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ABSTRACT

The method for creating my art is a matter of experimental process, manipaofation
photographic elements, and time spent. | am a photographaeligital agehatdoes not
use a camera. My moment of creativity occurs without the snap of a shutter, but relies on

my understanding and control of the chemical components of photography.

My work deconstructs the notion of duplication commonly found in photography. The
procedure can be repeated but the results are variable. The process of creating my work
often results in a multitude of prints, but the pieces that | select as antecaptumber of

instinctive characteristics which convey an emotion or message to me.

When | present my photographs | offer the viewer an expedeanepportunity to see

the work through my minddbs eye aslogue makes

that the work is complete: part process, part intuitive participation.
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CHAPTER 1: INTRODUCTION

In our society, digital technologdyominateur wayof life. We candt even go
grocery storavithout checking our email, finding owtho is online or listening to any

musical albunever releasedWe wantinformation quick and the technology to &e&en

quicker. Thestrugglebetweemon-digital and digitalcreationhas created a fissure in the

art world. Art is the product of humaactivity and perceptiowith theintent of rousing

the human senses as well as the minctransmits emotions and/or ideas. And although

digital artcanrouse thebserver, my art is a response to the removtiefiteral human

touch from photography

It can be argued that photogrggdias always been predispodedthedigital shift.
Photography has been evolving since its earliest foundations in the 1H06s.its

inception, it has been used to record events like births, deaths, and other momentous
occasi ons, athamniddle of thedastrcentumphatpmdtographyvasallowed

by a wide audiencato theworld of fine art. But for many artists, the process of

working with the photograph, and physically manipulating the image was just as
important as capturing itNowadays,thoughc a mer as ar e consi dered th
things like phones, music playback devices and other compact, paett®logy So

for mostphotography practitioners, the less time one must spend producing the image,
the better.With countless d&rooms around the world closing down their wet facilities

to make way for digital labs, thie h a 40 o &ience of photography is endangeréds

hard to believe that future generations of artists may never get developer on their hands

or breathan thevinegarsmell of the darkrooml t 6 s unf ortunate that, f



thegraytonal gradationraditionally created by chemical reactions ayetatinsilver

printwi | | be simulated by a computerdés printer

But all is not lost. There hd®ena resurgence of historghotographic techniques in the

art world by such artists as Adam Fuss, Susan Derges, Steve Pippin and Abelardo Morell.
Although theirtechniques of creating their work differ from my methadtey have all

chosen to forga complée shift to digital techniques and instead explore the medium

from its roots.| join the ranks of these artists to capture not only my own impressions of

art in the new millennium, but to preserve the integrity of a classic fordeed,

engineerscandei gn an ani mal 6s habitat in a zoo, an
famous painterds wor k methinginnatelyffundamentallyok e, bu't
comforting to know the Areal 06 thing is prese

the look ofmy art in a computer, but what | seek to achieve is the genuine artéddatl

realization of the interactiorebweenthe artist the chemicals, the paper, and light.

| play several roles in my airta scientist with repeatable procedures, a cueatdr

guardian of the craft, and an artist whose pieces are one of aMindiork not only

seeks to protect the realm of traditional chemical photo procasdgshysical contact of

the photographer to photograjput seeks to add another dimensiamethatnot only

deconstructshe definition of a photograph, but also invites viewer to be conscious$

whatandhow we see, and how images trigger and shape our emotions and

understandings of theworld. bel i eve artists odmitmaget i | 1 have

preservingraditions, and breaking rules simultaneously.



CHAPTER 2: MATERALS AND METHODS

Over the course of the three years in graduate school, my materials and methods have
evolved but the fundamentalements of photography remaifihe suppliesnclude
photochemicals, light sensitive papetastictrays, water, tonerand light (both

artificial and natural).Note: each of my works begin as an experimégtitoutthe use of

a camera.The process is twpart: first, the actuadreation of the works, through
experimental, stepy-step processes that can be duplicated, but with results that are
predictable only to a certain degread, second, my conscious organization of the
resultant prints to my satisfactioift.is whenthetechnical mergewith theintuitive that

the work takes form.

Physical and Chemical Process

To begin, | thoroughly clean the work area to ensure that the trays, work surfaces and
chemical containers are free of dust and foreign materials that mightthfeeactions.

| prepareeach of the darkroom chemicélsleveloper and fixer, which are made of a
variety of highly sensitive chemicals, diluting them with water to a concentration of my
choosing.| pre-expose th@hotopaper, whickcarries a lightsengtive emulsion similar

to film, howeverthe paper is mucblowerto react to lightand fine-grained allowing
crisper detail to the imageA majority of papersvith which | work use halides of silver
bromideon a resircoated paper bas&ilver halidesare compound salts of silver (silver
bromideor silver chloridg that break down under th@roductionof light to form tiny

grains of black metallic silverEven after exposure, the emulsion still appears blank



white, until the developeis introdiced. When the developisradded the aredlsat have
been exposed to ligigradually darken Silver bromidepaper, given full development
(placed in developer for the set amount of time as direqteatjuces a silver image that
is neutral black in appeance. Silver chloride paper produces a breblack warmer
image that develops quicker than one on silver bromide p&garmn tone paper, also
called chlorebromide paperis coated in an emulsiaontainingbothsilver chloride and
silver bromide.If it is underdeveloped oaslow acting developer is used, the print will
have a distinct brownish tonal rangénecan therefore contraheimaged solor by type
and degree of developmerAdditional changes can bmadeusing color toningn order
to modfy the image further My understandingf the chemistryof photography is
similar to an a rofrechamecswithod thaibasic &nowlddge ofdhe n g

components involved, we are unatde=nter thereative andntuitive processs

Intuitive Process

Initially, my experiments involvedstinctive choice regarding the materials | used and
the timing of the chemical reactions and exposuifé pped the prints around. Some
stucktogether. Sometimes | sepadhteem. Other timesleft them to react vth each
other. Once, | mixed the chemicals in such a wagnoring the direction$ that the
combination released visible fuméa/hen | was finisheadding the chemicals to the

papef | didndét know what to expect.

However, with my wek today, | have a general idea of what will happen when | allow

certain sequences to occur. For instance, | typically start out with an empty tray, and



insert a stack of 12 to Jre-exposeapersatatimeT he paper sd6 exposur e

be for ony seconds, or for several minutes. Thus, the developer is the dependent variable
in the reaction. Without the developer, the paper, whether exposed or unexposed, will
stay white. The stackedpapersare usuallya mixture of sheetdothemulsion side upnd
emulsion side dowrmany facing each other. Then, | select a developer, which | place in
a 500 mL measuring pitchend pour a small amount over the top of the stack. | will
then pick up the tray and rotate it around, allowing the developer twall fromits

original location. Usuallyhen | pick up the prints, and rearraritgemwithin the stack.
Where the developer was directly poured onto the gapedthe paper was most

saturated the result is the darkest shade. Where the developaotig@ach the paper at

all 7 the result is the lightest, or the untouched wbdtler of the paper.The gradation
between light andarkoccus for a number of reasong:or one, ifthe emulsiorsides of

two pieces of paper ateuching each other tldevelopemay seep between them and
slowly crawlthrough the fibers creating a gradual range of tones. Likewisghér side

of a piece of papeaestson top ofthe emulsion side ainother, the developeunsoff the

edge and leawa distinct line orthe bottom print. When | feel the movement of the

papers is complete, the prints #nenplaced into the fixer.

In the fixer, undeveloped halidesonvert ino complex, invisible silver saltandthe

t

i mage is filocked i no a mdthewoids, if Iistould decele af f ect e

to affect the image further, by adding more developer or introducing light to the paper, |
will do so prior to applying the fixer. THeyproductssilver sals, diffuse from the

emulsion partly into the fixer and partlytinthe following wash stage. Washitigp



prints in wateremoves remaining soluble chemicals leaving the print with a black and
silver image.| use a squeegee on the large prints and theg the@m to dry in a negative

dryer while smaller pieces are run through a print dryer.

Titles

| record the time when | am finished with the chemical proasssmeans of

distinguishing one print from the otheBy pacing a word or phrase onto my wdrk

mightinstill a false thought or emotion onto my audiente. clarify myposition, luse

an exampldérom John Bergdy bookWays of Seein(l990. He presents a reproduction

of aVan Gogh(Figure 1) and askifie reader to stare at the pictarel therturn the

page. On the following pagethe same reproduction pgesentedvith text below it

telingt he reader that this was Vaownl@Beo heds | ast

words that followed the image have undeniably changed its meaning.

Figure 1. Wheat Field With CrowsVincent van Gogh, 1890



The Grid

| am often asked why | create the largest of my pieces at the scale | do. The reason is
both practical angersonal First, | am fond of balance and conscioumafynitude. |

find something interesting about the perfectad a square, with two like ssd. And

since the majority of the prints | combine start out atstheof eightinches byten

inches, there are only a few options | havailableto create gerfect square (and fit in

the confines bmost gallery spaces) without cutting the pafig¢a 4Ginch by 40inch (5
prints across and 4 down), ®ran 80inch by 80inch (10 prints across and 8 prints
down). The larger of the two simply communicatemy@®more so than the smaller. In
most venues where | have shown these installations, the piece usually fills tie-floor
ceiling space, creatingsdriking presence for the viewer. As for the smaller of the pieces
(Figure 2) | createi thediptychs triptychs or othergroupingsi | find the prints

contained thereimore intriguing on a smaller scale, or create them specifically th wo

together.

Figure 2: Untitled (6/19/2007, 01:40), (Gelatin Silver Print, 2007)



Another consideration before completing the prints is whether or not | intend thiem to

in with the adjacent prints. Some of my works involve a set of individual prints that are

like pieces to a puzzle. When arranged together, the forms on eaclpohteseem to

organically flow from one sheet to the next. To create these, instead of layering the

papers in a trags described earlierlay multiple sheets ira larger tray sidéy-side and

then continue the chemical procedumost of my works, havever, are an organization

of 80 prints (the A80 by 8Oltalyconnectdta gr i d i n

those surrounding it.

Despite Aexperto |literature that instructs u
there is something innateevery persohn hat tell s us what just | oo
intuition | use to assemble tfie8 0 b Yig@ed3dinctheir final composition. There is
norealrhymerr eason other than the f actintstnhat when
the aderthatthe viewerseesijt feels complete. Perhaps it is the balance of color and

contrast with an even distribution of dark and light areas perhaps, it is theense of

movement and harmony in the oveigild. And the arrangemedbesmake a

difference. To illustrate this, | share the anecdia@ an exhibition before which my

wife assisted me in the hangi nustatationF our 0180
looked back at the walls, the four piecegh their 320 individual sheets gfaper and

noticed something was wrong. Unbeknownst to my wife, she had switched the

placement of twaideby-side printswithin one of the pieces (or, perhaps, she did it to



test me). |instantly recognized the inaccuracy, and put the prints indheictoplace.

How do | know whatoés right? l'tds hard to e

Figure 3: Installation shot from UCF Juried Show, March 2008

The Installation

Over the two years ds80i pbowbgchphy haameval e
have attempted to keep the method for hanging the images somewhat incidental. It is my
intent for the viewerds consciousness to ren
instance, | have never shown my expemtal pieces in a frame, under glass, or matted

although ny choices for presentation have changed over the y@afgst, | mounted

the pieces on MDF (mediuatensity fiberboard), and then foarmoreboard The



diptychs, triptychs, and other smalleeges are still typically mounted using foaore
board, primarily due to its practicalityit is lighter and more portable than MDF
Ultimately,t hough, f or |haveehosestd wobkywith&drsnatear push
pins, placing them at the top andtioon centers of the individugkintscontained therein.
While this may seem common or unrefirtedcsome viewers, it has becom&inctional

part of my worki a primitivemeans to an end

1C



CHAPTER 3: RESULTS AND DISCUSSION

The result of my cameraleplotography experiments represents ay&arjourney

from a happy accident topmlishedp r e sent at i on. rEferentes tkee me st er 0
previous semesterodos discoveries and adds to
work cannot and should not beeated without thphysicalcontact of artist to art.

Although tere will never be the decisive moment witgs workhas finishecevolving,

| am comfortable in saying that | have organized it to a point of closure for igself

now. Of coursethis closure is not permanent and experimentaiomeis both

fascinating and inescapable.

Summer 2006:

When | first begaithis process, | was alreaayorking towards aMaster of Fine Arts in
Studio Art and the Computer at the University of Central Florida (UCF), and was
working as a Lab Instructor for the Full Sail Real World Education BéamkWhite
Photography class. My previous experience and interests inclucheanfd video, and
traditional photography. In fact, | had already completed two semesters at UCF with
photography as my medium, using both film and digital cameras. Luckily, my curiosity
and displeasure with letting supplies go to waste led me, quaedigent, to a

breakthrough in my academic and art career.

In thesummerof 2006 | collecteddiscarded paper left behind by studentsknowing

11



that the paper was costly, and would end up in the trash anywesure of thentegrity
of the paper foreuse | decided to test a few piecly dipping it into the developeiTo
my delight,anunusual andinexpectedmage appeared on the exposed pépgure 4

and 5)

Figure 4: Early experiments with exposedpaper

Thediscoveryof these imagesn reclaimed photo papepened myeyes to a world of
possibiltes Unl i ke paintings or il | usisconamonyons, pho
animagethatcanbe duplicated multiple timgsom one negativeThetedniquel had
discoveregdhowever, wagxciting and newbreaking the rules what is considered

photography But, after all, the process still involved the conventions of photography

except forthe camera. In truth,| had no idea if the art world wastdiar with, or even

interestedn, this approach atthetiméd i dndét know haoouldbehese creat

receivedor critiqued,but | felt complete artistic freedom.

12
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Figure 5. Early experiments with exposed pper

Like an unearthetteasure, | only shared my discovery with a few people, some of whom
enjoyed thartand others who scoffed. But before | would share it with my fellow
students or academic advisors, | felt it necessary to understand my own process and to

develop a sort of standard operating procedure for creating the images

Fall 2006:

During the firstweeks of thd-all 2006semester | presented my new photogrgpigure
6) to my classmates and professo&mply put, he response was gredveryone was
enthusiasticintrigued and encouragindput they were not sure why they liked Was it
my tediniques that they liked? Was it the depth and texture of the papesg Th

unknown factos guided me forward and gave opgestiors to solve.

13



| was offered some old, owf-date paper that was larger thae eight by ten inch paper

| had previously ugsk andmy work progressd

Figure 6: Two untitled prints created on 11/02/200§Gelatin Silver Print, 2006)

With larger paper, my list ofariables grew.Theincreasedlimensionf the paper
made it possible for the@eveloper liquido flow further, which meant morgurface area
upon which to create an imagA number of my classmates and professoiggested
expandheidea of size and shape to smottypically seen in th@hotography world

something other thahe usualectangles

Spring 2007:

| approached th8pring 200%emestewith an impetus to magnify the size and impact of

my new fAexperi ment al stethhotbodincragsenthye.siveofmyn or der
A c\asp bdught a large tarp and spread it out on the darkroom floor. | then carefully,

but randomly, &id out 80 sheets of exposed8h by 10-inch photopaper In the dim,

red light of the darkroom,saw myfirst large scale pieceome into existence

14



Figure 7. Untitled (1/29/2007, 10:0, (Gelatin Silver Print, 2007)

My firsti 8 0  biystdl8tionyFigure 7)commandedttention Despite its collective
nature, the whole piece provided more visual interest toiedshdual componentThe
viewer s eye could flow easily through

branching drip marks carving a natural path.

For thefinal critique of the semesteptesentedwo i 8 0 b yWnti8ed £/49/2007,
11:21) and Untitled (4/23/2007, 02:1@igure 8) which facel one amther in theempty
white-walled gallery, approximately 20 feet aparThe resulting feedback by students
and professors described how the pieces echoed each other and the contrasind light

darkgave the viewer a sense of tension and dialogue between the walls.

15
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Figure 8: Untitled (3/19/2007, 11:21) and Untitled (4/23/2007, 02:19), (Gelatin Silver Print, 2007)

It wasaroundthis time that my work wasomparedy peerdo the large and energetic
works of Jackson Pollodfigure 8) includingthe action required to create both types of

works, the splashes and splatters of liquid on a surface, and even the coloration of the

finished pieces. However, tipgeces also contrasted each otharmediumi Po |l | oc k 6 s
painton canvayersus myphotochemicalson paperintextureir Pol | ockdés t hr ee
dimensional versus my twdimensionaprints;and Pol | ockds single | ar ¢

my mosaic combination piecen fact, it became a deliberate and conscious act for me to
deconstruct the pieces from their original layontthe tarpvhen the chemicals were

applied,and reposition them for the installatiorlad | not reconfigured the prints,

carefully ensuring thanhost of them did not aligoolor or shapeavith those adjacent, my

wor k might resemble Pollockds piothses even mo

famous artistl must add, is quite gratifying.

16



Figure 9: Jackson Pollock AutumnRhythm: Number 30, 1950 (1950)

Although not displayed for the critiques, this same semester | worked with expanding not
only the size and presentation, but also the color. Indeed, thecerimialimit in this

realm when working solely with black amdite images.| decided to experient with

photo tonergFigure 10) In order to adé new chemical dimension to the wankixed

the photcchemicalstogéter i n ways tolsee whaswowdhépdedhdot b e
chemical and physical reaction occurmette the liquids combined. My print actually
started smoking. Believing | might set the darkroom or myself on fire, this experience
marked the first time | felt anxious about creating my &rom this point onward, |

made the decision to always weaotective gloves, and work in as well a ventilated area

as | could find.

17



Figure 10: Untitled (3/11/2007, 02:1) and Untitled (3/12/2007, 01:23), (Gelatin Silver Print, 2007)

Summer 2007:

During theSummerof 2007, | continued texplorethe fluid element of the chemicals by

usingap ai nt e r @anttherchemital ohtmthe exposed photo pgdpejure 11)

Figure 11: Untitled (5/27/2007, 2:22) and Untitled6/1/2007, 10:36), (Gelatin Silver Print, 2007)

18



Even thoughhese prints have moog agraphicalrealism to themthan my other work

theydemonstrat@an important part of mgxperimentation process

At this stage, m understanding and control of dilofi, time, and amounts of chemicals
were starting to direct my method of executi@ven after the success of the large tarp in
the darkroom| opted for working on a smaller scale plasticphoto trays perfecting the
methods | use todayFigures 12 ard 13 showsome of the smallexzombinationghat |

discovered while workingpwards my large installations.

Figure 120 Untitled (6/18/2007, 3:19) and Untitled (6/13/2007, 9:51), (Gelatin Silver Print, 2007)

19



Figure 13: Untitled (5/9/2007, 02:24), (Gelatin Silver Print, 2007)

Fall 2007:

With the methods | learned over the sumpheeturned to the use tdrgersheets of
paper (20 by 24nches). By stackingultiple 8 by 18inch dees on top of a largpre-
exposed sheet of photo pajpeside of trayand applying the developex distinct

impression of rectangles resulted on the surface.

20



Figure 14: Untitled (9/11/200% and Untitled (9/7/2007, 11:48), (Gelatin Silver Print, 2007)

In the exhibition of this series,any viewers asked ifwas using a macro lens to
photograph cups of iaqgigure 14) This responseas interesting to my rearch and

proved to me thgteopleseek anmmediateexplanatiorof the unknown.

At the end of this semester, | installed my 80 by 8Gkemallery space at the Winter
Park Library which was my first experience with showing four of my largest works
simultaneously It was a unique and interesting opportunity to see my pieces stand alone

outside of the university settiff§igures 15 and 16)

21



Figure 15: Installation shot from Winter Park Library solo show, November 2007

Figure 16: Installation shot from Winter Park Library solo show, November 2007

22



Spring 2008:

My final semesteat UCFhasculminatedwith the final thesis sho\{Figures 17 and 18)

With two years worth of work | had a decisionniake on which pieces to include. The
spacd was allowedcalled for scale and this gave me the opportunity to install some of

my largerworks alongwith some of my smaller groupings$ selected three 80 by 80s
andthree groupings of six. The large pgsademonstrate my intuitive selection of the

prints contained within the complete work, and the deliberate act of arranging each one of
the prints in such a wahat is pleasing to me. In this venue | am conscious of the
importance of scale to these pieces. The best space in which to appreciate these pieces is
one where the viewer can stand both up close and away from the pieces to capture their
detail and magnitde. Up close, the viewer is drawn to the intricacy of the textures and
gradations of tones. From afar, the viewer can appreciate the almost organic quality of
the work, as if it was cut from stone, or reflected off the surface of water. These pieces

sum up my work until now, with much promise for the future.

23



Figure 17: Installation shot from MFA Thesis Show, March 2008

Figure 18: Installation shot from MFA Thesis Show, March 2008
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CHAPTER 4: CONCLUSION

The beauty of working in a medium for a number of yeatisageexamination dhe

progress that has been made and the knowledge gaifessl.mly work has a place in the
international world of & because ihot onlyinvokes a response frometlviewer but is
something meaningful tand defensible by its creator. And while it preserves a

traditional process in the darkroom, it confirms that new progress can be made using old
waysi ways that are seemingly becoming extinéte all live in thisever changing

world where information, whether wanted or needed, flies at us at the speed oBlight.

this process is to digital art what a stroll through a museum is to a stualehance to
disconnecfrom the preserdnd letoneselfappreciatavha we take for granted: the

methods that got us where we are tod#yithout this past knowledge, we can nefudly

utilize our future potential.
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