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	Full name:
	Saskia Bartlett



	Proposed name of project:
	An Orchestrated Affair 



	Describe your project using 5 key words:

	Semiotics 

	Materiality 

	Memento Mori 

	Cultures

	Traditions



	[bookmark: _Toc183960805][bookmark: _Toc184742079]Provide a short summary of the proposed project: 
The proposed project will further investigate the relationship between semiotics, photography, and material output, examining how in their integration they would create a strong body of work that articulates the chosen subject. While the project will maintain its focus on still life techniques it will expand into the disciplines of Memento Mori and Vanitas, which will predominately influence the subject matter which centre on the themes of passing of time and mortality . 

	Provide a detailed description of the proposed project (250 words)
What is the subject/concept/theme that you are exploring? What are your motivations behind making the work? What are the medium(s) in which you will work? What are the methodologies you will be employing?


	The next project will continue to focus on exploring semiotics within photography and how the materials used can enhance the messages conveyed in signs. Dondero’s (2020) book The language of Images will remain the foundation of my research, but I would investigate in depth the impact that materiality has specifically on the semiotic approach in analysing a photograph. This should inform my practice of how the signs and symbols I present both in construction and final form of a photographic work will influence the meanings the spectator draws.
The ambiguous subject matter as identified in the evaluation section of this current project affected the investigation of materiality, and therefore, the proposed project I want to focus on a duality of passing of time and mortality. If successful, this subject matter will lead me down research avenues that will give me a deeper understanding of it as a method.
This proposed project will focus on two potential outcomes: A washing line with the photographs printed on a tea towel or a book that breaks the traditional construction methods.  The washing line would reflect the subject matter in a relaxed manner and the book would be a focus on the subject in a clinical manner. To decide which avenue to take or if I need to make an amalgamation of ideas, and through drawings/models which I will compare to the photographs to ensure that I produce the best outcome that supports both the research and subject matter. 



	[bookmark: _Toc183960806][bookmark: _Toc184742080]STRUCTURE



	[bookmark: _Toc183960807][bookmark: _Toc184742081]Timeline and milestones

	Include a breakdown of the plan and milestones of the proposed project for the academic year. Consider the tasks, processes, or activities necessary to complete in order to create the proposed body of work.




[bookmark: _Toc183960808][bookmark: _Toc184742082]This project timeline 
	START DATE
	END DATE
	ACTIVITY OR TASK DETAIL

	01/10/2024
	06/10/2024
	Research the connection of materiality and how it impacts semiotic understanding in photography

	07/10/2024
	09/10/2024
	Generate a word bank of symbolic words to base the photographs off

	10/10/2024
	10/10/2024
	Buy all the props for the photoshoot

	11/10/2024
	13/10/2024
	Generate a shoot concept plan to synthesise research and words for the photographs

	14/10/2024
	16/10/2024
	Research cyanotype process and explore other artist creations 

	17/10/2024
	18/10/2024
	Research Turmeric Anthotypes process including outcomes produced by other photographers

	19/10/2024
	19/10/2024
	Take the still life photographs

	20/10/2024
	22/10/2024
	Research Caffenol print process and establish if there is a need to adapt the developing version. Look into artist examples too.

	22/10/2024
	22/10/2024
	First rolling crit.

	23/10/2024
	25/10/2024
	Look through contact sheet, refine symbols and the narratives each photograph has.

	28/10/2024
	28/10/2024
	Re-shoot the photographs in the studio and select the photographs.

	29/10/2024
	31/10/2024
	Broadened the investigation to look at videos as the prints- experimented with a video format.

	31/11/2024
	06/11/2024
	Cyanotype print process experiment week.

	07/11/2024
	13/11/2024
	Turmeric Anthotypes process week.

	14/11/2024
	21/11/2024
	Caffenol process experiments.

	17/11/2024
	17/11/2024
	Create a visualiser of stop motion video. 

	19/11/2024
	19/11/2024
	Second rolling crit.

	19/11/2024
	19/11/2024
	Paused caffenol experiments to be conducted in darkroom facilities on campus.

	28/11/2024
	29/11/2024
	Create caffenol prints in darkroom.

	19/12/2024
	07/12/2024
	Research, shoot and edit stop motion video final concept.



[bookmark: _Toc183960809][bookmark: _Toc184742083]Proposed timeline 

	START DATE
	END DATE
	ACTIVITY OR TASK DETAIL

	16/12/2024
	16/01/2025
	Experiment with photographing still life set-ups in their natural setting 

	16/12/2024
	16/01/2025
	Research still life photography, particularly in relation to in non-staged set ups and how symbolisms of everyday life can be conveyed.

	01/01/2025
	31/01/2025
	Create a model version of the washing line exhibition, to explore if this concept from a creation point of viewpoint is viable.

	01/02/2025
	09/02/2025
	Look over photographs taken thus far and establish if this style of still-life photography is viable way of working for you.

	10/01/2025
	16/02/2025
	Research and conduct practical experimentations in relation to caffenol prints on fabric.

	17/02/2025
	23/02/2025
	Try out screen printing or other types of transfer printing techniques.

	24/02/2025
	24/02/2025
	Take the still life photographs in studio day 1.

	26/02/2025
	26/02/2025
	Take the still life photographs in studio day 2.

	07/02/2025
	01/03/2025
	Edit and refine both studio days shoots.

	03/03/2025
	07/03/2025
	Look through all work and research conducted to date and determine the viable photographic style to proceed the project with.

	08/03/2025
	14/03/2025
	Work out based on the photographic direction afore established what the exhibition piece would be.  

	15/03/2025
	27/04/2025
	Create final photographs, build anything that needs constructions, book facilities etc and ultimately use this time to create a cohesive body of work.

	28/04/2025
	04/05/2025
	Refinement period for aby issues that have arisen.

	05/05/2025
	08/05/2025
	Support installation period. 

	16/05/2025
	06/06/2025
	Swansea degree show

	09/06/2025
	16/06/2025
	London degree show




	[bookmark: _Toc183960810][bookmark: _Toc184742084]Budget 

	Add the expenditure and appropriate details of your proposed project on this page. Provide information about the quotes for services/ products/ fees in the description field. Though we cover your printing costs within the department for anyone wishing to use print as a final form for their major project, please cost them based on real world cost.


[bookmark: _Toc184742085]This project budget

Key:      Props       Cyanotype      Turmeric anthotypes        Caffenol        General

	Description
	Cost

	Engagement style ring
	6.99

	Ring box
	4.59

	Coloured child plate (experimental only)
	1.00

	Square child plate (experimental only)
	5.99

	Large plate for adult voices 0.40p each (needed three)
	1.20

	Side plate for child voice 
	0.30

	Artificial roses (pack of 12, used up to three)
	5.20

	Rose petals (pack of 100 petals)
	2.50

	Graduation cap
	6.99

	Notebook
	1.00

	Funeral card printed A5 150gsm card
	5.00

	Memorial stone 
	13.90

	Cyanotype chemical part A and B mixture kit 
	17.99

	Turmeric Powder
	3.98

	Coffee filters (to ensure no powder was not left in solution)
	4.39

	Vodka 
	5.99

	Denatured Ethanol 
	12.65

	Borax Substrate 
	9.16

	Coffee
	1.00

	Vitamin C powder 
	5.99

	Soda Crystals 
	4.99

	Ilford Rapid Fixer (See caffenol research section for more details)
	23.44

	Ilford Darkroom paper (R.C multigrade pearl) due the volume I needed I brought my own
	29.85

	Water colour paper (cyanotype and turmeric) pack 50 sheets 300gsm 
	7.99

	Measuring cylinder 
	2.99

	Laboratory thermometer 
	5.99

	Plastic container 
	1.00

	TOTAL COST
	£192.06




My forecasted costs are based off the working ideas I have at the time of writing and will likely be an amalgamation of ideas in the end. Where possible I will use items, I currently own for props and construction; when it comes to the exhibition, I will utilise anything pre-existing and props to also enhance the work.  
[bookmark: _Toc184742086]Forecasted budget- version one 
An installation piece involving a washing line and photographs of still life photographs of everyday life printed onto tea-towels hung on the line. (Very basic outline)
	Description
	Cost

	4” x 4” x 8 ” wooden posts for the frame (£6.97p each)
	20.91

	Cotton clothesline cord
	5.58

	Eye screws pack of 2
	3.61

	Multipurpose screws for building the frame 
	5.64

	White cotton tea towels 28” x 19”  pack of six likely will need 2- £17.00 each
	34.00

	Props mostly from everyday life but a small budget in case
	25.00

	Rentable workshop space including access to tools and software £20 a month likely needed for two months to allow time for creating in a stress free manner
	40

	TOTAL COST
	£109.74p



[bookmark: _Toc184742087]Forecasted budget- version two 
A photobook that is a collection of still life photographs done in the studio or from everyday life. The budget of this is difficult to forecast due to not having reached the stage of photographic experiments which determines the direction of print on demand or handmade, so very loose budget. A plinth for easy viewing for the exhibition. The max budget of each avenue including plinth is £450

Key:       Print on demand        Handmade

	Description
	Cost

	Props such as soups, clocks, knives, glasses, lego, pasta, rice, beads, lamps, plants, chopping board, bowls, plates chocolate etc 
	60

	Standard landscape (Blurb)- starting price 
	17.00

	Small Square (Blurb)- starting price
	11.00

	Softcover photobook (Rosemood) – starting price
	19.90

	Layflat photobook (Rosemood)- starting price
	49.90

	Paper- max budget
	100

	Hardback cover- max budget
	40

	Encasement style- max budget
	100

	Softcover- max budget 
	28

	Specialist printing for cogs, handles (linked to encasement)
	40

	Rods and cranks (linked to encasement)
	10

	Plinth 
	42.50



[bookmark: _Toc184742088]Forecasted budget- Version three 
The following cost of prints are based off of the company I use within my practice as of December 2024. Max budget of £50
	Description
	Cost

	180gsm matt finish A3 £4 each
	£24

	190gsm gloss or silk A3 £6 each 
	£36






[bookmark: _Toc184742089]Developmental opportunities and challenges


	Describe the developmental opportunities, experiments and processes you have undertaken, what did you get out of them, and how will you use them to support your proposed project? (200 words max)


	This project explored the value that materials have in the process of portraying semiotic messages through photography. Advancing into the next project I would like to continue to explore how materials can impact the narrative displayed in the photograph but focusing on making informed decisions rather than conducting such a large scale investigation. 
Working with stop motion made me appreciate how important it is to put emotion into still life photography, which is what helps to portray the meanings that are presented by the symbolisms. As a result, I would like to continue working with this as a method, but in specific to the next project I want explore how I can create it as a physical object to provide a more immersive experience. 
I had the opportunity to trust the processes that I was working with, and while I may not have got an outcome at every point, I got realised that being a photographer is about the experimental exploration as much as the outcome. Therefore, in proposed project I have given myself plenty of opportunities to creatively explore and will try to embrace both the successes and failures as each outcome would have provided me with valuable lessons. 




	What are the main risks and challenges to your project meeting its aims? What will you do to manage these risks? Mitigation (100 words max)


	The main risk is logistics, namely in transporting of the work between locations such as where I create it and then the exhibition spaces. A solution is thinking about creating a site specific work, or questioning if the work needs to be on such a large scale. If I went with the idea of a washing line, I had budgeted for renting a space to create the work primarily for the tools but would assist in some of the transporting issues. 
Other concepts such as the book, that would be equally effective in transferring the semiotic messages and would reduce such risks. A large part of my mitigation process will be still through creative experimentation, and critically evaluating which would be the most connivant and cost effect work that still supported the subject matter. 
Additional risks of the outcome not having the desired effect or not being possible to construct either due to budget or time constraints. I have therefore factored the possibility of prints on the wall, and part of my risk management will be through creating photographs that will not lose value from being produced in this manner. 



	[bookmark: _Toc183960811][bookmark: _Toc184742090]PRACTICE-BASED EXPERIMENTS



Include examples of your practice-based experiments, that you have developed during this project. (add to this pdf between 20-30 pages) include photographs, screenshots, process images, texts, notes, references, links to videos made, audio files or other files.
[bookmark: _Toc184742091]Foundational research  
	This project originated from the observation that there was little reflection upon the significance of  materiality in the semiotic messages that a photograph delivered to the spectator. In the book The language of Images (Dondero, 2020) in the first part addresses the traditional semiotic viewpoints, asserting that the viewer is not passive but rather the facilitator to the messages drawn. In the second part, and more significantly to this inquiry, it expands on these concepts, attempting to reflect upon how the mode of material production (print versus digital) affects the messages conveyed to the spectator. 
Throughout the book it suggested that “enunciation” of a photograph should come from the entire work,  including the style of photography, postproduction, methodologies, and any material inputs/outputs used throughout the process,  in an order of disengagement from the creators intentions and a focus on internal reactions produced (Dondero, 2020). Her views argue that obtaining semiotic value from a photograph should come from analysing all the photographic endeavours against the spectators personal and cultural experiences, rather than the more traditional viewpoint of deconstructing the photographers signs embedded in the work.  In essence the argument is that the sign or symbol is the photograph, and that the signifier is the material construct employed, and that each feed into the other thus producing value and meanings for the spectator. 
This idea that the materiality has an impact on the semiotic messages delivered has been explored in a broader sense than Dondero’s research.  Chumley (2017) wrote ‘The ontological turn in anthropology urges attention to categories of being and becoming invoked in discourses and practices…”.  The argument here is that too look at the semiotic value of a photograph there is a need to look holistically at the relationship between the photograph and its physical production, rather than trying to pin it to logical reality. Overall, it appears that materials only contribute value to messages being transmitted if the photographer implicitly provides these values for the viewer to draw on. 
	The notion of print versus digital production of photographs has been wildly explored from the practically standpoint. Jasmine (2024) stated that the digital photo was great for mass production and sharing but was easily lost within this, and that prints were more sacred being something that could be viewed often but had a slower production rate. The idea presented here is almost refutes the idea that materiality has any significance to the semiotic message conveyed and rather is a question about the access and connivance in production for a photographer.
	Further to this point is argued that digital photographs almost have lost the importance of the ‘photograph’ and how poignant it can be in the preservation of time.  The argument here is that that everything about the digital photograph is an instant mass production, from the way it is produced to the way it is consumed (Stanley, 2023). Here the argument again tries to undervalue the semiotic significance of materiality, reflecting that the digital versus print debate can only be a focus on the impact of autonomy each production has on the photographer. 

[bookmark: _Toc184742092]Impact of research 
	Collecting all of the secondary research as afore outlined I would like to create a primary research investigation on the impact that print and digital outcomes have on the semiotic messages conveyed. To make the comparisons fair and accessible I will create a sequence of seven to eight photographs (see later sections for what they narrate) and use them as the foundation for each investigation. Within the print investigation I would like to employ three methods of production: Cyanotype, Turmeric anthotypes and Caffenol. Using three methods I hope I would be able to see how each process and colour tinting effect the way that the message is portrayed. In the digital investigation it will predominately focus on video production with the emphases of taking photographic principles and ensuring they stay embedded in the process. Through this I hope to see how an animated digital photograph can capture the audience without it getting lost to the mass production that is inevitable of this format.
	If the investigation is successfully, I would have collected enough data to assess the impact that materiality has on the narratives and how each production method hindered or enhanced the message. I will also be able to critically assess weather materiality has any  bearing to the semiotic theory of understanding photography as suggested by Dondero and Chumley, or if  it is more about connivance or power for the photographer as highlighted by Jasmine and Stanley. Overall, this is a body of work that focuses on the process of production and understanding the influences that each decision when taking a photograph has to the final outcomes.
[bookmark: _Toc184742093]Project objectives

· Utilising the practice of still life photography produce a series of images that allude to the theme of life whilst leaving room for ambitious interpretations of the symbols presented
· Experiment with three print processes to explore how they impact or hinder the message addressed by the photographic theme
· Experiment with a digital adaptation of the still life photographs to explore its impact on the semiotic messages.
· Evaluate how materiality affects the semiotic interpretation of a photograph and consider this outcome in relation to my practice.
[bookmark: _Toc184742094]Project boundary diagrams 

[image: A diagram of words with purple circles

Description automatically generated]To synthesise the research obtained on  the impact that materiality has in connection to conveying the semiotic messages from a photograph, I created a word diagram map as shown below. If the photographs including the materialistic outcome is successful, then the majority of the words in this diagram should be identifiable. However, these are only boundaries for me as the creator to have to ensure there is a cohesive project made, and thus will need to find a balance between them and leaving symbolic ambiguity for the spectator to draw their own narratives. 
[bookmark: _Toc183960812]

[image: A poster of a plan

Description automatically generated with medium confidence]Below is the photoshoot plan diagram that I created to help me have a creative boundary when creating the photographs. This will also help me when creating the prints and video to see how outcomes link back to the symbolism in the photographs.


[bookmark: _Toc184742095]Photoshoot attempt one
[image: ]	The photographs selected with a purple square are the ones that I found from the shoot that both fitted the narrative that was needed but also from a technical standpoint looked well-constructed. On the left hand side is the contact sheet from the shoot. Originally, I had the set up in front of the window which  caused a lot of backlighting and the scaffolding out of the window became an eye distraction taking the attention away from the scene on the table. Even with the curtains closed the lighting was still too back lit creating a dark photograph, and the join line between the two fabrics created another eye distraction, thus I moved the location to an area by a wall with no distractions.
[image: A close-up of a table

Description automatically generated]I think I could have given more thought to how the area of shooting would affect the scene, as post shooting, I can see there is a lot of slanting caused by the direction the table and camera rests on the floorboards. Additionally, I think I should have experimented more with the direction of lighting, as I had two soft box lights on each side of the scene which may have contributed to the sharp fall of lighting at the edges of the photograph. This harsh fall off might also vignetting since the  lens I was using was the 28mm-70mm Canon ultrasonic lens which can cause bowing on the edges of a photograph due to natural glass distortion in a zoom lenses. Issues with the table might also  be impacting the quality of the photograph, as the edges might be creating a leading line that directs the eyes away from the scene to the wall.  Solutions might come from having a table where all edges are not in the scene, a round table which the edges will lead the eyes to the scene or having the front of the table in frame more to offer more context. 
As there is a lot wrong with this series of photographs, I think the best option would be to re shoot in the studio. This will allow for me to work through the challenges I [image: A collage of images of a laptops

Description automatically generated]encountered on this shoot one by one in a controlled environment set up for photography, so that I can figure out were the main issues of the shoot rest. 
[image: A paper with a picture of a table with a row of plates

Description automatically generated with medium confidence]	The key benefit of this shoot meant that I could establish the narratives voice, and the story that I was trying to unfold. The concept of the plates being the ‘grounding’ point helps the spectator have an area to focus on what is being said. Overall, the props that change around these plates, including the ‘growth’ shown in plates help to support the idea of time passing. However, in the job scene I wanted to create a symmetry, where both ‘parental’ voices were working, but when looking at the series as a whole the narrative becomes complicated leading to assumptions that the rear plate is graduating/growing up, not the child plate to the right of the photograph. Additional connotations also form from the laptop being used as it could imply a discussion around, wealth which I want the overarching concept of the photograph to be about the cycle of an expected life.  
	Despite being able to establish concreate concepts of what each photograph was going to discuss I still am having issues with how the end narrative of the series will unfold. I experimented in this shoot with having the plates slowly disperse to just the right plate implying how the child grows up and the parents die. As a single photograph this seems abrupt seeking the concentration to be of what is this photograph specifically saying.  Furthermore, I experimented with having a funeral card in place of one, but it then becomes a very literal emphasis and therefore ruins the ambiguity of codes that the semiotics theory discuses. Therefore, I need to consider if the more abrupt ending fits better with the wider concept of the shoot, or if it would be more suitable to have a step down narrative, such as one parental plate gone then in just the child’s in the last photograph. 

[bookmark: _Toc183960813][bookmark: _Toc184742096]Photoshoot attempt two
[image: ][image: ][image: A close-up of a white sheet

Description automatically generated]
[image: ]	
Above is the contact sheet of the re-shoot in the studio, with the purple squared as the selected photographs that work best for that particular narrative.  For the first two pages it can be seen how I experimented with the set-up, paying particular attention to the creating a wider depth of field, by increasing the aperture up to F13 and then choosing different ‘points’ on the table to focus, thus determining the focal point that I would then use through each photograph. This was to ensure that all the props were in focus in each individual shot, but there was still a level of constancy in the wider series. Initially, I wanted the scene to be taken at a top down angle so that the main focus was just on the table, to prevent any edges being exposed thus preventing leading lines. However, props such as the engagement ring and the graduation cap are three dimensional props, they ended up looking distorted, so I opted back to shooting straight onto the scene with less of a tilt angle than the original shoot. I was able to control the leading line issues through using a longer table, so it trailed off natural at the width of the photograph, and in combination with lighting I manged to create a faded roll at the front of the frame making for a softer cut off-line. Covering the table in a white sheet of paper also helped to prevent any lines or marks on or around the table from being an eye distraction. 
[image: ][image: A camera and a table with a white cover

Description automatically generated]	On the lower left hand side, I show how I had a large octangle soft box on a light that was pointed at a forty five degree angle behind the camera into the scene. This created the stark white clinical lighting seen mostly in the first contact sheet above. In the lower right hand photograph I am showing how I opted for a smaller rectangle soft box with light pointing directly over the scene, which created the harsher dramatic lighting seen in the rest of the contact sheet.
	In this re-shoot I learnt how important lighting is in enhancing the narrative and emotion that needs to be conveyed in a still life series of photographs. By turning off the main studio lights I was able to introduce the lights in the scene in a controlled manner allowing me to understand their impact and obtaining the lighting required for the photograph, which is a method I will be applying to future shoots. I did use a zoom lens again for this shoot, which was the Canon  RF 24mm-105mm at 70mm, but when setting up I was conscious about the glass warping at the wider end of the spectrum that was apparent when using a zoom lens in attempt one. As a result, choosing a middle range focal point allowed me to avoid these issues by placing the camera away further away  while yet keeping the desired close crop into the scene.  
	In attempt one I outlined certain photographs that I wanted to pay particular attention to when reshooting to ensure that I was using the props to make the best symbolisms possible. Overall, I was successful in achieving this, as reflected in the comparisons below, which also visually shows the improvements developed between attempt one and two. However,  I still need to work on the message I want to give in the end photograph, which at the moment I am leaning towards the idea of splitting it across two photographs by removing a parental plate first, then a separate one with just the child’s plate, to make a less abrupt forced message. 
[image: A table with plates on it

Description automatically generated]	 In attempt one I was originally happy with how the roses sat on the centre of the plate. However, when I changed the lighting to being top down rather shooting in from the sides, it emphasised the shadows between the roses. As a result, the eyes were drawn to focus on it, taking away from the overall meaning. In the case of the more dramatic lighting a single rose conveys a more subtle statement that fits both photograph and series as a whole. The lesson to be learnt is that while having a shoot plan and set ideas in mind is beneficial, if I make adjustments, I need to be prepared that it could impact these conceived ideas and that I may need to modify these plans slightly to get the overall desired photograph. 
[image: A couple of plates with food on them

Description automatically generated]
	On the right hand side, it reflects that I wanted to make more of an interaction between the back plate and the front in the proposal photograph, to minimise the formality or harshness that was coming across. In the contact sheet it reflects how I experimented with both the positioning of the ring box but settled on moving and adding/subtracting the petals to create the balance achieved  in the selected photograph. Making this change creates more cohesion and really emphases the symbolisms of love and unity in a more balanced and subtle manner 
[image: A computer on a table with plates and a book

Description automatically generated]The main change to the narrative of the photographs I wanted to make was in the job photograph, which can be seen on the right. While I prefer the balance displayed in the original photograph to fit better into the larger story line, I think the simplicity of developed in attempt two is better. Yet, I think I could have given more thought to the positioning of the book, either by bring the book closer to the front plate or turning it round and having it on the left side of the back plate. If I were to reshoot, I believe the latter approach would work better since it would provide a more narrative line to the back plate which would fit better with the overall storyline.  

[bookmark: _Toc183960814][bookmark: _Toc184742097]Printing experiments 
[bookmark: _Toc183960815][bookmark: _Toc184742098]Cyanotype 
[bookmark: _Toc183960816][bookmark: _Toc184742099]Key research
	Cyanotype is a method of making a print that uses an ultraviolet light sensitive coated paper through a chemical mixture, which can be produced either from a film or digital negative. The solution to coat the paper with is of two chemicals in equal quantities, part a: Potassium Ferricyanide and part b: Ferric Ammonium Citrate. This combination causes an unstable oxidising reaction with the oxalate anion which turns it to carbon dioxide, thus producing a Fe2+ reactor within the material (Chemistry and light, 2019). In summation the darker parts of a negative will remain unchanged as it blocks the ultraviolet rays, and the length of exposure is dependent on how deep of a blue is required for the print. This chemical reaction is stopped by rinsing out the unexposed chemicalss creating a contrasting photograph of blues and the original material colour.
	Researching the exact chemical reaction has been fundamental as it has helped me to know exactly what creates the printed photograph. As a result, this will help me push the creative boundaries and know where to make changes if at any stage I am struggling with process. As I can see how light sensitive the papers become, I will coat and handle the paper in a darkened environment, so that I can maximise the control I have over exposure times. 
[image: A screen shot of a screen

Description automatically generated]	In addition to reading about the process and reaction I conducted some visual research through videos, as seen in Fig.1. He discussed about how his prints could take anywhere between three to twenty mintiues, depending on the position of the sun and  the cloud levels. Therefore, when I make my prints, I would need to try to do them on a sunny day as this will have a higher ultraviolet level. If I cannot then I either need to get a ultraviolet lamp which would cause for a more concentrated exposure, or on cloudy days adjust my exposure time to be longer. Along these lines he explained that the more the grey the coated paper got when exposed would indicate how deep of a blue the final outcome would have. In essence if I wanted a light blue, I would need ensure that the paper still had a level of a blue tint as this indicates that there are still unreacted chemicals that could be rinsed out .Figure 1- Best Cyanotype printing process


[bookmark: _Toc183960817][bookmark: _Toc184742100]Influential artist- Kenro Izu
[image: A group of peaches on a table

Description automatically generated][image: A flower in a vase

Description automatically generated]	The photograph prints by photographer Kenro Izu, have been majorly influential in seeing how still life photography can be printed using the cyanotype method. In fig.2 the work is of a natural still life, where the scence was already set up. The lighting comes from the big window in the background and the table set up is minimal with the flower being the main focal point. The print itself utilises a lower exposure time creating a softer blue hue.[bookmark: _Toc183283846]Figure 2- Blue 933B


Fig.3 is another print by Izu, but this time utilising the staged method of still life photography. The table has been positioned with a bias to the left of the frame, a range of fruit has been scattered across the table, on top of a box and book, with a singular vase. The backdrop is just of a plain wall and the print has been made with a longer exposure time creating a starker contrasting blue.Figure 3 - Blue1122B


	Looking at both figures helps me realise how essential exposure time was in conveying messages, since the softer tone in fig.2 works for the symbolic meanings being conveyed, however this would have not worked in fig.3 as it would have altered the meaning negatively. Therefore, when creating my prints I need to consider the message that could be conveyed by the exposure, which I will establish through a contact sheet. Having a contact sheet will allow me to clearly see the different impact each time has on the clarity of message thus allowing me to choose the most appropriate one. 
[bookmark: _Toc183960818][bookmark: _Toc184742101][image: A collage of two bottles of liquid

Description automatically generated]My processOn the left it shows how I chose the jacquard products powder solutions that need water to be added to the remainder of each bottle to initiate the chemical reaction. When first activated it needs to be left for twenty four hours to ensure the solution has fully dissolved, with each bottle being able to be stored as liquid for up to six months if kept in a darkened environment. 


   







[image: A paint brush in a container

Description automatically generated]Once the solution is made up it does not need a waiting time, and I can use some of each part when required. To coat my paper, I added 15ml of solution A and then another 15ml of solution B, to ensure I got an equal balance reaction of the solutions, but also had enough to coat several pages at once.
	On the right I show how I put the mixed solution into a container, which makes it easier to apply later. The benefit of using a measuring cylinder is that I- can ensure accuracy in getting equal parts, but also the act of pouring and moving the liquid mix ensures it is well mixed before application.  I choose to use a two inch paintbrush to apply, as this gives a smooth even coat across the paper. Then I leave all the coated papers to dry in a darken room before exposure, and if I need to store them, I put them light-tight bags in a box to ensure no light leakage. 
[image: A blue and white rectangle on a carpet

Description automatically generated][image: A blue and white paper

Description automatically generated][image: A blue and white paper on a carpet

Description automatically generated]	To make the scan easier to read, I drew a line ion the contact sheet indicating where each time exposure was (left). At the lower end (far right side of scan) there is very little detail produced making it hard to decern between the table edge and back drop, which would indicate that it was too low of a exposure. The longer the exposure the more detail I was able to gather, but I was concerned that at the seventy- or sixty-minute mark, they would become too dark of a blue making it challenging to distinguish the objects on the table.  I believe the ideal time is a fifty-minute exposure, providing enough contrast in the blue tone while maintaining detail, as in the middle exposures of the contact sheet it can be seen they are still hazy and washed out.  However, for experimental purposes I would like to do an exposure at twenty minutes to see how effects the message being conveyed, similar to the different exposure durations in Izu’s prints.20 minutes
50 minutes

	Looking at both examples above, it is clear that a contact sheet is essential for ensuring that the correct exposure is picked in a timely and cost effective manner, as I was able to see on one sheet of print the impact each time had on the way the photograph manifested. Therefore, were applicable in future I would like to use contact sheets to assist me in figuring out the ideal exposure time. At fifty minutes, the contrast is sharp, providing a sharp detail in the edge between the table and backdrop, as well as the objects that are placed on it. When exposed fir twenty minutes, the contrast is reduced, but the definition between table and backdrop is not lost; however, the object requires more concentration to distinguish what they are in comparison.  
	In both cases both exposure times have value, and still create a photograph worth viewing, but which one that is usable in this instant is the fifty minute exposure one. If the work was focusing on specific themes such as memory or the passing of time, then the faded hues would be really supportive in conveying such ideologies. However, even though I want ambiguity in my work, I still need every detail to be discernible, because all the signs and symbols constructed in the work will link back to my theme of semiotics and the message being personal to the spectator. As a result, the exposure time, influences the contrast and detail in a print which then impacts the materiality relationship to the subject matter emphasizing the importance of each decision while creating a photographic print.
[bookmark: _Toc183960819][bookmark: _Toc184742102]Turmeric anthotypes 
[bookmark: _Toc183960820][bookmark: _Toc184742103]Key research
	Turmeric anthotypes, like the cyanotype process, is a print process that uses ultraviolet light sensitive coated paper with digital or film negatives, but instead of chemicals it is created by the dye (curcumin) reaction between turmeric and denatured alcohol, such as vodka or ethanol. The process sits with in the photo-physics law of Grotthus-draper, which is the chemical reaction between the material and its absorbing of the light sensitive liquid, from the energy being produced which creates a fixed etching (Appleyard, 2012, P.5). In essence a turmeric anthotype is produced from the energy atoms caused from the ultraviolet lights reaction to the material combined with the curcumin dye and thus takes a photograph. To fix the chemical reaction a mixture of borax substitute (a high concentrated pH sodium sesquicarbonate) and water is used. to rinse the curcumin dye and darkens the print making it less sensitive to ultraviolet light (Trischman, 2024). This fixing process ensures that the prints no longer possess the exposure process and result in the loss of prints. 
It is critical, in my opinion, to know this photo-physics law when considering making turmeric anthotypes as it is such a volatile reactor process that needs careful balance between all three elements in order to produce photographic outcome. This research also explains to me why this process needs hour exposure times unlike cytotypes, because of the way the energy atoms react and thus settle is a lengthy process, which if rush will not work. Knowing the process of fixing ensures I understand how important the rinsing phase of this process is in ensuring the work does not become over exposed and this losing the photographical outcome.
[image: A screen shot of a picture

Description automatically generated]An essential video I watched was by Paul Bishop, who explained in a detailed manner this reaction process. In the screenshot on the right, it shows the section of video where he explains what to expect when the print is properly exposed. He emphases that if the paper is coated properly, the original material colour should not be visible, and be replaced with a smooth darkish yellow, which when exposed for long enough, should develop a paler, nearly white form of this yellow.  This knowledge will be critical when creating my own prints,  as I will be able to visibly ascertain if my chemical mixture is working properly by comparing to his example and when the print should be ready to fix. Figure 4- 8x10” print with turmeric and borax (Anthotype)

[bookmark: _Toc184742104]Influential artist- Blue Badger Studios
[image: A close-up of a flower

Description automatically generated]
Fig.4 Is the turmeric print that Blue Badger Studios produced as part of their experimental investigation into plant based anthotypes. They conducted this particular experimentation through placing a triage of Ginkgo leaves to fill the majority of the page and left it outside to expose in the sun. The benefit of fig.4 is through its illustration that this process us lengthy and is dependent on a high concentration of ultraviolet light, and therefore requires a long exposure of time. 
Figure 5- Turmeric- Ginkgo trio



[bookmark: _Toc184742105][image: A person holding a vegetable

Description automatically generated]	Influential artist- Laura Albornoz

I needed to visually investigate the possibility of using a digital negative in creating a print, as seen in Fig.5, which is a close in photograph of a elderly persons hand holding an apple. The photographer, Laura Albornoz created a digital negative through an acetate that she left on the coated paper for 12 hours. This was impactful to the project in reassuring to  me that it was possible to create turmeric prints from a digital negative. As the photograph is that of person, there is a level of closeness and familiarity suggested, and being printed on turmeric shows how important the way a photograph is produced has to the overall semiotic messages conveyed. The length of time it took to expose just like fig.4 confirms that this is a process that needs a long exposure time. Figure 6- Hands


[image: A piece of paper on a grey surface

Description automatically generated]Attempt one:
Here I used two teaspoons of turmeric powder and made a gravy like consistency by adding small increments of vodka and tried a total exposure of 4 hours out in the sunlight.  The scan to the right shows that this was not successful in producing a print, likely due to a grain bias from going off of a constancy ‘feel’ rather than measurements. Therefore, I would like to try to source a recipe to give me a more reliable outcome that creates a balanced chemical reaction. Additionally,   I would need to exposure for longer than four hours to see if I could create some print on the paper. 

[image: A piece of paper on a grey surface

Description automatically generated]Attempt two:
[image: ]I found a recipe that I used for this attempt by Trischman. J (2024) which was 1 teaspoon of turmeric powder and 4ml alcohol and suggested filtering the solution through a coffee filter. This was then followed by 2 teaspoons of borax and 120ml water as the fixer. On the left I show my outcome, which even at six hour exposure I was unable to achieve a print. What it does highlight is that the recipe provided me a smooth non grain biased coat which suggests that in the first attempt there would have been a chemical imbalance that would have prevented the print from exposing. In this instance I think that the chemical imbalance is occurring from the alcohol not being strong enough as seen by the faint yellowing in the overall photograph. I was using Vodka which had a 40% level and most of the examples including the recipe used either isopropyl rubbing alcohol (70%)  or denatured ethanol (90%) and therefore in the next attempt I will a stronger percentage .
Attempt Three:
In this attempt I used the recipe as afore outlined but used a denatured ethanol alcohol.  On the right is the outcome that I got from exposing at six hours which still did not give me a print but does confirm that in attempt two there was a chemical imbalance caused by the lower level of alcohol. From my crit of 19th November, it was suggested that I use the ultraviolet lamp available in university and try for an exposure under such concentrated conditions for a minimum of eight hours, as I am trying to conduct this outside in the variable autumn/winter weather conditions. Taking this advice, I will, the stronger ethanol and  recipe and try a final attempt to see if I can produce a photographic outcome. 
[bookmark: _Toc184742106]My process (final attempt)
[image: A collage of different images of a cup of liquid

Description automatically generated]	On the left are some examples of the process I went through to coat the paper. Using Trischman. J (2024) recipe I did 1 teaspoon of turmeric powder to every 45ml as this created the correct chemical reaction needed as seen in previous attempts. To ensure I avoided the powder bias as seen in attempt one I strained it through a coffee filter and placed this solution from the cup into a container to make it easier to apply. The last stage was to leave it to dry in the darkened environment, and the purpose of the bin bags was to protect the floor from staining.   
[image: ]
[image: A yellow and blue paper

Description automatically generated]	When the paper was dry, in a mostly darkened room I placed a coated paper with an acetate on top of it under the Ultraviolet Lamp. The print featured in the photograph on the right took a total of 23 hours of continual lighting under the lamp, which was nearly six times the length that my research sources had suggested. Geographic location and season will be a factor, as I was working in a damp country known for lower Ultraviolet light particularly during winter. Therefore, I should have made the switch to the lamp method sooner, which would have given me more opportunities to get the entire series of photographs printed. 

	On the left it is illustrating how under the lamp I was able to start to see some photographic resemblance after eight hours and therefore if I had a completely darken space, or a higher count Ultraviolet light then it would have concentrated the light speeding up the developing time.

[image: A two square containers with a yellow and orange square object

Description automatically generated with medium confidence][image: A box and measuring cup

Description automatically generated]	On the right it illustrates the process that was needed to fix the reaction in place. To make the fixer it consists of 2 teaspoons of Borax Substitute to 120ml Trischman. J (2024), which I triple the quantity to ensure the entire print could be submerged, therefore using 6 teaspoons of Borax Substitute and 360ml water. Then, as seen on the lower left I first placed it into a cold-water tray, which shocks the reaction and prepares it for the fixer. In the lower right photograph, it shows how I placed the print into the fixer which was left for 30 minutes to ensure that the processed was stopped.  

[bookmark: _Toc183960821][bookmark: _Toc184742107]Caffenol experiments
	In contrast to the other two processes that were developed using ultraviolet light, caffenol is a darkroom process. In first part of the process, it follows the traditional step of exposing a paper coated in silver halide crystals to non a non-safe light.  To create light there are three channels, red, green and blue, in the case black and white darkroom paper it is sensitive to only the green and blue, so the safe light would be red, and the white light (exposure source) is formed of a combination of green and blue (Guidry, 2019). This information is critical to me as I can understand the process behind the exposure and see how important it will be to keep the paper away from light, and when working with it if I need a light source, I must use red lights. Additionally, it contextualises the difference between turmeric anthotypes and cyanotypes making it easier to understand the difference in  the print process. 
[image: ]	The caffenol process then removes the traditional developing agents of hydroquinone, metol, phemidone and dimezone for an alkaline based agent created by coffee, soda crystals and vitamin C powder, but still utilises a fixer of high sodium water to stop the developing process. Fig.7 illustrates that there is the same end molecule rection that is produced from traditional developing agents and alkaline based ones, therefore they can be handle and treated in the exact same way, thus making a more affordable and accessible developing agent. Researching this molecule reaction in such a visual manner has strengthen my knowledge of how a print is formed a) by a non-ink based or ultraviolet method and b) why one can take out traditional developers and replace them for an alkaline. In relation to project this depth research will ensure that I am able to read what changes have been occurring ensuring that I get the highest quality print that supports my semiotic messages.  Figure 7- hydroquinone and catechol vs caffeic acid

[image: A person holding a picture

Description automatically generated]This video explained that the developing time took longer than usual developers, due to it having a weaker bond reactor process, which is something I will need to keep in mind when creating my own prints.  Additionally, it discuses that it is still important to agitate the prints at each stage ensuring that it evenly developed and coated, creating a smooth print.Figure 8- Printing photos with coffee?... home darkroom, caffenol and film photography


[bookmark: _Toc184742108]Influential artist- Toffle

[image: A person playing a piano

Description automatically generated]Fig.9 is print made by artist Toffle. It was influential to see the tones that caffenol prints can leave behind, almost sepia in mannerisms. This will help me when creating my own works as I will be able to visually see if my prints are working, for the blacks would look darker and the whites would take on a brown tint. As the photograph is taken in a domestic setting the caffenol enhances the homely narratives being convey, and, as in fig.6, it also emphases the concept that the way a photograph is produced is important to the overall semiotic analysis. Figure 9- Piano Etude #6- the piano tuner 

[image: A piece of paper on a carpet

Description automatically generated]
[image: A person holding a spoon with a spoon in a clear container

Description automatically generated]Attempt one:
I followed the recipe by Madison (2021):  500ml of water, 6 teaspoons of coffee, 3 teaspoons of Vitamin and 2 teaspoons of soda crystals. As I do not have access to an enlarger at home, I decided to try and expose the prints via a controlled 1 second increments using the main light to try to get a contact sheet. Then I placed the paper in the developer for 10 minutes which was recommended by Madison (2021) and as seen in other research sources. The final stages were to fix it for a minimum of five minutes and then to rinse for a minimum of ten minutes. In this attempt I made my own fixer (see upper left photograph) loosely following Brendanbarryphotos (2020) recipe of 500ml of water and 150g of salt. As I don’t have weighing scales I needed to convert this recipe to spoons, which for the average teaspoon it holds 5g and therefore I needed 30 teaspoons (). 
The final outcome this contact sheet is seen in the upper right photograph, which holds no photographic resemblance. The dark nature of the print suggests that it is over exposed, which could either be from the way that I am lighting the print, or it could be the fixer solution. As I had to make the fixer and didn’t accurately follow the recipe, I would like to buy some Ilford fixer but keep with the way I am exposing. Changing one variable will help me to learn about the process and understand the issues fully allowing me to creatively explore and modify these techniques in future.

[image: ][image: ]Attempt two:


On the upper left it depicts how I switched the homemade fixer solution for the one by Ilford, which requires one part solution to four parts waters. In this instance I put 200ml of fixer (first line) and four parts to create a total of 1000ml of solution (second line). As evident in lighter brown contact sheet (see upper right), making this alteration confirms that part of the problem encountered in attempt one was that my fixer did not work. However, I still was unable to produce a photographic resemblance (see right), confirming that exposing to the main bathroom light is too unpredictable, and that I will need to use an enlarger to achieve a more consistent exposure.  To achieve this, I will utilise the darkroom facilities in university, as enlargers are expensive, but also require me to learn how to set one up safely in the bathroom, which I do not have much time left with this project. Additionally, I will convert the developer recipe to grams to ensure that I can get the most accurate quantities possible just in case there is a chemical imbalance reaction occurring too. Lastly, I would also like to make a larger quantity of the fixer, more for ease of processing the print than the outcome, because it was slightly too shallow requiring me to hold in under to ensure it got an even coating. 


[image: ]My process (final attempt)
	Above are some photographic examples to illustrate the process that I went through in order to create the prints. To create the developer, I still used Madison (2021) recipe but converted to grams as I had access to scales: 6 teaspoons of coffee=20g, 3 teaspoons of vitamin C powder= 5g, 2 teaspoons of soda crystals= 15g. As I was using an accurate ‘ml’ measurement for the water (500), it seemed more effective to ensure that the powders were precisely measured to grantee a stable reaction for the developer to work. What I learnt from doing this in the darkroom was I needed to ensure that the water was at 20C , which I had not been doing in the other attempts, which was key to ensure that the water was warm enough to encourage the reaction but not too hot which would over excite the atoms creating a non-stable reaction, resulting in colour or print distortions. It is also best practice to keep all water forms at this temperature to ensure that the process is stable, which should be the same in both ordinary darkroom print developing and that of developing films.
	I also learned that I needed a ‘stop-bath’ to wash the developer and prevent further maturation of the print, something I did not do in the previous attempts, which could have contributed to the absence of photographic resemblance. When looking back over my research this was incorporated in the processes others did, but also is something I know about both developing film and darkroom prints, so this was a lesson more in concentration and paying attention to the process. I still used my own fixer as I did not want to waste the universities one for, I needed not to contaminate the developing process already set up in the space, which I out 400ml of fixer and four parts waters making a total of 2000ml. This increase made it easier to fix the process as I did not need to hold it down as the water level went over the entire print. Each print was left 10-20 minutes in the developer, 30 seconds in the stop bath, 10 minutes in the fixer and 20 minutes in water rinse. The coffee developer has a slower reactor time than traditional developing solutions but has a more aggressive attachment requiring for a longer fixing and rinse to ensure that the reaction has held from developing further. For ease of working, I set the trays up in a conveyer belt system so that I could be working on different parts whilst keeping an eye on the process as whole.
[image: A couple of pictures on the floor

Description automatically generated]	An important lesson I learnt about making prints in this manner is that I needed to agitate often to ensure that solution was not pooling and was covering the print evenly. On the upper left it shows what happened when I just placed the print in the developer, and on the upper right it shows a much smoother finish after I agitated regularly. At each stage of the process, particularly at the fixer stage I continued this agitation which further contributed to the constancy in the print. While this is relevant to this caffenol process, it will also be transferable to other darkroom print processes too.
	I did discover that the caffenol developer exhausted quicker than traditional developer, due predominately to having a faster oxidation rate, and therefore struggled to print constantly across all photographs. This is why the timing that the print changed as when created first it was more reactive needing a time of 10 minutes and my max time, I reached at the end was 20 minutes. For this experimentation process, it had no effect on the materialistic outcome, but, if I needed each print to be a perfect match, I would need do them in two to three batches to stay under the lower developing time and maintain constancy. 
[image: A picture of a painting on a surface

Description automatically generated]		On the left it shows the contact sheet that I was able to get. I went for a total of 12 second exposure which is seen on the further side and on the right is at one second interval. From reading the contact sheet I was able to ascertain that a 6 second exposure would give me the balance between the highlights and shadows to create a crisp photograph. Therefore, switching to the darkroom facilities ensured that I got the correct exposure in a controlled manner that would not have been attainable in the original manner I was conducting it. In summary for this process to work I would need to get an enlarger and spend time learning how to adapt it to the space  I have if it were a process I was going to peruse. 
[bookmark: _Toc184742109]Video experiments 

[image: A hand holding a plate

Description automatically generated]	The original concept for the digital outcome I had was to create a video, placing the objects in scene as I would if I was creating the still life-photographs. This worked well in conveying a more religious concept of the traditional way of life, as the body-less hand could allude to ‘God’. This could also be a negative because I wanted a level of ambiguity to the symbolisms in the work, and this could be considered as too leading the spectator to a final message.  The other issue faced was it removed the still-life manner of shooting, making this more of a ‘film’ concept rather than an exploration of photography outputted to a digital material. A possible solution to this could have a video of me creating the still life photographs, almost as a behind the scenes, which would have kept the photographic element to the work. Keeping the sound in helped to add depth to the messages displayed, and iin other video based projects the sound will be something I will need to consider in how it alters the narratives on display. (Watchable at: https://www.youtube.com/watch?v=c77YRsdy6ek ).
[image: A screenshot of a computer

Description automatically generated]However, when navigating the photographs I had taken in attempt two, I saw that the work lent itself well to the medium of stop motion, as seen  in the screen recording on the left (Watchable at: https://www.youtube.com/atch?v=xeVzB07qqQQ). This method honoured the volume that digital mediums output, kept the emotion to the narrated scene but also kept it as a work of photography. In summery my initial influence of changing to working with stop motion came from flicking through the shoot and the next stages would be to look at how other artist used the medium in their practice as well as how to produce it in a more professional manner. 
[bookmark: _Toc184742110][image: A bunch of flowers with white and red flowers

Description automatically generated]Influential artist- Ori Gersht
[image: ]	Blow up resulted in still life photographs that captured the explosion and were then reproduced on light sensitive digital paper (Gersht, 2007-2008).  It was useful to see how he had managed to capture so much emotion into a print or 2D  format as this was something I had been particularly finding difficulty with. However, Santa Barbara Museum of Art (2011) posted a video showing the behind the scenes creation of the photographs, which provided me with the idea about bring to life the photographs instead of keeping them as still frames. The video was a slide show of photographs, but towards the end it showed Gersht’s work which almost broke it down into a frame animation, which was majorly influential in conveying the notion that to turn the work into a video did not mean that I was losing the photography elements I was seeking to achieve. It was helpful to see the amount of depth, detail, and attention that went into just getting one of these photographs, which remined me that still life photography is often a slower form and that I  need to trust in the process just as much as the outcome. Figure 10- Blown Up

[bookmark: _Toc184742111]Influential artist- Amelia Johnson 
Johnson’s work, like figure 11, features small, framed stop motions, where there is lower number of photographs to create a shorter looping animation. This put into perspective that for a stop motion it was quality rather than quantity, and that it was a short animation but high in quality the message would be delivered more effectively, as there would be nothing to distract the spectator. In figure 11, Johnson chose to take a slice of pizza in each frame, but in other works she chose to add to the scene. This creatively inspired me to think about stop motion not from just the movement but the impact that change would make to the spectator. Figure 11- Stop Motion

[bookmark: _Toc184742112]Influential artist-  Jamie Lau 
[image: A bottle of alcohol and a glass of liquid

Description automatically generated]	 In Figure 12 the photograph was featured a  still set of a whisky bottle and glass on the table, but the stop motion animation came from the moving smoke moving around this scene,  putting atmosphere and emotion back into the photograph. Lau’s work was the most influential in this part of the investigation as it encouraged me to think about adapting traditional methods and making them fit and suit my intentions rather than me rigidly following the ‘rules’ . His works also reminded me that still life and stop motion were both techniques that thrived on creative explorations, and the more experimentation I carry out, the more the narratives I was attempting to portray would be reflected in the outcomes.  Figure 12- Stop Motion

[image: A person sitting at a table

Description automatically generated]	Before reshooting the photographs specifically for stop-motion video, I conducted research on how other photographers translated this technique to still life photography. Fig.13 is the video by Chris Pieta, which showed the process from set up, props, shooting and postproduction. This holistic approach made me realise how time consuming the process is, which encouraged me to ensure that I set plenty of time to photographing. He also explained that while the time between each frame does affect the length of video, the volume of photographs is what impacts the length. Therefore, if I wanted a quick video, I would only need to take a few hundred photographs but if I wanted a video that was significantly length then I would need a few thousand photographs. To achieve a fluid, stop motion he spoke about creating a concept list, which outlines what the photographer wants as the final outcome. Applying to my situation, I will take my shoot list as afore shown and when shooting make each photographical ‘scene’ longer through making small incremental changes each time I photograph. Figure 13- Upgrade your Product Photography- Stop motion guide


[image: ]	The other beneficial video was by The Slanted Lens, finding predominate influence from there discussion on setting up and how to manage the volume of photographs. On shoots that required many photographs, it would be better to tether straight to a computer to ensure that a change of card would not be need. Linked, they suggested that it would be best practice to use a charged battery, as in both cases a change could lead to moving the camera, which could lead to inconstancy issues in the postproduction stitching. Figure 14- How to Do stop Motion Photography

[bookmark: _Toc184742113][image: A close-up of a computer screen

Description automatically generated]The shoot
	Applying both Chris Pieta and The Slanted lens videos I tethered the camera to the computer, which I had set to live update, so every time I photograph it would save to a folder but also showed me what was happening. I then kept the same lighting set up, camera and table set up as seen outlined before in photoshoot two (see upper right photograph). The live set up had an option of a grid (see upper left) which was essential to ensure that everything in frame was balanced and there was no overcrowding in any part of the photograph. Even though I did use a full battery it did run out and when I changed the battery it caused slight jolting that is noticeable in the outcome, and in future I will need to use a battery grip which has the capacity of two batteries to ensure no issues like this occur. In addition to the shoot list, I made another visualiser (Watchable at: https://www.youtube.com/watch?v=hgBHwNyygPQ) using a similar method to the one employed in my final outcome that I regularly referred to really understand the impact y changes would have. The shoot list was fundamental to keeping on track of the volume of photographs, but if I had time, I think I should have done this shoot at least once before the outcome as there were multiple points, I felt the idea needed to be more thought through.  The overall photographs I took were 466 and of which I only used 426, as I needed to ensure that the focus, lighting and set up were perfect to create constancy across all frames. 
[bookmark: _Toc184742114]My process
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Description automatically generated]	Figure 15 was video I watched showing me how to make a stop motion time lapse in photoshop. It was broken down into clear steps from layer management, construction and how to export dependent on a range of possible outcomes.  This research was key to how I ended up producing the work, but also getting to grips with the process of post-production of a stop motion video. However, completing this in photoshop was restrictive and as I advance in this style of photography, I would like to explore more avenues of producing a stop motions. Figure 15- How to create a simple stop motion animation using Photoshop
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	The above is an illustration of my post-production method applied from my afore research.  The first steps were to open the timeline editor in photoshop, and to make sure that I was in the frame animation mode and not the timeline video, as the animator would make a video by stopping on each photograph were as the timeline video mode would make a smooth transition. Each photograph was imported into lightroom and as suggested in Figure 15 I would need to select them all and covert to frames, ensuring that the timeline editor could read them. The way that the frame worker converts the photographs meant that in the video editing bar they were backwards and therefore I needed to spend time reversing the order to ensure that the end video formed the linear cohesive narrative I needed. Something I learnt from my concept visualiser was the need to slow down the transition time between each frame, which I had set at 0 seconds. For the final outcome I ended up making a 2 second delay which paused enough on each frame to allow for the very stylistic stop motion freeze desired but not long enough that it ‘felt’ slow. To export the video, I selected the option to render to video at 720p at the total length of video was 1 minute and 26 seconds. This put into perspective how much effort, time and photographs goes into a short animation and in future uses I will need to bear in mind. 
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[bookmark: _Toc184742120]Video 

Channel: https://www.youtube.com/@saskia16672

Final Stop motion: https://www.youtube.com/watch?v=mG8oZIdOsr0&t=1s


[bookmark: _Toc184742121]Evaluation 
	Overall, this project has taught the valuable lesson that part of being a photography is about going through the process and not always having a full outcome. Particularly this lesson was taught in the print process experiments, as I was unable to get a complete set of the photographs turmeric anthotypes namely. However, at the end of the project I can holistically reflect on how much I learnt that will ensure that I could get prints in this manner, but also with the way I approach my work, and can see how persistent I am in developing work which I am proud of.  
	My main area of failure in providing solid outcomes steamed from my time management skills. As seen  above in the timeline for this project I spent too long researching around materiality in connection to photography and how to  create each process. While I do not refute the benefits of this research, I  could have started experimenting and critically assessing as I went along instead of having weeks just dedicated to research then creation. This dual approach would have shown me areas of issues sooner, and ensured I got the outcomes I desired. Along these lines I made basic errors such as knocking the camera and overexposing some prints that were caused by rushing, thus being avoidable. For the proposed project I therefore have cultivate time to experiment as I go along through making models, having research conducted alongside as particle work and more opportunities evaluate the creative work to  support a better workflow and a more fluid outcome. 
	The main goal of this project that was successful was to create a primary research investigation into the impact that print and digital outcomes have on the semiotic messages conveyed, to evaluate if materiality had any bearing on the semiotic messages obtained from a photograph. Collating all data obtained from each section I can see that is not specifically about one process being better than another, but rather about how the material ‘articulates’ the symbolic messages being displayed in a photograph. Applying this knowledge to my secondary research outlined in the foundational section, I can agree with Dondero and Chumley’s investigations but also partly agree with Jasmine and Stanley about the importance connivance and accessibility for the photograph. In summation, materiality impact on the messages displayed can and should considered in the production of photography, but only within the reasonable grounds that a photographer has access to. 
	Specific to the work produced for this project the print outcome determined the narratives produced. This is namely reflected in the cyanotype process, as it leads one to question the relevance of this production in connection to the sequence of photographs. This is less apparent in the caffenol process, for one can attribute the coffee to sitting down and spending time with someone as symbolised in the photographs. I cannot critically assess the impact of turmeric for I was only able to produce one faded image. So, if a print process had to be chosen, the most effective in communication the narratives would be the caffenol process. However, I feel that the video stop motion production is far more effective in conveying the messages symbolically created in the photographs, as they add movement which provides context, but also add emotion which is a key component in delivering narratives in the still life method. In essence if I had to choose a material outcome that worked well in specific to this work produced it would be the video avenue. 
	I also kept to the goal of utilising still-life photography as the method of projection, and even found ways to adapt it to a video process. While it was intentional to keep the subject matter ambiguous to keep within the framework of semiotics, I feel in this investigation it was too challenging and at times I got lost in what I was trying to research. This to a level has impacted the outcomes as I lacked focus and direction at times, but also impacted the validity of the investigation. For the next project I would like to take a step back from creating the photographic resemblances of semiotics and hone my subject matter to time and mortality. This will allow me to have a more focused research investigation  but also will expand my work as a still life photographer as these themes have close links to the practice of Memento Mori and Vanitas.
	Taking this research and considering the issues faced from the subject matter, I would still like to make an intentional body of work that investigates the semiotic relevance of materiality in connection to photography. The two potential outcomes that I will be working on is a washing line and a book, with the security of them being adaptable outcomes to just prints. I am aware that this will still be a voluminous project in terms of research and experimentation, but if I keep to my timeline and make small scale versions, I should have a really clear final outcome  that would speak to the narrative intended whilst investigating the impact of materiality. 
	Specifically in relation to stop motion, I had never used such a process before, but it was incredibly valuable to be able to discover and learn the process. At this stage I cannot say that if it will have any direct feature in the next project but what I know is that this method will be something that I will come back to. I would like to explore, adapt, and see how stop motion enhance the narratives my practice seeks to display. Similarly, I feel I am not ‘done’ with exploring turmeric anthotypes and know that with time and perstance I can get some high-quality prints akin to the cyanotype and caffenol outcomes and will continue to experiment with this method. Therefore, while this investigation set out to understand materiality, it also provided me with new avenues to produce work within the practice of still life photography.
[image: A table with legs and a table top

Description automatically generated]
	From working in the studio and trying to make still life photographs at home I was able to fully understand the issues of perspective that I was struggling with in photoshoot attempt one. I was right in the fact that the table was causing leading lines, and that if it was unavoidable then not have the lines coming vertically in the photograph but rather have it horizontality, as illustrated above. Aditionally, having the camera pointed down effected the perspective too, therefore in future I will need to keep at a max of a tilt of 45 degrees or to have it pointed on the same level as the table. 
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