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THEORY OF COLOURS
Elemeniary pnhm',trfm af the {heory of cofours

PIGMENTARY = PRIMARIES

The pigmentary = primanes are: BLUE (prussian blue)
RED (crimson)
YELLOW (gamboge tint)

These three colours are called pigmentary primaries becauss they are the
tundamental tints from which h'j" different mixtures all the colours used in
painting can be pbtained. |

Of course practically the painter uses colours already prepared biv the
tactariss.

By miving ]-"E‘.HI.'.I";'H'. red and blue in egual parts we oblin a NEUTRAL.

tint: neutral 13 a tint whose colour cannot be dalfined.

COMPLEMENTARIES OF PRIMARIES

To make the complementaries understandable it is pecessary to explain
its natural cause. The sun-light is composed of many rays of different colours
which combined together form a perfect white. The principal colour of these
rays are, red, orange, vellow, green, blue, violet.

Amalyzing these six colours we observe that thres of them are the primaries
and the other three are composed of the mixture of the primaries and are called
the complementaries.

Orange is composed of red and yellow colours,

(reen 18 composed of blus and yellow colours.

Violet is composed of hlue and red colours.

When the light shines over a coloured object, this shows its real int
because it REFLECTS the ray of the light of its own colour and in the meantime
it ABSORBS other rays which are forming the complementary-colour. So-each
colour reflects and absorbs part or all the rays of the light; for instance, the white
reflectz all the ravs while the black does not rellect any rays.  Reférring to the
prnimaries we note that:—
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Bluz reflects the blue rays of the light and absorbs the red and yellow rays
fm‘ming oIange whir.:h 18 the;ﬂnn]plem&nlal Y of ]:Jl_u_E.

Red reflects the red rays and ahsorths the blue and yéllow rays lorming
the green calour which is the complementary of rved.

Yellow reflects the vellow ravs and absorbs the yed and blue forming the
violet which is the complementary of yellow.

When locking at a certain colour we do not natice th-e absorbed rays
(complementary) but in reality they affect our eyes much more than is apparent

and this can be seen by the following experiment. Lok steadily for some
seconds at a small red disk placed over a grey paper and afterwards take aoff the
cisk and instead of the red one, we see a pale green disk. Repeat the experiment
with'a blue disk and you will sec a pale orange one: again repeat with a yellow
dizk and vou will sce a pale violet one.

Euch colour has 1ts complementary and, as we shall see later, these com-
plementarics have a great influence on the art of painting.

SPECTRUM PRIMARIES

The spectrum primaries are: RED fvermillion) GREEN (emerald)
VIOLET. With the intermingling of these light — rays, Nature forms all the
_ colours that we see in the sky,

Because these three primaries are formed by the same colours of the
pigmentary primaries so by mixing them together we obtain & neutral tint

In Nature the vellew 128 obtained by the 1I‘I|.'-E:'I'I'H'IIIE]I-I.'IE of the red and gresn
rays, the predominance of the red will give orange while the predominance of the
green will give a yellow-oreen, eto), ete.

The blue is oblgined by the intermingling of Violet and Green ravs, the
preciominance of the green will give bluegreen, etc,, ete,

Many painters in their warks fallow the intermingling of colours as n
Nature but as the mizture of red and green, or violet and green would give a
neutral tint so they paint with the method of small points or strckes of pure
colours. This kind of painting is called POINTILLISM. In modetn times

peintillism is used either in picturss or decorations, but if wrongly used the result
will be & peutralized tonality,



NATURAL ORDER OF COLOURS {See fig. 1)

All the colours that 'we see 1n Natoral things are governed by a perfect
law of order and barmony and as the Man is part of Nature itselt so the artist in
his creative works is inspired and follows that law.

Fig. | is referred to as the Natural Order becauze the VALUES of the
colours of the diagram correspond to the Values of the colours of the natural
things (see flowers, leaves, plumage of birds, ete.)) and becauee in the diagram

there arve | 2 different colours so there are |12 different values of which, the vellow,
18 the lightest, and the viclet is the darkest.

VALUES
Az fig. 2 shows, the values of a single colour corrésponds axactly with the

values of chiaroscure because both are monochrome; again the values of chiaroscuro
are strictly related to the values of ‘different colours and this relation is the most
important in the art of painting as we shall explain later.

When making some colour-scheme the student is inclined to use many
colours, but this is a greal mistake because the vesult is very unpleasant while
he could ebtain nice looking patterns by using one or two colours with their
different Values as hg, 3 shows.

SIMPLE HARMONIES (See fig. 4)

From chart no, | we note that 2, 3, 4, 5 or 6 adjacent colours are a]wuj‘ﬂ
HARMONIOUS and o if the student meakes a colour-schéme by uming 3, 4, 5
or 6 adjacent colours, he crentes certainly something harmonious,

Simple harmonies do not allow moere than six adjacent colours otherwise
the seventh one would be a complementary (or true contrast) to ene of the other
six colours,

TONES

Althaugh 3, 4, 5 or 6 colours used as freely as a bepinner may use will
appear always harmonious, pltsr some experiments tha student should consider
which tone is more appropriate to his painting.

The TONE of a painting may be WARM or COOL:; it is a warm tone,
when in the picture there 15 a preponderance of warm colours; it 15 cool tone
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when in the picture there 18 a2 preponderance of cool colours.
The tones may be Light-wam-tone, or dark-warm-tone, light'ﬂnnl-l;nm: or
dark-cool-tone, according to the values of the colours used.

Allthe Gresns, Blues, Grevs and Blacks are the COOL TONE COLOURS,

All the Yellows, Reds, Browns are the WARM TONE COLOURS,

Take note of the fact that the use of cool or warm colours depends
on the purpose of the work we intend to do. For mstance, a cover of a book on
scientific subject requires certainly almost always a cool tone while the average
of the covers ol books for children’s stories are warm tones.

Again theillustration for a story relating to the sunshine requires certainly
the thost warm tone, while the illustration of 'a writing r=lating to a sad story
must be painiﬁcl in a coal tane.

HARMONIES OF DIFFERENT TONES (See fig. 5 and 6)

|t us take Scarlet, Yellow, Yellow-green and Green, four eolours from a
tull harmony of siz adjacent coloura and let us paint two patierns of the same
drawing but in different tones. [ we use Scarlet and Yellow in a quantity of 70
or 80% of the total space of the drawing and 30 or 20% of yvellow-green and green,
the effect will be a WARM TONE. By reversing the quantity of colours, that
g to say, by vsmg 70 or 80% of Yellow-preen and Green of the total space and
30 or 20% of scarlet and vellow, the result will he a COOL TONE. Thus we
see that, 1o obtain & warm or cool lope it is not necessary to use warm or cool
colours only, but merely to intermingle them together giving the predominance
to those colours of the tone wanted. Of course, these colours may be uzed ina
simngle or mote values and the student should notice that the use of values gives
a micey effect to the painting.

COMPLEMENTARIES OR TRUE CONTRASTS
- Every colour has its own complementary (or true contrast) and toascertain
that two colours are complenientaries 1o each other, it is sufficient to mix them
together and if the result 1s a NEUTRAL tint it shows that the two celours are
complementaries because they are composed of the primaries in equal guantities,
Look at hg. no.l and note that each colour in the circle has for its comple
mentary the direct opposing colour and note too, that each combination of two



apposing colawrs is always formed by thres primaries.

Accordingly we see that:
Vermilhon has for its complementary Blue (cobalt)

Orange N . ! Blue (ultramarine)
Yellow - " = Vialet
Yellow-green ,, . & Purple

Green " J | Crimson
Blue-green |, " i Scarlet

(and wvice versa) |
We call the complementanes true contrasts in order not to confuse them
with the ordinary contrasts due to different values; for instance, black and white,
Eﬂuﬂwmﬂ ]::ll'ﬂ:ﬂ, or 'EEHIIH.'F H.m;l plI:pIE, etc., etc., conirnet with E:Eu:h cther on
account of the great difference ol value, but are not true contrasts.
True contiasts placed eide by side do not change their anpearance while
ordinary contrasts affect each other by changing the appearance of their colours.

USE OF THE TRUE CONTRASTS

Ist. A harmony of colours without a touch of contrast may appear mono-
tonous 20 it 15 good to break it with some complementary tint.  But the use of
contrasis iz very difficalt for a beginner because as we have said he has always
the tendency to exaggerate the use of colours and 20 if he 15 not very carefu! the
result will be quite diferent to the one wanted. |

When we have o harmony of five or six calours and we want to give more
life to the picture, it is not necessasy toadd 1o the five or six colows of the picture
all their respective complementaries, but it 1= sufficient to add one or two colours
which contrast WITH THE TONE OF THE PICTURE and not with any
single colour.

1o put in caphers the quantity of contrast we would say that it must not
exceed 10% of the tolal painted space,

Znd. In applied arte we frequently require the use of two true contrasts
and for this the student must be careful to follow the undermentioned sugzes-
tionsg 1 —

(A) Using two contrasting colours in the same quantity the elfect will

not be arlistic so it is necessary to use one of the two colours in a



6

gquantity of B0% and the other 1 aquantity of 205 of the total EFI-’EII::!:.
With such a pfﬂpﬁrﬁ‘lﬂn the picture will Took nice.

(B) Using the two coityasting coloitrs in the same quantity but breaking
one or two of them the effect will be satistving.

(C) By mixing a third colour in the two contrasting ones we obtain &
nice effect too.

(D) If the picture is composed of small masses as in the case of narrow
stripes, small leaves, etc., the two contrasting colours may be used
quite pure as they will appear always very fine.

(E) Sometinies eithar we want or need to use two contrasts pure In

- greal masses of space as in the case of stained glasses or posters,
ete., in such cases we may lessen the crudity of the effect by mark-
ing the outhine of the drawing with a dark and strong line.

(F)  the last method of using contrasts is that of breakine, or neutralizing,
the colours.

N.B. Hereand in other places of this pamphlet we refer to ciphears to
miake it cleat to the student the mest suitable quantity of colours
to be used in his experiments, but these ciphers are only given as
illustration because in reality art cannot be created by mere ciphers.

NEUTRALISED DR BROKEN COLOURS

Each colour 15 neatralized by mixing 10 iy, s own complementary, In
warks as mural paint-washing and in all other works which require grest guantity
of painiz the colours are neutralized with the black, but in art we neveruee hlack
for neutralizing becanse it spoils the colour and makes it dirty,

By adding to a colour more and more of its complementary we arriveata

certain point in which the quantity of the two colours are equal so we have a
NEUTRAL TINT,

WITH ONE COLOUR AND ITS COMPLEMENTARY WE MAY DBTAIN MANY DIFFERENT PATTERNS:
(See fig. 7, 8, 9)

Intellizently used two contrasting colours may give a very wide field in
creating different patterns of the same drawing: a thing very useful in applied
arks.



By neutralizing little or much both colours, by using one colour pure and
the other broken, by using one colour dark the other light or both dark or both
light, ete,, we may obtain so many wonderful changes of colour appearance as
to gem that in those patterns many different colours have been used.

TONALITIES

For tonality of a picture or any colour-scheme an putstanding tint which
dominates all the other is understood. This outstanding colour may be a single
one which hias been used in greater quantity than all the other tints together, ot
it may be the etfect noticed from a certain distance and which iz produced by the
intermingling of two ar more colours.

An instance of the tonality cbtained by the predominance of a single
coleur may be seen In a gorden where there are many masses of green, and
although amongst the green folisge there mav be many flowers and leaves of
varous tints, the tonality will always be gresn onacecount of the predominance of
that colour over the others.

The tonslity obtained by the intermingling of colours may be seen in a
bunch of vellow and red flowers mized together and which from a certain
distance, owves an ORANGE-TONALITY.

ln the art of painting the tonality must not be left to mers chance, but it
must be decided by the artist belore he starte to create a colour-scheme because,
as we have already said when writing about the warm or cool tones, the tonality
must correspond to the purpose for which the colour-scheme 1s made. Sufhee it
to say that the tonality for a children’s playing room cannat be the same as the
room For scientific-lectures : and zszain the tonality of a cloth for a girl's dress
cannot be thesame as that for an old woeman, We could give hundreds of
inistances. but the two sforementioned will suffice to make the student understand
the strict relation existing between the tonality and the purpose for which we
create a colour-scheme,

MONOCHROMES (See fig. 10)
Monachromes givean exact idea of the tonality because in the monochrome
the tonality is always clearly defined. = L

But beware not to confuse between tonality and monochromes because in
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the former we may use all the colours that we wish sither pure or neutralizad
while in the latter we THAY UsSE A ning"lﬁ colour pure nni_',r, and the other iwa, three
to five colours which we add to the oniginal one, must he all neutralized : and
again the two, three to five colours added to the original one must be chosen in
an orderly manner either from the left or the right side ot hg, | and not ene from
the lﬂi‘l: and another rom the I‘ight 'Hil:le, thﬂt 15 to Sy thiat the TOURP of WO, thml:,
or five colours must be adjacent to each other. |

Monochromes have very fine effects because while they are not so violent
as the schemes made with contrasting colours, they are not so tiresome asin the
case of many harmonies.

If we warit a gresn-monochrome it is not necessary to use throughout the
pattern the many values of the green all of them pure, but it is sufficiznt to wse
pure green in some spots and fll in the others spaces with neutralized values of
the same green adding newtralized colvurs (not more than five as we have already
=xplained). So should we wantto make a "yellow-monochrome™ we should use
vellow, as the onginal tint, in pute and neutralized values adding o it yellow-
areen, green, green-blue, blue and blue-violet, a2ll newtralized, Here we have
given an example of a monochrome in which we have added hive colours bur, in
reality, to make a nice pattern, it is not necessary to use all the five colours. Two

of three af thgrq will be sufhcient,

DISCORD

When in painting we reverse the value of twe colours, that 15 to say by
making the value of violet lighter than that of yellow, the value of orange darker
than that of green; blue lighter than vellow-green, etc., the result is discord.

Discord ie to be found in natural things such as leaves, lowers, plumage
of birds, ete., but it should be borne in mind that in &ll these examples the dis-
cording colour is limited to small spaces,

Discord 158 uged as a means to counteract the richness of a colour-scheme
as in the case of a picture or other coloured things in which plenty of wamm
" colours bave been uged. In such cases, although the whole may appear nice,
eventually the fullness of the warm colours may become tiresome, hence the
necessity to add some spots of discord to abate the aforesnid richpess.

When a Eﬂ[ﬂul"iﬂherﬂ& is too harmonious on account of the use of }Fﬂinw



greens, greens, green-blues and blues without any contiasting colour we need
to add to it a hittle of discord, which if well distributed will rendér the colowur-
scheme more lively.

In applied arts too, and especially in cloth-patterns discord is often used,
but one should be careful to use it spaningly because to paint a space with two
discording colours in the same quantity, the result would be unbearable. To

give an example in cipher we would say that the discording ¢olour should not
exceed 10 % of the whole coloured space.

In shining objects the high light is always a discord, thus the high light
of browns and oranges is a very pale violet, while the high light of a green-leaf
is o pale blue, etc.

Note that to obtain good results the discording colours must be veed pure
and of light value.

INTENSITY
Any pure colour surrounded by dull tints will appear brichter than the

same colour surrounded by other pure tints; for instance when at sunset we notice

some very bright coloured clouds, that effect is intensity and those clouds look
very bright becauze the sky has started to get dark.  OF course the same clouds
seen in the day time would look not so inlense because the sky at that time is
fully illumined. Accordingly, a colour will appear more and more intense
according to the dullness of its background.

When a picture is too monotonous on account of its dullness of calour,
such as a landscape may appear when painted at dusk, add a touch of intensity
such as some streak of light in the sky, or some hint of fire or some light seen
through the window of a building, etc,, and note that this touch of intensity will
renider the whole picture more lively,

Also when we have to paint large spaces with a single colour, intensity is
very useful; say that we want to paint a laree room with a single colour but using
it in different values o as to render the colour scheme more interesting. I we
paint all the values with pure colour the effect would be unbearabls, and on the
other hand if we break sll the values the effect would be dull.  Consequently,
in these cases, we paint the various values with neatralized colours adding some
small spots of pure bright colour. The result will be that these small spots ol

)
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oure tint will dominate all the other neutralized values on account of l:]:-ch_
intensity and thus these spets will give the real effect of that particular colour
without jernng the eyes with a great mass of pure tint

COLOURS AFFECTED BY TIHE REACTION OF
COMPLEMENTARY - COLOURS
LT
SIMULTANEOUS CONTRASTS (See fig. 11)

All colours which are not true contrasts when placed side by side are
aftected by the reaction of the complementaries: this 15 called simultaneous
contrast.

For example, if you logk at u pattern where the larger space is green and
the smaller space 15 a light vellow, this yellow will not appear the same as it was
meant te appear, but it will look a hight orange on account of the reaction of the
complementary of the green, and because the complementary of green is red =o
the red affects the yellow making it aprear = little orange.

For the same reason, if that yvellow bad been surrounded by a larger space
of red colour, we would see the vellow getting n greenish tint on n.r:munt of the
complementary colour of the red which is green.

If the masses of the colours are very large the reaction will be noticed
where the two linte meet together.

The reaction of the complementaries is 8o strong that the black is affected
too.

Of course, the student in the beginning will not perceive neither the subtle
and bine relation of colours nor how this fine relation may be speilt by altering
a hittle one of the colours of the painting, and so, almost certainly, the student
will not notice the change of punty ofa tint when a complementary aflects it, but
to an artist it may be as noticeable as a wrong note in music.

According to the Anesse existing amongst colours il is necessary to work
out a painhng in all its parts and never hinish a part of it while the others are
still uncaloured. By doing picce by piece a painter will never succeed in making
a perfect painting,
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For instance,if you paint a portrait or a still-life picture leaving to the last
moment to colour the background, yon will notice that once the backeround
18 coloured all the other tinte will be affected by the complementary of the colour
af the background and consequently it will gpail the fine relation of the colours.

Thesefore a pamting must be considered simultanecusly because -all its
parts are subordinated to a scheme which form the UNETY of the work and this
unity cannot be left to the good or bad chance but must be the result of a
FORE-THOUGHT.

Shkould vou want to paint a portrait or any ohject having a greenish back-
ground, before starting to paint it iind a cloth of the colour wanted for the back-
ground and put it in place, that is to say behind the object (far or near as you
like.) After you start to paint and if you de not notics the reaction of the colour
of the background it is certain that its complementary will affect all the other
tints of the painting, but when you paint every part together you are sure that
once the picture is finished the effect will be a hanmonious unity.

Never paint the details before putting down all the masses of the colours.

| To restore an effected colour to its original tint, it is sufficient to add toit
alittle of the colour which causes the reaction, For instance s ¢rimson tint
surrounded by vellow will appear more violet; by adding a litile yellow into the
crimson it will look the same as the original tint.

SCINTILLATION OR VIBRATION

How to give more vibration i {lal surfaces or shining objects.

Sometimes in peinting work we may note a. sense of flatness or lack of
vibration, especially when in the piclure some shining object is representzd.
This effect is due to the fact that a Hat colour has the same value and the same
brighiness throughout its surface. Should we nesd to break up the evenness of
the picture we may do it by means of painting over the surface small dots, or
strokes. with the colours which are the components of the original tint and, i
more vibration 1% wanted, add to these colours other dots of the complemnentary
of the original colour. For instatice, if we want to break up a vermillion surlace
we paint over it dots of yellow and erimson which are the component-colours of
vermillion, and should we like a stronger scintillation we add to the components
colours the complementary of vermillion too, that is to say “coball,’” so that we
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have a vermillion surface dotted with smazll points of vellow, crimson and cobalt
which combined together will give a veal scintillation effect.  As for vermillion
so it is for all the other colours.

Naturally these dots must be of a pore colour becauss il they are mixed
together the result 1s a neutral tint instead of saintillation; for this reason scin-
tillaton may be obtained in oil and tempera colours and pastels, but not in wates
colour painlings.

To make vibralion it is necessary to know the components tint? of each
colour which are :—

COLOUR COMPONENTS COMPLEMENTARY
Vermilhon ..o..ioviunis Yellow & Crimson ........... Cabalt
tsaged ] o s A Sl dun Epth W Ultramarine
Yllowwe = i e Vumul'lmn Ec Emfmﬂcl ....... Violet
Yellow-green ., .......... Yellow & Blue ............. Purple
R o e o el G aa Crimson
Greenblue, ., . ........ W am e e ocarlet

T R o v Uy ko Emerald & "‘u"mle:t .......... . Vermillion
Blue-Violet ............ . Blhie & Crimson  ........... Ormange
NVialet . e cieenas A el Bl Pl Sl Yellow
NN T i S e e b T R T e Yellow-green
BT T S P Scarlet & Vielet ........... (Green
B CE. . oo waieiainainaeais se . Crimson®& Yellow.........v. Green blue

COLOURS AFFECTED BY CONTRASTING VALUES (See fig. 12 and 13)

A5 we have already said, the dark colours reflect very few (or none) of
the day-light-rays, while the light colours reflect many (or all) of them. Itis
tor this reason that a dark object over a light ground will look always smaller
than its real size, while for the opposite cause a light object will look larger on
a dark ground,

Therefore, in order to have the EEEIEITﬂ!d effact of the size of anything of
dark wvalue painted on a ight ground it is necessary to enlarge it a little,
especially when ‘dealing with narrow lines which otherwise from a cestain
distance would certainly disappear.
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A light valoe placed side by side with a darker one will look lighter than
its real value while the dark value wall look still darker.

For this cause a row of Hat degrading values (from dark to light, o vice
varsa) will look as concave as a fluted dorie calumn.

Accordingly if we paint some small spots whose value is darker than the
value of the eround their colour will look'darker than the real one and in order
to obiain & tinl corresponding to the one wanted we must paint those spots with
a lighter value which from far will cppear the same tint as the one wanted.

DISTRIBUTION AND INTERMINGLING

When we paint as studente or for puce art st 1s nol necessary 1o bother
shout the economy of the number of colours used in our painting, but in prepair-
ing patterns for apphed arts, as in the case of ceramics, clothes, printngs, &lc., to
spare the use of a colour may be equal to spare half money inths abric expenses
50 it 18 necessary to know how to obtain the most varied effects with the least
material.

When speaking about neutralized colours we said that by mixing a colour
with its complementary and varying this mixture we may obtain many different
ln.jnll::ing patierns, arnd we T too that such a mﬂtht}d Was vury usebul ﬂﬁﬂling
with works of applied arts.

Distribution and intermingling have the same purpose, that (8 to say to
make varied patterns with the same graphic drawing and the same number of
calours.

Look at fig. no.14 and note that with vellow and blue we have obtainetd
two different colour patterns by revessing the distribution ol the eolour.  In one
pattern we have used 80% of yellow and 20% of blue and in the other we have
reversed the distribution. Naturally we conld change the distribution and obtain
ather different effects.

As fig. no.15 shows the intetmingling is-almost the same as distribution
becsuse here too we obtmned different looking patterns by the mesans ﬂf changing
the quantity of colours. Intermingling is very usetul in textile works.

CHANGING COLOURS OF THE OQUTLINES OF THE GRAPHIC BESIGN (See fig. no. 1b)
Another useful method in applied arts to obtain diffezent looking colour
patterns by simple methods is that of changing the colour of the outline of the
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graphic design. If the student carnes out this method diligﬂnﬂ}" he will see
striking results, but to have good results it is necessary :

1 SRR W to paint the outlines with a pure and light colour (any colous
will do but they must not be of dark value))

y L S the colours of the ground and the decoration must not be too
dark otherwize the colour of the outlings cannot aifzct the colour-scheme.

Sk ki the design of the decoration must be of small masses and

distributed equally all over the space because if the mass of the design is too
large, it outline is too little to aflect the other colours and if the design is not
equally distributed the change will be limited in a single spot of the pattern and

not all ever it.

A dark outline of ‘the design hae a graat influence over the colour-scheme
because it gives to the other colours a greater intensity, but the whole looses a
hittle of its purity.

White outline gives abrighter effect bat they must be used sparingly other-
wisa the reflection of the white will cause a little confusion all aver the colour-scheme.

CHIAROSCURO AND ITS CLOSE RELATION WITH COLOURS (See fig. 17)

When looking at a photography or a monochrome drawing we note an
endless number of values which from the hightest are going increasingly to the
darkcst one.

In looking at a nice view of a far distant mountain, island, group of trees.
etc., the beauty observed is not due to' the effect of colours bul to the effect of
chiaroscuro only. As we approach that mountain, island, group of trees. etc.,
we notice that the values of chiaroscuro get clearer and clearer their own eolours
till when we are very near all the colours will appear n their full brightness,
but their values will remain the sameé as the values of chinrozcure noted from a
far distance.

From this example, we may understand the importance of the chiaroscuro-
correctriess hecause on it depends the success of a picture,

It 15 good te remember that Old Masters of Painting, belore painting a
picture used to draw a hull size cartoon of it with all its values of chiaroscuro
and so carefully that in taking the photography of the cartoon and that of the
painted picture the =féct 13 just the same.

In doing colour-schemes it 15 adwvissble to &ty to find a fine effect of
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chinroscuro before putting down the colours and by this method the student may

overcome many diffeulties and get a finer result than by bving to find it by
means of colours only.

SHADOWS OF THE COLOURED OBJECTS

Either indoor or cutdoor the shadow of a coloured object is always a
neutralized tint which, according to the intensity of the light the sbject receives.
may be from the adjacent tint of the colour of the object as far as its
complementary,

In saying that the tint of the shadow is going from the original colaur to-
wards its complementary, we mean that the tint of the shadow is moving in a
clockwige direction as far as the complementiary of the colaur of the object accord-
ing to more or less light it receives,

So the more light an object receives the nearer to the complementary of
the colour of the object the shadow will be:

Example ;: Take an ohject coloured in Yellow and put it under 2 subdued hht
and note that the shadow is a neutralized greenish tint ; take the object
in the open space and note that the shadow 15 a neutialized bluish
tint, while under the sun-rays the shadow will be a neutralized violet.
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going towards the complementary of yellow in a clockwise direction; the shadows
of Yellow-green, Green, Green-blue, Blue, Blue-vialet are going in n clockwise
direction too, while the shadows of Orange; Vermillion, Scarlet, Crimson, Purple
and Violet are moving in a counter-direction. Accordingly, the shadow of an
abject coloured in Vermillion will be scarlet in a subdued light ; it will be violet
in & middle light and it will he ¢obalt under the sun-rays.

Remember that the shadows are all neutralized with their own comple-
mentaries

The shadows of the shining objects do not follow the above mentioned
theory inasmuch the iridescent effect of the shining surface causes the colour of
the shadow to go simultaneously both ways towards the complementary of the
colour of the obiject, that is to say, in clockwise and counter-clockwize direction.
And again, as every shiming object receives and rellects like a warror the
colours of its surroundings and of the atmosphers, so it is not possible 1o state
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the colour of the shadows of any shining ohjects.

PERSPECTIVE OF SHADOWS AND OF THE ILLUMINATED PARTS OF THE OBJECTS (See fig.18)

When an chject is in a near-distance its shadows are very dark while the
lumined parts are vary light.

The same object in a middle-distance will have the shadows lighter and
the illumined parts darker than what appeared in the near-distance,

In the far-distance that object will have the shadows still hichter and the
illumined parts still darker, so much so that the value of the shadows and the

illumined parts will be both the same and the objsct will appear FLAT,
a‘ﬁhtt:nrdmg].}* the further an object 1s the fatter 1t will BpPear..

PERSPECTIVE OF COLOURS (See fig.19)

(A) Thelsrther a coloured object 18 the more neutralized will appear its
EE].IDHT-

(B) The farther a coloured object 1s the lighter will be its value.

(C) Conseguently, bzcause the [arther the colour 15 the more neutralized
it appears so from a very far distance that colonr will become a netitral tint
and its value will be very light. Besides, if the coloured object has volumes.
the value of its shadows and the light of the illumined parts will follow the
atorementioned theory, that is to say, the shadows will be lighter and the
Humined parts darker according to the receding distance.

(D) The farther an object iz the nearer to the colour of the ohisct the
shadow will be:

ook for instance, at a vellow- green mountain in the foreground and note
that under the fullday - hight, its shadow is n purplish colour, The colour of the
shadow of the same mountain seen from a middle distance will appear a bluish
colour, while from a far distance that shadow will appear a greenish tint.

From this example we note that the colaurs of the shadews. which may be
the very complementary of the colour of the ohject, are goine nearer and nearer
to the tint of the object according to the receding distance of the object itself.

OUTDOOR, ALL THE COLOURS PARTAKE THE TINT OF THE ATMOSPHERE
T'he colours of mountains, trees, rocks and everything situated outdaor,
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seen from a certain distance is slightly veiled by the hue of the atmosphere, and
the farther the object is the more influenced it will be by the atmosphere,

it is not possible to state the hue of the atmoszphere becausze it depends on
tunes, seasons, weather and localities, but genemlly speaking we may state that :-
In the morning it will be a white- blineh tint.
At noon it will be a blue-violetish #imt.
In the afternoon a crescent violetish uint.

COLOURS FOR INTERIORS IN DARK AND IN LIGHT SITUATION -

Before starting to de a colour-scheme for the interior it is necessary to
know the hight-situation of that interior because the colour-scheme will be more
or less bright according to less or more day-light that the interior receives, The
principal difference between a dark end a light situation is that the {ormer
requires purer, brighter and stronger colours while the latter requires delicate and
nedlralized tints,

[n fact, dark or broken colours ina dark room would not certainly help
the room to be maore lively, and on the contrary, should we use bright colours in
a very illumined room the effect would be unbearable,

Looking at the Egyphian or Pompsian piciures we may note a certain
crudeness of the tinte but their bnghtness was purpozely made because these
pictures were intended for dark situationd.  Should the Egyptian or Pompeian
artists have vsed nautralized colours the effect wounld have been very dull.

ln a few words the student may easily understand that the darkness of an
interior acts as a neltralizing medium; it is the sume as putting some black into
the other tints.

On the contrary, in a well illumined interior the colour-scheme needs to
be harmonious because the light situation does not change 1t at all.

- The theory of a dark and a light situation doss net refer to interiors built
for temporary use as in the case of festivals or fairs; in such cases any sinking
colour can be used freely because as the people who assemble at those festivals
" or fairs will stay there for a short period only so they have no time to get tired
by the brightness of the colours,  On the contrary, this brightness acts psycho-
logically over the peopls in stimulating their joy.
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OUTDOOR COLOUR SCHEMES

For some outdoor calour-schenie the theory is reversed from that of indoor.
In fact all the Eastern Countries use for outdoor decoration, and particularly for
dmpery, brght colours which lock very mnice; the reason being that under the
strong light of the sun every colour looses its strength and becomes quite bear-
able, while a broken or too delicate colour would disappear under the sun-light.
Besides, as the sun-rays are vellowish they act as a harmonizing medium over
all contrasting colours. |

For the apposite reason, in Northern Countries any bright colour wonld
be unplf&mnt_hﬂ;:ﬂuﬁ-ﬂ in the North the Eun-light 1s not as strong as In the East
and so there is missing that warm atmosphere which softens any strong colour.
Consequently, in Northern Countries neutralized tints are used,

With zeference to the colour of the buwilding we shall speak latér in the
chapter conceming the exterior decoration,

COLOURS AFFECTED BY ARTIFICIAL LIGHT

Under artificial light a colour may become more intense, lighter, darker, -
neutial or disappear completely.

To aveid unpleasant effects or disappeintments, before making colour-
schemes for interiors which are to be geen at mght-time only, and of eourse under
artificial light, 1t is necessary to know with what kind of light the interior (orit
may be exterior) is illummined and colour the sketch accordingly. When this is
done, try it under that adtificial-light and see whether the work is correct or not.
A very good method of doing colour-schemes to be seen under artificial light is
that of making them directly under that particular light and in this manner one is
sure not to incur any disappointmeénts,

Thetefore it is sasy to understand the strict relation existing between light
and colours and consequently the artist cannot leave the impartant part of choos-
ing the colour of the tllumination to other person than himsell. Should the elec-
tric-installation bie already made the artist must subordinate hia scheme to the
existing light.

it is not possible to-state the changes of the colours under the influence
of the artificial light. but il it 15 the common electric light we may say that

The reds become more brilliant, a dark red becomes almost vermillion,
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purples and violets look more reddish, Ultramarine-blue may becomes violet,
T'he cobalt becomes grayish.  To have a real blue it should bz a green blue.
Dark blue becomes black. The green kespsits tint.  Yellow becomes slightly
more orange, but if it is too light, it disappear completely. |

The changing of colours under the common electric ight should be well
understand by those artists who have to do with scanes for theatres.

COLOURS FOR INTERIOR AND EXTERIOR DECORATION

Psychology of the colours.

Generally, the colours have a strong influence ever the human psvehe and
this influence 15 felt in sbout the same way by every human being.

All the reds and vellows excite our senses while all sreens and blies
calm our senses down. Thus we may easily understand that according to this
psychological influence, any colour-scheme for decoration is strictly related to the
purpose of the decoration itself.

The undermentioned colours have the following peculianty

DARK CRIMSON ......... gives a sense of richness and fullpess,

e I L excites,

ROSE TINT ..coveeirnennn, aives n sense of delicacy.

YELLOW-GREEN . ........ sense of vouthfulness and freshness,

GREEN AND H[ gt sense of calmness.

GREEN ..., in some spots only may eive a sense of dis-
cordance.

DARK-GREEN COMBINED WITH GRAYS........... give a sense of
sadness and oldness.

MIDDLE-GRAYS .......... stillness.

BLACK AND WHITE TOGETHER ...... sense of depression.

WL By e a e slens s TeATTAT . sense of purity and freshness.

In dealing with decoration, especially exterior decoration, it is necessary

to know that the reda seen from a certain distance look as coming outwards, the
light snd middle blues as receding backwards, while the greens neither recede:

nor advance. [his is very important because a wrong colour may destroy
altogether the effect of architectural plans and volumes.



EXTERIOR DECORATION

1. As for the intenior so for the exterior the colours have to be in ac-
cordance with the purpose of the building.

2, As much as possible the colour of a building should be in barmony

“with ths colour of the neighbouring buildings.

3. The lareer a building is; the more moderate must be its colouring and
it 1s goad it this colour is inspired by some real noble matenal, such as bricks,
stones and marbles for architectural structure, and although cement is not a noble
material but because of its peutral tint, it is far better than certnin delicats colours
which are maore suitable for clothes than anything else and spoil altogether the
imposing architectural masses, |

4. The colour of a small building may be lighter and brighter than that of
a large ane, but it the building 15 situated in a street we must reckon to make it
as harmonious with the other surrounding buildings as possihle.

5. If the house is situated in the middle of a garden then its eolour may
be still brighter and lighter as the artist desires.

6. Any very bright, strong, or light cclours, may be used in a small
bungalow surrounded by trees: hete the fantasy of the decorator may wark as
frecly as he likes because amongst the green foliage the striking colours of the
bungalow look like a great mass of Howers.

7. Except tor small bungplows do not paint any large or medium sized
building with light blues or light green-blues because as these tinta appear to
recede so the mase of the architecture would completely disappear.

8. The decorator may be called upon to arrange artistically a garden and
for this he may find very useful the various colours of the foliage of the trees:
there are, for instance, trees bearing yellow-green foliage, others bright green and
others dark gresn ones and by an intelligent arrangsment of the different
masses, the artist may break up the monotonous effect of an even grean.  OF
course masses of different coloured lowers may help to ‘create with natural
elements as real colour-schemes as one may create by using colours, To have
a huner effect the arrangement of the flowers should be in large masses of the
game kind of Howess.

Q. Colours for window-shop-decorations are relatively fres brom any
bandage with the neighbouring colours, because the size 6f the window-shop in
relation to that of the building is so small that any colour-scheme can do.
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Nevertheless, it is not advisable to use too much striking tints in large masses
because even if they look nice the hrst time we see them, the passer-by gets
bored very soon and so the result is contrary to the one wantad. In laree fhasses.
vermillion, bright green, light blue and middle violet, are colours which should
be avoided in work to be sesn for a long period. Remember that powadays in
poster-works too we do not use anymors oo violent colours, but on the contrary
modern posters have In many instances very hne and delicate effects. The
theory that in & poster it i1s necessary to use striking colours became obsolete
more than twenty vears ago.

COLOUR FOR INTERIORS

We eannot speak about the colours for interiors without suggesting to the
student something that may be very useful when he i3 practising his art, We
have already spoken of the psychology of colours and how they may alfect our
senses, Dut of course the influence they have aver our spinits is not felt by
every one in the same manner because there are people who have a sympathy
tor & calour and a dislike tor another. This may be the effect of variouns causes.
as for inslance, a man who was impressed by a fre and since that tme he cannot
bear anymore the vermullion colonr; another may have a preference for & colour
which recalls to him some nmice remembrance of his childhood or of his love, etc.,
but in all cases each one of us has a preference for some tonality of colour
Congequently when an artist is asked to paint some interior he cannot disregard
the taste of the owner of the houge because the house is meant for the owner and
not for the artist bimself. For this reason the artist must cambine, at the utmost,
the preference obhis client with the exigency of his art,

To know which colour a certain persan prefers it is suflicient to-submit
to that person many colour-schemes and note which ons he likes best, i this
way yvou will be sure that the prefered schemes are always related in their tanality.

Of course the interior decoration is not limited to private houses only and
=0 in all other cases, the artist is free 1o choose lopalities, tones, values, etc., as
he likes, but he has ALWAYS 1o consider his schemne in raletion to the purpose
of every interiar, because it may be easily undarstood that the colour suited
for a dancing hall cannot ke the same as that of a conference room, ete.

In present days the colours of the mterior are fine and light, verv pleasing
and thus they give a resl rest to modern man who, owing to his dypamic activity,
can no longer be surrounded by dark or too serious colours which were
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appreciated somie forty vesars ..a-g-:: Modern life is spent in the open space, full of
speed in all its activities and so modern man dislikes colours apt to be dreamy
a8 it was in the time of romanticism.

When we enter inside a modern structure with its great openimgs which
iHumine fally the fine colouring of the wall, we feel a sense of joy and aasthetic
pleasure, But the simplicity of the colours of modern interiors is'a thing which
requires a great deal of taste and skill and so besides a natural gift for decaration,
the artist must have a long sxperience in colouning beltore to obtain hne results.

Of course the Etudﬁnt may easily understand that llil.E:'ﬂl'lE-ﬂE-'.:r.ﬁg of colours
for interiors may differ accarding to the scope for which the interior is intended,
g0 here we give some bints of these diiferences.

CONMFERENCES & MUSIC HALLS: These recuired very sober colours because
any bright ones would distract the audience from a full concentration of mind;
any striking colour in these inleriors, be 1t in & hanging, in a picture or in
anything else, has the contrary effect to the one needed.

CINEMAS & THEATRES: The colours [or cinemas and theatres may be
s strong or bright asthe artisis like because during the performance the light
of the hall is put oft and so the coleurs of the hall itself do not interfere with the
performance. On the contrary, it is advisable to use very pleasant and rather
striking colours in these interiors in order to raige up in the audience that good
disposition of spirit which serves as sn mportant complementary factor to the
success of the performance. OF course the illumination of these interniors
should be as biright as possible.

CAFES, TEA-ROOMS, ETC.: For calés, tea-rooms, etc, where the people
are just spending some leisure time, the colour-scheme should be warm and
pleasant adding may be, some touch of gold here and there to give a richer effect,
Do not misunderstand cafes, tea-rooms, elc., where light music may be plaved,
with concert-halls ; the former are just pastime places while the latter are meant
for intellectizal and aestbetic pleasure.

HOSPITALS & RECOVERING HEALTH ESTABLISHMENTS : Here the colouring

should be very quiet, but not dull, pieterably cool tonss, because as the warm
tones cxcitc more or less our spirit so they would be contrary to the need of a
hospital, The values of the' ¢olours should be hight otherwise the dark Yints
would depress the morale of the pati=nts,

{f the hospital is for children, we may use the same colours as for the
grown up people but ta cheer up these amall folk we should paint some hangings




or mural paintings with smusing hgores and bright colours, (but these bright
coloura should be limited to small spaces.) |

ODANCING HALLS : The celounng of a2 dancing hall depends on the tmste
of the artist only because it is the result of a hne {antasy; what we ¢an say
about dancing halls is that its coleuring and electric llumination ar= so strictly
related to that they form a gingle colour-scheme and thas anyone who starts to
da stich a scheme cannot disregard this important factor,

In dancing-hall colour-schemes we have to ik iata consltlerotion the [act

that these halls are frequented almost always by the same people and so the

colour-=cheme should pﬂiﬁ:hly periodically be changad in arder 1o atiract more
hecrpit or at least not to make the frequenters bored by the same colouring.
Consequenly, the artist who makes the decoration for these inteviors has to
obtain the finest sflect with the cheapest expense in order to chiange it often.
LIVEABLE ROOMS & BED-ROOMS: The colour of bed yooms may be different
according to the sex and age of the occupants, but generally they must he guist
and not too dark in vidue, J
Monochromes are very advizable because by using a colour and some of
its values and adding some other adjacent tints, which although neutralized play
an important part in the colour-scheme, we may obtsin ine results, ‘
Usinig o colour and its complementary in a moze or less degree of neutrali-
zation we have fine results too, Take for mstance, a purple and paint the walls
with twe or three light values of this colour, add to these s more or less neutrali-
zadl yaIIuwﬂ-grﬁn on the Carpets, hﬂﬂgingﬁ, ciC., and note that the zftect is VrY
fine and very swtable for woman's bed oom. But do not use twe contrasting
colours pure, and be careful to uze the darker colours on the floor; dark ceilings
and light Roors give n misgiving effect which should be avoided.
| The colaurs of a bed-room for elderly women should be darker in value
than those for voung women, and the colows of the bed-rooms for men shonld
e more serious and more neutralized than those df the women in general.
LIVINE RODMS : Living rooms where we spend most of our time. permit
stronger colours than those of the bed-rooms, but, as in genem!, we get very
soon tired of strong or bright colours, so it is always advisable to use moderate
tints and if we tee! that the room is too monolonous we may easily hiven it up
with bright colours limited to some hangings, picturss, or vases of flowers, etc.
Remember that a small spot of brightness 1s sufficient to render the whole interior
more lively as we have seen in dealing with intensity, discord and monochromes,
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DRAWING ROOMS : DBecause drawing rooms are meant to receive giests and
to gpend in their company some leisurely hours so the colours should be such
as to act over our spirit joyfully and for this purpose warm colours are the best.
However, one should not exaggerate in charging violent tints otherwise the
colour-scheme 1s vilgar,
| For mstance, a fine colour-scheme for a l:lr&wing roomn could be iﬂﬂﬁﬂ{i hy
licht values of orange (always slightly neutralized) for the walls, neutzalized ul-
tramarine for the carpet of the floor, dark orange for the furnitures and some
small objects painted in vermillion. The whole would be distinet and pleasing.

OF course, the number of the colour-schemes for drawing rooms and all
other inteniore is endless.

CHILDREN'S PLAYING ROOMS ; Just as we have noticed, the colaur-schemes
for interiors used as a pastime for grown up people are conceived in warm
tonalities, so, sccordingly, the colours for children’s playing rooms must be still
more joyiul and purer to give to the children a veiy good dispesition of tempera-
ment. In these roams we may use breely pure contiasting colours, but of course,
not to fall in vulgarity one of the two contrasting tints must be used in greater

~gquantity than the other (a thing we have already explained when dealing with
“true dontrasis.”’)

Because children are neaver ta nature than grown up people so the colousr-
ing and drawimg of therr rooms should be ingpired from the things of the open
space such as the sky, the sea, the flowers and plants, the sun, animals, ete., ete.

BATH ROOMS: The colours for hath rooms may be inspired by the fine
shades noticed in the sea, or water-falls or rivers, ete.  These shades vary fram

the delicate white of the foam and the hight green-blue to the very ﬂl:Eifl-hII.]IE'!-'
green or blue-ultramarine, or they may be those brownish tinta that we =ea in
the rocky recesses of the sea, which united to areenish tints are suitable for bath
rooms colour-schemes.

Briefly, the colours for the bath rooms must be refreshing and preferably,
having cool tones, so use peither too much neutralized tints nor dark colour-
schemes, because 'I'hﬁy would be too dull for bath rooms.

The grorpos of [l nifwrmﬂrﬁl!’[wl.ﬂi -ﬂurﬁ.hm’r s far I'Il.rl :.ilﬁmrl -"_i" $10ETIOTE 24 [0 rmpiress o
the snindn of students the fact Ihat the dolours have a strong inlltence over otr psyohe, they may

genife, calbm dows, ]-,m:-q 1 u.lq.llh_ﬂir plenture ur degrrass ot kendes,  Than tha choles of eoloir for am
tetlerdor depends excisively om what wae thal-anlerior £2 weant for,
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