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The purpose of this study is to elucidate some of the
more definite, progressive stages of color use and develop=
ment as it has Leen related to the art of Occidental painte
ing in Europe. The close of the Byzantine period, with its
precursory tendencies of the Italian Renaissance, will serve
as a sterting point in this survey.

An apalysis of the use of color during the thirteenth,
fourteenth, and fifteenth centuries indicates a very arbitrery
approech to the subject. During this period, science had
made no definite contributions towerd s grester knowledge
and understanding of color phencmena, 7This greater under-
stending came with the discoveries of Sir Isaac Newton,
English philosopher snd methematician, who, in 1666, observed
that & beam of white light when refracted by a glass prism,
revealed the six definite spectrel hues--red, orange, yellow,
green, blue, and violet. This discovery resulted in the
development of the physicists' theory of color. This theory,
briefly stated, defines color as the residue following selec-
tive absorption and reflection of the refracted beam of white
light,

Following Newton's discoveries, ertists begen experiment-
ing with color, studying its infinite and varied possibilities
for intelligent individual expression, Color now ceased to
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be incidentel and subordinste to line., It developed a
functionalism that combined the two elements, color and line,
into one process--Cezanne being the chief exponent of this
phase of color expressiveness,

Out of Cezanne's contribution to the understanding of
color grew the lodernists' abstract conceptions, color

expressing the non-objective, abstract hermonies,



PRE-RENAISSANCE PAIRTING IN ITALY

CIMABUE (1240-1302)

Previous to the time of Giotto, color in painting was
chiefly concerned with the errangement of colors on & gold
background, The traditions of painting having been derived
from illuminated manuscripts and mosaics, the colors were
aepplied in juxtaposition with a line Letween them as in the
mosaic method. |

Figure 1, Madonna Enthrcned, by Cimabue, is an exsmple
of the use of color in the painting of the Byzentine tradi-
tion. The gradation of color was almost unknown at this
time, and the colors used were orange, green, deep crimson,
purple, blues, and heavy blue-blacks., These colors were
laid on & gold ground, variously ornamented with chased
designs., The greater portion of the pictorial art executed
during the Byzantine ers praceeding Giotto was done in this
menner.

Cimabue was one of the outstanding workers in mosaic,
and with him venished the sharp contrasts of hard lights,
helf-tones, and shadows,

GIOTTO (1266-1336)
One of the first changes that Giotto msde in his artistic



Madonna Enthroned Cimabue, 1240-1302, Italian




No. 94—5t. Francis ?tea:hing to the Birds Assisi
Giotto (1266-1336) Italian School




MADONNA AND CHILD ITALIAN
GIDTTO DI BONDOME (1266-1336) NATIONAL GALLERY







ANNUNCIATION ITALIAN
FRA__ANGELICO (1387-1455) L FLORENCE
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Madonna Jacopo Bellini, 1390-1470, Italian




No. 31—Madonna and Saints Venice
Bellini (1428-1516) [talian School




No. 137—Resurrection of Christ Berlin Gallery
Bellint (1428-1516) Italian School
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Madonne and Saiuts, figure 9, Hesurrection of Christ, and
figure 10, Madonns and Sleeping Child, by Glovenni Bellini,

are examples of the early Venetisns' use of color.

FIPTEENTH CENTURY FLEMISH REALISM
AN VAN EYCK (1385-1440)

FPifteenth century Flemish realism was expressed by Van
Eyck in figzure painting. With absolute fidelity to nature
_ he portrayed the dress, ornementis, and physical characteris-
tics of the men and women of his tlme in their natural en-
vironment. He wes & precursor of the realism in painting
that was to follow, HHe expressed = mastery of atuospheric
and linear perspective which wes far in advance of the
understanding in Italy st the time. In his paintings he
united the elements of the cutdoors with those of interiors,
combining the Meadonna snd Child theme with a distant sunlit
landscape background, He sometimes combined the colorfaul
sunlit landscape with the effect of the cethedral interior
lighted by stained glsss windows. Figure 4, The Anpuncistion,
is en exsmple of his use of color in painting.

BOTTICELLI (1444=-1510)
Italian peinters of the fourteenth and fifteonth
centuries also achieved & variety of hue in their compesitions,



No. 22—Magnificat Uffiz1 Gal.
Do, 82 Mscnifent o [talian School




MADONNA, CHILD AND ST. JOHN ITALIAN
SANDRO BOTTICELLI  (1446-1510)







only es it wes applied to individuasl objects, Form was
indicated by monochromatic modeling. Botticelli used blues,
yellows, pale greens, and grayse

Figure 11, Megnificet, ficure 12, Madonna, Child end St.
John, and figure 13, Spring, by Botticelli ere illustretive
of this artist's method of modeling form by monochromatic
sequences of tone which emphasized the linear rhythms of
his figures.

In general, the snvironment of the Florentine painters
wes not as conducive to color study as that of the Venetians,
They first sought understanding through the study of the
effects of light on curved surfaces, Da Vinci observed thet
hue in the lighter planes had a different intensity from the
hue in shadow, However, the generally accepted manner was
to paint the high lights white, the shadows brown or bleck,
and the helf-tones the locel color of the objects,

MICHELANGELO (1475-156k)
Kichelengelo employed large eress of red and blue tones
without any particuler regard for the Jjuxtaposition of
color combinations, The paintings of Hichelengelo and
Botticelll expressed a sculpturesque effect due to the fact
that cne wes essentially e draftsman aznd the other a sculptor.
Their color was expressed in sequences of tonal wmodeling.

Figure 17, Creation of idem, by kichelangelo, is
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expressive of the sculpturesque manner of modeling form by

monochrametic sequences.

DA VINCI (1452-1519)

Da Vinci's peintings are expressive of the Florsntine
intellectual sesarch for besuty, in which is to be found the
harmonic relationship of science esnd art, He observed that
the greatest besuty of hue was to Le achieved by contrast.
He wes of the opinion also, that color hermony wes entirely
dependent upon visual phenomena, In this Tield of thought
he was one of the first exponents of the psychologists?
theory of color, advocating the necessity of four visual

primanries, red, yellow, blue, and green.

Figure 1L, Madomns of the Hocks, and figure 15, Beatrice
d'Este, are examples of Da Vinei's color expression in

painting.

His so=called "elementary™ colors lLeonardo listed in
their proper tone values from white through yellow,
green, blue, red, and blacks He noticed that a glaze of
red light upon blue would ecreate pnxple} yellow on blue,
green; and red and yellow, & new color Ior which he had
no name, but which we know as orange. Leonardo also
discovered that red and yellow heve their greatest
luminosity in light, end thet green and blue appear most
pleasing in the SNA(OWeesesssssssssssssssessssssnsssane
Among his experiments, one picture now in Vienne,
actuslly shows the use of points of color to give the
effect of greater luminosity, much es they were employed
by the ImpressionisStSeccecscssscsescccesccosscsscnseves
leonardo observed the tonal and color effects in
atuospheric perspective. He noticed thet the cutlines
of opague bodies appear proportionately less distinct es
those bodies move farther froa the eye.2

2 Ibid., pPPe. 603=60L
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Da Vinei believed that the world of art should be put

in an order by beginning with the scientific observation of
neture's details end continuing on toward the divine moment
of inspiration,

TITIAN (1477-1576)

Titian, of the Venetian school in Italy, echieved a
wara but subdued effect in his canvases, His shadows are.
brown, and the whole effect is one of golden illumination,
Although the colors are individually of low intensity, they
are umade to appear much purer and brighter by their contraste
ing relationships. He introduced ye¢llow instead of white
into highlights. :

Figure 18, Levinis, figure 19, Dense, snd figure 20,
Assunption of the Virgin, by Titian show how he =chieved
the effect of illumination end greeter range of intensity
and hue by Jjuxteposing whites, blues and blacks in contrasting
relationships with areas of yellow, orange, ead red. Titien
also used color to express atmospheric perspective in his
compositions by using cool, greyed colors in the distance

and warm colors in the foreground.

GIORGIONE (1478-1510)
Giorgione expressed & delicate lyricism in his paintings
which was congenial to the Venetiasn spirit of luxurious
langour and holidey relaxation, He used color with a new

degree of emotions)l expresaiveness and was one of the Iirst






Beatrice d’Este da Vinci, 1452-1519, ltalian




No. 83—Hans Imhoff Prado, Madrid
Albrecht Diirer (1471-1528) German School
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No. 145—Creation of Adam Sistine Chapel, Rome
Michelangelo (1475-1564 ) ltalian School




No. 28—Lavinia Berlin Gal.
Titian (1477-1576) Italian School




Titian, 1477-1576, Italian




in(Detail) Titian,1477-1576,Italian
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ADORATION OF THE SHEPHERDS ITALIAN
GIORGIONE (BARBARELLI} (1478-1510) NATIONAL GALLERY




The Concert Giorgione, 1478-1510, Italian
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SISTINE MADONNA ITALIAN
SANZIO RAPHAEL (1483-1520) DRESDEM GALLERY




Neo. 133—The Transfiguration Vatican, Rome
Raphael (1483-1520 Italian School







The Merchant Gisze Heolbein, 1497-1543, German







Tintoretto, 1518-1594, [talian




No. 131—Captain of Capernaum Madrid, Prado
Veronese (1528-1588 Italian School




No. 130—Feast of Levi Venice, Academy
Veronese (1528-1588) Italian School
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chose the warm golden tones to susgest the good life.

He does not move fer Irom brown earth pigments, which

form his backgrounds even in the s where a 0001

gray takes the place of the usual blue. In this gray-

brown atmosphere brilliant flashes of red, yellow,

purple, or green emerge to thrill the senses, The

osnnf.ial color scheme is that of the cathedral interior,

with its steined-gless windows, The depth of the shadows
arises in great part from the contrast afforded in the
flashes of obrillient hues.

DE HOOCH (1629-1677)

The work of De Hooch, a painter of Duteh genre subjects,
is recognized by & richer end more intense range of hues and
the effect of clearer sunlight in his compositions than is
to be seen in the compositions of Rembrandt. De Hooch, unlike
Rembrandt, who concentrated the light in his compositions
to illuminate end give daminence to & face, used the effect
of sunlight to illuminate courtyards and room interiors,
bathing them in a rich golden glow. He used yellow to express
sunlight but did not introduce its complementery hue into the

shadows, as may be¢ observed in his figure L3, The Pantry.

VERMEER (1632-1675)
Vermeer also wes e painter of the effect of light.
This effect wes achieved Ly concentrating the light and
keeping the darker areas in their right relationship in hue,
value, and intensity. As the lighter sreas were increased
in intensity, the locsl color of s form was used nearer the

3 Stites, op. cit., p. 636,
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dark, limiting his velue scalsse
His palette included pale lemon yellow, cobalt and
ultramarine blues, whites, delicate grays, black, reds, snd
Naples yellow.

Vermeer's lights eare silvery in tone and his shedows
pearl-color. There is no absolute darkness in his
pictures-~no slurring, no Juggling. Light is everywhere,
end even the cheir, table, or spinet in shadow, stands
as clearly revealed as il beside & window, But at the
same time, each object has its just smount of shade,
and its reflections merge into the surrounding luminous
atmosphere. It is to this faithful portreyeal of light
that the hamony of Vermeer's colors is attributable.
In his pictures, as in nsture, antipathic colors, for
example his favorite blues and yellows, never Jar, He
harmonizes tones which ere in themselves discordant,
passing from the tenderest minor key to the richness of
a full ms jor chord,

Vermeer evidently had en inkling of what the modern
impressionists have discovered; namely, that there is
less luminosity in white than in blue. White is desd,
flat, opague; while blue, thinly laid, is transperent,
vibrant, scintillating. There was certainly no painter
of the time, not even Rembrandt with his sharp contrasts,
who gained greater height of 1light than 7br?aer; and
something of it was due to his use of Llue,

Figure L4, Young Women with s ¥ater Jug, is expressive

of Vermeer's use of color.
SEVENTEENTH CENTUKY PAINTING IN FRANCE

POUSSIN (1594-1665)
Poussin was a painter of imsginative landscapes and

6 ¥We. Burger, "Vermeer," Masters in Arte part 54L. Vol. 5,
[IM.), PDs 26-7.

7 John C. Van Dyke, "0ld Dutch and Flemish Hasters,” Masters
in Arte. part 54. Vol. 5, (June), p. 32.
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figure compositions, the inspiration for which came from
the Italian landscape, Biblical stories, battles, bacchana-
lisn subjects, end classical mythology. The figures in his
paintings have been subordinated to the dominsnt theme of
the landscepe. He was a student of the high and low relief
sculpture in Rome and was influenced by the paintings of
Raphael and Titien, Although living in the age when most
French artists spent much time in Italy, Poussin is considered
the father of French landscape snd was the founder of the
French classical school, His painting is expressive of cold-
ness, grandeur, formanlism, ecademic in fineness of sensi-
bilities and definite form, whether expressing a Bibliceal or
becchenalian theme, and was original in expression, He used
color arvitrarily, and without regard to its functional
possibilities in the modeling of fom.

LORRAIN (1600-1682)

Lorrain was greatly influenced by Italisn painting,
using the classical architecture and landscepe as backgrounds
for uLis figures. The lendscapes are reputed to be the Letter
part of his works, often expressing a fine sense of sunlight.
Throughout his peintings there is too much concern for detail
and & feeling of static pose ageinst ¢ stage-set Lackground.
The qualities are more applicable to decoration than to
realisn, partly due, no doubt, to his eerly work as epprentice
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to a decorator.
He generally sketched whatever he thought beautiful or
striking, marking every tinge of light with & similer
colour: from these sketches he perfected his landscapes.
Eis skies are aeriel and full of lustre, and every cb-
Jeet harmonicusly illumined, His distances and colouring
are delicate, and his tints have & swectness and variety
till then unexampled. He frequently gave an_uncowmmon
tenderness to his finished trees by plezing.®

Figure 4O, Rest on the Flight, 1s expressive of Lorrain's
use of coclor in painting.

SEVENTEENTH CENTURY PAINTIRG IN FLANDERS

RUBEES (1577-1640)

Most of the painters of this northern country cared
little for decorative effects and the colors used were of
rather low intemsity, in hermony with their enviromment.
Ruben's colors consisted mainly of deep blacks, crimson,
yellows, and blues contrasted with light yellows, white, and
vermillion, He elso introduced into his compositions purplish
grays, light blues, snd creamy f{lesh tints.

Figure 33, Decent From the Cross, figure 34, Portrait
of the artist, and figure 35, ¥light into Efypt, are
expressive of color used by Rubens which gives effects of
concentrated areas of light by strong contraet of tenes to

achieve a more dramstic effecte

€ wWilliem Michmel Rossetti, "Claude of Lorraine,” %EF;
Encyclopaedis Britannica, 1lth edition, VI, p. 403
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SEVENTEENTH CENTURY PAINTING IN SPAIN

EL GKECO (1548-1625)

El Greco ignored the palette of his Byzantine tradition
and through his original imsgination introduced & more
brillisnt renge of hues and tones thet include royal blue,
pale rose, lemon and other yellows, green, and pinks, He
achieved unity in color composition through the use of a
greater range of colors and by introducing them in sequences
in the modeling of form.

Figure 31, Holy Family, and figure 32, Cerdinal Inguisitor,
by El Greco, indicate & change of hue in his color gradations
from light to darks In this respect he wes in advance of
his contemporaries who still adhered to a more sculpturesque
and monochrometic means of sodeling. A dramstic feeling is
achieved in his compositions by contrasting waram and cool
colors in their strong dark and light tones,

VELASQUEZ (1599-1660)

Velasyuez lived in sn sge of realism and readily adapted
himself to the spirit of the time., [is works are without
social message, consisting chiefly of figure compositions
of friends, nobility, and historical incidents executed in
neutralized end sombre colorse

Figure 36, The Spimners, figuwre 37, Surrender of Breds,
figure 38, Infante Meris Theress, and figure 39, Lady with



Holy Family El Greco, 1548-1625, Spanish




Cardinal Inquisitor El Greco, 1548-1625, Spanh




DESCENT FROM THE CROSS FLEMISH
PETER PAUL RUBENS (1577-1640) ANTWERP CATHEDRAL




PORTRAIT OF THE ARTIST FLEMISH
PETER PAUL RUBENS (1577-1640) VIENNA GALLERY




No. 158—Flicht into Egypt Kassel Gall
Rubens ( 1577-1640) Ss i Gal _




SPANISH

THE SPINNERS
DIEGO RODRIQUEZ SILVA Y VELASQUEZ (1599.1660) PRADO MUSEUM, MADRID
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No. 148—Surrender of Breda Prado, Madrid
Velasquez | 1599-1660 Spanish School




INFANTA MARIA THERESA SPANISH
DIEGO RODRIQUEZ SILVA ¥ VELASQUEZ (1599-1660)




LADY WITH A FAN SPANISH
O RODRIQUEZ SILVA Y VELASQUEZ (1599.1660) PRIVATE




Claude Lorrain, 1600-1682




No. 48—A Polish Nobleman
R dt (1606-1669







THE PANTRY DUTCH
PIETER DE HOOCH (1629-1677) RIJKS MUSEUM, AMSTERDAM




YOUNG WOMAN WITH A WATER JUG DUTCH
JAN VERMEER (1632-1675) METROPOLITAN MUSEUM, N. Y.
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EICHTEENTH CENTURY PAINTINC IN FRANCE

| WATTEAU (1684-1721)

Watteau was one of the first peinters who experimented
with prismatic colors. He gave egual significance to teche
nique and choice of hue, His experiments were based on the
Tindings of Sir Isaac Newtom, who, in 1666, discovered the
connection between color and the refraction of light.
Previous to his time white light was assumed to be homozenous,
By the use of & prism Newton refracted a beam of white light
into an indefinite number of spectral hues, The differences
in the degree of refraction distinguished cach hue. ¥When
the rey of light has undergone the separation, each of the
camponent elements of white light reteins its characteristics,
and also retains its own refrasctive power.

He was supreme in his command of those zold and silver
tones which with ineffeble charm pervade every scheme of
color in his compositions. Rubens was hils first color-
master, and as red is Ruben®s hue, so red, silvered down
to palest tints of pink, is Wattesu's also. Veroness
gave him saffron and yellow, hence we see 80 many of his
ladies arrayed in those colors. Titian was his gulde in
his "carnetions," his flesh tintse-subile reality with a
gloss of gold upon it, the "amber carnations"™ of the
Venetien mesters. Bn% one of his colors was entirely
his own, his pearly, creamy white, which like an opal
takes reflections from all armnd...,.-.._.......-...u-
He painted the color of the air, not merely objects.

His richest effects are those of reflection, end the
gredation of flashes of light through dbreaks in thick
folinge., Hiz use of broken tones is &s much & charace
teristic ss his exuberance of vivid color. The irrides=-
cence, so to speak, of his delicate and changeful hues
is estonishinge The lizhting of his pictures has all the



No. 89—The Fete Berlin Gal.
Watteau (1684-1721) French School







No. 52—Kitchen Maid Paris
Chardin (1699-1779) French School




THE HOUSE OF CARDS FRENCH
JEAN CHARDIN 11699-1779) LOUVRE, PARIS
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L'ETUDE FRENCH
JEAN HONORE FRAGONARD (1732-1806) LOUVRE, PARIS




Neo. 64—The Water Carrier Budapest
Goya (1746-1828) Spanish School




Family of Chas. [V Goya, 1746-1828, Spanish




No. 82—Mme. Recamier Louvre
J. L. David (1748-1825) French
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In another principle he combined rich autumn colors in

& foreground with e brilliant blue sky. He graded the

middle=ground with pearly tints to hold the main contrast

of his scheme together,

His work may be divided into two periods: the first,
wherein he aimed chiefly at form, and psinted in dark tones:
the second, in which color was given primary consideration.
Turner was the first artist who represented the sun shining

through mist and its colorful effeets upon the landscape
and marine subjects, as in figure 52, The Fighting Temeraire.

CONSTABLE (1776-1837)

Constable observed in his remlistic study of nature that
the planes of forms are not one flat color btut are Lroken
up into many spots of verious hues, Upon his discoveries
and uses of color the Impressionists based their esrly ex~-
periments,

Previous to Constable, landscape had been employed as
backgrounds for figure subjects, The landscapes were painted
indoors in browns and very greyed hues, However, the
Frenchmen, Lorrain and Poussin in the seventeenth century
contributed to a great advence in the art of landscepe paint-
ing, although they were influenced by the clasaicism of the
Italians. It remained for Constable to develop this phase
of art, as illustrated in figure 53, The Cornfield.

11 paver Birren, The Story of Color, pe 125.



No. 125—The Fighting Temeraire National Gallery, London
J. M. W. Turner (1775-1851) English School




The Cornfield Constable, 1777-1837, English
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28
puts his head out of the window he is guite different
to what he was inside, Hence the folly of studio
studies, which do their vest to falsify this color."12
Delacroix was a student of Chevreul's color theories,

an explanation of which may be found under the heading of

French Impressionism and Chevrsul, in this text,
THE BARBIZON PAINTERS AND FRENCH NATURALISK

The Barbizon School is often called "Men of 1830"
end includes painters, writers, and critics. The painter
group, frequently called the School of Foetie landscape,
revolted against the Acadeny at the time of the revolution,
Until this time figure painting had constituted the bvest
works of art. This group of lendscepe painters worked oute
doors from nature in the forest of Fontainebleau near the
village of Barbizon., They endeavored to deplect neture faithe
fully and interpret its moods, often becoming photographic
in their expression through copying nature and its detail.
These realistic tendencies were influenced by the introduc=
tion of photogrephy and by Constable's use of Jjuxtaposed
color. Rousseau was the leader of this group which included
Millet and Corot,

COROT (1796-1875)
Corot went outdoors and painted effects as hs saw them,

12 Ibide, Pe 129.



Corot, 1796-1875, French
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FRENCH

EDGE OF THE WooDSs
(18121867} METROPOLITAN MUSEUM. N. Y.

THEODORE ROUSSEAU




WOMAN CHURNING FRENCH
JEAN FRANCOIS MILLET (1814-1875)




No. 157—Going to Work Glasaow Gallery
Millet ( 1814-1875) French Schooi
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No. 92—The Washerwoman Private Collection
Honoré Daumier (1818-1879) French School
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FRENCH

MUNICH ART GALLERY




No. 86—The Breakfast Munich Gal,
Edouard Manet (1832-1883) French School




. La Danseuse




THE JOCKEY FRENCH




33
works include ballet dancers, jockeys, actors, washerwomen,

riders, and horses., Figure 61, lLe Danseuse, and figure 62,
The Jockey, express his use of color.

HOKET (1840-1926)

One of the most distinctive phases of Honet's compoaition
is the enalysis of shadows, Ie perceived that local color
wes guite illusive and that shsdows were not the absence
of 1light but were areas of lesser illuminaztion. The color
of the shadows in sunlipght was complementary to the socurce
of light, a violet-blue., Previous to him those areas were
painted in s sombre conventional color tone for the purpose
" of foreing into relief the bLrillisnce of the more luminous
regions. He expressed examples of the theory we know as
the theory of complementary color. He observed and under=
stood the reaction of colors, one upon another, when placed
in Juxtaposition. The technicel ancestry of Monst includes
Turner, Constable, Chardin, Delacroix, and Vatteau.

Figure 68, Church st Vernon, figure 69, Irees Ncar the
Ses: Bordighera, by Momet, end figure 67, A Sumny Lendscape,
by Sisley, are expressive exnmples of the Tmpressionists®
use of color in painting.

HENOIR (1841-1919)
Renoir was responsive to light end the msnner in which



b
it affected surfaces. He handled color and effect of light
with feeling and expressed in his pictures a human wermth
and Jjoy in livinge

Renoir, working with separate brushstrokes, produced
dominant and radisnt tones by e shrewd seguence of hues,.
Values were replaced by color contrests, All shadows
were luminous end hued. He gave attention to mass,
achieved rotundity his forms and built luminosity

by clever snalogies. _

He painted with a full, generous brush, indicating form,

color and light without articuleting too clearly, as in his
Tfigure 70, Au loge, figure 71, la Houlin De la Galetts, and
figure 72, Young Woman Reading.

NEO-IMPRESSIONISM

SEURAT (1859-1891)

Seurat was & student of Chevreul's color theories., He
built up his cenvases by the Jjuxtaposed spotting of pigments,
The colors of his palette corresponded to the dominant colors
of the spectrum: red, orange, yellow, green, blue, indigo,
and viclet.

The divisionism of Seurat end Signac, on the other hand,
was fer more analytic end technical. The touches were
scientifically Juxtaposed without regard te foxm. The
style was almost abstract for this ressone-primerily
designed to get vivid color, using nature more or less
as s pattern. The work of these two artists was perhaps
the purest expression of the pointillist technique.
They painted by rule snd laid their "“beads™ of color by

15 Tbide, pe 130=-131.
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STILL LIFE FRENCH
PAUL CEZANNE (1839-1906) DRESDEN GALLERY




THE BATHERS FRENCH
PAUL CEZANNE (1839-1906) PRIVATE COLLECTION
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Church at Vernon Monet, 1840-1926, French




TREES NEAR THE SEA:; BORDIGHERA FRENCH
CLAUDE MONET (1840-1927)

ART INSTITUTE., CHICAGO




AU LOGE FRENCH
AUGUSTE REMOIR (1841-1819) FRIVATE COLLECTION
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LE MOULIN DE LA GALETTE FRENCH
AUGUSTE RENOIR (1841-1919) LUXEMBOURG GALLERY, PARIS




YOUNG WOMAN READING FRENCH
; RENOIR (1841-18189) LOUVRE, PARIS
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subject matter, technicue, and the coler coambinstions all
seem t0 move within his canvases, He has interwoven oranges
and purples, and flaming yellows with his dazzling greens,
Ven GCogh painted the effect of light with color in s new
technique. His use of color shows the influence of the
Impressicnists, while in his conception of nature he wes the
direct opposite of them, To him, a landscape was an actual
human experience rather than reflections in the eye., He
enclosed color aress with outline.

His palette consisted of Prussian blue, vermilion, violst,
pinks, greens, snd yellows in verying tonss, oranges to light
lemon yellow, These colors he contrasted or combined to
form his harmonies, His canveses do not present grest hare
monic values of neutrals with color.

Figure 76, Lortreit of the Artist, figure 77, Cypress
lendsceps, figure 78, Coxrnfield im Provence, end Tigure 79,
Sunflowers, by Van Gogh express his dynemic use of color in
painting,

Picasso and Brague originsted Cublsm in the esrly part
of the twentieth century. The Cubists pursued structure
through its architectursl =spectis rather than through color.
The planes of forms were emphasized, giving the objects a
geometrical sppearence, They believed that one view of an



AT THE SEASIDE : FRENCH
PAUL GAUGUIN (1B4B-1903) COLOGNE, WALLRAF-RICHARTI MUSEUM




auguin, 1848-1903, French
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No. 142—Tahiti Albright Art Gal., Buffalo
Gauguin (1848-1903) Frenc ool




PORTRAIT OF THE ARTIST DUTCH
VINCENT VAN GOGH (1853-1890) AMSTERDAM, RIJKS MUSEUM
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L0
object gave only & partial sense of its structure. Ais a
result of this sssumption, they sought to correct this sense
by presenting the object in verious views simultsnecuslye.
They sought to eliminste objectivity and achieve form by
intersectional plsnes.

The Moderns are concerned with the ebstract walues of
color, being interested in geometric forms as flat planes
and lines. By the use of abstract forms instead of concrete
things they heve been free to study new and interesting
arrangements of forms, They have developed e comparati';iy
wide renge of intense and greyed color harmonies. By the
combination of various technigucs they have achieved an
interesting variety of textures.

It may be stated, indeed, that there are two main

divisions of the Expross{oniat current: one in which

the abstract values sre sought for their own sake,
independent of natural appearsnces, or with only
incidental relation to the objective world; and one in
which & picture ordered with nature's materiazls and
rich in "feeling" conteins a supporting skeleton or
structure of the abstract, the latter belng the more
ortant reason for the pictures existence, aestheti-
ly considered though there mey be a range of over=-
values, depending upon the nature of the aubject

aff human end socisl interest and stianlatienwls

Out of the Cubist movement grew Abstrsctionism., In
this movement the loderns desired to divorce peinting from
objective values., The chief exposnent of Abstractionism is

Kendinsky. He advocated the construction of color harmonies

18 Ibid., pPDe 5G=60,



Ll

without reference to natural forms, much in the same manner
that a2 musician can compose melodies without reference to
natural sounds. |

They do not wish to remind you of s&ething or give

you & picture of something or point a moral with an

artistic interpretation of something. They want to

stimulate and delight your vision with s composition of
pigments on the canvas, They want you to enjoy painting
a8 color and form in the same way that you enjoy music
es sound--without considering whether it calls to mind

e rivulet or the Day of Judzment.

Picesso's early canveses depict begsgers, circus folk,
the impoverished, and the less fortunate members of Parisisn
society., In these pictures are to ve found humen qualities
end drametic characteristics,

Following this period he withdrew to the studio and con-
templated ideas rather then working objectively from the
outside world, He studied the theories of Cezanne and
proceeded to paint in the style of the African Hegroes, This
later developed into Cubism, reducing sll forms to a few
plenes, Like Cezanne, Flcasso hes sought authentic, ertistic
velues, and has been active in getting dback to essentials of
forne

Figure 81, Improvisation No. 30., by Eandinsky, figure
8z, Bouguet, figure 83, Blue iindow, Ly Metisse, Iigure 8k,
View From the Studie, by Picesso, snd figure 85, Still Life--
Fruit snd Cuitar, by Brague, express the Lodernists® abstrect

19 wpourteen Notable Paintings", Fortune Magezine. (Januery,
1934) 30.



Mear the River Seine Georges Seurat, 1859-1891, French
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Blue Window Henri Matisse, 1869-, French
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use of color in painting.
CONCLUSION

It is obvious that seience has been the most influential
factor in contributing to the understanding of the use and
development of color &s related to Occidental painting in
Burope since the twelfth century. However, there were no
scientific contributions towerd color understending, previous
to Da Vinci. He studied the physicsl and psychological
properties of hue, and advocated the theory of the four
visual brinnries, red, yellow, green, znd blue.

Following the discovery of light refrsction by Sir
Iseac Newton in 1666, a more universal interest wes manifested
by artists in the study anéd experimentetion of color. Newton's
discovery is e foundation on which many color theories have
been created. One of the most important was that of Chevreul,
who formulated principles of cclor contrasts, which proe-
foundly influenced the experiments snd use of color by the
Inmpressionists.

From the Impressionists the Post-Inpressicnists gained
e scientific knowledge of color. This understanding and
influence has continued &8s s dominant fector intc the Modern
movement, coatributing to a more imtelligent use of color.
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