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Working Titles for Thesis Project.

* Teaching Graphic Design with Principles of Poetry.

* Understanding Poetry to Teach Graphic Design.

* Poetry and Graphic Design: Different Media, Same Approach.
* Poetry’s Principles Are Graphic Design’s Process.

* Poetry’s Principles Solve Graphic Design’s Problems.

Working Statements.

* Overcoming graphic design problems with principles of poetry are specifically understood when the
principles from the Imagism Literary Movement are used to create effective conceptual logos, the flow
of Free Verse and Narrative Poetry are used to create technical and informational graphic layouts, and

embracing Cut-Up Poetry leads to enhancing decorative graphic elements and montages.

* Many visual artists repel the power of words because they are blinded by image and therefore need to be
taught the importance of the principles of poetry in order to identify their personal rhythm and intuition

when creating successful conceptual, technical and artistic graphic design.

Overview.
Learning conceptual graphic design relies heavily on the students individual ability to translate ideas
into graphic form with a sense that is pleasing to the viewer. Teaching it almost seems supernatural and

unattainable. There is no formula that guarantees unique, creative conceptual results.

My plan is to improve graphic design instruction by creating methods that exercise a designer’s thythm
and intuition. These methods are rooted in principles from poetry through its literary movements and the
study of it as an art form. Many visual artists repel the power of words because they are blinded by image.
Conceptual graphic design has much to learn from poetry, old and new. As the outcomes of each are usually

different (and sometimes considered one in the same), the processes are remarkably similar.

I plan to prove the direct correlation in the processes of writing poetry and creating multiple graphic
design solutions through specific experiments and continued research. This thesis project will specifically
address the following:

* The process of creating a logo by explaining the foundation of the Imagism Literary Movement
* The process to clean, legible and organized information and communication layouts through Free
Verse and Narrative Poetry principles

* The process of designing decorative and montage graphics dictated by Cut-Up Poetry
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My Worth. The Subjects Worth.
As I discover inspiration through poetry and find a personal desire to understand it better, my recent
enthusiasm for works of literature trickles into my professional trade — graphic design and advertising,

encouraging new methods and experiments for use in the design classroom.

The ideals mentioned in this thesis proposal are worthy of experimentation simply because they propose
formulas for conceptual thinking. They have the potential to revolutionize the way graphic design in taught.
In addition to teaching design students graphic design principles - type, image, color, scale, I believe it is
important to teach a concrete method for developing rhythm and intuition. Rather than requesting students
to just “come up with an idea,” relying on life’s rhythm, this alternative approach encourages them to see

design in another light and enables experimentation like never before, manifesting conceptual thinking.

The future for applying poetry’s principles to graphic design is endless. This thesis will cover three (3)
specific areas of application to get the connections started. Once the lineage is clear, many principles in

poetry can be interchanged, overlapped and/or evolved to suit almost any graphic design problem.

When inspiration is lost and research is exhausted, the role of rhythm and intuition suffer.
Applying poetry’s principles to graphic design problems opens new avenues to conceptual, technical,

and artistic graphic design.

Strengths and Weaknesses.

In order to articulate the benefits in this proposal, it demands an author who has an equal passion for
both, poetry and graphic design. That is my main strength. With a background of experience in conceptual
advertising and with corporate structure, I am able to visualize the big picture and organize creative

mayhem.

As a young student to poetry and real graphic design, I will continue to research the processes of each,

digesting their parallels and noting their differences.

Creating a curriculum for the design classroom should flow directly out of the relational studies
between poetry’s principles and graphic design problems. This is an area that will take much focus as I

fervently critique the three parts of this proposal.

The Goal.
Opening the creative mind can be dangerous. It often leads to procrastination, misdirection and frustration.
Learning poetry’s principles and applying them to graphic design problems is a guided process with a solid

foundation.

Success will be determined when a design student who shuns the written word, finds and appreciates
the process of poetry and understands its power in every individual’s rhythm and intuition. Over time, when
there is a method to control conceptual design, this will have been proven and opened to further exploration

of more principles and more problems.
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Principles of Poetry Exhibit No. 1 (Imagism)

From an Imagist manifesto:

1. To use the language of common speech, but to employ the exact word, not the nearly-
exact, nor the merely decorative word.

2. We believe that the individuality of a poet may often be better expressed in free verse
than in conventional forms. In poetry, a new cadence means a new idea.

3. Absolute freedom in the choice of subject.

4. To present an image. We are not a school of painters, but we believe that poetry should
render particulars exactly and not deal in vague generalities, however magnificent and
sonorous. It is for this reason that we oppose the cosmic poet, who seems to us to shirk
the real difficulties of his art.

5. To produce a poetry that is hard and clear, never blurred nor indefinite.

6. Finally, most of us believe that concentration is of the very essence of poetry.
source — bttp://www.writingupenn.edu/-afilreis/88/imagism-def btml

The Ideogrammic Method was a technique expounded by Ezra Pound which allowed poetry
to deal with abstract content through concrete images.

Pound explains his understanding of the way Chinese characters were formed, with
the example of the character for ‘sunrise’ and ‘East’ being essentially a superposition of the
characters for ‘tree’ and ‘sun’; that is, a picture of the sun tangled in a tree’s branches. He then
suggests how, with such a system where concepts are built up from concrete instances, the
(abstract) concept of ‘red’ might be presented by putting together the (concrete) pictures of:

ROSE CHERRY
IRON RUST FLAMINGO

source — bttp://en.wikipedia.org/wiki/Pound%z27s_ldeogrammic_Method

The Red Wheelbarrow is a poem by and often considered the magnum opus of American 20th-
century writer William Carlos Williams. The 1923 poem exemplifies the Imagist-influenced
philosophy of “no ideas but in things”. This provides another layer of meaning beneath the
surface reading. The style of the poem forgoes traditional British stress patterns to create a
typical “American” image.

so much depends
upon

a red wheel
barrow

glazed with rain
water

beside the white
chickens.

sources — butp://en.wikipedia.org/wiki/William_Carlos_Williams#Poetry_z | bttp.//en.wikipedia.org/wiki/The_Red_Wheelbarrow
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Principles of Poetry Exhibit No. 2 (Free Verse)

Interview with Jack Henry.

bp: A DJ puts records together to see his audience dance, a designer communicates
information to offer the viewer a particular mood, then attempts to sell something,.
Why do you write poetry? Is poetry for the poet or its readers?”

jh: I write poetry because I have a very short attention span. Details need to be tight, taut and
to the point, no time for luxury. In poetry I can convey something, a feeling, a thought, an
ideal, a rant, in a very short amount of time. I don’t think poetry as static or unifunctional,
rather it has a much broader opportunity for communication. Some people tie it up in a
singular form that exists on one simple plain and its value as communication is narrowly
defined. I disagree. Poetry can sell soap, make someone fall in love, begin riots, destroy
nations, or simply exist. I can do anything I want with poetry and I don’t get bored half
way through.

movie making. by jack henry

i remember walking
down 6th in Los Angeles
over near Spring Street

a movie crew stood around
talking in walkie-talkie’s about
this and that

i stood and stared

an hour passed before
a tall man w/thin eyes
yelled, “action”

a car came around a corner
smashed into another

a guy jumped out

and started to run

before the director

yelled, “cut”

everyone applauded

a homeless guy
walked through

the scene, stopped

at a trash dumpster
pulled out some cans
kept moving

and no one said a word
source — interview with author, Jack Henry

Qualities of Free Verse Poetry.
Controlling line breaks to create pauses and breathes. Content vs. White Space. Flow and Story
Telling. Trimming the fat: condensed sentences for clear, quick read without losing the meat.

source — interview with author, Jack Henry
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Principles of Poetry Exhibit No. 3 (Cut-Up)

Interview with Antony Hitchin.

bp: A DJ puts records together to see his audience dance, a designer communicates
information to offer the viewer a particular mood, then attempts to sell something,.
Why do you write poetry? Is poetry for the poet or its readers?”

ah: I would suggest both. However, I would state that I write poetry with or without a
readership. I wrote poetry consistently privately between the ages of 16-29 before I was
properly published. I desire to connect to readers and have readers connect to my work. I
want to challenge both myself and the reader on a reciprocal basis.

I try not to consider the reader or their potential desires when actually writing pieces.
However, I do consider them in the editing process. Also, I think all writers have sufficent
ego to believe they have something so important to express that numerous people
deserve to see it. If you want to make writing your professional vocation you are going to
require readers. In addition, I think the time would arrive naturally where one would wish
to share and communicate with others. Poetry is a solitary activity but we are ultimately
social creatures searching for meaning,

sources — interview with author, Antony Hitchin (bttp://antonyhitchin.blogspot.com/ | bttp://blogs.myspace.com/76994832)
source — Hitchin will be featured in the upcoming exhibition Textual Revolutions bttp://textualrevolutions.wikidot.com/

Research on Brion Gysin.

Nicholas Zurbrugg makes great sense of Gysin’s Cut Up philosophies. In reaction to Gysin’s
famous words, “Writing is fifty years behind painting,” and “I propose to apply the painter’s
techniques to writing, things as simple and immediate as collage or montage,” he explains
Cut-Ups Self-Explained, (fig. 4) Gysin’s manifesto, as both an aesthetic calling for language’s
semantic, mixing grammatical test-based codes with compositional art-based codes, or in the
straightforward insights of avant garde modernists and postmodern experimentation in which
I would equate to the relation I found with Deconstruction.

This manifesto, to me, is a way for Gysin to validate an experiment, not for any other
reason but to feed his ever-curious drive for more experimentation and perhaps, even a for
ultimate purity.

source — Brion Gysin: Tuning in to the Multimedia Age

The Cut-Up Method of Thinking (A Brief History)

“Words don’t have brands on them the way cattle do” said Burroughs as he sipped his Martini.
Beckett scoffed as Burroughs went on, “Shakespeare, Rimbaud, newspapers, magazines,
conversations, letters..” He rambled on in his slow drawn out way: “I've used them all.”

Tristan Tzara was expelled from the Surrealists after he made a poem from words pulled
from scraps of paper in a hat. Brion Gysin was the first to really develop the technique of cut-
ups. He saw it as a way of writing with no need for rearranging what was scrambled.

Burroughs was greatly influenced by Gysin but he was able to take it one step further:
He considered it only one of his writing tools along with newspaper articles, his dreams,
seemingly random thoughts and any kind of word in his immediate vicinity. He took the
scrambled text and reworked it until he felt it said something. Burroughs believed that he
was not the writer but a transcriber of what was already written. It was no trouble if the words

he wrote weren’t his, since no words belonged to any writer, just like colours don’t belong to
painters.
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Principles of Poetry Exhibit No. 3 (Cut-Up) continued

There are people who would disagree. There are people who would think Klein Blue
is not an obsurd concept. We already have trademarked phrases like “Do it” and songs we
cannot sing without paying royalties like “Happy Birthday.” We accept our limits in human
expression to protect profits and keep society under control. The cut-up, fold-in or any form of
scrambling these and other words destroys their ownership and any conscious intent from the
“writer”. This is not a modernist idea.

This is an idea from people who wanted to destroy the agents of control. Burroughs
called the word a virus, something which infects us and duplicates itself. Certain words have
strong effects on us. These are either seen as holy or obscene. Other words can change our
consciousness like a chant or song. By cutting these words up Burroughs believed that he
could become free from their effects.

Fold-in: taking the text of one page and cutting it into quarters -The quarters are switched
around to combine columns in a new order. For example q.1 switched with q. 4. This method
was used by Burroughs.

Cut-up: a general term for scrambled writing - A technique invented by Brion Gysin in the
1950s but also used before this time as an experimental method.
sources — interview with author, Antony Hitchin (bitp://antonyhitchin.blogspot.com/ | bttp://blogs.myspace.com/76994832)

fig 4

CUT-UPS SELF-EXPLAINED
The poets are supposed to liberate the wwgrdi—mof fo o hatin them i phraser, Stncewhen dowords belong to anybody.
Yo, 1 ahall g this 12 into thres ool which [ diall eall A, I
{ Writiag bs fifty yeass buchind painting 1 progess taapply amd O, Thon, 1 sy thes columsn and read sores i the st wiy,
the paitien’ tachniques to weiting: (hings s smple nnd e tzat ACI; ind g
immcdiabe st collage or montaps, Cut sight thresigh the page L = s
of muy Book of sewwprint. . « legilvwig, for eaample, and dhsfle TEXT ACB TERT A-CN ;1-"::&:. T ::{:;tr: . 0
iz cidume of bant. Pt thess |ogestor at haaand and resd the Wiiting & 1 gropess b8 Writing i ity ihe paimey’ b ; 1
4 A " Exchisd paisting. writing; thisgs or moniage, Cif
sty coustituted msessage. Do It for yourne, Use sy syutem ol el e . W i gl Soariy T propee s RPOIY UES 40 TR Tk, . YT wiee, Pt them
wsich ssgpents el bo you. Take pour own wonds o the woeds r“;"‘m‘,\:“m i pmm of tean, Newly moasiteod wrigng; thisgs se ool ogether wie snge. D b for youss
axid o by “the very own words™ of anyone ehie liviag or desd ws collags throvgh dhe pages oF mmess which lggesls et wad o bupen as wimple and of moaiage o pou Taks your oem wonds of
Yo'l B00m e st words dom't beboag 1 anyene, Words have seamange. Cul Hight of any book  be the bt ""‘:‘u soon 200 lat L"L?Ih:‘ :;c:ﬁ-]‘f e "l-::r"m.l' r:.:ﬂ:.lﬁ:?: :?&:I-I:r‘u B
. ction. o i X

 viality of K owm o you or sybody con make them gk :m““i"'hm' r_‘;du"‘:"t:" H‘?‘;:Ir{rrru-ln;rlf"r:’mm wise, for ibe columnon of 1EI0 €5« &l the wonds g The words of
R R Ezuw of teat, Manard snd resd  ouf s led o w1 capanding 10 bé wmple, and aballe Pul tham o & podenl Fipple of mbsaags wkin

The permutstod pooms sex the wonds splosing off on el Ihae=s, 15 thess logsther are sew-  capable of whan phrase jeiber @ mewly oomwtiteied mes-  they wers ok mad possd
et echoing ot a4 e words of a poteat phiaw are permratat- Iy cosiéined moupll, Usc anp iys-  The pocti are s them I barard sod rend the sage. Do it libones
ol inio an expasading ripple of meanisgs which they didnot sesm fom sage. Do it bor poun which  phrwecs, Porta sro meast o sgh fow yours which suggesty itscll €ll.  The O bold pocts ghey wers B0
10 Be cagabin of when they were struck and then iz sugpests M, own woeds ox Se  pow wonks of feir. Seie who Uhie amry l;:_hn.iu,ul 'I':Mnlﬂ.-ll nnd to make wonds “very wn.

e ¥ e L N M tend thar wnds 40 pu. Take yoor wen, do woods indood] Addd who s | @ naid o o “he vory mwoedh or  Wiikess don't belong t0 snybedy.,
Plurase. wid 1o e e vory ebic fving of eogows 2o apply warn Bebisd e words cwn wordi of mnyoss Y, you?

The pocts ang suppesed fo liberaie the sty — pot 1o chais dead own words of sfyose” purJlt"uLl{ag'-u::um- ¥ou'Tl wooa ﬂ"hlglu |II'|‘I: '-‘:r:ﬁ:lr n P:_'E _Irm B
b, r v ; Th [} o L1 urg o a L W pin & el =T m
'::;I::hru:-lI“’!mlli:]pxluﬁir“uwmwmuunﬂ :\-ﬂ .‘f;':‘::fm‘.'i."m“‘“"um 'rr"-%r:.-gmc.u o et g mﬂ'ﬂr A e iy Wacds mé: il e e ol
Lo ag ‘_‘I'“"I_' wiiild ting. Pect have te & lality of their & can pake  shutfle o keagthwise for hasnd have wn asd you of ssybody lato  lag=" thrsgh the pages of any
o woedi “of thelr very cwa.” Writers doa't rem their wosds ke gunh om el yom o6 asybody  mad Tead the put them topeties sctios. can miks them push bosk or mewipr sample, ard
Since whes do wonds belong toanybody, “Your very ewn wests,™ [y oottt Lhe amy itea age. Do The permuiaisd po aheffls e polumai of toxl. Has-
atesd ] Aid wha 2 z erin et (e words igis cos; ecbie  ard and resd the pewly oowstl
are you The permailital puising off o i1 for weolds or the woedi ing ot ks tnisg o thelr bt ned memail. Lse any rywesm
:JT:-’:LT-I-M "“:1:::"1 e .‘::1 Il:';[?“'*' "“J‘e‘:rh:;“:: worhs of & potent ped dsto an er-  which suggee lnelf in words o
pems- 3 wards ] . "

"E} tate be wouds 3 pessat pod i yne. Winds burve wonls doa's e pusdling phunss ary porrsiat-dp- e words said 5 he “de very
sx enpanding which ey did sot  leng d0 oss il you or anyhody ple of maaniegs whits b cx whe lving or desd. Youll o
seem ripple of oeemingy which cas mals thes s of whonch thay did not scem ey jop that asyone. Wonds have 3
CUT THE TEXT INTD THEEE COULIMSS: 10 ey cagable of when E‘ stk Sof the wosds wpin phrue s worp abrock ind phesse. then  vitality of el o can maks then

iy b G Gy wers siruck asd  permoatuie. The werds of o polest ek mtu dot st @ile s,
" e phaaae. they dd pot sgem, ppls of neas- Th peseis wfs dsp Thet permutaied o nuessg
Writlng bs Bliy § wary Behind painiing T propast 1o appdy The poets sre wowisde—ood 10 imgy then B2eck inio thal ey posed 40 Dherair e them Io off on deir own; echoing oot =
e i 8 wrimng, things 1 simple aind chain posesd 40 lberwe e thom  werr srecl. And wiedh fol i phesss. Who wonds—not 10 the phrmo e prmatstal ile
immahi o sallaps i mantage. Cua ight Virimagh the pagen in mici, Whe suppiatd © chain Poscd 1o liherute che sup chaim o bokdd posty thy were Pocls  an gapamding wiich they &d ool
of gy bock of prwape  do4 .. Joopdewis, for  esample, and shufls dak T Told s they s Poety  possd o (BislT Tl pocta ihey o meani 40w ppposcd 1o think?  seem capable of when (hes Sodk

the enturrnn of irxi [T p—— Buisard s toud the aie meact 10 sing. Pocts hove 6 wery Pooly 06 male wonds ses og snd in make mroti inow wonh  int fhal phrase
Iy entiin] e b b L Thoe o snd 10 make workh seew wordt  their worib. Very own Weiter's ‘of their viag. Powta buwe ery  The poris me sup woodi—not
4 r b i L friand Lryf s S e “of wit (. sk Wt “wery cwn worda” beloeg 50 sy owa.” Wrilery don Sisce whea 10 10 chain them in parssm. Wha

whick any gl e thelt Ty ¥ eg -

i — L el O i own” Wiiters doa. Binge when budy. You asd wou. wonds (1) own thell words. be-  seppined W think? Pocn are
1abd 15 bt Sk warp awm word” ol anpene & s lving on desd = gl simgeifinl g ] loag i0 saybody, “Yo idesd! meant in ol ing. Ports bave sow
Tirw'th s we. i womds don't buloag 1o szyoes. ‘Wosds ke bebosg o ambody, “Yi ladeed] Anad whio s ar very wombs,” peT  wonds of their ows words, S
awitalivy of theira wn umd yoo or anybady  cen mabe thes gush A whi erg pou? when o wordi Yo very own
K s, Eideedd! Asd whar are you?

The permaszamd pe e b wonds spin ning ofl mm 1beic
wen, echoing cutas i i | & posant p [
of migom cpanding  rippin of mauning whi ch they did noe seem
o bcopablecd when  chay wars wpck: sl thm niuck min that
A

The poot e mxp el g 1 the wovés — od m chain

shicm b phrssn VWhe wopposnd s dhink?
] ing, Pormburs
e womds "ol thrir ¥ v e thei words

Minor whan do words iy
indssd | And who aw

&r vezy e wenh,”

[Ths latrer in Halios wore chome alined by @y sowom. Mow, prrmstse the
sulumss w lorm e s 1

source— Back in No Tlme: The Brron Gysin Reader: Jason Weiss. pp 132-135. and Brzon Gysin: Tining in to the Multzmedsia Age. José Férez Kuri. pp 153-154.)



