























































































































Combination
Printing

The two small illustrations,
from separate negatives, have
been combined during enlarg-
ing to make the pleasing pic-
ture below. Notice that the
careful choice of cloudscape
harmonizes with, and accen-
tuates the serenity of the
winter scene.

The method of achieving
such delightful combinations is
described in this chapter.




Combination Printing

Many landscape pictures are spoiled either by the total absence of
clouds, or by cloud formations which do not harmonise with the
general composition of the foreground. Such pictures can often be
considerably improved by adding a suitable cloudscape from another
negative.

The experienced pictorial worker is aware of the great possibilities
in this process and usually has a collection of cloud negatives of both
spectacular and subdued formations. So whenever you notice an
interesting cloudscape, photograph it; you will certainly find a use for
it. (See illustrations on pages 42 and 43 showing interesting cloud
formations.)

MAKING CLOUD NEGATIVES

Ilford Selochrome plates or films with an Alpha filter are recom-
mended for all cloud pictures except sunsets, for which panchromatic
material without a filter is preferable because of its red sensitivity. It is
advisable to include a portion of the landscape and to aim for a fairly
thin negative, full of detail. Over-exposure, therefore, should be
avoided and development reduced to about two-thirds of the normal
time. As a rough guide, a bright cumulus cloud in summer would
require 1,/100th sec. at f/22 on Selochrome with an Alpha filter. If
plates are used they should be backed and a lens hood is always
essential.

Before selecting the cloud negative to be printed the following
important factors should be borne in mind: the clouds must be lit from
the same direction as the foreground; diffused foreground lighting
implies hazy or fleecy clouds; strong foreground lighting should never
be combined with the corona effect produced when the sun is obscured
by billowing clouds; in other words avoid any semblance of incongruity.
PROCEDURE
First make sure that the sky portion of the landscape negative is
sufficiently dense to prevent it printing through during foreground
exposure. If not, it may be shielded locally with the hand.

Place the landscape negative in the enlarger and focus the image to
the required size. Use an old piece of paper to focus on and, finally,
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Some typical




cloud effects
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secure the paper holder to the enlarging board. Cut into strips one
sheet of the paper to be used and expose one strip placed across a
typical part of the image. After development, fixing, and rinsing, this
strip is examined in white light and the correct exposure assessed. Now
make a straight exposure on a full size sheet of paper to ascertain what
control is necessary to make the final print. After this information has
been obtained from an inspection of the ‘test’ print, it should be
washed and blotted off, as it has a further function to perform, namely,
to act as a focusing surface upon which, at a later stage, the cloud image
is placed. A second full print is now made, again on a full-size sheet of
paper, carrying out all the control which was found necessary on the
first enlargement. Very often an essential part of this control consists
of shielding the sky area to keep it ‘clean’ and ready to receive the
clouds. Being satisfied that the control is perfect, proceed to expose (but
not develop). Mark the print on the back with the letter “I” for top
immediately after exposing to prevent confusion as to the right way up
when adding the clouds. The landscape negative is now removed from
the enlarger and is replaced by the chosen cloud negative, which is
focused on to the first (damp) test print. Place the image with great care
and again fix the paper holder. The damp enlargement is then removed
and a test strip exposed over a typical part of the cloud image. This is
developed under the same conditions as the landscape test, and the sky
exposure assessed.

The exposed landscape print is now placed in the paper holder,
and the exposure made, shielding the part occupied by the landscape
with a sheet of cardboard. The exact horizon lines can be indicated by
marks made previously on the paper holder. Care must be taken to
see that the cardboard shield is held about one inch from the paper
and is moved slightly to avoid a hard line. The finished print will
indicate whether any control of the clouds is necessary, as it sometimes
happens that the top of the cloud portion requires more exposure than
the lower part. If this is the case another sheet of paper should be ex-
posed, first to the landscape negative and then to the clouds, using
whatever extra control is necessary. Errors may occur in this shielding,
resulting in a ‘halo’ effect on the horizon. This is remedied by allowing
the lower parts of the cloud to overlap the landscape. It is seldom
necessary to shield parts of the landscape which protrude into the sky
unless they are of a light tone. As a general rule clouds can be printed
over trees, as the trees are usually the darkest portions of the picture,
although much can be done by ‘placing’ the cloud negative so that a
light portion comes over the light objects.
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Presentation

This last phase in print production is more important than is generally
realised. Beautiful composition and technical excellence may be
marred by insufficient attention to the details of paper surface, border
space, print position, and the display and character of the title. Every
one of these details should be directed towards enhancing the composi-
tion and general atmosphere of the picture so that the whole work is in
complete harmony.

CHOOSING THE PRINTING PAPER

Before making the final enlargement, choose a paper, both from the
point of view of base colour and surface texture, which will help to
convey the character of the picture. Refer to the list of papers on pages
8 and g, and to the album of specimens in the pocket at the back of the
book.

As an average guide, it may be accepted that cream papers naturally
give the impression of warmth and friendliness; qualities which may be
further emphasised by toning. Similarly, a white base may be used to
simulate coldness and delicacy.

Surface texture can also be made to play a big part in preserving the
character of a picture. Smooth surfaces should be chosen where delicate
detail or tonal values are present, while rougher surfaces should be used
to accentuate ruggedness or mass eflects.

CHOOSING THE MOUNT

Mounts should be of the same colour as the enlarging paper, but of a
slightly paler tint; e.g., cream paper, pale cream mount; white paper,

white mount. A smooth paper appears best on a smooth mount, and
vice versa.

POSITIONING THE PICTURE
It is impossible to lay down any rigid rules for positioning the picture on
the mount, since this is very largely an expression of personal taste, but
certain generally accepted principles will serve as a guide.

The print should never be placed exactly midway between the top
and bottom edges of the mount. There should always be more space
below the print than above it as otherwise it will appear to be too near
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the bottom of the mount. *Equal borders top and sides and double the
top at bottom’, is a good maxim to work to. Equally satisfactory are
the proportions: Top, 14; Sides, 1; Bottom, 2.

Borders either side should usually be equal except where off-centre
display helps the composition of the picture; in which case. the titling
should be off-centre to oppose and balance this effect.

Square prints should usually be mounted more above vertical centre
than upright prints.

Landscape shaped prints may be mounted either on horizontal or
vertical mounts, remembering that a vertical mount appears to confine
the sides of the picture more than a horizontal mount.

Finally, personal judgment may be strengthened by studying mount-
ing styles in art dealers’ windows and at pictorial exhibitions of all
kinds.

BORDER TINTS
A common and very effective practice is to interpose a tinted surround
between the picture and the mount. This border tint is a sheet of tissue,
darker than the mount and lighter than the general image colour,
which is trimmed slightly larger than the picture area. Its purpose is to
lessen the contrast between the picture and the mount, but it should
never be so obtrusive as to detract attention from the picture itself.
An alternative border may be made by drawing a thin pencil line all
round the edge of the print. The space between this line and the print
will vary with the subject and style of mounting.

PLATE-MARKING

A plate-marked border is a slightly sunken area surrounding the print,
which is very distinctive for some types of picture.

If some means of applying fairly heavy pressure is available, such
as a dry mounting press, old-fashioned letterpress, or even a mangle,
it is worth making a plate-marking device to the following pattern.

Two sheets of thin, tough card are required, the size of the mount to
be plate marked. From one sheet, cut away with a sharp razor blade an
area rather larger than the print size in use, and in the position the
print will occupy on the mount. The inner section is removed and
trimmed very slightly smaller ( ¢ in.) on all four sides, and glued firmly
to the second large sheet in such a position that it fits snugly into the
aperture of the top card when the two are laid together. Finally, the
two cards are hinged loosely (so that the mount will lie comfortably
between them) using a length of linen adhesive tape.

To plate-mark the mount, insert it into the hinged folder and apply
pressure.
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TITLING

It is often desirable to add a title to the picture, not only because it
provides a finishing touch, but also because it can help to convey to the
viewer the mood which actuated the photographer during its product-
ion. It follows, then, that the title must satisfy certain requirements. It
must be apt and to the point and as brief as possible; it must be well
drawn and carefully positioned.

Very careful thought should be given to the choice of title. Avoid
platitudes and bald statements of self-evident fact; try to match the
mood of the title with that of the picture — as an extreme example,
never use a humorous title on a serious subject; aim at originality, but
where this fails, poetic or prose quotations are often effective.

DRAWING THE TITLE

‘A certain amount of practice is necessary to the production of satisfactory

lettering, but results will more than justify the effort. The following

hints, however, will help to minimise the tediousness of trial and error.

1 Always rule guide lines for lettering; small letters should be about
one-third to one-half the height of capitals.

2 All lettering should be ‘roughed out’ lightly before filling-in is
attempted.

3 When drawing upright letters make certain that they are really
upright.

4 Ttalics should lean at an angle of about 75°. Guide lines at this
angle should be drawn faintly to keep the slope constant.

5 Spacing of letters is important; equal spacing of capitals is not
ideal, e.g., ‘open’ letters like A, F, J, L, T, require less spacing
than the more ‘solid’ letters M, B, D, etc.

6 Round capitals like C, G, O, should encroach very slightly over the
guide lines to overcome the illusion of smallness.

7 A long title appears more legible in capitals and small letters than
when written entirely in capitals.

8 Solid lettering gives weight and stability.

9 Outlined lettering gives delicacy and lightness.

10 Italics suggest movement and rhythm.

11 The thick and thin strokes in round hand or script writing are best
obtained by using a ‘chisel’ point to the pencil or by lettering
pens, which are obtainable in various sizes.

Styles of lettering will vary according to the type of picture, the taste
of the worker, and his ability, but several representative and easily
drawn styles are illustrated opposite.

Titles need not always appear beneath the enlargement; they are
sometimes very effective when drawn inside the picture area, but this
practice should be used with caution and discretion.
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ABCDEFGHIJKIM

NOPQRSTUVWXY
%

An alphabet built entirely of
compass curves and ruled lines.
Divide the height of the letters
into four equal parts and use the
compass point on these guide
lines for describing all the
curves,

8 B Ce Dd Fe FF G
Hh 1i.2i.Kk L1 OMlm Ol
QoPpQqRe Ss Tt U
Vo Who X Vy 72

This alphabet is easily mastered
and should be drawn with a
pencil sharpened to a chisel
point or with special round hand
lettering pens. The flat surface
of the pen or pencil should be
held at about 45 degrees to the
guide lines, thus ensuring an even
thickness to all down strokes.

A free-hand alphabet which
may be varied to give full scope
to individual expression of
style.

HBCDERGHIJKLMN
DPURGTUVWXYZ

Another alphabet whose curves
are drawn with a compass, but
in this case the height of the
letters is divided into three
equal parts.

AaBbCeDdtefFOghhli
J//( £ L IMmnOo //)0 Q q
RS UsWick Yy 2z

A free-hand italic alphabet. Tt
is important that the slope
remains constant throughout
and guide lines should be ruled
at regular intervals at an angle
of about 75 degrees or 8o
degrees, using a template placed
on the base line.
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Recommended Developers for
liford Papers

PFP DEVELOPER

A Phenidone-hydroquinone developer for use with enlarging and con-
tact papers. PFP is packed in powder form to make up a concentrated
stock solution which is diluted to twice its volume for the development
of enlarging papers. For contact papers the stock solution is used un-
diluted. PFP is also suitable for use with films and plates.

PQ UNIVERSAL DEVELOPER

A concentrated liquid developer made to a Phenidone (Regd.) hydro-
quinone formula which is recommended for use with papers and also
with films and plates. It contains no metol or caustic alkali, and there
is less tendency to stains on fingers and clothes and a much greater
freedom from dermatitis. Supplied as a concentrated stock solution
which should be diluted as follows:

Enlarging Papers
Films and Plates (dish)
Contact Papers add 1 part to 5 parts water.
Films and Plates (tank) add 1 part to 19 parts water.

- add 1 part to g parts water.

Recommended Fixers for
liford Papers

IF-2 ACID HYPO FIXING SALTS
An acid fixing solution suitable for use with all materials. Supplied in
powder form.

HYPAM FIXER AND HARDENER

A rapid Ilford fixing solution containing ammonium thiosulphate,
supplied in a highly concentrated liquid form. Using Hypam, papers
are fixed in about 30 seconds. For use, one part of the stock solution is
diluted to four times its volume.

When hardening of the emulsion is also required, Hypam Hardener
should be added to the Hypam Fixer in the proportion of 1 oz. to every
40 oz. of prepared fixer and the materials immersed for from 3 to 5
minutes.

N.B.— Hypam Hardener should be used only with Hypam Fixer —
never alone, or with other fixing baths.
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Weights and Measures

WEIGHTS
BRITISH AVOIRDUPOIS UNITS

1 dram = 27+4 grains
16 drams = I ounce

1 ounce = 109 grains

1 ounce — 219 grains

1 ounce = 4375 grains
16 ounces = 1 pound

1 pound = 7000 grains

METRIC UNITS
1000 milligrams = 1 gram
1000 grams = 1 kilogram

MEASURES
IMPERIAL LIQUID UNITS
1 fluid dram — 60 minims
8 fluid drams = 1 fluid ounce
1 fluid ounce = 480 minims

20 fluid ounces = 1 pint
2 pints = 1 quart
4 quarts = 1 Imp. gallon

1 Imp. gallon 160 fluid ounces

(1 fluid ounce of water weighs 1
ounce

1 gallon of water weighs 10 pound

1 cubic foot of water weighs62-271b.)

METRIC UNITS
1 cubic cm.
1000 cubic cm.

= 1 millilitre
= 1 litre

CONVERSION RATIOS
BETWEEN BRITISH AND

METRIC UNITS
WEIGHTS
1 grain = 64-8 milligrams
1 dram = 1+77 grams
I ounce = 28-4 grams
1 pound = 4536 grams
I gram = 1543 grains

= 56432 drams

= 0-0352 ounces

MEASURES
1 fluid dram
1 fluid ounce

= 355 cubic cm.
= 28+4 cubic cm.

I pint = 568-2 cubic cm.

1 gallon = 4546 litres

1 cubic cm. = 16-9 minims
= 0-282 fluid drams
= 0-0353 fluid oz.

1 litre = 351 fluid ounces

(approx.)

AMERICAN MEASURES
In the U.S.A. fluid
different.
1 fluid ounce = 296 cubic cm.
1 pint = 16 fluid ounces = 4731
cubic em.
1 gallon = 128 fluid ounces = 3785
litres

measure is

Temperature Scales

To convert Centigrade to Fahrenheit: multiply by  and then add 32.

5

To convert Fahrenheit to Centigrade: subtract g2 and then multiply

by &.
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