






































































































The photograph below is an abstract image created by a small water 

fall. llford HP5 film for a grainy effect, a small apetureof f22 

. 1 
for greater depth of field and a shutter speed of /125 seconds 

to freeze the motion, was used. 
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USING PATTERNED GLASS. 
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Patterned glass is an excellent medium to use to create distortion 

in a photograph. Any subject can be placed behind the glass and 

each time a different abstract picture will be the result. 

portraits, flowers, fruit, nudes and even montages can be photo-

graphed like this. There are no limits when using glass, you can 

even use pieces of a broken mirror and reflect different objects 

in it. Another example is to place the patterned gl ass infront of 
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only one area of the object, so that the one half looks natural 

and the other half distorted. It is important to look for re­

flections when shooting through glass, it can spoil the whole 

image. 

flare 

If you try to light an object through glass it will produc, 

spot. Patterned glass can give stunning abstract quality 

to your photograph, experiment with this medium and it will add a 

new creative edge to your work. 

CLOSE - UPS. 

By going in close to an object it can be renderd totally abstract. 

with close-up photography shapes, patterns, lines and sometimes 

colours, are the important factors to remember. Most of the time 

the object becomes unidentifiable and turns into a pure abstract 

combination of lines,shapes and patterns . 
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The photograph on page 45 was shot in a graveyard"and is a close-u 

of an angel's shoulder and part of the wing. LookiUg at the photo 

graph you will never be able to identify it, that is mostly the 

whole idea behind abstract images and distortion. 

I. FILTERS. 

It is often said that a filter can add colour to a picture, but 

in fact it can only take away. A filter cannot add anything, it's 

purpose is to remove unwanted wavelengths of light. Other "filter: 

may give soft focus or act as a close-up lens, but they are only 

special accessories, not filters. A good filter should have no 

effect on the incoming light, so it must be clear, thin and com ­

pletely distortion free. 

Sheets of coloured gelatine are the best filters to buy. Unfor­

tunately they are very susceptible to damage, they are expensive, 

they fade quickly and they also dissolve in water. They also 

scratch very easily and distort when touched. So, most photo­

graphers prefer dyed filters of flat optical glass. A single 

sheet of high quality thin glass is made to the same standard as 

lens elements. Such filters fade very slowly and have good resis­

tance to wear. 

Certain lenses require special filter systems, usually for op­

tical reasons. Sometimes fisheye and ultra wide angle lenses have 

large convex front elements, and it is impossible to fit filters 

to them. They have built in filters and by turning a dail on the 

rim of the lens it can be brought into p l ace. 

Page 46. 

© Central University of Technology, Free State



Most filters cost about the same as one roll of film and a filter 

holder costs very little more. These simple devices are easy to 

use and can clearly improve the quality of many of your pictures. 

J. RETICULATION. 

Reticulation is caused when an already developed, stopped and 

fixed negative is first soaked in extremely hot water and then in 

ice water. Instead of hot water you can use sodium cabonate with 

o 0 a temperature from 40 C _ to about 70 C. Higher temperature will 

deform the filmbase and make it difficult for the negative to stay 

flat. 

The effects produced by reticulation is very unpredictable and 

the results shall be different every time. Most of the time the 

results are invisible to the human eye, but becomes visible when 

the negative is enlarged in an enlarger. You can enhance the 

reticulation effect by pushing a rough spunge down on to the soft 

film emultion. This will remove pieces of the emult ion and will 

look like chipped off areas on the subject. Reticulation pro-

duces unusual and bizarre effects that are perfect for abstract 

and surrealistic photographs. 

K. LITHOGRAPHY. 

One way of producing a "Chrismassy" effect is to make a lith versio 

of an original black and Vlhite negative. Lithographic printers 

paper (lith) is designed to convert every tone into either solid 

black or pure white. It is not designed for half tone or as we 
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call it, continuous tone pictures (photographs), with every few 

pure black and white areas but lots of greys inbetween. Lith 

then produces a so sort of posterised effect, with bold figures 

or shapes against a contrasting background. Lith has many ad­

vantages, it is a sheet of film, so you can make the lith nega­

tive the size of your final picture and contact print it onto 

paper. This makes for easier handling with every few dust pro­

blems. Lith can be handled under a red safelight so you do not 

have to work in the dark. Lith film is easy to retouch, point 

out white spots with "photo opaque", and scrape off black spots 

with a sharp scalpel. 

L. THE TONING OF BLACK AND WHITE PRINTS. 

By the use of chemical toning black and white prints can be given 

new life or even a new look . Although black a nd white prints 

show the images in tones of grey, there is no reason why they 

should stay this way. By putting a normal print in chemical to­

ners, you can change the image to any of a wide variety of diffe­

rent colours. Altering the colour of the image to suit the 

subject, is one of the main attractions of toning. In portraits 

for instance, you could use sepia or warm brown toners to overcome 

the rather cold appearance and to give the skin tones extra warmth. 

Moonlit scenes could be given a cool, evocative atmosphere with 

blue toner or sunsets given a vivid red hue. The possibilities 

are limitless, something to remember when choosing a print for 

toning is that the final result is more effective with simple 

subjects. After the print has been made in a normal way the to­

ning is carried out. You can buy ready made packs of chemicals 

that are simply dissolved in water for use. Different toners 
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affect the density and colour of a print in different ways, to 

suit the tone you must adjust exposure and development . An over­

exposed and underdeveloped print gives a yellowish tone, while an 

underexposed and overdeveloped print turns out a colder brown, 

when making the basic print for sepia toning . To establish the 

right combination of exposure and development, make test strips 

showing various exposures and different developing times and put 

them (the strips) through the toner. Each print must be washed 

thoroughly before toning, because remaining chemicals can react 

with the toner to give an unwanted blotchy image. 

Toners take different forms and the precise colour depend on 

8 : number of factors and a variation of tones can be obtained when 

used correctly. 

SEPIA TONER . 

Sulphide (sepia) toner gives beautiful brown tones, and therefore 

extra warmth to a black and white photograph. Sepia toner is the 

most commanly used toner and is perfect to tone portraits, land­

scapes, nudes and many other objects . 

Sepia toner is made up out of a bleaching and toning solution. 

The toner will only tone areas that has been bleached out. This 

makes selective toning possible. Carefully bleach out the areas 

you want to tone, wash the print and then tone the photograph. 

Instructions are included in every sepia toner box and it is im­

portant to read them carefully so that you can be assured of the 

results. 
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BLUE TONER. 

When toning with this toner it is important to adjust the expo-

sure of the original print to make it lighter, because blue toner 

darkens the image. Blue toner contains iron salts that give 

prints that blue tone. Iron toner (blue toner) is very simple 

to use. In contrast with sepia toner, with blue toner the print 

must be prewashed for about a hour, the whole print is then soaked 

in the solution. 

When toning use a tray and the temperature of the solution must 

be between 20 0 C o and about 25 c. Tone for four minutes while 

agitating constantly. The print must then be washed for three 

minutes. Toning can be intensified or reduced, read the instruc-

tion manuel for more detail on how to achieve this. 

GREEN TONEH. 

Toning with this solution is more complicated than sepia and blue 

toners. It consists of two different baths, the one contains 

three stock solutions that is mixed directly before use and turns 

the print blue. The second bath gives the print that greenish 

tone . The temperature of the first bath must be 200 C and the 

print must remain in this for one minute. After that wash the 

print until the highlights are clear, soak it in the second bath 

until the print is the colour you want, then wash the print in 

running water for thirty minutes. 
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A 28 mm. lens used close-up can transform a human body into al-

most anything. The viewpoint of your pictures is as important as 

the lens you are using. When it comes to film, the choice is en-

tirely up to you. Although the most common film to use in nude 

photography is black and white film. This nude was photographed 

by the author in 1990. By shooting the subject from an unusual 

angle the image was rendered abstract and almost unidentifiable. 
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AUTHOR'S WORK AND DESCRIPTIONS. 

The following 21 photographic images are examples of the 

author's work dat were photographed during 1991. 
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PLATE I. 

· · }t~·i , . 

~ ~:~,~}. 
RETICULATION. 

The reticulation of the above photograph was enhanced by pushing 

a rough sponge on to a already developed,stopped and fixed film's 

emultion and slowly lifting it again. The photograph was printed 

with a three and a half filter to increase contrast. This tech-

nique can be used for many abstract images such as portraits, 

architecture, nudes and landscapes. The reticulation technique 

is discussed in detail on page 47. 
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LITHOGRAPHY. 

~he first photograP9 (on page 55) plate II, was obtained by 

contacting a normal 6x7 inch negative on to lith film, thus 

producing a high contrast positive. The positive was then 

placed in the enlarger and the black on white negative image 

was then produced. 

The second photograph (on page 55) plate III, was produced by 

contacting the lith positive on to another piece of lith film; 

thus producing a high contrast negative. Printing this negative 

in the enlarger produced a high contrast positive image. 
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PLATE V. 
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One way of giving a more striking appearance to a black and 

white figure study is to paint the model. With both examples 

(refer to page 57) the model was painted silver with a glitter 

powder. It is important to use paint that is easy to remove, su' 

as stage makeup or paint with a waterbase. 

Both photographs were shot with a RB 6x7 camera for better quali 

and with Ilford HP5 120 film t o increase the effect of the phot( 

graph by giving it a grainy appearance. 

The second photograph (plate V) was exposed twic e to produce the 

double image. 
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PLATE VI. 

....":A . .-" . I 

A transparency was printed in a black and white enlarger with a 

three and a half filter to produce the above high contrast ne-

gative image. 

The image was shot on 100 ASA Fujichrome film and with a 35 mm. 

Pentax camera fitted with a Fl.7 standard 50 mm. lens. 
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PLATE VII, 

The use of a fisheye lens made the difference between a boring 

and a visualy more interesting landscape. The photograph was 

shot on Fujichrome film and a 35 mm. Pentax camera. The fisheye 

lens was screwed on to a fl.7 standard 50 mm. lens and a f-stop 

of f22 was used for maximum depth of field. There are many ways 

of distorting an image, such as the use of extra wide angle lense 

glass, mirrors, water, multiple exposures and close-ups. The use 

of a fisheye lens can give new life and visual excellence to a 

photograph. 
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PLATE VIII. 

A. B. 
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MULTIPLE IMAGES. 

SANDWICHING. 

Photographs A and B on page 61 were shot on 100 ASA fujichrome 

film and with a Pentax 35 mm. camera fitted with a Pentax 120 mm. 

f2.8 lens. After development they were sandwiched together to 

produce the above photograph. 

When two transparencies are put together they are very dense and 

caution should be taken with the exposure time. With two nega­

tives the exposure time is extensively longer than normal. 

Other examples of sandwiching follow on pages 63 and 64. 
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PLATE VIIII. 

PLATE X. 

Page 63. 

© Central University of Technology, Free State



PLATE XI. 

\ 
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With the first image on page 63 two transparencies were sand­

wiched together. The second image on page 63 is a combination 

of a Fujicolour negative and a Fujichrome positive. The photo­

graph ( at the top of page 64) was produced in the same way as 

the second photograph. The clouds beneath the last" photograph 

were used in the final l2x16 inch print for the author's port­

folio to provide the image with a more dramatic effect. 
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PLATES XII AND XIII. 

INFRARED. 

The examples of these photographs and their descriptions refer 

to page 31. 

PLATE XIV. 

- - --

SEPIA TONING. 

This photograph was shot on Ilford FP4 black and white film and 

with a 35 mm. Pentax camera fitted with a fl.7 standard 50 mm. 

lens. A cold black and white picture was changed into a warm and 

visually more exciting photograph by sepia toning it. The method 

of sepia toning is discussed on page 49. 
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There is another way of giving a photograph a "sepia tone" 

effect without actually toning the print. Make a normal 8xlO 

inch black and white print, for example a landscape, light it 

with a tungston light and shoot the photograph with daylight 

colour film. This will give a rich brown colour to the photo­

graph when printed in a colour enlarger. 
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There is another way of giving a photograph a "sepia tone" 

effect without actually toning the print. Make a normal 8xlO 

inch black and white print, for e xample a landscape, light it 

with a tungston light and shoot the photograph with daylight 

colour film. This will give a ric h brown colour to the photo­

graph when printed in a colour enlarger. 
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PLATE XV. 

PLATE XVI. 
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PLATE XVII. 

PLATE XVIII. 
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PLATE XVII II • 

PLATE XX. 
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CONCLUSION. 

Fine art photography is dependant on creativity and therefor 

reality should be pushed aside. The photographer should think 

in the abstract and forget most of the rules of commercial 

photography. The rules of composition (previously discussed 

on page 14) are only guidelines to help the photographer to 

arrange the elements in a photograph so that it contributes to 

the visual exc~llence of the image. 

The use of different techniques such as solarization, reticu­

lation, toning and sandwiching, are also resources to enhance 

the visual excellence of a photograph. The importance of a 

photograph lies in the final result and the emotions, ideas and 

dispositions they create in the viewers mind. This is what fine 

art photography is all about. 
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