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A Shillito Student Portfolio from the Mid don 1 Q a

We illustrate here a remarkable portfolio of colour exercises and notes produced at the East Sydney
Technical College (now the National Art School, Sydney) by Helen Jean Burgeg0(B)2thile

she was a sident in the Design diploma course in 1943. The portfolio is important amaarly

record of the colour curriculum of PhylBykesShillito(1895¢ 1980) who was a major influence on
colourdesignS RdzO I G A2y Ay ! dza G NI f A [(Kedt,N®OF)andak Bdirecthn n Qa (0 2
influence onsubsequentolour education in bottldesign andine artin Australiathrough her former

students including one of us (Eva Falhecatalogue entnfor the itemat the Caroline Simpson

Library & Research Collection in Sydney includes a biographical note onJel@h&urgess.

Our interest in this research began when one of us (DB) recognized some prewimriipked

influences on the Shillito colour curriculum in a 1958 portfolio by Jocelyn Maughan OAM, and
documented some of these in a Colour Society of Australia exhibit for International Colour Day 2017
(Briggs, 2017). Eva Fay attended the exhibit and mized the same influences in her notes and
exercises from the Shillito Design School in 1876asnotedin her recent book on these exercises

(Fay, 2021). The Burgess portfolio came to our attention when it was highlighted in a talk for the CSA
2021 National Conference lmyirator Michael Lech on the collection of the Caroline Simpson Library
and Research Collection.

TheBurgesgortfolio comprises a woven fabric cover and 36 loose boaaisprisingthree

sections, "Shillito Theory" (13 boards), "Ostwald Theory" (12 boards) and "Munsell Theory" (11
boards). Thirty of these boards feature renderings in gouache that range in complexity from a simple
nine-step value scaléPlate 3o intricate Ostwald andMunsellpages (Plates 223, 3132) that
eachrequiredcarefulmixingin gouache of dozens of colour chig$e portfolio also includes six
annotated transparent overlays, three pen and ink versions of Munsell and Ostwald diagrams, and
44 part-sheets or full sheets of typed text attached to the reverse sides of 24 of the boards. We have
examined these sheets arfidund that in their entirety they closely paraphrase or copy verbatim
passages from a total of just seven texfisesetexts compriseHenry Barrett Carpenter's

Suggestions for the Study of Col@Qarpenter, 1915, 1923, 1932)jaitland GravesThe Art ofColor

and Desigr{1941)and five texts on the Munsell and Ostwald systems and theories of colour
harmony. The only significaatiditionis that on some sheets Shillito's distinctivelite

classificatior{see below)eplaces Carpenter's hue ternfSomeof the passages on these sheets also
appear in typed or handwritten pages included in other Shillito student portfolios of the later 1940's
and 1950's.

We believe that these typed sheets are likely to be typ@decture notes. One of ugya Fay

studied atthe Shillito Design SchoolinK S f | (&rfIstivppssesses the notes that she copied

down during lecturesit the Schoaglincludingthe completecolour component of the course. Our

examination of these lecture notes from 30 years later shows they #iso closely paraphrase or
copyverbatimmostof the same sources, including Graves and especially Carpenter, with some

additions near the end of the coursecludingnotes on colour symbolism, colour psychology and the
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and a handout on the Bauhaus manifessurprisingly we found no passages we could attribute to
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influential in contemporaneous teaching institutions internationally and in Sydney, but their
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to the direct links we identify here.
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Left: Contentpageof/ | NIJIS gugdeMidha for the Study of Col¢®@i¥ edn, 1923).Right:Scarfrom Eva
Cl &Q & f lectiadBotes from the Shillito Design School in 297&howing theikt of lecture topis for this
component of the course.

The Burgess portfolio stands out from later Shillito portfolios by the exceptional emphasis on
carefully mixed Munsell and Ostwald atlas pages and diagrams, and by the quantity of accompanying
text. A slightly later colour theory portfolio by Barbara Abtdetld at the Powerhouse Museum
Sydneyhas generally similar content, including closely comparable but less numerous typed notes,
but the Munsell component is reduced somewhat and there are more numerous colour design
exercises, some of them applying ®atd notations. As far as we can see these trends of
diminishingthe amount ofMunsell and Ostwald content and increasing emphasis on more creative

colour design exercises continue progressively in later Shillito colour theory portfolios through to the
latS ™ dTf F&yA2021, p. 53).

The notes in the "Shillito Theorgéctionof the portfolioall derive from Henry Barrett Carpenter's
Suggestions for the Study of Col¢Qarpenter, 1915, 1923, 1932), and the plates in this section
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15-steppaint-basednue scalghat g | & { Kodwrfirfventip® @nihis plate he fifteen hues

comprise sixd LINA Y I NE eachébfredpduidifigita specifed pigment plusit KNBS a&SO2y R N
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portfolios), allmixed from facing pairs of theixad LINA Y I NB  Q Ddublepmindary galettesy” (i &

like thisare used as practicalremedy for theseverelylimited colourgamut obtainable from any set

2F 2dzald G KedB/SlowahdNaugyvaints,Bné becameverypopularfor this purposewith

painterst N2 Y (1 KS w ¢phuttheré arevefydel sdmparablearlierexamplesapart from

those byShillito and her studentsTheclosestpossible antecedernthat we are aware of is the

diagramof six primary colours and three secondary coldliustrated byPellew (1918, p79). The

158 GSL) KdzS a0k £ S NBeslbuk gtrfidrluntkitodgh to el | {( iSAwhein &g Q a

used as the basier severaladditional exercises gouachgsee Fay, 2021, pp. 15, 16, ZDhe

arrangementmust therefore have been quite well knowntaat time, and could well have inspired

fFOGSNI Ayadl-norSel REF: aIRRABSE BSasxs (K2dza3K 6% | NBE y2i
supportthis.¢ KS & ¢ S NI Platdl D) ig akKofh&figinal Shillitodesignlackingclear

antecedentsWith its radiating triangles grouped inierarchicalorders andts concentric bands

lightening in toneradially thereare someverytenuous resemblanceto a diagram by Adams (1862).

The Tertiary Wheelvas another fixtureof Shillito student portfolios throughtthe Sy R 2 F { KA f f A {
teaching careenvith somevariationin the number of concentric bands and in ttegreeof

differentiation of the two orders of radiating triangles
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DIAGRAM OF MIXED COLORS

Red B+Blue R =Violet Blue R+ Red B=Violet Yellow
R + Red G=Orange
Red B+ Orange—=Red G Blue R +4 Green=Blue G Yellow
R + Green = Yellow G
Red G+Yellow R =0Orange Blue G+ Violet =Blue R Yel-
Red ?;w B\/‘i-lomﬂ%ie a;gelllglw G+ Yellow B=G Yell
ed G+ Violet e ue ellow reen Yellow ’ -
B4 Blie 6 = Coren & C T TR

Left: dDiagram of mixed coloug¢s T Diy@sYand Dyein@Pellew,1918, p. 79)Right:Plate 2 fom Die Farben
Harmonie in ihrer Anwendung auf die Damentoiléidams, 188).

Thetyped® 1S4 Ay (KS &edtidnindudé dyhtadei @hgedidxtéacted with omissions

fromWao { O2 G(Aisimple éplahatighdf the Ostwallour System(Taylor, 1935)plus pages

derived fromh & { ¢ ICéldvis&enc@Ostwald, 1931, 1933)ndWdzR & 2har@dBook of colour

(Judson, 1935)he more elaborate plates in this sectiappear toderive fromColow Sciencand

FNR Y h &dloutaflafberdarbkorpefOstwald,1919).
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1941), andhn articlecalledColor Organizatioby De Forest Sackett in tH®38 edition of the journal

Printing Art Thetwo double-hue-pageMunsellplates(pls 31 and 32) do not match the

corresponding plate this format inthe 1915Atlas of the Munsell Color Systemina h LILJ2 & A G S

| dzS& ¢ S RANMunglyBbok 2fEoldbut e closely matches a Munsell chart by the Allcolor

Co., Inc., New York City, illustrated in an article on colour sciendggeiiviagazing17[1], July 3,

1944, p. 47)ThedMunsell Theory sectionalsoincludes gouache renderingBlates 3335) of three

pages from Grave¥he Art of Color and Desi@l©41,pp. 137, 156, and 162 respectivelhich had
beenpublished just a few yeaksarlier. These pages illustratéraves' concepts of "value keys"

("High Minor", "Low Major" etc.) and "value chorgsvhich he devised as a means of systematically
classifyingonal distributions in compositions relation to the Munsell value scaB.NJ} S48 Q G SE {6 2
proved to be highly influentialand h@2 y OSLJ0a 2F a @I fdzS {Seéaé¢ +yR agdl
application today in botliine artanddesign9 ESNDA 4S5S4 NBYRSNAYy3I DNI gSaQ b
chord" diagramgsee below) and applying these concepts to design exercises were retained
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D NJ @S aw@s pieledtih some of theclasses where his classification vaiscussed

Three pages from Maitland Gravdsie Art of Color and Desi¢tP41, pp. 137, 156, and 162 respectiyely
viewable online ahttps://archive.org/details/artofcolordegin00grav/mode/2upCompare Plates 335 below.

Comparison of the Burgess portfolio of the mid 1940's with Shillito's colour exercises in the 1970's
(discussed by O'Connd013 and individuallydescribedand illustrated by Fgqy2021), suggests that
throughout this period, Shillito's colour teaching emphasized the intimate grasp of colour
relationships that can be obtained through many hours of meticulous practical colour manipulation
in paints, whether in copying Ostwald and Munsell hue pages id®4€'s or in rendering more
creative colour design exercises in the the 1970's. We hope that by making documents like this
available we will assist future investigators in establishivegeixtent of comparable training

temporally and regionally; ceainly today it seems very rare outside realist paintatgliers

Another aspect of the Shillito colour curriculum that comparesy favourably to much colour
education today was the level of attention paiddasystematic, threedimensional understanding of
colour organization. In the 1940's, this was presented in the context of the two major scientific
colour order systems used in art and design at the time, alongside Shillito's own gadstd hue
system. By théate 1970's the Ostwald system had decliriadnfluence globallyandthree-
dimensionakolour organization at the Shillito School was presented primarily in terms of the


https://books.google.com.au/books?id=Ok8EAAAAMBAJ&pg=PA47
https://books.google.com.au/books?id=Ok8EAAAAMBAJ&pg=PA47
https://www.celebratingcolor.com/6-plans-to-create-mood/
https://www.pinterest.com.au/zena_oconnor/colour-strategies/high-key-minor-chord/
https://archive.org/details/artofcolordesign00grav/mode/2up

Munsell paradigm of hue, lightness ("tone™) and chroma ("intensity"), but we have little doubt that
today Shillito would discudsoth the Munsell andhe NCS frameworks.

The concepts dflerry Barrett Carpenter set out in his bo&kiggestions for the study of colour

evidently formed the backbone of te K A f dblautitiedéclasseF N2 Y G € SFad GKS YA
the latem b 7 Jn@a&t Given thatCarpenter was headmaster of the Rochdale School of Art,

Manchester, only a short distance from the Halifax Technical Caliegmuth West Yorkshinghere

Shillito studied and also taught classes befooveningto Australia it@ likely that Shillito knew of

I FNLISY i SNRa 06221 FTNRY GKS/ OIS WIYSINIIE 2672 KIS NG 68 | DK
of populartextsfor artists and designerthat builtonO02 y OS LG & RSNA @S RIodEBINB Y h 3RS
Chromaticof 1879, which was in turn a popularization of thew scientific view of colowshered

in by Helmholtz, Maxwell and othe@dsS 3 A Yy y A Y 3 . ®tifer siudh &xtsvinclpdErilg

+ Iy RS NQd@ Brobemof 1901 y R ! f 0 S NAiColardugtati@ §# Ovipn p = o .dzi  / | NL
approach to colour theorgtands out for its emphasis on learning by exercises and experimentation
Carpenter expressed the hope that his key concepts, which were prestnullito students more

or lessverbatim would be of use to studentsf fine art as well as desigand we arersery pleased

that this has been confirmed by an artist and art teacher ofstadingof Jocelyn Maugha®AM

(see Fay, 2021, Foreword)ke Carpenter, Shillito promoted experiential learning through practical

exerciss and experimentation presented in tandem with theory, rather than in advance of or even

in place of theory, as in Albers.

The experiments suggested in this chapter,
and indeed throughout the whole book, are very
far-reaching in their effect, and the student will
discover a wealth of new ideas if he will but
carry them out, but the casual reader who does

not test the suggestions for hi 1self will gain

littlee. Words read are easily forgotten, but
experience gained lasts a lifetime. Moreover,
each experimenter brings his own personality to
bear on the problem with the result that, however
old the experiment, new beauties are constantly
being discovered, and the joy of discovery is

beyond price.

Concluding paragrapiiom/ | N1JS $ugdeNidhéor the Study of Coloy2™ edn, 1923 pp. 9899).
28Q0R fA1S G2 SYLKIFIaAl S GKIFIG 6KFIG 6S KIFE@S 06SSy R2
O2f 2dzNJ GKS2NE O2YLRYySyld 2F {KAffAdlG20a O2YLINBKSya
disciplines. EvaFayrecall { KAf f A2 Ay GKS mdpTtnQa +a | dzyAldzSx
who knew how to guide her students to observe, experiment, discover, and search for alternative
answers, to prepare them for the fine art field or the commercial world of bo@Drand 3D design.
{KAffAG2Qa YIFI(Gdz2NE YSGK2R 2F GSIFOKAyYy3 gl a dzyAldzS
classes like those documented here, and having critical discussion at that point, the colour



application to each design exercise was dtslowed up with further critiqgues in the design and

design application section of the curriculum. Eva Fay recalls that even though the course was very
structured, students were often given minimal instruction and learnt principles of colour application
by experimentation, discovery, observation, and discussion. Gradually the students gained an
informed colour confidence to solve challenging colour issues and an astute sensitivity to colour with
a critical eye for nuances.

Dr David Briggs and Eva Fay, February 11, 2022 (updated JI2G22%
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https://archive.org/details/b30009339/page/10/mode/2up

Contrast Carpenter, 1932, Plate .




Plate 3




Facing Plate 4

CompareCarpenter, 1923, Chapter Ill, pp.-2Q.
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SIMPLE HARMONIES

Plate 4
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https://archive.org/details/b30009339/page/46/mode/1up

PURE COLOUR. TINTS AND SHADES

Facing Plate 5
CompareCarpenter, 1923, Chapter Ifi,I| I NI .22 € X
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Facing Plate 6
CompareCarpenter, 1923Chaptern > & / 2 ppii3bLI313841 85>
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FacingPlate 10
CompareCarpenter, 1923ChapterL L L ¥ & Ipl2BX 2y e € X
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Facing Plate 11

CompareCarpenter, 1923Chapter+ > & 5 App. G6BRN&ALE
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Facing Plate 12

CompareCarpenter, 1923Chapter+ > & 5 App. @IAR £ X
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of one number and two lettera Qlf
description of any colm'un?i 1

Colours of exactly the same

or black with them ﬁtm

the hue does not QM. o
In the 24 colour etrels

Facing Plate 15

CompareJudson, 1935, p.77



Plate 15

Very similar eightiue Ostwald circles aar in several Ostwalthspired educational texts including
Colour Practice in Schodig O. J. Tonks (1935).




Facing Platé6, p. 1

Compare Judson, 1935,30.



Facing Plate 16, p. 2

Compare Judson, 1938p. 41, 43




Plate 16

CompareOstwald, 1931, Vol. 1, Plate 2.




Facing Plate 17, p. 1

Compare Judson, 1935p. 4344.




Facing Plate 17, p. 2

Compare Judson, 1935, pp.-43.




Plate 17




t of the achromatic colours .
“he panels on the grey axis bear the lettersa ce g i 1l n P
esch letter signifing definite percentages of white and black
as per table below,
2, Marking of the chromatic colours.

he Z8 chromatically coloured panels on each sids of the axis
are marked firstly with the number borne by the hue of their
full colour on the chromatic cirele and secondly with those two
letters on the grey axis whioch oross in them. The w
lotter being placed first this triple symbol omiltm ofoone
number and two letters completely defines the colour in each

panel for it expresses the peroenteges of white, black and full %,
colour which it contains., If, for instance, the two m
full colours are nos. 8 and 20 in the oirele, MW&“
o derivative of the middle red containing 5+6% 'uto Gﬁ m
and by difference 29+4% of full colour. ss-nguy “Oea

and54% of full eolour, Here the large

S0 near tcithe white apex, shows how

the extreme panels ap and pa cl
of white, black and full u&up

Facing Plate 18, p. 1

CompareOstwald 1931,Vol. 2, Plate 1



Facing Plate 18, p. 2
CompareOstwald 1931,Vol. 1, p. 102



