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that even the multiples and sub-multiples, the progeny of the scalar moments, are
truly virtuous! Here we believe Pope has tempered theory more with practicality.

Finally, among his criticisms, Pope adds: "They might possibly have given more
attention to work that has already been done along somewhat the same line," In
previous issues, we have already said enough in the same vein.

On the positive side, besides his principle of attractions, or rather underlying it,
is Pope's use of a simplified Munsell color-space which he calls a "working tone

(or color) solid, and in which the pigment-mixture relations are relatively simple.
He finds, as the Editor pointed out to Miss Spencer in an Optical Society discussion,
that even Ostwald's "isotone" and "shadow" series can be easily traced in this (or
the Munsell) space. Also, he says "The great disadvantage of the Ostwald solid is
that geometrical distances have no relation to color contrasts." This from an
artist, who as a group are supposed to like the Ostwald arrangement! Nota bene,
Birrenl

Going further, Pope states what may be called a Golden Mean theory of harmonious
combination of colors.s 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 coalescing), and on the other hand, of three-ring-cirous variety, one of
the spices (like saturation) of color-life, whose substantial food is rhythm,
equality of attractions, and so on. It was o theory stated in 1934 by the Editor;
ours was taken from the Greeks. Possibly Professor Pope could show us subtle dis-
tinctions between his theory and the Greeks' wherein he has advanced beyond them.
But we guess that he, like us, rather admired the perspicacity of the classical
Greeks, Pope says little about the virtue of Simplicity, a Golden Mean stopping-
point or direction on the road to monctony, though it seems to us that Moon and
Spencer, in a sincere attempt to secure simplicity by formulation and classifica-
tion, sctually introduced complexity. In future revisions of his theories, we hope
Pope will pay more attention to the virtues of color simplicity., Vhen we first
suggested, in the March 1943, OSA-ISCC meeting, in discussion of a paper of Miss
Spencer's on her new color metric, this class of virtues, - then we failed utterly
to make our point clear, as is evident from the lloon-Spencer papers. We stated
then that she "had taken something away from us, and in justice ought to give back
something new" in a specified direction. Since she made difficultly-comprehended,
variable-sized, varisble-oriented, conics of equal discriminability on an ICI color-
nixture diagram into beautifully simple circles, she ought to perform miracles in
another direction. Her mathematics ought to transform the Birren-lauded Ostwald
rules, easily comprehended by some, therefore esthetically valuable, into simple
paths, and therefore virtuous, in the Munsell system we lowve so well,

Now, Moon-Spencer and Pope-Bradley, not to mention Guilford and Birren and we lesser
lights, can you not get together, M-S with your precision tools and P-B with your
artists' feeling ond practicality, and build us a beautifully simple, therefore
esthetically satisfying, theory of color-combination neatly draped in a livable
color-space? We neophytes, especially we ISCC people who are professional get-
togetherors, will sit on the side-lines, applauding, throwing in permmies' worth of
thought, or Bronx-cheering as hefits our sovereign rights as American citizens.

I.H.8.

—
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CUTLINE 1614 C. Scheiner probably built the first astronomical telescope;
HISTCRY in 1615 he invented the terrestial microscope; in 1619, his book,
OF COLQOR see News Letter No. 49

(con®s)

1619-25 Francis Bacon, W. Snell and Scheiner: see New Letter No. 49

1628 The painter Rubens visited Velasquez in Madrid., Rubens, flamboyant master
of intense composition and swirling line, changed the red-and-gold mists of Titian
into a reddish suffusion and added the smoky grayish blues of Veronese and
original vivid scarlets and blues of his own. His color was organic and struc-
tural, Velasquez, great master of subtle, simplified painting, used color which
was cooler, often suggesting hues through subtle value relations.

1630-40 Rembrandt, Claude Lorrain, Van Dyke, Poussin and Frans Hals flourished.
Rembrandt, realistic painter whose chief means was chiaroscuro (value relations),
used color limited in range ond uswmlly dark and of low saturation, but with
subtle variations of brown, yellow and gray with only occasional touches of greens,
violets or reds in draperies. Claude Lorrain, father of classical landscape, put
color secondary to the romantic quality of nature; it had little sensuous appeal,
but gove his landscapes o fine sense of spaciousness. Von Dyke's style was
elegant and decorative, but less robust than Rubens'. His color was more delicate
and subtle, but more superficial; it often included a golden yellow, rich brown,
gray and silver. Poussin, father of the classical system which stressed the use
of architectronic features, employed color which was always organic and delicately
structural, but not achieving solidity. It was the color of Tintoretto and
Veronese, refined into a cool, dry style, with bright blues and greens stressed.
Frans Hals, noted, like Velasquez, for his great technical skill, had an eye for
the picturesque,; but produced paintings sometimes theatrical. He contrasted
bright colors in textures with backgrounds; but the color was often either drab

or too vivid. Other painters of the period were Adrian Brouwer, Jan wan Goyen.,
Francisco de Zurbaran, Saloman van Ruysdael and the three le Nain brothers, The
Barogue in art; which began with Rubens, was developed by the sculptor Bernini

and the architect Inigo Jones.

1639 J. M. Marei de Kronland published his "De Proportione Motus;" see 1648 in
News Letter No., 49

1645-8 The Royal Soeciety, A+ Kircher and J, lis Marci; see News Letter No. 49

1647 F. B. Cavalieri developed a formula for the focal length of lenses in terms
of the radii of curvature

1648 The Académie royale de peinture et sculpture was founded, It began to
function with authority in 1661, when Colbert gave it official powers, Under

Le Brun it tried to formulate Rules for Great Art (published 1675). Louis XIV
considered Le Brun "the greatest of men." Lo Brun's diotum that drawing imitates
all real things, whereas color represents only what is accidental, followed
argunents in which Raphael and Poussin were cited for their drawing, Titian and
Rubens for their color.

1650-56 Period of the Gobelins tapestries, the chemist Glauber, of Otto von
Guericke, B. Pascal and P. de Fermat; for C. Huygens and A. Van Leeuwenhoeck,
see 1655 and 1656, in News Letter No. 49
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