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ABSTRACT By adopting visual communication design as the medium for introducing emotional designs, this
paper investigates the relationship between emotional concepts and visual communication design. Application
methods for expressing warm emotions and related fishbone charts were explored through observations, interviews,
and a questionnaire survey involving different people, statistical analyses of related data, and analyses of the
expression of emotions in visual communication design. It provides a form of design with warm emotions in visual
communication design to enable the audience feel pleasure that not only originates from life but also transcends life
when they receive the information of the design work. It is shown that visual communication design contains useful
anthropological information. It helps to understand anthropology using emotional design as a tool.

INTRODUCTION

The rapid scientific and economic develop-
ment in modern society has resulted in the emer-
gence of several issues, such as lack of interper-
sonal affection, alienated relationships, and ap-
athy. These issues have attracted the attention
of specialists and scholars in China and world-
wide (Maria et al. 2015; Steffi et al. 2015; Wang
etal. 2015). The modern industrial design should
be in the face of tradition, facing the future, pay
attention to human emotion, will shorten the dis-
tance between people and products. Pay atten-
tion to the emotion of industrial design is neces-
sary for the industry designer’s ability and the
goal, is the source of the subject of industrial
design development (Huo 2015). Human emo-
tions are characterized by the reflection of cul-
tural backgrounds, cultural accumulations, and
cultural atmospheres, which are traits not pos-
sessed by animals (Ljubica and Julio 2016; CIiff
and Joyce 2015). Susanne once said that the cre-
ation of artworks is essentially a form of express-
ing emotions, that is, artworks display the es-
sence of human feelings (Susanne 1957). For
designers, expressing their emotions is a new
means to bring human-oriented designs into
being.

The continuous development and prosperi-
ty of human civilization are attributed to the fact
that the increasing needs of human beings have
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been satisfied. These situations are the same as
those in design works, which should be human-
oriented and designed according to human
needs. To embody this concept, the expression
of emotions, that is, the intention of the design-
ers and the core of art creation are the most im-
portant. Emotional concepts are studied and ex-
pressed based on visual communication design,
which is a form of creation that is most closely
related to daily life.

Subsequently, visual languages, graphic cre-
ativity, color matching, and the layout of charac-
ters are widely applied to express emotions
through the connections and infiltrations of var-
ious disciplines. Under this environment, design-
ers have begun to realize and comprehend the
importance of expressing emotions in design.
They then start to exert effort in finding and ex-
pressing emotions. Emotional design involves
capturing the characteristics of human emotions
and satisfying the needs of audiences with an
appropriate design technique. The expression of
emotions in design enables people to sense re-
spect and care, which is the forefront of this trend.
As a perfect and harmonious combination of
human and design, emotional design embodies
the human spirit. It is also inevitably induced by
social development, human progress, and a high-
ly developed civilization.

Objectives
In this paper, a series of theoretical analyses

on emotional design and discussions on some
typical cases was performed according to the
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perspectives of visual communication design
theory and design psychology. The results of a
market survey on the psychological and emo-
tional needs of audiences were also considered
to explore the method for expressing emotion in
visual communication design. Through this
means, the indifference and tediousness of
present works in visual communication design
can be improved. Furthermore, this study can
provide designers and consumers with useful
references and guidance.

Literature Review

Studies on emational concepts in the field of
design are currently classified into two catego-
ries: perceptual engineering and emotional de-
sign. Emotional design was first proposed by
American cognitive psychologist Donald A.
Norman. It is currently a mature designing con-
cept in the field of design. From the perspective
of cognitive psychology, Norman introduced the
classification of emotions into the experience
design of products. Then, three types and char-
acterizations of emotional experiences in the ex-
perience design of products and the properties
of each type of emotional experience as well as
their emphases on different attributes of prod-
ucts were analyzed and elaborated (Norman
2005). Desmet constructed the export model of
product sentiments based on the cognitive struc-
ture and cognitive process of emotions. This
model provided a basic tool to assess product
sentiments and guide emotional designs (Desmet
2002).

Jonathan Ive, the chief designer of Apple Inc.,
emphasized that designers should pay particu-
lar attention to sentiments, emotional experienc-
es, and joviality. Apple won the favor of con-
sumers with a series of products with emotional
and interactive experiences, such as the iPad,
iPhone, and iPod (Teng and Nie 2006). The work
of Maria highlighted the challenge of develop-
ing methodological approaches customized for
the field of emotional design in interactive prod-
ucts (Maria et al. 2006). Desmetintroduced a gen-
eral framework for product experience applied to
all affective responses that could be experienced
in human—product interaction. Three distinct
components or levels of product experiences
were discussed: aesthetic experience, experience
of meaning, and emotional experience (Desmet
and Hekkert 2007). Desmet discussed an ap-
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proach to ‘design for wow’, which focused on
the emotions that constituted a ‘wow’ experience
(Desmet et al. 2007).

Miguel analyzed how slight changes might
affect user perception and influence their inten-
tion to purchase a product (Miguel et al. 2010).
Millerexamined the influence of aesthetic design
on learner experience in an e-assessment envi-
ronment, particularly on cognitive load and task
performance (Miller 2011). Michael determined
that their approach was an initial step toward
empirically parameterized emotion models that
would attempt to reflect user expectations
(Michael et al. 2011). Helfenstein drew a conclu-
sion that the degree to which users fully share
the increasingly socioemotional stances of de-
signers must be studied (Helfenstein 2012). Su-
pavich used self-reported and behavioral screen-
captured data to investigate the influence of
Norman’s emotional design levels and metacog-
nitive awareness on website trustworthiness
during an information search learning task (Su-
pavich and Pavlo 2013).

Huang presented a product configuration
analysis method based on personal construct
theory to address product attributes with emo-
tional effects in new product development (Hua-
ng et al. 2014). Mayer determined that the emo-
tional design of multimedia instruction involved
making the essential elements in the graphics of
lesson appealing, such as by rendering them with
humanlike features and distinct, appealing col-
ors (Mayer and Estrella 2014). Janexamined the
design factors that might evoke positive emo-
tions in learners and investigated the effects of
these positive emotions on learning (Jan et al.
2014). Steffi differentiated the current findings
by systematically deducing emotionally relevant
design features and considering negative emo-
tional states (Steffi et al. 2015). Maria studied the
features of creating objects that formed a posi-
tive emotional response (Maria et al. 2015).

In recent years, many Chinese specialists and
scholars have conducted related studies. A His-
tory of Modern Graphic Design, edited by Wang,
is a book published in China, which systemati-
cally deals with the history of modern graphic
design development. In this book, Wang briefly
discussed that the modernization of the theories
and practices of graphic design was the embod-
iment of the changes in techniques, cultural her-
itages, and the spirit of times in design. Howev-
er, the book lacks specialized and systemic expo-



EMOTIONAL DESIGN IN CHINA

sitions on the expression and significance of the
concept of emotional design in modern visual
communication design (Wang 2002).

Liu concluded the core of all designs into
‘usage’ and ‘emotion’ based on design purpose
through the psychological processes of design-
ers and with design objects as research subjects
(Liu 2006). Li stressed the importance of emotion
in design through studies on the power of emo-
tions, the six steps of emotional design, and real
cases (Li 2007). Meng described the generation,
functions, and goals of emotion-oriented design
by introducing an ‘emotion-oriented’ concept
into designs. The idea of emotion-oriented de-
duction was proposed to reveal real interactive
relationships among designers, their works, and
the audience (Meng 2012).

To date, emotional design has been primarily
reflected in the fields of product design, televi-
sion, business anthropology, media animation,
and industrial design, whereas the concept of
emotion has not been obviously embodied in
the field of visual communication design (Graf-
fam 2010; Tian and David 2014; Ilhan and Ender
2014; Tian and Shao 2014; Tian and Zhu 2014;
Apurva and Ravi 2014; Xu 2016). In visual com-
munication design, the expression of emotions
still faces the following problems. Firstly, the
consciousness of expressing emotions remains
deficient or even completely unseen in visual
communication design. Moreover, rough, indif-
ferent, and tedious designs prevail. Secondly,
the expression of functions is blindly sought af-
ter in visual communication design.

However, the orientation and expression of
the value of emotions are neglected. In addition,
excessive emphasis is placed on visual influence,
which may significantly affect the clear delivery
of information and lead to the loss of emotions.
Moreover, the eminence of artistic expression
and the pursuit of personality are the primary
foci, whereas regional and cultural characteris-
tics as well as attitudes and understandings to-
ward the emotions of people with different back-
grounds are neglected.

RESEARCH METHODOLOGY

The art of design, design psychology, psy-
chology, chromatics, visual design aesthetics,
marketing, sociology, and communication were
adopted as bases of a cognitive theory to ex-
press emotions in visual communication design.
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The results of a market survey on the psycho-
logical and emotional needs of audiences, the
research achievements of emotional concept in
related disciplines, and the data of emotional
design in China and worldwide were comprehen-
sively analyzed. Studies on the expression of
emotions in visual communication design were
conducted according to the principles for selec-
tion in the fields of industrial design, product
design, and graphic design.

In this paper, a series of studies was con-
ducted based on both firsthand data gained
through investigations and the analyses of sec-
ondhand information. The current researchers
consulted related literature and gained accurate
understanding on the research subject and on
the involved concepts to obtain sufficient theo-
retical bases for the current study by retrieving
and sorting literature and data. The current re-
searchers asked the interviewees some questions
regarding emotional design in public, and relat-
ed information was collected through observa-
tion. Design works that contained warm emo-
tions were collected and arranged for analysis
through a case study.

The understandings of people from various
fields on designs with warm emotions were ana-
lyzed through interviews with specialists, schol-
ars, the general audience, and designers. A ques-
tionnaire with queries that the current research-
ers found interesting was prepared, and respon-
dents were invited to provide their answers by
writing them on the form or sending them through
the Internet. Then, the results were investigated
to form conclusions. Existing data were collect-
ed and processed for analyses through a statis-
tical method. The adopted technique route is
presented in Figure 1.

RESULTS AND DISCUSSION

Relationship between Emotional Concept and
Visual Communication Design

Alessi determined that a superior design
should be touching. Moreover, it should con-
vey certain emotions, evoke memories, and bring
surprises (Alessi 1998). A good design is similar
to a piece of poetry about life, which guides peo-
ple into deep thinking. Emotions and the design
itself, similar to two steadily flowing tides, have
promoted the continuous development of hu-
man creation throughout the history of art de-
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Fig. 1. Visual communication design and warm emotions

Source: Author

sign (Chuang and Ma 2015; Guo 2015). Given
that the applications of morphology and func-
tion are common in design, designers have be-
come increasingly inclined to the pursuit of emo-
tional appeal of people. Admittedly, the connec-
tion of design and emotions arouses the poten-
tial desire of consumers to purchase, that is, con-
sumption is induced by a sense of mental reso-
nance and respect. For a design work, the emo-
tional experience underneath the visual percep-
tion is the soul of the design.

An excellent design work communicates with
people through emotional experiences. All these
statements suggest that emotions have decisive
influences on visual communication design
(Zheng 2015; Sun 2015). First, the relationship
between visual communication design and emo-

tions is not only dependent on the results of
usage but also closely connected with the feel-
ings in the process. Second, the expression of
emotions in visual communication design exhib-
its multiple levels, such as perceptual and rational
emotions. In particular, emotions that cause phys-
iological changes among people via perceptions
and high-level emotions that can be related to a
profound social significance both exist. Finally,
emotions are characterized by diversity in visual
communication design. Design works may inspire
emotional experiences of different types and at
various levels because of complex objectives. The
relationship between visual communication de-
sign and emotions can be analyzed with the aid of
a graph that reflects the chain reaction of product
emotions, as shown in Figure 2.
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Fig. 2. Schematic of product emotion chain reaction
Source: Author

Analyzing the Expression of Emotional Concepts
in Visual Communication Design

Emotions that Directly Involve the Audience
at the Instinct Level

Does visual communication design stay only
at the level of visual communication? In the book
entitled The Design in Design, Kenya, a Japa-
nese graphic designer wrote, said that although
he was a visual communication designer, his
work was not limited to the field of vision. He
started from the sense of touch, and designed
various media related with the sense of touch for
information transmission (Kenya 2011). Accord-
ingly, communication in visual communication
design currently extends from vision to sense of
touch.

Similarly, communication in visual communi-
cation design can overcome the range of vision
and expand to the senses of touch and hearing,
as well as to olfactory and gustatory senses un-
til the objective of moving people is realized, as
shown in Figure 3. The basic principle of design
at the instinct level originates from human in-
stincts. Within this range, physical characteris-
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tics, including visual, tactile, auditory, and gus-
tatory senses, are all in dominant positions. In
designs based on instinct, shape and form are
the most significant factors. Instinct-based de-
signs focus on shapes, and the combinations of
these design elements can impose direct effects
upon human senses and arouse certain emotions,
that is, instinct-based designs can have emo-
tional effects to people intuitively. Yang empha-
sized that designers should pay attention to the
details of the design process of the creative and
emotional induction, which generates inspira-
tion, so that emotional experience and physical
play to reach the highest level (Yang 2015).

Arousing the Emotions of the Audience at the
Behavior Level

Behavior-based designs place emphasis on
the operations of designed works, namely, utili-
ty, and aim to offer customers the joy and effi-
ciency of utilization. A good behavior-based de-
sign should consider four aspects, namely, func-
tion, understandability, feasibility, and physical
senses. The principal function in visual commu-
nication design is information transmission. Nor-
man emphasized that in addition to determining
the most basic function of using a product, min-
imal attention was paid by designers to the man-
ner in which customers used it (Norman 2005).
Do consumers encounter some problems while
using the product? That is, the fact that ‘the
product is usable’ does not necessarily mean that
it is easy to use. This situation is also reflected
in visual communication design. A design work
can surely convey information. However, this fact
does not necessarily mean the information can
be readily accepted or bring joy to the audience.
Cheng pointed out that human nature of the de-
sign is not only to meet the needs of people for
the basic functions of the product, but also to
meet the user’s personalized emotional needs
(Cheng et al. 2015). Ye emphasized that emotion-
al design is a kind of new design thought and
introduced an emotional creative design method
based on the Norman’s theory in the emotional
level of three kinds of design (Ye and Pan 2015).
As presented in Figure 4, the goal of visual com-
munication designers is to achieve a resonance
of emotions between the audience and the de-
signers when the audience obtains the informa-
tion and idea conveyed by the product.
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Extension of Audience Emotions at the
Reflection Level

Reflection is the highest level of experiencing
emotional cognition after a long period of interac-
tion with products, which is achieved through the
reflection of self-image, personal insights, and
understandings on living and life through com-
prehension and introspection. In essence, reflec-
tion is a deep emotional experience generated in
the hearts of users based on the effects induced
by the former two levels. That is, it is a psycho-
logical effect that originates from the interaction
of the consciousness, understanding, personal
experiences, and cultural backgrounds of users.
Reflection-based designs are the ones that really
impress customers because they are significantly
affected by the knowledge and experiences of
customers and they involve culture and ideology.
Emotional experiences at this level involve mate-
rializing ideological values, such as culture, infor-
mation, idea, experiences, and desires, and add-
ing abstract consciousness into the basic func-
tions of design works to satisfy the specific needs
and desires of people.

Emotional experiences at the sentiment and
reflection levels are high-level emotional pursuits,
namely, the peak experiences defined by Maslow

(Maslow 1964). They place emphasis on the sig-
nificance of information, culture, products, or the
utility of products, and inspire people to feel
through reflections on these products. In gener-
al, activities at the reflection level determine the
overall impression of people on a product. There-
fore, people make associations on a design prod-
uct based on vision. Then, they recall and reas-
sess these associations. The design of continu-
ing emotions at the reflection level is an impor-
tant part of visual communication design and
emotional design, which represents the future
development trend of visual communication de-
sign. In general, reflection-based emotions can
be inspired through the following manners, as
illustrated in Figure 5.

The three levels of emotional designs inter-
cross and interact with one another. In particu-
lar, the affections of consumers on products can
be induced instinctively through the design of
colors, and the joy of use can be increased by
improving usability. Moreover, deep emotional
responses of consumers can be evoked through
associations, memories, and assessments at the
reflection level. That is, the core of emotional
design lies in arousing emotions from two as-
pects. The first aspect involves stimulating the
emotions of the audience with the form of de-
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sign or symbolic languages. Thus, desire for a
product is aroused when demands actually ex-
ist. The other aspect involves inspiring the pos-
itive emotions of users under the situation of
using the product. For example, the improvement
of efficiency, usability, and joy of using and ac-
cepting, as well as room for thinking during use,
enables the audience to feel the pleasure of self-
fulfillment and conquest.

Forming the Application Method for
Expressing Emotions

Questionnaire

The subject of this survey is warm feelings.
The categories, ages, and cultural backgrounds
of the respondents were selected to acquire ef-
fective data. The professions of the respondents
in the survey included specialists in the field of
design, employees in the design industry, sales
workers, the general audience, and undergradu-
ates engaged in artistic design. The number of
respondents in the survey was 128. The ques-
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tionnaire mainly involved the following con-
tents: gender, age, region, educational back-
ground, cognitions of people from different in-
dustries toward warm feelings, the relationship
between design works and warm feelings, the
elements and characteristics of design works that
produce warm or not warm feelings, the effects
of design works on warm or not warm feelings
during appreciation and use, and suggestions
on designing works with warm feelings.

Data Analysis

The relationships among design psycholo-
gy, psychological assessments of the effects of
design, emotional design, and visual communi-
cation design are investigated by collecting data
regarding visual communication design and emo-
tional design. During the design process, design-
ers should start from the original concepts, and
the relationship between emotions and humans
and between emotions and design must be un-
derstood. Meanwhile, analyses regarding forms
to express design, such as shape, color, texture,
and structures, should be conducted and con-
clusions should be drawn. In addition, the over-
all and objective understanding of human sens-
es and feelings should be gained. A number of
definitions and limitations for human sensory
perceptions are presented in Table 1. Designers
should master these limitations and ranges to
assist their designs and to implement them by
developing a series of methods for expression.

Table 1: Perceptions of limitations of people

Sensory Type Threshold
channel value
Vision  Luminance range  (10-°-10%)x3.1831 cd/m?
Light difference 1/70
threshold
Spectral wavelength 400-700 mm
range
Flash frequency <50Hz
limit
Hearing Sound wave frequency 20-20000 Hz
range
Auditory distance  <7m”
>35m™
Touch  Fingertip 3 g/mm?™*
Smell The sensation <Im
distance of odour
Memory The short-period  7+2 chunk

memory capacity

Note: * The current researchers are able to have a con-
versation at ranges less than 7 meters,

* The current researchers are unable to have an actual
communication at ranges more than 35 meters,

“* The absolute threshold for touch is 3 g/mm?
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Statistics of the audience of visual communi-
cation design works in the questionnaire (the to-
tal number of participants is 128). In this survey,
the youngest participant is 19, and the oldest is
62. Among the participants, 58 are male and 70 are
female, as shown in Table 2.

Table 2: Statistical analysis table of the investi-
gated objects

Number Age Range

of people 153,59 30-39 40-49 50-59 >60
Male 30 8 10 6 4
Female 42 6 14 6 2

Statistics of audience attention to the con-
tents of works of visual communication design
in the questionnaire. Table 3 presents the sur-
vey results of audience attention to the contents
of works of visual communication design. As
shown in the Table 3, most of the participants
place the greatest concerns to aesthetic proper-
ty, followed by emotions infused in the works.
According to the results of the survey, an over-
all flow path of attention is deduced, namely,
aesthetics, emations, functions, practicality, and
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other properties. These results indicate that in
designing products and works, designers should
start from visual aesthetics to draw the attention
of people. Then, emotions should be infused into
the design so that emotional interactions can be
achieved effectively when the audience contin-
ues to appreciate and accept visually attractive
design works. Finally, designers should refine their
practicality and add emotional values and warmth
to the design work after ensuring preferable qual-
ities in aesthetics, emotions, and functions.

Table 3: The attention of the audience from visu-
al communication design

Feature Number of The percentage

people of participants”
Aesthetics 52 40.6
Emotionality 48 37.5
Functionality 16 12.5
Practicability 8 6.3
Others 4 3.1

Note: * The total number of participants is 128

Statistics of the colors that are considered to
convey the warmest emotions in visual commu-
nication design works in the questionnaire. Most
people consider yellow, red, gold, and orange
when selecting warm colors. Men and women
hold different opinions on which colors are warm.
Despite the common inclination to select yellow,
orange, gold, and red, men tend to choose deep
and sedate colors, such as brown, white, gray,
and blue, whereas women are more inclined to
select bright and vivid colors. Moreover, partic-
ipants of different ages have varying definitions
and selections for warm colors. In particular, the
respondents belonging to the age range of 40-60
tend to choose gray, yellow, gold, or even black.
For respondents belonging to the age range of
20-30, neutral or bright colors, such as white,
yellow, gold, and orange, are common choices.
After sorting through the 128 questionnaires, 13
colors were selected as the most preferable warm
colors of the audience, as presented in Table 4.
These 13 warm colors were then classified and
screened. Figure 6 displays the preliminary
screening and classification results of warm col-
ors. As shown in the figure, colors that stimulate
warm emotions are on the left, including purple
and green in the middle. Meanwhile, cold colors
are on the right. This method can be a reference
in selecting colors for emotional designs.
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Table 4: Preliminary statistical table of warm color

Object Warm color Number of
people
128 Effective Yellow 58
Questionnaires Red 45
Gold 37
Gray 26
White 29
Silvery 32
Orange 41
Brown 18
Pink 33
Purple 13
Green 12
Black 8
Blue 4

Application Methods for Expressing Warm
Emotions

After sorting and analyzing the data present-
ed earlier, a set of complete and logical applica-
tion methods for expressing warm emotions can
be acquired. The specific procedures are de-
scribed as follows.

(1) Overall method of design. The first step
in emotion-oriented studies is to complete the
questionnaires, investigations, interviews, data
collection, and analyses.

Neuter warm color

Warm color
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(2) Emotional needs of audiences. To design a
work with warm emotions, the audience should
be first decided. Then, designers should under-
stand their own emotional appeal and investigate
among the audience with regard to the selection
of emotions that encompass warm meanings and
warm emotions desired by the audience.

(3) Collection and arrangement of ‘warm’ ele-
ments. In this step, a large number of investiga-
tions and studies are required, and all the ele-
ments that conform to the definitions of warm
emotions should be collected and arranged. De-
signers should collect as much data as possible
and screen these data appropriately according
to the range of design. For example, given that
visual communication design is the focus of the
current study, the effective visualization of warm
elements is necessary to enable people to feel
the expression of warm emotions directly.

(4) Work of designers. In the last step, the
pieces of information obtained from the former
three steps are integrated and applied. There-
fore, this step is critical in deciding whether the
design work is endowed with warm emotions and
whether the idea can be practically implemented.
These procedures can be expressed in a fish-
bone chart regarding the emotion-oriented re-
search, as shown in Figure 7.

Neutral

colors

Fig. 6. Preliminary screening classification results of warm color
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The development of application methods for
expressing warm emotions provides a method
for emotional design that concerns warm emo-
tions. The expression of other emotions can also
be deduced from this method. Moreover, it is
also an intuitive approach for expressing emo-
tions in visual communication designs. In the
design process, designers can use this method
to complete the required expressions and solve
the related problem. During the early stage of
design, the fishbone chart in emotion-oriented
research can be adopted as a guiding method.
After the work is finished, this method can be
used to assess whether the design work express-
es warm emotions. Even for existing design
works, this method can be applied to evaluate
whether these works satisfy the requirements.
Accordingly, designs that do not express warm
emotions can be improved.

CONCLUSION

Emotion-oriented design is a tendency of
modern design development. Current designs
should transcend the objective of merely satis-
fying the functional needs and visual feelings of
people. Instead, modern designs should also
deliver certain emotional experiences to consum-
ers and the audience, in general, through visual
languages. In this study, visual communication
design, a design discipline closely related to the
daily lives of people, was adopted as the medi-
um introduces emotional design. The elements
affecting the emotional experiences of people
were studied.

The current situation and disadvantages of
visual communication designs were investigat-
ed and reviewed with the interdisciplinary knowl-
edge of chromatics, psychology, design psychol-
ogy, visual design aesthetics, and sociology.
Moreover, assessment criteria and a research
framework to improve visual communication de-
signs were proposed. The application methods
for expressing emations in visual communica-
tion designs and the fishbone chart for emotion-
oriented research were explored through theo-
retical analyses of emotional design to assist
designers in producing human-oriented design
works with emotional functions and contribute
to emotional design development in the entire
design industry.

RECOMMENDATIONS

It may be asserted that visual communica-
tion design and anthropology are not as far re-
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moved from each other as suggested by the avail-
able academic literature. Although they seem to
be different, there are definite overlaps waiting
to be harnessed for research and for better un-
derstanding of visual communication design
using anthropology. Vice versa may also be true
implying that it might be possible to understand
anthropology using emotional design as a tool,
since visual communication design contains use-
ful anthropological information.

Previous research into visual communication
learning has mainly focused on cognitive fac-
tors to investigate different instructional condi-
tions and design principles. Emotional factors
have so far been widely neglected. However, re-
cent studies showed that the emotional design
of visual communication learning material can
evoke positive emotions in learners that in turn
facilitate the learning process. Following this
lead, this study aims to further explore the po-
tential of an emotional design. The emotional
concept and visual communication design at the
future of technology and research have broad
space for development. In view of the research-
ers’ primitive accumulation on research is com-
paratively difficult since resource of research is
limited. The research of this paper is not enough
depth and perfect. In the follow-up process, in-
depth study will be improved and perfected.
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