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STICKS AND STONES ARE BONES:

THE ECIECTIC USE OF LINLS
¥4

~

A pundlt with tongue in cheek once described the Amerlcans and British as
belng one people divided by a common language.. ‘

JUntil recently, it seems that graphic’design and photojoarnalism teachers
shared the same problem. Although we luse the same visual alphabet*and communicate -
in v1sual languages that dlffer more in 1d10m and pronunciation than roots, we let

spe01a11zat10n become a language barrier, Now, in the spirit of Journallstlc

L

eclecticism, we flnd that the walls have become thln and artificial, and we feel

that it is 1mportant to teach the other communlty s v1sual syntax.
This paper and companion slide presentatlon will explore the usg of lines,

a comnon elerment in the visual alphabet of graphic’designers and photojournalists,

Looking specifically at magazine desién and examples of the author's landscape
N ) . . -
and photojournalistic images, this submission will show how lines are elemental

deslgn devices that provide the primary structure for visual expre551ons in printed

media, It will develop-the argument that comp051t10n, Gestalt pr1n01ples of per-
&

ceptual organlzatlon and the laws of Newtonlan and quantum physics are united
y
through the use of e1ther visible or 1nv151bly sensed lines, - Then, after syn-

uhe51z1ng theories of graphic design and photogpaphy into a larger visual commun- |
AN
ication perspect1Ve, this paper will suggest how graphlc design and photoaournallsmn

{
students could develop a stronger foundation in both disciplines, and an intuitive

grasp of v1sual strﬁcture in all media, by learning to "see" and use lines,

- y

\ Lines are the "sticks" of composition, The "stones" are points and shapes,
and 1t shoyld be remembered that shapes are nathing more than lines that turn back
upon themselves, Together, they are the '"bones" or structure of all compositions
and p?ovide the skeleton upon which content is tacked and from;which mean§4§;___ds,h
is shaped and inferrea. . ‘ . ‘ . :
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Lines are almost the simplest vistal design devices, Only points are more
N - \ ‘ .
fundamental, and by definition, points are dimensibnless and visible only when

they are strung together to form lines., It is ‘the line, then; that provides
a'staging area where graphic designers and photojournalists can assemble for

their combined journey. . \
Areas of cammonality - ?

e

. Of course, théfe are other areas éf compqnality_iﬁ the visual communication
of designers and photographers, and all these ar;as should be exélored as we begin
. : : o s '
to develop a body of lcnowled;ge that links visual cammunicators. Some of thesg
areas exist by f%em;elveg and have little bearing on this discussion, ﬁbwever,
because lines are so fundamental to visual expression, other areas of commonality
often will have an effect on how lines are either displayed or perce@ved. ]

To bggin ﬁith, Gestalt principles .of Qercé;tﬁal organization tell us how large,
heterogeneous groués of people will react tp visual structure in printed 'media,
Viewers order visual stimuli by grpuping them according to éhei} proximity, ‘
similarity, continuity or ability(lo effect closure. Unless an isolated visual
element extraordinarily dominates a canpg;iti;n; as large shapes sometimes do,
viewers will first look to'lineS~é§ a means of ordering visual data. Mbreover{

. (
this grouping will be influenced by time as well as space, For instance, a

viewer will group l;nes according to their‘gfoximity in temporal sequence, as
well as how close together they are On_tée page or in‘;'photographo Iﬂgvitably,
this spac;a/time relationship will 'create a physical dynamic., °

Each line in a campositi;n willtfoésess a degree of energy. Ve;ticals and
horizontals, because they reprqsent a ;fasis thét.resol;es the law of gravity,

are the most stable lines, Moreoter, bééguse people are programmed to seek

o%der in visual environments, according to Gestalt psychologists, they also

'.intuitively‘create two lines in all compositions, yertical and horizontal axes
- L e’ . -
- 3 .

‘ X
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that divide the field into four equal ouadrants.

. As lines move away from true verticals or horizontals, their energy levels
increase. "More generally, oblique direction can be .defined dynamically as a '
gradual w1thirawal from, or approach td/ the zero-positions of the vertical or

horizontal." Because they have higher energy levels, oblique lines have more

, Visibility, especially if they are placed close to areas like the vertical and

o b

horizontal axes that already have a strong attraction for the eye,

? Rudolph Arnheim says that all compositions have a'relative energy level that

"is the sum of the points of attraction-in the comp051tion.2 Correspondingly,
grouped lines have a collective energy level that exists separately from their
individual energyrlevels. Because lines are so fundamental ,andwprom_inen,t in
campositions,‘their collective‘energy'level is amplified. They are elements of
attraction that Arnheim suggests must be recreated in a visual field in the
.vieWer ] brain.3 Wary of the phenomenon of 1nfonmatlon overload, visual commun~.
" icators in mass media have to select and cause groupings of lines that will not ’
demand too much expenditure of perceptual energy in the viewer. Otherwise, there
.is the risk that the viewer will instantaneously decide that cogprehension of
structure will take too much of his time and eneréy, and he will expend that

effort on less complicated visual fields in competing media,

>
il 7

Gestalt.principles of'pérceptual organization, then, force both deslgners
and photographers to consjder the commercial environment in Wthh»WB must labor,
Quick unemployment would be the reward of the visual communicator who felt that his

artifacts existed by themselves and only had to reflect his personal tastes.

A

Y

Instead we have to keep t&e receiver in mind We do not create for ourselves, & ' &

Follow1ng e Law of Pragnanz; we try to force a perceptual'organization or good
gestalt that reflects the prevailing economic, social ‘and environmental cofiditions,
&

Good art in mass media means finding the simplest pOSSlble order of visual data

in composltions, yet an order that is not so .simple that it° lacks v1tality and

/ . J
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: bores the viewer, Too much order deprives a person of the creative act of ~

participation.5 : ~

Visual comminicators must strike a balante between theme and bomerciai
environment , Inevitab];,', this balance will be determmed by the physics of
the marketplace. Magazines » especially, have individualized marketn.ng thrusts,
The physical realities of competing electronic forces, accéleration of snew tltles,
and newssta.nd gravitatiofial pull have compelled magaz:Lnes to spec:.aln.ze. The

designs magazines use and the photographs they select reflect their adaptat:.ons

)

« to prevailing marketing dyna.mcs. Compositional lines, then, must reflect

* those balances and accommodations, Because its formula depends upon formalism

and scholarly stability, Scientific American, for instance, would avoid asymmetry
in'design and would lean toward j._llustrations that provided symmetrical balancing -
of 1}nes. " . ' 3 ~ | ‘ \
'I'he commercial environment and communication model that stresses the target
) receiver also force graphic des:.gners a.nd photogournahsts to consider the possible
mental set of the v1ewer. Gestalt psycholog:.sts say that percept:.on is :m!luenced
by a person s expemenoes:, both immediate and ovez’.une. The critic John Bexger
" says that memory precedes a:nt_i shapes the percept, Minor White calls this phe=- ‘
nomenon "eouivalence in a phot_ograph."7 He mea.ns that a photograph exists
on tHree levels, _'On the first level equivalence is a. graphic function, the ‘
visible foundation or structure that the photographer\\chooses to be an equivalent
fpr samething else—a' person, an emo y & time,maﬁ,pllace. n the second‘level
equivalence relates to what goes on i.n) he viewer'!s mind when he sees something

)
that generates a knowledge of himself. On the third level White says that equi-

valence is the inner experlence a person feels when, he remembers the photograph

a.nd the persona.l‘ knowledge it generateq.

- -
.

©

To complicate matters,' even if the designer or photographer could know the
M . , \

©

mental set of the receiver and the gingle and collective memories of ‘all viewers
. - . >

- ” - <
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he still would have'to have a picture of the viewing environment .to effectively

communicate, Gestalt psychologists also suggest that a pefson's pérhe tions
j\iéed

. , / "o
are influenced by other stimuli in the ‘vicinity. This means that line

-

¢ in compositions in printed media will have to be more prominent ‘or easily seen
than they would have to be in a slide presentation, where the surrounding darkness
focuses the viewer!'s boncentration and deletes potentially distracting influences

in the viewing -environment.,

Intuition versus previsualization : , . )

A second common area that binds designers and photograpﬁérs and which forces
another delicate balancing act'is the relationship between intuition and pre=

visualization, The former is the home of ideation and creative spark, The

P

" latter refers to the visual represéntafion offan idea, Just as memory has an
. . - . > 3

effect on how an individual designer or photographer may "see® something, the
-, ' A

commercial én;irongentﬁhelps to éhape the previsualization, For instance,
a freelance photoggépher gathering images,of aspens for eventual publication
»  in Smithsonian and{Canera 35 mgazines would be sure to baiapce his individual

reactiom to the gégmetry of the trees with the needs of his anticipated agrkgts.
He should respond‘to the sﬁbject matter first, but he would be sure EP later'
choose compositions with stable, studied verticals for Smithsonian, while pro-

S viding pictures with more styliied lines for Camera 35,

- "The avgument for primacy of intuition or previspalization ‘is a spirited one,

The l.and'scape photographer Paul Caponigro says, >

When I'm out in nature,"I respond to. emotional stimulus which determines what

and when I photograph, I can get excited about a cloud moving over a group ’

of rocks and think, .this could make a beautiful arrangement, but I don't always °
. trust my thoughts of arranging or composing., When I recognize a potential .-
o picture, I don't waste a second thinking about the position of objects,

Sometimes I literally guess where the image will appear on the ground

glass and shoot, ‘I work fast, thinking all the whide; Who can guarantee us

» T
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T anything for ali the thinking and feeling? Who is such a total master that
he's going to get pfecisely what he expects? There are too many variables
in the overall process,8 #

» ’

On the other hand, the designer and “teacher Donis Dondis says, "Sudden inspiration,
‘mindlessness, is not an acceptable force in design, Careful pianning, intellectua;
| proping,‘technical knowlldge are necessities in visual pre-planning and design."9
- For people who create for mass media, emphasis probably should be placedl
oh previsualization. 6ﬁrs is a discipline that relies on tools——camera, enlarger,
T-square, press, etc.,., Neither graphic designer nor photojournalist has camplete
control of his product, All of us are part of a larger mechanical process.
Eventually, other productlon people w1ll take our artifacts and make them phy-
sically manifest for the target audlence. So, 1t is important for graphlc design
i and photojournalism teachers tb‘make sure that thelr students understand the
mechanics of reproduction. The incifient designer or‘photographer must be abie -
to previsualize not only the final product, but the labor-intensive cperations
.that must be performed to nake that intuition‘a reality. In tur, the resolution,
ef lines can be no finer than that provided by the process photographic steﬁ.
A1l graphic designers and photojournalists ai:\bpund by a comnon link to
realism, Graphic desxgn,as concerned w1th the creation of a tactile object,
and photogournallsm is the process of taking a story and making it v1snally real,
B However, abstraction’ is also a component of every artifact we create, Lines,
in‘particular, can be isolated and 1ater‘dra§n out of the composition, just
as: they are fundamental‘devicgs that are designed first, Morecver, lines in
their abstract, non~representatinnal state often influenceland ccntrol thé
primacy effect of realism, By, themselves, iines can have meaning, and in their
abstracted placement, interactions, and'energy levels, they can help shape the
perceptgon that the viewer has when he'looks at the content, the real, pictorial
Cimge SR
. - Inevitably, as'we\consider the iinks between graphtc'design;and photcjourna%ism, k

“ . o ‘ ‘ -
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we will come to a discu531on of form versus content and structure versus aes-

-

thet1cs. In those-differentials it id usually supposed’ that form and structure

contain, imply or display content and aesthetics, But in our exploration of
commonalities in visual commmnication, the relatipnships are.more complex, For
. ~ ) ~

instdnce, form and content will interact within an individual photograph, But

-

on a second level, form and content must be analyzed in terms of groups of images,
Truthfulness and realism demand that each part contributes to tlie meaning of the

'whole> The photographer Lewis Baltz puts it,this wéy

A}

My own solution to the problem of the VeTaC’ty ef photographs is to .make

the series and not the’ single -image, the unit or work, Grouping photographs
allows points to be raised, asserted through repetition, criticized and
restructured into sub-categories; in short, a coherent visual syntax can be
developed to show a number of facets of the same general subject, 10

In photoJournalism we promote this perspective, calling it faﬁynessa objectivity

and balance.’ ] s

When the photojournalistic image is printed in a mass-medium, the _relationship
between form and content beccmes even more complex. We can talk of Single images

of groups of photographs, but there is a hierarchy .of visual ordering that'says ,

-

that photojournalism is only an element of'‘a larger entity, In news magazines
’

groups of photogra”ﬁs must be sequenced with copy, heads and other illustrations

7

into a design that has structure and meaning, a meaning that is partially gen—

erated, and wholly facilitated, hy that sf?ucture. In. other words the photojour-
nalistic 1mage must be a part of. the larger g\aphic design gestalt, and lines

. . =Y :
are often the~tool used to cambine the pictorial the architectonic.

If lines and shapes are the guiding agents for giQuping’in layout; cropping
. ‘ / . .
is their steward. It is the boon of -the graphic designe and the bane of the

photojournalist.' While some would argue that there is nothin

to be gained
- u ‘
'by cropping through-the enlarger, or that the very premise of cropping means
) ' 12 AN

that there can be no_composition in %hptographw, the ﬁﬂbtojourhalist must be

.

- W5




Page 8

o - ~

. 4
teught'that, for .his artifacts’at least, cropping is a nheno;enon that must be
considered in the oompositional balance., Often times, we have tohcrop tO'ensure '
that structural lines within the photojournaiistic image snpport-the visual flow
of the spread: 'Unity of &he’ whole page or spread is the ultimate’ point in the ~
design:hierarchy, "and a photographer can scarcely be too apprecietive of
the layout man who giveF his norh a beautrful presentation of a kind which”’ ‘
keeps the‘full import of the story; a display in which the pictures have spatially
correct marglns and stand out as they should; and in which each page possesses

vs13
1t5\own afchitecture and rhythm, ",

{ines in framing ‘ )'

< LY

The archltecture/bf a magazine spread or a photojournallstic image 1s determ:.Lne'l

by its frame., A frame, in turn, is delineated by the perimeters of the artlfact
or image area, and perlmeters are nothlng more than lines that mark the separation
between artifact ang environmentel space or image and border., A frame also Muil
have a certain proportlcn that must be considered when comp051ng ‘Visual elements
within that space, Tradltlonally, the‘rectangle has been the preferred frame l-ﬂ
in graphic design and pﬁbtoéraphy. This is partly due to' historical necessity.,

~—~——

The right angle and rectangularity have preegg;nated in design becahse of the
printer's em quad and foundry lock-up of type in- letterpress printing.lh Also,
it is no coincidence thét the format of most,magazings and films are the same,
Both provide a rectangular frame in the usual ratio of 2:3, a eo—called.natural'
proportion incorporéted as the golden rectangle by Ictinus and Phidies in the
Farthenon and‘as,the’golden mean by Da Vinci and Le Corbusier in their human and ,
"architectural designs. | o
Although there is little variation in the proportlons of film‘formats, and
although most photojournalists use 35mm f£ilm, framlng in photography prOVldes

almost endless possibilities, A photogournallst is limited only by the camera- .
SHeLe - f

to-subject dietance, angleLBf view, and the number of lenses of varying focal lengtihts
3 ' ‘ . M v "‘ .
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in his gadget bég In layout the frame is also the inlt.ial design oonslderation.
The de31gner, not tied to i‘ilm formats but inﬁluenced h& standard paper sizes,

first detemu_nes the gize and pmportlon of the pnnted piece. That becomes the

-flxéd frame. Id.}ce the photojournallst the designer has-an empty space that ~

A

 must be divided 'and filled. Within that area the designer can manipulate lhe size,
" dimension and perspéctlve of visual elements s just as the photo,]oumahst uses

- lenses, to force a oertain campression of space and an mterrelationshlp between

the points of attraction in a composition,

Iines: ) the primary tool of'previsualizati. on

~ o+ . - \ - - r'd
. R _Q"

The lens sees as th,e eye sees in complete detail, fully reinforced with-

all of the visual elements, All of which is another way of saying the visual

element’s afe richly present in our natural environment, No such completeness
. of replication of our visual setting is present in the beginnings 6f visual

ideas, the plan, the rough sketch.:.-Previsualization is d]omlnated by

the simple, spare, yet highly expressive element of line,

Lines are the primary tool of prev:i.sualization. In this.vein they are

conscioﬁs, cognitive device‘s. But in another sense lines a.re felt not .learned
We can say, then, that li.nes should be intuit:we in their formation but- should
be analyz.ed_ in their relation to the whold, A =

‘ Piet Mondrian, the Dutch abstract painter, had a p/ivota]: effect on the
;growth” of modern graphic design Before the development of hls phllosophy of
Neo-Plastlclty, most design relle‘d on the forml balance of symmetry, But Mondrian
N~

maintained that the task of art is to destroy static equﬂ.‘ibnum and create
‘ 16

. dy'namic eunJ_Ibnum in"its place, Only through pure constructlon, he beheved,

could a composition resonate wzlth a universal hannony that would be v1tal and,
understandable to everyone, irrespectlve of cultural dlfferences.* To accpmph‘sh
this, he :devised a method of de31gr1 whereby forms are balancéd asyynnetrically
}ry counterpoising their visual we‘i‘ghts and relying on the constr{xction of a
rhythm dt“mutnal relations or free lines,

R

™~




" neutral forms, non-figurative ‘art has made the rectangular relation ‘more and
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"But, he realized that in order to effect this plasticity, there would have

=

to be_an overriding stabihty through the use of d.imenSion, He chose the, rec--'

—

ta.ngle, again \as the preferred medium. "Througﬁ the clarity and. Simplicity of

. [
. .

fmore déterminat@ until, Iinalq, it has ‘established it through free lines which ,
. 1 .
intersect and appear to foym rectangles.™.. ) -~ . »

-

* ]
Mondrian used‘'lines to divide compositional space within a frame, - Then, g

in the later stages of his art ‘he would f£ill in some of the rectangles with pu.re/

primary colors. Balance woula be acmeved by ju.éctapos:mg the SlZe of the color, ’.

its placement its hue angi chroma with other colors in the asynmetrical compOSition.
Magazine deSigners, influenced by Moridrian and his assimilation ng the ' '
Bauhaus mbvement, began to arrarge their forms withir a rectangular frame by )
using the same method of ini‘omal balancing Relative weights would be ascribed
to each Visual element, and ptctographs and copy blocks would be counterpoxsed
according to their mutual relacions, rather than beihg statically balance‘d
along synmetm.cal axes. However, magazine designers adop'ting the Nfondrian,
plastic style chose to divide their compositional spaces With Jdmaginary hnes,
rather than with Mondrian! s real lines, “They ordered: theinnworks by a:ligning

graphic elements along invisible ‘Vectors. This logical development also pro- . .

vided designers with a new compositional elemeht-—white space or negative s;iace.

_This negatiVe space, if regular in its outline due to geometry and continuous,, .

1mag1nary permeters, could have a dynamc effect on other Vls:Lble structures

H

within the compesition, The negative space could define the pOSitiVe space,

like yin a.nd yang, Gestalt psYchologlsts later would refer to this ag a frgure-

ground rela tions hip. K .
. * °

The only problem with this Mondrian-style of balancing and dividing» space . .

" was it? two~dimensional limitati'on.' Mondrian did .not allow for the ar"hicula,tion

N

NS .



o copy, blocks and haJ_ftone fimshes. In photography, where we have the same problem |
e, ;‘ e

. i’agé 11 ’ s : T
of depth in his -theory of,Neo-Plasticity.. Col:xseqtzently, compositions had 'to.be
rectangularly plane rather than cubic. The imaginary lines ‘fo’nned by- oopy -/
bloo.ks could not be bent inward. -This was necessary fg): legibility's sake, but‘
the’ designer who m.shed to add a sense of three-dimensiona.lity to his work was
bmted in the dev1ces he could use, _Shadow type could be employed to add
'Q depth, as could tone, But, .outlines qf :L].lustrations had to be regular and
'two-dlmens:Lona.l, since diamond-like halftone finishes, which could provioe a sense
of depth through the use of two vanishing polnts, would add unnecessdry v:Lsual
weight and energy to a spread and wouSLd pose s1gx11f1cant cropping problems » Since
the fin.lsh would not mesh with rectangular film formats, «
. Because désigners are tied to realism amd the increased marketability it
generates in mass ccnnmuﬁ:cation, they had to find a more usable device to easily ’
express three-dimnsionality. Lines, aéa:ln, were the best solution, but they

were to be found in photographs, not in the plane coni‘lguration of the tltles,

fﬁrying to create the il_lusmn of a third dlmenslon in a two-dimensional artifact,

"We can create depth with, oVerlapplng figures, juxtaposed tones and the arrangement .

of warm and cool colors, But, while colors are ;nissing‘in black-and-white
photographs .and a.oomposition may be mbnotonal, lines will always be. present,

and converging lmes are the easiest way to express depth in a photograph. A
designer kishing to suggest the illusion of three-dimensionality with:m a ’si.ngle

spread could choose photographs with strongly converging; lines to create this

<

effect, ' LN

~

’I’he next step was to create a sense of three-dimens:.onality through suc- A

. \
cessive spreads; rather than just within one spread. Jan wWhite, the innovative
designer and Folto magazine contmbutor, has devised a thefry of three-d:lmen- -

sionality in magazine deslgn that relies on the use of real and maginary lines,

o
e
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‘White iaintains that'magazines can distinguish themselves from other vertically

oriented, printed media, enllven their layouts, and create a better sense of

)

'design totality by exploitlng their horizontal rectangularity.‘ To do this
18
Whlte says that the designer must rely upon the use of a "magic line," A’

magic line is an edge or frontier, It is used to force a horizontal visual T

.. 19
flow across the gutter, and each story dictates its own magic-line position,

Once 'the magazine designer has caused the viewer to see the spread as one

design unit, a horizontal rectangle, he can begin to exploit the memory of the
“ . -
viewer to create a feeling of three-dimensionality., Because of horizontal flow,

the reader is alread} predisposed tojlurn the page. The designer can reinforce
this tendency by usiné pointing dgyices to suggest to the reader that the hor-
i;sontal flow sh‘ould @e followed to the next spread., If upon turning the page
the reader finds a.visual dress or line that is similar to the design of the
spread he just‘léft, White says he then groups those successive spreads iﬁ his
mind and perceives them as a three-dimensional totality, Magazine design can be
thought of as é continuum, a floy that is buoyéd by, and glides along, real or

L4
imaginary vectors, *
p :

on

Iines are physical events -

~

The world is constantly moving, whether macroscopically, as with Newton's’
, . . 20
laws of motion, or subatomically, as with the probabilities of quantum mechanics.

The photographer Robert Adams says it is’ the job of the photdgrapher to make things

stand still, "so that we can see them in their safe beauty." Paul Caponigro
~
echoes Adams and says that he tries to "express the qpiet forces moving in nature,
22 .
to make visible the corfstant flow." !

hY
Iines in nature are physical events, They mist behave according to the

~

laws of physics, So“&t?nes represent a balancing of physical forces.,

n ‘ L4

[ 4
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Lines in'a cémposition are also physical events, They represent a balancing
of compositional forces, Moreovez", in.marking the "'separation of forces in
compoéitior;s and in nature, lines divide space or a' landscape into identifiable
areasi. The areas ca:n be negative space, or ‘they can be filled with detail and

be positive space, -’ N

’I‘i.me; too, is a physical event, and lines in n‘ature‘are also time, Besides

rea%ting to them spatially, the viewer can react to them temporally, Lines are

momentous and must be seized, Yet, they also continue to exist with perception

over time, . R
» B ‘ : . .
Just as we can see motion in nature, or stop its locus by freezing its

remr;ants » We can see another ﬁmdan\r\antal physical force--graVity. It is usually
the results of the force of gravity that are real, that we can see, fallen ,t:iees
for instance., But, we can aq.so perceive gravity kinesthetically in our muscles.
If we look at an oblique line in nature, in a photograph, or in a magazine spread,
we can feel the forcés that'act upon it., We intuitively sense the physics of

that line,

~

Together, the fundamental forces of motion and gravity ‘;‘bn'n a geometry ) @

that is represented by lines, either in nature or in a composition, Henri

£

Cartier-Bresson says that compositio.n relies upon the recognition of these -
23
geometric patterns, Edward Weston suggested that this response must be in-

tuitive, ' T .
— i \
.. /
Now to consult rules of composition before making a picture is a little - /-
like consulting the law of gravitation before going for a walk, Such ruleé\(
and laws are deduced from the accamplished fact. They are the products =
of reflection and after-examination, and are in no way part of the edgative
impetus , 2% '

)

The geometry and physics of composition inextricaﬁ]y link the photographer
[4

with the image being photographed and the designer with the az‘iifact being . \ %

o t25

created, Brett Weston suggests that this phenamenon is like a "gecmetric explosion,”
< j .

3

1&—
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He feels that his photographs represent: a portion of the whole and expand beyond

°

the frame, Y
Just as lines reflect the geometry or matrix of forces within the image or
design, they also are the perception of the viewer, They form a dynamic equili=-

brium with the willing, active involvement of the viewer. Lines are sticks, -

trees in the forest, Whether or not they exist without witness is deba.t.’able;

7

but they are what we perceive first before ‘We ‘"sesthe forest, All else-
t'orﬁ,/t;x?;re » shabe, color—-follow that intuitive response to lines, °

—

Lines are agents of .x%uction, of simplification. In a well-ordered’com-
position or désign, lir;es lgixr:e thought of as echoe&;. The viewer latches onto
them becatige it pleases him., They reverberate in tune with an absolute order
within the self, . - ’ °

The iinage aned’the photographer/designer, then, are like a crystal, They
are ft‘mdamenta:lly conn'ecteéi and are a dimensional entity: TheApho‘bographer/
desigrl;ar is necesérily part of vthe creation, -

In a landscape photog;aﬁh, for 'insta.nce, it is'no longer (appmpriate to‘.'
say that nature is the creator and man is\' the discoverer, Reflecting u;'>on
capturing 3 landscape, Minor White said, -

HZ‘; ‘ i -
It gressed by stages of'a growing awareness of absorption into the place,
- Exposure after exposure were sketches leading—in no very conscious way—
towards this final one, The same shapes, forms, designs recurred with a

growing tension., When this was seen on the ground glass, anything separating
man and place had been dlssolved.

The visual communicator would call this crystalline gecmetry "perception." The
. philosopher might call it "grand design." The new physicist would say that’
"discovery is creation," and that the image is a cbnstgnt&y moving ré-creation

of the patj;erns of organic energy. , .

L 4 -

Iimitations on the use of lines

Lines have their greatest effect within still frames. For this reason

3
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~

_ the use of lines haa limitatjons when one is dealing with film or television.
Lines: are‘ considered in the editing process, but motion is-such a potent compon;ent
that it becomes the single, dominant visual force, '

Others would argue that color is a~more powerfL;l element, is perceived

" first, and is the prifary ordering element in a composition. Indeed, color is
often, overwhelmingly strong, sensual and realistic, but it cannot be paramount
Otherwise, black-and-wlute designs and photographs could not be as easily ac= o
cepted and consumed as they are, )

There-is also a critical difference in the use of lines in‘photojournalismj
and graphic design, Insthe former li_nes- are discovered and placed within a
frame that exists in the photographer's mind. In the latter lines are creatad .
and placeg within the blank frame that lies in front of the designer, as well as
in his mind, In both cases, howe¥er, the photographer and designer approach th;
problem with what Minor White calls "the“b}ank state of mind, "27' an active,
recéptiVe state ofbmind, but one that has no image pre-fonn‘edl:in it at any time. '
The creation and perception of ther-photographer or oesig;ner, then, only ahonld

bé influenced by memory.

The importance of lines in teaching graphic design' and photojournalism’

Lines are agents that ca:1 blend intuition and previsnalization. In graphic
design it is important that students leam the function of lines. But in a ‘e
larger sense, graphics students should becdme accustomed to thinking with lines.
Design structure begins with linear formation, and as Arnheim suggests, lines
are also the matrix of creation in tne visual fieid of the designer'!s mind,

¥

But instruction in the use of lines probably would provide an even greater
‘@it in teach:mg photo,]oumalism.. Henri Cai'tier-Brasson s§ys that a journalist

~
must be able to sense what is happening without having a press release or a pri

knowledge., He writes, "To me photography is the simultaneous recognition in

o
¥
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a fraction of a second of the 31gn1flcance of an event, as well as the precise
28
organlzatlon of forms that give that event its proper expression."

“- Shootlng landscape photograbhs is an 1ntuit1ve act that relies upon the
absorption of the photographer with the scene, However, landscape photography is
contemplative and allows for previsualiza%ion and after-examination, compared to
photojournalism, where phyeical event? tend to occur quickly and the photographer
mst react with greater speed. In photojournalism there is usually liftle time
for analysis of visual structure and composition., The photojournalist must

focus his conscious attention on the developing news event, which is more. often

' a product of frantic, mechanical time than it is of natural, process time,

By encouraging students to shoot landsoapes as a warmup for photojournalistic
forays; they caﬁ learn to compose by intuition,” Composition should be "felt" or
"seen® in an almost mystioal sense, and lines are both the nuclei of intuition
ard the’ agents of previsualization, When a photojournalist, through practice in
shooting landdcapes, can reach the state of mind whereby response to lines is
automatlc, he w1ll not have to dwell upon the'“precise organization of forms."

Instead, he can devote that perceptual energy to sensing the "s&gnlficance of

3 the event.," A developing photojournalist can grow fasfer ard reaeh a broader

public by learning to seize the graphic,

"

~
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Slide Presentation Outline

Siide #]'.—Ié.ndscape

a, ZRlacement of horizon line,

b, Iines formed by abutting tones, \
Coe Lines exist at periphery of shapes, = #

Slides #2-9—ILandscape (series of high contrast slides ending with represen-

tational view).

-~

a, Lines las structural abstractions,

b, ' Relative energy levels of lines, f g
G, Gestalt grouping of lines,

d. Emotive qualities of abstract lines. -
Slide #10—-"Continuum," Qmuni, February 1982, pp. 36-37.

a, Use of real lines in magazine design.
Slide #11—Piet Mondrian, Composition in Black and White and Red, 1936.

o N\ -

a2, Real dines form rectangles,

b.. Asymmetrical, informal bala}lce by Jjuxtaposing visuai weights,

" Slides #12-1l—"Jacque s Mglignon,_"~ Zoom, (No month) 1981, American Edition, pp. 84-89,

a, Mondrian style in magazine design.
b. ' Use of imaginary lines,

P .
ce Use of visual vectors; stimulating_/arresting visual flow.

NEN
d, Lines de]inez:tte positive and ngéative space, '
Slide #15--Landsgape
a. Real‘ lines in landsca‘peelz. l
b. Asyrﬁmetry in landscapes.,
Slide #lé—-Ian;iscapé . ' - . ’ . | -

.

a. Simplicity of lines, s .. a

b, Division of space into fewest areas,
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8. Slide #1’7'-;‘-I.andsc§1pe
a.’ Line.s reinforcing each other, )
b, Lines represent time,
9. Slide #18—Photojournalisp
a, ILines f01.~ce attention on human subjectss
<10, Slide #19-413ndscép;e

a., Increasing the number of lines and the'divisions of space,

o

11, Slide #20—Iandscape . . _—

. . o . - . -
a, Cgmplexity of linear division demands compositional ordering by anothen

3 e

visual element——color,
12, Slides #21-22—"Elan in Rio de Jamreiro," Architectural Digest, January‘ 1982,

pp. 112-117, ’ . y: Ny .
a, Use of converging lines in printed photographs to create sense of depth

.

g@hin magazine spread. v

b, Diagonal lines to link successive spreads,

13. Slides #23-25—landscapes . ’
a. Use of converging lines in photographs, -
14, Slide #26—Photojournalism . ' v

/

N —

a, Use of color to form imaglnari' lines a.nd‘i.U.usion of depth. ‘
15, Slides #27-30—"Alaska," Outside, March 1978, pp. 4O-k7. . * °
a. ~Jan White's theory of th_ree-dim'?néionality in magaziné design tﬁrough
o ' use of'porizontal wlre . flow,

b, Use of memory ir:magazine design, “ - o

c. Gl;‘aphic pointers to su.sta.in"design continuity,.
16, Slides #3;-32“Phot§ijouma1}sm .

' ‘a};' Using lines to &ontain viewer within the frame,

b, Using l’f.nes to accentuate a human dynanrlc;

-

¢
=
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b

17, Slides #33-36—-"Exploring with Don Street," ZQ;: Character Building to -

" Cape Town," Sail, January 1982, pp.’ 104, 105, 110-115,

¢ C :
‘&, Use of gra\ritational lines in magazine design—visual and kinesthetie

~

perception.

e

b, Using.physics to unite verbal and visual,

' 18, Slide #37—"'I‘i.m Hutton Understands," Roli:‘i.n_ggstoneJ February by 1982, pp. 18-19,

14

a; Using unnatural rendering of grav:xty and reciprocal kinesthetic response

, for visual arrest, e

19, Slide #38——Photojournaliem’ °

\

a, ) Use of gravitational lines to depict expenditure of energy.
b. Interaction of force lines to create coppositional dynamic,

20, Slides #39-40-—~Landscapes
) .
a. Use of lines to depict radiant energy.

Slide #41l--Landscape -

a., locus and energy level of lines can have emotive\qua]ity.,
. g )
Slide #42--Landscape

a, Use of lines to focus interest, y,

b, Use of lines:to ileighten perception of energy,
" Skide #43-—Photojournalism

a, Use of ‘lines and memory to depict sexual energy,:

Slide #44=~Photo journalism T .

’

a. Use of lines W unite split. centers of interesi: in a composition,
Slide #A5-—-Photo.]ournahsnn § . o

-2, Interrupting the gestalt grouping‘ of lines with introduction ‘of human element,
b, Using lines to.link human figures with their environment,

Slide #Aé—PPotojounxali'sm . ' ‘

a, Use of lines to tell a story; to suggest meaning,
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