
                  
 

 
PHOTOGRAPHY AND ITS MANY COLOURS 
Innovations, Emotions and Activism 
 
#PHRC21 
 
 
 
 
MONDAY 14 June 2021 
 
9.30 – 10.00  Registration and virtual coffee 
 
10.00 – 10.15 Welcome: Kelley Wilder, PHRC 
 
10.15 – 10.45 Keynote Lecture (Chair: Kelley Wilder) 
   Kim Timby (Independent Researcher/ École du Louvre) 

Sepia: An “Analogue” Filter in Twentieth Century 
Photography? 

 
10.45 – 11.15 Discussion 
 
 
11.15 – 11.45 Break 
 
 
 
Panel 1. The Colour of Emotions (Chair: Beatriz Pichel)  
 
11.45 – 12.00 Dr Christine Slobogin (Birkbeck, University of London) 

‘Something useful in the National sense’: Percy Hennell’s 
Surgical and Nationalist Colour Photography, 1940-1948 

 
12.00 – 12.15 Catlin Langford (Victoria and Albert Museum) 

Deceptive innocence: Nostalgia and the Aesthetic of the 
Autochrome 

 
12.15 – 12.45 Discussion 
 
 
12.45 – 13.45 Lunch  
 
 



                  
 
 
Panel 2. Emerging Colours (Chair: Gil Pasternak) 
 
13.45 – 14.00 Michèle Dick (University of Zurich)  

Flaring up and going black – The Impermanence of Colour 
Transparencies and its Impact on Social Anthropological 
Science Practices of the 1970s. Florence Weiss’ Collection 
as a Case. 

 
14.00 – 14.15 Leila Anne Harris (The Morgan Library & Museum) 

Edward S. Curtis in Color: The Indian Picture Opera and 
Myth of a Vanishing Race  

 
14.15 – 14.45 Discussion 
 
 
14.45 – 15.15 Coffee break  
 
 
Panel 3. Colour, Science and Experiments (Chair: Kelley Wilder) 
 
15.15 – 15.30 Johanna Frigård (University of Turku)  

Emotional and Political Functions of Colour in Nature 
Photography: A Case from the 1970s 

 
15.30 – 15.45 Dr. Hanin Hannouch (Ethnologisches Museum - Berlin State 

Museums & Max-Planck Kunsthistorisches Institut in 
Florenz) 
Richard Neuhauss' Colour Photography: The Stuffed Parrot 
as the Test Object of the Lippmann Process 

 
15.45 – 16.00  Alexandra Nicolaides (Stony Brook University)  

‘Agog, Smiling, Just Feeling Good’: Psychophysical 
Sensations in Color Photography Exhibitions, 1939-1950 

 
 
16.00 – 16.30 Discussion 
 
 
16.30 – 17.30 Socialising session 
 
 
 
 
Close of Day 1 



                  
 
 
TUESDAY 15 June 2021 
 
 
9.00 – 10.00  Socialising breakfast    
 
 
Panel 4. The affect of colourisation (Chair: Beatriz Pichel)  
 
10.00 – 10.15 Sean Willcock (Birkbeck, University of London) 

The affects of Evidence: Colourisation and the ‘Archival 
Romance’ of the Whitechapel Murders 
  

10.15 – 10.30 Liz Watkins (University of Leeds) 
Imperfect Tense: Colourisation, Nostalgia, and The 
Photographic Archive 

  
10.30 – 10.45 Maria Luisa Coelho (Oxford University/ Universidade do 

Minho) 
Colour in the Photographic Work of Contemporary Women 
Artists from the African Diaspora: The Cases of Alida 
Rodrigues, Keyezua and Alice Marcelino 

 
10.45 – 11.15 Discussion 
 
 
11.15 – 11.45  Comfort Break 
 
 
Panel 5. Adding colour (Chair: Kelley Wilder) 
 
11.45 – 12.00 Kimberly Schreiber (University College London)  

Kodachrome Plantation: Bruce Jackson's Colour Prison 
Photographs 

 
12.00 – 12.15 Denis Pellerin (London Stereoscopic Archive) 

Improving Early Photographic Images with Depth, 
Movement and Colour 

 
12.15 – 12.45  Discussion 
 
 
12.45 – 13.45  Lunch 
 
 



                  
 
 
Panel 6. New colours: markets and values (Chair: Jaime Davis) 
 
13.45 – 14.00 Nicolas Le Guern (Independent researcher/ Cokin KT 

s.a.s.u.) 
Colouring Analogue Photography with Filters: the Influence 
of the Cokin Company 1980-2000 

 
14.00 – 14.15 Suryanandini Narain (Jawaharlal Nehru University) 

Chromatic Conjugations: Digital Colourisation of Couple 
Photographs in India  

 
14.15 – 14.30 Sarah Samira El-Taki (University of Copenhagen) 
   The Colour of Britain 
 
14.30 – 15.00 Discussion 
 
 
15.00 – 15.30  Break 
 
 
15.30 – 16.00  Keynote Discussion (Chair: Gil Pasternak) 

Emily Mark-Fitzgerald (University College Dublin) and 
Christina Riggs (Durham University) 
The Colourization Conundrum 

 
16.00 – 16.30 Discussion 
 
 
 
16.30  Close of Conference 
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PHOTOGRAPHY AND ITS MANY COLOURS 
Innovations, Emotions and Activism 
 
#PHRC21 
 
 
MONDAY 14 June 2021 
 
 
Keynote Lecture:  
 
Dr. Kim Timby  
 
Kim Timby is an independent photography historian based in Paris, where she teaches at 
the École du Louvre and works as a curator for a private collection specialized in 
nineteenth-century photography. She was previously Director of Collections at the Musée 
Nicéphore Niépce and assistant curator at the Musée Carnavalet.Timby’s research 
explores the cultural history of photographic technologies. Colour is a longstanding thread 
in this work. In particular, her publications have questioned its ties to realism (“Colour 
Photography and Stereoscopy: Parallel Histories” (2005), exhibition “Under a Beautiful 
Blue Sky” (2006), 3D and Animated Lenticular Photography (2015), and “The Invention of 
the Myth of Total Photography” (2019)); explored the use of colour photography in 
magazines (“Look at Those Lollipops! Integrating Color into News Pictures” (2015) and 
“Spectaculaire, réfléchie: la photographie en couleurs au prisme de la presse française” 
(2017)); and more recently analysed the hues of monochromatic photography (“The 
Colors of Black-and-White Photography” and “Face à la couleur: une histoire en creux du 
noir et blanc” (2020)). https://independent.academia.edu/KimTimby | @KTgraphie 
 
Sepia: An “Analogue” Filter in Twentieth Century Photography? 
 
Since the 2010s, modifying the colours of photographs has been a powerful way in which 
digital filters transform images to give them a different feel. In particular, saturation, 
desaturation, or yellow tints have been used to make images appear older or to imitate 
the appealing aesthetics of different analogue technologies to give images more cachet. 
In light of these practices, this talk will question whether similar chromatic strategies were 
used in the past by examining the popularity of the print tone referred to as “sepia” in the 
first half of the twentieth century. As photography became increasingly “black and white” 
in the gelatine-silver era, new techniques and products were developed specifically to 
produce brown prints. I will examine how and when browns moved from default shades 
of the past to a desirable, codified option, analysing whether this chromatic aesthetic 
offered a combination of nostalgia and creative latitude comparable to 21st-century filters 
or something different.The story of “sepia” as a colour and as a linguistic term is a crucial 
chapter in understanding colour’s complex role in photography – one that went  far  
beyond documentation and played on  historically  specific  associations  and  sensibilities. 
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Panel 1. The Colour of Emotions (Chair: Beatriz Pichel)  
 
Dr Christine Slobogin  
 
Christine Slobogin is a Wellcome Trust ISSF Postdoctoral Researcher at Birkbeck, 
University of London, developing research on Second World War plastic surgery 
photography, British nationalism, and Neo-Romanticism of the 1940s. In February 2021 
she was awarded a PhD from Birkbeck’s History of Art department. Her thesis research—
which lies at the disciplinary intersection of art history and the medical humanities—
focused on Dickie Orpen’s Second World War surgical drawings. Her broader research 
interests include feminist art history, trauma studies, archive theory, the history of 
emotions, and histories of humour. She is also Sales & PR Manager at Eames Fine Art, 
the Newsletter Editor for the CAA-affiliated society Historians of British Art, and author of 
the blog Morbid Art History. 
 
‘Something useful in the National sense’: Percy Hennell’s Surgical and Nationalist Colour 
Photography, 1940-1948 
 
Percy Hennell (1911-1987) was a photographer best known for creating colour images of 
reconstructive surgery in England during the Second World War. But his photographs also 
illustrated two books published in the 1940s: British Women Go to War (1943) by J.B. 
Priestley and An English Farmhouse and Its Neighbourhood (1948) by Geoffrey Grigson 
and John Piper. British Women Go to War extols the virtues of women who contributed to 
the war effort in myriad ways. This book’s nationalistic, morale-boosting purpose is 
emphasized by the inclusion of brilliant reds and blues throughout Hennell’s photographs. 
An English Farmhouse focuses on detailed colour photographs of crumbling architecture 
in the English countryside, with a nostalgic lamentation of disused or abandoned rural 
buildings being replaced by those that were ‘not natives.’ The messaging goals of both of 
these nationalistic volumes are highly emotional, and the communication of this political 
emotion relies as much on Hennell’s colour photographs as on the text by the well-known 
writers. This paper will explore how the techniques that Hennell uses in these publications 
are also utilized to advertise and propagandize British plastic surgery. 
 
 
Catlin Langford  
 
Catlin Langford is the inaugural Curatorial Fellow in Photography, supported by The Bern 
Schwartz Family Foundation at the Victoria and Albert Museum (V&A). She is currently 
researching the V&A’s significant collection of autochromes which will form the basis of 
an upcoming publication with the V&A/Thames & Hudson. She has previously held 
positions at the Guildhall School, Royal Collection, Witt and Conway Libraries and the 
National Trust of South Australia. She completed her MA at the Courtauld Institute of Art 
in 2016, focusing on the curation of vernacular photographs. 
 
Deceptive innocence: Nostalgia and the Aesthetic of the Autochrome 
 
Released commercially in 1907, the autochrome was praised for its brilliant colour and 
‘wonderful luminosity’. Contemporary audiences continue to admire the autochrome, 
citing its inherent beauty, pastel palette and soft, painterly aesthetic. The works inspire an 



                  

Follow us on Twitter @PHRC_DeMontfort 
 

 
emotive response, with popular and academic sources describing autochromes as 
‘nostalgic’, depicting a ‘simpler’, ‘romantic’ and more ‘innocent’ time. This is despite the 
politically fraught period that frames the autochrome’s working life, from 1907 to the 
1930s. Since 2019, a project has been underway to research and catalogue the V&A’s 
autochrome collection which has revealed stories of prejudice, exclusion and exploitation. 
On this basis, arguably, there is a disconnection in the reading of autochromes and the 
reality of the period. So why is this? Perhaps it relates to the prohibitive cost of 
autochromes that limited access, meaning works largely reflect privileged existences: 
games of croquet, holidays abroad and beautiful gardens. The lack of exploration 
surrounding autochrome’s use for subjects like medical procedures may also have 
contributed. Possibly, it is simply a response to the autochrome’s unique colour tone. With 
reference to the V&A collection, this paper seeks to interrogate the contemporary 
response to the autochrome. 
 
 
Panel 2. Emerging Colours (Chair: Gil Pasternak) 
 
Michèle Dick  
 
Michèle Dick is a historical and visual anthropologist with a focus on fieldwork 
photography. After curating the exhibition “Kinder im Augenblick” (“Children in the 
Moment”) at the Ethnographic Museum at the University of Zurich that displayed fieldwork 
photographs from the Swiss Anthropologist Florence Weiss, Michèle Dick focused on this 
archival photographic collection from the 1970s for her PhD research, where she 
scrutinised fieldwork photography as late 20th century anthropological science practice. 
Her main interests lie in the self-evident and unquestioned science practices, including 
archival practices, that implicitly sustain disciplinary ideas and its epistemologies. Michèle 
Dick has worked at the Ethnographic Museum at the University of Zurich as an assistant 
teacher and research assistant. While teaching in the field of photography, film, 
anthropology and its histories, she was also involved in various exhibition projects, 
gaining broad experience in practical museum work.  
 
Flaring up and going black – The Impermanence of Colour Transparencies and its Impact 
on Social Anthropological Science Practices of the 1970s. Florence Weiss’ Collection as 
a Case. 
 
Colour transparencies are through their specific material qualities impermanent objects. 
Not only is their content solely visible when illuminated, a fact that demands a range of 
viewing, storing and organizing practices that extend to the manufacturing of specifically 
designed furniture. For ethnographic museums that are deliberately assigned with the 
task of permanently preserving, colour transparencies were of little interest for many 
decades, due to their susceptibility to deterioration. Simultaneously, they were considered 
to be able to record lived ethnographic experiences, rendering them permanent and 
mobile. Likewise, in the anthropological community of the 1970s they were widely used. 
Many of the resulting collections of colour transparencies, however, have not (yet) found 
entrance into the discipline’s institutionally controlled and written history. Predominantly 
stored in private archives, these transparencies represent an invisible and possibly 
impermanent  part of  anthropology’s  visual heritage.  This  paper  utilises  the concept  
of impermanence  to reflect on the status of 35mm colour  transparencies  within  social 
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anthropological science practices in the 1970s. Tracing the trajectories of some of the 
Swiss anthropologist Florence Weiss` fieldwork photographs from the expedition to 
Papua New Guinea in 1972-1974, I argue that the notion of impermanence is a useful 
tool to investigate dynamics, practices, networks and meanings colour transparencies are 
embedded in. 
 
 
Leila Anne Harris  
 
Leila Anne Harris is the Edith Gowin Curatorial Fellow at the Morgan Library & Museum. 
In 2019 she completed her doctorate in art history at the CUNY Graduate Center. Her 
dissertation considers British colonial photographs from South Asia, the burgeoning tea 
industry, and the celebration of industrialization in the British Empire. Her research has 
been recognized with support from The Museum of Fine Arts, Houston, the Paul Mellon 
Centre for Studies in British Art, and the Yale Center for British Art. She holds a BA with 
Highest Distinction in Art History and Studio Art from the University of Virginia. Before 
pursuing graduate studies she worked in a professional photography lab. More recently, 
she has worked as a curatorial intern at the Museum of Modern Art. 
 
Edward S. Curtis in Color: The Indian Picture Opera and Myth of a Vanishing Race
  
Edward S. Curtis (1868-1952) is best known for his magnum opus, the 20-volume The 
North American Indian (1907-1930), illustrated with photogravures in a pictorialist style. 
These controversial images have been criticized for freezing Indigenous Americans in the 
past -- due, in part, to their monochromatic and romantic aesthetic. Hand-colored glass 
lantern slides offer new insight into Curtis. Nearly 700 lantern slides survive in private and 
institutional collections, with the majority held at the Morgan Library & Museum. Vibrantly 
painted lantern slides were featured in Curtis’s 1911-12 musicale, or picture opera; the 
highly praised event brought his words and images together with commissioned 
orchestral music inspired by wax cylinder recordings of Native Americans. Unlike the 
published volumes that were collected by wealthy individuals and elite institutions, the 
picture opera toured a variety of venues in big cities and smaller towns across the United 
States. As such, it was the tinted lantern slides -- rather than the published photogravures 
-- that were seen most widely during the artists’ lifetime. This paper presents new insight 
into Curtis’s promotion of the harmful myth of “a vanishing race” by highlighting the central 
role of color in his popular touring lectures. 
 
 
Panel 3. Colour, Science and Experiments (Chair: Kelley Wilder) 
 
Johanna Frigård  
 
Currently, Johanna Frigård (born 1967) is working on her post-doc research on the 
changing meanings of colour in the history of Finnish photography (funding from the Kone 
Foundation). In her PhD thesis (2008) she examined the modern ideals in the published 
nude photographs in Finland at the beginning of the 20th century. Her affiliation lies with 
the University of Turku (Finland), where she has been working also as a university teacher 
in  Art History  for several years. Before that Frigård has been working as a researcher in  



                  

Follow us on Twitter @PHRC_DeMontfort 
 

 
the Finnish Museum of Photography, as a researcher and an intendant in the WAM Art 
Museum in Turku, and as an executive director of the VB Photographic Centre in eastern 
Finland. 
 
Emotional and Political Functions of Colour in Nature Photography: A Case from the 
1970s 
 
A colour photography exhibition called “A Paradise for Birds” by wildlife photographers 
Seppo Keränen and Kari Soveri was shown throughout Finland between 1977 and 1982, 
gaining a huge audience. In nature photography, colours are essential from the point of 
view of documentation, but they can also be seen as crucial because of the need to have 
an effect on a large audience with regard to environmental protection. Emotions are linked 
to motivation and action, so in that way they are also a part of social relations and 
practices. The capacity of colour to stir emotional responses played a significant role in 
relation to this political aim, but colour also carried with it a threat of an over-sentimental 
absorption. The historical contexts of art and documentary photography, family 
photography, and commercial photography directed the emotional effects of the colour in 
nature photographs each in their own ways, some of which were understood as 
advancing, and some as hindering the cause of nature conservation. In my presentation, 
I will explore the functions of colour in nature photographs in the light of these different 
contexts. 
 
 
Dr. Hanin Hannouch  
 
Hanin Hannouch is a postdoctoral researcher at the Ethnologisches Museum, Berlin State 
Museums (Prussian Cultural Heritage Foundation) in cooperation with the Max-Planck 
Kunsthistorisches Institut in Florenz. Her projects on color photography are numerous: 
beside her monograph on color photography in Imperial Germany, currently in 
preparation, she is the volume editor of Gabriel Lippmann's Colour Photography: 
Science, Media, Museums with Amsterdam University Press (late 2021/early 2022) and 
the guest editor of another special issue dedicated to three-color photography (April 
2022). She was previously a postdoctoral researcher at the KHI's 4A Lab: Art Histories, 
Archaeologies, Anthropologies, Aesthetics, at the Berlin State Museums, and 
international fellow at the German Maritime Museum: Leibniz Institute for Maritime History 
(DSM). She received her PhD from IMT Lucca, School for Advanced Studies (2017) with 
a dissertation about Sergei Eisenstein after her International Masters in Art History and 
Museology (IMKM) at the Ecole du Louvre in Paris and the University of Heidelberg 
(2014), and another Masters (2012) and BA at Université Saint-Esprit de Kaslik. 
 
Richard Neuhauss' Colour Photography: The Stuffed Parrot as the Test Object of the 
Lippmann Process 
 
My research examines Richard Neuhauss' (1855-1915) consistent use of a stuffed superb 
parrot as the test object of the Lippmann process; the colour photographic technology 
relying on standing waves for the rendition of the sun spectre or an object's shades, first 
disclosed in 1891 by French physicist Gabriel Lippmann (1845-1921). The taxidermic bird, 
a colonial animal-object par excellence, tested both the colour sensitivity of emulsions on 
a mercury surface reflecting incident light as well as the photographer's own commitment 
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to the image's genesis facing the loss of sovereignty that his work entailed. I explore the 
importance of taxidermy's ability to nullify motion and guarantee the immutability of hues 
for the stabilisation of testing conditions and for the baselining of colour in the science of 
photography. Ultimately, I highlight its implications for the shifting relationship between 
colour and nature within the rivalry between Hermann Wilhlem Vogel's three- colour 
printing and Neuhauss' Lippmann process in the German Empire. In doing so, I connect 
the entanglements of colour photography and taxidermy to the history of science and of 
media. 
 
 
Alexandra Nicolaides   
 
Alexandra Nicolaides is a Ph.D. candidate in the Art History, Criticism, and Theory 
department at Stony Brook University, and teaches as an Adjunct Assistant Professor at 
John Jay College of Criminal Justice, City University of New York. She received a BA in 
Art History from Wellesley College, an MA in Art History from University College London, 
and an MFA in Art Criticism and Writing from the School of Visual Arts. Her dissertation, 
Experiments and Failures: The Display of Color Photography, 1950-1976, contextualizes 
the exhibition history of color photography in mid-20th century America within social, 
material and technical developments. Her critical writing has been published in Artcritical, 
The Brooklyn Rail, BOMB Magazine, and she wrote the catalogue essay for the exhibition 
Judy Linn: LUNCH at the CUE Art Foundation. 
 
‘Agog, Smiling, Just Feeling Good’: Psychophysical Sensations in Color Photography 
Exhibitions, 1939-1950 
 
“EVERYONE IN GRAND CENTRAL AGOG AND SMILING. ALL JUST FEELING GOOD,” 
Edward Steichen telegrammed to Kodak’s advertising department in 1950, describing the 
reaction of commuters to its Colorama exhibition. This paper examines the use of 
psychophysical color responses in two of Kodak’s color photography exhibitions, The 
Cavalcade of Color at New York’s 1939 World’s Fair and the closely related Colorama, 
1950-1990. Psychophysics came to prominence in the study of color in this era, 
understood as a distinctly needed discipline between the theoretical though quantifiable 
measurements of light rays in physics and the subjective, qualitative and emotional color 
responses in individuals studied in psychology. Color photography was a key 
experimental instrument in Kodak's Department of Color Technology in understanding 
psychophysical color phenomena and its connection to color perception. The results 
gleaned from these experiments -- including the sensation of light as a striking force and 
the use of imagination in viewing panoramas -- were deployed on visitors to both 
exhibitions. Further embedded in these images were representations of color 
photography itself correlating physical-emotional color sensations to a specific 
representation of American society determined on a social hierarchy (Nordstrom, 2004) 
organized by class, gender and race. 
 
 
Close of Day 1 
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TUESDAY 15 June 2021 
 
 
Panel 4. The affect of colourisation (Chair: Beatriz Pichel)  
 
Sean Willcock  
 
Sean Willcock is a Leverhulme Early Career Research Fellow in the Department of History 
of Art at Birkbeck, University of London, and Reviews Editor for the journal History of 
Photography. His forthcoming book, ‘Victorian Visions of War and Peace: Aesthetics, 
Sovereignty and Violence in the British Empire, c. 1851-1900’, will be published later this 
year with Yale University Press and the Paul Mellon Centre for Studies in British Art. 
 
The affects of Evidence: Colourisation and the ‘Archival Romance’ of the Whitechapel 
Murders. 
 
How does the plasticity of the digital image shape public interactions with histories of 
violence? This paper considers the crime scene photograph taken following the murder 
of Mary Jane Kelly during London’s ‘Autumn of Terror’ in 1888. I track its reception across 
popular ‘true crime’ forums dedicated to archiving the Whitechapel Murders. The 
photograph plays a key role in the ‘archival romance’ (Carolyn Steedman) of 
‘Ripperology’, sustaining a fantasy of access that helps the amateur sleuth recover – and 
perhaps redeem – violent history. In grisly enactments of ‘detective’ work, the image has 
been digitally enhanced and colourised to aid inspection. Yet colourisation also sustains 
an epistemology of affect on these forums, whereby strong emotional responses 
supposedly equate to a ‘better understanding’ of history. Colourisation thus fuels not only 
the empiricist logics of the detective paradigm but performances of mourning and 
reparative spectatorship that seek to recuperate Kelly’s humanity. Such digital 
interventions in the photographic archive sit at the intersection of numerous recent 
debates: the status of atrocity photography as testimony; justifications for (not) looking; 
the responsibilities of the spectator; and the affective politics of sympathy. This talk 
considers the deeply contested ethical and epistemological valences of colourising the 
evidence of violence. 
 
  
Liz Watkins  
 
Dr Liz Watkins, University of Leeds. Watkins’ research interests include colour - its 
theories, technologies, and materiality -in cinema; sexuality and the image; contingency 
and photographic experimentation on early 1900s polar expeditions; and the history and 
ethics of colourisation and the archive. She has short term fellowships at the National 
Maritime Museum Greenwich and Harry Ransom Research Center, Texas. Her 
publications include essays in the Journal for Cultural Research and Parallax and has co-
edited collections on Color and the Moving Image (2013), and Gesture and Film (2017). 
Her book project,  with Routledge, is on the materiality, immateriality of colour in cinema. 
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Imperfect Tense: Colourisation, Nostalgia, and the Photographic Archive 
 
The recent resurgence in colourisation projects (the retrospective addition of colour to 
photographs initially recorded in a black-and-white format) can be linked to the 
interpretation of documentary photographs and museum collections for presentation to 
new audiences. Amaral and Jones’ books Colour of Time (2018), World Aflame (2020), 
Lloyd and Wild’s History As They Saw It (2018), and Steininger’s still images, which are 
included in the BBC’s Tutankhamun in Colour (2021). The juxtaposition of black-and-
white with colourised still-photographs, which typifies the presentation of colourisation 
projects, enacts a shift that is both temporal and that of sensory perception. The emotive 
association of colour and life, which is a ‘purely ideological notion’ (Barthes, Camera 
Lucida), is typified in the reception of colourisation projects: ‘bringing the past back to life’ 
‘as they saw it’ ‘in colour’ and thus complicit with teleological histories of photography 
which privilege technical and authorial innovations through the retrospective positioning 
of the black-and-white image in terms of lack. The attendant rhetoric of nostalgia and lack 
surrounding colourised photographs ‘posits a decline and then appeals to [the 
“restoration” [of] a more authentic and politically serviceable’ idealised past (Grainge). 
Can colourisation be considered as a form of memory work as the affective aspect of 
historiography? Or is colourisation complicit in a recidivist politics of nostalgia that aligns 
the idea of authenticity, not with the indexicality of photographic materials (Bazin; Rosen), 
but the experience of a viewer and politics contemporary to the work of colourisation? 
 
  
Maria Luisa Coelho  
 
Maria Luisa Coelho is a lecturer and a FCT post-doctoral fellow at the University of Oxford, 
where she is developing her project Portuguese Artists and Writers in Britain (1950-1986): 
Cultural Networks and Identities in Transit. She is also a research member of the project 
Women, arts and dictatorship–Portugal, Brazil and Portuguese-speaking African 
countries (from Universidade do Minho, Portugal). She holds a PhD in Comparative 
Literature; her thesis focused on representations of the female body and women’s 
experiences by Portuguese and English women writers and artists. Her recent 
publications include a special issue of the Portuguese Studies journal on Transnational 
Portuguese Women Writers (35:2) and the chapter “Transnational, palimpsestic journeys 
in the art of Bartolomeu Cid dos Santos”, in the volume Transnational Portuguese Studies 
(2020). She is currently co-editing a volume on Portuguese writer Ana Luísa Amaral and 
a chapter on artist Paula Rego and representations of aging women will be published later 
this year. 
 
Colour in the Photographic Work of Contemporary Women Artists from the African 
Diaspora: the Cases of Alida Rodrigues, Keyezua and Alice Marcelino 
 
In this paper I propose to address work by a young generation of women artists of Angolan 
descent, whose art practice employs the photographic image as a way of challenging 
Eurocentric representations of the (post)colonial other. In their revision of the role played 
by photography in the colonial enterprise, its contribution to ethnographic processes of 
cataloguing and documentation and the resulting erasure of the identity of the colonial 
subjects it represented, artists such as Alida Rodrigues, Keyezua  and  Alice  Marcelino 
have  also  been exploring the  subversive  potential  of colour  (in)  photography. Indeed, 
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colour has not only given these women the opportunity to depart from the predominantly 
black and white nature of the documental photography produced during colonialism, but 
also it has allowed them to address African contemporaneity in its relation to transnational 
and migrant flows of becoming, as well as celebrate the seductive romanticism of an 
African identity, and create an emotional, haptic and ultimately empathetic encounter 
between their African subjects and the viewer. I will then claim that these effects seem to 
be particularly central to work produced by women artists of the Angolan diaspora.         
 
 
Panel 5. Adding colour (Chair: Kelley Wilder) 
 
Kimberly Schreiber   
 
Kimberly Schreiber is a doctoral student in the History of Art department at University 
College London. Her research examines the relationship between photography and the 
American carceral state during the civil rights era. 
 
Kodachrome Plantation: Bruce Jackson's Colour Prison Photographs 
 
This paper examines the color photographs that were taken by Bruce Jackson at prison 
farms throughout Texas and Arkansas between 1964 and 1979. It not only asks why 
Jackson’s photographs have been exclusively published and exhibited in black-and-white, 
but also explores what might be gained by seeing the prison farm in color. Extending from 
Sally Stein’s examination of the rhetorical meanings of monochrome and polychrome 
photography in the interwar context, this article argues that, due to the widespread 
recirculation of Farm Security Administration photography in public life during the 1960s 
and after, black-and-white documentary gained a newfound historicity. As a result of their 
clear resonance with Depression-era photographs of manual, agricultural labor, Jackson’s 
photographs were drained of color in order to displace the institution onto a remote past. 
This paper claims that, by coding the prison farm as both in and out of time, Jackson’s 
color photographs upend the way in which we have been made to see the prison farm 
and, in doing so, produce an alternative history of the 1960s and after––one that fully 
attends to the ongoing temporality of slavery and its afterlives.   
 
 
Denis Pellerin  
 
Denis Pellerin is a photo-historian with a passion for stereo photography. He has been 
researching and learning about the history of stereoscopy for over 40 years and has 
written a dozen books and over sixty articles on his pet subject, both in French and in 
English. Since 2012 Pellerin has been the curator of Dr. Brian May’s extensive collection 
of stereo photographs, now a charity. Dr. May and Pellerin have co-authored four books 
together and are working on more publications while being also deeply involved in the 
various activities of the London Stereoscopic Company, re-created by Dr. May in 2006. 
Denis has been the director of the said company since September 2013. Over the past 
few years he has given nearly a hundred online or face-to-face 3-D talks on different 
aspects of Victorian stereo photography. 
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Improving Early Photographic Images with Depth, Movement and Colour 
 
The first persons who saw some of Daguerre’s early images on plate were disappointed 
that his process did not reproduce natural colours and was not able to freeze movement. 
The public were warned in the press that the images looked more like etchings than 
paintings. Very quickly the Victorians tried to find a solution to improve the mirror-like 
images and strove to add colour, depth and movement. Making them three-dimensional 
was relatively easy since stereoscopy had been invented before photography. 
Experiences combining depth and movement were made as early as 1852. Adding colour 
was the next step. With the use of former miniature painters early stereo daguerreotypists 
Antoine Claudet, T. R. Williams, William Edward Kilburn, Elijah Warren Thompson, 
Richard Beard and John Jabez Edwin Mayall, to name but a few, made their images look 
very life-like with the help of dry pigments. Tinted stereo views on paper, sometimes with 
day and night effects, became the craze from the late 1850s. The first commercial 
attempts at real colour photography also involved the stereoscope, from Ives’ Kromskop 
and chromographs, based on James Clark Maxwell’s first experiments, to the Lumière 
brothers’ little-known trichrome process and more successful autochromes. 
 
 
Panel 6. New colours: markets and values (Chair: Jaime Davis) 
 
Nicolas Le Guern  
 
Colouring Analogue Photography with Filters: the Influence of the Cokin Company 1980-
2000 
 
In the early 1980s, the introduction of coloured filters by the French company Cokin 
influenced the aesthetics of amateur analogue photography, up to the progressive 
development of digital photography at the turn of the 2000s. The possibility of 
overcolouring analogue colour photography was due to the development of a small scale 
industry of filter and filter-holder making. My talk will discuss how the photographer Jean 
Coquin, founder of the Cokin company, conceived the so called “Creative Filter System” 
from his own experience and use of colour photography. The first catalogue of Cokin, 
illustrated with photographs principally made by Coquin, was a meaningful and powerful 
marketing tool to promote coloured filters through a growing network of resellers. The 
prompt commercial success of the company among amateur photographers in the 1980s 
was first possible because the filter-holder system was easy to use and universal. 
Secondly, on the industrial side, the production of coloured filters was standardized and 
my talk will clarify how the science of colouring and the internal know-how were 
fundamental for the company to ensure the homogeneity of production. This technical 
ecosystem produced a peculiar amateur photography full of coloured skies and optical 
effects, anticipating the use of digital manipulation. 
 
 
Suryanandini Narain  
 
Suryanandini  Narain  is  Assistant  Professor  of  Visual  Studies at the School of Arts 
and Aesthetics, Jawaharlal Nehru University, New Delhi. Her doctoral thesis addressed 
the  feminine figure in family photographs  from  Delhi.  She  has  written  extensively  on 
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photography in India, especially around themes of women, the family, the home and the 
studio photography, in publications including Marg Magazine, Art India, Visual 
Anthropology Review, Trans Asia Photography Review and others. A recipient of 
scholarships from the Ford Foundation, INLAKS Foundation, ICSSR, and India 
Foundation for the Arts, she is presently editing a book on family photographs in India for 
Zubaan Books (due 2022). At SAA, JNU, she teaches courses on Indian visual culture, 
photography, aesthetic theory and critical writing. She also has M. Phil. and Doctoral 
research students working on graphic novels, digital visual cultures, photography, and 
popular art. 
 
Chromatic Conjugations: Digital Colourisation of Couple Photographs in India  
 
Within the domain of family photographs, the conjugal unit has occupied a nodal position 
through wedding albums and couple portraits, around which other family clusters in the 
course of time. Halle (1987) and Rose (2010) observe the modern couple as being 
inherently unstable, the larger family appearing to photographically support its survival. 
I hope to unpack this proposition by examining how photographic technologies produce 
such familial relations. I will specifically examine how the colourisation of otherwise black 
and white images reinvigorate the conjugal unit thereafter displayed in private spaces, 
how the older memories of a marriage become central to the perpetuation of current 
ones through such technical intervention, and how certain pictorial elements selected for 
colour symbolise conjugal values in the Indian family system. As such, the conjugal unit 
becomes the bearer of familial values of happiness, stability and growth, identifiable in 
the coloured elements that simultaneously obscure the more banal or disruptive aspects 
of family life. I also look at the disappearance of colour from portraits made at 
widowhood. The images for discussion belong to middle class northern India, while 
technologies range from rudimentary to sophisticated in photographic studios since the 
2000s. 
 
 
Sarah Samira El-Taki  
 
Sarah Samira El-Taki is a Ph.D. candidate in the Visual Culture department at the 
University of Copenhagen. Prior to this, she graduated from Lund University, Sweden, 
with a thesis titled Visualising Balance, Balancing Visualities Race, Epistemology and 
Equality in Visual Culture. Outside of academia, Sarah has worked for cultural institutions 
in the UK such as Sheffield Doc/Fest, Vogue UK and The Front Line Club. Her main 
interests are topics on race, visuality, and anti-racist imagery. 
 
The Colour of Britain 
 
The images I will be exploring in this presentation form part of my PhD project on anti-
racist campaign posters created by the political organisation Operation Black Vote (OBV). 
Working as a non-partisan, not-for-profit organistion, their vision is to encourage Black, 
Asian and Minority Ethnics to vote in UK government elections. The four images that make 
up this campaign include four Black British male celebrities covered in white paint. In each 
image the white paint covers some or all of the body and the text that appears alongside 
reads “If you don't register to vote, you’re taking the colour out of Britain.” In these images 
politics, colour  and race blend  in an  unflattering  tableau  vivant.  The paint  awkwardly 
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applied and built up onto the flesh to render it white, gives a strange greenish tint. Race 
has been reduced to a colour that doesn’t disappear with the lack of voting but rather like 
a chameleon changes into a completely different colour. Through the four images I will 
question how the use of colour, black and white, has been utilised to encourage BAME to 
vote and the question the history of white face as political commentary. 
 
 
Keynote Discussion (Chair: Gil Pasternak) 
 
Emily Mark-Fitzgerald (University College Dublin) and Christina Riggs (Durham 
University) 
 
Dr Emily Mark-FitzGerald is Associate Professor and Head of the School of Art History 
and Cultural Policy at University College Dublin, where her research concerns Irish art 
history, visual culture, museum/heritage studies and cultural policy from the 19th c. - 
present. Recent monographs and book-length publications include Commemorating the 
Irish Famine: Memory and the Monument (Liverpool University Press, 2013; 2015) 
and co-editor of The Great Irish Famine: Visual and Material Culture (Liverpool 
University Press, 2018). Her primary current research project is 'Seeing Irish Poverty: 
A Cultural History of Vision', which explores the relationship between visual 
technological change and depiction of the Irish social subject in Ireland 
its diaspora, including the illustrated press, photography, stereoscopy, magic lanterns, 
and early cinema. Since 2014 she has represented Art History on the Historical Studies 
Committee of the Royal Irish Academy; and from 2009-18 she served as one of the 
Directors of the Irish Museums Association. 
 
Christina Riggs is Professor of the History of Visual Culture in the Department of History, 
Durham University, Durham, UK. A historian of photography, archaeology, and museums, 
she is the author of Unwrapping Ancient Egypt (Bloomsbury, 2014 – a critical account of 
Egyptology’s colonial roots) and Photographing Tutankhamun: Archaeology, Ancient 
Egypt, and the Archive (Bloomsbury/Routledge 2019). She is currently working on the 
role of photography in the study of ancient art alongside a new project on the photographic 
cultures of archaeology in Egyptian and Sudanese Nubia, from the nineteenth century to 
the construction of the Aswan High Dam.  
 
The Colourization Conundrum 
 
‘Bringing history to life’ is both the rationale and the effect often claimed for digitally 
colourized monochrome photographs. The process of colourization is said to make past 
events seem closer in time, more ‘real’, immediate, and ‘emotionally tangible’, as one 
journalist recently put it. Some colourizers have developed extensive public followings 
and institutional collaborations based on a contemporary desire for colour in the 
visualization of a past that photography rendered largely (though not exclusively) in black-
and-white. For historians, art historians, and historians of photography, the ease with 
which a photographic image can be tinted, coloured, and altered in myriad ways is nothing 
new – but the extent to which digital colourization has saturated public history forums and 
photograph collections raises urgent questions about the visualization of the past. How 
does colourization intersect with the visualization of poverty in Ireland, for instance, or of 
colonial archaeology in the Middle East? Whose histories are ‘brought to life’ in colourizing 
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photographs that were taken, circulated, and archived in specific contexts and for specific 
purposes? Where monochrome images are inscribed with asymmetries of class, gender, 
and race, does digitally altering their appearance alter those asymmetries – or reproduce 
and reinforce them? Colourization presents academics with a conundrum that they have 
yet to problematize and address, but which goes to the heart of photographic research 
and public engagement with history. For the PHRC Conference ‘Photography and its 
Many Colours’, Emily Mark-Fitzgerald and Christina Riggs will continue a conversation 
they began, of all places, on Twitter, considering how colourization has affected their own 
research material and public engagement. A Q&A session will follow. 
 
 
 
16.30  Close of Conference 
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