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Friday 19th March

10.00 Introduction - Jo Volley, artist 
& symposium director. Slade Deputy 
Director (Projects) & Coordinator 
Material Research Project & Network.

Keynote:
10.15 Painting Hinemihi By Numbers - Dr 
Dean Sully, UCL Institute of Archaeology 
& Slade Scientist in Residence 2019-20.

11.00 Poetry Reading - Sharon Morris, 
artist & poet. Professor of Fine Art Slade.

11.30 The Other Side of Blue: A 
Cyanometer for an Ecological Age - Dr 
Henrietta Simson, artist who explores 
current definitions of landscape within a 
digital context framed by ecological crisis. 

12.00 Synonyms for colour names within 
and across languages - Dr Dimitris 
Mylonas, Associate Professor in 
Computer Sciences, New College of the 
Humanities at Northeastern University & 
Chair of Study Group Language of Colour, 
AIC.

12.30 Colour & Emotion: Measuring 
Wellbeing Creatively: Co-production of a 
Non-Verbal Wellbeing Measure - Dr Nir 
Segal, artist & mother.

14.00 Seedbeds, outposts, avantgarde, 
vangarde, ivory tower: UCL’s Small 
Press Collections - Liz Lawes, Subject 
Liaison Librarian: Fine Art & Small Press, 
University College London.

14.30 The Colour of Iron - Dr David 
Dobson is a geologist, mountaineer 
& printmaker. He is also a professor  
UCL Earth Sciences and the first Slade 
Scientist in Residence 2017-19.

15.00 Frida’s color - Calor de Frida - 
Alvaro Barrington,  artist.

15.30 Curating Collage - Rebeccca 
Loweth, artist & curator of Colour/
Collage/Poetry.

16.00 Winton - whys and wherefores - 
Mark Cann, Technical Excellence 
Manager, Colart. 

16.30 Investigating Colour - Studies and 
research from Accademia di Belle Arti 
di Brera -  Milan Prof Maria Cristina 
Galli, artist & Vice Director &  Ilaria 
Mariotti, Professor of Contemporary Art 
History.

Saturday 20th March

10.00 Metachromasia: a stain on life - Rob 
Kesseler, artist & Emeritus Professor of 
Arts Design and Science, University of the 
Arts London.

10.30 Albers in Practice - Malina Busch, 
artist.

11.00 The Walking Experience of Colour - 
Professor Yannis Ziogas, artist & Dean of 
School of Fine Arts, University of Western 
Macedonia.

11.30 The beyond that is a beneath: 
renewed intertextualities in Anne 
Carson’s Autobiography of Red - Sara 
Borga is an artist & researcher. 

12.00  The Colour of Words - a conversation 
between image and text, colour and words, 
reading and feeling - Jane Bustin, artist.

12.30 Red + Gold - Medieval + Modern 
- Professor Clare A. Lees, Professor of 
Medieval Literature, Director of Institute 
of English Studies SAS.

14.00 Predicting Colour - Kate Hopkins, 
artist.  

14.30 Poetic Interlude - Gertrude Stein’s  
Tender Buttons (Objects) read by Lesley 
Sharpe, artist printmaker.

15.00 Voice Scores for Hearing the Inside of 
a Rock (insects, minerals, various poems) - 
Sean Borodale, artist & poet .

15.30  Taking Shape: Seeing Through 
Colour - Dr Sara Choudhrey, artist & 
Associate lecturer, University of Kent. 

16.00 Conversations of Colour within the 
Collection of the National Gallery, London -
Rose Davey, artist & art historian.

16.30  The Silence of White - Elizabeth 
Mead, artist, curator & Professor of Art, 
William & Mary. Williamsburg, Virginia.

Sunday 21st March 
International Colour Day & World Poetry 
Day 

10.00 Machines Have Lucid Dreams - Ivan 
Kashdan & Blithe Germ,  a performance 
brought to you from the digital world of 
Machines Have Lucid Dreams. 

10.15  Marbling - James Keith, artist & 
Slade Print Technician.

11.00  Notes for a Poem - Fabian Peake is 
a painter & writer. His work is concerned 
with the conflict between the flatness of 
the wall and the space immediately in front 
of the wall.

11.15  MORE POUR an exploration of  
pouring mediums and colour mixing 
with Gabriela Giroletti, artist & TFAC 
demonstrator.   

12.00 Poetry reading - Mataio Austin Dean, 
artist, poet & activist.

12.15 Poetry reading - Rhun Maredudd 
Jones, artist & poet.

12.30 Incantations - Geraldine Snell, artist.   

12.45 Poetry reading - Benjamin Arthur 
Brown is an artist, poet & curator at Van 
Gogh House London.  

14.00  The Poetry of Colour - George 
Szirtes is a poet & translator. Author of 
some 30 books, he has won various prizes 
for his work in both fields, including 
The T S Eliot Prize for Poetry and the 
International Booker Prize for translation. 

14.30 Primary Triad - Ian Rowlands artist & 
TFAC demonstrator.

15.15 Reading - Ishwari Bhalerao & Leonie 
Rousham are artists who walk and work 
together. 

15.30 – 17.00 Poetry Shed -The Poetry Shed 
at the Slade School of Fine Art, UCL, is an 
on-line resource and forum for creative 
writing across the school. 

17.30 – 19.30  Drawing in Colour: Drawing 
with Chalk Pastels & The Colour Wheel 
Figure drawing class - Andy Pankhurst, 
artist.
 

Monday 22 March 

10.00 Welcome to World Pigment Day’s 1st 
Anniversary - Jo Volley & Ruth Siddall

10.15 No Blue Until the Neolithic - Dr Ruth 
Siddall is a geologist, who applies analytical 
techniques from the field of Earth sciences 
to further the understanding of cultural 
material. Slade Scientist in Residence 
2018-19.

10.40 Poetry Reading - Andy Leak, 
Emeritus Professor, UCL French Dept.

10.50 Charles Booth’s London Poverty 
Maps - Julian Szego, retired university 
administrator. 

11.00 Searching for Slade Green - Kimberly 
Selvaggi, Slade Conservator in Residence, 
MSc Conservation for Archaeology and 
Museums at the Institute of Archaeology.

11.30 Collage workshop - Rebeccca Loweth, 
artist.

12.00 Chasing Winsor & Newton 19th-
century colours for the preservation of 
our cultural heritage - Dr Vanessa Otero  
is a Researcher at the Department of 
Conservation & Restoration of the NOVA 
School of Science and Technology, Lisbon 
(Portugal). 

12.30  Acting out colour: Science, 
spiritualism, and orientalism in Beatrice 

Irwin’s work - Dr Alexandra Loske is an 
art historian, writer & curator with a 
particular interest in the history of colour 
in art, architecture and print culture. 

14.00 The Volatile Hues of Silver Halide 
- Joy Gregory, artist.  Emerging from the 
‘Black Photography’ movement of the 
1980s.  

14.30 Nothing Rhymes with Orange - Dr 
Edward Winters, writer & artist.

15.00 51°43 33.56 N 3°07 58.63 W - Dr Onya 
McCausland, artist & senior research 
fellow at the Slade School of Fine Art. 

15.30  Colour spaces and Ostwald - 
Chris Cosgrave, chemist & Sustainable 
Innovation Programme Manager, Colart 
with  Stephanie Nebbia artist, curator &  
TFAC Global Manager,  Colart.

16.00  Colours from light and shade: how 
George Field smuggled Aristotle into 
modern Japan - Paul Smith is Professor 
of History of Art at the University 
of Warwick, & author of Painting, 
Science and the Perception of Coloured 
Shadows (Routledge, 2021).

4.30 End of event with Kieren Reed, Slade 
Director & Jo Volley 
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Introduction
Jo Volley

This publication documents Colour & Poetry: A Symposium III 19th – 
22nd March 2021, a cross- and inter-disciplinary four-day event held 
by the Slade School of Fine Art, in celebration of International Colour 
Day, World Poetry Day and World Pigment Day. As with previous years 
the symposium hosted a range of speakers representing the arts 
and humanities, science and industry, drawing upon knowledge from 
within and outside of the UCL community, who spoke on colour and its 
surrounding research interspersed with poetry readings, performances 
and practical workshops. For the first time we held the symposium and 
exhibition on-line reaching a worldwide audience and in spite of the trials 
and restrictions we all faced, due to the pandemic, we found new forms 
within which to function, communicate and celebrate. These included 
Andy Pankhurst, artist and Slade alumnus, teaching an online life drawing 
class, Drawing in Colour: Drawing with Chalk Pastels & the Colour Wheel, 
to over 40 participants. Also Poetry Shed, an on-line resource and forum 
for creative writing across the school, where 21 Slade students presented 
their work, introduced  by Professor Sharon Morris, artist & poet.  And 
on 22nd March 2021 the first anniversary of World Pigment Day founded 
by Dr Ruth Siddall and myself, Longplayer, a one thousand year musical 
composition, rang out in its commemoration to mark the occasion. 

Lisa Milroy, artist and Professor in Fine Art at the Slade, generously 
produced seven glorious and jubilant posters in collage form that in turn 
inspired the online exhibition Colour/Collage/Poetry. The exhibition, 
curated by Rebecca Loweth, included works by Slade staff, students, 
alumni and guests, each invited to produce a collage, the title of the show 
being the theme for the work. 

I now look back and like to think, that during those four-days,  the 
stimulus and camaraderie created by the symposium had a considerable 
impact and effect on our well-being,  and it is in that spirit I quote Maya 
Angelou, writer, poet and civil rights activist: I’ve learned that people will 
forget what you said, people will forget what you did, but people will never 
forget how you made them feel. 

I would like to take this opportunity to thank all of the artists who 
took part in the exhibition, the symposium speakers for sharing their 
knowledge, talent and passions with us. Without their generosity there 
would be no event to celebrate. 

A special thank you  to Stephanie Nebbia, The Fine Art Collective, Colart,   
Jo Townshend, Principal Partnerships Manager (Creative Industries) 
UCL Innovation & Enterprise and David Dobson, Professor UCL Earth 
Sciences.  

Jo Volley
Symposium Director 

This publication is funded by UCL’s Higher Education Innovation Fund 
(HEIF), managed by UCL Innovation & Enterprise and a grant from NERC.
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Figure 1.  ‘Painting Hinemihi by 
Numbers’ canvas, computer 
generated image (WHAT_
architecture).

Keynote: Painting Hinemihi by Numbers
Dr Dean Sully

Painting Hinemihi by Poetry 

Hinemihi was constructed as a wharenui (meeting house) of the Ngāti 
Hinemihi hapū (Hinemihi’s source community in New Zealand) in Te 
Wairoa, Aotearoa (New Zealand) in 1881; she was transported to Clandon 
Park, Surrey, UK in 1892, and is currently cared for by the National Trust.
 
Māori meeting houses embody the living ancestors of their iwi (people), a 
living entity constituting the living architecture of the building. Hinemihi 
as a female is therefore referred to as ‘she’. Hinemihi is a space for the 
performance of Te Ao Māori (a Māori world) established in this British 
place. The National Trust is now engaged in ambitious plans to return 
Hinemihi’s carvings to her people in New Zealand, in exchange for new 
carvings made for Hinemihi’s marae (a communal meeting place) at 
Clandon Park. 

‘[the marae] is where the Pākehā [non-Māori] can meet Māori on Māori 
terms; to a better understand what it means to live in a bicultural society’ 
(Richardson 1990).  

It matters what ideas you use to think with, the stories used to tell stories, 
and what worlds world worlds (Haraway 2016, 34). Critical speculative 
methods, to highlight the (un)certainty of authorising knowledge 
production, have the potential to provide new stories about the past and 
the future. In this way, we are able to de-stabilise and re-make heritage 
places, where the reality of certain worlds (in the case Te Ao Māori) acts 
as a perturbation of established ways of inhabiting another worlds (in this 
case Western heritage). In the resulting flux of authorising narratives, 
multiple ambiguous readings of heritage discourses can emerge. This 
has enabled the authorised heritage stories told about Hinemihi to be 
transformed from: 

 ‘..they [the National Trust] show little appreciation of the house as 
a cultural object with its own system of symbols, as distinct from a 
collection of carved posts and painted scroll designs to be restored’ 
(Kernot 1975)

Figure 2. ‘Painting Hinemihi by 
Numbers’ canvas, computer 
generated monochrome line image 
prepared for painting by numbers 
(WHAT_architecture).

Figure 3. ‘Painting Hinemihi by 
Numbers’ canvas, communal 
artwork painted by Hinemihi’s 
People (WHAT_architecture).
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To an ambitious project to develop a living marae at Clandon Park: 

‘as a living space for Māori cultural practice ….. where people can come 
together to meet and explore the dignity of difference, a safe space 
to experience another’s cultural world, whilst reflecting on one’s own 
cultural identity’ National Trust/Te Maru o Hinemihi vision for Hinemihi 
(2014).

Attuning the attention of creative practitioners to processes of 
conserving heritage, activates a field of dynamic encounters that 
challenge heritage places as legitimised sites for certain permissible 
behaviours.  This becomes a means of realigning truth between dominant 
predatory narratives and less powerful stories that lie hidden. This seeks 
to embrace friction as a starting point for creative responses in heritage, 
rather than a problem that needs to be avoided.

For example,

‘Hinemihi’s list of incorrect things’ (2015): 
This damaged bird was never going to fly
its sly owner clipped its wings  
long before they launched her high
from their soft and caring hands. 

Don’t get me wrong 
they wanted the best for their care
to nurture a damaged soul 
to share again in her rich song

Only then was it clear 
that in healing the wounds 
the owner had clipped its wings 
got scared of her hoverings 
in a long list of incorrect things

Painting Hinemihi by Numbers

The scientific analysis of the evidence retained in heritage materials can 
reveal traces of past lives. The paint analysis of Hinemihi has helped 

to understand the frequency of repainting from 1880 to the present, 
the materials used, and the colour schemes selected by those who 
painted her. For example, the first colour scheme present in the samples 
represent Hinemihi’s appearance in 1881, which used unexpectedly bright 
colours, a vivid reddish/orange (red lead (II, IV) oxide) contrasting with a 
strong blue (Prussian blue), and black (carbon black).

Such materials analysis was not an end in itself, but the start of a 
conversation about Hinemihi’s pasts that were developed through a 
series of co-designed community events with the UK Maori diaspora 
(Sully and Cardoso 2014). The activities included storytelling, song, 
dance, music, hospitality, and visual art to articulate feelings of what 
Hinemihi means to her people. A group artwork project ‘Painting 
Hinemihi by Numbers’ was designed using the results of the paint 
analysis.  A polychrome image presenting her c.1881 colour scheme was 
printed as a large canvas (see Figure 1). A second version was prepared as 
a monochrome line ‘painting by numbers’ picture (see Figure 2).

The communal act of completing this painting generated conversations 
about the conservation of Hinemihi in which past relationships were 
reinterpreted in light of present experience, and future hopes (see Figure 
3).

The Painting Hinemihi by numbers group artwork can be seen as a visual 
analogy of the outcomes of different ways of working (the ideas, stories, 
discourses used to worlds worlds) represented by different approaches 
to heritage practice.  Figure 1, represents the successful conclusion to a 
deterministic, expert-led heritage project, based on systematic decision 
making (represented in Figure 2) that matches its pre-identified aims 
clearly and accurately.  

Figure 3 represents the outcome of co-produced community-led projects 
that are dynamic, non-equilibrated, and uncertain collective systems. 
This is likely to differ significantly from the expectations of a heritage 
process based on a controlled management of predictable systems.  It is 
evident that it has been more difficult to stay between the lines, and the 
selected colours and design are not necessarily those anticipated in the 
original design. Figure 3 may be different from the expected result seen in 
Figure 1, but is no less beautiful. 
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Poetry reading
Sharon Morris

GOLYGFA: Carn Meini       
     
Out of dark matter, 
rock broken, 
distorted, washed, distilled, 

extract the sky,
a common blue
from its dark chrysalis;

hanes from the bones
of hyena, reindeer, bear
and myth;

yr iaith, song,        
 
from the lithophonic bells
of bluestone.

Preceding pages: pp. 11, Carnmeini, 
Sharon Morris; pp. 12, Rhosyfelin, 
Sharon Morris.
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GOLYGFA: Preseli view      

‘Mur fy mebyd, Foel Drigarn, Carn Gyfryw, Tal Mynydd,
Wrth fy nghefn ym mhob annibyniaeth barn.’ W.W.
At my back in all independence of mind…

Those with a view of the mountains 
become a better people, good souls,

my mother tells me, mynyddoedd y Preseli 
just visible from her bedroom window,

blue and slumbering in the setting sun,
and though she’s lost the centre of her vision

she won’t move from here, 
she won’t leave this view, 

Foel Cwm Cerwyn, Carn Meini, Foel Drigarn, 
Y Frenni Fach a’r Frenni Fawr.

Quotation from Waldo Williams, Welsh language poet and pacifist, 1904-1971.

COFIO: Carreg Coetan Arthur      
 
Shards of Beaker 
ware, grooved 
and corded pots
on the hearth;
the body left 
excarnate 
to the sun, rain 
and scavengers; 
bones burnt 
and placed in 
the cromlech; 
a capstone, 
as if thrown 
from the top 
of Carningli, 
balanced on two 
of four orthostats, 
leaving 
a glow of sky 
between stones 
for the light, 
for yr awel.  

We visit 
the cul-de-sac 
of bungalows
at Trefdraeth, 
take a photo
with a mobile phone — 
that’s all it takes 
to enter through the eye 
into the heart
yn ddistaw 
and stay there 
yn agos. 

Sharon Morris
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Other Side of Blue: A Cyanometer for an 
Ecological Age
Henrietta Simson

The cyanometer, a defunct piece of Enlightenment scientific equipment, 
determined the blueness of the sky. Invented by Horace-Bénédict de 
Saussure, it was used to gather measurements from different locations 
around the world as Europe’s expansionist mindset took hold. Alexander 
von Humboldt enthusiastically adopted the cyanometer, and while 
climbing Chimborazo, the highest mountain in Ecuador, recorded the 
deepest blue sky ever seen. The reason for this darker shade of blue was 
his high altitude. 

Humboldt was no ordinary 18th-century scientist. Influenced by Johann 
von Goethe, he insisted that nature should be understood through the 
imagination as well as through the rational mind. His breadth of thinking 
allowed him to come up with the idea of the “Naturegamelde,” a vision 
of nature as an interconnected whole. Depicting a cross-section of 
Chimborazo, it details every plant and animal at the altitude at which it 
was found, also temperature, atmospheric pressure, humidity, altitude, 
etc. Providing specific information, it also gave an incredibly detailed 
overview, and was an interdisciplinary, ecological approach that went 
against the classification systems that drove the science of the era. 

The mountain top is a place where it’s possible to ‘get some perspective,’ 
and his view of space was defined by ecological complexity. However, the 
prevailing idea of physical space was that of Descartes’s res extensa – 
paradigmatical since the 17th century, and from which we get our modern 
notion of the perspectival nature of visual experience in general. Rather 
than a device for painters, perspective had become a means to measure 
and plot coextension and enabled the European colonisers to navigate 
the Earth, beginning the global system of capitalism that continues today. 
This system of measurement left the cyanometer behind, in a scientific 
cul-de-sac, for quantifying the sky’s blueness did not advance rational 
knowledge or increase profit margins. 

This scientific paradigm has led us to this point of ecological crisis. 
Hannah Arendt understood it as generating “world alienation,” whereby 

Above: Henrietta Simson, A 
cyanometer for an ecological age, 
2021, Digital collage.
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the “natural life processes” are endangered.1 The Anthropocene era 
that we have now entered is a place where the threads of Humboldt’s 
‘web of life’ are unravelling. Arendt’s is a cautionary tale of technological 
dominion that has, as she says, removed, “the shackles of earth-bound 
experience,” and produced a system in which our rationalised vision does 
not see the problems it has created:
Archimedes boasted of locating a point in space from which he could 
move the earth, but the universalising paradigm that Arendt evokes 
with this metaphor has resulted in a sense of ecological melancholia to 
accompany the power and freedom. 

*
According to Goethe, blue is complex and contradictory. It contains 
darkness, and although he sees this as the absence of light, this darkness 
is an active ingredient. Blue can be melancholic, but it is also energetic 
and powerful. 

Rebecca Solnit, another writer drawn by the colour blue, describes it 
as the “color of distance… the color of solitude and desire,” and she 
quotes Robert Hass, “Longing,” he says, “because desire is full of endless 
distances.” 2

The pull the desired object, whether image, person, place, exerts, is a 
physical influence and reminds us that we are connected to the world 
through the body, even though desire itself often manifests via the image. 

A bodily image perhaps. 

*
The period of painting that came before the invention of linear 
perspective was a period full of bodily images. 14th century pictorial 
structures were a unique combination of what Panofsky calls 
“psychophysiological space”, whereby they were underlined by a rational 
mathematics but located within Aristotelian notions of tactile rather than 
visual space, and as such orientated toward a haptic rather than optical 

1 Hannah Arendt, The Human Condition, (Chicago and London: University of Chicago Press, 
2018)
2 Rebecca Solnit, A field Guide to Getting Lost, (Edinburgh and London: Canongate, 2006) 
29-30

sensibility.3 The frescos in the Arena Chapel in Padua carry this tension. 
Upon entering, it is as though you are moving into a complete world, 
replete and complex. All is governed by a rich materiality. Emotional 
realism expressed through a feeling of empathy and affinity for colour and 
painting process as well as human experience. 

What insight or comfort can this work provide for our increasing 
ecological unease? Can its distance from our own ‘world-picture’ help 
repair our vision? How might a cyanometer measure the beautiful blues of 
the Arena Chapel?

The ‘earthrise’ photograph taken during the 1968 Apollo 8 mission is 
an iconic image that invokes Arendt’s metaphor of an Archimedean 
point. Here in the fresco that depicts him in the desert dreaming of new 
beginnings, it masks the face of Joachim. Dreaming opens up a different 
beyond to that of charting and mapping and colonising. Perhaps this 
cyanometer is a portal to a different possibility. It offers a possibility 
beyond the paralysis of melancholia… To a space that literally exists on 
the other side of blue.

3 Erwin Panofsky, Perspective as Symbolic Form, translated and introduced by Christopher 
S. Wood (New York: Zone Books, 1991)
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Synonyms for colour names within and across 
languages
Dimitris Mylonas

In natural language, a colour is often named by two or more synonymous 
words. Full synonyms that share exactly the same colour category are 
exceptionally rare, if not impossible, but near synonyms with an extent of 
overlapping colours, are numerous. From an onomasiological perspective, 
when a large, well-established colour category, like red, contains a smaller 
category, like crimson, the two colour names are considered synonyms. 
But from a semasiological perspective, their relation would be that of 
hyponymy, because crimson is a sub-category of red. Hence, the standard 
synonymy test of substitution, where one word can be replaced by 
another word without changing its meaning, is not appropriate for colour. 

Here, we focus on quantifying the degree of near synonymy between 
colour names from a semasiological perspective for British English 
and Greek. We consider a thousand responses from a multi-lingual 
crowdsourcing colour naming experiment (https://colournaming.
org; Mylonas & MacDonald, 2010), in British English (10K colour name 
responses from 500 participants) and in Greek (10K responses from 500 
participants). Our synonymy methodology comprises of two steps: first 
we map common colour names to independent colour categories, where 
no one category is fully contained within others; and second, we identify 
overlapping categories in colour space as synonyms. 

We establish common colour names in each language that are reliably 
distinguishable from other names in colour space using a probabilistic 
model based on Maximum a Posteriori (MAP) (Mylonas & MacDonald, 
2016). We identify 30 independent lexical colour categories in British 
English and 29 in Greek. To identify synonyms for colour names, the 
first relationship we explore is the conditional probability that describes 
the likelihood of a given colour stimulus being referred to by each 
independent colour name. We can then express the degree of near 
synonymy between colour names as the similarity between pairs of 
probability distributions.

Figure 1: Common colour names 
in British English (top, n=30), and 
Greek (bottom, n=29, Romanised). 
The colour and hue angle of 
the nodes correspond to the 
coordinates of the centroids of the 
colour categories. Their degree 
of synonymy is shown as coloured 
edges.
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In Figure 1, we visualize the synonymy relationship between the common 
colour terms in both languages as graph-theoretic representations where 
nodes are the centroids of colour terms shown as rings and edges are 
their degree of synonymy shown as coloured lines. In British English, 
the strongest relationship of synonymy was found between maroon 
and burgundy, followed by peach and salmon and cyan and turquoise. 
Both maroon (marron) and burgundy are loan words from French and 
Latin describing a dark reddish colour region. French is also the origin 
of peach (pêche) and salmon (saumon) referring to pale orange-pinkish 
colours. Cyan (kyano), originating from Greek, and turquoise (turquois), 
originating from French meaning Turkish, both refer to greenish-blue 
colours. Similarly in Greek, the closest synonyms were a pair of dark 
reddish colours named as bissini and bornto, but they were followed by 
two whitish terms aspro and lefko and two purplish terms lila and mov. 
Bissini (βύσσος ) comes from ancient Greek while bornto (bordeaux) is 
a loan word for wine red from French. Lefko is an ancient Greek word 
that is used more often to describe whitish objects with some specular 
component (e.g., hair) while aspro is a more general term that comes from 
Latin. Mov (mauve) comes from French while lila from Turkish.

In summary, the referential meaning of colour names can be mapped on 
colour space where we can determine the degree of synonymy between 
colour names based on the overlapness of their corresponding categories. 
Our investigation of colour synonymy reveals commonalities but also 
interesting differences between the colour lexicon in different languages. 
Our findings suggest that synonymy in the language of colour is greatly 
influenced by cross-cultural transfer of object colours.

Empathy to Colour 
Dr Nir Segal

During my PhD research I identified a lack of empathy to knowledge. 
When pointing it out I was addressing the recognition in the emotional 
state of participants in the performance of knowledge as one of the 
condition to its formation. Empathy to knowledge means participating 
with acknowledgement and consideration of ones feelings when 
encountering learning experiences. 

When I started the research on Colour and Emotion | Measuring 
Wellbeing Creatively, I quickly learned that preceding research was 
looking at colour and feelings with a lack of empathy. Thus assuming the 
ties between both can be calculated and measured based on an assumed 
consensus. This research and its outcomes started with understanding 
that colour and feeling could become a theory if it embraces and engages 
with Colour Empathy.

During the Colour and Poetry symposium prior to my presentation a 
comment was made over the colour blue. The comment was showing 
empathy to the blues and how unfortunate they are to always be 
presumed as sad and melancholic. The commenter added that for them it 
was always a colour of hope and happiness reminding them of a clear blue 
sky on a sunny day. This was an insight on how different colour can be 
translated differently as it links to culture, mood, experience and time.
When thinking of colour and emotion one has to imagine that each 
encounter with colour is composed of some known compounds and some 
unknown and meditated circumstances that probably will turn each 
colour experience to a unique one.

To measure feelings through the expression of colour means to accept 
that what is measured is a continuously changing condition in which 
colour perception is depended on empathy and the consideration of the 
occasion.

Led by Dr Nuala Morse and Jo Volley, this project was set to develop 
a visual language as means to establish a non-verbal method to 
measure wellbeing, thus allowing a form of expression for adults with 
learning difficulties or brain injuries. The research that was conducted 
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collaboratively with aphasia patients, focused on how colour and 
sensation can be employed individually as means of expression. We were 
working towards a facilitated method in which, through the exploration 
of colours and shapes they would learn how to use them as a unique 
interpretation of their feelings. 

Through this research we have learned on the diversity of colour 
experience as it was translated into individuals’ experiences, memories 
and interpretations. We learned that accepting the process as a learning 
experience, meant that rather than trying compensate the loss of 
language skills we were working on gaining a new language. Without 
intention, such process led to participants to engage with the visual 
languages in such way thus eventually bringing back words to explain 
their visual outcomes. 

Sketches of a Black Bird

and even when the bird turns black  
I still see colours in it. 
I still see passion in it. 
and when I am late to notice 
it flies above me  
terrifying my sight  
just to remind  
it was not always  
black

Above: Nir Segal



24 25

In honour of the Yellow Book
Elizabeth Lawes

There are few more influential publications in the UCL Small Press 
Collections than The Yellow Book. Published by John Lane in London 
between 1894 and 1897 it contained a wide range of artistic genres 
(poetry, short stories, essays, illustrations, portraits, prints, and 
paintings) and sported a vibrant yellow cover that lit it like a beacon 
amongst other literary periodicals of the late Victorian era. 

An unconventional arrangement of text, poetry and artwork treats each 
element with parity - every contribution has its own title page, regardless 
of medium. The Yellow Book aspired to be a total work of art in which 
every aspect was aestheticized. That it was deliberated designed by 
its editors, Aubrey Beardsley and Henry Harland, to emulate a risqué 
French novel contributed to its reputation as a mouthpiece of fin de siècle 
decadence. Its publication provided an opportunity for a network of late 
nineteenth century artists and writers to associate their work with a 
publication that self-consciously anticipated a new, less conservative, age. 

Many small press titles throughout the twentieth century have 
subsequently emulated The Yellow Book’s desire to promote itself as a 
vehicle for a progressive aesthetic and browsing the UCL Small Press 
Collections, the colour features heavily. The frequency with which it is 
used by artists and writers throughout the small press boom of the 1960s 
and beyond suggests it is still a colour that represents the avant-garde, 
the radical, and the experimental. 

Like a brightening dawn, yellow is the colour of all that is new.

Above: Selection of yellow books 
from UCL Small Press Collections. 
The UCL Small Press Collections 
are held by UCL Special Collections 
and can by consulted by 
appointment.
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The Colours of Iron
David Dobson

The Earth is like an onion with concentric layers, each dominated by 
different minerals and each one a different colour.  But the colour of every 
single layer is due to iron contained in the dominant minerals.  Iron is the 
most abundant element in the Earth by weight, but the majority of the 
iron forms the core where it is in its metallic state.  In the silicate part 
of the Earth, from 3900 km depth to the surface the iron is dissolved 
into minerals as either Fe2+ or Fe3+.  It is this ability of iron, and the other 
transition elements, to readily take on a range of charges which causes 
colour in the visible spectrum.  

The Earth’s surface is unusually oxidised for planetary environments 
(with almost one atmosphere pressure of free oxygen), and the stable 
form of iron is the most-oxidised Fe3+ form. The ochres are common and 
were adopted as pigments very early in human history. Ochres are iron 
oxides in various states of crystallinity and hydration, and their reds, 
browns and yellows are produced by electronic transitions dominated 
by Fe3+ in octahedral coordination (surrounded by 6 oxygen ions forming 
an octahedron).  In the shallow† interior, olivine (peridot) is the most 
common mineral and around 10% of its 2+ structural sites are filled with 
iron.  Electronic transitions dominated by this Fe2+ cause the green colour 
of olivine, and of most iron-bearing iron silicates. 

The only other thing which needs to be considered is the coordination 
state of iron ions (how many oxygen ions surround it).  Vivianite is a 
hydrated iron phosphate in which the main iron site has a 2+ charge and 
phosphorous, with a 5+ charge is surrounded by 4 oxygen atoms in a 
tetrahedron.  A small amount of phosphorous can be replaced by iron, 
with one Fe3+ sitting on the phosphorous site and two Fe3+ on the normally 
2+ iron site.  In this case, charge-transfer between the tetrahedrally-
coordinated Fe3+ and the Fe2+ sites produces the pale blue colour of this 
blue earth pigment.

This iron-blue was just a curiosity until high-pressure experiments from 
the 1980’s onwards started to produce increasing numbers of intensely 
royal blue iron silicate minerals, most notably ringwoodite.  Ringwoodite 
is a strange iron-magnesium silicate in that while it is nominally 

anhydrous (the perfect structure just contains magnesium, silicon and 
oxygen atoms) it can take vast quantities of water into its structure.  At 
its most water saturated, one in 4 of the magnesium ions can be replaced 
by 2H+ for each Mg2+.  Only hydrated ringwoodite is blue, the dry mineral 
is green due to the Fe2+ sitting on the magnesium site.   The cause of this 
blue colouration was not clear until very recently.  We have found that 
iron and hydrogen can replace tetrahedral silicon in a charge-balanced 
manner, with Fe3+H+ replacing one Si4+, and the large concentration of 
these charge-coupled defects produces the intense blue colouration.  The 
rare natural samples of ringwoodite, brought up in diamonds from depths 
of over 500 km, are all strongly hydrated and a rich blue or purple colour.  
This raises the intriguing possibility that there is a 150 km thick layer 
within the (slightly less shallow at 500-670 km) Earth which contains up 
to 4 times the water contained in the World’s oceans and is, appropriately, 
a deep blue.

Deeper than this the immense pressures further compress the atoms, 
causing changes in their packing arrangements, and tetrahedrally-
coordinated structural sites no longer exist.  Bridgmanite, the main 
mineral in the lower mantle (670-2900 km depth) is straw yellow due to 
Fe3+ sitting in octahedral coordination.  But at this depth there is very 
little free oxygen and so the colour is not very strong.  Below this we have 
3500 km of metallic grey iron in the core before we get to the Earth’s 
centre at 6300 km depth.

† Geologists have a strange sense of perspective.  In this case shallow is 
anywhere less than 410 km in depth, just as the recent past to a geologist 
can be anything from 10 thousand years to 100 million years!
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Colour/Collage/Poetry 
Exhibition reflections 

Rebecca Loweth

The exhibition Colour/Collage/Poetry, was inspired by the use of collage 
in Lisa Milroy‘s designs for the symposium posters. Slade staff, students, 
alumni and guests were invited to produce a single postcard size collage 
that interprets the subject of celebrating colour and/or poetry through 
its use. The show includes 143 collages from across the world, from artists 
as young as 5 years old. We received entries from South Korea, America, 
Singapore, New Zealand, China and across Europe. 

The show exemplifies the broad interpretation and understanding of 
collage. I enjoy working in collage as I believe it has an intrinsic ability 
to engage the viewer. I think this is because collage relocates familiar 
imagery and references from the real world, recoding them and re-
contextualizing them to create an uncanny hybrid of images and/
or objects. I initially learnt about collage through a mainly western 
perspective, but this is not representative of the history of collage. 
Techniques of collage were first used when paper was invented in China, 
in around 150 BC. Collage and poetry have had a relationship since the 
10th century in Japan, when calligraphers began to apply glued paper, 
using texts on surfaces, when writing their poems. You can then trace 
techniques of collage through Medieval times with gold leafing and 
decoration.

In the 1700’s Mary Delaney was working on what she called Paper 
Mosaiks. These were astonishingly detailed botanical collages, made from 
tiny shards of hand-tinted paper. She created 985 of these works, from 
the age of 71 – 88. Around this time and leading to the Victorian times, it 
was often women using inventive, imaginative collage techniques. Denied 
the opportunity to paint or sculpt, well-to-do ladies went to town with the 
accessible technique of collage, making scrap book type memorabilia. 
The fact that the work could be startling in its skill and originality meant 
nothing, though. It was dismissed as an artform and explicitly barred 
from the Royal Academy.

Collage is an effective communication tool, as such it has been used by 
artists to create reflections on the world politically. Many institutions 
have attributed the beginnings of the practice of collage to be with Pablo 
Picasso and Georges Braque in 1912 with the Cubism movement. They 
coined the term ‘collage’ from the French word coller, or ‘to glue.’ Collage 
was key in the making process for Dada artists, sometimes leading them 
to poetry and performance. The surrealists used collage to articulate a 
drive for radical transgressions of category, hierarchy and logic. Artists 
continue to cut things up and make sense of what is going on around them 
by using what surrounds them. 

Artist Ian Monroe speaks about the depictions of the Chimera being one 
of the first collages in 350 BC. He uses the Greek mythological hybrid 
creature, the Chimera as a way to talk about the edge in collage in his 
essay: Where does one thing end and the next begin? He states: ‘This 
edge where the two originally separate elements transgress is crucial as 
it is where a new meaning and context is created.’ Collage interlocks and 
dislocates, it can be humorous and playful. It can be repelling, violent, 
illusionary, confusing, disruptive, it can reveal and conceal and it can 
challenge. Collage can be at once recognisable and unrecognizable.
Collage can be used to challenge our perceptions and assumptions, by 
representing the imaginary with the real. Collage can be used as a tool 
to address the complexity of an interlocking and commingled world. You 
can see in Colour/Collage/Poetry that everyone has interpreted collage 
slightly differently, using text, objects, layering, drawing, painting, digital 
collage, folding, tearing and fragmenting. 

I believe collage is an accessible and inclusive medium and I think that the 
Colour/Collage/Poetry exhibition represents this. Fragments of people 
and their approaches to making are represented in the exhibition through 
the collages. 

As I scroll through the exhibition page, it starts to resemble one large, 
collaborative collage. Edges start to connect. I hope that people have felt 
connected through this exhibition and the symposium. 
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Investigating Colour. Studies and research by 
Brera Academy
Maria Cristina Galli and Ilaria Mariotti

The School of Painting of Brera’s Art Academy, in the department of 
Visual Arts, put together several disciplines which, together, concur 
to establish a high-level formation whose main aim is to build research 
capacity in the field of paint. 

The education provides courses that revolve around the issue of paint 
and its practice, which become a way to overtake the traditional idea of 
painting, with a more expanded, exploded, and heterogeneous teaching 
on the subject.

This ability in crossing borders, being nomadic and inter-disciplinary, is 
one of the main aspects of our educational path, shared both by students 
and teachers. 

A central role is played by the cooperation with other institutions and 
all the partners are vital to building together exhibitions and events 
such as residencies, scholarships, acquisition prizes, and mobility 
projects that could support and promote the activities of research of the 
students. Those initiatives are keys of the whole educational offer of the 
Academy, which mission is to support projects of clear innovativeness 
and originality, which could put under the spotlight the attitude of the 
Academy of an open model of education. The main characteristics of this 
model can be seen in its need of crossing boundaries,   as well as being 
malleable, connecting several fields of knowledge such as graphic, new 
technologies, design, fashion, and cultural heritage studies.

We will focus on 3 main experiences that are useful also to investigate 
the evolution of Visual Art Education in the School of Painting in such a 
peculiar year of didactic.

Those experiences are Accademia Aperta – the summer show of the art 
academy, the project of residency The Fine Art Collective / Accademia di 
Brera and an example of online teaching.

1. Accademia Aperta (Open Academy), is the Summer Show of the Art 
academy, now at its 6th edition. The exhibition represents a moment 
of the year in which the Academy is finally open to the city through 
an extensive itinerary of exhibitions that take place in the Academy 
building and other locations. The halls, at the end of the academic year, 
become exhibition places open to the public, showing curatorial projects, 
exhibitions, concerts. 

All those elements are in deep dialogue the ones with the others, 
building a model of coexistence of several archives, dealing with different 
themes related to color, which sometimes takes the shape of gesture, 
tridimensional sign, movement and not only as pure painting expression, 
dealing always with the need for centrality of the artwork and its 
relationship with such a unique and peculiar place.

2. The relation with Colart is a good example to underline the importance 
of residencies in the educational process of young artists. In particular, 
this kind of experience is vital to enriching young artists’ practice, dealing 
with new possibilities of developing research and exhibition. 

The residency The Fine Art Collective / Accademia di Brera is a free open 
call for two artistic residencies addressed to the MA students. The main 
goal is to promote and support the talent of young Italian artist that are 
finishing their studies at our Academy.

The initiative is promoted by Colart Italia Spa, the Italian branch of Colart 
International S.A. and Colart International Holdings Ltd (UK). 
Every year two students are selected for the residency (with 
recommendations in case of renounces of the winners). 

The residencies are therefore a precious opportunity to develop 
awareness in projects and space, research, production, and relation are 
key words of this kind of over mentioned interventions.

3. Last but not least, we want to bring to your attention a third case study.
The class of project for painting tries to reactivate the usual formula 
of reciprocity that only the direct comparison can stimulate, in strong 
juxtaposition with the forced isolation of the students due to the 
current pandemic situation. The idea is to convey into the educational 
methodology both a focus on characteristic rules of art practice, 
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both the need for a delocalized look as a way to gather together a new 
collective knowledge. The course shows off the importance of meeting 
the unexpected into each artistic practice as a way to develop new 
possibilities and a carrier of original research. 

The idea of the project concerns what forerun the proper artwork: the 
subjects of the course are artworks’ interstices, neglected and invisible 
elements.

For that very reason the course didactic tools are literature, essays, 
movies, which are useful to push imagination, gathering together 
suggestions from all the participants, in order to build up new categories 
of thoughts and expressive solutions in relationship with the outside 
world.

As Gilles Clement said: The garden is the only place of encounters 
between man and nature where the dream is allowed. Brera’s dream today 
is a color that is still to be discovered.

Metachromasia: a stain on life
Rob Kesseler

The word stain has accrued many meanings and connotations, many of 
them negative: discolour, blemish, soil, mark, muddy, splatter, smear, 
blotch, sully, spoil, defile, pollute, contaminate, besmirch. Others have 
a more positive familiarity to the artist: colour, tint, dye, tinge, shade, 
pigment, varnish, paint. Perhaps lesser known is the use of stain within 
a laboratory context where it is a vital and transforming process. Using 
a range of dyes the scientist is able to reveal and highlight otherwise 
transparent tissue in plant, animal and human specimens when viewed 
under a range of microscopy techniques. The stain binds to substances 
in tissue. Plants cell walls containing pectin stain pink to reddish purple, 
those containing lignin stain various shades of blue or blue green. 
Vascular bundles become dark blue to purple, nuclei stain to greenish 
blue and various phenolic compounds may also stain shades of blue. 
In human specimens, muscle fibres, collagen, organelles respond to 
staining with a subtle palette of reds, blues and greens. Staining of blood 
cells enables the differentiation of blood cell types and the staining of 
chromosomes aids diagnosis of syndromes and diseases.

In 2010 I whilst working at the Gulbenkian Science Institute in Portugal 
I experimented with using a range of exotically sounding stains: 
Acetocarmine, Acid fuschin, Aniline blue, Congo red, Fast green, Gentian 
violet, Lactophenol Cotton Blue, Methyline blue, Malachite green, 
Ponceau Red, Rhodamine, Safranin O. Applied to ultra-fine sections cut 
through the stems of local wild flowers the stains revealed their almost 
transparent, fragile cellular structures which took on a stained glass 
appearance when viewed under the microscope. One stain in particular, 
Toluidine Blue O, a basic thiazine metachromatic dye, generated a 
spectacular range of different colours within an individual specimen and 
even greater variety across different species. 

The diverse colour responses to the blue stain from the range of plants 
I collected was quite remarkable. From delicate orchids to strident 
marigolds the chromatic intensity and subtle shifts of colour from cell 
to cell was mesmerizing. Moreover, they revealed to the scientists an 
aesthetic dimension to their subject that reawakened a passion for plants 
that is often lost as the focus of their research becomes more specific.  
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Artists stain their vision of the things around them, shifting their filters, 
casting a personal hue across the unseen and overlooked they cause us to 
readjust our perception of what we know and what we think we know or 
have forgotten. Scientists too stain minute fragments of the world around 
us, from our bodies, the flora and fauna in their quest to understand life’s 
complexities and to use that knowledge for the benefit of the planet and 
all that inhabit it. We may conclude that the scientist and the artist each 
possess a chromatropic vision of the world.

Opposite: Ophrys tenthredinifera. 
Detail of Sawfly orchid stem section 
stained with Toluide Blue O. 
Magnification X400
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Albers in Practice
Malina Busch

Josef Albers possessed a unique approach to colour that was mirrored 
in his attitude towards materials and surfaces. Rather than an inert 
substance or fixed entity, Albers considered colour to be alive and 
active, and the exercises he designed for students highlighted and drew 
attention to its fluctuating nature. Seeing colour and visual elements 
within the context of their neighbours and surroundings was at the 
core of Albers’ thinking, and for him nothing existed in isolation. 
Albers noted that, “Just as colours enter into relationships with each 
other…the surfaces we note with our fingertips and with our eyes enter 
into relationships with each other.  As red complements green, and 
is simultaneously its contrast and balance, so too, materials such as 
brick and burlap…wire mesh and wool, ‘stand’ in the same relationship.” 
(Horowitz and Danilowitz, 2006, p. 108). 

Throughout his teaching, Albers emphasised the importance of 
distinguishing between how things exist versus how they are perceived. 
When explaining the rationale behind his material exercises, he said, 
“All materials have a physiological effect on us…We perceive [material] 
qualities partly with the eyes…But more, and much better…through the 
fingertips.” (ibid., p. 127). Albers spoke of the need to “recognize the 
importance of this fingertip feeling” explaining that design “was not 
confined to the optical sense” and that form too must be experienced 
through the skin (ibid., p. 127). 

Albers used the French word matière to describe the idea of something 
that is simultaneously optical and tactile. The matière studies created by 
Albers’ students explored a vast array of materials from egg shells and 
lichen to cement, broken glass and automobile parts. Parallels between 
Albers’ approach to colour and material can be seen in his teaching, 
with students being instructed to create a scale of materials in the same 
way that one might arrange tonal values of colour.  Also illuminating are 
the ‘free studies’ Albers assigned on his colour course, which provided 
students with an opportunity to study colour and matière at the same 
time.

For Albers a key part of any successful visual relationship was the 
transformation of colour or material from one state to another, and 
class exercises were designed to encourage students to use line, colour 
and materials in surprising and unexpected ways. Albers viewed each 
material as a point of departure that possessed both possibilities and 
limitations. When working with a material, he emphasised the importance 
of identifying a material’s specific characteristics and working in 
conversation with these traits to develop a unique but simple visual idea 
or solution which was more than the sum of its parts (ibid., p. 103).  Albers 
elaborated on this by saying, “Respect the material…Let it suggest what it 
wants to do or become, or whom it wants to be with, as if each substance 
possesses a will of its own.  Find a relationship between the material 
and the form it will take, so that the result expresses something of the 
material’s character. The path to effective work lies not in domination but 
in dialogue.  You don’t just tell wood what you want to do; you try to hear 
what the wood wants to say.” (ibid., p. 94). This attitude of respect and 
a give and take approach to material led Albers to the view that artists 
needed to set aside their egos when making work so that they could 
approach their task with humility and curiosity.  For Albers, solving a 
visual problem “was not only a matter of doing what could only be done 
with paper and wire, but rather, doing what could only be done with this 
paper and this wire” (ibid., p. 107). 

As an artist today, Albers’ ideas about working in dialogue with a 
material and its unique set of characteristics in order to reach a type of 
visual transformation continue to resonate with me in the studio. When 
thinking about Albers, I imagine him approaching his work in the way that 
a jazz musician might create a piece of music through a combination of 
improvisation, direct experience and a felt understanding of a subject. 
There is a rigor and seriousness combined with a sense of searching 
and playfulness; an element of risk involved in his use of trial and error 
when reaching a visual solution; a distilling of something complex into a 
single, clear moment. Moreover, there is something about the mercurial 
nature of colour that lends itself to this type of visual and physical play. 
But perhaps what resonates with me most of all about Albers is how he 
embraced the visual possibilities of all materials and all colours without 
prejudice or preconceived ideas.  

Horowitz, F.A. and Danilowitz, B. (2006). Josef Albers: To Open Eyes. 
The Bauhaus, Black Mountain College and Yale. New York and London: 
Phaidon Press. 
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The Walking Experience of Colour
Yannis Ziogas

I’ve kept a rein on my life, kept a rein on my life, traveling
among yellow trees in driving rain
on silent slopes loaded with beech leaves,
no fire on their peaks; it’s getting dark.1

(Yorgos Seferis, Epiphany 1937)

In Seferis’ poem “yellow” becomes, both as a word and as an image a 
stimulus that illuminates actually and mentally not only the landscape 
described by the poet, but also the poem itself. Yellow can be interpreted 
as the poetic impact of colour; the word has the same effect as a yellow 
brushstroke gesturally applied on a canvas. The poet is traveling, and 
“yellow” becomes one of the decisive incidents that are encountered by 
him along his itinerary.

Painting requires, among other things, the understanding of the way 
paint is applied on the surface, the way gesture is shaping it, and most 
importantly how the body is embracing the pictorial surface. The 
embodied experience is, an often underestimated, crucial factor in the 
making of a picture. A painting of today cannot be αχειροποίητος (not made 
by hand). That was the case of the Byzantine icons or the Renaissance 
paintings where the trace of the gesture had to be expelled. The concept 
of an image that is made from the hand and initiated from the body can 
be extended, in a contemporary interpretation, beyond the surface of 
the canvas:  it is a component of the way we perceive the stimuli of the 
environment, the methods that we establish in our thinking, and the 
processes with which a pictorial surface is shaped. We refer to a bodily-
initiated painting that derives not merely out of of relics of modernistic 
gestures, but from the movement of the body as a sensor of ideas, 
impressions, images, objects, and colors. The hand is not the only part 
of the body that shapes a painting. Body in its entirety contributes to 

1  George Seferis, “Epiphany, 1937” from Collected Poems (George Seferis). Translated, 
edited, and introduced by Edmund Keeley and Philip Sherrard. Copyright © 1995 by George 
Seferis.  Reprinted by permission of Princeton University Press. Source: George Seferis: 
Collected Poems (Princeton University Press, 1995) Accessed 10 March 2020 https://www.
poetryfoundation.org/poems/51365/epiphany-1937

the practice of painting. The body is part of the painting process even 
before the moment when the brushstroke, guided from the hand, is 
applying paint on the surface. The painter and the resulting painting are 
addressing in that way a constant mental prayer: a condition where the 
artist is contemplating whatever he or she perceives as valid.  

Walking can be a decisive tool in the process of realizing the potential 
of the body as a sensor of ideas. Walking is bringing the body of the 
artist out in the open space of the landscape, of society, of communities. 
Walking is shaping the environment into the artist’s workshop. A 
workshop where the itineraries of the painter are discovering the decisive 
incidents and objects that will initiate new ideas and will allow him to 
reflect on the old ones. A decisive incident is an event that, when it occurs, 
defines our way of remembering whatever has been realized until then, 
and how we perceive reality from that moment on. It is defined from the 
poetics that are unveiled during its encounter.

One of the main quests of an artistic practice could be the destination 
to where the artist is moving: to the place/topos where an artist is 
realizing his or her activity. How is the body defined and how is the body 
interpreted in that process? One way to answer that is to transform the 
Walk into a March. A March is a walk with a destination. This destination 
can be a vision, a utopia, a place. The artist will then move beyond the 
commonplace, the familiar sites of the cultural industry, the confidence 
in his artistic craftsmanship. He will walk trying to find a refuge where the 
unexpected resides. The artist is transformed during that process into 
a Magnus Artisticus. Magnus Artisticus is someone who, despite living 
in the predicament of an everyday condition, is still in the quest for ideas 
and creativity.

For a painter, colour can become a decisive incident of a walking 
process. Colour is an outcome of complex affinities, contradictions, 
inconsistencies. Hue, tone, saturation, complementarity, texture, are 
some of the main formal qualities that define colour. They are not however 
absolute, objective values. Colour is also something beyond that: it is the 
impact that generates emotions, feelings, memories, symbols, empathies. 
All the qualities of colour, whether formal or not, are defined by the 
way the body is perceiving them. If we consider the complementarity of 
colours outside the colour circle definition and we try to discover it into 
a place, then complementarity could attain a broader, more complex 
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scheme. The concept of complementarity in painting has had multiple 
approaches. For example, the complementarity of red and green has 
glorified Authority, it was later discovered in Nature, it exemplified the 
opposition between Artificiality and Nature. 

A walk in a topos can initiate images of complementarity: a red stimulus 
in a green environment, a purple haze and yellow sparkles in it, an orange 
structure in a blue environment. Occasions like the previous ones can 
initiate new ways of understanding, not only complementarity but also 
colour in its entirety. Walking in an actual environment allows someone 
to decide between the formal and the conceptual dimension of colour 
qualities and redefine them as interpretations of the decisive incidents 
that one can meet during a walk.

The beyond that is the beneath: Anne Carson’s 
Autobiography of Red
Sara Borga

Anne Carson has worked thoroughly and extensively with ancient 
Greek texts and sources, such as the ones from which Autobiography 
of Red departs. This ‘novel in verse’1 is loosely based on the myth of the 
tenth labour of Herakles, or Hercules, in which the Greek hero kills the 
monster Geryon in order to steal his red cattle. More specifically, Carson 
expands on a particular rendition of this story by the ancient Greek 
poet Stesichorus, which decentres the general assumption of Herakles’s 
heroicism, and turns instead to Geryon’s own experience. Much like 
Stesichorus, Carson similarly focuses on the red winged monster, but in 
this version what Herakles steals is the new protagonist’s heart. 

In the appendices which unusually precede this autobiography, Carson 
translates the surviving fragments of Stesichorus’s account as a way of 
introducing her story: ‘Geryon was a monster everything about him was 
red.’2 

For this symposium, what I wanted to do was turn to Anne Carson’s story 
and go through three instances of Geryon’s redness. Because it sits 
between colour and poetry, which is not only a space of extremes and 
intensity — as it is often perceived to be — but is also a space of aesthetic, 
lyrical, and political nuance. 

Red as a site of difference 

Throughout the book, any identifiers of social status, sexuality, race 
or ethnicity are only ever hinted at. The only certainty is the redness, 
which is mainly what places Geryon outside of any familiar (and 
dominant) registers of collective history or identity. In this sense, it is 
within the visible spectrum that difference is formed. However, ‘red’ as 
a differentiating quality is never stable or simply descriptive; it is never 
simply an adjective. 

1   Anne Carson, Autobiography of Red (Cape Poetry, 1999).
2  Carson, p.9.
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Children poured around him
and the intolerable red assault of grass and the smell of grass
everywhere
was pulling him towards it
like a strong sea.3

The instances which it describes stretch the limits of its usual 
understanding and generate some form of phenomenological 
synaesthesia. 

It was the year he began to wonder about the noise that colors 
make. Roses came roaring across the garden at him. He lay on his 
bed at night listening to the silver light of stars crashing against the 
window screen.4

In this way, Geryon’s own encounter with colour is also unique.

Red as both possessing and dispossessing force 

Red possesses Geryon more so that Geryon possesses red. It often comes 
paired with images of imprisonment or enclosure; of boiling blood and 
volcanic frustration. What Carson suggests is the possibility of exceeding 
this redness as a preemptive reading of Geryon’s being, the possibility 
of exceeding the autobiography of red itself, and somehow retrieve from 
underneath it an identity in flux; as it reinvents itself and the tools with 
which it portrays its own existence.

Geryon’s photographs as a site of resistance

The autobiography,
which Geryon worked on from the age of five to the age of forty-four,
had recently taken the form
of a photographic essay.5

Considering the medium of photography and its processes, it is difficult 
not to think of the red light which in the dark room creates a safe 

3  Ibid, p. 23.
4  Ibid, p. 84.
5  Ibid, p. 60.

environment for film to be developed or revealed. As red is seen to 
constitute difference, to possess and dispossess, its reading is further 
complicated by a continuing retrieval of its possibilities. In this sense, 
there is no complete reveal and there is always room for opaqueness; 
room to control one’s own narrative. 

Geryon does so pictorially, expanding the limits of written language 
beyond the facts that can be listed about him. Beyond and beneath the 
redness. The construction of his own self, the representation of his own 
experience, is done through a phenomenological lens which captures and 
challenges the limits of the facts that can be known about the red winged 
monster. 

In Autobiography of Red we are guided not only through the ways in which 
Geryon experiences, but also through his processes of making, which 
ultimately amount to a process of becoming; beyond that which can be 
perceived.

In an interview in 2015, Anne Carson said:
‘I don’t think I’ve ever thought of myself as doing poetry, frankly. But I like 
to make things.’6 

6  Peter Streckfus, ‘Collaborating on Decreation: An Interview with Anne Carson’ in Anne 
Carson: Ecstatic Lyre (Michigan, University of Michigan Press, 2015). Accessed 1 March 2021.
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The Colour of Words 

Jane Bustin

Words make poems, to make a poem, words are assembled next to each 
other, a construct, just like painting, one colour next to another, one word 
next to another and slowly the surface begins to build an impression, a 
sensation, a small world, like a window revealing the inner world to the 
outer world.

Poetry offers us colours and colours offer us poetry, the two intertwined, 
an intense relationship that is co dependent, revealing and ever present.

Yellow

Dear Marcel,

... in Paris the only difference between jane and jaune is u -
‘Un petit pan de mur jaune’ - a little patch of yellow wall ... like some 
priceless specimen of Chinese art of a beauty that was sufficient in itself ‘
a beauty that was sufficient in itself, you mean, not a beauty for a purpose, 
any ‘one’ else, any ‘thing’ else, but just itself, to remind us of qualities that 
cannot be rationalised, a sensation that is outside of purpose, usefulness.
Slowly we begin to value the metaphysical, just like the clarity of the sound 
of a glass bell, it removes us from our physical surroundings and connects 
us to the stars.
Yellow in English ... yell - low
it screeches, demands, warns us of danger, shouts
Yet in French jaune - it soothes, strokes, bathes us in a warm light and 
heats our very centre We hear yellow, we feel jaune.
Huángsè ... hwan-sur
and in chinese it combines
the first syllable ‘hwan’ acts like a greeting, capturing our attention like 
‘hey’, but then the second syllable ‘sur’, purrs and gathers us in, providing 
comfort.
Just for you Marcel as you stared at Vermeer’s view of Delft, the little 
yellow patch, after the initial strike of beauty came the sense of loss, of 
uncaptured moments, of not having seen the light, of being content with 
just the middle comfortable glow.
Yellow alerts us to aspire, jaune settles on pleasure.

You made your physical space, your bedroom, as close to your mental 
space as you possibly could - lining the walls with cork, muffling the 
sounds of the outside world, leaving the words in your head centre stage.
Avoiding daylight, the very breath of the day in pursuit of negating 
all allergies, left you to live in a world of half light, where yellow just 
crept through the cracks at the bottom of the door, or the glow of the 
street lamp and luminosity of the candle, an interior world, womb like, 
navigating the world not through site, but feeling.

Yours sincerely

Jaune

Above: Jane Bustin
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Red + Gold - Medieval + Modern 
Clare A. Lees

In 1922, six late medieval tapestries, now known as the Hunt of the 
Unicorn or the Unicorn Tapestries, arrived in New York from Paris. 
Briefly displayed in the Anderson Gallery, they were bought by John D 
Rockefeller Jr. for about a million dollars to hang in his apartment. Like 
the mythical unicorn, the tapestries were only momentarily visible. In 1928 
they were exhibited in the Metropolitan Museum, and in 1933 Rockefeller 
donated them to the Cloisters Museum, where they were exhibited with 
the fragmentary seventh tapestry when it opened in 1938. 

In 1922, the sale of the tapestries had attracted considerable media 
attention. In 1924, the American poet Marianne Moore (then living in New 
York) published her first major collection, Observations; it concluded 
with ‘Sea Unicorns and Land Unicorns’, which she had been working on 
since 1922.  This isn’t the first modernist encounter with medieval art, but 
it is a powerful instance of modernism’s exploration of the late medieval 
imaginary of textiles and maps. In Moore’s poem, the tapestries, like the 
unicorn (and the narwhal – the sea unicorn of the title) are elusive and 
ambiguous.  At times, the poem seems to engage more with the Lady and 
the Unicorn Tapestries now in the Musée de Cluny, Paris, especially in 
their use of red and gold thread, than those she probably saw in New York 
(image 1). The poem presents a ‘strange fraternity’, as Moore puts it, of 
the unicorn and narwhal with the European encounter with the Americas. 
Medieval meets modern, we might say.

In the 1950s poets were equally attracted to the medieval. The 
Anathemata by David Jones and Edwin Morgan’s Beowulf were published 
in 1952 and the Unicorn Tapestries were addressed in Book V of William 
Carlos Williams’s Patterson of 1958. At the beginning of the decade, the 
young Adrienne Rich published the ekphrastic “Mathilde in Normandy” 
(1951), attributing the making of the high medieval Bayeux Tapestry to 
Matilda, Queen of England by her marriage to William the Conqueror.  
Rich was wrong about the attribution, though it was a popular one in the 
period, but her poem offers an important, characteristically woman-
oriented perspective on the inter-relation of art and war, modern and 
medieval, via this celebrated embroidery (image 2):

From the archaic ships the green and red 
Invaders woven in their colored hosts 
Descend to conquer. Here is the threaded headland, 
The warp and woof of a tideless beach, the flight 
Of sudden arrows traced by slower shuttles, 
And the outlandish attitudes of death 
In the stitched soldiery (lines 1-7) 

To the red and gold of Moore’s Unicorn Tapestries and the red and green 
of Rich’s Bayeux Tapestry, I add Annie Albers.  Not that I have found 
any particular association with western medieval art – far from it – but 
because Albers’ modernist textiles parallel early medieval culture’s 
interest in the woven, the fabricated and the embroidered. Consider the 
affinities of this painted design by Albers from the 1950s with the Sutton 
Hoo shoulder clasps, some of the most famous objects from the seventh-
century ship burial (image 3).  

Red and gold are two of the oldest words in English, yet they are rarely 
used together in Old English poetry, even though red and gold are popular 
combinations in high status objects such as the Sutton Hoo shoulder 
clasps.  As color terms, red and gold often describe highly ornamented 
and fabricated objects but, surprisingly, there are only four references to 
‘readan gold’, ‘red gold’.  Take the tenth-century Exeter Book Riddle 48: 

Ic gefrægn for hæleþum      hring gyddian 
torhtne butan tungan,     tila þeah he hlude 
stefne ne cirmde,      strongum wordum. 
Sinc for secgum      swigende cwæð: 
“Gehæle mec,      helpend gæsta.” 
Ryne ongietan      readan goldes 
guman galdorcwide,      gleawe beþencan 
hyra hælo to gode,      swa se hring gecwæð.

I heard a ring singing for heroes, 
bright but without tongue; good, though
not sounded with a loud voice, with strong words, 
That treasure spoke silently before men: 
“Save me, helper of souls.” 
Let men consider that mystery, that song,
of the red gold, wisely commit
To God their salvation, just as the ring said.

(Riddle 48, my translation)
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The object riddled here is probably a chalice or paten – both are 
associated with inscriptions and salvific healing – but my imagination is 
seized by ‘readan goldes’.  The meaning of the phrase is unexpectedly 
elusive. A reddish alloy is rare in early medieval metal objects but red is 
here the colour of a gold which moderns might describe as yellow. The 
riddle of red + gold is a bit like the unicorn, glimpsed here and there, but 
pondering the medieval in the modern helps uncover the poetry of colour. 

Predicting Colour
Kate Hopkins

This illustration highlights particular features of the brain and visual 
perception. My interest (and subsequent foray into neuroscience) arose 
out of struggles in my own practice-of painting from observation, and has 
transformed the way I think about perception, and colour.

The relativity of colour is well understood by artists, but equally 
important is the role of memory colour, or predicted colour.

“A new theory is taking hold in neuroscience. the theory is increasingly 
being used to interpret and drive experimental and theoretical studies, 
and is finding its way into many other domains of research on the mind.
It is the theory that the brain is a sophisticated hypothesis-testing 
mechanism, which is constantly involved in minimising the error of 
of its predictions of the sensory intuit receives from the world. This 
mechanism is meant to explain perception and action and everything 
mental in between. It is an attractive theory because powerful theoretical 
arguments support it. It is also attractive because more and more 
empirical evidence is beginning to point in its favour. It has enormous Following pages: pp. 50 - 53, Kate 

Hopkins
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unifying power and yet it can explain in detail too.”

“Perception is more actively engaged in making sense of the world than is 
commonly thought. And yet it is characterised by curious passivity. Our 
perceptual relation to the world is robustly guided by the offerings of
the sensory input. And yet the input to the brain does not shape 
perception directly: sensory input is better and more perplexingly 
characterised as feedback to the queries issued by the brain.
Our expectations drive what we perceive….” (Jakob Hohwy ‘The Predictive 
Mind’ 2013 p1,2)

These ideas have ancient origins; from Al Haytham (early 11th century), 
developed by Helmholtz (1867), disseminated by Gregory in ‘Eye and 
Brain’ (1966), and their current manifestation in the free-energy principle 
and predictive coding theory introduced by UCL neuroscientist Karl 
Friston (2006).

Illustrating the inherent ambiguities of the ever-moving retinal image; is 
the moon a saucer or a dime? And the variables for the cause of the light- 
the source, the object, the atmosphere.

How can we interpret this ambiguous pattern?

Perception, it seems, is our best guess at the CAUSE of the retinal image- 
a hallucination, a prediction, and driven by expectation:

As an example, we expect light to come from above:

This first image looks to me like a ryvita cracker. But it is a photograph of 
the Sahara desert taken from outer space, and lit from below.

The second image is the same photograph, but turned upside-down, and
becomes recognisable as dunes rather than indentations.

Likewise, when viewing paintings, we are predicting colour. I would 
describe the jacket depicted in Vermeer’s’Girl with a pearl earring’ as 
ochre. Yet the paint is mainly grey.
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But returning to my brain diagram:

‘TWO PATHWAYS’ of visual processing, known as the ‘what’ and ‘where’ 
systems were first identified in 1989, (early days of brain imaging). Both 
include numerous areas of visual specialisation.

The ‘what’ pathway is more directly connected to our central vision,
and is broadly concerned with recognition of faces, objects and
colour.

The ‘where’ pathway is responsible for visually guided action.

This system is pre-conscious, and more connected to our peripheral
vision. But we can tap into this pathway, and bring it to consciousness,
by “squinting”. Areas in this pathway respond to tone/ luminosity, and
not to colour. Hence the tonal scale in my illustration.

In evolutionary terms, this is an older part of the brain, that we share
with other (colourblind) mammals.

The arrows illustrated indicate the simultaneous flow of
information in both directions. The larger arrows representing sensory 
input -now understood as “feedback to the queries issued by the brain”. 
The smaller arrows representing the predictions, or guesses, that literally 
colour our perception, and are far more numerous yet more diffuse.

As soon as we see a banana shaped object, we predict/see yellow.
Expectation literally colours our perception…whether viewing a banana, 
or a painting of a banana. The appearance of colour in painting is 
generated significantly by expectation, and in viewing paintings, grey 
tends to be overlooked, and is usually seen as something else (a metamer).
It seems that we tend be blind to grey unless we make a conscious effort to 
see it- like shadows, with which we have a curious perceptual relationship. 
We tend not to see them except with effort.

In my mind, Vermeer’s use of colour is characterised by his radical 
and extensive use of grey, giving the viewer space for perception, and 
generating the illusion of ravishing colour and pictorial space.
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Poetic Interlude
Tender Buttons (Objects) by Gertrude Stein

Read by Lesley Sharpe

A CARAFE, THAT IS A BLIND GLASS.

A kind in glass and a cousin, a spectacle and nothing strange a single 
hurt color and an arrangement in a system to pointing. All this and not 
ordinary, not unordered in not resembling. The difference is spreading.

GLAZED GLITTER.

Nickel, what is nickel, it is originally rid of a cover.

The change in that is that red weakens an hour. The change has come. 
There is no search. But there is, there is that hope and that interpretation 
and sometime, surely any is unwelcome, sometime there is breath and 
there will be a sinecure and charming very charming is that clean and 
cleansing. Certainly glittering is handsome and convincing.

There is no gratitude in mercy and in medicine. There can be breakages in 
Japanese. That is no programme. That is no color chosen. It was chosen 
yesterday, that showed spitting and perhaps washing and polishing. It 
certainly showed no obligation and perhaps if borrowing is not natural 
there is some use in giving.

A SUBSTANCE IN A CUSHION.

The change of color is likely and a difference a very little difference is 
prepared. Sugar is not a vegetable.

Callous is something that hardening leaves behind what will be soft if 
there is a genuine interest in there being present as many girls as men. 
Does this change. It shows that dirt is clean when there is a volume.

A cushion has that cover. Supposing you do not like to change, supposing 
it is very clean that there is no change in appearance, supposing that 
there is regularity and a costume is that any the worse than an oyster and 

an exchange. Come to season that is there any extreme use in feather and 
cotton. Is there not much more joy in a table and more chairs and very 
likely roundness and a place to put them.

A circle of fine card board and a chance to see a tassel.

What is the use of a violent kind of delightfulness if there is no pleasure 
in not getting tired of it. The question does not come before there 
is a quotation. In any kind of place there is a top to covering and it is 
a pleasure at any rate there is some venturing in refusing to believe 
nonsense. It shows what use there is in a whole piece if one uses it and it 
is extreme and very likely the little things could be dearer but in any case 
there is a bargain and if there is the best thing to do is to take it away 
and wear it and then be reckless be reckless and resolved on returning 
gratitude.

Light blue and the same red with purple makes a change. It shows that 
there is no mistake. Any pink shows that and very likely it is reasonable. 
Very likely there should not be a finer fancy present. Some increase means 
a calamity and this is the best preparation for three and more being 
together. A little calm is so ordinary and in any case there is sweetness 
and some of that.

A seal and matches and a swan and ivy and a suit.

A closet, a closet does not connect under the bed. The band if it is white 
and black, the band has a green string. A sight a whole sight and a little 
groan grinding makes a trimming such a sweet singing trimming and a red 
thing not a round thing but a white thing, a red thing and a white thing.

The disgrace is not in carelessness nor even in sewing it comes out out of 
the way.

What is the sash like. The sash is not like anything mustard it is not like 
a same thing that has stripes, it is not even more hurt than that, it has a 
little top.

A BOX.

Out of kindness comes redness and out of rudeness comes rapid same 
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question, out of an eye comes research, out of selection comes painful 
cattle. So then the order is that a white way of being round is something 
suggesting a pin and is it disappointing, it is not, it is so rudimentary to 
be analysed and see a fine substance strangely, it is so earnest to have a 
green point not to red but to point again.

A PIECE OF COFFEE.

More of double.

A place in no new table.

A single image is not splendor. Dirty is yellow. A sign of more in not 
mentioned. A piece of coffee is not a detainer. The resemblance to yellow 
is dirtier and distincter. The clean mixture is whiter and not coal color, 
never more coal color than altogether.

The sight of a reason, the same sight slighter, the sight of a simpler 
negative answer, the same sore sounder, the intention to wishing, the 
same splendor, the same furniture.

The time to show a message is when too late and later there is no hanging 
in a blight.

A not torn rose-wood color. If it is not dangerous then a pleasure and 
more than any other if it is cheap is not cheaper. The amusing side is that 
the sooner there are no fewer the more certain is the necessity dwindled. 
Supposing that the case contained rose-wood and a color. Supposing 
that there was no reason for a distress and more likely for a number, 
supposing that there was no astonishment, is it not necessary to mingle 
astonishment.

The settling of stationing cleaning is one way not to shatter scatter and 
scattering. The one way to use custom is to use soap and silk for cleaning. 
The one way to see cotton is to have a design concentrating the illusion 
and the illustration. The perfect way is to accustom the thing to have a 
lining and the shape of a ribbon and to be solid, quite solid in standing 
and to use heaviness in morning. It is light enough in that. It has that 
shape nicely. Very nicely may not be exaggerating. Very strongly may 
be sincerely fainting. May be strangely flattering. May not be strange in 

everything. May not be strange to.

DIRT AND NOT COPPER.

Dirt and not copper makes a color darker. It makes the shape so heavy 
and makes no melody harder.

It makes mercy and relaxation and even a strength to spread a table fuller. 
There are more places not empty. They see cover.

NOTHING ELEGANT.

A charm a single charm is doubtful. If the red is rose and there is a gate 
surrounding it, if inside is let in and there places change then certainly 
something is upright. It is earnest.

MILDRED’S UMBRELLA.

A cause and no curve, a cause and loud enough, a cause and extra a 
loud clash and an extra wagon, a sign of extra, a sac a small sac and an 
established color and cunning, a slender grey and no ribbon, this means a 
loss a great loss a restitution.

A METHOD OF A CLOAK.

A single climb to a line, a straight exchange to a cane, a desperate 
adventure and courage and a clock, all this which is a system, which has 
feeling, which has resignation and success, all makes an attractive black 
silver.

A RED STAMP.

If lilies are lily white if they exhaust noise and distance and even dust, if 
they dusty will dirt a surface that has no extreme grace, if they do this 
and it is not necessary it is not at all necessary if they do this they need a 
catalogue.
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Voice Score for Hearing the Inside of a Rock
Sean Borodale

Rock at First Sight

My first encounter with ‘the rock’, as a decapitated portion of the geology 
of the planet, took place whilst scaling up the model of a rock for a bronze 
of Flanagan’s sculpture Thinker on a Rock. This sculpture, depicting 
a hare sitting posed in thought upon a rock, refracts (and mimics) 
the image of Rodin’s bronze of a man unclothed, seated in the pose of 
thought upon a hewn piece of rock. Rodin’s sculpture was constructed 
as the central element of his composition, The Gates of Hell. Since that 
encounter, a sort of magnetic moment in knowing the rock, alone as a 
rock, without hare, without man, has been a spectral gravity, has evolved 
in my mind as a thinking rock. Not a rock for thinking upon, as in those 
sculptures by Flanagan and Rodin, but as a rock in the process of itself-
thinking.

I hold a conglomerate word, para-phenomenological, to such bodies of 
dislocation: a ‘portion’ of phenomena. And I have Graham Harman’s 
parable of the three tables as a means to knowing different simultaneous 
ways such things can bear out modes of being – a mineral of value, 
shimmering electrons, a phenomenological entity, ever coming into being, 
ever-withdrawn. I socialise with these rock(s). 

Soul of Rock

If the rock is the Sysyphean instrument of work, I have been fascinated by 
the writing of Franco Berardi. The title of his book The Soul at Work bears 
resemblance to the title Thinker on a Rock. If the rock is conscious, then it 
may bear soul. The study of the enslaved body can be expanded to include 
the geological mineral body. The act of breathing and the insinuation of 
the fake rock stand in a relation.

An experience of geology informs this fake rock, encrusted in iron oxide 
scraped from the edge of a chalybeate spring’s blood-tasting waters. 
The oxidisation of iron reminds us we live in an epoch of free oxygen. 
This oxygen and its reaction with iron in haemoglobin is basis for breath, 

preparation for the propelling agent of voice. Speech is in some sense the 
audible meaning-spectrum of voice. The fake rock, as signifying ghost and 
material, resonant colour of iron oxide, is a draw towards power of voice 
as completion of power expression.

Blood Rock

Iron is an element whose trait is ease, curiosity; giving itself to others. 
Within haemoglobin, it is bedrock on which breath is prepared. Inhale, 
and, at an atomic, molecular level, iron returns into a rock state, a 
substance precipitating at the mouth of the chalybeate spring drawing it 
out of the earths and sands of the ground.

Before speech has been uttered, oxygen in air enters a respiratory 
contract. Within the molecular structure of haemoglobin, a single iron 
atom is mounted and carried like a jewel, a miniature rock, awaiting 
a binding to oxygen and a release of it at a point somewhere along its 
journey inside an experience of the body. This has a metaphoric quality. It 
is rusty and then, it is not rusty. 

Ortega y Gasset describes the process of making metaphor as the 
beautiful cell, in which the generation of metaphor is brought out of a 
binding together of the trace of similarity in two things into a new thing. 
The many unlike qualities of both things fall away, and the binding occurs 
on resonant similarity.

Social Rock

‘Desire is not a force but a field,’ writes Berardi, ‘desire is the field where 
an intense struggle can take place.’ So we have a theatre where the 
rock without its thinker is meteoric. Friction as it enters the earth’s 
atmosphere will cause its body to glow, and that luminescing attract a 
sight-power. Each time the singer approaches the rock, there is a rupture 
of the atmospheric entity of the rock’s lifetime, accentuated by its being 
encrusted in an iron oxide spectre, a closeness to the atomic iron in blood 
which forges air into breath, expels air into force of voice, emits word. 
Each word is a rock, absorbing and reflecting forces of sound.
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The rock, unstable, lives as an encrustation of atmosphere’s 
geological gas. How does it act as score, how does iron oxide as colour 
in arrangement, controlled, abstracted from the epochal storm of 
affectations that make life live and metal swing, provoke a reading.
The score is a summoning board. It stands for very little, but does 
energise ‘countergravity’ to the aims of speech, into sub-speech, 
pre-speech, towards vocalisation that exceeds bondages. We seek an 
expanded concept. We fall to rock, leap into rock, see through rock, hear 
through rock, are rock evolved into articulations that dig and break and 
bring rock portions up into the existence (and consciousness) of this 
common: moved air.

Taking Shape: Seeing Through Colour
Sara Choudhrey 

In the production of any artwork, it undergoes an ever-evolving state, 
continuously altering during the process of the making. The artist sees 
the many different versions that could be extrapolated from the artwork 
at any given stage. Through my work, my desire is to demonstrate the 
shifts and changes, the multi-layered states of possibilities, achieved 
through the use of form, material and colour, and often even the absence 
of it. The underlying implication is a state of flux in the work, which is in 
contrast to the finality and solidness of a completed piece.

One way used to demonstrate this flux is through an exploration of 
how colour, used in combination with geometric forms and motifs, can 
produce patterns and compositions that allude to a sense of motion and 
illusion.  The placement of colours on the same underlying grid can also 
highlight very different shapes or connections within a composition and 
create a completely different trajectory for the eye to follow.

Geometry, whether as the subject or a hidden aspect of the work, is a large 
part of my practice and involves visual analysis that makes references to 
historical surface design. There is an interest in understanding not just 
the drafting and construction methods that might have been used, but 
allowing some of this information to be presented in the form of a visual 
aid for the viewer. The information, the unique proportions that present 
the relationship between a unit and a whole, the distance between one 
position or entity to another, is explored through drawings, with pencil on 
paper or drawn as vectors on a screen. The use of colour, positioned in a 
strategic manner allows for emphasis of some aspects of these drawings, 
presenting the information of the geometry in a suggested, intentional 
manner. It could be argued that a choice is made to manipulate the visual 
in some way, making a choice as to what the viewer might see on first 
encountering the work, as opposed to what might be seen through the 
passage of time.

Time, as a concept and literal manifestation, becomes another key aspect 
of my practice. One of the earliest influences on my work has been the use 
of patterns in Islamic art and architecture. Historical sites and artefacts 
are adorned with stylised abstract designs. Use of patterns as a visual 

Above: Sean Borrodale, Rockollage 
: study for a staged object, a vocal 
score (iron oxide, cardboard, glue) 
9 x 9 x 9 cms
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language became a link between a vast global network of shared ideas 
and the exchange of creative knowledge that occurred throughout what 
might be considered the ‘Islamic’ world. There is however a continuity in 
the use of this language beyond any particular version of art history, and 
beyond binary regional borders leading to an interconnectedness in art 
and design traditions across the globe. 

An ongoing exploration in my work is the use of a singular grid or 
composition with a limited palette, yet filled with subtle shades of the 
same colour. This allows for a depth to be achieved by numerous layers 
of lighter and darker shades. The contrast between these forms allow 
for the pattern or structure to be perceived in a variety of ways, whether 
giving the illusion of a 3d space, or highlighting a less common shape in a 
construction based on a series of more readily recognised polygons. 
In working with specific patterns, I am also able to reference regions 
and architectural sites, where use of colour combinations and patterns 
can be understood through a new lens, reconnecting the viewer to a 
disconnected context.

In the گنر (Rang) series of paintings and prints, a connection is drawn 
out between the Lahore Fort in Pakistan and the Alhambra Palace in 
Granada, Spain, both of which feature similar use of geometric surface 
design using an abundant array of coloured ceramics. The history of 
both sites is long and tumultuous. The neglected sites in Pakistan have 
experienced the splendour of Mughal rule and then the contrasting 
presence of the British Raj. The Alhambra, situated in present-day 
Europe, was built during the golden age of the Nasrid dynasty, but also 
experienced a lengthy period of neglect and white-washing (literally 
covering, painting-over and demolishing the rich earth coloured carved 
plaster surfaces). The idea of heritage and identity can be explored 
through the remaining material evidence which has undergone intense 
restoration, allowing the decorative designs to speak to the audience to 
whom the language may or may not resonate.

The use of geometry and colour alludes to the vibrance and variety of the 
visual stimuli around us, in a very literal and conceptual manner, making 
use of geometric shapes and proportions and using colours inspired 
by the environment itself.  We are joyfully embedded and surrounded 
by colour and light that allows us to see and digest colour, even where 
hinting at a past presence. It is through the natural environment that 

we see colour in all its glory; within the flora and fauna, in the skies 
above us, in the stars and galaxies, in the whole cosmos where light is in 
constant motion travelling towards us. There are also the sluggish yet 
vibrant underwater creatures such as nudibranchs, and all the shades 
and nuances in the micro and macro matter around us, such as ancient 
fossils and minerals within the ground we tread. I deem this to be Divine 
creation, including every mode through which viewing of colour has been 
enabled for us through human anatomy. Tapping into these rich visual 
resources leads to a continued source for exploration, investigation and 
celebration.
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Conversations of Colour within the Collection 
of the National Gallery, London
Rose Davey

LEONARDO DA VINCI
Virgin of the Rocks 
1491/2-9

The restraint of colour allows for moments of sensation.

A lighting strike of orange appears at the Virgin’s waist.
Sculpted by her previous movements, it appears as crinkled metal, edged 
with a line of light.

Her outstretched arm creates a canopy of blue, sheltering a void below.
The opposing hues sandwich the chasm of darkness at her breast; 
obscuring form through shadow.

The excessive use of brown forces a limited palette. 
Colours are selected for their ability to benefit the shades of rock.
Turquoise water radiates light against a boulder painted equal in tone, 
causing its edge to buzz against the shimmering surface.
Silvery skin is absent of a hue that might disrupt the glorious exchange 
between orange and blue, light and dark.

JAN VAN EYCK
The Arnolfini Portrait
1434

The complete spectrum is present but aloof. 

Represented under a natural light, colour does not perform in show 
stopping saturated hues. It is affected by shadow.
Colours are discreetly joined by their complementary partner. 
Red bed / green gown
Orange fruit  /  blue sleeves
Purple robe / yellow brass

Black Hat / White Headdress

Colour does not only serve the objects it describes, it unifies the entire 
image.
The same green, red and blue observed in the woman’s dress and décor,  
reappear across the canvas in the stain glass window design, beads and 
mirror, and carpet pattern. 

Van Eyck can include an astonishing abundance of visual information 
because his precise organisation of colour creates passages of travel for 
the eye. 

PIERO DELLA FRANCESCA
Baptism of Christ
c.1437

Colour that infers another world.

White, chalky, translucent
Stripes of colour, unusual colour, overlooked colour
Angel wing; olive green, pale pink, baby blue
Reflected robes; red, ochre, burgundy

Colours are conceived, not in reference to objects closely observed by the 
eye, but in harmony with colours already present within the canvas.

Colour inspires colour.

The reflection of the blue sky in the water below
The pale white tree, wears the same skin as the figures
The grey trunk of the tree behind
Two tone green leaves
White pants on white skin

To attribute words to such a work is to remember words are insufficient. 
Like all great paintings, The Baptism can only ever be truly accessed by 
the eye.
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PAOLO UCCELLO
The Battle of San Romano
1438 – 40

Colour as shape.

Circles of oranges, clovers, roses, 
Circles of armour and horses harness design
Orthogonal lines of broken lances laid upon a glowing pink battlefield cut 
from dense green foliage (a square patch of grass reserved for the central 
white charger and shield).

Colour wheel people are seen in the distance
White leg, yellow leg, blue leg, red leg

The mysterious mustard legs of a horse with no body draws attention to 
the fallen knight. 

A feathery white tail above, an edge of red on a leg.
The distribution of colour across repeating forms unifies the painting 
into pattern, disguising the fact we are witness to a battle of one knight 
against an entire army.

White woven girth, pale green stirrup strap, coral sword sheath, gold and 
powder blue: Combinations of colour to infinitely inspire. 

CARLO CRIVELLI
The Annunciation
1486

A palette that evokes the artificial.

Everything appears in crisp, clear focus, encased by a graphic line. 

The terracotta toned surface glistens with a synthetic, stifled warmth 
that lacks air or atmosphere. 

The strip of blue sky could provide relief from the suffocating orange 
hues, but instead it forms a heavy lid clogged with cloud, which only the 

holy spirit can penetrate.

Green seen in the precarious potted plants, the trees beyond the wall, and 
the little girls socks, pin ball our eye about the canvas.

Inside the Virgin’s chamber, repetitions of white, green, red, and gold 
colour the dress and décor.

Simultaneously we see inside/outside, backwards/forwards 

Crivelli’s colour is manufactured by the mind as opposed to observed by 
the eye, and yet he comes closest to reality. He informs us that painting is 
a powerful illusion which he controls. 

The gourd and apple begin to leave the frame to remind us of the 
impossibility of such an action, and yet it seems  the most convincing 
aspect of the whole scene.
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The Silence of White
Elizabeth Mead

As a sculptor I have always considered space to be as important as and 
sometimes even more important than the material that composes an 
object. When it comes to books, rarely do we pay any heed to the white 
space of the page. We tend to think the only thing that matters is the stuff 
on the page, the material, and that the white space is a kind of emptiness 
or nothingness that has no presence, a negative space in which we move 
matter and materials around. What I would like to propose is that this 
space, like silence, or the color white, is a cris de coeur that is more 
important than the matter or materials that occupy or surround it.
In his “Lecture on Nothing” John Cage said that “What we re-quire is 
silence; but what silence requires is that I go on talking.” It would seem 
then that these are co-dependent relationships. One needs the other in 
order to be. Heidegger observes how a bridge uniting the two continuous 
sides of the river makes them into a place. Without the bridge the 
landscape simply continues and a place is not established. In poetry, the 
space between words, the combination of words, the break in the line, 
each offers a pause, a moment, a linkage of one to the next. It isn’t any one 
word or any one line but the emptiness, the space between, that evokes 
the poem, the sum of each of these parts.

Barnett Newman’s Stations of the Cross have occupied my thinking for 
many years. A semester as the artist in residence at a small Catholic 
college some years ago offered further insight into the spatial aspects 
of the Stations. The campus was also home to a monastery and was 
divided by an invisible line. On what I would refer to as the campus side 
students acted as college students do. They moved about freely talking 
in enthusiastic tones. Within a certain proximity to the monastery side of 
campus however movement would gradually slow, conversation continued 
in hushed tones and gestures were more muted. The distinctly different 
physical responses to the respective sides of the campus reinforced my 
belief in the potency of space. 

Newman employs the white of the canvas to balance the black and white 
“zips” in his fourteen Stations of the Cross located in the Tower at the 
East Wing of the National Gallery in Washington, D.C. White is present 
both in the white paint and the white of the unprimed canvas. 

Newman’s stations rely on three things: the space that is not the zip, that 
is the raw canvas; the elements that are the zips which depend on the 
relation of mutual determination with the blank space around them; and 
the actual space between the fourteen paintings. His stations are silent, 
non-narrative, and confrontational.

Each station is a punctuation, a moment in time and space—perhaps like 
moving from one word to the next in a poem. This procession moves a 
devotional practice into space. In Catholicism the Stations of the Cross 
depict Jesus on the day of his death starting with his condemnation 
and ending at his entombment. Worshippers move sequentially from 
one station to the next stopping at each to offer prayer and reflection 
and in so doing relate object to their own movement and activity in 
space. Newman’s paintings engage space in a similar way both inside the 
pictorial plane as well as outside of it. Newman himself identified these 
paintings as “human” scale. He said that he wanted the beholder to stand 
close to his paintings to be absorbed into them and when the stations do 
this they make us aware of our own corporeality. As we stand in front of 
each individual Station we are at the same time surrounded by the others 
as they wrap around the gallery. They exert a quietude that is meditative 
and self-reflective, we are both inside and outside the painting. Their 
appeal to us as embodied beholders is further asserted in the decided 
verticality of the zips mirroring the beholder’s own erect orientation. As 
humans we identify as vertical, we spend more time standing than we do 
horizontally. Even a portrait is situated vertically.

 As we can see in the view of the installation there is far more white and 
raw canvas than anything else. It is the white zips and the raw canvas 
that give us an entrance into the space of the painting, they become a 
space for us to be within. The white zips embolden the black which assert 
and recede in their presence. The thickness of the zip determines its 
proximity to us. They hold taut whereas the white offers breath a kind 
of other worldliness to the black bounded abyss. Like Richard Serra’s 
Equal—eight forged steel cubes stacked in pairs —the materiality of 
Barnett Newman’s stations, their weight, and scale, amplify our awareness 
of our surroundings.

It is worth noting that the eight years it took Newman to paint the 
Stations of the Cross followed his having suffered a major heart attack 
that kept him hospitalized for a month and a half. He died two years after 
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completing the series. 

Death surrounded the poet Stéphane Mallarmé’s life. He lost his mother 
when he was quite young, then his sister to whom he was very attached, 
and then one of his sons at the age of eight. He himself died unexpectedly 
at the age of 56.

Several years ago, I happened upon Mallarmé’s Poem Un Coup de dés 
(1897) and was struck by its physicality: the way in which the words 
become objects, at times held by the space of the page and at others 
tumble down the page, all the while as they remain tied to their meaning. 
This Poem shares a relationship with Samuel Beckett, another master 
of carving space with language. In the Poem Mallarmé uses varying 
font sizes, the gutter, and the white of the page as well as the words 
themselves. Space, the white of the page and the relationship to text 
share similar concerns in this poem as in Newman’s Stations but are more 
complicated in their mutual determination.

There are numerous translations and interpretations of the Poem. 
Marcel Broodthaer’s tribute to it replaces the text with blocks of black 
ink. As Ellen Handler Spitz notes “Absence morphs into presence as 
unmarked space advances and seeks to hold our attention, while the 
ebony words, which normally focus our minds when we read, sporadically 
recede.” In this sense she notes Mallarme “collapse[s] the gap between 
representation and what is represented.” This is similar to Newman’s 
Stations, where it is in their verticality and scale that we discover our own 
presence rather than a depiction of Christ, placing us within the world of 
the painting. In Broodthaer’s version, it is as though the horizontal bars 
are in some instances holding back the white of the page, trying to contain 
and silence it. Rather than words that allude to or tell us something, the 
blocks of ink possess a thingness. It is as though by merging the individual 
letters into a solid singular bar the word itself becomes, rather than 
names, the thing.

This is an enigmatic and illusive poem about a captain battling a storm at 
sea, a shipwreck, a confrontation of one’s mortality and the way in which 
chance and control or lack thereof play out against the Poem’s structure. 
Un Coup de dés was first published in 1897 in the magazine Cosmopolis. 
In 1914, 16 years following his death, it was published in book form—this 
time following his detailed notes and directions. It is the 2015 Wave Books 

translation A Roll of the Dice Will Never Abolish Chance by Jeff Clark and 
Robert Bononno that adheres most stringently to Mallarme’s scrupulous 
notes and that I reference specifically regarding details of typeface and 
font size.

Before I continue, I think it is important to both see and hear Mallarmé’s 
Poem. It is read here by the American actor Dan Day, with whom I share 
a love of Beckett, and accompanied by images of the Clark and Bononno 
translation.

For Mallarmé typography, space, that is the white of the page, and the 
book as a whole become the syntax. In Modern Poetry and the Idea of 
Language Gerald Bruns states that “[I]n Un Coup de dés typography 
replaces syntax as a way of establishing relationships among words—
that is, as a way of organizing the material for the poem. Syntactical 
structures are everywhere to be found, but they are radically diffused 
by the way the words are positioned on the page. The importance of this 
displacement or subordination of syntax has already been suggested: 
syntax describes a movement in time, but what Mallarme seeks is the 
illusion of objects moving in space. ‘We avoid narrative,’ he writes in his 
preface to the Poem; his aim is to ‘space out’ our reading so that as we 
move from word to word and from one group of words to another, we will 
do so within ‘a simultaneous vision of the page’. The page, not the line, 
is the unit of Mallarme’s verse, and within the unit words appear and 
disappear ‘according to the mobility of the writing.’” The relationship of 
space and movement is like that in Newman’s Stations, which are arrayed 
with respect to the composition within each work and according to the 
ensemble around which the beholder moves.

Mallarmé’s on-going project of the book plays full tilt in Un Coup de dés. 
Book and reader share a silent intimate relationship. The book, already 
within the world of objects, encapsulates the individual components 
of typography, words, space, and page into a single whole. While the 
placement and groupings of the text control time and movement across 
the gutter and down the page, the changing font size creates a counter 
movement back and forth or in and out. The tiniest 8.25 point font draws 
you in while the largest, a 15 point punctuating throughout the book acts 
as some kind of perspectival trope pulling you at times deeper into the 
world of the Poem and at other times pushing to the furthest most point/
surface of the page. It is as though the largest font and the density of 
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black ink on the page sits at equipoise with the reader reasserting the 
page or if you will, the white support. Whereas in Broodthaer’s version 
the dense bars of ink become a forceful form pushing out as they hold 
back the white. Further yet more subtle movement may be found in the 
shift between Roman and Italic type. All gather together to create a visual 
tumbling as though rolling and listing about the sea. The pace of the text 
determined by both its placement and shifting font size regulates the 
physicality in a way similar to how the relative scarcity of punctuation 
in Let Us Now Praise Famous Men by James Agee and Walker Evans, 
escalates the rate of our reading and heightens the tension.

Gerald Bruns notes that “Mallarme’s vision…belongs neither to the world 
of things nor to the human world of speech but rather to primordial 
emptiness, in which the splendor of beauty exists as a sheer presence, 
a pure quality unpredicated of any reality but the word.” But the words 
in Poem are never merely words. They roll and cascade down the page.  
Mallarmé vacillates between the word as object and its placement in 
space. He isolates body parts “Corpse by the arm” segmenting and 
fracturing the body like the isolated words throughout. A “lost solitary 
feather” lightly floats atop the page; we can feel its weightlessness as our 
eye floats to “unless” and then across the gutter the pace picks up and we 
are in the space of this “rigid whiteness”. One is reminded of the blocks 
of ink in the Broodthaer’s interpretation but this time in the opposite 
direction where the letters, the space between, within, and around each 
contribute to the weightlessness of the words. In another sense returning 
us to the word as form, as spatial entity in its placement on and in relation 
to the page, once again returning us back to the book as a whole.

There is another object / word correspondence to consider, dice. Dice are 
very precise objects, carefully weighted cubes whose angularity causes 
them to tumble and cascade rather than roll smoothly like a marble. They 
teeter and rock like a ship at sea. Dice like a page of text are fields of white 
holding black dots landing in combinations of various arrangements 
that assert new orders. There is yet another aspect to the dice. Their 
function is to be thrown, to tumble in a perpetual act of motion brought 
to a complete halt «before stopping at some final place of consecration». 
Regardless of any control we assert or believe we are asserting, it is in fact 
all just a crap shoot.

In a letter to Villiers de L’Isle-Adam Mallarmé writes, “And so you will be 
terrified to hear that I have discovered the idea of the universe through 
sensation alone—and that, in order to perpetuate the indelible idea of 
pure nothingness I had to fill my brain with the sensation of absolute 
nothingness.” The most profound way he can experience the universe is 
through nothingness. It is the white space, the nothingness of the page in 
Un Coup de dés that allows words to toss and tumble, it is the world of the 
Poem, the space we inhabit. For all of its alleged absent presence, white, 
and space, it would seem are the loudest of all.
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Machines Have Lucid Dreams

Blithe Germ & Ivan Kashdan

On a warm sunny morning in March, we trained our webcam on a 
nice patch of sky through the window for all of 15 minutes over Zoom. 
Meanwhile, through key presses we controlled a friendly image overlay as 
a transcript (pictured on the right) was read aloud; the washing line would 
speak the ‘string’ code intended to be dialogue.

This dialogue was accompanied by live percussion, a drum kit, bass guitar, 
and keyboard.

See a recording on our website: www.ivngerm.com

Machines Have Lucid Dreams is being developed into a feature-length 
video game, where players have extended conversations with ghosts 
inhabiting household objects.

These characters have grown out of our own increasingly suburban 
existence, with conversations only accessible through teams or zoom 
over the last year.  They have become vessels for our concerns, higher 
anxieties, and comfort – proving grounds and frameworks for debate, as 
we have worked to build our own ‘living’ ecosystem out of code in 2020-21. 
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MORE POUR - POURING WORKSHOP USING 
LIQUITEX MEDIUMS AND COLOURS
Gabriela Giroletti

This workshop is an introduction to the Pouring Medium, a product 
developed and commercialised by L iquitex. It aims to show the medium’s 
different kinds and to give a general idea of what each one can do. Liquitex 
produced the world’s first commercial water-based artists’ acrylic paint. 

In the world of painting we are familiar with mediums but what are those? 
A medium can be the actual binder for pigment or be used as an extender 
for ready mixed paints.

A pouring medium is a medium that is used to improve the consistency of 
acrylic paints, allowing them to pour more fluidly. Mixing your paints with 
a pouring medium will enable you to create smooth pools of colour, stripes 
and interesting accidents.

To provide some context and inspiration I have put together some 
examples of great painters that pour colour as part of their practices:

- Lynda Benglis, Frank Bowling, Harminder Judge, Ian Davenport and 
Holton Rower

Liquitex has three versions of pouring medium: the traditional one, which 
will give you a glossy finish, the matt version and the iridescent version. 
Their names are self-explanatory. 

Pouring is interesting in my opinion because it gives you colour and shape 
at the same time, the material flows, usually in a circular, organic form. 
There is the element of uncontrolled movement and mixing that I find 
fascinating. It is very satisfying seeing colour moving, travelling in space 
and finding other colours and interacting.

Liquitex mediums and additives are all intermixable with each other and 
with the whole professional colour range. They have Ph neutral when dry, 
do not yellow, are water resistant, flexible and most importantly, they are 
archival.
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Mixing colour to the medium:

You will need: Liquitex pouring medium of your choice, Liquitex soft body 
acrylic paint - colours of your choice, a cup, something to stir the mix with 
(can be the back of a brush).

- The ratio is one tablespoon of soft body acrylic paint to one full cup of 
pouring medium.

Mix both materials in a cup, stirring gently. Let the mix sit for about 10 
minutes to allow any air bubbles that have formed to burst, and it is ready 
to pour on your desired surface. I recommend pouring on canvas, wood or 
paper. You can also experiment with these measurements. Liquitex acrylic 
ink can also be used to add colour to the pouring medium. 

And as for effects and colour combinations, you can pour different 
colours from different cups onto the same surface or have colours on top 
of each other on your pouring cup. You can use your fingers or a brush to 
encourage the material to flow to a certain direction. This medium begs 
for experimentation!

Pouring, beyond being satisfying, adds an element of chance, allowing for 
the material to make some decisions for you (you have a form and colour 
by pouring), I like that once you pour, you never know how it’s going to 
turn out. The material will do what it likes to do, it is out of your control. 
The versatility of this material means that you can take these ideas and 
make it your own. After you pour you can continue painting on top, adding 
either other pours or any liquitex colour or medium. Have fun!

Poetry reading
Mataio Austin Dean

Nelson’s Monument: Portsdown

The kite undresses thin chalk soil
Bless’d by cows’ feet and teeth, by wind. 
Harbour mouth whistles miles of perfect toil.

Island teeth and sandy gums uncoil,
All before ground hallowed by shell bodies lined.
The kite undresses thin chalk soil.

Here stands shrinking granite bloody intruder royal,
Grey brown death striking the skies maligned. 
Harbour mouth whistles miles of perfect toil. 

Nelson’s head with Ethiopia’s stolen body spoiled.
It wounds skies too, in Bridgetown and Dublin. 
The kite undresses thin chalk soil. 

Land without city or tidal spoil 
Rolls in gaping fields, green throats seeded, lined, 
Harbour mouth whistles miles of perfect toil. 

There, drying blood sits like a latex foil, 
Thin and stinking in spring, column ridge behind.
The kite undresses thin chalk soil. 

And the flint skulls, colonial sand spoils
Fall, stick to the slope, whose beauty hides sins, 
The kite undresses thin chalk soil.
Harbour mouth whistles miles of perfect toil. 
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Beyond Portsdown Hill

Already passed in the golden light, falling 
Long across well chewed grass. Violent mound 
Already inert, useless before sealess eyeing.

And bold is the soil: thin, dry dust, here found 
Resting a moment on hot air. Danced veil,
Hand on the warm mist, stretched across this valley’s ground,

Joining each body. From the fine earth, pale,
And interrupted by teeth, jump energetic yellow
Petals, stout orchids, purple in green palm limescale. 

These sharpened teeth of flint, skulls of flint below,
Almost rounded flakes of flint underfoot,
Black, blue, orange, white, prone in crops’ shadow. 

The teeth are aching in the coming of the night, put
Closely upon the hills and our dark eyes 
Where dies history’s flashing hill light dot.

Next to the dark green verge, butterfly’s 
Shadowy spray, the chalk path in this light shines, 
Tempting the future with old names and skies,
Having called me out, skyward, along chalk lines. 

The Cutty Wren and Rebirth 

The pieces of that body, on the night stone:
Dark. Kingly bird, panting, 
Hopping in hand’s palm air, holds all
Memories of mud, metamorphic dreaming. 

All the secrets of birth soon be
Screaming from your wings’ blood, 
When the mountain of your sceptre
Is drunk as rain: baby clay mouths, 

Baby men on the wet plains, 
Sugar burnt; flood unfolded
In the new stomach. Your skin hung
In gourd, body: red muscle counting grains.

O wonder of all the myths drained
From the sack, from vessels.
The sky dethroning commodities 
When your sugary wings have torn. 

I have learnt new earth from your skinless
Body, your wingless body,
Your bottled violence: river drowned. Your death
Is wet morning in our fists.

Mataio Austin Dean



82 83

Poetry reading
Rhun Marehedd Jones

Philip

Philip could not fill the two moons of Cenarth bridge. Even if he had the will 
or a coracle-load of onomatopoeic concrete to hand—the two listed moons 
smooth and foreign like the inside of a walnut shell, would fall into the Teifi.

Rhun Marehedd Jones
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Incantations
To Each: A Devotional Attention Exercise (Hear Here Edition)

Geraldine Snell

 
Sung ad lib: hear here, hear here, hear here, hear here

Layer 1 
To each, to each, to each, to each 
To each, to each, to each, to each 
To each, to each, to each, to each 
To each, to each, to each, I give my love

Layer 2 
Look around can you notice
All the things you overlook 
Knowing form but missing essence 
Greater presence hearing here

Layer 3 
Bottle, desk, windowsill, ceiling, floor, wall, bulldog clip, headphones, 
bicycle, helmet, laptop, shoulder, belt, easel, door, I give my love

Layer 4 
Yellow, blue, beige, white and black, cyan, orange, hi-vis yellow, red and 
green and fuchsia pink

Layer 5  
Are you paying attention? 
Do you care are you aware? 
Are you here or are you elsewhere? 
Can you be, hearing here with me?

Opposite: Geraldine Snell
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Poetry reading
Benjamin Arthur Brown

1. a short poem

I only ever write short poems: 

Like
How my phone
Is in the habit of autocorrecting 
The word write to wrote
Like
It’s trying to tell me something 
And how that scares me. 

2. corpse in the chapel 

I found a dead dragonfly
In the chapel of white glass tiles 
Its face was turned
From the lead bible
Mottled in the light
And past showers from heaven 
Precipitation not godly 
I had squeezed
Through a doorway
Only a foot wide 
Shivering,
Kicking at the wood chips, 
Left side in spasm -
When I noticed the corpse 

A moment of reflection:
It was left staring back
Itself mirrored and bleached 
Through the polished white glass of the pews 
My face in this place 
Misericord for modernism 

3.

I try to draw a fire 
But its dancing eludes me 
I try to draw a fire 
But the colours confuse me 
I try to draw a fire 
But it is night and I should sleep
I try to draw a fire 
But instead I sit and stare 
I try to draw a fire 
But my fingers catch alight 
Burning the paper, pencil and image 
All gone in seconds 

4. Pearls 

Sitting at the kitchen table, bleached in a low sun, I seem transfixed. 
I couldn’t move. Just stare straightforward, right into the eye of the 
washing machine as it cycled round and round. My hand travelled up to 
my cheek – completely of its own accord. I sensed something loose in my 
mouth. Initially hard, it seemed to soften and smooth. Cupping my tongue 
and rolling it against the roof of my mouth, I was successful; in completely 
rounding the small stone like thing. Again, against any will of my dreaming 
mind my hand acted: reaching past my teeth it plucked the object out. 
No sooner than I had recognized it as a pearl did I feel two more stones 
at the back of my throat. Narrowly avoiding choking myself, I repeated 
the procedure. Again and again. Again and again and again… and again  I 
plucked perfect, iridescent spheres from my lips until I had filled a small 
bowl to the brim. The sound of the washing machine countered by the 
regular pulse of porcelain on china. 
Just as my hand returned for what seemed like the hundredth time, I 
was awake, the taste of blood and a congealing stickiness cementing my 
breath. I had bitten the tip of my tongue clean off, rolled it around my 
mouth and promptly swallowed it straight down.

Benjamin Arthur Brown
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Poetry reading
George Szirtes

from Turquoise 

Turquoise. Under the sea, in slim leaves
of current the fish are brilliant repulsive
flecks of light. The predator deceives
its prey by simulating softness, gives
only to swallow. Sharp, spiny exoskeletons
form ridges to scrape a knee on. A squid
lounges, hunched and expectant. Patterns
of weed on rock form an undulating grid.
I watch my skin grow ridges. Some organic
process throws up warts, disfigurements.
Fronds of grey at the temple. Hair less thick
than it once was. We observe events
like divers in an alien ocean. But then
oceans are (it is their nature) alien.

Turquoise. It was an old woman’s parasol
lying in the waiting room. Under its wings
the trapped air of the decade. Chirrupings
of dead birds. The half-dressed discarded doll
in the garage. I’ve seen one queuing up
at the post office counter, rubbing her hands
beside garish coloured advertising stands,
her complexion delicate as a chipped cup.
This poem’s becoming elegiac, like her.
In Viennese cafés the waiters hum
whole operettas into aged ears. The words come
naturally, settling on a line of fur,
between the fingers of gloves. Time to kill
between the opening parasol and the bill.

Try turquoise once more. Turkish opulence.
Think of those soft cushions and the bleak curve
of the scimitar. The pasha’s residence
is where we used to live. The girls would serve

sticky confections as we lay in bed
watching light crumple across the ceiling rose.
The petals were stirring overhead,
the leaves of the window would open and close
and air would billow through. Occasionally
we’d hear the whine of an ambulance, wake
to boys on motorbikes with their crude reveille.
Sometimes the bed itself would gently shake
beneath us. Of course this was years ago,
or never happened. It’s getting hard to know.

from Prussian Blue

Sometimes, under a tired eye, you see
the faintest ring of Prussian blue and think
how sad it is, like the faded ink
of a dead uncle’s letter or the shadow of a tree

or a peasant’s skirt, and you wonder what
it’s doing there, under the eyes. Can one believe
in beauty like some simpleton and leave
the rest to sort itself out, rely on the gut

with its weakness for violins and sentimental songs?
The whole idea is absurd. But listen! Do you hear them?
Bells across the street. Deep Prussian souls

muttering to puddles and cars. The world belongs
to perceptions of the world. The mice in their holes
creep out to sniff the cats but don’t go near them.

George Szirtes
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The Primary Triad – Desaturation Scales
Ian Rowlands

Whilst making a film focussing on mixtures created with a primary colour 
triad, a particular section that adopted a structured approach to colour 
desaturation proved to be revelatory. Beautiful, complex mixtures were 
derived as the mixtures became less pure and could be seen in relation to 
their pure sources and to each other.

Along with relating tonal values and hues, comparing relative levels of 
saturation is to examine one of the key attributes of colour. The process 
of desaturation reduces a colours’ chroma or purity. This reduction is 
traditionally achieved by adding the direct complementary (or opposite 
on the colour wheel) of the colour in question but in practise I have found 
that it is rather difficult to desaturate without an accompanying, dramatic 
shift in hue.

The section of the film oversaw the creation of a series of desaturation 
scales, for each of the triad, that focused purely on reducing the colours’ 
chroma without changing its tonal value and minimising shifting its hue. I 
would do it in three ways. 

Firstly, by adding an achromatic grey mixed from the triad, secondly 
adding a mixed equivalent to raw umber and finally by adding the colours’ 
direct complementary (or opposite). The use of umber was suggested 
by an old painter and decorators’ trick for taking the ‘sting’ out of a 
colour - desaturation at work in the real world. All three ways are different 
variants of the same methodology in that the mixtures contain all of the 
triad.

Materials and equipment
Winsor & Newton Artists’ oil colour
Titanium white
Cadmium-free lemon
Cadmium-free red
Ultamarine blue (green shade)
Palette 
Palette knife

Preparation

The process started by making a neutral black, a combination of the triad 
weighted heavily in favour of the ultramarine, the weakest of the triad. 
At regular intervals taking a small sample of the mixture and testing 
it by adding a small amount of white to expose any leaning towards a 
primary or secondary colour. Any such bias can be nullified by adding 
its complementary counterpart. For instance, should the mixture lean 
towards violet, yellow should be added. When working with the triad, 
complementary relationships are easy to grasp; for each primary the 
complementary is a mixture of the remaining two colours of the triad. 
This relationship works in both directions so for each mixed secondary, 
resulting from the two primaries of the triad, the remaining primary is the 
complementary colour. 

When an achromatic or neutral black was achieved a portion was set 
aside to create neutral greys and further additions of red and yellow to 
the remaining portion can create an equivalent to raw umber. Finally, a 
complimentary secondary was mixed for each primary. We could describe 
the grey, umber and complimentary mixtures as desaturating agents. 

To avoid altering the tonal value of the scale, each agent was brought to 
the same tone as the primary in question by adding titanium white.  

The process is one of gradually shifting mixtures from prismatic colour, 
colour at its purest, through incremental additions of the desaturating 
agent, to achromatic colour, which is neutral in the sense of displaying 
no colour leanings whatsoever.  As we start to mix from any pure primary 
or mixed secondary, the saturation continuum begins, firstly arriving at 
muted colour, then as the chroma weakens, chromatic grey and finally 
reaching achromatic grey or that of the agent. Besides the surprises 
that arise during the process, mixing these scales should afford the 
opportunity to experiment and learn.
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Opposite: Demo images, Ian 
Rowlands
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En Closure

Poetry Shed
Introduced by Sharon Morris

The Poetry Shed at the Slade School of Fine Art, UCL, is an on-line 
resource and forum for creative writing across the school including 
poetry workshops and participation events. 

Latifah A Stranack
Lara Baksu  
Edward Haslam 
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Yirou Zhou 
Maggie Barrett 
Maria Cepeda 
Yu Han 
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Max Norton 
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Zoe Quick 
Meghan Salisbury 
Jose Blanco Sarmiento 
Carla Geronimi 
Lily Petch 
Korallia Stergides 
Yasmin Vardi 
Chengwei Xia 
Nuoran Zhang
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No Blue ‘til the Neolithic
Ruth Siddall

I am stating the title of this essay as a fact rather than posing it as a 
question. Blue did not occur in painters’ palettes until the Neolithic. I 
don’t know why, many humans today love the colour blue and geological 
deposits of bright blue and green copper minerals would have stood 
out in a pre-agricultural landscape as much, if not more so, than the 
ubiquitous ochres and chalks. Research has been conducted on the use 
of colour terms in language and it seems a term for ‘blue’ is late to enter 
most languages. But colours are named only when it becomes useful to 
do so1. Erroneous and unscientific speculation has been made that the 
ability to see blue was a late step in our evolution, a ridiculous assumption 
given that Homo sapiens (Anatomically Modern Humans; AMH) living in 
the African Middle Stone Age, were exactly that; they could see what we 
could see. They saw that the sky was blue and that some birds have blue 
plumage. They simply did not need words to describe the firmament or a 
kingfisher’s wing. 

Nevertheless, it seems that red was a more attractive colour when it 
came to painting rock and bodies and red ochre is common on the Earth’s 
surface. Ernst Wreschner stated that ‘Prehistory has produced evidence 
for two meaningful regularities in human evolution: tool making and 
the collection and use of ochre2’ We, AMH, have been collecting ochre 
to make paint for 220 thousand years and the Palaeolithic palette is 
limited; red ochre, carbon black, manganese oxide black, clay, chalk 
and other forms of calcium carbonate. These colours are seen in the 
shell palettes of Blombos Cave, the parietal art of central France and 
within burials. Ground chalk at the Gravettian site (26,580 ka) of Krems-
Wachtburg was found amongst red and yellow ochres, graphite black 
and charcoal. Nearby a burial of two babies was found, sheltered by the 
scapula of a mammoth and bedded into a womb-like pit lined with red 
ochre3. Manganese oxide blacks were used as pigments in the cave art of 
the Dordogne, and long before the AMH came there, by Neanderthals4 
who were also exploiting red ochre5. This palette did not change over the 
longue durée. 

Fundamental changes came about 10,000 years ago. People settled in 
one place to tend crops. Villages were established with homes passed 

down through generations of families. Some of the best evidence of this 
sedentary lifestyle comes from eastern Anatolia on the Konya plain, where 
at the Neolithic site of Çatalhöyük the inhabitants made time to paint the 
walls of their houses in red ochre and even cinnabar, sooty carbon black 
and white clay; a familiar and human palette. But the earliest evidence 
of the use of the colour blue as a pigment also comes from Çatalhöyük. 
The Neolithic East Mound has stratigraphy dating from the early 8th 

Millennium to 5950 BCE. Here, pouches filled with a carefully prepared 
azurite pigment are found amongst grave goods associated with some 
women and child burials. We can only speculate on how and why blue 
pigments were being used in Çatalhöyük. What is known is that they were 
not used in the wall paintings6; they may have been used as a cosmetic, in 
rituals or even as pyrotechnics (finely ground copper compounds produce 
a blue flame when thrown onto a fire). Were these pigments used by a 
society who were on the cusp of discovering or adopting the knowledge 
used to produce copper? Or indeed, did the knowledge of smelting copper 
come from (accidental or intentional) burning of copper pigments? 
It has been speculated that the latter might well have been the case7. 
Çatalhöyük also reveals some of the earliest Chalcolithic deposits on the 
nearby West Mound. 

Copper mineralisation is easy to spot in a pre-industrial landscape with 
low vegetation. Streaks of bright blue rocks on the surface would have 
been obvious before these were mined out. Why were they ignored for 
so long as sources of pigment? Why 10,000 years ago did these colours 
suddenly become attractive as pigments? With our scant understanding 
of the development of human cognition, these are questions that cannot 
be easily answered. However it is clear that colour palettes expanded with 
the advent of metallurgy; pigments are readily produced as by-products 
of industrial processes and this is still the case up until the present day. 

Endnotes

1  Gibson et al., 2017, PNAS, 114, 40, 10785–10790.
2  Wreschner, 1980, Current Archaeology 21, 631-44.
3  Händel et al., 2008, Wiss. Mitt. Niederösterr. Landesmuseum., 19, 91-108
4  Pitarch-Martí & d’Errico, 2018, JAA, 50, 54–68.
5  Roebroeks et al., 2012, PNAS, 109, 1889-1894.
6  Camurcuoğlu & Siddall, Presentation at AIA Washington DC, January 2020
7  Radivojevic et al., 2017, JAS, 86, 101-122.
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COMPLAINTE DE VINCENT

A Paul Eluard

A Arles où roule le Rhône

Dans l’atroce lumière de midi

Un homme de phosphore et de sang

Pousse une obsédante plainte

Comme une femme qui fait son enfant

Et le linge devient rouge

Et l’homme s’enfuit en hurlant

Pourchassé par le soleil

Un soleil d’un jaune strident

Au bordel tout près du Rhône

L’homme arrive comme un roi mage

Avec son absurde présent

Il a le regard bleu et doux

Le vrai regard lucide et fou

De ceux qui donnent tout à la vie

De ceux qui ne sont pas jaloux

Et montre à la pauvre enfant

Son oreille couchée dans le linge

Et elle pleure sans rien comprendre

Songeant à de tristes présages

Et regarde sans oser le prendre

L’affreux et tendre coquillage

Où les plaintes de l’amour mort

Et les voix inhumaines de l’art

Se mêlent aux murmures de la mer

Et vont mourir sur le carrelage

Dans la chambre où l’édredon rouge

D’un rouge soudain éclatant

Mélange ce rouge si rouge

Au sang bien plus rouge encore

De Vincent à demi mort

Et sage comme l’image même

De la misère et de l’amour

L’enfant nue toute seule sans âge

Regarde le pauvre Vincent

Foudroyé par son propre orage

Qui s’écroule sur le carreau

Couché dans son plus beau tableau

Et l’orage s’en va calmé indifférent

En roulant devant lui ses grands tonneaux de sang

L’éblouissant orage du génie de Vincent

Et Vincent reste là dormant rêvant râlant

Et le soleil au-dessus du bordel

Comme une orange folle dans un désert sans nom

Le soleil sur Arles

En hurlant tourne en rond.

Jacques Prévert, from Paroles (1946)   

VINCENT’S LAMENT

For Paul Eluard

In Arles where roils and rolls the Rhône

In the atrocious midday light

A man of phosphorous and blood

Gives forth a piteous wail

As wails a birthing woman

And the cloth turns red

And the man flees howling 

Pursued by the sun

A sun of strident yellow

To a brothel on the banks of the Rhône

The man arrives like a king from the Orient

Bearing his absurd gift

His gaze is blue and gentle

Lucid and crazy true gaze

Of those who gave everything to life

And saved nothing for themselves

And shows the poor child

His ear couched in the cloth

And she weeps uncomprehending

Beset by baleful omens

And looks yet dare not touch

The hideous and tender seashell

Where the laments of dead love

And the inhuman voices of art

Mingle with the whisper of the waves

And break and die on the tiles

In the bedroom where the red bed-spread

Of a suddenly brilliant red

Mixes that red so red

With the blood redder still

Of Vincent half-dead

As good as gold

Icon of Poverty and Love

The naked child ageless and alone

Rests her gaze on poor Vincent

Struck by the lightning of his own storm

As he collapses to the tiles

Recumbent in his finest canvas

And the storm moves away now calm and aloof

Rolling its great barrels of blood before it

The dazzling storm of his genius 

And Vincent remains sleeping dreaming groaning

And the sun above the brothel

Like a crazy orange in a nameless desert

The sun over Arles screams

And chases its tail

 trans. Andy Leak (2021)

YELLOW + RED = ORANGE

Jacques Prévert (1900-1977) was a prolific poet; he also wrote the 
screenplays for no fewer than four classic films by Marcel Carné, including 
the masterpiece Les Enfants du Paradis. Many people outside of France 
will know his work without realising it: several of his poems were set to 
music: the jazz classic ‘Autumn Leaves’ is in fact a version by lyricist 
Johnny Mercer of Prévert’s ‘Les feuilles mortes’, set to music by Joseph 
Kosma. 

‘Complainte de Vincent’ is taken from Prévert’s 1946 collection Paroles, 
itself holding the record as the best-selling single volume of French 
poetry. The poem is written in vers libre – meaning that it has no fixed 
meter or rhyme scheme - although other prosodic devices, such as 
internal rhymes and patterns of alliteration and assonance impart a 
strong, insistent rhythm to the piece. The main visual reference is one of 
the three versions of Van Gogh’s Bedroom in Arles. In that painting, the 
vibrant red of the bedspread leaps out from a sea of chrome yellow. In 
Prévert’s ‘translation’ of the painting, the red is that of Vincent’s blood, 
which mingles at the end of the poem with the ‘strident yellow’ sun of  the 
‘atrocious midday light’ to produce ‘a crazy orange ... chasing its tail’.

Andy Leak
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Searching for Slade Green
Kimberly Selvaggi

At its birth, the focus of the Slade art school was to be life drawing, and 
emphasis was placed on the ‘spatial’ aspect of drawing – the relationship 
of the human figure to its surroundings, and the backgrounds against 
which the model posed. The colour Slade Green has been thought to have 
adorned the walls of certain studios in the Slade, particularly Studio 10 or 
the Life Room as it used to be known, sometime between the 1930-50s. 
The green was exceptionally cool, which is why it may have been such a 
desirable colour against warm skin tones. Evidence of this has survived 
through written documentation, as well as in paintings completed by 
students and staff at the Slade. The walls were often painted different 
colours in order to experiment with certain spatial techniques between 
the model and the background. A quote from William Townsend recalls 
‘spending a day mixing powder colours in jars in order to reach a colour 
[for the walls of the Life Room] he could feel sure of ’. The secrets held by 
the layers of paint cover so much history and this provides clues to the 
way the building appeared to previous generations of students and how 
the studios were used by them. Today, there are temporary stud walls in 
place for students to use and decorate at their leisure, which allows them 
creative freedom while still preserving the historic interior. 

The process of architectural paint analysis and investigation involved 
carefully examining the documentation of the building and records of 
the colour in paintings, but also of the paint layers themselves from the 
walls of Studio 10. Based on the numerous surviving paintings depicting 
Studio 10 that exhibit the Slade green colour, it was decided to focus on 
taking samples from the walls of this studio because our team thought 
we had the best chance of collecting a sample of Slade green. On-site 
investigations essentially involved the examination and analysis of the 
surviving paint layers by a variety of techniques, including cross-section 
analysis, and scraping back to expose the various layers. This helped to 
build up a picture of the decorative evolution of the walls, and the samples 
gathered may serve as the only surviving evidence of the decorative 
history. 

Samples were embedded in polyester resin and polished for examination 
at high magnification in both normal and ultraviolet light to develop an 

Colour and Poverty
Julian Szego

The existence of a large underclass in the midst of increasing wealth 
was regarded as ‘the problem of all problems’ for the well-off and 
well-intentioned of late Victorian society.  Charles Booth,  a Liverpool 
shipowner, was determined to help solve it with science rather than 
charity. He assembled a small team of assistants and carried out an 
inquiry in the East End of London personally over several years. He also 
envisioned using colour-coded maps to display what he discovered, which 
became an early and very good example of infographics. The outcomes of 
the inquiry were published as a report that went to the Royal Statistical 
Society in 1887.

The acclaim generated by the report and its maps was instantaneous.  
People were impressed that he was able to write so accurately about 
an area which many had thought impenetrable.  This led to a survey of 
the whole of London, a city of 4 million in 1891 and growing , which took 
another 10 years to complete.

In the main the report was empathetic to people who normally received 
little attention, but Booth was of his time in having little sympathy for 
classes A and B as shown on the colour chart attached to the maps at 
https//booth.lse.ac.uk. The poorer that people were, the harsher the 
moral tone. The description of class A is barely an economic category. 
Modern commentators have pointed out that the overall effect is to 
make poverty appear manageable by representing the poorest as darker 
colours surrounded with lighter shades.  It seems to invoke medical 
metaphors of cancerous or bruised areas surrounded by pinker and 
healthier ones.  One writer has suggested that this uses the ‘visual 
rhetoric’ of Victorian London that readers might have known from 
illustrations to Dickens.  

Using colour as shorthand for the whole project seems to have developed 
quite quickly as part of the process. Booth’s assistants used watercolour 
swatches to classify the type of street they were seeing.  Booth himself 
was prescient about seeing the process as being a lasting legacy of the 
whole project, stating at the outset that there was an evident demand 
from government for such data.  His systematic and comprehensive 
method, along with the concept of the ‘poverty line’, an acceptance of a 
minimum standard of life, is seen by many to lead directly to the idea of a 
welfare state. 
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understanding of the stratigraphy of paint layers before being analysed 
with a scanning electron microscope (SEM). This analytical instrument 
has been applied extensively to obtain information concerning the 
elements present in the pigments and their distribution in the different 
paint layers. Electron micrographs can reveal the structure of all paint 
layers based on the atomic numbers of the elements present in the 
pigments. With the information concerning the elements present in the 
pigments of the various paint layers, it is possible to deduce the materials 
used for these layers. Analysis of the paint layers taken from Studio 10 
revealed that the particles forming a significant green layer contained 
mainly the elements zinc (Zn) and lead (Pb), there were no other major 
elements that suggest a green inorganic pigment. Zinc and lead are 
suspected to be fillers from white pigments. It has to be kept in mind that 
many organic materials and some of the most interesting pigments can 
occur in different crystalline structures, which the SEM cannot detect. 
In that case the application of the SEM is limited, and other means of 
analysis will need to be performed to identify the pigment. 

The architectural paint research for this project has involved the meshing 
together of information and evidence from a wide range of sources. The 
research produces a story – the narrative of what happened within a 
building, room or studio. Each layer of paint represents a period of change 
instigated by someone who inhabited that space and offers insights into 
the taste, aspirations, and artistic practice of subsequent generations 
of art students. The identification of these materials is important for 
gaining an understanding of the appearance of the decorative application 
and how it may have deteriorated or changed over time. It is hoped that 
the identification of this pigment could be recreated and distributed as an 
artist’s colourant for future generations of artists. 

Chasing Winsor & Newton 19th-century colours 
for the preservation of our cultural heritage 
Vanessa Otero

The Winsor & Newton (W&N) company was founded in 1832 by William 
Winsor (1804-1865), a colour chemist and artist, and Henry Charles 
Newton (1805-1882), a professional artist. W&N expresses a perfect 
match between science and art in the 19th century. Since the beginning, 
the company was committed to developing and improving the quality of 
artists’ materials, a task they assumed as their responsibility as artists’ 
colourmen. They rapidly became one of the leading colourmen worldwide, 
having supplied influential painters as J. W. Turner  (1775-1851) and John 
Constable (1776-1837) as well as Portuguese artists such as Amadeo 
de Souza-Cardoso (1887-1918). In 1913, he was a prominent figure of the 
Armory Show in the USA. Additionally, W&N colours were considered 
by 19th-century experts to be the best for hand-painting glass slides 
for projection by magic lanterns, the first popular apparatus for the 
projection of images that globally revolutionised social entertainment 
and education, considered to be the precursor of cinema.

A detailed knowledge of the artist materials used by painters is 
fundamental to unveil their techniques and place their works in context 
as well as to authenticate their works and establish the most adequate 
conservation strategies.  When studying historical artists’ materials, it 
is essential to have access to their methods of production since today’s 
materials do not represent the formulations used in the past. 

Since 2010, at the Department of Conservation and Conservation of the 
NOVA School of Science and Technology (NOVA University of Lisbon), we 
have systematically explored the Winsor & Newton 19th Century Archive 
Database to support the study of heritage objects such as easel paintings 
and magic lantern glass slides. It is an innovative database designed 
by Leslie Carlyle and Mark Clarke that associates a computer-based 
indexing system with high resolution digitalised images of each page of 
85 manuscript books covering handwritten formulation instructions, 
workshop notes and shop floor accounts (corresponding to a total of 
16.648 page-images) together with a digital collection of 47 W&N 19th-
century trade and retail catalogues.
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By combining technical art history and conservation science 
methodologies, our research design is based on a three-part model 
that links the investigation of historical documentary sources, chemical 
analysis of historically accurate pigment reconstructions and heritage 
objects, and photochemical studies.

We have demonstrated that the W&N Archive Database is an invaluable 
research tool that provides unique and efficient access to their 19th-
century artists’ materials and their commercial preparation and 
application. A thorough investigation has enabled us to discover new 
knowledge of W&N’s 19th-century manufacturing processes for yellow 
chromate, cadmium yellow, weld and cochineal based colourants. We have 
prepared pigment reconstructions with as much historical accuracy as 
possible, fully characterised by complementary analytical techniques. 
When these reconstructions are validated by correlation with the 
chemical information of 19th-century artists’ materials and paintings, 
we describe them as historically accurate reference materials. These 
references can be further used in photochemical studies, which may 
uncover the key factors at play in the degradation mechanisms observed 
in artworks.

In particular, the comprehensive study of W&N’s manufacturing 
processes for yellow chromate pigments, known to be unstable in many 
iconic artworks, has shown that despite the high number of production 
records, in fact, only a limited number of different recipes were used for 
their main pigment formulations. W&N investigated a very wide range 
of possible formulations, experimenting with different manufacturing 
conditions such as varying the starting materials and/or adding different 
extenders. By disclosing W&N’s systematic investigation into the 
chemical processes occurring during manufacture, we find evidence of 
their determination to produce the best quality and most stable product 
possible at that time. Photochemical studies using the chrome yellow 
pigment references brought new insights into their stability in artworks 
revealing that all paint components, from the pigment to the additives 
and binders, are determining factors for the degradation mechanisms, 
intermediates formed, and final products. 

Ultimately, our investigation has revealed the importance of using 
historically accurate reference materials to conduct chemical studies, 
allowing a better understanding of the evolution of artists’ paints over 

time. It offers a means to assess the original appearance and condition 
of heritage objects, as well as advance knowledge towards their 
preservation, impacting new conservation and authentication strategies.
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 From the library of colour women: Beatrice 
Irwin (1877-1956)
Alexandra Loske

In the long and complex history of colour there is a familiar discrepancy 
between published works on the subject by men and women. As in many 
other disciplines and areas of culture, men dominated the world of colour 
until fairly recently. We may be familiar with the female figure as an 
allegory of colour in art, or have heard of women in previous centuries 
teaching other women the basics of painting in watercolour, but examples 
of women writing and publishing on colour before the twentieth century 
are extremely rare, and we have yet to identify a woman doing so before 
1805.

Of the approximately 430 original books on colour published in Europe, 
Asia and the Americas in the nineteenth century, fewer than twenty 
were authored by women. We can perhaps add a few more who published 
anonymously or under a male pseudonym, and there may of course be 
those whose work has been lost, forgotten, or not yet rediscovered. 
The early 20th century is more fruitful, but a distinct rise in female 
colour writers only occurs after the 1950s. I have made it my mission and 
research project to create the, or at least a, library of ‘colour women’, 
beginning with Mary Gartside, who between 1805 and 1808 held her 
creative and instructive head high among male contemporaries such as 
Field, Goethe, and Sowerby. She published colour theories woven into 
painting manuals, and illustrated with daringly abstract, hand-painted 
colour blots. While Gartside references Samuel Tertius Galton and Moses 
Harris, she is not acknowledged by any of her contemporary male colour 
writers.

My library of colour women has been growing slowly but steadily since I 
first noticed the male/female imbalance in colour history. Where possible, 
I acquire copies of women’s works on colour, and scour databases, 
digitised papers and archives for details of their lives. I want to find out 
how they lived, worked, learned, and who read or didn’t read their books. 
Most importantly, I want to add them to the colour canon, using every 
opportunity to include them in talks, lectures, and new literature on 
colour. Judging their work is of less importance at this stage. Whether 

every book published on colour by a woman is as ‘valuable’ or ‘good’ as 
a Chevreul, Runge or Kandinsky is not the point. We need to find these 
women in the first place and discuss their work in the context of their 
time. 

For the 2021 Colour & Poetry symposium I chose to give the Zoom stage 
to the illustrious Beatrice Irwin. Born Alice Beatrice Simpson to British 
parents in India in 1877, she pursued a career as an actress before she 
began writing about and researching colour. She took the stage name 
Beatrice Irwin, travelled extensively around the world, and appeared to 
have lived an unusually independent and peripatetic life for a woman 
at the time. Her work was strongly influenced by theosophy, occultism, 
spiritualism, and the Bahá’í Faith she later identified with, but she was 
equally interested in synaesthesia, artificial lighting, and the potential 
soothing or healing powers of colour and lighting. 

In 1912 she published a small volume of experimental poetry, The Pagan 
Trinity, dedicated to the sculptor Auguste Rodin, whom she had met 
earlier. It comprised three groups of poems: ‘Plastic Poems’ (relating to 
sculpture and Rodin), ‘Colour Poems’, and ‘Tone Poems’. She “performed” 
some of these poems in popular stage shows, often in oriental costume, 
referencing her multi-cultural upbringing and travels. For this she 
was sometimes mocked by the press (“Finds fame in skimpy skirts”, a 
Pittsburgh paper quipped in 1910) and once somewhat condescendingly 
described as a ‘colour girl’, but positive reviews also appeared. 

This volume was followed in 1915 by the treatise The New Science of 
Colour, which included a complicated but intriguing colour diagram in 
the shape of a high-pointed triangle of ‘physical’, ‘mental’ and ‘spiritual’ 
colours set in a golden circle. Her final colour book was the substantial 
The Gates of Light: A Record of Progress in the Engineering of Color and 
Light, published in 1930, in which she proposed new forms of lighting 
in interiors, exteriors, gardens, and the performing arts, including her 
conical ‘colour filters’, which could change the appearance and mood 
of a space. Irwin’s excitement about electrification and its creative 
possibilities is apparent, and one wonders how she would have responded 
to digital colour, elaborate light shows at large concerts, or drones 
creating light paintings in the night sky at the Olympic Games opening 
ceremony. My guess is, she would have loved and embraced it all. 
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Above: In this Chart the Golden 
Circle represents Ether; the Violet 
space, Earth; the White space, 
the Head of Man; 7a, b and c 
corresponding respectively to his 
Right, his Spiritual and his left Eye; 
the Spiritual Eye being situated 
in the centre of the Forehead. 1, 2 
and 3 represent respectively the 
Physical, Mental and Spiritual 
Systems with their Subdivisions 
of Sedative, Recuperative and 
Stimulant Colors.

Preceding pages: Irwin as a young 
woman, pp. 108; Irwin holding 
Nubis, pp. 109

The Volatile Hues of Silver Halide
Joy Gregory

The spring/summer of 2020 feels a long way from now, and yet it is for 
ever present. It was probably the first time since being a child that time 
for me stood silently still. That silent stillness was a gift framed by months 
of observation without the pressure of expectation. For some there was 
apparently nothing to do but bake banana bread and shop for pasta 
or toilet paper…  I went back into the darkroom. I’ve always loved the 
darkroom - it’s red light and womb like silence is a place of comfort. It’s 
where I could cut the whole world out and just enter my own space.

In the first lockdown I was probably too traumatised or too lazy to think 
about dragging out my negatives and making prints so explored playing 
with silver gelatine paper and objects I bought back from my walks. I fell 
in love with the magic of just looking at paper and observing how the light 
would change it. I would prefer cloudy days as the light would cause the 
shift and colours to be slow and enable me to capture the subtleties with 
my scanner.

From March to mid-July 2020 and beyond I sat in the candescent spill 
under sun, clouds and rain watching areas around natural objects I had 
trapped behind glass onto silver gelatine paper. The paper is varied in 
age, weight and finish but were constant in their relationship to silver 
nitrate. It is this relationship which help me transfixed for the whole 
summer as I watched a rich butter milk cream transform to asparagus 
green, soft snow white to a greenish steel blue, cool dove grey to the 
richest ultramarine blue. Sometimes when I peeled away the plant 
underneath would be a constellation of cool white with Berlin blue framed 
in a light auricular purple, feathers in the hue of lenticular ore resting on 
chestnut brown. Light red l bursting from a lilac holly leaf surrounded by 
the greyish blue of a small fennel flower.  What entrance to me was the 
constant shifting from one colour to another always a surprise. 

Captivated by the unforeseen changes I decided to no longer fix it images 
as it caused a dramatic shift from the original so subtle hue.  Decided to 
keep them permanently in a black box to suspend the original colour of 
that unfixed state. I’m not sure what will happen to them it eventually, 
but they have been scanned to preserve the memory and to allow the 

Irwin’s work on colour, though now largely forgotten, made some impact 
during her lifetime. Her books were read with great interest by the 
Australian artists Roy de Maistre and Grace Cossington Smith - though 
largely from a theosophist understanding - and studied carefully by 
another woman who was fascinated by the illumination of modern cities, 
the great American artist Georgia O’Keeffe.
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production of a facsimile in desired.  There was a small box of Kentmere 
from 1981 where the backs of the paper had aged to a brown light brown 
reminiscent of the belly of a dormouse. Exposure to light created the 
softest grey green. Left in the sunlight without protection the image 
became its volatile self and totally disappeared. Some months later I’m 
in the dark room and I see this discarded former lumen print. I turned 
it over only to find the Kentmere image has returned. Something to do 
with a sulphurous taint to the atmosphere bringing the alchemy of a 
photographic past into the 21st century

The volatility of the photograph medium sometimes catches people by 
surprise, particularly as the conversation with analogue photography 
becomes more distant and wrapped mythology. Inspired by the weekly 
swatches of colour that appeared in my inbox I how do you desire to match 
the volatile hues of the photographic paper with the swatches derived 
from minerals and metals landing in my inbox on those.

Opposite: Joy Gregory, Silver Halides.
In 1727 Johann Schulz, a German chemist, 
discovered that silver dissolved in nitric (silver 
nitrate) mixed with chalk visibly darkened under the 
action of light. He was able to place paper stencils 
around the bottle containing a solution of these 
chemicals; after leaving the bottle in sublight for 
some time, the silver nitrate was shown to have 
recorded the pattern of the stencil. What in fact 
was happening was that the silver nitrate slowly 
‘decomposed’ under the action of light to form very 
finely divided ‘grains’ of black metallic silver, which 
showed up darkly against the white chalk. 
The early nineteeth century pioneers of 
photography, first attempting chemically to record 
camera images, soon found that silver nitrate alone 
was too slow in its reaction to light to be practical. 
However, increased sensitivity to light was noted 
when silver is combined with a halogen element (i.e., 
chlorine, bromine, iodine, etc.). Such a combination 
or ‘compound’ is known as a silver halide. Examples: 
silver chloride, silver bromide, silver iodide.
Furthermore, it was found necessary to wait the 
lengthy exposures for light to decompose these 
silver halides into sufficient darkened silver to be 
visible. The chemical image recording could take 

place in more convenient stages:
(a) Just sufficient exposure to light photns to form 
a few atoms of metallic silver - invisible to the eye. 
(Minute quantities of halogen are also released at 
this stage.)
(b) Amplification or ‘development’ of these few 
atoms by a suitable chemical solution, to form a 
strong visual image blackened in proportion to light 
struck areas. 
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Nothing Rhymes With Orange (What About 
Blue?)
Edward Winters

Necessities in the Visual World: Is it possible for colour to be used 
structurally in paintings? Systems artists, Jeffrey Steele, Trevor 
Clarke and Jean Spencer, amongst others, have built their oeuvre 
upon the conviction that it can. The pointillists made shadows out of 
complementary colours, although mistaken about the nature of optics.

The Systems artists thought, rightly, that colour has its own internal 
structure; and that it could be made manifest in abstract works.

There is philosophical support for the view:

Wittgenstein in, Remarks On Colour:  426. We have a colour system as 
we have a number system. Do the systems reside in our nature or in the 
nature of things? How are we to put it? – Not in the nature of numbers or 
colours. (cf. Zettel 357) 

Then it must lie within us – in the structure of our thought. The revelation 
is that we can have subjective experiences that are nevertheless obedient 
to internal laws. Geometry, that part of mathematics that permits space 
to be understood in terms of number, 
substantiates this. 

    So:  <ABC = <CDA, and <BCD = <DAB. 

Not only can I see that these pairs of angles are identical, I can see that 
they are necessarily identical. These geometrical laws (internal necessary 
truths) are like the internal laws governing colour. Hence, we refer to 
‘colour geometry’.

Abstraction in Poetry: Apart from the meaning of the words of a natural 
language as they are sustained in poetry, we also have structures through 
which we identify poetry independently of prose.

Poetry looks at what it is – when it isn’t only story-telling. (How is poetry 
different from story-telling?) Think of internal structure, such that in a 
verse, blue rhymes with Crewe; red with dead; yellow with mellow. How so? 
They have similar ‘sound shapes’. 

Ian Patterson in The Poem, ‘[T]he poem is (…) a little machine for 
remembering itself (…)’

If these patterns are then arranged rhythmically, that rhythm also 
exhibits structure.

‘What is poetry?’ asks John Carey, in his A Little History of Poetry. He 
answers: ‘Poetry relates to language as music relates to noise (sic). It is 
language made special, so that it will be remembered and valued.’

What makes it special? Its structural elements. Amongst others: rhythm, 
meter, word-shape, verse-shape, vowel-sounds, assonance, consonance, 
iteration, alliteration, image, and so on. All of these things can be 
identified in the experience of the poem alongside its literal meaning.

Leonard Cohen identified rappers as the inheritors of the spoken or 
sung tradition of lyric poetry. Eminem made a video entitled, Nothing 
Rhymes With Orange, in which he gives many examples of how the 
shapes of pronounced language can be made to fit a rhyming scheme 
with ‘orange’ as its repetitive base. (https://www.youtube.com/
watch?v=lPcR5RVXHMg)

And so: a modest proposal. We can see that complementary colours, 
mutes, tints, shades, harmonies, contrasts and discords, all have a part to 
play in the structure of colour, there to be seen in the abstract.

Seeing these relationships laid bare – a rectangle of blue next to a 
rectangle of orange -shows that complementary colours form the 
equivalent of couplets. We can come to see these relationships. 
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Texts between Jo Volley (JV) and Me (EW)

EW→JV: Gottlöb Frege argued that he would count as real, only those 
things about which properties could truly be attributed. Since it is true of 
orange that it is the complementary colour of blue (terms and conditions 
apply) then it exists – it’s not merely subjective, even if it relies upon our 
contingent perceptual apparatus.

JV→EW: van Gogh said that without blue you couldn’t have orange.

EW→JV: The Alboran Sea is photographed from space. When I looked at 
it in the middle of the night on my phone, I mistook it for a small amount 
of pigment spilled on a greenish surface. I have substituted orange for 
green for reasons you will know well. I usually view that sea from Playa 
Malaguetta. It always reminds me of sequins; and so it has, for me, a mildly 
erotic connotation.

JV→EW: Matisse said on his first visit to New York that it looked like a 
woman in a sequinned dress.

EW→JV: She’s a siren. ‘And as I walk along the beach, I hear the 
mermaids…’

Six Bells Red
Onya McCausland

Six Bells Red  is a wall paint developed and made by Onya McCausland 
from recycling waste iron oxide residues resulting from the treatment of 
mine water in the ex-industrial coal mining landscape of the Ebbw Fach 
Vally, Blaenau Gwent, South Wales.

The framing of this work and its research aims to position the paint as 
a tool for drawing together and making visible distinct ideas that point 
toward the interdependencies between humans and the environment.
The ochre forming here has roots stretching back to the beginning of 
human history, to the oldest cultural materials - a mineral with such 
cultural force and significance that is has been found sprinkled onto the 
buried bones of ancient humans;1 mixed with binder and turned into paint 
on cave walls, and formed the patterns on the earliest built walls of human 
settlements.2

Six Bells Red indexes the contemporary landscape that has been shaped 
through the effects of mineral extraction; Six Bells in South Wales became 
one of the UK’s earliest industrialised mining areas producing millions of 
tons of coal fuelling global trade. This material is the legacy of that history 
and can be redirected to examine some of the complexities resulting 
from that global mineral mining trade in the context of the current 
environmental emergency. 

Turning Landscape CIC (Community Interest Company) based in Six 
Bells creates an economic structure that manages the transition of waste 
back into a valuable cultural material. The company safeguards the 
distribution of benefits by ensuring profits from the sales of paint are 
recirculated back into the community to support the work and build a 
sustainable programme of cultural and educational events.

1  The Red Lady of Paviland: OUMNH Q.1. Visit to see the remains at Oxford Museum of 
Natural History  2016. One of the richest Palaeolithic sites in Europe is in South West Wales on 
the Gower Peninsula between Port Eynon and Rhossili. Sollas, W.J.  The Journal of the Royal 
Anthropological Institute of Great Britain and Ireland, Vol.43 (Jul. - Dec., 1913).
2  National Geographic online http://news.nationalgeographic.com/news/2007/10/
photogalleries/wip-week50/photo7.html, accessed: 17th December 2014. And: Caroline 
Cartwright (2008) The World’s Oldest Wall Painting In Syria?, Palestine Exploration Quarterly, 
140:1, 3-3, DOI: 10.1179/003103208x288645  http://dx.doi.org/10.1179/003103208x288645 
Published online: 02 Dec 2013.
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Above: Onya McCausland, 
Six Bells Red.

Opposite: Onya McCausland, 
Six Bells Mine Water 
Treatment Scheme.
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Colour science space and Ostwald
Stephanie Nebbia & Cris Cosgrave

In the Winsor and Newton archive there is a model of the Wilhem Ostwald 
colour space, made by a Mr W A Howard of Toronto. It is a system based 
on 3 principles; achromatic black and white, chromatic colours and the 
neutrals, muted colours.

Unlike other colour theories and systems, it provides opportunities to 
explore colour with the addition of black and white and the greys that 
occur between. Ostwald explains in his publication, The Colour Primer 
(Die Farbenfibel, 1916),  “black must be regarded as a positive sensation 
which can be measured and not as a mere negative experience due to the 
absence of light”.

With this, are four core hues; yellow, red, blue and sea green. Then, 
between these hues are: orange (between yellow and red), purple 
(between red and blue), turquoise (between blue and sea green), and 
leaf green (between sea green and yellow). The inclusion of turquoise 
and sea green, could be considered as too close in colour and Ostwald 
acknowledges this in his book where he puts this down to the fact, “we see 
very little of these colours in nature compared to the others, we see them 
in a kingfisher or types of butterfly but not in the same abundance as the 
other colours.”

Finally, there are two further hues between each of the colours to create a 
circle of 24 evenly spaced colours. To accompany this Ostwald devised a 
complex numbering and lettering system to specify the amount of white, 
grey and black added to each colour, leaving a gap in the gradation, so 
that each section is distinct from the next.

Ostwald had been a professor of Science in Riga, then later in Leipzig 
and was awarded the Nobel prize for physical chemistry in 1909. On his 
retirement at 53, he devoted himself to his passion for colour. He wanted 
to create a formula where colour = harmony. He had discovered through 
his own painting that certain colour combinations were harmonious 
whereas others were not. 

The inclusion of black, white and grey resonated with Mondrian and the 

De Stijl movement and also later at the Bauhaus, when Walter Gropius 
invited him to visit when they were inaugurating the new building in 
Dessau. Ostwald delivered lectures there on colour in 1926 and 1927, 
where the analogy of music and harmony appealed to the likes of 
Kandinsky, but like so many colour theories, received mixed reviews 
among the other artists.

In 1931 John Scott Taylor, the then scientific director at Winsor and 
Newton, explained why it was necessary to represent the system as a solid 
and not on a flat surface, “We should merely obtain a collection of colours 
and not a colour system. In this, the white sits at the top and graduates 
towards the black and to the colours. The black sits at the bottom and 
graduates towards the whites and the colour. As a result the black and the 
white create a grey scale down the axis of the solid.”

He offered to translate Ostwalds larger work, Colour Science from 
German into English and for Winsor and Newton to publish it. He 
provides a glowing preface on the necessity for such a system stating;
“This is an aesthetic system that is breaking entirely new ground, 
“Ostwald was so delighted at what Scott Taylor had written that in his 
letter approving the proofs for the translation, he described his joy by 
sending him this poem by Goethe;

I recently picked some meadow flowers
And took them home in deep thought;
When, from the warmth of my hand;
Their crowns had all turned earth-ward.
I set them in a fresh glass,
And, oh what wonder appeared to me!
They raised their little heads,
Their leafy stems in green attire,
And altogether in such good health,
As if they stood in mother earth.
And so I felt, when as if in wonder,
I heard my song in foreign tongue.

Translation by ; Marion Löffler Dipl. Päd., Dr. phil., FRHS 
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Part 2 was published in 1933 the year after Ostwald’s death, copies of 
this with his letters can be found in the Winsor and Newton archive with 
this model. Winsor & Newton went on to also publish Colour Practice in 
Schools by OJ Tonks in 1934. In addition to translations and publications, 
Winsor & Newton created the iconic Ostwald Watercolour Box and the 
Ostwald Standard Showcard Colours Box to support the system.

Above: The Ostwald 
System reproduced 
from Wilhelm Ostwald’s 
Colour Science

Opposite: The Ostwald 
colour solid, Windsor 
& Newton’s Ostwald 
Circle Colour Box, 
Colour Science, Wilhelm 
Ostwald.
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Colours from light and shade: how George Field 
smuggled Aristotle into modern Japan
Paul Smith

What’s in a name?

When it comes to colour, poetry can sometimes sow confusion.  According 
to the rhyme, ‘Roses are red, Violets are blue.’  But surely Fantine in Les 
Misérables was nearer the mark when she sang the lines, ‘Cornflowers 
are blue, roses are pink’ – even if the original French – ‘Les bleuets sont 
bleues, les roses sont roses’ – is downright tautological.  Then there is 
Christina Rossetti, who declared in Sing-Song that ‘A rose is pink’, ‘A 
poppy’s red’, and ‘The sky is blue’.  

But who is right?  And why?  A great deal depends on the view we take 
of the relationship between names and qualities.  When Shakespeare’s 
Juliet argued ‘That which we call a rose / By any other word would smell 
as sweet’, she was calling into question the scholastic belief (Realism) 
that names are immutable because they refer to universals originating 
in God’s mind which are instantiated in particular objects.  On this view, 
names express the very order of things.  Juliet was thoroughly radical, 
then, when she set out the (Nominalist) alternative that a rose is what it is, 
and its name a mere convention.  By extension, a rose will be pink, when it 
is the right variety, whatever we call it.  (And in the colour dictionary used 
by Darwin, albeit a little confusingly, Patrick Syme identified the pale pink 
he called ‘Rose Red’ with that of the ‘Common Garden Rose’.)  A rose can 
also be red or white, for Lancastrians and Yorkists alike.  

Wittgenstein took a similar position to Juliet’s at the outset of the 
Philosophical Investigations, where he challenged Augustine’s (Platonic) 
argument that ‘individual words name objects’.  This belief implies that 
a shopkeeper who is asked for ‘red apples’ acts correctly when he ‘looks 
up the word “red” in a table and finds a colour sample opposite it’, as 
though the relationship between the two were fixed.  Against this view, 
Wittgenstein argued that we learn the ‘use’ of colour words in different 
‘language games’ appropriate to particular ‘situations’.  In these, 
moreover, the ‘names’ of the colours correspond to a range of ‘paradigms’, 
or exemplars with which they can be compared.  The ‘criteria’ for the 

correct application of colour terms can therefore shift.  

This implies, on the one hand, that the meanings of colour words will 
vary.  And ‘blue’, for example, can be the pale blue of a cornflower in 
one context, and the colour of a violet in another.  It follows that colour 
terms have no precise, or set limits – as Spencer Finch demonstrated 
in Where Does Red Begin and Where Does It End?, a series of patches 
ranging from orange-red to purple-red.  On the other hand, variations of 
an individual colour are related by ‘family resemblance’ – a conception 
Jacob Schäffer expressed intuitively, when he designed escutcheons for 
his seven principal colours, each bearing bars of their respective tones 
and tints.  Moreover, because we often learn the meaning of colour words 
in conjunction with characteristically coloured objects there are central 
cases of individual colours (although these can change with time).  So, 
Rossetti was right to answer the question, ‘What is orange?’ with ‘just an 
orange!’ (if ‘just’ meant ‘precisely’, here, and not ‘only’).  

The argument that the meaning of colour words is flexible explains the 
lack of consensus among poets.  The same problem besets the frequent 
disagreements between early colour theorists.  Defining ‘red’, Moses 
Harris stated that it was the (implicitly slightly orangey) colour of the 
‘wild poppy’; James Sowerby maintained that red, being neither bluish 
nor orangey, lay ‘between crimson and scarlet’ and was exemplified 
by the ‘red currant’; and the Liverpudlian artist, Thomas Hargreaves, 
stated that ‘The true primary colour of red is what is called crimson’ 
(which is a little bluish) and could be found in the ‘carnation’ – but not the 
pink, presumably, nor the ‘rose’, although William Blake regarded his as 
‘crimson’.  

Hargreaves nevertheless accepted that artists lacked a shared 
nomenclature.  He noted that ‘we find the greatest uncertainty’ in the 
term ‘red’, especially ‘in the Newtonian theory’ where the colour ‘called 
red in the prismatic spectrum’ is in fact ‘orange’.  Even more striking 
evidence for this lack of consensus is supplied by the case of the red 
described by the French artist, Gaspard Grégoire.   The ‘primitive’ and 
‘most beautiful’ red, he claimed, was ‘pink’ (rose), since this exemplified 
the ‘middle tone’ of the colour between ‘light’ and ‘dark’.  And it appears 
in this guise in the many colour diagrams Grégoire designed, including 
the ‘chromatic scale’ he made for Léonor Merimée’s De la peinture à 
l’huile.  But when this was incorporated into the English translation, its 
rosy colour adjusted towards the more familiar red employed by Harris.  
Clearly, there was no room for poetic license here.  
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Above: Chromatic Scale 
by Gaspard Grégoire from 
Léonor Merimée, De la 
peinture à l’huile (Paris: 
Huzard, 1830).

Opposite: Gaspard Grégoire
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Colour From Minerals: NERC-funded research 
at UCL.
David Dobson

Minerals and rocks have been important sources of colour throughout 
human history and natural minerals, and their synthetic counterparts, 
retain an important role in the pigment industry.  The Natural 
Environment Research Council is the UK’s prime funding agency for 
research into the Earth, its constituent components, its habitats and 
the living organisms which inhabit it.  Research in Earth Sciences at UCL 
covers the NERC remit, from past and recent climate change, through life 
and evolution, to the properties and behaviours of rocks and minerals in 
the Earth’s deep interior.   

The structure and precise chemical composition of minerals can 
significantly affect their colours.  The structural transition of (Mg,Fe)2SiO4 
from its low-pressure form, olivine, to its high-pressure form, ringwoodite 
is a good example.  The green colour of olivine is caused by electronic 
transitions on Fe2+ ions, which replace magnesium in the two 2+ cation 
sites. On transformation to ringwoodite (a spinel-structured mineral) 
there is a dramatic colour change to a rich royal blue.  NERC-funded 
research at UCL has shown that this colour is related to the incorporation 
of a (Fe3+H+) defect on the tetrahedral Si4+ site of ringwoodite. Inspired 
by this, as part of the Slade Scientist in Residence Programme, we are 
seeking to develop new low-cost, non-toxic and chemically inert blue 
pigments based on tetrahedrally-coordinated Fe3+ in inorganic oxide 
structures. The Slade SiR programme develops links between art 
and science practice, to the mutual benefit of both communities. The 
programme, currently in its fifth year, has already produced long-term 
teaching and research collaborations between members of the Slade 
School and participating UCL science departments. 

This publication is funded in part by a grant from NERC (NE/T006617/1).

UCL Innovation and Enterprise  - turning ideas 
into action.
Jo Townsend

UCL Innovation and Enterprise (UCL I&E)  explores the potential of 
industry and academic partnership, where research-driven collaboration 
built upon the radical multi-disciplinary practice at London’s global 
university, seeks to contribute to addressing major environmental, 
technological and societal challenges.

Materials Innovation Network at Colour and Poetry. 

UCL I&E is delighted to support the Colour and Poetry symposium for 
a second year. This ambitious cross and interdisciplinary programme 
celebrates important moments of creative innovation including the 
International Colour Day, World Poetry Day and World Pigment Day. 
Hosted at the Slade School of Fine Art, the symposium and online 
exhibition - Collage, Colour & Poetry, demonstrates a thematic and 
material approach to innovation. Materials become the central point 
for knowledge exchange between UCL research(ers), artists, makers, 
practitioners, arts organisations, community and businesses to catalyse 
different ways of thinking, develop new concepts and methodologies and 
in turn, to innovate. 

UCL I&E would like to thank Jo Volley for expertly curating this series of 
colourful conversations, including the online exhibition in collaboration 
with Rebecca Loweth. As Co- Director of the Material Research Project, 
Director of the Materials Museum and Materials Innovation Network 
and Deputy Director (Projects), Slade, Jo’s leadership demonstrates 
the potentially transformative impact of collaboration through material 
research.

This publication is funded in part by  UCL’s Higher Education Innovation Fund (HEIF)
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