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OVERVIEW

This is a book about visual forms of communication, including written text. These communicative visuals have a diverse range of forms and purposes, but we will show that it is possible to both describe and explain the major properties of diverse visual-communication forms and purposes within a common theoretical framework in much the same way that major properties of diverse chemical elements can be described with the same vocabulary of protons, neutrons, and electrons, all elements arranged in a single periodic table.

In other words, we will both describe and explain the major properties and purposes of written language, (i.e., words, sentences, and text) using the same vocabulary and framework that describes and explains the major properties and distinct purposes of decorative shapes and colors; images used both for decoration and object representation; visual signals that divide and call attention to other information on a page such as negative space, grid lines, and bullet points; visual signals that initiate action such as Web links and stop lights; diagrams that communicate relational propositions; tables organizing large arrays of information; and ritual-sequence visuals, such as amazon.com’s shopping-cart metaphor, which initiate narratives or other ritually organized chains of action.

For those unaccustomed to thinking of written text as a visual form belonging to the same general class as the other visual forms listed above, consider, to begin with, what happens to a text’s readability if we remove all white space and punctuation, visual signals of the same subtype as grid lines and bullet points, dividing and calling attention to adjacent information:


wewillultimatelyidentifyevendeeperconnectionsbetweenfoundationalvisual designelementsandthegrammaroflanguageitselfbutobviouslythiswillfirstreq uireadiscussionofthosefoundations



We will ultimately identify even deeper connections between foundational visual design elements and the grammar of language itself, but obviously this will first require a discussion of those foundations.

No physicist or chemist today questions the value of a single theory that describes and explains a wide variety of phenomena, but oddly enough, the authors of this volume have frequently been asked why we are interested in advancing a unified theory of visual communication. The simplest answer is that we’d like to treat visual communication as a science, and seeking unified theories is just what science does. In more practical terms, a unified approach to visual communication enables us to teach visual design students relatively few things that will enable them to do relatively many things.

This is in contrast to the current situation in visual design pedagogy, where students have to essentially learn a distinct vocabulary and approach, and sometimes several vocabularies and several approaches for each distinct form of visual communication: one framework for decorative borders and backgrounds, another for decorative images, various competing theories of typeface choices, others governing color, still others for creating grammatical precision and clarity in text, and so forth.

Therefore, to illustrate the workings of our unified theory of visual information design, we will emphasize basic issues such as those that might be discussed with visual design students, how to make visual communication more effective and ethically sound, both in choosing one kind of graphic over another, and in fine-tuning the graphic form. Nevertheless, this is and can only be a preliminary discussion, outlining a unified theoretical approach to visual design, written mainly for academics who study communication and teach some form of information design, either textual or visual. These are our working definitions:

• An effective, ethical visual is one that serves attainable, sustainable purposes, purposes shared jointly by both the creator and the viewers of that visual.

• An ineffective visual lacks the form that is adequate for its chosen purpose.

• An unethical visual serves purposes of its creator that are not jointly shared by viewers, or serves purposes, even if jointly shared, that are not attainable or sustainable.

We will frame our discussion in terms of the work of C. S. Peirce.1

Peirce’s philosophical and semiotic categories, we have found, provide the most effective template for constructing a unified theory of visual communication, a theory that serves not just to describe but explain phenomena as diverse as the emotional response to typeface forms and the grammaticality of sentences. We have found no framework other than Peirce’s with so much descriptive and explanatory potential, and so we will use that framework to more fully contextualize more-recent but less-unified thinking about visual communication. The question is really not why we are using Peirce’s framework so extensively for this current study, but rather why other academic studies of visual communication have neglected Peirce’s work for so long. Some time ago, Iversen (1986) said it best when defending Peirce’s semiotic system over others that are more frequently employed to explain visuals: “Peirce’s richer typology of signs enables us to consider how different modes of signification work, while Saussure’s model can only tell us how systems of arbitrary signs operate” (p. 85).

Born in 1839 and working privately on his philosophical system until the year before his death in 1914, Peirce had developed a significant reputation among scholars in the United States and Europe in the latter third of the 19th century (Ransdell, 1998). However, due to his ill health and personal idiosyncracies—both poorly understood and little tolerated by the academic culture of the era—Peirce was never able to hold a permanent teaching position and never received proper credit or consideration for much of his groundbreaking work (Brent, 1998).

With this book, we wish to add to the recent scholarship on Peirce that is just beginning to correct this historical oversight. We will draw primarily from Peirce’s 10-category taxonomy of “signs” (i.e., meaningful forms) and his related theory of ethics.

Peirce is widely recognized as a founding thinker in several current disciplines (physics, mathematics, and artificial intelligence among them; see Burch, 2008). However, Peirce’s work has not been fully explored in contemporary research on visual information and communication.

We undertake here as our primary purpose a more detailed application of the Peircean categories than has been previously attempted to problems of information design. Though Peirce’s triads of sign-object-interpretant and icon-index-symbol have often been cited in passing, few have been aware that Peirce expanded these triads to describe 10 categories of sign (three kinds of icon, four kinds of index, and three kinds of symbol). Still less attention has been paid to the system of ethics that Peirce developed in conjunction with his theory of signs and their interpretation.

Peirce designated his 10 sign types using Roman numerals as shown below (Hartshorne & Weiss, 1935, paras 254–266).2

Ahead of his time as usual, Peirce’s 10 sign types meant little to scholars of his day, but they effectively correspond with 10 distinct types of visuals common in modern discourse (exemplified in parentheses below). An understanding of each visual type leads to principles of effective visual design.

     I. decorative icons (borders, typeface shapes, color, etc.)

    II. image icons (photographs, realistic illustrations)

   III. signaling indices (bullet points, gridlines, white space, etc.)

   IV. action indices (stop signs, animation, Web links, etc.)

    V. informative icons (diagrams, charts, graphs)

  VI. reference indices (tables, sequenced menus, etc.)

 VII. ritual indices (ritual signals, step-by-step procedures, etc.)

VIII. word-symbols

   IX. sentence-symbols

    X. whole-text-symbols

We will explain in later chapters Peirce’s rationale for numbering the sign types as he did, along with their relative placement in his theoretical system. However, it should be especially noted that all elements of verbal language (Peircean types VIII, IX, and X) have important visual components in written discourse. All of these sign types, both the verbal and the visual, belong to a single theoretical system built on common principles. This insight from Peirce’s work is particularly useful, though it too has not been fully explored previously. For example, Moriarty (2005) interprets visuals as signs based on Peirce’s three types of sign relationships, but her discussion does not employ Peirce as a comprehensive and systematic means of classifying visual types.

We will examine the design properties of each of the 10 types as defined by Peirce’s system. We will also focus on the useful communicative purposes of each type and how ethical issues arise when any visual type is misapplied in an unsuitable communication context, when purposes of the visual creator, the form of the visual, and the purposes of its viewers do not align. Newton (2005) states that “philosophers have so often linked the visual with the study of the ethical—sometimes positively, sometimes negatively” (p. 429), and we likewise explore in this book the human (mis)use of visuals.

Our discussion will be jointly grounded in Peirce’s theory of communicative (i.e., semiotic) purpose and his epistemological ethics. In short, our goal is to improve understanding of visual communication by establishing the effective function of each visual type relative to specific communication situations (author and audience needs matched with media strengths and limitations of any given visual type).


Compromised Visuals: Illustrative Examples

The visuals in Figure 1, left column, illustrate the kinds of potential problems with visuals that our study will address. In public-domain examples gathered from various .gov Web sites, we find a range of information-design problems. Figure 1, right column, illustrates possible revisions to deal with these problems. The Peircean model of formal design, purpose, and ethics will be used to both critique the information-design problems and motivate the revisions, all within a single theoretical framework.


[image: fig101_1]

Figure 1. Decorative (a), indicative (b), and informative (c) visual problems and their revisions.

Visual design problems often (but not always) create ethical problems, in particular the undue effort imposed on users by careless design.

For instance, the original visual from the Center for Disease Control (Figure 1a, left) deploys problematic typeface, color, and image choices (in addition to overly festive coloring not reproduced here). In brief, there is a jarring dissonance between the image of a pet’s brain being dissected on a plate and the cheerful, party-like effect of the colored typeface header. Both typeface and image are out of step with the overall purpose of the site, intended to educate children about rabies, such that they can safeguard themselves and their pets against rabies infection. We may suppose that the designer of the original visual simply intended to create a fun, eye-catching display, but we will argue that the lack of care to keep visual elements consistent with the actual purpose of communication constitutes an ethical breach, even if the breach is unintentional. The illustrated revision of (a) might be further improved, as nearly any visual can be improved with an evolving understanding of viewers and purpose, but the revision shown at least avoids the most obvious problems in the original.

A comparable lack of care is indicated by this sampling of links on the Food and Drug Administration Homepage (Figure 1b, left). Here, links to various subtopics are listed out as bullets having no particular organization or order. Viewers are forced to visually examine each separate link. A more effective design would allow viewers to more efficiently consider smaller blocks of links organized by topic. Because the Web designer does not make the effort to visually divide and organize the links, each individual among the multitude of users is forced to expend considerable extra effort themselves. Again, this constitutes a kind of ethical breach, even if unintentional.

Likewise, there is an ethical problem inherent in carelessly formatted and therefore difficult-to-read text. In this case, the visually undifferentiated block of text and its visually reconfigured revision (Figure 1c) both come from the U.S. government’s Plain Language movement. As with the other visual-display examples, information providers have an ethical responsibility to construct textual information in a way that serves the purposes of those who will view the information. Our point here is that the transformation of dense text into readable text is a kind of ethical responsibility and involves the same principles and techniques required to make visual information of all kinds more effective, more usable, and more ethical.

Of course, any well-trained visual designer could make the revisions shown in Figure 1 without applying a Peircean analysis. What is new in the Peircean analysis is first, a precise explanation for how it is that these kinds of improvements to visual communication are an ethical responsibility and second, that each of the revision strategies applied in Figure 1 can be explained within a single theoretical framework, such that designers trained in this new framework might do their work with more-focused and conscious awareness, with the potential for more-precise and reliable results.




Scope of this Book

This book is a preliminary discussion of a general framework for unifying the description of the major aspects of visual design with the major grammatical properties of language itself. We offer what is in essence a new typology and vocabulary for describing why certain visual forms are generally suitable for some purposes but not others. For this preliminary outline, we only require relatively simple examples of visual design of our own making or examples from the public domain (most of which are admittedly rather dated) in order to illustrate and define our terms.

Also, because this is a preliminary discussion, we cannot expect to prove conclusively, to every critics’ satisfaction, that Peircean analysis of visual design purpose is as comprehensive and effective as we have found it to be. That determination can only be made, over time, by a large community of scholars who are willing to at least try the proposed methods of analysis for themselves, as we have illustrated them. As in any genuine academic inquiry, there will have to be an ongoing discussion about more-nuanced applications of our methods and any apparent counterexamples, as genuine challenges to the theory or only as cases where the main principles apply in less obvious ways, just as flying birds are not counterexamples to the general rule that things fall because of gravity.

There is no question that our specific interpretation and application of C. S. Peirce’s thought can be further refined, improved, and extended by actual experimental investigation. Peirce himself was a scientist and would not have endorsed any other course. That investigation must begin, however, first with some iteration of an approach, which is all that we hope to describe in this book.

On the other hand, our discussion does not reduce to anything so simple as a list of prescriptions, such as “never use multicolored, high-variety typefaces.” Rather, our approach simply determines, for example, that a high-variety, diversely colored typeface is (for most viewers) inconsistent and likely to clash with the average emotional response to an image of a dog’s dissected and rabies-infected brain. Even in hypothetical cultures where dog brains might be served at festive occasions, a rabies-infected brain would surely be deemed inconsistent with the party-like emotions evoked by the typeface.

Such a determination is not any kind of prescriptive decree. Rather, we will be describing what we have found to be reliable generalizations about visual-design effectiveness and the typical alignments of form and purpose, where our investigation of these alignments has been guided by a particular theoretical perspective.






PEIRCE’S PRIMITIVE CATEGORIES AND VISUAL DESIGN

Loosely defined, we are undertaking here a study of the language of visuals. Scholars (for example, Kress & van Leeuwen, 1996) are working to develop complete visual-language systems, with vocabularies and interpretive processes at least as structurally detailed as the language of words, sentences, paragraphs, and texts. However, our approach is distinct from what is usually labeled as “semiotic” study. The more usual approach in such studies is to identify a specific image from art or advertising and discuss in some detail the possible covert messages and cultural implications embodied in the image. We recognize the need to understand how meaning might be made and revealed in imagery, but we will focus in this book on how to make graphics and graphical choices more effective for communication purposes that are explicit rather than implicit; that is, purposes that ought to be consciously shared by visual designers and visual viewers.

We will use as our framework the 10-class taxonomy of sign, the three-cornered typology on which it is based, and Peirce’s related theory of ethics. This is not to say that all aspects of Peirce’s thought are beyond criticism or improvement, nor are they to be accepted a priori. Rather, we are arguing here for relatively few specific aspects of Peirce’s thinking, and our argument is based on the utility of specific Peircean concepts in describing and explaining various kinds of problems in visual information design, to more precisely characterize the difference between effective and ineffective design choices in several domains, as indicated in Figure 2.

Figure 2 illustrates the three key dimensions of Peirce’s typology, (i.e., his general, three-cornered theory of classification). These typological dimensions generate several different kinds of visuals, depending on the strength of each dimension for each visual element. We would emphasize that these three dimensions are dimensions rather than absolute categories. Each visual category is defined by relative degrees of all three dimensions.

Peirce used this three-dimensional typology to generate the 10-class taxonomy of signs, both visual and verbal, but we will begin discussion with his three primary goals, the polar values of the three dimensions, as exemplified in Figure 3. Typeface choices, for example, are generally made to convey a particular feeling in a document, and so correspond with the first goal of evoking feelings, a goal that may also be served by borders, backgrounds, and images. Summarizing Robert Scholes’s (1983) method for reading images, Helmers (2006) explains that our first reaction to visuals is an emotional one (p. 9). Visual strategies that serve mainly this first emotional goal we refer to as decoratives. Visual strategies that serve the second goal, mainly to provoke action, we refer to as indicatives. Bulleted lists, for example, specifically move an audience to the actions of separating, dividing, and contrasting otherwise undivided statements in the flow of information. Note that the bullet marks themselves (*, -, >, etc.) do not inform in the technical sense of asserting propositions, but rather they indicate (i.e., point to) adjacent text statements that are informative.


[image: fig101_2]

Figure 2. Visual-communication goals as defined by Peirce’s three primary categories.

Peirce’s various classes of sign are based on three fundamental dimensions, essentially three communication goals: to evoke feeling (decoratives), to provoke action (indicatives), or to promote understanding (informatives).

Visual strategies that mainly serve the third goal, of promoting understanding by making visible those conceptual relationships more complex than mere pointing, concepts that can be paraphrased as true/false propositions, we refer to as informatives.

Words, sentences, and texts are, relatively speaking, the purest kinds of informatives, but visuals such as charts, graphs, diagrams, and tables have a concept-relational component, a yes/no-assertion component that can be distinguished from whatever decorative and indicative properties they also have.


[image: fig101_3]

Figure 3. Primary visual-communication goals illustrated.

Typeface choices, as decoratives, evoke feelings. Bulleted lists, as indicatives, provoke action. Diagrams, as informatives, promote understanding.

Any visual design may of course incorporate a variety of elements. The Peircean typology will enable us to more precisely identify which specific features of an overall visual design serve which specific purpose, and to determine whether those features complement or conflict with each other. Under most circumstances, it is the informative purpose that governs the deployment of charts, diagrams, graphs, or tables, even when they have subordinate decorative and indicative features. That is to say that propositions asserted by these visuals are generally more pertinent than feelings or actions that they perhaps more immediately trigger. For this reason, various communication problems will arise if any undue emphasis is placed on the decorative or indicative aspects of primarily informative graphics. Some of these problems are practical, meaning that the visual will fail in its purpose. Some of these problems are actually ethical, meaning that the visual may serve a covert agenda of the author (for example, to demonstrate the visual designer’s cleverness with decorative-design tools), an agenda that is not likely to be an agenda sought after by the audience. When visual designers show off at the expense of clarity and usability, this is not ordinarily thought of as an ethical problem, but the mismatch in author and audience goals is the very essence of an ethical breach according to the Peircean analysis.




PEIRCE’S EPISTEMOLOGICAL ETHICS

Peirce proposed a close integration of the visual and the textual. He postulated that “a universal art of rhetoric, which shall be the general secret of rendering signs effective, including under the term ‘sign’ every picture, diagram, natural cry, pointing finger … numeral, word, sentence, chapter, book” (from a 1904 MS published in 1978, pp. 148–149, emphasis added). We find here the assertion that both visual and textual effectiveness belong to a common system, built on and guided by similar principles. Our discussion of visuals here will consider the question of effectiveness as it pertains to ethics. Whether visual or textual, we can understand information effectiveness only in terms of communication goals: what the author means to accomplish with this or that visual effect and what effect an audience needs when presented with a text supported with visuals. Peirce defines rhetorical deployment of signs, visual or otherwise, in terms of effectiveness, and effectiveness must be defined in terms of needs, goals, or “ends.” Consequently, there emerges a logically necessary connection between ethics and the effective achievement of ends (goals) in Peirce’s system. “Ethics is the study of what ends of action we are deliberately prepared to adopt. That is, right action that is in conformity to ends that we are prepared deliberately to adopt. That is all there can be in the notion of righteousness, as it seems to me” (CP 5.130).

There is an easy misreading of Peirce here, made by many, to the effect that ends (goals) justify whatever means are used to achieve those goals. This is a misreading because Peirce here defines ethics as the study of effective actions relative to the deliberate (as opposed to a covert or unconscious) choice of goals. There is no ethics and no “righteous” action without deliberately chosen goals; there is no ethics, no standard for right action, unless precisely the same goals would be willingly chosen by a whole community, by all the parties to an action judged ethical or nonethical—the “we” Peirce uses in the passage above is significant. Newton (2005) explains this need for community consensus when determining what is good vs. bad: “ethics are determined by cultural and social mores that have become interpreted as right and wrong by groups of individuals” (p. 433). Thus, a message effective in immediate practical terms (i.e., utilitarian terms) might also be an ethical message but only so long as the goals or purposes that define a message’s effectiveness are deliberately accepted by both the communicator and the audience.

This essentially deliberate and shared nature of ethical goals is an insight originating with Peirce, and it is missing in most contemporary discussions about ethics. This is also the major point that separates the Peircean ethic from a strictly utilitarian ethic of communication in particular and utilitarian views of right conduct in general. For example, marketing techniques encompass both issues of right visual communication and right conduct (in both a practical and a moral sense of right). Marketing techniques effective from a utilitarian standpoint can be highly suspect from an ethical standpoint because of the lack of shared goals: suppose that you see an advertisement (a specific type of indicative visual communication) for some gadget you’ve been wanting, very low-priced, at a local gadget store. You go to the store; the salesperson tells you they are currently out of the low-priced gadget (but does not tell you that the store never stocked more than one or two of these gadgets, which quickly sold). The salesperson offers to show you instead some comparable gadgets, higher priced to be sure, “but of much higher quality.” This is the right-conduct aspect of the problem, but it relates directly to the ethics of the visual advertisement: salespeople may tell themselves that this strategy is ethical because the customer really is better off with a more useful, higher-quality product that they never would have bought were they not drawn in by the image of the cheaper product. This is the Utilitarian argument, but Peirce’s analysis would designate this strategy as unethical, not merely based on the intuition of “wrongness” but based rather on an explicitly defined mismatch between the salesperson’s initial bait-and-switch goals (to display visually an unavailable product but sell something more costly) and the customer’s goals (to buy that low-priced product).

Through the Peircean analysis, we can explicitly connect bait-and-switch advertising of consumer goods to the ethical problem created by overly Photoshopped images of fashion models or other celebrities. This specific problem will be discussed in more detail in the chapter on images, but it suffices here to note that again the goals of the visual designer and the audience do not properly align: the visual designer intends to sell clothing or magazines by attaching their value to artificially enhanced images, images that the target audience will likely wish to emulate, but the Photoshopping visual designers cannot possibly share that emulation goal that they themselves deliberately created in their audience because they know that the images they have artificially created are impossible to attain in reality.

Moreover, it should be noted that ethical problems are not simply solved by full “transparency” between author and audience, either full awareness that author and audience goals differ or a full sharing by author and audience of goals, goals that can still be ethically defective because they are unattainable.

Peirce adds the further caution that deliberately and mutually chosen goals should also be ultimately attainable goals, sustainable in the long term by all members of a community. On these grounds, Peirce rejects hedonism (the goal of maximizing pleasure). It is not, in his view, an ultimately viable ethical system. “All motives that are directed toward pleasure or self-satisfaction, of however high a type, will be pronounced by every experienced person to be inevitably destined to miss the satisfaction at which they aim” (CP 8.140).

In other words, the hedonist agenda, even if shared by author and audience alike, always results in disappointment. It misses its deliberate goal. Drinking or taking drugs to forget one’s problems always creates more problems, for example. Similarly, both visual designers and their audience might prefer visual information designs that are more attractive, more colorful, and more “flashy,” even if these designs convey less information; but if more information is what is really needed, then the more attractive but informationally empty designs simply cannot be sustained long term.

We are thus able to classify as unethical any agenda that undercuts itself, even if the agenda is shared by a whole group: authors of an agenda and their willing audience alike. To take a contemporary example, the whole research division of a drug company might conspire to suppress evidence that a new drug has lethal side effects and to communicate among themselves with tables, graphs, charts, and other figures in support of a plan to minimize negative data. Again, this kind of practice reflects a faulty utilitarian ethic, subscribing to the idea that “ethics of the visual begins and ends with power, for power can determine whether something or someone is visible or invisible” (Newton, 2005, p. 434).

In the Peircean analysis, no single subgroup has sufficient power to make information invisible indefinitely if that information is relevant to the whole community’s long-term purposes. Ultimately, if the drug comes to market and many people take it, the lethal truth will come to light. All the attempts at suppression, including the associated visuals, are seen in the long run as unethical exercises in self-deception and contrary to the goals of the larger community.

By this same argument, characterizing as defective any ethical system that cannot sustain or attain its goals, Peirce also rejects utilitarianism in its strictest form—that version of utilitarianism that requires all action or theoretical study to be immediately useful to self or society—because strict utilitarianism does not adequately consider the ultimate sustainability of its goals.


Utilitarianism is one of the few theoretical motives which has unquestionably had an extremely beneficial influence. But the greatest happiness of the greatest number, as expounded by Bentham, resolves itself into merely superinducing the quality of pleasure upon men’s immediate feelings. Now, if the pursuit of pleasure is not a satisfactory ultimate motive for me, why should I enslave myself to procuring it for others? (CP 8.141, citing Bentham, Jeremy A., A Fragment on Government, London: T. Payne, 1776, Preface, paragraph 2. This is a founding essay of the Utilitarian Movement.)



Referring again to the example of the Photoshopped imagery, the most aesthetically pleasing images may induce more immediate pleasure and happiness than realistic images would, for both visual designer and the audience. However, this pleasure cannot be sustained long term, as the general well-being of a society saturated with unattainable standards of beauty begins to suffer. Referring again to our marketing example, the salespeople may reason that the customer will be happier and most pleased with the higher-priced product. Even so, the sales method is doomed to ultimately fail in its ultimate goal: to sell lots of products and make lots of money. This is because, sooner or later, many customers will realize that they have been tricked into coming into the store, perhaps tricked into buying something they didn’t want to start with, making the quality of the purchased product irrelevant. These people will not return to the gadget store, and they will advise all their friends to avoid shopping there. Ultimately, the store will go out of business. Its sales tactics, immediately useful as they were, failed in their ultimate goal.

Peirce’s further complaint about utilitarianism is that the strict utilitarian inevitably discounts pure science, which is rarely useful immediately, but always has the potential to produce countless benefits in the end. Consequently, strict utilitarian methods, by short-sighted insistence on immediately applied theory and immediate social benefit, always fall short of the deliberate, long-term utilitarian goal.


Now, to declare that the sole reason for scientific research is the good of society is to encourage those pseudo-scientists to claim, and the general public to admit, that they, who deal with the applications of knowledge, are the true men of science, and that the theoreticians are little better than idlers. (CP 8.142)



Peirce himself was an applied physicist, measuring slight differences in the Earth’s gravity to cross-check altitude measurements for the U.S. Coast Survey, but he was also a pure theorist in mathematics and semiotics, and so he understood the immense but indeterminate value of pure research, which may pay dividends for centuries. The alternative that Peirce proposed to a hedonistic or strict utilitarian ethics might be termed an epistemological ethics. Ultimate truth is not known, but the disciplined thought and deliberate inquiry that leads to truth—the pursuit of truth itself—is a viable long-term goal that typically yields other goals as useful byproducts—both personal satisfaction and social utility—without the errors inherent in aiming at these lesser goals directly. “The only ethically sound motive is the most general one; and the motive that actually inspires the man of science, if not quite that, is very near to [the only ethically sound motive]” (CP 8.141).

This, in summary, is Peirce’s epistemological ethics: in one way or another, all ethical goals require the open pursuit of truth and discourage the deliberate hiding of information that a community is deliberately seeking.
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