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| The contents of this handbook are intended to be in a

| logical order from choice of film, through processing to
|final presentation or storage of prints.

We have found that commercial and technical details tend to
get confused with the purely informational, so have
separated these out, marking some areas as PHOTOLOGY, being
ideas and methods used in producing and presenting the fine
print.

We admit the existence of a medium closely related to
Phctography, called Colour Photography, references to this
medium occur occasionaly in the text while practitioners of
the art will find many materials listed in <=he prices
section.

We hope this handbook will continue to evolve as a vehicle
for the dissemination of opinions and techniques in
contemporary photography.

PHOTOLOGY, fo-tol' o=ji, n.

We thought of calling it photographology, which seemed a bit
ponderous, 8o coined photology, which we subsequently found
to exist 1in the dictionary and to mean the doctrine - or
science of light..... close enough, our usage implies the
study of contemporary methods in photography. Sectiong are
denoted 1in here by the use of italic script, some overlap
will inevitably occuxr!

Dedicated to those who have given part of their lives in
devising, word processing, typing, drawing (straight lines
as well), pasting up, scanning, printing and getting covered
in ink, collating, binding and stuffing in envelopes....
Thanks to: Peter Benson, Peter Goldfield, Ben Haxworth,
Martin Reed, Debbie, Sue, Jo, Christalla, Joan, Laura,
Richard, Shelly and Janice, Munro and Georgia, special guest
Nick Hayden.
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2nd edition 1981 (reviséd & reset)
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3rd edition 1983 (revised & reset)
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Fhotography as represented by the photograpatc print has tuo
components of equal importancez:- azsthetic vision and fine
craftemanship. One without the other 1+is less than perf-
ection. Our aim 18 to provide information on,and make
available,standard,alternative and specialist products, that
will allow your craft to match the extent oFf your viSton.

This coteclogue is unoshomedly <raft criented.ond for cbvious
recsons contains more detoiled information on the excellent
and comprehensive range of Agfo materials for which we gre
UK agents, iAcluding, in our opinicn the highest quality
printing papers in the world, as well os chemicals ond films
of unigue chorocteristics. We olssc supply crchivel proc-
essing, storage, and preservation matericls, including
selenium ecnd gold toners, ocid-free museum mounting board,
ocid-free blotters,linen tape, mounting corners, print enve-
lopes ond portfelio ar print boxes. Recent develop ments in
conservotion hove led wus to develop ocur negative ang print
storcge systems in cenjunction with lecding consarveotors ana
monufocturers in this country. lIltems for the experimenters,
Ligquid Light, Silk Screen Emulsions, Trey Siphons, and Mat
Cutters cre examples of the growing renge of difficult to
cbtoin items that we care supplying, and in many coses have
become distributors for.OQur book section is growing and
covers both ‘ort’ and ‘creft’.

Refer to the froming poge for detoils of fromes ond services
cvoileoble. .
We olso stock o range of row chemicals. Details of new orpd-
ucts cppear throughout the text and more especiclly in
‘revelations’, towards the back.

Although we pride ourselves cn the efficiency of cur ma
crder service, if you con collect in person we are olways
plecsed to see you, and the =aving of sur time in pocking
and your money in postoge 15 to our mutuel
hoepe you will enjoy v;#w=ﬁg the exhibitiorns ond tha smoll

print collection which we hg in cur FINGERPRINTS gallsry.




| The rule is reoclly a map to retoin aworeness I

FROM  coM FRIERN
FINCHLEY @ BARNET

FrRoM waTor> &

Mi« Al \..
4, -t FROM
@v\ O CIRCULAR ROAD SOUTHSATE +

EUMONTON

HOW TO FIND US

Public transport - Highgote tube stotion is the nearest to
us geographically (3 mile), and 43 ond 134 buses run from
there to Muswell Hill. Finsbury Park tube station is about 3
miles away, but is on eosy route aos the W7 flot fare bus
runs directly up ,to Muswell Hill Broadway.Just take the
whole ride. Buses 102 & 244 olso come to Muswell Hill.

By cor = We are 5 miles due north of the centre, and close

l_:? the north circular road. If in doubt, carry on A-Z map. __J



bt ik aed el wd el ol e
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Assuming you have a camera, from pinhole to autofocus SLR,
the first choice in the photographic odyssey i8 the film.
Photographers sometimes attach 1little vmportance to film
selection, seeming to inherit outdated opinions on obsolete
products, often not viewing origincl prints - to appreciate
the qualities of a particular film- "four-x developed in b67
for ten minutes, absolutely marvellous”! As discernment
grows, both from looking at others' prints, and ezamining
the feel and impact of your own, 80 the choice of film mer--
i1ts greater attention.

Empathising with original prints,and understanding the craft
behind them seems to be a subject that contemporary photogr-
aphers shy away from. Not so with artists from other fields
who are continually appraising their craft in its historical
contexta

Study the options available in the photographic craft, and
after deciding that a particular finished print suits your
psyche, experiment with available materials under your own |
working conditions.

Experiment with film format,make sure you are using the film
at 1its correct speed, (not necessarily that quoted by the
manufacturer), and check different developers for their gra-
phic effects.

Do not necessartly accept what the manufacturers say. Every—
body's techniques, and of course their objectives, differ.
We are not suggesting chopping and changing film or proce-
sses constantly, but having run the gamut, and widened your
choice, to select that combination which will satisfy you
for most of your work.
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FILM CHOICE

Film speed - to be token literally? In the research

loboratory  film speed is eveluated by pletting

characteristic exposure curves of a material ond then

mathemotically working out the “light in” to ‘“density out”
| which con be given a number.This relates it to other films
| that haove been similarly plotted.The films we normally use
have an ASA/ISO speed stomped on the box that hos bLeen
worked out for "snopshot" photography as Kodak and Ilrord
put it, ond most people tend to tcke it os gospel.When you
start walking a finer line in the quoclity ond consistency of
negotive you aim for, this suggested film speed may have to
be re-evoluated.

Film manufaocturers produce panchromatic (sensitive to oll
wavelengths of light), motericls in three broad cotegories,
slow, medium ond fost ASA's; 25-50, 80-125, 200-400,

raspectively. Here are some common ones.

T- KODAK T ILFORD i AGFA
SLOW,very fine |  Pan=x I Pan f 1 Agfapan 25
grain, inherently | '
centrosty [ | |
| |
MEDIUM, fine groin | Plus-x | F.p.4 ‘ Agfaepen 100
|
FAST,groiny,softer| Tri-x ‘ H.p.5 ] Agfapan 400
IBut aelso, ..
| VARIABLE SPEED films,new technology bcsed on colour negative

films, A.S.A. from 50-1400, Agfe'’s VARIO XL and Ilford XPI.

SPECIALIST films- never promoted widely but offering
characteristics the others don‘t,such @s the extro high
< sed Kodok 2475 ond High Speed Black & White Infro-Red.

N e e e = T T T ]
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[BLACK & WHITE NEGATIVE FILM | | poge 7

UNUSUAL films- films thot were never developed from the pic-l
torial photographers point of view, but which have propa-l
rties thot wmoke them worth investigating.

Particulorly worth @ mention ore Kodok Technicul Pen u:"
Agveortho, wihvich cora document (hiwh =ontragt) - films wiily
phenomenol resolving powar, nceding low centrest dov2lopus:

tv produce thie corrcet contresi with a neral subjaci. L.

' ASA soiting provicdad on the box- rk your ovm spast! entl

The selection oF film ond nogaiive devoloper is  the uost !
importont you con moke, bLosccuse nothing in  these stieps cen
b2 repeated. Th=re ove still a lcrge veriety of films end
film formats, ond advonces in film technelegy, ond devel-
opers continue apacs. It will be very inleresting to se:|
what hoppens when' the new ‘tabular’ groin technology from|
Kodok extends to films other than celour negative. '
¥e cannot moke recommendaticns, only suggestionsi There is
no “best® film, “best” developzr or even “best” cewbination,
merely combinations thet will suvit your eye, give you
pleasure and fulfill your intention. This of course does not
preclude us from mentioning our favourites, those thaot are
in common use by our ’‘heroes’ around the ccuntry, ond those}
unobtoinoble but used foncticelly in other countries. ’
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| AGFA PROFESSIONAL BLACK AND WHITE FILMS A&f"

AGFAPAN 25

A slow 25 ASA film, extra fine groin end very high def-
inition.(Technical notes- single coating emulsion  with .
supercoat ond 5.5 m thickness.It hos ¢ resolution of 185
lines per millimetre.Anycne in need of o complete technical
specificotion for ony of the Agfec moterials please conteoct
us for

copies.)

| AGFAPAN 100
The best thing Agfa ever did in.mony opinions. Medium speed
100 ASA film, aond probobly the most useful to the 35mm
photographer. It has “the finest groin attoinable in this
speed cotegory ot the existing stoge of development in emul-
| sion technique”, and in meny independent tests haos been
proved to be the shorpest medium speed film in prod-
luction.(It hoas @ double-coated emulsion with o thickness of .
'7 m ond o resolving power of the order of 145 lines per mm.)

AGFAPAN 400
The high speed film (400 ASA) of the Agfa range. It is soft-
er in tonal rendition than either Tri-x or HP5, hoving more
in common with discontinued HP4, Can be ‘pushed’ in speed,
although not so for as Tri-X and HP5, ond is tending to be |
used by photographers who need high speed but without the
. "grittiness” of the other compcorable films. A recent test in

o British magozine rated it os best on the morket in its

speed bracket, in terms of both graininess and sharpness. (A
| double coated emulsion with o thickness of 13 m ond a
| resolution oround 110 lines per mm,)

AGFA-ORTHO 25

An orthochromotic line film, (insensitive to red light),

| nominally 25 ASA, which Agfo eim ot document copying opplic= |
‘otions. Its versotility extends beyond this cnd by teking it
'to o lower contrast(in crude terms overexpose and under
develop), it moy be successfully used with ‘pictorial’ subj-
ects where unusual tonal scele ond very high resolution may
have ‘opplications. Try the specicl low contrest developers.
It may also be reversol processed (using Agfo Neutol NE with

_..f==‘ j==1 f=-q Jr— —/ — — Vo Y | V|
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other chemicals- or o complete reverscl kit, available from
'us), yielding tronsparencies of a higher contrast thon Agfo

‘D.a-Direct. It is olso the only ‘line’ film currently pro- |

lduced in 120 format, and is now for the first time cut in

| 54" . The emulsion thickness is 8 m, the resclution around

350 lines per mm.

OTHER B&W FILMS

"ILFORD XPI and AGFAPAN VARIO XL PROFESSIONAL

| "Chromogenic' B&W films with dyes forming the imoge, these
'films offer very wide exposure latitude, very fine grain and |

'extended tonal range.
‘Vorio XL is ovaileble in 120 rollfilm,and 35mm/26
|Xpl in bulk lengths of 35mm, in oddition to 35mm/36 fromes.:

- AGFAPAN 25'& 100 PROFESSIONAL FOR MINDX

'High resolution subminiaoture films for spies. We can also.

'supply Minox developing tanks ond specially formuloted deve-
loper, as well os comeros and accessories.

'AGFA DIA-DIRECT
'Process poid B&W slide film, its fine groin ond good cont-
rost ore suitaoble for preparing slide copies of prints for
' lectures or filing purposes. Agfa operote o speedy, postal
LEFOCessing service. :

(KODAK TECHNICAL PAN

iA favourite with the new topographists in the Stotes. For
the ultimote in resolution and fine grain from the 35mm for-
met, document films such os Agfe-ortho and Kodeck Technical

Pon ore being used in speciol low contrast developers, such

os Tetenal Doku ond Kodok Technidol. Some suggested ratings
;cnd times are reproduced in the negotive-processing section.

"For print sharpness you normaclly cssociate with sheet film”
s~y Kodok.We would hesitate to soy it mokes lorge formot
otography obsolete, but using it certainly makes you

p T
| think in large formet terms- you begin to work at smaller
¢ ertures and the need for o tripod becomes paramcunt.
J-chnical Pan is ot present in 35mm 135-36 ond bulk
| lengths, ond in 5x4”.
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KODAK B&W HIGH SPEED INFRA RED FILM

| Con be used with different filters ot different film speeds,
and to differing effect., A totelly visuelly opaque filter,
such os the Kodak Wrotten B8BA give the most dromatic efect,

rendering foliaoge very light, blue skies dark, ond red ond

yellow Tilters will give less, as the proportion of visible
~light is increcsed, The film is eosily fogged just by

bockground hect radiaotion ond must be kept cool and’

processed promptly.In 135-36 ond 5x4*.

KODAK 2475 RECORDING FILM

Groiny, needs careful treotment in processing, but FAST. A
ncminol speed of 1000 ASA.Recommended developers DK50 and
HC110,.1In 135-36 only.

' ROYAL-X PAN

The 120 format equivalent of 2475, ot nominol roting 1250.

. However in this formot high film speed does not olways

equate with avoilaoble light. Some people are using this film '

for its’ versotility and excellent tonol gradation.

COLDFINGER LTD olso stocks o wide ronge of other films too
n.merous to detail, but including:

1. FORD: PAN F, FP4, HP5, Line film
KODAK: Plus X, Tri X, Ponotomic X, Verichrome Pon, Ropid
Copy Film

i COLOUR: Vericolor S & L,Kodocolor 100,400,VR 1000,

Ektachrome 64,200,400,160, (tungsten), Kodachrome 25 and 64,
Photomicrography Ektachrome, Infro-Red Ektachrome, PR10

100S, Agfachrome 200, 50S,50L, CT18 & 21

s=e price list

AGFA Agfachrome 1005, Agfocolor 1005 & B80L,Agfachrome

e I T S T e T T T s O s B
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rZONE <> TONE<>TON<>TEN <>ZEN _j

|

orsft HEAVY | sesthat;

N | J
TEN YTonES

According to legend, Minor White said to Ansel Adams
'How's your ZONE system getting on?' Ansel replied......
'How's your ZEN system?' -

| Without getting too heavily involved in Zone system theory,
| test your film as follows, using the basic concepts of Phot-
| ography and the Zone system.

ASSUME ON FAITH....

-+ «sthat every halving or doubling of the light reaching

the film on exposure alters the 'zone' on the negative by a

: factor of one, so ONE STOP = ONE ZONE.

I
|

|

. A lightmeter averages everything within its field to zome 5.

If a real scene of an 'average' grey wall were exposed by a
reflected light reading, asswming the menufacturers film
speed and development times to be accurcte, an identical
grey to that of the original wall would be produced in a
standard print.

BUT, more typically;
1 A real scene does mot necessarily average out to a
mid grey, Zone 5.
2 The stated film speed may not be correct.
3 Your film development may be over or under for the-
film speed and your exposure conditions.

The Zone system correlates all these variables, and 1is an
extension of the old adage, expose for the shadows, develop
for the highlights.There are now 9 possible zones, which are
followed through from first 1ight measurements of the scene
to the finished print.

|
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|

| PAPER ZONE WEDGES, PAST (T0P) AND PRESENT

v el
IN'WHICH TH E_

Modern papers, +in the main, do not-show the range of lumin-
ous detail of the papers of, say, 20 years ago. For most

purposes you can consider zones 9 & 10 to be paper base_

- white (maximum density on -negative), and 0 & 1 to be maximum

black on print, (clear negative).
Some papers approach the ideal characteristics - we gtock
the ones we believe do this.

| FIRST TEST YOUR FILM SPEED:-

with the following procedure, using a manufacturers standard

. developing technigque.

Find an average scene that measures, by your lightmeter, a
range of 8 zones, which is all that for practical purposes
modern films and papers can handle. In other words we mean 8

stops, or the difference between 7/2 and f/1€ at 1/8'th sec,

or any one shutter speed.

In thig scene, eg: a white car on a grey roaa in sunlight,
find the area, usually under the car, which you want to re-
produce on your finished print as the darkest arec just con-
taining some shadow detail. This, for modern papers is equi-
valent to about zone 2, and will produce an almost clear
area on the negative, if it 18 exposed properly.

Meter this key area......

T —

4 1 N O = = == =
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Knowing that your light meter, if you used the reading it
suggested,would place this on 3onme 5, stop down 3 stops to
zone 2, remembering that one zone = one stop. ThuS...

If your reading were f/4 at 1/60'th, this would mean stop~-
ping down to f/11 OR changing speed to 1/500'th second.

Now make exposures around the manufacturers film index, if

| the film box says 100 ASA, expose for 64, 80, 100, 125, and |

160 ASA. Develop in your fuvourzte developer for the manufa-
cturers recommended time. Look at your results. The frame of
film that JUST has detail 4in the shadow area indicates the
2ffective speed of the film.

To make a 'STANDARD PRINT' to evaluate all your results, see
'Photology' on paper, AFTER reading the following section.

NOW TEST YOUR DEVELOFPER:-

So far we have pinned down the shadow urea. The highlights,
or dark areas of the negative, are much more susceptible to
che effects of development, than to variation in exposure.
To pin down the development, make another series of equal
exposures at the now established film rating, and develop
chem once again in your favourite developer, but for diff-
cring times based around the manufacturers recommended, e:g.
if they suggest 9 minutes give a range of 7, 8, 9, 10, 11,
minutes. Eramine the results.

There should be little or no difference in the detail in the

shadow areas, but the highlight areas (black on the neg- |

ative) wtll alter appreciably.

Look for a part of the negative that you went to appear as
the brightest, whitest area with detail in the print. This
w11l appear as one of the darkest in the negative and might
ce, 8ay, a highlight on the white car. This i8 your zone 8,
:nd will correspond to the area in your original scene that

& 6 stops or zcnes above the aone 2 fired on for the sha- |

‘08 .
'ind the processed frame wherz this arec best corresponds to
he origingl sceme, and you hove vour correct developing

Lime.
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1= :

| Following the above procedure, Yyou have "homed' in on the'
| optimum film speed and development time, which may differ
| considerably from that recommended by the manufacturer, or

from batch to batch of film.

| POWEVER, WITH FORESIGHT...

| The above procedure would be much easier if you had a way of
producing a standard print, which after all ie the final
objective, and much easier to 'read' than the negative

| Achieving this 18 even easier than for the negative, though
essentially similar.

Follow the procedure +in the print processing 'Photology’ |
=ection and then come back and more easily test the negative |
material. : '

|

When all the stages have been completed,éke procedure for a!

‘masterprint’' should D eeceseeses |
make an exposure in the camera with a film of predetermined |
| zpeed, develop for a predetermined time, make a print with- |
! out dodging or burning at a predetermined exposure, and dev- |
¢lop for a predetermined time. ‘
|

VOILA!

materials to their limits, and to save time and effort in

“he darkroom.

"hige 18 not a recipe for total 'Previsualisation', merely a
say of pinning down one discrete Zome, 1in an original scene

usually the shadow area 1in which detail is just required,!
sone 2) and translating that area accurately from 'reality’i
original scene), to 'reality' (originel print)! |

Yothing(?) of course, 1§ perfect,but the aim is to0 use the}

%ead the pages on print processing and the circle should be |
omplete. -

|
|
| °f not give us a ecall!rlll!l!! 1
| 1

e e B e T B e T e T s B e O . O s |
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CHOOSING A DEVELOPER

| A few deccdes ago, many hours were being spent testing to
estoblish the '‘supersoup’ thot would give the ultimate
negative quality. Modern films are of a much higher quolity,
- ond the need to ‘fine-tune’ with modifications to super-fine
grain developers hos gone. We now hove sharper, finer'
' groined films thon have ever been cvoilable before, with the
' exception of one property. The thin emulsions of contemp-
' orary films are copoble of less ‘lifting’ and ’‘lowering’ in
| zones than the older thick emulsions. The one exception is
Kodak Super XX sheet film, still ovailoble in the USA. If
. anyone is interested please let uUs know, we moy be able to
' get hold of it.

! There are many different monufactures, packings, and for-

|muloe, but those in common usoge fall into several broad

| groups. Find which suits your work, a purely subjective
cheoice with the provisc that different developers require a

| different originel speed roting of the film. Varicus
developing aogents hove been used ot different times in the

'past, but procticelly all proprietary developers use either
parcmiropherol, or a combination of either metel or

| phenidonre and hydroquinone- "MQ” and “PQ" respectively. By
changing the mix of just @ few besic ingredients a wide
range of developing oction is cchieved, and there are not
many possibilities unrepresented in the different
manufacturers products.

FINE GRAIN DEVELOPERS

Such os time honoured Kodak D76, Ilford 1D11(the some),Agfa
Atomal FF, are o good compromise between fine grain ond nor-
mal emulsion speed. A fecture of the fine grain develcpment
process is the oction of o solvent, usually sodium sulphite,
which works to prevent excessive silver 'clumping’. usually
at the expense of shorpness in the finished print. By dilu-
ting out the developer however, this solvent action is rad-
uced, ond a surprising bolonce between fine groin and shor-
prness cchieved. Hence the populority of Rodinol Specicl, D7¢
l+1, ond HC 110, Try D76 diluted 153 for fast films{40045A)
for about 20 minutes!....ond be omazed|




BLACK & WHITE NEGATIVE DEVELOPERS | page 16
SUPERFINE GRAIN DEVELOPERS I
Including such developers os Microdol X  (Kodek) and

 Perceptol (Ilford).These wusually need on -incresse in

| exposure.

ACUTANCE DEVELOPERS ,
' An old formula, relying on o very dilute developing agent
which quickly exhausts, giving extremely high ‘edge
shorpness’, a tight graoin pattern, and high sharpness.
Including Rodinal, Neofin Blue ond Red, they come into their
'own with low ond medium speed films. Some moy exhibit a
restraining (or compensating) effect, holding  back
development of highlights while the shodows build (Macbeth,
oct 112)This is controlled to some extent by acgitation- less
cgitotion= more restraining.

SPEED INCREASING DEVELOPERS

:Microphen, Acuspeed, [(especially wused for ‘push’ proc-
 essing), work vigorously in the shodow creas, trying te
compensate for underexposure. The tonal range is normolly

somewhat compressed, highlight oreas becoming very dense,
thus the use of ¢ speed increcsing developer is not ¢ subs-
titute for o genuinely faster film.

TWO BATH DEVELOPMENT

Two bath developers have been oround for @ long time, but

little used in recent years.The first beth contcins the

develeping agent, preservotive and restrainer, ond the

second one contains the olkoline octivater. This ‘rations’ .
the omount of developing ogent cvailable ond will give on

' oppreciable compensating effect, when photogrophing very

contraosty subjects. Also the timing, and tempercture of the

solutions becomes less important. We stock the Tetenal

‘Emofin’ 2 bath developer.

. LOW_CONTRAST DEVELOPERS c
Most useful with conditions of great -<contrast, or os
previously mentioned, with Document films to bring their
extremely high contrast down to the normal ronge for
' pictorial photography. Aport from making them up: yourself to
' formule there are two proprietary developers, Tetenal Neofin |
| Doku, end o new one, Kodaok Technidol. '

i T e
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AGFA DEVELOPERS A”a

RODINAL

A one shot developer, baosed on paro-ominophenol, which has
been in constant use, unchonged in composition, since 18%21!
Two importaont ottributes....

Extremely sharp - unsurpassed in maintaining the existing
grain pottern of the film, ond boosting edge sharpness.
Higher dilutions thon those suggested by Agfo enhance accu-
| tance still further.

| Variable controst - Rodinal has o very useful property in
that development time con be altered without significantly
affecting film speed. By selecting the correct balonce
between dilution and development time, o well developed
negative for ony subject luminonce (controst) ronge con be
made, high contrast needing high dilution, and vice-versa.
In the cose of extremely high controst subjects the
developer may be diluted up to 1+200, but be careful mot to |
cut yourself on the imagel See’our developing charts for
starting points.

_ife expectancy - Agfa cloim indefinite life when the bottle
is unopened, opparently o bottle buried by bombs in Dresden
n the last wor,and unearthed in the 1970's worked o treat!
| f you are using your Rodincl over a period of time, you |
1ill eventuolly see o colour change towards brown. Don’t
worry. Its performonce is unimpaired! One customer astounded
s by revealing thot he had been using the same 500ml bottle
‘or the laest 30 yeors!

iowever Agfa do suggest thot the bottle is kept cirtight
/ith the screw cap, ensuring a life of ot leost 6 months,
'nd that when diluted to working strength, Redinal keeps for |
nly @ short time ond the developer solution must therefore
‘e prepared just before use.

\__waorning...it is very eosy when you first stort using thisi
jeveloper to estoblish what you consider to be a wellf
rocessed negotive, but which might be over-developedfor
| our purpose. 1t‘s well worth finding the time to do your

wn tests. The gssoriment of charts from different sources |

| eprinted here show the great renge of cpplications. J
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.ﬁ, For those who wuse plastic tanks that
nngl'i require approximately 300mls of solu-
P tion, try diluting Rodinal 1430 or 1+60
i.e. 10mls+300mls or 10mls+600mLs, it

makes measuring so much easier!

RODINAL SPECIAL

A phenidone/hydrogquinone film developer, not to be confused
with the ‘original’ Rodinal. It is o fine groin developer,
which due to the high dilution of working strength solutions
does not lose sharpness. This developer gives full emulsion |
speed. Supplied in 125ml plestic bottles, and very conven-
ient to moke up.

Agfa recommend dilution at 1+15, with o proportional time
increase for eoch film processed. The -suggested times on the
‘Rodinal Pull-out Page’, are for this dilution

When using Rodinal Special we suggest

{% - increasing the dilution to 1430, ond
WF one-shot usoge, adding up to 100% to
the stoted times. Do your own tests—

it has been used ot 1+ 50 with Agfo-
Pon 25.

[ ATOMAL _

Agfo’s stondard fine graoin developer for small tank use,
giving extremely fine groin, especiolly useful-with high
speed films, ond full emulsion speed. '
Supplied in powder form, to moke 1 litre. A well balenced
clternctive to products such os Kodok D76 or Ilfords IDII

ATOMAL FF

A modified form of Atomal which, with its replenisher, is |

| designed for deep tonk development. It hos high consistency
n emulsion speed yield, and consistently fine groin throug- ‘

rout its working life, which can be more thon @ vyear with
:plenishment.

L I
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' MORE FILM DEVELOPERS

| The Tetenal chemicals ore of very high consistency ond

 quality, ond their range includes mony formuleoe not produced
by the other monufacturers. They are not alwoys eosy to get
hold of, ond we will shortly be getting them direct from the
manufacturer. Here is o brief rundown of some of the range.

ULTRAFIN

If you ore on occasional Rodinal user this may be an expen-
. sive but convenient olternotive, os it is packaged in single

cmpoules for 1-2 films. Fine grain, high ccutance.

| NEOFIN BLUE

' High acutance compensating developer (ie will hold detail in
highlight and shadow when used with o high contraost subj-
ect). Designed for use with slow ond medium speed films.

| NEOFIN RED
A more energetic form of Neofin Blue, designed for high
. speed films, or for higher contrast with medium speed.

MONOTENAL

A monoboth- oll the rcge ot one time but now lorgely disre-
gorded. Development ond fixotion in one process, but disadv-
cntages are fixed contrast for o particulor film type, and
rother hecvy grein. But useful, say, in o teaching situotion
when you need a result quickly.

NEOFIN DOKLUI ‘
An extremely soft working film developer, unusual in
retaining high film speed, moking it possible to use some
high controst decument films for continucus tone (pictoricl)
photogrophy. Deccument films i.e Agfoortho (orthochromotic,
only blue sensitive, red components of a scene appecr
darker, skys lighter, brickwork aond skintones darker, wotch
out for excessive oacnel) and Kodeck's Technical Pen
(ponchromoticlore of extremely high resolution, thus when
processec for continuous tone will give grect sharpness ond
 extremely fine greoin. However there is little exposurs
|.tolerance- so brocket or get to know the zone system well.
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‘¢ couple of thoughts on LOW CONTRAST DEVELOPMENT with

! Technicecl Pan & Agfcortho...

- Although hailed in some quarters cs being revolutionary, our
consensus 1s that these filme used in this way have their
[ epplicetions, but only supplement the conventiongl films.
 Technicel Pen has no anti-halation backing as such, cnd ig
prone to this effect, noticecble in strong highlights as a
| "flaring', so the film does not seem to be used to best
| efrfect under conditions of extreme contrast. But in dull
conditions you may find it working extremely well, giving
| becutifully greded negatives of very fine grein. Also do not
' expect the density to resemble conventional negatives— your
‘well processed Techniccl Fen neg will be more thin cnd
| deliccte, and mey need ¢ higher grade of peper. Exposure,
' although more critical for good quclity, +s less eqsy 1to
evalucte in these negetives and some tests before shooting |
“enything unrepectable is ¢ good idec. |

| KODAK HC110 |

1
This developer hos goined much popularity. It is an Eastmon |
Kodok product, and comes cs a smoll bottle of strow coloured

| syrupy fluid. This is then diluted to give o stock solution,

; which is further diluted to produce working soluticns. It
gives a good baolonce between fine groin ond shorpness, gives
plenty of shadow detoil, ond full film speed. Relating it to |
Rodinal, it is perhaps slightly better in tonal separotion, |

| but slightly inferior in sharpress. Also very economical. |

| The off-putting aspect of it is the convolutions of dilution
| so we include a toble overleof with some suggestions. '

- - —_— —— e ——— T — ————— —— —
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The chart overleaf is intended to provide staorting
points when encountering different films and developers-
it may also help to relote different films in the same
developer.

THE RULES;

1 These times have, and are still being, colloted from
many sources, we cannot guarantee them, consider them o
basis for your own tests. Ideally, run through o zone
system check as outlined here, or at least shoot o piece
of film under your anticipated conditions, and test the
time. There is no “correct” time- you have your own type
of water, woy of agitoting, idiosyncracies of exposure,
ond these are only starting points.

2 All, os for os we know, are based on 20 degrees C.
and 30 seconds agitotion on first immersion followed by
10 seconds in the minute except where marked in the
notes ot the end. Some films have differing
characteristics in different formats~- the time shown is
for the 35mm version, and if this is not available, the
120 format.

3 As the different manufacturers, and other authorities
evaluate their materials to different contrasts, there
will be some variation 1in contrast between different
combinations.

4 There are lots of gops- in some cases becouse ¢
combination will give you stronge results (other people
might say ‘not recommended’) but in most cases because
it has yet to be worked out. If you can fill in a space,
please send it to us- we intend to keep this chart
expanding. Some of the most popular developers have
spare columns for marking up your own times.There cre
quite c few developers not yet in the chart- let us know
your fovourites.

5 When there 1is a solid bar below a time, this
indicotes the film is being used ot the monufacturers
suggested speed, as indicated next tc the film name.
When o different speed rating is used, this is marked in
the space instead.
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NOTES

Stendard speed/fine grain; ID11,D76,Atomal , Aculux.
(75 00415
Stondard speed/fine grain/high ocutance; Rodinal S, HCI110,
Acutol, (14,22,40)
Standard speed/high acutance/moderate grain; Rodinal, Neofin
Red & Blue, Ultrafin.(26,30,31,32)
Speed REDUCTION; if you want the finest grain possible, (or
you want to rescue a film you have over-exposed), try
Perceptol, Microdol-X, (17,20)
Speed INCREASING; in approximate order of degree, Microphen,
Promicrol, Perfection  XRI, Nucleol BF, Acuspeed.
(33,37,43,44,39)

ACUTANCE

/??? g

FINE GRAIN — FILM SPEED

C45 This is from Kodok dateo~ they recommend 15, but you
may find cbout 11 minutes more suitable. Lower
loaded reel into dev. rather than pouring, to avoid
‘air bells’.

C46 Reduce to 7 mins with continuous agitotion.

Bdé Reduce to 8 mins with continuous agitation.

45/46 Use for ’‘pictorial’ results with the document films-
other devs may be too contrasty.

10 Net enough people using Atomal yet- used by D.B.
whoever he is.
N 2475 Recording- be ccreful, very prone to chemical

fog because of its high speed. Kodak only recommend a
couple of their developers.

L1 Tri-X/D76, the old stondard bearer- still an
excellent combination.

G27 Goldfinger tip for the top- yields razor sharp image,
lovely tonal range.

22/23 As with Rodinal, toilor your dilution to the
brightness of

24/25 your subject- the greater the brightness range the
greater your dilution should be.

15 Rodinal Special 1430, Mortin likes this, not least of
oll because one 10ml hypodermic syringe into 300ml
waoter at th right tempercture equals one Paterson
spiral. Good compromise between fine grain and
sharpness -

™ M M rrc™ st o
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Aol Filme, 35 mm Aecom Time/ Tem Rodinal Film-Developing Recommendations
fHim and chawt fiimg mended  peratures 1 .
i davilophi tiks Devioped Gl W80 For Brilliance, Gradation, and Sharpness
of trays ASA. axASA  toms 20 ) Dilution 1450 1478 1+100
Mo : e
AGFAPAN® % — 150 Bl0min I Kodak Trix 810 min. 12-14 min NR
AGFAPAN® 100 - 150 B.I10min IHord HP-5 911 mun 13-15 min. NA
AGFAPAN® w - 1B Gmin Agfapan 400 211 min 1315 min 1418 min.
Iﬂ.[:i:l"”. - B 139, (16208 Plus-X K edak 3-11 min 10-13 min. 14-16 min
Iiford EP-4 79 min, 811 min. 10-13 min.
PANATOMIC.X ? 0 3 10 6mn g . 1
PLUS.X 125 |?': 1100 10 min Agfapan 100 7-9 min. B-11 min 10-13 min
PLUS X 125 160 115 11:min Kodak Panatomic-X NR 5.7 min 810 min.
PLUS X 125 400 115 12 min Iford Pan F 56 min, 79 min 911 min.
PLUS X 125 8OO 150 15 min
TRI X 400 400 150 14" min
THEX 00 800 1100 17'ymin :
THX w wo 1% wae | Suggested development times at 20C.
2475 RECORDING 1000 1 125 n ; . 2
o -y "™ | with continuous agiteation for the
WPS ™0 125 1 min. : 3 1
o W R m | first minute, and 5 secs. in each 30
2] 125 125 125 S min
PANF w @ s | thereafter.

The chart ot the top left is from Agfa
in America, the bottom one from the
Agfa European doto sheets, and the top right from an
excellent article in Popular Photogrophy (December ‘79)
which is well worth getting hold of.

As you can see, due to Rodinals’ properties much variation
in timing is possible- use them as o basis for your own
triols.

Subject contrast low normal high
Film to be developed contrasty normal soft
approx. 0.8 ; capprox. 0.7 approx. 06
Recom- i ) Recom- Ti ) Recom- Ti )
mended IMe N mended lmeim mended imein
dilution MNUeS  giiytion MINUIES i) hion  MiNUtes

Amateur films

Isopan® 1425 g 1+:25 6

Professional films

Agfapan® 25 1425 5'30" 1425 4
1+ 50 15 1+50 9 1+50 5
1#%75 8

Agfapan 100 1.4 25 7 1 +25 5
1+ 50 16 1+350 9, 1+50 6
1475 8
Agfapan 200 1.4 25 10 1425 6 1+25 4
1+50 10 1+50 7
Agfapan 400 1+25 10 1+25 7 1+25 5




HC110 “DO-IT-YOURSELF KIT” Mm

HC110 is a developer thot comes os ¢ small bottle of syrup
thot needs greot dilution. It is NOT advisible to dilute
directly from this, as it is very difficult to maoke the
developer disperse evenly. Insteod, make up a stock solution
from the concentrate, which can then be diluted further.

To make stock solution from the ‘2 US Gall’ bottle:

1. Pour the entire contents intoc o 2 litre bottle, rinse out
the residue and add to the developer.

2. Add woter to make 1.89 litres.

3. Close the container and shaoke until the mixture is uniform

Mony people get confused because two dilutions are applied to
the developer, the ultimote dilution from the original
concentrate, ond the more comprehensible figure from the
prepared stock solution. On the chart on the previous page we
hove detailed dilution from the stock- this seems to be the
figure to standardise on, but bear in mind that the developer
has already been diluted 1+3 in maoking the stock, so don't
confuse this with figures from other sources which might give
the totel dilution.

The two most popular dilutions cre:

Pilution A, 1 part stock to 3 parts water.

Dilution B, 1 part stock to 7 parts waoter.

The other defined dilutions, CDEF are used mainly instead of
DK50 for sheet film, where processing times are directly
comparable. However, intermedicte dilutions may suit your
purpcse, and we hove detoiled times for 1415 on the main
chart.

giving
DILUTE For d?it‘T°te'
STOCK dilution ilution
(ref.only)
MAKE UP
STOCK AS I+ 3 A 1 # 15
g 1 + 7 B 1 + 3]
5 US GALL T+ 4 C 1+ 19 USE and
1 4+ 9 D 1 + 39 DISCARD
BOTTLE
1 % 11 E 1 + 47
MADEUP 1+ 19 F 1+ 79
TO 1.891. %

ol il ol il il ol il I
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lr.INTRODUC'TI ON AND THE RC/FIBRE CONTROVERSY

Photographic paper 18 usuclly defined as an 'emulsion' of
light sensitive sgilver salts, stlver chloride, bromide, or
both suspended in gelctin, which is coated or supported on ¢
| peper base.

Since the ecrly '70's there have been two types of black and |
white paper cavailable, 'resin-coated' and conventional
'fibre' pcper. |
Resin-coated paper has a base which is sealed in with poly- |
ethylene weterproof coatings to prevent it taking up mois- |
ture, which mecns it can be processed rapidly as no chemical
need be washed from the paper, or dried from it.

e S L { ESSE
‘m e. ‘W . e i
SR SR ke e il
paper The el edges Raurﬁg:ﬂﬁ ﬁc s |

‘me of the drawbacks is, however, that in a normal displey |
| cituction, which usuaclly means periodic illumination, or a
| day/night cycle, moisture migration between base and emul-
. sionm will teke place, eventually causing the surface to |
crack. Deterioration 1§ accelerated by the presence of a |
vroportion of ultra violet light. In other words do not exh-
“bit it, and store 1in darkness. Apart from this problem,
_nother aspect is the lower stability of the image with the
esin papers, giving rise to a silver sheen, seen especially
| ‘owards the edges of the print. Research so far concludes
| “his is due to the inability of the RC base to accept and
tabilise the by-products of the slight decomposition taking

[ lace under unprotected storage conditions.
| 5 HResin-Cocted matericl is not being designated, even by
| anufacturers, as being suitable for long term preservation
nd 1in addition.has generally lower quality of surface and
| onal range.
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When choosing which peper to use for both exhibition and |
long term storcge, “inevitably the only choice is still conv- |
‘entioncl peper, otherwise known cs. 'fibre' or ‘'baryta'
\pcper, so called beccuse of the white berytc toner layer
between the bese and the emulsion. i

CROSS SECTION OF FIBRE PAPER

lGeLann sureRconT]

GELATN SILVER [Pad a2 T A Va8 vPq o A58 A4s q <
HAaLioE * mm'{¢ AN St “‘ :g.‘: QY 99, b
mtmi INERPACE oF GEAGN £ PAPER

Skﬁ/ = \.\2\ 5

!F%e dicgrem shows that peper is more complex than appearance
|suggests. It has several layers of different compositions
cnd the gelatin binder has @ certain moisture content even
\when dry. During processing it 18 flooded with water and
|v rious chemicals which must cll be removed.
| Compered to a painted cenvcs or watercolour, no wonder the
photographic printing medium is in a class of its own. We
\heve to think about factors affecting the quality and
'L*ngevzty of the print, <including types of chemiccls, time
in these chemical baths, efficiency of weshing, and methods :
of drying and storing, in order to get the best from the
 mctericls.

| The wey we react to, and 'read' c photograph has e lot to do |

with the charactermsttcs of the paper used.
| Fortunately the manuf&cturere gtill leave some choice 1in
gelecting a particular image tone, surface cnd paper base |
tint, which can be used to suggest to the viewer some of the |
. nditions that existed when the picture was taken, or acce- |
|

Ln;ucte some aspect of the photogreph thet is important.

e TS I B L
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Bromide papers are generally neutral to cold black and are
little affected by modifications to processing chemistry.
The warmer tone chloro-bromide papers have, as the name sug-
gests, a combination of two silver salts which by behaving
tn different ways make possible variations 4in the 'cold-
ness'(towards blue), or 'warmth'(towards brown), of the
image as the developer and development procedure is changed.
Agfa produce an excellent series of matched 'Neutol' develo=
pers to exploit this property, and similarly with Eastman
Kodak and their 'Dektol' and 'Selectol' developers.

Another advantage of the chloro-bromide is in its ability to
separate and hold shadow detail that may prove difficult
with a bromide paper. To utilise these characteristics while
still obtaining a reasonably neutral image, a chloro-bromide
with a white base (Record Rapid) in combination with a cold=-
working developer (eg Neutol BL) 18 a wuseful combination.
Chloro-bromide paper wtill also respond more markedly to
different toning techniques. So, all in all, chloro-bromide
18 @ more versatile material, but requires greater control
for consistency.

The greatest limitation of the print, compared with the ori-
ginal scene, or a transparency of it, i8 that we are viewing
light reflected from .4t, which limits the available tonal
range. At one end of the scale, the brightest highlight is
decided . by the maximum reflectance, or whiteness of the
paper base. But consider the blackest parts of the print.

Not only is there a small amount of reflection from the sil-
ver image itself, but a substantial amount from the gelatin
surface of the print. The texture and surface becomes impor-
tant, as it determines the 'depth' of the maxrimum black.

A matt surface will diffuse light,  tending to mask shadow
detail, whereas a glased glossy will give a long brightness
range, but mirrorlike reflections.

Many printers prefer a’ glossy paper air dried to give a nat-
ural finish, a good compromise between these extremes.
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COMPLETES

Aﬁ/a

GOLDFINGER
34NLOId 3H

UK DISTRIBUTORS
GOLDFINGER LTD

LONDON +883 5502

Goldfinger imports and stocks the full range of Agfa boryta
papers, which are world fomous for their high quality, the
result of very high technology in production, evident in
high moximum density, excellent tonol grodotion, ond wide
exposure and development latitude., Visually specking you
will find delicote seporaotion in the highlights, o full
range of mid tones, ond most elusive of all, the obility to
hold ond separate detail in the shodows.

The following four pages contain the technical specificetion
of the Agfo double-weight fibre papers, but some of this
information is oppliceble to other monufacturers popers.

™ N MM Yttt m™
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ESFA BLACK & WHITE PRINTING PAPERS AWE'

The three types of Agfa fibre bosed popers, mainly distingu-
izhed by image colour are......

BROVIRA

A bromide enlorging paper, giving neutral to cold tones.In 5
grodes, extra hard (grode 5), being considerably harder than
Ilford 5. Extra white base, in glossy, ond filigran glossy
which is a textured gloss or stipple.

RECORD RAPID

A chlorobromide enlarging poper in four grades yielding a
variety of warm tones depending on the type of development
(see paper developers). The ‘base though designoted extra
white, does not have the whiter than white fluorescence of
most poper bases, ond ‘is in hormony with the tone of the
imoge. Record Rapid is the most accclaimed paper for exhibi-
tion purposes in use todoy. The surfoce is designoted glo-
ssy, which depending on processing con when dried naturolly,
give a semi-matt through to smooth lustre surface.

PORTRIGA RAPID

4 chlorobromide paper in three grades., Although designoted
shite it hos a slight ivory tint, ond con be used to produce
wormth greater than thot of Record Rapid. Availaoble in fili-
gran semi-mott (textured mott, eggshell) and preduced speci-
vlly for us in ‘glossy’.

(At the time of writing, June ‘B3, PR glossy is unavoilcble-
please check with us before ordering.)
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GRADING CODES

Erovira soft . BW (weich)
special BS (speziecl)
normal BN (normcl)
hard BH {(hart)
extro hard BEH (extro hart)

Record Ropid soft RRW
special RRS
normal RRN
hgrd RRH

Portrigo Ropid soft PRW
normol PRN
controsty PRK (kroftig)

PAPER DESIGNATION:

SURFACE is indicoted by numbers which meon os follows;
1 = glossy
2 = smooth semi-matt
B = filigron semi-mott
9 = filigron glossy

THICKNESS of the poper bose is indicated in the code by o
hundreds digit. This is not used for single weight papers,
vhereos double weight popers are indicated by 100,

TINT a number in the tens digit position is now ﬁuperfluous,
cs there ore no tints, but remain it does, ond is olways 1.

At present ovoiloble cre
B111 : Broviro,white,smooth,glossy,D/W
B119 : Broviro,white,fine, lustre,D/W
RR111: Record ropid,white,smooth,glossy,D/W
PR111: Portriga ropid,white,smooth,glossy,D/W
PR118: Portrigo ropid,white,filigron,semi-mott, D/W
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The <52 wording morked on the back of oll the fibre pop-
ers is, in the cose of glossy, enhanced with straight under=-
lines, to help in sortimg out in the wash, those popers’ int-
ended for glozing ond hect drying.

STORAGE For unprocessed paper this is ideclly ot 12-20 deg-
rees C (53-48 degrees F), relotive humidity 50-60%

SENSITIVITY Relotive exposures for the types and grodes,
relotive to Broviro=10 producing o density of D=0.6

| soft | spec | norm | hord | ex.hord
Brovira 10 10 ' ' 20
- Record-Rapid- 12.5 12.5 12 5 i —_
Portrigc—quid 1235 -— 12.5 ' | 12 5 -

Thus if you hod just printed on Brovirac normal, for 10secs
and wished to change say, to Record ropid hard, exposure
time would be lésecs, i.e. 60% increcse.

EMULSION STRUCTURE (mecsured in millimetres)
_ paper bose baryto cocting emulsion supercoct

Brovirao 0.245 0,015 0.008
Record-Ropid 0.245 0.015 0.008
Portrige-Ropid 0.245 0.015 0.008

PAPER BASE High quality raw card. Weight per squore metre
for Double weight= 240g

BARYTA COATING The Baryto cocting' (borium sulphate) is o
loyer between bose ond emulsion and influences brightness
ond chorocter. The emulsion is prevented from sinking into
the poper, thus enhoncing detoil ond shodow depth. In ‘Extra
white’ (Broviro ond Record reopid), the baryta coating cont-
ocins entical brighteners. Weight of cooting is 45g/sq.m.
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EMULSION Silver bromide, or a mixture of silver chloride
ond silver bromide crystals, in suspension with gelatine.
Silver coating depends upon the grade aond surfoce:

Brovira 1.2-2.0g/sq.m.

Record-Ropid 1.1-1,6g/sq.m,

Portriga-Ropid 1.3-1.6g/sq.m

SUPERCOAT A thin coat of gelatine protects the paper from
obrasion and mechanical domage. All the papers have this
protective layer. The amount that this leyer is prehardened
appears to have an effect on the appearance of the finished
print, ond is one of the trode secrets that monufacturers
might usefully reveal.

PRINTING RANGE The following table compares the contrast
range of different grades of poper. A mythical internation-
ally standard ‘normal’ poper is given the logarithmic contr-~
ast range of ‘1.00’, thus it con be seen thot Broviro ond
Record Rapid normal are slightly harder thon this 'standard’
while Portrige Ropid is slightly softer(longer tonal
renge) .

W s N H (K) EH |
Brovira 130 105 085 065 05 |
Record-Rapid 1.30 1.05 0.85 065 —_— 1
Portriga-Rapid 135 - 105 085 — |

we hove found this is only approximate, ond you may find
variations, eg PRK despite the specificotion may be slightly
haorder thon RRN,

= ™ M M MmN e e W ™
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ILFORD GALERIE

It is encouraging to have o major manufocturer with o
new black and white BARYTA(fibre) poper cimed at promoting
higher standards of print quality

A relotively new product on the market, Gollerie was
introduced by Ilford Ltd as a high quality material designed
for exhibition, or opplicotions involving direct viewing,
ond was marketed with @ new hypo clearing ogent termed
11ford Washaoid. This is  bosicelly similer to other
proprietary hypo clearing ocids, including a wetting ogent
ond additives to deal with hord woter. Ilford Woshoid may,
of course be used with other fibre popers. Ilford researches
simultaneously produced o ‘trimmed down’' orchival processing
sequence, based on o very short time in ropid fixer followed
| by two five minute woshes with o ten minute washcid step in |
| between. Total processing time is about twenty minutes. I
' The poper itself has o bromide emulsion ond is slightlv on |
| the warm side of neutral, falling between Record  Ropid and
Brovira in tone. Why you would choose this peoper relotive to
others really depends upon your application. With excellent
seporation in the mid tones some moy find Gollerie most
useful for higher key pictures, while for seporotion in the
most dense shodows the Agfo paopers come into their own.

a broken
‘Finge.rs 0

vhile we think that Ilfords 'archival processing sequence'
.8 of academic interest, we think it fair to assume that
most people are in no great hurry when producing high
‘uality prints, and in fact a deviation from the suggested
imes, especially extending the Fix time, will have a |
| rastic effect on the permanence of the print. So unless you
\ re desperately trying to turn some prints out at three in |
| he morming it 4is probably better to use a more Ieisurelyi

| onventional sequence! |

L
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PAPER POSTSCRIPT

To correct o possible impression over the previous poges
that we think resin-cooted paper should be made illegal, we
will now set the record straight. They are unequalled for
the fast production of commercial prints, especiolly long
runs, but ore also useful in personol work for producing
first stage, or ‘work’ prints.

Considerations:

Certoinly ot present no resin-coated paper is an odequate
substitute for final, exhibition quality printing, or for
opplications requiring prints which last any great length of
time without degrodotion. However, since RC or ‘PE’ for
voly-ethylene, papers ore quick to process, wosh and olso
dry flot, they ore ideol for contocts and proof prints.

The two Agfa resin-cocted vorieties thot we stock have been
rocsived very fovourably, and it seems thot some ‘of the
.ndisputed quality of the fibre pcpers has filteréd throughl

PORTRIGA-SPEED

A unique chlorobromide PE peper yielding warm tones. (Don’t
-onfus it with the fibre besed Portrigo RAPID, where ‘Ropid’
Jenotes that this is an enlarging raother tham a contact
speed paper). Mony photographers are using Portrigo-Speed
for work prints os its tone is very similar to fibre Record-
llopid and Portrigo-Rapid.

EROVIRA-SPEED
A steely blue-black toned PE paper, ideal for press proofs
and whenever warmer tones would be inoppreopriocte.

Both popers cre ovecileble in gloss, Broviro-Speed olso comes
in semi-mott while Portrigo-Speed offers o textured fine
grain mott.

& ™ ™M ™ MO e M
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"RINTING AND PRINT PROCESSING

Paper developers usuclly contain two developing agents. One
'soft’, wusually metol or phenidone, and one 'hard', hydro- |
quinone. Metol on 1its own will give @ very low contrest |
result, and hydroquinone on its own will give high contrast
with poor tonal range. Together the two form a system,
giving full tomel range with @ meximum bleck. However the
ratio of the developing agents to ecch other can be varied, |
es with soft working developers Agfa Adaptol or Kodak Sele- |
ctol Soft, which work cbout a grade softer than stendard.

A favourite technique is that of two-bath development, i
which e soft-working developer and ¢ fullcontrast developer
are used, giving a proportion of the development time in
ecch. By taking 'two bites' at <it, an extended renge of
tones mcy be cbtcined, as the highlight deteil can be formed
before the shadows are built up.

The ultimate system developer is the Beers varicble contrcst!
developer, in whick two solutions ere mized in different

rctics t0 give & range of contrasts within one grede of

paper. Although a significaent reduction of contrast is |
possible with this developer, only a relatively small uplift |
18 possible~ bear in mind when ordering peper grades. l
Although good results cre obtcined with all the Agfa papers
using most proprietary developers, with the echloro-bromide
papers in particuler, a certain amount of investigation may
be necessary to find the desired imege tone. The Agfa
'Neutol' range offers a consistent way of achieving this.

Point to wetch - mcke sure you are developing fully. Manufa- |
cturers recommend 1 - 2 minutes, but do your own.tests-
some workers have evolved their technique to include much
longer development times to =2t the range oFf tones they
want.

Perheps even. ...
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CARRY ON ZONING !

To 'home' in on the characteristics of your paper, use a
series of tests similar to those described for negatives. A
photo paper may be usefully compared to a piece of film with
a sheet of white papér at the back; the same primciple for
success applies, vig: expose for the shadows, develop for
the highlights.

So to find the correct exposure to give 1in the case of
paper, which must be that w.ich produces a maximum black,
make a test strip under the enlarger with a blank piece of
film in the negative carrier.

Expose at your usual 'f' stop, eg f/5.6, jfor a range of
times around what you know will give you maximem black on
the paper, eg 7.8,9,10,11,12,13,14,15, secornds. Develop for
the paper manufacturers recomnsnded time, wusually about &
minutes. .

Examine the paper and find that strip beyond which no extra
exposure gives a more dense black.

But is the black you are looking at the most that the paper
can give? Take another sheet of paper, and expose it all for
the determined time, eg 10 gecs at f/5.8, but before proces=-
sing cut it into 6 equal squores. Develop each of the squa=-
res for a range of times around the paper manufacturere rec-
ommended times, 1ie 1'30, 1'45, 2, 2'30, 3'30. You will usu-
ally be amazed to see that the black at 1 minute 30 seconds
i8 distinctly lighter than that of the 1'45 and 2 minute
strips, while the more extended times show no difference in
maximum black.

Pick that square which has just produced a maximum black.
Any perfectly exposed and developed negative (if such eri~
stg) printed on the paper you have just used (the choice is
yours, the test should be on a 'normal’' paper, or one whose
characteristics you happen to like) that contains a bright-
ness range of no more than 8 zones, exposed for 10 seconds
and developed for your determined time will give you the
ultimate 'fine print’.
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Underdeveloping will thus not retain detail, merely produce
¢ muddy print, but extended development will tend to bring |
down the brighest areas of the print, possibly zcnzs 8 &9,

contract slightly the middle zones, while little effect wzlll

be seen in the shadow arecs, 20nes 1 & 2. |

BAC’K T0 THE NEGATIVE.

In our sectiom on negative develqpers, we purposely omitted
talking about contrast control in negative develqpment as |
shown above for the print.

A rule of thumb exists that if the brightness range of your.
subject (sunny dey?) extends over 8 stops {wave your light
meter cround end see how many stops there are between ligh—
‘test and darkest areas). Reducing negative development will
herdly affect shadow areas (mafnly transparent perts of the
negative, but will reduce the build up of silver in the hzg-
hlights.)

4s a starter, asswme that a 10% reduction in negative devel-
‘opment will 'condense' the negative by ome zome, so that
zone 9 will 'come down' to zonme 8, and that negative will)
‘then be printable on a stenderd paper. - :
In prectice a 20% reduction in development time is all that
ie possible before shadow detail is affected. Thus a bright-
ness range of 10 zones is just possible, ie '"two stops' und-|
erdevelopment. '
The opposite of course erist&.... |
Under original scene conditions where the Dbrightness range
18 only 2-3 zones (typical grey english day?), overdevelop-
|ment in this case will also have little effect on the shadow
areas, but wtll build up silver in the highlights and incre-|
cse the 'zone' range, once again 10% extra development to.
‘expand 3 zones into 4, 20% to expend 3 zones to 5.
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AGFA PAPER DEVELOPERS |

|

|

| NEUTOL BL(ue black), NEUTOL NE(eutrol), NEUTOL WA(rm) i

'Brilliont working, wuniversal developers with good tonal

| consistency, high emulsion speed, and excellent stobiliza-
tion ogainst staining and hardness of water. Characteristic

| features of these developers are o quick build-up of image

| followed by slow but progressive development. They hove good

| working capacity and maintain their choraocteristics even at |

|high dilution. Availoble as pocks to make 2.5 litres stock

| solution, which is diluted from 1:1 to 1:3 for use, or os

| £litre liquid concentrates, diluted 147 to 1+15. The life of

| the stock solution once mixed is severol months. As this

| chart indicotes, the developers fit together as o system

[vhich can be wused to monipulote the image colour to where |

| you want it. Note- BL liquid works slightly cooler than the

! powder BL, so bear this in mind if you intend to switch from |

| one to the other in o run of prints.

COLD << —> WARM

et~
Brovira BL | NE| WA

| Record-Rapid J BL | NE i WA §
| Poririga-Rapid ] | NE f WA

. Nﬁumvt.ﬁﬂﬂﬂl’ﬂ- !
| ADAPTOL w‘ 'aws sy R

| Soft working poper developer which on its own results in o
| warm toned image with chlorobromide popers, ond acbout a
| urade softer than Neutol. Despite this,full blacks ore pres-
|erved. Image build-up proceeds rother more slowly than with
| the Neutols. Adoptol is paorticulorly recommended in two bath
| nevelopment, the image colour is influenced by the Neutol
celected as the second developer.

METINOL

5 developer designed for production of large prints and
yiont enlorgements, whose moin charaocteristic is o very slow |

wild-up of imoge, toking cbout 4 minutes to reach a full !
& tonal raonge. This helps to prevent spots coused by oir bubb—!

| 'es or papers overlaying eoch other. |

ff‘f‘fff‘l“f‘f‘!‘”
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EASTMAN KODAK PAPER DEVELOPERS

| Standard products 1n. the USA which ore often referred to in

darkroom manuals. Hitherto unovailcble in the UK, and not
matched by Kodak Ltd (UK) products, now specially imported
by us.

DEKTOL
Energetic developer yielding cold tones on Brovira (bromide)

SELECTOL AND SELECTOL-SOFT

Selectol ond Selectol Soft, oare a pair of developers desig~-
ned specifically for chloro-bromide popers. Warm working
developers, the Selectol-Soft produces a contrast about a
grade lower than Selectol, ond moy be used with Selectol or
Dektol in o two bath system.

Selectol comes as o powder to make 3.8litres of stock solu-
tion, dilute l+1 with woter for working strength solution.
Selectol soft is olso pocked os 3.8 litres, ond diluted 1+1
for working strength solution.

and relotively cool tones on the " chloro-bromides RecordE
Ropid and Portrigo Ropid. Pocked as o single powder to make
o stock solution of 3.8l (1 us gallon). Dilute this stock
solution 1+2 with woter for working strength solution.

Other controlling factors...DEVELOPER ADDITIVES-
BENZOTRIAZOLE will give & restraining effect, elightly
higher contrast and a cooling down of print tone. - Use 2
grams in 100 ml of weter, then use thié 1 + 50.

POTASSIUM BROMIDE will give slightly higher contrast and be
warmer in tone. Add ¢ pinch, or for consietency measure in
ammounts of a 10% solution.

Be prepared with both of these cdditives to increase your
print exposure.
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|
IBEFORE YOU DEVELQOP.cevessen

iNb printing paper caen obtatin the luminance velues of an ori-
i gincl scene, and to convey our representation of it we mani-
| pulate the tones, firstly cs we make the negative, cnd seco-
' ndly 4in the wey we . present this negative to a printing

peper.

' In the enlarger the two common classifications of light sou- |
| ree ere DIFFUSE, usuclly called 'cold cathode' from the i
| type of dﬁscharge tube in the light source, and CONDENSER.

| Diffuse illumination has en illuminated opal screenm somewhet
| larger than the mnegctive format being wused,acnd directly

cbove the mnegative, which by providing 'directionless'
lzllumtnatzon, (for comparison think of an overcast sky)
igives an wundistorted rendition of the tonal renge in the
| negative.

| Condenser illuminction however, generactes a parcllel beam of
| Light using lenses (compare to sunlight!), which by being
| scattered by the silver grains in the dense negative creas
will boost contrast in the highlights.
If you want to enhance the edge effects produced by ccutance
development go for condenser 1¢ghteng, but if you are azmzng'
for the 'open-ness' of toncl values in the print that is the |
' goal of many Americen workers, you may find diffuse illumi-
‘nation more useful. :
' In praectice this difference will result in cold-cathode |
| enlargers needing to go up about one .contrast grade on
| condenser enlergers. A lot of enlargers use illumination
| pitched halfway between these extremes. Bear in mind it is
| very easy to cdd some diffusion to a condenser enlarger, say
| by putting a piece of ground glass in a filter drawer.

This only really applies to silver negatives — the dyes used:
in the chromo-genic films do not scatter, only absorb, and
there should be no contrast difference in their use between '
the two light systems. '

™ N~ ™M rN ™ MM e NN ™ ™
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FLASHING

Put eomewhere between dodging, shading; and ferrieyanide in
your list of darkroom tools. In the case where you have a
lot of highlight detail in various parts of the image area
and need either a lower grade of paper (which might elose up
shadow detail, making it 'muddy'), or much local control
(not possible if the areas needing work are many and small),
contrast control by FLASHING is a useful technique.

Thigs 18 controlled fogging, but not to the point at which a
vigsible denszty is produced. If either before, after or dur-
| ing your main exposure the paper receives a small fogging
| exposure to white light, the highlights will be attemuated,
and ‘'drifted down' into the contrast range of the paper,
while the shadows will be little affected. The exposure nee-
| ded for this is very small, and must be determined experi-
| mentally. The effect is, of course, greater as tha flash
| exposure 1is increased. Use the enlarger, minus-negative,
with the lens stopped down. If you have a timer, a zero get-
ting usually gives small, consistent 'jots' of light that
' can be used to give a 'flashing number' to a particular box
cf paper.

TEST STRIPS

Most people use a logarithmic series of exposures on their
test strip when they are testing a new negative (2, 4,8,16
seconds ete), the altermative being a linear test in uhtch
you use a constant time between each step and obtatn a smal-
ler spread of densities.

Try the ZONE STRIP:-

A timing sequence derived by extrapolating aperture changes,
1.e. halving or doubling of 1light; 4,5.6,8,11,16, etc.
Choose a suitable enlarger lens fstop to give an appro:zmate
erposure time of 10-15 secs then test:-

erpose £ Sgecs 2 3 4 6 10 |.
total time: Ssecs 7 10 14 20 30
/£ very useful test strip for basic exposure and any dodging
o burning required.
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FROCESSING A.D. (After Development)

The stages of print processing after development are often
neglected, but have a lasting effect on the appearance of
the finished print and especially it s life expectancy.

STOPPING

Use a stop-bath for all papers after development, which can
be either a 2-3% acetic acid solution or 4% sodium
metabisulphite, or one of a number of commercia.ly available
baths that include an 1indicator. The stop-bath neutralizes
the alkaline activator of the developer carried over in the
emulston and base of the paper, terminating development
quickly, and preventing staining as the paper hits the
firer. Espectally recommended before a rapid fixer, and
egssential when a fixer contains no acid.

[ PATERSON ACUSTOP ‘
Indicotor stop bath,small packings of 55mls or 500mls,
dilute 1+30 with woter. The indicaotor does not seem to have
the problem of flocculotion that we have noticed with some
| other stop baths. -

FIXING

The print must be fixed to remove undeveloped silver halide
which if remaining wou ld 'print out' to silver and mask the
Jzveloped tmage. However the fixing agent wused, wusually
sodium or ammontium thiosulphate, must itself be removed, as
i1: contains sulphur and will react with the silver of the
iage, converting it into silver sulphide. Even a trace
quantity remaining provides a handy source for this
reaction, which may not be apparent for many years.

A related problem is the quantity of the silver/thiosulphate
pooduct building up 1in the fixer bath. Fixing, although
usually explained as a single step, 18 a series of reactions
involving several successive stages of complexr molecule
Jormation. (By complex molecule we mean an unstable,
iransient grouping of the atoms involved).

B o B L B o B o T o Y Y Y
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iver bromide. _Ahiosulghit |
from, endsion , ¥ (Aix) v 1 otedd
AGBr + (5,05)" =——————3> Ag(S,03) + Br nigai nBLE
F8(5,097 + (5,09°7 wmmSs RG(5,05),%" o ey

3- 2- s. 2t [y
Ag(8203}2 + (8203) —_— Ag(5203)3 Prgdud‘t_; e

SOLUBLE

STAGE ONE

The First fixation product formed is almost insoluble, not
easily washed away.

STAGE TWO

The second and third are more soluble, but only form when
there ts plenty of excess thiosulphate available.

THEREFORE, if a print is fived in an exhausted bath, a large
proportion of the insoluble complexr will remain, to degrade,
and assist in the degradation of the image, to yellow silver
sulphide.

To safeguard against this, we can either process only a
small amount of paper in a fixer bath,i.e. 50 many prints
per litre of solution, before the 'silver safety level' is
reached, or use a two bath firing system.

Thz first bath will take the print to stage one, the produc-
tion of the ingoluble complex, and the second bath will fin—
i18h the job by rendering this product soluble (now a stage
two thiosulphate compound) and capable of being washed from
the paper

OVERFIXING :

Out of the frying pANeececse Extended fixing will give thio-
sulphate and silver thiosulphate molecules ¢ chance to
'bond' onto the fibres of the paper and should be avoided cs
much as inefficient fixing. It 18 because this is so easy o
do with concentrated fixer that we do not recommend its use
as outlined in Ilfords archival processing sequence.

I
|
!
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GETTING FIXED

Most stondard fixers con  : used with our ronge of Agfo pop- |
ers. Three fixers thot we know ond love {ond stock), oll
ropid fixers bosed on ommonium thiosulphate: '

AGFA AGEFIX s |

Liquid fixer, 5 litre concentrote, dilute 1+4 for film, 149
for paoper. CONTAINS NO HARDENER.

AGFA ADITAN HARDENER

Add ot the rate of cbout 15parts of Aditan to 1000 ports of
working strength fixer, (15mls to 1litre).

KODAFI X )
Liquid fixer, 500mls ond 5litre contoiners, dilute 1+3 for
film, 147 for paper. HARDENER INCORPORATED.

- ILFORD HYPAM °

liquid fixer, 1llitre pocking, dilute 1+4 for film, 1+9 for
poper. CONTAINS NO HARDENER.

ILFORD RAPID HARDENER

Add ot the rote of 1480 or 14160 to working strength Hypom.

_ We recommend the use of a hardener in
[M'ﬁ 1'.' all fibre paper fixes (BUT DON'T OVER-
:i r‘ DO IT -see later. We would be interes-
ted to hear of any situations where a
a non-hardening fix is preferable). The
emulsion of Portriga Rapid is hardened lLess than the other
papers, swells to a greater degree, and so when heat dried
(ugh!) must be used with a hardening fixer.
We have found that the surface characteristics of Record Ra=-
pid paper are modified by the amount of hardener in the fi-
xer.In an wunhardened bath the surface appears as almost
semi=-mati, while in 2 well hardened bath ycu get a2 Lustrous
glossy sheen- impossible to describe adequately! If you are
selenium toning, the hardener seems even more important, and
the ‘chalky 'marks that sometimes occur through heavy hande-
dness in the processing or wash baths can usually be persu-
aded to disappear ‘if the prints are put into a dilute,
. plain, hardening bath, (Hypam hardener 1+160) for a couple
of minutes.

™ ™M ™M MmO e
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WASHING

Washing i8 as integral a part of the process as development,
and it is at this stage that a high concentration of fixing
agent trapped inside the porous paper must diffuse out, the
rate at which it diffuses depending upon how efficiently it
is being removed from the surface. The most important aspect
of the washing system must then be the movement of water
over the surface of the print. Assuming this is doing its
job we mnow have wash water which is actually dilute firer,
and the presence 1in the wash water of the product we are
trying to cleanse inhibits the washing process. So if we
can "dump" the whole wash bath at regular intervals or at
least ensure a regular replacement of water throughout the
washtank we have an effictient system. :

nw
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Winsi MADE EFFELTIVE BY RAPID REPLACEMENT OF WATER
IN TiHiS BovANDARY AREA

There are several types of wash system that combine in diff-
erent woys the two foctors of turbulence and water replace-
ment. Some even go to elaborote lengths to rock the print.

Wa have found the ‘EPIC’ wash sink to be most effective, the-
main feature being water entering ot the bottom, producing
swirling, large volume for dilution, ond o siphon which
empties the sink periodically.
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KODAK AUTOMATIC TRAY SIPHON :

The wosh sink is, however a permonent installation, requir-
ing a foir omount of space. A wuseful device is the KODAK
AUTOMATIC TRAY (or Dish for British reoders) SIPHON, which
clips onto any developing dish converting it into on effic-
ient washer. '
This must be one of the oldest gadgets still in production,
evident from its ‘Odeon’ styling. It first come on the mar-
ket in the ‘20’'s, monufocture was discontinued by Kodaok Ltd
over here in the ‘60°'s, but continued in the USA, whence we
now import it. -

It comes complete with hose ond should be used with o dish
ot least one size larger thaon the print being used to get o
good swirling oction.In our tests it has reploced the woter
in o 16x12” dish in 13 minutes.

Useful if you connot offord the spoce for o permonent waos-
her, or if you need o wosh ot on intermediote point in the
process line, such os o ‘holding troy’ gothering prints
prior to selenium toning.

B e T o B o T T T T T
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DRYING

Having produced a quality print to the highest specific-
ation, it seems pointless to take short cuts in the drying
stage which can damage its surface, shorten its life and
thus reduce its potential value.

Of all current methods, we prefer the 'line drying' method
outlined below.

The most popular way of - drying fibre prints normally is by
some form of heated drying machine,. a rotary glazer or a
flat-bed glazer, 1in which the print is held onto a heated
metal surface by a eanvas apron. Avoid it!

Heat will curtail the life of the print by damaging the str-
ucture of both paper and gelatin.The blanket can hold traces
of hypo from imperfectly washed prints which will transfer
onto subsequent prints. In addition, it is very easy to
embed fibres from the blanket into the print, and otherwise
mark it. If you must use this method, at least use a good
blanket and wash it frequently. |

In the final wash put
{% -11 two prints back to
nBer IP back, and pull them
out of the water,

whereupon they will
immediately cling to each other. Peg
them on the line, preferably with plast-
ic clothespegs, and attach two clothes—
pegs to the Llower corners. A single
print will curl severely, but as two
prints dry the curl of each will counte-
ract, and when dry after a few hours
will give relatively flat prints which
can be finished by pressing. On prints
of 16x12" and over we recommend pegs
along the edges as well, to prevent buc-

kling.
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SCREEN DRYING

The Americon method using a plastic or muslin mesh screen
with freedom for air to circulate on both sides, Since the
prints must be plaoced face down to prevent excessive cur-
ling, some hardener must be present in the fixer to prevent
marking on the print surface. Even so there is o high chance
of domage. When dry some flattening may be necessary. 1

&BCHIVAL BLOTTING PAPER
The moterial we stock is white, wood bosed, and entirely
ocid free. Packed in 50's of 21"x17".

Squeegee the first print, and place on o blotter. Place ano-
ther blotter on top, followed by cnother print, ond so on
until oll - the prints are stacked between single blotters.
Now turn the stack over ond repect the operction, but plac-
ing each print between three blotters. Place on evenly dist-
ributed weight over the pile, ond leave for about half an
hour. Finolly, repeat the process agaoin placing eoch print

between three blotters, and leave until dry, If you‘ve still
got enough energy try our line drying method ond go to bed.

In other words, not especiolly recommended. Anything which
involves touching the surface of the print, most of cll the
soft-emulsioned chloro-bromide popers, is o source of domage .
While some people are succesful with blotters, many others
find they are having to cope with o lot of re-printing.
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FLATTENING

After all the above methode of drying, ‘a ecertain amount of
curl may remain tn the print. An effective method of remo-
ving this is by flattening each print in a dry mounting
press between two sheets of acid free board or paper for
about 30 seconds at about 250 degrees F. Make sure that the
material in contact with the print has been dried beforehand
in the press, or the print surface may be marked.

If you do not have access to a press,flatening oveneath a
weight is just as effective, but takes longer, start at 24
hours.

While we feel that moderate heat, on a DRY print is not too
deleterious, its absence 1in true archival processing is
preferable. .

An old method of flattening is by 'breaking', consisting of
pulling the print face up over an angle, such as the edge of
a table. This 1is definitely not recommended with modern
glossy papers as it will crack the supercoat.

GLAZ ING

MIRASOL

Glazing is o little used process these days, if you do glaze
we have Tetenol‘s ‘Mirasol’, one of the very few glazing
solutions left in manufacture, which ossists in giving o
mirror like surfoce, and separating the print cleanly from
the glozing plate or drum. .
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3 The surface of baryta papers is very
*ﬁn 1: sensitive to drying conditions,you may
ifar l; vary the degree of gloss to a level
which you find most pleasing by alter

ing the drying temperature or time.
Faster drying (warm darkroom), produces a higher gloss,
whilst slower drying gives a more matt finish and reduces
paper curl - the choice is yours! It is possible to increase
gloss by soaking prints in a dilute solution of hardener in
water and redrying after a short wash, but be aware of the

possible effects of extra hardener on the prints life.

Black marks on print edges or blue
black smudges which sometimes appear on
lighter areas of a print, are most com-
monly caused by contact with - tongs,
especial care is needed in  the first
rew seconds of development. The importance of a fresh.stop
bath is often underestimated. Restrain and resist the
temptation to put the white light on too soon after the
print has entered the fix, a pity to spoil a master print at
this stage.

Portriga-Rapid in filigran semi-matt

{% ‘1} surface- many people have complained of

nae" P small white spots appearing at random

their prints. Before you start suspect-

ing a paper fault, try adding a few

drops of wetting agent, and you will probably cure the

fault. The fine texture of the surface holds small air bubb-

les as the paper enters the developer, which prevent

development at these points. Apart from wetting agent, also

try changing the way in which you slide the print into the

developer, and if you are still plagued with spots, try a
water bath before developing.
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ARCHIVALISING
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There +ie mnothing myetical about this.It meanc that iinctead
of processing to the bare minimmm requirvement [or normal usz
and storage we extend Our processing sequence o give mari~
mum possible stability to the materials.

NEWTHINK - recent research by Ilford, as discussed 1in
'fixing' section indicates that total elimination of hypo is
undesirable, and a troce cmmount should remain... however
this trcce ammount 18 8o small that until we find a
preetical method of checking 1t, wuse HYPO CLEAR cs detciled
gver the . page, cnd assume you are clearing down to this
evel.
In c¢ddition, for 'stcte of the art' image protection some
form of TONING is desirable... see overleaf. '

TECHNICAL BACKGROUND -~ Silver photographic matericl can be
stabilised, or 'fixed' by severzl different agents. One of
the reasons why the major cgents in use todey, sodiwum and
emmonium thiosulphate, give good image stability is that
during fixing a proportion of 8tilver sulphide is formed,
which can be & high as 10% by weight of the image silverd
As with sulphide or selenium toning this protects the silver
image from oxidation. A very small ammount of thiosulphate
remaing in the photographic emulsion, in balance with the
sulphide. Total removal of ALL thiosulphate at some point
after fixing will have the effect of reducing the proportion
of stilver sulphide formed, and thus the stability of the
image. Consequently hypo-elimination should be looked on
with suspicion— the trace remmants of thiosulphate remaining
after hypo-clearing would seem to be about right. If this
besic protection cgn be re-inforced, the print stability

will be improved further, and this can be done using ¢ toner
on the mcterial.

¥ ‘Stability of Black & White Images’ Beveridge/Cole,Ilford Ltd
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. A |
If you are not toning your prints, or went to use c!
trectment that does not change the appearance of the image |
in eny wey, cnother trectment is a bath conteining thiourec,
which encourages the formation of ‘e larger cmmount of
sulphide. This 15 the main constituent of the Agfe
stabilising bath 'Sistan'.

—_ = R

The two processes that both work to reduce hypo in the pz'intj
are often confused with each other.

HYPQ CLEARING

If you go no further it is worth using this low cost bath,
which greatly increases the speed and efficiency of the
wash, espectally when this is using cold water.

In the second world war it was discovered thet sea water
washed hypo from photographic materials more readily than
fresh water. Adapting this, a combinction of salts was was
found which was harmless to the to the print but had the
same effect. It works by ion exchange, displacing thio-
sulphate in the emulsion, baryta layer and paper base which
can then be more readily washed out.

If used for standard print processing it can be considered
to cut washing time to one third, for example a ten minute
wash for single weight paper instead of thirty. However when
applied to archival print proceséing requirements, HEypo
clear followed by an extended wash will give a freedom from
residual chemicals impossible to achieve by washing clone.
This bath masquerades under various manufacturers guises,
including Ilford Washaid, Permawash, Speedwash. .
Hypo clearing +is essential when selenium toning and gener—
ally good practice before weshing all filme and papers. Gets |
rid of hypo, saves water by reducing washing times, a boon
for conservationists! :

—— e —

KODAK HYPO CLEARING AGENT

Perhaps the cheapest part of photography, powder packing to
make S5litres of stock solution, dilute 1+4 with waoter and
treat prints for 3 minutes.

There are many people who think that the use of  Hypo clear
is of even more volue with the negative thon the print.Point
| for debate?

N O Y N M M M e pen e
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‘ BYPO ELIMINATION

{The stage that chould never be necessary, and which now
begins to 1look of dubious value. Some -conservationicts
lcategomcally state that it should not be wused ¢s it will
'damage the peper fibre. If overfixing has taken place, this
\ final bath of ammonia and hydrogen peroxide breaks down any
\remaining 'bonded on' thiosulphate complexes into sgoluble
"'ulpkate, which can be readily washed out of the paper.You
|have to make it up yourself and it has a VERY short working !
\1ife.Do not store the mixed solution in a stoppered bottle
|or the gas evolved may break the bottle. For interest, here |
|18 the formula:
[

|FGI' _LA:

Kodak Bypo Eliminator HE1
Water 500 mL
Hydrogen Peroxide 3% 125 ml
Ammonia solution 100 ml
(1 part 26% ammonia to
9 parts water)
Water to make 1 litre

The 1ingredients are available from your local chemist! Use
wmmediately after preparation, after the hypo clear stage,
prior to washing. Treatment time about 6 minutes. Capacity
about 10 prints per litre. Not recommended for film.
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REVELATIONS

EASTMAN KODAK RAPID SELENIUM TONER......

"I feel that selenium toning is the most vital and effective
modification of the plain silver image.... producing a print
image of maximum beauty.... I urge the photographer to see
for himself how great the advantages of toning really
are.... definite enrichment of values throughout the print;
the illusion of luminosity is enhanced.... it has a profound
emotional effect.... I prefer the Kodak Selenium Toner"....

to quote from Ansel Adams technique classic,'The Print!'.
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| TONING FOR PERMANENCE |

 Here we mean the use of a "toning" solution, not for a gra-
| phic effect, but to replace or surround the silver grains of !
itke inege with a more stable metal, rendering thz imuge more |
permancni, as silver 18 a reactive metal aidl susceptiblz to |
'| ﬁ%ﬁk From various gaseous pollutants, and storage mate-
\We are the sole UK agents for Kodak Rapid Selenium Toner, |
:whf,ch has been long established 1in the USA, Dut hitherto ‘
| unobtainable here. Kodak aren't giving the formule away, |
icmd it 1ig generally regarded as being the most versatile of |
ftts type. It ie possible to produce your own toner, but not |
' to be recommended as selenium is an cccumilative poison(like |
| lead), 80 unless you have access to a Ffume cupboard, forget |
|it. We stress that when using selenium toner you must take
:sensine precautions to avoid skin contact with it, use
gloves and tongs, it can be ebsorbed through cuts and poss-
ibly skin itself! Be especially careful if you are using it
at higher than room temperature.

| KODAK RAPID SELENIUM TONER !
A single solution, Kodaks Rapid Selenium Toner gives a vari- !
ety of effects depending on the type of poper and the dilu-
tion. Tonal shift is most marked with chlorobromide popers
in which a cool brown with purplish overtones is produced at
a dilution of 143 ports of water. At higher dilutions, 1+10 |
| to 1415, the process proceeds mcre slowly ond can be termin-
|oted before a colour change takes place. Instead a slight |
l*conling off’ takes place, and the print is generally enhan-
|ced in oppearance, the blacks becoming deeper ond the high-
| lights more luminous.

iCbught at the right moment, an effect called "split toning”
| takes ploce, in which the lower densities change in colour |
(while higher densities remain unchanged. This occurs readily
'with Record Rapid and is most cpparent with contact speed
|popers. The secret lies in the tempercture, of the
| DEVELOPER, which should be higher than normol, and for
| consistent results mointained very accurately.

L ;
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(GOLD TONING ' _ T

1 gold toning beth has always hed an ambiguous place in
\processing. It was first used on calotype prints in 1847 as a
treatment to improve image tone and permanise, and while it
6till does both of these, most texts refer to either one or |
\the other aspect. _ .
Used on a previously sepia toned print it will give a rich
\red tone, but on an untoned print will 'eool' the image, to a
\greater extent than dilute selenium, and as usual this is
most evident on the warm chloro-bromides. It will give the
coldest tones we have ever seen on Record-Rapi s Which can be
\taken to the same sort of tone as a bromide paper.

Bearing in mind the grievous cost of gold and its salts, it
‘must now be the most expensive method of obtaining a red tone
available, so if this is what you need, investigate the other
methods first. ,
Used on toned or untoned papers, gold will give a high degree
\of image protection- but not to the same level as seleniim. |
Thie is according to recent research by Ilford, and reverses
Ithink{.ng up till now. With the difference in price, we're not
erguing! l

| I
There are several formulee, cll similar. Here 18 an example: l
]Vater 750ml

\Gold Chloride,

1% stoek soln. 10ml

!Sod'z'.um Thiocyanate 10g

IVater to make 17 i

The gold chloride is supplied as sodium chloro-aurate, and to |
make a 1% solution dissolve Igm in 100ml water. The working
\life of the mixed toner is short, so 1f you need ¢ quantity
mix up the gold chloride and sodium thiocyanate separately in
500ml each, and mir them just before use. The litre of
‘working solution will treat about 8 10x8" prints. -

Alternatively, we have one of the very few proprietary gold
toners... : s

TETENAL GOLD TONER |
Somehow Tetenal have contrived to produce «a single solution
Gold Toner, and the 1 litre working solution supplied con be.

re-used until exhausted, which will be in approximately 40
10x8" prints.
s = = = PR L ] =
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A SUGGESTED

PROCESSING SEQUENCE

Develop

Stopbath

Wash

Wash

Hypo Clearing Bath

OR Toning

To completion. Manufacturers recom-
mend 1.5-2.5 minutes, but do your own

tests.

Minimum 10 seconds. Preferably use a

stop bath with built in indicator.

total time in the first,

remainder in the second.
first bath has had approximately 40
10 x 8" prints per litre, discard it,
replacing it with the second,

make up a new second bath.

Quick rinse. A more thorough wash of
one minute will prolong the life of
the hypo clear bath, but hypo clear
is cheap and normally discarded bef-
ore exhausted. Prints can be .
at this point before hypo clearing or

toning.

continuously.

proceed simultaneously.

Agitate continuously. Remove when the
desired change has taken place, which
in the case of chlorobromide papers
will be about 5 minutes. Perform this
step in daylight, or at any rate good
light, with a reference print
alongside in water. Keep looking away
from the toning print so that your

High Speed Fixer 2 bath fixation, 5 minutes in each
bath. Make up two separate baths of
the same volume, fix for half the
and the

When the

2 minutes, Kodak Hypo Clearing Agent,
stock solutlon diluted 1 + 4 Agitate

Kodak Rapid Selenium toner made up at
1415 in working strength hypo clear-
ing agent. Hypo clearing and toning

eye does not adapt to it's changes.

30-60 minutes in an efficient print

washing system.

and

'held!’
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| TONING TO CHANGE COLOUR
|

|

| Other toners also act on image silver, producing compounds
| such c¢s silver sulphide which are also emremely stable.
| Image colour is appreciably altered, changes in tonal range
| oecur, and prints are permanized to varying degrees. Most
| toers work more effectively on chlorobromide papers. The
' effect on resin coated papers is less predictable and there
| seeme little point in wusing them for extended rermanence as
3 print life is limited by the low stability of the base.

| Here ie a brief rundown of the approximate colours produced
| by the different salts. [

Sulphur _Warm black to sepia |
Hydrosulphite Warm brown/sepia ‘
' Gold (untoned prints) Blutigh-"cooler'
| Gold (on sepia toned prints) Red
| Tn (stannous) Pm'ple—black/eepw _
| Selenium (full tone) Purple-brown to warm |
: brown ’
Selenium (light tone) 'Cooler' ,but splitting
‘ as print reaches full
' tone stage. [
‘ Copper Warm black to red
| metallic
| Uranium Warm black to brick red
| Vanadium (on untoned prints) Yellow ;
| Vanadiwn (on iron toned prints) Green ‘
| Nickel Red, red-brown to mage-
| - nta. |
| Iron Blue ,

' Some of these are not commercially available and have to be
| made up to formula. Some of them are hazardous materials to
. deal with and great care should be taken with all metal |

salts. E

J
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| AGFA_VIRADON _

|Europes‘ favourite, brown toner similar in oction to the

' Eostmon Kodak product in a smoll pocking of 100mls. Diluted
1450, (or even further) gives neutral brown tones.

| TETENAL TRIPONAL 1.251 stock soln.

‘A two both sepic toner with o charocteristic ginger brown
‘hue. Excellent, but illegal and immorcl, for forgeries, oge
con be classified according to emount of bleaching.

BERG BLUE TONER 1 US quart ond gallon

'Brilliont blue toner, single solution. The quart size is

'sufficient for about 30 B8“x10" prints. It is controllable,

iand by wvorying immersion time varying depths off colour are'
| achieved.

| BERG BROWN/COPPER TONER 1 US quart and gallon

' Single both toner giving very controlloble results from
islightly warm brown to rich metollic copper. Original tones
| can be recovered in print developer, thus allowing greater
| experimentation. ’

|

| TETENAL ORANGE and UMBRA TONER 1.251

‘Two toners in one. A kit containing o bleach, which is)
| followed by either aon orange toning solution or umbra (deep
| brown) solution. The capacity of each part is cbout 50 10x8"
| prints.

| .
' N.B. A toner using a bleach (usually ferricyanide) before,
the toning stage, & working on the re-halogenised image
\silver, that is, which has been .converted back into
colourless silver bromide/iodide/chloride. A single bath
toner +is displacing, or forming an amalgam with, the!
| original silver itself. Consequently e single bath toner,
|will tend to retain the darkest tones, and let one use a
lighter, or more pastel colour change. |

| |
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EASTMAN KODAK POLY-TONER !

Speciclly imported from the U.S., this toner, ‘con give depe-
nding upon dilution (143 to 1+50), o voriety of effects. At
full strength (1+3), it is similar to Rapid Selenium toner,
while at maximum dilution(1450), gives a pure brown (no
red/purple). Intermediate dilutions give intermediaote col-
ours. The toner has both sulphide ond selenium components
and thus gives good protection to the print.

EASTMAN KODAK BROWN TONER
Another special import, this is o sulphide bosed toner used
ot o dilution of around 1 + 40 to give o pure brow. tone. It

it mointains @ good maximum density, and no ‘overprinting’
before toning is needed.

give intermediate tones. Contrary to bleach out processes, |

is a single solution, orid immersion times con be varied to |

1

O oy el PEEETY
| When using toners you may run into the problem of a dulling

| of the print surface when dry, poesibly coupled with
'ehalky' marks on the surface, whereever the print has been
touched. Here is a list of the remedies we have assembled so

| faxre
' 1 Increacse the hardener content of the fixer or try a sep-

; arate hardening bath at the end of the process. See hard~ |

ening section. -

2 If you are toning regularly, try re-using your toner and

: replenishing it, that is, discarding a certain ammount,
h and topping up with fresh solution. Several workers are
doing this with selenium, and recommend it highly.

' 3 Lightly swab the print ag it comes out of the wash.

| Try one or all, 1if'you discover anything new please report |

in!
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As well as the above sulphur and metal toners, yet another
| spinoff from colour material technology is DYE-COUPLED DEV-
| ELOPMENT toning, in which a coloured dye, or series of dyes |
‘is produced 1in proportion to image silver, which is then

| removed to leave only the dye image. They are more complex
\to use, but offer a wide spectrum of colours.They do not
offer outstanding image permanence, which will be comparable
\to standard colour materials.

Another adjunct i in the sets of PRINT DYES, which dye the
paper base, leaving the image untinted.

— L e

TETENAL MULTITONER

Chromogenic toning kit, working by dye-coupled development,
os with colour film processes. Literally any type of black
ond white moterial may be processed to o wide vdariety of
|coloured tones.

| COLORVIR :

‘A highly versatile toning/tinting kit, which although requi-
ring some degree of manucl/mental dexterity, to achieve pre-
Idictoble results, offers effects such as posterization, sol—[
erization and others; which are normally only obtoinable
with colour papers. Not reccomended for fibre paper.

|Full instructions in a separaote Colovir manual.

|
| SELECTACHROME by Rocklond Colloid

|We ore sole agents for this USA product, which is o basic
low cost chromogenic developing kit, but still offering the
possibility of producing 2 ond 3 colour images with
successive exposures and developments. Includes the three
couplers yellow, magenta, and blue. ¢

PRINTINT by Rockland Colloid

Sole agent. Contoins three dyes, which are used drop-wise,
either singly or in combination to cover the whole colour
| spectrum. Dyes the bose, NOT the image.

!

| PHOTO-COLOUR DYES |
' For hand tinting small details in black and white imcges, as |
opposed to the whole print, this kit of 12 colours is'

excellent value for money.
L= — —=i
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ROCKLAND COLLOID PRODUCTS |
'Rockland are an American manufactirer who speciclise in|
 producing photographic treatments thot stretch the moterial |
ond the imagination, ond since we became sole distributor |
over here we have brought in several new products.

|
f
|

LIQUID LIGHT |
Subversive action...do away with paper manufacturers? :
| This matericl is @ liquid emulsion which you can coat onto |
almost any surfoce. Glass, wood, ceramic, ocrylic, stone,
| convas, cloth - you nome itl Eoch pack contains sufficient

|

'emulsion to cover cbout 8 square feet.

Ag

‘A de-luxe Liquid Light, being faster, and with o greater
| silver content, moking it suitaoble for very lorge images, or
where a traonsparent image with high maximum density is|

needed.

| FABRIC SENSITIZER

' Liquid light is o relatively expensive way of covering lorge:
oreas of fobric, and this is o more suitoble clternative. It

‘relies vpon the fibre of the fabric to hold the silver |

;particles, instead of the gelatin binder in Liquid Light, |

|and for this reason is only suitable for porous natural |

| fibres, ond not synthetics. It needs o full size negative to|

' contact print onto the sensitized fabric.

SILK SCREEN EMULSION |

' This is an enlarging speed silk-screen emulsion, which cuts |
out the need for o some-size positive and U.V. light source,'
ond mokes the silk screen process much easier "to perform
under domestic conditions.

HAL OCHROME
' Silver toner! It deposits silver metaol onto the block silver
of o print image, leaving a shiny metollic finish.

T T O O o R T O T B
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MASKSTRIP RESIST

Not by Rocklond Colloid, but it seems to fit in here. This
is o liquid plastic - which can be pointed onto any
photographic surface. It dries quickly to form ¢ woter and
chemical proof skin, which will protect the pointed areas
from subsequent dyeing ond toning. After use it is peeled
off in one piece. Another toner could then be used...the
possibilities are endless. Unless you ore going to throw a
brush away every time you use it, you will also need the
brush cleaner solution.

P.S. Also can be used os a resist for moking etched printed
circuits| /

LAST WORD... on 'hardening' - a modern mystery

The sole official function of an hardener is to limit the
amount of water taken up by a photographic emulsion, by
cross linking gelatin molecules, thus stopping it swelling
to its normal extent, and making it more resistant to abra-
sion, -especially while wet.

If you are selenium toning, you may find the surface of your
processed print broken by chalky marke, particularly in
areas where 1t has been handled. An overall ‘dullness' to
the surface may be apparent. Our theory, backed by Kodak, is
that the series of baths from alkali through acid and back
again to alkali, is breaking the supercoat of the paper. To
cure; start increasing the hardener in your fixing bath, or
if Yyou have marked prints that you wish to save, put them
through a plain hardening bath, followed by a thorough wash.
The hardener appears to reform the surface of the paper, and
give an added sheen.
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The emulsions of most papers have been prehardened to a cer-
tain extent, to prevent them from disintegration during the
rigourse of processing. Some papers appear to have less inhe=-
rent hardening than others, +in the Agfa range these being
Record Rapid and Portriga Rapid, and these are the papers
most liable to damage in.processing. Some manufacturers do
not recommend the use of an additional hardener in paper
fix, but this could have much to do with their insistence
upon minimum processing times. The compactness of the hard-
ened emulsion demands somewhat'longer washing, but because
most printers work with a flow process, longer washing is\
not much of a problem.

Exactly how hardeners work with the paper 1in the long term |
ie still debatable; research has onlty just begun. However,
it 18 reasonable to asswme that it is one of the most impor-
1 tant factors goverming the state of the processed sil-
ver/gelatin paper emulsion and its potential life in our
collectives.

The hardening agent used 1in the paper may be alun or
formaldehyde, and formaldeyde in particular has questionable
properties, being an agent giving 'after-hardening', in |
which hardening of the emulsion continues long after the

treatment has ceased.

The consensus 18, then, for contemporary printe, to use as
much additional hardener as is needed to the paper fix, to
ensure protection, when wet, against physical damage, but
until we have a fuller picture of its effeets, certainly no
more than that.

| Conservationists on the other hand, when dealing with |
antique prints, rather than use a treatment of uncertain
properties on valuable material, are defering the use of
hardeners as recommended in many restoration techniques.

| Something we at Goldfinger, amongst others, would like to
| see are the hardening agents incorporated in the paper, as !
%well as all other components, stated by the manufacturers on
| the paper box. Let us work towards it!

—— )
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SPOTONE 3 & 6 bottle kits

The most effective print ret-
ouching system that we know
of, which we import from the
U.S.A. It consists of a set
of six dyes, no 1, (blue-
black), no 2 (selenium—
brown), no 3 (neutral black),
no 0 (olive black), B (brown)
ond S (sepia). Using these a
mix may be obtoined to motch
any black ond white paper. : .
A comprehensive mixing chart is included in the kit. An out-
standing feature of the system is thot the dye penetrates
the emulsion leaving no visible surfoce residue, thus making
it undetectable. '

A three bottle kit, suitable for oll except toned or very
warm papers is also aveileble, containing dyes 1,3,and 0.

SPOTOFF ‘
A two solution controlloble
bleoching outfit, for remo-
ving black spots on the
print, or general reduction
work. The solutions are ‘A’,
on activator, and ‘B’, a
bleaching agent. They con be
mixed in different rotio,
and with water depending
‘'upon the type of action reg-
vired. An advontage of Spo-
toff is that the dried print
may be worked on, although
it is easier to monipulate o ‘wet’ print. Slight changes in
colour between the bleached and unbleached image may be eas-
ily restored by wusing o light waosh of one of the Spotone
retouching colours.,
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DROPPER BOTTLES _
Once you have the right mix of Spotone don‘t let it dry up)|

on the pallette, keep it for posterity.

RETOUCHING BRUSHES ’

Groded 00 - 5, 0080 being the finest. For normal work 0 or |
will prove the most useful.

RETOUCHING KNIVES :
Knifing is an art which hos largely died with the uprise of
the miniature comera, and its moin use is in removing black
marks from the print. We have several kits of knives which
include grindstone, or originol Swann-Morton Scalpels with
interchangeable blades. A slight flexing of the blode is
desirable, which is drawn lightly over the surface, held
almost perpendicular to it, so that o fine ’‘spray’ of gelo-
tin is removed. -
Several strokes should be necessary to get o perceptible
effect. You would be oadvised to practice on scrop prints
until your skill has developed.

COTTON PADS

3“ square, in packs of 100, made of o specially prepared
cotton material which does not breck up or scratch. Devised
for grophic arts applicotions, these are useful in any oppl-
ication where the print must have friction brought upon it,
as in removing fingerprints, or opplying solutions to the
emulsion during processing.

COTTON GLOVES
Sold per ambidextrous poir, essentiol when hondling prints
during mounting, or print retouching.

™ mV rm O e MMM
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PRESENTATION; MOUNTING & MATTING page 67

PRESENTATION AND PRESERVATION (Protesl §Sunive !

Mounting has several functions; to present your photographe,
to prevent physical damage, and to prevent chemical deter—
toration. Choice:- One, two, or all three? Consider to what
standard you have processed your prints, and kow long you
want them to endure.

Physically, it 18 desirable to mount/matt prints to avoid
damage in handling or jfrom neglect.

Assuming the print has been processed correctly, (and for
long storage we mean archivally), chemical damage originates
from acid bearing materials it comes into contact with,
these being tmpure mounting board, wooden backing material,
standard adhestive tapes and adhesives, as well as acidic and
sulphur laden substances dissolved 1in air borne water vap-
our. These may be absorbed by the print and its environment.
The main contributors here are industrial, petrol and domes-
tic otl fumes. To combat these you will find many materials
designed for long term storage described as ' buffered' to a
certain 'pH', and hopefully declared 'sulphur free'.

n.b. The pH scale, moving from 0 to 14 is a measure of acid-

ity, or lack of it (alkalinity). So called 'neutral', really
a balance between acid and alkali is designated pH 7. A sol-
ution of a substance in water with a pH less than 7 is ter-
med acidic, greater than 7 is termed alkaline.

- . acid - alkoli

-—

Consequently a material may be manufactured incorporating
'alkaline' elements to neutralise incoming 'acidic' elements
from the atmosphere. This is termed 'buffering’.
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Ideally in an archival mount there is no bond between the
print and the mount. The print can be removed and subse—
quently rehoused, when the 'alkaline reserve' has been depl-
eted. A wide border around the print, serves to protect the
print from acid or sulphur migration from the sides of the
frame itself. If a dry mounting material must be used, it
should be one designed for maximum stability and permanence.
(see later)

ACID FREE MOUNTING BOARD i
Cheap papers and board are made from chopped and chemically |
processed wood pulp and consist of short fibred material
which easily absorbs and holds onto airborne acidic and |
sulphurous droplets. Bogrd 4s made by laminating several |
sheets of paper together, cheap board is often faced with a |
quality paper while behind it is incompletely processed wood
pulp material. Lignin and other materials contained in inco-
mpletely processed woodpulp form acids and peroxides on
aging which will form yellow silver sulphide from the silver
in a print in close proximity.

Paper art works may be adequately protected with an aeid |
free material. Photographic works with a gelatin silver |
wmage, however require more stringent controls and, in part- |
tcular must be sulphur free.

We can make a distinction between types of apparently suit— |
able quality mounting boards - ' ‘

1. 'Museum Board', prepared to the highest possible speci-|
fication, from fully processed 'rag' pulp (usually Ilong
fibre cotton). The board will be acid and sulphur free and
'buffered’ with an alkaline medium (usually caleium carbo- |
nate) to maintain a neutral pH. '
2. 'Conmservation Board', similar in appearance and usually |
lower in price, frequently made of wood pulp and often part
of a range including dyes for colouring. 'Acid free', but
may contain traces of sulphur. .

It 1is possible to apply relatively simple tests to doubtful |
matertals to check on their acid, sulphur and lignin(ground |
wood) content. (see’ testing section) : : |

L

T“-T_‘T.'"T“'Tﬁ'1*1‘11‘11‘qr



b e bl e el e e el

[ PRESENTATION: MOUNTING AND MATTING page 69

GOLDFINGER MUSEUM BOARD

The moteriol we stock is made by lominating sheets of ‘Heri-
toge’ poper with ocid ond sulphur free adhesives. This paper
was originolly developed os o photograophic base motericl,
ond consequently will pass any sulphur test. It is mode from
100% cotton linters, acid free, and buffered with colcium
carbonate to o pH of B.5 to maintain neutrolity.

The finished board has o pleasantly smooth surface, and is
ovailoble from us in notural white, in two thicknesses;

2 ply - 863 microns (just under, 1 mm) weight 615g/sq.m:
e

s e
=
This is cut into o range of ‘photogrophic’ sizes. We suggest

4ply for overmats, .2ply for bocking sheets, up to 16“x20",
|after which 4ply bocking.is odvisable.

e
4 ply -1800 microns (just under 2 mm) weight 1220g/sq.m

| ACID FREE LINEN OR PAPER TAPES _
Both ore ocid ond sulphur free, with o neutrol pH, PVA (poly
vinyl ocetote) odhesive, which must be moistened prior to
application. Both topes can be used for fastening down corn-
ers , and attoching the overmat to the bocking bodrd.

. You eANT Lic 11!

frap witer is sacaptable)

Linen tape should'be used in situotions where flexibility is
needed, such os window mots which ore being frequently tran-
sported and opened, poper tapes where flexibility is of lessl
‘mportance, or os a seoling tape.
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ISILVER-SAFE PAPER

Ideacs have been chonging in photogrophic conservation
‘lately, and the ruling is now that while alkaline buffered
'poper is highly suitoble for outer enclosures, paoper in
|direct contact with the emulsion should be completely
'neutral, with no chemical content of any sort. Consequently
we now have a new poper termed ’Silver-Safe’, which passes
'the accelerated silver tarnish test detoiled a few pages on,
rand thus is ‘state of the art’ photographic conservation
‘paper. It comes in sheets 25x32‘—[these are difficult to
send unfolded through the post so when ordering olease let
'us know if they can be folded or not.]

| SILVER-SAFE PHOTO CORNERS '
' Construct your own using the templote on the next page. We
used to import ready-cut corners from the Stotes at obout £3
a 1001 Attech to mount preferably with linen tape or
'archival paper tape, but one of the PVA or starch paste
| adhesives con be used. “

| RICE_STARCH_ADHESIVE

| Cooking instructions:in o stoinless steel or porceloin pot
'mix two heaped teaspoonfuls of rice starch with o smoll |
|ommount of cold water to form o smooth paste. Add

| approximately half a pint of boiling water and simmer until
it forms a thick paste of glassy appearance. Use ot room
temperature. Any left-overs might moke a reasonable cheese

| sauce,

SEKISHU OR JAPANESE TISSUE

Long fibre tissve, similar in nature to Crompton tissue, but
|without odhesive. Generclly used with starch or PVA
| adhesives to moke a hinge between print and board when the
| print has been trimmed down to the image areo.

U B T R B B G IS Y S T
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GOLDFINGERS ARCHIVAL CORNER
MANUFACTURING PLANT

Previously available in one
size only, ready cut at $6.20
per hundred.Now-at 10P for 128
and two minutes origomil
Depending on which of the dot-
ted lines you cut, three diff-»
erent corners are available:-
A, Simple triongle, tape
"over-mounting” only.

B.& C. Lower lip or overtaping
possible

A e
ol

INSTRUCTIONS- read before you
chop up the pagel

1.Carefully tear out page and
divide in half to give two
templotes. (see overl)

2.Toke a piece of opprox. A4
GOLDFINGER crchival paper (or
lorger) ond fold twice or

paajags

With scissors 8 layers is
possible, with a Stanley knife
we've done 16.

3.Attach template to the
folded paper with bulldeg clip
or better with stople through
waste pieces x-x

4.Cut edges A,B or C first
depending on corner required,
and along one end.

L
L
-

L

X
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1. | ?.Now cut zigzogs ond vert-
I * . i icals olong one side first
' 5 :x< thus leaving stople intact.
[+ | ok, mon petit(e) vol au vents,
i ] onto the toble fall 4,8 or 16
' St : I | exquisite corners|
|l‘ ,.l
. I'
! e
;! 1 &
gt [ &
O '
|| ' '6
| FOLDING
| * . -
T Ny A
o' l;
|| 1 l/_\] |;_/ 2=“>
R ahin iy | “ |
I a5 , | l Types B&C..
|'|' | mzl
S - i I =
| D g
I_c" .ol
| . Al | I Flip over to give... a corner!
I | : | To moke more beoutiful snip
e e the corners of B, & C. type
| ! ' ' | I corners thus.....
i AN TS
| " —
= 1| Y
l [ ! i | If you chonge your mind about
e Ny size, trim individuol corner
l ' Sy (| l thus...
L L
I, -
l. .-I -
| l b
|, 5l
— | I ..go os small os you darel
I " . FIXING:Use poper/linen tope os
' ' cbove, or use an ocid free
| : : i l rice starch paste.
g
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|' RUBBERF GRIP RULE

| Nom slip thick
| olumindum rule, with
| flushe and bevel
| edgess. A rubber grip
| runs: its length. In
| 50° anét 100cm, calib-

!
1 e
!

[ rotedy be

CUTTING MATS i

Sedf heoling, aonti slip cutting surfaces, greun (clear to
' specied order), in sizes 45x30, (A3) 60x45,(A2) and 90x60
] (A1) ecentimetres. Although they can be used with the Dexter
| mat-cutter, they ore most useful for vertical cutting, as
| whemsézing boaord.

L INENS TESTER
Smald/ folding magnifier, used for fixed focus magnification
| of prints or negatives. Saves eyestrain when examining

contoets or spotting.

8x: LUPE
Clear plostic cone topped with an 8X lens.
| ; g

| BURNISHING TOOL
| User for fine finishing of cut edges on matts, to eliminote
roughs edges coused by the blade, to smooth corners and to
| moke~thot very occasional overcut less obvious! Also useful
for cleonly creosing the fold when folding paper. Designed
for burnishing gold leaf in gilding, these tools are equally
suited: for this job. About 9 in length, wooden handled,
with o polished agate tip.

homishing,

=N
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FALCON PRINT POSITIONER
A simple measure thot
tokes the time ond error
out of centrally posit-
ioning the print on  the
mount. Also very useful
os o lightweight set-
square when morking up
board for cutting.

DEXTER MAT CUTTER
Having looked at every
hand matt-cutter on the
market, (ond used them)
we concluded that the
Dexter is the only one
in its price range which
will cope with even the
heoviest board, give a
clean corner, as well as
being a nice device to
use! Outlined below is a :

working procedure we use, but if you don‘t get on with it,
work out your own.

EVERYTHING YOU ALNAYS WANTED T0 KNOW ABOUT ~ DEXTER MATT-
CUTTERS but were afraid to ask...

Dexter and blades Get the tools together.

Rule to cut against- it must have a certain am .ount of depth,

(é:d the rubber gripped rule with a depth of lem is ideal for
i8.

A thin ruler to mark up with- easier to flail around during

measuring. -

Pogsibly a print positiomer to use ae a set square.

A piece of board to cut on, and a completely flat table.
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Mark up your 'hole' to be on the back of the matt board- ‘Lf_i
| you cut from the front you will mark the board, and stand |
. little chance of avoiding 'overcutting'. It makes life easier
to work 1in mnmtrss, cutting out fractions of
| measurements.

As an exarnle, "this is marking up a 10x8" print on a 13x16"
. board. First measure the dimensions of both, and subtract the
| print from the board:

| Board size 305 x' 406
| Image size 203 x 254 :
| subtract to give... 102 x 152 |
| then divide by two to give the space for each border: '
| 51z 76

| and then 'weight' the mecsurements to taste. An image placed |
| centrally in a board will for some optical quirk look as if |
i it 18 positioned too low, and to counteract this increase the |
. bottom measurement and decrease the top. Ezactly how much '
| depends upon you, your board, and the print, but in the'
example above, about 10mm would make it look psychologically |

0K, for a vertical image giving final cuttmg measuranents i
top=71mm, bottom=81mm, sides=5I1mm.

= |
¥ |
—| ]
|
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| It 1ie easy to cut by lining up the tip of the cutter blade '
with your pencilled guide line- bear 1in mind that once the

| blade has sunk into the board, it will be yunning about Imm |

| inside this, &0 knock thie measurement off your guide lines,
unless you want to leave it as a safety margin.

=
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Check that the blade depth is set correctly, which should be
Just piercing the board, but no further, and cut on top of a
sitmilar piece of board. Do a couple of test cuts to check you
have the setting correct, and that the blade is sharp.

Get lined up, hold down the rubber backed rule, get a firm
grip on the Dexter, and begin to sink the tip of the blade in
anything up to half an inch from your cormer, pushing it
fully home as you reach the line. This will stop little
'nicks' spoiling the cormer, difficult to avoid 1f foreing it
straight in.

the cut will track to

th ide of th
pencilled guide line —#% e inside of the line

*&l
start sinking blade ¥

in here

Repeat - all the way round and the cemtre should drop out as
you turn the board over. If not...a rezor blede to gently
chip out any undercuts will sort it out. Finish off by
burnishing the cuts from the front.

The Dexter does not actually give a 45 degree cut, unless you
break off the blunt end of the blade, but is cbout 60
degrees, which most people find more pieasing. Apart from the
original American blades we now have a British made variety
which are quite a¢ bit cheaper and seem to last as long. You
can expect anything up to 10 finished matts per blede. The
Dexter is only in a right handed version, but we should
shortly have a new 'Mini-Dexter' which is ambi-Dexter—ous.
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SAVES
FINGERS

C & H MOUNT CUTTER

Mount cutting in quantity? Hove you ever wondered how to get
perfect bevelled edges on window mounts without the skill of
o Michoelangelo with a sharp blade and a straight edge? To
quote from some of the  odvertising, " No other brand
compares with C & H in price, quality, features, worranty
and service....proven  and tested for years....no-
wobble....no hangover (1)....100 percent satisfoction
guarantee, available from your jobber”. ;
Guess who's jobbing this excellent American mochine with
which, it is said, o gorilla could cut perfect
window mats| Will also make 90 degree
cuts so is suitable for trimming
paper and board to
size.
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f+ apchival windou mat should bz cut from acid and sulphur

Zpna Soard. The uindow overmat should !f attached to another
taciing picer of similar quality board bcing teld along cne
gice only by © flexible linca or paper tape &inge ¥hich all=
cu3 the escomtly to opon Like a book.

‘te priat can then ko attached to tho backing bosrd e‘.vj the
(e o0 mat closed in pLaco over ita

11 package protects the cr1*v v o nunber of ways. The
. akness of the beovelled elge holds the print’s surface
v from contact with the class in & freme, preventing the
roaster of condenced moicturc. The presence of a HWindcu mat
#l=5 protesss the cdges apsinst being dogmaired, and it ser=
- rherdeally fo o buffer the print soainat migratory acidic
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For good physical strength but economy, a 4-ply overmatt can
be backed with* a 2-ply backing board for sizes up to 16x20
inches; larger pieces should have 4-ply backing. 2-ply over-
matts with stiffer 4-ply backing is often used, the print is
held very close to the glass and if it expands with humidity
changes, may be damaged by touching it.

Once the window mat has been cut and assembled, the print
must be attached to the backing board. Contemporary prints
made for this type of presentation and storage should be
made with at least a 4 inch bordér.This allows the use of
photocorners made from Permalife paper, and attached to the
backing board with Linen or paper tape. This method is toc be
preferred, as no adhesive 1is in contact with the print
itself.

Another method has to be used if the print has been trimmed
flush with the image, as is often the case with old prints.
Here hinges must be made directly between the print and the
board, which can be made by using an acid free long fibre
paper, adhered with rice starch adhesive. A small Light-
weight photograph can be hinged by applying a small amount
of adhesive directly between print and mount. '
No matter what the method, the primary criterion for an
archival mat demands that it be possible to remove the print
from the mat whenever necessary, or when the mat has become
damaged (lLinen tape and mounting pastes can be removed with
steam or warm moisture).

When positioning the print precisely under the window mat,
it -is helpful to use a weight placed on the print to hold it
in position while the corners are attached and taped down. A
suitable weight might be any inert material that will not
damage the surface of the print, e.g. a paper weight with a
piece of acid free Board on its base.
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DRY MOUNTING

Generally the golden rule for archivists 18 never use G pro-
cess which is irreversible.

In the dry mounting process, a sheet of mounting tissue i
applied to the print which is then trimmed to remove excess
tissue, tacked omto mounting board and placed in a dry mount
press, where at a temperature of approximately 150 degrees
Centigrade an adhesive coated on both sides of the tissue
melte, into both print and board, and when cooled forms a
firm bond. ‘

Conservationiets have discovered that in the dry mounting
proceas the s8cene 18 et for tensions between print and
board which can lead to eventual breakdown of the paper/
board bond, or in the worst cases rupturing of the paper
itself. Thie is due to bonding two materials with different
rates of expansion and contraction in varying humidity. In
the archival mount outlined above the print i8 free to make
these slight dimensional changes.

EOVEVEE... %
for short term storage and display, dry mounting has defin- |
ite advantages :- _ i
Printe will be held absolutely flat, invisibly, and if nece-
gsary obviating the need for any overmatt. It 1ie advisible !
not to use ordinary dry mount tissue, as the base and adhe~
give, are unlikely to be etable in the long term.

If you have access to a heat press for dry mounting, remem=
ber that it will also flatten air dried prints most success-
fully, even on very low heat. A print flattened between two
pieces of acid free board (pre-dried in the press) will end
up with a very satisfying surface, with non of the lint pro-
blem, or the drastic change in humidity that may result from
flat-bed or rotary drying treatment of a wet print.

R U a S L I e BON| S Y IR S
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DRY MOUNTING TISSUES

Different manufacturers produce ranges of dry mounting
materials for different applicotions. Particuiarly
recommended for their stobility are the following.

ADEMCO DOUBLE SIDED LAMATEC
This has on acid and sulphur free bleaoched wood based tis-
sue, coated either side with Ademco Lomatec adhesive. This
specially developed adhesive has been artificiolly oged wup
to 170 years without measuroble change in its properties. It
has o neutral pH, and-in- usa-pqtually assists in preventing
migration of ocids from the mount onto the print. The bond
may be removed by saturating the mounting board- in indus-
triol olcohel, ond as +the adhesive softens, stripping the
print from it. ' : -

UNSUPPORTED LAMATEC
It is  possible to use o sheet of pure Lomatec adhesive,
which hHas no fibrous baose, ond which is applied in @ double
operation, thot of adhering it to the print, followed by
stripping a backing sheet and opplying it to the mount.

SEAL FUSION 4000 _

This hos no fibrous bose, but is a pure neutral pH odhesive,
melting ot o relatively low temperature ond forming an extr-
emely strong bond. Severaol pieces may be overlopped, os it
“flows” in the press. -As-with unsypported Lomotec, the moun-
ting operation is more complex than with tissue.
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ACCESSORIES
|

SILICON RELEASE PAPER.

The silicon surface treatment of this matericl resists any
adhesive, and is the normol cover ond protection for the
print while in the press.

PFTE CLOTH.

is may be regarded as o long lasting alternative to sili-
‘con release paper. It is heovier than silicon release paper,
and in one metre lengths. Not, however, recommended for gla-
zed glossy prints, where it may impress its pattern on the
surface.

TACKING IRONS The prime criterion is thot it doesn’t fall to
bits quicEIy. A lot of tacking irons are soldering irons
with o differently shoped ‘bit’ in them, ond moy not be up
to the force exerted when pressed ofitoc a surface. We now!
keep severol irons including: |

ADEMCO TACKING IRON.
“Its very small bit and light weight make this o plecsant
instrument to work with.” Quote, honestl

SEAL _TACKING IRON.

With built in thermostat ond temperature control teflon
coated for space age non stickiness| Of great use when work-
ing with low melting point materials. Expensive, but the
best on the market.

SEAL DRY MOUNTING PRESSES

Easy to use, thermostaticolly controlled, soft bed pres-
ses,to suit all sizes and pockets.All of them are soft-bed.
| Contact us for more details.

| There aore models with different platten sizes: '

1 MASTERPIECE 210M - massive 26x34“ platten toking prints up
Ito 52" wide, 1700 watt heater.

2 COMMERCIAL 210M - slightly smaller, 18.5x23* with 1300
watt heater.

'3 JUMBO 160M - Platten size 18.5x15. 5' 1000 watt heoter.

{ COMPRESS 110S - Smaller and more compact with a 12x15*
;lnttew that con cope with prints up to 24% wide.

e [ i . i . ca T s (T s T T o T g ¢
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|
JSTONE' AGE CAVE PAINTINGS HAVE LASTED OVER 6000 YEARS!.e..

Until recently most photographers, photographic collectors
and curators have stored their negatives in standard glas-
sine envelopes, and their prints in any box that happened to
be the right siae, and thougRt no more about it!

As with the mounting of the print, the choice of storage
material has a direct bearing upon the durability of the
negative or print. Once it has been produced the print is
susceptible to scratching, buckling, splitting, fading, or
even total image disappearance, and this is evident in many
old and even relatively recent photographs.

The object, then, must be to protect materials from sources
of physical and chemical damage, within financial constr—
aints,and with the ability to ewtract, view, and use, when- |
ever necessary. ’

Gradually, work upon the requirements for long term storage
18 coming together, but there is still much controversy con-
cerning different methods and approaches to the problems.
Photo-conservation 1is a young science, and changing very
quickly.

NEGATIVE STORAGE MATERTALS: CRITERIA :—

Any enclosure should allow movement of air to give a 'micro-
environment' of water vapour in balance with the gelatin.
The negative is liable to 'ferro-typing' (glaaing) if stored
under pressure in contact with a smooth surface, eg MYLAR
plastic. .
Glassine, used widely for making negative enclosures, cannot
in view of new knowledge, be used for long term storage.

If acid-free buffered paper envelopes are used, care should
be taken that no sdams run over the image area, ' which, with
elight pressure over time, or ithrough the adhesive used, may
cause a dewstity difference.
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|
| BRINT STORAGE MATERTALS, CRITERTA:- _ l
1
| For long term storage, do not dry mount. !
| The print ie coneiderably more susceptible to damage than |
| the negative, and for best protection should be held in a
museun board window mat. As with the negative, it should be
able to 'breathe', and if an iner: plastic is used for cove-|
| ring protection, this should be held at a distance, from|

| the gelatin surface, as in a Bpecial 'archival storage mat :- |
“THE ULTI-MATT” ! |

k ply window mount

Mylar sandwiched
between two 2 ply
boards H‘Hx‘

The Mylar protective '
layer is hinged with tape
onto the backing &eard so
it can be hinged ¥ehind
the backing in the event
of framing ‘

|(for interest rather than every-day use~ a print must have tof
be rather veluable to merit this treatment) ‘
| |
|

STORAGE CONDITIONS

! l
| Both negative and print should be maintained at a low humid~-|
‘ity, if posstible arpund 45%. As this is not usually possible!
in p ctiee, at least avoid high humidity, and extreme‘

i Y o T TR TN o U s IO i IRY o BT A

‘c&maas in humidity.
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~
’ STORAGE MATERTALS

Many materials being currently used im the construction of
negative and print storage systems are potentially hasardous
in the long term, including many plastic, board, wood, and
metal materials, and even some conservation materials are
unsuitable, not being designed with photographic use in
mind.

| We feel that contemporary photographers are entitled to sel-
ect the suitability of materials according to a grading sys-
tem. This we suggest below, grouping materials according to
their known qualities, and these must ba used under the eon~
straints of the photographic medium to Ee_ stored. '
As far as we know, with the present state of the science

we stock no materials in group 0.

0 = materials totally unsuitable for photographic storage
and presentation, in particular those proving positive -
to a sulphur test. _

1 = materials very suitable for short to medium term stor-

age and presentation, including glassine, dry mounting
tissue, conservation board, stamdard photo-corners and
albums. =

= acceptable archival materials to a given budget and aes

thetic appeal, including acid free paper tape, print
boxes, special quality Mylar plastic sheeting & other
inert plastics, acid free tissue, poly vinyl acetate
adhesives.

3 = totally acceptable and proven arehival materials where
commercial considerations do not apply, and appearance
18 an added benefit. Museum board, portfolio storage
bores, limen tape, 'silver-safe’ mper, permalife paper
acid free buffered interleaving tissue, inert metal
filing cabinets.

(&%)
|
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SEAMLESS ENVELOPES

Made from Silver-Safe paper, these envelopes avoid the use
of adhesives. The folding construction lessens the chance of
scratches or fingermarks, as the negative is not withdrawn,
rather ‘unpacked’.

In size 5x4”".

Alternatively you can construct your own by making up a
template.

GOLDF INGER FILM FILE SHEETS

We looked at every negative storage sheet on the market,
including some that said they were of archivel quolity, and
weren‘t, and finally designed our own. They are constructed
from ‘Mylar’ plastic, which is now accepted as the most
suitable material currently available. This is completely
transparent, allowing contact printing through. The sheets
are designed to moke extraction ond insertion of the
negative easy, and an opaque area on the spine allows you to
write information onto the sheet- we advise chinagraph
pencil for this. The sheets will fit into o stondard
negative file, but are slightly wider thon the norm, to
allow the entire strip to be printed, avoiding lines over
the image area. z

GOLDFINGER PRINT POCKETS

Also constructed from Mylar, but in o heavier guage, these
are sealed on three sides, and protect a print while making
it easy to inspect. Removing one of the sides enables you to
flip up the corner of the sleeve to see the surace of the
print. In sizes 10x8, 10x12, 12x16, 20x16.

™ ™ ™M M B/ 1™ s P
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GOLDFINGER ARCHIVAL PHOTO-PRINT BOXES

Constructed from the lotest orchivel quality buffered box-
board, which is cream in colour. It is of the some high qu-
clity throughout, obviating the need for lining. The corners’
cre metal reinforced. No glues of any sort are used in the
construction.

They are now speciclly monufectured for us in the Stotes in
@ ‘clomshell’ design. In use it. opens up to provide two
trays, ond matted prints can be shuffled from one side to
the other without having to withdrow them and lay them on a
possibly unclean surfcce. The largest 20x24* box is in two
piece construction with one drop side. To constontly remind
you where to re-order, our logo is discreetly embossed on
the lower spine.

Availaoble in: Bx10
10x12
11x14
12x16
16x20
20x24

All the specifications are generous interior sizes in
inches, ond the boxes ore three inches in depth. Designed
for secure long term storage ond viewing of large quontities
of prints at exceedingly low cost, while at the some time
rugged enough to be treated os o portoble portfoli'c box.




ARCHIVAL PORTFOLIO BOXES

Probably the most elegant method .of storing and presenting
prints available. For economy, store the bulk of your work
in the print boxes, and use the portfolio box for prints in
current use for presentation and more rigid protection in

transit.

Supplies from the USA proved so erratic that we are at pres-
ent working with several British companies on a box of equi-
valent design and specification. Here is a rundown of the
specification we are working on:

HOWEVER...

At present, July 83 we still haven't got anyl

The box will be produced entirely from acid and sulphur free
board- most storage boxes at the moment have some acid cont-
ent. All other materials used in the box will be to a simi-
loar stondard- including the adhesives used, the covering,
and interior lining. The box is to be lined with metal foil,
the only 100% sure way of blocking unwanted chemical intr-
usion, which will then be covered with ’silver-safe’ paper.

Our problem now is getting the price down low enoughl

Although we have not yet got to the point of putting a
portfolio box into production that we can ’‘nail our colours
to’ if you need a portfolio box for presentation purposes,
contact wus, as we can arrange to produce one to your
specification, although we will not guarantee it to be of
our considered archival quality.
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for testing.....3T0P BATH

PH PAPERS

Sets of 10 books, 20 leaves each, giving a colour change
according to degree of ocidity or alkalinity. Use if you do
not have a “built-in” indicator in your stop bath.

for testing.....FIXER

SILVER ESTIMATING PAPERS _
Sets of 10 books, 20 leaves, giving a colour change accord-
ing to silver level of fixing bath, which 'is compared with o
colour scole supplied to give an accurate reading.

for testing.....PRINTS

THE SELENIUM TEST

To test a finished print for ony residual silver, left by
inefficient fixing, use o 1+9 solution of Kodok Ropid Sele-
nium Toner, place o drop on the margin of the print, ony
yellowing of the spot other than o borely visible cream
tint, indicotes the presence of silver.

KODAK HYPQ TEST HT2

To test a finished print for residucl hypo, remoining after
inefficient washing, place one drop of the solution on the
morgin of the print and read the colour formed after two
minutes. Any appreciable colour over a very light buff, ind-
icotes inefficient washing......Rewash!

FORMULA :
water 750mls
28% acetic acid 125mls
silver nitrote 7 .5gms

woter to moke 1000mls
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for testing.....MOUNTING AND STORAGE MATERIALS

pH ‘PAPERS

To test moteriol for ocids thot mdy couse imoge
deterioration. Moisten poper with distilled water ond ond
ploce in close contact under a microscope slide with the
motericl to be tested, envelopes, boaords, topes, boxes. Or

US€aeonanse

pHYDRION PENCIL SET

Applicotion of on indicotor directly to the roistened
moterial, wusually gives o more occurate reading, remuins to
monitor chaonges of long periods of time, but of course
leaves a smoll stain on the moterial.

The pHydrion pencil set contecins four pencils for test1ng
accurotely over o wide raonge of pH.

PHLOROGLUCINOL TEST
Used for testing for the presence of lignin {groundwood) in
motericols which will on ageing produce ocids ond peroxides
which will ottock ond degrade o silver imcge. P
To o smoll somple of the motericl odd @ drop of
Phloroglucinol solution, ofter two minutes odd o drop of
concentrated hydrochloric ocid to the some spot. A pink to
magenta colour indicotes the presence of lignin, ond the
| unsuitobility of the motericl.
FORMULA ; phloroglucinol lgm

methanol 25mls

M Y Y ™



i i e A T S S S [T Ry Wy W

PROCESS AND MATERIAL TESTING | page 91

SILVER TARNISHING TEST _ X

Used for testing for sulphur in ony moteriol. A positive
reaction to this test is considered to be the death knell
for any maoterial used in any photographic disploy or stor-
oge. A smoll piece of the motericl, moistened with dilute
ocetic ocid, is ploced in contoct with a clean piece of sil-
ver foil. Mointoining o humid otmosphere in o petri dish,
incubotion tokes ploce in aon oven for 16-24 hours.

The SLIGHTEST tornish on the silver, coused by the produc-
tion of silver sulphide, is reason to DISCARD the material.

It is hoped thot monufacturers will indicate whether this
test hos been performed on their moterials, ond thot guolity
control tests will be performed regularly between botches.




PHOTO MARKET PLACE
‘¢ We've got it all

* Beware of the pitsils of decling with "Hole-In-The
Wall” companies whe ere saming inferest on your
money and playing “games” while you wait, wait, wait!

' nid much rather buytmm you than from a come-on artist "

with your
Money

Chzago Photos to ot | o Bouder, Colo. e o DS
e RALED PRONTLY
: NO NONSEMSE-
S/ 50N youw $15.95 == NO GIMMICKS!
Etiunpeee NO FOOLIN' AROUND
CHANGE SLACK AND WHITE PHOTOS TO ART
MO SPECIAL TALENT MEEDED » o No Ngnun“

All Brand %o,
New Gm»,

Mo beme®
WE BUY BY THE TRUCKLOAD-YOU SAVE

ter for ’ rtine
?7;;;%%53“ er Full pack NO shorting
FABULOUS

MASTER CHARGE &
BARSAMERICARD (Vrsa)
ACCEPTED

Call us...

w AGTI&R let’s talk it over.
LENSES™

NO BOOTLEG MERCHANDISE

RAB 'E i
o~ e Full pack NO shorting
oiLar THEY LAST ONE CALL DOES IT ALL!

maoes  FOR THE p THE PRICE YOU SEE

cameras  VPen performance o, IS THE PRICE YOU'LL PAY!

unts,

. FOR PEOPLE WIiTH MORE SENSE

THAN. DOLLARS
Incredibly Low Pricss Backed By Honesty And Sarvice—

Happy Holidays to You

DAt

BESIDENTS WE FRamE .
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COMPLETES THE PICTURE

Two types of frames are most commonly used for photographs;
metal and wood.

For protection against physical dmruge or dirty finger-
prints, and protection from the atmosphere, glass is recom—
mended. However it seems a shame after having gone to ext—-
reme lengths in determining the final colour and surface
characteristics of a master print, to hide those qualities
under a shiny piece of reflective green or blue glass or
plastic.

Contemporary photographers who are not selling to the V & A
or Bond Street Galeries, should weigh up the options,
considering the reproducibility of the photographic print.

CUSTOM FRAMING SERVICE

Using oluminium or wooden fromes made to vyour speci-
fications, we can offer (with plenty of advance warning,
please) o full dry mounting, matting, orchival mounting and
framing service. Our mounting press plotten is 20 x 30", ond
our mott-cutting is performed on o C & H mott cutting |
machine. )

Cheaper motts in lower grade board are contracted out, and
can usually be produced in bulk at shorter notice.

Both types will be on show in "“FINGERPRINTS” gollery
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| GOLDF INGER ALUMINIUM ERAMES l
' We supply o complete aluminium froming system, in two bosic
| designs, termed MARK 1, ond MARK 2. Etched to give o silky
mott finish in Mk 1, ond o bright sheen in Mk 2. They ore |
available in silver ond block (stock), ond gold to special

order. : |

The Mk 1 has o 4mm, matt flot front overlop (ie the edge you |
see viewing the frome stroight on), ond is 9mm deep. It pro-

vides a neat narrow surround to seperate the print from the |
wall. |

M<1 (octual size) Mk2 (actual size) |

“inE m=1
fReNT SIDE AT  SiDE

The Mk 2 has o 10mm, polished, rounded front overlaop and is
20mm deep, oppearing heavier lpoking thon the Mkl.

| Whereas the Mk1 consists of four side pieces which cre held
at the corners by special clips, the Mk2 fraome is clomped ot
‘the corners by o crimped-in brocket, ond is loaded from the
back. Prints can be chonged in both fromes very rapidly.

M.l curP MK 2 cuiP

Whichever system you use is largely o motter of personcal
toste, but bear in mind thot the Mk2 con look cumbersome
with small prints (5x7” ond 8x10"), but is often preferable
with very large prints because of the greot weight of glass.

Puth Mk]l ond 2 cre normolly supplied with ordinary 2mm pict-
v e glass. Non-reflecting glass or derylic sheet are avail-
| csle to specicl order ot-extra cost.

—_— —
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At this stage of our production, we feel at Lliberty to indu-
lge our esoteric fancies, and thus submit the following quo-
tation, culled we believe from the letters of Henry James,
and make no apologies for unashamedly applying the concepts
to the practice of photography.

WHAT ARE YOU TRYING TO DO?
DID IT SUCCEED?
WAS IT WORTH IT?

|

|
In determining what you are trying to do, we suggest that
looking at photographs, either. in books on gallery walls, is |
a useful undertaking, as well as visiting a workshop or tuo,!
wonderfully clearing for the mind! 5
Thus we include a section on books and will provide details |
of workshops around the country.

As a measure of success we suggest deep soul searching OR an
exhibition at FINGERPRINTS gallery

The answer to the Last question is always the most difficult
and will always remain.cececcccsecss

PRSI
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BOOKS

It seemed a logical step for us to mn_rg from just recommending certain books tc
stocking them. Here is a selection of titles that we think are well worth looking
at and you are uniikely Lo find on most bookshop photography shelves.

The first book in your collection will undoubtedly be the GOLDFINGER CORNUCOPEIA
(HANDBOOK, MANUAL, BOOK, CRAFTBOOK FOR (CREATIVE PHOTOGRAPHY, THING - please let us
know if you can think of a good title), first, because if you're reading this it
must be in your hand. To help you appreciate the value of your purchase, we humbly
reproduce some of the accolades accorded to us in the last few years, especially
the extract from the British Journal of Photography's article on ‘“Desert [sland
Photobooks " := 48

~ More Books Brought Ashore 3 Whatphotographers do — Joachim

It 1S not an easy nor an idle task to reduce a . Giebelhausen (Ed) (Englisn Language
library 10 esseniilte s+ « i adn E F Linssen) Manualof Apphed

It is some lean matter 1o furtheér reduce a Photography 4 \What photographers
photographic library 10 just folir books  “think— Beaumont Newhall (Ed)

Photography, Essays and Images. Of tus
- first two choites «va &

: « = They are | think the only “1extbooks’’
PrnciplegZ, Practice — ‘Goldfinge: « s The ¥
Tr:e ;;p tograp;:c g::mucc?p:a:ﬁ r\ not bedewvillad with misieading
Cratt of Creative Protograptiy ) statements and errors of lact

"P.5. 1 always thought value for money was not possible until now!!" (Newark)
'{'Thankyou for your excellent catalogue- worth every penny- chegue enclosed."
Woking)

“"Many thanks for your superb service." (E. Yorks)

"Such excellent value for so small a sum. There is more concise information in
your beok than one can find in a library. Thankyou so much for this Goldfinger
gem!" (Eastleigh)

"Ever tnou?ht of going ‘'hardback' and out-Langfording the Langfords?"
(Hartlepool

“Who-ever is responsible for the new ‘Photographic Cornucepla‘- there's more
useful information in it than an entire public library." (Didsbury)

"...better than most textbooks- thanks for taking away much of the mysticism of
photography through your notes." (Mablethurpe)

"We have been using grade 2 paper for all our darkroom work, and now realise that
paper grade plays a great part in the success of print-making" (**s+wss)
"Congratulations on your new catalogue/manual- everyone here is very impressed. It
nas been in such demand we have included a request for extra copies on our order."”
(Cambridge)

“My compliments on the lucid handling of the English language, and the 'puckish'
humour that adds spice. Could easily become a best seller!." (Wirral)

"1 almost forgot to write and say thank-you, 1 was so engrussed in your booklet."
(Birmingham)

“In my opinion it is an excellent little thing. You should publish on a weekly
basis on the open market and give the amateur comics a8 fright and a run for their
money. It is not often that you get something that is lively, ‘interesting, and
useful to read. Full marks!." (Dunbartonshire)

“] am very pleased you gol 1t to me so fast"- Don
"With thanks for your speeli"- David
"Could you advise me if you have an agent in Australia" (Sydney. Australia)

Honest Injun. All true and unsolicited, photocoples supplied on request!
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' The Lustrum Library of contemporary Photographic Theory:
Each of these books exomines the methods ond motivations of
leoding photogrophers working in particulor fields.

Darkroom | edited by ELEANOR LEWIS

Really gets down to how individual artists pursue their
personal vision, WYNN BULLOCK, RALPH GIBSON, DUANE MICHALS,
JERRY UELSMAN ond others divulge their methods in striving
for perfection. A bit shy on some practical points, we hove
filled those in in the GOLDFINGER HANDEOOK.

Darkroom 2 edited by JAIN KELLY
As Darkroom 1 Includes JUDY DATER, CHARLES HARBUTT, EMMET
GOWIN, LISETTE MODEL, AARON SISKIND.

Contoct Theory edited by.RALPH GIBSON

43 photogrophers bore their creotive decision-making
mochinery when explaining how they chose from their contact
sheets, the frome that became famousl

Londscape Theory edited by CAROL DIGRAPPA

What is © londscope? ROBERT ADAMS, HARRY CALLAHAN, PAUL
CAPONIGRO, HAMISH FULTON, BRETT WESTON and oll, point out
where they aore coming from with some great pictures.

Portroit Theory edited by KELLY WISE
If portraiture is your passion then this book will help you
to expond your definition of ‘'portroit’. It will moke you
redefine and show you over 100 becutiful photogrophs on the
way .
Zone VI Workshop:- The Fine Print in Block & White

FRED PICKER
Ansel does the zone system like war ond peace, Minor like
the New York Sundoy Times, Fred's treaotise is reasonably
sized and contains other nuggets of Americaon photolore. A
uvseful aoddition once you've read the GOLDFINGER HANDBOOKI

Freservation of Photogrophs
KODAK
wod introduction to locking ofter old photos ond toking
cure of your own new ones.
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RODAK Block & White Doto Guide ‘
With pop up enlarger guides! Good in the darkroom when
you've lost the bit of poper thot comes with the pock.

The Somnambulist RALPH GIBSON
Dejo_Vu RALPH GIBSON
Days at Sec RALPH GIBSON

The Ralph Gibson trilogy:- acknowledged landmarks in
photographic publication. Stimuloting imoges beoutifully
printed.

Murmurs ot Every Turn RAY MOORE
The great British photographs of o great British
photographer.

Approoching Photogrophy  PAUL HILL
The first book oimed ot photographic ‘outsiders’ that is nouv
o 'how to’, but looks at the woy photogrophs are influenced
by the people who moke them. Yet this is THE book thot
demystifies the term 'photographer’

The Keepers of Light written by BILL CRAWFORD

A unique ond distinctive history and working guide to early
photographic processes. Unusually well written end
comprehensive.

New Zone System Manucl MINOR WHITE, RICHARD ZAKIA, PETER
LORENZ

Only a quarter the length of Ansel’s version, greot after

you know what you're doing.(Hoving read the GOLDFINGER

HANDBOOK )

ANSEL ADAMS new photograophy series

vol 1 The Comerao. i

vol 2 The Negotive.

val 3 The Print.

Completely revised ond re-presented versions of the most
justifiobly fomous craftsmans ‘how to’ book. Seriously, if
any technique books are needed on your shelves (come on own
1), these are the ones.

o T
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The Daybooks of EDWARD WESTON

When you're losing foith in our medium, recd these ond
rediscover thot there is intelligent life on earth ond that
it hos sometimes resided in photogrophers.

Photogrophic Lab Handbook JOHN S CARROLL
Details, focts ond figures.

Basic Photography MICHAEL LANGFORD
Advanced Photography MICHAEL LANGFORD

The books you shouldn’t need to read if only you hod MICHAEL
LANGFORD by your side os o teacher - o good second best if
you can't get to college.

MAGAZ INES

Creative comera

Aperture

Europeon Photograophy

We are ogents for these magazines ond can sometimes provide
you with bock numbers.

FULL LIST

We do not have onel

If you look in the prices section you will see on expondad
list of books that depending on ovailobility are sometimes
in stock, ond normally easily obtocincble.

The essence of our growing book service is that YOU should
ask US to obtein your favourite tome, we don‘t promise
anything, but we do heve good connections and it means we
get *n see books we might otherwise have missed!




PHOTOCRAPHY WORKSHOPS

Education in photography tends towards the téchnical, and of
necessity the many, often excellent, courses in our schools
usually miss a crucial lesson in every artists apprentice-
ship, that of meeting, working with and discussing the ‘cest-
hetics and craft of the photographic process with other pho=
tographers. The photographic workshop is j.st such a meeting
point.

In the U.S.A. the concept of workshops is well developed,
some ‘may say overdeveloped, not 80 here where the numbers

may be counted on the fingers of half a hand. One plcce, THE |

PHOTOGRAPHERS PLACE, seems to have done more than it g fair
share 1in providing the sort of alternative education for
which there ie a growing demand. 2

Congisting of two 300-year-old cotteges, a lecture block,
and an cnnexe, it is owned by Paul and Angele Hill. Visiting
friends over the last few years include; Ray Moore, John
Blakemore, Ralph Gibson, Charles Harbutt, Lewis Baltz, Paul
Caponigro, and many many others, either practising photo-
graphers or connected via institutions or galleries with
interegts in historical or contemporary photogrephy.

THE PHOTOGRAPHERS PLACE 1is located just outside the villge
of Bradbourne, which is five miles mortheast of the market
town of Ashbourne. Surrounded by jields and rock outcrops

The Place 18 on the edge of the Peak National Perk, and is-

near Dovedale and the spa towns of Matlock and Buxton.

The two darkrooms are equipped for 35mm and 120 negatives.
There i& an extensive library of rare and contemporary books
and magazines, a lecture room, and e gallery of vintcge and
modern prints.

Don't go to a workshop expecting to be spoon fed, take along
your camera and your brain, the period of time spent living
with people of similar obsesgions has an amazing effect of
pelarizing ones intentions, apart from what 1is lecrnt in
tech~ique from the 'masters' cnd other students.

Details of this years courses and application forms can be
obtained from us, or give Paul a ©riny directly on
Parwich(033 525) 392.
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FINGERPRINTS GALLERY

A gallery for the exhibition of photographic prints.

This gallery area has been set aside amidst Goldfingers pho-
tograhic compariy.The exhibition area is a corridor and lobby
on the first floor of the building.It has no commercial
links with the business,but has evolved out of an ever pres-
ent need by those at Goldfinger, who share concerns about
the aesthetics and craft involved in the medium of photo-
graphy, to view original prints.

It is now proving essential to expand this idea and make

room for others who to exhibit their work. We intend to enc-
ourage photographers who have not exhibited before and are
perhaps diffident about taking the traumatic plunge of show-
ing their photographs to sometimes overworked gallery staff.

Our gallery is modest in size, although we hope soon to be
expanding, to include the second floor of the building, so
before you commit yourself to making any moves please come
and see the available space. You will always be most
welcome.

The selection of work will-preferably be by request, due to

lack of time and space for continual viewing of portfolios =
business of survival must take precedence!

We aim to put on shows in a spirit of co—-operation sharing
responsibility for the mounting and framing of prints and
publicity, thereby keeping expenses to a minimum for all
concerned, as well as giving photographers an all round view
of what is involved in staging an exhibition.
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THE_WIND-UP gl
Not only but also... T Troareey mewe

This publicatibn started a few years ago as a couple of
sheets of paper, and is growing in all directions as a result
o: news and information from photographers everywhere- keep
it coming!

We have not been able to detail all the products we stock, so
if what you are looking for is not in the text, check the
price list, (which will be either bound in below, or avail-
able as a separate supplement), or give us a ring.

e.g. BEARD masking frames (adjustable inner margins, very

heavy construction)...

RAW CHEMICALS for when there is no manufactured version...

?;?cks of all KODAK and ILFORD black and white and colour
ilms...

Also the AGFA COLOUR materials including AGFACHROME SPEED and

the E6 transparency films...

Cameras, enlargers, new and secondhand...

Filters, Tripods, Nuts and Bolts and Screws...

?assport photos, ear piercing and pregnancy testing by appo-
ntment.

Updated price lists dre always available free of charge.

PRICE LIST THIS WAY
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