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ltem A-1: Storyboard—Physics Virtual Lecture

A storyboard for a simple, page-turning presentation with Flash
animations based on the author/instructor’s PowerPoint lecture

slides use in his live courses.

p ltem A-2: Personas/Scenarios—Faculty-Course Profiler

An initial concept design for a syllabus wizard (called a “faculty-
course profiler”) which includes three personas/scenario. User flow

diagrams and other materials are included.

p ltem A-3: Storyboard—Physics Lab Infroduction Video

A storyboard for a short digital movie to prepare students for a
computer simulation of the difficult-to-visualize “Coulomb tension
balance.”

p

Return to Table of Contents...
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|for [fem A-1: Storyboard—Physics Virtual Lecture

Description

A “virtual lecture” was created by using the professor’s
original PowerPoint slides as a source, then altering the
content to allow the resulting Adobe Flash “slide show”
to stand alone. To do this, the slides’ content was
parsed differently, text was edited to make it clearer,
the visual design was improved, user controls were
added, and animations were inserted where they
helped clarify content.

My Role

Demonstration—Water & Charge

Water molecules are “polar,” that is, =
one end is positive, and the other =
end is negative.

In the presence of a charged item, -
the molecules “orient” themselves

When the molecules are aligned, the
sides of the stream of water are now
“polar” as well.

Because the side of the stream now
has a charge, it is attracted to the
charged item, and moves toward it.

Using Microsoft PowerPoint’s “Notes” view as a storyboarding tool, | adapted the professor’s original lecture

slides and concepts by improving the visual design, modifying the sequencing and timing, adding user

controls, and then wrote directions to programmers about how the animations should flow. This storyboard

was then be used by artists and programmers as a production guide.

What Is Included

This portfolio sample contains 8 randomly selected pages of the original 47 pages as they appeared in

PowerPoint. (If you would like a complete copy of this storyboard document, please contact me.)
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PHSCS 220 Virtual Lecture Lesson 1 Thursday, July 17, 2008

Basic Rules of Electrostatics

" +
+ 2+
Positive charge is produced on & iy ot +
glass rod by rubbing it with silk or -
plastic. +3

Negative charge is produced on a
rubber rod by rubbing it with fur.

® @

Screen set up: heading and the background numeral *2" alone.

Sequence:

Pause ' Second
First block of text appears {"Positive charge...plastic.”).
Beat, then glass rod appears.

Beat, then sik cloth appears and rubs the glass rod 2 or 3 times; as it rubs, positive charges {red
plus signs) appear, increasing with each rub.

Silk cloth stops

Pause 1 second

Second block of text appears,
Beat, then rubber rod appears:

Beat, Fur pelt appears and rubs the rubber rod 2 or 3 times; as it rubs, negative charges {blue
minus signs) appear, increasing with each rub.

Fur pelt stops
Pause 1 second

Screen controls appear at the bottom of the screen.

Part A—Instructional Design » Iltem Al: Storyboard—Physics Virtual Lecture Portfolio Page 5
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PHSCS 220 Virtual Lecture Lesson 1 Thursday, July 17, 2008

Demonstration—Water & Charge

Water molecules are “polar,” that is,
one end is positive, and the other
end is negative.

In the presence of a charged item,
the molecules “orient” themselves

When the molecules are aligned, the
sides of the stream of water are now
“polar” as well.

Screen Set up: This is a continuation of the previous screen

Sequence continued:
8.  Pause 1 second
8. The third biock of text ("When the...as well.”) appears.

10.  The view of the molecules at the right "zooms out” (the molecules get smaller) and they appear o
be in a stream of water {they should be moving slowdy downward, off screen, with new molecules
appearing at the top. All molecules should be properly oriented toward the charged object on the
right.

11.  Then, the charge symbois appear on either side of the stream of water

{note: no screen controls! Go directly on...)

Part A—Instructional Design » Iltem Al: Storyboard—Physics Virtual Lecture Portfolio Page 6
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PHSCS 220 Virtual Lecture Lesson 1 Thursday, July 17, 2008

Demonstration—Water & Charge

Water molecules are “polar,” that is, = Cg g_*_

one end is positive, and the other
end is negative. Cg

the molecules “orient” themselves

In the presence of a charged item, g@ 4

+
When the molecules are aligned, the o +
sides of the stream of water are now -
“polar” as well. _ Cg -+
Because the side of the stream now - +
has a charge, it is attracted to the (8 +

@ charged item, and moves toward it.

Screen Set up: This is a continuation of the previous screen

Sequence continued:

12.  Fourth block of text ("Because the side...lowards i.”) appears.
13.  The stream bends toward the charged item (without touching it).
14.  Pause ' second.

15.  Screen controls appear at the bottom of the screen
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PHSCS 220 Virtual Lecture Lesson 1 Thursday, July 17, 2008

Calculating the Force

-l e —
F=—qtv
€y
F=%qiv
80 :
F=tqiyv=2q0% N \im 7,-1f
E, - e, edmrc
fad £ ~ 5 ~
F= eq _!T“‘]—‘Nr—o’:;"-' 1 Q‘{fro
4ne, 1y e ¢ e, 1y

® O,

Screen Set up: Continued from previous screen. Everything but the equation disappears

Sequence: NOT SHOWN ABOVE, SEE TRANFORMATION STEPS BELOW

1. Using the technique described below, the equation steps to its new form {shown after the equal
sign) at the bottom of the screen through 3 or 4 steps with beats (not user controlled).

2. Pause 1 second.
3. Then screen controls appear at the botiom.

All equations will be modified using the following methed.
1. The eguation is shown as is near the top of the screen, leaving room below for steps in the
transformation

2. Beal Then the parts of the equation that are about to change change color or are highlighted in
some other way.

3. Beal Then the next step of the transformation appears, with the parts that have just transformed
highlighted in the same way as the previous step.
Pause or user confrolled pause. Then, the highlighting fades to biack (normal).

Beat. Then repeat steps 2 - 4 for each step in the fransformation.
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for Ifem A-2: Personas/Scenarios—Faculty-Course Profiler

Description
In addition to informing students about class content = o S i
. U MATH (D! (OikeE ALEBRA
and conduct, a syllabus might also be used to connect Coveid Taie 200k e DA |
[
course objectives with program, department, college, and Requipen TEXT - Nyie
Seerion

ZWJNT
university objectives. A software program to support this l

approach was conceived, and three personas/scenarios

were written to understand how such a tool might be 8 G Wl Covose pesepipmon

1
e Y
. e i ot
made attractive for general faculty use, and useful for those e [
e

larger purposes. The working title was “faculty-course 3PS o ety tedase

4 TREV  NEXTw

profiler,” though what was intended was more of a
“syllabus wizard.”

My Role

Except for student-artist-drawn thumbnails (like the one above), | produced the entire design document,
including the scenarios and other design elements as part of design documentation.

What Is Included

This portfolio version contains 5 selected pages out of the original 12. The original was produced in Microsoft
Word. (If you would like a complete copy of this concept document, please contact me.)
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Faculty-Course Profiler
General Need

The Faculty-Course Profiler 1s the heart of a proposed system which includes a Course Content Management
System (probably the Blackboard Content System). As the name “Faculty-Course Profile” acknowledges, cach
Profile would be distinct by both the faculty member as well as by course (or, for that matter, section). Profiles,
with their related learning materials, become a repository that will hopefully provide us with the means to begin to
make sense of the data generated by taught courses.

Several members of the Educational Resources Group will either contnbute to or draw upon this repository: CID
and Independent Study are natural points at which to begin capturing, organizing, and archiving this information;
the library 1s a natural location for storage of the long-term artifacts; the Faculty Center can use 1t's contents to
assist in development of improved teaching, and so forth. The Faculty-Course Profile will form a foundation for
future imtiatives, which can take advantage of the institutional memory that captures the “thinking"” of courses
being taught on campus.

Because this 1s a new system, the opportunities to engineer it from scratch are great. Unfortunately, so are the
opportunities for failure. For this reason we recommend the following strategy.

¢  Start small

¢ Buld from understood functional needs

*  Don't pre-design the entire system: figure it out as we go.

*  Prototype carly and often

¢ Bewilling to abandon early attempts if they don’t meet needs

Description

A Faculty-Course Profile will probably contain the following types of data (listed in prionty order):

1. Descriptive information about the course and the faculty: course name, course description, faculty details,
etc. (faculty/course metadata)

2. Information about methods, media and materials used to teach the course, including assignments,
exams/assessment items, lessons/methods, handouts, readings, demonstrations & case studies, multimedia
assets, and learming activities, as well as links to these stored resources.

3. Teaching & learning alignment strategy information, that 1s course goals and how course activities,
resources, and assessments are associated with those goals.

4. A general schedule (e.g., dates or days of coursework)

5. A way to connect the stored methods, media, leaming activities, and matenals to objectives

To make this information useful, it would be stored in a common format for various kinds of output (probably
XML). For example, once the information 1s gathered, 1t could be used to generate a syllabus for use in the class.
Because detailed objectives in the profile would be directly hinked to matenials and content in a Course Content
Management System, when used together, they would also provide a fairly complete picture of a course.

The proposed format 1s intended for flexibility of automated systems, and not for human readability, so the tool,
the Profiler, must be constructed to assist faculty and others in creating Profiles, as well as making the resulting

Faculry Course Profiler Concepr—Draft Monday, May 17, 2004 pagel
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User Persona & Scenarios
What follows are three personas used to clanfy the everyday usage and value of the Profiler.
The following are fictional persona’s based on real individuals. Because they have been significantly

fictionalized, no attempt should be made to wdentify them with real individuals, though they and the situations
which they are in are based on real people and events.

Persona 1, Rob Nelson: A new instructor

Rob 1s developing a course that was taught before he joined the university using the Profiler.
Biographical Details

Rob Nelson, 1s 1n his late 20s/early 30s and lives in Orem.

A recent graduate of a PhD program, Rob began teaching at BYU before he had even fimished his dissertation. He
1s quite young, and 1t was expected that he would take over some classes from some of his older, distinguished
colleagues to give them more time for administrative duties and other studies.

His learning experiences have pnmarily been at another university where the culture and atmosphere are quite
different than BY U, though he is eminently willing to learn.

Motivations:

The obvious motivation is the need to gain tenure at the university. Less obvious, but more pressing is the need to
“prove” himself to his colleagues at BY U and show that he can be a legiimate contributor.

Needs:

[nitially Rob needs time—time to finish his dissertation and time to gain his reputation. He also needs to be
successful in teaching, as well as scholarship, 1n order to earn respect as well as that coveted “tenure” (continuing
status).

Preferred Computer Platform Mac OS X
User Scenario:

Rob has been given some limited training during his orientation to the university about the Faculty-Course
Profiler. He opens the tool by logging in, and quenes the system to discover whether the large-section Humamties
class he 15 being asked to take over from a respected colleague, has an entry 1n the Profiler. He is delighted to
discover that it has two: one from a faculty member of whom he has never heard, and other from the colleague
from whom he 1s inheniting the class.

The former profile, he quickly discovers, is skeletal. It has just a few gems he can use. He pnnts it out for later
reference. He then opens the latter profile and sees that it 1s guite complete. He decides to save it as his own so he
can borrow 1deas from it. He 1s immediately asked 1if he would like to edit a copy of this profile as his own, and he

Faculry Course Profiler Concepr—Draft Monday, May 17, 2004 paged
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says “yes.” Dutifully, a copy 1s opened, with the other instructor's personal information replaced by his own
(highlighted so he knows 1t has been tentatively changed from the original). He then proceeds to read 1t through.

The profile 1s essentially a syllabus of the course, but includes descriptions of teaching activities, links to on-line
resources, and test items. [t1s too long for him to peruse in one sitting, and make all the needed changes, so he
clicks a button which allows him to print a “paper working copy™ so he can take it home, make notes, changes and
comments on the paper, and enter them into the Profiler later. He then saves the file, and marks it as “In Progress”
to indicate that 1t 15 unfinished.

From this paper document, Rob has access to everything one would want to know about how the course was
conducted (as well as blanks if there was information not yet gathered). He makes changes, circling some
resources he wants to check out, crossing out some items he wants to change and writing 1n notes to himself about
changes he plans to make. One of these changes 1s 1n the fundamental objectives of the course. He rewords it to
reflect a new understanding of the subject that his older colleague has not included.

When he returns to work the next day, he logs into the Profiler and begins to make edits to his new course profile
based on his paper notes. When he makes the change to the objective, a waming dialog comes up explaining that
a change to an objective can cause a dislocation of teaching activities, linked resources, and test items associated
with the profile and asks 1f he wants to proceed. He responds affirmatively, and all stems which have a connection
to that objective are highlighted to warn the professor that they need to be reviewed for needed changes to fit the
new objective. (This highlight 1s different from the one identifying tentative changes. Once he reviews an item
and approves it, the highlight is removed.)

He continues editing and changing the things he made notes of on his paper the evening before, as well as things
that occur to him as he works. At the end of this work session, he once again saves his work as “In Progress™ and
makes another print out to take home with him. (If he has access to a color printer, highlights of tentative changes
and the highlights related to objective changes are also evident.)

At this point, the changes become more detailed and refined, as opposed to the large sweeping changes he made
carlier. He 1s “tweeking” this profile and making those refinements which he feels with give the course more
impact and substance, as well as refining the schedule to incorporate holidays and times he will miss class.

Within a couple of days, with several iterations of the profile, he is finished. After changing the status from “In
Progress" to “Active,” he saves the profile in the Profiler. Using options provided, he produces two outputs: first
1s a PDF of a syllabus produced from information in the profile. This syllabus conforms to a standard proposed by
the Faculty Center including a lot of information about the course for students. This print syllabus does not
contain reference to resources, teaching activities (except as they relate to schedule), or test items, though those
may be associated with the profile (in other word, there is more information in the profile that is printed in the
syllabus— the syllabus is not a complete version of the profile).

The second product 1s a Blackboard course. Based on the style he selects, a Blackboard course 1s produced using
all the resources he specified in profile that are found in the Course Content Manager, as well as all his test items,
etc. Of course, the Blackboard course 1s not yet ready for use, and will need some additional, further “tweeking”
(things that the Profiler cannot do, things that didn’t work out guite as expected, resources that will need to be
created, etc.) but his Blackboard course “presence™ 1s essentially started.

This entire process has taken Rob a total of about 14 hours, not counting the effort he will now need to clean up
the Blackboard course. By his estimation, it was a good use of his time: it took him a little longer than 1t might

Faculry Course Profiler Concepr—Draft Monday, May 17, 2004 paged
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have done, but the result covered the entire semester (rather than the first week or two, which 1s what he would
have otherwise done) and has probably saved him significant time over the long run. Conducting the class will
now be merely a matter of following the plan, for the most part—and not trying to figure out, week-by-week,
what to do next. In addition, 1t gives him a tool to revise the course for next year when he will be teaching the
course again. In fact, he can begin to work on that as the course is being taught.

Persona 2, Mark Taylor: CID Instructional Architect

Mark creates an IS course as informed by the tool (a mostly manual process, at this ime) scope & sequence tied
o objectives.

Biographical Details
Mark Taylor 1s 1n his early 50s, and lives in Provo.

Mark Taylor joined the Center for Instructional Design as an Instructional Technologist after receiving his Ph.D.
in [nstructional Psychology & Technology. Mark also has an MBA and an MS 1n Systems Management.
Previously, Mark worked in information technology and as a project manager in the electronics industry. Most
recently, Mark was a Senior Instructional Designer.

He 1s technically savvy, but new to CID, so his knowledge of Independent Study courses 1s fresh. He 1s not afraid
to try new things, but 1s pragmatic enough to want them to be worthwhile. Mark would try something once, but
then would work to see 1t changed 1f the result was not favorable.

Motivations:

Mark is productivity oriented. He likes to get things done. He does not like “busy work™ or processes for which he
sees little purpose or advantage, but he 1s obedient, so he would perform anyway, while working to improve
things.

Needs:

Mark likes to perform and see productive change. He 1s a natural leader and likes his work to have a broader
impact than just his personal projects.

Preferred Computer Platform: PC—Windows XP
User Scenario:

Mark has been asked to convert a course from a live course with a Blackboard presence, to an independent study
course. The course instructor, (Susan Jannes, a French instructor) has included several items on the Blackboard
course, but has never filled out a Faculty Course Profile before. In this case, Mark is going to provide the initial
data entry for the course, and then Mark will work closely with Susan to fill in the detals later.

The first step Mark takes 1s a little like detective work. Using paper copies of the syllabus, textbooks, handouts,
the Blackboard course, and other matenials Susan has provided, Mark (and his assistants) begin to fill in the
Profile.

Faculry Course Profiler Concepr—Draft Monday, May 17, 2004 pages
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New Profile
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|for [fem A-3: Storyboard—Physics Lab Introduction
Description

A simulation of a “Coulomb Torsion Balance” is used in a lab

for a course on electro-magnetism, but the device is very hard
to imagine without seeing one. So, for distance education
students who will not likely have access to the real device, a
simple animated video (3 to 5 minutes) was planned to
describe and explain the Coulomb Balance and its operation
before students use an interactive Flash version of the device to

experiment with for the first time.

My Role

In addition to determining the instructional need the solution, | wrote the script, and directed a student artist
to draw storyboard pictures for it. 3D artists then used this storyboard to animate and produce the movie. (I
even got to narrate!)

What Is Included

This portfolio version contains 3 selected pages out of the original 6. If you are viewing this portfolio
interactively (e.g., on a computer screen), there is also a short clip from the movie. (If you would like a
complete copy of this storyboard document or movie, please contact me.)

Part A—Instructional Design » Item A3: Storyboard—Physics Lab Infroduction Video PorTFOLIO PAGE 15
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Coulomb’s Torsion Balance, Introductory Narration BYU Physics 220

Naration by Todd Stubbs with Lawrence Rees. Storybeoard imagss by Meghan Saunders.

Charles de Coulomb was a French Physicist
of the 1700s who is best known for his
experiments in static electricity.

In the mid-1780s he invented a way to
measure the force between charged objects
using the torsion or twisting of a wire like a
spring. The device he invented works
something like this:

 ——
- ’_—-1L

Engraving of diagrarm for Torsion Balance. Cutf to...
C,)*'—vv L»-'M‘_ﬁm’\) WA

First, you start with a wire strung between
two anchors. The wire must be attached in
such a way that it cannot slip in the anchor.

o /g

-
Shiow wire anchored at top and bottormn. Zoom into anchor
at bottomn.

Coulomb's Torsion Balance, Introductory Narration; Draft printed: 17 July 2008 Page 1of 1
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Now a charge can be put on both pith balls,
so that the electrostatic force between them
causes a torque on the wire.

For example, if we put a charge on one of

the balls... ——
Show object touching one of the balls, balls are now
surrounded with plusses or minuses.

...and then touch the two balls together, the . \

charge will divide itself equally over both

balls.

The two balls are moved together to touch, and the plus-
sign are equal on the two. After both are charged, the ball
on the wire rotates away from the other.

After balis are apart, move s!owly to vertical perspecbve

Now that the balls have the same charge,
they will repel each other. But how can we
measure the force between the balls?

Balls are apart. Zoom to dial.

Coulomb's Torsion Balance, Introductory Narration; Oraft printed: 17 July 2008 Page 4 of 4
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If we now turn the dial just far enough to
twist the wire to bring the arm back to its
equilibrium position - the position it would
have if the pith balls had no charge - we
know that the torque caused by the
electrostatic repulsion must equal the torque
caused by the dial.

The number on the dial tells us the how
much the wire is twisted. By comparing this

to the amount “known" that torques twist the
wire, we can determine the torque caused by

"-u.-‘r.' i

the force between the pith balls. We can then ) S ——-
use this torque to measure the electrostatic  Focus shift shows that rods & balls are in foreground.
force. Hand turns the dial rod to re-align the two balls

Highlight the number on the dial.

Now it's your turn. Pick up the glass rod, the
rubber red, or the grounding wire with your
mouse to apply or remove a charge to one or
both of the balls and watch and measure
how they react.

Shift in size (zoom back out) and show halo on each tool
as discussed.

Play with it using various combinations of
charges to see how it reacts so you will be
able to conduct experiments with it later on.

Show interactivity by the appearance of the cursor over
tools.

Coulomb's Torsion Balance, Introductory Narration; Draft printed: 17 July 2008 Page 5 of &
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Sample Quicktime Movie:

Part A—Instructional Design » Item A3: Storyboard—Physics Lab Introduction Video PortFOLIO PAGE 19



Portfolio of Stanford Todd Stubls

p ltem B-1: Handbook—Student-Employee Training

A walk-in faculty support center which produced media for
classroom use as well as provided campus-wide support for
Blackboard was staffed entirely by students. To encourage these
“Instructional Media Consultants” to continual improvement and
growth, | created a training and advancement program. This
handbook was an important part of that training and advancement

program.

p ltem B-2: Slides & Handout—ICED Conference

This presentation was given recently at the annual conference of
the International Consortium for Educational Development (ICED)
held in Salt Lake City in 2008. The topic of the address was about
ways to help and support faculty building distance-learning

courses.

p ltem B-3: Guidebook—-Blackboard Course Transition

When BYU was upgrading from Blackboard 5.x to 6.0, it was
thought that the best way to transition courses to the new system
would be to have each faculty transition their own courses. This
guide was written to simplify the process and help faculty with that
transition. (Fortunately, they found an easier way!)

p [fem B—4: XML Encoded Course—OId Testament

BYU Independent Study course production at the Center for
Teaching and Learning was accomplished by encoding the course
content into XML using a proprietary schema. From there, either a
paper course (Adobe Acrobat or “.pdf”), or a Web course (using
static “.html”), could be generated. This example shows some
screens from a Old Testament course as well as some sample XML
code used to create the course.

p

Return to Table of Contents...
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[fem B-1: Handbook—Student-Employee Training

Description

Student employees at technology support walk-in center (who were called ﬁé
“Instructional Media Consultants”) assisted faculty with media production chores »EM”% <
and with Blackboard use. The body of knowledge needed to be successful was f]%%@s
significant: in addition to being familiar with most basic multimedia production 2 N

tools, they had to be able to do basic Blackboard support, and to be friendly,
courteous, and helpful. A training and advancement program was devised to B b

encourage them to improve and grow in these areas. This handbook was a guide : AT i
to the program, as well as a way to help them keep track of their progress.

My Role

I researched and created the advancement program, wrote the text, designed it, laid it out (using Adobe
Photoshop for many of the graphic elements and Adobe InDesign for the layout), and published it as this
handbook, “Learning the Ropes.”

What Is Included

The original booklet had a total of 20 pages including the cover. The samples in this portfolio show the front
cover, and 3 of the inside page spreads. (If you would like a complete copy of this training handbook, please
contact me.)

Part B—Insfructional Materials » Item B1: Handbook—Student-Employee Training PorTFOLIO PAGE2 |
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A Guide for Instructional Media Consultants

For IM(
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As an Instructional Media Consultant (IMC) what do you need 10 do
10 “prove” yoursell? Rest assured that you would not have been hired if
there werent a lot of confidence in your ability 1o
perform already. That doesn't mean to dont
have a lot 1o learn. You do. One of the first
things you need to learn is—what 1o learn!
That is the purpose of this little booklet

IMCs help faculty improve learning
their courses by helping them create and
use media in their teaching. Thats our
mission. Of course its much more than
that, but helping others is the core of
what is expected of you. Everything you
do is 10 assist in helping others.
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A wind-driven sailing ship has liter-
ally miles of ropes. The technology we
call “rope” is what made sailing possible.
“Standing ropes™ were double-wrapped
and painted with tar 1o make them stand
up 10 the weather, to help hold things up—Ilike the ship's masts. “Running
ropes,” were pulled and tied 1o change the positions of sails, masts, booms,
rudder, anchors, etc. in order to operate the ship

e
bt

Running a tall sailing ship with three masts requires many people,
each of whom needs 1o know hundreds of distinct ropes, each with its own
name and purpose, as well as how to tie those ropes into dozens of useful
knots and hitches. A scaman who “doesnt know the ropes™ is pretty use-
less, except as a manual laborer. On the other hand, a sailor who “knows
the ropes™ is one who can be called on 1o perform any of the hundreds of
tasks needed to run the ship. He is a trusted, valuable crewmember.

In the 18th and 19th centuries, secamen were divided into four groups
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based on their knowledge and skills. A begin-
ning or novice sailor was called a “Landsman”™
(a kind of insult, referred 10 someone who
knew nothing at all of the sea or sailing)
An apprentice sailor, the second level,
was called an “Ordinary Seaman” (or
sometimes just an “Ordinary™). It meant
someone who was “learning the ropes™
(in the modern navy these are called
“Apprentice Seamen”). At the third lev-
el, an experienced, capable, and trust-
ed journeyman sailor became an “Able
Bodied Scaman™ (later shortened to just
“Able Seaman™). This title was reserved for
sailors that could be trusted to do any of
the hundreds of duties on a sailing ship.
One of the hallmarks of these people was
that they knew all the ropes—the name
of each and every one of them and what
they did, and how to tic them. Beyond
this third level, some able seamen learned to command and help others

in the general workings of the ship. Known as petty officers, they ran the
day-t10-day operations of the ship under the direction of the captain and
other commissioned officers.

Desail: Riggin
USS Constin:

The work at just about any endeavor requiring a team falls into these
four groups—including the

work of helping faculty use
technology. We have chosen
dilferent terms (we don't think
any of you are “ordinary™!)
but we have a similar structure
with four levels

s Tevels
IMCs can advance through

four ranks or levels. They are
novice, apprentice, jour-

'On a boat, ropes are known by
many names: halyards raise sails,
lines secure the boat and its gear,
sheets control the sails, guys keep
a spinnaker anchored to the
boat, and sewings adjust sheets
and guys--just to name a few.”

=Ral Petence, Rall Seaee Univensity

neyman, and mentor (or

levels 0, 1, 11, and I1I). If you are reading this for the first time you are
probably a novice. Your ultimate goal should be 10 aim for journeyman
(level IT) staws. Journeyman implies a level a skill that, no marter the
problem of a faculty member who walks in the door or calls on the phone,
you'll be able to answer it immediately, or
figure it out in short order. It is the equiv-
alent of the “Able Seaman™ mentioned
above. In other words, you'll know the
ropes.

The TING Stills Fove

The IMC Skills Inventory (included
at the end of this booklet) will help you
understand what you need 1o master 1o
perform at journeyman (level 11). The
list is neither complete nor comprehen-
sive. Think of this list as a kind of a map.
Like a map, it doesn't include every detail,
just enough so that you know where you
are and were you should be going,

Journeyman also implies a certain
level of trust that the faculty will have in
you. There is a lot more to this than just
“skills.” You need to know how 1o be upbeat even when faculty are nega-
tive or complaining. You need to know how to gain their confidence. They
need 1o feel that you can really help them. You need to “sparkle”™ and in-
spire. This is hard to do, and even harder to measure. Thats why we have
the other IMCs help decide if you've reached that level or not

Wht Abeat Tovel T (Mentes)?

There is no requirement for you to move to the level of mentor (level
IT1). This level is reserved for IMCs who show leadership in the ability to
help others, and a higher level of expertise in one or more of the arcas we
support. Mentor is somewhat like the petty officers who directed the detail
work on the ship. Mentor is discussed in more detail below
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Animation Programming (Flash)

} 4 Im yjects ir

1234 Creaeas wee
1 2 3 4 Show diffe ¢ betv
12 4 Expx IS

Average ol above ratings
Answer to last question

Clients Helped with Flash Problems:

Other

1 2 3 4 My overall skills in creating Flash objects are at what level?

I 23 4 My overall skills in
2 3 4 My overall skills in
O 1 23 4 My overall skills in

Clients Helped with Other Problems

Use this chart to record your progress

Average Generd Number of

~vee Lead Chemts Helped
Univeraty Envisonment
Learmang Management
Document Postabily
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Presentatson Software

Word Processing, €4¢
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Video Production & Eduting
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for Item B-2: Slides & Handout—ICED Conference

Description

This presentation was given 2008 annual conference of the
International Consortium for Educational Development
(ICED). The talk addressed ways to help faculty build distance-
learning courses. It is based on a couple years’ experience
helping BYU Independent Study instructors/authors prepare
their manuscripts.

My Role

Helping Faculty
Develop Online Courses

| wrote and submitted the original proposal (not included here), created the slides in Microsoft PowerPoint

(including graphic elements produced with Adobe Photoshop), and the accompanying handout (in Microsoft

Word) to support my presentation.

What Is Included

This sample shows 8 of the original 13 slides. The two-page handout is complete (though slightly adapted),

though the other handouts used at the presentation are not included. (If you would like a complete copy of

this PowerPoint document or Microsoft Word document, please contact me.)
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Slide 1

Helping Faculty
Develop Online Courses

Slide 2

Presentation Outline:

» Help them understand online teaching as a
medium of instruction

» Help them “see” the students
» Have a specific process they can navigate

» Have a contract, with milestones & deadlines

» Give regular, scheduled attention to their
course
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Slide 3

Slide 8

Help them Understand
Online Teaching as a Medium

» Synchronous vs. Asynchronous
— What is lost when you lose synchronicity?
» Wide pipe vs. narrow pipe

— In what specific ways is a narrow pipe more challenging than a
wide pipe when It comes lo teaching?

» Replace interaction with what?

— When you reduce interactivity (through increased audience
numbers, “asynchronousness,” or a narrowed pipe) what you mostly
lose is interactivity.

— How do you compensate for lost interactivity?

Have a Contract,
with Milestones & Deadlines

» Build flexibility into the contract
» Make it workable—allow for their input
» Make them be realistic—it’s a contract!

» Spread reimbursements out so you have some
control until the very end

» Clarify contentious issues up front

Part B—Instructional Materials » Item B2: Slides & Handout—ICED Conference PORTFOLIO PAGE 27



Portfolio of Stanford Todd Stubls

Slide 9

Slide 11

Give Regular, Scheduled Attention
to their Course

» Don’t tell them everything and then send
them into the wilderness—stay with them

» Set up a regular schedule
» Be engaged in their production progress

» Be their “idea” person, not their nag

» Make constructive suggestions

Handouts:

» CTL Course Process diagram
» CTL Course Timeline diagram
» CTL Course Production Contract

» Table of Contents of the
CTL Course Production Guide

(http:/ctl.byu.edu/files/courseguide/courseguide.pdf)

» Presentation Outline
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Helping Faculty Develop Online Courses

I.  Overview

Help [instructors) understand online teaching as a medium of instruction (11)
Help [instructors) “see” the students (11T}

Have a specific process [instructors] can navigate (IV)

Have a contract, with milestones & deadlines (V)

m o0 R

Give regular, scheduled attention to [the instructor’s) course (VI)

II. Help [Instructors] Understand Online Teaching as a Medium of Instruction

A, Synchronous vs. Asynchronous
— What is lost when you lose synchronicity?

B. Wide pipe vs. narrow pipe
— Inwhat specific ways is a narrow pipe more challenging than a wide pipe when it comes to teaching?

C. Replace interaction with what?
— When you reduce interactivity (through increased audience numbers, “asynchronousness,” or a narrowed pipe) what
you mostly lose is interactivity.
— How do you compensate for Jost interactwity?

D. Different teacher role
— What part of the teacher’s role in a live classroom, is lost in an online situation?
a) Teacher guidance
b) Clarification of expectations
¢) Face-to-face motivation
d) Otkers?
— How canyou compensate for these?

E. One idea for compensaling:

(From Swan, R.H. (2008). Derining operational principles for the design of engagiag leaming expersences. Dissertation Dralt,
Brigham Youeg University.)

Use self-consistent settingthematic signaling to immerse students in the learring emironment

Provide meaningful, growing challenge—start easy, help them grow in competence

Know the core performance expectation and build everything toward the student’s ability to attain it

Make risk tolerable with recoverability and embedded kelps

I

III. Help [Instructors| “See” the Students
A, Beware of an “out of sight, out of mind" mentality
B. Ifthere is a local online student, introduce him or her to the teacher
C. Are their students who could provide feedback to the teacher’s writing? (user testing)

IV. Have a Specific Process that [Instructors| Can Navigate
A, Canyou show it to them? Is it printed?
B. Wil [instructors] be able to tell where they currently are on the chart?
C. Have you allowed for institutionally important tasks like Quality Assurance and other things?

“Helping Faculty Develop Online Courses™ 2008 ICED Conference, Salt Lake City, Utak LS4 page Iof ]
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V. Have a Contract, with Milestones & Deadlines
A, Build flexibility into the contract

Make it workable—allow for their input

Make them be realistic—it's a contract!

Spread reimbursements out so you have some control until the very end

m o 0w

Make contentious issues clear up front

VL. Give Regular, Scheduled Attention to [the Instructor’s] Course
A, Don'ttell [the instructor] everything, and then send them into the wilderness—stay with them
Set up a regular schedule
Be engaged in their production progress
Be their “idea™ person, not their nag

m o 0w

Make constructive suggestions

VIL If [Instructors] Go off Track...
A, Don't decide to become a nag

It doesn't work!

B. Do stick to contracts (or, mutually agree to alter them)
With a contract, you don't need to threaten or become an enforcer, just follow the contract

C. Ifyou're meeting regularly, you'll know there’s a problem long before it becomes a contract issve...

VIIIL. Handouts:
A, Presentation Outline (this document)
CTL Course Process diagram
CTL Course Timeline diagram
CTL Course Production Contract

L L

Table of Contents of the
CTL Course Production Guide (hitpfetlbyu.edufiles/courseguide/courseguide.pdi)

(mote: this order varies from the way it is listed in the presentation)

Contact Information

BYU Independent Study
206 Harman Continuing Education Bldg
Provo UT 84602-1514
httpoiice byu.eduis/site/

Dr. S. Todd Stubbs

BYU Center for Teaching & Learning
3800 HBLL
Provo UT 84602

stubbs@byu.edu

“Helping Faculty Develop Online Courses™ 2008 [CED Conference, Salt Lake City, Utah USA page2of2
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|for [fem B-3: Booklet—Blackboard Transition Manual

Description

Afew years ago, BYU was anticipating a transition from one version of
the Blackboard Learning Management System to another, which would
require faculty make the transition themselves. It was decided that a
printed guide-booklet would help faculty navigate the somewhat
complex process. the guide-booklet needed to have a friendly appeal and
an easy feel to reduce stress, and to be as clear and simple as possible.

(Gratefully, an automated solution to the transition was found before it
actually took place, so this booklet was not needed.)

My Role

Part 1: Converting BYU Courses to Blackboard 6
BYU Course Archiving & Rebuilding Guide

A New Blackboard: Version 6

- This guide will |
1 provide you with &

the instructions -
"Il need to

Archive & Rebuild

I researched, wrote, designed, illustrated, and laid out, the prototypes of the booklet in Adobe InDesign.

What Is Included

This sample contains 5 selected pages of the original 12.

Part B—Instructional Materials » Item B3: Booklet—Blackboard Transition Manual
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Part 1: Converting BYU Courses to Blackboard 6 sty
BYU Course Archiving & Rebuilding Guide = =
" To register for a free Blackboard 6 workshop go to e
A New Blackboard: Version 6 MO na St uetieaiie i stes oo for e Fibih :
Begmning Winter Semester, 2004, all Blackboard courses L SRRROINE s gen e
will be being taught from a new Blackboard, version 6 (the #
A ; 2. Archive & Rebuild Your Course in Blackboard 6
current version is 5.5). Not caly will we be seeing a new q
Blackboard. but the entire system is being revised o give kwested 100 much i
your current Blackboard 5.5 course Q
Blackboard the robustness it needs 1o succesd. 10 just leave it behind? Ve can help with that foa. In fact,
’ : that is the purpose of this booklet. This guice wil provide n
This means that all those courses residing on the current ’ N "
Blackboard 5.5 system that stil have vakue wil need 1o be ngﬁmﬁmm?&mzxwd &
moved 10 the new system. H 4 =
H H H Unfortunately courses cannol be
Facay an docse tomvomen THiS guide will 3 orm o - e
the new Blackboard 6 system: start 'd 'th new sysiem. The teo versions of
fresh, or archive and rebuild your you need 10 be of soyou —
our Blackboard 6. H H :
ks the instructions  cou g v stunosngyour =)
old course is simply nct an option,
1. Start Fresh ] :
= yow’ll need to uhsgseiocomertache —
seems that faculty are always
freshening up their courses. Each re are our
time you teach the dlass, it is betier Archive & Rebuild
223;“2?';;.,«”@ course to he The peocess of archiving and re-
» - s divided into five parts:
e ooy archived, and Ay =
be just 10 inte- . . e (resing a New Course Shel
yuesacsonamoyrer. TGN TEDUII N+ ;Fosigionone e
g, and there is not 0 much in Course
your old Blackboard course that you BlﬂCkboal‘d 6- e "”"‘"‘Vf"’fm"”"
couldn't do it better by just opening *  Uploading the Archive 1o
a new course and beginning from Blacktoard 6
scraich, * Foing Lp your New Course
If this describes you, we recommend that you do just that,  The sections that follow will explain each of these steps
Starting 24 November 2003, you wil be able to log on ndelai!.FdloalheMuclmsbteachcouseymlare
to Blackboard 6 and begin building your new course, If converting and you should be able to use your Blackboard
you have resources and materials on your oid course that 6 course immediately.
you'd like 10 inchude, download those to your hard disk in ) :
weptatmbrddhglhemloywrnewBleboxdG i in the prcess you run into problems and need help, call
course, and then, on the 20th, start building. QD' Instructional Media Consultants (IMCs) at 422-1888
between 8 av and 6 ™ and a consultant will help you.
If you'd ke some help creating your new Blackboard 6
courses, the Center for Instructional Design (CID, located 1 you want a It more structured help, we recommend
at the southwest corner of the HBLL Library) s offering that you sign up for an “Archive & Rebuild™ Lab by linking
dozens of workshops for just that purpose. 1o http://ime.byu.edu/workshops
page 1 Converting BYU Courses to Blackboard 6
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Part 2: A Course New Shell

Creating a Blackboard 6 Course Shell

If you're reading this section, you've decided that your courses need to be converted to the new format. The first step
& 10 create the new course shell into which your content will be added. We do this first because it will take until the next
maorning for the course to be avalable in Blackboard 6. Because of this, do this step first, then read the section on get-
1ing your old course ready for conversion 10 the new course.

« Cick on the Blackboard Course

v Work X3
© Management icon under the work Unuvarsky FOCrone Handook
cat of e Y interc HOM3N RESoUrces/P ayrol
egory of your Rout hange o
W‘ Blackboars Crurse Managemors
fnanoal Rep
Agvanced He psk (&44D) v6.0
4 Extonsity (Agha Testng)
A message will appear notifying you Cresmrise Software
l = which Semester and year you are 1
currently working on. Make sure that it
& for the year and semester you intend
(Winter 2004.)

] Yo are cumently oStng courses fear Fal 2000, 10 selh ta 3 Gferent Your Tarm, Diease chck the Year Term Ik 1 e wo0er nPt hand comner of hes
_A pay.

=N 2

(To change the year and semester, click
on the Year-Term link in the upper right
corner and select the correct year and

semester from the popup menu.)

# 1 Cick on the Create New Course
% bution.

You &3 rot have sy black board courses for Ihs year termn

3

CRimeges 10 Thes pape wrmneditely saved and acThve adhin s Disasss day.

First enter the name of the course
that you want 1o create. Identify
your course by catalog name, section,
and semester, ke this: “Psych 240 Sec-
tion 6, Winter 2004" (you wil link it to
the official course name in the XY RT YT E L]
next step).

——

Creating A Course Shell

2

IMPORTANT: Courses requested before 10 p m are processed and avadable to facwlty and soudess
i a kst of classes appears
that yOu can copy from Couse Name: X 20 (Wines 2004
dont! Leave 11 on the defaul Mot exnaenple. Dance 190 Sechon 2)
setting 1o create the course as
an empty shell. (if you choose _;1
to copy from a Blackboard 5.5 course, '
nothig wil happen.)

Converting BYU Courses to Blackboard 6 page 2
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A

5 Click on Create Course.

Click on the Add a Section button. Course  Nursing Research 320 (Winter 20
This is where you assocate the
Blackboard 6 course with the offical BYU Currerthy Associsted ‘ [ Ing]
class schedule. i you do not associate No sections currently associated... Ho.

the course, then your students will not

W Ad
have access 10 your course.

Allow othies D copy [ 6

Last Upcated By Howell, Daniel B

LastUpcated Date 11 Nov 2000 E
A new vandow will pop up on your 3 Route Y Blackboasd C... [ B I
screen and st all the sections that
yOu are assigned 1o teach this semester.
Check the baxes next to the correlating Teaching Area Cat Sec
sections and click Add at the bottom (If ¥ duroiosg a3 "
you do not see the right courses or sec-
tions lsted or & there are no courses A
ksted in the box, it probably means you

are not listed as the instructor of that

[I9YS 9S1n09) Y buneain

course. Contact your department course 7
scheduler to have them make changes).
& D © rtemet
| Yoot ey den
names or netiDs of the other In-
SR A W BRI AN e I —
" your class. If the computer does not Gale. Kristina Stare
recognize the names or netlDs and you
cannot find them in the directory, contact Add Instructor [ Aau |
the IMCs at 422-1888 for asssstance, HetD or bk e, frst rarme)
No TA's hisve been assigned 10 s course
Add TA
Important! Courses are not created P P
mmediately. it usually takes until
the next morming before your courses wil RIVERED 60 Duiprees Gy 8
appear in Blackboard 6. If you have more
than one course 1o archive and rebuild,
do all of them now by starting over with
slep 1 on page 2.
page 3 Converting BYU Courses to Blackboard 6
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A

5 Click on Create Course.

Click on the Add a Section button. Course  Nursing Research 320 (Winter 20
This is where you assocate the
Blackboard 6 course with the offical BYU Currerthy Associsted ‘ [ Ing]
class schedule. i you do not associate No sections currently associated... Ho.

the course, then your students will not

W Ad
have access 10 your course.

Allow othies D copy [ 6

Last Upcated By Howell, Daniel B

LastUpcated Date 11 Nov 2000 E
A new vandow will pop up on your 3 Route Y Blackboasd C... [ B I
screen and st all the sections that
yOu are assigned 1o teach this semester.
Check the baxes next to the correlating Teaching Area Cat Sec
sections and click Add at the bottom (If ¥ duroiosg a3 "
you do not see the right courses or sec-
tions lsted or & there are no courses A
ksted in the box, it probably means you

are not listed as the instructor of that

[I9YS 9S1n09) Y buneain

course. Contact your department course 7
scheduler to have them make changes).
& D © rtemet
| Yoot ey den
names or netiDs of the other In-
SR A W BRI AN e I —
" your class. If the computer does not Gale. Kristina Stare
recognize the names or netlDs and you
cannot find them in the directory, contact Add Instructor [ Aau |
the IMCs at 422-1888 for asssstance, HetD or bk e, frst rarme)
No TA's hisve been assigned 10 s course
Add TA
Important! Courses are not created P P
mmediately. it usually takes until
the next morming before your courses wil RIVERED 60 Duiprees Gy 8
appear in Blackboard 6. If you have more
than one course 1o archive and rebuild,
do all of them now by starting over with
slep 1 on page 2.
page 3 Converting BYU Courses to Blackboard 6
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ing Up

Finish

7

Part 7: Finishing Up

Finishing Up

Backing Up Your Course

Just ke you would never think 10 leave an important YWord
file or spreadsheet un-backed-up, we recommend that
you reguiarly save your course 10 your hard drive or other
local media. This is very simiar to the “Archive” you just
went through, but with a new twist: in Blackboard 6 you
can save everything. That way, if Blackboard goes down,
you'll have an up-to-date copy of your course.

To backup your Blackboard 6 course, Jog on to Blackboard
6 and go to the course which you want to back up. Then
6o 10 the Control Panel for this course. Ciick on the Ar-
chive Course control panel located at the lower left side.

TR ITRTTET sdilsmeiialing

(Tasts Gigital 0oy Bax

Manage Comive Memy Inpert Comse Cartrige

Achiben Inpeit Pachage

s
Course Copy

Selings Expoit Coumpe

This will dsplay information about the course and ask you
1o confirm archiving by clicking the Submit button, (Note:
After clicking the submit button, Blackboard may take a
severdl minutes 1o archive your course.)

In 2 while, Blackboard will display a "receipt” which wil
incluge this statement: Click here to download the ex-
ported course site as well as several warnings.

m

LOMURS * IOIEGEAM IR POR MG+ COMDMIS PR, - ARTORVE COrubae
L) Archive Course
Hecogt

Qb hux to 2l e pogial (oaig ade
WEh same biowiens, i #by 1 Uk ' e e Lo

Eapar Loy

SOOTCRLAR L 00IEE C VAIEING . The wernege st arhaset e
ROORL L0 AL/ 2L = WAMNING, Taw comnens (hle nased “In
ORS00 30 W20 = WAIRENG, Tae coatant Fhie hamad “ie
BOAZLLAAR D2 M ER -« WANTNG: The cramens file named TV
TOORLLCAN REIWRIED - WAINING! Taa seenent (hle neand o
AORE AR RE WET O WAIEENG, The sesnems Fhke el Te
ROOR-LAval ARIINIEL © WAMIENG: Fae COMIAS T3he RAMeS “es
ORI AETIRLEN ¢ BTAIVEL TRA aREMITY operetion Ras

(Usually the warnings that appear have 1o do with the us-
ers with whom Sles in Blackboard are associated. When
you archive your course, you are creating a e which is
separate from the Blackboard system so connections be-
tween users and your Sle are broken. If you have concerns
about any of these warnings, call the IMCs, 422-1888)

Converting BYU Courses to Blackboard 6

After clicking on the statement an option to Open or Save
the archive will appear. Click Save and another dalog box
will open which will allow you to navigate to where you

wani to store the file, and save it. Place the file somewhere

on vour hard disk or in another safe place. You now have
b

Same b 60 ¥y Conper 3 e e 1 pmstin Dekons
ook 3 segeeaun @ pas S8 red hally vt B sowce do vt e o
e

Flerame  mofie fOMS 200NV
Fhenon  wadp e
From courves e

WA o B0 0 30 B e o 2t § 85 your Sompe T

| Opem | Coce || Moo

| S
o o e

=iy ek

3 backup of your course, This backup is in the form of a
single Zipped file.

To restore a course from a backup, use the Import Pack-
age option in control panels to upload the Zipped course
file. Be aware that any changes or additions made since
your kst backup (by your or by students!) will be lost when
you import your course package.

For Multiple Courses

if you followed the advice in part 2 and created course
shells for each of your courses that need 1o be converted,
qo back 10 Part 3 to corvert the next course.

if you did not create course shels at that time, you wil
need to create them as shown in Part 2 and then wait until
the néxt morning to begin working on the new course.

Repeat the steps as needed. When you have archived all
your courses, you will no longer need this guide it may
be recycled.

You're Done!

Congratulations! Yeu have completed comverting your
course 10 Blackboard 6. You should now have a fully func-

tioning Blackboard 6 course.
If you have had any problems with any step in this gusde,

or if we have not covered a problem specific to your
needs, please contact the IMCs a1 422-1888 for help.

page 12
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for Item B-4: Online Course—XML-Encoded Old Testament Course
Description

Until a few years ago, BYU Independent Study courses were
composed in page layout software for the printed version,
and then the text was transferred manually to static HTML
pages for the online Web version. Since about 2004, BYU’s
Center for Instructional Design (now Center for Teaching and
Learning) has been developing a program called SingleSource
which simplifies that process significantly. THE OLD TESTAMENT

The production process under SingleSource involves editing
the manuscript in Microsoft Word, then using a conversion
program uses to generate a first XML markup attempt. This preliminary XML marked-up version then had to
be carefully corrected and tested before release. Once polished, the XML document could then be used to
produce all versions of the course.

My Role

For this course, | did the conversion, and hand-entered corrections and many other features, such as pictures
to complement the text. While the XML code is not written from scratch, the automated process produces
problematic code, so significant interaction was required to insure accuracy and high production quality.

What Is Included

In addition to a couple of screen shots, this sample includes 4 selected pages of approximately 15 pages of
printed text (which is only a representative sample of a complete course). (Note that long lines run off the
right edge of the page, so you’re intentionally only seeing the beginning of the lines.)

(If you would like a complete copy of this XML document, please contact BYU Independent Study for
permission, then | will be able to supply one. All test items and a number of lessons have been removed from
this version to ease distribution.)
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INTRODUCTION, THE CREATION, AND THE FALL
GENESIS 1-3
BNoe - Rel‘léiuus Education - Ancient Scripture 301: Syllabus

Close Window

Introduction Syllabus

 Contents
The word testament can be defined as a witne{ s Course Introduction
that chronicles some of Gods dealings with thig + Course Obiectives
inhabitants, beginning from the creation of th§ « Required Materials
450 years before Jesus Christs birth. Humankil i
this witness, for it provides answers to some ol
fundamental questions, such as: "Why was thi{ Contents:
is God?" "What is my relationship to Him?" "D§
God expect of me?" and "What can I expect of]
and prayerfully reads and studies the Old Testj
these ancient people, we can find answers to &l
that are just as important today as they wheraj

Lessons and Grading

Lesson 1: Genesis 1-3—Introduction, the Creation, and the Fall
Lesson 2: Genesis 4-23—The Patriarchs
Lesson 3: Genesis 24-50—From Isaac to Joseph: The Beainning of Israel
Lesson 4: Exodus 1-20—The Exodus
Lesson 5: Exodus 21-40 and Leviticus—The Mosaic Law
Lesson 6: Numbers—From the Wilderness to the Promised Land
| Lesson 7: Deuteronomy—The Second Law
Lesson 8: Joshua, Judges, Ruth—The Conguest and Judges
Lesson 9: 1 Samuel: Israel Wants a King

Learning Outcomes

LESSON 10 By the end of this lesson you should be able tu!

FINAL EXAM

PREPARATION |

FINAL EXAM REQUEST . Give a general overview of the content th

‘COURSE EVALUATION' . Identify the purpose of the creation accu,l
principles taught therein.

GRADECHECK . Summarize the account of the Fall, and q' Course Introduction

REPORT PROBLEMS consequences of the Fall.
REPORT BAD LINK

. Explain what the Old Testament is and h! Lesson10; 2 Samiiel: Kinf Dedd
Preparing for Final Exam

Request Exam

Back to Top

The Old Testament is a collection of 39 books, written by prophets, poets, and

Reading Assignments and Activities

Tools

_ Begin by doing the following:
Font:
Size: AW

Scrollable Menu B

Print Version
Mobile Version = Masoretic Text

= Septuagint

1. From the Bible Dictionary of the LDS Edition of the King James Version, read these entries:
= Bible (read from the beginning of the entry through to end of the heading titled Preservation of the text of the OT );
= Canon

INTRODUCTION, THE CREATION, AND THE FALL

GENESIS 1-3

REL A 301

HOME 2 = =
SYLLABUS Discussion Material

4 PREVIOUS  NEXT p

What Is the Old Testament?

Some individuals mistakenly believe that the Old Testament is a record that was written and handed down as a whole from one
prophet to another until it included the 39 books that constitute todays text. In reality, as the reading assignments from the
Bible Dictionary explain, the Old Testament is actually a collection of sacred and prophetic writings gathered and put together
long after the authors had passed away. While many of the authors were indeed great prophets who declared Gods word (e.g.,
Isaiah, Jeremiah, Ezekiel, etc.), others laid no personal claim to prophecy, and were writing to preserve history or inspiring
literature (e.g., 1 Samuel, Ezra, The Song of Solomon, etc.). Thus there are different genres or types of texts in the Old
Testament corpus. Christians typically group them as follows:

The Five Books of Moses, The 5 Genesis, Exodus, Leviticus, Numbers, Deuteronomy

Pentateuch, or The Torah books

(Law)

Historical Books 12 Joshua, Judges, Ruth, 1 Samuel, 2 Samuel, 1 Kings, 2 Kings, 1 Chronicles, 2
books Chronicles, Ezra, Nehemiah, Esther.

The Wisdom Literature or 5 Job, Psalms, Proverbs, Ecclesiastes, Song of Solomon

Poetic books books

COURSE EVALUATION Prophetic books 17 Major Prophets—Isaiah, Jeremiah, Lamentations, Ezekiel, Daniel; Minor Prophets—
books Hosea, Joel, Amos, Obadiah, Jonah, Micah, Nahum, Habakkuk, Zephaniah, Haggai,

GRADECHECK Zechariah, Malachi

REPORT PROELEMS

ints It is my belief that those who collected and selected the 39 books that constitute the Old Testament canon did a marvelous job,

and were inspired in the process. We owe them a debt of gratitude for preserving these sacred texts and making them available
= to us.

[ [ Overview of the Course Content

Font:

e At In this course you will study the Pentateuch and the historical books Joshua, Judges, Ruth, 1 Samuel, and 2 Samuel.

Scrollable Menu I
Print Version
Mobile Version

The Pentateuch is also called the Five Books of Moses because the initial texts and teachings are attributed to him. It
contains an account of the creation of the world, the Fall of Adam and Eve, the Fiood, the founding of the House of Israel, the
Egyptian captivity, the Exodus, and wilderness wanderings. The narrative focuses primarily on those descendants of Adam and
Eve who were the progenitors and the spiritual leaders of the House of Israel. Among those progenitors and leaders are
pdividua h as 4 arah lcaa ah_ludah and Inchua
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Taml version="1.0

Text by Or, Terry 8,
XML Enceding by S. Tod

SingleSource” schema & software by BYU Center for Teaching & Learning

Stubbs

To reduce the size and length of this portfolio copy, only representative lessons have been included
(please mote the page nusbers). If ) would like to obtain a cosplete copy of this file, please
MAct BYU Independent Study at http:/felearning.byu.edu

<IDOCTYPL Course SYSTEM “1:/courses/ ree/schesa/cidschena , drg”
<course xmins:xsi="http://www.w3.or LSchema-instance”™ xsi:ncNamespaceSchemalocaticn="I:/courses/SingleSource/schema/cidschena. xs
<title>The Old Testavent</title>
<instructors>
<instructor>
<name>

<firstname>Terry</firstname>

<niddlenare>8.</middlicname>

<lastname>Ball</lastname>

<degree>Ph.D.</cegree>
</name>
<hicgraphy>

<para>Professor Terry 3. Ball i1s a Professor of Ancient Scripture at Srigham Young University. Prior to teaching at BYU he spent
</brography>

Ass= intro"s
urse Introduction</titles
“parasThe 0ld Testament is @ collecticn of 38 books, written by prophets, poets, and historians, that chronicles a covenant pecp

lass="object fves"s
»CouTse Dbjectives«
“para>Al the end of this course students will be able to:</para>
“orderedlist>
<listitem>Recall and discuss the history, doctrine, and prophecies in Genesis through 2 Samuel.</listitom>
<listitem>Reac and interpret Gemesis through 2 Samuel with confidence.</listiten>
<listiten>Identify major anc ccemon themes in Genesis through 2 Samuel.</listiten>
<listiten>Identify and discuss ancient and sccern fulfillment, interpretations, and applicaticns of prophecies and teachings 2
<listitem>Apply the doctrines, principles and truths taught in Genesis through 2 Savuel to their cwn life.</listitem>
<listitem>8ear testimony of the value of Genesis through 2 Savuel.</listitem>
</orderedlist>
</block>
<bleck class="materials™>
<title>Required Materials</title>
<para>i. The LDS edition of the King James Version of the Bible.</para>
</block>
<hleck class="gracing">
<titlesLessons and Grading</title>
“para>There are ten lessons in this course. The first lesson includes is an essay assigrment that you will complete and subeit U
Aararafter you have cospleted sll of the lesscns and Speedback assigrments, you will take a comprehensive final essay exan. Ple
arasvour final grade will be calculated this way:</paras
rderedlists
<listitescras for lesson assigneents (1 instruclor-graced and § computer
listitesodgs for the final exam</listiteas

pnorderedlist>

titles

aded Speedback Assigmments; worth 7% esch) istites

arasyou should carefully fellow the course of study in this course manual, reading and studying all of the material for each 1

CPArasS3-100%; A
<para>98.92%: A.</para>
<para>87.89%: B-</para>
<para>83.86X: B</para>
<para>gs.82%: B.</para>
<para>77.79%: C-</para>
<para>73.7€¥: C</para>
<para>78.72%: C.</para>
<para>€7.69%: D-</para>
<para>€3.66X: D</para>
<para>€8.62%: D.-</para>
<para>e.59%: E</para>
</block>
</overview>
<lessons

exLesson 1: Genesis 1-3-Introducticn, the Creation, and the Fall</titlex

Part B—Instructional Materials » Item B4: Online Course—XML-Encoded Old Testament Course Portfolio Page 39



Portfolio of Stanford Todd Stubls

7a_RELA301 course. xwl Page 2 ot 15
Printed: 8/9/88 12:25:19 ax Printed For: sts

The 01¢ Testament ,</capti
»A still-life sceme with a
reditline>C 1589 IRI</creditlines

y of the Bible open Lo Genesis chapter 1, along with scrolls, oil lamps, and other

leandscrolls. Jpg™ sediatypes"image” sode="wel">

nstance sr 61-1

Jizensions wicth

1stances
cinstance sr $1-1_bibleandscrolls. tif™ seciatypes"image” sode="print™s
"2,.51n" height="2,5in"/>

pRrasThe word testament cam be defimed as 8 wilness, The 0ld Testament is a witress that chromicles scee of Gods dealings wit
</block>
<title>Learning OQutcomes</title>
<block>
<para>8y the end of this lesson you should be able to co the following:</para>
<orderedl
<listitem>Explain what the Olc Testavent 1s and how it came to be.</listitem>
<listitem>Give a general overview of the content this course covers.</listitem>
<listitem>Icentify the purpose of the creation accounts, and the important truths and principles taught therein.</listitem>
clistitem>Summarize the account of the Fall, and explain the need for and the consequences of the Fall.</listiters>
</orderedlist>
</block>
<title>Reading Assigrments anc Activities</titl
<block>
paraxpegin by doing the following:</para>
deredlists
clistitemsFrom the Dible Dictionary of the 105 Edition of the Xing James Version, read these entries:
<unorderedlist>
<listitemspible (read from the beginning of the entry through Lo end of the heading titled Preservation of the text of t
clistitemsCanon</listitens
<listitemsvasoretic Text</listitess>

st>

<listitemsSeptuagint</listitess

deredlist>
Listitems
<listitemsFrom the <emphasis>0ld Testament</esphasis>, read Genesis chapt
Lstitenskrom the Pearl of Greal Price, read Moses 1-4 and Abrahas 4-% 1
<listitem>Read the Discussion Material and Selected Commentary in this mancal.</listitem>
</orderedlist>
</block>
</contentdlock>
<contentblock>
<title>Discussion Material</title>
<para> </para>
<title>What Is the Old Testament?</title>

lock>
<para>Some incividuals mistakenly believe that the Old Testament is a record that was written and handed dcwn as a whole from o
<table>

ctr>

wus,

Lewiticus, Nusbers, Deuteroncey«</tds

eephasissHistorical Books</emphasiss strongs
<tLd»312 books</td»
sJoshua, Judges, Ruth, 1 Savuel, 2 Sameel, 1 Kings, 2 Kings, 1 Chronicles, 2 Chronicles, Czra, Neheniah, Esther, </rd»

sepmphasissThe wisdom Literature or Poelic DOOkS</emphasiss</stLrongs

<td>5 dooks</tc>
<td>Jod, Psalms, Proverbs, Ecclesiastes, Song of Solomon</td>
</tr>
<tir>
<td><strong><emphasis>Prophetic books</emphasis></strong>
</td>
<td>17 books</td>
<td>Major Prophets-Isatah, Jereniah, Laventations, Ezewiel, Daniel; Miner Prophets-Hosea, Joel, Awes, Cbadiah, Jonah, Mica
</tr>
</table>
<para>It 15 my belief that those who collected and sclected the 39 books that constitute the Old Testament canon did a marvelo
</block>

<titlesQuerview of the Course Conten itles

<pRra>In this course you will study the <stromgsPentateuch</strong> and the historical beoks Joshua, Judges, Ruth, 1 Saswel, a
<para>The Pentatevch is also called the <strongsFive Books of Mases</strong> because the initial texts and teachings are attri
<para>The historical books we study in this course, Jeshua through 2 Samuel, tell of the Mouse of Israels return Lo and establ

</block>
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</contentbloces
ntentblock>
itles>The Creation</tities

for>1-2, The Creaticn,</captions
ription»=a photograph froe um of & galaxy, representing the creation. </descripticn>

cinstance sree"01-2 galaxy.jp
<dizensions wicth="388" height=
</instance>
<instance src="€1.2_galaxy.tif” meciatype="image”™ mcde="print”>
<dizensions wicth="2.51n" height="2.5in"/>
</instance>
</media>
<:-ara><cho'1a"=>J-:o:ua'cy<-'cr:ma'1'> is a popular and long-running TV game show in the United States. It 15 someshat unusual in
<para>0ften, we can hemeficially apply the <emphasis>Jeopardy</emphasis> approach to scripture study as well. For example, we .

< iatype="image” sode="web">

=<l

</block>

<title>Moses’ Questions</title>

<block>
<para>Latter-cay Saints are fortunate to have a record of a conversation between God and Moses that helps us identify the gues
<blockguote>beheld the earth, yea, even all of it; and there was not a particle of it which he did not beheld . . . And he beb

<para>rolliowing this remarkable vision of many lands or earths, Moses called upon God and asked two isportant questions of Wim
ra>This comversation between God and Moses suggests that of the interrogatives we typically consider (who, what, where, whe
OCKQUOLEYARAL 1S & Cay? . There is no revealed recitation specifying that each of the six days irvolwed in the Creatice
raxThe question of <strongshom</sirong>the earlh was created also seems to be addressed but only in broad, sweeping terms w
rasLatter-cday Saints can fing insight Lo the issue of wbether or a0t Lhere gre two conflicting accounts of the creatice in
raxand now, behold, 1 say unto you, that these are the generaticons of the heaven and of the esrth, when Lhey were created,
ra>This passage indicates that rather than containing two conflicting accounts, the narrative is sisply cescribing or »nvm
raxThe Book of Abrahas account handles the creation with what say be & slightly different paradige, In the d<superscri
paravahile the Yosaic and Abrahasic accounts of the creation nay provide scee insights into »hat may appear Lo be inconsisten
ockquotesfur analysis properly begins with the frank recital that our knewledge about the Crestion is limited. we do not ke
</Bloc
</econtentbloces
<contentblock>
<title>Who Created the Earth?</title>
<block>
<mediaz
<caption>1-3. Earth.</caption>
<description>A photcgraph from NASA of the carth taken from space.</description>
<creditline>Courtesy NASA</creditline>
<instance sro="€1.3_carth.]pg” mediatypes="image” mode="wed">
<dizensions wicth="380" nheight="388"/>
</instance>
<instance sro="€1.3_carth.tif” mediatype="image® mode="print*>
<dirensions wicth="2.5in" height="2.5in"/>
</instance>
</medin>
ra>The Creator is icentified in the cpening lime of the text, In the degimning God (<emphasissfiohim</erphasiss) created th
raxthe Abrahasic account of the creation sakes it clear, however, thal sore Than ore deily was indeed involved in the creat
raxGenesis 1:26 seems 10 Supporl the roticn that scre than one deily tock parl in the creation: And God said, Let us make =
ra¥ahile use of the plural verdb in Geresis 1:26 indicates God is counseling with others in the creation process, the next w
CORFA™A primary purpose, then, of the creaticn narralives is 1o provide an answer and witress Lo the guestion of <strongowho</
</Blo

hy Mas the Carth Created?</titles

ra>The prelude 1o the Abrahamic creation account provides a clear answer 10 the guestion of why the earth was formed, There
sckquotesme will go down, for there (s space there, and we will take of these materials, and we will make an esrth whereon
<para>The declaration makes it apparent Lhal the earth was created as a place for pre-mortal individuals 1o grow, learn, and b
<para>In the proclamation that God created man in his own image (Gen. 1: 27), Latter-cay Saints find adcitional insight into W
<para>Further insight into the purpose of creaticm appears in the account of the creation of woman founcd in Genesis 2, Meoses 3
<para>After amnouncing that God plans to make an <ewphasis>erzer kenegde</erghasis> for Adam, cne would think that the next pas
<para>Through this process, it appears that God is teaching Adam that just as he had a special creation and is far different t
<parazahile the creation narratives make it clear that the earth and all that 15 in it was made for man, they also make it cle
<para>In a revelation given to the Prophet Joseph Smith, we learn that unrighteous deminion is a great evil in the eyes of Gec
</block>
<title>Conclusion</title>
<block>
<para>The creation narratives give wonderful insights inte the questions of who created the carth and why. They confirm that t
</block>
</cententdlocik>
<contentblock>
<title>The Fall</titles

<titlexThe Need for and Consequences of the Fall of Adam and Cve</title>
<med
<gaptice>1-4, Adam and Cve after the Fall, </caption»
<gescription»A painting of & wooded scene, with Adam and Cve, &1 & distance, dressed in skins, walking through the trees, </¢

Part B—Instructional Materials » Item B4: Online Course—XML-Encoded Old Testament Course Portfolio Page 41



Portfolio of Stanford Todd Stubls

7a_RELA30L course.xwl Page 198 of 15
Printed: 8/9/88 12:25:19 ax Printed For: sts

Jeententbloces
“rasterycheck>
<titlesMastery Check</titles

cppraxpefore you complete the Speedback assigrment, you should do the following paras

<argereglists

srall</strong> the reading for this lesson,</listitess
temsReview and make sure you are able Lo meel each of the lesson learning outcomes, which are to be able to ¢o the fol
<ungrderedlist>
<listitem>Discuss the history and teachings recorded in the book of Jeshua, including:
<orderedlist numeration="A
<listiten>The overall structure of the book.</listitem>
<listiten>The Lorcs commission of Joshua (Joshua 1).</listitem>
<listitem>The Rahad account (Joshua 2, 6).</listitem>
<listiten>The miracle of the crossing of the Jorcan River (Joshua 3, 4).</listitom>
<listitem>The fall of Jericho (Joshua 5).</listitem>
<listitem>The battle for A: {Joshua 7, 8).</listitem>
<listiten>The treaty with Gibeon {Joshua 9).</listitem>
<listitem>The battle at Ajalon (Joshua 18).</listitem>
<listitem>Dividing the land {Joshua 14.21).</listitem>
<listitem>Joshuas final exhortation (Joshua 23-24).</listiten>
</forderedlist>
</listitem>
<listitem>Discuss the history and teachings of the book of Jucges, including:
<orderedlist numeration="A
istitessThe overall structure of the Book,</listiteas
le of apostasy (Judges 1-2).«</1istitess
stitem>The accounts of Deborah, Gideon, Jephthah, and Sswson (Judges 3-316) . </listites>
clistites>The gnarchy accounts and Israels desire for & king (Judges 17-21).<
</orderedlists
</lAst i Lo
clistitemsDiscuss the history and teachings of the book of Ruth,</listitess
</unorderedlist>

stitemsThe ¢

</masterycheck>
<speedback>
<title>lesson B8 Speecdack Assignment</title>
<instructicns/>
<guestionset>
<multiplechoice>
<stow>which of the following 15 a specific instruction in the Lords comsission to Joshua as recorded in Joshua 17</stem>
<distracter>Counsel with the elders in your decisions.</distracter>
<gistracter>Love even your enemies.</distracter>
<distracter>00 not save any of the Canaanites alive.</distracter>
<correctanswer>Meditate day and night in the beok of the law.</correctanswer>
<feecdback>See Joshua 1:6.9 and Discussion Material under The Lord Commissions Joshua.</feecdback>
</multiplechoice>
<aultiplechoices
<stensatich of the following is True in regards Lo Israels crossing of the Jordan River as recorded in Joshus 3, 47</slens
orreclanswersParting of the Jordan was a sign Lo Israel that God was with them and Joshua, </Correctansmers
cdistracter>Joshus smote the river Lo part At in the eyes of &1l Ifsrael </distracters
tracter>Those carrying the Ark of the Covenant wmere the Tirst Lo reach dry ground on the other sice of the river, </distr.
<gistracter>The priests carrying the Ark ha¢ little faith until after the river was parted, </distracters
«feedback Jeshua 3:16 and Discussion vaterial under Crossing the Jordan River, </feecback>

</mulriples -

<l-- Revain U guestions removed --»

</speedback>
</1essons
< Lesson 9 removed for size >
<lesson>
<title>Lesson 18: 2 Samuel: King Davide</title>
<contentblock>
<title>Introduction</title>
<block>
<para>£ing David is an enigma. Jews typically view him as among their greatest kings and a forefather of their people. Others
</block>
<title>Learning Outcomes</title>
<block>
<para>8y the end of this lesson you should be able to co the following:</para>
<orderedlist>
<listitem>Discuss the history and teachings recorded in the book of 2 Savuel including those associated with:
rderedlist numeration="A">
istitemspavid's response Lo the ceath of Ssul (2 Samuel 1), </listites>
<listitem>pavid's reign cver Judah and struggles to unite Israel wnder one king (2 Sswuel 2-3) . </listites>
clistitemspavid's response Lo the death of Ishbesheth (2 Savuel 4) . </1istTitens
clistitemspavid's rise Lo power and reign owver united Israel (2 Sasmuel 5-10) . </1istitess
clistitems>The Uzzah incideat (2 Samuel &), </listites>
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¢© ltem C-1: Design Proposal—Testing Center Signs

The BYU Testing Center has occupied the historic Heber J. Grant
Library building for many years. As a result there was an
accumulation of signs from previous policies and needs. The
presence of these signs resulted in confusion and distraction from
the center’s purpose, and they impeded a smooth flow through
the building and the testing process. This item is some of the

selected pages from the proposal to change or remove those signs.

p ltem C-2: Process Flowchart & Timeline—IS Course Production

BYU Independent Study course production process has changed
over the years, occasionally resulting in redundant steps and
confusion in the process. | designed this diagram to help me
understand it, and in the process, it helped make the process
clearer to others.

p ltem C-3: Instructional Writing—Book on Web Design

With friend and colleague, Karl Barksdale, | wrote a textbook on
the subject of Web design (Web Design Basics, 2003) for high
school or junior college use, published by Thomson Course
Technology. Included here as a sample are the first few pages of

chapter three on the subject of information design.

p ltem C—4: Scholarly Writing—Published Arficle

This is an article that | originally wrote as part of my dissertation. It
is now a chapter in a handbook co-edited by me and Luca Botturi, a
friend from Switzerland.

Return to Table of Contents...
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for Ifem C-1: Proposal—Testing Center Signs
Description

BYU's testing center is the largest in the nation—over 700,000 tests
administered per year. Important signage directing the flow of traffic,

Return
Tests

explaining rules, and requesting particular behaviors at were routinely
ignored by patrons. A surfeit of signs, which had gathered over the 20+
years of operation, were sometimes contradictory, often confusing, and

occasionally hostile, so patrons did not pay attention to most of them. H e re

A detailed survey of existing signs was made to support 1. Hand test booklets & answer
recommendations to remove or change nearly all the signs found sheets to the proctor.
throughout the BYU Testing Center building. Approximately 80% of the 2. Put all scratch paper in the
changes have been made. There has been a noticeable improvement in receptacle behind you.

communication and flow with the new signs and other changes. Among

the changes is a large (50") plasma screen with appropriate software to

reinforce messages for a number of removed signs and provide current information to patrons.

My Role
| conducted the research, wrote the proposal that proposed action on signs in over 30 areas of the testing

center, and designed new signs for all areas. | also directed the work of a student designer/programmer in
the software for the plasma screen in the lobby.

What Is Included

This sample contains 5 of the original 32 pages in the recommendation. (If you would like a complete copy of
this booklet, please contact me.)
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General Principles & Guidelines for Signs in the Testing Center

Ve propose the removal or adaptation of a large number of Testing Center signs, both formal and informal, to beautify
the Heber J. Grant Building and restore the meaning to the signs that remain.

The Heber 1. Grant Building, originally built as the new campus library, is one of BYU's legacy buildings. As much as
possible, its look and décor should reflect that status. The current signage, as well as some of the other things put in
place to support the processes and work of the Testing Center, sometimes get in the way of this heritage. Alsc, over the
years, signs have multiplied until they so clutter the environment, they are not only unattractive, they are typicaly
ignored. The signage in the building is due for a change.

Here are some general rules to consider in changing signs:

1. Avoid using a sign when some other behavioral affordance would work better.

Arope, a quide, the way a particular door opens, a barrier, etc. is a betier way to communicate your intent than a sign.
For example a velvet rope at the bottom of the staircases in the queue area (with a small “Employees Only" sign) would
prevent more people from using the stairs as a seat on which to study than the current warning signs, and would look
classier, more in line with the look of the building.

2. Signs should be appropriate to the space in which they appear.

Be sensitive to the mental and physical state of patrons in the placement of signs. For example, signs in high traffic
areas should consist of only a word or two for instant recognition (lie highway signs). Signs which must be read to be
understood {e.g., notices, warnings) should be in places where traffic allows for reading (such as the queue area).

3. Use humor and a light touch when possible.

Current signage is demanding and often commanding. The result is a semi-hostile feel, which has the ironic effect of
making signs more likely to be ignored. One trick often used is to place the word “Please” in cursive that sets it off from
the rest of the sign. Unfortunately, that inclines the reader to see the word as not being part of the message {because it
i in a different style} or to read it sarcastically. Signage that uses good style, and wording that is polite and encouraging
will be much mere likely to be read and heeded. Appropriate humer can also make a message much more appealing.

4. Use a consistent look and feel.

A consistent style among all signs will help patrons know which signs belong to the testing center, and which de not; this
aids them in recognizing and heeding the signs that are important, and ignoring the cnes that aren't. We will need to
create a style guide for signage and stick to it. The style guide wil help us make decisions when making signs so that all
signs look ke they belong to the same family of signs. A good style guide should include font selection, when and where
to use centering, spacing, font size, background, color, use of loges, etc. It can also discuss wording and usage.
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1stW “Do not leave your belongings...” Signs
Detailed Sign(s): Set}ing:

.

Map of Lecation:
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Location Description: In several places on the first floor and on the landing of the grand starcase (132 HG3 on the mag).
See HGB plan above. These have various forms of lettering, etc.
Norninal Purpose: At cne time lockers were provided for testing center patrens to put belongings into while they took

tests. Because many did not lock the lockers, things were stolen from them which became a security
problem. At the recommendation of BYU security, the lockers were removed, and patrons were asked
to put all their belongings in their backpadk, or the provided blue bag, and place these under their
desks in the testing hall as they took their tests, These signs warned patrons not to leave things lying
around after the lockers were removed.

Problems: Someone not familiar with their history (most people) are probably be puzzled by these signs.
These signs do not exglicitly state a new rule, which would be more helpful
These signs can be found throughout the first floor; since they are no longer meaningful, they
provide a lot of “background notse™ from which patrons learn to ignore alf signs.
The nature of these signs makes the testing center seem ‘oolishly doctrnaire,

Recommended Solution:  Remove all these signs. Rules regarding putting belongings in bags will be on the plasma display.

Proposed Replacement:  None.
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245W “Do NOT Study on this Floor” Sign in Queue Area

Detailed Sign(s): Setting:
4 " %
' T
4
|
/ Study on
this floor!!
Go downstairs!!
reerere

Map of Location:

Location Description: At the first landing of the west staircase going up 1o door 310 HGB. This sign is laminated paper, and is
posted on a corkboard facing the bottom of the stairs, (The map calls this location 245 HGB). Ancther
sign is located to the left of the double doors from the testing room, 295/270 HGB.

Nominal Purpose: To warn patrons not 1o study on the second floor. The first sign's position is probably refated to the
fact that stairs are a favorite seat for patrons wishing to quickly review material before taking a test,

Problems: In spte of the hapoy face, the signs are a demand or command (as evidenced by the red NOT and

the tone of the sign) and adds a hostile note to the room, as well as a fttle clutter,

This sign s regularly ignored, and may be superflucus  another way to accomplish the same result
can be found. An affordance would be a better solution for this location,

The coriboard may be useful for other purposes, but in its present location, it would be prone to
make the queue area more cduttered.

fecommended Soluton:  Remove the signs and the corkboards. Place a velvet rope across the bottom of the
staircases with a suspended sign saying “Employees Only.” Such a sign would make the use
of the stairs awkward as a seat, unless patrons ignored the sign and detached the rope, or by-passed
the rope and went up the stairs to sit-—both of which are unlikely. This wil also partidly eliminate the
need ‘or the unsightly “Warning: This door alarmed” sign at the top of the east & west staircases.

Proposed Replacement:
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220D-ent-b Test Distribution Overhead Signs
Detailed Sign(s): Setting:

=
2

Map of Location:
| '
'
Location Description: Above the doors leading into the test distribution area.
Nominal Purpose: The speaker needs to be somewhere! The three lines and door numbers are used to specify one door
in particular for a particutar test. The scroling dectronic sign s for accasional announcements,
Problems: The scrolling sign is a gimmick and not given serious consideration. Also, it clashes with the age of

the building and room someahat.
Use of numbered doors for specfic test might be better handled with a queue solution.
Move speakers when new Plasma display is installed.

commended Solution:  Eliminate door signs and reglace that function with a variable gueve. Eliminate the scrolling
sign, etc, and replace it with a plasma display. Replace speaker with speakers more appropriate to
the plasma display when installed. Move clodk to other side of the room, and replace with a more
classic styled clock (old schoolhouse) (Identity sign will be added later.)

Proposed Replacement:
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Section 2—Style Guide for Replacement Signs

All testing center signs {not architectural signs belonging te the building) will adhere to the following guidelines.
Exceptions will be explicitly noted.

Colors: Colors will be BYU Navy Blue or Dark Bronze with white lettering.

Font: A san-serif condensed font such as Zunich or Helvetica Neue. Use Heavy or Black for headlines and banners, and
medium condensed or normal condensed for bedy text.

lustification: Headlines may be centered; body text will be left-justified. When using numbers or bullets, use a hanging
indent to make the bullets or number stand out. Summary statement (sub-heads) will be used whenever possible on
signs with lengthy text on them.

Case: Woerd in all uppercase—even in headlines—uwill be strenuously avoided.

Example:

¢ 1< white text o Navy or Bronze
backgroend

S Return
Tests
Here

ody ot & Hvotion Heve Modiom 1. Hand test booklets & answer
Lot bstted sheets to the proctor.

2 s Mamging Indent

2. Put all scratch paper in the
receptacle behind you.

Part C—Design & Writing Samples » Item C1: Proposal—Testing Center Signs Portfolio Page 49



Portfolio of Stanford Todd Stubls

for Item C-2: Process Flowchart & Timeline—IS Course Production

Description

A complex Independent Study course production process

Faculty is contacted & Kickaff
meeting s scheduled.
FeJection letier explins Kickofl Meeting
PMT's decision Explain & sign cortracts

was inadequately documented. | documented it to help
with my own understanding, and serendipitously, it

added clarity to the process for others as well. This

diagram precipitated a change to the process by making e e
. . . . . . 2-Lesson Design Meeting Lesson Design Meeting speciisd
clear some redundancies and inefficiencies in the [ummgm@ Dl ol ot | Wt
* * + Apply styles, edit
process. e | e
objective alignment, etc. objectve alignment, etc.

Algnment review
& apell check

1A's Review
My Role |

| created the flow diagram and timeline in OmniGraffle
Pro from the OmniGroup. Several others had input as | was building to insure accuracy.

What Is Included

The complete one-page flow diagram, along with an illustration of part of the production timeline is
provided.
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University Independent Study Course Production Process

A — Proposal

Start

Yes Faculty 5 comactes & Kicko®

meotng ls schedded

; )
- Kickolf Meeting
Excban & =ign contracts

B — Design & Development

Course Design Intro 2-Lesson Design Meeting
moduos 025N process, Dy lessors & dsuss format
TESOURCES, COTETANLS, ot masry chooks, feetick, o

v v

Content Analysis 2-Lesson Feedback
Anabyae course content & Foadback cn condert, format,
ingiructional Sow chjectve alignmet, elc

oopctve alg-ment, ox

Alg men revies
& spal chack

1A' Raview I;

v Alpha Testing —
I_.I — A Second C.PS. conducts A Complation
Intngrato a *Ful Toud™" Aeview Check
4

D — Quality Assurance

1stO/A  Trev— — 2nd QA
@_. "Fal Touch Testing™—overy ._’I 15.P ""_'." }—.l Final Inst P Browse: Choce—apot chace
sort, ik and dnclon® Tesing RITS Y or al 2.0p0s browes®

* 17 pach step where 3 chanD? 5 neoted, corecions ane mad? Solowi~g Tat 50 I the prooss

\/

Course Hies
Foeasec 0 1S

E — Publication
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Independent Study Design Phase Timeline

Independent Study
Creation Timeline

Proposal

Production

Testing

Publication

Design =i

Course Design Meeting
—Introduce IS format
—Introduce resources

Content Analysis Meeting
—Content analysis
—Set inital tmeline

Charette

—Brainstorm “Splash” package
—Brainstorm mada objects

Design
Meetings
—Held as needed
—Usually weekly

5
g
g

€ Jruow~

¥ Quuow~

S Gruou~
e e el ) e

9 auow~

Milestones

E b Kickoff Meeting

—Sign contracts

—Process overview

—Set expactations
(200 hours of work)

O 1st Submission

—Submit 2 lessons, syllabus,

outline, & exam questions
—Adjust timelne as needed
—1st Payment

<:> Mid-way Checkpoint

—Half of all lessons should be
submitted by this milestone

—Determineg whether 1o contnue
contract

submtted
—2nd Payment
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for Item C-3: Instructional Writing—Web Design Textbook

Description

This is the beginning of a chapter from a book on Web Design Basics Web Design
(ISBN-10: 0619059648 and ISBN-13: 978-0619059644) including an
instructional activity. This book is written for high school and junior

college level; the writing level is about 9th grade.

My Role

I am the principal author of this book. (My co-author, Karl Barksdale, is
author of several textbooks, was a consultant, especially on activities for
the book.) The layout and graphics were done by the publisher.

What Is Included

Attached are the first four pages of Unit 2, Lesson 3 (chapter 3) of the book.
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N

INFORMATION

OBJECTIVES VOCABULARY
Upon completion of this lesson, you should be able to: Chunks

B Identify and document your Web site’s message. Design document
B Identify and tailor your information for your Web Flowchart
site’s audience. Hierarchical structure
B Identify and develop your Web site’s purpose Information design
and scope. Linear structure
® Structure your Web site’s information into a Mixed structure
flowchart.
Persona

Estimated Time: 3 hours

Random access
structure

Scope statement

What Is a Design Document?

Great Web sites are not usually built by individuals; they are built by teams with members
who have three essential skills:
®m  Writing
® Computer programming
B Artistic skills

It is nearly impossible to find a single person who can write well, is a great artist, and can
program a computer. Instead, companies that make great Web sites will hire several people with
different skills and abilities and have them work together as a team to build the Web site.

A design document keeps all of these talented people working together effectively. A design
document is to a Web site what the blueprint in Lesson 2 is to the building of the house, or what
a script is to producing a movie—it guides what happens. A design document outlines the goals
of the site and describes or illustrates all its parts. Good design documents contain at least three
kinds of information:

B Information design
® Interaction design

B Presentation design

39
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40 Unit 2 Planning Your Web Site

Remember the questions we said you needed answers to in Lesson 2? Well all those questions
fall under three types of design.

Information Design

Information design includes these questions:
B Who is this Web site’s audience? Who is it for?
m  What is its message? What is it about?

B What is its purpose? What is it for?

Interaction Design
Interaction design includes these questions:

m How will the information be organized?
®  How will the Web site work? What will people do to get around in it?

®  How can I make it easy to use?

Presentation Design
Presentation design includes questions like these:

®m  What will it look like?

®  How can I make its look and its message work together?

The first kind of design, information design, often requires a team member who can write
well. The second, interaction design, usually needs soméone who can program a computer. The
third, presentation design, most often needs an artist. Blending writing, programming, and art
using information, interaction, and presentation design are the keys to a successful Web site.
And, that is exactly the job of the design document.

A design document keeps the writers, programmers, and artists working together well. In this
unit we will briefly explore information, interaction, and presentation design. In the process, we
will show you how to put them all together into a design document to keep the Web site’s devel-
opment moving forward. In this lesson we will focus on the specifics of information design.
Lesson 4 will discuss interaction design. And finally, Lesson 5 will demonstrate how to integrate
presentation design into your Web projects.

Information Design

The auditorium s filled with thousands of people, all there to hear you give a speech.
Suddenly, you are being introduced! In about three seconds, you will step up to the microphone
and begin your speech. Then it hits you: You don’t remember what you’re there to talk about!
You don’t remember who these people are, or why they should care what you have to say. Why
are you giving this speech anyway?

Sound far-fetched? Sound like a nightmare? Well, it happens every day on the Web. Thousands
of people visit Web sites looking for something interesting or important to them. Instead, they find
aimless, meaningless, disorganized, and sometimes downright confusing information.
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Lesson 3 Information Design 41"

What is wrong with these Web sites?

There might be any number of reasons why a Web site doesn’t work. However, it is our expe-
rience that the designers of most poor Web sites neglected to answer three important questions
before they started to build the site:

B What is this Web site about? (What is the message of this site?)
B Who is this Web site for? (Who is the audience for this site?)

B What is this Web site for? (What is the purpose of this site?)

The answers to these three questions make up the Web site’s information design (see Figure 3-1).
An information design helps your Web site avoid mediocrity. When you figure out the answers to
these questions, you will want to write them down so you can refer to them later. These written
answers are the first part of your design document.

FIGURE 3-1
Information design is made of message, audience, and purpose

message

Information Design

Among these three parts of information design, which one comes first—the audience, the
message, or the purpose? Actually, sometimes it is one and sometimes it is another. The following
examples will help. They show how other Web site developers faced these three design issues.

B The purpose of a bookseller’s Web site is to make money selling books; therefore, making
money (the purpose) is the seller’s first thought, followed closely by the books he is selling
(the message), and finally the people who buy books (the audience).

®m A student shared her university’s sports history (the message) online. Those interested in the
site included sports fans and alumni of the university (the audience). The site was used to
help promote interest in the university’s sports program (the purpose).

®m  Another Web site supports the families of people who suffer from cancer. The audience (the
families of cancer sufferers) was thought of first, with the purpose in mind (to comfort fam-
ilies) using the message (in-depth information about cancer research).

As you can see, it is very hard to separate these three design questions—they’re all connected.
If the bookseller’s Web site focused so much on making money (its purpose) that it didn’t show
off the books very well (the message), or didn’t show respect for its customers (the audience), it
wouldn’t sell many books. The bookseller would lose customers, and the Web site’s original pur-
pose—to make money—would be ruined. Good design requires you to think carefully about all
three questions.
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42 Unit 2 Planning Your Web Site

Discovering a Message for Your Web Site

As a Web page designer, your first task is often to figure out what your message is and
research it. What? You say you don’t know what to create a Web site about? Well, this next activ-
ity will help you figure that out. First, you’ll brainstorm a list of topics you’re interested in, then
refine that list to one or two good ideas.

S TEP-BY-STEP 3.1

1. Brainstorm with classmates and write down ten topics in which you are interested. These can include
hobbies, interests, pets, favorite school subjects, your family, work, or just about anything. If you are
developing your site as a partnership or team, develop ten topics with your partner or team.

L

Copy the items in your list in the order in which they most interest you (or your team), with the most
interesting topic first. (If you get stuck trying to decide which item should be first, compare them two
at a time, putting a mark next to the one that wins each pairing. The one with the most marks is first,
the one with the second highest number of marks is second, and so forth.)

3. Look at the first topic in your list and ask yourself, “Can | create a great Web site based on this idea
or topic?” If you don't feel you can build a Web site about your first topic, continue down the list until
you have at least one topic that can make a great Web site. You should choose something that
(1) you either know or are willing to learn about, (2) you are interested in, and (3) is not too narrow
and not too broad. If necessary, have your instructor help you decide which topic would be most suit-
able for a Web site.

»

Your chosen topic or subject will become the message of your Web site. Talk with your instructor or
team members about this message. Discuss whether it would be a good topic before you finally
decide to develop your Web site around it. Make sure it is a topic you will enjoy spending many hours
working on.

=

After you have discussed your message with your instructor, open your word processor and key the
heading Message. Under this heading, write a description of your message statement beginning with
the words This Web site will . This will be the beginning of your design document.

6. Spend some time (three to ten hours outside of class) researching your message. Take your time
and learn as much as you can. Naturally, the Web is one great resource to draw from. You may also
want to spend some time in the library or talking to others who know about your subject. Write down
what you learn and where you learned it.
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for Item C-4: Scholarly Writing—Handbook Chapter

Description

The following article was originally written as part of the literature
review of my dissertation and adapted as a chapter for the handbook,
A Handbook of Visual Languages for Instructional Design: Theories and
Practices, edited by Botturi and Stubbs (ISBN-10: 1599047292, ISBN-
13:978-1599047294, Hershey NY: Information Science Reference,
2008.)

My Role

Dr. Gibbons, my co-author, was chair of my doctoral committee, so he
helped me substantially during this text’s original creation. Also, he is
responsible for some important paragraphs near the beginning and

end to make it fit the book better. However, most of the writing is mine.

What Is Included

The entire chapter is included, including references.

HANDBOOK OF

Visual Languages for
Instructional Design

Theories and Practices

Luca Botturi and Todd Stubbs
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33

Chapter Il
The Power of Design Drawing
in Other Design Fields'

S. Todd Stubbs
Brigham Young University, USA

Andrew S. Gibbons
Brigham Young University, USA

ABSTRACT

This chapter is a survey of the literature of design studies, where the various characteristics of a phe-
nomenon called design drawing, are considered. Included in this review is an exploration of the roles
and attributes design drawing plays in those design fields outside 1D, as an important design language.
lts importance to those design fields suggests that design drawing might have much to teach us about

visual instructional design languages (VIDLs).

In reviewing these attributes of desigm drawing and how they are implemented in those other fields of
design, we hope to inspire a dialogue on how these important characteristics will aid in creating or

nurturing VIDLs.

INTRODUCTION

In this chapter, we will explore the roles and at-
tributes of design drawing, which serves as an
importantdesign language indesign ficlds outside
of ID. Its importanceto those design ficlds suggests
that design drawing might have much to teach us
about VIDLs, if we knew more about it

We will show that, duc to the similaritics
between [D and other fields of design, we might
expect thattools, skills,and methods importantin
thosc ficlds—suchasdesigndrawing—mightalso
be valuable to ID. The basis of design drawing’s
importance in those ficlds lics in the common
characteristic of all design ficlds’ need formodels
and representations, which design drawing per-

Copyright © 2008, IG1 Global, distribating in print or Sectromns forms without written permission of [G1 Global is prohibited
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forms capably. In fact, we will show that there
are a number of characteristics of design drawing
which make 1t attractive to designers in thosc
ficlds: its close association with design thinking,
its language-like characteristics, the fact that it
can adroitly represent all stages of design with
a number of expressive forms. Design drawing
can also be as concrete or vague as it needs to
be to support the design at hand—there being a
real advantage to a definable level of vagueness.
This characteristic also makes itideal forworking
with 1ll-defined problems, which design is usu-
ally characterized to be. Design drawing plays a
cructal role in a dialectic (called “the dialectic of
sketching™), whichsomeauthors (Arnheim, 1995)
suggest 1s essential to design. Drawing, which is
often accompanied by some kind of narrative,
forms the basis of a shared vision of the design:
a catalyst for the social agreement necessary for
design to move forward.

In reviewing thesc attributes and their appli-
cation in those other ficlds of design, we hope to
expose to 1D practitioners to the characteristics
of this important design language. This might, in
turn, begin an important dialoguc on some im-
portant characteristics to consider when creating
or nurturing a VIDL.

IS ID DESIGN?

Murphy (1992) asks, “Is instructional design
truly a design activity?" After comparing [D to
the general practice of design (as found in ar-
chitecture, industrial design, engincering, ctc.),
he concludes, *...it can be argued strongly that
instructional designers are truly involved indesign
activities” (p. 281). And, further, *._.instructional
designers need to recognize their links with the
wider world of design” (p. 282). Rowland (1993)
conducted a similar analysis and similarly con-
cluded, “Designing instances of instruction, or
more generally, planning and preparing to instruct,
can be considered a subset of designing, and the

The Power of Drawing in Other Design Flelds

defining characteristics. . .for all types of design
appearto hold truc for ID" (p. 87). Speaking ofthe
literature on 1D, Rowland adds that the results of
hisstudy, *.._match studics of design processes in
other ficlds, but contradict views in the litcrature
on [D, especially those representing a purely ra-
tional perspective” (p. 90). Murphy is emphatic:
“Thus far, it appears that not much has been done
on the design skills of instructional designers,”
and warns, “All you instructional designers out
there, look and learn from the design world. You
ignore it at your peril” (p. 282).

In that larger design world, as in ID, design
takes place in the gap between the mind of the
designer and how the problem and solution are
represented—design is the bridge between the
conceptual world within and the physical world
without. Simon (1996) puts it this way: becauscthe
gapis, .. .centered precisely on this interface be-
tween the inner and outer environments; [design]
is concerned with attaining goals by adapting the
former to the latter” (p. 113). Bridging this gap
requires a process of externalizing the designer's
conceptual world. This externalization may be
expressed verbally, visually, or physically—with
words, drawings, or models.

For many ficlds of design, the fundamental
bridge isdrawing. Archer observes, It hassome-
times been said that drawing is the language of
design. There has certainly been an intimate re-
lationship betweendrawing and design fromtime
immemorial... All the design professions today
rely heavily upon drawings of various types for
both the development ofideas and the communica-
tionof findings."” Arnheimreports, “The function
and nature of [drawing] is inscparable from that
of the design it serves. The creative process of
designing, being an activity of the mind, cannot
bedirectly observed. The [drawings), done forthe
cyes and being directed by them, make some of
the design plans visible,” which makes drawing
the perfect bridge across “Simon's gap” (Sec also
Goldschmidt, 1991).
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The Power of Drawing in Other Design Fields

Robbins (1994) has pointed out, “Because
drawing is used to communicate ideas and to
instruct others about a design, it is often scen
as a language. Architects, when speaking about
drawing, assume. . thatdrawing may be construed
to be a language or quasi-linguistic order of com-
munication” (p. 27-28). Design drawing can be
considered a language of design.

In ID, visual representations serve two very
different purposes. First, visual representations,
including drawing, arcused during designas part
of the design process to represent some aspect of
instruction before it has been produced or pre-
sented. This may be in the form of storyboards,
flowcharts, ctc. Because the product of [D is in-
struction, visual representations may also serve
as part of the content being produced. These
may take the form of tllustrations of the content
or diagrams of concepts, etc. (A more complete
taxonomy is presented in Chapter XVII).

The latter—visual representation of con-
tent—has been studied extensively to determine
how it contributes to lcarning. Unfortunately, the
former—visual representations that are used to
further the design itself—have not. Schatz (2003)
did a small review of the literature of ID where
he noted that it is difficult to find literature on
design thinking or design methods in [D, much
less a specific method like design drawing. It is
a paradox that a ficld that relies so heavily on
visualization for the outcome of its designs has
not studied its use in its process. In spite of the
apparent similaritics between ID and other design
ficlds, and the importance of drawing to design
in those ficlds, design drawing as a tool or skill
of [D has not been adequately addressed in the
ID literature.

DESIGN DRAWING AS AN
ESSENTIAL PART OF DESIGN

A large share of the rescarch in design drawing
comes fromaficld of inquiry called design studies.

The lastdecades of the 20" century saw a great deal
of rescarch in the study of design methodology as
a gencral ficld, where the various creative design
activitics of architecture, engincering, industrial
design, graphic design, softwarc engineering, and
others were discussed, compared, and analyzed, in
an cffort to improve methods and process models.
This new ficld of inquiry was called variously
design methodology, design theory, design sci-
ence, and design studies. The importance of this
ficld is evident by the number of rescarch-based
journalsindesign theoryand methodology, suchas
Design Issues, Design Journal, and Design Stud-
ies, among others. (Kays, 2003). This litcrature
(in which ID is not gencrally included) contains
a wealth of information on design drawing and
its relation to the design process.

In this literature of design studies, it has been
observed that drawing and design have a long
history together. Baynes (1992) identified the
development of design drawing in the late [8th
centuryasthe principle catalyst tothe development
of design as a separate discipline, which, in turn,
helped to fuel the industrial revolution. However,
the use of some kind of drawing to pre-plan work
predates the industrial revolution by millennia.
Shards of pottery and stone with coarse building
directions on them have been found from ancient
Egypt (Baynes, 1992).

Press and Cooper (2003) pointed out that
“...cveryone can draw; however, designers are
trained to develop this as an advanced form of
communication.” Lockard (1977) has observed
that, “In...the design process, drawing is still the
most flexible and efficient means of representa-
tion.” Thisis in part because the speed and case of
production of free-hand sketches support design
in important ways. According to Kivett (1998)
frec-hand sketches allow communication to be
almost instantancous, and drawing facilitates
making of changes “on the spot” Referring to
sketching, Gedenryd (1998) asserts that,

Sketching is made up of very small and simple
incremental steps, which yieldto local controland
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high sensitivity to feedback. This, in turn, makes
sketching into a highly fluid and efficient process,
which supports the open-cnded and conceptual
nature of the design work which sketching is
typically used for.

Goldschmidt and many of others assert that
drawing is a vital part of design (Archer, 1992;
Goldschmidt, 1991; Henderson, 199%; Moore,
2000; Ullman, Wood, & Craig, 1990). Forexample,
Ullman, Wood, and Craig say that,

The evidence both from research in cogni-
tive psychology and from the protocol studies of
designers points to the importance of drawing in
the design process beyond the documentation of
final designs. Not only are drawings the preferred
form of data representation, for the designer, but
they are a necessary part of the design process.
Sketching as a form of drawing has been shown
to have propertics that make its use important
in design.

Many have speculated on the reasons for the
close association between design process and
design drawings. Some have investigated the
relationship of design drawing to specific design
activities of which drawing scems to be a part;
others have looked at specific processes and prop-
erties of designdrawings that support design. Still
others have studicd the closc association between
design thinking and drawing. What follows arc
summarics of these ideas.

THE IMPORTANCE OF
REPRESENTATIONS & MODELS TO
DESIGN

Designers rely heavily on representations and
models to accomplish their work. According to
Goel (1995):

Design, at some very abstract level, is the process
of transforming one set of representations (the
design brief) into another set of representations
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(the contract documents). However, not only are
the inputs and outputs of the of the design process
representations, all intervening transformations
are also typically done on representations.

Saddler (2001) observed, *We usc sketches,
diagrams, specifications, even verbal descriptions
throughout the design process to make the con-
cepts in our heads tangible and communicable.”
Theserepresentations are sometime referredtoas
models. Representations and models arc referents
(symbols ormetaphors) for some other (real-world)
thing. Baynes (1992) says,

The term *mode!’ is used by scientists, math-
cmaticians, technologists, and designers to mean
something that stands for something clsc. In
gencral, models are powerful because they isolate
an aspect of reality and allow us to represent,
interpret, manipulate, or control it. Models have
predictive power because...they can be ‘run’ to
simulate what will happen if proposed changes
arccarricd out. They arc indispensable fordesign
activity because they allow designers to develop
their designs and understand their likely effects
before they are put into practice.

Goel (1995) adds:

This [practice of using models in design] is not
an accident... Recall that design typically occurs
in situations where it is not possible or desirable
to tamper with the world until the full extent and
ramifications of the intervention are known in
advance. After all, we only get one run'on the
world. Every action is irrevocable and may have
substantive costs associated with it. Thus, it is
not surprising to find that designers produce and
manipulate representations of the artifact rather
than the artifact itself. All the reasoning and deci-
sion making (including performance prediction) is
done through the construction and manipulation
of models of various sorts, including drawings,
mock-ups, mathematical modeling, computer
simulations, and so on (p. 128).
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Henderson (1998) observes, “design cultures
are intrinsically tied to the way in which their
representations are constructed because such
representations—sketches, drawings, proto-
types—are the heart of design work.”

CHARACTERISTICS OF DESIGN
DRAWING

Design Drawing and Thinking

Much of the literature about design drawing pro-
claims the close tic between it and thinking. So
much so, that the rest of the topics about drawing
that follow in this chapter could be considered,
more or less, to be subsidiary to this idea. As Rob-
bins (1994) puts it, “Unless you draw something,
you do not understand it"” (p. 127).

Design drawing aids the designer by reducing
cognitive load during the design process. Because
design sketches are an external representation,
they augment memory and support information
processing (Tversky, 2002).

Itisprobably this support of memory that gives
designdrawings, .. the capacity to transform our
understanding of an issue, and, to some extent,
free us from the narrowness of words, labels, and
classification systems.” (Hansen, 1999, p. 203).
Lascau (1989), a theorist in design drawing, calls
this close affiliation between drawing and think-
ing graphic thinking: *The term graphic think-
ing distinguishes the use of graphics in support
of thought from graphics used in presentations.
Graphics should play a significant role in design
and problem solving, provoking thought and
acting as catalysts for idecas rather than limited
representations of products or decisions” (p. 9,
italics in original).

Another view of drawing is similar to
Vygotsky's description of the relationship of
language to thought. Substituting drawings for

words, Vygotsky says: “Thought is not merely
expressed in [drawings), it comes into existence
through them This scems to be Goel’s view,
that in his rescarch, design sketching, “played
animportant role in certain types of open-cnded,
explorative cognitive processes,” different from
mere problem-solving. It is also consistent with
McKim's (1980) understanding of the role of
drawing in design, that .. .drawing and thinking
are frequently so simultancous that the graphic
image appears almost an organic cxtension of
mental processes™ (p. 11).

All this is dependent on the designer’s ability
to express (or illustrate) an idea in a variety of
ways. “[nboththe exploratory and developmental
mode, graphic ideators [c.g., designers] use many
graphicidioms. When you are sketching from life
or communicating a visual idea to others, you
can be content with one graphic idiom. But when
you are exploring ideas, you must usc graphic
language more flexibly..."(McKim, 1980, pp.
134-135) Verstijnenctal. (1998) observed the dif-
ferences between skilled sketchers and unskilled
sketchers, and concluded that the skilled sketchers
bencfited most from the visual representationina
sketch. When Lockard (1977) compared drawing
to a language, he noted that, if the designer hasa
limited “vocabulary” of drawing skills, he will be
plagued by “curious speechstoppages and deadly
dull sentence structures. . He goesonto declare,
“This vocabulary [of design drawing] needs to be
expanded as does the vocabulary of any language
that stays alive” (p. 111).

We live in a world, especially in academia,
overshadowed by words. Lockard (1977) ob-
served that, *Our cultural heritage is dominated
by a lincar, verbal, and ‘rational’ tradition which
can inhibit the use of drawing in design” The
implication of this tradition is a belicf that deci-
sions arc made “'rationally” (meaning in the mind
verbally), and drawing ismerely anact ofthe hand
“printing” the decisions out. Instead, he argues
for allowing the unconscious mind to contribute
to the design process: “We are much older, and
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perhaps much wiserthan ourmathematical, verbal,
‘rational’ left frontal lobes, and drawing s onc of
the most natural and direct outlets for this rich
and mysterious resource.”

Design Drawing as Design Language

Onecreason that design thinking and design draw-
ing seem to be so similar is that drawing is very
much like another closcly related thinking activ-
ity: language. In fact, for most ficlds of design,
we might agree with Archer (1992) who says
that drawing is the language of design. Robbins
(1994) also noted the similarity between draw-
ing and language: *Because drawing is used to
communicate ideas and to instruct others about a
design, it is often seen as a language. Architects,
whenspeaking aboutdrawing, assume morc often
than not...that drawing may be construed to be a
language or a quasi-linguistic order of communi-
cation” (pp. 27-28). Lockard (1977) says:

It is time we looked at drawing again, or perhaps

Jforthe first time, as a conscious activity, and a com-
municative language having, like any language, a
syntactical structure. It is time we realized that the
drawings we use, the order in which we choose to
draw them, and our free, creative, confident use
of, and continual, deliberate expansion of this
language of drawing lie at the very base of any
desigm method (p. 106).

Tversky (2002) has identificd several attributes
of drawings that arc language-like. “[Design
drawings] arc segmented into clements. They
consistof language-like strings of stylized figures,
lines, curves, and blobs. These clements can be
combined in different ways to create different
meanings, again, like language.”

Languages facilitate communication. Vy-
gotsky (Vygotski & Kozulin, 1986) proposed that
languages also facilitate thought. Simon (1996)
identified some of the value of a design language
to thought when he noted “By crecting such a
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hicrarchy of concepts for himself, the designer
is, after all, able to face the problem all at once.
He achieves a powerful cconomy of thought,
and can by this means thread his way through
far more difficult problems than he could cope
with otherwisc.” Languages in general provide
advantages, particularly useful to design: (1) they
allow thought to be communicated so that good
ideas do not get lost; (2) they provide a focus of
attention which permits higher-power processing
and anchoring of thought; and, (3) they provide
the ability to question and judge the valuc of a
thought—to construct thoughts about thought
(Jackendoft, 1996). Schatz (2003) has suggested
that for the ficld of [D to grow, it needs a design
language to communicate what works and what
does not, as is the case in engineering. Gibbons
and Rogers (2006) have argued for the need for
morcthanonedesign language inorderto express
a design: “._.many design languages alrcady
exist, and new design languages can be created
that provide terms appropriate to the solution of
sub-problems..."

Stages in Design and Design
Drawing

Design takes place in stages, and changes in
design drawing shadow these stages. The stages
can be traced by observing to whom the draw-
ing is intended to communicate, which is closely
paralleled by the purposes for which they were
drawn.

Designers inmany ficlds often start theirwork
with rough sketches to “try out” idcas before they
committhemto more formal representations. “En-
gineers are notorious for not being able to think
without making ‘*back-of-the-cnvelope' sketches
ofrough idcas. Sometimes these informal sketches
serve to communicate a concept to a colleague,
but morc often, they just help the idea take shape
on paper” (Ullman, Wood, & Craig, 1990).

Asthedcesign progresses to the latter purposes,
thedrawings become more formal, more governed
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by rules and conventions. Bucciarelli (1994) dif-
ferentiated between the “hastily rendered sketch
made to assist in the story telling of the moment™
characteristic of carly design, and the more formal
“graphics, mechanical assembly drawings, circuit
topographies, block diagrams, and charts” that
exemplify the formal representations used for
later purposes of design.

The more formal the drawing, the more com-
mitment on the part of the designer is implied.
For obvious rcasons, it is better to catch a flaw or
makeachangeat the sketching ordrafting stage, or
even after a formal design mode! has been made,
than after the product has been produced.

Lockard (1977) organizes the stages of design
by identifying the person forwhom the communi-
cation at cach stage is intended, in this manner:

Self-communication
Inter-professional communication
Client communication

Builder communication

Public communication.

ok

Becausc he is primarily writing forarchitects,
Lockard uses the term “butlder communication,”
but any communication to any production person
would fit the described stage. Forms of commu-
nication, often design drawings, move through
these stages as well.

The creative work of the designer starts with
what Lockard (1977) calls “self-communication.”
McKim (1980) tics self-communication dircctly to
sketching and calls it“graphic ideation™ “Graphic
idcation is visually talking to onesclf; graphic
communication is visually talking to others” (p.
135, italics inoriginal). He divides the first, graphic
idcation, into two kinds of activity:

Graphic ideation has two basic modes: explor-
atory and developmental. ..

In the exploratory mode of graphic ideation,
thinking and sketching are adventurous...Each
sketch captures gencral features only, not details;
itis a kind of rough map that allows you to return

later to the concept, if you choose to develop it
further.In the developmental mode of graphic
ideation, you...develop a more thorough under-
standing of a promising concept.

This division meshes with Lockard’s (1977)
original idca of sclf-communication, where the
first, exploratory drawings arc analytical innature
to help the designer see broad patterns. Later,
developmental drawings are held up for compari-
son to design determinants to become tentative
detailed solutions to the problem (p. 107). These
two types of sketchesarcreflected inthetwo types
of design cognition noted by Ulric Neisser, whom
McKim (1980) quotes: *...all cognition consists
of a two-stage act of construction: ‘the first is
fast, crude, wholistic, [sic] and parallel, while
the second is deliberate, attentive, detatled, and
sequential”™ (pp. 147-148).

The carlier, exploratory stage is most closely
associated with Simon’s (1996) gap, mentioned
above, in which design drawing serves as onc
bridge between the mind of the designer and the
real world. McKim (1980) defines exploratory
drawing as *a means of probing [the designer's
own) imagination, sceking to touch and record
the vague and clusive imagery that usually ac-
companics the conception of a new idea” (p. 134).
Verstijnen ct al. (1998, p. 520) point out that these
cxploratory idea-sketches have an important role
in the creative process so often associated with
design. Itisto the exploratory process that McKim
alludes when he says, .. .drawing and thinking
are frequently so simultancous that the graphic
image appears almost an organic cxtension of
mental processes...Drawing not only helps to
bring vaguc inncr images into focus; it also pro-
vides a record of the advancing thought stream”
(p. 11). Hanks and Belliston (1977) scem to be
referring to exploratory design drawing when
they say, “Since ideas and mental images are
foggy, fiecting, and incomplete, it is imperative
that they be captured and studied. Drawing is
one way this can be done. Drawing allows you
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to bring the idea to lifc. It allows you to change,
judge, and evaluate your thoughts.”

In the later, developmental drawing of the
first stage, by contrast, the idea evolves through
its embryonic concept into a mature form by
repetition and refinement. McKim (1980) says
“Developmental sketching is less schematic
and more concerned with concrete details.” The
developmental phase is described by Arnheim
(1995} as “a serics of approximations, cach one
incorporating more relevant information and
evolving until the final form emerges” McKim
notes the memory-supporting facility of design
drawing in his description of the developmental
stage: “Drawing provides acapability thatmemory
cannot: the most brilliant imager cannotcomparc a
number of images, side by side in memory, as one
can compare a wall of tacked-up idea-sketches”
In fact, this developmental stage is where design
may begin to be shared with other designers as
per Lockard’s second recipient-based stage: inter-
professional communication.

As these drawings progress, they become
less free and more formal, less vague and more
concrete. At some point the drawings cease to be
clarifications, and become proposals: attempts to
convince or persuade others of their value. Itisat
this point that they move to the third stage of com-
munication and beyond: client communication,
builder communication, and public communica-
tion. “[A]ll further drawings become a persuasive
device, ‘commercials,’ to inform and persuade
[the designer’s] professional associates, hisclient,
builder and the general public that his design is
the correct, reasonable, and beautiful solution to
the problem” (Lockard, 1977). Once the clienthas
been convinced (which Lockard says comes by
compromise and ncgotiation) the design is “sct”
and the drawing “finished.” The design drawings
are used to communicate with builders (Robbins
& Cullinan, 1994). The design has crystallized
or “hardened” where it is unlikely to see major
change. Finally, it may be used to communicate
dircctly with the public. Robbins (1994) says that,
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foranarchitect, this form of design drawing often
takes place after the building is built!

Later forms serve as the long-term memory
of the design. Unfortunately, the carlier rough
sketches “rarcly survive for future gencrations to
inspect” (Bucciarelli, 1994, p. 118). This is unfor-
tunate because, as Lockard (1977) observes, that
the importance of design drawings to the creative
aspectofdesign dwindles asthe drawing becomes
more refined. In a book for aiding architects and
designers he laments,

In surveying the drawings [ have used to il-
lustratc my ideas | find that they arc all rather
stiff, studied works... [ have never habitually
saved the first rough sketches precisely because
they arc only a means—their only value being an
interim visual statement toward a final real build-
ing... Except for the need to communicate the
architectural idea more formally to other people,
the purposc of drawing the space is fulfilled with
these little sketches.

Uptothis point, we have used Lockard's stages
to discuss stages in design and design drawing.
These stagesuscthe recipient of communicationto
identify the stages of design and design drawing.
It will be our approach that the progression from
stage one to two, from two to three, and so forth,
arcoftenindicated by a change in purpose, as much
asachange inrecipient. These changesinpurpose
do not map perfectly ontothe changes inrecipient,
but clearly show the same progression:

Idcation,
Negotiation,
Persuasion,
Crystallization, and
Dissemination.

Dl ol ol o

Bothdesignand designdrawing occurinstages
that represent the recipients of communications,
andalso the purposes of communication. Lockard
points out that the movement among these is not
strictly lincar. More often than not, the designer
will cycle through previous stages as the design
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takes form and shape. Earlicr stages are gradually
abandoned in these cycles as negotiation and per-
suasion arc accomplished; the design crystallizes
and the sketches become means of dissemination.
The sketches become increasingly formal and set,
more uscful as communication than ideation.

CATEGORIZING DESIGN
DRAWINGS BY FORM

Designdrawings may be catcgorized by their form,
that is, by their shape, as well as the purposcs for
which they are drawn. Four cxaminations of form
are reviewed and the list of groupings described by
the chapters in abook by Lascau's (1986) serve as
the best characterization of a taxonomy of design
drawings in the carly, abstract stages of design.
To this 1s added a category for representational

graphics (after Massironi, 2002) to scrve as a
taxonomy of design graphics by form.

Simon (1996) observed that “An carly step
toward understanding any sct of phenomena is to
learn what kinds of things there are in the set—to
develop a taxonomy. This step has not yet been
taken with respect to representations. We have
only a sketchy and incomplete knowledge of the
significance of the differences™ (p. 133). This
section will examine different kinds of abstract
design drawings to formulate the beginnings of
a taxonomy, bascd on form.

Massironi (2002) has specificallyattempted to
create ataxonomy to classify and identify various
kinds of graphic representations (Sce Figure 1).

When considering design drawings, Massiro-
ni's most helpful contribution is his division be-
tween representational and non-representational
figures—the two heavy horizontal lines in Figure

Figure I. A taxonomy of graphic productions (Massironi, 2002, p. 3)
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Figure 2. Progression from a bubble diagram (A) to architectural plan (D). (Laseau, 1975, pp. 28-29)
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1. Many design drawings representa physical real-
ity, others arc used to tllustrate abstract concepts.
As illustrated in Figure 2, the onc may develop
into the other. In this case, a conceptual bubble
diagram cvolves into a rough floor plan. Note
that the diagram of Massironi (Figure 1) includes
several types of drawing that lic between the two
and are connected to both. Figure 2 shows how
idcas in the form of a bubble diagram progress
through stages to become a rough architectural
plan. Development from that stage to a complete
blueprint is not difficult to imagine. Concrete,
and cven fully representational drawings may
begin their existence as loosely-drawn, abstract
forms.

Hansen (1999) proposes a basic abstract draw-
ing language built from the symbols found in
Figure 3. A quick review of these symbols will
reveal that many of them are common sense (such
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as using lincs to scparate or connect, and squarcs
as containers). Hansen provides the primitives
(the “words™ or symbols) and only hints about
the “grammar” that would allow their combina-
tion into meaningful expressions. In this simple
illustration, Figure 3, Hansen has captured many
of the important clements and idcas of the abstract
side of design drawing.

In chapter 21 of his book Thinking Visually,
McKim (1980) provides common examples of
what he terms abstract graphic languages. While
McKim did not sct out to build a taxonomy, his
set of examples is valuable because the types of
diagrams he includes specifically serve design
and planning, at the same time giving designers
ideas of where and how to use them. Though the
typesidentified are very specific, his treatment of
them is liberal enough to include instances that
may lic on the periphery of cach type. He does
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Figure 3. Hansen's “Graphic Tools " (Hansen, 1999, 193-220)
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not imply that the list is in any way complete; on
the contrary, you get the idea that this is just a
sampler. His list includes the following types of
abstract graphic languages:

l.  Venndiagrams

2. Organization charts
3. Flow charts

4. Link-node diagrams
I3

Bar charts and graphs

EECPRTTL W it A abahoct e o &
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6. Schematic diagrams
-

Pattern languages (As per Alexander,
1979)

In a similar, book-length treatment, Graphic
problem solving for architects and designers,
Lascau (1986) condenses all types of abstract
design graphics into four basic groups. These
groups are inclusive of McKim’s abstract graphic
languages. Eachof Lascau's categories is covered
by a chapter, with lots of examples:
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l.  Bubble diagrams: Squares, circles and
other shapes (“bubbles') are containers for
concepts; lines and arrows between themas
well as their overlap represent relationships
among the bubbles. Organizationchartsand
flow charts are examples of these.

2. Area diagrams: Like bubble diagrams,
drawn shapes arc containers, but in this
case the arca of the bubble is representative
of some kind of size or importance. Venn
diagrams are the most obvious of these, but
bar charts and graphs also exhibit charac-
teristics of this type.

3. Matrices: In a matrix, the horizontal and
vertical positioning of clements represents
meaning. It is a way to show complex
relationships in two or more dimensions.
Schematicdiagrams arc occasionally of this
type, asarc graphs and tables. A textoutline
may be a type of matrix.

4. Networks: Networks are cssentially bubble
diagrams wherethe arrows and lines takeon
more importance than the bubbles, forming
complex maps of lines showing relation-
ships. Link-node diagrams arc clearly of
this type, though organization charts and
flow charts may also be.

The value of the list of Lascau's chapters,
as summarized above, is that it includes the
various forms of abstract representation (such
as all of McKim's abstract graphic languages)
and groups them into understandable categorics
according to common characteristics. If we add
an item for concrete or representational graphics
as well, (from Massironi’s first division) Lascau
list a good, basic system for organizing design
graphics by form.

Value of Vagueness in Sketching

One of the advantages to abstract forms of repre-
sentation is their ability to portray an appropriate
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level of ambiguity or vagucness—at least until
the design has crystallized. The drawing must
represent the current level of refinement, but not
more. The sketch notates decisions made, while
leaving ambiguous thosc arcas of the design
where decisions have not yet been made, leaving
the door open for further refinement. Arnheim
(1995) goes so far as to say that such a sketch,
*...shows [its] vagueness with a desirable preci-
sion.” This vagueness and ambiguity, according
to Bucciarelli, not only enables design, but it is
the very essence of design:

... ahealthy measure of ambiguity and uncertainty
makes room for designing... Participants envi-
sion and construe the uncertain as options, but
behind the mask, the unknown lies waiting—and
that too, is valued by participants. Uncertainty is
what gives life to the design process and makes
it the challenge that it is. If the process lacks un-
certainty, then you can be sure it is not designing
but copying (Bucciarelli, 1994, p. 177).

Tang and Vero (2001) empirically confirmed
the importance of vagueness in design representa-
tions. They observed that:

...adepiction has more than one meaning graphi-
cally and semantically after being created. It
carries groups of meanings and relationships.
Desigmers utilize this characteristic to generate
different concepts and to reason about functional
issues through sketches. Conseguently, sketches
become affordances of meanings in the design
process (p. 279).

These “affordances of meaning” make it pos-
sible that, cven though sketches are made with
certain ideas and goals in mind, designers may
fortuitously *...sce new objects and configura-
tions in their sketches. These encounters produce
welcome but unintended discoveries, and may be
a fruitful source of new design ideas” (Tversky,
2002).
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Arnheim believes the vagueness of the sketch
accurately reflects the ambiguity in the related
mental image. He casts this vagueness as a plus,
because, *...it has the positive quality of a topo-
logical shape. As distinguished from geometrical
shapes, a topological shape stands for a whole
range of possibilities without being tangibly com-
mitted to any onc of them. Being undefined in its
specifics, it admits distortions and deviations...
This same vagueness is frequently apparent in
the designer's sketches” (p. 71-72).

Design as lll-Defined Problems.

This ambiguousness in both the sketch and the
mental image reflects the way designers tend to
think about design problems in general. From
the carliest cognitive studics of design (Eastman,
1969), to the present, design has been thought of as
aprocess of solving of ill-defined problems. Cross
{2001) declares, *It is widcly accepted that design
‘problems’ can only be regarded as a version of
ill-defined problems.” (Designhasalso beencalled
awicked problem [Rittel & Webber, 1973], which
is an cxpansion of the term ill-defined.)

Though the term ill-defined is described in
various ways (Newell & Simon, 1972; Reitman,
1965; Zimring & Craig, 2001), what most defini-
tions have in commonis that ill-defined problems
have “variable problem spaces” (Zimring &
Craig, 2001), meaning that these problems require
constant restructuring to arrive at a solution. Un-
like well-defined problems, where the solutions
can be obtained by reduction, transformation,
or optimization of the data in the requirements
{Archer & Roberts, 1992), 1ll-defined problems
resistthese systematic approachesto being solved,
or are at lcast approached as though that were the
case. In ill-defined problems, both the problem
and the solution are moving targets, and solution
and problem co-evolve in relation to cach other
(Dorst & Cross, 1996).

Thisisinteresting in light of what Simon (1996)

says about solutions to problems being found in
their representations of whatever form:

All mathematics exhibits in its conclusions only
what is already implicit in its premises.. Hence
all mathematical derivation can be viewed simply
as change in representation, making evident what
was previously true but obscure.

This view can be extended to all problem solv-
ing—solving a problem simply means represent-
ing it so as to make the solution transparent. If
the problem solving could actually be organized
in these terms, the issue of representation would
indeed become central. But even if it cannot—if
this is too exaggerated a view—a deeper under-
standing of how representations are created and
how they contribute to the solution of problems
will be come an essential component in the future
theory of design (p. 132).

Simon's speculation certainly seems to hold
truc for well-defined problems like those of
mathematics, but what if the problems are ill-
defined, like design problems are characterized
to be? What would then appear to be needed is a
mode of representation that is capable of leaving
undefined those portions of the design concept
that have yet to crystallize while at the same
time representing clearly what has crystallized.
Sketchinginthe hands of askilled designer would
scem to meet this requirement.

Another aspect of ill-defined problems and
design 1s that designers, especially expert ones,
tend to treat all problems as though they were
ill-defined, even when those problems are well
cnough defined that they might reasonably respond
toanalysis. Cross (2001) observed that “designers
will be designers, even when they could be prob-
lem solvers™ they tend to approach all problems
as though they were ill-defined. as though the
problem was as negotiable as the solution. More
specifically, designers tend to start off quickly
with proposed solutions, however rough they
may be, and refine them as they procced, rather
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than analyzing the data thoroughly in order to
formulate a solution:

Many studies suggest that designers move rap-
idly to early solution conjectures, and use these
conjectures as a way of exploring and defining
problem-and-solution together. This is not a
strategy employed by all problem-solvers, many
of whom attempt to define or understand the
problem fully before making solution attempts.
This difference was observed by Lawson (1979),
in his experiments on problem solving behavior
in which he compared scientists with architects:
“...[The scientists] operated what might be called
a problem-focusing strategy... architects by con-
trast adopted a solution-focusing strategy '(Cross,
2001, p. 83).

Inmany cases design representations—usually
sketches and drawings—fill the role Simon sug-
gests, tomake the solution transparent. According
to Lockard (1977):

In the design process, we need to display tenta-
tive design proposals which we can continually
compare to the restated design problem. These
graphic representations will suggestrestatements
ofthe problem, and those restatements will in turn
suggest more drawings (p. 10).

Then, it is back to the drawing board (liter-
ally!) to modify the proposed sketch to reflect
a new understanding of the problem and the
solution—in a repeating cycle that results in
constantly more refined drawings, and problems.
This cycle between what is and what should or
could be, as it applics to the representations, has
been referred to as “the dialectic of sketching”
{Goldschmidt, 1991).

THE DIALECTIC OF SKETCHING

In her much-cited study about the dialectic of
sketching, Goldschmidt (1991) first breaks down

48
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design thinking into observable units which she
calls movements. She observed that progress in
the design alternated between one type of secing
to another and back again through these move-
ments. These two types of secing cach support
a different type of thinking. One type is analog
or metaphorical thought which deals with seeing
new meanings in the sketch. She calls this seeing
as. Creativity is provoked in this reinterpreting
of the sketch. The other type of thinking deals
with the consequences of the newly perceived
meanings—of judgment—which Goldschmidt
called seeing that.

The importance of Goldschmidt's study is that
she observed empiricallyaphenomenon which has
been proposed by others intheory orself-reporting
(See, for example, Lockard, 1977; and McKim,
1980). Verstiinen et al (199%), also obscrved a
dialog, between combining and restructuring of
concepts which could be viewed as virtually the
same dialectic from a different perspective.

It s Arnheim's (1995) opinion that without
drawing, the dialectic that Goldschmidt observed
docs not happen; and without the dialectic, de-
sign does not happen; crgo, drawing is essential
to design.

Drawing & Narrative

As important as drawing may be to the design
process, it rarely stands alone. Design drawings
arc ncarly always accompanied by narrative,
which supplements and adds meaning to the im-
age. Bruner (2003) has stated, “*“We organize our
experience and our memory of human happenings
mainly in the form of narrative—stories, excuses,
myths, rcasons for doing and not doing, and so
on" (p. 44). Visual representations, on the other
hand, *...can render phenomena, relationships,
and ideas visible, allowing patterns to cmerge
fromapparent disorder to become detectable, and
available, to our senscs and intellect” (Hansen,
1999, p. 198). The two, together, arc better at
communicating than cither is alonc.
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McCloud (1993) has observed that while,
historically, pictures and words have become
scparate cntitics in modern culture, they arc
actually exist together in a larger continuum. He
argucs that it is their natural state to be mixed
together (as indicated in the name of the Kinder-
garten activity, “Show and Tell.”") He claborates,
“Words and pictures are like partners in a dance
and cach one takes turns leading.... When these
partners cach know their roles and support cach
other strengths..." they are powerful.

Bucctarelli observed the importantrelationship
between narrative and drawing:

Drawings...show the characteristics displayed in
narratives and, indeed, are themselves essential
tonarrative fitalics added]. They show hierarchy,
areabstract, bounded, measured, and so on. These
are not just characteristics of the formal draw-
ings stored and saved for posterity...but they also
structure the hastily rendered sketch made to assist
in the story telling of the moment (p. 118).

Schon's (1987) protocol studics of architectural
students makes visible the kind of dialoguc that
occurs between designers and their designs (as
well as among designers). These dialogues show
that neither the narratives nor the designdrawings
would be completely comprehensible without the
other. Another example can be found in motion
pictures’ use of narrative and the storyboard. A
storyboard is ncarly always accompanied (at a
minimum) by snippets of the script written under
the drawings, or in some cases, full impromptu
performances used to complete the conveyance
of the information in the drawing (Sce Hart,
1999).

The narrative associated with design drawing
may be text found in the diagram itself (such as
labels in boxes, cte.), it may be written nearby (as
captions orexplanations) or inmay be from spoken
words (in performance). Regardless of their rela-
tive location, words and stories—narrative—often
accompany design sketches. These narratives

complete and supplement the design drawings,
and are, in fact, essential parts of fulfilling the
purposes of design drawings.

Drawing as a Catalyst for Social
Agreement/Commitment

One thing that makes the combination of words
and graphics powerful is their ability to engage
others in the act of design. Some have roman-
ticized design in to a solitary act, shared only
after it is perfected by the designer (Lockard,
1977). But, as alrcady noted, design and design
sketches go through stages of negotiation and
persuasion with others: other designers, clients,
patrons, builders, collaborators, ctc. If they are
focused on common goals and outcomes, draw-
ing serves as an important catalyst to draw these
people together, or at lcast give them a common
focus of discussion.

Bucciarelli’s (1994) cthnographic study of
design enginecring situations observed that, “De-
spite differences amongindividual interpretations
and constructions ...participants do communicate,
negotiate, and compromise; in short, they design”
(p. 81). Later, he concludes:

Shared vision'is the key phrase: The design is the
shared vision, and the shared vision is the design.
Some of this shared vision is made explicitin docu-
ments, texts, and artifacts—in formal assembly and
detail drawings, operation and service manuals,
contractual disclaimers, production schedules,
marketing copy, test plans, paris lists, procure-
ment orders, mock-ups, and prototypes....The
shared vision, as some synthetic representation
of the artifact as a whole, is not in the documents
or written plans [emphasis ours]. To the extend
that it exists as a whole, it is a social construc-
tion—dynamic, plastic, given nuance and new
meaning at each information gathering of two and
three in a hallway or at formal meetings such as
scheduled design reviews (p. 159).
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As he notes in another place, “The final chart
is hardly interesting, and rarcly referred to,
unless it later shows a bug or is challenged by
further developments. But if that happens, the
negotiation process starts anew” (p. 189). This
view is reflected by Robbins (1994, p. 29) where
he says, “Drawing and the worlds it represents
are a product of social and cultural agreements
among architects and others.”

Final design drawings and documentation
serve as the long-term memory of the design
and show commitment. These documents arc
required to stand on their own in spite of the fact
thatonly those who participated inthe negotiation
that resulted in this design will be able to derive
the full context and meaning from them. They
become reference works to which the designers
and producers refer. Formalization and crystal-
lization are intended to strengthen and solidify
the documents as tools of communication, but it
requires carcful skill to weave the meaning into
these reductions in order for them to convey that
meaning through the artifact.

SUMMARY OF RESEARCH ON
DESIGN DRAWING IN DESIGN
STUDIES

In summary, we have observed that designers
in most design ficlds accomplish their work by
mecans of design representations, of which design
drawing is an important type. As noted, the basis
of design drawing’s importance in those ficlds
lies inits fiexibility and power for creating design
representations. This flexibility and power is due
to a number of characteristics of which make
it appealing to designers, including its ability
to represent design thinking, its language-like
characteristics, and the fact that it can represent
all stages of design with a number of expressive
forms. Design drawing also has the advantage of
being appropriately vague whenavagucrepresen-
tation is needed to further the design, or concrete
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when a concrete representation is needed. This
flexibility makes it well suited for working with
ill-defined problems—Ilike design. Without *“the
dialectic of sketching,” some authors belicve that
design itself is in jeopardy. Drawing is often ac-
companied by some kind of narrative, to act as an
artifact for a shared vision of the design—which
identifies the true locus of design, in the minds
of the creators.

CONCLUSION

This brief review of the many uses and roles of
design drawing in ficlds outside of ID as dem-
onstrated in the literature of design studics. It
illustrates the depth of interest that this topic has
in that literature. With both a long history and
deep connections to practice, design drawing
is a staple of most design ficlds. Unfortunately,
that is not the case with ID. As we have shown
clsewhere (see Chapter XVII) design drawing in
ID lags behind most other fields in exploiting the
value of design drawing for designing.

We began this chapter by discussing the
similarities between [D and other ficlds of design.
Given these similarities, and the reliance of these
other ficlds on this basic method, ID practitioners
would be wisc to consider the characteristics of
design drawing as they develop and use VIDLs.
These characteristics go to the very heart of what
makes a VIDL uscful to the design process.
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