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K.

Be

Statement of Investigation.

The problem attempted was to demonstrate by appropriate
paintings the effeot of light on oolor and form. Figures on the
beach wers treated in a figurative and deooratlive mannsr in order
to show how varying intensities of sunlight affect mood and
atmosphare, a3 well as ocolor and form.

Expefimentation with 1light and etmosphers was aocomplishsad
by the use of flat areas of color and a decorative treatment of
dotail,

An exposition of the methods, procsdures end expsriments employed
throughout performanaes

“Ths deolsion to use.the subject matter cams after months Af
leisurely observetion of water and its environs from e sailboat.
Unhurried traveling by sailboat gave ths opportunity to obssrve
the olouds, fog, mist and stark sunlight and thelr play on varlous
surfaces. First impressions wsre almost an absanos of color and a
stark silhoustte effect - a foaling.of bleok and white pattern,
Shapes became blurred with oontinued'obserﬁance in intenss sun-
light and somgtimes even disappoarsd. Intense ooncentration
brought fhase shapes back into fosus and both shaps and color
became clearly definsde

Certainly many famous artists have written about end
oxperimehtod with 1light in their paintings., In support of
sotivities much researdh was undertaken on lmpressionists, post

impressionists and othsr outstanding men in ths field, such es



Turner.

Preliminary investigation was accomplished and sketches were
begun. These first sketches dealt with only the figures and
involved no envirommental aspeots. They were free of all detail
and depicted>oversimplified figurative shapes. Sharpbexuoting
l1ines ware‘used to separate ereas from one another. Almost a
hundred small sketches vere completed before any painting weas
begun.

Aorylic polymers on canvas pfbved to be an idesal medie for
experimentations These are a feirly recent development in paints
and it was interesting to test the possibilities of their color
and application. Much exploration was done with thick and thin
pigmanted arees, tints end shades, intensities and involvement
with other materials., Combining acrylics with collage seemed
un;uitablo-for the problem. The collage materials proved
distracting in the paintings by being too textured or too
important and were discarded.

New palntings were started and began to inolude environment
and environmental detail. The eight paintings that had been done
with flat coler end black lines end shapss substituting for
shadows were discerded. The figures that had been sormewhat
abstract end distorted wore redrawn with more clarity. They were
mede snatomically correct, but somewhat simplified. Color wes
still applied in thin leyers but followed solentific precepts,

ecoording to color theory, which will be explained.



Color is, after all, a sensation, a mental and emotional
interpretation of what the eye records. Physios and ohemistry are
pot concerned with color's spiritual, eesthetioc, or psychio

qualities. Color has throe separate aspects; chomistry, light and

sensation, eaqh with its own unique laws and phenomenae Ths
ohemistry of color involves pigments and compoundss. The physiés
of color involves lizht. The sensory or psychic aspect of color
embraces feelings and reaotions.3

" The projeot attempted dealt with all three of those aspeots.
The pigments, sorylioc polymers, were merely & mechanical means to
an end. Much skill and practice was needed to achleve suocessful
résults. The light and sensation ware of more oonsequence. Light
in its many variations affects tho sensation and atmosphare of
eﬁerything around ug. Color changes as illumination changes.

No hue is monochromatic and flat, or influenced in its gredations

solely by neutral light and shade. Sand has a local color of
yellow. Yet it 1s changed by sunlight, by reflection from the
sky, by atmosphsre, by shadow, by after images produced 1ln its
enviromﬁt.(mc.nx). Mood also changes with illumination,
Bright éunny days and intenss light are usually associated with
chser, gayety and excltement. (FIG.I,II,III,V )s On the other
hand, moods ohange to somber ones with gray dismal light.(FIG.IV).

Most surfaces ows their color to the fact that they absord
part of the spszotrum oolors and reflsct ths remainder. In &

moderately bright light those surfeces are able to salsotivsly
ebsorb lerger proportions of thoss rays for which they havs an



affinity. The others are reflected and are fairly puré. Thus a
red object has absorbed almost all of the rays directed at it
exoept for the red. When the illumination beoomes inténse the
absorptive capaoities of objscts are overtaxed and they oan no
longer take up all ths rays of any single oolor. The smount of
reflected light beoomes so great that the eye recelives not only
the reys characteristio of the object, but of many others beéide.
~ The local color of the object will still be visible, but it will
be Qingled with other rays and the purity of the oolor will be
lesse The surface will be more brilliant bscamuse it reflects &
greater amount of light then in low illumination, but any one
color will be less pures because it is submerged in the white
light. (FIG,II,III,VI).

"If high illumination strikes the surface at an obligue
anéle, so much of the light wili glance off in specular
reflection that no ons color will predominate. Any surface,
however colored, may thon appear white. We see this effeot when
wo look at leavas whioh‘oatch the sunshine at an angle such that
light is almost totally refleoted, and green palnt oen no longer
represent them. They are mére nearly recorded by strokes of
white "° “

Intricaoiss of vision entered into the projeot. Optical
peculiarities of ths eye may be responsidble for many illusions
and interpretations dealing with oolor. Some of those seemed

pertinent to ths problom and therofore are included.



/The advanoing and retiring qualities of hues have their
basis in optical laws. The eyes focus normslly to white and also
to varm yellow and red violet, both of these latter colbré
oooupying points on the spesctrum that lie on borderlines between
hot and éold regions in the color circles Brightness, as well,
influences Jjudgments of size and nearnesse A fringe will form
about the image of the light erea and cause it to secem to "swell.™
(FIG., III), W. Allen Wallis reports that yellow is seen &s the
1aréest‘of colors,'then progressively smaller are red, green,
blue and finally black.?

Colorc mixed by the eye may seem brilliant in one errangement
and somber in enothore. Areas of red and green placed next to ons
anothsr produce great oontrast. When these oolors ere broken
into small areas they seem to join and appear to be darker eand
more somber in hue.® This principle waes one often used by the
Impressionist painters and was evolded ip the problem underteken.

The ebility of the eye to sse the world of ocolor as normal
under widely varying illumination 1s called color=ccostancy.

"A grey hen stending in the sunlight end a white hen standing in
the shadow of a barn will look respectively gray and wﬁite even
though tha;gray feathers may actually reflect a greater intensity
and volume of light to the eye.™ Ever in ohromatic light the eye
senses the qgality of illumination and continues to see & white
objeot as whites A red light on the white obJect may distort its

coler but the eye continues to see the red as white.°



c.

In very dim light, however, all colors undergo odd changes.
The colors of the world fade out of vision as 1llunination is
decreased. Under normal light, yellow has the brightest |
visibility, (FIG. II), while yellowe-green is seen first under dim
light., In feot, dim light seems to Inorease the walues of the
cool colors and to deorease the values of the warm. (FIG. IV).
Twilight scems to make blue and green seem feirly light es
compared with the red husse Colors in dim light elso tend to be
£ilmy, to lack struoture and texture. (FIG. IV)., This is also
true at times of things seen in the distence or through mist,

Colors remain fairly constent to the eye under widely
different conditions of illumination, but changes in backgrounds
of those objeots modify their appeerance to the eye.

Yhen viewing highlights, shadows and luster, another
phenomena eppears. Highlights as colors generally seem ‘o bs
opaqus and to oover the obJect on which they appear. They seem
stronger than any brightness eround them. (FIG, III) Unlike
highlights, shadows are transparent and fiimy in aspect. They
teke on & color tinge thet 1s direotly opposite to the hus of the
light sburoe: for example, yellow cests a violet shadow end orange
e bluish shadow. (FIG.III,V). Luster of objects remains in both
brighf light and shadow. Other occufronces'manifest themgelves
but ere of lesser importance to the project undertaken.

& statement of findings resulting from artistie pesrformance.

As mentioned previously, under procedures, most of the



bsketohes done at the beginning of the study had been discarded or
changed in.faver of more anatomically correot figures.
Phot;graphs and live models were used for additional reference.
The photographs proved ideal for the enelyzing of simplified
oontour and shade. Fronm these photos and sketohes, decislons
vere made to uss the oolor which would suit the mood and light of
the dey.

Shadows and shades were determined by the type of sunlight
directed at the figures and objeots and by their own intrinsio
oolor., Intensity of oolor becams & oritical problem. Ons oolof
could not be changed without changing all adjacent areas.

Flesh tonés proved to bs highly affected by varying intensitles of
light or the lack of it. 1In dimilight the shades had to be soft
with barely visible divisions of plangs. Only small differences
in value was tolerated. In bright sunlight it seemsad as if the
inteneity of shades had to become increasingly vibrant and vivid.z
In the most intensa light of &ll, colors bsocame slmost feded in
appearance. |

Oversimplification of feature deteils such as the nose and
eyes did not work well. The sams waé true of too much detail.
There was need for individuelizing shadows 1n order to give
chafacter to a faoce without giving expression to it.

The envirommental objects such as hets and umbrellas and the
figures on tho beach now needed embellishment and enrichment,

Various patterns and designs were tried on blankets and clothing.



These were painted with some perepective et first, This did not
seem guocessful becauss it resulted in a cluttered appearance.
This approach was abandoned and precisely drawn or stenciled
patterns were substituted. All aspeots of perspective were
eliminated except for the size and placement of figures. FPlanes
remained flat thin areas of color cgeparated from one another by
rether hard edge definitions and were determined by light.

Form was defined by the use of flat planes that were varied in
color and shapa. This was done in order to show contour. The
brighter the sunlight wes portrayed, the stronger the contrasts
becams. Leck of sunlight or cloudiness called for soft nuanoes
between flat plenes. In.extremely intense sunlight planes and
form sometimes disappeared completely. Not all attempts were
succe ssful end revisions were made until the desired results were
echieved. Trial and error, photographs, observation, research and
sketches were 2ll employed;in carrying out ths project.,

Each painting presented & new problem to solve. Eaoh one.
dealt with a different intensity of sunlighf. Explanation for
each painting followss
FIGURE I, In this peinting the sun was almost directly overhead
and & little to the right. There is little chade end fow shadows
are ocast. The pattern on the blanket heas been changad from a
large fléwered pattern to one of pre;isely stenclled forﬁs. The
colors are intense, but with no great contrasts in intensity.

FIGURE II. 1In this peinting ths sunlight is of greater strength



end is high and to the left., Longer shadows are ocast and there is
greater contrast of light end shade. Contour is shown by division
of planos and the use of strong contrast of velues on the forms.
FIGURE III. Here the sunlight becomes even stronger. It is oast
from the right and the shadows become even longer. These shadows
clearly show their violet character, the complement of the yellow
sunlight, even when cast on & green striped blanket. Illumination
is so great that & "helo" seems to form about some of the figuress
The values of skin tones are strong with color. Ths intensifiled
$1lumination has the effect of fading the colors of the distant
figure.

FIGURE IV, Heavy overc#st skies in this painting are shown by the
use of oool colors and very soft oontrasts. Only on the blanket
8t the closest point of the ploture is there any relatively strong
oolor or contrast, Any forms with atmosphere between them and the
observer appeears with soff division of planes and low intensity of
color. Very few shadows are cast and they are relatively
unobtrusive, |

FIGURE V. Two figures are seen in very strong sunlight, whioch
coms s ffom above and directly behind the boys. Contrast is so
strong that features are heavily shadowsd or completely eliminated
by highlights. Skin tones are very intence in value and there are
strong éontrasts in contour and ocolor. The shadows cest are of
strong violet to obmplement the yellow sunlight,.

FIGURE VI, In this painting the 3llumination is so strong that the



D.

colors appaar to be bleached. The only strong contrast is that
cauged by the oasting of the shadows. Here 1s an example of strong
light which diminlishes ths intensity of colors upon which it falls.
Conclusionéx

A lifetime could easily be spent in experimentation with light
and color. Many famous men of the past have done this. Books have
been written on the same subject. The problem and investigntions
undertaken hare ware only a minisoule ettempt to work with soms of
the principles involvsed and on a subject chosen by the artist.

The figures on tho beach were greatly influsnced by the light
and.color employad. It was impossible to separate one from the
othsre Color gave life aﬁd oontour to ths ocomposition and light
influenced the c¢olor end style., More work will be dons  to continue

the experimsntation that was only begun in thess paintings.
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