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Foreword

This present book, 7he Elernents of Color, by Johannes
Itten, 15 a simphfication and condensation of his major
book, The Art of Color, published in Germany in 1861.
The larger work has been translated into French, ltalian,
and Japanese. The English edition (also 1981}, with
the 1mprint of Van Nostrand Reinhold, is a sizeable
volume, 11 % % 12 % inches In size. It has 155 pages,
over 100 color illustrations and over 25 1n black and
white,

In reading ltten and siudying his principles and illustra-
tiong, the remarkable nature of the marn should be
appreciated. He was fond of the philosophy of the Far
East and studied the wisdom of the ancient Chingse
and Hindus. An artist reeds inner confidence and self-
control and vet must dwell within a real world and be
conscious of its interests and requirements liten wrote,
“We may take warning from the history of Indta, where,
cut of precccupation with exalted spinwial {uthillment,
mystics forgot that matenal lile, too, demands cul-
tvation and direction.” He recognized the basic laws
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of color and form, proportions, texture and rhythm
as the foundaticn of his own concept of art education.
This profundity of Itten, by advice and example, draws
an effective portrait of the ideal artist. He must be born
with some talent, as must a musician of singer. This
talent then needs to be developed. enlarged, and per-
fected through expert training and applicauen. And in
the field of color, Itten is @ most capable and wise
Nsiructor,

There are a nurmber of unusual and cnginal fealures
evident in ltten’s work as presented herewith

First, he has a wide knowledge of art in all naticns and
among all peoples. He has a keen perception of the
genius of the old masters and writes with rare enlighten-
ment on therr color expression. He hag taken vital part
in modern art movements,

He s particularly alert 1o the remarkable visual effects
of simultanecus contrast and offers several dramatic
examples in his color plates.

In a chapter on " Subjective Timbre’” he calls for personal



feeling. Expression should come from within. " To help
a student discover his subjective forms and colors 13
to help him discover himself.” And this ltten strives
10 do.

In color organization, he describes and illustrates
a twelve-part star which he designed in Weimar in
1921, This is amplified by a color circle, a color sphere,
and by beautifully graded scales of the twelve colors.
Throughout the book are suggested exercises, which,
it carried out, will give a student color control in the
Sense that practice of music scales will strengthen
the facility of a pianist or singer. When creative work
IS then atiempted the student will know what he is
about and will not be lost in ignorance or trial and
error.

One of the chief features of Itten’s contribution to the
art of color is his discussion of "The Seven Color Con-
frasts.” Thess principles compose an important part
of his book and, properly absorbed and taken to heart,
SO 10 speak, will assure competence and well quality

any student for the rest of his life. The principles may
not make a good artist where talent may be lacking,
but they will nontheless save him the embarrassment of
making clumsy mistakes with the spectrum.

There is sound advice on color mixture, on ways in which
hues can he arranged for harmenicus order, simple
relationships between colors and form, spatial effects.
The book ends with intriguing notes on color symbolism,
composition. Any student or artist has the privilege of
spending hours, days, or months perusing the con-
clusions of a great man and profiting from & lifetime
of ardent inquiry and understanding.



Johannes Itien {1888—-1967)

Johannes liten was considered one of the greatest
teachers of the art of color of modern times. Few men
of his stature have ever devoted sc many years — over
five decades — to instruction intc the visual, psycho-
logical, and esthetic mysteries of color.

He was born near Thun, Switzerland, in 1888. Having
a profocund interest in painting and color, he went to
Stuttgart in 1913 to study under Adelph Holzel, a lead-
ing German color theorist and educator. Fascinated with
color, ltten paid scholarly attention to the masterworks
of Goethe, Schopenhauer, Runge of Germany, and
Chevreul of France. He saw relationships between
music and color and gave early attention to abstract
color expression in geometrical paintings.

From Stuttgart he went to Vienna where during
1916—1919 he ran his own school. His insistence on
spontaneity and personal expression with color — sup-
ported by adequate knowledge, discipline, and train-
ing — became renowned. In 1919 fourteen of his
students followed him 10 Weimar where he joined the
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famous Bauhaus founded by Walter Gropius. Here he
became a master {1919-1923) and developed the
basic course on form and coclor. Among the other
Bauhaus masters were such great artists as Lyonel
Feininger, Klee, Oskar Schlemmer and Vasily
Kandinsky.

ltien often started his classes with certain oriental exer-
cises and body controls. He wrote, “"He who wants
to become a master of color must see, feel, and expe-
rience each individual color in its many endless com-
binations with all cther colors. Celors must have a
mystical capacity for spiritual expression, without being
tied to objects.”

After leaving ths Bauhaus, Itten operated his own
school in Berlin (1926-1934) where he formulated
many of the principles he later put into book form:
Design and Form, the basic course at the Bauhaus,
publishad in the United States by Van Ngstrand
Reinhold. He also founded the School for Textile Design
at Krefeld in Germany. Returning to Switzerland, he
became director of the Arts and Crafis School-and-
Museum of the Textile School at Zurich (1338-19564),
and founded the Museum Rietberg.

In addition t¢ many imporiant exhibits 1in the Arts and
Crafts museum, in 1944, long before his major book
The Art of Color was published, Itten set up special
color exhibits in a number of Swiss and German cities.
[tten had always devoted much of his time to painting.
Retrospective exhibitions were presented at the Stede-
ljk Museum in Amsterdam in 1957, at the Kunsthaus,
Zurich, in 1864, at the Kunstverein, Dulsseldorf, in
1965, and at the Venice Biennal ¢f 19686, He has also
bsen represented in several Bauhaus exhibitions, the
most recent being a worldwide traveling exhibition.
Works by Johannes ltten are in the permanent collec-
tions of European and American Museums.

Paul

Faber Birren



[rtroduction

Learning from books and teachers 1s like traveling by
carriage, so we are tald in the Veda. The thought goes
on, "But the carriage will sarve only while one is on the
highroad. He who reaches the end of the highroad
will leave the carnage and walk afoot.”

I thie book | shall try to build a serviceable conveyance
that will help all who are interested in the problems
of color artistry. One may travel carriageless and by
Uniblazed trails, but progress is then slow and the
ourney perilous 1T a high and distant goal 1s 10 be
iltained, then 1t 1s advisable to take a carriage at first
11 order to advance swiftly and safely.

Many of my students have helped me to find materials
with which to build, and | am deeply indebted 1o them.
The doctrine to be developed here 1s an assthetic color
heory onginating in the expenence and intuition of a
Dainter, For the artst, effects are decisive, rather than
d0ents as stwdied by physics and chemistry. Calor
effects are in the eyve of the beholder. Yet the deepest
nd truest secrets of color effect are, | know, invisible

even to the eye, and are beheld by the heart alone.
The essential eludes conceptual formulation.

In the realm of aesthetcs, are there general rules and
laws of color far the artist, or is the aesthetic appre-
clation of colors governed solely by subjective cpinion?
Students often ask this question, and my answer is
always the same: "'If you, unknowing, are able to
create masterpieces in color, then un-knowledgs is vour
way. But it you are unable to create masierpieces in
color out of your unknowledge. then you ought to look
for knowledge.”

Doctrines and thecries are best for weaker moments,
In moments of strength, problems are solved intui-
tively, as If of themeelves.

Close study of the great master colorists has firmly
conviriced me that all of them possessed a science
of color. For me, the theories of Goethe, Runge, Bezcld,
Chevreul and Holzel have been invaluable

! hope to be able to resolve a great many color problems
in this book., We are nat merely to expound objective
principles and rutes, but atzo to explore and survey
the subjective predicament, as 1t pertains to criucal
taste in the realm of color.

We can be released from subjective bondage only
through knowledge and awareness of objecuve prin-
ciples.

In music, the thecry of compositicn has long been an
important and acceptsd part of a professional edu-
catign  However, a musgiclan may know counterpoint
and stil be a dull composer, If he lacks insight and
inspiration. Just 50, a painter may know all the resources
of composituon in form and color, yet remam sterile if
inspiration be denied him.

It has been said that genius 1s 89 per cent perspiration
and 1 per cent inspiration. There was a debate in the
press years ago between Richard Strauss and Hans
Pfitzner about the relatve shares of inspiration and
contrapuntal deduction 1n the process of compositien,
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Strauss wrote that four to six bars were ingpiration
in hie own works, and the rest elaboration. Plitzner
rephed. "It may well be that Strauss is inspired only
through four to six bars, but | have noticed that Mozart
ofterr composes many pages together under nspi-
ration.”

Lecnardo, Darer, Grinewald, Bl Greco and the rest did
nol SCOrn to examine their artistic media intellectually.
How could the lsenheim altarpiece, now at Colmar,
Upper Alsace, France, have been produced, had not
its creator pondered form and color?

Delacroix wrote, “"The elements of color theory have
been neither analyzed nor taught in our schools of an,
because in France 11 18 considered superfluous to study
the laws of color, according to the saying 'Draftsmen
may be made, but colorists are born.” Secrets of color
theory? Why call those principles secrets which all
artisls must know and all should have been taught?”
{Les Artistes de mon Temps.)

Knowledge of the laws of design need not imprison,
It can lberate from indecision and vacillating percep-
uon  What we call laws of cclor, cbvicusly, can be
ne more than fragmentary, given the complexty and
irraticnality of color effects

Ir the course of time, the human mind has penetrated
many mysteries in their essence or 1in their mechanism —
the rainbow, thunder and lightning, gravity and so on.
But they are still mysteries for all that.

As thz tortoise draws its limbs in1o its shell at need,
so the artist reserves his scientific principles when
working intuitively  But would 1t be better for the tor-
tolse 1o have no legs?

Color is Iife; for a waortd without colors appears to us
as dead. Colors are primerdial ideas, children of the
aboriainal colorless light and 1ts counterpart, colorless
darkness. As flame begets light, so light engenders
colors. Colors are the children of light, and hight 15 their
mother. Light, that first phenomenon of the world,
reveals toc us the spirt and living soul of the world
through colors,
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MNothing affects the human mind mare dramatically
than the apparition of a gigantic ¢olor corong in the
heavens, Thunder and lightning frighten us; bul the
colors of the rainbow and the northern lights soothe
and elevate the soul. The rainbow is accounted a symbol
of peace.

The ward and its sound, form and its color, are vessels
ol a transcendental essence that we dimly surmise.
As sound lends sparkling color 1o the spoken word,
s0 color lends psychicatty resolved tone to form.

The primeval essence of color is 2 phantasmagorical
resonance, light become music At the moment when
thought, concept, formulation, touch upon color, i1ts
spell 1s broken, and we hold in our hands a corpse.

In the tinted monuments of past ages, we can trace
the emotional dispositions of vanished peoples The
ancient Egyptians and Greeks greatly delighted in vari-
colored design.

The Chinese were accomplished painters from early
times. An emperor of the Han dynasty 1s recorded in
80 B.C. to have kept storehouses — a museum — of
paintings collected by him, said to have been of great
and colorful beauty. In the T'ang period (618-907
A.D.), there arose a strongly colored mural and panel
painting. About the same time, new vellow, red, green
and blue ceramic glazes were developed. In the Sung
dynasty (360-1279 A D}, the sense of color was ex-
tracrdinarily cultvated. Pictorial colors became more
varizd and at once more naturalistic. Ceramics evolved
many new glazes of matchless beauty, such as celadon
and clair de lune.

Strongly colored Roman and Byzanune polychrome
mosaics from the first millennium of the Christian era
have been preserved In Europe. Mosaic art placed high
demands on colonstic powers, because each color
area 1s compoesed of numercus point elements, sach



requiring considerauon and choice. The mosaic artists
of Ravenna in the fifth and sixth centuries were able
ro produce many different effects with complementary
colors.

The mausoleum of Galla Placidia, now at Ravenna,
Italy, is dominated by a remarkable colored atmosphere
of gray hght. This effect 1s produced by bathing the blue
mosaic walls of the intertor in an orange light, filtered
mrough narrow windows of crange-tinted alabaster
Orange and blue are complementary colors, the mixing
of which vields gray. As the visitor maoves about the
shring, he receives different quantities of hght, which is
alternately accented blue and orange, the walis reflect-
ing these colors at ever-changing angles. This interplay
gives an impression of suffusion with color

n the early medieval Hluminations of the Insh monks
a1 the eighth and ninth centuries, we find a paletie of
great vartety and subtlety. Most astonishing m their
radiant power are those pages where the many different
colors are rendered in equal brillience. The resulting
vivid cold-warm effects are such as we do not find again
until the Impressionists and Van Gogh. Some leaves
of the Book of Kells, for logic of chromatic execution
and organic rhythm of line, are as magnificent and pure
as a Bach fugue. The sensitivity and arustic intelligence
of these "abstract” miniaturists had their monumental
counterpart in the stained glass of the Middle Ages.
Early stamned glass employed only a few different colors,
and therefore seems crude, for glassmaking techniques
afforded few colors as vet. Anyone who has spent a day
studying the windows in the cathedral at Chartres in the
changing hght, and has seen the setting sun kindle
INe great rose window to a splendid culminating chord,
will never forget the supernal beauty of that moment.

The Romanesque and Early Gothic artists, in their mural
ond 1ablet paintings., used colors as symbolic expres-
sions  Therefore they endeavored 1o produce unequi-
¥ocal, unclouded tones. Simple and clear symbolic
¢fect was sought, rather than multitudinous shadings

and chromatic varations. Form recewed a similar treat-
ment.

Giotio and the Sienese school may have been the first
painters to individualize the human figure 1n form and
color, thus nitiating & developrment that was 1o lead
to the 1mposing throng of artist personalities encoun-
rered in the Europe of the fiieenth, sixtesnth and seven-
teenth centuries.

Ir the first half of the fifteenth century, the brothers
Hubert and Jan van Eyck began to construct patterns
of compaositicn arcund the locatl colors of the person
or thing represented. These local colore, through dull
ard bright, hght and dark tones, produced realistic
images very closely approaching nature. Color became
a8 means of characterizing natural objects. The Ghent -
altarpiece was finished in 1432, and in 1434 Jan van
Eyck execuied the first Gothic portrait, the double por-
trait of Amolfint and his lady.

Francesca (1410-1482) painted indiwviduals m sharp
outling and clearly expressive areas, with balancing
complementary colors. The hues are rare tones espe-
clally charactenstic of the artist,

Leonardc {1452—1519) rejected strong coloration.
He painted in infinitesimal tonal gradauons, organ-
ized In the case of his “"Virgin of the Grotto” into two
principal planes 'St Jerome” and the “Adoration”
are composed entirely in sepla tones of light and
shade.

Titian (1477-1576} 1n hus early work et homogeneous
color areas against each other in isclaten. Later, he
progressively resolved such areas into ceol and warm,
llght and dark, dull and intense modulations, perhaps
best exemplified by the "Bela™, in the Pittl galleries of
Florence, ltaly. In the works of his old age, he evolved
objects out of one principal hue and many variant tints
and shades The ""Ecce Homo™ iz an example.



El Greco (1545—1614) was a pupil of Titan. He brought
his master's polyicnality back to large, éxpressive color
areas. His strange, frequently shocking color ren-
ditions cease to represent local colors, but are abstract,
matching the psychically expressive requirements of
the theme. This is why El Greco is considered a pro-
genitor of non-objective painting. His color areas do
not denote objeciive categories., They have been
organized into sheer pictorial polyphony.

Griinewald (1475—1628), a century earlier than El
Greco, solved the same problem, But where El Greco's
tories are always very sharply and individually bounded
by grays and blacks, Griinewald set color against color.
Through what may be called an objective mastery of
the universe of color, he discovered the appropriate
colors for each piciorial motif. The lsenheim altarpiece
in all its parts shows such multiplicity of color quality,
effect and expression as 1o be properly called an intellec-
tually universal color composition. The Annunciation,
Angel Choir, Crucifixion, Resurrection, are pictures
utterly different frem each other, in form as well as
color,

In fact, Grinewald sacrificed decorative unity of the
altarpiece as a whole to artistic truth of the indimidual
theme. He set himself above the scholastic canon,
in order to be wuthful and objective. However, the
psychologically expressive power of his colors, their
symbolic verity, and their realistic signification — all
these three potentalities of color are, it a deeper sense,
fused Into unity.

Rembrandt {1606—-1688) iz considered the exemplar
of charoscuro painters. Though Leonardo, Titian and
El Greco used chiaroscuro as a means of expression,
Rembrandt’s work 1s altogether different. He felt color
as a dense matenal. With gray and blue or yvellow and
red transparent (ones, he created an effect of depth
that has a remarkably transfigured life of its own. Em-
ploying a mixed paste of tempera and oil paints, he
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achieved textures radiating an uncommonly affecting
realism. In Rembrandi, color becomes materialized
light-energy, charged with tension. Pure colors often
shine like |Jewels in dull settings.

El Greco and Rembrandt carry ug inio the problems
of baroque color. In the more exireme barcque archi-
tectures, static space 1g resolved into space with dy-
namic rhythm, Color is enlisted in the same service.
It is deiached from its objective denotation and be-
comes an abstract means of rhythmic articulation
Ultimately, 1 1s used 10 assist depth illusions. The work
of the Viennese painter Maulpertsch (1724—1796)
exhibits such characteristically baroque coloration.

In the art of the Empire and Classical periods, coloration
Is confined to black, white, gray, sparingly enlivened
with some few chromatic colors. This style, giving an
effect of realism and schriety, was supplanted by Ro-
manticism. The beginning of the Romantic movement
In painting is identfied with Turrer (1775-1851) and
Constable {1776—1837} in England. lis greatest ex-
ponents in Germany were Caspar David Friedrich
{1774—1840} and Philipp Otie Runge {1777—1810).
These painters employed color as psychico-expressive
medium, to lend “mood” to landscape Constable,
for example, would not apply homogencus green to
canvas, but would resoclve 1t into minute gradations
of light and dark, cold and warm, dull and vivid tones.
Color areas were thus rendered subtly vital. Turner
produced some non-objective color compositions that
would warrant listing him as the first “"abstractionist”
among European painters.

Delacroix {1798—1863} saw Turner's and Constable's
work when he was in London. Their colorism interasted
him deeply, and on his return, he re-did some paintings
of his own in the same spirit, thersby causing a sen-
sation at the 1820 Salon de Paris. Delacrom was ac-
tively concerned with color problems and principles
throughout his ifeuma.



Ganeral interest 1n the influence and rationale of color
arevailed early in the ninetesnth century. Runge pub-
lished his calor theory using the sphere as a coordi-
ate system in 1810, Goethe's major work on color
appeared likewise in 1810, and in 18186 Schopenhauer
sublished his treatise "On Vision and Colors”, The
hemist M. E, Chevreul {1786—1888}, dvemaster of the
Gobelin works in Paris, published his "'De la Loi du
Contraste Simuliang des Couleurs et de I'Assortiment
ies Objets Coloris” in 1839 This work was 10 become
tha scientific foundation of lmpressionist and Neo-
Impressionist painting.

The Neo-lmpressionists divided color areas into point
zlements. They affirmed that mixing pigments breaks
ihe power of the colors The dots of pure color were ic
pecoeme mingled only in the eye of the viewer.

The color theories of Chevreul were of signal aid 10 the
Irmpressionists.

Intensive study of nature led the Impressionists to an
entirely new color rendition  Study of sunlight, which
alters the local tones of natural objects, and study of
ght in the atrmospheric world of landscape, provided
Ne Impressianist painters with new essential patterns.
Monet {1840-1926) explored these phenamera con-
sClentiously, requiring a fresh canvas to represent & land-
SCape at each hour of the day, so that the progress of
the sun and resulting change in color of the light and
reflections might be truly rendered. The best demon-
stration of this procedure are his cathedral paintings, on
Z1splay in the Jeu de Paume Museum in Paris

Proceeding from Impressionist ideas, Cézanne (1839
~1306) arrived at a logically developed color construc-
NG It was s task to fashion Impressionism into same-
thing “'substantial”: hie pictures were to stand upon
‘ormal and chromatic principle. Apart from his rhwthmic
and formal contributions, in color he rejected the
Pointill gt technique of division, returning to contimuous

areas modulated internally. To him, modulating a color
meant varying It between cold and warm, light and dark,
or dull and intense Such modulation throughout the
picture area accomplished new, vivid harmonies.

Titian and Rembrandt had contented themselves with
color modulations of faces and figures; Cézanne was
now Integrating the whaole picture formally, rhythmically
and chromatically. In the still life " Apples and Oranges”,
this new integration is clearly apparent. Cézanne wished
to rematd nature at a higher level. To do this, he em-
ployed the celd-warm contrast with musical, ethereal
effect. Cézanne, and Bonnard after him, composed
some pictures entirely on the cold-warm theme.

Matisse refrained from modulation, to again express
simple, luminous areas in subjective equilibrium. With
Brague, Derain and Vlaminck, he belonged to the Paris
group Les Fauves.

The Cubists — Picassc, Braaue and Gris — used colors
for their hghi-dark values. They were primarily inter-
ested in form. They analyzed the shapes of objects
intc abstract geometric forms, obtaining relief-like
effects by tonal gradation,

The Expressionists — Munch, Kirchner, Heckel, Nolde,
and the Blauer Reiter painters Kandinsky, Marc, Macke,
Klee — were attempting to restore psychological content
to painting. Their creative aim was to represent inter-
nalized and spiritualized experience by means of shapes
and colors.

Kandinsky began painting non-objective pictures about
1908. He contended that every color has Its proper
expressional value, and that it is therefore possible to
create meaningful realities without representing ob-
Jects,

Adolf Holzel became the center of & group of young
painters in Stuttgart who atiended his lectures on calor
theory, based on the discoveries of Goethe, Schopen-
hauer and Bezold.
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Between 1912 and 1917, in various parts of Europe
independently, arbsts were at work producing what
may be subsumed under the collective name "art con-
cret’”. Among them were Kupka, Delaunay, Malewitsch,
ltten, Arp, Mondrian, and Vantongerloo. Their paintings
represent non-objective, usually geometric forms and
pure speciral colors in the guise of actual corporeal
obyects. The intellectually apperceptible forms and
colars are media that admit of clear pictorial arrange-
ment

More recently, Mondrnan made a further contribution.
He used purs yellow, red, and blue, hke weights, to
construct paintings whose forrm and color coincide
in the effect ot static equilibnum He aimed not at
surreptitious expression, nor at intellectual symbolisr,
but at real, optically distinct, concrete harmonic pat-
terns,

The Surrealists — Max Ernst, Salvador Dall and the
others — have employed colors as means of expression
far the pictorial realization of their “irrealities.”

Developments in coler chemistry, fashicn, and color
photography have aroused a broad general interest
in ccolors, and the color sensitivity of the individual
has been greatly refined. But this contemporary interest
in color 18 almost whelly visual, material in character,
and not grounded in intellectual and emotional experi-
ence. It 15 a superficial, external toying with meta-
physical forces.

Colors are forces, radiant energies that affect us posi-
tively or negatively, whether we are aware of it or not.
The artists in stained glass used color to creste a supra-
mundaneg, mystical atmosphere which would transport
the meditations of the worshiper to a spintual plane.
The effecis of colors should be experienced and under-
stood, not only visually, but also psychologically and
symbaolically.

The problems of color can thus be examrined from sew-
eral aspects.
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The physicist studies the nature of the electromagnetic
energy vibrations and particles involved in the phenom-
ena of light, the several ongins of color phenomena
such as the prigmatic dispersion of white hght, and the
probiems of pigmentation. He investigates mixturas of
chromatic light, spectra of the elements, frequerncies
and wave lengths of colored light rays. Measurement
and classification of colors are also topics of physical
research.

The chemist studies the molecular structure of dyes and
pigments, problems of color fasiness, vehicles, and
preparation of synthetic dyes. Color chemistry 1oday
embraces an extracrdinarily wide field of industrial
research and production.

The physiologist nvestigates the various effects of
light and colors on our visual apparatus —eye and brain—
and their anatomical relationships and functions. Re-
sgarch on light- and dark-adapted vision and on chro-
matic colar vision occupies an important place. The
phenomencn of afterimages iz another physiclogical
topic.

The psychclogist is interested in problems of the in-
fltuence of color radiation on our mind and spirit. Color
symbeclism, and the subjective perception and dis-
crimination of colors, are important psychological prob-
lems. Expressive color effects — what Goethe called
the ethico-aasthetc values of colors — likewise fall
within the psychologist's province.

The artist, finally, 1s interested mn color effects from
their aesthetic aspect. and needs both physiological
and psychological information.

Discovery of relationships, mediated by the eye and
brain, between color agents and color effects in man,
is a major concern of the artist. Visual, mental, and
spiritual phenomena are multiply, interrelated In the
realm of color and the color arts.



rantrast effects and their classification are a proper
starting point in the study of color aesthetics. The prob-
iems of subjectively conditiened color perception are
cspecially pertinent 10 art education and scholarship,
archnecture and commercial design
Color agsthetics may be approached from these three
directions:

[mpression {visualiy)

Expression {emotionally)

Construction {symbolically
It 15 interesting to notice that in pre-Columbian Peru,
the use of color is symbolic in the Tiahusnaco culture,
axpressional in the Paracas, and impressional in the
Chimu,
Among historical peoples, there have been styles using
colore as symbolic values only, either to identify social
sirala of castes, or as symboelic terms for mythological
orreligious ideas.
In China, yellow, the most lummmous color, wag re-
served 10 the emperor, the Son of Heaven None other
might wear a yellow garment; yellow was a symbaol
of supreme wisdom and enlightenment. Again, when
the Chinese wear white on occasions of mourning,
ihie sigmifies an escorung of the departed into the king-
aom of purnity and of heaven. The white color 15 not
an exprezsion of personal gnef; 1t is worn by way of
assisting the dead 1o a state of pertection.
When a pre-Columbian painter in Mexico put a red-
clad figure into his composition, it was understood to
partain to the earth god Xipe-totec and therefore to the
eastern sky, with its signification of sunnse, birth, youth
and springume. In other words, the figure was colored
red not from considerations of visual sesthetics or to
Convey emotiohal expression: 118 color was symbolic,
lIke a logogram or hieroglyph.

The Roman Catholic higrarchy has 1ts distinguishing

symbolic colors, including the cardinal crimson and the
Papal white. In the observance of ecclesiastical feasts,
VEstments of prescribed colors are worn, Inevitably,
%8Und religious art makes symbolic use of color.

VWhen 11 comes to studyving the emotionelly expressive
power of colors, our great masters are El Greco and
Grinewald.

The wisually impressive comparient of coloration was
taken as the cornerstone of their pictorial work by
Veldsquez and Zurbardn, by Van Eyck and the sull-hfe
and intenor patnters of the Low Countries, by the Le
Namn brothers, and later oy Chardin, Ingres, Courbet,
Leibl, and others, Leibl, partcularly pamnstaking, nar-
rowly observed the minutest modulations of colors in
nature, and painted them as minutely on his canvases.
He never worked on a picture unless he had the naiural
model before him. The painters commaonly referred
to as Impressionists, such as Manet, Monet, Degas,
Pigsarro, Renoir, and Sizley, studying the local colors of
objects as modified by changing sunhght, at last in-
creasingly neglected local colors and addressed their
attention to the color vibraticns produced by hght on
surfaces and in the atmosphere at different times
of day.

Only those who tove color are admitied to its beauty
and imrmansnt presence. It affords unibity 10 all, but
unveils its deaper mysiaries only to its devotees,

Having spoken of three different points of view for pur-
poses of studying color — constructicnal, expressional,
and impressional — | would not omit 1o say this: Sym-
bolism without visual accuracy and without emotional
force would be mere anemic formalism ; visually impres-
sive effect without symbolic verity and emotional power
would be banal imitative naturaliem; emotional effect
without constructive symbolic content or visual strength
would be limited to the planc of sentimental expression
Of course every artist will work according to his tem-
perament, and must emphasize one or another of these
ASPECtS.

To avold confusion, | should like to define two terms.
By the quality of a color, | mean 11s pasition or location
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inside the celor cirgle or solid. Both the pure unclouded
colore and all their possible mixtures with each other
yield unique chromas, The color green, for example,
may be mixed with yellow, orange, red, violet, blue,
white, or black, and acquires a specific unique quality
by each of these admixtures, Each possible modification
of a color effect by simultanecus Influences likewise
generates specific color qualities.

When we are 1o specify the degree of lightness or dark-
ness of a color, we may speak of its guantity or bril-
liance This 1s what | occasionally refer to as tonal
gradation. Brilliance can be varied in two ways; firstly,
by mixing a color with white, black, or gray, and second-
ly, by mixing 1t wath another color of unlike Brilhance.
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Color Physics

wil) =
—

L= | =
=
sunlight sht

1 Dispersion of sunhight inta colors of the spectrum

n 1676, Sir Isaac Newton, using a triangular prism,
analyzed white sunlight into & spectrum of colors. Such
@ spectrum containg all hues except purple
Newton performed his expenment as {ollows (Fig, 1};
sunhght entering through a slit falls upon the prism
In the prism, the ray of white light is dispersed into the
snectral colors. The dispersed ray of light can be pro-
|=cted on a screen to display the spectrum. A contin-
Uous band of color ranges from red through orange.
vellow, green, blue, 1o viclet If this image 1s collected
Ov means of a converging lens, addition of the colors
Will yield white light once again.

"hese colors are produced by refraction There are other
Physical ways of generating colors, such as interference,
Uiiraction, polanizatien, and fluorescence.

if we divide the spectrum Into two parts, for example
"ed-orange-vellow and green-blue-viclet, and collect
Fach of these two groups with a converging lens, the
"Esult will be two mixed colors, whose mixture with

direct

through prism

spectrum

gach other in turn yields white.

Two kinds of colered light whose mixture with each
other vields white are called complamentary.

If we izolate one hue from the prismatic spectrum, for
example green, and collect the remaining colors —red,
orange, yellow, blue, violet — with a lens, the mixed
color obtained will be red, 1. &. the complementary
color of the green we solated. If we take out yvellow,
the remzining colors —red, orange, green, blue, violet —
will yield viclet, the complementary of yellow

Fach spectral hue is the complement of the mixture
of all the other spectral hues

We cannot see the component hugs in a mixed color,
The eye is not like the musical ear, which can single
out any of the individual tanes in a mixture.

Colors result from light waves, a particular kind of elec-
tromagnetic enargy. The human eye can perceive light
of wave lengths bewween 400 and 700 millimicrons
only.
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1 micron or T u = "hee MM, = *fioeace M.

1 millimicron or 1T mu = Yioeoees MM.

The wave lengths and corresponding frequencies, in
cycles per second, for each prismatic color, are as

follows

Color Wave length, mu Frequency, cps

Red 800-650 400-470 million million
Orange 640-590 470-520 millien mullicn
Yellow 580-560 520-590 mithon million
Green 530-430 580650 million mullion
Blue 480-460 650700 miltion millicn
Indigo 450-440 700760 millicn million
Violet 430-390 7B80—800 millior million

The bharmanic interval from red to viclet s appraxi-
mately the double; i. e. an octave.

Each hue can be accurately defined by specifying its
wave length or frequency. The light waves are not in
themselves colored  Color arises in the human eye
and brain. How we discriminate these wave lengths
Iz not yet well understood. We know only that the several
colors arise from qualitative differences in photosensi-
Ty,

It remains to consider the important question of the
celors of objects. If we hold a red and a green color
filter, for example, n front of an arc lamp, the Wwo to-
gether will give black, or darkness. The red filter absorbs
all the rays In the spectrum except for the red interval,
and the green filter absorbs all but the green So no
color is left over, and the effect is black. Colors resulting
fram absorption are known as subtractive colors.,

The colors of objects are chisfly subtractive colors of
this nature. A red vessel looks red because it absorbs
all other colars of hght, and reflects only red.

When we zay, "This bowl! is red”, what we are really
saying 1¢ that the molecular constitution of its surface
is such as to absorb all hight rays but those of red. The
bowl doss not have color in i1self; ght generates the
color.
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If red paper — a surface absorbing all rays but the red —
is illuminated with graen light, the paper will appear
black, because the green light contains no red o be
reflected.

All the painter's colors are pigmentary, or corporeal.
They are absorptive colors, and their mixtures are gov-
erned by the rule of subtraction. When complementary
colorg, or combinations containing the three primaries,
vellow, red, and blue, are mixed in certain proporticns,
the subtractive resuttant is black.

The analogous mixture of prismatic, ron-corporeal
colors vietds white as an additive resultant.



Color Agents and Color Effects

[he color agent 1s the physically or chemically definable
and analyzable pigment, the colerant. Itacquires human
meaning and content by optic and cerebral percep-
ton
The eye and the mind achieve distinct perception through
comparison and contrast. The value of a chromatic
color may be determined by relation 1o an achromatic
color — black, white, gray - or 1o one or more other
thromatic colors Color perception 1s the psychophysio-
Jical reality as distinguished from the physicochemi-
tal reality of color.
swchophysiclogical color reality is what | call color
fiect Color agent and color effect coincide anly in the
ase of harmomous polyiones. In all other cases, the
daency of color is simultansously transmuted into a
New effect. Some examples will demaonstrate this,

Ve know that a white square on a black ground will
Usklarger than a black square of the same size on a
wWhite ground. The white reaches out and overflows

—

the boundary, whereas the black contracts,
A light-gray square looks dark on a white background;
the same light-gray square locks light on a black ground.

Fig 68, A vellow square on white and on black. On
white, vellow locks darker, with an effect of fine, delicate
warmth, On black, vellow acquires extreme brlliance
and a cold, agaressive quality of expression.

Fig.69: A red square on white and on black. Red
looks very dark on white, and its brilliance scarcely
asserts itseif. On black, howsever, red radiates luminous
warmth,

If a blue square is viewed first on white and then on
black, the blue on white will give an effect of darkness
and depth. The surrounding white square looks brighter
than in the case of yellow. On black, the blue 1akes on
a brilhant character, with deep luminescence of hug
When the effects of a gray square against ice blue and
red-orange are compared, the gray on ihe ice blue
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lcoks reddish, while the same gray on red-crange looks
blusk,

When agent and effect do not coincide, we have a dis-
cordant, dynamic, unreal, and fugitive expression. !t
s this power of material and chromatic realities (o
generate unreal vibrations that affords the artist his
opportunity to express the ineffable.

The phenomena instanced might well be grouped under
the head of 'simultanety”. The possibilty of simul-
tanecus mutation suqggests the advisability, in the
process of color composition, of beginning with color
effect, and developing the size and shape of arsas
accordingly.

Once a theme hag been concewved, the design must
follow that primary and ruling conception. If color 15
the chief vehicle of expression, composition must begin
with color areas, and these will determine the hnes.
He who first draws lines and then adds color will never
succeed in producing a clear, intense color effect.
Colors have dimensions and direcuonality of their own,
and delineate areas In their cwn way.



~rord of Colors

When peaple speak of color harmony, they are eval-
Jating the joint effect of two or more colors. Experience
and experiments with subjective color cembinations
show that individuals differ in their judgments of har-
mony and discord.
The color combinationg called “"harmonious” in com-
mon speech usually are composed of closgly similar
Hromas, or else of different colors in the same shades.
Trey are combinations of colors that meet without
sharp contrast. As a rule, the assertion of harmony or
discord simply refers i an agreeable-disagreeable
attractive-unattractive scale, Such judgments are
rersonal sentiments without objective farce The con-
cept of color harmony should be removed from the
realm of subjective attitude into that of objective prin-
ciple.
Harmony implies balance, symmetry of forces An exam-
Maton of physiological phencmena in color vision will
bring us closer to a solution of the problem.
f we gaze for some ume at a green square and then

close our eyes, we $¢€, as an aflerimage, a red square,
If we look at a red square, the afterimage is a green
sguare. This experiment may be repeated with any color,
and the afierimage always turns cut to be of the com-
plementary color. The eye posits the complementary
color; it seeks to restore equilibriumn of jiself. This phe-
nomenon is réferred 10 as successive contrast

In another expernment, we Insert a gray square in an
area of pure color of the same brilliance On yellow,
the gray will lock gray~viclet; on orange, bluish gray;
on red, greenish gray; on green, reddish gray, on blue,
crange-gray. and on viclet, yellowish gray (Figs. 31-361).
Each color causes the gray to seem tinged with its
complemnentary. Pure chromaunc colors also have the
terndency to shift each other towards their complements,
This phencmenon is referred to as simultanecus con-
trast.

Successive and simultaneous contrast suggest that
the human eve is satisfied, or in egulibrium, only when
the complemental relation is established. Let us ap-
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proach this idea from a different direction.

In 1797, in Nicholson's Journal, Rumford published
his hypothesis that colors are harmonious if they mix
to give white. As a physicist, he was speaking in terms
of colored light. In the section on color physics, we
stated that if one color of a spectrum, say red, is sup-
pressed, and the other colored light rays — yellow,
orange, violet, blue, and green — are collected with a
lens, the sum of these residual colors will be green,
or the complementary of the color suppressed. Physical
mixture of a color with its complementary color yields
the sum total of the colors, or white; pigmentary mix-
ture yields gray-black.

Ewald Hering, the physiologist, has this to say: ""To
mediurm or neutral gray corresponds that condition
of the optic substance in which dissimilation — its con-
sumption by vision — and assimilation — its regener-
ation — are equal, so that the quantity of optic sub-
stance remains the same. In other words, medium
gray generates a slate of complete equilibrium in the
eye."’

Hering shows that the eye and brain require medium
gray, or become disquieted in 11s absence. I we view
a white square on a black ground, and then look away,
a black square appears as afterimage. If we look at
a black square on a white ground, the afterimage is a
white square. The state of equilibrium tends to re-
establish itself in the eye, But if we look at a medium-
gray square against a gray background, no afterimage
differing from the medium gray will appear. Thus me-
dium gray matches the required equilibrium condition
of our sense of sight.

Alterations in the optic substance correspond to sub-
jective impressions. Harmony in our visual apparatus,
then, would signify a psychophysical state of equi-
librium in which dissimilation and assimilation of optic
substance are equal. Neutral gray produces this state.
| can mix such a gray from black and white, or from
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wo complementary colors and white, or from several
colors provided they contain the three primary colors
vellow, red, and blue in suitable proportions. In partic-
ular, any pair of complementary colors contains all
three primaries:
red, green = red (yellow and blue)
blue, orange = blue (yellow and red)
yellow, violet = yellow (red and blue)

So we can say that when a set of two or more colors
contains yellow, red, and blue in suitable proportions,
the mixture will be gray. Yellow, red, and blue may be
substituted for the sum total of colors. Satisfaction
of the eye requires this totality, and the eye is then in
harmonic equilibrium,

Two or more colors are mutually harmonious if their
mixture yields a neutral gray.

Any other color combinations, the mixture of which
does not yield gray, are expressive, or discardant, in
character. There are many great paintings having a one-
sided, expressive intanation, and their color composi-
1ion is not harmonious, in the sense here defined. Their
one-sided, emphatic use of a particular color and its
expression has an exciting and provocative affect. Thus
not all color compaosition needs be harmonious, and
when Seurat said “Art is harmony,” he was mistaking
a means of art for its end.

Apart from the relative positions of the colors, of course,
their guantitative proportion and their degrees of purity
and brilliance are also important.

The basic principle of harmony is derived from the
physiologically postulated rule of complementaries.
In his Farbenlehre, Goethe writes on the subject of
harmony and totality: “"When the eye beholds a color,
it is at once roused into activity, and its nature is, no less
inevitably than unconsciously, to produce another color
forthwith, which in conjunction with the given one



~ompasses the towslity of the color circle. A partic-
lar color incites the eye, by a specific sensation, o
e for generafity. In order, then, to realize this 1o-
_in order to satisfy itself, the eye seeks, beside any
space, a colorless gpace wherein o produce

O IC

he missing celer. Here we have the fundamental rule

~f all color harmony. ™
Color harmony has also been discussed by Wilhelm
m=twald, He writes in his Primer of Colors, " Experience
sacnes that certain combinations of different colors
4 pleasing, other displeasing or indifferent. The
question arises, what determines the effect? The an-
- 15; Those colors are pleasing amang which some
ragular, 1 @. orderly, relationship obtains. Lacking this,
the effect will be displeasing or indifferent. Groups of
colors whose effect 15 pleasing, we call harmonicus.
So we can set up the postulate, Harmony = Order.

“To discover all possible harmonies, wea must catalogue
the possible instances of order in the color solid. The
simpler the order, the more obvious or self-gvident
the harmany. Of such orders, we have found chiefly
two. namely the color circles of equal shade {colors of
like Lrilliance or like darkness! and the wriangles of ke
hue (that is, the possible mixtures of a color with white
or blackt. The circles of like shade yield harmonies of
different hues, the triangles yield harmonies of like

Whare Ostwald says, “‘colors whose effect 1s pleasing,
wa call harmomous”, he implies a subjective criterion
O harmony. But the concept of harmony should be
femoved from the realm of subjective attitude 1o that
O objective principle, as | said previously.

Where Ostwald says, “Harmony = Order”, and gives
: color circles of cqual shade and the color triangles
like hue as instances of order, he neglects the phys-
logical laws of afterimage and simultaneity,

One essential foundation of any assthetic color theory
'S the cotor circle, because that will deterrmine the
Classification of colors. The color artist must work with

pigments, and therefore his color classification must be
constructed In terms of the mixing of pigments. That
is to say, diametrically opposed colors must be comple-
mentary, mixing 10 yield gray. Thus in my color circle,
the blue stands opposite to an orange; Upon mixing,
these colers give gray. In Ostwald’s color circle, the blue
stands opposite o a ye'low, the pigmentary mixture
yielding green.

Having provided ourselves with a definition of harmany,
let us proceed (o the quantitative relationships among
colors in harmaonious composition. Goethe estimated
e luminasities of the pnmary colors, and derwved the
following proportionality of areas: yellow red:blue =
=368

We can make the general statement that all comple-
mentary pairs, all triads whose colors form equilateral
or isosceles triangles in the twelve-member color circle,
and all tetrads forming squares or rectangles, are har-
monious (Fig. 2%

vellow
vellow-green ye.low-orange
gareen orange
blue- red-
green crange
blue red
blue-viclet red-violet
violet

2 Constructions for color chords
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Locating the hues yellow, red, blue on the twelve-pan
color circle, we get an equilateral triangle. This triad
expresses the highest intensity and force of color. In
the combination, each has itg static effect, that is, the
vellow acts as vellow, the red as red, the blue as blue
The eye demands no additional, completing colors,
and the mixture of the three 1s a dark gray-black

Examples of harmaonius tetrads are yellow/red-orange/
violet/blue-green and the hues of the harmonious rec-
tangle  vellow-cranga/red-violet/blue-viclet/vellow-
green.

The geometncal figures used — equilateral and isos-
celes triangles, square and rectangle — may of course
be drawn from any given point on the circle. | can rotate
them on the circle, thus replacing the triangte vellow/
red/blue by the triangle yellow-orange/red-viclst/blue-
green, or the trnangle orange/violet/green, or the tr-
angle red-orange /blue-violet/vellow-green,

| can do the same with the gther geometrical figures.

Further discussion will ke found in the seciion on
harmonic variations.
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cbjective Timbre

n 1928, | was assigning harmonic color combinations
[0 an art class. They were to be painted into complets
circitlar areas, in sectors of unspecified size | had not
vet offered acny definition of coler harmony. After work-
ng away for twenty minutes or so, the class became
ery restless. | inguired what was the matter, and was
wld, “"We all think that the combinations you assigned
harmonious We find them discerdant and
npleasant.”

rephed, “"All rnight, let each of you paint whatever
ombinations he finds pleasant and harmonious.”
The class gquieted down at once, all eager 10 prove to me
Fiat my color combinations were wrong.
After an hour, | had the finished sheets spread out on
e floor for inspection. Each student had painted sev-
2ral original, closely similar combinations an his sheet
3Ut each student’s work was very different from the
Dihers.
N was realized with astonishment that each had his own
Private conception of color harmony.

dare not

In closing this interesting session, | remarked, "The
color combinatiens constructed as harmonious by gach
individual here represent individual subjectuve opinion.
This 1s subjective color

That early cbservation was to be followed by many
more in ensuing years, and | have a large body of docu-
mentation in my possession today

In order for hig type of experiment to be successiul,
the painter must first have been sensitized to color
generally. Without prior intensive study of the palette,
and practice with brush and paints, reliable results
cannot be obtained.

Experiments 10 subjective color should be inwated
very carefully. Any suggestion that subjectve color
may reveal characier or mode of thought and fesling
should be avoided. Many people have inhibitions
about showing themselves as they are. Anyone who
works with color 1in his vocation 1g likely to have difficulty
N discovering  his  subjectve colors. Again, early
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attempts at coler combinations are frequently wish
fulfiliments; subjects paint their complementary colors,
or combinations In commercial vogue, instead of re-
flecting themselves

Harmonies may be very close, with only two or three
colors appeanng, as light blue, medium gray, wihite
and black, or dark brown-red, light brown-red and
black, or yellow-gresn, vellow and black-brown, et
cetera.

Again, their scope may be very wide — yellow, red,
blue, in many degrees of sawration, also twgo or more
pure colors in many different shades.

Betweesn people with very narrow and very wide color
scales, there are all conceivable intermediate po-
sitions.

There are subjective combinations in which one hue
dominates guanutatively, all tones having accents of
red. or yvellow, or blug, or green, orviolet, so thatore is
tempted to say that such-and-such a person sees the
world 1z red, yellow, or blue hght. 1t 15 as if he saw
everything through tinted spectacles, perhaps with
thoughts and feelings correspondingly colored.

In my studies of subjective color, | have found that not
only the choice and juxtaposition of hues but also the
size and orientation of areas may be highly character-
istic. Some individuals orient all areas vertically, others
stress the horizental or diagonal. Onentation is 3 ciue
to mode of thought and feseling. Some individuals in-
chne towards crisp and sharply bounded color areas,
others 1¢ Interpenefrating or blurred and haphazard
patches, Individuals of the latter kind are not given
to clear and simple thinking. They may be quite emo
tional and sentimentally disposed.

In any attempt to account for subjective color, we must
atitend to the most minute traits; but the assential factor
is the ""aura” of the persan.

Soeme examples will ilustrate different subjective color
types,
24

Light Blond types with blue eyes and pink skin incline
towards very pure colors, often with a great many
clearly distinguished color qualities, Contrast of hue is
the basic feature. Depending on the forcefulness of the
individual, the celors may be mare or less luminous.

A very different type is represented by people with black
hair, dark skin, and dark eyes, for whom black plays an
important part in the harmony.,

The construction of the painting personality should
proceed from its subjectively given predisposition of
form and color.

Knowledge of subjective timbres is of great imponance
ir education and n art mstruction, Education should
naturally give every child the opportunity to evolve or-
ganically out of himself. Therefore educators must be
able 1o recognize the aptitudes and potentialities of their
pupils. Subjecuve color combinations are one key to
identification of the indwvidual's natural mode of think-
ing, feeling, and doing. To help a student discover his
subjective forms and celors 1s to help him discover
himself. At first the difficulties may seem insurmount-
able, Yet let us trust in the immanent spirit of the indi-
vidual.

The teacher’s help should be offered sparingly, though
certainly with sympathy and love, As a gardensar pre
pares optimal conditions for the growth of his plants,
50 the educator should provide the child with favorable
conditions of mental and physical growth. Such growth
will then follow its own inherent directions and forces.
Art education involves two problems. to further and
strengthen the learner’s individual creative aptitudes,
and to teach the general objectve rules of form and
color, supplemented by swdies from nature. Here,
too, individual aptitudes will be amplified and enlarged
if the topics assigned are akin to the individual's sub-
jective forms and colors.

The blend type should be assigned such subjects as
Springtime, Kindergarten, Baptism, Festwval of Bright



vars, Garden at Morning. Nature subjects should
. vivid, wathout lightdark contrasts.
od assignments for a8 dark type would be Night,
Lgnt 1in @ Dark Room, Autumn Storm, Burial, Grief,
he Blues, etc. Nature studies can be done in charcoal
olack and white pigmeants,
I other words, 1U1s wrong to impose the same standard
ver or llgure studies on all students. Individual, sub-
ectively slanted assignments are necessary so that
=tudents will be able 1o discover correct solutions in-
ginvely When a student is presented with themes
“alen” ta himself, he is forced to deal with them intel-
lecwally while as yet lacking the objective knowledge
o doso.
Aftar the swdent has grasped hig own color principles,
lermentary exercises can be giwen in all the species of
‘orm and color contrast. [t will then turn out that some
idividuales have a preference and flair for certain con-
rasts, and experience difficulty in handling others.
Each studsent needs a grounding 1n universal principles,
whether he likes it or not. They will generate within
1 natural tensions, prompting new creations.

't I1s advisable to illusirate each contrast by analyses of
naintings from the past and present. A fearner benefits
reatly when he encounters works that directly chal-
onge and interest him. His favorite pictures become
15 masters, and he learns where he stands. One indi-
vidual will feel drawn rather to the exponems of ight-
dark contrast, another to those of hue, of form, or of
architectural composition. The strong colorism of the
Expressionists will enlist the preferences of some.

“he total personality can rarely be quite comprehended
In the subjective concords:; sometimes the physical,
sometimes the mental, or spiritual is dominant, or any
of numercus composites. The emphasis varies with
indidual temperament and disposition,

Teachers, physiclans, and vocauonal counsellors can
draw many valuable -nferences from subjective colors.

One student’s subjective colars were light vicler, fight
blue, blue-gray, vellow, white, and a wouch of black.
His fundamental “"tone” was hard, cold, and somewhat
brittle. When he was discussing his choice of vocation
with me, | suggested that he had a natural affinity for
metals, particularly silver, and for glass. “"You may be
right, but | have decided 1o become a cabinetmaker,”
he rejcined. He did afterwards design furniture, and
incidentally created the first modern steel chair. He
ultimately became a highly successful architect in con-
crete and glass.

Another student’s subjective color chords and compeo-
sitions contamed orange-brown, ocher, red-brown and
seme black. Green, blue, violet, and gray tones were
quite absent. When | asked him about his vocation, he
sard confidently, "I'm going to be a woodworker.”
He instinctively perceived his nawral calling.

The subjective concords of a third student consisted
of sonorous light-violetr, vellowish, and gold-brown
tones. In their arrangement, these colors produced an
effect of rachant splendor, suggesting great powers
of concentration. The shading of warm vyellow into
light viclet indicated a rehgious tendency of thirking.
He served as sacristan™to an important church, and was
a consummate engraver in gold and silver besides.

A man cannot do his best excepl In an occupation
that suits him constiutionally, and one for which he
possesses the requisite aptitudes.

[t is worth mentioning that though | have diligently
sought opinions on my celor representauons of the
seasons, | have never yet found anyone who faled
10 identify each or any sgason correctly. This convinces
me that above indwidual taste, there i a higher judg-
ment in man, which, once appealed 1o, sustains what
has general validity and overrules mere sentimental
prejudice.

This higher judgment s surely a faculty of the intellect.
That is why well-disciplined color thinking and a knowl-
edge of the patentialities of colors are necessary 1o save
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us from the one-sidedness ana error of coloration in-
formed by taste alane, If we can find ohjective rules
of general validity in the realm of color, then 1t 1g our
duty to study them.

Among painters, | percewve three different attitudes
towards problems of color.

First there are the epigoni, having no coforation of their
own but composing after the manner of their teachers
or ather exemplars.

The second group is that of the “originals™ — those
who paint as they themseles are. Thay compose ac-
cording to their subjective timbre. Though the theme
changes, the chromatic expression of ther paintings
remains the scame.

Leonardo has reference 1o this group in his Trattato
della Pittura: “"How ridiculous are those painters who
aive therr figures small heads because their own heads
are small.” What Lecnardo was saying of subjective
proportion, | would extend 10 subjecuive color.

The third group 1s that of the universalists — artists
who compose from inclusive, objsctive considerations
Each of their compositons, according to the subject
1o be developed, has a different color treatment. That
there should be but few painters in this group is under-
standable, for their subjective timbre must comprehend
the entire color circle, and this happens rarely. Besides,
they must possess high intelligence, admitting of a
comprehensive philosophy.

I subjective tmbre 1s significant of a person’s inner
baing, then much of his mode of thought, feeling, and
action can be inferred from his color combinations
Intr