FEIERERFHETE

RERE(RFE). BFER). B((EE). R(BR)ExH
XFAGFEENEREEZ W 5| ABE

F3flid

H 2 8 F LA Graphic Design B IR ERETEAMS INLUEFZEE R TR,
R —EXEEREN X AERZE--

N FHREEMKREN "FAR
WEEEGATHERN TE, 2F

TR TE  MENEETEEE

ML AEGER B ER A

The formation of traditional Chinese characters are derived from such elements as
shapes (pictograph), sounds (phonogram), matters (indicatives/ldeogram) and
meanings (combined ideogram).

The rich imagery a character carries is beyond imagination.

Hence,

when a traditional Chinese character rendered and interpreted by contemporary
styles of Graphic Design, its meaning and shape reach a complete harmony.

The “message” expressed through the deconstructed character

sits in the “scenario” paved with imagery.

In such heterogeneous space, “message” and “scenario” transcend into a feast full
of imaginations and visual delights.
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A World of Colors
Aside from unseasoned colors of red, orange, yellow, green, blue, indigo, and

purple, diverse phrases in Chinese are used to convey color concepts.
For instance, cinnabar red, amber yellow, and basalt black.



Diving into the imagery of those phrases, one cannot help but absorb the vitality
and tension hidden within.

The colors manifest themselves on canvas, presenting gradations, chiaroscuro,
dynamics, and strength.

You may refer to them as images that interpret vocabulary.

Or you may address them as voiceless lexicon with more precision.
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Over the years, | have come to an understanding, a constant law that every tree
and bush blossoms and withers, inside and outside the window panes. Looking out
the windows, | have witnessed the passing occurrences. In the garden, the trees
sprout their buds in spring, and shed leaves in fall. | have seen the seasons
change, life and death, waxing and wining. Isn’t this the world where a fallen leaf
heralds the arrival of Autumn! |, therefore, use a square to symbolize the window of
soul, behind which the old trunk unfolds an allegory of the shortness of life in
nature. In association with the polyptych of “Wall,” | recalled one midsummer my
late seventh younger brother and | spent together in Taipei. To our surprise, we
heard cicadas singing. He then remarked, “A cicada lies dormant underground for
seven years, from a larva to an adult, but it only lives one summer above the
ground. No wonder it strives to buzz out its best. The short-lived life becomes
immortal through the resonant concerto. What about human life? What does it want
to say?

In the polyptych of “Wall,” the old tree resembles our living space. The rock
represents the eternity in my heart. But, the wall has separated me from family and
friends. It is here that the ties of love, grudge, blame and intimacy have all been
severed.



This European Standard specifies the requirements, test methods and performance
criteria for point heat detectors for use in fire detection and fire alarm systems for
buildings.
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1. Marking

Each detector shall be clearly marked with the following information:
- the number of this standard (i.e. EN 54-5);

- the class(es) of the detector (e.g. Al, A1 R, A1 S, A2, B etc.).

- the name or trademark of the manufacturer or supplier;

- the model designation (type or number);

- the wiring terminal designations;

- serial number or batch code indicating the date or batch and place of
manufacture, and the version(s) of any software contained within the detector.

1. 1R
BERURGRBRRLUATER !

- EEMRS (H : EN54-5) ;

BRIESEM/ (Bl A1, AIR, ALS, A2, BE),
REMRNUEEEHRAEE ;

B (BXREHR )

AR % 258 EA

FErskittsf FERRESHX AR, EURRASRAE 2 RBRA,

5.1 Tolerances
Unless otherwise stated, the tolerances for the environmental test parameters shall
be as given in the basic reference standards for the test.
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5.2 Measurement of response time

The specimen for which the response time is to be measured shall be mounted in a
heat tunnel as described in annex A. It shall be connected to suitable power supply
and monitoring equipment in accordance with 5.2.1.
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Before the measurement, the temperature of the air stream and the specimen shall
be stabilized to the temperature specified in the applicable test procedure. The
measurement is then made by increasing the air temperature in the heat tunnel



linearly with respect to time, at the rate of rise specified in the applicable test
procedure until the monitoring equipment indicates an alarm or until the upper limit
of response time for the test is exceeded. During the measurement the air flow shall
be maintained at a constant mass flow, equivalent to 0.8 £ 0.1 m/s at 25°C, and the
air temperature shall be controlled to within £ 2K of the nominal temperature
required at any time during the test. The response time is the time interval between
the start of the temperature increase and the indication of an alarm from the
monitoring equipment.
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FAWAZ GRUOSI
THE STORY OF A PASSIONATE CREATOR

ERTERT
FRAERNBEALE

1996: Inventiveness rewarded

In 1996, not even a year after Fawaz Gruosi parted company with his two
associates, a new chapter opened for de GRISOGONO. Driven by a continuous
urge to anticipate trends without fearing to stray from the beaten track, Fawaz
Gruosi restored the prestige of black diamonds, which had been neglected by
jewellers for decades. Indeed, he discovered a 190 carat gem called “Black Orlov”
as he came across it by chance whilst reading. Fawaz Gruosi was literally
fascinated by this black diamond. He then decided to dedicate to it an absolutely
unique jewellery collection, which met with rapturous acclaim. Only three years
after its launching, the per carat price of the black diamond literally exploded on the
precious stones market — quite an unprecedented event ! Today, these black
diamonds adorn necklaces, earrings, rings, and bracelets, wonderfully enhancing
voluptuous pearls, blazing rubies, deep emeralds, or quite simply white diamonds.
Encouraged by his unexpected success, Fawaz Gruosi kept trusting his instincts.
His jewellery creations, recognizable amongst thousands, seduced the customers
and surprised the professionals.
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An extraordinary creative talent

In 2000, after acquiring considerable experience as a jeweller, Fawaz Gruosi chose
to enter the world of watchmaking and presented his first-ever watch at BaselWorld.
He called it Instrumento N°Uno. It was only the first in a series of successes.
Thanks to Fawaz Gruosi’s inventiveness, the de GRISOGONO company launched
17 watch collections between 2000 and 2007, all distinguishing themselves on
exclusive and original designs. At the same time, de GRISOGONO's jewellery
collections were enriched with new designs using stingray (galuchat), opalescent
diamonds — “Icy Diamonds” — or a new shade of gold with a brown glint called
“‘Browny Brown Gold”. All these inventions have been praised by the customers and
are a testimony to Fawaz Gruosi’s insatiable inspiration.

Fawaz Gruosi has always been inventive. Neither gemmologist nor designer, he
owes his success in the first place to his passion and curiosity and, no doubt, to his
genuine creative talent. Avoiding fashionable gimmicks, he plays with trends,
sometimes against the tide, only listening to his inspiration. “Everything | see
around me, in nature or in everyday objects, is a source of inspiration”, he confides.
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Introduction

This article emerges from the authors’ longstanding belief that media studies has—to its detriment—
ignored, under-studied, and undertheorized the role touch plays in using and apprehending media. At
the same time, developments around digital media interfacing— including the recent (and rapid)
ascendance of touchscreens, gesture-based control schematics for videogames and virtual reality, and
increasingly complex vibration feedback systems for mobile and wearable computing—bring
changes in the haptic materiality of media that make the need for an engagement with both
contemporary and historical aspects of media touch even more pressing. In positing a tradition of
haptic media studies (HMS), we are attempting to rectify this situation by arguing for a study of touch
that is nested within media studies. Executed successfully and comprehensively, such a move would
help reveal the role touch plays in shaping habits of mediatic interaction, by highlighting the
structured “techniques of the body” (Mauss, 1973 [1935]) that accrue gradually around media forms.
It would show the specific ways in which media are used to encode, store, and transmit not only
tactile sensations but also ideations and ideologies of touch. This is to suggest that touch—and, more
specifically, the poorly-defined experiential category of “the haptic”—does not exist in a realm
unspoiled by and immune to power; instead, we understand touch to have a dynamic cultural life, one
marked by its encounters with and expressions through a variety of apparatuses. Our aims for HMS
are therefore first genealogical, as we try to situate HMS in broader disciplinary contexts both external
and internal to media studies; second disruptive, as we use the HMS framework to argue that touch
should be folded into—rather than marginalized from—media studies; and third programmatic, as we
lay the groundwork for future structured and cohesive investigations into the relationship between
media and touch.
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The raising of touch

Our efforts here are not without precedent: in the historical record of scientific, philosophical,
aesthetic, and technical writing on touch, there exists a long history of attempts to make touch an
analog of vision and hearing. Denis Diderot (1916 [1749]), in his “Essay on the Blind,” famously

suggested that touch could be made like the senses of seeing and hearing if only it could acquire its
own set of socially accepted shared and fixed signs—what would be commonly understood as a “clear
and precise language of touch” (p. 90). Edward Bradford Titchener (1901), who served as a crucial
figure in the late 19th-century migration of experimental psychology from Leipzig to the United
States, offered a definition of haptics as “the doctrine of touch [...] as optics is the doctrine of vision
and acoustics that of hearing” (p. 441), attempting to raise touch up from its neglected status relative
to the so-called “major” senses of seeing and hearing by passing it through the filter of rational



experimentation. Carl Sherrick (1975), an engineering psychologist who co-founded the Cutaneous
Communication Lab at Princeton University with Frank Geldard in 1962, often lamented the paucity
of psychological research on touch in comparison to seeing and hearing and called upon psychology
to mobilize its vast intellectual resources to rectify this imbalance through pragmatically oriented
investigations into the possibilities for skin-based communication. Frances Herring (1949), in
pushing back against the longstanding assumption that “touch is inherently unsuited to express the
deeper values of life” (p. 215), and therefore lacked its own set of corresponding “tactile art”,
attempted to reverse the bias against touch by showing that its organ, like those of seeing and hearing,
has both an instrumental and an aesthetic function. Haptic human—computer interface designers, from
the field’s beginning in the 1970s, framed their efforts to making machines that could transmit touch
as a means of doing for touch what television had done for the eyes and recorded sound had done for
the ears (Noll, 1972; Srinivasan and Basdogan, 1997). In each case, these thinkers were
simultaneously identifying a negative condition—the lack of a something for touch (for Diderot, a
language; for Titchener, a body of psychological research; for Herring, a dedicated aesthetics; for
Sherrick, an electromechanical language transmission system; and for Noll, a computational
representational medium)—and calling for a positive response modeled after a visual or audio analog
that they took to be aspirational.
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