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AUTHOR’S PREFACE.

.
B

Wispom is the presiding attribute of the Divine Architect,
and ENOWLEDGE 1s the wisdom of man.—“ Knowledge,”
Lord Bacon has told us, “is power,” which is another of
the prime attributes of the Divinity—and the stupendous
achievements of knowledge and power since the time of
Bacon have made absolute the truth of an aphorism which
has been repeated to satiety, But there is yet a third super-
latively Divine attribute, of infinitely more importance to
the progress and well-being of man than either knowledge
- or power, and that is GoopNmss or well-doing, and there
remains only for human attainment the fact that true know-
ledge and power are coincident with goodness to accomplish
the original title of man to the resemblance of his Maker.

It is this fact that renders goodness so essential to the
acquirement of skill, for skill is nothing else than well-doing,
which is again coincident with well-being, as goodness 1is
with happiness; and these are the essence and the end of
good workmanship, without which human knowledge and
power are not merely in vain, but pernicious in every art
and practice, and alike fatal to the workman and his work.

Every good man and artist has therefore an interest in the
conjunction of these prime co-essentials of morals and art -
the first requisite condition for which is, that true knowledge
must be made accessible ere power can be employed for
good.

Meritorious therefore is the enterprise of those publishers
who supply the world with genuine knowledge in cheap
books ;. and the industrious individual who expends his
superfluous earnings in the purchase of knowledge will
have made a step towards power, and put himself in the
way of becoming a wiser, an abler, a better, and a happier
man, while administering to the good of others.

To such ends may be attributed the zeal with which
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eminent writers have lent their aid to thase enterprises for
disseminating knowledge and science, in humble emulation
of whom we have in the following work attempted to com-
municate the elements of an art which dresses and decorates
with beauty all the works of nature and man—namely, the
art of employing colours with taste and effect, herein applied
to architectural painting and decorative art; in which
attempt it will not be mnecessary to enter further into the
theory of light and colours than may be expedient to the
improvement of practice, and a correct understanding of
their principles ; or as an alphabet is essential to written
language. Without extending inquiry therefore into the
details of literature, which often confound more by exube-
rance than they enlighten by genuine knowledge, we have
advanced our elements under no other consideration than
their truth and practical utility.

Practice is the acquisition of the hand and eye under the
guidance of a right understanding.  Skill in execution
belongs to practice, assisted by the precepts of experience.
Taste and advancement in art are attributable to refinement
of sense and understanding, through correct elements and
principles, and these it is the chief office of literature and
science to supply. DBy such means theory and practice
concur in advancement, and elevate the aspirant in art. It
has been our business to record briefly the best theory in
our power, and such practical precepts and information as
we have drawn from experiencé ; for such is the object and
end of this attempt, by which we hope to communicate 1n
small compass much useful information applicable to ordinary
and decorative painting, &c., whether employed for preser-
vation or embellishment ; with a design also to advance the
amateur or workman already acquainted with his tools, and
to add such incidental particulars and suggestions as may be
useful to the qualified artist. ¢ If you will have sclences
grow,” said the great Verulam in his ¢ Advancement of
Learning,” ¢ you need not be s0 solicitous for the bodies ;
apply all your care that the roots [Rudiments] may be taken
up sound and entire;” and to these we have given our
principal attention, avoiding all complication and mystery,
neither employing technical terms unnecessarily, nor the
cant appellations of labourers, which falsify names and

vulgarise art.

PREFACE TO THE PRESENT
EDITION.

————

Tar works of Mr. George Fi
; . ge Field have been so long known t
the public, and their excellence is so generally adglittedwilha?;
]’ghey have become text-books, the authority of whic]:; has
OE%I; fggwersﬁ}); quoted; and it was with a certain amount
enc 181
ol Colourineg : at I undertook the revision of the ¢ Grammar
My earliest and soundest lessons on i
: colour were obt
frﬁ?ﬂl'thls book, and-I have therefore touched it Wit?ang
iLV }fic;iionate th?nld_, guided by that feeling of veneration with
master? grateful student approaches the work of an excellent
More than twenty years of practi '
; practical teaching have sh
T where the province of the book might begextendidowilrll
011(11(31' that 1t might more directly touch the class of studénts
W 0 much need its aid, and I have therefore amplified the
work of the author so as to adapt it to the requirements of
the government examinations—re-writing for this purpose
SLchh portions as seemed to want additional clearness in
order to be well understood by those who have not pre-
XQOESI‘Y ];a,_d ihe benefit of a scientific education, and whose
chnical instruction has unfortunatel
lected in this country. Sap I e
I have therefore introduced new diagr 1
| . grams of the
Tecondary, and. tertiary colours, with their numericalplt;lqrﬁ?xgj
lents, whlch will, I trust, render the subject more clear than
1131111 has hitherto been. I have next developed the hints on
the modes of operation, and have given ample and practical
instructions as to the methods of mixing colours, and the
%ampulatmn. generally adopted in Sepia, Water-colour
empera, Oil, and Fresco Painting, with information as to
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the materials and implements used—a section which will, I
hope, be found practically useful to the student.

A decorative artist, however, who merely paints a border
or a scroll because there happens to be a vacant space,
without any reference to the appropriateness of his design,
or only because he is ordered to do so, becomes a mere
living machine, and I have therefore given a sketch of the
history of Ornamental Art, showing the growth of the
various styles, and giving illustrations of the leading charac-
teristic features of each, in order that the student may be
awakened to the necessity of adapting his decoration to the
character of the building to be ornamented, and that he may
be led to further study of the subject.

The adaptation of the instruction given in this book to the
house-painter, grainer, marbler, and sign-writer, is given in
a special volume, and I thus cordially dedicate my work to
those who are seeking instruction, in the earnest hope that
they may be benefited thereby.

ELLIS A. DAVIDSON.

Loxpon, Novemker, 1874.
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PART 1.
OF COLOUR GENERALLY.

-

CHAPTER 1.

TS

A

RTIARy o'V E®
19 Ctrine | Tr, in this utilitarian age, we are asked, “ What 1s the
use of colour ?”’ we are constrained, however reluct-
- antly, to answer : ¢« Not any.” True, it assists in dis-
M S Fig.7. tinguishing forms, but a few hard lines—though mili-
tating sadly against beauty—would accomplish this
purpose, whilst distance could, as far as art is concerned,
| be indicated by lines of various degrees of depth; a
| fact which is proved by the exquisite eflects thus ob-
 tained in engravings.

Nor do we find that even the colours of flowers serve
any real purpose beyond charming the eye; and this
same argument might be applied to sounds, for, if
judged by the merely utilitarian standard, music must,
as far as practical purposes are concerned, be pronounced

THE ELEMENTS OF COLOURS,

useless.
Yet persons over whom music and colour have no
ks A Dawvidsor. fect : : " . ® i
el | influence are happily rarely met with. Can we faney

B




2 THE GRAMMAR OF COLOURING,

this glorious garden of the world peopled with dumb
and colourless birds; our fields deprived of their grate-
ful verdure ; our hedges and our gardens robbed of their
infinite variety of hues? _

In the colours which pervade creation—as in the
music which so gratefully affects our senses—our merci-
ful Creator has superadded beauty to utility, and we
feel that  man liveth not by bread alone,” but that the
works of the Almighty are designed so as to surround
us with everything that shall make this work-day
world one in which the higher faculties of the mind
may be exercised, and in which the earth may yield to
the man who cultivates it, not only the food for his
children, but the flowers to beautify their home.

Tt is in this way that Decorative Art has arisen ; for
the history of the world has shown us that the
moment the absolute necessities of shelter have been
supplied, the next effort has been to beautify. In the
ruder conditions of man, however, this desire has been
satisfied by the use of bright and positive colours ; 1t
has been reserved for the cultivated taste of civilisation
to define the relative proportions in which the colours
should be used to each other, and the means by which
they may be contrasted or harmonized with each
other.

The elements or natural powers by which colours are
produced are the positive and negative principles of
Light and Darkness, and these in painting are repre-
sented by white and black, which are thence elementary
colours ; between the extremes of which exists an in-
finite gradation of shades or mixtures, which are called
greys, affording a scale of neutral colours.

As by the deflection of a point in space may be gene-

rated all the elementary and complex figures and forms

of geometrical and constructive science, so from a like
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deflection of a spot in place may be generated all the ele-
mentary and compound hues and colours; the scieres
of which is called Chromatics.

Thus a spot of any shade or colour on a ground or
medium lighter or darker than itself, being viewed by
a Lensic Prism, will be deflected by the ordinary re-
fraction of light and shade into an orb of three colours.
These three colours are the known Blue, Red, and
Yellow, which as they are incapable of being. produced
by composition, and also of being resolved into other
colours by analysis, are simple, original, and primary
colours, elicited by the electrical excitement, or con-
currence of the light and shade of the ground and
spot.

Accordingly, if the ground and spot be varied from
light to dark, or from black to white, the same process
will afford the same three colours, differing only in the
inversion of their arrangement, being the order of the
colours in the celestial phenomenon of the rainbow—
“the triple bow” of the poets—in which the sup
supplies the central spot of light, which is deflected or
refracted by the rain and atmosphere on the dark sereen
of the sky.

This evolution of colours from the positive and nega-
tive or polar principles of light and darkness is a simple
fact of nature, however the colours may be produced by
electrical influence, wherewith it accords that a due
reunion of the three colours, or their compounds, will
discharge the colours excited and restore the colourless
spots and grounds; and in like manner the negative
or neutral colours may be composed by mixture of the
positive material colours, or pigments of the painter.
And thus we have educed from nature the first order
of colours in the sequence of their relation to black and
white,

B 2
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In these experimental evolutions of transient colours
from light and darkness, a polar influence determines
the blue colour, and its allies, towards black or darkness
as the negative pole, and the yellow, followed by red

and their allies, toward the positive pole of light, or-

white. And this is a constant law of chromatism, by
which all the relations of colours are determined, as well
in respect to vision and the requirements of taste and
arrangement as to their physical properties and calorific
powers. And it coincides also with the electrical
affinities by which colours are determined chemically
according to an undoubted universal law.

CHAPTER 1II.
THE THREE ORDERS OF COLOURS.

Corours may be classed under three heads—primary,
secondary, and tertiary. .

Any two of the primaries mixed in the proportions
to be spoken of presently produce a perfect secondary
colour, which harmonizes with the remaining primary.
Thus Blue and Yellow form Green, which harmonizes
with Red. Yellow and Red produce Orange, which
harmonizes with Blue. Red and Blue form Purple,
which harmonizes with Yellow.

Finally, in like manner, by the alternate compound-
ing or mixing of these secondary colours in pairs, is
produced a third order of colours, thence called tertiary,
colours : thus, if Green be mixed with Orange colour,
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they will form a Citrine, or citron-colour ; if Orange be
mixed with Purple, they form Russet; and if Purple
be mixed with Green, they form Olive colour; and
these new denominations of colours, Cifrine, Russet,
and Olive, constitute the third order of colours, each of
which is variously compounded of the #2ree original or
primary colours, as the second order is of #wo; the
primary order being single and uncompounded ; and
lastly by duly mixing or compounding either of the
three orders of colours, Bluck will be produced, termina-
ting the series in neutrality of colour.

By the varied and due admixture of these colours is
produced the infinity of hues, shades, and tints with
which the works of nature are decorated, and which
abound in the works of art; and all those individual
colours which every season of fashion brings forth
under new denominations, but which have been re-
garded by vulgar, uncultivated sense as individually
distinet, without order or dependence, the arbitrary
inventions of fancy.

By an indefinite and disproportionate mixture, how-
ever, of the three colours of either order, or of the whole
together, will be produced only the hues usually called
dirty, or the anomalous colour Brown. The browns
are nevertheless a valuable class of colours of predomi-
nantly warm hues; whence we have Red and Yellow
Browns, and browns all hues except Blue, which is
especially a cold colour affording in like manner the
very useful but anomalous class of Gireys, distinguished
from the neutral Grey, being also the contrary and
contrast of Brown.

The primary colours themselves may, however, be
materially altered by admixture: thus, by mixing
them in varied proportions, all Hues of colour are
produced. These Aues being diluted with white form
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tints, or by being toned with black give the different
shades of colour.

Referring to the purity of colours, Mr. R. Redgrave
says :—“ It 1s necessary to remember that pigments,
such as are used by the dyer or painter, are but repre-
sentatives of colours, and that they but very imperfectly
represent the primaries. There is no Yellow pigment,
for instance, of which it can be safely averred that it
is free from any mixture either of Red or Blue ; no Red
that is untainted by Yellow or Blue ; nor any Blue so
pure as to be without any mixture of Yellow or Red.

“If pigments could be obtained truly representing
feach primary, the laws of colour might be perfectly
illustrated ; but since this is not possible, either as
respects purity of colour or power of mixing, explana-
tions of the laws of harmony are beset with many
difficulties. Even when pigments are obtained which
nearly represent the respective primaries ; from various
causes, such as differences of transparency or opacity,
chemical components, or other qualities, they do not

perhaps mix to produce even an approach to a perfect
secondary colour.”

CHAPTER III.

CONTRASTS AND ACCORDANCES OF COLOURS.*

Ir has.'been shown that colours are primarily elicited
analytically from the positive and negative principles

* Painting among the Hindoos, the Egyptians, and still in our days
amongst the Chinese, imposes its regulations in the national Worsh}irp
and politic laws; the least alteration in the drawing or colouring
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or poles of light and shade, represented by White and
Black, which are Neutral as colours, and that conse-
quently by a due reunion or composition of the colours
thus educed they are restored to the neutral state of
DBlack, White, or Grey.

The production of the secondaries by mixture of the
primaries will be understood from the illustration
(Fig. 1), in which each primary is placed opposite to
the secondary formed by the remaining two.

Such opposed colours, in adequate proportions, are
called complementary, from the equivalence with which
they neutralise each other; their powers in which
respect we have demonstrated to be according to the
following Scale of Chromatic Equivalents. (¥ig. 2.)

In this Scale of Equivaients the fundamental powers
of the primary colours in compensating and neutralising,
contrasting and harmonizing, their opposed secondary
colours are approximately as tiree Yellow, five Red,
and eight Blue; consequently the secondary Orange,
composed of three Yellow and five Red, is the equiva-
lent of Blue the power of which is eight: they are
accordingly equal powers in contrast, and compensating
in mixture, and as such are properly in equal propor-
tions for harmonizing effect. (Fig. 3.)

Again Green being composed of Blue the power of
which is eight, and Yellow the power of which 1s
three, is equivalent in contrast and mixture as eleven,
to Red the power of which is five ; being nearly as two
to one. (Fig. 4.)

And finally Purple composed of Blue as eight, and
Red the power of which is five, is equivalent in mixture
or contrast as thirteen, to Yellow the power of which 1s

would incur a serious punishment. Among the Lgyptians, writes
Synesius, the prophets did not allow metal-founders or statuaries to
represent the gods, for fear that they should deviate from the rules.—
Baron F. Portal on Symbolic Colours.
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three, or nearly as four to one. And such proportions
of these opposed colours may be employed in forming
agreeable and harmonious contrasts in colouring and
decorative painting, either in pairs of contrasts, or
several, or all together; and also for subduing each
other in mixture. (Fig. 5.)

- The tertiary colour Citrine harmonizes with the
secondary colour Purple in the proportion of nineteen
Citrine to thirteen Purple. The tertiary colour Olive
harmonizes with the secondary Orange in the proportion
of twenty-four Olive to eight Orange. The tertiary
colour Russet harmonizes with the secondary Green in
the proportion of twenty-one Russet to eleven Green.
These proportions are illustrated in Figs. 6, 7, 8, 9.

And further it is apparent that all compound hues
of these colours will partake of their compound num-
bers, and contrast each other according to a correspond-
irg compound equivalence. Thus an intermediate Red-
purple will contrast a like opposite Green-yellow with
the power of eighteen to fourteen, and so on without
limit all round the scale ; and the triple compounds or
tertiary colours are subject to like regulation.

There is no invariable necessity, nevertheless, that
this regulation of contrasts should be followed strictly
according to their numbers in harmonizing colours,
although they denote their principal and most powerful
effects ; for every individual colour has its appropriate
expression, for which it may be employed predominately
as a key; thus affording an infinity of distinct har-
monies to fertilise taste and invention, by brilliant and
delicate or sober and sombre effects according to the
purpose of the Artist or Decorator.*

* After the five colours come the compound hues: rose, purple,
hyacinth, violet, grey, tan, &c. These hues receive their significations
from the colours which compose them. That which predominates
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CHAPTER 1V.

ILLUSTRATIONS OF COLOURING.

Tur exercise of taste, and the demands of novelty and
fashion, in decoration, and beautifying with colours,
have a boundless field of exertion and production in
the application of the foregoing principles, wherein the
genius and taste of the Colourist has scope as _ample
for delighting the eye as that of the Musician in the
art of harmonizing sounds; and to do justice by
examples to these powers in either art would be a vast
undertaking, if not a vain attempt.

As the object of these pages is not mercly to ena:ble
the student to learn by rote a list of the numerical
proportions of colours, but to assist him in the appre-
ciation of the principles laid down, it is suggested that
he should work out the system inculeated in a series of
diagrams, for which the following hints will supply
the data. .

1. The harmonizing or contrasting of DBlue with
Orange, or of cold with warm colours, which are general
equal powers or equivalents ; and as such are msta,nce.d
in nature by the warm sunshine and azure sky. .It 18
in the same relation that Blue is employed effectively
with Gold. :

9. This study should be the accordance of Red with
Green; the first of which is the extreme of colour,
as the latter is the mean or middle colour, and they
harmonize as one to two in power or equivalence, and

oiv ity oeneral signification, and that which is subordi-
E:;tgf ‘;Elgeﬂrlgoglli%%dju gl‘hus pur?)l@, which is of a red azure, signifies
the love of truth; and hyacinth, which is of a blue purple, represents
the truth of love. These two significations would seem to confound
themselves at their source, but the applications will show the d1ﬁ'ef*-
ence which exists between them.—Baron F. Portal on Symbolic Colours.
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are remarkable in the roseate blossom with the green
foliage throughout nature.

3. This arrangement should be the general accord-
ance of Yellow with Purple, which are complementary
nearly as one to four; the first as an advancing or
light, the second as a retiring or shade colour; and
they are reciprocally employed by nature in giving
effect to Purple and Yellow flowers. The above are
leading examples only ; but it would be easy, were 1t
expedient, to multiply them to any amount.

It is a matter of necessary knowledge to the Artist,
and of useful information to the Decorator of taste, that
in nature the colours of shadows and shadings are always
true contrasts to their lights, and affords a rule to har-
monious art, the neglect of which is a common cause
of failure, and dulness of effect. Hence it may merit
attention that rooms, &c., lighted from a cold or
northern aspect would be of best effect when having
their ornamental designs shaded with warm colours;
and that, on the contrary, cool shadows are required in
rooms of a southern and sunny aspect. The artist,
however, who is acquainted with the true relations of
Jight and colours, will be at no loss in adapting his
practice to the peculiarity of the case or situation.

Not only are there the foregoing harmonies of Suc-
cession and Contrast among positive colours, there also
is a like contrast of Colour with Neutrality, or of posi-
tive Hues with negative Shades. It is hence that
coloured backgrounds agreeably relieve sculptures,
which are white or neutral; and that Blue does so
more effectively than other colours, because sculptures
having their own relief, and being powerfully reflective
of light, are best contrasted and advanced by that
colour which is of nearest affinity with shade, and such
is blue. We find accordingly that the Greeks relieved
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the sculptures of their temples, &e., by Blue back-
grounds, which at once harmonized with the sculpture
and the sky.

So again, in contrasting Black objects with coloured
grounds, such as engravings, neutral drawings or
designs, &c., the colour nearest in relation to light,
being a warm Yellow, is for the above reason theore-
tically and practically of best effect. And these will
be sufficient to suggest the proper practice in the con-
duct of Colours and Neutrality in other cases.

It is to be observed that the simple principles we
have adduced as a guide to the ordinary employment
of colours are but the suggestive elements of a science
as boundless as practical geometry, into the intricacy
of which the decorator needs not enter, any more than
nto the subtilities of the latter science ; and the mind
delighting in such speculations, or emulating the
higher accomplishments of art, will find the inquiry
extended in our ¢ Chromatics; or the Analogy, Har-
mony, and Philosophy of Colours,” and other works.

So much then in briefness for the theoretic relations
of colours, the knowledge of which is to be regarded
as essential to their free and appropriate application in
painting ; and indispensable for elegance of design in
all arts calling for an harmonious and original display
of taste, for which some practical hints will appear in
our subsequent notes on individual colours and pig-
ments, further detailed also in our “ Chromatography.”

Fashion, it is true, governs Operatives and Decora-

tors in their works and designs, but when these artists

are well instructed and masters in principles, they will
guide and influence fashion by nature and good taste,
—advancing art by purifying it from those barbarous
and gaudy obtrusions on chaste design which ever
denote art in its infancy or decline. As to the aids of
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literature, it can do little more for the artist and
artisan than present them with these principles and
precepts, the application of which is an affair of their
own skill and faculties, in which they have liberty of
action but not equality of powers, for these are divine
gifts from nature, or the rewards of acquired skill and
industry.

In the choice, admiration, and display of colours we
find crude, natural, and uncultivated taste, as in children
and savages, delighting in, and employing, entire and
primary colours, and harsh, unbroken, or whole notes
in their music; but as taste and sober judgment
advance, sense becomes more conciliated by broken
colours and half-tones, till, in the end, they refine into

the more broken and enharmonic. The same laws still

govern them in practice, and the contrasts of which we
have given the first crude examples may still be as

strictly employed with colours extremely subdued, and

with the utmost refinement of broken tints and deli-
cacy of expression. A

Thus colours are no less a science than musical
sounds, to which they are every way analogous; and as
the musician may be thoroughly acquainted with har-
monic science, and able to detect all the errors of the
composer and performer of music without himself being
able either to compose or perform,—so also it is with
the informed and critical colourist, whether decorative
artist or man of taste; for the excellent works of both
arts are the productions of science, conducting genius
or natural taste, and a practised hand. To this end
our rules are offered as a compass to unrestrained fancy,
that, without a guide, would run into tasteless extra-
vagance and absurdity.

e g

PART IL
PRACTICAL COLOURING.,

CHAPTER V.

MATERIAL COLOURS.

Havine exhibited the sensible principles, relations, and
effects of colours sufficiently for general understanding
and use in a theoretic view, it is expedient to practice
that we briefly advert to their material or physical
nature and habits; because upon these depend the
durability, fugacity, and changes to which colouring
substances and pigments are subject and their works
exposed ; while it supplies useful experience to the
painter and colourist in the practice of their arts.
Colours we have distinguished into Inherent and
Transient. OF the first kind are all material colours,
more properly called pigments and dyes ; of the second
or transient kind are the colours of light and the eye,
such as the rainbow, halos, prismic and ocular spectra,
&e. ; all of which, as before shown, are formed by the
concurrence of the elements of light and darkness, which
elements, in the language of the chemists, are oxygen
and hydrogen, both of which enter inherently into the
matter of solid pigmeits, and constitute the transient
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light of our atmosphere and of day. Hence paintings,
&e., excluded from light and air in many cases become
dark, and in other cases, when exposed to light and air,
they bleach and fade, or variously change colour accord-
ing to their chemical constitutions, as will be further
noted of individual pigments.

We have employed the terms Oxygen and Hydrogen
to denote the more properly Photogenic and Sciogenic
elements of light and shade, not for their fitness, but
because they have been adopted in an analogous ele-
mentary signification in chemistry. It would, however,
be beside our purpose here to discuss the elementary
doctrine of the physical causes of light and colours,
having spoken thereof more at large in other works.

We proceed, therefore, in the next place, to detail
the powers, properties, and preparations of the materials
employed in the various practices of painting, among
which pigments, or paints, are principal, reminding the
student that the variety of lightness and darkness in
colours is called Siade; the varieties of gradations in
the mixtures of colours are called Hues, and the various
mixtures of hues and colours with white and shades
are called Zinés. We preface these and other distinc-
tions as necessary to the painter for the better under-
standing and compounding of his materials, with which
it is the object of this part of our work to make him
acquainted.

CHAPTER YVI.

QUALITIES OF PIGMENTS.

Tue general qualities of good Pigments, technically

called Colours, are: 1, beauty of colour, which includes

:
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pureness, brightness, and depth; 2, body; S, trans-
parency or opacity; 4, working well; 3, keeping their
place; 6, drying well; and 7, durability ; but few
pigments possess all these qualities in equal perfection.

Body, in opaque and white pigments, is the quality
of efficiently covering and hiding ground, but in
transparent pigments it signifies richness of colour, or
tinting power; working well depends much on suffi-
cient grinding, or fineness of quality ; keeping their
places and drying well depend in a great degree on the
vehicle, or liquid, with which they are tempered, and
chiefly on the oil with which they are employed.

All substances are positively or negatively coloured,
whence the abundance of natural and artificial pigments
and dyes with which the painter and colourist in every
art are supplied, and the infinity of others that may be
added to them. As, however, it is durability that gives
value to the beauty and other qualities of colours or
pigments, and those of nature being for the most part
adapted to temporary or transient purposes, few only
are suited to the morc lasting intentions of art, and
hence a judicious selection is essential to the practice
and purposes of artists.

And as the present inquiry is concerning the employ-
ment of solid colours in painting, properly called Pig-
ments, it is our express business to form such selections
from those in use as are best adapted to the various
requirements of painting in oil or water-colours, n
distemper, fresco, &c., and to denote their habits, mix-
ture, and best modes of manipulation of each, and this
we purpose in the order of the colours as deliyered in
the preceding scales.

In mizing colours the painter should avoid using a
greater number of pigments than necessary to afford
the tints required, as such mixtures are usually fouler
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than the colours used, and their drying and other
qualities are commonly injured thereby. We by no
means counsel the painter to lose his time in the
preparation of original pigments, the processes of
manufacture having in recent years been carried to
such perfection that any attempt to compete either in
levigation or admixture with the colours sold at the
first-rate houses would be futile. Old pigments are
also more to be depended on than new ones for drying,
standing, &c. We proceed to speak of colours and
pigments individually.

CHAPTER VII.

OF WHITE AND ITS PIGMENTS.*

e

WHITE

Is the basis of nearly all opaque painting designed for
the laying and covering of grounds, whether they be

* ¢ (Colours” and “Pigments” are commonly confounded, but
pigments, or, as they are popularly termed, paints, are those sub-
stances possessing colouring power in so eminent a degree that they
are used on account of that property ; pigments are, so to speak,
material colours. ¢ Colours’ have a generic signification, including
the phenomena of colour, whether considered in the abstract or the
concrete.~—GuLLICK AND Timss, Painting Popularly Explained.

+ Of white colour.—The Moors designate, by this emblem, purity,
sincerity, innocence, indifference, simplicity, candour; applied to a
woman, it implies chastity ; to a young girl, virginity; to a judge,
integrity ; to a rich man, humility. Heraldry, borrowing this cata-
logue, ordained that, in coats of arms, argent should denote whiteness,
purity, hope, truth, and innocence. Krmine, which was at first all
white, was the emblem of purity and of immaculate chastity ; and we
hold, says Lamothe Le Vayer, the whiteness of our lily, of our scarfs,
and royal pennant, a symbol of purity as well as of liberty. White
represents immaculate chastity—it was consecrated to the Virgin;
her altars are white, the ornaments of the officiating priest are white,
and likewise, on her festival-day, the clergy are in white.—ZBaron_F.
Portal on Symbolic Colours.

¢
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of wood-work, metal, stone, plaster, or other substances,
and should be as pure and neutral in colour as possible
for the better mixing and compounding with other
colours without changing their hues, while it renders
them of lighter shades, and of the tints required ; it
also gives solid body to all colours.

It is the most advancing of colours ; that is, it comes
forward and catches the eye before all others, and 1t
assists in giving this quality to other pigments, with
which it may be mixed, by rendering their tints lighter
and more vivid. Ilence it appears to cause colours
which are placed near it to recede, and it powerfully
contrasts dark colours, and black most so of all. The
term colour is however equivocal when attributed to the
neutrals, White, Black, and Greys, yet the artist is
bound to regard them as colours; and in philosophic
strictness they are such latently, compounded and com-
pensated ; for a thing cannct but be that of which 1t 1s
composed, and the neutrals are composed of and com-
prehend all colours.

White is the nearest among colours in relation to
Yellow, and is in itself a pleasing and cheerful colour,
which takes every hue, tint, and shade, and harmonizes
with all other colours, and is the contrast of Black,
added to which it gives solidity in mixture, and a small
quantity of black added to white cools it, and preserves
it from its tendency to turn yellow. White mixed with
Black forms various Greys and Lead-colour so called.

From the above qualities of white it is of more
extensive use in painting than any other colour, and 1t
is hence of the first importance to the painter to have
its pigments of the best quality. These are abundant,
of which we shall here notice those only of practical
importance to the painter and decorator.

Notwithstanding white pigments are an exceedingly
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numerous class, an unexceptionable white is still a desi-
deratum. The white earths are destitute of body in oil
and varnish, and metallic whites of the best body are
not permanent in water; yet when properly discrimi-
nated, we have eligible whites for most purposes, of
which the following are the principal :—

WHITE LEAD,

Or ceruse, and other white oxides of lead, under the
various denominations of London and Nottingham
whites, &c., Flake white, Crems or Cremnitz, Roman
and Venetian whites, Blanc d’argent or Silver white,
Sulphate of lead, Antwerp white, &e. The heaviest
and whitest of these are the best, and in point of colour

- and body are superior to all other whites. They are

all, when pure and properly applied in oil and varnish,
safe and durable, and dry well without addition; but
excess of oil discolours them, and in water-painting
they are changeable even to blackness. They have
also a destructive effect upon all vegetable lakes, except
the madder lakes and madder carmines; they are
equally injurious to red and orange leads or minium,
king’s and patent yellow, massicot, gamboge, orpiments,
&c.: but ultramarine, red and orange vermilions,

- yellow and orange chromes, madder colours, sienna

earth, Indian red, and all the ochres, compound with
these whites with little or no injury. In oil-painting
white lead is essential in the ground, in dead colouring,
in the formation of tints of all colours, and in scum-
bling, either alone or mixed with all other pigments.
It is also the best local white when neutralized with
black, but must not be employed in water-colour paint-
ing, distemper, crayon painting, or fresco, nor with any
pigment having an inflammable basis, or liable to be
destroyed by fire: for with all such they occasion
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change of colour, cither by becoming_dark. themselves,
or by fading the colours they are mixed with. Clean-
liness in using these pigments is necessary for health ;
for though not virulently poisonous, they are per-
nicious when taken into or imbibed by the pores or
otherwise, as are all other pigments of which lead 1s
the basis. A fine natural white oxide, or carbonate of
lead, would be a valuable acquisition, if found in
abundance ; and there occur in Cornwall specimens of
a very beautiful carbonate of lead, of spicular form,
brittle, soft, and purely white, which should be col-
lected for the artist’s use. .
The following are the true characters of these whites

according to our particular experience :—

LONDON AND NOTTINGHAM WHITES.

The best of these do not differ from each other in any
essential particular, nor from the white leads of ot}.ler
localitics. The latter, being prepared from flake white,
is generally the greyer of the two. The inferior white
leads are adulterated with whitening or sulphate of
barytes and other earths, which injure them in body
and brightness, dispose them to dry more slowly,
to keep their places less firmly, and to discolour the oil
with which they are applied. All the above are car-
bonates of lead, and liable to froth or bubble when used
with aqueous, spirituous, or acid preparations. There
are 10 better whites for architectural painting, and for
all the purposes of common oil-painting ; they are kept
in the shops under the names of best and common
white leads ready ground in oil, and require only to be
duly diluted with linseed oil and more or leiss. turpen-
tine according to the work ; and also for mixing with

other colours and producing tints.
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KREMS, CREMS, OR KREMNITZ WHITE,

Is a white carbonate of lead, which derives its names
from Crems, or Krems, in Austria, or Kremnitz in
Hungary, and is called also Vienna white, being
brought from Vienna in cakes of a cubical form. Though
highly reputed, it has mno superiority over the best
English white leads, and varies like them according to
the degrees of care or success with which 1t has been
prepared. |

FLAKE WHITE

Is an English white lead in form of scales or plates,
sometimes grey on the surface. It takes its name from
its figure, is equal or sometimes superior to Krems
white, and is an oxidized carbonate of lead, not essen-
tially differing from the best of the above. Other white
leads seldom equal it in body, and, when levigated, 1t
is called body-white.

BLANC D’ARGENT,

Or Silver white. These are false appellations of a
white lead, called also French white. It is brought
from Paris in the form of drops, is exquisitely white,
but of less body than flake white, and consequently
does not cover so well. It has all the properties of the
best white leads ; but, being liable to the same changes,
is unfit for general use as a water-colour, though good
in oil or varnish.

ROMAN WHITE

Is of the purest white colour, but differs from the
former only in the warm flesh-colour of the external
surface of the large square masses in which it is usually

prepared.
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SULPHATE OF LEAD

Is an exceedingly white precipitate from any solution
of lead by sulphuric acid, much resembling the blanc
d’argent; and has, when well prepared, quite neutral,
and, thoroughly edulcorated or washed, most of the
properties of the best white leads, but is rather inferior
in body and permanence.

The above are the principal whites of lead; but
there are many other whites used in painting, of which
the following are the most worthy of attention :—

ZINC WHITE

Is an oxide of zine, which has been more celebrated as
a pigment than used, being perfectly durable in water
and oil, but wanting the body and brightness of fine
white leads in oil; while, in water, constant or barytic
white is superior to it in colour, and equal in durability.
Neovertheless, zine white is valuable, as far as its powers
extend in painting, on account of ifs durability both in
oil and water, and its innocence with regard to health.
When duly and skilfully prepared, the colour and
body of this pigment are suflicient to qualify it for a
general use upon the palette, although the pure white
of lead must merit a preference in oil,

TIN WHITE

Resembles zine white in many respects, but dries badly,
and has even less body and colour in oil, though supe-
rior to it in water. It is the basis of the best white in
enamel painting.

There are various other metallic whites of great
body and beauty,—such are those of bismuth, antimony,
quicksilver, and arsenic; but none of them are of any
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value or reputation in painting, on account of their
great disposition to change of colour, both by light and

foul air, in water and in oil.

PEARL WHITE.

There are the two pigments of this denomination: one

falsely so called, prepared from bismuth, which turns
black in sulphuretted hydrogen gas or any impure air,
and 1s used as a cosmetic; the other, prepared from the
waste of pearls and mother-of-pearl, which is exqui-
sitely white, and of good body.in water, but of little
force in oil or varnish : it combines, however, with all
other colours without injuring the most delicate, and is
itself perfectly permanent and innoxious.

CONSTANT WHITE,

~ Permanent white, or Barytic white, is a sulphate of
barytes, and when well prepared and free from acid is
one of our best whites for water-painting, being of a
superior body in water, but destitute of this quality
in oil.

As it is of a poisonous nature, it must be kept from
the mouth ;—in other respects and properties it resem-
bles the true pearl white. Both these pigments should
be employed with as little gum as possible, as it destroys
their body, opacity, or whiteness; and sclution of gum
ammoniac answers better than gum arabic, which is
cc.)mmonly used : but the best way of preparing this
pigment, and other terrene whites, so as to preserve
their opacity, is to grind them in simple water, and to
add toward the end of the grinding sufficient only of
size, or clear cold jelly of gum tragacanth to attach
them to the ground in painting. Barytic white is
seldom well purified from free acid, and, therefore, apt
to act injuriously on other pigments, '
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WHITE CHALK

Is a well-known native carbonate of lime, used by the
artist only as a crayon, or for tracing his designs ; for
which purpose it is sawn into lengths suited to the
porte-crayon. White crayons, and tracing-chalks, to be
good, must work and cut free from grit. From this
material, whitening and lime are prepared, and are the
basis of many common pigments and colours used in
distemper, paper-staining, &e.

There are many terrene whites under equivocal
names, among them are Morat or Modan white, Spanish
white or Troys, or Troy white, Rouen white, Bougeval
white, Paris white, Blanc de Roi, China white, Satin
white, the latter of which is a sulphate of lime and
alumine, which dries with a glossy surface, is said
to be prepared by mixing equal quantities of lime and
alum, the first slacked and the latter dissolved in water.
The common oyster-shell contains also a soft white in
its thick part, which is good in water ; and egg-shells
have been prepared for the same purpose; white has
likewise been obtained from an endless variety of
native earths. From this unlimited variety of terrene
whites we have selected above such only as merit
the attention of the artist ; the rest may be variously
useful to the paperstainer, plasterer, and painter
in distemper; but the whole of them are destitute of
body in oil, and, owing to their alkaline nature, are
injurious to many colours in water, as they are to all
colours which cannot be employed in fresco,

CHINESE WHITE.

This exceedingly useful colour is a preparation of white
oxide of zine mixed with mucilage of gum tragacanth,
gum arabic, and a small quantity of glycerine; it is

. ‘_—.Jh f i.



24 THE GRAMMAR OF COLOURING.

genera:lly used i water-colour painting, both in com-
pounfhng tints and in high lights: it is sold in bottles
and in compressible tubes; the former are to be pre-
ferred, though perhaps not so convenient in fitting into
sketching-cases as the latter. The colour washes well
a'nd, as now prepared, is a most valuable adjunct to thé
list of pigments. The use of body-white has in recent
years become a fashion in water-colour painting ; but
the excessive use of this and other body-colours deterio-
1°a,fies .much from the true character of water-colour
painting, in which as a rule the lights should be ob-
tained from the paper itself, otherwise the picture must
be said to be executed in tempera. Besides this, the
very best of whites are liable to discolour, and in ’that

case the effect becomes diametrically the o "
that intended. Y pposite to

CHAPTER VIIT.
TINTS.

WHITE is in every way important in painting, not
only as a ground, but as the basis of all tints, as
necessary in compounding the endless variety of pale
hues which taste and fashion require of the painter and
decorator, which every season brings out under new
denominations, to give way in turn to others and be for-
gott.en. Thus white tinted with blue, &c., have afforded
Pa)]i'ls white, &c., French greys, Silver greys, &c.;
VE’hlle among red tints we have pink, carnation, coqui-
11(.301;, and all the blushes of flowers, &ec.; and yellow
with white has afforded Primrose, Straw-colour, Isa-
bella, &. To the colours compounded more o,r less
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with white, we are indebted for the innumerable tints
of Lilac, Lavender, Peach-blossoms, Pea-green, Tea-
green, &c.

In order to afford some instruction in compounding
a few useful tints the following list is given. The
student is advised to mix each of these tints in different
hues, giving in each experiment a predominance to one
or other of the component colours. The method of
applying these colours will be given in another section.
These tints are intended for water-colour painting, but
most of them may be mixed for tempera or oil painting
by the addition of white in varied proportions.

Lavenper Tinrs—which may be diluted until they
give the palest French greys.

Lake and Indigo.

Lake and Cobalt.
Indian Red and Cobalt.
Yermilion and Cobalt.

Grey Tints—of a brown hue—

Madder Brown and Cobalt.

Madder Lake, Cobalt, and Yellow Ochre.
Indian Red and Indigo.

Light Red and Cobalt.

Gamboge, Lake, and Indigo.

Burnt Sienna, Lake, and Indigo.

Brown TinTS—

Lake Cobalt, and Yellow Ochre.
Lake, Indigo, and Yellow Ochre.
Raw Sienna, Madder Lake, and Cobalt.
Light Red and Indigo.
C

T
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Vandyke Brown, Lake, and Indigo.
Burnt Sienna, Gamboge, and Indigo.
Vandyke Brown, Gamboge, and Indigo.
Vandyke Brown and Lake.

Burnt Sienna and Lake.

GREEN TiNTS—

Ttalian Pink and Antwerp Blue.
Italian Pink and Lamp Black.
Yellow Ochre and Indigo.
Burnt Sienna and Indigo.
Brown, Pink, and Indigo.

Raw Umber and Indigo.

Yrrrow TinTs—

Yellow Ochre and Lake.
Yellow Ochre and Light Red.
Yellow Ochre and Vandyke Brown.

CHAPTER IX.

OF THE PRIMARY COLOURS.

YELLOW . *

Yerrow is the first of the primary or simple colours,
nearest in relation to, and partaking most of the nature

of, the neutral white, mixed with which it affords the.

* This celestial light revealed to men, finds its natural symbol in
the light which shines on earth ; the heat and the brightness of the
sun designate the love ¢f God which animates the heart, and the
wisdom which enlightens the intellect. These two attributes of God,

_manifest in the creation of the world and the regeneration of men,
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faint hues called Straw-colour, &e. ; it is accordingly a
most advancing colour, of great power in reflecting
light. Compounded with the primary ved, it consti-
tutes the secondary orange, and its relatives, scarlet,
&e., and other warm colours.

It is the ruling colour of the tertiary citrine ;—it
characterizes in like manner the endless variety of the
semi-neutral colours called brown, and enters largely
into the complex colours denominated buff, bay, tawny,
tan, dun, drab, chestnut, roan, sorrel, hazel, auburn,
Isabella; fawn, feuillemorte, &c. Yellow is naturally
associated with red in transient and prismatic colours,
and they comport themselves with similar affinity and
glowing accordance in painting, as well in conjunc-
tion as composition. In combination with the primary
blue, yellow constitutes all the variety of the secondary
green, and, subordinately, the tertiaries russe/ and
olive. It enters also in a very subdued degree into
cool, semi-neutral, and broken colours, and assists in
minor proportions with blue and red in the composition
of black.

As a pigment, yellow is a tender, delicate colour,
casily defiled, when pure, by other colours. In paint-
ing it diminishes the power of the eye by its action in
a strong light, while itself becomes less distinct as a
colour ; and, on the contrary, it assists vision and be-
comes more distinct as a colour in a neutral somewhat
declining light. These powers of colours upon vision
require the particular attention of the colourist. To
remedy the ill effect arising from the eyes having dwelt

appear inseparable in the signification of the sun, of gold, and yellow.
Divine wisdom had white for a symbol, as divine love, red; golden
yellow reunites these two significations and forms them into one ; but
with the character of manifestation and revelation. This explains an
ancient tradition current in emblazonry; authors on the heraldic art
pretend that the yellow colour is a mixture of red and white.—
DBaron F, Portal on Symbolic Colours.

c 2
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upon a colour, they should be gradually passed to its
opposite colour, and refreshed in the clear light of day.

In a warm light, yellow becomes totally lost, but is
less diminished than all other colours, except white, by
distance. The stronger tones of any colour subdue its
fainter hues in the same proportion as opposite colours
and contrasts exalt them. The contrasting colours of
yellow are a purple inclining to blue when the yellow
inclines to orange, and a purple inclining to red when
the yellow inclines to green, in the mean proportions
of thirteen purple to three of yellow, measured in sur-
face or intensity; and yellow being nearest to the
neutral white in the natural scale of colours, it accords
with it in conjunction. Of all colours, except white, it
contrasts black most powerfully.*

The sensible effects of yellow are gay, gaudy,
glorious, full of lustre, enlivening, and irritating ; and
its impressions on the mind partake of these characters,
and acknowledge also its discordances.

The substitution of gold, &c., for yellow by the poets
may have arisen not less from the great value and
splendour of the metal, than from the paucity of fine
yellows among those ancients who celebrated the Tyrian
purple or red, and the no less famed Armenian blue ;—
so in the beautiful illuminated MSS. of old, and in
many ancient paintings, which glowed with vermilion
and ultramarine, the place of yellow was supplied by
gilding, and in most cases the artist trusts to the gild-
ing of his frame for some portion of the effect of this
colour in his picture: and in every case of decorating
with gildings similar allowance should be made.

Yellow is a colour abundant throughout nature, and
its class of pigments abounds in similar proportion. We
have arranged them under the following heads, agree-

* Ruskin’s ¢ Elements of Drawing,” second edition, 1857, p T-

OF THE PRIMARY COLOURS—YELLOW. 29

ably to our plan, according to their definiteness and
brilliancy of colour; first the opaque, and then the
transparent, or finishing colours. It may be observed
of yellow pigments, that they much resemble whites in
their chemical relations in general, and that yellow,
being a primary and, therefore, a simple colour, can-
not be composed by any mixture of other colours.

CHROME YELLOW

Is a pigment of modern introduction into general use,
and of which there are several varieties, mostly chromates
of lead, in which the latter metal more or less abounds.
They are distinguished by the pureness, beauty, and
brilliancy of their colours, which qualities are great
temptations to their use in the hands of the painter;
they are notwithstanding far from unexceptionable
pigments ;—yet they have a good body, and go cor-
dially into tint with white, both in water and oil; but
used alone, or in tint, they after some time lose their
pure colour, and may even become black in impure air ;
they nevertheless resist the sun’s rays during a long
time. Upon several colours they produce serious
changes, ultimately destroying Prussian and Antwerp
blues, when used therewith in the composition of
areens, &e. Chromes may be in three degrees of depth
—pale, medi um, and deep.

JAUNE MINERALE.

This pigment is also a chromate of lead, prepared in
Paris, differing in no essential particular from the
above, except in the paleness of its colour. The chrome
yellows have also obtained other names from places or
persons from whence they have been brought, or by
whom they have been prepared, such as Jaune de
Cologne ; we pass over, however, such as have not been

e b SR
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generally received. The following pigment passes also

under the name of Jaune Minérale :—

PATENT YELLOW,

Turner’s yellow, or Montpellier yellow, 1s a submuriate or
chloruret of lead, which metal is the basis of most
opaque-yellow pigments; it is a hard, ponderous,
sparkling substance, of a crystalline texture and
bright yellow ecolour; hardly inferior, when ground,
to chromic yellow. It has an excellent body, and
works well either in oil or water, but 1s soon fnjured
both by the sun’s light and impure air; it is, therefore,
!ittle used, except for the commoner purposes of paint-
ing.
NAPLES YELLOW

Is a compound of the oxides of lead and antimony,
anciently prepared at Naples under the name of
Gialloling ; 1t 1s supposed also to have been a native
p?oduction of Vesuvius and other volcanoes, and is a
pigment of deservedly considerable reputation. It is
not so vivid a colour as either of the above, but is
variously of a pleasing light, warm, yellow tint. Like
?,ll the preceding yellows, it is opaque, and in this sense
is of good body, and covers well. It is not changed
by the light of the sun, and may be used safely in oil
or varnish under the same management as the whites
of lead ; but, like these latter pigments also, it is liable
to change even to blackness by damp and impure air
when used as a water-colour, or unprotected by oil or
varnish.

Iron is also destructive of the colour of Naples yellow,
on which account great care is requisite, in gllinding

~and wusing it, not to touch it with the common steel

palette-knife, but to compound its tints on the palette
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with a spatula of ivory or horn. For the same reason
it may be liable to change in composition with the
ochres, Prussian and Antwerp blues, and all other pig-
ments of which iron is an ingredient or prineiple.
Oils, varnishes, and in some measure strong mucilages,
are preventive of chemical action, in the compounding
of colours, by intervening and clothing the particles of
pigments, and also preserve their colours: and hence,
in some instances, heterogeneous and injudicious tints
and mixtures have stood well, but are not to be relied
on in practice. Used pure, or with white lead, its
affinity with which gives permanency to their tints,
Naples yellow is a valuable and proved colour in oil, in
which also it works and dries well.

It may also be used in enamel painting, as it vitrifies
without change, and in this state it was formerly em-
ployed under the name of Gallolin di fornace, and has
been again introduced, under an erroneous conception
that vitrification gives permanence to colours, when in
truth it only increases the difficulty of levigation, and
injures their texture for working. Naples yellow does
not appear to have been generally employed by the
early painters in oil. Antimony yellows are prepared

of various depths.

MASSICOT,

Or Musticot, is a protoxide of lead, of a pale yellow
colour, exceedingly varying in tint, from the purest
and most tender yellow or straw-colour to pale ash-
colour or grey. It has in painting all the properties
of the white lead, from which it is prepared by gentle
calcination in an open furnace, but in tint with which,
nevertheless, it soon loses its colour and returns to
white : if, however, it be used pure or unmixed, it is a
useful delicate colour, permanent in oil under the same
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conditions as white lead, but ought not to be employed
in water, on account of its changing in colour even to
blackness by the action of damp and impure air. It
appears to have been prepared with great care, and
successtully employed, by the old masters, and is an
admirable dryer, being in its chemical nature nearly

the same as litharge, which is also sometimes ground
and employed in its stead.

YELLOW OCHRE,

Called also Mineral yellow, is a native pigment, found
In most countries, and abundantly in our own. It
varies considerably in constitution and colour, in which
latter particular it is found from a bright but not very
vivid yellow to a brown yellow, called spruce ochre, and
is always of a warm cast. Its natural variety is much
increased by artificial dressing and compounding. The
best yellow ochres are not powerful, but as far as they
go are valuable pigments, particularly in fresco and
distemper, being neither subject to change by ordinary
light, nor much affected by impure air or the action of
lime ; by time, however, and the direct rays of the sun
they are somewhat darkened, and by burning are con-
verted into light reds. They are among the most
ancient of pigments, may all be produced artificially
in endless variety as they exist in nature, and iron is
the principal colouring matter in them all. The follow-
ing are the principal species, but they are often con-
founded :— |

OXFORD OCHRE

Is a native pigment from the neighbourhood of Oxford,
semi-opaque, of a warm yellow colour and soft argilla-
ceous * texture, absorbent of water and oil, in both

* Argillaceous, of a clayey character.

= 3
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which it may be used with safety accf)rdi.ng: to the
general character of yellow ochres, of Wl:}lch it is one of
the best. Similar ochres are found in the ISI(? of
Wight, in the neighbourhood of Bordeaux, and various
other places.

STONE OCHRE

Has been confounded with the above, which it ‘fre-
quently resembles, as does also Roman ochre. True
stone ochres are found in balls or globular masses of
various sizes in the solid body of stones, lying near t-he
surface of rocks among the quarries in Gloucestershire
and elsewhere. These balls are of a smooth compact
texture, in general free from grit, and of a powdery
fracture. They vary exceedingly in colour,.fll'orr.l yellow
to brown, murrey, and grey, but do not differ in othfar
respects from the preceding, and may b(? sa:fely used. in
oil or water in the several modes of painting, and for
browns and dull reds in enamel. Varieties of ochr?us
colours are produced by burning and compounding
with lighter, brighter, and darker colours, bu.t often
very injuriously, and adealjsely to the certainty of
operation, effect, and durability.

ROMAN OCHRE

Is rather deeper and more powerful in colour: than the
above, but in other respects diffe?s not essentially from
them ;—a remark which applies equally to yellow
ochres of other denominations. There are ochres of

every country. kot
BROWN )

Spruce Ochre, or Ocre de Rue, is a dark-coloured ye.llow
ochre, in no other respects differing from the preceding:
—it is much employed, and affords useful an.d pernElan.ent
tints, This and all natural ochres require grinding

c 3
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and washing over to separate them from extraneous
substances, and they acquire depth and redness by
burning. They form with Prussian blue a variety of
greens, and are of use in mixture of other colours.

TERRA DI STENNA, OR RAW SIENNA,

Is also a ferruginous* native pigment, and appears to
be an iron ore, which may be considered as a crude
natural yellow lake, firm in substance, of a glossy frac-
ture, and very absorbent. It is in many respects
a valuable pigment, — of rather an impure yellow
colour, but has more body and transparency than the
ochres ; and being little liable to change by the action
of either light, time, or impure air, it may be safely
used according to its powers, either in oil or water, and
in all the modes of practice. By burning it becomes
deeper, orange, and more transparent and drying. See
:Bwnt.S?'enm Larth (page 66). It is a valuable colour
in graining. |
IRON YELLOW,

Jaune de Fer, or Jaune de Mars, &e., is a bright iron
ochre, prepared artificially, of the nature of Sienna
earth. In its general qualities it resembles the ochres,
with the same eligibilities and exceptions, but is more
transparent. - The colours of iron exist in endless
variety in nature, and are capable of the same variation
by art, from sienna yellow, through orange and red, to
purple, brown, and black, among which are useful and
valuable distinctions, which are brighter and purer
than native ochres. They were formerly introduced by
the author, and have been lately received under the
names of orange de mars, rouge de mars, brun de mars,
names which have the merit at least of not misleading

‘ - = - . L]
Ferruginous (Lat. ferrum, “iron "), 1mpregnated with iron.
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the judgment. When carefully prepared, these pig-
ments dry well in proportion to their depth, and have
the general habits of sienna earths and ochres

YELLOW ORPIMENT,

Or Yellow Arsenic, is a sulphuretted oxide of arsenic, of
a beautiful, bright, and pure yellow colour, not ex-
tremely durable in water, and less so in oil: in tint
with white lead it is soon destroyed. It is not subject
to discoloration in impure air. This property is not,
however, sufficient to redeem it with the artist, as it
has a bad effect upon several valuable colours, such as
Naples yellow ; and upon the Chromates, Masticot, and
Red lead, and most other oxides and metallic colours ;
but with colours dependent upon sulphur or other
inflammables for their hues it may be employed with
less danger, and was probably so employed by the old
painters, with ultramarine in the composition of their
greens ; and is well suited to the factitious or ¥ rench
ultramarines. Although this pigment is not so poi-
sonous as white arsenic, it is dangerous in its effect
upon health. Yellow orpiment is of several tints, from
bright cool yellow to warm orange, the first of which
are most subject to change ; and it has appeared under
various forms and denominations :—these seem to have
been used by several of the old masters, with especial
care to avoid mixture ; and as they dry badly, and the
oxides of lead used in rendering oils drying destroy
their colour, levigated glass was employed with them
as a dryer, or perhaps they were sometimes used in
simple varnish. They are found in a native state
under the name of zarnic or sarnich, varying in colour
from warm yellow to green. But orpiment, in all its
varieties, powerfully deprives other substances of their
oxygen, and therefore is subject to change, and to be

&Y
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changed by, every pigment whose colour depends on
that element, and more especially all metallic colours ;
if employed, they must theref(re be so in a pure and
unmixed state. See Orange Orpiment (page 67).

KING’S YELLOW,

Yellow orpiment has been much celebrated under
this name, as it has also under the denomination of—

CHINESE YELLOW,

Which is a very bright sulphuret of arsenic, brought
from China.

ARSENIC YELLOW,

Called also Mineral Yellow, is prepared from arsenic
fluxed with litharge, and reduced to powder. It is
much like orpiment in colour, dries better, and, not
peing affected by lead, is less liable to change in tint.
It must not be forgotten that it is poisonous, nor that
all arsenic colours are destructive of every tint of colours
mixed with white lead.

CADMIUM YELLOW,

Sulphuret of Cadmium. The new metal, cadmium,
affords, by precipitation with solution of sulphuretted
hydrogen, a bright warm yellow pigment, which passes
readily into tints with white lead, appears to endure
light, and remains unchanged in impure air; but the
metal from which it is prepared being hitherto scarce,
it has been little employed as a pigment, and its habits
are, therefore, not ascertained.

GAMBOGE,

Or Gumboge, is brought principally from Cambaja in
India, and is the produce of several kinds of trees. ' Is

—T

. cipally of oxen.
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a concrete vegetal substance, of a gum-resinous nature,
and beautiful yellow colour, bright and transparent,
but not of great depth. When properly used, it is
more durable than generally reputed both in water and
oil ; and conduces, when mixed with other colours, to
their stability and durability, by means of its gum and
resin. It is deepened in some degree by ammoniacal
and impure air, and somewhat weakened, but not easily
discoloured, by the action of light. Time effects less
change on this colour than on other bright vegetal
yellows; but white lead and other metalline pigments
injure, and terrene and alkaline substances redden 1it.
It works remarkably well in water, with which it forms
an opaque solution, without grinding or preparation,
by means of its natural gum; but is with difficulty
used in oil, &c., in a dry state. In its natural state 1t
however dries well, and lasts in glazing when deprived
of its gum. Glazed over other colours in water, its
resin acts as a varnish which protects them ; and under
other colours its gum acts as a preparation which
admits varnishing. It is injured by a less degree of
heat than other pigments.

GALL-STONE

Is an animal calculus formed in the gall-bladder, prin-
This concretion varies a little in
colour, but is in general of a beautiful golden yellow,
more powerful than gamboge, and is highly reputed as
a water-colour ; nevertheless, its colour is soon changed
and destroyed by strong light, though not subject to
alteration by impure air.

It is rarely introduced in oil-painting, and is by no
means eligible therein.
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INDIAN YELLOW

Is a pigment long employed in India under the name
Puree, but has not many years been introduced gene-
rally into painting in Kurope. It is imported in the
form of balls, and is of a fetid odour. However pro-
duced, it appears to be an urio-phosphate of lime, of a
beautiful pure yellow colour, and light powdery tex-
ture; of greater body and depth than gamboge, but
inferior in these respects to gall-stone. Indian yellow
resists the sun’s rays with singular power in water-
painting ; yet in ordinary light and air, or even in a
book or portfolio, the beauty of its colour is not lasting.
It is not injured by foul air, and in oil is exceedingly
fugitive, both alone and in tint.

YELLOW LAKE.

There are several pigments of this denomination
varying in colour and appearance according to the
colouring substances used, and modes of preparation.
They are usually in the form of drops, and their colours
are in general bright yellow, very transparent, and not
liable to change in an impure atmosphere,—qualities
which would render them very valuable pigments, were
they not soon discoloured, and even destroyed, by the
opposite influence of oxygen and light, both in water
and oil ; in which latter vehicle, like other lakes in
general, they are bad dryers, and do not stand the
action of white lead or metallic colours. If used, there-
fore, it should be as simple as possible.

AUREOLIN.

This is a nitrate of Cobalt, and is a very pure and
permanent colour. ~It is as nearly as possible a pare
yellow, and is used in water or oil.
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DUTCH FINK, ENGLISH AND ITALTIAN PINKS,

Are sufficiently absurd names of yellow Cf)lours pre-
pared by impregnating whitening, &c:., with vege.tal
yellow tinctures, in the manner of rose pink, from which
they borrow their name. . :
They are bright yellow colours, extensively us.ed in
distemper and for paper-staining and othe.r ortihnary
purposes ; but are little deserving attention 1n the
higher walks of art, being in every respect inferior even
to the yellow lakes, except the best kinds of English
and Italian pinks, which are, in fact, yellow lakes, and
richer in colour than the pigments generally called
yellow lake. AR
The pigment called Stil, or Stil de Grain, 18 & 81m1.lar
preparation, and a very fugitive yellow, the darker kind

of which is called brown-pink.

CHAPTER X.
RED.

Rep is the second and intermediate of the primary
colours, standing between yellow and blue ; and in .1ike
intermediate relation also to white and black, or light
and shade. Hence it is pre-eminent among colours, as
well as the most positive of all, forming with yellow
the secondary orange and its near relatives, sce?rlet, &f:. :
and with blue, the secondary purple and its allies,
crimson, &c. It gives some degree of warmth to all
colours, but most to those which partake of yellow. :

It is the archeus, or principal colour, in the tertiary
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russet; enters subordinatelyinto the two other tertiaries,
citrine and olive ; goes largely into the composition
of the various hues and shades of the semi-neutral
marrone, or chocolate, and its relatives, puce, murrey,
morello, mordore, pompadour, &e.; and more or less
into browns, greys, and all broken colours. It is also
the second power in harmonizing and contrasting other
colours, and in compounding black, and all neutrals, into
which it enters in the proportion of five,—to blue, eight,
—and yellow, three.

Red is a colour of double power in this respect also;
that in union or connection with yellow it becomes hot
and advancing ; but mixed or combined with blue, it
becomes cool and retiring. It is, however, more congenial
with yellow than with blue, and thence partakes more of
the character of the former in its effects of warmth, of the
influence of light and distance, and of action on the
eye, by which the power of vision is diminished upon
viewing this colour in a strong light; while, on the
other hand, red itself appears to deepen in colour rapidly
in a declining light as night comes on, or in shade.
These qualities of red give it great importance, render
it difficult of management, and require it to be kept in
general subordinate in painting ; hence it is rarely used
unbroken, or as the predominating colour, on which
account it will always appear detached or insulated,
unless it be repeated and subordinate in a composition.
Accordingly, Nature uses red sparingly, and with as
great reserve in the decoration of her works as she is
profuse in lavishing green upon them; which is of all

colours the most soothing to the eye, and the true com-
pensating colour, or contrasting or harmonizin g equiva-
lent of red, in the proportional quantity of eleven to
five of red, according to surface or intensity ; and
is, when the red inclines to scarlet or orange, a blue-

it

g
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green; and when it inclines to crimson or purple, 1s a
yeﬂ}gfdmx;ks and diffuses with white with peculiar
loveliness and beauty ; but it is discordant .W.hen stand-
ing with orange only, and requires to be joined orhac-
companied by their proper contrast, to resolve or har-
ize their dissonance. , ‘
mOInriyiaTdscapes, &c., abounding with hues allied tﬁ
green, a red object, properly placed according to suﬁ
hues in light, shade, or distance, conduces W.onderfu hy
to the life, beauty, harmony, and connfactlon of t e;
colouring ; and this colouring i:s, the chief element o
beauty in floreal nature, the prime con.trast and orna-
ment of the green garb of the vegetal kmgdom.. s
Red being the most positive of colou?s, and having .te
middle station of the primaries, while &lack and wk?},l e
are the negative powers or neutrals of colours, and the
extremes of the scale,—red contrasts and .ha,rmomz.es
these neutrals ; and, as it 1s more ne.arly allied to white
or light than to black or shade, th.1s: harmony 13 mos(‘;
remarkable in the union or opposw.lon of white an
red, and this contrast most powerful in black and r(?d.l
As a colour, red is in itself pre_emmer.ltly beautiful,
powerful, cheering, splendid and ostentatious, an com(i
municates these qualities to its two secondaries, an
I iments to the mind.
th%i;?%‘;lilﬁg a primary and simple colo?r,.cannot b}i
composed by mixture of other colours; 1t. 18 80 mluc
the instrument of beauty in nature and art 1n th.e colour
of flesh, flowers, &e., that good pigments of .th1s gixius.:,
may of all colours be considered the mos.st 1nd1spe.nsat. e:
we have happily, therefore, many of .thIS der;omma ion,
of which the following are the principal :—

i igi d the mourning
i d colour is consecrated to religion, an
W;“nI{)lyC(ﬁ?ﬁ};ﬁ is hempen sackcloth of a bright red. Love always
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VERMILION

Is a sulphuret of mercury, which, previous to its bein
lev1gated: is called cinnabar. It is an ancient pi mentg
the. kwyaPape of the Greeks, and is both foun§ in a:
native state and produced artificially. The Chinese
possess a native cinnabar so pure as to require grindin
zgé.y .to become very perfect vermilion, not at a,lgl
01h itlall';lg from that imported in large quantities from
Chinese vermilion is of a cooler or more crimson tone
than tl:Eat generally manufactured from factitious cin-
%abar in England, Holland, and different parts of
urope. The artificial, which was anciently called
minium, & term now confined to red lead, does not
differ from t].zle natural in any quality esser,ltial to its
value as a pigment; it varies in tint from dark red t
scarlet3 and both sorts are perfectly durable and un0
excep.t%onable pigments. It is true, nevertheless, th ;;
Yermﬂmns have obtained the double disrepute of f;dina
in a strong light and of becoming black or dark bg
time a,n.d impure air ; but colours, like characters, suff .
Eontammatlon and disrepute from bad a,ssociati,on : ?:
bas happened, accordingly, that vermilion which i’las
een ren.dered lakey or crimson by mixture with lak
or carmine has faded in the light, and that when '(133
¥1as been toned to the scarlet hue by red or orangel 1d
it has afterwards become blackened in impure aig;- 82&
both of which adulterations were formerly prac;;i (3,
and her.lce the ill-fame of vermilion both with autl?f)r,
and artists. We therefore repeat, that ueither ,lights
had a r i Y. ,
legﬁf.‘,ﬁl eﬁ)v(;éligl;lépizge:x?eed Egim(;)}(;llisga;n:.;ﬁfg(;lisu? u%)id' ifs s
d was mitiated into the great mysteries at Eleusisy; lﬁea;é;r%gr%g}:i

h . . - - - .
a character in the last initiation, which was an emblem of death: he
?

was named the child of th )
to this day clothed in red.j%?;gfzuﬁyﬁo;z? Shnibapinac shie chwlis ane

e
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time, nor foul air effects sensible change in true ver-
milions, and that they may be used safely in either
water, oil, or fresco,—being colours of great chemical

rmanence, unaffected by other pigments, and among
the least soluble of chemical substances.

Good vermilion is a powerful vivid colour, of great
body, weight, and opacity ; when pure, it will be
entirely decomposed and dissipated by fire in a red heat,
and is, therefore, in respect to the above mixtures, easily
tested.

The name vermilion—derived from vermiculus (vermis,
a worm)—seems to have had its origin in very early
days, and would appear to be the scarlet referred to in
the Bible (Exod. xxviii. 5), where the colour rendered
in the authorised version * scarlet > 1s in the original
Hebrew called ¢ Tolaath Shant,” shining worm.

The term vermiculus, used by the Moors, referred to

the insect they called Kermes, and hence 1t seems the

name Kermesino or Cremésino which has in our time

become Crimson.
The following brilliant pigment from jodine has been

improperly called vermilion, and, if it should be used to
dress or give unnatural vividness to true vermilion, may
again bring 1t into disrepute. When red or orange
lead has been substituted for or used in adulterating
vermilion, muriatic acid applied to such pigments will
turn them more or less white or grey: but pure ver-
milions will not be affected by the acid, nor will they
alkalis, which change the colour of
By burning more or less, vermilion
he colour of most of the red

by pure or caustic
the reds of iodine.
may be brought to t

ochres.
TODINE SCARLET

most vivid and beautiful scarlet

Is a new pigment of a
brilliancy of vermilion. It has

colour, exceeding the
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received several false appellations, but is truly an Jodide
or Bi-iodide of mercury, varying in degrees of intense
redness. It has the body and opacity of vermilion, but
should be used with an ivory palette-knife, as iron and
most metals change it to colours varying from vellow
to black. Strong light rather deepens and cools it, and
Impure air soon utterly destroys its scarlet colour, and
even metallizes it in substance. The charms of beauty
and novelty have recommended it, particularly to ama-
teurs; and dazzling brilliancy might render it valuable
for high and fiery effects of colour, if any mode of
securing it from change should be devised ; at any rate
it should be used pure or alone. By time alone these

colours vanish in a thin wash or glaze without apparent

cause, and they attack almost every metallic substance,

and some of them even in a dry state. When used in

water, gum ammoniac appears to secure it from change;
and 1t has been observed that, when gamboge is glazed
over 1t, it preserves its hue with constancy.

RED LEAD,

Minium,* or Saturine red, is an ancient pigment, by
some old writers confounded with cinnabar, and called
Sinoper or Synoper, is a deutoxide of lead, prepared by
subjecting massicot to the heat of a furnace with an
expanded surface and free accession of air. It is of a
scarlet colour and fine hue, warmer than common ver-
milion ; bright, but not so vivid as the bi-iodide of
mercury ; though it has the body and opacity of both
these pigments, and has been confounded, even in name,
with vermilion, with which it was formerly customary
to mix it. 'When pure and alone, light does not affect
its colour ; but white lead, or any oxide or preparation

* The artificial vermilion us

ed in early manuscripts was termed
Minium. The name is now,

however, used to designate red lead only,

i
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of that metal mixed with it, soon fieprives it of cololux.',
as acids do also; and impure air will blacken and ulti-
allize it. .

ma(ger}yag(l:ifmt of its extreme fugitiv.enes_s when mixed
with white lead, it cannot be used in tlI.ltS; but em};
ployed, unmixed with other pigments, 1n smc-lple Vf]g'ms.t
or oil not rendered drying by any metallic oxi , 1.
may, under favourable circumst.ances, stand a long ‘filme :
hence red lead has had a variable character for ura-
bility. It is in itself, however, an excel%ent dryer.m
oil, and has in this view been e.amployed Wlth'other I;l %-
ments ; but, as regards colour, it cannot be 1:1[11:&16(1.:1 safe g
with any other pigments than 1.:he ochres, earths, an

blacks in general. Used alone, it answers, however, as

a good red paint for common purposes.

RED OCHRE

Is a name proper rather to a clas.s than to an indlvrl;lua,l
pigment, and comprehends Indian red, .Zzglzt red, gnze-
tian red, scarlet ochre, Indian ochre, .reddmg, ruddle, ;).e]?,l
&c., besides other absurd appellatl.olzl's, such as Lnglis
ilion and Spanish brown, or majolica.
%rgzﬁzofegnochfes are, for the most part, rather hueg
and tints than definite colours, or more properly classe .
with the tertiary, semi-neutral, and broke‘n colcu}s :
they are, nevertheless, often very Valuabl.e pigments for
their tints in dead colouring,.and for their perma,nencezi
&e., in water, oil, crayons, distempers, and fres.co, an
in a low tone of colouring have 1':he v::xlue of prlmage.s.
The greater part of them are native pigments, f01.1n in
most countries, and very abundantly and fine 1ndo?r
own ; but some are productions o.f manufacture, Eli)n W 1Je
have produced them in the variety of nature by az \
The following are the most in.ap.ortant of tl}es.e plgmen 8,
most of which are available in enamel-painting :—
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INDIAN RED,

According to its name, is brought from Bengal, and is
a very rich iron ore, hematite, or peroxide of iron. It
is an anomalous red, of a purple-russet hue, of a good
body, and valued when fine for the pureness and lakey
tone of its tints. In a crude state it is a coarse powder,
full of extremely hard and brilliant particles of a dark
appearance, sometimes magnetic, and is greatly im-
proved by grinding and washing over. Its chemical
tendency 1s to deepen, nevertheless it is very perma-
nent ; neither light, impure air, mixture with other pig-
ments, time, nor fire, effecting in general any sensible
change in it; and, being opaque, it covers well. This
pigment varies considerably in its hues; that which is
most rosy being esteemed the best, and affording the
purest tints: inferior red ochres have been formerly
substituted for it, and have procured it a variable cha-
racter, but it is now obtained abundantly, and may be
had pure of respectable colourmen. Persian red is
another name for this pigment.

LIGHT RED

Is an ochre-of a russet-orange hue, principally valued
for its tints. The common light red is brown ochre
burnt, but the principal yellow ochres afford this colour
best; and the brighter and better the yellow ochre is
from which this pigment is prepared, the brighter will
this red be, and the better flesh tints will it afford with
white. There are, however, native ochres brought from
India and other countries which supply its place, some
of which become darkened by time and impure air;
but in other respects light red has the general good
properties of other ochres, dries admirably, and is much

= e e
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used both in figure and landscape painting. It affords
also an excellent crayon.

Terra puzzoli and carnagione of the Ttalians differ

from the above only in their hue, in which respect
other denominations are produced by dressing and

compounding.

VENETIAN RED,

Or Scarlet ochre. True Venetian red 18 s‘aid to be a
native ochre, but the colours sold under this name are

prepared artificially from sulphate of iron, or 1its re-
<iduum in the manufacturing of acids. They are all of
redder and deeper hues than light red, are very perma-
nent, and have all the properties of good ochres.
Prussian red, English red, Rouge de Mars, are f)ther
names for the same pigment, and Spanish red 1s an

ochre differing little from Venetian red.

DRAGON’S BLOOD

Is a resinous substance, brought principally from the
East Indies. It isof a warm, semi-tran.sparent, .rather
dull, red colour, which is deepened by impure air, and
darkened by light. There are two or three sorts, bgt
that in drops is the best. White le.'fmd soon des.troys it,
and it dries with extreme difficulty in oil. .It 18 some-
times used to colour varnishes and la,ckelf's, befmg soluble
‘0 oils and alcohol ; but, notwithstanding 1t has been
recommended as a pigment, it does not merit the atten-
tion of the artist. 1t was anciently called Cinnabar.

LAKE, *
A name derived from the lac or lacca of India, is the

cognomen of a variety of transparent red and other

coloured pigments of great beauty, prepared for the

most part by precipitating coloured tinctures of dyeing
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drugs upon alumine and other earths, &. The lakes
are hence a numerous class of pigments, both with
respect to the variety of their appellations and the
substances from which they are prepared. The colour-
ing matter of common lake is Brazil wood, which
affords a very fugitive colour. Superior red lakes are
prepared from cochineal, lac, and kermes ; but the best
of all are are those prepared from the root of the Rubia
tinctoria, or madder plant. Of the various red lakes the
following are the principal :—

All lakes ground in linseed oil are disposed to fatten,
or become livery, but ground stiff in poppy oil they
keep better for use. |

RUBRIC, OR MADDER LAKES.

These pigments are of various colours, of which we
shall speak at present of the red or rose colours only ;
which have obtained, from their material, their hues, or
their inventor, the various names of rose rubiate, rose
madder, pink madder, and Field’s lakes.

The pigments formerly called madder lakes were
brick-reds of dull ochrous hues; but for many years
past. these lakes have been prepared perfectly trans-
parent, and literally as beautiful and pure in colour as
the rose; qualities in which they are unrivalled by
the lakes and carmine of cochineal. The rose colours
of madder have justly been considered as supplying a
desideratum, and as the most valuable acquisition of
the palette in modern times, since perfectly permanent
and transparent reds and rose colours were previously
unknown to the art of painting.

These pigments are of hues warm or cool, from pure
pink to the deepest rose colour ;—they afford the purest
and truest carnation colours known; form permanent
tints with white lead ; and their transparency renders
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them perfect glazing or finishing colours. They are
not liable to change by the action of either light or
impure air, or by mixture with other pigments; but
when not thoroughly edulcorated, they are, in common
with all lakes, tardy driers in oil, the best remedy for
which is the addition of a small portion of japanner’s
gold-size : or, as they are too beautiful and require
saddening for the general uses of the painter, the
addition of manganese brown, cappagh brown, or of
burnt umber, as was the practice of the Venetian
painters in the using of lake, adds to their powers and
improves their drying in oils.

Though little known in ordinary painting, they have
been established by experience on the palettes of our
first masters during nearly half a century. Madder
lake may be tested by liquid ammonia in which its
colour is no? soluble as those of other lakes and carmines
are.,

SCARLET LAXE

Is prepared in form of drops from cochineal, and is of a
beautiful transparent red colour and excellent body,
working well both in water and oil, though, like other
lakes, it dries slowly. Strong light discolours and
destroys it both in water and oil; and its tints with
white lead, and its combinations with other pigments,
are not permanent; yet when well prepared and judi-
ciously used in sufficient body, and kept from strong
light, it has been known to last many years; but it
ought never to be employed in glazing, nor at all in
performances that aim at high reputation and dura-
bility. It is commonly tinted with vermilion, which
has probably been mixed with lakes at all times to give
them a scarlet hue, and add to their body ; Florentine
D
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lake, Hamburg lake, Chinese lake, Roman and Venetiun
lakes, are but varieties of the same pigment,

LAC LAKE,

Prepared from the Zac or lacca of India, is perhaps the
first of the family of lakes, and resembles the former
from Cochineal in being the production of similar insects.
Its colour is rich, transparent, and deep,—less brilliant
and more durable than that of cochineal, but inferior
in both these respects to the colours of madder. Used
in body or strong glazing, as a shadow colour, it is of
great power and much permanence; but in thin glazing
it changes and flies, as it does also in tint with white
lead.

A great variety of lakes, equally beautiful as those
of cochineal, have been prepared from this substance
in a recent state in India and China, many of which
we have tried, and found uniformly less durable in pro-
portion as they were more beautiful, In the properties
of drying, &c., they resemble other lakes.

This appears to have been the lake which has stood
best in old pictures, and was probably used by the
Venetians, who. had the trade of India when painting
flourished at Venice. It is sometimes called Indian
lake.

CARMINE,

A name originally given only to the fine feculences of
the tinctures of kermes and cochineal, denotes gene-
rally at present any pigment which resembles them in
beauty, richness of colour, and fineness of texture:
hence we hear of blue and other coloured carmines,
though the term is principally confined to the crimson
and scarlet colours produced from cochineal, by the
agency of tin. These carmines are the brightest and
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most beautiful colours prepared from cochineal,—of a
fine powdery texture and velvety richness. They vary
from a rose colour to a warm red; work admirably ;
and are in other respects, except the most essential—
the want of durability—excellent pigments in water
and oil: they have not, however, any permanence in
tint with white lead, and in glazing are soon dis-
coloured and destroyed by the action of light, but are
little affected by impure air, and are in other respects
like the lakes of cochineal; all the pigments prepared
from which may be tested by their solubility in liquid
ammonia, which purples lakes prepared from the wood's,
but does not dissolve their colours.

MADDER CARMINE,

Or Field’s carmine, 18, as 1ts name expresses, prepared
from madder. It differs from the rose lakes of madder
principally in texture, and in the greater richness,
depth, and transparency of its colour, which is of various
hues, from rose colour to crimson. These in other
respects resemble the rubric or madder lakes, and are
the only durable carmines for painting either in water
or oil; for both which their texture qualifies them
without previous grinding or preparation.

ROSE PINK

Is a coarse kind of lake, produced by dyeing chalk or
whitening with decoction of Brazil wood, &e. It isa
pigment much used by paper-stainers, and in the com-
monest distemper painting, &c., but is too perishable
to merit the attention of the artist.
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CHAPTER XI.
BLUE.

Tar third and last of the primary or simple colours is
blue, which bears the same relation to shade that yellow
does to light ; hence it is the most retiring and diffusive
of all colours, except purple and black ; and all colours
have the power of throwing it back in painting, in
greater or less degree, in proportion to the intimacy of
their relations to light ; first white, then yellow, orange,
red, &ec.

Blue alone possesses entirely the quality technically
called coldness in colouring, and it communicates this
property variously to all other colours with which it
happens to be compounded. It is most powerful in a
strong light, and appears to become neutral and pale
in a declining light, owing to its ruling affinity with
black or shade, and its power of absorbing light ;
hence the eye of the artist is liable to be deceived when
painting with blue in too low a light, or toward the
close of day, to the endangering of the warmth and
harmony of his work.

Blue mixed with yellow forms green, and mixed
with red it forms purple ; it characterizes the tertiary
olive, and is also the prime colour of the neutral black,.
&c., and also of the semi-neutral greys, slate, lead
colours, &ec. ; hence blue is changed in hue less than
any colour by mixture with black, as it is also by dis-
tance. It enters also subordinately into all other ter-
tiary and broken colours, and, as nearest in the scale
to black, it breaks and contrasts powerfully and agree-
ably with white, as in watchet or pale blues, the sky,
&e. It is less active than the other primaries in reflect-
ing light, and therefore sooner disappears by distance.

; pg
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Tt is an ancient doctrine that the azure of the sky is a
compound of light and darkness, and some have argued
hence that blue is not a primary colour, but a compound
of black and white; but pure or neutral black and
white compound in infinite shades, all of which are
neutral also or grey. It is true that a mixture of black
and white is of a cool hue, because black is .not a
primary colour, but a compound of the three. primary
colours in which blue predominates, and this pred(?-
minance is rendered more sensible when black is
diluted with white.

Blue is discordant in juxtaposition with green, and
in a less degree so with purple, both which are cool
colours, and therefore blue requires its contJ.:a,st,, orange,
in equal proportion, either of service or intensity, to
compensate or resolve its dissonances and correct 1ts
coldness. Botanists remark that blue flowers are much
more rare than those of the other primary colours an.d_
their compounds, and hence advise the florist to culti-
vate blue flowers more sedulously. Artists, too, haYe
sometimes acted upon this principle of the botaxpst
in introducing blue flowers into pictures, preferring
therein rareness and novelty to truth and harmony:
the artist has, however, more command of his materials
than the botanist in resolving a discord ;—N ature
nevertheless, left to herself, is not long in harmonizing

*the dissonances men put upon her. Florists may fur-
ther remark, that blue flowers are readily changed by
cultivation into red and white, but never into yellow ;
that yellow flowers are as readily converted into red and
white, but never into blue; and that red flowers are
changeable into orange or purple, but never into blue
or yellow : the reasons of all which is apparent accor.d-
ing to our principles. Nature also regulates the varie-
gation of flowers by the same law of colouring.
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Of all colours, except black, blue contrasts white
most powerfully. In all harmonious combinations of

colours, whether of mixture or neighbourhood, blue is
the natural, ruling tone, universally agreeable to the
eye when in due relation to the composition, and may
be more frequently repeated therein, pure or unbroken,
than either of the other primaries. These are, how-
ever, matters of taste, as in music, and subject to

artificial rules founded on the laws of chromatic com-
bination.

As blue cannot be composed by mixture of other
colours, it is an original and primary colour. The pau-
city of blue pigments, in comparison with those of
vellow and red, is amply compensated by their value
and perfection ; nor is the palette without novelty, nor
deficient in pigments of this colour : of which the fol-

lowing comprise all that are in any respect of import-
ance to the painter.*

ULTRAMARINE,

Or Azure, is prepared from the lapis lazuli, a precious
stone found principally in Persia and Siberia. It is
the most celebrated of all modern pigments, and, from
its name and attributes, is probably the same as the

no less celebrated Armenian blue, or Cyanus, of the
ancients.

Ultramarine has not obtained its reputation upon
slight pretensions, being, when skilfully prepared, of
the most exquisitely beautiful blue, varying from the

% The Salisbury Breviary contains several miniatures, in which
appear biers covered with a blue mortuary cloth. On some others,
but more rarely, the pall is red ; finally, on one only is the pall red,
and the dais which covers the catafalque blue. These two colours, one
over the other, indicate divine love raising the soul to immortality.
The dais is the emblem of heaven ; violet, composed of red and blue,

was likewise a mortuary colour. In the same MS. appears a coffin,
with a violet pall.—Baron F, Portal.
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utmost depth of shadow to the. highes.st brilliancy oé’
light and colour,—transparent in all its shades, ;11
pure in 1its tints. It is of a ftrue medial blue, w 851
perfect, partaking neither 0? p}lrplt?, on the one haI} s
nor of green on the other; it 1s neither subJec.t to m;
jury by damp and impure air, NOT by the mtens]jst
action of light; and it 1s sO em}nently pel‘man?nt' a.
it remains perfectly unchanged in t%xe f)ldest paintings;
nd there can be little doubt that 1t 18 the‘ same pig-
ment which still continues with all its original force
and beauty, in the temples of Upper Egypt, after alz
exposure of at least three thousand years. '.l‘he antﬁen ‘
Egyptians had, however, other bh_les, of Wl}lch we avg
already mentioned their counterfeit Armenian blue, any
several vitreous blues, with which they decorated their
figures and mummies. 3k 3
Ultramarine dries well, works well in oil and fresco,
and neither gives nor receives injury f:rom oifher gocgd
pigments. It has 50 much of the quality of light in 1t,
and of the tint of air,—1is s0 purely a,.sky colour, and
is hence so singularly adapted to the direct aEnd reflex
light of the sky, and to become the antagonist o{.‘ Sun-
shine,—that it is indispensable to the landscape-painter;
end it is so pure, so true, and so unchange'a,bl? in its
tints and glazings, as to be no less esse:r}tlal in 1m1(i
tating the exquisite colouring of nature in flesh an
flowers. : ot
To this may be added, that it enters so admirably
into purples, blacks, greens, greys, a,nfi broken co.lours,
that it has justly obtained the reputation of f:lea.rl.ng or
carrying light and air into all colour.s both. n mlxtufle
and glazing, and a sort of claim to universality through-
out a picture. ke :
Tt is true, nevertheless, that ultramarineis not always

entitled to the whole of this commendation, being, as a
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precious material, subjected to adulteration; and it has
been dyed, damped, and oiled to enrich its appearance :
but these attempts of fraud may be easily detected, and
the genuine may easily be distinguished from the spu-
rious by dropping a few particles of the pigment into
lemon-juice or any other acid, which almost instantly
destroys the colour of the true ultramarine totally, and
without effervescence. Ultramarine has been used in
the arts from a very early period, and in the middle ages
special stipulations were made in regard to its use in
pictures; and it was a punishable offence for painters
to use colours of an inferior quality—which, owing to
the expensiveness of ultramarine in particular, they
were likely to do.

- Though unexceptionable as an oil colour, both in
solid painting and glazing, it does not work so well as
some other blues in water ; but when extremely fine in
texture, or when a considerable portion of gum, which
renders it transparent, can be used with it to give it
connection or adhesion while flowing, it becomes a pig-
ment no less valuable in water painting than in oil ;
very little gum can however be employed with it when
its vivid azure is to be preserved, as in illuminated
manuscripts and missals.

- Pure ultramarine varies in shade from light to dark,
and in hue from pale warm azure to the deepest cold
blue; the former of which, when impure in colour, is
called ultramarine ashes.

FACTITIOUS ULTRAMARINE.

LFrench and German Ultramarine, a variety of these,
English, French, and German, have been before the
public under various names. They are in general of
deep rich blue colours, darker and less azure than fine
ultramarine of the same depths, and answer to the same
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acid test, but are variously affected by fire and ?ther
agents: none of them, however, possess the merits of
genuine ultramarine. FKire generally é{arkens .t}'lese
colours, but the best way of distinguishing factitious
ultramarine from the natural is by the violent eﬁ‘gr:
vescence of the former when dropped into nitrous acid.
They may be regarded as a great imprqvem_ent upon
the factitious blues of the palette, rivalling in depth,
although not equalling in colour, the pure azure of
genuine ultramarine, for which in some uses .they may
be substituted, and are a valuable acquisition in decora-
tion where brilliancy is required.

These manufactured colours become darker when
mixed with oil, and when used with gum or size as a
medium require great care in mixing, for if' too much
of the medium be used, the colour dries much da,rkefr
than the original powder, and, if too little, the blue 1s
not fixed, but rubs off. These colours are largely used
in printing, but as their hue is much injured .by the
yellow tinge of the oil with which they are mixed to
form printing ink, it is advisable in fine 'WOI‘.k, an:d
where purity of colour is required, to print m
varnish only, and to dust the powder-blue over the
sheets. The work is printed on highly glazed paper,
and the colour thus adheres to the varnish only, and
when dry the superfluous blue is dusted off.

COBALT BLUE

Is the name now appropriated to the modern improved

blue prepared with metallic cobalt, or its .omde-s,

although it properly belongs to a class of pigments

including Sawon blue, Dutch wltramarine, Thenard’s blue,

Royal blue, Hungary blue, Smalt, Zaffre or Enamel qu.e,

and Dumont's blue. These differ principally in their
» 3
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degrees of purity, and the nature of the earths with
which they are compounded.

The first is the finest Cobalt blue, and may not im-
properly be called a blue lake, the colour of which is
brought up by fire, in the manner of enamel blues ;
and it 18, when well prepared, of a pure blue colour,
tending neither to green nor purple, and approaching
in brilliancy to the finest ultramarine. It has not,
however, the body, transparency, and depth, nor the
natural and modest hue, of the latter ; yet it is superior
in beauty to all other blue pigments. Cobalt blue
works better in water than ultramarine in general
does ; and is hence an acquisition to those who have
uot the management of the latter, and also on account
of its cheapness. It resists the action of strong light
aTld acids, but its beauty declines by time and impure
air.

It dries well in oil, does not injure or suffer injury
from pigments in general, and may be used with a
proper flux in enamel painting, and perhaps also in
fresco.

Various appellations have been given to this pigment
from its preparers and venders, and it has been called
Vienna blue, Paris blue, azure, and, very improperly,
ultramarine.

SMALT,

Sometimes called 4zure, is an impure vitreous cobalt
blue, prepared upon a base of silex, and much used by
the laundress for neutralising the tawny or Isabella
colour of linen, &e., under the name of Powder-blue.
It is in general of a coarse gritty texture, light blue
colour, and little body. It does not work so well as
the preceding, but dries quickly, and resembles it in
other respects ;—it varies, however, exceedingly in its

1
]

|

qualities ; and the finer sort, called Dmnfmt’s blue,
which is employed in water-colour painting, 1s remark-
ably rich and beautiful.

ROYAL BLUE

Is a deeper coloured and very beautiful srr.lalt, and 18
also a vitreous pigment, principally 1.18651 in painting
on glass and enamel, in which uses 1t 1s very perma-
nent ; but in water and oil its beauty soon decays, as 13
no uncommon case with other vitrified pigments ; .and
it is not in other respects an eligible pigment, be11:}g,
notwithstanding its beautiful appearance, very inferior
to other cobalt blues.

PRUSSIAN BLUE,

Otherwise called Berlin blue, Parisian blue, Pr-e@smte of
Iron, or Cyanide of Iron, is rather a mod_e.rn pigment,
produced by the combination of the prussic or hydro-
cyanic acid, iron, and alumina. It 1 of a de?ep and
powerful blue colour, of vast body and conmderal.)le
transparency, and forms tints of much beauty Wlffh
white lead, though they are by mo means equal in
purity and brilliancy to those of cobalt .a}nd ultra-
marine, nor have they the perfect durability of the
latter. ;
Notwithstanding Prussian blue lasts a long time
under favourable circumstances, its tints fade by the
action of strong light, and it is purpled or darkened by
damp or impure air. It becomes greemsk% also some-
times by a development of the yellow oxide of ironm,
and it is therefore desirable to add to it a very small
quantity of crimson lake, which in a great .degree
counteracts this tendency. The colour of this pigment

has also the singular property of fluctuating, or of

going and coming, under some changes of circum-
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stances ; which property it owes to the action and
reaction by which it acquires and relinquishes oxygen
‘::tlternately : and time has a neutralising tendency upon
;}ts.colour. It must be used carefully in mixing, as
1t 18 very powerful, and so much of the colour with
which it is to be mixed is often required to produce the
fiesired tint, that a greater quantity is compounded than
18 wanted at the time, and waste is thus caused. The
most advisable plan, say in compounding green, is to
place the yellow first on the slab or palette, and to add
the blue, little by little, until the exact tint is obtained.

.It dries and glazes well in oil, but its great and
principal use is in painting deep blues; in which its
body secures its permanence, and its transparency gives
force to its depth. It is also valuable in compounding
deep purples with lake, and is a powerful neutraliser
and component of black, and adds considerably to its
intensity. It is a pigment much used when mixed
?vith white lead in the common offices of painting, also
in preparing blues for the laundress, in dyeing, and in
compounding colours of various denominations. ZLime
and Adlkalis injure or destroy this colour.

ANTWERP BLUE

Is a lighter-coloured and somewhat brighter Prussian
blue, or ferro-prussiate of alumine, having more of the
terrene basis, but all the other qualities of that pig-

Laarlem blue is a similar

 INDIGO,

Or Indian blue, is a pigment manufactured in the East
and West Indies from several plants, but principally
from the Anil or Indigofera. It is of various qualities,
and has been long known, and of great use in dyeing.
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In painting it is not so bright as Prussian blue, but is
extremely powerful and transparent ; hence it may be
substituted for some of the uses of Prussian blue as the
latter now is for indigo. It is of great body, and glazes
and works well both in water and oil. Its relative
permanence as a dye has obtained it a false character
of extreme durability in painting, a quality in which
it is nevertheless very inferior even to Prussian blue.

It is injured by impure air, and, in glazing, some
specimens are firmer than others, but not durable; in
tint with white lead they are all fugitive: when used,
however, in considerable body in shadow, it is more
permanent, but in all respects inferior to Prussian blue
in painting. Intense blue is indigo refined by solution
and precipitation, in which state it is equal in colour to
Antwerp blue. By this process indigo also becomes
more durable, and much more powerful, transparent,
and deep. It washes and works admirably in water :
in other respects it has the common properties of
indigo. We have been assured by an eminent archi-
tect, that these blues of indigo have the property of
pushing or detaching Indian ink from paper. The
same is supposed to belong to other blues ; but as this
effect is chemical, it can hardly be an attribute of mere
colour.

BLUE VERDITER

Is a blue oxide of copper, or precipitate of the nitrate
of copper by lime, and is of a beautiful light blue
colour. Tt is little affected by light; but time, damp,
and impure air turn it green, and ultimately blacken
it,—changes which ensue even more rapidly in oil than
water ; it is therefore by no means an eligible pigment
in oil, and is principally confined to distemper painting
and the uses of the paper-stainer, though it has been
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found to stand well many years in water-colour draw-
ings and in crayon paintings when preserved dry. It
has been improperly substituted for Bice.

SAUNDERS BLUE,

A corrupt name, from Cendres Blues, the original deno-
mination probably of wltramarine ashes, is of two kinds,
the natural and the artificial ; the artificial is a verditer
prepared by lime or an alkali from nitrate or sulphate
of copper; the natural is a blue mineral found near
copper-mines, and is the same as Mountain blue. A very
beautiful substance of this kind, a carbonate of copper,
both blue and green, is found in Cumberland. None of
these blues of copper are, however, durable : used in oil,
they become green, and, as pigments, are precisely of
the character of verditers. Schweinfurt blue is a similar
pigment.
CARULEUM.

This is a preparation from cobalt; it is of a much
cooler tone than any other permanent blue, and is
useful as a water colour. It has a very dense body,
and therefore requires some skill in using. It is not
adapted for mixing with oils, as the delicacy of its tone
is thus injured:

BICE,

Blue, Bice, Iris, or Terre Blue, 1s sometimes confounded
with the above copper blues; but the true bice is said
to be prepared from the lapis Armenius of Germany
and the Tyrol, and is a light bright hue. The true
Armenian stone of the ancients was probably the lapis
lazuli of later times, and the blue prepared therefrom
the same as our ultramarine. Pale ultramarine may
well supply the place of this pigment, but copper blues
substituted for it are not to be depended on.

[
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Ground smalts, blue verditer, and other pigments
have passed under the name of bice; which has, there-
fore, become a very equivocal pigment, and its name
nearly obsolete : nor is it at present to be found in the
shops, although much commended by old writers on

the art.

CHAPTER XII.

OF THE SECONDARY COLOURS,

e

ORANGE.

ORANGE is the first of the secondary colours in relation
to light, being in all the variety of its hues .composed
of yellow and red. A true or perfect orange 1s such a
compound of red and yellow as will neutralise a perf;ect
blue in equal quantity either of surface or intemsity,
and the proportions of such compound are five of per-
feet red to three of perfect yellow. When orange
inclines to red, it takes the mames of scarlet, poppy,
coquilicot, &e. In gold colour, &e., it leans .towards
yellow. It enters into combination with green 1n form-
ing the tertiary citrine, and with purple it constltute.s
the tertiary russet : it forms also a series of warm semi-
neutral colours with black, and harmonizes in contact
and variety of tints with w/ule. . e .
Orange is an advancing colour in painting :—1in
nature it is effective at a great distance, acting power-
fully on the eye : diminishing its sensibilif:y .in Jropor-
tion to the strength of the light in which 1t 1s viewed ;
and it is of the hue and partakes of the vividness of
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sunshine, as it does also of all the powers of its com-
ponents, red and yellow.*

This secondary is pre-eminently a warm colour, being
the equal contrast or antagonist in this respect, as it is
also in colour, to blue, to which the attribute of coolness
peculiarly belongs: hence it is discordant when stand-
ing alone with yellow or with red, unresolved by their
proper contrasts.

In the well-known fruit of the Aurantium, called
orange from its golden hue, from which fruit this colour
borrows its well-adapted name, nature has associated
two primary colours with two primary tastes which
seem to be analogous; a red and yellow compound
colour, with a sweet and acid compound flavour.

The poets confound orange with its ruling colour
yellow, and, by a metonymy, use in its place the terms
golden, gilding, &c., as gilding sometimes supplies the
place of this colour in painting

The list of original orange pigments is so deficient,
that in some treatises orange is not even named as a
colour, most of them being called reds or yellows: and
orange being a colour compounded of red and yellow,
the place of original orange pigments may be supplied
- by mixture of the two latter colours; by glazing one
over the other; by stippling, or other modes of break-
ing and intermixing them in working, according to the
nature of the work and the effect required. For reasons
before given, mixed pigments are inferior to the simple
or homogeneous in colour, working, and other proper-
ties: yet some pigments mix and combine more cor-
dially than others. In oil the compounding of colours
1s more easily effected.

* The Oriflamme was the banner of St. Denis, identical with {he
Grecian Bacchus or Dionysios in sanctifying the soul. Its colour was
purple azured and gold; the two colours producing orange were
separated in the Oriflamme, but reunited in its name.—-Baron F, Portal.
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In mixing orange for water-colour pftinting, care
must be taken that the colour is well stirred as each
brushful is taken, in order that the t_we colours may
not separate. This is particularly liable to be the
case where a mineral and a vegetable oolour. are thus
temporarily combined, as, for in.stance, vermilion a?ld,
gamboge ; the former of which, being very much heavier
than the latter, sinks to the bottom, and the colour on
the slab consists as it were of two strata, the lowe.r
pure vermilion and the upper simply gamboge. It‘; is
botter to mix an orange in from two colours having
similar bases, as in water colour, from g.amboge and
lake, &e.; in every case, however, the tint must be

constantly stirred.

CHROME ORANGE

Ts a beautiful orange pigment, and is one of. the most
durable and least exceptionable chromates of lead, and
not of iron, as it is commonly called, or Zlfm’s. Scarlet—
another misnomer of this pigment, which is truly a
subchromate of lead. .

It is, when well prepared, of a brighter colour than
vermilion, but is inferior in durability and body to th.e
Jatter pigment, being liable to the changes and affini-
ties of the chrome yellows in a somewhat 1.ess degree,
but less liable to change than the orange f)dee of leac‘i.
Laque Mineral is a French pigmeniz, a species of chrqm1c
orange, similar to the above. This name is also gﬁ1@n
to orange oxide of iron, and Ciwomatfa of M ereury, whth
is improperly classed as a red with Verm:ﬂmn; for
though it is of a bright ochrous red colour in powder,
it is, when ground, of a bright orange ochre col.our,
and affords, with white, very pure ora,nge-colo?.red tints.
Nevertheless it is a bad pigment, since light soop
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changes it to a deep russet colour, and foul air reduces
it to extreme blackness.

ORANGE OCHRE,

Called also Spanish ochre, &c., is a very bright yellow
ochre burnt, by which operation it acquires warmth,
colour, transparency, and depth. In colour it is mode-
rately bright, forms good flesh tints with white, dries
and works well both in water and oil, and is a very
durable and eligible pigment. It may be used in
enamel - painting, and has all the properties of its
original ochre in other respects.

MARS ORANGE

Is an artificial iron ochre, similar to the above, of which
we formerly prepared a variety brighter, richer, and
more transparent than the above, and in other respects
of the same character; but requiring to be employed
cautiously with colours affected by iron, being more
chemically active than native ochres, several of which
and their compounds become orange by burning.

BURNT SIENNA EARTH

Is, as its name expresses, the Zerra di Sienna burnt,
and 1s of an orange russet colour. What has been said
of orange ochre may be repeated of burnt Sienna earth.
It is richer in colour, deeper, and more transparent,
and works and dries better than raw Sienna earth ; but
in other respects has all the properties of its parent
colour, and is permanent and eligible wherever it may
be useful, and valuable in graining. Light red and
Venetian red, before treated of, are also to be considered
as impure, but durable orangé colours; and several
preparations of iron afford excellent colours of this class.
Burnt Sienna is the best colour for shading gold. It
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works well on gold-leaf, when mixed with a small
quantity of prepared ox-gall.

ORANGE LEAD

Is an oxide of lead of a more vivid and warmer col.our
than red lead, but in other respects doe?, nofi differ
essentially from that pigment in its qualification for

the palette.
ORANGE ORPIMENT,

Or Realgar, improperly called also. Refl c.);yainwnt, since
it is of a brilliant orange colour, inclining to yello_w.
There are two kinds of this pigment; .the one native,
the other fuactitious; the first of which is the sandarac
of the ancients, and is of rather a reddex: (folour th.a»n
the factitious. They are the same in qualities as pig-

“ments, and differ not otherwise than in colour from

Yellow orpiment, to which the old painters gave the
orange hue by heat, and then called it Alchymy and

Burnt orpiment.

ANTIMONY ORANGE

Is a hydro-sulphuret of antimony of an orange 0010111:,
which is destroyed by the action of strong light. It i3
a bad dryer in oil, injurious to many colours, and 1n

no respect an eligible pigment either in oil or water.

ANOTTA,
Arnotta, Annotto, Caruera, Ohica, Terra Orleana,
Roucou, &c., are names of several vegetable substances

of an orange red colour, brought fr?m the ?Vest Indies;
they are soluble in water and spirlt‘s of wine, bu:t very
fugitive and changeable, and mnot fit for palnting.

Anotta is principally used in dyeing, and in colouring

cheese. It is also an ingredient in some lackers.
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CHAPTER XIII.
OF GREEN.

GRrEEN, which occupies the middle station in the
natural scale of colours and in relation to licht and
shade, is the second of the secondary colourt;: it 1s
composed of the extreme primaries, yellow and blue
and is most perfect in hue when -constituted ir;
the proportions of #iree of yellow to eight of blue of
equal intensities; because such a green will perfectly
neutralise and contrast a perfect red in the proportion.s
of eleven to five either of space or power, as adduced
on our scale of Chromatic Equivalents. Of all com-
pound colours, green is the most effective, distinct, and
striking, affecting the mind with surprise and delight
when first produced by the mixture of blue and yell%wf
so dissimilar in its constituents does it appear to thei
Emtutored eye. (reen, mixed with orange, converts it
into the one extreme tertiary, citrine ; and, mixed with
purple, it becomes the other extreme tertiary, olive :
hence its relations and accordances are more general
and it contrasts more agreeably with all colours, than,
any other individual colour. It has, accordingly, been
adopted with ‘perfect wisdom in nature as the general
garb of the vegetable creation. It is, indeed, in every
respect a central or middle colour, being the contrast and
compensatory of themiddle primary, red, on the one hand
and of the middle tertiary, russet, on the other : and’
unlike the other secondaries, all its hues, whether tend:
ing to blue or yellow, are of the same denomination.
These attributes of green,* which render it so uni-
versally effective in contrasting of colours, cause it also

* In heraldry, sinople (the green of blazonry) also signi
- - ﬁ
joy, abundance, ¢ Archbishops,” says Anselm, ¢ ‘J;)vear a ﬁgﬁlofe;lixiggfé
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to become the least useful in compounding them, and
the most apt to defile other colours in mixture ; never-
theless it forms valuable semi-neutrals of the olive class
with black, for of such subdued tones are the greens,
by which the more vivid hues of nature are contrasted ;
accordingly, the various greens of foliage are always
more or less semi-neutral in colour, declining into grey.
As green is the most general colour of vegetable nature,
and principal in foliage, so red, its harmonizing colour,
and compounds of red, are most general and principal
in flowers. Purple flowers are commonly contrasted
with centres or variegations of bright yellow, as blue
flowers are with like relievings of orange; and there
is a prevailing hue, or character, in the green colour
of the foliage of almost every plant, by which 1t 1s
harmonized with the colours of its flowers.

The principal discord of green is blue; and when
they approximate or accompany each other, they require
to be resolved by the apposition of warm colours ; and
it is in this way that the warmth of distance and the
horizon reconcile the azure of the sky with the green-
ness of the landscape. Its less powerful discord 1is
yellow, which requires to be similarly resolved by a
purple red, or its principles. In its tones green is
cool or warm, sedate or gay, either as it inclines to
blue or to yellow ; yet it is in its general effects cool,
calm, temperate, and refreshing; and, having little
power in reflecting light, is in a mean degree a retiring
colour, and readily subdued by distance; for the same
reasons it excites the retina less than most colours, and
is cool and grateful to the eye. As a colour indivi-
dually, green is eminently beautiful and agreeable, but
it is more particularly so when contrasted with its com-

with interlaced cords of green silk. . . . . Bishops likewise wear a hat
of sinople.”’—Baron F. Portal.
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pensating colour, red, as it often is in nature, and even
in the green leaves and the young shoots of plants and
t,rees; and they are the most generally attractive of all
colours in this respect. They are hence powerful and
effective colours on the feelings and passions, and re-
quire, therefore, to be subdued or toned to prevent
excitement and to preserve the balance of harmony in
painting.

The number of pigments of any colour is in general
proportioned to its importance; hence the variety of
greens is very great, though their classes are not very
numerous. The following are the principal :—

MIXED GREENS.

Green being a compound of blue and yellow, pig-
ments of these colours may be used to supply the
place of green pigments, by compounding them in the
several ways of working; by mixing, glazing, hatching,
or otherwise blending them in the proportions of t];:e
hues and tints required. In compounding colours, it
1s desirable not only that they should agree chemically,
but that they should also have, as much as may be, the
same degree of durability ; and in these respects Prus-
sian or Antwerp blue and gamboge form a judicious,
though not extremely durable, compound, similar to
Variey’s green, Hooker’s green, &ec., used in water. In
common oil painting greens are formed by mixture of
the ordinary blue and yellow pigments with additions
of white. But these are less durable than the original
green pigments prepared from copper, of which there
are a great variety. DBut the yellow ochres with
Prussian blue afford more eligible pigments than the
brighter mixtures of chrome yellow afford. Cobait
greens, chrome greens, and Prussian green are names for

similar mixtures.

-
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TERRE-VERTE.

True Terre-Verte is an ochre of a bluish green not
very bright, in substance moderately hard, and smooth

 in texture. It is variously a bluish or grey, coaly clay,

combined with yellow oxide of iron or yellow ochre.
Although not a bright, it is a very durable pigment,

. being unaffected by strong light and impure air, and
' combining with other colours without injury. It has
" not much body, is semi-transparent, and dries well in
' oil. There are varieties of this pigment; but the

green earths which have copper for their colouring
matter are, although generally of brighter colours,
inferior in their other qualities, and are not true terre-
vertes. |

It has been called Green Bice, and the greens called
Verona green, and Verdetto, or Holly green, are similar
native pigments of a warmer colour. These greens are

found in the Mendip Hills, France, Italy, and the Island

! of Cyprus, and have been employed as pigments from
' the earliest times.

CHROME GREENS,

Commonly so called, are compound pigments, of which
chrome yellow is the principal colouring substance.
These are also called Brunswick green, &c., and are com-
pounds of chromate of lead with Prussian and other
blue colours, constituting fine greens to the eye, suit-

! able to some of the ordinary purposes of mechanic art,
1 Dbut unfit for fine art.

There is, however, a true chrome green, or Nafive

i green, the colouring matter of which is the pure oxide

of chrome, and, being free from lead, is durable both
against the action of the sun’s light and impure air.
[t is of various degrees of transparency or opacity, and



72 THE GRAMMAR OF COLOURING.

of several hues more or less warm or cool, which are all

rather fine than brilliant greens, and afford pure natural |
and durable tints. True Chrome greens neither give |

nor receive injury from other pigments, and are eligible
for either water or oil painting, in the latter of which
they usually dry well. They afford valuable colours
also in enamel painting. To this substance it is that
the emerald owes its green colour.

COBALT GREENS.

There are two pigments of this denomination—the
one a compound of cobalt blue and chromic yellow,
which partakes of the qualities of those pigments, and
may be formed by mixture,—the other, an original
pigment prepared immediately from cobalt, with addi-
tion of oxide of iron, or zine, which is of a pure but not
very powerful green colour, and durable both in water
and oil, in the latter of which it dries well. Rinmann’s
green is of this kind. Its habits are nearly the same
as those of cobalt blue.

COPPER GREEN

Is the appellation of a class rather than of an individual
pigment, under which are comprehended Verdigris,
Verditer, Malachite, Mineral green, Green bice, Scheele’s
green, Schweinfurt or Vienna green, Hungary green,
Limerald green, true Brunswick green, Green lake, Moun-
tain green, African green, French green, Saxon green,
Persian green, Patent green, Marine green, Olympian
green, &c. Old authors mention others under the
names of individuals who prepare them, such are Verde
de Barildo, &ec.

The general characteristics of these greens are bright-
ness of colour, well suited to the purposes of house-
vainting, but not in general adapted to the modesty of
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nature in fine art. They have considerable permanence,
except from the action of damp and impure air, which
ultimately blacken them: to which they have also a
tendency by time. They have a good body, and dry
well in oil, but, like the whites of lead, are all dele-
terious substances. We will particularise the principal

sorts.
VERDIGRIS,

Or Viride ris,is of two kinds, common or impure,
and crystallized or Distilled Verdigris, or, more properly,
refined verdigris. They are both acetates of copper, of
a bright colour inclining to blue. They are the least
permanent of the copper greens, soon fading as water-
colours by the action of light, &c., and becoming first
white, and ultimately black, by damp and foul air. In
oil, verdigris is durable with respect to light and air,
but moist and impure air changes its colour, and causes
it to effloresce or rise to the surface through the oil.
It dries rapidly, and might be useful as a siccific with
other greens or very dark colours. Fresh ground in
varnish it stands better ; but is not upon the whole a
safe or eligible pigment, either alone or compounded.
Vinegar dissolves it, and the solution is used for tinting
maps, &c. The addition of refined sugar, with gentle
boiling, facilitates the solution and improves the

colour.
GREEN VERDITER

Is the same in substance as blue verditer, which is con-
verted into green verditer by boiling. This pigment
has the common properties of the copper greens above
mentioned, and is sometimes called G'reen bice.

EMERALD GREEN

Is the name of a copper green upon a terrene base. It
is the most vivid of this tribe of colours, being rather
E
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opaque, and powerfully reflective of light, and appears
to be the most durable pigment of its class. Its hue is
not common in nature, but well suited for brilliant
works. It works well in water, but with difficulty in
oil, and dries badly therein. The only true emerald
green is, however, that of chrome, with which metal
nature gives the green colour to the emerald.

MINERAL GREEN

Is the commercial name of Green lakes, prepared from
the sulphate of copper. These vary in hue and shade,
have all the properties before ascribed to copper greens,
and afford the best common greens; and, not being
liable to change of colour by oxygen and light, stand
the weather well, and are excellent for the use of the
house-painter, &c. : but are less eligible in the nicer
works of fine art, having a tendency to darken by time
and foul air.

MOUNTAIN GREEN

Is a native earbonate of copper, combined with a white

earth, and often striated with veins of mountain blue,
to which it bears the same relation that green verditer
does to blue verditer ; nor does it differ from these and
other copper greens in any property essential to the
painter. The Malachite, a beautiful copper ore, employed
by jewellers, is sometimes called Mountain green, and
Green bice is also confounded therewith, being similar
substances and of similar use as pigments. It is also
called Hungary green, being found in the mountains of
Kernhausen, as it is also in Cumberland.

SCHEELE’S GREEN

Is a compound oxide of copper and arsenic, or arsenite

of copper, named after the justly celebrated echemist
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who discovered it. It is variously of a beautiful, light,
warm, green colour, opaque, permanent in itself and in
tint with white lead, but must be used cautiously with
Naples yellow, by which it is soon destroyed. Schwein-
furt green and Vienna green are also names of a fine
preparation of the same kind as the above. These pig-
ments are less affected by damp and impure air than
the simple copper greens, and are therefore in these
respects rather more eligible colours than the ordinary
copper greens.

PRUSSIAN GREEN.

The pigment celebrated under this name is an imper-
fect prussiate of iron, or Prussian blue, in which the
yellow oxide of iron superabounds, or to which yellow
tincture of French berries has been added, and is not
in any respect superior as a pigment to the compounds
of Prussian blue and yellow ochre. A better sort of
Prussian green is formed by precipitating the prussiate
of potash with nitrate of cobalt.

SAP GREEN,

Or Verde Vessie, is a vegetable pigment prepared from
the juice of the berries of the buckthorn, the green
leaves of the woad, the blue flowers of the iris, &c. It
is usually preserved in bladders, and is thence some-
times called Bladder green ; when good, it is of a dark
colour and glossy fracture, extremely transparent, and
of a fine natural green colour. Though much employed
as a water-colour without gum, which it contains
naturally, it is a very imperfect pigment, disposed to
attract the moisture of the atmosphere, and to mildew ;
and, having little durability in water-colour painting,
and less in oil, it is not eligible in the one, and is totally
useless in the other.
E 2
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Similar pigments, prepared from coffee-berries, and
called Venetian and Emerald greens, are of a colder
colour, very fugitive, and equally defective as pigments.

INVISIBLE GREEN.

A good ordinary green of this denomination, for out-
of-door painting and fresco, may be prepared by.nzlixture
of the yellow ochres with black in small quantl.tles; or
by adding black to any of the ordinary green pi gments.
See Olive Pigments.

CHAPTER XIV.
OF PURPLE.

PurpiEr, the third and last of the secondary colours,
is composed of red and blue, in the proportions of five
of the former to eight of the latter, which constitute a
perfect purple, or one of such a hue as will neutralise

and best contrast a perfect yellow in the proportions of

thirteen to three, either of surface or intensity. It
forms, when mixed with its co-secondary colour, green,
the tertiary colour, olive; and, when mixed with the
remaining secondary orange, it constitutes in like
manner the tertiary colour, russet. It is the coolest of
the three secondary colours, and the nearest also in
relation to black or shade; in which respect, and in
never being a warm colour, it resembles blue. In other
respects also purple partakes of the properties of blue,
which is its ruling colour; hence it is to the eye a
most retiring colour, which reflects light little, and

declines rapidly in power in proportion to the distance
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at which it is viewed, and also in a declining light. It
18 the most retiring of positive colours.

Next to green, purple is the most: generally pleasing
of the consonant colours; and has been celebrated as a
regal or imperial colour, as much perhaps from its rare-

mness in a pure state, as from its individual beauty.

When inclining to the rose, or red, this colour takes
the names of crimson, &ec., as it does those of wiolet,
lilac, &c., when it inclines toward its other constituent,
blue ; which latter colour it serves to mellow, or follows
well into shade.

The contrast, or harmonizing colour of purple, is
yellow on the side of light and the primaries ; and it is
itself the harmonizing contrast of the tertiary citrine
on the side of shade, and less perfectly so of the semi-
neutral brown. Purple, when inclining towards redness,
1s a regal, magisterial, and pompous colour. In its
effects on the mind it partakes principally, however, of
the powers of its archeus or ruling colour, blue.

As the extreme primaries, blue and yellow, when
either compounded or opposed, afford the most pleasing
consonance of the primary colours, so the extremes,

_ purple and orange, afford the most pleasing of the

secondary consonances; and this analogy extends also
to the extreme tertiary and semi-neutral colours, while
the mean or middle colours afford the most agreeable
contrasts or harmonies. Purple pigments are rare, and
lie under a peculiar disadvantage as to apparent dura-
bility and beauty of colour, owing to the neutralising
power of yellowness in the grounds upon which they
are laid, as well as to the general warm colour of light,
and the yellow tendency of almost all vehicles and
varnishes, by which this colour is subdued; for the
same reason this colour disappears by candle-light.
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MIXED PURPLES.

Purple being a secondary. colour, composed of blue
and red, it follows of course that any blue and red pig-
ments, which are not chemically at variance, may be
used in producing mixed purple pigments of any re-
quired hue, either by compounding or grinding them
together ready for use, or by combining them in the
various modes of operation in painting. In such com-
pounding, the more perfect the original colours are,
the better in general will be the purple produced. In
these ways, uliramarine and the rose colours of madder
constitute excellent and beautiful purples, which are
equally permanent in water and oil, in glazing or in
tint, whether under the influence of the oxygenous or
the hydrogenous principles of light and impure air, by
which colours are subject to change. The blue and red
of cobalt and madder afford also good purples. Some
of the finest and most delicate purples in ancient paint-
ings appear to have been similarly compounded of u/éra-
marine and vermilion, which constitute tints equally per-
manent, but less transparent than the above. Facility
of use, and other advantages, are obtained at too great
a sacrifice by the employment of perishable mixtures,
such as are the carmines and lakes of cochineal with
indigo and other blue colours; but common purples may
be composed of Prussian blue and vermilion with addi-
tions of white.

GOLD PURPLE,

Or Cassius’s Purple Precipitate, is the compound oxide
which is precipitated upon mixing the solutions of gold
and tin. It is not a bright, but a rich and powerful
colour, of great durability, varying in degrees of trans-
parency, and in hue from deep crimson to a murrey or
dark purple, and is principally used in miniature. It
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may be employed in enamel-painting, works well in
water and is an excellent though expensive pigment,
but not much used at present, as the madder purple is
cheaper, and perfectly well supplies its place.

MADDER PURPLE,

Purple Rubiate, or Field’s Purple, is a very rich and
deep carmine, prepared from madder. Though not a
brilliant purple, its richness, durability, transparency,
and superiority of colour have given it the preference
to the purple of gold preceding, and to burnt carmine.
It is a pigment of great body and intensity ; it works
well, dries and glazes well in oil, and is pure and per-
manent in its tints, neither giving nor sustaining injury
from other colours.

BURNT CARMINE

Is, according to its name, the carmine of cochineal
partially charred till it resembles in colour the purple
of gold, for the uses of which in miniature and water-
painting it is substituted, and has the same properties
except its durability; of which quality, like the carmine
it is made from, it is deficient, and therefore in this
important respect is an ineligible pigment. A durable
colour of this kind may, however, be obtained by burn-
ing madder carmine in a cup over a spirit lamp or
otherwise, stirring it till it becomes of the hue or hues
required.
PURPLE LAKE.

The best purple lake so called is prepared from
cochineal, and is of a rich and powerful colour, inclined
to crimson. Its character as a pigment is that of the
cochineal lakes already described. It is fugitive both
in glazing and tint; but, used in considerable body, as
in the shadows of draperies, &c., it will last under

P Y RN ——
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favourable circumstances a long time. Lac lake re-
sembles it in colour, and may supply its place more
durably, although not perfectly so.

PURPLE OCHRE,

Or Mineral Purple,is a dark ochre, native of the Forest
of Dean in Gloucestershire. It is of a murrey or choco-
late colour, and forms cool tints of a purple hue with
white. It is of a similar body and opacity, and darker
colour than Indian red, which has also been classed
among purples, but in all other respects it resembles

that pigment. It may be prepared artificially, and

some natural red ochres burn to this colour, which has

been employed under the denomination of Fiolet de
Mays.

CHAPTER XV.

OF THE TERTIARY COLOURS.

CITRINE.

OrrriNe is the first of the tertiary class of colours,
or ultimate compounds of the primary triad, yellow, red,
and blue ; in which yellow is the predominating colour,
and blue the extreme subordinate ; for citrine being an
immediate compound of the secondaries, orange and
green, of both which yellow is a constituent, the latter
colour is of double occurrence therein, while the other
two primaries enter singly into the composition of
citrine,—its mean or middle hue comprehending eight
blue, five red, and six yellow, of equal intensities.
Hence citrine, according to its name, which is the
name of a class of colours, and is used commeonly for a
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dark yellow, partakes in a subdued degree of all the
powers of its archeus, yellow; and, in estimating 1its
properties and effects in painting, it is to be regarded
as participating of all the relations of yellow. By some
this colour is improperly called brown, as almost all
broken colours are. The harmonizing contrast of citrine
is a deep purple; and it is the most advancing of the
tertiary colours, or nearest in its relation to light. It
is variously of atepid, tender, modest, cheering character,
and expressive of these qualities alike in painting and
poetic art. In nature, citrine begins to prevail in
landscape before the other tertiaries, as the green of
summer. declines; and as autumn advances it tends
towards its orange hues, including the colours called
aurora, chamoise, and others before enumerated under
the head of Yellow.

To understand and relish the harmonious relations
and expressive powers of the tertiary colours, requires
a cultivation of perception and a refinement of taste for
which study and practice are requisite. They are at once
less definite and less generally evident, but more delight-
ful,—more frequent in nature, but rarer in common art,
than the like relations of the secondaries and primaries;
and hence the painter and the poet afford us fewer llus-
trations of effects less commonly appreciated or under-
stood.

Original citrine-coloured pigments are not numerous,
unless we include several imperfect yellows, which
might not improperly be called citrines: the following
are, however, the pigments best entitled to this appella-
tion :—

MIXED CITRINE.

What has been before remarked of the mixed secon-

dary colours is more particularly applicable to the
E 3




R/ N S5 /o N i el
e <

e s AT T
- i

ik
eV T e

83 THE GRAMMAR OF COLOURING.

tertiary, it being more difficult to select three homo-
geneous substances, of equal powers as pigments, than
two, that may unite and work together cordially.
Hence the mixed tertiaries are still less perfect and
pure than the secondaries; and as their hues are of
extensive use in painting, original pigments of these
colours are proportionately estimable to the artist.
Nevertheless, there are two evident principles of com-
bination, of which the artist may avail himself in pro-
ducing these colours in the various ways of working :
the one being that of combining two original secon-
daries,—e.g., green and orange in producing a citrine ;
the other, the uniting the three primaries in such a
manner that yellow predominates in the case of citrine,
and blue and red be subordinate in the compound.

These colours are, however, in many cases produced
with best and most permanent effect, not by the inti-
mate combination of pigments but by intermingling
them, in the manner of nature, on the canvas, so as to
produce the effect at a proper distance of a uniform
colour. Such is the citrine colour of fruit and foliage ;
on inspecting the individuals of which we distinetly
trace the stipplings of orange and green, or yellow, red,
and green. Similar beautiful consonances are observable
in the russet hues of foliage in the autumn, in which
purple and orange have broken or superseded the
uniform green of leaves : and also in the olive foliage of
the rose-tree, produced in the individual leaf by the
ramification of purple in green. Yet mixed citrines
may be compounded safely and simply by slight addi-
tions, to an original brown pigment, of that primary or
secondary tone which is requisite to give it the required
hue, and red and yellow ochres mixed form good com-
mon paints of this colour.

" CERSS

e R A e R o

OF THE TERTIARY COLOURS. 83

BROWN PINK

Ts a vegetable lake precipitated from the deco.ction of
French berries and dyeing woods, and is sometimes the
residuum of the dyer’s vat. It is of a fine, rich .tran.s_
parent colour, rarely of a true brown ; but b.emg in
general of an orange broken by green, it falls into the
class of citrine colours, sometimes inclining to greenness,
and sometimes toward the warmth of orange. It works
well both in water and oil, in the latter of which it is
of great depth and transparency, but dries badly. I.ts
tints with white lead are very fugitive, and in thin
glazing it does not stand. Upon the whole, it is more
beautiful than eligible.

UMBER,

Commonly called Raw Umber, is a natural ochre, abound-
ing with oxide of manganese, said to have been first
obtained from ancient Ombria, now Spoleto, in Italy;
—it is found also in England, and in most parts of the
world ; but that which is brought from Cyprus, under
the name of Turkish umber, is the best. It is of &
brown-citrine colour, semi-opaque, has all the properties
of a good ochre, is perfectly durable both in water and
oil, and one of the best drying colours we possess, and
injures no other good pigment with which it may.be
mixed. (See Cappagh Brown, some specimens of which
are of a citrine hue.) Although not so much (—::mployfad
as formerly, umber is perfectly eligible according to 1ts
colour and uses, in graining, &c.

Several browns, and other ochrous earths, approach
also to the character of citrine ; such are the Terre de
Cassel, Bistre, &c. DBut in the confusion of names,
infinity of tones and tints, and variations of individual
pigments, it is impossible to attain an unexceptionable
or universally satisfactory arrangement.
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CHAPTER XVI.

OF RUSSET.

TuE second or middle tertiary colour, Russef, like
citrine, is constituted ultimately of the three primaries,
red, yellow, and blue ; but with this difference, that in-
stead of yellow as in citrine, red is the predominating
colour in russet, to which yellow and blue are subordi-
nates : for orange and purple being the immediate con-
stituents of russet, and red being a component part of
each of those colours, it enters doubly into their com-
pound in russet, while yellow and blue enter it only
singly ; the proportions of its middle hue being eight
blue, ten red, and three yellow, of equal intensities. It
follows that the russet takes the relations and powers
of a subdued red ; and many pigments and dyes of the
latter denomination are in strictness of the class of russet
colours: in fact, nominal - distinction of colours is
properly only relative ; the gradation from hue to hue,
as from shade to shade, constituting an unlimited series,
in which it is literally impossible to pronounce abso-
lutely where any shade or colour ends and another
begins. '

The harmonizing, neutralising, or contrasting colour
of russet is a deep green ;—when the russet inclines to
orange, it is a grey, or subdued blue. These are often
beautifully opposed in nature, being medial accordances,
or in equal relation to light, shade, and other colours,
and among the most agreeable to sense.

Russet, we have said, partakes of the relations of red,
but moderated in every respect, and qualified for greater
breadth of display in the colouring of nature and art;
less so, perhaps, than its fellow-tertiaries in proportion
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as it is individually more beautiful, the powers of
beauty being ever most effective when least obtrusive ;
and its presence in colour should be principally evident
to the eye that seeks it. This colour is warm, com-
placent, solid, frank, and soothing. Common accepta-
tion substitutes the term brown for russet.

Of the tertiary colours, russet is the most important
to the artist; and there are many pigments under the
denominations of red purple, &c., which are of russet
hues. But there are few true russets, and one only
which bears the name : of these are the following :—

MIXED RUSSET.

What has been remarked in the preceding chapter
upon the production of mixed citrine colours, is equally
applicable in general to the mixed russets: we need
not, therefore, repeat it. By the immediate method
of producing it materially from its secondaries, orange
and purple ochres afford a compound russet pigment of
a good and durable colour. Chrome-orange and purple-
lake yield a similar but less permanent mixture.

Mauy other less eligible duple and triple compounds
of russet are obvious upon principle, and it may be
produced by adding red in due predominance to some
browns ; thus red and brown ochre duly mixed afford a
good ordinary russet paint.

FIELD’S RUSSET,

Or Madder Brown, is, as its name indicates, prepared
from the Rubia tinctoria, or madder-root. It is of a pure,
rich, transparent, and deep russet colour, introduced
by the author, and is of a true middle hue between
orange and purple; not subject to change by the action
of light, impure air, time, or mixture of other pigments.
It has supplied a great desideratum, and is indispensable
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in water-colour painting, both as a local and auxiliary
colour, in compounding and producing with yellow the
glowing hues of autumnal foliage, &c., and with blue
the beautiful and endless variety of greys in skies, flesh,
&c. There are three kinds of this pigment, distin-
ouished by variety of hue—russet, or madder brown,
orange russet, and dark russet, or intense madder brown ;
which differ not essentially in their qualities as pig-
ments, but as warm or cool russets, and are all good
glazing colours, thin washes of which afford p