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who consciously uses light and colour to
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the relationships of line and form, pattern and texture,
light, shadow and colour; intellectually, we recognize and
appreciate the material and structural relationships we
know to be there.

Desicy v PrRacricE

The practitioner, — the designer who creates for a pur-
pose, — works with basic elements and employs basic
principles or rules for their correlation and integration.
The Basic Elements: line, form or mass, space, texture,
pattern, light, colour. The Basic Principles: unity, balance,
rhythm, harmony, direction, dominance or (?mphasu; pro-
portion, scale,

Habitually, most of us look at things without really see-
ing them. We are surrounded by countless objects, pat-
terns and textures. We think we know what each looks
like. We have seen millions of leaves, for example; yet
when we i nspect one cl()se]y we find unexpected structural
patterns of great beauty.

Much of our knowledge of things depends on touch as
well as sight. Our fingers convey impressions of rough and
smooth, hard and soft, just as our eyes tell us of form and
colour, Every surface has texture, one that is either natural
to the material or the result of fabricating or finishing
processes.

By considering the object itself, the purpose it must
serve, the spirit it should express, the designer determines
the material best suited to the task. Whatever the de-
signer’s tools and materials, he works with the same basic
elements and applies the same basic principles of composi-
tion listed above.

The elements of light and colour are, in many ways, the
most important. Light is the medium which, through
lights and shades, reveals and defines forms in space and
surface patterns and textures, Where there is light there
is bound to be colour, since light is colour. These two
closely interdependent elements are at once visual and
emotional in their use: cach defines visually; in addition,
each expresses or creates a mood, a feeling, a quality.

Licuar
Basically, light is, of course, essential for good visibility.
In the demgn of the llghtmg,, for any interior, the provision
of the rlght amount and the rlght kind of hght in the rlght
place is the major consideration. Through careful control
of the quantity, colour, direction and distribution of light,
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the lighting engineer can create just the right seeing con-
ditions for the activities that take place within an area,
whether it be a restaurant, a living room, a business office,
a corridor, an operating room, or a l)eauty parlcur. Light
thereby fulfills its prime function of providing good visi-
bility; but light also has an equally important and parallel
function as a creative or expressive element of design.

Light is more than just a convenience by which to see
things, a means of revealing or explaining the visual as-
pects of a form or a design; it is an emotional language
with power to induce and maintain moods through its
direction, intensity, quality and colour. As an element of
spatial design, it unifies, explains and emphasizes forms in
space. The shadows it casts define both form and space,
underlining the brilliance of the light itself. In themselves,
they form patterns and become integral parts of a design,
frequently evoking emotional or symbolic ideas.

Light and shadow thus enhance and control the visual
appearance of a design, while in a room they establish and
maintain an emotional atmosphere consonant with the in-
tended spirit and use of the space.

Licar as CoLour

Of the controllable aspects of light, — its quality, quan-
tity, colour, direction and distribution, — colour is often
misunderstood and neglected. Although we remember our
fundamental physics of light and the experiment in which
white light is broken down into its component colour wave
lengths by being passed through a prism, we generally fail
to connect this phenomenon with the daily experience we
call “seeking colour.” We think of colour as somethin g we
look at, rather than the sensation produced by light re-
flecting from a surface at a certain speed and wave length
which produces the visual reaction we call a colour,

Without light, colour could not exist. In a completely
black room, paints have no colour: the colour sensation
does not occur until light strikes the paint surface and re-
flects therefrom into the human eye. If the paint appears
to be green, it is because the peculiar consistency of the
paint is such that it absorbs all parts of the white light
falling on it except the green wave length which, reflected
from the surface to the eye, produces the sensation we
call green.

Architects and interior designers find these two elements
of design, — light and colour, — inseparable; one cannot be
planned or controlled without providing for the other, and
each exerts a strong influence on the other.

Corour DEerFINITION

The sensation or phenomenon which we call colour can
be defined specifically hy determining its hue, its value
and its chroma, Colour authorities may vary in the termin-
ology, but all recognize (i) that there are characteristics
which differentiate one colour from another and therefore
determine the name or hue; (ii) that colour may vary in the
amount of light reflected from its surface and can there-
fore be described as having a light or dark value; and
(iii) that colour may vary in its intensity or concentration
of pigment, from very strong to very weak or greyed
chroma.

The study of these three dimensions of colour has led
colour authorities to establish certain standards of
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measurement and comparison which fac
matching and mixing, as well as provide a basisf
harmony.

CoLour MiXTURE

Early in the study of colour, time must be spe
menting with coloured pigment and colo
ascertain how each is mixed to produce the infi
of hues and colour tonalities. The mixing of
ary pigment colours to produce either greved
each other or a neutral grey, and the mixing af 0
of colours to produce the shades between, reves
of considering both the values and the chroma
pigments being mixed. In contrast to the s
mixture of pigments (in which each colourant su
opposite from the mixture: light is subtracted
the mixing of coloured light becomes an add
(the wave lengths of the coloured lights add u
a new totality of colour for the eye: light is a

Pecuriarities oF Huamax Vision

No colour in nature exists entirely sep
colours; seen always in conjunction with
it is the relationship of two or more colours
the remembered effect. Not only does a
appear to “colour”™ a weaker one adjacent ¢
eye itself does a lot of “colouring” as it
The physiological process of seeing colour in
and reactions within the eye which, in turn, e
brain a report about the colour.

The phenomenon of after-image, — in
tains an impression of colour seen, w
colours seen immediately thereafter, —n
considered in the juxtaposition of coloursi
fact that the eye is always looking for rel
colour, canses it to introduce a film of the
colour over anything seen immediately a
may cause an impression of greyness or
which actually is not there. This pheno
the fact that shadows on coloured surfi
a complementary hue; hence a rmtghly
always looks grever in chroma than a smo
same colour.

The phenomenon of irradiation causes the
the apparent size of the light form
background and conversely to contract th
in front of a light background.

The phenomenon of fusion or colour m
the eye to mix the mosaic of two or n
them into another colour quite un
colours. Landscape painters of the late
developed this reliance upon the spe
mixing in their impressionist paintings
clusion in their technique of broken

VISUAL APPEARANCE OF

Not only do we have to anticipate the
mechanics of human vision will alter
used in a design, but we also have tore
appear to have certain qualities which ¢
pressions of temperature and space.
Colour “temperature.” The colours



(from purple to greenish yellow) can be
rm colours, — those which are active,
ing and noisy. Such colours bring life,
owing richness to any design. They focus
object, a part of a design or the wall of a
at element significance by increasing its
. If used in too great quantities, such warm
nay become irritating and disturbing, creat-
f conflict or confusion.

ing colours on the blue half of the circle are
cool colours, — those which are passive or
, restful and quiet. They create an at-
and relaxation; they extend the range of
perse the attention, separating the parts of a
ing it seem less crowded because of the
2 the apparent size of cach part. Used in
, cool colours may create a cheerless,
barn-like effect which becomes cold and

dity.” Some colours, because of the inherent
appearance, seem to be solid and therefore
on which they occur. Other colours ap-
us, translucent or transparent, removing the
plane or form. Thus the reds and earthy
be described as form defining colours, while
more ethereal colours could be described as
ying colours. Generally speaking, the darker
the more intense chromas will establish the
form, while the lighter values and the greyer
y colour will create the sense of atmospheric
; blllly of colour to the object or design becomes
t. The obvious solidity of a bulky. massive
s for definite tones of darker value or richer
i, say, a light orchid pink upholstery which
e a bulging, balloon-like effect.

¢ and retreating colour. A third “effect” is
to colour temperature and colour solidity, —
twarm and solid colours not only establish very
the planes on which they occur, but they tend
ard in the composition, — to expand visually
the object or to reduce the sense of space in
‘aroom. Conversely, cool, powdery or smoky
end to destroy solidity, to recede from us, and
educe the apparent size of an object or to expand
of space. It thus hecomes possible to control the
effect of length, width or height in a given space.
all room, for instance, the use of warm tones, like
popular amber-buff, will reduce the apparent size
by as much as 20 or 25 percent. Visually, the
ars small and cramped; psychologically, it ap-
and lacking in freshness.

Funcrion oF CoLour

gn objects and enclose spaces with planes, —
vertical, sloping or curved. Each has its own
and texture. Through the appropriate use of
¢ can define not only the form or space, but, by
nes of colour creating s that space, we can also direct
ment of people into and through the space.

ore, these planes of colour will help to create
intain the emotional moods and reactions of these
while they are in the space. It becomes apparent,

therefore. that colour fulfills the dual function of defining
space and establishing emotional atmosphere. In both
these capacities, it is a creative agent, — creating space or
defining form on the one hand, and creating mood on the
other.

Covounr PsycrorLocy

In all the colour qualities and phenomena mentioned
thus far, the process of visual transcription and interpreta-
tion has been involved. Tt is the impression which the
visual appearance creates and which is transmitted to the
individual that defines the form and colour. However, the
“seeing” of colour also involves the “feeling” of colour, —
the reaction to the emotional connotation of colour. Subtle
colour variations and their association with our personal
experiences of enjoyment and delight enrich our apprecia-
tion of the sensation of colour in a way which no mere
optical experience of “seeing” colour can equal.

Individually, we have certain colour preferences, while
we find others inimical. depressing or distasteful. Tradi-
tionally, we have come to associate certain ideas and
qualities with certain colours. Often there is a great
variety of conflicting associational ideas: red, for instance,
has been connected with early Christian martyrdom, with
flags of nations, with robes of “church officials, with revolu-
tion, with Christmas, with St. Valentine's Day, with
Mother’s Day, with danger, with the 4th of July, with the
R.C.M.P. uniforms.

Furthermore, emotional associations are generally
linked with colours: red suggests courage and strength,
danger, war or passion; orange conveys a note of warmth,
happiness, harvest plenty, laughter and glory; yellow, the
colour revered by oriental religions, may suggest sunshine
and clwerfulness or, in its harder tones, cowardice, deceit
or decay; green symbolizes victory or safety, and supplies
all the satl.sh;mg, r and restful character of the subtle nuances
found in nature; blue suggests peace and, although in-
clined to be “cold.” is the most soothing of colours; purple
has been reserved traditionally as the badge of royalty.

The designer must understand the pwch()log,lml reac-
tions to and the associational ideas of colour in order to
create the desired effects of gaiety, charm, vibrancy, sooth-
ing quiet, freshness, or ete. which a particular space for
human oceupancy or use may demand.

Covrouvr Harmony

Much has been written about the combination of colours
into harmonious colour schemes, but we should remember
that the “rules” are merely guides. The success of any
colour scheme depetlds hlrg(:ly on the many conditions
attendant to the situation. Any one colour cannot be a
“bad” colour; rather, it is its combination with particular
values or chromas of other colours that is unsuccessful.

The arrangement of colours in a design of any kind in-
volves three types on contrast. (i) Contrasts of value (light
versus grey versus dark) are, of course, basic to visibility:
we see things because of light and dark contrast. A great
variety of effects, — sharp emphatic accents of black and
white, or subtle nuances of tonality in greys, —is to be
achieved in the manipulation of values alone. (ii) Con-
trasts of chroma (pure versus greyed colour) produce ex-
citing counterpoints of emphasis through rich intensities
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seen against greyed, subtly tinted backgrounds. Thus
focus, accent, vibrancy and colour insistance are achieved
through the relative power of colours. (iii) Contrasts of
hue produce the endless variety of colour combinations
which seem ever tailor-made to create new and fresh de-
signs and spaces for living. Actually, any colour can be
combined successfully through the careful manipulation
of their values and chromas in relation to the proportionate
areas of each. Nevertheless, it is often helpful to recall
certain basic colour combination patterns which usually
will produce effective results:

The monochromatic scheme, with values and chromas
of one colour.

The analogous scheme, with several neighbours from
one part of the colour circle.

The complementary scheme, with the two colours at the
opposite ends of any diameter in the colour circle.

The split complementary scheme, with the two neigh-
bors of one of a pair of complements substituted for
that colour,

The adjacent complementary scheme, with the neigh-
bour of one of a pair of complements added to the
pair.

The analogous complementary scheme, with the comple-
ment of one of a group of analogous colours added
to the group.

The double complementary scheme, with two pairs of
complements,

The triadic scheme, with three colours equidistant on
the colour circle,

One must remember that the creation of a harmony of
colours depends not only on the colours used, but upon
the values and chromatic intensities of those colours as
well as upon the proportionate relationships of the areas
of those colours. The same fundamental prineiples of
good design must be applied in the planning of the colour
scheme as are utilized in the creation of a design itself, —
balance, unity, contrast, emphasis, thythm and repetition.

Licar anxp CoLour

Colour thus becomes a defining or explanatory agent
in design as well as an emotional medium capable of
establishing and maintaining atmosphere and mood.
Having become acquainted with the physical properties
of colour itself as well as with the ways we see it and teel
its influence, the designer must investigate the interaction
of light and colour. What happens when light falls on
colour, — how it reacts, is absorbed or reflected; how light
is broken into its component parts to create colour; how
the colour of light affects the colour on which it falls;
how these reactions can be regulated and controlled by
foresight and careful planning, Both light and colour are
elements of spatial design and act as agents to unify, ex-
plain and emphasize forms, patterns and textures in space.

Light, except that proceeding directly from a light
source to the eye. is always coloured by reason of its being
reflected from coloured surfaces. Colour sensation, as re-
vealed or produced by light reflecting from coloured sur-
faces, actually precedes form sensation. Thus colour, light
and form are inseparable. Too often this fact is overlooked
and colour is thought of as an applied disguise without
relation to the form it clothes. Design involves the orchest-
ration of colour. form, pattern and texture bathed in and
revealed by that impalpable medium, light.
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Colour schemes are effected by conditions of nal
well as artifical lighting, — by dazzling sunsh
sunlight, by cold clear greyness, by heavy mist
regional climate has produced its colour patte
strong intensity of the colours used in the tro
markable restraint and clarity of colour as
orient, the medium colours and broken tin
regions of grey misty atmosphere, the radiant
ing solidity of colour in the clear vibrant atmosphe
Rockies.

Licat axp COLOUR ON THE STAGE

Light as a plastic, interpretive medium is best
by the creative work of the twentieth century§
signers.

The stage set is the actor’s enviroment; it aids i
to life the words and characters of the play; e
the mood of the play; it creates the environmen
(the time and place); it not only locates actior
forces it and enhances it. Obviously it is not,
fancy, elaborate decorative composition to
and impress the spectator.

“The performance of a play is a living pict
h'ght — the master sculptor — takes for the n
art the actor with his natural characteristics ch
haps by make-up and costume:; it raises to p
high-lights, and cuts deep into the furrows
produce that life-like appearance which
look his best. When all the shadows have be
and there is only light, the actor appears f
dimensional; when the shadows are nat
ately comes to life in three dimensions,
signs his stage pictures by a variety of g
centre of interest change:. from one part @ .'
another, from one group to another. As in
light directs attention to the centre of intere
leaves the unimportant in its place. Balan
picture is maintained by different intensi
different places and on different groups of

The stage designer no longer maintains
nation by which the actor’s face can always’
he seeks to create a mood. Light becomes
for the creation of many changing moods
within one basic scene design, — the actors
of moving sculpture. Such light that casts
able of arousing emotions by so emphasi
ing forms as to give them new force
Dramatic lighting, that will thus reveal
well as the significant form, is the expres {
the scenic designer. Its unifying power creal
fusion of stage floor, scenery and actor. '

By reason of the fact that the key of er
established almost immediately by the
of light pervading a scene, light is more
painter, — it is a scene builder. Imp
and immensity can be created by
emotional power of colour, controlled
plastic light and shade, can create an
which shall reflect at the designer’s will
actor’s speech and movements. Plastic
tense, or soft and caressing, falling on
colour and texture, achieves the desired
to the fluidity of music.




