Beal 
and Meehan’s model of knowledge production and 
utilization provides a guide. 

Beal and Meehan (1978), presented a general model of 
knowledge production and utilization (Figure 2). It 
identifies six categories of interrelated functions, activities 
and processes necessary to produce/use knowledge for 
material culture. These are: (i) Knowledge-production (ii) 
Knowledge Management (iii) Knowledge-translation (iv) 
Product development (v) Product dissemination; and (vi) 
Product-Adoption/Utilization. 

The first category, Knowledge-Production, 
describes/prescribes how knowledge is produced. It 
depicts knowledge as a product of research (Basic-BR 
and Applied-AR), which has nine steps and ten steps for 
Basic and Applied research respectively. These steps 
are: (i) Identify user needs (Applied Research only) (ii) 
Depict problem (iii) Review research (iv) Relate variables 
(v) Conceptualize problem (vi) Test hypotheses (vii) 
Conclude from tests (viii) Package result (ix) 
Communicate result; and (x) Evaluate methods. 

 
 
 
 
So, in order to produce worthwhile knowledge for material 
culture development, it is salient to identify user needs, 
define problems and make findings based on conclusion 
from results that are tested, effectively communicated 
and evaluated. 

The second category, Knowledge-Management, 
identifies seven stages, these are: (i) Identified user 
needs (ii) Monitor/Screen research (iii) Catalogue (iv) 
Package (v)Store (vi) Disseminate; and (vii) Evaluate 
operations. 

Therefore, to effectively direct and organize knowledge 
produced from research, it is crucial to relate knowledge 
produced from research to identified needs through 
monitoring/screening. Also, it is necessary to enlist 
knowledge in a catalogue; and package, store, and 
disseminate knowledge. Then, evaluate the whole 
exercise in order to make adjustments where necessary. 

The third category, Knowledge-Translation; 
describes/prescribes nine activities, these are: (i) Identify 
user needs (ii) Recode user problem (iii) Review research 
(iv) Synthesize/generalize research (v) Recode 
generalizations (vi) Operationalize (vii) Package (viii) 
Disseminate; and (ix) Evaluate operations. 

Having produced and organized knowledge, it is 
necessary to change it from one language/medium to a 
more suitable one. This begins with identified user need; 
recode user problem, and review research. These 
activities produce ideas, which are combined into a whole 
that is generalized, and re-organized to present a new 
knowledge. This is operationalized or organized into a set 
of workable and usable plan. Finally, the translated 
knowledge is packaged, distributed and the entire 
operation is evaluated. 

The fourth category, Product-Development, is 
transformation of the knowledge gotten from research 
into tangible product that meet user needs. It prescribes 
nine steps as follows: (i) Identify user needs (ii) 
Formulate problems: (a) Reviewing research (b) 
Investigate user system; and (c) relate variables (iii) 
Invent solution: (a) Draft performance/appeal 
specification (b) Determine general function (c) 
Invent/design alternative solutions (d) Analyze/assess 
solutions (e) Select optional solution, (f) Design 
prototype; and (g) Review prototype. (iv) Fabricate 
prototype solution (v) Test, Re-test Prototype (vi) 
Fabricate marketable solution (vii) Package solution (viii) 
Transfer to disseminators; and (ix) Evaluate operations. 

So, to develop a product, it is critical to starts with 
identifying user needs. Then problems are formulated 
through the review of research, investigation of user-
system and relation of variables that lead to inventing 
solution. This involves drafting performance/appeal 
specifications, determining the general functions and 
inventing/designing alternative solutions. The best of 
these solutions are selected to make prototype that is 
reviewed, fabricated, and subjected to test and re-test. 
Then, marketable solutions are fabricated, packaged,  
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Figure 2. A general model of knowledge production/utilization showing six categories of interrelated functions; and 
processes necessary for knowledge production/utilization (Beal and Meehan, 1978) 

 
 
transferred to disseminators and the whole operation is 
evaluated. 

The fifth category, Product dissemination, is concerned 
with the distribution of developed products. It identifies 
ten steps, these are: (i) Identify user needs (ii) 
Communicate needs to developer (iii) Assist product-
development (iv) Understand solution (v) Design 
dissemination/ distribution strategy (vi) Communicate 
product messages: (a) Advertise (b) Publicize (c) 
Promote, (d) Demonstrate (e) Consult (f) Counsel (g) 
Inform; and (h) sell. (vii) Initiate distribution (viii) 
Adopt/Install product (ix) Monitor product performance: 
(a) Service (b) Repair (c) Reself; and (d) Replace; and (x) 
Evaluate operations. 

Therefore, to effectively distribute products, it is 
essential to identify user needs in order to ensure that 
product gets to where they are needed. Also, needs 
should be communicated to developers where the needs 
are identified because assistance during product 
development aid understanding of solution, and planning 
of distribution strategy for product to reach users. 
Furthermore, users need know about how the product 
functions, its shelf life, how best it can be preserved if not 
exhausted, etc. Also, users need to know about how the 
product functions, its shelf life, how best it can be 
preserved if not exhausted, etc. So, it is necessary to 
communicate product messages to users, which involves 
to advertise, publicize, promote, demonstrate, consult, 
counsel, inform and/or sell. 

These activities are followed by distribution and 
installation of product, and monitoring that involves 
service, repair, and reself or replace, in order to ensure 
that the product performance is at its optimum. And the 
entire operation is evaluated. 

And the sixth category, Product adoption/utilization, is 
concerned with the decision of whether or not to start 
using a product. It identifies ten steps, These are: (i) Live 
with current needs (ii) Discover problem (iii) Diagnose 
problem (iv) Search for solution (v) Evince interest in 
solution (vi) Try –test (vii) Adopt(or not adopt) solution 
(viii) Adopt/install solution (ix) Institutionalize solution; and 
(x) Evaluate solution: Maintain/Repair/Replace. 

So, it is important to know that before the user decides 
to start using a product or not, he/she would have to live 
with the current need until it is discovered that there is a 
problem. This discovery is followed by evince interest, 
whereby the user clearly search for product he/she try-
test. The extent to which the product satisfies the need 
would determine whether or not it would be adopted. If it 

produces salutary effect, it would be adopted or installed. 
Then it starts and becomes known as an established or 
institutionalized solution. This is evaluated because 
through proper assessment, a solution could be 
maintained, repaired and/or replaced, and further 
development could be evolved. 

The Beal and Meehan’s general model of knowledge 
production and utilization is an important one. It deals 
with the acquisition of formalized knowledge through 
research that is directed towards problem-solving and 
generation of tangible products that meet user needs. It 
aptly describes/prescribes the interrelated functions, 
activities and processes necessary to produce, manage 
and translate knowledge into tangible products as well as 
how products are developed, distributed and used. It 
underscores the centrality of knowledge as a throb of 
material culture growth and development. 

However, not all knowledge for product development 
pass through research as described/prescribed by Beal 
and Meehan’s model. For example, Africa in general and 
Nigeria in particular, some indigenous products are 
developed based on knowledge produced by 
observation, intuition, dreams, revelation, Trial and error 
and leap of insight. This is triggered by the nature of the 
problem encountered, experience of the developer/user, 
and disposition of individuals toward problem solving. 
Also, factors that influence knowledge production, 
aptitude and practice of a people, such as climatic 
conditions, physical features: river, desert and vegetation 
are neglected. These conditions impose different but 
peculiar challenges on a people, which often necessitate 
rapid and different response to produce knowledge and 
develop product that satisfactorily resolve needs 
(Ebigbagha, 2016a). 

Nevertheless, the Beal and Meehan’s model of 
knowledge production and utilization is to a large extent, 
useful for the kind of knowledge needed to produce 
material culture in general. In particular, it is pivotal for 
form generation during the process of resolving art and 
design tasks.  
 
 
Form generation process for material culture 
development and production 
 
The process of generating form that constitutes tangible 
material culture involves problem-solving and developing 
the form itself. This is described/prescribed in 
Wallschlaeger and Busic-Snyder’s processes (See Figure 
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3a and Figure 3b). 

In solving problems while generating visual forms, six 
steps are identified as follows: (i) Define: have a clear 
and thorough description of the problem. (ii) Analyze: 
separate the whole into parts and critically examine. (iii) 
Ideate: ideas generated from various parts examined. (iv) 
Select: choose the most suitable ideas.(v) Implement: 
combine selected ideas in new form; and (vi) Evaluate: 
assess outcome, and if necessary repeat any of the 
steps. 

Moreover, in generating visual form, the process, has 
been described/prescribed as follows: (i) Form, is the use 
of (ii) Media(art materials and tools), to combine (iii), 
Elements of Art/Design, (colour, line, shape, texture, and 
value according to (iv), Principles of Organization, which 
could either be in harmony(involving rhythm-repetition), 
or variety(involving contrast-elaboration); employing 
Balance, Movement, Proportion, Dominance, Economy 
and (v), Space, to produce(vi), Unity, which on the whole 
is called composition or form. 

From the above, visual form could be created by using 
art materials and tools to combine the elements of design 
into a unified and pleasing whole, utilizing the principles 
of organization. During this process of combination, ideas 
generating heuristics are required to produce many 
options from which choices are made. Choices could be 
made for example, from the heuristics of ‘Six Serving 
Honest Men’ as follows: (i) Typography: What typefaces 
would be suitable-Serif, Sans Serif or Italics, Condense 
or Extended, Bold or Light?(ii) Space Relationship: Why 
should the relationship between Image and Background, 
or Negative and Positive space; Iconic and Digital 
symbols, and size of Headings/Subheadings be 
varied?(iii) How would the image be treated: would it be 
Abstract or Realistic; Illustrations or Photographs? (iv) 
Layout: what layout would be more appropriate for the 
design task-Mondrian, Silhouette, Circus, Rebus, Ayer 
No. 1, Big type, Frame, Alphabet Inspired or Multi-Panel 
layout?(v) Colour:  what colour/combination of colours 
would be suitable to effectively depict the message in a 
given design task? This brings us to the issue of 
heuristics for new ideas in the process of form generation 
that constitutes material culture.  
 
 
HEURISTICS FOR INNOVATIVE IDEAS IN MATERIAL 
CULTURE DEVELOPMENT 
 
Develop versatility in thinking, ways to view subject from 
different angles, to ‘take it apart’ and see what makes it 
tick, to find various ways of understanding and explaining 
it. 

Winterowd (1981: 57), in the above citation, aptly 
describes the function of heuristics as formidable 
methods for discovery of novel ideas, ways, and means 
to satisfactorily resolve difficulties and generate 
innovative products with limitless possibilities that support 

 
 
 
 
material culture advancement. 

Strategies to generating new ideas for creative 
outcomes have been a subject matter of interest in many 
fields. These include Industry and Manufacture, Business 
and Commerce, Management and Administration, 
Mathematics, Philosophy, Psychology, and Writing, to 
mention a few. Usually, in order to cope with challenges, 
new ideas need be generated and/or existing ones 
explored, combined, or transformed in new ways to 
produce valuable results. This can readily be seen, for 
instance, in product design and manufacture such as 
automobiles, phones and household utensils, which are 
often reviewed or modified in both appearance and 
function. 

Furthermore, the procedures for exploring, combining, 
or transforming existing ideas in new ways are many. 
Examples include Brainstorming, Questioning, and 
Tagmemics or Shifting Perspectives, to mention a few. 
These strategies could be employed to create and 
sustain inspiration, creative flow and energy as well as 
galvanize needed intrinsic motivation during the process 
of product development in art and design, thereby 
overcoming creative block at any stage of the production 
process. Therefore, brainstorming, questioning, and 
shifting perspectives as well as how these could be 
employed to minimize inaccessibility of creative flow and 
energy during form generation in art and design are 
hereunder discussed. 
 
 
The heuristic of brainstorming for creative ideas 
 
The want of ideas and the frustrative perplexation 
associated with it could occur and thwart creative 
endeavor at any point of material development or form 
generation process, especially, at the beginning of 
resolving a given visual task. This is prevalent in art and 
design as “Almost everyone has had the experience of 
staring hopelessly at a blank piece of paper, wishing that 
brilliant ideas would appear magically” (Blau and Elbow, 
1994:3). In addition, a referent/reference could coalesce 
from multiplicity of equally interesting elements and ideas 
that could stifle decisive decision-making and result in 
creative block, agonizing, and frustration. Towards this 
end, brainstorming is often a crucial panacea. 

Brainstorming is a more or less an intuitive way (albeit 
with question underpinnings) to generating new ideas. 
According to Alexander (nd:np), it is a colloquial name for 
Creative Problem Solving (CPS), and aptly describes it 
thus:” brainstorming is a two-person (or small group) way 
to come up with lots and lots of ideas, some impractical 
and a few useful, in a short period of time.It is a process 
developed in the 1940s and published by Alex Osborn in 
1953; and the goal is to build on each other’s notions, 
quickly and without editing”. Non-editing of ideas is 
necessary in order to avoid interruption of the idea 
generation  process  and  obstruction  of  possible  
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Figure 3a. The Problem-Solving model showing steps involved in Solving Problems of design (Wallschlaeger and Busic-Snyder, 
1992:9). 

 
 
emergence of needed creative idea. 
CreativeThinkingWith.com (2013), suggests the need to 
restraint judgment of ideas in a brainstorming session 
thus: 
 
You leave the Judge and Jury at the door, and accept 
that most of your ideas may fall within the realms of the 
impossible, the ludicrous, and the banal…. Ideas come in 
a hierarchy of usefulness and they travel in packs or 
families. And just like any family, some of the ideas within 
the family will be annoying, others stupid and yet there 
may be family member supported within the group that 
shines out” (np). 
 
In addition to the above, there are rules that guide the 
behaviour of participants in the process of brainstorming. 
Nichol (nd: np), suggests the need to often remember 
“the first rule of brainstorming. Enumerate, do not 
evaluate”. This rule is embedded in Alexander’s (nd), 
three rules to be observed during a brainstorming 
session; these are: 
 
“Rule One: No editing while the session is in play: 
anything is okay – weird ideas must be added to or built 
on, not critiqued or killed. Rule Two: Set a time – 15 min, 
or a half hour – in which the goal is to write down as 
many ideas as you can. Rule Three: Editing ideas come 
after the end of the play session – and the crazier ones 
can then be turned over for usability.” (np). 
 
Furthermore, Alexander (ibid) notes that brainstorming 
has three stages: 
 
(1) Understanding and defining the problem, which 
involves the following steps: Objective Finding - identify 
the goal, wish or challenge; Fact Finding - gather the 
relevant data; and Problem Finding - clarify the problem 
that need to be solved in order to achieve the goal. (2) 
Generating ideas about the problem; this entails the step 
of Idea Finding - generate ideas to solve the identified 
problem - ways of thinking about the problem from 
different angles and perspectives; and (3) Finding, 
defining, and acting on best solutions; which involves the 
steps of Solution Finding - move from idea to 
implementable solution; and Acceptance Finding - plan 
for action. 
 
From the above, the chief feature of brainstorming, a 
Creative Problem Solving strategy, is rapid generation of 
ideas without critical consideration of whether or not the 
ideas are worthy. Deliberate attempt should not be made 

to obstruct the free flow of ideas, which would later be 
subjected to critical analysis, selection and 
refinement/development. Demir (2010: np), states that 
“the important point about brainstorming is that there 
should be no pressure to be ‘brilliant’.” So, there should 
be no judgment during a brainstorming session, all ideas 
should be accepted as potentially useful (Edexcel 
Limited, 2009). 

The key purpose of brainstorming is the intuitive, 
spontaneous generation of ideas. Its usefulness cannot 
be over-emphasized. This is adequately expressed when 
Nichol (nd: np) states that brainstorming is “useful 
whether you have too few ideas, or too many. It can help 
you whether you don’t know how to organize your 
thoughts, or whether you don’t even have any thoughts.” 
The artist/designer as an individual or in a team could 
adopt brainstorming heuristic when confronted with the 
challenge of generating sufficient and necessary thoughts 
in the absence of any or few, and to organizing thoughts 
when multiplicity of it is in excess for creative solution to 
visual tasks. 

Nevertheless, brainstorming is a group strategy to 
generate ideas as opposed to lone ideation that is 
individual technique, however brainstorming could be 
employed by group as well as individual. This is due to 
the generation of multiplicity of ideas, and selecting and 
critically examining a few ideas to resolve creative tasks. 
According to Alexander (nd), “Group and lone creative 
techniques share two common approaches: divergent 
thinking (exploring the widest varieties of ideas possible), 
and convergent thinking (narrowing down the possibilities 
and digging into a few of them more deeply)”. 
Furthermore, he expressed that as a technique, which 
could be suitable for sole, and group idea generation, a 
wide range of tactics are deployed. These include “word 
games, written exercises, improvisation (thinking 
spontaneously, without preparation), algorithms (a 
process or set of rules to be followed), and using random 
association to open new direction; which is aleatoricism 
that specifically uses chance such as coin tossing, 
picking something out of a hat, or selecting words at 
random from a dictionary”. 

The tactics for idea generation, some of which has 
been mentioned above are many but could be broadly 
classified. Nichol (nd), categorizes brainstorming 
strategies into five: Cubing, Free-writing, Listing, 
Mapping, and Researching. Specifically, Cubing is 
described as a strategy that utilizes six distinct points to 
examine an idea as follows: Describe it (what is it?), 
Compare it (what is it like or unlike?), Associate it (what 
does it make you think of?), Analyze it (what constituent  
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parts is it made of?), Apply it (how can it be used?), and 
Argue for and/or against it (how can you support or 
oppose it?). Furthermore, Nichol (ibid) describes a similar 
technique that employs the exploration of three 
perspectives thus: first, describe the topic/idea and its 
features, its constituent parts, and its challenges, and 
compare and contrast it with other topics/ideas. Second, 
trace the history of the topic and the influences on it 
throughout that history, and the topic’s evolution. Third, 
map the topic/idea to similar contemporary topics/ideas 
as well as to its influences, and to topics/ideas that it 
influences. 

In addition to cubing is Free-writing, which is described 
as a brainstorming strategy that employs writing without 
restraints, pause, correctness, and editing within a given 
target (500 words, five pages, five minutes, and so on). In 
addition, is the strategy of Listing that consists of jotting 
down a list of ideas, words, phrases, opinions, facts, 
questions, components, people, places, things, values, 
qualities, goals, obstacles or a combination of any of 
these without outlining, evaluating and organizing of 
thoughts. Another strategy is Mapping, a graphic form of 
listing known as Webbing or Clustering, which entails 
enumerating a wide range of ideas spontaneously on a 
large surface until exhausted of ideas and then making 
connections with lines by linking related themes. And the 
fifth strategy is Researching; a tactic suitable for filling in 
specific details, when one is having peripheral ideas of 
what to do. Here, reference materials on past or current 
event and issues are studied and ideas jotted down, 
which could provide the needed ideas for the desired 
details. 

The aforementioned brainstorming strategiescould 
aptly be condensed into two broad approaches. 
Winterowd (1981) describes these approaches thus: 
 
(1a.) Unstructured Approach - Ideas by or from many 
people without restrictions from which selection is made, 
developed and implemented.(1b.) Structural Approach - 
Finding alternatives: First list the attributes (features, 
characteristics) of a thing or concept and then under each 
attribute list alternatives. Make several passes through 
the alternatives to discover new ideas/forms; and (2) 
Clustering Approach: Get key ideas, then come up with 
ideas suggested by the key ideas, which can be added to 
as the brainstorming goes along. The point is that one 
idea suggests another and the clustering begins to show 
the relationship among ideas (p. 56-57). 
 
The above encapsulates how to brainstorm - suspend 
judgment until the end of the brainstorming session and 
produce quantity of ideas within a given period. In order 
to achieve this, Alexander (nd) citing Osborn prescribes 
five rules of brainstorming: 
 
(1) Have a single specific question to work on. (2) Focus 
on quantity of ideas – more is better, most is best - within  

 
 
 
 
a set amount of time. (3) Withhold criticism - build on 
each other’s ideas, especially the ones that seem 
impractical. Rather than comment on their viability, use 
these ideas to create another idea. (4) Weird is good – 
creativity requires freshness and the unfamiliar, so, being 
uncomfortable or forced to work with wild or unexpected 
ideas is absolutely part of the process. (5) Combine and 
improve ideas – good ideas may be combined to form a 
single better idea. This is a separate step in which you 
edit and rebuild (np). 
 
Brainstorming, as earlier mentioned, is initially intended 
as a group strategy to generating creative ideas, which 
could be as effective for groups as it could be for 
individuals. Although most of the foregoing discussions 
on brainstorming for idea generation has been from the 
perspective of literary language (e.g. Nichol and 
Winterowd), it could be equally and effectively employed 
to generating ideas in visual language. This is because 
all brainstorming begins with a challenge. According to 
creativethinkingwith.com (2013: Para 5), “Your ‘spark’ to 
unleash a brainstorming inferno is your set-up, the 
creative challenge you lay before yourself or the 
participants. Think of various different ways of structuring 
the description of your creative challenge.” So, a lot of 
unique ideas and answers are generated from 
brainstorming in different waysby asking questions.  
 
 
Applying brainstorming in art/design 
 
Art/design idea is a critical element that immensely 
impact on visual expression. According to Bradley (2010: 
np), “A good design begins with a good design concept”, 
which is a general idea utilized to formulate a plan. So, 
brainstorming could spontaneously provide ideas of what 
to paint, how to go about an illustration of a particular 
theme, which image type would effectively communicate 
a given visual task/challenge; or what should be 
cropped(where multiple points of interest exist in a 
referent/reference), for examples. For this reason, Hayley 
(undated), states that photographs, drawings and other 
images can provide a powerful way to stimulate the brain, 
allow the mind to wander and discover new ideas. 

In order for artists/designers to achieve rapid 
generation of good ideas via brainstorming, cropping 
tools are indispensable: the Viewing frame, and Proving 
Mounts (Figures 4a and b). 

The viewing frame and proving mounts are veritable 
techniques of generating multiplicity of ideas for pictorial 
representation from visual references/referents. The 
viewing frame permits the user to control and critically 
examine a scene before him/her. As the viewing frame is 
moved from one point to another in order to capture a 
variety of particular set of interesting visual elements in a 
vista the artist/designer chooses, options, from which 
choices are made are presented to address aesthetic and 
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Figure 3b. The form Generation Model showing elements of Art, Principles of 
Organisation and steps involved in generating visual form (Wallschlaeger and Busic-
Snyder, 1992:9). 

 
 
  

 

 (a) Viewing Frame (cut out -X- inner rectangle)                   (b) Proving Mount 
 

 

Figure 4a and b. Showing Viewing frame (cut out -X- inner rectangle), and Proving mount 
respectively. 

 
 
functional visual tasks. 

Similarly, the proving mount is specifically useful to 
generate ideas in pictorial representation with much 
interest. The proving mount allows the artist/designer to 
crop interesting elements that would otherwise be 
ambiguous or unnoticed. Ebigbagha (2012: 72-73) citing 
Ward (1993: 18-19) succinctly describes how to make 
and use these tools thus: 
 
To make a Proving mount, cut two L shapes from a card. 
Adjust the sizes and shape of the mounts on the 

sketches. You may find a lot of interesting possibilities of 
fine composition….Also, make Viewing frames in few 
centimeters from the open eye…look for interesting 
scenery and move the viewing frame until how much you 
want to draw through it, then, arrange the shape as you 
see them through the viewing frame using linear 
representation only at this stage. Move your view point 
lower or higher and make drawings from these positions. 
Instantly, composition with greater originality will be 
achieved and shapes will be seen and employed more 
effectively. 
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Although the above description/prescription of how to 
make and use Proving mount and Viewing frame were 
intended as compositional ploys, they are equally 
essential for brainstorming in order to rapidly providing 
salvos of good ideas for effective visual language and 
communication. This is exemplified by three visual 
expressions from a reference photograph (Plate 1a, b, c 
and d). 

The reference photograph (I a), a market scene, taken 
by the Punch Newspaper, depicts traders in Oshodi, 
Lagos, who are busy after the rainfall. It denotes 
everyday lives in Nigeria, numerous points of interest in 
the photograph: the reflection of images on the wet 
foreground, the light, mood, and atmospheric condition as 
well as the varied characters of the traders were all 
suitable subject matters that stimulated interest and 
competing for attention to be expressed. This presented 
a formidable challenge that seamlessly plunged one into 
experiencing a creative block. 

Nevertheless, as focus was placed on the reference 
photograph, many different thoughts, and ideas started 
emerging in response to corresponding self-
questioning/brainstorming. These ideas were stimulated 
by questions that bordered on what and where to 
examine, which include what and who would effectively 
express the message intended to be shared? What 
impact would target audience experience if the visual 
message should consist of a group of traders on either 
the left or right side of the photograph? What combination 
of figure and other compositional elements would 
effectively achieve one’s desired overall communication 
goal? How aesthetically pleasing and functionally 
effective the purported message would be communicated 
if all the figures in the reference are illustrated as a 
whole? What effect would occur to show individuals and 
their reflections alone? And how adequate is it to express 
only the reflected images on the foreground as a medium 
for communication? These are few examples of the 
brainstorming that got one creatively galvanized. 

From the above, panacea for creativity stuckedness 
was produced and facilitated with utilization of proving 
mount and viewing frame oriented by self-questioning, 
which guided critical examination of the different subject 
matter of interest within the picture plane of the reference 
photograph. This presented many options, from which the 
choice of the cropped woman sitting on a basket in a 
contemplative mood was selected (see Plate I b, c, and 
d). It sufficiently and necessarily expresses the key 
purpose of the artist/designer: to depict the thought that 
Life do not always follow expectation (‘Tonbrapagha’, in 
the Ijaw language). The center of interest, the calm but 
agitated and contemplative woman, has done well by 
making her goods available in the right place at the right 
time but buyers are yet to come, which is beyond her 
control. This attempts to connote that we might not be the 
architects of the worrisome conditions we find ourselves 
sometimes yet we should always do our best. 

 
 
 
 
In plate 1 b, c, and d, the configuration of visual elements 
in the background such as colour (hue, intensity, and 
value), line orientation, texture, and principles of 
organization are conspicuously varied and different. On 
one hand, the visual expression of the first (Plate 1 b c, 
and d), have their hues, intensities, and values 
predominantly neutralized. The prevalent horizontal lines 
of its wooden stall potently balance the imposing vertical 
inclination of the main character, which is complemented 
by relatively fewer and smaller vertical lines on the 
cupboard. These rectilinear lines are optically balanced 
with curvilinear lines of fruits and baskets. The texture of 
hard and rough object superseded soft and smooth ones 
as in planks and fruits respectively. And the principles of 
organization used are Harmony, which employed rhythm 
repetition. Low key and predominant grey was used as a 
harmonious strategy to unify the whole design or 
composition of the illustration. This depicts the lack of 
luster associated with delayed expectation, and the 
austerity measures prevailing at all levels, particularly, in 
the economy sector at the time in Nigeria. 

On the other hand, the visual language of the second is 
much more robust (see Plate Id). High key colours were 
utilized, horizontal lines were dominated by vertical ones, 
while rectilinear and curvilinear lines complemented one 
another. More soft textures of fruits and clothes were 
introduced to soften the hard textures of tables and 
support posts as well as the use of Variety 
(organizational principle), which employed contrast 
elaboration. These expressed the improved standard of 
living at the time in comparison with the earlier one (as in 
Plate 1 b). All these were occasioned by brainstorming 
with question underpinnings that considered the main 
purpose for the visual narratives, target audience and 
stimulus conditions. 

Therefore, coalesce of proving mount, viewing frame, 
and question asking, are veritable strategies that the 
artist/designer as an individual or in a group could 
suitably utilize to brainstorm. This could extricated the 
artist/designer from the shackles of creative block and 
unleash a variety and multiplicity of ideas spontaneously 
with salutary effect. 
 
 
The heuristics of questioning for creative ideas 
 
Making enquiry through questioning is a key way of 
investigation that produces new ideas. Towards this end, 
Mowry (2012:110), suggests that one should “keep 
asking questions” as a strategy to develop ideas for 
expression of a variety of moods and feelings even from 
the same scenery or point of reference. In the same vein, 
Bradley (2010 : np) states that “the best designs start 
with a great concept….While there is no one way to 
develop a concept the first necessary step is gathering 
information. You gather information by asking your client 
as many questions as you can”. There are many  
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Plate 1a: Reference Photograph of Market-in Rainy Season 
by Punch Newspaper, (1989). 

 

 

Plate 1b:  Tonbrapagha I Oil on Canvas, 36ft x 48ft,  

Ebigbagha S.Z., 2000 

  

 

Plate 1c:  Tonbrapagha II Oil on Canvas, 36ft x 48ft,  
Ebigbagha S.Z., 2002 

          

 

Plate 1d:  Tonbrapagha III Oil on Canvas, 48ft x 60ft,  

Ebigbagha S.Z., 2009 
  

 
Plate 1a, b, c and d. Showing reference photograph and visual expressions thereof using proving mount, viewing frame, and 
asking oneself questions during brainstorming by Ebigbagha S. Z. 

 
 
frameworks to stimulate design thinking and generate 
creative ideas through question asking, these include: 
‘Design Checklist/Questioning’, Six Serving Honest Men, 
Pentad, and Tagmemics/Shifting Perspective, to mention 
a few. 
 
 
THE DESIGN CHECKLIST/QUESTIONING MODEL 
FOR CREATIVE IDEAS 
 
The creation of satisfying aesthetic and functional product 
requires asking a set of questions in order to support the 
continual flow of creative ideas during the process of 
resolving visual task. Winterowd, (1981) citing Osborn 
(1963), describes/prescribes a checklist with these 
questions thus: 
 
Put to other uses? - New ways to use as is? Other uses if 
modified? Adapt? - What else is like this? What could I 
copy? Whom could Iemulate?Modify? - New twist? 

Change meaning, odor, motion sound, shape? Other 
changes?Magnify? - What to add? More time?Greater 
frequency? Longer? Plus ingredient? Exaggerate? 
Multiply?Duplicate?Minify? - What to subtract? Smaller? 
Condensed? Shorter?Omit? Split up?) Substitute? - Who 
else instead? What else instead?Other ingredient? Other 
material?Rearrange? – Interchange components? Other 
Pattern? Other Layout? Change Pace? TransposeCause 
and effect? Change schedule?Reverse? - Transpose 
positiveand negative? How about opposites? Turn it 
backwards? Turn it upsidedown? Reverse poles? 
Change shoes? Turn tables? Turn other 
cheek?Combine? - How about a blend, an alloy, an 
assortment, an ensemble?Combine units? Combine 
ideas? Combine purposes? Combine appeals? 
 
The above framework for design questioning, prescribes 
a critical examination of the utilitarian value of existing 
information, object or product (put to other uses, new way 
to use as is; and other uses if modified?), as the foremost  
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set of questions to consider when interrogating for new 
creative ideas. This is necessary because the use that a 
product satisfies is a fundamental determinant of its 
design. Adesign thinking that is user centered is 
indispensable for utility product development. So, 
questions on possibilities to use ideas/products in new 
ways, whether or not modified, are critical to evolving 
new perspectives and ideas. This often requires changes 
in the structure of its reference and offers a vista of new 
possibilities, perspectives and ideas. 

Moreover, the guideline suggests examination of the 
possibilities in adapt information, ideas and products. It 
prescribes examination of what could be adapted, made 
similar to, copied from or emulated in an existing product 
or idea. This is particularly useful in the process of 
transformational, exploratory and combinatorial creativity. 

Furthermore, the possibility to modify is prescribed to 
be examined when one is interrogating for generation of 
new ideas. Winterowd (ibid), suggests that when probing 
into whether or not modification could provide a new 
perspective, a consideration of ‘what new twist could be 
effected’ should be made. In line with this, questions such 
as - would changing the meaning of a given message, 
achieve the desired overall communication goal, or would 
to change the odor of a given insecticide, meet users 
need? Or could change be made, in a vehicle for 
instance, to the motion, sound, shape, or other aspects to 
enhance its performance? These questions support the 
creative flow of ideas and facilitate innovation. 

In addition to the above, the need to consider whether 
or not to magnify an idea or a given product is prescribed. 
This involves enquiry into possibilities of increasing 
elements in a given task. For example, the designing of 
an audio visual device, could include questions on what 
could be added. Would there be need for more volume, 
greater frequency, longer playing time and larger storage 
facility? What ingredient should be added and what 
should be extended, exaggerated, multiplied and/or 
duplicated? These considerations produce ideational 
options, from which choices are selected and 
implemented. 

Conversely, the need for consideration of reduction is 
prescribed for idea generation. The examination for the 
need to minify, should include what could be subtracted, 
make smaller, condensed, shortened, Omitted, or split 
up. This is critical for most utility products that are hinged 
on minimalism, whereby reduction of elements is of prime 
consideration in the process of design. These 
interrogations usually offer insights on simplification of 
complicated and/or complex feature, process and system 
in a light that hitherto do not exist. 

Again, a set of unique ideas is produced through the 
application of enquiries oriented towards possibilities in 
substitution. Who or what else instead? What other 
ingredient or other material could effectively function as 
well as the reference, if not even better? This analytical 
questioning is critical, especially at the Ideate and Select 

 
 
 
 
stages of the problem solving process (Figure 3a). 

Another set of questions prescribed to generate novel 
ideas are intended to consider the possibilities to 
rearrange. Probes should focus on - what 
interchangeable components are available that afford 
reorganization? What other pattern or layouts could be 
employed and still meet the design principle of 
satisficing? What options are available to change existing 
pace, or transpose cause and effect; and what could be 
rearrange to necessarily change a schedule 
satisfactorily? These are indispensable in exploratory 
creativity. 

Equally important for the purpose of unleashing new 
ideas for creative development is the enquiry into the 
possibility of reversing features in products to meet 
specifications. Here it is salient to consider the extent to 
which positive and negative elements in a product or a 
piece of information could be transposed. Examine how 
elements that are opposites could be interchanged or 
turned backwards, or upside down. Also, it is important to 
consider possibilities to reverse elements in existing 
forms or ideas. This often provides insight to new ideas. 

Nevertheless, the consideration to analyze possibilities 
to combine elements in product is prescribed in the 
design questioning model. In addition, examine how 
different elements and properties could be blended, 
assembled or interfaced. Also, consider whether or not 
units, ideas, purposes, and appeals could be combined to 
generate new form. This investigative approach usually 
produces positive outcomes. 

At this juncture, it is noteworthy to state that the Design 
Questioning Model, like many other frameworks, has its 
shortcoming. It presents creativity in design as if the 
human mind, where creative activities take place could 
only function under conditions of analytic questioning. 
The impact of intuition, dream, burst of insight, which 
sometimes occasion creative solution to design tasks are 
neglected. The human mind and its information 
processing capacity and activities are a dynamic one that 
cannot be hinged on a particular sequence or restricted 
order. 

In spite of the above, the model is immensely useful to 
creating new ideas through robust analysis with question 
underpinnings that could be effective for diagnostic, 
descriptive, prescriptive, and predictive purposes. It is 
salient to produce necessary and sufficient creative ideas 
because it adequately considers users need by 
prescribing inquiries into usages, adaptations, and 
modifications. 
 
 
Applying design questioning heuristic in art/design 
 
The heuristics of design questioning is pivotal for 
successful generation of new ideas and forms from 
existing ones for art and design. An example is its use in 
the creation of the illustration, ‘Namadiotu Egberibo’ 



 
 
 
 
 (Plate 2a, and b). 

The reference photograph (Plate 2a), depicts two 
members of the National Youth Service Corps (NYSC) in 
Nigeria, sitting on the field after a parade during the 
period of Orientation. The cordial relationship between 
the two NYSC members was the point of attraction that 
stimulated one’s interest. 

After many passes were made at the photograph, the 
idea to create a panoramic cattle grazing scene, whereby 
the two NYSC members would be the primary point of 
interest became uppermost in the mind. This generated 
stochastic ideational variations that require appropriation 
of the design questioning heuristic in order to produce 
new definitive visual outcome (Plate 2b). 

The production process of the illustration, artwork or 
design, ‘Namadiotu Egberibo’ (Plate 2b), began with the 
probing of how the photograph could be put into new use. 
To be used as a painting that serves aesthetic purpose in 
private or public collections, and or utilized in books as an 
illustration of everyday lives in Nigeria, where it serves 
aesthetic and functional purposes, thus providing support 
material for informative and persuasive messages for 
development communication. 

In order to achieve the above, the main point of interest 
was adapted. The features of the main subject in the 
photograph need be adapted. The small hats was 
changed from textile in the photograph to large ones 
made of reeds. Likewise the shirts with buttons in the 
photograph were changed to bigger flowing robes without 
button as usually worn by shepherds popular for cattle 
rearing in Northern Nigeria. 

In addition, the environment in the reference was 
modified and magnified as many things were added. This 
includes sticks in the hands of the shepherds, expanse of 
grassy vegetation punctuated with sparse shrubs and 
rocks/mountains, and sunny atmosphere. These were 
necessary to reflect the Guinea and Sahel savannah 
regions in Nigeria that support this activity. 

Furthermore, the people in the background of the 
photograph were removed and substituted with cattle and 
the elements in the whole photograph were rearranged 
such that, the main point of interest is positioned at the 
left intersection of the golden grid (invisible intersection of 
two vertical and two horizontal lines forming nine 
rectangles; a compositional ploy that divides a picture 
plane into thirds, creating aesthetic points to position a 
primary element of interest - the ‘Rule of Thirds’). Rocky 
elements were arranged to complement one another at 
the background and foreground; and the layout employed 
in the illustration is akin to the Picture-Window type, 
whereby the main point of interest is conspicuously 
displayed. 

And, combinations occasioned by blend of opposites 
such as negative and positive spaces as in figure and 
ground, light and dark values, rough and smooth 
textures, and complementary colour juxtapositions on 
both figure and ground were carried out. These  
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orchestrations are in order to achieve the combined 
purpose on a product that is aesthetic and functional. 

However, it is expedient to state here that in the 
process of executing the illustration (in Plate 2b), the 
design questions were not applied in the order 
prescribed. The questions were randomly asked following 
the need to get ideas on areas that one is confronted with 
uncertainties, not satisfied with or been stuck. 

The Six Honest Serving MenQuestioning Model for 
Creative Ideas: 
 
I keep six honest serving-men (They taught me all I 
knew); their names are what and Why and When and 
How and Where and Who. 
 
The above is from Rudyard Kipling, in his poem ‘the six 
honest serving-men’, which is a tribute to a child’s 
(Elephant Child) curiosity. It connotes the enquiring child 
in us who help us to gain knowledge and learn different 
things. The six serving men model, as an analytical tool is 
essential to generating new ideas. 

The applicability of the six serving men as an 
investigation approach is broad and dynamic. Sloane 
(2018), citing BlogHelpHQ (2017), states that the six 
serving men is an indispensable method of analysis in 
the process of teaching, instruction, mentoring and 
coaching as well as creating theoretical and practical 
lessons. And could be combined with other strategies 
seamlessly to produce dynamic outcomes. For example, 
in the military, it could be combined with the 5Ps: 
Planning and Preparation Prevents Poor Performance 
that often produce satisfactory results (BlogHelpHQ, 
2017). 

The model could be applied in several ways to analyze 
issues and situations in order to stimulate ideas for 
creative purposes. It could be used to formulate robustly 
potent strategy and tactics in many spheres of life. For 
example, in administrative management, effective 
strategy could be created based on inquiries following: 
Why? - For purpose; Where? – For authority; and What? 
– For goal. Likewise, veritable tactics could emanate from 
enquiries following: Who? – For people; When? – For 
sequence; and How? – For method (Sloane, 2018 citing 
Pakenhan-Walsh, 2018). 

Furthermore, Sloane (2018, suggests that the six 
elements could be employed to enquire about the 
positive and negative of a given task, whereby it results in 
consideration of twelve variables. For instance, what is 
graphic design? And what is not graphic design? Who 
are the target audience? And who are not the target 
audience? And so on. Response to these questions often 
supports generation of new ideas. 

However, Winterowd (1981), prescribes a grid layout of 
the six serving men as a veritable technique to yield a 
more comprehensive result. He suggests that the 
questions placed horizontally at the top of a sheet of 
paper, then repeated vertically such that the ‘why’ on the  
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Plate 2a:  Photograph Reference by Ben, 2009 

 

Plate 2b:  Namadiotu Egberibo, Oil on Canvas, 48ft x 
72ft Ebigbagha S.Z., 2011 

    

Plate 2a and b. Showing the use of design questioning strategy to create from a photograph (a) a new visual form 
(b). 

 
 
vertical axis would get answers from the why, where, 
what, who when and how that are horizontally positioned. 
In this way, the ‘why’ and each of the remaining five 
question variables would have a more detailed 
explanation of their why, how, when, who, what, and 
where. 

The six serving men heuristic could be used to 
generate novel ideas on any subject matter whether 
abstract or realistic, fiction or non - fiction; and poetry or 
prose. 
 
 
Applying the six honest serving men questioning 
heuristic in art/design 
 
The Six Serving Men procedure to generating novel ideas 
is a prospectively potent one in Art/Design. It could be 
successfully employed in pedagogical, theoretical and 
practical areas. For instance, what is the main aim of 
teaching a particular lesson? How the main points could 
be highlighted? Where emphasis should be placed? 
When the lesson learned started, and could be applied in 
reality? This investigative procedure could be utilized to 
examine the process of teaching delivery and or the 
subject matter itself in art/design. For example, what are 
the physical aspects of colour? Where do we find colour 
in our environment? Why is colour immensely influenced 
by its context? How does colour impact on psychological 
behaviour of individuals? Who prefers bright colours? 
When do we stop applying colour in a given art/design 
task? These questions could support comprehensive 
generation of ideas that result in fascinating and creative 
outcomes in art/design pedagogy. 

In addition to the above, the theoretical and practical 
potency of the six serving men strategy is exemplified by 
the Media team of the Society for Family Health (SFH) in 
the Delayed Sexual Debut Campaign, launched in 2003. 
This was aptly depicted in the Creative Brief (a document 

containing all activities concerning the campaign). 
Therein, it was concluded that “there was a genuine need 
for the campaign in order both to address general 
ignorance and misconceptions about abstaining and to 
empower those who wish to delay sexual activity until 
they are ready. Also, the campaign employed all mass 
media in order to address all segments of the target 
group. And the broadcast campaign was supported by 
billboards, posters and stickers to reinforce messages 
and heighten awareness (Ebigbagha, 2016b: 192). 

It was found that the theoretical underpinnings of the 
campaign and the production of the Information, 
Education and Communication (IEC) materials for the 
campaign, were hinged on a thorough engagement of the 
six serving men heuristics. The overall communication 
aim of the Delayed Sexual Debut Campaign was to 
promote delay in the age of median first sex. Why ‘delay’ 
instead of ‘abstinence’? What are the key considerations 
of the campaign? Who are the target audience? How the 
message could be shared among the different culture 
and belief systems in the North and South of the country? 
Where a particular visual configuration would be 
effective? Why radio and television indents need be 
made? All these provided creative ideas that culminated 
in a rare, hugely successful development communication 
campaign in Africa. This is attested to by the production 
of the effective IEC materials used for the campaign, of 
which the poster is herein shown (Plate 3a and b). 

The IEC materials were a result of questions among 
the source, graphic encoder, other members of the media 
team and the target audience during the several stages in 
the media production process. Some of these are: what is 
the prime message? Why the ‘Zip-up’ catch phrase 
should be a combination of iconic and verbal symbol? 
Why the two billboard posters, carrying the same prime 
messages and supporting information in Pidgin/English, 
and Hausa be different configuration based on cultural 
sensitivity? 
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(a) English/Pidgin English Version 

 

(b) Hausa Version   
 
Plate 3. A billboard poster on Sex is worth waiting for ‘ZIP UP’; (a) English/Pidgin English Version; (b) Hausa 

Version; by Society for Family Health (Culled from Ebigbagha, 2016b). 

 
 
Why “Sex is worth waiting for ZIP UP? What colour 
combination would enhance legibility: a white lettering on 
blue background? When juxtaposed with ‘ZIP UP’ 
emphasized in size and depicted in gold/yellow ochre 
hue? How iconic and verbal sign would interface? Where, 
would letter ‘l’ in the ‘ZIP’ be the iconic sign of a zip that is 
done up to visually re-emphasize the main idea of the ZIP 
UP campaign? Why the supporting information ‘Delay 
sex now, unwanted belle or HIV/AIDS fit spoil your life’ 
should also appear in white but smaller in size in 
comparison to sex is worthwaiting for?Why italicized this, 
is it because it is an important warning slogan but not in 
formal terms as the prime message? 

What pictorial element would be appropriate?  How 
many people: four youths (two males and two females), a 
female and a male, a male and a female juxtaposition 
would be satisfactory? How should the youths appear: in 
trendy cloths, with captivating smiles that attracts 
attention and arrest interest?What the relation in size and 
space between the typographic and graphic elements 
be? How this relationship could be well thought of and 
excellently articulated? Where the coloursin the poster in 
terms of hue, value and intensity and the colour of the 
lettering ‘ZIP UP’ could be complemented by similar 
colour of clothes worn by a male and a female in the 
group?Why the male behind the female closest to the 
‘ZIP UP’ lettering should be in red dress, while the female 
at the extreme right next to the male in a shirt with 
combination of grey and black?Why this kind of 
arrangement; is it because it positions the yellow-based 
colours in a triangular pattern that balanced and unified 
the design? 

Besides, what are the importance and symbolic 
representation of the colours in the whole design? Who 
puts on the red cloth in order to arrest the attention of the 
target audience and directs it to the word ‘ZIP UP’?Where 
the black on the shirt could be placed to afford the hair on 
the head of the youths and shadow cast of the ‘ZIP UP’ 
letterings in order to create unity?When does red and 
black symbolize danger and death respectively to 
appropriately connote the result of HIV/AIDS, other 
sexually transmitted diseases and unwanted pregnancy? 

What does yellow connotes; does it effectively depicts the 
burning passion of youthful exuberance?What about the 
blue background and the white letterings; are they 
symbolic of peace, and purity respectively? How this 
does seems to suggest that if the target audience adopts 
the development message, peace is guaranteed in 
relation with sex? What diagonal movement creates 
dynamic forces that enliven the stable typographic 
elements, does the pose of the two youths not wearing 
yellow-based cloth produces a countered to the other 
two? 

What spatial relationship in terms of surface division, 
which followed the established principle of the ‘golden 
mean’ need be employed? How extending an imaginary 
line from the hand of the female in red shirt to the bottom 
of the billboard poster, would produce a ratio of three to 
five (3:5) that as well conforms to the Fibonacci theory of 
harmonious surface division? What about the 
background,is it free of any distraction?Why a vignette at 
the bottom of the poster would soften the edges of the 
blue background colour into the figure and allows for 
gradual and peaceful transition of view into the picture 
and gives the impression of volume, which a hardedge 
demarcation would have destroyed? 

Finally, what are the other mandatory inclusions(‘this 
message is from the National Action Committee on AIDS 
(NACA) and is produced for the ‘Make We Talk’ 
programme from a concept developed by the Society for 
Family Health’)?How these are to be presented, in small 
white letterings? Where should they be placed, guarded 
on the left by the NACA Logo and on the right by the 
Logos of ‘Make We Talk’ and ‘Society for Family 
Health’?What size of font, should both be equal in size to 
the one on the left?What readability ploy should be used 
on the whole typographic element, simple legible, formal 
San -serif (Swiss) typeface, with degree of importance 
shown by type font or size? 

Likewise, is the Hausa version of ‘Sex is Worth Waiting 
For’ (Plate 3b). HAUSA-Yana Da Daraja Ku Dakata KU 
KAMA KANKU (It is respectful to hold yourself). The 
same considerations in encoding the English/Pidgin 
English  version  were  given  but with the use of pictorial  



016          J. Edu. Res. Behav. Sci. 
 
 
 
images that addressed questions, which border on 
cultural difference and sensitivity.  The figures are 
separated and their heads covered appropriately in the 
manner and style accepted for both the male and the 
female in the North. The result of the graphic media 
produced was as in the Pidgin/English version. 
In general, the six honest serving men heuristics created 
robust ideas, which served as guide for the superb 
design of the graphic language utilized for the campaign. 
Literally and figuratively, all the typographic and graphic 
elements of design as well as the principles of 
organization were accurately, appropriately and vividly 
employed to present the prime messages and supporting 
information of the campaign. 
 
 
THE BURKE’S PENTAD QUESTIONING MODEL FOR 
CREATIVE IDEAS 
 
Act, Scene, Agent, Agency, Purpose. Although over the 
centuries, men have shown great enterprise and 
inventiveness in pondering matters of human motivation, 
one can simplify the subject by this Pentad of key terms, 
which are understandable almost at a glance (np) 

Nordquist (2017), citing Burke, (1945) in the above 
citation, describes the Pentad (Greek word for a group of 
five) as a key analytical tool to generate new ideas 
through consideration of five variables: Act, Agent, 
Agency, Scene, and Purpose. Like the six honest serving 
men heuristic, it can be presented as a series of 
questions. Moxley (2008), states that “by asking these 
fundamental questions, Burke proposes that we can 
generate insights”, insightful ideas that strictly affords 
human activities. Winterowd (1981), and Nordquist 
(2017), explained these questions thus: Act: What was 
done?  Agent: Who did it?Agency: How was it done 
(Medium – Language)? Scene: When and where was it 
done (Setting, Time, and Place)?Purpose: Why was it 
done(Motivation)? 

Furthermore, the Burke’s Pentad is useful for 
conducting research in order to understand, interpret and 
predict human behaviour as well as support the probing 
and finding of invaluable ideas. 

Nordquist (2017), encourages researchers to employ 
Pentad to seek data and pay attention to: 
 
1. Act: What happened? What is going on? What are 
people saying and doing? 2. Scene: Where and when is 
the act happening? What is the background context? 
What happened right before and after the act? 3. Agent: 
Who and what is involved in performing or construing the 
action? Who are the actors? 4. Agency: By what means, 
method or tools did the agents act? 5. What were the 
goals and motivation of the action? Why did the agent act 
in this way?(np). 
 
However, the Pentad model, as most heuristics, has its 

 
 
 
 
limitation. It does not provide sufficient and necessary 
ideas to adequately explain human behaviour, when the 
question items are examined specifically. Nordquist (ibid), 
states that Burke was aware of the limitation of the 
Pentad and made efforts to address it by adding the 
element of “Attitude”, which increased the Pentad to 
“Hexad” but was not the panacea for the shortcoming of 
the model. So, a grid, ratio or relationship among term is 
prescribed (Winterowd, 1981; Moxley, 2008; Nordquist, 
2017). This involves a consideration of one element in 
the light of itself and the others - what could be learned of 
one question through considering the rest? For example, 
what can I learn of the act through considering agent, 
scene, agency and purpose? This provides a set of ratios 
and questions thus: Act-Scene (what does scene reveals 
about the Act?), Act-Agent (what does Agent reveal 
about the Act?), Act-Agency (what does Agency reveals 
about the Act?), and Act-Purpose (what does Purpose 
reveal about Act?).  Winterowd (ibid) states that applying 
the ratio/grid method provides to what appears simple 
and meh task a more penetrating, complex and 
complicated as well as satisfactorily robust resolutions. 
 
 
Applying Burke’s Pentad questioning heuristic in 
art/design 
 
The Burke’s Pentad Questioning Heuristic is a veritable 
structure to generating ideas in Art/Design practice, 
pedagogy, and theory; more so that art/design activities 
are largely motivated actions. 

In practice, Pentad could result in generation of ideas 
for the configuration of effective visual language. This is 
exemplified by the development process of the logo used 
for the ORT campaign in Egypt (as shown in Figure 5; 
Ebigbagha, 2016b citing World Health Organization, 
1987). 

The ORT Campaign in Egypt, emphasizes very 
strongly the need for the draft of visual language to be 
adequately structured on the basis of the Pentad 
heuristics, whereby the Act, Scene, Agent, Agency, and 
Purpose of the visual task are thoroughly examined. The 
Act (what is expected to be done; or what visual 
representation would meet the Source’s purpose, and 
target audience information needs?) The Scene (when 
and where would the visual/graphic message be created 
so that it meets target audience knowledge, aptitude, and 
practices of the people in the area where the visual would 
be utilized?). The Agent (who is the Source:  
 
Source 1- media requesting agency and Source 2 - 
media team including subject/topic specialists and the 
graphic encoder/artist on one hand, and on the other, 
who are the target audience – their knowledge, aptitude 
and practices?) The Agency (what medium/media and 
channel would be appropriate to effectively communicate 
intended messages?) The Purpose (what is the reason  
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Figure 5. Logos Pre-tested for the ORT Campaign in Egypt, showing how test improved logo (Culled from WHO, 1987). 

 
 
for the expression in visual language/ the desired overall 
communication aim?) 
 
The above is salient in the process of generating 
satisficing visual form for aesthetic purpose but requires 
pre-test in aesthetic and functional products, such as in 
communication campaign for development initiatives, and 
revised if necessary before final production, which is the 
case with the ORT Logo.  This is in order to avoid the 
dangers associated with rash decision-making, and 
produce effective graphic communication. 

The first Executive Director of the Egypt ORT Project 
was to decide on and adopt a logo for the project. Having 
examined many logo ideas submitted to the project by 
different artists and designers, he liked one more than the 
others (Figure 5). The director did not consider Burke’s 
pentad, which would have shed light on the need for 
target audience input while considering the act, scene, 
agent, agency and purpose ratios, so, he was tempted to 
adopt the particular logo he liked for the project without 
further deliberation.  However, he decided to withhold his 
opinion/decision until all logos were thoroughly tested 
with a sample of the target audience, mothers. 

The result shows that, the logo the director preferred 
was the one least favoured by the pre-test respondents.  
It also shows that the logo chosen needed to be modified 
in order to be more effective.  A large number of the 
respondents opined that the colour be modified and the 
mother pictured in the logo should put on a wedding ring. 

The logo selected by the pre-test respondents was 
adopted for the ORT campaign.  The experience so 
impressed the first Executive Director that he often 
recounted the story, to emphasise the need to pre-test 
draft with target audience for successful communication 
in development programme. 

Had the director adopted the particular logo he liked 
without the target audience involvement in the 
development process through pre-test, the necessary 
and important improvements made on the logo, would 
have been missed.  The introduction of a wedding ring on 
the hand of the pictured mother in the logo, is very 
significant and instructive.  It is a staple on the socio-
cultural influence on the interpretation of graphic 
language. 

Significantly, it points to the socio-cultural interpretation 
of motherhood as a product of legality in marriage, 
symbolized by the wearing of a wedding ring.  It also 

points to the fact that very crucial point can be omitted 
when making initial draft, which can be corrected during 
the pre-test and evaluation process. The omissions, if not 
corrected can significantly affect target audience 
response. 

The pentad and its ratios could be very important for 
generating ideas for pedagogical, and theoretical 
purposes in art/design. For instance, if we were to 
generate ideas on “Achieving Harmonious Colour 
Relationship in Art/Design”, first, as a topic to be taught in 
the classroom in art/design education, and second, to 
analyze it in the context of movements in art/design 
history, we could proceed thus: 
 
Firstly, in art/design education, the Act of achieving 
harmonious colour relationship in art/design - what is 
done? Colours are to be combined in a certain way using 
the colour wheel as a guide. From the colour wheel, a 
hue is selected, and the value and intensity scales of the 
selected hue could be mixed and combined to transform 
ideas into visual language. Since all the value and 
intensity variations are from the same hue, it has 
harmonious relationship, which is called Monochromatic 
harmonious colour scheme. Likewise, two colours that 
are directly opposite each other on the colour wheel 
could be selected, and their value and intensity variations 
combined to create visual messages; this is known as 
Complementary harmonious colour scheme. In the same 
way, three colours that are at equal distance on the 
colour wheel, and the variations in intensity and value 
could be combined to generate visual language with 
pleasing harmony, this is what artist/designer do in order 
to achieve Triadic harmonious colour scheme. And the 
selection of double complementary hues from the colour 
wheel, and their intensity and value variations mixed and 
combined for visual expression result in harmony, which 
is known as Tetrad harmonious colour scheme. 

Now, let us consider the scene of achieving 
harmonious colour relationship - where and when could 
harmonious colour relationship be achieved? What is 
expected to be known in order to achieve harmonious 
colour relationship? What effect achieving harmonious 
colour relationship occasion? Most visual tasks in art and 
design need harmonious colour relationship in order to 
meet aesthetic and functional purposes because colour is 
an important element of art, design and nature, which 
often immensely impact on target audience behaviour.  
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When colour is engaged in harmonious relationship, it 
creates awareness, stimulate interest, foster cognitive 
consolidation, effect clarity, provide direction and facilitate 
comprehension of a given message expressed on a 
surface (canvas, paper, and panel, to mention a few). So, 
whenever and wherever there is need for visual 
expression to arrest attention, interest, clarity, emphasis, 
and understanding of art/design objects, colour harmony 
is a critical variable. 

The above requires an appropriate knowledge of the 
traditional three domains of colour – physical approach 
(its physical characteristics - hue, intensity and value, 
colour mixing; and texture), psychophysical approach (its 
physiological behaviour - the phenomenon of contrast – 
Successive and Simultaneous (juxtaposition of high and 
low brightness, degree of saturation, adjacent and distant 
hues). These are modified by Spatial variables (size of 
area occupied, defined outline/shape, degree of 
complexity of linear pattern, and conformity); Colour 
Constancy; Colour Harmony and Colour Measurement 
and Naming. And, psychological approach (visual 
experience besides the spatial and temporal aspects of 
colour - Modes (film, volume, and surface and derivatives 
– lustre, metallic, and luminosity); Dimensions (hue, 
intensity, and value); and Derivative properties 
(temperature, weight, size, and affective response). 
Achieving harmonious colour relationship in visual 
expression is lodged in psychophysical approach and 
usually has salutary effect on the artist/designer, the 
media requesting agency, and the target audience. 

Furthermore, is consideration of the agent - who or 
what is involved in creating harmonious colour 
relationship? Who are the creators? The artist/designer is 
primarily involved in generating colour harmony. For 
predominantly aesthetic purpose, the artist’s choices and 
preferences are almost absolute but in aesthetic and 
functional products the designer’s choices and 
preferences are often modified by the Source, other 
members of the media team and target audience. 
However, responsibility of achieving harmonious colour 
relationship lies on the artist/designer in training in this 
instance. So, the emphasis on student to have a 
thorough grasp of what it involves in order to create 
harmonious colour relationship is adequately considered, 
when pentad is employed to guide idea generation for 
pedagogical reason. 

In addition, let us examine Agency – what means, 
methods and tools do artist/designer employ to achieve 
harmonious colour relationship? Here, colour substances 
such as wet pigments (water, and oil base) or dry 
pigment (chalk or oil pastel), brushes and painting knives, 
pallet on a surface (paper, canvas or panel), and colour 
circle/wheel as guide are some examples of the agency 
to execute colour harmony. 

And the Purpose – what is the goal for teaching how to 
achieve harmonious colour relationship in art education? 
So, that artist/designer would create objects that are  

 
 
 
 
aesthetically and functionally effective. Also, 
artists/designers are able to gain mastery and create at 
will visual messages with colour harmony suitable to a 
given visual task. 

Secondly, the pentad could be utilized to generate 
ideas in at theory and analyze activities and works of 
art/design that have been produced by people in a given 
epoch. For instance, in an art history exercise, one is 
assigned the task to make critical analysis of harmonious 
colour relationship achievement in the works of the “Zaria 
Rebels” in Nigeria since 1965. 

The above task could satisfactorily be tackled by 
consideration of the act – what happened that 
occasioned the name “Zaria Rebels”? What was the 
appearance of their painting? What were they doing with 
colours in terms of harmonious colour relationship? Were 
their colour usages in conformity with any prescribed 
order? 

Moreover, is examination of the Scene – where and 
when did the Zaria Rebels visually expressed themselves 
in colour? What is the context of their background in the 
use of colour? What happened before and after their 
“rebellion” in the way they express themselves visually 
with particular attention to achieving harmonious colour 
relationship? 

In addition to the above, is consideration of the Agent – 
who are the Zaria rebels? What are the features of their 
artwork/design that gave them the name “Zaria Rebels”? 
Who are they? 

Furthermore, is examination of the item, Agency – by 
what means, methods and tools did the Zaria Rebels 
perform their visual tasks? Were they dragoon to conform 
to prescribed means, methods and tools by their 
instructors, or did improvise in accord with the dictates of 
existing local conditions? 

Finally, it is necessary to look at the Purpose – what 
was the goal of the Zaria Rebels” to express themselves 
visually the way they did? What motivated their actions 
and visual performances, with particular reference to the 
use of colours in harmonious relationship? 

From the foregoing, any motivated human activity, as in 
the creation of works of art/design, the creative mind is 
poised to receive ideas from inductive activities, engaging 
in reference sources that could yield data, which could 
satisfactorily resolve the probe items of the pentad. It is 
noteworthy that a set of more robust ideas/data would be 
generated when the pentad items are used in grid form 
that would have otherwise been difficult. For example, 
what influence does Scene has on the Act – what the 
Zaria Rebels” did in the 1960s, and what is it at the end 
of the 20

th
 century or today?  

Although the pentad heuristics is a very useful one to 
generate creative ideas, it did not ardently address 
structure and audience. These variables are salient for 
works of art and design that meet aesthetic and 
functional purpose, as in graphic communication for 
development initiatives, for example. So, we would  



 
 
 
 
consider hereunder the Shifting Perspectives or 
Tagmemics heuristic, which affords the generation of 
creative idea that is a coalesce of structure, audience, 
knowledge, and perspectives in necessary and sufficient 
manner. 
 
 
The heuristics of shifting perspectives/tagmemics for 
art and design 
 
“…different and strange angles of vision on your subject 
often generate new ideas. When you change 
perspectives, you discover ideas.” 
 
The above citation from Winterowd (1981: 57), presents 
the need to consider a given subject matter from multiple 
standpoints in order to generate ideas and have a holistic 
view and comprehensive knowledge. He further states 
that in order to know anything, one need to know these 
three things: contrast, variations and distribution. 
Contrast: in what ways a thing differs from others in its 
class? Variation: how much can a thing change and still 
be itself? Distribution: where does a thing usually occur in 
its class? So, having ideas of the contrast, variation, and 
distribution of a subject matter is critical to fully knowing 
it. This is gleaned from Tagmemics, a system to analyze 
language by asking questions that focus on contrast, 
variation, and distribution (Winterowd ibid, citing Young, 
Becker, and Pike, 1970). 

In addition to the above, Winterowd (ibid), lucidly states 
that whatever is known can be viewed in three 
perspectives: first, as a static unchanging entity - as a 
particle, for example; second, as a process – a wave, for 
example; and third, as a system of interrelated parts – as 
a field, for example. So, something can be viewed as a 
static subject, a particle that does not change and its 
features described. Moreover, a description can be made 
of how a subject changes like wave or how it works – its 
process. And, a subject can be described as a system - a 
field whereby everything is seen as a whole, with all parts 
interrelated and working together. 

Having an in-depth knowledge of a given subject matter 
is indispensable for the generation of form in art/design. 
This requires a subject matter been viewed and 
presented from different perspectives. Therefore, 
knowing and viewing constitute a necessary and 
sufficient condition for creative idea generation for art and 
design. Towards this end, Winterowd (1981: 98), aptly 
itemized a six question structure thus: 
 
Contrast: How does the item contrast with everything else 
in its class, thus enabling us to know it? Variation: How 
much can the item change or be changed and still be 
itself? Distribution: Where does the item typically appear 
in its class? Features: What are the distinctive features of 
the item? Process: How does the item work? (How is it 
changing? What does it do? How does it do it?) System 
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: How does the part of the item work together?     
 
Like the other question frameworks already discussed, 
putting the question items in ratio or grid, produces a 
more comprehensive set of creative ideas. The six 
questions in the Shifting Perspective framework present a 
grid of nine questions from applying the three questions 
of knowing, on the three questions of viewing thus: 
Features - Contrast, Process - Contrast, System - 
Contrast, Features - Variation, Process - Variation, 
System - Variation, Features - Distribution, Process - 
Distribution, and System - Distribution. For example, 
“how do the features contrast with those of other items in 
the same class?” How the features do change and still be 
itself, and not another thing? And, where could the 
features be found? (Winterowd, ibid: 99).  
 
 
Applying the heuristics of shifting 
perspectives/tagmemics in art and design 
 
The Shifting Perspective Heuristic is a veritable 
framework to generate ideas in Art/Design practice, 
pedagogy, and theory. This is hinged on the premise that 
art/design activities and products are immensely varied in 
feature, process and system with large amount of 
contrast, variation and distribution. 

In practice, Shifting Perspective could result in 
generation of ideas for the configuration of effective 
visual language. This is demonstrated in the logo used 
for the ORT campaign in Egypt (as shown in Figure 4), 
which we have already discussed under Pentad but 
emphasis would be placed on visual and verbal structural 
development as well as target audience. 

The ORT Campaign in Egypt, emphasises very 
strongly the need for the draft of visual language to be 
adequately structured on the basis of the Shifting 
Perspectives/Tagmemics heuristics. The Executive 
Director of the ORT Programme did not sufficiently 
consider the feature of the visual structure in relation to 
the target audience knowledge, aptitude and practice, 
which would have informed his initial preference. If he 
had gone ahead to use his preferred arbitrary/abstract 
visual representation for the logo, it could have been a 
problem because it was the least preferred and would be 
bereft of the robust contributions by the target audience 
that greatly enhanced its modification and appearance. 

Moreover, a comparison of the Director’s choice and 
that of the target audience reveals that the feature 
(structure) of visual form is a key consideration that 
should not be taken for granted by the artist/designer, 
media requesting agency, and media team. It is a key 
determinant of message structure and target audience 
response. A wedding ring added on the hand of the 
mother, the colour modification, and a representational 
mode of configuration instead of an analogous/semi 
abstract mode, are structural adjustments that impacted  
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positively on target audience (WHO, 1987). So, the 
artist/designer should guide his/herself with questions 
that could fashion the feature of visual expression thus: 
what is the appearance of the form expected to be 
generated; or what visual representation would meet the 
Source’s purpose, and target audience information 
needs? 

Another important variable that generate ideas, which 
guide development of visual structures is question on the 
process. For example, what process would yield a visual 
or graphic message that meets its artistic/communication 
goals, and afford the knowledge, aptitude, and practices 
of the people in the area where the visual would be 
utilized? This allows consideration of the process in terms 
ofart/design activities, and the product. In examining the 
process in terms of activities, it presents the intellectual 
activity of thinking about the subject matter to be created, 
and the inductive activities to gather, critically analyze, 
and adapt information/ideas. This is in order to proffer 
solution to a given visual task at the preparatory stage, 
particularly for visual communication campaign. Also, it 
involves the activities of pretest, which sometimes require 
revision, and recoding of art/design outcomes at the 
advance stages of form generation (Ebigbagha, 2016b, 
citing Ejembi, 1989; Aaker and Myers, 1981). 

In consideration of the process of art/design object, 
product, or stimulus, it is salient to juxtapose the 
examination of the stimulus conditions (intensity, size, 
message novelty, position, and context), and the target 
audience conditions (information needs, attitudes, values, 
interest, confidence, social context, and cognitive style). 
This affords realization of its purported overall 
communication aim. Such set of critical examination often 
generate ideational variations that avail multiple options, 
whereby choices are made based on informed decisions. 
This was provided in the ORT Campaign logo through the 
process of pretest, which yielded the target audience 
choice and design product with salutary effect. 

Furthermore, the system is important determinant of 
structure and audience. The options in the pretest, seen 
as a whole, allow the mother’s choice to be selected. This 
choice, made other contributions possible, which 
eventually led to the logo been revised and recoded. 

Likewise, the contrast of the target audience choice 
with the other options as well as the variations and 
distribution of features in the visual options determined 
the structure of the logo and how the target audience 
responded to it. 

The virility of the tagmemics heuristics for art/design 
practice is vividly exemplified in a series of paintings 
depicting variations in feelings, moods and meaning 
interpretations hinged on interrogation of features, 
process and system as well as their contrast, variation 
and distribution (see Plate 4 a, b, c, and d). The stimulus 
condition – the reference photograph (Plate 4a) was the 
source of inspiration, which was creatively varied through 
the utilization of combinatorial, exploratory and  

 
 
 
 
transformational techniques (Ebigbagha, 2016a). 
Particular attention was given to alteration of the contrast, 
variation and distribution of the features, process and 
system in the background, middle ground and foreground 
(Plate 4 b, c and d). 

In addition, a consideration of the contrast, variation 
and distribution of the process and system in the referent 
were made. The interaction between the main figures, 
and the harmonious relationship between all the 
background, middle ground and foreground elements in 
the picture plane are premised on the interrogation 
employing the tagmemics procedure of creative idea 
generation. 

Mowry (2005: 110-113), seemingly employed the 
tagmemics procedure to achieved visual interest and 
excitement in a series of paintings by a variation of 
colour, size or amount of structural object included in a 
picture plane. The overall outcome of these artworks 
were so pleasing that she admonished artists and 
designers to “Keep asking questions” in order to have 
comprehensive knowledge, and view subject matter from 
different perspectives for satisfactory visual expression. 

Equally important, is the heuristic of Tagmemics and its 
ratios to generating ideas for pedagogical, and theoretical 
purposes in art/design. For instance, (using the same 
analogy already discussed in Pentad - to generate ideas 
on “Achieving Harmonious Colour Relationship in 
Art/Design”), first, for pedagogy and second for theory, 
we could proceed thus: 
 
Firstly, in art/design education, the interrogation of 
harmonious colour relationship in art/design would begin 
with the feature of harmonious colour relationship. This 
would require description of the contrast, variations and 
distribution of the appearance of the types of colour 
harmony scheme: Monochromatic, analogous, 
Complementary, Triad, and Tetrad. A description 
preceded by that of the appearance of colour, and its 
characteristics in terms of hue, value and intensity; using 
the colour wheel as a guide. 
 
Equally important is a consideration of the process of 
achieving harmonious colour relationship. This requires 
explanation with the colour wheel thus: a hue is selected 
from the colour circle, and the value and intensity scales 
of the selected hue could be mixed and combined to 
transform ideas into visual language as desired. Since 
the value and intensity variations are from the same hue, 
it has harmonious relationship called Monochromatic 
scheme. This form of colour usage produces visual 
expression characterized with interrelated nuances of 
values and saturation of a hue. Likewise, two colours that 
are directly opposite each other on the colour wheel 
could be selected, and their value and intensity variations 
combined to create visual messages. This is known as 
Complementary harmonious colour scheme. In the same 
way, three colours that are at equal distance on the  
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  a     b 

Reference Photograph’ Before Rwandan               Kirigboro  Otu Egberibo 2002 Oil on canvas 36” x 48” 

 Devastation, a nutrition programme stressed using Indigenous food crops (African Farmer, 1995: 2). 

 

 

   c      d  

Kirigboro  Otu Egberibo 2002 Oil on canvas 48” x 60”Kirigboro  Otu Egberibo 2009 Oil on canvas 48” x 60” 
 

 
Plate 4a, b, c and d. Showing ideational variations based on tagnamics heuristic. 

 
 
colour wheel, and the variations in intensity and value 
could be combined to generate visual language with 
harmonious relationship. This is the process of achieving 
Triadic colour harmony. And the selection of double 
complementary hues from the colour circle, and their 
intensity and value combined for visual expression result 
in harmony. This is how the Tetrad harmonious colour 
scheme could be achieved. 

Furthermore, a consideration of the system variable of 
the heuristic presents a perspective that affords 
generation of ideas, which might otherwise could be 
overlooked in the lesson of achieving harmonious colour 
relationship. This requires describing how colour behaves 
in terms of its property as light, and how it is experienced 
by our physiological being, and psychological reactions 
and responses. These include the phenomenon of Colour 
Constance, which is the appearance of colour of objects 

modified by the predominant light of its surrounding; 
Simultaneous, and Successive Contrast whereby the 
attributes of colour are enhanced or reduced when 
juxtaposed with one another in a given space as well as 
the degree of warmness/coolness, emotional and 
symbolic interpretations attached, when we are 
confronted with a given type of harmonious colour 
relationship, to mention a few (to a large extent, specific 
details of these have already been discussed under 
Scene, and Agent in the Pentad heuristic). 

The procedure to describe the contrast, variations and 
distribution of the feature, and process of achieving 
colour relationship in harmony as well as its system in 
terms of interaction with other elements in the picture 
plane, would often provide insightful areas of 
consideration for a more robust idea about colour 
harmony lesson. It would direct attention to how colour  
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interacts with itself, meet aesthetic and functional 
purposes as well as its immense impact on target 
audience behaviour, design and the environment. It 
would shed light on the structure of colour harmony, the 
process of generating it and its system of relationship, 
which include how it could be orchestrated to create 
awareness, stimulate interest, foster cognitive 
consolidation, occasion clarity, provide direction and 
facilitate comprehension of a given message, art/design 
product or visual expression. 

Secondly, the Shifting Perspective heuristic could be 
utilized to generate ideas in art theory, history and 
analyze activities and works of art/design that have been 
produced by people in a given epoch. For instance, in an 
art history exercise, whereby one is assigned the task to 
make critical analysis of the extent to which harmonious 
colour relationship was achieved in the works of the 
“Zaria Rebels” in Nigeria. 

The above task could satisfactorily be tackled by 
consideration of the Features – what are the 
characteristic appearance of the Zaria Rebels’ works of 
art and design in terms of harmonious colour 
relationship? In what ways do the feature of their visual 
expression in colour harmony contrast among the 
artists/designers of the same epoch and with that of 
those before and after them? How the art/design works 
varies within the broad classification of features of the 
visual expression of the Zaria Rebels? And where could 
the feature of these visual expressions be found? This 
kind of interrogation often galvanizes the response for 
inductive activities that usually yield multiplicity of 
ideational options from which choices could be made to 
satisfactorily resolve visual task and meet needs. 

Moreover, it is necessary to interrogate the process, 
which is involved in the course of the formation of the 
Zaria Rebels with focus on their use of colour. This 
requires examination of how the Zaria Rebels got the 
name through their visual expression including the use of 
colour. Also, it requires considering how they were 
instructed to utilize colour before their “rebellion” and how 
colour was employed in ways that cumulatively become 
identified as rebellious. These probes would to a large 
extent provide insights on formation of the Zaria Rebels 
through assessment of their visual expression with 
particular attention to achieving colour harmony. 

In addition to the above, let us consider interrogation of 
the system. This requires examination of the impact of 
the Zaria Rebels in art/design in Nigeria. Furthermore, it 
involves knowing the contributions of members of the 
Zaria rebels, even at individual levels to art and design in 
Nigeria. Knowing how the contrast, variation and 
distribution of the relationship of the Zaria Rebels impact 
on the activities of art/design, and artists/designers, 
would furnish one with plurality of ideas. Ideas of what 
influence or connection exist between it and other art or 
design movements, and activities across the nation in 
particular, and the world in general. 

 
 
 
 
From the foregoing, the Tagmemics procedure is a very 
useful one to generate plurality of creative ideas. It 
considers subject matter of practical, and theoretical 
values by interrogating structures and audiences from 
multiple angles. Viewing subject matter as a static entity, 
as a process rather than as a static entity, and as a 
closed system rather than an entity; and expressing the 
contrast, variation and distribution of these to depict 
adequate knowledge. This affords a comprehensive view 
and knowledge that support well-informed decision-
making and generationof invaluable innovative 
ideas/concepts for human and structural development.  
 
 

CONCLUSION 
 

Heuristics are indispensable and veritable investigative 
strategies to create limitless possibilities of innovative 
ideas for development. The Brain storming, Design 
questioning, Six honest serving men, Pentad, and 
Shifting perspectives are excellent guides for intuitive or 
spontaneous as well as analytic multiplication of 
ideational variations, interrogation for knowledge, 
comprehension, measurement and evaluation of actions, 
events, and tangible products as well as impellents for 
creative flow and energy that dispel being stuck during 
the process of form generation in art and design. 

The appropriate utilization of heuristics for ideas in 
art/design pedagogy, practice, or theory often occasions 
a stochastic process that inundates the mind with a wide 
variety of novel ideas and concepts options for decisive 
decision making. From this well-informed creative 
standpoint of selected and implemented new ideas, 
invaluable products and innovative outcomes are bound 
to emerge for human and structural development. 

Therefore, artists and designers should be conversant 
with the aforementioned heuristics and utilize them to 
overcome creative block and generate ideas, foster 
knowledge production/utilization, and engender 
innovation for material culture development with salutary 
effect. 
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