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in the centre. Andi yet the average
photographer inx'ariabiy gets lus prom-
inent object just xvhere it should flot be.

1 have laid great stress on the ne-
cessity of the main lines of the comn-
position assurning the forni of some
definite geomnetrical figure, but it mnust
flot for one moment be supposed that
the art of composition begins and ends
there. This is merely the framiework
of the structure, so to speak, and the
scaffoiding must not be in evideiuce.
The art must be concealed. And this
is iargeiy attainied by the judicious use
of minor lines running in opposite
directions. But thev must be subordi-
nate lies. Another reason exists for
the use of these opposing Uines, and
that depends upon a nuechanical fact.
If any of vou saxv a slanting, post
standing altne, v'our first impression
wouid probably be that it was failing,
but iii a very brief period of time your
mmiid would grasp the fact that it xvas
tiot falling, and then, reasoning from
past experience, you xvouid decide that
silice it did not fali, part of it must be
underground to ensure its stability.
But even then vour mind would not be
satisfied, and wvould probabiy induce
you to say something about the care-
lessness of the individual wvho did îlot
see that the post xvas not perpendicular,
xvhich by experience we know to he
more stable than a slanting position.
But if another post be opposed iii siope
to the other, thc mind is satisfied, for
wxe know that the one xviii support the
other. So it is in a picture. Ail the
main lines of a picture nmust not rutn ...
one direction, with one possible ex-
ception, and that is when ai the Unles
are perpendicular, but they must be
strengthened by other lines running ini
opposite directions. Anci this is, after
ail, oniy one more argument in favor
of triangrulalr composition.

This principle I have just been stating
may be converted almost into omie of
generai application, and worded iii thîs
f'ishion :that we must îlot have too
much of oîie thing, even althoughi it be
gooci. For example, iii a seashiore
viexv we may have the beachi filiing up
entîrely one haif of the picture. It xviii
start on the margin ef the paper on a
large scale, andi the parailel uines of the
sea niargin andl the top of the cliffs xN'ili,
as they set in, appear to converge, s0
that toward the other margin of the
paper they wiii occupy a verv smali
space. Here we xviii have practicaily
one-haif of the papcr filled xvith rock,
and the other haiE a large blank, whichi,
for ail we cati see in it, mighit be
labeiled ''To ]et."' Noxv this xviii îot
do; the composition is too monotonous,
andi something must be initroduced into
the vater to break upthie duli monotony,
such as a boat, or a bather, or a rock.
In other words the picture miust not be
too heavy on onue sie and too liit on
the other, but must appear to be
balanced.

Stîli harpiiîg on this question of
variety, anci again you xviii be inclined
to say, Why preachi the doctrine of
uniformity for a few, minutes, and then
suirfeit with an hotur onvariety? Well,
so far as 1 cati judge, the subject is
buiit that xva). It is what the eye
likes, and that is the subject of miy
paper. 1 want to sa)' this, that ail the
lines of a picture must îlot be straiglit,
îuor must tluey ail be curved. Eacli
kind of a lne. has its own quality, *t
own kind of story to tell. Years ago
1 heard old Isaac Pitînan, the inventor
of phionography, describe the two uines
thus :straight uines hoe called malc,
because they xvere rigid, inupeelous,
domiineerîng, and indicative of streîîgth;
curved lunes lie cescribeci as femlale,
because the' xvere beîci ing, graceful,


