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that even the multipl e s and sub-multiple s, the progeny of the scalar moments, are 
truly virtuous l He r e we believe Pope has temper ed theory more with practical ity. 

Finally, among h i s criticisms, Pope adds: "They might possibly have given more 
attention to wo r k that has already been done a l ong somewhat the same line." In 
previous issues, we have already said enough in the same vein. 

On the positive side, besides his princi ple of attractions, or rather und erl¥ing it, 
is Pope ' s use of a simplified Munsell color-space which he calls a "working ifone 
(or color) solid , and i n which the pigment-mixture r e l ations a r e relatively simple. 
He finds , as the Editor pointed out to Miss Spencer in o.n Optical Society discussion, 
that even Ostwald ' s "isotone" and 11 shado\'1 11 series can be easily tra ced in thi~ (or 
the Munse ll ) space. Also, he says "The great disadvantage of the Ostwald sol~d is 
that geometrica l distances have no relation to color contrasts." This from an 
artist, who as a. group are supposed to l ike the Ost wa ld arro.ngement1 ~ bene, 
Birren1 

Going furthe r, Pope st at es what may be called a. Golden Uea.n theory of ha rmonious 
combinc.tion of colors. It is a theory of securing unity in the midst of variety; 
of the avoidance , on the one hand , of monotony (all the three color-attributes 
of pairs coa l escing) , and on t he other hand, of three -ring-circus vnri ety, one of 
the spice s (like saturation) of color-life , whose substantial food is rhythm, 
equality of a ttracti ons , and so on. It was a. theory stated in 1934 by the Editor; 
ours was take n from t he Greeks. Possibly Professor Pope could show us subtle dis 
t inction s between his theory and the Gr eeks' wherein he has advanced beyond them. 
But we gues s that he , like us .. rathe r admired the perspicacity of the classical 
Greeks. Pope says little about the virtue of Simplicity, a Golden Mean stopping
point or direction on the r oad to monotony , though it seems to us that Moon and 
Spencer, in a s i ncere attempt to secure simplicity by formulation and classifica
tion, e.c tually introduced compl exity. In future revisions of his theories, we hope 
Pope will paJ' more attention to the virtues of color simplic ity. When \ve first 
sugge sted , i n the March 1943 , OSA- ISCC meeting , i n discussion of a paper of Miss 
Spencer ' s on her new col or metric, this class of virtues , -then we failed utterly 
to make our point c l ear, as is evident from the Moon-Spencer papers. We stated 
then that she "had taken something away f rom us, and i n justice ought to give back 
something nevr" in a specified direction. Since she made difficultly-comprehended, 
variable - s ized, variable -oriented , c onics of equal discriminability on an ICI color
mi xture diagr am into beatr~ifuHy simple circles , she ought to perform miracl es in · 
anothe r direct ion. He r ni~~hematics ought to transform the Birr en-la uded Ostwald 
r ul es , easi l y comprehended by some, the r efore esthetically valuab l e , into s:imple 
paths , and the r efor e virtuous , in the Munsell system we low so well. 

Now, Moon-Spe ncer and Pope-Bradley 1 not to mention Guilford and Birren a nd we l es ser 
lishts, ca n you not ge t togethe r, M-S with your pr ecision tools a nd P-B with your 
a r tists' f eeling o.nd practicality~ and build us a beautifully simple, therefore 
esthetically satisfying, theory of color-comb i no.tion neatly draped in a livabl e 
colo r-space? We neophytes, e specially ¥re ISCC peop l e who a re professiona l get
togetherors. w~l). sit· on the side- lines, applauding, throwing in pennie s 1 worth of 
thouGht, or Br onx-cheering as befits our sover eign rights as Ame rica n citizens. 

I.H. S • 

.. ,· 
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OUTLDTE 
HISTORY 
OF COLOR 
(CONlJ.' . ) 

1614 C. Scheine r pr obably built the fi r st astronomical telescope ; 
in 1615 he invented the te rrestial microscope; in 1619 , his book, 
see Ife ws Letter No . 49 

1619-25 Francis Bacon , VI . Snell nnd Scheiner ; see New Letter No. 49 

1G28 The painte r Rubens visited Velasquez in Madrid. Rubens , flamboyant mo.ste r 
of in-tense compos ition and swirling line, changed the red- o.nd- gol d mists of Titio.n 
i nt o n r eddish suffusion o.nd added the smoky gr ayish blues of Ve r onese and 
origirut l vivid scarl ets and blues of his own. His color was organic and struc
tural. Ve l a sque z , gr ea t mo.ster of subtl e, simplified painting , use d color which 
was cool e r , ofte n suggesting hue s through subtle value relations . 

1630- 40 Rembrandt , Cla ude Lor r ain, Vo.n Dyke , Pou ssin and Frans Hals flourishe d. 
Remb r a ndt, rea listic painter whose chief means 1.1as chiaroscuro (vn l ue r e l ations ) , 
used color limi ted in range and usmlly dar k and of l ow s aturation , but wi th 
subtle va rio.t i ons of b rovm, ye llow o.nd gr ay with onl y occasional t ouches of greens~ 
violets or r eds in draperies. Cl aude Lorrain , father of class ica l landsca pe , put 
color sec ondary t o the r omantic q UD. lity of natur e ; it had l itt l e sensuous appea l , 
but gave hi s lnndsco.pes a fine se nse of spaciousness . Van Dyke ' s style was 
e legant nnd decora tive , but less r obust tho.n Rubens' . His color was more de l icate 
a nd subtle , but more superf icial; it often included a golden yellow, rich b rovm , 
gray and silve r. Poussin, fatrer of the c l assica l system wh i ch str essed the use 
of architeotronic features, empl oye d color ·which was always organic and delicately 
structural, but not achieving solidity. It was the c olor of Tintoretto and 
Verone se , r efined into a cool, dry style , with b r ight blue s a nd gr eens stressed. 
Fr ans Hals, noted, l ike Ve l asque z , f or his gr eat technical sl~ill , had on eye for 
the picture sque , but pr oduced paint ings sometimes theatrica l. He contraste d 
bright colors in textures with background s ; but the color wa s oft e n e ithe r drab 
or too vivid. Other painte rs of the pe riod ·we re Adrian BrouY;er , J an van Goyen, 
Francisco de Zurba r an , Salomo.n van Ruysdae l and t he thr ee l e Nain b r others. The 
Bar oque in art, which began with Ruben s , vms deve loped by the sculptor Be rnini 
and the a r chitect Inigo Jone s . 

1639 J. M. Marci de Kronl a.nd published his "De Pr oport ions Motus; " see 1648 in 
News Lette r No. 49 

16 45- 8 The RoyaT so-el.etyi A. -Ki--r-cher nnd J. M. Earci; see News Lette r No. 49 

1647 F. B. Cavalie ri deve loped n formula for t he foca l length of l enses in t e rms 
of the r adii of cur vature 

1648 The Academia roya le de pe intu re et sculpture vias founded. I t began to 
f unction with authority in 1661 , whe n Colbe rt gave it off icial power s . Unde r 
Le Brtm it trie d to f oxinulo.te Rul e s fo r Great Art (published 1675 ) . Louis XIV 
conside r ed Le Brun ''the greatest of men. 11 Lo :Srun 1 s dictum that drawing imi t at e s 
al l r eal thi ngs, whereas color r epr e sents only ·:1hat is accidental , f ollowed 
a r guments in which Raphael and Poussin ·we r e cited for their drawing , Titian and 
Rubens for their color. 

1650- 56 Period of the Gobe l i ns tapestries , the chemist Glauber, of Otto von 
Guericke , B. Pascal and P. de Fermat; fo r C. Huygens and A. Van Lee uwenhoe ck, 
see 1653 and 1656 , in Hews Le tte r No. 4 9 
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I NDEX OF 
SPECr;.L 
ART ICLES 

Pr evious indices may be found in News Letters Nos. 34 (March 1941 ) , 
44 (November 1942), and 50 (November 1943). 

NO . 51 (January 1944) 

Col or story, col or and illumination 
note s (Godl ove) 

"This Is Fashion" (Burris -Meyer) 
Fashion notes (Godlove) 
Dr. Barnes ' 11The Art in Painting" 
Munsell Col or Foundation (Lt. 

Fo.rnswo rth ) 
Color and chemicnl structure 

(Reynolds) 
Color in painting thr ough the ages 

XVII (Godlove) 
Outline history of color (Godlove) 

NO. 52 (Mnroh 1944) 

Col or notes (Godlove) 
Early individual membe rs 
Who ' s Who (In Color) in the East 
So said the painters 
Color terminology (Lt. Farnsworth) 
Color Eye -Q (Ivan) 
Note on eyes 
ASTM col or standar d 
Paint~color terminology (Wells) 
Interaction of dyes in solution 

(Neal e and Stringfellow) 
New after- image study technique 

(Karwoski and Perry) 
Outline hi story of color (Godlove) 
Bibliography 

NO. 53 (Mny 1944) 

Arthur S. Allen 
Color Note s (Godlove) 
Bibl:i.ography on color-blindness 

(Judd) 
Col or space and Co l or ha nnony 

(-;.!oon and Spencer) 
Color in industry (Pittsburgh Pl a t e 

Gl a ss Co. o.nd DuPont Co. ) 
Outl ine history of color (C~love) 
Bibliogr o.phy (4 Pages) 

NO. 54 (Jul y 1944) 

Notes on Color terms (Godlove) 
Munsel l diagrams 
Notes on color charts 
TCCA expansion 
Color Eye -Q 
Notes on eye s and v~s 1on (Godlove ) 
Color space and colo r harmony 

(Moon and Spencer , and Godlove) 
Outline history of color (Godlove ) 
Bibliogr aphy (3 pages) 

NO. 55 (September 1944) 

Diffuse reflecti ons (Gibson) 
Color in industry (Fawcett) 
Lobster red 
Color-preference test ( Birren) 
Color : The Muster's Touch (Shennan) 
Sixty year s of col or imetry 

(Fawcett) 
I lluminant for pape r gradi ng 

(Macbeth) 
Notes on color and illumi no.tion 
Physics of painting (Rawl ins) 
Geometric design (Blake) 
Bibl iography (2 1/2 po.ges) 

NO. 56 (November 1944) 

Harmony in t wo fie lds (Kreidl) 
Song of color and light (Bair d) 
Chromaticity class ification of 

types of color vision (Farnsworth) 
Dye substantivity and color 

(Hodgson and Mar sden) 
Monograph on colored gl ass (Weyl; 

Kreidl) 
No job for the colol'-blind (Tires

Hero.ld) 
Col or o.nd the arti st (Conrow) 
Modern color theory at Kodak 

(Br ooker) 
Bibl iogr aphy (2/3 page) 


