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To give a bit of enlightenment, the triangle, square and circle have become the mythic 

origins of modernism, circa the Bauhaus in 1923, a concept that has become a catchphrase 

all throughout the world. As a visual metaphor, the triangle, square, and circle were 

paradigmatic of the formal laws considered to underlie all visual expression. These three 

primary shapes are seen as universal and transhistorical script, speaking directly to the 

mechanics of the eye and brain. Through these primary shapes, we share meaning with 

others, thus enabling collective and collaborative thought. In addition, they assist us 

in understanding, creating, and experiencing reality. Shapes are visual metaphors that 

facilitate human thinking. As an object, an illustration, and foremost an association, we 

utilize shapes to share meaning with others in exchanging and collaborating ideas and 

opinions. As our knowledge of the world grows and evolves, we require more shapes (and the 

ability to manipulate these shapes) and the demands to our aids of thinking have increased.

Upon initiating a senior project, I hoped to embody the relations between visual form and 

language, history, and culture. Previously, I intended on writing a comical story that detailed 

the origins of the triangle and where its presence was most prominent in mathematic and 

artistic history (i.e. the Egyptians and the Greeks). Having become overwhelmed with the 

plethora of historical information I had collected and, consequentially, realizing that it would 

occupy nearly ten minutes of animation, I was encouraged to condense my idea and focus on a 

specific period in order to simplify my story. 

After researching for over a month, the Bauhaus stood at 

the forefront. I collected various influences, including the 

engaging modularity with the Bauhaus and its structural 

shapes and grids, the complexity and intricacy of the 

infographic, and the varying permutations and proportions 

that exist in geometry. Early on, I was given The ABC’s 

of Triangle, Square, Circle, The Bauhaus and Design 

Theory, by Ellen Lupton and J. Abbott Miller. This became 

a book that placed a lot of my project into perspective 

by articulating the major contributions of the Bauhaus 

and how they reinvigorated the community of graphic 

designers—by encouraging critical thought regarding the 

means and ends of work. In addition, the book analyzed 

visual experience into the simple repetitive elements of the triangle, square, and circle and 

embodied the language of vision into three compact, geometric components. I furthered fueled 

my research with books connecting the notions of geometry and art, not only gathering ideas 

but learning with progression.



I resolved to focus on the triangle’s questioning of where and 

how it fit in amongst the square and circle in the context of a 

geometric world. Instead of tracing through history as I had 

previously planned, the story traces through diagrams, data 

graphics, and visual confections—all of which have become 

the language we resort to to convey economic, political, and 

social situations in the present. Rather than rattling on about 

historical buildings or epic edifices, the triangle wonders why 

it appears out of the ordinary in geometric standards, and 

desperately seeks a place of comfort amongst the square and 

the circle, regardless of its historical presence. By disregarding 

organic imagery in order to focus on a more figurative style, The Triangle: How It Stood On 

Its Own became a menagerie of data-based dialogues between various visual components, all 

of which go hand in hand with the verbal and audible.

I sought Norton Juster as a strong influence in diction and syntax: his play on words, 

which I became first aware of in his short story, The Line and the Dot: A Romance In Lower 

Mathematics, a narrative with clever pacing and sporadic rhyming. Through use of metaphors 

and relationships to human archetypes, the underlying theme of the story of the triangle 

consisted of dimensionality, rivalry, prohibition, and guilt. Each shape is translated into a 

personality that one can connect with, while still maintaining the cultural associations of 

kinship to children’s toys and obvious purity of science and math.

The series of triangle, square, and circle represents 

Kandinsky’s attempt to prove a universal correlation 

between color and geometry; this triad has become one 

of the most famous icons of the Bauhaus. Kandinsky 

conceived of these colors and shapes as a series of 

oppositions: yellow and blue represent the extremes 

of hot/cold, light/dark, and active/passive, while red 

is the abrasive intermediary between them. The 

triangle, square, and circle are graphic equivalents of the same polarities. Triangle, square, 

circle sets forth geometry as a script whose meaning or “content” is the primary colors, with 

each shape serving as a graphic container surrounding a field of hue. In addition, the palette 

was restricted to six primary hues: red, orange, yellow, green, blue, and violet. Each shape 



was specified a color to keep consistent throughout the animation. To keep consistency, yellow 

for the triangle, red for the square, and blue for the circle seemed most appropriate to trigger 

the correlation between the Bauhaus and child’s play. Hence, each shape is given a distinct 

personality that reflects its hue. Blue, cold and soothing, gives the circle a seductive and cool, 

collected persona. She becomes the pure and perfect temptress who “moves along any plane, 

curve, or dip.” The circle is the first, perfect shape. The equidistant arrangement of the outer 

points from the centre, defining and ideal, are impossible to achieve by human hand. The 

space speaks of potential—the tension between what is achieved and what could be achieved. 

From the circle, we derive ideals and focus, both the halo of saints and the cross-haired target 

in gun sights—much like the female figure.

The square, “big boned and brawny,” with four congruent angles and sides, works as a 

solid and stationary median who embraces masculinity. The square symbolizes stability 

and ultimate confidence. Yet, it is less like Kandinsky’s association as a mutual relation 

between the triangle and the circle. By putting the triangle at the forefront, I did not intend 

to highlight any other figure in specificity—nor did I see an obligation to further undergo 

expression regarding its behavior.

Though the square is also angular, the triangle’s 

presence is “sharp, acute, and off-putting.” As a 

narrative, I sought to place the triangle at the 

forefront, as an object without any idea or equation 

as to how to find its relation between the other 

two shapes. With its three angles, the triangle is 

personified as nervous, awkward, and unconventional. 

According to Freud, the basic condition of human 

sexuality is described by the Oedipal triangle; it is a condition of rivalry, prohibition, and 

guilt. Freud would insist that rivalry, prohibition, and guilt are not “emotions” or “passions” 

welling up from within, but rather relationships inherent to every triangulation of three 

parties, whether in the family itself or in its repetitions throughout adult life. In terms of this 

story, these three parties become triangle, square and circle.

In terms of medium, animation is not my strongest point by any means. I have a very 

elementary education of After Effects, a 2D animating program, and I do not know how to 

utilize 3D software. My most lengthy animations have lasted ten seconds in total, and even 

that was a struggle to complete. Hence, my reasoning behind stop motion was quite simple: it 

was what I was best at. After hunting and gathering for experience during previous summers, 



I reached a comfort zone that included the wail of a bandsaw 

and the screech of a sander. In order to bring The Triangle: 

How It Stood On Its Own into being, this project required 

a heavy amount of physical preparation: shapes were cut 

from 3/4” thick poplar wood, then sanded with a very fine 

grain and painted with acrylic paints. Depending upon the 

shade, some shapes needed to first be primed with white 

before taking on a primary color. This alone required weeks 

of preparation and patience. Cutting wood on a bandsaw 

required copious amounts of concentration and practiced 

skill; cutting circles is no easy task, and practice was 

required in order to obtain the perfect cut.

Most important in animating is storyboarding [see last page], the preliminary process that 

transfers ideas into visual markers that illustrate key points in the story. Storyboarding 

creates a journey of context and interaction, blending perspective with graphic framework 

to bring depth and meaning to the expression of the idea. Much like mapping, storyboarding 

creates a sequential map of meaning that charts a timeline of events that occur throughout 

the duration of the animation. Notations are helpful when indicating where a shape may 

move towards, or whether it is to shift in color or size. Stop motion requires plenty of time 

and patience, as well as a very steady hand. Many tricks are to be learned, such as shooting 

in reverse sequence or using double-sided tape to keep pieces in place. A ten-second clip 

could take an hour to shoot—without considering double-takes. Rotating shapes posed great 

difficulty because there was no way to maintain a central point. In addition, seamless white 

paper had a tendency to shift and bubble, causing objects to move ever-so-slightly—just 

enough to be noticed by the camera. 

As a result, the animation appears low budget and 

clunky—lights flicker, objects move erratically, and 

shape sizes jump from frame to frame. Instead of 

sequencing an object to move smoothly from one point 

in time to the next, each frame represents a physical 

movement, in which an outside hand has moved the 

shape into another quadrant of an invisible grid. This 

creates a toybox-like quality that cannot be replicated with computer software, and enhances 

the physicality of the wooden shapes.



Ultimately, the project took more time and effort than was originally gauged. Nonetheless, 

design is not simply about simplifying an idea. Design is an inherent dogma that endures 

for a lifetime—it must be learned and given time to evolve and prosper. The maturation of 

a designer reflects the growth of a visual metaphor, an infographic, a festering complexity. 

Similarly, the maturation of a triangle illustrates these metaphors and the context of the 

story that it is placed in. This project became a very difficult challenge, because I was without 

an immediate problem to solve or an essential idea to translate. In all aspects of education, 

a designer is taught to be a problem solver and a harvester of ideas and identities. Without 

any of those aspects to focus on, it was difficult to channel all thoughts and creativity 

into one completely open-ended and free-thinking “assignment”. This project became an 

excelled learning experience, which encouraged ingenuity from initial brainstorming to final 

animation and editing. Its length of time to completion was less than was anticipated, but 

proved that I, as a designer, was able to complete a personal project from start to finish 

without involvement with a second party [client]. Were I to be a fine artist, I am sure that 

this personal assignment would have panned out in very diverse circumstances, but because 

of strong exposure to the “outside world” and to all that it had to offer, my experience in 

production and execution worked to my benefit and provided me with insight that fueled my 

progress throughout the singular semester.




