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ABSTRACT

™ SUPERCHARGED COLOR:

Its Arresting Place in Visual Communication

By

Cralg L Denton )
Department of Communlcatlon
) Un1ver51ty of Utah
Salt Lake City, UT .84112

For centurles artlsts have explored the multitudinous uses of color in

compos1tlons Believing that colors have 1nnate symbollc, expressxve and

aesthetic qualltles,rartlsts have been keenly aware that these properties

can be magnified or subdued by organlzlng colors carefully within a com-

pos1tlonal space. A frame, in turn; delineates the boundaries of a com-

positional space, and artIsts have suggested that certain positions within

a framed field of view are inherently advantageous or disadvantageous for

the placement of coior

More recentiy, 1nvest1gatohs in Gestalt psyChology”have identified a phénomenon

called "magnetism of the frame." Developing a theory, they say that a frame
has powers of attraction and that any ob}ects placed close to an_edge, either
inside. or outside the frame,; seemingly will be drawn toward the frame; an
appllcatlon of psychological closure. Uther researchers have discovered that
certain sections within any framed space have the potent1al to sharpen the

. v1sual effects of any object placed within those sections. .

This paper and s11de presentatlon begln an eXploratlon of the effects of

.magnetism of the frame on_colors. _They visually outline the possible- areas of

investigation; the variables of color and oom9051tlonal,f1eld that need tor

be addressed and controlled, and offer depictions of media tools and stimuli

that could be used to test hypotheses. After developirg sotie hypotheses

and suggesting some possible effects, the paper and slide program survey the
ramifications for applied mass communlcatlon. A frame, it is argued, can
"Supercharge" colors. In turn, that phenomenon could be employed. in telev151on

news delivery, publication or packaging design, and examples of those ‘appli-

cations are offered. Last, the slide program shows how the placement of coior

within a frame is crucial to effective composition in color photography:



SUPERCHARGED COLOR:

Its Arresting Place in Visual Communication

The chameleon knows something about color that the peacock does not
know. The use of color should be more selective than simply displaying color
because it is available. Rather; the chameleon relies upon. the knowlacge that

Graphic designers and color photographers share something in cotmon:
with both the chameleon and the peacock. Like the chameleon; visual designers
must make ‘deliberate choices in the use of color. Like the chameleon, they
know that the use of .color for Simple ornamentation can be deadly. Like the
peacock, however, graphic designers and color photographers often must use
color to attract attention. |

This paper and accompanying slide presentation explore the problem of
“right color and right place:" (Time; as a physical quantity; will not be included

this offering is that a eolor in certain positions within a frame can be used
fcr a number of communication parposes: In turn; this carefully placed color
could be defined as "supercharged color." Its primary use could be to arrest
conclusion; however; guestions regarding other possible uses and areas of
investigation will be explored.
This, then, is essentially a descriptive paper. It combines research

i . ] ] ) ) W . 7‘ ) B i ) . ) )

on frame effects with theorieés on the usé of color frof artists and aestheticians.

It outlines an area for both émpirical and critical Study, indicates possible

research tools and discusses the several variables. Because the author is

o
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interested in the practical aspects of the pﬁbblém; this paper and slide
presentation also have an applied focus. Using the hypothesis that Shapes

of color have sharpened visual effects when placed close to the edge of a frame,
the author will Suggest how the phenomerion of Supercharged color can be used

in publication, advertising and packaging design, television news déiivéry,

ind as a compositional challengé in color photozraphy.

A -Frame: . The Renaissance View

A frame is a boundary that enclose: a compositional space. In turn,
a frame can be formed in a variety of ways. Commonly, a frame is the border

around a visual image: That border can be a matte, a mount board, a wall upon

& f?éﬁé; too, is created when two compositions come Eéééﬁﬁé?;éﬁarféFﬁ an edge.
betueen them. |
Traditionally, the idea of a frame is an inheritance from the Renaissance.
Bééihhihg with the 15th Century,; painters envisioned a fYahé as a Qihdaw on
the wbﬁld.i Through it,; a viewer could Witﬁéss the unfolding of hu 1 events;
diich 1iks a prosceniiifi arch serves to frame thé world within which actors
tell their stori€s. In the Renaissance view a frame is the closest thing to
position in space. It represents the plane of fixed viewing. Correspondingly,
mary of the developments during the approximately 150 years of the Renaissance
were a conscious effort on the part of painters to better uné;bstandland create.
the itllusion of depth inside that Erame. While Early ﬁenaiésance painters
tended to cramp their figures all in the foreground, close.to the frame, and’
~ disregarded the careful depiction of detail in trne background, High Renaissance
painters sousht a more naturalistic rendition of space;\with greaﬁwaépth beyond .

the frame being a clearly defined goal.  Lirear and aerial perspective commonly

S
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were used to creété the illusion of three-dimensional space. But under -no
circumstarnces, according to the High Rena;ssance view, should the pictorial
eiements within the frame have any interaction with the Fréme itséif:

' More recently, visual communication theorists like Arnheim and Weismann

zrounded in Gestalt psychology have :1aintained that a frame encloses space, and

frame forces. They define visual experience as the active interplay of the

viewer with the 665565&5_66;2 Rather than superimposing an individual set
of compositional predilections,; viewers of any composition tend to conform to

They are invisible, yet can be seen like magnetism can be seen. In turn; this
structural skeleton cf forcés within the field can act as a stabilizing influence
i the creation of a composition of linés, shapés and Forms within that field.
from the corners, and the golden sections, a set of axes that are intuitively
scribed by viewers which divide space both horizontally and vertically in a

:5 ratio. These forces represent a matrix of latent dynamism in a field of view.

L

Artists and sesthieticians use a different nomenclature. Kepes, the
artist and teacher, for instance, éhoose; to call these forces "patterns" and

similarly suggests that viewing is an active proéeés;q Although we tend to

see a compositional artifact as an entity distinct from its surroundings, the
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diagonals and golden sections: Structural ?6Féé§ in this theory are "patterned

networks of sensation."® But both Kepes' theory and those of Arnheim and Weismann

converge, however, in their insistence that field forces are tatent and dynamic
and oniy come into piay when objects are placed; arranged; frozen or interact
within a eéﬁbeéitieﬁéi field:

Arnheim calls these forces vectors of "directed tension;" and sa}s that
organisms have a general tendency to resolve tension by unconsciously moving
in the direction of the lowest attainable tension level.' Similarly; a visual
communicator is encouraged to either use exaggerated tension for a deliberate
res_sn, or, fore likely, compose her pictorial elements so that the reduction
of tensien is the overriding coricern. Weismann, too, borrows from the léxicon

of Gestalt psychology and says that field forces are matrices along which®there

will be tension and closure.C An object placed within a compositional field

will at one and the same time tend to move away from ore edge of the frame,
represented by tension{ and toward enother edge of the frame, represented by
closure. All parties ie’EBe investigation, the researchers like Arnheim

and Weiéﬁerh; and the érEi§E§ and aestheticians iike Kepes,; agree that balance

in a composition is achieved when these field forces of tension and closure’

are equalized: 4lso; ambiguity is injected into a eomposxtion when the ob ject
is ptaced in a position that seems to be near but not exactly on a latent field

force:

An unp]eaeant effect is produced by locatlons at which pulls are so
equiveocal and ambiguous that the eye cannot dec1de whether the obJect

is pressing in any particular direction. Such wavering makes the

visual statement unclear and 1nterferes with the observer's perceptuatl

Judgment In amblguous situations the visual pattern ceases to determine

what is seen, and subJectlve factors in the observer, sueh as his focus

\O !

of attentlon or hls preference for a particular direction; come into play:
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power; Niekamp found that the Farther an object iS From the ccntér of a field,;
the more attractive force it exerts. Also, he suggested that the upper left
quadrant seems to cause more initial fixations and Sometimes the longest fix-
ations. Last, hé stated that the upper half of a field has inherently greater
visual weight than the lower half, a finding that confirms Arnheim's theory. 'O

placed within various sectors of a compositional field, Herbener, Van Tubergéﬁ
and Whitlow determined that'images are more active when the center of interest

is higher in the frame, that images are more potent higher in the .if‘r-aniégpand that
there is ‘an increase in tension as an cbject moves away from the geometric -
center; even if it is placed on an X or Y axis: || ; In turn, Arnheim maintains

that it takes more energy for an object to overcome gravity and rise. -

R e——

Frame Forces

In addition to field Forces are other forces--frame Forces. Whether

‘hese forces are a separate force or .just ons fiore field Force is not too
important here. But frame forces areé just as evident and inherent as field
forces, according to Arnheim and Weismann. They theorize that areas close to
the edge Of a frame, both inside and outside the frame and circumnavigating
all perimeters of the frame, are "charged' areas. bbjects_piaceﬁ close ?5 the
framé in these areas will be dirsctly affected by the framg. They will be
placad in a situation of tension and closure: The.frame will tend to draw the
‘object away from the geometric center of the field and toward the frame itself:

, %his phenomerion 1is called "magnetism of the frame,"” -and Weismann suggests that
it represents psychological closure, that the object tries to attain the lowest
lavel 'of tension by gravitating toward the dominant force, the ;Egé of the frame:

L
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Zettl, Who al50 Encouragés the recognition of frafme forces; Suggests that

magnetism of the frame iS Strongest when an object is placed in the corner

of a field, the rationale bethg that in that position two edges of a frame
14

are simultaneocusly working on the object. . S

4

In most experiments testing the effects of frame magnetism, investigators
used a round disk as the object.irs The rationale is that a circle is the ieésé
interactive shape with a frame, which is usually formed by two Straight lines
coming together at right angles: Squares and rectangles typically are rot
used as éﬁéf}éé because they may be strongly éEEFé\EEé@ By the f‘?éﬁié because of

-

their geomefric peculiarities: For instance; a square may seem to be aitiacted
by the edge of a frame, not because of .the inherent magnetic force of the frafie,
but because of similarity; i:e: both frame and shape share qualities of having
straight lines and right ahéiéé;: Moreover, if that square is oriented in such
a way to the frame thaé its sides are paraliel to the edges of thé‘fﬁéﬁé; then

the simiiafity stEuCk'b?'pafaliéléim would cause an attraction of shape to’
o

frame, and not becausé the frafe by itself has a power of attraction. ‘
A triangle, too, can poéé the samé intéractivé problems. A right triangle,

if it is ticked ifito & corfisr hear a frame with its hypotenusé facing the

seometric center of the field, seems to combine with the frame because its

base sides and 90 degree angle are similar to the same Structures found in the

corner of the frame, and our brains group thoseé similarities. If, however, |

the right triangle is reoriented%invspacé SO that its hypotenuse faces the corner

of the frame, then it has less interaction with the frame because those struct-

ural similarities of common angle and extending sides are not as obvious.

The artist and aesthetician Faber Birren argues that triangles and
squares are easier to perceive and orient in space than is a Eiﬁélé or sphere;
probably because the circle lacks sharpness and iS not easy for the éyé to

-
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focus on. 7 Arnheim says that a circle tends to be an isolated shape in any ™~_

composition because it does not Fit easily into a context; since most of our
natural forms and shapes include éhéiéé.ié A circle, théﬁ; is potentially the
least interactive shape with a frame. It shares nothing in common with the
usually rectangular frame; héitﬁéf angle nor line; so shape can be somewhat

In past investigations measuring the effects of frame magnetism effects

]

on objects, a black disk was used, the reasoning being that color would add
still another variable. Yut in most mass media, objects within a composition
possess color attributes as well as point, line, shape, tone, texture or form.
Whiie a circle may be harder for the eye to focus on than 'a‘s'quar'e or triangle,
it also may be true that the choice of hues for object and background may in-
fluence the legibility of shapes. Colors have é&nesthetiébdﬁéliﬁies whereby
there are common involuntary ééﬁééf:iﬁﬁé iri.E)BééF%iéf-é to color combinations

1n zddition to.the regular sensations that they experience when Sééiﬁé a color.
For instance; warm colors :'Eéﬁa to advance E§ the foregrouid while cool colors

N PN

therefore making it more legible and easjly focused on.
* Shape and color, then, may complement each other and combine within an

object; cr they may clash and appear as separate qualities. Arnheim argues

‘that a shape is a better means of identification of 4 thing than a color because

‘3 Shape has more qualitative differences and because a color is more influenced
e i i i e oo s 20
by er.vironmental conditions; the color of the incident light, for examgle.

Schacrtel 2oes farther and maintains that the experience of color is a passive

10




into a perceptual meaning that could be ensured in all alidier©és: But even

_Emotion strikes us as color does: Shape; by contrast; seems to require
a more active response. We scan the object, establish its stryctural
skeleton; relate the parts to the whole:.. Broadiy speaking;" in color

vision action issues from the object and affects the person; but for the
Arnheim is 1ess categorical and says this is only a tendency. Shape can be
expressive, and color ®hn have a téctonic Structud like shape.oo

Attributes of Color ' by

Hue is one of the variables of color. Brightness or value and chrofia
are the other inherent variables. But &s noted above, it is also difficult
to separate the v;riabies of color from the other surrounding phieriomena which
may influence the perception of color hue, value or chiroma. Shape is one of
those variables. So too are line, three-dimei.sional form,'the content or
"thingness" of the visual stimuli or compééitios; and the context in which
the "thing" is perceived: Last, the position of that éélor within the frare

R A

It would be comforting if all these variables ﬁéé}& somehow always' combine
- d "\

if shape; tine; sbé%ifié content and context couild be éaéﬁtifiéd and exapE
culturdl meanings attaChéa; color is resistant tbbéﬁéﬁ iébéiiﬁg. éii we know
is that culturally shared meanings and color preférences are too culture-
specific an timé:spECific.tg be of definitive help.

But symbolic meanings of color often seem to have more universal con-
rotations.23 Kohler and Arnheim érgué that this is because cgicrs'hévé innate
qgaiitiés, and symbolic meanings of color are quéiitiéé of coibr, just as

U~ /S
saturatien or hue. Jurnig agrees and says the universal acceptance of sSymbolic

. oL . . A . B Te . S L . . . R .
meanings of color i% due to psychological "'érchetyp’es’"‘or "primordial images"

that are inherited.2” In this nativistic approach,. "To @erceive colors at all

o
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The perception of expression is innate and most natural, while what'needs

exptanation is the matter-of-fact perception, which is a late development and
7777777 . . 26 ‘

' "The color red, for instance, seems to have strong cross-cultural,
symbolic connotations. According to Kreitler and Kreitler, red is universally

interpreted as exciting, stimulating, powerful, Strong, vigorous, masterful,
~ ' N . - N T

energetic, impulsive, and gay with a note of aggression.2! It aiso signals \
R aal ey '

© . danger. , : 5% qw .
Kreitler and Kreitler also suggest that described meanings of colors : .

include dimensions of meaning. Blue, for instance, can be interoreted on
different levels: : \

These are meaning in terms of .bodily expression; e.g.; blue constricts

is & cold color; in terms of general abstract interpretations; e.g.;

blue denotes spirituality; in terms of ﬁétéphbi“i based on resemblance

in the characteristics of thé color and the meaning; €.g., blue is like

the world beyond; and finally; mearning expressed in terms of what

could be galled true symbols, whereby the color comés to represent a

contrast and its solution, e.g., blue denotes the fusion of heavenly

peace and the destructive fire of lightning:29

fed: _The Potential Best Choice for Testing

A fully saturated, bright red hue would appear to be the best hue
to use to test the effects of magnetism of the frame on colors. Besides its
. seemingly shared, cross-cultural connotations, red is the predominant color

used iﬁ'@ééi iéﬁgdégéé: In their anthropological research from 20 languages,
Seriin and Kay found that; "Whep a language contains a third color name (other
than dark or 1ight),.it is always red; = This new category absorbs the red and.
. oranges and most yellows, pinkd and purples, including violet: The remainder
is divided betueen darkness and Lightness. ">
Red also is a strongly preferred color regardless of age or nationality.
In most tests it continiies to ptace second only £G blue; sometimes; in prefarence:’!

- - ; ¢
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i nature for Use as a pigment, red is & familiar color, and its attributes,

then, would be less likely to intervene on a conscious level with a viewer's

perception of the color when it ig“Biaced close to the ed

Red is an irreducible element. For paintets %t is a fundamental primary:
Although -in the subtractive process of color printing it is treated as a .-
secondary primary, red still is a standard that is uéédsié determine if the
giltering,action of certain densities of inks or dyes is life-like and accurate
in the reproduction of the obigiﬁéi; And although it is éﬁ}i a theory; the
tri-color theory of white light; where red is a fﬁﬁaéﬁéﬁﬁéi‘iiéﬁﬁ primary
with B].Ezué and green, is widely accepted as the most plausible gf‘ the various
theories: %

Any study cf the effects of magnetism of the frame on é'd‘léi‘é has to take
into consideration the ééﬁté;t of color of object against color of background.
Red; in turn, provides; some advantages in this area. °An initial ékﬁébiméﬁt
should seek to minimize the context of bétkébbUﬁd color by using white as a
backdrop. Red on white is viewed as a highly l&giblé color coibination.>
Moreover, the eye has an excellent acuity for red as a point source under dim.

34

light. . .4
Of course, supermarket paékégers and fire engine designers are well
awareé of the high visibility of red and other warm colors like lime-yellows and
oranges. 1In fact, point of sale merchandisers rely strongly on the visibility
of warm colors as fundamental parts of their marketing plans. This high ﬁiéi-
bility of red also would provide benmefits in any experimentation focusing on
frame magnetism effects.” In addition to the fact that the increased visibility
of red aids the quick location of the hue in a compositional field; warm colors
possess the already?;enﬁiéhéd synesthetic quality af;§§Véaéiag to the foreground.

In turn, this phenomenon suggests interesting possibilities fongresearch. a

4 .
. <
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Consider again the Renaissance view; that visual elements should not interact
with the frame. By having the tendency to advance to the foreground; red

would have a greater chanze of interacting with the frame; or at least would
be psychologically "close enough" for the frame to actively affect a passive

red object.

The Hypothetical Effects of Frame Magnetism on Color

Of course, a frame really cannot magnetize a color or object in a real,
physical sense. It is only a metaphor, but a héipfui one, in explaining certain
visual phencmén;. Continuing the line of ééésching~régabaihg magnelism of the
frame initiaéédlby Arnheim, Weismann and Zettl, however, it is éduéiiy illistra-
tive to use the classical physical descriptions of magnetism and electromag=
netic wave action to explain the hypothetical effects of frame magnetism on
‘color.

Magnetism is a product of the movement of electrons in shells within
éEShéi Eé&ﬁ.éiééirén in an atom has a charge, but because the individual

~electron movements are random, the charges tend to neutralize each other and

B

most substances do not have an identifiable charge or potential to attract.

When objects are placed within a magnetic field, BéﬁéGéF; etectron opposites called

dipoies tend to align Eg%ﬁééiVéé in the same direction; toward the magnetic

power. Elements like iron that have ééﬁé dipoles are more easily magnetized.

Eventually; these clumped "Véétbﬁs“ d?=ﬁaéhétié domains become totally ia

alignment with the magnet. Then, the object has north and, south poles.

It is magnetized or "polarized." ' - ; E
If a color is placed close enough to the edge of a frame so that it

: ? o o L L _ . . . e . o B
falls within the magnetic field of the frame; 1t, too, should be similarly,

descriptively affected. It would ténd to gravitaté toward the magnet, the
frame. But that color really doés not "move," so tr e must be sofie othér s
- - B ) B \

I T o =1 p
dT—t;ﬁen. that—the—color—itself

form of energy displacement. LI

-

i : . = . .
4 i ; '1J e - - -
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becomes polarized, although not "polarized” in the physical sense that its
north and south poles 1iké a piece of magnetized iron; that ragnetized color
would tend to possess more energy. It would becomie "supercharged."

But this would not necessarily illustrate how that Supercharging or in-
creased energy is converted into perceptual energy. The color itself may
have a higher degree of eriergy placed next to a frame, but how does a S
perceive that- heightened radiant energy§ That illustration lies in the coopr=
dinate theory of electromagnetic wave action. |

We know that magnetism and electromaénei:ic energy are closely relateu.
For instance, if’é magnetic field passes over a @ire: it will éause an‘eiec;
that electromagnetic waves move perpendicularly to the alignment of magnetic
domains that we call magnetism. In turn, visible tight is a group of éiééf:ﬁé—
magnetic light waves and frequencies. The Visibie spectrum Bégiﬁé with red,

the color with the longest wave frequencies and léﬁéthé.js -
wa, we have a way of illustrating how the increased energy from super-
charging is perceived by a viewer. Once a color is magnetized o polarized
4 by a frame, it would have its own magnetic Field or alignment. Tﬁ;t magnetic
field, in effect; is a vector that squares with the edge of the frame. Conceive,
then, of the frame and color as béiné orie, flat plane. Perpendicular “c that
plane, and mbvihg ;cwara the viewer in three-dimensionzl Space, would b3 the
vector of eléctromagnetic erergy caused by the magnetism. |

color at all indicates that there is a perceptual‘path from the color <o the. -
viewer.: In tuFﬁ;'thé increased radiant energy due to the magnetic supercharging

of the color is added to that already present perceptual vector. The chiy

‘ - . : ‘,7  flfs
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differenice is that the supercharging radiates from the color itself. It is not

reflected from the incident light. But the viewer canrot distinguish between

the two: She perceives the color close to the edge of the frame as a more

It can be hypothesized that that supercharged color “would cause tension
in the viewer. In turn, that tension could be used for visual arrest, to

attract attention. Also; it is a tension that could be manipulated: We can

hypothesize that the explicit tension could be mediated and controlled by

placing that supercharged color on one of the inierenc field forces that are

believed to possess a measure of stability and equanimitys; a golden section

for instance. So, the supercharged color need not be wholly tense and dis-

turbing; a simplistic exercise in inrequited shock or abrasion. Father, the
H]

energy of the supercharged tolor could bé.haihééééa for controlied visual

communication purposes. jp -

It also can be hypjfhesized that the other variables of color, as well

as the other compositional variables of lirie, shape, Form, content and context,
.- ¥

would have some influence on the degrée of supercharging and the transference -
of that increased energy to the perceiver. For instance, a background color

7 other than white probably would cause slightly different perceptq;i effects.
/& red circle on a green background, a complementary color combination using the
artist's color wheel, might tend to increase the Eééiénfjéhéégi because the red

circle would tend to advance further away from the background color and toward

the foreground; more so than with a bright, white background, causing a greater

potential for tiile red circle to interact with the 5i§ﬁé of the frame:
In an analogous color scheme, on the other hand, a red éircie on an orange
background ofiéquai brightress and saturation prob:bly would lose much of

its supercharged effects. The red circle would be less visible to the viewer

B
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against an orange background. Therefore, the attractive powers of the frarie
_Wouid have less to work on. Moreover, the frame itself would tend to become
less important in such a‘situation, becéuse the overwhelming synesthesia of
advancing warm colors across the entire compositional fiéid; might cause the

colors to move pass the frame and form a new plane closer to the viewer:

This paper and siide EFéééﬁEéEiéﬁuééEiiﬁé a 56Eéﬁ€iélAéEéé of study.
Perhaps, following the line of argument; the ?éé&é? already has devised an
would be to use the méthédélégy‘aéviséa by Herbener. Van Tubergen and Whitiow
whéiébyzthéy bfféﬁéd‘théif.subjééts six framed visual stimuli in random order
and then asked them to indicate their Feelings prompted by each stimulus on
a series of five-point semantic differential scales. In each case a tone circle

of 22-line, 30% screen, was used. The circle was offered at six different posi=-

the investigators choss the six differsit positions for the tone circle so as |
to represent the vertical axis, a diagonal axis, and oneé horizontally off=
center position.>® L
An experiment testing the effects of frame magnetism on color would
need to substitute a red colored circle forithe blacklﬁonebciréie;, However;.

as Herbener, Van Tubergen and Whitlow suggested in retrospect, other positions

Those added positions should include the placement of the red circle in mag-
netized positions on golden sections:

In order to test the hypothesis that supercharged color would cause
.differentiat-activity factor by using the tense-relaxed bibdlai‘baiﬁ.‘kLatéE‘,
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or more thorough experiménts could test response to othér factors such as the
evaluative factor with'a bléa’is:aht—uhbléa'sahﬁ bipolar pair; the stylistic factor
with an exciting-dull bipolar pair; and the potency factor with a bold-timid
bipolar pair. At this point it would 5&&m unproductive to test the ethical
factor with a fair=unfair bipolar pair, since a color without a surrounding
context would not Necessarily stimulaté an ethical reaction. However; it is
not iriconceivable that that factor could be measured in the contéxt of tele-
vision news delivery, with the anchor adopting different colored handkerchiefs
that are framed in such a way that they are magneétized by the television frame.
. The new personal computers offer still another methodological alter-

. , .

involvement. Consider the possibility of embioyiﬁg a user friendiy computer
with a mouse and a graphics program with a color component. Rather than
mechanically offering a subject a fixed set of visual stimuli, which would

to use the computer's mouse to move around a red circle until she Finds a
position on the television screen where the circle appears to her to Eé?é the
greatest tension:

p Inis research outline thébicubuél§ avoids the testing of fééﬁéFéEBEBéE
than the activity faCtbi; for tﬁé overriding reason that most interpretations

culture-specific. Only those symbolic interpretations due to the so-called
3

innate qualities of colors seem to bridge time and tribe. Yet; it would
Cé}téiniy be important and instructive to know if the color red, besides creating
more tension, seems more arresting, more exciting, fiore powerful, fore mASterful;
fiore impuisiQe and/or more déﬁéerous if it were placed.in a supercharged

position within a frame.

H‘
@
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'If these possibilities can be proven,.-it also may:be fruitful to explore

other questions that are fundamental to the area of study:

==Doés supercharging a color génerateé new interpretations 6r- additional

L ]

dimensions of meaning differént from thé innaté, archetypal meanings?

--The size of a shape of color is a variable in color composition. To

what extent, then, would Size negate the effects of frafie magnetisi,

and subsequently, supercharging? How large must ‘@ colored shape be before

it begins to take on a life of its own, where it.no longer is subor-
dinate to and affected by the edge of the frame, where it possesses
enough visual mass that its magnetic, gravitational power are greater

than that of the frame?

--Certain shapes have psychological meanings already attached to them:

For instance, a square often is interpreted as being static and boring.
A circle suggests composure. 'If'éhébéé é;é placed within the magnetic
tield of a frame, aﬁé'thaéé,psyéhalagi¢a}‘6ééaiﬁgé similarly affected?
If an object has a shared psychological meaning; such as a cross for
Christians, is its ihhéﬁéhtvméahihg SHéﬁpéhéd if it becomes magnetized?
In turn, if & color is added to Sither that Shapé or object in & mag-
netized position, are new interpretations created that can be said to be

shared?

--A composition needs a certain amount of richness to involve the viewer
and prevent her from becoming bored. For that reason supercharged color

éiéﬁé‘ééﬁﬁéE be expected to offer too much in thenway of composition.
Tt must Function with GtAer compositional elements; and & design o gbod
c idésﬁéit relies 65 the intérdépéndence éf‘aii co@posiﬁibhai elements preséh&.
CérreSbéndingiy} it is necessdry to know to what extent supercharged

»

19
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“color can fit into a composition; to what extent it can be Used as a
structural tool. Would a supercharged Color lessen the physical at-
tributes of shape; if that colored Shaps uers piacea close to the sdge
of a frame? Would a supercharged color necessa nlly overpower line,
éoﬁiééoE; and/or texture? Would the inclusion éf a sgﬂégz;arged color -

in a composition overpower the content? Would it add a sénse of unreality

to some contents?

--In terms of* composition; form usually is defined as being & shape with
a coordinate quaixty of volume or three-dimensionality. A cube, for
ihétéﬁéé, can be rendered as a three-dimensional object on a two-dimen=

sional surface by usxng perspectlve and isometric pPOJECthH Would

printed with a warm color, would the sense of threedimensionality be
leveléd and lessened if it were placed close to the edge of a frame,
where the color, already syneﬁtheticaiiy advancing to .the fooégﬁouho,
would meet the plane of the frame, thus fostering a two=dimensional
béﬁoébﬁiod again?

--The béééiBiliE& of édﬁé?éﬁééiiﬁg some coiors in a composition, but

not otﬁers, would necessitate further studies on how colors function 1n
composxtxons; For instance, wouid supercharging a cool debased color
by placing it in a field of frame magnetlsm in éﬁ upper 1eft corner
cause it to have more visuai drawing power than a bright; warm color

- that is placed in a less dynamic p051tion, perhaps on the verticai

ax1subelow center?

y

153(1 11}27. .,‘ ]
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--Color is a powerful; FlaMBuoyéht; often distracting compositional
eieheht; Often; it is treated as pure ornament and is used without
the necessary pre01suallzatlon of 1ntentlons and meanlngs. For this
reason; many photographers neglect color photography and choose to
labor in the "purer" form of black-and-white photography where colon
) ! : v 7 ]
is not all-powerful and need be treated only as a light value. In
a similar vein, others argue that color is a misused element in photo= -
journalism. Sometimes, a photo editor is‘pieced in the awkward position
of havin, -0 decide against ‘the use of a color original in favor of a
black=and=white rendition, since the color original is misleading vecause
 the colors used, althougn realistic, conjure up the wrong mood in the

v1ewer. They interfere with the proper 1nterpretatIon of the news event. ’

to more accurateiy controi the perceptlon of. the vxsuai Besides choosing
a 66165 faf its mood, thé photo editor could use it in combination Qith

2 biack-and-white Halftone to increase the reliability of the communication.
For instance; instead of using the second color in‘a duotone, would !

4 black-and=whité halftone placed next to a supercharged color ﬁborrowﬁ" -
frof or interact with the increased radiént energy so thét'the'super:
charged spot color and the black-and-white image combine to create a ;
single éxpréssicﬁél | ‘

'i:if it can be shown that a supercharged'coior‘arrests attention, then iE

.

Wodid\ge instructive to see how that phenomenon éffects visual information

processin 'rrFor instance, could a supercharged color be used "ahead ofﬁ

an illustratiomto attract attention and/or to isolate a particular
audience or méékéi '*ﬁéEéE??Iﬁ,afﬁér words is a sﬁperéhérged coior




Practical Applications and Limitations

One moves from the thedretical to thé practical with obvious trépidation:
There is comfort and solace in the atmospheré of thé bell jar, when oné can |
isolate or eliminate many of the variables and focus attention on a single

event. But supercharged- color, if the pheromeron exists, inevitably must function

' in the real world. As-‘the corollary questlons just dlSCUSSed 1nd1cate, Super-

¥

charged color would have to be able to work with other color and dompositional

variables: In many cases supercharged color simply may be an irritant or:

detractor from the composxtion that the designer wishes to avoid. But even

if that could bs known with surety, we would have added sometﬁiﬁg of importance
to the developing alphabet of visual communication symbols. However; thére is
an équéi1¥ stropg possibility that supercharged cotor could ﬁraﬁiaéléSﬁé 4
sdvantazes in practicing and teaChlhg visual communication.,

The accompanying Slide presentation abbempts to develop many of the
concepts verbally described in this paper. It offers visual éxamplééfoiMCUEEéﬁt
theory regarding magretism of the frafie. It also proviaés‘acdéislof ;igual
stimuli that couid be used to test the hybothesés discusseu\regardihg5piac1hg

2
&

But as mentloned in the introductlon, the author is most interested
in applied v1sual communicatlon ‘So; the slide presentatlon also "Jumps the

gun" somewhat; Instead of following the usually prescribed route, instead of

first reportIng on the testlng and Informing practitioners of the abstract

?—prtnc&piesadLscovenedT_the slIde presentat;on_oﬂfersiexamples oﬂnwhat-thel_

-

4
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hypothesized uses of thé theory could be: The slide' presentation admittedly
offers practical applications before the empirical results are Known: Hopefully,
however, the visual examples will qi’spla'y. an a priori power. If the Eﬁéééiés
are correct, the effects should be noticeable in the practical artifacts
offered: |

| The slide examp;es touch upon several areas of visual caﬁmuﬁicatibﬁ.
Applications and attendant problems will be demonstrated for television news
delivery; for publication; advertising and packaging dééigﬁ";' and for color
photography. Also, the visual examples necessarily show the advantages and
disadvantages for two different methods of creation. Adapting the principle
of ‘supercharged color is a different exercise: in graphic design, where the
designer is faced with a "tabula rasa" and a universe of possibilities, albeit

possibilities limited by the demands of the communicator and audience. In
" color iandscapé photography and 555t5j3&?5&11§a; and in similar situations
where the composition must be "found" and only can Bé'aiaiaéiiy constructed,
the challenge of using supercharged color is different.
Some artists and color photographers say that under no circumstances

should an individual color accent be placed in a corner or too close to the
| . edge of the frame, méiﬁtainihg that by drawing atténtion to itself, ié will

necessarily detract from the rest of the composition. Instead, they suzgest

that the ideal positions in a composition Eoé a color accent are at the center
or at the Bérmonioué points of the golden sections.>! Indeed, it may be that’

i

\ o S e . . o o B )
| supercharged color is something to be absolutely avoided in color photography,
- \ oLl : ) .

\\éﬁd that possibility is explored in the slide examples.

communicates the photographer's inténtions and that can bé understood by the
' . A . -, o W ) 7
audience is really the only context that needs to be considered in evaluating

_ the compositional uses of supercharged color in color photography. Absolute

Loy |




Page 21
restrictions suggest a rigid, art for art's sake approach. That is an important
consideration in visual communication, but communicated effect is paramount

in artifacts designed for mass consumption. Ternsion, in turn, may be a desired

LA

gi
. iy
»
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