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Preface

In the past few years there hasbeen
a phenomenal growth in the num-
ber of people with a serious inter-
est in photography. Moreand more
people are taking, and making prints
of, their own photographs. Inter-
est in color photography has also
grown rapidly. Many serious pho-
tographers realize that the only
way to make fine prints is to do it
themselves. The negative orslide is
only the first stepin turning anidea
into a print that conveys that idea
effectively. The machine process-
ing available from commercial
sources is almost always unsatis-
factory and custom processing,
even if you could convey what you
want the print to look like exactly,
is generally too expensive. The best
solution is to build one’s own dark-
room, ensuring that the print you
obtain is the one you want.
Building a darkroom can be an
intimidating thought. The infor-
mation on how to do it well is scat-
tered in the literature and the vast
majority of it has traditionally been
transmitted verbally from one pho-
tographer to another. The Dark-
room Handbook is the first serious at-
tempt to gather together in one
source the ideas and techniques
that have been developed over the
years by trial and error. It is the re-
sult of the efforts of thousands of
photographers who have over-
come the difficulties of locating a
darkroom in a bathroom, kitchen,
bedroom, or basement of a house
or apartment. Almost any problem
you might encounter in building a
darkroom has been encountered by
others and successful solutions
have been devised. This book is a
compilation of those successful so-
lutions from which you can benefit.
Those interested in building a
darkroom are confronted with
many problems, ranging from
where it should be located, to in-
stalling partitions, plumbing, and
electricity. This book is a compre-
hensive treatment of darkroom de-

sign and construction. Like most
such “first” efforts it is the end re-
sult of the trials and tribulations of
many people who not only spent
long hours and suffered through
many mistakes to find the answers
but who have also been willing to
share that information freely with
others.

The” authors take the ultimate
responsibility for shortcomings,
but any appreciation should be di-
rected to those who found the an-
swers and shared them so willingly.
The list is long and incomplete, but
among others our thanks are ex-
tended to:

Harry Callahan, George Tice, Neal
Slavin, Naomi Savage, Anthony
Hernandez, Aaron Siskind,Berenice
Abbott, Jim Stone, Lou Jacobs,
Jeanloup Sieff, Steve Hess, Barry
Goldberg, Tom Petit, Lista Duren,
Robb Smith, Gil Amiaga, Ron Har-
rod, and Debbie Vander Molen.

In addition the authors would
like to extend their gratitude to
Leslie Palmer, who typed and re-
typed the manuscript, and to Nan-
cy Benjamin, who somehow turned
the pile of typescript into a coher-
ent whole. Peggy Curtin was re-
sponsible for much of the time-
consuming research on which the
book is based.

We would also like to extend our
appreciation to Lee Fischer who
typeset the book and also made
numerous editorial suggestions
which have been incorporated by
the authors.
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Intfroduction to the Darkroom

There is nothing quite so impor-
tant to photographers as the dark-
room they use and the equipment it
contains. Ansel Adams once said,
in relating photography to music,
that “the negative is the score, and
the print is the performance.” If one
expects to make fine prints or fine
music some consideration should
be given to the environment in
which the attempt will be made.
In the case of the photograph that
environment is the darkroom.

A photograph goes through many
phases from the time the shut-
ter is snapped until the final pro-
duct is hung on the wall to be ad-
mired, questioned, debated, or ig-
nored. Although those phases are
more a result of the photographer’s
imagination and wit than they are
of particular hardware, equipment
is necessary to translate the ideas
into a finished print. Not to give as
much thought to one’s darkroom
as one gives to a camera purchase
or a given camera image is being
shortsighted. Most photographers
delight in taking the photograph
because in that stage they are in
contact with the world and that in
itself can be a joy. The darkroom,
however, is more demanding in its
isolation and labor. Every obstacle
to making it pleasant and efficient
should be removed. It is the purpose
of this book to give ideas and plans
both for the darkroom itself and to
the equipment it contains. This
book uses ideas that have worked
successfully for other people and
shows how they have built dark-
rooms that fit their needs, their
space, and their budgets. It con-
tains the end results of many pho-
tographers’ efforts, and allows you
to benefit from their mistakes,
not your own.

How many of us, when we
dream of that ultimate darkroom,
have a mental image of wall to
wall stainless steel, interrupted
periodically only by chrome and
optical glass? It’s easy to equate
the expensive equipment you can
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buy with the quality of the image
you expect, and yet almost without
exception there is no direct cor-
relation. Some of the finest images
in the history of photography have
been produced in darkrooms that
would strike terror into the heart
of today’s most avid photograph-
ers. The history of photography is
full of tales of photographers such
as William Henry Jackson develop-
ing 20” x 24” glass negatives in
black canvas tents where the temp-
erature hovered well above 100
degrees and the photographer
worried about the effect his per-
spiration would have on the devel-
opment of the image. Building a
well-planned darkroom in the
bathroom of a high-rise New York
apartment or in the garage of a
Dallas ranch house is luxury com-
pared to a black tent staked high
on a cliff with the blazing sun mak-
ing the inside into an oven.

To make a comfortable dark-
room that meets your own needsis
a challenge and reflects your per-
sonality just as your pictures do.
Photographers have always ex-
pressed their creativity in their
equipment and the design of dark-
rooms has not been an exception.
Edward Weston recounts in his
“Daybooks”:

With no workrooms as yet, finish-
ing has been a problem: hanging
blankets over windows, we have
developed in my “ropero” —closet
—a hot, sweaty, suffocating job;
reminding me of my boyhood days
in photography, the improvised
workrooms, closets, kitchen sinks,
bathtubs pressed into service.
How well [ recall one brilliant idea
for a darkroom, a hoop around
which was sewn a long black bag;
this bag, open at the bottom, closed
at the top, could be lowered by
pulley and cord from the ceiling to

Published in The Daybooks of Edword Weston,
caopyright© 1961, 1973 Nancy Newhall and the
Estate of Edword Weston.

cover a table below. In this “dark-
room” many a now forgotten mas-
terpiece was developed. But that
was fun, pure joy, while developing
“business” sittings in my ropera,
and in my “declining years,” is not.

It is not the chrome and stainless
steel that will make your darkroom
the place you want to be. Much
more important is the planning,
design, and the inclusion of those
inexpensive extras that makes it
work well enough and be comfort-
able enough to attract you and
make your attention focus on what
photography really is all about: the
image.

It's easy fo forget that photography
today, where the taking of the picture
and the development of the negative
are two distinct acts, is quite different
from what it used to be. During the wet
plate era of photography (1853-¢.1890)
the characteristics of the glass plate
negatives were such that the negative
glass had to be coated with the
emulsion, the exposure made, and then
the development completed while the
plate was still wet. Since the negatives
could not be taken back to a darkroom
for development the only solution was to
take a darkroom along. Early photog-
raphers may have loocked strange fo
passersby, but they did come up with
creative solutions to problems that make
ours pale by comparison.



A photographer of the wet plate period
loaded with camera and darkroom
equipment.

Gernsheim Collection, Rumonities Research
Center, The University of Texos at Austin

View showing William Henry Jackson's
darkroom set up amongst the rocks.

R. A. Ronzio Collection

An engraving showing a portable dark- camera, and then retumed to the dark-
room set up close ta the camera so the room for development after the exposure
plate can be coated. loaded in the ond before the emulsion dried (c.1865).

Photo, Science Museum, London.
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A mabile darkroom that was a step up
in class from the tent: it gave slightly
more comfort fo the photographer.

Courtesy Colorodo Historical Society
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Darkroom of the 1880s

The 1880s was a time of transition
to the modern period in photog-
raphy as new, faster emulsions
were introduced, simplifying the
making of enlargements. Prior to
this period, the slow paper emul-
sions required very brightlight and
the paper was so slow that contact
printing was the only feasible way
for amateurs to make prints. This
meant that prints were the same
size as the negative. If one wanted
large prints, one needed large nega-
tives and a large camera to take
them. The simplification of making
enlargements enabled the photog-
rapher to use smaller negatives and
cameras; with access to adarkroom
and the new faster paper emulsions
large prints could be made.

The introduction of dry plates
contributed to making the photog-
rapher more mobile as well. With
these technological changes pho-
tographers were free from burden-
some equipment on their travels.
They were now able to travel light
and return periodically to a dark-
room to develop negatives and
make enlargements.

What was this new darkroom of
the 1880s like? It was surprisingly
like the darkroom of the 1980s. The
photographer’s needs were essen-
tially the same as today’s and Vic-
torian ingenuity developed many
gadgets to make work easier and
more exact. Many of these have
survived the passage of time and
the fickleness of photographers to
appear in only slightly revised form
today.

Some of the illustrations from a
hundred years ago on this page
bear a striking resemblance to pro-
ducts shown on other pages of this
book.

viii

Safelights

Chemical Storage

Safelights. 1880s safelights came in
kerosene and candle versians.

Enlarger

Enlarger. Since electricity was not yet
widely available, even the enlarger had
to be operoted with kerosene.

U.S. Photo Clip

Chemical Storage. This innovative
develaper bottle had a tube fo draw the
fluid from the bottom of the bottle and
a thin layer of oil on top fo keep the air
and developer from making contact.
This enabled the developer fo last longer.

Print Mounter

Print Mounier. This is basically the same
design still used today.

Timing Plummet

=5

U.S. Photo Clip. Not at all unlike the
venerable old clothespin still used to
hang negatives and prints to dry.

Timing Plummet. It must have been
difficult to swing, count, dodge, and
bum at the same time.



A Portable Darkroom Tent

Print Dryer

A Portable Darkroom Tent.  Similar units
are in use today, especially for color
photography where the print is exposed,
put in a light-tight drum, and then
processed in daylight.

Print Dryer. This print dryer revolved,
increasing the air flow over the print
surface to speed diying.

A Typical Darkroom of the 1880s

Aliderige’s Developing
Rocker

Allderige’s Developing Rocker. Agita-
tion during development was as impor-
tant in the 1880s as it is today. This is the
forerunner of Ambico wave trays and
drum processors.

A Typical Darkroom of the 1880s. Pa-
pers were contact prinfed and produced
the same sized print as the negative.
They were exposed in the frames mount-
ed to the wall on either side of the door.




1 Darkrooms of the Professionals
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Harry Callahan

To get to Harry Callahan’s dark-
room you walk up 3 flights of a
wide-pine spiral staircase to the top
of a house on a historic street in
Providence, Rhode Island. Just
across the hall from the darkroom
is his workroom, a spacious oak-
floored room with a view across
Providence to the Capitol building
and the hills beyond.

Callahan moved to this house in
1964. He made the down payment
with money made from selling
prints. He was delighted with his
darkroom because it was the first
darkroom he had with a sink in it.
He had been printing for almost 25
years without a sink —bringing
water into a room, carrying it out
to dump it, washing prints in the
bathroom. “I had always had just
makeshift things. To have a sink
was remarkable.” But when he fi-
nally had a real darkroom, helaughs,
“I felt I was more on the spot. [ real-
ly had to produce.”

He is spending more time in his
darkroom these days. The good
news is that he is selling prints; the
bad news is that he has to spend
time in the darkroom that he would
rather spend photographing. “I
don’t mind printing, though I've
gotten tired of it lately because I've
been doing so much of it. I think I
like just about everything about
photography. I don’t even mind
mixing chemicals.”

He has a new washer to help cut
down on the drudgery, a Zone VI
workshop washer that will take
about 30 8 x 10 prints, and one that
is much more efficient than his old
one, which took 6 hours towash 12
prints.

Other equipment that makes his
darkroom work easier is a water
temperature regulator (to set wash-
ing temperatures), a sodium safe-
light (he likes the brightness of it
compared to regular safelights),
and air conditioning (because the

top floor of the house gets very hot
in summer). One amenity is the
view from his workroom; he likes
to make a print, then be able to take
a little break by walking out of the
darkroom to look out the window.

In retrospect, Callahan might
have built a bigger sink. An 8’ sink
seems very big when you’ve never
had a sink before, but in recent
years the need for archival process-
ing (which, among other things,
requires 2 trays of fixer and a large
washer) has made his sink seem
too small.

Callahan never really designed
his darkrooms, but just used what-
ever space was available. He says
he knows the present darkroom
could be reorganized more effi-
ciently, especially with more shelves
and better storage, but “you get
used to something, you reach, and
you can find it in the dark. I think I
have a very dumb darkroom, but
1 like it.”

Callahan in His Darkroom. Hary
Callahan’s darkroom is as warm and
friendly as Hamry himself is. There are no
elaborate arangements and the equip-
ment is as straightforward as his prinis.

It is clearly a room for a photographer
whose ultimate concermn is the print

and not the hardware necessary fo
produce if.



The Too-short Sink. The wooden sink
built for Harry by a boatouilder is used to
hold processing trays and a Zone VI
workshop print washer. The narowness
of the sink requires that prints e pro-
cessed in two cycles with a change in
solutions in between.

The Dry Side. Harry has placed his
enlarger adjacent to the sink, only a
few feet from the developer tray, mini-
mizing steps from one to the ather. The
enlarger is set on a sturdy table. and
paper and chemicals are within easy
recch

A Galiery in the Darkroom. The wall

Time and Temperature. The artwork by covered with posters and announce-
Harry's child when she was younger ments provides a backdrop for a stool
almost hides the temperature regulafing on rollers for those long sessions at the
valve, which Harry thinks is a great con- sink. a wall-mounted air conditioner. and
venience, an old wall clock used to a wire strung across the room with film
check processing times, and @ some- clips and clothespins used to hang
what battered print viewing light negatives and prints fo dry.



Aaron Siskind

Aaron Siskind lives on a quiet resi-
dential street in Providence, Rhode
[sland, a long stone’s throw from
Harry Callahan. Like Callahan,
Siskind came to Providence to teach
at the Rhode Island School of De-
sign. Siskind is much more profi-
cient with a camera than he is with
a hammer, so much of the actual
construction of the darkroom was
done by his students.

Like many well-known photog-
raphers, Siskind did not have a com-
plete darkroom for most of his ca-
reer, and within the past few years
he has had both the time and incli-
nation to construct one. The in-
creasing sale of his prints led to
long hours in the darkroom to meet
the demand and making things
comfortable and efficient became
of prime importance. Siskind made
the entire darkroom one that could
be worked comfortably from a sit-
ting position. Both the enlarger
baseboard and the sink are set low-
er than would be required for a
standing position. In addition, the
enlarger has a focus attachment
that allows the machine to be fo-
cused without having to reach way
up for the knob. This also allows
for easy focusing when very large
enlargements are being made and
the knob is raised high above the
baseboard.

Siskind spends a great deal of time
making prints and rewashing and
reprocessing older vintage prints
that were made in the days before
archival processing. In tune with
modern theories, he no longer dry
mounts; he uses his dry mount
press only to flatten prints. As he
says about the new archival pro-
cessing theories, “They really have
us running scared.”

One of the unexpected fringe
benefits of buying an older home
was the walk-in cedar closet in
which he now stores many of his
own prints and prints from his col-
lection.

The Wet Side. The sink has several water
outlets so that print washing and other
processing steps can be handled simul-
taneously. The Zone VI washer is con-
nected to the temperature-regulating
valve so that washing temperatures do
not have to be continually monitored.
Rubber hoses are used fo connect all of

Print Drying. One of the several bath-
rooms in the house serves the dual func-
tion of print drying room and bathroom.
Siskind denies that he drys prints while
sitting in the tub but in any event the
ferrotype plate used as a squeegee
board allows the runoff water to drain
directly into the tub and down the drain.

the outlefs and are more than long
enough to reach to the floor of the sink.
This amrangement allows water to be
used anywhere in the sink without mov-
ing trays around and also prevents splash-
ing. A shelf over the sink provides con-
venient storage of frequently used chem-
icals and print fongs.

The print drying rack made from alumi-
num frames and fiberglass screens is
conveniently locafed next to the squee-
gee area. The line above the tub can
be used for drying filmn and the excess
water that runs off takes the same exit
into the drain system.



Aaron Siskind in the Darkroom. When
one is concentrating on making fine
prints. everything is relative—even the
time of day. If that were not so Siskind
would set the clocks to read the same
time. Here he stands next to the sink at
which he can sit while working. “l had a
student build it. | paid him well . . . but it
works.” The trays are stored under the
sink and the room has a number of stools
conveniently located. The windows have
been light-proofed by nailing masonite
panels over them.

The Dry Side. This view shows the Omega
enlarger with a focusing extension that
makes focusing easy. Siskind also uses a
Micromega focusing magnifier but feels
that its high degree of magnification
makes it difficult to interpret. The enlarger
is supported at the top of the column
with picture-framing wire connected to
eyebolts in the wall. This reduces the
possibility of column vibration that makes
prints less than shamp. The enlarger timer
is mounted to the front of the counter
within easy reach while sifting at the
baseboard.



George Tice

One of the interesting photographs
in George Tice’s extensive collection
is one taken of him as a very young
boy by his father, who first got him
interested in photography. When
Tice started making his own prints,
he was living in a trailer, and his
equipment was far from what most
beginners would accept today. He
developed prints in ice cube trays
and enlarged with a slide projector,
which was less expensive than a
regular enlarger.

After a tour in the Navy he be-
came the printer for Edward Steichen
and, later, a master of the platinum
printing process. This process, first
used in the nineteenth century,
uses platinum rather than silver to
form the photographic image. Plat-
inum paper makes a print with an
extremely long tonal range but was
replaced by silver-based paper be-
cause of the exceptionally high
cost and very slow emulsion speed.

Tice makes classic full-scale,
sharply focused “straight” prints
and often uses an 8 x 10 view cam-
era. He is flexible, however, and his
latest book, Artie Van Blarcum, is
illustrated with photographs taken
with a 35mm camera.

His darkroom is in the lower lev-
el of his suburban New Jersey town-
house, adjoining his workroom/of-
fice. The house and darkroom are
like his prints, crisp and clean and
in immaculate good taste. Because
he often prints using platinum he
has designed a contact printer to
reduce the long exposure times re-
quired. He also uses an 8 x 10 en-
larger to enlarge these large-format
negatives. The enlarger is made of
wood and is reputed to have be-
longed to Adolf Fassbender, anine-
teenth-century pictorialist.

George Tice. The size of the trays gives
you some idea of the size prints Tice

makes from large negatives. The home-
made sink is made of plywood covered
with fiberglass and epoxy resin. The stool

makes things easier during fong port-
folio printing sessions. When you are issu-
ing portfolios of one hundred sets with
ten prints in eoch you had better have a
place to sit.

Chemical Storage. Whoever said neat-
ness doesn’'t count was never a photog-
rapher using more than one process.
Tice's chemical collection is extensive
and stored for easy access.



The Enlargers. The 8 x 10 wooden en-
larger with coldlight head dwarfs the
smaller format enlarger next to it. The

8 x 10 enlarger has both an adjustable
bellows and adjustable eosel baseboard
for maximum enlargements. The door on
the left is the entrance to the warkroom/
office.

The Dry Side. This larger-than-usual
darkroom is approximately 12’ x 15". This
view shows the enlargers on the left and
an “island” table in the middle of the
room on which sits the contact printer
Tice designed to use in making platinum
prints. Paper is stored at the far end of
the room. The wires and clothespins above
the table are used to hold negatives ond
prints for drying.

Storage. Storage in the darkroom/work
areas is essential given the extensive
portfolios that Tice prints. Racks have
been built to store the archival boxes
and mats used in the preparation of
these portfolios. The cabinet to the left
holds print cases in which he stores fin-
ished prints.



Jeanloup Sieff

Jeanloup Sieff is a prominent French
photographer known both for his
commercial work in advertising
and fashion and also for his person-
al work. A great deal of the personal
work is in black and white.

Sieff has published extensively,
including a basic book on photog-
raphy, La Photo, coauthored with
Chenz. His most recent publica-
tions include a series of which he is
the editor entitled Diary of a Journey.
The first volumein the series, Death
Valley, is by Sieff and was published
in 1978.

The darkroom is located in his
Paris studio and occupies a room
with a sloping roof. It is among the
more functional darkrooms we have
encountered and one of few to be
tiled for easy cleaning and elimina-
tion of dust problems.

Jeanloup Sieff. The photographer
stands next ta the 4 x 5 Omega enlorger.
The walls en all sides are covered with
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The Dry Side. The dry side on the left with a phone extension.

and the work area in the backgraund The enlarger is braced at the top of its
are used far loading reels and mixing column through a walll-bracket attach-
chemicals. The darkroom is also equipped ment.

tite and all equipment is stared where it
is immediately accessible, but still out
of the way.



General View. The darkroom is enfered
through a light trap shown here just past
the enlarger. The entrance is light-
proofed with hanging cloth.

The wet side on the right has room for
large processing trays in the sink and the
far end is occupied by a revolving print
washer. All water outlets teed through
rubber hoses.

The white tile makes the darkroom a
bright and pleasant ploce. Space under
the sink is used for storage of chemi-
cals and trays.

The Enlarger Area. This view shows the
careful placement of frequently used
equipment. The wall immediately behind
the enlarger has small hangers on which
can be placed the various negative car-
fiers, dodging and burning tools, and
controls for amenities such as the stereo
system. The wail immediately to the left
has shelves for paper storage.

Printing Confrals. To the immediate
left of the enlarger, within easy reach,
are the timer and other enlarger con-
trols.
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Naomi Savage

Naomi Savage is one photographer
who often uses the photographic
print as an intermediate step in the
development of a final idea that
may incorporate photoengraving,
gum-bichromate, and other non-
silver techniques. One of her major
projects was the preparation of
five etched magnesium plates, each
8 x 10, for the Lyndon Baines
Johnson Library in Austin, Texas.

Her darkroom is in her home in
Princeton, New Jersey, on the edge
of town where it begins to give way
to the surrounding countryside.

One entire end of the house is
devoted to her studio and dark-
room. The design is contemporary
and the studio is bright with natu-
ral light entering through large
windows on two sides. The cath-
edral ceiling gives a feeling of spa-
ciousness. The darkroom is tucked
off to one end, adequate in size but
small in comparison to the adjoin-
ing work area.

On the wall outside the dark-
room door is a framed receipt from
the Museum of Modern Art for the
purchase of two of her early prints.
It is for $10.00 and signed by Ed-
ward Steichen. A prestigious but
less-than-lucrative sale for a young
photographer.
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The Wet Side. The area to the left of the
sink is used for additional storage of fre-
quently used wet-side equipment. Kitch-
en sink racks are used to dry funnels,
graduates, and other wet-side equip-
ment. The two units built into the wall

The Dry Side. With space at a pre-
mium the enlarger has been turned
sideways o permit a narrower dry-side
counter. The space on the left holds a
confact printer; paper is stored beneath
the counter surface; and the wall fo the

are light boxes designed tfor medical
x-ray viewing and although expensive
they work well and serve a dual function.
One part serves as a white light to view
negatives and the other as a safelight
when prints are being made.

N SRR
right is used as a bulletin board for
technical information. Small clips mount-
ed along the front edge of the work
counters provide a convenient place to
hang instructions and other technical
data



The Work Area. Using the photograph

as an intermediate step in the develop-
ment of large nonsilver works requires a
spacious work area. This view shows the
work area adjoining the darkrcom. The

metal baskets in the foreground are

used for print starage. The large. paper- The Entrance. The entrance inta the

cavered fable is used for print manipu- darkroom leads in from the workroom.
lation and finishing. The space directly with the wet side facing the daor. The
behind this work area serves as an office enlarger is off to the right and cannot
and library be seen from this angle. The walls are

lined with artwork and photographs ot
the photographer's family.

General View. The darkroom space is
relatively small and is arranged along
three sides of the room. The area to the
left and in front of the door is used for
the wet side and the remaining end for

the enlarger. This view shows the sink
(made trom lead and therefore heavy
and difficuit to move) and the storage
area underneath. Small, removable
duckboards line the bottom of the sink
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Neal Slavin

Neal Slavin’s studiois located in the
SoHo section of New York City. The
street, built in the late nineteenth
century, is lined with five- and six-
story buildings festooned with elab-
orate cast-iron facades typical of
the period. Slavin’s studio is located
midblock on the second story of
one of these buildings.

The space itself was a large loft
used for storage before Slavin bought
it a few years ago. The plans for the
combination studio/office/darkroom
were done with the help of an arch-
itect. Most of the actual construc-
tion, however, was completed by
Slavin and his staff. The two-story-
high ceilings, supported by cast-
iron, fluted columns, allowed for
the addition of a balcony on one

Neal Siavin in Darkraam. Slavin stands

between the dry side and the large sink.
All of the enlargers are arranged along
the large counter space to the left. The
counter is large, with a great deal of
working space between enlargers, and
because they are not permanently wail-
mounted the equipment can be moved
to provide even more working space
should it be required.
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side that now houses the office and
darkroom on a raised level.

Slavin became fascinated with pho-
tography while studying art in col-
lege and turned professional in
1966. Since then, he has become
successful as a commercial photog-
rapher as well as building a strong
following for his personal work.
The majority of his work is done
in color. Initially, he sent it to com-
mercial labs for processing, but
finding that unsatisfactory, he built

-a darkroom in which all processing

can be done under his total con-
trol. His previous darkrooms were
dry—without sinks; this one was
designed to his personal specifica-
tions and is more functional and
elaborate than his previous ones.

When Slavin was asked if this was
a “professional” darkroom he re-
plied, “All of my darkrooms have
been serious. When you think of a
professional darkroom you think of
very modern and the latest in work-
ing kinds of things. As you have
probably seen, most darkrooms are
more of personalidentity and char-
acter than a laboratory. I think that's
one of the reasons we don't call
darkrooms laboratories. My new-
est darkroom looks very scientific
... it’s very together, very modern
but in fact it’s very personal, very
orderly. It works very well but it’s
not fancy when you look at it. It’s
very reasonably done, there’s no
elaborate equipment in it, all my
processing is done by hand.”

The Entrance. The entrance to the dark-
room is equipped with a phone, a fire
extinguisher (not seen frequently enough
in darkrooms), and a tape deck. The
sink holds processing baskets and the
enfrance is light-proofed with a sliding
door.



The Wet Side. The sink in the darkroom
has been designed to provide access
from three sides. The fourth side connects
the sink to the sliding plexiglass windows
used to pass wet prints into the work-
room for washing, drying, and finishing
The sink is wood coated with fiberglass
resin. The space under the sink and a
large shelf over it provide additional
storage space.

A General View. Originally the loft
space was two stories high with the ceil-
ing supparted by a row of columns. One-
half of this space has been divided by
the addition of a second-story office and
darkroom. The lower level is used for re-
ception and storage and the upper level
has the office space on the left and the
darkroom/workroom area on the right.

The Work Areas. The darkroom hos a
large work area located at one end. The
space above and below this area is
used primarily for storoge. The work
counter holds a hot plate used to raise
the temperature of chemical solutions
quickly, a dryer to dry color prints for
evaluation, a paper trimmer, and a small
light box. The windows on the left are
made from red plexiglass with pull-down,
homemade light-proof shades. They can
be left open when printing in black and
white because the red plexiglass acts as
a safelight filter.
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Berenice Abbott

When the snow is melting in Bos-
ton and springisin the air, thelakes
and rivers of Blanchard, Maine, are
still locked in ice. Backed against
the Piscataquis River, inasmall hol-
low in the hills, stands an old frame
farmhouse that is now the home
and workspace for Berenice Abbott.
A magnificent back room hangs
over the banks of the river and the
sound of water rushing over the
rocky river bed can be heard through-
out the house. Berenice Abbott has
integrated photography into her
daily life as can be seen by the way
workspaces are located in central
parts of the house.

Berenice Abbott first became in-
volved as an assistant to Man Ray
in Paris in the 1920s and her in-
volvement and contributions still
continue. She became well known
in the 1920s for her portraits in
Paris and in the 1930s produced a
large series documenting New York.
She also has devoted alarge portion
of her career to scientific photog-

Print Drying. Ms. Abbott uses fiberglass
screens and frames for print drying. How-
ever, she has eliminated the need for a
rack fo hold the screens by gluing small
spacers on the bottom four corners of
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raphy using strobe and multiple
exposures to illustrate the laws of
physics. She discovered the photog-
raphy of Eugene Atget, whom she
met in Paris, and later brought his
work to the attention of the photo-
graphic world. Atget is now con-
sidered to be one of the leading
photographers in the history of
photography and his images have
been a major influence on many
contemporary photographers.

Her home in Maine is isolated
from the hectic pace of Paris and
New York but it provides the quiet
needed to concentrate on her pho-
tography. The entire top floor is
devoted to the office, workspace,
and darkroom. An old wood-burning
stove heats the floor, and the at-
mosphere is warm and relaxed.
Prints by Abbott and Atget are
piled on the desk and nearby work
surfaces.

The darkroom, dominated by a
Durst 8 x 10 enlarger, is connected
to the office area by a light trap.

each frame so that when they are set
on top of each other the frames are
separated by a few inches to allow for
air to circulate.

The Enlarger. The huge Durst 8 x 10 en-
larger rises through a hole cut in the
ceiling. Without the added height the
maximum size of prints would be sub-
stantially reduced. The large baseboard
built intc the enlarger eliminates the
need for a nearby counter because fo-
cusing magnifiers, timers, and other
pieces of equipment can fit in the space
not occupied by the easel.

Duckboards. The bottom of the sink is
lined with duckboards, which reduce
wear and tear on the waterproof sink
coating. They also raise the trays so that
water flowing from the washer through
the sink does nof fioat the frays. These
duckboards are made in sections so
they can be easily removed and stored.
A stool is on the left, used to sit on when
it is not holding extra print processing
trays.



The Wet Side. This view, with the enlar-
ger baseboard on the right, shows the
sink and the light-trap entrance to the
darkroom. The space directly under the
sink is used for tray and chemical stor-
age. Floor mats are located in front o