©

Pearson

GCE A Level
Advanced
Art and Design

Photography
Component 1

SAMPLE 3.10
Total Mark 66 (53+PS13)



Mark

Performance
Level

@

Pearson

AO1 AO2
Develop Explore and

Select
13 15
5 5

AO3
Record

13

AO4
Realise

12

Total
out of 90

Personal
Study

13

66



Flis o

v {or our CourSevert e we oluen e Gile
ﬁwt..(sé exflontoy €lic péle 1€ anmed o mary Aus

.'ﬂ;; Cuchs @S uSinay  phleb cavems , malilne Cysi Otypess 919
pvcns, Moleing fuote grams n e dertreoom éfmtpo(aéirg v

) lieteshey . F have Gamt bowte presert  Fdecavent My

: 4','.-;0,»«‘('3?” bave pactsed meoting deodlings: Aie aSpecé
ceorse. T bhave focused on F enjoyed Mo thoudené
loe Loon eg_'x.fwa—h'ns 1 tre  devte o 4 avten'n

te vx of addibonal veials, Sxt as colobred ink -
aso eheued e Fovr-lkrver kecanse. = Lave oaaed

p wak that = bdn't even Haink wene fass}bb to rali
T Mo trwng s £0naS  and Mot Lnowrq hew eir
T feol = bave gquile a scienhbe aind
o me Ae beSt aspact of ©SNg (e devteroon CShg
cals  § maniplaghg (he wmy T osel Luse chanicals
s Bages  of ghotegrems . This year haS ially
LA rme o et &= @'ﬁ‘P‘l ol OSitey My d:«'ng/'éu( Comgra f
hows o improve My MoepeS N ﬂbévsl«qp fartier-wvare =
creughly enjoued  Sheeblnoy ¢veugs My alass b ald, uhich
FCFN; ﬁr walt 1. TE helpd to Gach M2 a.ﬁ:out-a@@
Doty welich T (el ove. impertant aspects of
ooty - Fer May w2 f(fJ{(é i focus was @ balleons
lpod e do realise e pows Lhat chiats e
Tn ¢his pro) ek x replicated o gues that £
osly lopwnt n Uni¢ Zo buk @13 brie 0y bsd

- Do f(x v ové

" digital photagrepliy $ photeshop o 0;;;

% i frest Fgr f)‘/\()éoS"bf # Md ,.Mfrvw " '6:

,,U “ea Qs T have (kaed at o« Boﬂd \Idne,% *a/ﬁw
Mish kea. tianer

L‘ a5, Maa ﬁa:s , Siten BONL Michael Flomer, ‘

| ond olafo Etassen . Ao oS8 Hrat inSpimdt 4
wasS ‘34(6*/‘5”%(-\3 egual ond T vves \-’Q"‘\’)n/\'ﬁn‘gwd "0

joas pesmanSa ad his abi'l

et € c{

Mest was Simon Bed , because * QCe,U; that lyg b

Ad Michael F(c!"vow becouse &

-eb-dvuu\és ; guw as dre. When ¢ {_.gd |
1

e kW'LICC{'éK ébllg f@L)/B ,/\ ;\&j U\)OFQ

{"F V\Cl;/‘(‘) %(AC. QLCch' mu 2

Sim ple E‘a\f'ﬁ‘l

Posible A2 Hromes 3

Ano S
Dé.L'a‘..p('.’;o 7L

Mol putabion
Whae ¢ Hduw ()appoic 7



TheP hum”r apt
Fine Art

 hiddan
MES ¢ :;sf

13§~

A ,ux. of pinion i€

-“(' 3 bec (= PN

reabul €

Ty Nt b€ 7‘44/['*

S rephiied

A goed
iuf‘/f 4oy )
reles en looth
die it
g e

|‘/ C,}p(},‘l"t\[‘f\



Book review:

The Photograph as Fine Art

| disagree with this book which states that, 'photography is not Art, but
photographs can be made into art, because | believe it's not just a case of
pointing a camera and taking a shot, a certain eye is required to obtain a
respectable picture. Until | read this book | had never thought of photography
as a new language but in a sense itis, it's a modern version of a painting,
truthfully translating events and moments in time In a way photos have visual
lyrics which activate imagination What can be controlled in an image?
Everything including: tone, light, environment, visual interpretation and most
importantly field of view which can deceive the viewer by withholding s
information expressing the underlying meaning behind the image. 'The ability
to transform an obvious, even ordinary, subject into something strange and
unique' and 'it takes one of the most common of everyday aspects and
transforms it into an image with a strange beauty'. The two quotes a:ove
suggest photography iS easily able to manipulate the spbjectlwty of the
imiti i i d therefore making the unnoticeable

observer by limiting the field of view an _ he u o

i i noticeable? By just zooming in the subjec
it bt pe\? plt‘a I!?(nq:\e"The Phantasmagoria of Memory' this book
becomes significant. JuS! T2 how it allows for experience
has made me aware of the importance pf colour, s st
of presence to extend beyond the phVSngL:e;g :—'n"u“cinlcnegw = ma% 5
interactiveness B ot ae and expression. Furthermore the
pecause it has its own symbolic languag
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Phantasmagoria of Memory

e (LA

\fourntng 1s regularly the reaction to the loss of a loved person, or to the loss of
yme abstraction which has taken the place of ome, such as fathertand, lberty,

an ideal, and so on

Freud] portrays the process of mourning as a passwnate or hyper-remembering
f all the memories bound up with the person we have lost. Mourning is repre-
sented as a dizyyng phantasmagona of memory.

Phantasmagoria: | an exhibition of optical ilusions produced
chuefly by means of the magwc lantern extended to somilar optical extubitions,
ancient and modern. 2. a shifting senes or successwon of phantasms or tmag-
nary figures, as seen in a dream or fevered condition, as called up by the

tmagination, or as crealed by hiterary description

This photograph is of St Paul’s Cathedral during the Blitz on
London in December 1940. It shows the Cathedral enveloped by
the smoke from nearby fires started in a recent bombing raid, with
ruins of burned-out buildings visible in the foreground, and the

building emerging, apparently intact, from the chaos and



Book review:

Annette Kuhn
Phantasmagoria of Memory

Reading this made me question what is more effective, colour or black and
white? This book states that with the use of black and white a strong tonal
contrast can be established providing stability to an image,

‘indomitability’. However from reading this book it has also made me consider
the power of colour, how it can have a strong representation of events and
emotions, meaning colour is effective in triggering a sense of recognition
Colour is very symbolic of feelings and meaning and therefore it is colour
within an image that causes distant, untouched emotions to resurface after
long periods of time. This book also taught me a lot about the control an
image has on the viewers subjective thought toward it and its underlying
meaning. ‘The enemy, not present in the image, becomes depersonalised'
because the enemy is not witnessed within the frame therefore the viewer
doesn't attribute a personality to the enemy.

| agree with the majority of points the book states but there was a particular
quote that stood out, 'never seen this photograph before; and yet it feels
familiar' | interpreted this as it is possibly suggesting that photography is the
most effective technique in retaining and portraying feeling in a moment. This
book gave me an idea for a theme for my A2 project, 'what is the purpose?'
To make the viewer think what the purpose behind taking the image was,
whether it was propaganda for a cause or trying to convey a particular
message. Furthermore | liked the quote, 'refers not to what the spectator sees
but to what the couple are looking - are looking back - at', | like the suggestion
they gave about looking beyond the frame and the viewer being able to
imagine the world outside of the frame. What | found most interesting was the
photos ability to translate the observers consciousness into its vivid scene that
seemed alive
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Book review:

Robert Shore
Post - Photography

This book has enabled me to appreciate the ever-growing
insignificance of the photograph. It seems that no one photograph is
unique anymore, “Type ‘sunsets’ into Google Images and you'll get
literally millions of matc hes in under a second of searching.” Its
statements like these that affirm how precious the darkroom is, only
able to produce images that are all unique in their own right. As a '
consequence of this over production of photographs, people are
finding taking their own photographs, increasingly pointless.
Therefore many people have resorted to altering photographs that
already exist, using software such as, Photoshop. I feel this book
emphasises this fact clearly w ith this statement, "Now, we're a
species of editors”. Because of this most photographs nowadays are
so far from the truth that they are completely unrecognisable and
senseless. But then again, many would argue that it gives existing
photographs a new perspective and therefore a new purpose. | guess
this extent of manipulation and distortion is a way people are able to
communicate their inner selves. In addition this book explains how
manipulation is constantly testing the objective truth, resulting in
people being unsure about what is real and what is not. Consequently
distorting the underlying meaning of the image, therefore
disconnecting it from the viewer.

ISED AND ENLAR

sED EDITION
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Book Review:

Graham Clarke .
The Photograph: The Photograph Manipulated.

This book makes us question the visual vocabulary of photography. It
examines the effect different manipulation techniques have on the
underlying meaning of the photograph, such as distortion and
transformation. This book explains that manipulation has the ability
to create dynamic relationships and meanings, that suggest a sense of
building. They strip the original image of all meaning and rearrange
the fragments into an image with a dream-like interior with multiple
layers of consciousness. It introduces us to the idea that

manipulation can widen the perspective scope, as if it is a ‘new
instrument of vision'. It gives an image new awareness and
programmatic of seeing. This book focuses on one of the most well
known manipulation artists, Man Ray. Exposing his work to bea
bridge between the two dominant artistic movements of the period,
Surrealism and Dada. His ability to ‘play’ on shapes and creates
ingenious visual puns centres his work around humour. It introduces
us to the notion of ostranenie, the artistic technique of presenting to
audiences common things in an unfamiliar or strange way in order to
enhance perception of the familiar. This book explores the
manipulative technique of collages and their common use of
translating political satire through an irregular arrangement of
opposing photographs.

el \ PR Abbu n
~—— A History of Manipulation -~ A\Am-.‘
When photography was first introducedg1§0'years ago, it was seen as the X : \‘-‘ t
AN )
perfect documentary medium bee the mechanical nature of the medium ronipol
OYhar] prece%eS //

sihomre bawe ensured unadulterated, exact replicas of the subject matter. The technological - cé{eer Me
S50 g AN

dovel
< Alvonced 4 (n oler advances of cameras and the subsequent development of photojournalism led to # N"ﬁ/‘:
Mion ﬁ-ﬂr‘ Pbd;ujnzx‘tjc'eafer . more realistic photos. For instance, rather than the stiff poses required

4 co (keffué AL o by early, long-exposure cameras, lighter, transportable cameras allowed
wndafwine 1€
pholojournalists lo take unrehearsed snapshots  Historian Judith Gutman claims

that, “for the first time the public saw photographs of bored ministers, ungainly

k3

&k pases
Because phots 1 ; exfh# 3
ographs mndnmm public

postures, and cunning smiles behind cigar-smoking officials.™ (see fig. 2-1)

decided photographs were credible witnesses of reality. Photos told “the truth”
by exposing people in an unrehearsed and candid manner. Ralph Waldo

Emerson claimed enthusiastically, “Photography is distinguished by its

immediacy, its authenticity, and the remarkable fact that its eye sees more than

-t a0

itselt.®
Another type of manipulation occurs during the picture-taking process. In
creating a photograpn. 8 holographer chooses the subject matier, COMPOses
[R50, S vows are ar cer B ok 0 Chanae he e o the

Wmﬁc%reysamn.mmmmmmhy
inherently involves the of truth, bes how the normal processes of

preparing a news photograph for publication involves a great deal of
manipulation:

[Traditional photographs - the ones our culture has always put so
Cor e algered o irustin - have never been “rue” in the first place.

uppressing, and cropping the fi

d print in the datiroomy and, 0 cogyn Scuble

finally, by adding captions and other contextual elements to their

ke jnugp 1S
AT R, Photographers intervene in every photograph they make, whether
ageer - by orchestrating or difsctiy intederingin the scene being imaged;
by selecting, cropping, excluding, and in other ways making (i bo M
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The Edge Effect (2012) ta e 4 G
AT C@MotS
In March of 2012 Kukla lived in a cabin for a month within southern California’s Joshua

National Park. While staying in the Park, he spent much of his time v siting the borderiands of the
e high Mojave de: While hiking and

park and the areas where the low Sonoran desert meets
dniving. he photographed the meeting points of distinct ecosystems in juxtaposi
the Edge Effec! in the ecological sciences. He took a large mirror and painter's easel int

referred to as
y the

wilderness anc 1 opposing elements within the environment. Using a single visual plane

caph
1ges unifies the play of temporal phenomena, contrasts of colour and texture, and

this series of inr
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KROOM

Photographic processing s the chemical means by which photographic film and paper is treated after g

tographic exposure to

produce 4 negative wasitive image. Photographic processing trar
ge. Photographic processing transforms the Litent image into a visible image, makes this

permanent and renders it insensitive to light

Photographic Developer:

Developers generally consist of four kinds of chemicals
The Developing Agent

The Preservative

The Accelerator or Alkall

The Restrainer

Occasionally, other chemi S, mainly butfers, are added

wo most frequently encountered developing agents are Metol and Hydroquinone. (benzene-1,4-diol). Others include

Pyrogallol (Pyro), Glycin, Pyrocatechin

The Preservative
During the deve
constant throughout, a preservative must be added to prevent this oxidation. It it were not, the developer would quickly become

ing (reducing) process, the developing agent becomes oxidized So that the development process remains

exhausted. (sodium sulfite.)

The Accelerator

Most developing agents requ ) alkali in order to be effective and they are

wdded to raise the pH. The higher the pH, the faster and more active the developer is. Sodium carbonate. It has a pH of around
115-116

I'he Restramer

At the same time that the alkali is speeding up development, a restrainer must be

used to slow down the process, otherwise parts of the emulsion that did not receive exposure to the light might get developed
When this happens it is known as chemical fog. The most commonly used restrainer is potassium bromide.

How Does It Work?

The developer selectively reduces silver halide crystals in the emulsion to metallic silver, but only those having latent image
centres created by action of light. The light sensitive layer or emulsion consists of silver halide crystals in a gelatin base. Two
photons of light must be absorbed by one silver halide crystal to torm a stable two atom silver metal crystal. The developer used
generally will only reduce silver halide erystals that have an existing silver crystal. Faster exposure or lower light level films
usually have larger grains because those images capture less light

Photographic Stop Bath:

The purpose of the stop bath is to halt the development of the film, plate, or paper by either washing off the developing chemical
or neutralizing it. Stop bath will usually consist of some concentration of acetic acid, commonly around 1 to 2% and therefore will
decrease the pH of the paper, meaning that the developer can no longer work as it is only active in alkaline solutions

Stop bath becomes exhausted when bases carried aver from the developer cause the solution to become alkaline. An indicator is
needed to identify the point of exhaustion, the pH indicator most commonly used is bromothymol violet

Phetographic Fixer:

Fixer stabilises the image, removing the unexposed silver halide remaining on the photographic film or photographic paper,
leaving behind the reduced metallic silver that forms the image. By fixation, the film or paper is insensitive to further action by
light. Popular salts are sodium thiosulfate—commonly called hypo—and ammonium thiosulfate. Fixation involves sodium
thiosulphate reacting with a silver halide (silver bromide):

In this reaction sodium thiosulphate has been reduced

AgBris) + 2 5:04° {ag) = Br{aq) + Ag(S:04):" [ag)

and-white films, the remaining silver must be removed by a
hate and ferrous

Fixer is used for processing all commonly used films, including black-
chemical mixture called a bleach fix, sometimes shortened to blix This mixture

EDTA, a powerful chelating agent

@ Pearson
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arises because of its role as a hexadentate (“sixc-toothed™) ligand and chelating agent, Le., its ability to isolate metal

Ethylenediaminetetraacetic acid

Its usefulne

lons such as Age

The light sensitive crystals are prepared by the combination of silver-Ag- and a halogen
Due to the very low solubility of silver halides mixing aqueous solutions of silver ions and halide jons will result in the

precipitation of silver halide crystals

v ANOS « Kb AgBre KNO 3

Silver bromide 1s a lattice crystal containing millions of pairs of jons

The Latent image:

The energy released when a photon of light strikes a silver halide crystal frees an electron from the bromide lon. The former
bromide ion is released Irom the crystal as bromine and is absorbed by the gelatin, The free electron moves through the crystal to
a 'sensitivity speck’ caused by imperfections in the crystal structure or created during the sensitizing process during
manufacture. This now negatively charged speck attracts positive silver ions which are neutralised to form silver atoms, If
enough silver atoms form at a single point then a latent image is created. The latent image is not visible, even under a microscope
50 the only way to tell if it is present is to chemically develop the film to reveal the image

The chemical reaction of the silver salt with light leads to the photoreduction of silver ion to metallic silver

The quantity of silver on that is photoreduced to silver metal is proportional to the intensity of light

Exposure
to Light Davelooalie
velopal
Sesr;:t(l::nlv l Silver Grain
a &
\ Br o
o A
a a
aaba
{ Interstitial Electrons and  Intersttial Positive holes
silverions  positive holes  silver lons move to surface
are formed atractedto o tralize
1]
::g?g“:: v bromine 10ns to
atoms which
son iy adsorbed
speck to form are tn
latent image. by gela
[acceptor|
Gurney-Mott Theory For Latent Image Formation




Sequence of Events That Convert a
. 3 * Filim Linto B
Iransparent Film Grainanto Black
L ] Metallic Silver
Unexposed Film ° .
.
Ea ) grain contains a large number

ver and bromide ions. The

ver (ons have a one-electron deficit

which gives them a positive charge. On

C o the other hand, the bromide ions have a

negative charge becauss ey contain an

extra electron. Each grain has a

’ tructural "defect” known as a sensitive
his condition is

speck. A film grain in th

Exposure

relatively transparent

Development

Alternative Developing Agents

Caffenol is a developer consisting of only washing soda (which is used commonly as a laundry detergent), coffee crystals (like
Instant Folgers), and sometimes vitamin C (for making Caffenol-C). It replaces the commercial developing chemical in developing

black and white film. It was introduced seventeen years ago by Dr. Scott Williams and his class at the Rochester Institute of

Technology when he experimented with his class to find a household developer

Cafteic Acid - The Developer

Sodium Carbonate - The Accelerator (Base)

Ascorbic Acid (Vitamin C) - The Second Developer

One of the problems with the two-component recipe is that it can take a while. This of course leads to excess staining and fogging,
as well as maybe some excess graininess. Therefore resulting in the formation of gold toner, (Black Silver)

Vitamin C also has antioxidant qualities, so there’s a possibility that it acts as a preservative. Most developers require a
preservative because otherwise the developing agent would oxidize and become ineffective before development is even

complete

I plan to take all of this information | have collected from my research
and apply it to images I plan to create. Next | wish to research regular,
everyday houschold products that contain the correct chemicals and exist
at the particular pH's required to make an alternative developing agent. |
hope using this technique of alternative photographic processing will
produce a variety of unexpected results and curiosities. In addition by
rescarching the ‘Latent Image’, | hope it will aid in my development of
bronzing/gold toning, as it is not currently at its full potenuial

Moreover | feel researching how the darkroom chemicals react will the
chemicals in the photographic paper in depth, has consolidated any
queries | had about the overall process of the darkroom. This combined
with my research on how light reacts with the silver halides, will
hopefully enable me to undertake a technique | have had in the back of
my mind for a while now, printing with UV light. Following this I plan to
look at Anna Atkins who was the first to create cyanotype prints with
plants. Also an artist that sort of follows the idea of cyanotypes, because |
feel this would link in nicely with my idea of using UV, the artist | have
in mind is Adam Fuss

@ Pearson
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ANNA ATKINS

Anna’s father and John Pelly Atkins were friends of William Henry Fox
Talbot. Anna Atkins learned directly from Talbot about two of his
inventions related to photography: the "photogenic drawing" technique
(in which an object is placed on light-sensitized paper which is exposed
to the sun to produce an image) and calotypes.

The cyanotype photographic process was invented in 1842. Within a year,
Atkins applied the process to algae (specifically, seaweed) by making
cyanotype photograms that were contact printed, by placing the
unmounted dried-algae original directly on the cyanotype paper. Atkins
self-published her photograms in the first installment of Photographs of
British Algae: Cyanotype Impressions in October 1843. Although
privately published, with a limited number of copies, and with
handwritten text, Photographs of British Algae: Cyanotype Impressions is
considered the first book illustrated with photographic images.

[ wanted to take a brief look at Anna

Atkins’s work because | feel that it
links in very prominently with my
experiments with UV. Just like her |
chose to use plants as my light
templates, because they have a very
significant elegance about them. In
my eyes their unique shapes are very
attractive and | thought they would
produce sharp, successful prints
because of their defined outline. The
sole reason why I didn’t use
cyanotype paper to create my
cyanotypes, is because | feel my
project centers strongly around the
darkroom and its main aspects, which
is photographic paper and the
chemicals located within the fibres.
Moreover both of these techniques

strongly express the importance of shadow in the photographic language,
which is light.
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I wanted to span every inch of the darkroom and thought of carrying out
experimentations with polaroid’s as | feel they have a strong linkage with
photogram printing Mainly due to the fact that the polaroid possesses the
exact same set of chemicals as you would find in the darkroom, 0 in my
eyes the polaroid is its own darkroom. Also | felt the idea tied in neatly
with my current project focus of the manipulation of light and play with
shadows. But | plan to next delve into the world of film photography, as
other key aspect of the darkroom which I have yet to explore

and | feel it1s essential for my projects development

l it is yet an
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Jerry Uelsmann
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jelsry n's images are a strong expression of how he perceives the world, a fragile existence between the
ntemporary and the absent. Many believe Uelsmann i$ Q reversion to Pictoralism, becal e has manipulated

Unfitied, 1982. Gelatin Silver Print

Jerry Uelsmann is a master crafisman of what he calls “alchemy'—silver-halide pho!« graphy and printing. His style
is a mixture of playfulness. experimentation and a disregard for the intellectualization of his images. He takes a
non-infellectual attitude toward using his camera 1o collect aspects of his environment that provide him with a
base of materials that can be formed info his images. Uelsmann has said, "My initial approach is very
nonintellectual. | just can't emphasize that enough.” Too often his work has been defined by technique instead of
vision. Jerry Uelsmann uses the darkroom to creale his photographs. He uses the technique of combination
printing which involves the fusion of several different images to create one final image. Dodging and burning also
play @ part in creating the final Image. these are techniques used to soften and sharpen particular areas fo
ensure thot the images fuse fluently to form on ontinuous image. He has applied this technique extremely
delicately and as a result it is very effective in blurring the dividing line between fact and fiction. Therefore his
photographs vigorously test the objective truth of an image. This technique very cleverly deceives the mind into
perceiving these two photographs are one image. In fact Uelsmann’s work is so dramatic that it is simply not
possible for viewers 1o physically separate the images in their mind because where does one image start and the
other end? Therefore his method of alteration is subliminally suppressing

The reason why these two images work so well fogether is due to their similar contrast and tone, which aid in the
photographs convincing authenticity. It is evident that the images hove been thoughtfully selected because. as
we know when we think of old buildings we imagine them being consumed by nature. This could be why
Uelsmann chose to give the house roots, 1o enable the reader to relate to the image and to understand his
attempts to emphasise the age of the house. In addition, we know rools o be the plants support system, this
function has been mimicked here, with the roots as the houses support system

@ Pearson

n image rather than simply

f “creating
ged that | aimost be
on's he nly good photograph was o manipulated
v altered every photo by reducing or eliminating sharp focus, printing in colours other than black and
dy and
ppear o be
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very dim, which

Id otherwise be straightforward as a means
and clevert
s believed tha
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alsmann’s work is $o ¢
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reates are req ctonalis

ombined an image of a

white. and adding elements such as brush strokes to images. Here he ha:

1 the roof with a dull sky. In addition if you look closer, he has add a figure of a man that

yok and ascending up the map. | really like how he ha

\erging from the t

phys

t works so effectively because the tone of the sky i

cts of indoors and outdoors
maiches the dull lone of the study. Therefore it is o very suble transition, with the two images seamiessly flowing
into one another. | think there could be a hidden narative behind this piece, because the presence of the sky is
ic of the future and hope that lies within that future. Therefore with addition presence of the figure, this
ce ¢ Id be conveying Uelsmann's joumey to success or it could show that his is still reaching to achieve his
asires and dreams. With all of this in mind, it's a very thought provoking ce, designed to make the viewer

t on a personal and emotional level. This level of ingenuity in a piece stimulates the mind ond imagination
begaon to interpre! other pieces

)l aspe

conr
in so many new ways. | found that after | hod viewed a selection of his images,
of art in difterent ways and | began to imagine in more radical ways, which | felt has helped my project

considerably. The authenticy  of the cabination has been further enhanced by the light projected and sun




Max Emst

Dada Surrealist painter

T'hroughout the Dada movement,
animals have been used to create
combination prints of 2i
fanatical creatures. This is another
reason why the main subjects of my
images are wildlife. When 1 begin the
technique of combination printing for
myself, | plan to incorporate all of
these animals | have photographed
into my prints, in many curious ways.
I may alter their size to make them
appear surreal, alternatively | could
merge them together with my other
images of trees and buildings, to
make them into a mass of
inconceivability. 1 feel this
photograph links in well with the idea
of Dadaism, because it has the
potential to be altered and perceived
in many difTerent ways.

b







Q0 A RAAAARAAAAGARAAANO O QO @@ 0 & a Aaaaaaabn

<
Qo
75
=
S
oW



o LAESC ¢ * @A [eAanti€ Explaed tre el QUL of Sula to ereall
e Se oot {lese al o(oors e i A pape 2 stcod o/ "u.‘([t, q
WX il a4t « ¢ fitvie At mpt nrst book 1 wloped spe ‘e Sechos
vrpled g A Lope 3 1 pog cuaed r r \ s k l elffect , ¥
z bed € b wtly tiae ¢ wou on e devcloped orea, o prawnt dorthc
ol Sadsen e fposed fto TLeUR org ] or Hrg dow (o ged ¥ Swons) agro
ek U e M Berasse =« A€ app ed coud px aefare the
S{wer haldes osex I hotosesiine ¥ u reacd  puéie eSpanse fo tre Ught. My
" as o « :'—:p” g olovrs o re Wi the "G @ 11CkA (< L+
T aclvewed el ¢ rowsenes ¢ prokles o s & b dedrs Hhe viewss
fres froe tac byect 1fter e prst  image Litferent from tire rest pocake
z ¢yposed it to o (h lone tensiby | tharfere e colouc tonsforration
was much Slower § = was frenefore able fo NHton e (gt pile [ creom colovr
L LRe hows Jor¥ »l‘.L:\ dluelepng on iMage . Suspen 1€ on €ihe poges . 10N
dhire (o (S5 o lwole at,srat is wlsy €is Ecmigue viove €ffective “an i
previous the. vse d e PPY towrel fo apple  €ire ,:.‘ ? developer weates a Lot
& exawe § dre pattrn ceoted  mmICS e paldern  of a f(ertoise I U

@ Pearson

f RAAL AR AR
IR RN R R AR R R AR D)

g g

0
Jd

p—|

e

o

N
-

%

iy

¢ ¥ ¢ oude

elop W l"h#— (e
oo rSPonge

i o (<

) V\CC
\ t tad
| A Youte N e
wild ¢ ¢
L e« e easige

o€t
oI . S
y o
| < ¥ t i ¢
4 g 7 et A
{ i k 'O ¢
{ ¢ { . ¢ { ¢t 4 .
+ | G
| k (
arte ¢ v
(R e ¢ pren ot k ¢
t % act 4 \f 1AL 4
{ ( e (oot /
\ |
v t ¥ & o
A ’ \ 1 alioy ety N\
| nzZen I S ¥ s ¢
A oy g it U Y kx e best
=ai § te He €Q - < 1N - lan Lo
fex St r
Hu t t tle o ltice ¥ ) ] L 1€V
tc SN (orct S ¢ M s { ol v
V qht g €x¢ < €l teeld peé $ral F
1 \ { J
1 & (= A binadie Py
) 1
A o Skonger Sek of caes. o onirbe LAt
'
{
! SN ¢ = 1OE2 e U lude
wse I lhcid ok ¢ Cocess e prevcasly
ot WSt ey NQ, |, bleaus . 1 £ bt Cleacre



B i T S

N X.A.A,,._.f #




; ....:m., “’.

3".’")1,)4,

|.f-|-|.I..'.l.l.l.|.I.l.ll.l.l.l.l.l-l.l.l.I.I.I.I-l.l-l-l-l-.-.-l
VOV R D YYD YW U ¢ & ¢

I




AL ophRAL guach

Shade. o porple | deu oper

{"=Ces aofr

develop Ment
Aesired
e’ (rmrsiGon  Stages

thie caor

Lopheave

A

o . o 0 e O O\
AR EEREEEDR

s i,
PRE'ER)

333 RARAE

231

e




Adam Fuss

Jam F was bom in London in 1961

| 61 ond grew up in rural England. where he first be yan 1o docume he natural environment
3h phot his led 1o an expermentatior neon . "
izl Ay e C Nal photogrophic processes. His work & very distinctive from
’ echniques. parficulary the camera-ess 35 of 1

e {'ea particulary ) 1€ G5 of the daguerreotype and photogram. He beleves that ir

aphic technique 1o work, it sho noksed and fransfigured info a greater metaphor, by conveying

B Natural worla, a S

USS IS an uninterrupted series o ntations. His opportunities to photograph light, water, f beds

5 and snakes populate his
ve pholograp
aphors and symbols ap

New Yorker. “A restiessly

As reviewed in The
ting. mys
y with photc
eotypes, inspir

ast twenty year
Phic media and fechniques. Fuss uses the devices of
d fron oneers of the discipline, such as Williarr

S, His work is represented in American and international col
Modemn Art: the

London. Fuss

duUs and provocative iImages of 1

the ¢

ctions including the
ney Museum of American Art; the Los Angeles County Museum of
d works in New York City and has shown extens ely internationally

e
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S /A Fuss's mind
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d (1988) Aldaled
f print photogran

Padaisn Gelatine sive

Fuss is best known for his life size photograms of water. This is one of many distila ons that he did, thot really portray the essenc ]
photography. To create this image he threw o bucket of water over a piece of photographic paper and flashed :c L'.r;vﬁr\ mf 5
sensifised surface during the process, fo create this much distorted image. 8y deliberately avo-a-“g‘"vr- deto ‘f-d [ot u)m trl i
fraditional photography, his works ore ghostly monifestations of light and shadow. He uses shadows wr‘nhcm_u;‘-, aso :,a" that
separates us from light consciousness and a pacified soul, | find his work incredibly Inspiing becouse he has Ui(‘d"“ﬂ"ur; o
and construct his imoges. ¢ -
His images help to breakdown photography into its elemental forms of shadows and kght and through his imoges he is able t

show that beautiful images can be obtained just as easily as with o comero. When | first looked at it | u_,lomohcn’:lly recog ;;:u 1
water bul couldn't understand how the Image was constructed using this element, To me it Oppears as if something has ‘;“- 1] ld =
over the paper. creating the striking outwardly focing streaks. Furthermore ifs fragle detai results in the interpretation of n‘cl:D ¥
microscopic matter. The deep fones and high contrasts achieved oid in the creation of this physiclogically intense imoge, and
drows the viewer deeper within the artwork. In addition the outward motion of the water creates o I;ole in the centre o? the image
which the viewer feels obliged to fil resulting in the viewer becoming passionately invoived in the image. The imoges power # o
capture the viewer's mind. then enables if to control and manipulate ther perception of it This image is very effective in bl uc:)and

draw

white, becouse 'ages complexity more uimple than if it were in colowr, becouse otherwise foo much would
yoing on ft be able 1o interpret it as one whole image
His work porlrays an aspect of surreaksm and his observation of realify i so intensified that it takes on powers of ifs own, The patterns

nd textures that have been created seem almo

unreal, consequently moking it oppeor dreamiike, His work is about working

Jes are referential, looking back ot the history of photography and some of

®3 Qre on expression ond ronsiation of what is in his mind, his imoges

85 is thgt each one is
1no objects in this imoge, makes the viewer find it ncreasingly dificult 10 relate ond the absence

dden underlying meaning or no meaning af o

with fight and dark 1o reinvent the photograrm

the earfiest photographic experimentations, His im

especially the one abov

how he views the world. What | love about these kind of images he creot

The fact that he has

lism suggests It has o

& e
ok , Coptrna
)S cast
PUgben of tha
shale i3 taefarred
fromm pulsR o
Ajesic
d Ly

e OUSMSS o e

Colewsr
"yMolism L

sdow /oglo Uity .

Ripples forimuy MoWME-

Untitied [1999)
Gelatine siver print photogram

This colowred photogram was created by submerging photosensitive paper in a tray of water containing a snoke which is o
recurming molif in his work. To create the physical image he projected o swinging light onto the image from above. therefore
copluning the shadows cast by the subject. He mokes imoges ke these 1o expiore and convey the animal's symbolic and
metaphorical meanings. He began fo study snokes because his was interested in how these depicled, os o negative
phenomenon. His work has therefore allowed him to explore the paradox around the snake as being something that is very
powerful and energetic. | think his choice of subject is very interesting because it fransforms the viewer's interpretation of the snake
from being this comrupt, repulsive being info o beautiful, majestic creature. The deep biue colour is compimentary fo the subject
matter becouse if is related fo the sky ond sea. If is often associated with depth and stabiity and symbolises trust, loyalty, wisdom
and confidence. Therefore the viewer's once ignorant perception of the snoke is changed, | like the fiuidity and motion that is
conveyed in this image and the ripples of water are very effective in drawing the viewer's attention from the middie to the edge.
therefore spanning the whole image af once. | feel it would be o great piece of art to own becouse it is a dramatic mood setter
and infensity, His work vividly awakens the consciousness and every line and mark created in his images has ifs own meaning.

I have chosen o look ot Adam Fuss because | feel he links strongly with my curent theme of perception and way of working. His
ortworks emphasise themes of fronsformation and perception, breaking the barers of conventional pholography. He explains
through his imoges the thought that life itself is the imoage. He uses light as the primary language of photography as an explicit
metaphor for spritual llumination. Light provides on understanding. His work is both the expression of desire and the framing of a
question. Through outward sensory vision, he explores ideas of non-sensory insight.
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Pierre Cordier
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1957". Silver gelatine print
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Cordier began 1o develop this technique not only because he en oyed ploying with the medium, but also because he
did not want! to be "an artist who's content with repeating what already exists Chemigrams are unique works made
withou! the as resists, such as honey. syrup, oil. varnish, and wox, are applied
sensitive paper with rollers, brushes, and sprays in broad dayl: ght, the paper Is then immersed in developer and
fixer. What | love about chemigrams is the fact that they con be easily controlled by the various choices of resis! yet
you never know exactly what the result will be. With an array of limitless types of resist thousands of unique prints can be
produced. Basically anything that can stick even a few seconds fo the paper can make o chemigram, Each resist has
itso character which you can recognise like a face. With sof! resists like honey and Syrup you achieve fuzzy forms, but
with hard resists like varnishes or adhesives you obtain sharper forms. It is obvious that Cordier had used hard resists to

camera. Viscous maternals k

to photo
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CH 253 121 detail D1. 2012. Siver gelatine print ‘ i ’
What stands out in particular when | look at this is the distinct pattern of parallel lines, which beautitully frame the paper h‘
and create o llusion. making the frome appear as if it is receding backwoards into the image. To create these
ninguing looking pattems he used a a certain type of resist that enabled the chemicals to penetrate the paper in this -
particular arrangement. It is eviden! that he initially placed the print in the developer ins d of the fix be e the print
has a black background. which | think is more powerful than white. The middie of the image reminds me ce.
fo the gal-axial colours and shapes which remind me of plonets and celestiol rocks. Due to this there could be a G_-’
possible purpose behind Ihe image, maybe it is designed 1o franslate the viewer elsewhere or maybe it is just the
unexpected result of pure experimentatior ambiguity is a result of the presence of familiar shapes which are near a
impossible to decipher. The border patterns create their own unique wooden texture, due 1o their precise ¢
scheme and regularity. These patierns almost mimics the appearance of Gi an files, creafing a sense o
and relation
Cordier has described his works as @ mulation. as hybrid - lake photographs of an imaginary, improbable and
inaccessible world, His work strongly relates 1o my project because of his unusual use of chemicals 1o create work t
expresses a folally different way of thinking. He was able 1o reach this stage of photc graphic intellect, from his many
years ol vigorous expenmentations and experience \ -
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Here | shift back to the combination printing technique that Jerry Uelsmann inspired me

to begin. | want to develop it further from my previous experimentations because | feel
— It Is my strongest darkroom process and [ also feel that itis the least restrictive

technique, because an infinite amount of combinations can be created due to the infinite

amount of things that can be photographed. In this series of experimentations | plan to

combine this technique with the technique of gold toning and UV exposure, because |
feel it would make my project more diverse and give me more flexibility in my work

J

PPEELYTYTYVITET FT I RRVRRPRReeeen

Throughout my project the artists that | have looked at all follow a
certain trend, which links to the darkroom in some way. Anna
Atkins's, Adam Fuss’s and Pierre Cordier’s work all exhibit abilities of
working without the use of a camera, their work is about
communicating the language of photography with the manipulation
of light and shadows. | feel that studying these artists has given my
work more flexibility and they have shown me how to be more
expressive through what I create. They have made me a more open
minded photographer and helped me to understand the power that
photography has in its elemental form. In addition | feel their
influence has steered my project in a very directional route of
spontaneity. Out of all of my artists I feel Pierre Cordier’s and Adam
Fuss’s work is the most closely intertwined, because of their works
ability to strip photography back into its constituents. These artists
use the most basic of concepts, to create complex pieces of art. | feel
that they both utilise photographic paper, to its full potential,
unearthing hidden colours and patterns within the layer of gelatin. —_

However | prefer the techniques of Jerry Uelsmann’s combination
printing and the collages created in the Dadaism movement. Their
works both exhibit a strong sense of surrealism due to their
elaborate, thought provoking combinations and collages of random
images. The Dadaism movement has been the main inspiration
behind the subject matters of my photographs, it has prompted my
work to become more impulsive and less progr d, never
knowing how my work is going to turn out. It has motivated me to -
become more free with what | photograph, now I spend less time
thinking about what I'm going to shoot and spend more time actually
shooting, consequently resulting in more instinctive images.

Seavop chsdical

All my artists that [ have studied have all exhibited very fresh and
VEbOS — g

original ideas through their work and | feel researching their work

(o Moverent has enabled me to follow in their footsteps. Because their work -
% o (especially Jerry Uelsmann's) is so inspirational and captivating, it -
o el dwnng has pushed me to really test the boundaries of photography. ‘
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Evaluation

The theme for my project centered on the darkroom, exploring the idea of

new lmlllnlq\wx At first | explored my theme through refle. = i
images. | used these photogr: y fi

i oo \“::I‘”:o?;]::‘:‘::: :v:‘ :}rxt tlhirkrnnm experimentations, focusing on angles and lines with the use of
5 0 e ] or e Pl lx : as l.\\l’llll.lny my introduction back into the darkroom, once again enabling
s Gy e ‘l)Lgnn exploring the greater potential of the darkroom by creating beautiful -
i) ,n "(‘J“p;‘l;tgzl.;rlld]:l;::: L'ryv\l:l stones. This was my first real play with the idea of
oo i g b i, ,,,"i ,_»‘nm'm::ﬁ,‘,: otograms. | feel this part of my project really enhanced my
After the premature stages of my project | finally made the
researching the chemistry behind this
was very helpful in giving me n
developer experimentations.
So at this point | took a step back from inside the walls of the darkroom
fmy many experiments, investigating the effect strong UV h ¢
whole world that lay hidden beneath the
existed. | feel that this was the

and perception, throu,
‘ . . gh many
ction, using mirrors to manipulate the subject matter in the

Jump into the deep analysis of the darkroom" N

it b : aly a om’s secrets, by
i proce ”, in great depth. | found that studying the chemical side of pholngr.lph",'
ew inspirational ideas, in fact it was this research that triggered my UV and natural

and ventured out into the light, where | began
as on photographic paper. To my surprise | unearthed a
gelatin, bringing to light many colours and patterns that | didn’t even know
turning point of the project that really got me interested e
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Following this I began to look at more techni i t
ques, | used a Polaroid camera, which I felt really taught me t clate

-fmlc'i understand the power of highlighting and shading. After this | moved straight onto film, wllh?-ny \u(l');:’:‘:e':::f((t::\“
ollowing msplraslon created during the Dadaism movement. This is when my project became freer and more =
spontaneous, taking randol_n, instinctive images of anything I could find. I particularly enjoyed capturing nature and
wildlife, because | felt that it really reflected the beauty of my project.
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| instantly connected with Jerry Uelsmann's work, because | found it very mm‘gumé, and i; was nothing like I had ever
seen before., His work§ expressed a strong sense of play and exper which | felt related to the direction
my project was going in. Immediately following this | began to attempt to replicate his work using my images, at this
point the technique was at a very basic level, as it took me a while to get used to it. ¥
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Here | began to develop my UV experimentations, this time combining the technique with black and white images |
produced in the darkroom. Furthermore | looked at the work of Adam Fuss, and was immediately captivated by his
works ability to strip photography back into its elemental form. His work strongly linked with my project through the
idea of changing people’s perception, using subjects with strong symbolic meaning. /, 1o
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Succeeding this | applied the chemistry element that | had learnt from previous research on the various chemical
reactions, to create a natural developing agent consisting of vitamin C, washing soda, and red wine. It was this point at
which I really developed the technique of bronzing/gold toner that | had been exploring previously and that my project
was beginning to show signs of originality. Following this | looked at Pierre Cordier’s chemigrams, which | felt linked
strongly with my previous UV experiments. Responding to his work helped me to understand the chemicals in a
physical sense rather then just theoretically. Even though this part of the project enabled me to become more
expressive | felt that it was moving my project in the direction of fine art. So | began to move back to combination
printing, once | had gathered a larger pool of images and | began to once again experiment with this technique, focusing
more on the technical aspects like dodging and burning.
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| feel that the most successful techniques in my project were combination printing and chemigrams. Because these
were the two techniques that | worked with and developed the most, that produced the most unexpected results.
Looking back on this project it is evident that | could improve on my documentation skills, as my ideas tend to flow
much faster than | am capable of keeping up with. | also think | could improve creating connections between artists |

study and my own work.

| feel that my ability to manage time throughout my project has fluctuated quite a lot. | have found on a few occasions
that | have struggled to keep my bookwork up to date with my vigorous practical work and consequently struggled
with writing my work up afterwards. However with the time we had been given to complete the project, | feel | have
managed to achieve a lot in a short time. | would say | struggled the most with time management when creating the
final piece, because | underestimated how hard it was going to be to actually create. | found it extremely time
consuming, because it taok a considerable amount of time to get the right exposures and | had to make multiple copies
of each print in order to produce at least one perfect one,
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How have photographs been manipulated to change our perception of an image
before technological software existed?

A manipulated image is like an encrypted code, its underlying meaning can only
be cracked if it is perceived in a particular way. A photograph is the artist’s way
of creating a bridge between themselves and the viewer. It is a means of
communicating without words. This essay explores how artists convey
underlying meanings through the photographic language of manipulation during
the 1900’s. From simple retouching like removing red-eye, to complex
manipulation like removing people, Photoshop has dramatically changed the
way we use the medium of photography. Or has it? Many people will be
surprised to learn that photographic manipulation began very soon after the
invention of photography. It has been a very popular technique dating back to
the early 1800’s. The most commonly used method was the eradication and
addition of people and objects, for example Stalin was known to airbrush
enemies out of his photographs. Using tools such as kneaded eraser, ink and
airbrushes. Trick photography, was also an incredibly popular trope from about
the 1860s to the 1930’s, it involved fake decapitations and disembodied heads, in
countless variations for example, a man clutching a sword in one hand and his
own head in the other and a man juggling his own head. Photography’s
reputation for objectivity and accuracy has always made it an indispensable tool
for persuasion and the modification of perception. The abilities of photography
have been exploited through propaganda, using the photographs own frame to
control what is communicated to the viewer. Therefore altering the viewer’s
perception of the subject matter, by controlling the extent of the scene

portrayed. This idea is very curious and makes us question can a photograph lie?

Much of early manipulation involved techniques such as, multiple exposures,
which were achieved by taking more than one photo on the same negative,
collages, overpainting and most importantly chemical administration.

It’s all well and good discussing the various forms of manipulation that exist, but
the fundamental question is, why do we want to manipulate images? Its human
nature, we can never settle for what's right in front of us, we always want more.

Therefore by the process of manipulation, limits are always being tested and

boundaries are const intly being crossed. The purpose of th

L 1
imuse. The satisfaction of reality is not eno o Ir imaginations need cons
stimulatio ) mptt vithin ti { intasy we ha
dreams
Chis essay will examine works of Jerry Uelsmann, Man Ray and Francis
[nfante-Arana. So why choose these artists? The most important reas
because the artists work heavily illustrates the words of Adam Ansel, “You d
take a photograph you make it”. (goodreads.com) No matter what people say

photograph is a piece of art, which takes time to construct
artists work it is clear to see that they have spent more time working wit}

camera than with it, which has given their work a wider sphere of perceptio

of these artists have been able to successfully achieve the most challenging

aspect of image manipulation, which alters their images to the point where t!

line between reality and illusion is non-distinguishable.
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Stalin Airbrushes Out His Enemies, circa 1930
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Untitled, 1982. Gelatin

Uelsmann is a master craftsman of what he calls "alchemy"—silver-halide
photography and printing. His style is a mixture of playfulness, experimentation
and a disregard for the intellectualization of his images. He takes a non-
intellectual attitude toward using his camera to collect aspects of his
environment that provide him with a base of materials that can be formed into
his images. Uelsmann has said, "My initial approach is very nonintellectual. | just
can't emphasize that enough.” Too often his work has been defined by technique
instead of vision. Uelsmann uses film photography and transfers it to the dark
room to create his photographs. He uses the technique of combination printing
which involves the fusion of several different images to create one final image
Dodging and burning also play a part in creating the final image, these are
methods used to soften and sharpen particular areas, by using objects such as a
piece of opaque card, to block the light from certain areas longer than others
This technique ensures that the images fuse fluently to form one continuous
image. He has applied this technique extremely delicately and as a result it is
very effective in blurring the dividing line between fact and fiction. Therefore his
photographs vigorously test the objective truth of an image. This technique very
cleverly deceives the mind into perceiving these two photographs as one image
In fact Uelsmann’s work is so dramatic that it is simply not possible for viewers
to physically separate the images in their mind; where does one image start and
the other end? This method of alteration is therefore subliminally suppressing,
with the photograph in control of the viewers imagination, restricting
differentiation of images. I feel Uelsmann’s manipulation is part of his search for
ideal form and purity of vision. His images are a strong expression of how he
perceives the world, a fragile existence between the contemporary and the
absent. In Adam Ansel’s words, “There are always two people in every picture

the photographer and the viewer.” (goodreads.com)

Looking at his images, it is difficult to find the constructive narrative that he
creates because his images strongly portray the statement, "Dreams that slip
pastour p(_‘r'wptukll defences, triggering a response but never quite rev ealing
their meaning.” (pdngallery.com) The narratives behind his work could simply

be telling us the story of his life experiences Anything from the wildest things he



was read to him as a child from fantasy books to his most heart wrenching
involvements, which triggered his talent for ingenuity. If you examine his
masterpieces with enough thought you would see that he conveys his lack of
imagination, though his unimaginable photograms. Many believe Uelsmann is a

reversion to Pictoralism, which was the aesthetic movement that dominated

photography during the later 19th and early 20th centuries. It refers to a style of

manipulation, creating what would otherwise be a straightforward photograph
into a piece of art rather than documentation. The Pictorialists believed that the
only good photograph was a manipulated one. They altered every photo by
reducing or eliminating sharp focus, printing in colours other than black and
white, and adding elements such as brush strokes to images. Uelsmann'’s work is
so dramatic and cleverly constructed that the phenomenon'’s he creates are
almost real. As if the purpose of his work is to transcend the viewer into mimics

of his dreams that feel almost as real as their own.

The reason why this image is so shrewdly convincing is due to the similarities of
contrast and tone. It is evident that the images have been thoughtfully selected
because, as we know when we think of old buildings we imagine them being
consumed by nature. This could be why Uelsmann chose to give the house roots,
to enable the reader to relate to the image and to understand his attempts to
emphasise the age of the house. In addition, we know roots to be the plants
support system, this function has been mimicked here, with the roots as the

foundation for the house.

Journey into night. (hands with nest) 2006. Gelatin Silver Print

Uelsmann’s photography possesses the power to depict reality in a subconscious,
controllable way. His images express his ability to take two straightforward
images and transform them into an image with strange beauty. “The effect is to
achieve a sense of ostranenie.” (Graham Clarke. The Photograph - The
Photograph Manipulated. Page 193.) He uses an artistic technique of presenting
to audiences common things in an unfamiliar or strange way in order to enhance
perception of the familiar. The viewers imagination can play a crucial part in how
they perceive the image. Uelsmann clearly knows this and shows that it is
possible to manipulate what isn’t there just as easily as what's right in front of
you. He does this by using blank space, he plays on the artistry of the human
mind and shows that empty space can be just as effective as the subject matter in

triggering non-existent imagery in the viewers mind. This idea of using absence



to define a being is not just used in Photography, “Proving God'’s existence by
focusing on what he wasn’t rather than on what he was. The idea is to reveal
such a knowledge in its emptiness.” (egs.edu)

Uelsmann’s use of a black background subconsciously generates thoughts of
what could exist outside of the given frame and forces the viewer to fill the blank
space with their consciousness. He has chosen symbolic objects that compliment
each other, with the tree providing support for the new, fragile life (egg) that is
being nurtured by the nest and hands. Therefore the viewer cannot help but
become ‘passionately involved’ with the image, resulting in various perceptions
of the image, deriving from the surfacing of emotions. Furthermore the images
ingenuity is thought-provoking, due to the artists clever connection between the
nest which is being held up by a tree. This adds a sense of realism to the piece

because it mimics what exists together in reality.

Uelsmann’s said in an interview, “[ am sympathetic to the current digital
revolution and excited by the visual options created by the computer. However, |
feel my creative process remains intrinsically linked to the alchemy of the
darkroom. My whole career has been built on—and continues to thrive on—the
silver print. That is where all of my energies go." ( Jerry Uelsmann.

Bermangraphics.com) Many would agree with Uelsmann because the essence of

photography lies in its seemingly magical ability to fix shadows onto light-

sensitive surfaces, as all photography comes down to is painting with light. These Faces. 1932. Gelatin Silver Print.

shadows leave room for the imagination, transforming the world of objects into a

8 If we look at Man Ray’s work it is clear that he would agree with Uelsmann’s

world of visions.
statement about the darkroom being his favoured technique. Man Ray was an
American visual artist who spent most of his life in France. He was primarily
known for his photography, specializing in portraits, which spanned both the
Dada and Surrealism movements. Inspired by the liberation promoted by these
groups, he experimented with many media. His experiments with photography

included rediscovering how to make cameraless photographs and photograms
@ 5 f grag f g

which he called rayographs. Man Rays way of working was slightly different, h



fixated more on distortion manipulation, his work shows that there are various
other ways to manipulate an image in the darkroom. He expanded the horizons
of photography well beyond its representational means, and through relentless
darkroom experimentation. His artistic practices echo the manipulative
capabilities of today’s digital imaging. Today’s lone pixel, is comparable to a
single grain of film or even a photon of light being emitted from Man Ray’s
darkroom enlarger. He was more experimental than Uelsmann, introducing
texture into the negative producing reticulation and gelatin melting which
resulted in droops and sags in the paper. Another famous process he used was
the Sabattier effect which was used in ‘Faces’. It is an edge and tone reversal that
produces black line rims around the images contours. For an image to penetrate
perceptive reflection it must first form a bridge of connection with its observer,
whether that connection is emotional or intellectual. That is exactly what this
image achieves, with the Sabattier effect and solarisation creating a very eerie
and bizarre effect. These two techniques force the piece to exist in an obscure
realm between reality and the subconscious, and the deliberation of leaving
blank space enables the viewer to fill these areas with their memories and

personal narratives.

The images mysterious feel is amplified by the translucency and dissolution of
the images clarity, which makes the woman appear almost ghostlike. In the
words of Beaumont Newhall, “The unreality of the negative throws emphasis
upon shapes and contours not usually seen.” His images are nothing more than a
playful attempt to surprise, constructing his images out fragments of a dream-
like interior. The raw imperfect grainy quality of the print gives it a coarse,

unappealing texture.

Le Violon d'Ingres. 1924. Photograph, re-worked with pencil and ink

A much more simplified manipulation technique has been used in ‘Le Violin
d’Ingres. Man Ray transformed the female body into a musical instrument by
painting sound-holes on her back, playing with the idea of objectification of an
animate body. The ‘play’ on the shape of the violin, is based on a visual pun and is
a good example to express Man Ray’s playfulness. Throughout his career Man
Ray was fascinated with relating an object with the female body. As confirmed by
this statement, “The images existing as little more than the realization of Ray’s

sexual fantasies.” This image portrays a sense of surrealism and thus is able to be

10



perceived in a more vivid sense. His use of the female body form is very
complementary to the object he is objectifying the model to and therefore the
manipulation is all that more effective. The underlying significance of
objectification in this image changes how people perceive this image, some may
recognize it as being very offensive to women and it is always guaranteed that
some will wholly miss the elemental significance. Many believe this is one of his
best images, if not his best because the simplicity, ingeniously communicates a
sense of fulfillment and satisfaction, as we all know, less is more. Which is what
this image is undoubtedly able to achieve very effectively. With its lack of visual

information available to the viewer it constructs a sense of vacancy, which many

perceive as being insultingly brilliant to the human mind.

Mirror Installations. 1970-1980s. Photograph.

Francisco Infante -Aranta works in a very different way to the previous two
artists | have studied. He manipulates the images before they are shot, not after
therefore his manipulations exist in their most naturalist form, physically
existing in the environment. Infante-Arana was one of the leaders of Russian
Kinetic art. Beginning in the mid-1970’s he made unique contributions to the
Land Art movement by building installations or interventions in the natural
environment. These installations are known as ‘artifacts’, which combined the
creation of an object with an artistic geometric form, the establishment of the
object in its surrounding environment and the fixing of an altered landscape as
an artifact onto the camera. The mirrors ability to frame is strongly illustrated in
these photographs, which subconsciously have a manipulative control over how
the observer perceives the image. As if it were a sort of hyper-reality, where the
observer has an inability of consciousness to distinguish reality from a
simulation of reality. In Graham Clarke’s words, “Vision of the world in which
everything is part of a hyper-reality.” (Graham Clarke, The Photograph book,

page 180.)

People have a perception that mirrors lie, or do they just mislead? This idea links
back to the previous idea that photographs can lie. However mirrors don’t lie in
the same way as photographs do, mirrors lie as a result of angles, viewpoints and
lighting. These three factors have the ability to manipulate the way in which the
reflected subject matter is perceived because they distort the distances of the
reflection from the boundary of the mirror and irregulate the object being
reflected. When people look into mirrors they tend to have a distorted
appreciation of the image reflected back at them. Granted on the majority of
occasions the image reflected is not fallible, however mirrors are a good tool to
observe things from a different perspective. So why are mirrors are so effective
in changing peoples perception? The answer is stated here, “In a sense, mirrors
are the best ‘virtual reality’ system that we can build.” (Marco Bertamini of the

University of Liverpool. Nytimes com)Therefore even though many believe



mirrors lie, they are the most reliable source of the truth, because they are the
closest form of simulation we have to reality. This is also why mirrors have been

used so frequently in early photography, and it is why they act as such good

nmmpulat()rs‘,

Mirror Installations. 1970-1980s. Photograph

Mirrors can also be used to alter the relative position of objects, for example

when you look at an object reflected within a mirror i

t often seems further away
or a different shape to what it actually is. They are an effective tool in changing
the observer's perspective, of the same object. Here Infante-Aranta uses
reflections to extend parts of the image into irregular places where it is no longer
able to associate with its surrounding. The ground has been continued into the

13

sky and the sky has been projected into the ground. This idea is portrayed almost
like a jigsaw gone awry, resulting in various haphazard perceptions of the same
image. | feel with this method of manipulation, the knowledge of how the image
was created destroys the viewers artistic depiction of the image. This technique
of using mirrors and angles is not as seamless as the darkroom processes, it is
perceived as being more physical and real. Therefore it alters peoples perception
between the real world and the existence of misperception. This idea of using
angles to change perception is supported in many media, “Photographers found
the new perspective rich in compositional possibilities. By pointing the camera
now upward, now downward.” (Beaumont Newhall. The History of Photography.
Page 201.) As supported by this statement angles can consequently create
extremities and virtual abstractions of the subject matter, therefore distorting

peoples perception of it.

Before reading this essay you may not have appreciated just how many methods
of photographic alteration existed before technological software, such as
Photoshop. But hopefully now you are able to acknowledge each process in
depth. Manipulation before Photoshop was exceedingly challenging but the
outcomes were certainly more rewarding. The subtle work of early manipulation
such as combination printing, photomontaging and the use of strange artifacts
such as mirrors were all successful in generating intuitive perceptions towards
them. Moreover early manipulation has been able to widen peoples scope of
perception without awareness of the fact, which is what [ feel a respectable
photographer should be able to achieve. This initial technique strongly mimics
this statement, “In photography there is a reality so subtle that it becomes more
real than reality.” (Alfred Stieglitz. Graphicine.com) After technological
advancements of the camera, people began to see photographs of bored
ministers and ungainly postures. The camera now had the ability to, “Expose the
facts of life behind the facade, the public decided photographs were credible

witnesses of reality” (A History of Manipulation. Etd.fcla.edu)

Perception is the foundation of manipulation, without it there would be no point

in alteration if it were to be interpreted in the exact same way. This close-knit

14



relationship also works the opposite way, if there is nothing pushing the

boundaries of our imagination and intuition then how is our perception of the

world expected to evolve? In my opinion Uelsmann’s work is the most effective

in altering the viewers perception of the image in front of them, because it

operates deep below the threshold of consciousness and is therefore influencing

the viewers mental processes without realisation. This idea is discussed within

many realms of photography, “Photography is the visual figuration of a new layer

of consciousness - in which new relationships to space and time are emerging.”

(thephotographergalleryblog.org.uk)

A manipulated image can have several underlying meanings which can be
perceived in various ways, but it only has one fundamental significance which
can only be understood by one perception. A single image can be perceived in
thousands of different ways. It is the emotions people feel, the experiences
people hold and the way people think, that determines how they process the
visual information in front of them. Each person is their own window through

which they must see the world.

The definition of perception is, ‘The ability to see, hear, or become aware of
something through the senses.’ Therefore to shift how the image is perceived all
the viewers senses demand to be stimulated by what they see. This is what the
darkroom does best and this is why many people believe it remains the most
effective tool used in the alteration of photographs. The fundamental aspect of
perception | have come to appreciate from my research is this, “The difference
between a mountain and a molehill is your perspective.” (Al Neuharth.
Positivelypositive.com) Perception is like a living and evolving thing that when
changed can open up whole new worlds. Simply “Change the way you look at

things and the things you look at change.” (Wayne W. Dyer. Goodreads.com)
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