organized pathway for the visitors. For instance, the construction and departure gallery
in the first part, as well as the gallery describing the Titanic’s crash into a block of ice in
the third part, are organized according to the temporal progression of events. The
second part of the exhibit showcases various recreations of rooms with furniture,
clothing, dinnerware and silverware, menus, and personal belongings that were used in
each space (Figure 6.5, Figure 6.6, Figure 6.7). Displaying artifacts and furniture in
context vividly describes the passenger experience along with the use of other kinds of
informative pieces. For example, the Veranda café, one of the restaurants for the first
class passengers, includes an actual recreation of the space with a display of china,
glassware and silverware and demonstrates a contrast with the third class dining saloon
displayed in pictures with their simple mugs and plates (Figure 6.7). Comparing the
dinnerware between the first and third class provides a glimpse of the dining experience
between different classes; the dinner menu hanging on the wall also offers detailed
information about types of food served for each class. For example, Filet Mignon and
Beef Sirloin are served to the first class diners whereas boiled chicken and bacon are
the main dishes in the third class dining area. Representing the dining experience in

diverse ways illustrates what it was like having a meal per each class in Titanic.

Figure 6.5. Room recreations: first class cabin (left), third class cabin and hallway (right).
Copyright © Titanic: the Artifact Exhibition
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Figure 6.7. Second class china (left), Third class plate and mug (right).
Copyright © Titanic: the Artifact Exhibition

1. Learning through reflection about doing

One of the goals of the Titanic exhibit is to provide education. According to Joanna
Haas, the director of Carnegie Science Center, the Titanic exhibit “isn’t just about the
historical aspects of the sinking of the Titanic. It also deals with the science behind
what was hailed as a tremendous engineering feat that ended in disaster. Ninety years
after the sinking of the Titanic, science played a role in developing ways to salvage
artifacts from the wreckage area surrounding the ship.”!83 In this respect, science as
inquiry becomes the primary focus of the Discovery Gallery in which the process of
artifact recovery and conservation is presented. In addition to a variety of hands-on

activities, various documents are also available to download online from the link upon

183 “Titanic: The Artifact Exhibition,” Carmnegie Science Center,
http:/ /www.carnegiesciencecenter.org/default.aspxPpageld=378. (accessed August 21, 2008).
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request, such as the Teacher’s guide or Educatot’s information packet, which list of a
variety of field trip activities and classroom lessons for different grades.!84

The educational impact of the Titanic exhibit is further enhanced through the
presentation of scientific information within the stories of real people and real artifacts.
Reconstructing the historical event from diverse perspectives, the Titanic exhibit
becomes “a great catalyst for lessons in history, geography, English and Math” beyond
science and technology.!85 This is why the exhibit has drawn a wide range of visitors,
from children to adults, and now continues to be held across numerous countries.
Because of the richness and detail of the reconstruction of the event in its time, the
exhibit provides something, from emotional experience to scientific knowledge, that
the visitors can take away from it. This is expressed in one of the visitors’ comments,
“This is an amazing exhibit. I knew part of the stuff about the Titanic, but I never knew
all of it. There ate all these fiction/fact movies and stories about the Titanic, but you
never get the ful// story, like you do here.”18¢ Scientific facts, historical records, and
social and cultural contexts can provide a fuller experience when they are woven

together as a coherent story.

Figure 6.8. The wall of ice in the Titanic exhibition. Copyright © Titanic: the Artifact Exhibition

Another example of the design of the learning experience is found in the third
section of the exhibit. In order to create a distinct experience from other sections, the

emphasis in the third part is a description of the day of the ship’s sinking. This part is

184 Teacher’s Guide, Classroom Lesson Plans and Field Trip Activities, available at
http://www.prxi.com/tguides/titanictg-bc.pdf (accessed August 21, 2008) To request Free Teacher Guides
and Lesson Plans on Las Vegas Exhibition website, go to http://education.prxi.tgrequest/

185 Thid.

186 Comments from JC Richland, WA, Age 14. http://www.rmstitanic.net/index.php4°page=234 (accessed
September 12, 2010) (Emphasis added)
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meant to enhance the visitors’ sensory experiences in diverse ways: through dim
lighting, low temperature, and numerous sounds effects such as a low humming sound
that mimics the ship’s engines. The highlight of this part is a large block of ice that
stands in the middle of the room, which visitors can touch, feeling the coldness of the
water that the ship’s passengers felt on that night (Figure 6.8). The following comments
from two visitors describe their experiences with the iceberg wall:

The kids tried to see who could keep their hands on it the longest-no one
managed longer than 8 seconds. Then we read that the freezing sea water was
even colder than the fresh iceberg, and that most of the deaths occurred from
hypothermia than drowning. We all sat in silence, imagining how cold it must
have felt being totally submerged in the cold ice water, not just putting our
hands on it.187

Touching the ice gave you a true idea of what they faced in many hours which
would be their last.!188

Providing visitors with diverse forms of hands-on experience was effective in making
one’s learning experience direct and memorable. More than any realistic description or
scientific evidence, touching the ice helps visitors to feel and imagine a situation that a
huge number of passengers had to endure on that day. It is a unique experience that
only the physical exhibit can offer to visitors in contrast to the experience of reading or

watching an online experience.

Example analysis 2: David Macaulay’s books

David Macaulay is a visual storyteller who is widely known for his work’s superb
illustrations and lucid text, in addition to his numerous awards.!8? For him, any
complicated subject, from a cathedral to a human body, can be better explained based
on how they work. This is closely related to his keen interest in the way things are
organized in a sequence as well as his focus on making information accessible to the
reader.'?0 He also conceives of a book as a medium that consists of “a series of layers”

in which any complex content can be presented gradually by turning pages or opening a

187 http://childplay.wordpress.com/2007/09/29/titanic-exhibit/ (accessed September 6, 2010)

188 Comments from E.& D.K. Seattle, WA.. http://www.rmstitanic.net/index.php4°page=234 (accessed
September 12, 2010)

189 David Macaulay’s books have been acclaimed by numerous national and international awards, including
the Caldecott Medal, the MacArthur Fellows Program award, the Boston Globe-Horn Book Award, the
Christopher award, an American Institute of Architects Medal, the Washington Children's Book Guild
Nonfiction Award, the Deutscher Jugendliteraturpreis, and a Dutch Silver Slate Pencil Award.

190 Macaulay’s interest in process stems from his childhood experience in watching his parents making and
doing a variety of hands-on crafts, such as sewing or making furniture. Building books: The Art of David
Macaulay" Exhibit video, Norman Rockwell Museum, 2004. http://www.youtube.com/watch?v=-
zwHqRzEDEo&feature=related.
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fold-out in the pages.'”! For this reason, his design process emphasizes not only
generating a great deal of sketches in search for a better depiction, but also putting
them into a dummy book to examine how they flow within a story. Each of his drawings
makes sense when they function in a sequence; each sketch, as a peel of a layer,
presents information that is accessible and engaging.192

In addition to his emphasis on offering process that makes information
accessible as an important aspect of storytelling, the notion of point of view is
manifested in his work, such as Cathedral, Unbuilding, Rome Antics, ot The Way We
Work.193 Perhaps his books are the best examples of works that demonstrate diverse
points of view by offering a #ew way of looking at a mundane subject matter, such as a
building or human body; providing multiple perspectives to better understanding a
complicated concept; or creating a dynamic experience. In what follows, I focus on these
three uses of point of view with examples (Figure 6.9), specifically in examining how

each use is closely related to evoking certain modes of wonder as is shown (Figure 6.10).

Principle
t]
Person MACRULAY'S Mode
BOOKS
® Providing an unusual e Providing multiple
perspective layers to make
information accessible
e Stories of people: :
making themselves Perspective

do a thing

¢ Changing the rhythm
in perspectives

Figure 6.9. Design strategies in Macaulay’s books

191 <A book is not only a neat way to collect and store information. It’s a series of layers. I mean, you
always peel one layer off another — we think of them as pages, doing it a certain way. But think of them as
layers. I mean, Rome is a place of layers — horizontal layers, vertical layers. And I thought, just peeling off a
page would allow me to — if I got you thinking about it the right way — would allow me to sort of show you
the depth of layers.” Macaulay’s Rome Antics in TED 2002. (filmed on February 2002, posted February
2008) http://www.ted.com/talks/david_macaulay_s_rome_antics.html.

192 Macaulay regards drawing as a means of understanding and explaining things. “I draw to better
understand things. Sometimes I make a lot of drawings and I still don’t understand what it is I'm drawing.”
“I also draw to help people understand things. Things that I want them to believe that I understand.” Ibid.
193 Cathedral: The Story of its Construction (1973), Pyramid (1975), Castle (1977), Unbuilding (1980), Rome Antics
(1997), Mosque (2003), The Way We Work (2008),
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MODES OF WONDER: MACAULAY’S BOOKS

o
A A Best A
Spatial 3
WONDER ASTONISHMENT AMAZEMENT SUBLIMITY

Figure 6.10. Modes of Wonder found in Macaulay’s books

I. Providing a new way of experiencing the subject matter and sustaining interest

Macaulay uses perspective not only to provide an #nusual way of looking at a subject
matter but also to communicate his own feeling and understanding of a subject matter
to readers so as to create a personal and engaging experience.!%4 This is clearly reflected
in his talk at TED in 2002 where Macaulay presented his thoughts and his process in
creating Rome Antics:

Rome is a city full of surprises. I mean we’re talking about wnusual perspective.
We’re talking about narrow little winding streets that suddenly open up into
vast, sun-drenched piazzas — though piazzas that are humanly scaled. Part of
the reason is that they grew it organically. That amazing juxtaposition of old
and new, the bits of light that come down between the buildings that sort of
create a map that’s traveling about your head — usually blue, especially in the
summer — compared to the maps that you would expect to see of conventional
streets.195

In order to express this sense of surprise and wonder about Rome, Macaulay chooses a

homing pigeon’s point of view, as it flies through the city to deliver a message.'%

194 “T began to think about how I could communicate this in book form. How could I share my sense of
Rome, my understanding of Rome?” (Emphasis added) David Macaulay’s Rome Antics in TED 2002.
(filmed on February 2002, posted on February 2008)

http:/ /www.ted.com/talks/david_macaulay_s_rome_antics.html

195 Tbid.
196 Before he came up with this final version of the story, a pigeon’s journey through Rome, he tried out a

few different versions of the storyline, one of which was about a story of Beatrix and her dog Ajax who
travel in a dirigible through Rome. This plot had an interesting storyline with various characters and was
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Illustrating various parts of Rome from a bird’s point of view depicts unusual scenes of
various places. For example, the upside down view of a plaza from the falling pigeon’s
perspectivel®” or a panoramic aerial view of the Colosseum.!98 These are not scenes
captured from a human’s perspective on the street level. Macaulay’s choice of unusual
perspectives, from that of a worm which is crawling underground to that of a bird in
Rome, is effective in eliciting a sense of wonder by allowing a new way of looking at the
wortld. Another example of unusual perspective is found in Macaulay’s book on the
human body, The Way We Work (2008), in which he visualizes a human body as a theme
park where each body system is described as a type of machine. By visually
conceptualizing the circulation system as a roller coaster ride, seemingly complex ideas
can be transformed into accessible and engaging ones.

In addition to his use of unusual perspectives which instantly grasp the readet’s
attention, another distinctive use of point of view is found in its multiplicity. For
Macaulay, multiple perspectives have three functions: providing multiples ways to
explain; creating a dynamic experience; offering multiple voices to engage the readers’
interest. First, multiple perspectives make information more accessible to the reader,
specifically by offering more than one way of looking at the same thing. This is
particularly useful for educational purposes because people learn and comprehend in
different ways as individuals possess differing degrees of skills.'? For example, in his
book Cathedral: The Story of its Construction (1973), Macaulay presents diverse perspectives
of the building in order to highlight different aspects of the architecture which are
impossible to grasp from a single perspective. Breaking down a complex content like
the Gothic Cathedral into multiple accessible parts helps readers better understand the
structure and the construction process.

Second, multiple perspectives engage readers, not only by changing the
reference point but also by constantly changing rhythms in space and time, such as
zooming in and out into buildings or varying the pace of the story from fast to slow.
While Cathedral (1973) elicits a sense of wonder from the readers using multiple

perspectives, Rome Antics (1997) elicits wonder and amazement through his deliberate

effective in showing Rome in various perspectives; yet the story itself became too complicated to convey
what Macaulay wanted to convey about Rome in a simpler way. Ibid.
197

198 David Macaulay, Rome Antics (Boston: Houghton Mifflin Books, 1997), 13.

199 American developmental psychologist and professor of cognition and education Howard Garner calls
this set of “abilities, talents, ot mental skills” inelligences. In his seminal book Frames of Mind, he introduces
seven multiple intelligences that are based on the assumption that “people have different cognitive
strengths and contrasting cognitive styles.” See Howard Gardner, Multiple Intelligences: New Horizons. New
York: Basic Books, 2006). (First edition published 1993).
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play of rhythm as readers turn pages. The bird’s movement in Rome Antics is incredibly
dynamic in terms of distance and speed. Unlike the tourist’s steady walk on street level,
the city of Rome presented from a flying bird’s perspective evokes amazement to readers;
just as they turn every corner of Rome, they can hardly expect what is coming on the
next page. Presenting the city of Rome this way help even those who have visited
Rome several times find something new and different.

A third use of point of view is Macaulay’s sense of humor, which is attributed
to a delightful reading experience. For him, transforming complicated and boring
subject matters into engaging concepts is significant not only in enhancing readers’
understanding but also in sustaining readers’ interest in a subject. Therefore, small
cartoon characters with expressions in a word bubbles in The Way We Work (2008) and
a mammoth in The Way Things Work (1998) play the role of adding a sense of humor to
his books. Locating these little voices on each spread also creates another layer of

discovery to keep the readers’ interest.

1I. Creating a pathway to the subject matter by imagine themselves doing a thing

Another design strategy in Macaulay’s books is inviting readers into an actual making or
working process, specifically by having them imagine themselves doing a thing.
Macaulay’s interest in process is clearly reflected in numerous works that explain the
construction of a cathedral, a castle, a mill, or a city. Even in his book on the human
body, The Way We Work (2008), Macaulay attempts to explain one of the most
complicated systems in the function of our bodies. There are two reasons Macaulay is
particularly interested in process as a form of storytelling. First, Macaulay believes that
a seemingly complex system, whether it’s a complicated building or a human body
system, can be better understood by breaking it down into manageable steps. There are
numerous books on explaining various types of complex architecture; yet what
Macaulay desires is to create a book that is readily understandable and accessible to
readers from school-age children to adults. In his interview with the New York Times,
he states, “I’ve never thought about the ages of my readers. I always think about how 1
would understand it.” 290 In order to achieve this lofty goal, Macaulay focuses on
visualizing how it works. In this respect, he attempts to create a pathway to seemingly

complex and inaccessible subject matters by putting readers in the process of

200 Patricia Cohen, “Explaining That Most Remarkable Structure,” The New York Times (October 2, 2008)
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constructing a cathedral or a mosque. This way they not only understand how it is built
but learn that they are capable of building one.

As important as this is, there is another reason Macaulay emphasizes process.
He is interested in connecting readers to a subject matter. Take Cathedral (1973), and
Mosque (2003), as examples. Although many people know that a cathedral is a man-
made architecture, visiting a Gothic cathedral in France or a mosque in Turkey often
leaves them in awe or elicits a sense of wonder because the scale of these structures,
their patterns, or their use of color is beyond one’s grasp and understanding. For this
reason, Macaulay transforms the story of building to a story of people who constructed
for many years. In order to describe this process in detail, he illustrates tools and the
devices used to build as well as various roles and steps that individuals take. Instead of
conceiving of a cathedral or a human body as an object of wonder, just as a masterpiece
painting in a museum, detached from the audience, these structures become an

environment that allows various activities by people.

1. Creating an inquiry as a learning process

Macaulay describes his approach to creating a book as a learning process.20! In most of
his book projects, he states that he knew little about the subject matter from the
beginning. Although he does not follow the user-centered or reader-centered approach
by observing and analyzing the needs of potential readers, his attitude as a learner
rather than an expert is relevant to making information accessible to a wide range of
readers in the following two ways. First, he believes careful observation and hands-on
experience is necessaty. For instance, when he worked on The Way We Work (2008), his
personal investigation into the human body took almost six years to complete because
he spent a great deal of time conducting research by taking courses in medical school
and observing surgeries so as to perform his own inquiry into the difficult subject of
the human body. This emphasis on his hands-on experience is also found in his remark,
“being there is important.”202 For him, one of the challenges for a visual storyteller is to
put the reader in a position that he or she has never experienced before, but is
believable and plausible. This is impossible if a writer and illustrator’s imagination is not

grounded on his or her own careful observation of a particular subject matter.

201 “You can seduce your readers into observing the information without realizing that they are actually
learning something [...] that’s been my goal all along [...] I don’t profess to teach anything. I just hope to
provide an engaging and an enjoyable opportunity.” Ibid.

202 Thid.
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Imagination leads to possibility, yet it needs to be supported by actual practice in order
for it to make sense.

The second way that his attitude as a learner is relevant is found in Macaulay’s
remark that the common sense that organizes bits of information into a coherent
structure is closely related to a learner’s attitude. This is manifested in his explanation
of his process in making The Way We Work. Unlike his books on architecture, which
have a clear sequence based on the construction process, his book on the human body
required a different sequence to explain such a complex system. Therefore, Macaulay
approached the organization of information as answers to a series of questions, such as
“what is the most important information in human body?” and “what is needed next?”
As he notes:

There’s no point of taking people through digestive systems or a circulatory
system, a respiratory system without per saying why we need those systems. If
you don't have cells, if you don’t have any little organism waste that need
oxygen that need nutrients, and building materials and so forth. Sort of each
survive. [...] So it makes sense from the starting with cells. Which are starting
from molecules or atoms. Where does the cell come from? [...] with questions
keep backing up. And starting with cells was the most important thing from
the beginning because not only creating a reason for explaining all those
systems but also so much work being done about that.203

Following his common sense perspective about the human body, Macaulay creates a
flow based on the simple to complex systems; the seemingly complex system begins

with a cell and ends with a cell again in the discussion of the reproduction system.

Example analysis 3: I like Seoul campaign

The [ like Seoul Campaign (ILSC) is a social campaign project that demonstrates the role
of design in society, not only in its goal to solve problems in the surrounding environs,
but also in its ability to raise issues to which the public can become aware and actively
respond. The ILSC was initiated by a group called design group FF, which includes a
small number of college design students and alumni. In one sense, their motivation for
creating the I Like Seon! Campaign series came from their personal search for answers to
the question, “why do I (we) like Seoul?” Thus, the ILSC began as a personal journey
from the perspective of people who had grown up and lived in Seoul. However, we
may consider the significance of this work from another perspective; it can serve as a

model for critiquing a number of other design projects and internationally organized

203 Thid.
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design events implemented by the Seoul Capital Government.2* Designing Seoul
Campaign posters was just one of the projects among Design Seoul Campaigns which
were placed all over the city, from subway stations and bus stops to newsstands (Figure
6.11). The goal of these posters was to promote new facilities and new services
provided by the government, including daycares, public patks, saving accounts, and Wi-
Fi internet services. Each poster advertises different facilities or services but contains
the same message in the bubble: “I like Seoul” in Korean (Figure 6.15).

While the Design Seoul Campaign posters represent the voice of the Seoul
Capital Government, the ILSC posters attempts to reflect the voices of multiple and
diverse citizens, as the design group FF states:

There may be more than one answer why we like Seoul. Sharing and
exchanging various voices enables people not only to seek their own answers
but also to discover the true identity or the value of the place in which they live
(translation mine).2%

Their claim is that most of the Design Seoul Campaign projects attempt to promote the
idea that new design is good, and tend to renovate the old into the new, yet do so
without careful consideration of important issues, such as: sustainable design,
protecting local cultures, and creating a harmony between old and new. This motivated
the design group to launch a series of campaigns, including the I like Seoul Campaign
in season 1 (I like Seoul Campaign Posters) and season 2 (G20 Seoul Summit

Project).200

204 Seoul has been chosen as the second World Design Capital by ICSID in 2010, followed by the first
WDC, Torino, in 2009. Numerous projects were conducted under the Design Seoul Campaign by
organizing exhibitions and international conferences, redesigning public parks, design centers and
developing the new symbolic icon, “Haechi” for Seoul. See http://www.wdcseoul.kr

http:/ /haechi.seoul.go.kr/ (accessed September 13, 2010)

205 The design group FF sent their first message on Twitter when they launched this project: “we are
against a Design Seoul campaign that does not communicate to citizens.” www.ilikeseoul.org. (accessed
December 29, 2010) Original text was in Korean.

206 For more information about the project, see www.ilikeseoul.org. For their current and future projects,
visit https:/ /www.facebook.com/ffgroup. There are also some videos available on Youtube. See
http://www.youtube.com/watch?v=RXYmvcl XKKs&feature=related;

http:/ /www.youtube.com/watch?v=d_kRc9Hylxg&feature=related;
http://www.youtube.com/watch?v=_tEHa_ILUlh4&feature=related;
http://www.youtube.com/watch?v=xsNtdlnQWUs
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Figure 6.11. Posters displayed at subway stations, on the subway, at bus stands, on buses 207

For the ILCS season 1 project, which transforms the “government monologue”
into “open public dialogues,” FF adopted the idea of using bubble stickers as a
communicative space through the Bubble Project, which was originally conceived by
designer Ji Lee.208 The goal of the Bubble Project is to provide public “free spaces” that
allow people to express their thoughts by filling in the blank bubbles with their own
voices (Figure 6.12). In 2002, Lee printed 20,000 bubbles stickers and placed them on
top of advertisements throughout New York City; later, he photographed the bubbles
after they were filled in with various responses and published them in a book and an

online forum (Figure 6.13).20% FF also used bubble stickers as a primary means of

207 All images of I Like Seoul Campaign (Figure 6.11, 6.14, 6.15, 6.18, 6.19, 6.20, 6.21) are made available
under Creative Commons 3.0 Attribution License: commercial and non-commercial use permitted; can be
copied, enhanced and redistributed but attribution is required. These images ate available at
https://picasaweb.google.com/ilikeseoulff/Seoul.

208 Tee conceived this idea from advertisement posters he had noticed on every corner in New York. For
Lee, these posters are seen as visual pollution, as most advertisements scream at people in an aggressive
manner, although he had been working in the advertising industry for four years. This frustration led him
to create a simple device that would “transform these annoying corporate monologues into open public
dialogues” by offering people a way people to respond: through a bubble sticker.

209 The project became so popular that he launched the Bubble Project on a global scale. People from
different cities can download bubble stickers from their project website and post them to advertisements in
any part of world, such as London, Milan, and Buenos Aires; responses from other cities were recorded,
uploaded and shared online. To access the detailed design process and the recorded photographs, see
http://www.thebubbleproject.com; Ji Lee, Talk Back: The Bubble Project. New York: Mark Batty Publisher,
2006).
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communication, yet modified the idea in a way that it is relevant to the purpose and

effect of the ILSC project.

Figure 6.13. Bubbles filled with text. Copyright © Ji Lee

While the goal of Bubble Project is to provide the public with a way to express
their individual voices against the corporate monologue in advertising, that of the ILSC
is to inspire the public to search for the value and the true identity of Seoul against the
monolithic message that is repeated in the “I like Seoul” campaign posters. In order to
search for diverse yet collective voices to express why they like Seoul, FF gathered
diverse opinions about “why I like Seoul” through social networking channels,
including the project website, twitter, and me2oday. Afterwards, they printed each
message onto bubble stickers (Figure 6.14) and placed the bubble stickers with their
new messages all over the city on top of the Design Seoul Campaign posters (Figure
6.15).210 Figure 6.15 shows how the message in the middle, “Seoul is dead. Seoul is now
dying” contrasts with the original message, “I like Seoul” on the left and the right.
While the former reflects one of the opinions generated by citizens, the latter
represents only the voice of the Seoul Capital Government, which attempts to promote

a variety of services and policies under the Design Seoul Campaign project.

210 A video demonstrating the process is available on Youtube.
http://www.youtube.com/watch?v=R_iiQbXFSTU
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Figure 6.14. The process of the I Like Seoul Campaign Posters

oY= B 2uf)

Figure 6.15. Posters displayed at subway stations, originals (left, right), a poster with a new bubble (middle)

In what follows, I use the Point of View framework as a tool of analysis
(Figure 6.106) to examine two design strategies found in the I Like Seon! Campaign
posters, which are intended to foster open public dialogue and to employ irony as a
means of communication. In the section that follows, I discuss how each strategy, with

an emphasis on mwode and principle, elicits amazement and sublime (Figure 6.17).
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Figure 6.16. Design strategies in I Like Seonl! Campaign
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Figure 6.17. Modes of Wonder found in I Like Seonl Campaign
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L. Creating diverse voices to foster open public dialogue

The first design strategy found in the ILSC posters is to provide a means to convey
diverse voices about what each citizen loves about Seoul from their points of view.
These voices are individual, yet collective and powerful in that they arise from some
shared understandings among the collected opinions. This is closely related to the
objective of the ILSC in providing a means to collect and communicate these voices in
a way that is widely accessible:

We have started to wonder why Seoul has been chosen as the Wotld Design
Capital in 2010. What distinguishes Seoul from other cities in terms of design?
Why is it Seoul over other cities? We expected to find any answers to these
questions in Seoul, where we live now. Therefore, we began our journey to
search for these answers by reading books, meeting officials, designers, and
citizens, and talking to a wide range of people, to discover something that is
not apparent. However, the answers were already with us from the moment we
began our search. We realized that they are not only ours, they also belong to
all those people who live in Seoul (translation mine).?!1

As described above, the idea behind this project is that each citizen differently values
what it means to live in Seoul; sharing diverse opinions also fosters open public
dialogue in order to discover other values, issues, or problems that were not realized
before.

Diverse voices not only allow public dialogue about what it means each to live
in Seoul, but also reconsider the common value, not merely as a city of the Design
Capital but as an environment in which people live. What is the true identity of Seoul in
comparison to other cities? What are the issues or the problems that are identified by
citizens? These concerns are expressed in the bubbles by arguing that designing Seoul
does not entail renovating every corner of the city without maintaining the identity of
Seoul. For example, Figure 6.18 contrasts some opinions against the idea of changing
the old to the new, such as “Does design mean to make something new? (left),” “Are
you going to design ancient palaces, too? (middle),” or “Leave them as it is: street
vendors, undeveloped community, Dongdaemun stadium (right).”212 Multiple voices
presented in the bubbles shift the conception of Seoul, which elicits amazement by
discovering a new way of connecting Seoul and the people who live in the city, from

the World Design Capital to the real environment in which people live and interact. In

21 http:/ /www.ilikeseoul.org (accessed December 29, 2010) Original text is written in Korean.

212 One of the projects under the Design Seoul Campaign is to transform Dongdaemun stadium into
Dongdaemun Design Plaza, designed by renowned architect, Zaha M. Hadid. Building or renovating old
architecture that functions as a landmark of the city to a new one is happening in many parts of Seoul; yet
it has not been carefully considered whether this new building will be harmonious with its surroundings. In
many cases, these structures become new landmarks by making the old and local culture in the area
obsolete.
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summary, the ILSC challenges existing assumptions and preconceptions about the role
that design plays in a society, specifically in response to the political and social changes
happening in Seoul in 2010. The ILSC demonstrates the fact that designing for Seoul

should mean designing for citizens who live in it rather than designing for the sake of

design or for creating a new kind of policy.

Figure 6.18. I like Seoul Campaign Posters

1L Irony as a means of providing an opposing stance to the monolithic voice of the government
Another use of point of view is closely related to the idea that srony offers “perspective
of perspectives” from a critical stance.?!3 In rhetoric, the term zrony refers to a figurative
element of speech that expresses an idea as its opposite. According to literary theorist
and philosopher Kenneth Burke, the role of irony as one of the four master tropes
should not be limited to its figurative and literal usage. Rather, a more important
application of the four tropes is to discover and describe “the truth.”214 215 The
following passage illustrates Burke’s primary concern with irony, which provides useful
insight:

Irony arises when one tries, by the interaction of terms upon one another, to
produce a development which uses all the terms. Hence, from the standpoint of
this total form (this “perspective of perspectives”), none of the participating
“sub-perspectives” can be treated as either precisely right or precisely wrong.
They are all voices, or personalities, or positions, integrally affecting one
another.210

What is central to irony is to not just show seemingly contrasting ideas and judge

whether they are right or wrong, but rather to develop and share many ideas as

213 Kenneth Burke, “Four Master Tropes,” in A Grammar of Motives (Berkeley: University of California
Press, 1969), 503.

214 Tbid.

215 Burke identifies the four master tropes as metaphor, metonymy, synecdoche and irony. He also explains
the four tropes using a different set of names, such as the following: For metaphor we could substitute
perspective; for metonymy we could substitute reduction; for synecdoche we cold substitute representation; for irony
we could substitute dialectic. These pairs are useful to expand their applications beyond the literal figurative
usage. Ibid.

216 Ibid., 512. (Empbhasis added)
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different possibilities so as to create a common ground that is agreed upon. This is
closely related to the goal of the ILSC. Since irony is concerned with “resisting
affirmation to locate alternate positions,” placing bubbles filled with multiple opinions
on the existing Design Seoul Campaign Posters is more effective to show the gap
between what citizens desire (middle, Figure 6.18) and what the Seoul Capital
Government actually does (right and left, Figure 6.18), than recreating a poster that
criticizes the constraints of the Design Seoul Campaign.

The emotional effect that is evoked by the ironic stance can also be discussed
with #he sublime, which is elicited when the idea of connected whole is discovered,
particularly realizing the way we are all connected to one another. In the ILSC, what
connects individuals to Seoul is an awareness of the idea that we are citizens who ate
responsible for sharing ideas, raising issues, and resolving relevant problems. This
would allow the public to explore alternative possibilities through active participation in
a public dialogue.

The following examples (Figure 6.19, Figure 6.20, Figure 6.21) show a set of

common issues and themes that arise from these diverse voices.

Sustainability
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Figure 6.19. I like Seoul Campaign Posters

“Stop uprooting trees at Han River. There is no shade.” (left)

“Seoul has more apartment jungle than forest. Wonderful.” (right)
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Figure 6.20. I like Seoul Campaign Posters

“Wow. Seoul is turning into Seoul Land (like a theme park with a lot of attractions).”
(left)
“That’s just the way I like Seoul.” (middle)

“Seoul-si, New York-gu, Paris-dong, London Apartment construction site.”2!7 (right)

Goal of Designing Seon!
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Figure 6.21. I like Seoul Campaign Posters

“For whom are we designing Seoul?” (left)

“Seoul should be a space where residents feel happy rather than a city for display.”

(right)

Summary
In this chapter, I examined three cases of information artifacts that respond to specific
design problems thorough the use of the thematic variations of Point of View and
Modes of Wonder as conceptual tools for analysis.

The first case was Titanic, the Artifact Exhibition that represents the story of
the legendary ship by laying out the real artifacts that were recovered from the debris.

Through the examination of person and mode, diverse information artifacts and the

217 §7 means city, gz means county, dong means neighborhood. (the size of a political community). This is a
cynical remark expressing that Seoul doesn’t have its own identity.
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organization in the exhibit creates an intimate experience from the point of view of a
character on board, and develops a story through the deliberate representation of
scenes, sequences, and spaces. Modes of Wonder that are related to the use of point of
view are wonder, amazement and awe, which are found in the description of the
audiences’ experiences.

Second, David Macaulay's books demonstrate his dexterity in storytelling
through the utilization of person, perspective and mode. Various design strategies based on
the unusual, multiple, and dynamic points of view make information accessible and
engaging. Wonder, astonishment, and amazement are discussed in relation to the usage
of point of view through the examination of specific examples in his books.

Third, the I Like Seon! Campaign was a social campaign that fosters collective
interaction to actively respond to the problems and issues about the environment.
Through the employment of person and principle as the primary focus, diverse voices are
created to foster open public dialogue, and irony is utilized to offer an opposing stance
to the monolithic voice of the government. In turn, amazement and the sublime are
examined as two modes of wonder that are elicited to discover different ways of

connecting among individuals and between individuals and the world.
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Chapter 7

Wonder as a Principle of Communication

Introduction

This inquiry stemmed from the problem of information design, particularly a lack of
substantive theory that can encompass emotion and information design. Although
the role of emotion has for some time been central to human communication and
other areas of design, no theoretical framework has been developed that would
allow design researchers and educators to model the relationship between emotion
and information as part of examining the complex relationships among information
artifacts, audiences, and designers in specific contexts. Through examination of
existing views about information design and the nature of information, this work
advanced the idea that information can be better conceptualized as a medium in
which designers have the ability to influence situated and value-laden human actions,
as well as a medium in which designers can be influenced by situated human actions.
This conceptualization of information as two-way mediation between designer and
audience allows us to reconsider information design as a meaningful social activity,
of which designers are an integral part.

As the inquiry proceeded, Modes of Wonder and the Point of View
Framework were proposed as responses to the following two research questions
raised at the beginning of Chapter 1. First, how can we describe the audience’s
emotional experience to information artifacts? Modes of Wonder in Chapter 4
would allow us to articulate the audience’s emotional experience to information
artifacts. As discussed in Chapter 4, communication begins with wonder — interest
or mere curiosity, proceeds with astonishment or amazement, and may or may not
be culminated in sublime. Modes of Wonder — astonishment, wonder, amazement,
and sublime — provide different ways of connecting the audience to information, as
shown in Figure 7.1. Each mode also leads to a different kind of discovery,

demonstrating layers of experience.
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Modes of Wonder Kinds of Discovery Experience

Wonder Connections are made (elements are organized) Perception
based on the logic of the designer

Astonishment Connections are made on a surface level: in terms Interpretation
of how things are structured and organized.

Amazement Connections are made based on a particular Experience

function and purpose (functional situation) —
thinking, doing, making (understanding,
performing, inquiring).

Sublime Connections are made; unified under a big idea Awareness

Figure 7.1. Modes of wonder as layers of discovery

The second question we sought to explore was, how can we articulate
design strategies that are often implicitly used by designers to create information
artifacts that are aimed at producing a particular emotional effect for an audience?
The Point of View framework in Chapter 5 presents a means to examine plausible
design strategies used in information artifacts. In Chapter 6, three information
design cases were analyzed in detail to demonstrate the application of these two
frameworks. As a result, a set of design strategies were illustrated in Figure 7.2,
particularly those that enable an audience to be emotionally connected to
information and various accompanying senses of wonder. The types of examples
analyzed in this study vary greatly, from posters to books to interactive
visualizations, exhibitions, and social campaign projects. Still, these design strategies

can be applied across various form and media.

® [rony as a means of offering
the opposite stance

PRINCIPLE
* Create diverse voices
to foster open public
dialogue
® Provide an unusual PERSON —— P(‘;ISNL(E);'XICEYW — MODE e Provide rm;!tiple )gyers
perspective to make information
accessible
® Stories of people:
making themselves ® Develop a dramatic story
do a thing through the deliberate
representation of scenes,
e Create an intimate sequences, and spaces
experience from
the point of view of PERSPECTIVE ® Learn through reflection
character in the story about doing

® Change the rhythm in
perspectives

Figure 7.2. Modes of wonder & exemplary design strategies from the example analysis in Chapter 6
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In this final chapter, I discuss the significance and contribution of this

dissertation, and several research directions for future study.

Significance: wonder as a principle of communication
There are two frameworks presented in this dissertation. The first is Modes of
Wonder, which describe and analyze the emotional experience one has with
information, based on four thematic variations of wonder. Each of the themes helps
to understand a person’s emotional connection to information on different levels.
While other models focus on the dimensions of experience or specific actions or
variables of experience, modes of wonder offers an approach for understanding
one’s experience in relation to the effects and layers of experience.2'® Instead of
categorizing an experience into different types, conceptualizing an experience as
different layers that unfold over time offers a new approach to understanding,
describing, and analyzing various forms of interaction and experience. Furthermore,
this way of conceptualizing experience is relevant to illustrating differences as well
as the changing nature of experience based on a variety of situational elements. For
instance, modes of wonder can offer a reasonable explanation as to why a person’s
emotional experience with a poster may not be the same as another person’s; or why
one’s emotional connection to a painting changes constantly over time. Since an
experience unfolds over time like water flowing in a stream, understanding
experience not as different layers, rather than separate categorties, is significant,
particularly in examining the effect of information design in relation to a situation.
While modes of wonder refers to places for discovery that focus on one’s
emotional experience with information, the goal of the second framework, point of
view as a mediacy of information design, is to analyze information design works.
The four themes, person, perspective, mode, and principle, are means for
questioning and illustrating the use of point of view in the context of information
design. What distinguishes point of view from other descriptive or generative
frameworks is its breadth as well as the expandability of each theme. Like modes of

wonder, the framework point of view should be regarded as a topic or place for

218 Some examples of interaction-based or expetience-based models are the following: Wright et al.
present four kinds of product experiences: compositional, sensoty, emotional and spatio-temporal.
Each one is related to an action that creates meaning. Forlizzi, Ford and Battarbee describe user-
product interactions as fluent, cognitive, and expressive. For a complete discussion, see Wright at al.
(2003), Fotlizzi and Ford (2000), Fotlizzi and Battarbee (2004); for an excellent summary of
interaction-based models, see Jodi Forlizzi, “Product Ecologies: Understanding the Context of Use
Surrounding Products” (PhD diss., Carnegie Mellon University, 2007), 86.
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discovery, which can be further explored with more variations within each theme.
Instead of conceptualizing each of the themes as a fixed category or a definite term,
it is significant to conceive each place as a tool for inquiry that can lead to a
discovery of numerous series of design strategies in diverse communicative
situations.

Based on the two frameworks described above, I conclude this study by
discussing the role and significance of wonder in communication in the following
way: wonder is a principle of communication, in that principles are “methods of inquiry”
which provide a beginning as well as a grounding for activities that follow.219 220
Here, principles do not refer to fixed and universally applicable rules. Rather,
principles should be understood within the process of experiences of people, so as
to lead to a discovery of possible connections through particular elements. As
examined in the preceding chapters, wonder is key to creating one’s emotional
connection to information, products or an environment because it is a principle that
organizes one’s experience when communicating. Wonder provides the beginning
that allows communication to function; wonder is a connecting force that sustains
the audience’s interest and emotional experience throughout the process; wonder is
one’s awareness of a transcendent idea that elevates a common experience into an

intellectual one.

Contributions

This work includes three contributions that are worth mentioning as I conclude this
dissertation. First, this study provides a theoretical framework that can model the
relationships among information artifacts, audiences, and designers in specific
contexts. Conceptualizing information as a medium for human action and
conceiving emotion as a relationship among various actions, this research leads us to
explore a new direction of information design beyond compositional, semantic, and

pragmatic levels. Also, rhetoric, as the method of investigation in this study,

219 In her Ph.D dissertation, Jafarinaimi refers to principles, saying that they are “the beginning of
design activities and provide grounding for the selection of design solutions. They have concrete
significances and consequences in particular application.” For a complete account of principles in
relation to design, see Nassim Jafarinaimi, “An Inquiry into the Form of Social Interaction in
Contemporary Products” (PhD diss., Carnegie Mellon University, 2011).

220 Dewey argues, “principles treated as fixed rules instead of as helpful methods take men away from
experience.” For Dewey, principles are ever-changing like a “hypothesis with which to experiment”
because principles are “methods of inquiry” that connect men to their expetiences. For a detailed
account of Dewey’s conception of principles, see John Dewey, “The Nature of Principles,” in Human
Nature and Conduct: An Introduction to Social Psychology. New York: Modern Library, 1922), 238-247.
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suggests other directions for design research by discovering diverse possibilities
through examination of the thematic variations of a specific theme as was
demonstrated in Modes of Wonder and the Point of View framework.

Second, this study provides a metalanguage that would allow design
researchers and educators to articulate the complex relationship between
information and emotion. Modes of Wonder and the Point of View framework
offer thematic variations which allow us to better describe the audience’s emotional
experience to the information artifact as well as the design strategies used to address
a particular design issue or problem. Furthermore, the vocabulary suggested in this
work can be used by design educators to foster a students’ thinking process in
design and to facilitate critique of the effects of information artifacts in class.

Third, this research offers a unique approach for uncovering design
strategies that are often implicitly used by designers to create information artifacts
that are aimed at producing a particular emotional effect on an audience. The Point
of View framework functions as a tool of analysis that would allow us to examine
plausible design strategies used in a particular context of information design. In
addition, this framework can be used as a tool for production when creating
plausible design strategies for information artifacts. It is intended to foster a
systematic design approach that would enable design practitioners to reflect on their

design process.

Opportunities for future study
There are a number of research directions which this can further be taken for this
study. First, this work can be expanded with further examples. Modes of wonder
and the Point of View framework should be tested with more example analysis. The
information artifacts and the three cases of information design discussed in this
dissertation were selected to cover various types of information design, from books
and paintings to information visualization and exhibitions; yet each area can be
further explored with the analysis of more examples. Based on this further
exploration, some issues or distinct patterns may be discovered within each theme
or area. In addition, comparative study between these themes or areas can provide
another direction for future research.

Second, it is possible to explore variations within each theme in the Point
of View framework. For instance, several key topics, such as multiplicity or identity,

were discovered under the category person in this study. But a number of variations
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or types of design strategies can be further expanded by analyzing more examples,
comparing and contrasting their use in different contexts, or exploring them within
the design process as a number of alternative strategies that determine the focus of
the actual information design presentation.

Third, the use of these frameworks may be expanded beyond information
design; other areas of design, such as product design, service design, or design
methodology, serve as potential areas in which the frameworks can be applied to
explore alternative solutions to design problems. For instance, four thematic
variations in the Point of View framework are found in existing design methods in
that both are a means of exploring and discovering distinct patterns in the ways that
users behave, respond, and interact with information, products, ot services in
situations. While “the persona method” focuses on person to better understand the
goals that users need to accomplish, “cultural probes” emphasize experience as a
mode to gain insight about users’ behaviors, needs or ideas which are not yet
known.221 222

Finally, Modes of Wonder and the Point of View frameworks can be tested
in the design process when developing an information artifact that responds to a
specific design problem. The scope of this research was limited to the analysis and
the description of existing information artifacts, yet these frameworks can be further
implemented by designers to create information artifacts aimed at producing a
particular emotional effect for an audience. In addition, the frameworks can be
practiced in design education as a tool for analysis, production, and evaluation.
These frameworks can serve as a basis for structuring the curriculum for a design
theory class or project-based class. Thematic variations of the two frameworks can

be used to provide useful terminology or individual topics for further exploration.

221 The Persona Method is created by Alan Cooper as one of the methods for goal-directed design.
“Personas ate not real people, but they represent them throughout the design process. They are
hypothetical archetypes of actual users. Although they are imaginary, they are defined with significant
rigor and precision.” See Alan Cooper, The Inmates are Running the Asylum. (Indianapolis, IN: Sams,
1999), 124.

2221n 1999, Gaver, Dunne, and Pacenti introduced Cultural Probes as “a design-led approach to
understanding users that stressed empathy and engagement.” According to Gaver, probes are
“collections of evocative tasks meant to elicit inspirational responses from people — not comprehensive
information about them, but fragmentary clues about their lives and thoughts.” See William W. Gaver,
Tony Dunne, and Elena Pacend. “Design: Cultural Probes.” Inferactions, (Jan/Feb 1999): 21-29; William
W. Gaver, Andrew Boucher, Sarah Pennington, and Brendan Walker. “Cultural Probes and the Value
of Uncertainty.” Interactions, (Sep/Oct 2004): 53-56.

110



Bibliography

Chapter 1. The Problem of Information Design

Albers, Michael J., and Beth Mazur. Eds. Content and Complexity: Information Design in
Technical Communication. Mahwah, NJ: Lawrence Erlbaum Associates, Inc. 2003.

Calabresi, Guido, and Philip Bobbitt. Tragic Choices. New York: W.W. Norton and
Co., 1978.

Carliner, Saul. “Physical, Cognitive, and Affective: A Three-part Framework for
Information Design.” Technical Communication (Fourth Quarter 2000), 561-576.

Frascara, Jorge. User-Centered Graphic Design: Mass Communication and Social Change.
London: Taylor & Francis Ltd., 1997.

. Communication Design: Principles, Methods, and Practice. New Y ork:
Allworth Press, 2004.

Gore, Al. Earth in the Balance: Ecology and the Human Spirit. New Y ork: Plume, 1992.

Greiman, April. Hybrid Imagery: The Fusion of Technology and Graphic Design. New Y ork:
Watson-Guptill Publications, 1990.

Heller, Steven and Mirko Ilic, Handwritten: Expressive Lettering in the Digital Age. New
York: Thames & Hudson Inc. 2004.

Jacobson, Robett. Information Design. Cambridge: MIT Press, 1999.

Jenni, Karen E., and George Loewenstein, “Explaining the “Identifiable Victim
Effect.” Journal of Risk and Uncertainty 14 (1997): 235-257.

Jordan, Patrick. Designing Pleasurable Products: An Introduction to Human Factors. London:
Taylor & Francis, 2000.

. “Human Factors for Pleasure Seekers.” In Design and the Social
Sciences: Making Connections, edited by Jorge Frascara, 9-23, London: Taylor & Francis,
2002.

Lester, Paul Martin. Visual Communication: Images with Messages. Belmont, CA:
Wadsworth Publishing; 4th edition, 2005.

Neuenschwander, Brody. Letterwork : Creative Letterforms in Graphic Design. London:
Phaidon Press, 1993.

Norman, Donald. Enotional Design: Why We Love (or Hate) Everyday Things. New York:
Basic Books, 2003.

Pettersson, Rune. Information Design: An Introduction. Amsterdam: John Benjamins
Publishing Company, 2002.

Rand, Paul. A Designer’s Art. New Haven: Yale University Press, 1985.

Redelmeier, Donald A. and Amos Tversky. “Occasional Note: Discrepancy
Between Medical Decisions for Individual Patients and for Groups.” The New
England Journal of Medicine. April 19, 1990. April 19.

Sless, David. “What is information design?”’ In Designing Information for People, edited
by Robyn Penman and David Sless, 1-16, Canberra: Communication Research Press,
1992.

111



Small, Deborah A., George Loewenstein, and Paul Slovic, “Sympathy and
Callousness: the Impact of Deliberative Thought on donations to Identifiable and
Statistical Victims.” Organigational Behavior and Human Decision Processes 102 (2007):
143-153

Toufexis, Anastasia. “The Ultimate Choice.” Time Magazine. August 31, 1993. 43-44

Tyler, Ann C. “Shaping Belief: The Role of Audience in Visual Communication.”
Design Issues 9:1 (1992): 21-29.

Viscusi, W. Kip. Fatal Tradeoffs: Public and Private Responsibilities for Risk. New York:
Oxford University Press, 1992.

Whipple, Chris. “Inconsistent Values in Risk Management” in Seldon Krimsky and
Dominic Golding (Eds.), Social Theories of Risk. Connecticut: Praeger Press, 1992.

Zwaga, Harm |. G., Theo Boersema, and Henriette C.M.Honhout. Eds. 17sual
Information for Everyday Use: Design and Research Perspectives. London: Taylor & Francis
Ltd, 1999.

Chapter 2. Information

Augoustinos, Martha and lain Walker, “Social Schemas.” In Social Cognition: An
Integrated Introduction, 32-59, London: SAGE Publications Ltd, 1995.

Ackoff, Russell L. “From Data to Wisdom.” Journal of Applied Systems Analysis 16
(1989): 3-9.

Bateson, Gregory. “Form, Substance and Difference.” In Steps 2o An Ecology of Mind,
448-66. New York: Chandler Publishing Co., 1972.

Berlo, David K., The Process of Communication. New York: Holt, Rinehart, and
Winston, 1960.

Buchanan, Richard. “Design Research and the New Learning.” Design Issues 17:4
(2001): 3-23.

Buckland, Michael. Information and Information Systems. New York: Greenwood Press,
1991.

Burke, Kenneth. “Psychology and Form.” In Counter-Statement, 29-44. Berkeley:
University of California Press, 1968.

Capurro, Rafael. “The Concept of Information.” In Annual Review of Information
Stcience and Technology Vol. 37 (2003): 343-411.

Cleveland, Harlan. “Information as a Resource.” The Futurist (December 1982): 34-
39.

Cunningham, Suzanne. “Dewey on Emotions: Recent Experimental Evidence.”
Transactions of the Charles S. Pierce Society 31:4 (1995): 865-874.

Davenport, Thomas H., and Laurence Prusak. Working Knowledge: How Organigations
Manage What They Know. Boston, MA: Harvard Business School Press, 1998.

Dewey, John. “The Theory of Emotion. (1) Emotional Attitudes.” Psychological Review
1 (1894): 553-569.

. “The Theory of Emotion. (2) The Significance of Emotions.”
Psychological Review 2 (1895): 13-32.

112



. “The Reflex Arc Concept in Psychology.” Psychological Review 3 (1890):
357-370.

. Democracy and Education: An Introduction to the Philosophy of Education.
New York: The Macmillan Company, 1916.

. Art as Experience. London: Penguin Books Ltd., 1934.
. Logic: The Theory of Inquiry. New York: Henry Holt & Company, 1938.
. Experience and Nature. New York: Dover Publications, 1958.

. “The Challenge of Education to Democracy.” In The Later Works of
Jobn Dewey, 19251953, 170l.11, edited by Jo Ann Boydston, 181-190. Carbondale:
Southern Illinois University Press. (Reprint 1987, the first edition 1937)

Dretske, Fred 1. Knowledge and the Flow of Information. Cambridge, MA: MIT Press,
1981.

Drucker, Peter F. "The Coming of the New Organization." Harvard Business Review
(January - February 1988): 3-11.

. Peter Drucker on the Profession of Management. Boston, MA: Harvard
Business Press, 1998.

Emmert, Philip and William Donaghy, Human Communication: Elements and Contexts.
Reading, MA: Addison-Wesley Publishing, 1981.

Fairthorne, Robert A. “The Theory of Communication.” As/b Proceedings 6:4 (1954):
255-67.

Fisher, Walter R. Human Communication as Narration: Toward a Philosophy of Reason,
Value, and Action. Columbia, University of South Carolina Press, 1987.

Gibson, James. ]. “The Theory of Affordances.” In Perceiving, Acting, and Knowing,
edited by R. E. Shaw and J. Bransford, 67-82. Hillsdale, NJ: Lawrence Erlbaum
Associates, 1977.

Hollis, Richard. Graphic Design: A Concise History. London: Thames & Hudson, 1994.

Jamieson, G. Harry. Visual Commnnication: More Than Meets the Eye. Bristol, UK:
Intellect Books, 2007.

Jobling, Paul, and David Crowley. Graphic Design: Reproduction and Representation Since
7800. Manchester: Manchester University Press, 1996.

Kunz, Werner, and Horst W. J. Rittel. “How to Know What Is Known: Designing
Crutches for Communication.” In Representation and Exchange of Knowledge as a Basis of
Information Processes, edited by H. J. Dietschmann, 51-60. North-Holland: Elsevier.
(Original work published 1983)

Machlup, Fred, and U. Mansfield, editors. The Study of Information: Interdisciplinary
Messages. New York: John Wiley & Sons, 1983.

McGarry, K.J. “To Know and to Be Informed.” In The Changing Context of
Information: An Introductory Analysis, 10-36. London: Clive Bingley, 1981.

Miller, Gordon L. “The Concept of Information: A Historical Perspective on
Modern Theory and Technology.” In Information and Bebavior. 170l.2, edited by Brent
D. Ruben, 27-53. New Brunswick, NJ: Transaction Publishers, 1988.

Norman, Donald A. The Psychology of Everyday Things. New York: Basic Books, 1988.

113



. “Affordance, Conventions, and Design.” Interactions (May+June
1999): 38-42.

Pettersson, Rune. Information Design: An Introduction. Amsterdam: John Benjamins
Publishing Company, 2002.

Shannon, Claude, and Warren Weaver. The Mathematical Theory of Communication.
Urbana: University of Illinois Press, 1949.

Nathan Shedroff, Experience Design 1. Indianapolis: New Riders Publishing, 2001.

Solomon, Robert C. What is an Emotion? Classic and Contemporary Readings. Edited by
Robert C. Solomon. New York: Oxford University Press, 2003.

Tufte, Edward R. Ewvisioning Information. Cheshire: Graphics Press, 1990.
. Beantiful Evidence. Chesshire: Graphics Press, 2000.

. “Presenting Data and Information.” One-day Course, Pittsburgh,
PA, August 27 2009.

Weaver, Watren. “The Mathematics of Communication.” In Basic Readings in

Communication Theory, edited by C. David Mortensen, San Francisco: Harper & Row,
1979.

Wurman, Richard Saul. Information Anxiety 2. Indianapolis: Que, 2001. (Original
work published 1989).

Zeleny, Milan. “Management Support Systems: Toward Integrated Knowledge
Management.” Human Systenrs Management 7:1 (1987): 59-70.

Chapter 3. Information Design
Aristotle, The Art of Rhbetoric.
Barnard, Malcolm. Graphic Design as Communication. New Y ork: Routledge, 2005.

Bonsiepe, Gui. “Persuasive Communication: Toward a Visual Rhetoric.” Uppercase 5
(1961): 19-34.

. “Visual/Verbal Rhetoric.” Ul 14/15/16, (1965): 23-38.

. “A Step Towards the Reinvention of Graphic Design.” Design Issues
10:1 (1994): 47-52.

Burke, Kenneth. A Rbetoric of Motives. Betkeley: University of California Press, 1969.

Ehses, Hanno H. J., “Representing Macbeth: A Case Study in Visual Rhetoric.”
Design Issues 1:1 (1984): 53-63.

Fiske, John. Introduction to Communication Studies. New York: Routledge, 1990.

Horn, Robert E. Visual Langnage: Global Communication for the 21st Century.
Washington, WA: MacroVU, Inc., 1999.

Jun, Soojin, Miso Kim, and Joohwan Lee, “The System Diagrams: Shifting
Perspectives.” Design Issues 27:2 (2001): 79-80.

Kalman, Tibor, J. Abott Miller, and Kartie Jacobs. “Good History/Bad History.” In
Looking Closer, edited by Michael Bierut, William Drenttel, Steven Heller, and DK
Holland, 25-33. New York: Allworth Press, 1994. (Original work published in Print
magazine, March/April 1991)

114



Kinross, Robin. “The Rhetoric of Neutrality.” Design Issues 2:2 (1985): 18-30.

Kristeller, Paul Oskar. “Rhetoric in Medieval and Renaissance Culture.” In
Renaissance Eloguence, edited by James J. Murphy. Berkeley: University of California
Press, 1983.

Lockwood, Arthur. Diagrams: A Visual Survey of Graphs, Maps, Charts and Diagrams for
the Graphic Designer. New York: Watson-Guptill, 1969.

McCoy, Katherine. “Information and Persuasion: Rivals or Partners?” Design Issues
16:3 (2000): 80-83.

McKeon, Richard. Essays in Invention and Discovery. Woodbridge, CT: OX Bow press,
1987.

. “Philosophy of Communications and the Arts.” In Rbetoric: Essays
in Invention and Discovery. Woodbridge, CT: OX Bow press, 1987.

Mijksenaar, Paul. Zsual Function: An Introduction to Information Design. Rotterdam: 010
Publishers, 1997.

Nightingale, Florence. “Notes on Matters Affecting the Health, Efficiency, and
Hospital Administration of the British Army.” In Florence Nightingale: Measuring
Hospital Care Ontcomes, edited by Duncan Neuhauser et al. Oakbrook, Illinois: Joint
Commission, 1999.

Rand, Paul. “Design.” In Speaking Out on Annnal Reports New York, 1983).

Reidhaar, James W. "Book Review: The Visual Display of Quantitative Information
by Edward R. Tufte." Design Issues 3:1 (1986): 89-92.

Tufte, Edward R. The VVisual Display of Quantitative Information. Chesshire: Graphics
Press, 1983.

. Envisioning Information. Chesshire: Graphics Press, 1990.

Vignelli, Massimo and Lella Vignelli, Design is One. Victoria: Images Publishing
Group, 2004.

Vignelli, Massimo. Vignelli from A to Z. Victoria: Images Publishing Group, 2007.

Warde, Beatrice. “The Crystal Goblet or Printing Should Be Invisible.” In The
Crystal Goblet: Sixteen Essays on Typography. Cleveland: Cleveland and New York
World Publishing Co., 1956.

“Worth A Thousand Words.” The Economist (December 22, 2007): 74-75.

Chapter 4. Modes of Wonder as Layers of Discovery
Aristotle, Poetics.

Boxer, Sarah. “A Funny New Yorker Map is Again the Best Defense.” Nytinmes.cons,
December 8, 2001, Critic’s Notebook.

Buchanan, Richard. “Design and the New Rhetoric: Productive Arts in the
Philosophy of Culture.” Philosophy and Rhetoric 24:3 (2001): 183-206.

. “Children of the Moving Present: The Ecology of Culture and
the Search for Causes in Design.” Design Issues 17:1 (2001): 67-84.

115



. “Anxiety, Wonder, and Astonishment: the Communion of Art
and Design.” Design Issues 23:4 (2007): 39-45.

Burke, Edmund. A Philosophical Inquiry into the Origin of Our Ideas of the Sublime and
Beautiful. Oxford, UK: Oxford University Press, 1990. (Original work published
1757).

Cicero, De Inventione.

Daston, Lotraine. “Preternatural Philosophy.” In Biographies of Scientific Objects, edited
by Lorraine Daston (Chicago: University of Chicago Press, 2000.

Daston, Lorraine, and Kathatrine Park. Wonders and the Order of Nature, 1150-1750.
Cambridge: Zone Books, 2001.

Descartes, “The Passions of the Soul.” In The Philosophical Works of Descartes, trans.
By Elizabeth S. Haldane and G. R. T. Ross. Cambridge: Cambridge University
Press, 1972.

Dewey, John. Psychology. New York: Harper & Brothers, 1886.

Dewey, John. At as Experience. New York: Perigee Books, 1980. (Original work
published 1934)

Dickinson, Emily. “Wonder — is not precisely Knowing.” In Dickinson: Selected Poems
and Commentaries (Cambridge: Harvard University Press, 2010), 455. (Original work
published 1331)

Fahnestock, Jeanne and Marie Secor. “The Stases in Scientific and Literary
Argument.” Written Communication 5 (1988): 427-43

Frankl, Viktor. Man’s Search for Meaning. Boston: Beacon Press, 2000. (Original
German version published 1946, English translation in 1959).

Fry, Benjamin J. “Otrganic Information Design.” Masters Thesis, Massachusetts
Institute of Technology, 2000.

Fuller, Robert C. Wonder: From Emotion to Spirituality. Chapel Hill, NC: The
University of North Carolina Press, 2000.

Glaser, Milton. “Since Then.” AIGA National Design Conference, Boston, 2005.
. “We are All Connected.” Design Issues 22:1 (2006): back cover.

1zard, Carroll Ellis. Human Emotions: Emotions, Personality, and Psychotherapy. New
York: Plenum Press, 1977.

Izard, Caroll E. “Organizational and Motivational Functions of Discrete Emotions.”
In Handbook of Emotions, edited by Michael Lewis and Jeannette M. Haviland, 631-
41. New York: Guilford Press, 1993.

Haidt, Jonathan.“The Moral Emotions.” In Handbook of Affective Sciences, edited by
Richard J. Davidson, Klaus Scherer, and H. Hill Goldsmith, 852-870. New York:
Oxford University Press, 2003.

Heath, Malcolm. “The Universality of Poetry in Aristotle’s Poetics.” The Classical
Qunarterly 41:2 (1991); 389-402.

Kant, Emmanuel. Critigue of Judgment. Trans. with an introduction by Werner S.
Pluhar, Indianapolis, Cambridge: Hackett Publishing Company, 1987. (Original
work published 1790)

116



Keltner, Dacher and Jonathan Haidt. “Approaching Awe, a Moral, Spiritual, and
Aesthetic Emotion.” Cognition and Emotion 17:2 (2003): 297-314.

Longinus, “Longinus, On the Sublime.” trans. by W. Hamilton Fyfe, revised by
Donald Russell. Ann Arbor, Michigan: Edwards Brothers, 1995.

Ludden, Geke D.S., Hendrik N.J., Schifferstein, and Paul Hekkert. “Surprise as a
Design Strategy.” Design Issues 24:2 (2008): 28-38.

Lynn, Steven. Rhbetoric and Composition: an Introduction. Cambridge: Cambridge
University Press, 2010.

McDougall, William. Az Introduction to Social Psychology (3% ed.) Boston, MA: John W.
Luce, 1910.

Joseph J. “What Do Scientists Do?” Bebavioral Science 5:1 (1960): 1-27.
Plato, Thecwtetus.

Spinoza, Benedict De. Etbics. James Gutmann, ed. New York: Harfner Publishing
Company, 1968.

Tombkins, Silvan S. and Carroll E. 1zard. Affect, Cognition, and Personality: Empirical
Studies. New York: Springer, 1965.

Wattenberg, Martin. “Arc Diagrams: Visualizing Structure in Strings.” In Proceedings
of the IEEE Symposium on Information Visnalization (2002), 110.

Chapter 5. Point of View as a Mediacy of Information Design

Ahlberg, Christopher and Ben Shneiderman, “Visual Information Seeking: Tight
Coupling of Dynamic Query Filters with Starfield Displays.” CHI 94, Boston,
Massachusetts, USA, April 24-28, 1994. 313-317, 479-480.

Auerbach, Erich. Mimesis. Princeton, NJ: Princeton University Press, 1973.

Booth, Wayne, C. The Rbetoric of Fiction. 204 edition. Chicago: The University of
Chicago Press, 1983. (the first edition in 1961)

Booth, Wayne, C. “The Distance and Point-of-View: An Essay in Classification.” In
Essentials of the Theory of Fiction, 2/ edition, edited by Michael ]J. Hoffman, Patrick D.
Murphy, 116-133. Durham, North Carolina: Duke University Press, 1996. Reprinted
from Essays in Criticism 11:1 (1961): 60-79.

Buchanan, Richard. “Children of the Moving Present: The Ecology of Culture and
the Search for Causes in Design.” Design Issues 17:1 (2001): 67-84.

Card, Stuart K., Jock D. Mackinlay and Ben Shneiderman, Readings in Information
Visnalization: Using Vision to Think. San Francisco: Morgan Kaufmann, 1999.

Ehtlich, Susan. Point of View: A Linguistic Analysis of Literary Style. London: Routledge,
1990.

Kress, Gunther and Theo van Leeuwen, Reading Images: The Grammar of Visnal Design.
New York: Routledge, 1996.

Kuno, Susumu. and Etsuko Kaburaki, “Empathy and Syntax.” Linguistic Inquiry 8:4
(1977): 627-672.

Kuno, Susumu. Functional Syntax: Anaphora, Discourse and Empathy. Chicago:
University of Chicago Press, 1987.

117



Lamping, John and Ramana Rao, “The Hyperbolic Browser: A Focus + Context
Technique for Visualizing Large Hierarchies.” Journal of Visual Languages and
Computing 7 (1996): 33-55.

Pollack, Andrew. “Redefining Disease, Genes and All.” The New York Times (May 0,
2008).

Robertson, George G., Stuart K. Card & Jock D. Mackinlay, “Information
Visualization Using 3D Interactive Animation.” Communications of the ACM 36:4
(1993): 57- 71.

Rose, Gillian. Visual Methodologies: An Introduction to the Interpretation of Visnal Materials.
2nd edition. Thousand Oaks, CA: Sage Publications, 2007.

Stanzel, Franz Karl. A Theory of Narrative. Cambridge: Cambridge University Press,
1986.

Tamir, Nomi. “Personal Narrative and its Linguistic Foundation.” PTL.: A Journal for
Descriptive Poetics and Theory of Literature 1 (1976): 403-429.

Unsworth, Len. Teaching Multiliteracies Across the Curriculum. Berkshire: Open
University Press, 2001.

“Domestic Swine Flu Death,” Yonhap News (Seoul, Korea), Sep. 22, 2009.

http://www.gapminder.org

http://www.healthmap.org/flugov

http://rhiza.com

Chapter 6. Modes of Wonder and Point of View: Uncovering Design Strategy

Burke, Kenneth. “Four Master Tropes.” In A Grammar of Motives. Berkeley:
University of California Press, 1969, 503-517.

Cohen, Patricia. “Explaining That Most Remarkable Structure.” The New York Times,
October 2, 2008.

Gardner, Howard. Multiple Intelligences: New Horizons. New Y ork: Basic Books, 2000.
(Original work published 1993)

Lee, Ji. Talk Back: The Bubble Project. New York: Mark Batty Publisher, 20006.

Macaulay, David. Cathedral: The Story of its Construction. Boston: Houghton Mifflin
Books, 1973.

. Pyramid. Boston: Houghton Mifflin Books, 1975.

. Castle. Boston: Houghton Mifflin Books, 1977.

. Unbuilding. Boston: Houghton Mifflin Books, 1980.

. Rome Anties. Boston: Houghton Mifflin Books, 1997.

. The Way Things Work. Boston: Houghton Mifflin Books, 1998.
. Mosgue. Boston: Houghton Mifflin Books, 2003.

. The Way We Work. Boston: Houghton Mifflin Books, 2008.

Macaulay’s Rome Anties in TED 2002. (filmed on February 2002, posted February
2008) http://www.ted.com/talks/david_macaulay_s_rome_antics.html.

118



http://www.carnegiesciencecenter.org/default.aspxPpageld=378.

http://childplay.wordpress.com /2007 /09 /29 /titanic-exhibit

http://www.ilikeseoul.org

https://picasaweb.google.com/ilikeseoulff/Seoul.

http://www.rmstitanic.net/index.php4rpage=234

http:/ /titanic-shipofdreams.tumblr.com/post/4671237676/interview-with-john-

williams-principal-designer-for.

http://www.thebubbleproject.com

http://www.youtube.com/watch?v=-zwHqRzEDFEo&feature=related.

Chapter 7. Wonder as a Principle of Communication
Cooper, Alan. The Inmates are Running the Asylum. Indianapolis, IN: Sams, 1999.

Dewey, John. “The Nature of Principles.” In Human Nature and Conduct: An
Introduction to Social Psychology. New York: Modern Library, 1922.

Forlizzi, Jodi, and Shannon Ford. “The Building Blocks of Experience: An Early
Framework for Interaction Designers.” In Proceedings of the ACM conference on DIS
(Designing Interactive Systems), New York: ACM Press, 419-423, 2000.

Forlizzi, Jodi, and Katja Battarbee. “Understanding Experience in Interactive
Systems.” In Proceedings of the ACM conference on DIS (Designing Interactive Systems), N
York: ACM Press, 261-268, 2004.

cw

Forlizzi, Jodi. “Product Ecologies: Understanding the Context of Use Surrounding

Products.” PhD diss., Carnegie Mellon University, 2007.

Jafarinaimi, Nassim. “An Inquiry into the Form of Social Interaction in
Contemporary Products.” PhD diss., Carnegie Mellon University, 2011.

Gaver, William W, Andrew Boucher, Sarah Pennington, and Brendan Walker.

“Cultural Probes and the Value of Uncertainty.” Inferactions (Sep/Oct 2004): 53-56.

Wright, Peter, John Mccarthy, and Lisa Meekison. “Making Sense of Experience.’

>

In Funology: From Usability to Enjoyment, edited by Mark A. Blythe, Andrew F. Monk,

Kees Overbeeke, and Peter C. Wright, 43-53. Dordrecht: Kluwer Academic
Publishers, 2003.

119



