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Roman Britain in Colour is the title of an intervention in the Hadrian’s Wall Gallery of the Great North 
Museum: Hancock. This intervention makes use of projection mapping to interpret a series of seven 
Roman altars; using colour and animation to enhance the visitor experience in the gallery. This paper 
explores the decision to use projection mapping technology against the background of increased 
interest and research into the use of pigmentation on Roman sculpture. It outlines some of the 
benefits of projection mapping for the understanding of archaeological material in museums and 
discusses some potential drawbacks of the technique as an interpretative tool.
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Roman Britain in Colour is an initiative that uses the technique of projection mapping to 
enhance the display of a group of Roman altars in the Great North Museum: Hancock in 
Newcastle upon Tyne. The project sought to develop new interpretation in the museum’s 
Hadrian’s Wall Gallery, to improve the visitor experience, and enhance understanding 
of Roman altars. The use of projection mapping in museums has grown significantly 
over the past decade, becoming an important element in the interpretative strategies of 
many venues. Projection mapping can be defined as a practice which ‘consists of applying 
light whose geometry corresponds to a more or less complex surface of heterogeneous 
materials on which it is projected’ (Schmitt et al. 2020: xviii). Essentially, it allows 
images to be superimposed onto objects, or buildings, adding visual layers to their 
display without damaging them in any way. A further element to projection mapping 
is the possibility of using moving images to create dynamic displays (Kang 2018: 399).

Great North Museum: Hancock – Hadrian’s Wall Gallery
The Great North Museum: Hancock houses some of the most significant carved and 
inscribed stonework from Hadrian’s Wall. The Museum is home to the collection of 
the Society of Antiquaries of Newcastle upon Tyne and represents over 200 years of 
collecting material from the northern frontier of the Roman Empire (Hodgson 2013: 
54–59). Elements of the Society’s collection are on display in the Hadrian’s Wall Gallery 
of the Museum, which was conceived of as a gateway to Hadrian’s Wall (Mills et al. 
2013: 182). The scope of the collection, covering every major site along the Wall allows 
the Gallery to provide an overview of the whole monument and, with nearly 400,000 
visitors a year, the Museum plays a significant role in the public understanding of 
the Wall.

This Gallery, along with the rest of the museum, opened to the public in 2009. Since 
this date, very little work has taken place to update the Gallery. In fact, some features 
of the original conception of the Gallery, including interactive elements, have been 
removed because they had significantly deteriorated over time. An opportunity to revisit 
some of the Gallery’s interpretation was provided by a collaboration with WallCAP, a 
Hadrian’s Wall community archaeology project run from Newcastle University’s School 
of History, Classics and Archaeology. WallCAP, a National Heritage Lottery funded 
initiative, had finances available to update aspects of the Hadrian’s Wall Gallery in the 
Great North Museum. As a result, WallCAP volunteers visited the museum in 2019 as 
part of a community consultation on the prospective redevelopment of elements of the 
Gallery. With a specific focus on the visitor experience, they identified strengths and 
weaknesses in the gallery. Their feedback on what they wanted to see, in terms of new 
interpretation, was crucial for our decision to use projection mapping.
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One of the major criticisms of the Gallery that came out of the consultation was 
the fact that most visitors were likely be overwhelmed by the sheer quantity of carved 
and inscribed stonework. There is a significant presence of building inscriptions, 
tombstones, and altars that, despite providing valuable insights into Rome’s northern 
frontier, can be challenging for the general public to understand. In addition, the existing 
interpretation in the Gallery, including text labels and touch screens, was not considered 
adequate to engage audiences; the information did not provide any insights into, for 
example, the ways in which altars might have been used or their original appearance. 
In short, there is a large quantity of sandstone material in the Gallery which is hard 
for visitors to understand and appreciate without the benefit of specialist knowledge. 
There was a strong sense that many people were passing through the Gallery on their 
way to other areas in the Museum and missing the fascinating collections it housed. 
This issue is not unique to the Hadrian’s Wall Gallery in the Great North Museum. The 
Clayton Museum, at Chesters Roman Fort, on Hadrian’s Wall houses similar collections 
that are difficult for visitors to engage with, resulting in very short visits to the museum 
and a failure to engage with the collections (Petrelli and Roberts 2023: 9).

Projection Mapping in Museums
The decision to use projection mapping to highlight a selection of altars in the Gallery 
was informed by several factors. First of all, this approach has already been successfully 
used in the heritage sector (Georgescu Paquin 2020) and several museums have begun to 
explore its potential. The British Museum, for example, made use of projection mapping 
to highlight aspects of a series of Assyrian reliefs in the 2018 exhibition I am Ashurbanipal 
king of the world, king of Assyria (Brereton 2018). Here they worked in collaboration with 
DHA Designs, a London based lighting design consultancy and OPERA Amsterdam, a 
Dutch exhibition design company, to develop colourful and dynamic projected overlays 
on Assyrian relief sculpture (DHA Designs 2018; OPERA Amsterdam 2018). A clear 
advantage of using projection technology from a museum perspective is the fact that it 
does not damage the objects in any way (Georgescu Paquin 2020: 192). It is also easily 
changed, so that new evidence and ideas can be incorporated into an exhibit using 
existing projectors and just changing the display they are programmed to show.

A further consideration was the fact that the Great North Museum had previous 
experience of using projection for interpretation. For example, projection, alongside 
sound, is used in the Museum’s Egyptian Gallery, in an area that explains beliefs 
about the afterlife. Furthermore, the Museum had previously worked with Novak, a 
Newcastle-based design studio, to create projected animation for the Natural History 
Museum’s tour of the Dippy the dinosaur (Great North Museum 2016), which was 
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exhibited at the Great North Museum in 2019 (Novak 2019). This was not a projection 
mapping project but it did highlight the potential of using projectors creatively to 
enhance museum interpretation. A final incentive to use projection mapping was the 
belief that this would provide the Museum with the best way of creating an impactful 
intervention within the available budget.

Colour on Ancient Sculpture
Our thinking behind making use of projection mapping was also based on recent work 
by museums and archaeologists to reinstate some of the lost colour from sculptures and 
inscriptions from the Greco-Roman world. It has long been understood that Greek and 
Roman carved and inscribed stonework would have originally been painted (Ridgway 
1999: 105–7; Basso et al. 2023: 1–2). Most of this has been lost over time through post 
depositional processes such as weathering and pigment disintegration as well as over-
zealous cleaning by museum staff (Bradley 2009: 431; Campbell 2020a: 179), however, 
on occasion there have been tantalising glimpses of original colour schemes. Ridgway 
(1999: 105–6), for example, points to the temple of Aphaia on the Greek island of 
Aegina, which was first excavated in 1811. Here traces of bright paintwork were visible 
on various elements of the building, including the friezes as well as the pediments and 
their sculptures, although they rapidly faded on contact with the air.

One of the most striking illustrations of the use of colour in sculpture from Rome’s 
northern frontier comes from the 1950 excavation of the Carrawburgh Mithraeum on 
Hadrian’s Wall (Figure 1). Here the excavators noticed hints of original pigmentation 
on an altar to Mithras set up by Marcus Simplicius Simplex (RIB 1546). There were, for 
instance, traces described as a ‘deep scarlet stain’ on the cloak of the figure of Mithras 
represented on the altar (Richmond and Gillam 1951: 38; Campbell 2020b: 102–103). This 
knowledge that the stonework was coloured informed the creation of a reconstruction 
of the Mithraeum at Carrawburgh that was displayed in the Museum of Antiquities on 
Newcastle University’s campus from 1960 until its closure in 2008 (Daniels 1989: 23; 
Allason-Jones 2009). The actual colour palette for the reconstruction was based on 
evidence from a range of Mithraea, including Dura on the Euphrates and Santa Maria di 
Capua Vetere (Daniels 1989: 23), but the excavators’ observations of original paintwork 
are highly likely to have also played a part.

The Mithraeum in the Museum of Antiquities is a relatively early example of an 
attempt by a museum to reconstruct coloured stonework from antiquity. More up to date 
interest and research in the use of polychromy on the sculpture of the ancient world, such 
as the Ny Carlsberg Glypotek’s Tracking Colour project (Carlsbergfondet, Date Unknown) 
has led to more reconstructions of coloured ancient statuary in museums and elsewhere 
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(Barry 2020: 47). Recent museum-based examples include the British Museum’s 
2015 exhibition Defining Beauty: The Body in Ancient Greek Art (Jenkins 2015) and the 
Metropolitan Museum of Art’s Chroma: Ancient Sculpture in Color, which opened in 2022 
(Metropolitan Museum of Art 2022). Perhaps the most significant exhibition, certainly in 
terms of its impact, has been Bunte Götter. Die Farbigkeit antiker skulptur, or in the English 
speaking world Gods in Color, which has travelled to over 20 venues in Europe and North 
America and been seen by approximately three million people (Rose-Greenland 2016: 
85–86; Østergaard 2019: 111). Closer to Hadrian’s Wall, English Heritage’s site museum 
at Corbridge displays a colour reconstruction of the tombstone of Flavinus (RIB 1172), a 
Roman cavalry standard-bearer of the ala Petriana. The use of colour reconstructions 
in varied museum contexts therefore had a significant impact on the decision to use 
projection mapping in the Hadrian’s Wall Gallery of the Great North Museum.

Figure 1: Reconstruction of the Carrawburgh Mithraeum in the Museum of Antiquities (Photo: 
Society of Antiquaries of Newcastle Upon Tyne. Reproduced with permission).
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One additional aspect of the interest in polychromy in ancient sculpture, which 
has become more prominent in recent years, is the application of a range of scientific 
techniques, such as portable X-ray fluorescence (pXRF) and portable Raman 
spectrometry, deployed to provide deeper insights into the pigments used. These 
techniques can go some way towards accurately reinstating lost colours, no longer 
visible to the naked eye, on ancient sculpture. The extensive range of analytical 
approaches used by museums to deepen our understanding of ancient polychromy 
is demonstrated by work at the Metropolitan Museum of Art in New York on a Parian 
marble Attic funerary stele (Basso et al. 2023). Here a multidisciplinary team used a 
variety of techniques, including digital microscopy, X-ray fluorescence spectroscopy, 
and Raman spectroscopy to elucidate further the colour scheme of this funerary 
monument. Most of the research on polychromy on sculpture from antiquity has 
focussed on relatively high status marble sculpture, although the use of colour on other 
materials, including limestone and sandstone is recognised (Bradley 2009: 430). On 
Rome’s northern frontier this scientific approach is exemplified by Louisa Campbell’s 
museum-based research on stonework from the Antonine Wall and Hadrian’s Wall, 
which has yielded impressive results into the range of colours employed on Roman 
carved and inscribed stonework (2020a: 191; 2020b: 101). Her work has demonstrated 
how pigments including red lead, white lead, and yellow and red ochre were exploited 
to adorn relief sculptures from both Walls. Not surprisingly, the pigments identified 
are predominantly ones that could have been easily sourced locally, while the presence 
of pigments from elsewhere in the Empire is rare (Campbell 2020: 194). As a result of 
this research, our understanding of the colour palette utilised by artisans working in 
northern Britain has been significantly enhanced and the outcomes of this research 
directly informed the development of Roman Britain in Colour.

Roman Britain in Colour
Against this background, the decision was made to use projection mapping to create 
a new visually informative intervention in the Hadrian’s Wall gallery. The aim was 
to positively engage visitors with the objects on display and provide them with new 
insights into the nature of carved and inscribed stonework on Rome’s northern frontier. 
A tender for the work was produced and Novak, with their existing experience in the 
museum sector, were ultimately appointed to deliver the project. The ensuing process 
of developing ideas for the display was highly collaborative.

Both the museum and our academic partners in Newcastle University worked 
closely with Novak to develop concepts; always keeping in mind the feedback of the 
WallCAP volunteers. This interdisciplinary cooperation closely resembles the approach 
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usually adopted by artists and illustrators involved in producing reconstruction 
drawings and paintings (Mills 2013: 3; Perry and Johnson 2014: 348–349). The final 
Roman Britain in Colour display was the product of extensive conversations between 
curators, archaeologists, and Novak, who each brought different skills and experience 
to the discussion. From the museum’s perspective, it would have been valuable to have 
additional input from the WallCAP volunteers at this stage of the project. Unfortunately, 
the timeframe involved meant that this was not possible. Nevertheless, our work with 
the volunteers highlights the value of co-creation and points the way to potential 
further long-term collaborative work.

Initially a group of seven altars was selected (Figure 2).1 These were mainly chosen 
because of their position in the Gallery. An important consideration was providing 
room for the projector’s throw: the distance needed for the projectors effectively to 
project an image onto the altars. There were several areas where we could have made 
use of the technology but the seven altars selected are in the most accessible position 
to attract visitors’ attention. They are in one corner of the Hadrian’s Wall Gallery in an 
area that explores religious belief on the Wall. The seven altars represent a number of 
different deities and provide visitors with a sense of some of the gods and goddesses 

Figure 2: The seven altars in the Hadrian’s Wall Gallery, Great North Museum: Hancock (Author 
2023).
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encountered on the frontier, including a probable native deity Antenociticus (Aldhouse-
Green 2018: 73–75). None of these altars have been scientifically analysed for traces of 
original pigmentation, and the colours we used to recreate a sense of what they may 
have originally looked like were based on evidence from similar altars from northern 
Britain. Extensive use was made of the analytical work by Campbell (2020a; 2020b) 
which covers similar material from the Antonine Wall and Hadrian’s Wall. The final 
projection mapping, as well as giving an impression of the colours used, also made use 
of additional animation to bring the altars to life in an imaginative way. The altars to 
Neptune and Oceanus, from the River Tyne, both included projected aquatic imagery 
such as crabs and seaweed to emphasise the god’s watery nature. The altar to Fortuna 
incorporated a representation of a libation being poured onto an altar, demonstrating 
one of the ways an altar may have been used by a worshipper in the Roman period. 
The projection on the altars runs for about three minutes providing a short display of 
colours and animation. At the end, the colours gradually fade, alluding to processes of 
decay that led to the altars’ current lack of pigmentation.

The projection mapping on the altars (Figures 3–5) acts as a stimulus to imaginative 
responses on the part of museum visitors. It provides what can be described as a ‘jolt of 
unfamiliarity’ (Rees Leahy 2014: 288) to make the viewer reflect on and reassess their 
assumptions about Roman sculpture. The recontextualisation of the altars through 
projection mapping acts as a spark for the imagination, creating a dialogue between 
the visitor and the altars (Petrelli and Roberts 2023: 1). The perception that statuary 
and stonework from antiquity was unpainted and austere is strongly ingrained in many 
visitors (Ridgway 1999: 103; Bradley 2009: 427); any museum display that highlights 
polychromy will challenge this.

Frequently, museums rely on interpretative strategies where supporting text 
labels are seen as essential for conveying information about objects (Dudley 2010: 4). 
Projection-based interpretation moves beyond this standard approach to explaining 
objects (Mills 2013: 1), allowing visitors to develop their own responses without relying 
on descriptive labels. The impact of coloured altars, not least the way in which text on the 
altars becomes easier to read when it is picked out in red paint on a white background, 
is one of the first things that becomes apparent from viewing Roman Britain in Colour. 
Not only is the original appearance of the altars suggested through the projection, but 
also the use of animation provides a sense of how the altars functioned and the nature 
of the gods they were dedicated to. Projection mapping can be a narrative technique, 
telling museum visitors a story as well as alluding to the appearance of material in the 
past. Here it acts more as an interpretative tool than a static representation of ancient 
polychromy.
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In addition, the fading of the projection encourages visitors to make their own 
inferences about the kinds of processes that led to the loss of colour on the altars. This 
knowledge can be taken from the altars that are highlighted by projection mapping, and 
used to inform an understanding of altars and stonework elsewhere in the Hadrian’s 
Wall Gallery.

The group of seven altars gives a welcome injection of colour into the Hadrian’s Wall 
Gallery. They lift the overall feel of the Gallery, providing a change of tone from the plain 
inscribed and carved sandstone that dominates much of the space. The aesthetic impact 
encourages visitors to stop, look, and perhaps contemplate rather than make their way 
quickly through the Gallery to see what else the Museum has to offer. In addition, they 
act as a corrective to the often-expressed view that Roman Britain was a drab place. This 
perspective may, to some extent, have been engendered by reconstruction artists, in 

Figure 3: Projection mapping of a libation poured onto an altar. Altar dedicated to Fortuna, from 
Risingham (RIB 1210) (Author 2023).
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particular Alan Sorrell, who frequently chose, for artistic effect, to portray the province 
as dark and gloomy (Pitts 2005: 18–19; Perry and Johnson 2014: 344; Sorrell and Sorrell 
2018: 174).

Problems
Obviously, the interpretation of these seven Roman altars through projection mapping 
is not without issues. The very presence of the altars in the Museum’s Hadrian’s Wall 
Gallery means that they are divorced from their original contexts and are an artificial 
grouping (Skeates and Day 2019: 12; Petrelli and Roberts 2023: 1). This dissociation from 

Figure 4: Projection mapping of colour fading from an altar. Altar dedicated to Jupiter Optimus 
Maximus and the Mother Goddesses Ollototae, from Binchester (RIB 1030) (Author 2023).
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their original contexts is further amplified by the fact that they are from different sites 
and are likely to represent a range of dates. The altars to Oceanus (RIB 1320) and Neptune 
(RIB 1319), for example, come from the River Tyne at Newcastle and are associated 
with the site of the Roman bridge (Tomlin 2018: 93), while the altar to Antenociticus 
(RIB 1329) comes from a temple site outside the fort at Benwell (Aldhouse-Green 2018: 
73–75). In the case of some of these altars, we do not know their original contexts 
at all. The Wallsend altar to Jupiter Optimus Maximus (RIB 1299), for instance, was 
discovered in an allotment some 275 m west of the fort site.

Furthermore, the term ‘reconstruction’, which is often applied to displays that are 
intended to evoke the past, has been criticised (Blockley 1999: 15; Stone and Planel 
1999: 1-2; Hedegaard and Brøns 2019: 8). The implication behind the use of this term 
and similar ones, such as ‘restoration’ and ‘re-creation’, is that an accurate view of the 
past is being presented to the museum visitor (Hedgaard and Brøns 2019: 20). This is 
clearly not the case. As with any reconstruction there is no way that it can be considered 
‘a once-and-for all authoritative view of the past’ (Greaney 2013: 37). Archaeological 
interpretation should rather be seen as an ongoing process that changes over time as 
new evidence and techniques lead to a deeper understanding of the past (Rasmussen 

Figure 5: The seven altars with projection mapping (Author 2023).
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and Grønnow 1999: 142). Stone and Planel (1999: 1–2) observe that the past cannot 
be reconstructed, instead it is continually constructed by individuals and groups 
who interact with it and this interaction is determined by a number of factors, such 
as social and cultural background. Several alternative terms have been proposed that 
imply less definitive certainty about a reconstruction. These include ‘approximations’ 
(Østergaard 2017: 165) and ‘reconstructive representations’ (Hedegaard and Brøns 
2019: 8). For our work, we chose the term ‘reimagining’, and this is how Roman Britain 
in Colour is referred to in the text panel that accompanies the projection mapping. This 
acknowledges the speculative nature of the project and hopefully signposts museum 
audiences to the fact that we are not presenting the absolute, final truth.

An additional criticism is the fact that the colours applied to the altars do not derive 
from any direct scientific analysis of the altars. For pragmatic reasons we took scientific 
data from other similar altars and applied it to this group. This makes the display, in 
some respects, a disingenuous one, particularly if a key element in any archaeological 
‘reconstruction’ is the desire to ‘ensure that visitors are not misled and that they receive 
as accurate an impression as possible of the Roman World’ (Mills 2013: 5). Nevertheless, 
this can be balanced against the desire to use this reimagining to inform our audience 
of an aspect of Roman carved stonework they may not have considered. The role of this 
type of display is to inspire visitors (Figure 6), while perhaps challenging and changing 
their perceptions of an aspect of Roman material culture (Perry and Johnson 2014: 324).

A broader criticism might be that a display of this nature represents the dumbing 
down or ‘Disneyfication’ of museum interpretation (Mills 2013: 1). This can be regarded 
as part of a trend where museums have moved from being repositories for conserving 
and displaying material from the past to being venues whose primary function is 
education and entertainment (Sontag 2003: 107). In response to this criticism, it 
should be noted that museums, particularly those that receive public funding, have a 
responsibility to make their collections accessible to as broad an audience as possible. 
They have to consider all their audiences and not just a small minority of specialists. 
All museum interpretation is reliant on choices made by curators and other museum 
staff and it is nearly always impossible, given the constraints of available space, to tell 
the full story of an object in a gallery context. At the same time, the power of strong 
visual interpretation to provoke an imaginative response on the part of the visitor can 
enrich their experience and understanding in ways that more traditional interpretation 
cannot. Sandra Dudley (2010: 8) talks about the impact of affective emotional responses 
to museum objects, observing that, ‘museums’ preference for the informational over 
the material and for learning over personal experience ... may risk the production of 
displays which inhibit and even preclude such affective responses’. There has certainly 
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Figure 6: The text panel for Roman Britain in Colour (Author 2023).
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been a development in understanding the need to provide audiences with ‘emotionally 
engaging experiences’ (Economou et al. 2018: 1) and Roman Britain in Colour can be seen 
as a display that prioritises emotional responses on the part of visitors. There is some 
textual interpretation to accompany the display, but this is secondary; most visitors will 
see the projection before coming to the text. Indeed the visual impact of the projection 
has the potential to overshadow the accompanying text (Hedegaard and Brøns 2020: 
22), while the extent to which museum audiences read text panels is also questionable 
(Reitstätter et al. 2022). A final point to consider is the way non-verbal interpretation 
can often say more and be more accessible than a text panel (Greaney 2013: 32). Reading 
the written word requires purposeful engagement (Lowenthal 1985: 245), whereas the 
impression of a visual reimagining is more immediate. The reach of non-textual, visual 
interpretation goes much further than a museum label, which usually only conveys a 
limited amount of information and is certainly not accessible to all visitors.

Roman Britain in Colour does not necessarily represent a response to the marked 
‘sensory turn’ in archaeology that has been noted from the 1990s onwards (Skeates and 
Day 2019: 1–4). In fact, it can be regarded as a continuation of an occularcentric method of 
museum display; an approach that dominates the vast majority of gallery interpretation 
(Dudley 2010: 8; Fahlander and Kjellström 2010: 1; Skeates and Day 2019: 12). The altars 
in the display are dissociated from the sounds, smell, taste, and touch of the past, which 
would have informed any interaction with them (Brøns 2019: 318). Museums have long 
been aware of the use of various sensory methodologies in their interpretation and 
both touch and sound have frequently been employed, alongside, albeit less frequently, 
smell. The Jorvik Viking Centre provides an excellent illustration of some of these 
varied approaches in action (Addyman and Gaynor 1984: 11–13) and the Great North 
Museum: Hancock certainly makes use of sound to provide an additional dimension to 
its interpretation. Despite being an occularcentric methodology, the projection mapping 
employed for Roman Britain in Colour opens up an area of the visual representation of 
Rome’s northern frontier that is relatively neglected. It introduces the museum audience 
to the possible range of colours that were utilised to adorn altars and other carved and 
inscribed stonework. The power of such imaginative reconstructions to make museum 
audiences rethink long held assumptions and challenge their understanding of material 
culture should not be underestimated (Perry and Johnson 2014: 324).

Conclusion
To date there have been no formal attempts to evaluate the impact of Roman Britain in 
Colour but informal comments made by museum visitors and the academic community 
have been overwhelmingly positive. Frequently visitors have remarked on the fact that 
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they were not aware of the use of pigment on Roman carved stonework. The projection 
mapping animation has also been welcomed by many who appreciate the element of 
drama introduced into the gallery. Dwell times in front of the altars also appear to be 
greatly extended when compared to previous visitor behaviour in the gallery. Popular 
archaeology journals, including Current Archaeology (Blair 2022) and Antike Welt (2021), 
picked up on the display relatively quickly, further indicating the impact the project has 
had beyond the context of the museum.

Undoubtedly, Roman Britain in Colour does not provide a comprehensive insight into 
the scientific processes behind the reimagining of the altars. In the space available it 
would be impossible to practically cover this in any meaningful depth. There is often a 
tension between providing audiences with an engaging experiences and communicating 
archaeological evidence (Economou et al. 2018: 7); finding the right blend between these 
different perspectives is difficult and will inevitably leave some visitors dissatisfied. As 
already stated, museums have to be selective in what they present to their audiences 
and a focus on challenging a widely held perception of Roman carved stonework was the 
key point the display was intended to communicate. Østergaard (2017: 165) correctly 
observes that a ‘research-based reconstruction — despite its limitations — is nearer 
to a historical reality than any faded original. The impact of this on “ordinary” viewers 
cannot be overestimated’. It is also possible to support gallery interpretation elsewhere 
and, in this case, a short blog was written to provide more context for the project for 
anyone interested (Parkin 2021).

Overall, Roman Britain in Colour can be viewed as a success, which the museum 
can build on with further projection mapping projects, as well as more in-depth 
interpretation relating to the archaeological science behind it. Archaeological 
‘reconstructions’ are very susceptible to academic criticism (Blockley 1999: 15), but are 
popular with the wider public because they provide an understanding of the past that 
would otherwise be inaccessible to many. Roman Britain in Colour underlines the impact 
of strong visual interpretation to provoke an affective response in museum visitors, 
as well as creating a memorable experience. Furthermore, the intervention has drawn 
attention to an area of the Great North Museum that is usually overlooked. The fact that 
it has focused a great deal of attention on epigraphic evidence from Hadrian’s Wall is 
testimony to the efficacy of projection mapping as an interpretative technique.
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Abbreviations

RIB – Roman Inscriptions in Britain. Accessible at: https://romaninscriptionsofbritain.org/

Notes
 1 The seven altars and their respective sites are: Fortuna redux (Risingham), RIB 1210; Antenociticus (Benwell), RIB 1329; 

Jupiter (IOM) and the Mother goddesses (Binchester), RIB 1030; Oceanus (River Tyne at Newcastle), RIB 1320; Neptune 
(River Tyne at Newcastle), RIB 1319; Jupiter Optimus Maximus (Wallsend), RIB 1299; Minerva (High Rochester), RIB 1267.
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