Look at Those Lollipops! Integrating Color into News Pictures

When and where did the news start being in color on a regular basis? The answer is: in magazines, and Sunday newspaper magazine supplements, before anywhere else. This coloring of the news was closely tied to changes in the photographically illustrated press in the interwar years, when editors of certain high-circulation periodicals, especially in the United States, started routinely banking on chromatic content to seduce advertisers and readers. Color's gradual integration into news magazines was most intense in the 1940s and '50s. The mid-twentieth century crystallizes the issues at stake in color's adoption, demonstrating that it in no way constituted an obvious or undiscussed development. Motivations behind bringing it to news media had as much to do with appearing up-to-date and attracting revenue as they did with providing more complete information.

The coloring of news photographs was contingent on developments in color photography and polychromatic printing techniques, but just as crucially required the motivation of different professions to see both technologies converge around current events magazines. Color illustrations or design elements had started to enliven weekly supplements of major European and American newspapers in the 1890s. 1 Select large-circulation illustrateds, including pioneer Ladies' Home Journal, also ran color regularly before World War I. This necessitated the adoption of new rotary presses designed to print color-an investment favored by magazines' longer preparation times, higher price, longer life and wider advertising base compared to newspapers. The chromatic trend strengthened between the wars in response to growing consumer interest in color. Goods from cars to housewares were produced in an ever-greater range and intensity of hues, and periodicals and advertising media that could reflect this were increasingly valuable. 2 It is indicative of motives driving color printing that American women's and lifestyle magazines were early adopters of it, and used it more in adverting than in editorial pages at first. 3 In the Saturday Evening Post, for example, polychromatic ad pages went from 5 to 50 percent of the total between 1907 and 1930. 4 In House and Garden, American Home, and Better Homes and Gardens, the balance of four-color ads would approach 30 percent in the 1930s, and 60 percent in the 1940s, whereas editorial color was still extremely rare. 5 Color drew the eye, in everyday life as in the press (Fig. 1).

Only a small part of this color was photographic at first. In the early 1930s, however, a new wave of colorful content based on photography swept lifestyle magazines and advertising, where the use of /p. 237/ photography itself was an emerging innovation. Condé Nast, via Vogue, Vanity Fair and House and Garden, invested lavishly in this direction in 1932-34, running 195 color editorial pages and 479 color photographs in advertisements with the help of photographer Anton Bruehl and engraver Fernand Bourges. It then showcased this work in a book titled Color Sells. 6 In the early 1930s, color photography was a complex affair best carried out in the studio. The first easy-to-use color process had been the glass-plate Autochrome (1907). 7 Although it freed photographers from the cumbersome recording of three images through separate filters, and wealthy amateurs and travelers dabbled in the expensive process, Autochromes only rarely found a wider circulation in magazines of the 1910s and '20s-most consistently in National Geographic in the United States, or sporadically L'Illustration in France, for example. [START_REF] Bryan | The National Geographic Society. 100 Years of Adventure and Discovery[END_REF] The plates were fragile and slow, and their natural grain made producing color separations from them tricky [START_REF] Walton | A Half Century of Color[END_REF] -leading Condé Nast specialists to prefer three-color studio cameras. The goods portrayed in lifestyle magazines were particularly conducive to studio photography, however. These periodicals were thus well placed both to feel and respond to commercial demands for color photography. They contributed to the establishment of the technological structures supporting its use in magazines, and of cultural expectations that would soon favor its apparition in news-oriented titles.

Whatever a publication's thematic content, technical issues framed the adoption of color and how it was presented to readers. Full-color printing was more complicated than the monochrome variety. Color presses printed three or four different inks (cyan, magenta and yellow, plus black), and represented a significant enough investment to still be a rarity in 1950. [START_REF] Sipley | The inevitable paper waste of about 5% as presses were adjusted was multiplied by as many colors (F. de Laborderie and J. Boisseau, Toute l'imprimerie[END_REF] Color separations had to be made for each ink by photographing images to be reproduced through different filters. Manual color correction was almost systematic, commonly requiring several days' work in the 1930s and '40s. Publishers pioneering in color rightly insisted on the process as collaborative, necessitating talented engravers and finishers. [START_REF] Sells | The Art and Technique of Color Photography. A Treasury of Color Photographs by the Staff Photographers of Vogue, House & Garden[END_REF] All of this meant longer preparation times: for example, it took at least six weeks for color editorial photographs to reach readers of Life in 1936, and three weeks in 1953; new technologies reduced color lead time for advertisers to twenty-two days at the end of 1959versus seven for black and white. [START_REF] Stein | News of the Advertising and Marketing Fields[END_REF] Accordingly, color was expensive, and publishers billed advertisers more for it: opting for full-color typically raised ad prices by 50 to 60 percent. [START_REF] Wainwright | The Great American Magazine. An Inside History of Life[END_REF] Magazines were printed with pages grouped on wide rolls of paper, then folded, cut and bound. Editors grouped color images on certain pages and limited color to a set number of sheets to lower printing costs. Multihued pages (editorial or advertising) therefore often appeared in positions mirroring each other in the final layout.

New, faster, grain-free, easy-to-use color films like Kodachrome and Agfacolor, introduced in 1935-36, would be vital in making it feasible to establish a practice of photographing current events in color and of circulating those images in the press. The effect wasn't immediate, however. The cinema industry was behind the expensive and painstaking invention of this new technology and for quite some time movies were the place, along with lifestyle magazines, where people experienced the magic of photographic color. Use of color film for news pictures may have been discouraged at first by polychromy's association with commercialism. In the interwar years, avant-garde European magazines based on photographic reporting, like Vu in France, had been faithful to monochrome photography, even in ad pages. Experiments with printing color photographs, as in the French Draeger 301 process, were reserved for still-life-based ad inserts in older-style periodicals like L'Illustration and promotional brochures. [START_REF]For a Draeger example[END_REF] A similar chromatic divide between advertising and social documentary photography was also present in the United States. Sally Stein has demonstrated that as a new generation of picture magazines like Life (1936) and Look (1937) was established there, color photography was associated with modern commodities and the superficial, Madison Avenue and Hollywood-reinforcing perception of black and white as pure and /p. 238/ unmediated. When FSA photographers tried to use color, they found themselves unable to create images with the same "symbolic resonance" as their monochrome ones, involved as they were in portraying a world "bound to pre-modern traditions." These pictures didn't find a place in magazines. [START_REF] Stein | The Rhetoric[END_REF] Even in the cinema, color in the 1930s was largely limited to spectacular feature films, while more "realistic" genres-including newsreelsremained in black and white. [START_REF] Misek | Chromatic Cinema. A History of Screen Color[END_REF] Verisimilitude was one of color's major selling points for representing goods in advertisements, but apparently much less so when it came to picturing the news.

Color in the news

Publication of Kodachrome views of the May 6, 1937 Hindenburg disaster in the Sunday magazine of the New York Mirror is indicative of color's situation at the time. [START_REF]The spread reproduced in Color Rush, 77, 79, is the source of the information and quotes[END_REF] The tabloid had recently started printing color photographs in its weekly supplement. They sometimes related to the news, but the regular features were described as "the natural-color photographic portrait of a Hollywood screen star and the reproduction of famous paintings." The photographer sent to cover the Hindenburg's arrival had color film in his camera because his paper had a venue to publish it. Because of the unexpected disaster's newsworthiness, editors exceptionally flew the film to Kodak and back for rushed development, two weeks later publishing pictures of red burning wreckage on the ground and billowing dark smoke. The drama of the scene is underlined by the redness of the fire, still raging in the pile of debris. The Mirror vaunted the exploit of these images, claiming that it had been "first among newspapers to reproduce natural-color photos successfully and first to 'cover' spot-news assignments with the color camera." It informed readers that regular color art and cinema features would resume the following week. These subjects were much more common color fare than breaking news in the late 1930s, when polychromatic news photos in one paper could still draw mention in another. 18 During and after World War II, certain prominent picture magazines dedicated to current events increasingly combined the possibility of photographing the world in color with color's tested attraction in magazines. A multihued reading experience strengthened a periodical's circulation, making it an attractive venue for advertisers with important budgets who wished to reach large audiences with the most current tools. The strategy of Life (1936), although conservative, is revealing of these affinities and of color's wider connotations. Life rarely broke with monochromatic photography before the war, but half its ads were full-color by 1945. Black and white editorial content was part of what one editor called "daring to look dull" for Life, which associated itself with austerity and the seriousness of newspapers as opposed to the frivolity of lifestyle magazines. 19 In addition, monochromatic editorial pages helped financially vital color advertisements stand out. After 1939, Life used more color in articles, including those related to the war, running a first isolated color cover in a special "Defense issue" on July 7, 1941. 20 After 1945, one or two color photos appeared in an article in many issues, with color reaching an estimated quarter of editorial images by 1955. 21 In the United States, other current events magazines publishing color in the post-war era included large-circulation or upscale publications such as Look, Fortune and Collier's. The number of color photographs fluctuated from issue to issue, and they were surrounded by a predominantly monochromatic editorial content.

After the war, color news photography developed in European periodicals as well. In France, color blossomed in select magazines dedicated to contemporary life created during the post-war renewal of the press. One expert observed, for example, that press magnate Hélène Lazareff had passed the war /p. 239/ in the United States (working at Harper's Bazaar among other publications) and returned to France in 1945 with a mastery of color previously unknown there. [START_REF] Giroud | Leçons particulières[END_REF] Réalités (1946), an early adopter of color, was an upper-end monthly with lengthy articles on current social, political and artistic issues. It timidly introduced color over its first years, with a color photograph adorning the cover from January 1949 and an average of ten to twenty examples per issue throughout the 1950s. [START_REF]Observations on French magazines based on my study "La photographie en couleurs dans Réalités et Paris-Match[END_REF] Polychromy was associated with a variety of subjects, with no obvious thematic pigeonholing-although art reproductions were frequent, elevating color photography.

Magazine editors developed specific strategies regarding color, motivated and constructed according to their own positioning and economic situations. 24 Differences between the use of color in Réalités and Paris-Match, a French weekly launched in 1949, are similar to those identified by Sally Stein as distinguishing Life and Look. Color was sensationalistic in Paris-Match. One early ad for the magazine defined it as "The big colorphoto weekly," providing "All the news photographed in color." [START_REF]Le grand hebdomadaire de Photo-Couleur[END_REF] After a festival of a dozen or so full-color pages in the first issues, a typical Paris-Match of the early '50s included four pages in color plus the covers. Copy often presented color photographs as exciting feats or spotlighted chromatic interest with headlines or captions like "In a split-second flash, the sea reveals its colors [...] never before seen by man," "Maurice Chevalier lives in blue and pink," "For this close-up of Stromboli an explorer risked his life," or "The first color photographs of Elizabeth's coronation." 26 Local and national situations clearly influenced the establishment of color in magazines. For example, in 1950s Britain color's adoption was slowed by the scarcity of the necessary printing specialists; it remained relatively rare, even in advertising, and was associated with luscious American publications. 27 Color in magazines-and therefore in news pictures-was intimately tied to the economics of publishing, and to the equipment and practical know-how on which it depended.

Picturing the news in color

The demand for color in current-events magazines around the time of World War II was the driving force behind use of color film by news photographers. Robert Capa's intermittent employment of color is enlightening: his first examples were taken in China in 1938 on Kodachrome film and appeared in Life; he then set color aside because the magazines for which he was working didn't publish it; in 1942, for Collier's, he took up the new film again-depending on the market for it. [START_REF] Whelan | This is War! Robert Capa at Work[END_REF] Walker Evans started creating color photo essays in 1945, when he became picture editor at up-scale color-publishing Fortune. [START_REF] Rosenheim | Unclassified. A Walker Evans Anthology[END_REF] By 1954, Henri Cartier-Bresson, who would later denigrate color, discussed his recent exploration of it as resulting from modern commercial demands for such coverage. [START_REF] Ross | Cartier-Bresson Finds the Decisive Moment in Color[END_REF] What did working in color mean for photographers? Answers were shaped by both technical constraints of the medium and the expressive and communicative potential of color itself, just as when editors worked it into magazine pages. Color film of the mid-twentieth century brought complications compared to black and white. French reporter Jean-Philippe Charbonnier vividly recalled his first color assignment for Réalités in 1950, when the slow medium-format film used meant arriving on location with tripods, flashbulbs and reflectors, like "a pioneer from the days of collodion plates." [START_REF] Charbonnier | Un photographe vous parle[END_REF] Even with 35 mm film, reporters working with color generally carried two cameras so as to always be ready with black-and-white-considered more suitable to most subjects-or to shoot with both. 32 The lower sensitivity of color film supposed still or brightly lit subjects, or working with motion blur or a narrower depth of field. These effects are more common in color photography, constituting an important marker of its aesthetic exploration. /p. 240/ A photograph by Réalités reporter Édouard Boubat closely framing two girls with lollipops against an indefinite background is illustrative (Fig. 2). It is the only color element in an eighteen-image picture story about a large family. 33 The black and white views build context, presenting wider scenes as if captured from the constant flow of everyday life. In contrast, the color image, near the end, has very limited depth of field and conveys the warmth and stillness of an intimate moment; the two children, dressed in blue, appear absorbed in their own world as they enjoy red and yellow candies in what reads as late-afternoon sunlight. Photographers chose whether to use color based on the nature of the specific subjects encountered and what they thought would make both strong pictures and ones adapted to magazines' demands. Cartier-Bresson underlined to what degree it took time to make the new technical requirements of color second nature and mentally adjust to looking for different kinds of compositional relationships. In addition, he avoided effects that he felt translated poorly from transparency to print, like out-of-focus backgrounds. [START_REF] Ross | The Decisive Moment[END_REF] While color was used sparsely, it was essential that photographers select subjects with obvious chromatic interest so as not to waste color, in an economic sense, but also to make photographs legible for readers. Luc Boltanski has described how images in Paris-Match circa 1960 were often composed, so as to concentrate elements symbolically summing up a story as narrativized by the magazine. At the same time the magazine's photographers privileged visual strategies that deflected attention away from the synthetic nature of the image. Markers of spontaneity, such as slight technical imperfections, /p. 241/ increased the appearance of objectivity and favored the perception of documentary intention. Similarly, color deflected attention from subjective choices, focusing it on the beauty of the image. [START_REF] Boltanski | La rhétorique de la figure[END_REF] As Pierre Bourdieu demonstrated, color possessed a unique capacity to make viewers "suspend the rejection of photographs of trivial things." [START_REF]Photography. A Middle-brow Art[END_REF] In this visual system, color interest had to be evident. Boubat's image described above, for example-possessing a powerful chromatic structure with bright spots of warm primaries in a complementary wash of deep blues and greens-clearly presents itself as beautiful rather than a document of an essential event. Other color pictures were less composed, but contained at least one impressive chromatic element or dominant hue (red embers of the Hindenburg, sea of brownish muck of the Korean war, etc.). Like lollipops for Boubat's children, color was a treat for the reader. Color in news photography was about spectacle-impressive tints, sensual beauty-just as much as it was about realism, with individual images and magazines layering these qualities differently according to subject matter, photographers' styles and editorial positions.

In the 1930s, color photography had possessed markedly commercial connotations. By 1948, a Kodachrome ad could believably mirror its changing status by picturing a woman looking at color art reproductions in a magazine. 37 In 1957, color's associations had decidedly tipped toward the excitement of photojournalism when Kodak advertised its latest color products showing a man climbing to high places to take pictures, with the headline "You are a reporter at heart" and copy urging him to be the reporter of his family. [START_REF] Milanowski | être le reporteur de votre vie familiale[END_REF] A quarter-century witnessed this shift. Color went on to become ubiquitous in news magazines of all sorts in the 1960s. Mid-decade it reached the editorial content of text-based publications like Time and Newsweek, 39 and Réalités abandoned black and white altogether, as color photography became the norm in amateur snapshots and movie theaters. By then, however, the decisive medium for current events was television. In the United States the evening news transitioned to color circa 1965 as well, and a little later elsewhere, definitively making color, in the words
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 2 Fig. 2. Double page from a photo-essay by Édouard Boubat, in "La vie d'une famille de huit enfants," Réalités, April 1959, p. 54-55. © Édouard Boubat/RAPHO
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