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Editor’s Comments
The LensWork Workshops and eSeminars

Over the years we’ve published LensWork, 
the most commonly asked question has 
been When are you guys going to o� er 
workshops? Well, at long last we have an 
answer – now. We’ll be o� ering � ve di� er-
ent workshops in 2008 to be held here in 
Anacortes, Washington. But, that’s not all. 

By using the technology available to us 
in LensWork Extended — our PDF-based 
publication on computer disc — we can do 
more than just o� er live workshops. We 
can extend the reach of our workshops to 
all of our subscribers around the world.

So, we are excited to o�  cially announce 
two new integrated programs — � e 
LensWork Workshops, and � e LensWork 
eSeminars. 

Does the world need another photography 
workshop program? Well, not if it’s just 
another Zone System workshop or Photo-
shop class. � ere are enough of those to go 
around. Our objectives in o� ering work-
shops are twofold:

O� er information that is not being 
taught elsewhere.

O� er workshops born from our own 
experience and expertise — printing, 
publishing, and marketing.

So that’s the focus of our programs. Our 
workshops are unique and o� er hard-
won information from our experiences 
as publishers of LensWork and LensWork 
Extended. � ese workshops may not be 
for everyone, but if you are interested 
in getting your work out into the world, 
there’s a lot to learn before you invest your 
time and money in printing, publishing, 
or marketing your photography.

� e Workshops
� e LensWork Workshops will take place 
here in beautiful Anacortes, Washington, 
a couple of hours north of Seattle, on 
Fidalgo island — the gateway to the San 
Juan Islands. Our beautifully restored 1891 
building that looks out to Mount Baker 
and the tidal waters of the Puget Sound 
will be our workshop home. Anacortes is 
a beautiful spot to visit with lots of great 
restaurants, parklands and trails, quaint 
shops, and a thriving art community 
— and it’s a great place to photograph, 
I might add. � ere’s easy transportation 
from Sea-Tac airport, and lots of choices 

of accommodations for every budget and 
whim.

� e � ve individual workshop topics will 
take place here in our downstairs gallery. 
Each is an independent o� ering, but you’ll 
notice there is some interconnectedness 
and commonality of theme – that is, get-
ting your work out into the world so it can 
be appreciated.

� e � ve workshops are …

Printing and Publishing: 
� e Fine Art Photo Book or Poster
In this workshop we’ll present everything 
a photographer needs to know about 
printing your � ne art photographs in book 
form, posters, or other commercial o� set 
lithographic printing. You’ll � nd out how 
to develop your own duotone and tritone 
curves, how to measure and control 
the target densities in your project – in 
particular how to bridge from Photoshop 
to ink-on-paper successfully. We’ll discuss 
hal� ones versus stochastic printing, 
prepress and image preparation, basic 
book design using press signatures, paper 
choices and how they a� ect image quality, 
posters and limited edition lithographs, 
aqueous, UltraKote and varnish coatings. 
We’ll cover ISBN numbers and barcoding, 
binding alternatives, cost analysis, press 
checks, and most importantly how to � nd, 
interview, and select a printer for your 
project — and whether to use overseas or 

domestic printing. � ere is a lot to learn 
before you take your project to press, and 
in this workshop we’ll share what we’ve 
learned in printing LensWork over the last 
15 years, publishing � ne art photographs 
every 60 days. And by the way, we’ll 
discuss color as well as black and white. 

PDF Publication
As an alternative to publishing pho-
tography in print, the advantages of 
electronic publication are numerous — for 
example, an a� ordable publishing budget, 
an incredibly low per-unit cost, easy 
distribution, and the inclusion of multi-
media components. And unlike paper-
based publications, PDF publishing o� ers 
— for all practical purposes — unlimited 
space accommodating even the largest 
projects without busting the budget. In 
this workshop, you’ll learn the process of 
building and publishing your photography 
project as an Acrobat PDF publication. 
Starting from a pile of prints or digital 
� les, we’ll work through the process from 
so� ware choices and image preparation, 
to layout and design, color management 
issues for PDF publications, master � le 
creation, navigation controls, embedding 
and linking multimedia components, 
disc versus Internet distribution, CD 
versus DVD, replication, duplication and 
ISO standards, password protections, 
PC and Mac compatibility, and more. 
Here again, there is a lot to learn about 
this new publishing medium and in this 
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I grew up on the plains of Kansas, where 
grain elevators are ubiquitous. These 

small town sentries were the � rst subject 
I was drawn to as a young photographer in 
my teens.

For the past 25 years I’ve lived in Montana 
and Idaho, and make the drive across the 
Great Plains somewhat o� en to visit my folks 
in Kansas. I try to take a di� erent route each 
time, as most towns in this area are only a few 
miles apart, and they all have at least one 
grain elevator. In fact, when leaving one town 
you can generally see the elevator in the the 
next town down the road. Stopping in every 
single town is not a good way to log miles, 
but it does provide a wealth of photographic 
material.

Although I’ve been photographing grain 
elevators for 35 years, I began to purposefully 

pursue images of these farming icons about four years ago. With the objective of a show, 
book, or publication, this mindset focused my e� orts and helped to clarify my vision. My 
photographic style has changed over the years, but my interest in elevators and related 
sructures has not. I used to photograph my abstract images predominately in color. � at 
is, until I discovered Aaron Siskind’s black-and-white work. His involvement with the 
abstract expressionist painters also drove home the idea that you can’t really fully appreciate 
photography as an art without considering other art forms as well.

I always have my camera with me, since I’ve found that the time of day, or even the weather 
conditions, are generally not a limiting factor. On sunny days I can always � nd interesting 
shadows, while overcast days provide perfect light to photograph textures and shapes. Since 
grain elevators are such utilitarian structures, it may seem odd to speak of architectural 
details — but that is what many of these photographs are about. To me, they are as much 
about function and form as they are about art and utility. � at’s quite an accomplishment 
for such humble landmarks quietly standing against the elements on the Great Plains.
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Born in 1950 in Minot, North Dakota, Rosanne Olson attended Minot State Uni-
versity where she studied biology and chemistry, with minors in art and English. 
She went on to earn a master’s degree in journalism at the University of Oregon.

A� er college she became a medical technologist for two years, then worked for � ve 
years as a technologist in nuclear medicine. “� ere I met many patients who were 
in the midst of life-transforming experiences. I realized that many women, with 
the experience of cancer or illness, suddenly see their bodies (and themselves) with 
a compassion that they had not previously experienced. � e question is: why do we 
need to wait until we have a serious diagnosis to see ourselves with kindness?”

Rosanne, who has been a photographer for nearly 34 years, attended her � rst 
photography class at Maude Kerns Art Center in Eugene, Oregon when she was 24. 
“I never stopped a� er that,” she says. “I have been passionately involved in photog-
raphy and art ever since.” She has also taken workshops at Maine Photographic and 
Santa Fe Workshops, as well as painting, drawing and calligraphy classes. (She now 
teaches at Santa Fe Workshops and Photographic Center Northwest in Seattle.)

Her artistic in uences include Irving Penn and Matisse. “� ere are others, mostly 
painters, but these two are the most profound for me in the visual arts. I am also 
a great lover of poetry, which is why I included a poem by Maya Angelou in my 
book.”

Her husband, Ted McMahon, is a pediatrician, poet, and river guide. � ey have 
run the Grand Canyon and other whitewater rivers many times. � eir home, and 
Rosanne’s studio, are comfortably nestled in a Cra� sman-style house in a quiet 
neighborhood in Seattle, Washington.

Web site: www.rosanneolson.com and www.bodyimagebook.com

Works with:  Began with a Contax 645. Changed to digital with a 
Canon 1DSMark II and later a Canon 5D.

Represented by:  Robin Rice Gallery, New York, NY;  Iris Gallery, Great 
Barrington and Boston, MA; Watermark Gallery, 
Houston, TX; Benham Gallery, Seattle, WA.

Interview with 
Rosanne Olson

This Is Who I Am

Brooks Jensen and Maureen Gallagher:
Tell us how this project began …

Rosanne Olson:
It actually has many beginnings. � e earliest one was my work 
in nuclear medicine — my � rst career as a medical technologist, 
which introduced me to the incredible su� ering of people going 
through body changes due to breast cancer or other illness. It sen-
sitized me to how people feel about their bodies and how they feel 
judged by how they appear. Fast forward many years to my second 
career: I earned a master’s degree in journalism and began follow-
ing my true love of photography. For many years I did both com-
mercial and � ne art work. 

 About six years ago, a woman named Mary, a wonderful woman 
in her forties, approached me about doing her portrait for use in 
marketing her new business. She asked me if she could make the 
appointment for about two or three months later — she wanted to 
lose some weight before the portrait session. Not long a� er setting 
the appointment, her designer called me and said Mary had been 
diagnosed with in ammatory breast cancer, a very deadly form 
of cancer. She asked if I could do her portrait right away; they’d 
already started her on chemotherapy. I said, “Of course.” She came 
to my studio for the portrait and then asked me if I would do a 
nude photograph of her to give to her boyfriend — the man who 
would become her husband. I’d only done one or two nudes in my 
whole career. I’d always felt a bit awkward about it, I guess, I don’t 
know — but I agreed to do it. She posed for her portrait, and then 
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she took her clothes o� . I then pho-
tographed a very discreet portrait 
of her. A� er she’d le� , I found I 
was so moved by this experience — 
I discovered it was a lot easier to do 
than I’d anticipated. I took my own 
clothes o� , stood where she’d been, 
and photographed a self-portrait. It 
was easy. 

 I realized that I’m curious about 
how people feel about their bodies 
— that it might be interesting to 
explore this idea of body image and 
how women talk about how they 
are, how they feel about themselves, 
and how they feel toward the outer 
world. While I was working on my 
master’s degree in journalism, I did 
a photo essay that included inter-
views of kids who had cancer. So, 
the photograph/interview project 
was something I’d experienced 
before and had loved it. I thought 
that a project about body image 
might be a way that I could help 
women become more compassion-
ate toward themselves and toward 
each other. I thought men could 
learn more about how women feel 
and become more compassionate 
to women of all shapes, sizes, and 
experiences. 

 I started with friends. � ey referred 
me to other people and the project 

just grew. Even so, it took a lot of 
time for me to � nd people. Some 
people considered it for two or three 
years before they actually made a 
decision. I talked to a lot of women, 
and showed them the project using 
a small sample book I’d constructed 
for that purpose. But I never asked 
anybody twice. I only asked people 
once. � at’s how it started! It took 
about � ve years to photograph all of 
the women who appear in the book.

MG: All in all, how many women did you 
photograph during entire course of 
the project?

RO: About 60 women, of whom 54 
are in the book. It was interesting 
how passionate people were about 
the project — people who would 
never normally take their clothes 
o�  for anybody were excited to be 
involved in a project they felt would 
help other women to have more 
understanding, more compassion. 
� is project allows others to see the 
world through this other woman’s 
eyes: What is it like to be heavy? 
What is it like to have breast cancer? 
What have you gone through with 
your pregnancy that other women 
can relate to? What messages would 
you give to your children to help 
them grow up to be strong adults? 

A lot of women felt they had some-
thing they wanted to share.

MG: I personally felt, in reading the text, 
that their stories are even more 
revealing than their nudity …

RO: You’re right, that’s true!

MG: � ese women are exposing so much 
more of who they are through 
the stories that they’re telling and 
some of the really di�  cult things 
that they’ve been through in their 
life — health issues, abuse, or other 
struggles. As you say, when you take 
your clothes o� , it’s kind of natural, 
and it’s not as scary as one might 
think. When you interview these 
women, are they telling you the 
stories? Or do you have a question-
naire that helps prompt the answers 
from them?

RO: � e stories came out in a variety of 
di� erent ways — whatever suited the 
individual. I did � nally develop a 
sort of standard questionnaire. � e 
� rst question on it is, “What do you 
love about your body?” Most people 
have never thought about that. 
Deeply philosophical things surface, 
too, about who are we, and how we 
are separated from our bodies. Who 
is the “I” we’re talking about who 
resides in this physical thing? � e 

questionnaire helped people work 
through their thoughts and create 
a sense of who they are, a sense of 
talking about their struggles, and 
what they felt made them di� erent 
from other people. It helped them 
think about what kind of experi-
ences they’ve been through, what it’s 
like to be tattooed, for example. Or 
what it’s like to be married and then 
acknowledge that you’re gay. � e 
issues people talked about are so 
much deeper than you would ever 
know from the photographs. � at’s 
why I think the combination in the 
project works well, and why a lot of 
people connect to it. We experience 
other people in everyday life, but so 
o� en just in passing. I wanted to use 
the project and the book to create 
more of a depth, compassion, and 
understanding between people. 

MG: You’ve broken stereotypes in this 
project. We are told that to be 
beautiful is to be happy. While some 
beautiful people will be happy and 
satis� ed with themselves, your book 
shows heavy women who are very 
content with who they are, and 
are not devoted to getting skinny. 
� ere are women who are beautiful 
to look at, but they have real sorrow 
and di�  cult issues in their lives. 
� e project breaks conventional 
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his talk, which was a model of sense and 
sensibility. Although his public persona 
was very evident through his innumerable 
lectures, articles, books, and interviews, it 
was in his private dealings with photog-
raphers that his true spirit emerged. He 
supported, � nancially as well as spiritu-
ally, photographers (W. Eugene Smith, for 
example) whose work was very di� erent 
from his own when they were in trouble; 
he championed photographers from the 
past (such as Timothy O’Sullivan) and 
brought their work to light because he 
loved their images and thought others 
should be aware of them; he wanted young 
photographers, a� er his death, to borrow 
his negatives and attempt to emulate his 
results in an e� ort to learn the cra�  of � ne 
printmaking — an idea that the repository 
of his negatives, the Center for Creative 
Photography, has wisely never encouraged; 
he held regular “open house” parties at his 
home for any passing, stray photographers 
who might be traveling through the neigh-
borhood, including me, no matter how 
unknown or inconsequential. Many of 
my snapshots were taken at these cocktail 
hour get-togethers.

Let us imagine you arrived at his door 
for such a party. He comes to the door to 
let you in, with e� usive bonhomie and no 
feelings of “who might you be.” Immedi-
ately a� er you have been welcomed you 
are served a large drink, probably gin 
and tonic, and Ansel comes over to chat. 

He has an inexhaustible fund of slightly 
risqué stories which he tells with boyish 
glee. In my picture of him with the drink 
and the cat, he is in the middle of a joke 
about a tax audit by the IRS, and in his 
enthusiasm he is dripping his drink down 
his pants leg, much to the fascination of 
the cat. He had just heard that his Moon-
rise over Hernandez picture had sold for 
$11,000 (which seems such a bargain by 
the time this news is read) and he was 
adding that the more prints he made of 
this negative, the more people wanted 
them — to that date he had sold over 
900 prints of this one image. � e connec-
tion between the tax joke and the print 
sale was not a coincidence — Ansel was 
laughing all the way to the bank. 

I have never been a huge fan of Ansel’s 
images. But that does not diminish the 
respect in which I hold his memory. Ansel 
Adams was an important � gure in twen-
tieth century photography as a teacher, 
advocate, tireless supporter and champion 
of photography in general, an amazing 
promoter of the medium’s status, as well 
as the most (indeed, the only) famous pho-
tographer among the general population.

Photography owes him an immeasur-
able debt.

	

Morrie Camhi was above all a warm 
and witty friend, the type of 

person to whom I would latch onto at a 
boring conference (and there were plenty 
of those). He was always an entertaining 
and stimulating companion. But he did, 
with cheeky forethought, cause me some 

puzzlement and awkwardness on 
occasion. A� er this picture was 
taken, colleagues encountered 
on my travels would o� en take 
me aside: “I didn’t know you 
were gay; why didn’t you tell 
us?” “I’m not gay,” I’d say, but 
no one seemed convinced. � is 
went on for months. Eventually, 
the origins of the story emerged. 
Morrie kept showing this picture 
to fellow photographers, telling 
them with a wink-wink, nudge-
nudge that it was “taken at a time 
when Bill Jay and I were shacked 
up together.” Message received — 
and transmitted on the photo-
grapevine.

And Morrie told no lie. It 
was taken when we “shacked up 
together,” but the explanation was 
more innocent. We were both 
visiting a conference in a strange 
city, in April 1983, and decided to 
share a hotel room for a couple of 
nights. I photographed him a� er 
his morning shower.

I miss our chats in local cafés 
or lounging around a pool, when Morrie 
would tell stories about the people in his 
photographs. No matter how odd, even 
bizarre, these people seemed to behave, 
or how gleefully Morrie recounted their 
absurdities, there was never any hint 
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themes. Her � rst monograph, Passport 
(1974), was a summation of her � rst ten 
years as a photographer, with selections 
from various projects, including the drug 
problem in England, Catholic and Prot-
estant women in Northern Ireland, and 
Western youths on “pilgrimages” to Asia. 

poetry than to full-length prose.” 
Makes sense. To know him is 
to like him; to like him is to 
gain a greater insight into and 
appreciation of his images. One 
day I must write about this weird 
relationship between liking and 
merit …

	

Mary Ellen Mark � rst came 
to my attention in a rather 

unusual way, quite a few years 
before she became a well–known 
photographer. In the late 1960s 
I was working at a picture agency 
looking for photographers to 
assign to movie sets. I received 
a tip that a talented young pho-
tographer was in town. We met 
in a London hotel and, confessing 
my chauvinism, at � rst I did not 
recognize as a photographer the 
beautiful, elegant young lady who 
emerged from the elevator. I was 
more used to the scru� y–vested 
photojournalists of those years. 
But when I saw her images taken 
on the set of Frederico Fellini’s movie 
Satyricon I was immediately impressed. 

My respect for her has continued to 
grow. She has always tackled major, dif-
� cult projects and produced iconic images 
which have became talismans of their 

Her work began and continues to be 
� rmly rooted in the traditions of social 
documentary photography, emphasizing a 
close a�  nity between the humanity of the 
photographer and the plight of the subjects. 

� is was epitomized when Mary Ellen 
Mark actually lived for two months inside 
a maximum security ward for dangerous 
women in the Oregon State Mental Hospi-
tal in 1976. � e book, Ward 81, is har-
rowing. Similarly, she spent three months 
living with a community of prostitutes 
in Bombay, India, leading to the book 
Falkland Road, � rst published in 1981 and 
recently reprinted.

Mary Ellen Mark brings the same 
empathy to her lectures and photographic 
workshops. I saw this � rst hand when 
we were attending the same workshop in 
California in April 1983. (� e portrait 
was taken during this week.) � e students 
loved her. She was gentle in her criticism, 
� rm in her principles, and inspiring in her 
encouragement. A few months later, she 
spent several months shooting a docu-
mentary � lm about runaway children in 
Seattle, based on a previous essay for Life. 
� e � lm, Streetwise, was nominated for an 
Academy Award. 

Perhaps because of their exoticism, the 
photographs by Mary Ellen Mark that 
have penetrated most deeply into my 
own memory–bank are those of snake 

charmers, acrobats, magicians, animal 
trainers, and assorted street performers in 
India, a country to which she returns time 
and again.

	

Paul Caponigro is the high priest of a 
movement in landscape photography 

which can be described as the “philo-
sophical-mystic.” Most of the original 
adherents to this approach were associated 
with Minor White in the late 1950s, and 
Paul is no exception. He studied with 
White at the Rochester Institute of Tech-
nology during 1957–58, a period and place 
imbued with ideas of the subconscious, 
talk of Jung and Gurdjie� , the meaning 
of things beyond visual appearance. � is 
is a di�  cult concept to illustrate in a 
medium as clear-sighted and as deeply 
rooted in physical reality as photography. 
But I have to admit that a tiny glimpse of 
what these photographers were espousing 
is better recognized in Caponigro’s prints 
than through those of any other image-
maker. Caponigro does seem to captivate 
something of this “underworld” beyond 
the obvious subject matter. Perhaps the 
lyrical so� ness of this printing has some-
thing to do with this feeling, whether the 
subject is a sun ower, the monuments of 
Stonehenge, a tangle of rotting logs, or 
the  eeting appearance of running deer. 
I remain skeptical, although a unique 
experience might have a great deal to do 
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In 1980 I traveled to England on my way to Norway, where I had been invited 
to teach a photography workshop. I had planned to tour England for nearly 

three weeks, photographing whatever interested me, with no particular desire 
to photograph the cathedrals. All that changed when I saw them.

Wells Cathedral is where my story of the cathedrals begins. I had been drawn 
to Wells Cathedral by tour book accounts of its magni� cent west façade, only 
to � nd it completely hidden by sca� olding when I arrived. It was being cleaned 
and restored. � ough disappointed, I decided to take the time to see the interior, 
rather than simply head on to my next destination. As I entered, the central 
arch towered in massiveness and majesty. I had never before been staggered by 
any human work, but suddenly my knees buckled and I nearly fell to the  oor. 
� e awesome grandeur was totally unexpected. From that moment, not only 
did I want to photograph the cathedrals; I simply had no choice.

� e Norman and Gothic cathedrals of England stand as monuments to civiliza-
tion; monuments of humanity at its best. � e great English cathedrals are living 
museums of the most superb arts, cra� s and sciences of the past nine hundred 
years. Each is a showcase of architecture and engineering, of stone masonry and 
stained glass-making, of woodcarving and needlepoint, of light and space, of 
grandeur and elegance. Each is an open history book of tragedy and triumph 
evoking emotions ranging from exaltation to melancholy. 

Many of the images from England in this selection � rst appeared in my book, 
Visual Symphony, which was published in 1986. Now, more than 20 years later, 
I have added to the initial collection with images of cathedrals from Italy and 
France. � e images in this portfolio have been excerpted from a larger body of 
work titled “Stone,” which includes images of natural and manmade structures, 
and ranges from realism to abstraction. � ere are nearly 50 prints in the exhibit, 
with print sizes ranging from 6x7 to 30x40 inches.

As a lover of classical music, these exquisite forms create for me a never-ending 
array of melodies, harmonies and overtones. It is music captured in stone. � e 
music is that of Bach, Handel, and Pachelbel, of Schubert and Brahms, of Faure 
and Jancek — melodic and harmonious, complex yet simple, stately and solemn, 
and above all — inspiring.
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Barnbaum is well-known for his tireless 
decades of teaching photographic  
workshops. Some of his most popular 
workshops are o�ered in his own dark-
room, a facility constructed speci�cally 
for the dual purpose of instruction as 
well as to function as Bruce’s personal 
darkroom. In this video tour, we see both sides of this facility.
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Editor’s Comments
The LensWork Workshops and eSeminars

Over the years we’ve published LensWork, 
the most commonly asked question has 
been When are you guys going to o� er 
workshops? Well, at long last we have an 
answer – now. We’ll be o� ering � ve di� er-
ent workshops in 2008 to be held here in 
Anacortes, Washington. But, that’s not all. 

By using the technology available to us 
in LensWork Extended — our PDF-based 
publication on computer disc — we can do 
more than just o� er live workshops. We 
can extend the reach of our workshops to 
all of our subscribers around the world.

So, we are excited to o�  cially announce 
two new integrated programs — � e 
LensWork Workshops, and � e LensWork 
eSeminars. 

Does the world need another photography 
workshop program? Well, not if it’s just 
another Zone System workshop or Photo-
shop class. � ere are enough of those to go 
around. Our objectives in o� ering work-
shops are twofold:

O� er information that is not being 
taught elsewhere.

O� er workshops born from our own 
experience and expertise — printing, 
publishing, and marketing.

So that’s the focus of our programs. Our 
workshops are unique and o� er hard-
won information from our experiences 
as publishers of LensWork and LensWork 
Extended. � ese workshops may not be 
for everyone, but if you are interested 
in getting your work out into the world, 
there’s a lot to learn before you invest your 
time and money in printing, publishing, 
or marketing your photography.

� e Workshops
� e LensWork Workshops will take place 
here in beautiful Anacortes, Washington, 
a couple of hours north of Seattle, on 
Fidalgo island — the gateway to the San 
Juan Islands. Our beautifully restored 1891 
building that looks out to Mount Baker 
and the tidal waters of the Puget Sound 
will be our workshop home. Anacortes is 
a beautiful spot to visit with lots of great 
restaurants, parklands and trails, quaint 
shops, and a thriving art community 
— and it’s a great place to photograph, 
I might add. � ere’s easy transportation 
from Sea-Tac airport, and lots of choices 

of accommodations for every budget and 
whim.

� e � ve individual workshop topics will 
take place here in our downstairs gallery. 
Each is an independent o� ering, but you’ll 
notice there is some interconnectedness 
and commonality of theme – that is, get-
ting your work out into the world so it can 
be appreciated.

� e � ve workshops are …

Printing and Publishing: 
� e Fine Art Photo Book or Poster
In this workshop we’ll present everything 
a photographer needs to know about 
printing your � ne art photographs in book 
form, posters, or other commercial o� set 
lithographic printing. You’ll � nd out how 
to develop your own duotone and tritone 
curves, how to measure and control 
the target densities in your project – in 
particular how to bridge from Photoshop 
to ink-on-paper successfully. We’ll discuss 
hal� ones versus stochastic printing, 
prepress and image preparation, basic 
book design using press signatures, paper 
choices and how they a� ect image quality, 
posters and limited edition lithographs, 
aqueous, UltraKote and varnish coatings. 
We’ll cover ISBN numbers and barcoding, 
binding alternatives, cost analysis, press 
checks, and most importantly how to � nd, 
interview, and select a printer for your 
project — and whether to use overseas or 

domestic printing. � ere is a lot to learn 
before you take your project to press, and 
in this workshop we’ll share what we’ve 
learned in printing LensWork over the last 
15 years, publishing � ne art photographs 
every 60 days. And by the way, we’ll 
discuss color as well as black and white. 

PDF Publication
As an alternative to publishing pho-
tography in print, the advantages of 
electronic publication are numerous — for 
example, an a� ordable publishing budget, 
an incredibly low per-unit cost, easy 
distribution, and the inclusion of multi-
media components. And unlike paper-
based publications, PDF publishing o� ers 
— for all practical purposes — unlimited 
space accommodating even the largest 
projects without busting the budget. In 
this workshop, you’ll learn the process of 
building and publishing your photography 
project as an Acrobat PDF publication. 
Starting from a pile of prints or digital 
� les, we’ll work through the process from 
so� ware choices and image preparation, 
to layout and design, color management 
issues for PDF publications, master � le 
creation, navigation controls, embedding 
and linking multimedia components, 
disc versus Internet distribution, CD 
versus DVD, replication, duplication and 
ISO standards, password protections, 
PC and Mac compatibility, and more. 
Here again, there is a lot to learn about 
this new publishing medium and in this 

10

LensWork

11

Editor’s Comments
The LensWork Workshops and eSeminars

Over the years we’ve published LensWork, 
the most commonly asked question has 
been When are you guys going to o� er 
workshops? Well, at long last we have an 
answer – now. We’ll be o� ering � ve di� er-
ent workshops in 2008 to be held here in 
Anacortes, Washington. But, that’s not all. 

By using the technology available to us 
in LensWork Extended — our PDF-based 
publication on computer disc — we can do 
more than just o� er live workshops. We 
can extend the reach of our workshops to 
all of our subscribers around the world.

So, we are excited to o�  cially announce 
two new integrated programs — � e 
LensWork Workshops, and � e LensWork 
eSeminars. 

Does the world need another photography 
workshop program? Well, not if it’s just 
another Zone System workshop or Photo-
shop class. � ere are enough of those to go 
around. Our objectives in o� ering work-
shops are twofold:

O� er information that is not being 
taught elsewhere.

O� er workshops born from our own 
experience and expertise — printing, 
publishing, and marketing.

So that’s the focus of our programs. Our 
workshops are unique and o� er hard-
won information from our experiences 
as publishers of LensWork and LensWork 
Extended. � ese workshops may not be 
for everyone, but if you are interested 
in getting your work out into the world, 
there’s a lot to learn before you invest your 
time and money in printing, publishing, 
or marketing your photography.

� e Workshops
� e LensWork Workshops will take place 
here in beautiful Anacortes, Washington, 
a couple of hours north of Seattle, on 
Fidalgo island — the gateway to the San 
Juan Islands. Our beautifully restored 1891 
building that looks out to Mount Baker 
and the tidal waters of the Puget Sound 
will be our workshop home. Anacortes is 
a beautiful spot to visit with lots of great 
restaurants, parklands and trails, quaint 
shops, and a thriving art community 
— and it’s a great place to photograph, 
I might add. � ere’s easy transportation 
from Sea-Tac airport, and lots of choices 

of accommodations for every budget and 
whim.

� e � ve individual workshop topics will 
take place here in our downstairs gallery. 
Each is an independent o� ering, but you’ll 
notice there is some interconnectedness 
and commonality of theme – that is, get-
ting your work out into the world so it can 
be appreciated.

� e � ve workshops are …

Printing and Publishing: 
� e Fine Art Photo Book or Poster
In this workshop we’ll present everything 
a photographer needs to know about 
printing your � ne art photographs in book 
form, posters, or other commercial o� set 
lithographic printing. You’ll � nd out how 
to develop your own duotone and tritone 
curves, how to measure and control 
the target densities in your project – in 
particular how to bridge from Photoshop 
to ink-on-paper successfully. We’ll discuss 
hal� ones versus stochastic printing, 
prepress and image preparation, basic 
book design using press signatures, paper 
choices and how they a� ect image quality, 
posters and limited edition lithographs, 
aqueous, UltraKote and varnish coatings. 
We’ll cover ISBN numbers and barcoding, 
binding alternatives, cost analysis, press 
checks, and most importantly how to � nd, 
interview, and select a printer for your 
project — and whether to use overseas or 

domestic printing. � ere is a lot to learn 
before you take your project to press, and 
in this workshop we’ll share what we’ve 
learned in printing LensWork over the last 
15 years, publishing � ne art photographs 
every 60 days. And by the way, we’ll 
discuss color as well as black and white. 

PDF Publication
As an alternative to publishing pho-
tography in print, the advantages of 
electronic publication are numerous — for 
example, an a� ordable publishing budget, 
an incredibly low per-unit cost, easy 
distribution, and the inclusion of multi-
media components. And unlike paper-
based publications, PDF publishing o� ers 
— for all practical purposes — unlimited 
space accommodating even the largest 
projects without busting the budget. In 
this workshop, you’ll learn the process of 
building and publishing your photography 
project as an Acrobat PDF publication. 
Starting from a pile of prints or digital 
� les, we’ll work through the process from 
so� ware choices and image preparation, 
to layout and design, color management 
issues for PDF publications, master � le 
creation, navigation controls, embedding 
and linking multimedia components, 
disc versus Internet distribution, CD 
versus DVD, replication, duplication and 
ISO standards, password protections, 
PC and Mac compatibility, and more. 
Here again, there is a lot to learn about 
this new publishing medium and in this 
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workshop, we’ll share what we’ve learned 
in the course of pioneering and publishing 
LensWork Extended.

� e “Folios” Workshop
In the 1980s I began searching for a 
method to bind into book format indi-
vidually printed gelatin silver photographs 
I was producing in my darkroom. I took 
classes in how to make handmade artist’s 
books, I visited the Center for Creative 
Photography in Tucson and scoured their 
archives of artist’s books, and even hired 
tutors to work with me individually. 
� e result of all this research was that 
I eventually rethought the entire pursuit 
and designed an entirely new approach 
to � nishing a project of � ne art originals. 
I call them simply “folios” — from the 
Latin root folium meaning a single leaf or 
sheet of paper. Folios are a cross between 
a book and a portfolio. Like a book, folios 
have room for many pages, many images, 
and even text, or text signatures. Unlike 
a book, they are not bound, but rather are 
individual sheets. Like a traditional port-
folio, my folios contain original artwork, 
but are not matted. And the folio cover 
is a more  exible enclosure that’s more 
accommodating to small hand-held prints 
than the traditional portfolio clamshell 
box. In this workshop, we’ll explore this 
folio idea, and walk through the process of 
designing, producing, and � nished a folio 
of your � ne art photographs — including 
the embossed art paper folio enclosures 

you’ve seen in both the LensWork and 
Brooks Jensen Arts folios.

� e Photography “Project” Workshop
With the advent of so many means to pro-
duce project-oriented work, the process of 
working through a project from concept to 
� nished piece can be a challenge — espe-
cially for photographers who are so used 
to working with the individual “greatest 
hits” type image-making that has domi-
nated � ne art photography for so many 
decades. What if your subject leads you to 
more than one image — indeed beyond 
the image and into a larger scale project? 
How does one de� ne a project? How do 
you manage it? How do you overcome the 
barriers? How do you get unstuck? How 
do you keep the momentum  owing and 
the project progressing toward it’s con-
clusion? As far as that goes, how do you 
conclude it? And when? � ese and other 
issues are all part of the learning curve for 
project-oriented photography — the kind 
of work that o� en ends up as a mono-
graph, PDF publication, an exhibition, or 
a web presentation. 

In this workshop, I’ll be joined by a true 
contemporary master of photography, 
Huntington Witherill. His experience 
and examples o� er a practical look at 
how an accomplished and productive 
photographer has done it — in fact, done it 
successfully for years. Bring your projects 
to this workshop — both � nished and just 

begun — and we’ll focus on the processes 
needed to bring your photographic 
projects to completion.

Finding an Audience for Your Work
So, now you have it completed — the 
project, the exhibition, the book, the 
PDF, the website — so now what? How do 
you � nd an audience — or even a paying 
audience — for your work? � at is the 
topic for this workshop. Our assumption 
is that your photography is not your career 
— that is, that you are not looking for 
your photography to replace your day job. 
Instead, this workshop is for the commit-
ted and passionate photographer whose 
personal work deserves a wider audience. 
We’ll explore traditional venues as well as 
new ones. We’ll explore income-producing 
venues, as well as non-pro� t ones. If your 
work is stuck in the Light Impressions 
boxes in your closet and you’d like to get 
it out and get it seen, there are lots of ways 
to connect with an audience and that is 
the focus of this workshop. We’ll discuss 
means and money, pricing and selling, 
galleries and websites, you and the audi-
ence your work deserves. � ere’s never 
been a better time to be a photographer, 
nor a larger audience of people who enjoy 
photography. Finding and connecting 
with an audience for your work is the 
focus of this workshop.

Well, that’s the line up for our workshops 
for 2008. Full details about all these 

workshops including a more detailed 
description of topics, dates, travel infor-
mation, tuition, and accommodations can 
be found at workshops.lenswork.com.

� e “eSeminars” Program
Our new LensWork eSeminars will pro-
vide smaller scale tutorials and instruc-
tional videos presented in the same PDF 
format we use for LensWork Extended. 
� is will allow those of you who cannot 
travel to Anacortes for a live workshop to 
have access to some of the same materials. 
� e Workshops and the eSeminars are 
not duplicates of each other, but they will 
share some common topics. Quite hon-
estly, they are simply di� erent experiences 
and di� erent ways of learning — so, we’ll 
use computer-based eSeminars for topics 
that lend themselves to this approach. 

Some eSeminars will be included in 
LensWork Extended in their entirety. 
Others will be available on computer disc. 
Samples will appear from time to time 
in LensWork Extended. Keep your eye on 
future issues of LensWork Extended for 
more eSeminar information and samples.

So, that’s what’s new! Two new programs 
for 2008. � anks — and we’ll hope to see 
you here in our beautiful little corner of 
the great Paci� c Northwest. 
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in the course of pioneering and publishing 
LensWork Extended.
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method to bind into book format indi-
vidually printed gelatin silver photographs 
I was producing in my darkroom. I took 
classes in how to make handmade artist’s 
books, I visited the Center for Creative 
Photography in Tucson and scoured their 
archives of artist’s books, and even hired 
tutors to work with me individually. 
� e result of all this research was that 
I eventually rethought the entire pursuit 
and designed an entirely new approach 
to � nishing a project of � ne art originals. 
I call them simply “folios” — from the 
Latin root folium meaning a single leaf or 
sheet of paper. Folios are a cross between 
a book and a portfolio. Like a book, folios 
have room for many pages, many images, 
and even text, or text signatures. Unlike 
a book, they are not bound, but rather are 
individual sheets. Like a traditional port-
folio, my folios contain original artwork, 
but are not matted. And the folio cover 
is a more  exible enclosure that’s more 
accommodating to small hand-held prints 
than the traditional portfolio clamshell 
box. In this workshop, we’ll explore this 
folio idea, and walk through the process of 
designing, producing, and � nished a folio 
of your � ne art photographs — including 
the embossed art paper folio enclosures 

you’ve seen in both the LensWork and 
Brooks Jensen Arts folios.

� e Photography “Project” Workshop
With the advent of so many means to pro-
duce project-oriented work, the process of 
working through a project from concept to 
� nished piece can be a challenge — espe-
cially for photographers who are so used 
to working with the individual “greatest 
hits” type image-making that has domi-
nated � ne art photography for so many 
decades. What if your subject leads you to 
more than one image — indeed beyond 
the image and into a larger scale project? 
How does one de� ne a project? How do 
you manage it? How do you overcome the 
barriers? How do you get unstuck? How 
do you keep the momentum  owing and 
the project progressing toward it’s con-
clusion? As far as that goes, how do you 
conclude it? And when? � ese and other 
issues are all part of the learning curve for 
project-oriented photography — the kind 
of work that o� en ends up as a mono-
graph, PDF publication, an exhibition, or 
a web presentation. 

In this workshop, I’ll be joined by a true 
contemporary master of photography, 
Huntington Witherill. His experience 
and examples o� er a practical look at 
how an accomplished and productive 
photographer has done it — in fact, done it 
successfully for years. Bring your projects 
to this workshop — both � nished and just 

begun — and we’ll focus on the processes 
needed to bring your photographic 
projects to completion.

Finding an Audience for Your Work
So, now you have it completed — the 
project, the exhibition, the book, the 
PDF, the website — so now what? How do 
you � nd an audience — or even a paying 
audience — for your work? � at is the 
topic for this workshop. Our assumption 
is that your photography is not your career 
— that is, that you are not looking for 
your photography to replace your day job. 
Instead, this workshop is for the commit-
ted and passionate photographer whose 
personal work deserves a wider audience. 
We’ll explore traditional venues as well as 
new ones. We’ll explore income-producing 
venues, as well as non-pro� t ones. If your 
work is stuck in the Light Impressions 
boxes in your closet and you’d like to get 
it out and get it seen, there are lots of ways 
to connect with an audience and that is 
the focus of this workshop. We’ll discuss 
means and money, pricing and selling, 
galleries and websites, you and the audi-
ence your work deserves. � ere’s never 
been a better time to be a photographer, 
nor a larger audience of people who enjoy 
photography. Finding and connecting 
with an audience for your work is the 
focus of this workshop.

Well, that’s the line up for our workshops 
for 2008. Full details about all these 

workshops including a more detailed 
description of topics, dates, travel infor-
mation, tuition, and accommodations can 
be found at workshops.lenswork.com.

� e “eSeminars” Program
Our new LensWork eSeminars will pro-
vide smaller scale tutorials and instruc-
tional videos presented in the same PDF 
format we use for LensWork Extended. 
� is will allow those of you who cannot 
travel to Anacortes for a live workshop to 
have access to some of the same materials. 
� e Workshops and the eSeminars are 
not duplicates of each other, but they will 
share some common topics. Quite hon-
estly, they are simply di� erent experiences 
and di� erent ways of learning — so, we’ll 
use computer-based eSeminars for topics 
that lend themselves to this approach. 

Some eSeminars will be included in 
LensWork Extended in their entirety. 
Others will be available on computer disc. 
Samples will appear from time to time 
in LensWork Extended. Keep your eye on 
future issues of LensWork Extended for 
more eSeminar information and samples.

So, that’s what’s new! Two new programs 
for 2008. � anks — and we’ll hope to see 
you here in our beautiful little corner of 
the great Paci� c Northwest. 
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Website: www.hawklinephotography.com

Works with: “� ese photos were all taken with a progression of Canon digital 
SLRS that I’ve owned over the last few years: a Digital Rebel, 
20D, and now 40D cameras. All the shots are handheld.”

Represented by: Seeking Representation

Larry G. Blackwood was born in Ellsworth, Kansas, in 1952.

His formal education has been separate from his art interests; he holds master’s degrees in 
sociology and statistics, and a doctorate in biostatistics. His interest in photography came 
from a rather unusual source: outer space. “As a teenager, I was really big into following 
the space program — especially photos taken from space. I started building model rockets 
that would shoot several hundred feet in the air. When they came out with a rocket with 
a camera, I bought one.” His father had some basic darkroom equipment and showed 
him how to make contact prints. He later bought an old enlarger. “On one trip to the 
camera store I recall seeing Edward Weston’s ‘Nautilus’ image. I was deeply inspired.” 
A few years later, he entered an abstract photo in a Kodak contest and won. “Having the 
image published in the local newspaper seemed to validate my young e� orts.”

While going to graduate school and embarking on his career, Larry’s interest in pho-
tography had to be set aside. “I started up again in earnest about ten years ago, when 
digital methods were becoming usable for serious photography.” Between his early 
experimenting and most recent e� orts, he is primarily self-taught. He has worked most 
of his career as a statistician, most recently at the Idaho National Laboratory (a federal 
research lab in Idaho Falls, Idaho). He took early retirement in 2007 so he could pursue 
photography full-time.

Larry’s photographs have appeared in B&W, Shots, Popular Photography, and Shutterbug 
magazines. In 2007 he was nominated for the Black and White Spider Awards.

He states that his wife, Connie, “has been an incredible source of encouragement for my 
photographic work. She pitched my work to the Museum of Idaho a number of years 
ago, and got my � rst one-man show.” Larry and Connie make their home in Bozeman, 
Montana. 

by

Larry G. Blackwood
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Dana, 30

by

Rosanne Olson

This Is Who I Am
Our Beauty in All Shapes and Sizes

Images and text excerpted with permission from her book
    � is Is Who I Am 

Artisan Books © 2008. All rights reserved.
$25.95 — Hardcover — ISBN 978-1-57965-363-7 

Available at amazon.com or by calling 1-800-772-7202
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Jennifer, 33

We learn very early in life that beauty has a mysterious power. 
For years I thought I wanted others to � nd me beautiful, but what

I really wanted all along was to � nd myself beautiful. What I didn’t real-
ize is that there isn’t one kind of beauty. � ere isn’t one person or group 
of people that possesses the monopoly on beauty. � ere isn’t one face, 
body, hair, eye, or skin color that is the de� nition of beauty. Now I know 
there’s an in� nite amount of beauty — it can be found in the way a person 
moves, a well-sculpted arm, a graceful neck, lustrous hair, compassionate 
eyes, hardworking hands, a soothing voice, an enthusiastic heart. It’s
a powerful homecoming when we can hold our own gaze in the mirror, 
like what we see, and don’t  ick our eyes away from what is re ected 
back to us. I � nally have found that.

For years I never gave my body much thought except for the things that 
I hated about it. Pregnancy pulled me back into my body, and for that 
I will always be grateful: for my full breasts, my so�  belly marked with 
that mysterious linea negra running crookedly from my belly button in 
both directions. I even love the stretch mark that is a deep rose color, 
a crescent moon stemming from my belly button.

I don’t know anyone who totally feels at home in her body except for 
my toddler daughter, who is too young to feel ashamed of anything. She 
likes to take o�  her clothes as soon as she comes home, and there she 
stands, plays, sits, climbs, and runs throughout the house, gloriously 
naked except for her diaper (and sometimes not even that). A sublime, 
beautiful body. She is totally unselfconscious. � e idea of her turning 
against herself gives me pain. I want her to feel con� dent, to revel, to 
� nd herself beautiful in her own eyes.
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Jan, 88

I used to be a dancer. I was with modern dance companies as well 
as commercial companies before World War II. I’m happy that my 

body still moves around well, though I’ve never particularly loved it. 
� e most you can ask is that you keep in shape.

I think women worry far too much about their bodies and then don’t 
do anything about it. I’ve always been busy doing body things like 
dancing and swimming and hiking. Now I walk the dog, and I still 
do some stretching before I get out of bed in the morning.

I was diagnosed with early-stage Alzheimer’s over a year ago. My long-
term memory is pretty good but my short-term memory is a� ected. 
It’s frustrating and depressing, but I say get over it. If you dwell on 
it you can really get into a state of mind where everything is wrong. 
� at’s a big waste of time and energy. I’m trying hard not to think 
about myself these days, and I also don’t care what other people think 
about me.
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Website: www.billjayonphotography.com

Book: � is portfolio excerpted from the book Album
Published in 2007 by Nazraeli Press (ISBN 978-1-59005-200-6)

Bill Jay was born in Maidenhead, England, in 1940. A� er two years at the Berkshire 
College of Art he joined the sta�  of a photographic magazine, quickly becoming its 
features editor. A� er working for several other photographic periodicals he became the 
� rst editor/director of Creative Camera magazine. He then founded Album magazine 
and under his editorship and direction it gained the reputation of being one of the 
� nest photographic publications of the 20th century.

During this time, Bill was active in a wide range of photographic interests and projects. 
He was the � rst Director of Photography at the Institute of Contemporary Arts, London; 
gave over 400 lectures to art schools, camera clubs, universities and business conven-
tions; wrote literally hundreds of articles for his own and other photographic journals; 
taught at several colleges and pursued research into Victorian photographers.

In 1972 he le�  England to study photography at � e University of New Mexico with 
Beaumont Newhall and Van Deren Coke. He was awarded a Master of Art in 1974 
and a Master of Fine Art in 1976. In 1974 he instigated a program in the history of 
photography at Arizona State University, which continued through his retirement 
in 2000. For four years he was a member of the board of directors of � e Society for 
Photographic Education.

Bill’s writings have been published in numerous books, including three anthologies: 
Cyanide and Spirits, Occam’s Razor, and Sun in the Blood of the Cat. His personal 
photographs were published in a book, Photographers Photographed, in 1983. He also 
co-authored the popular On Being A Photographer and On Looking At Photographs 
with Magnum photographer, David Hurn. LensWork readers will know Bill from his 
regular column, EndNotes, which appears in each issue. Now retired, he continues to 
write, and, of course, to take photographs.

Bill lives in San Diego, California.

Eve Arnold

by

Bill Jay
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Throughout my professional life as magazine editor, professor, and lecturer, I have been 
privileged to meet many of the most famous photographers of the era. Whenever I felt 

that the camera would not intrude or disrupt the situation I have made snapshots of these 
moments. � e following “portfolio” is a selection from the more than 1,000 portraits in my 
� les. One hundred portraits with extensive commentaries are included in my new book, 
Album, published by Nazraeli Press.

A quick note about the title: several prominent photographers who have known me since 
the early years strenuously object to the use of the title, Album. � e reason is that I once 
edited a journal of that name. To them, the name was confusing; it was closely associated 
in their minds with another product/period in my life. � e publisher (the inestimable Chris 
Pichler) put the problem in perspective. “No one who reads this book will have heard of the 
magazine — they were not even alive when it was published — and it was not even published 
in America!” So that decided that.

In 1983, a book of my portraits was published under the title Photographers Photographed. 
An objection to the earlier book concerned an elderly male photographer who did not like 
what I had to say about him. I was sorry he felt that way but my opinions were honestly held 
and did not purport to be the Truth. So I ignored the letter.

My guess is that I will receive similar objections from the publication of the new book. 
My attitude has always been that if I can foresee a criticism but honestly feel that my stance 
would not be shi� ed because of this advance knowledge, then I can state my opinions (and 
images) honestly and frankly and then let the chips fall where they may. I certainly do not 
intend to hurt anyone’s feelings gratuitously — that is bad manners — but I cannot live 
my life with integrity while constantly worrying what others may think or say about me. 
A consolation, of sorts, is also provided by, I think, Bob Hope: “At 20, we worry what others 
think of us; at 40, we don’t care what they think of us; at 60, we discover they haven’t been 
thinking of us at all.”

I should confess that my portraits heavily favor the older generation of photographers. 
As I shamble into my dotage there is no doubt that I am being le�  behind, unwillingly, by 
newcomers in the medium. When I studied with Beaumont Newhall, he talked incessantly 
about Ansel Adams, Alfred Stieglitz, Paul Strand, Edward Weston, et al. Beaumont, we 
would say, what about Les Krims, Jerry Uelsmann, Duane Michals? � ey’re not my concern, 
he would answer; my photographic attitudes ended in the 1950s; the new photographers are 
your problem. Now I feel the same way as old BN.

Ansel Adams was 
described as a “beaky 

raven of a man” (I think 
I wrote that) and the out-
doorsy metaphor might have 
been appropriate when he was 
lean and black–headed, but in 
later years he was more rotund 
and grizzled, so you change 
the description to a “satis� ed 
American eagle of a man.”

I met Ansel on a score or 
more of occasions during the 
seventies and eighties and 
photographed him during 
a few of the more informal 
times. He was unfailingly gen-
erous, warm, funny, consider-
ate, and all the other adjectives 
you can think of to describe 
the nicest of human beings — 
even in the face of rudeness 
and crude disagreements 
with his ideas. I remember 
a conference in the mid–
seventies which happened to 
take place at Asilomar, a resort 
near Ansel’s home. He was 
invited to address the couple 
of hundred young academic 
photographers in the audi-
ence. He began by stating that the cra�  of 
photography was the key to good images 
— and the audience booed him. What 
colossal arrogance! But Ansel was more 

generous than me. He seemed to under-
stand that they were rebelling against the 
old order, which he acknowledged to rep-
resent, and quietly but � rmly continued 
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of condescension in his anecdotes, just 
acceptance and a� ection for the human 
condition.

Morrie was born in New York City in 
1928 and became a commercial photogra-
pher in Petaluma, California. In 1972 he 
sold his business in order to concentrate 
on personal work, teaching at City College 
of San Francisco “just to make ends meet,” 
he would say. But I did not believe him, 
because it was too evident that he enjoyed 
being with his students.

His main contributions were three 
books: � e Jews of Greece (Jews in � es-
saloniki who had escaped the Holocaust); 
� e Prison Experience (photographs of and 
messages from Vacaville prison); and � e 
Farm Workers (photographs of California 
Chicano farm workers). 

Personally, I particularly loved his 
portraits of women in their homes who 
had posted advertisements for themselves 
in the Man Wanted personal columns of 
local newspapers, which he then printed 
with their self-descriptive ads. Like Morrie 
Camhi himself, this project was poignant 
and provocative — a social document with 
humorous undertones.

Morrie Camhi died in 1999 at the age of 
71 a� er a two-year battle with cancer.

	

Michael Kenna is now one of the 
most successful art-photographers 

in America, with twenty-plus monographs 
already published, and an avid and grow-
ing number of collectors awaiting new 
prints. Not bad for an English boy grow-
ing up in the grimy, industrial town of 
Widnes, Lancashire. � is was not a hotbed 
of art or photography. In fact, there was 
only one photography gallery in the whole 
of England at the time, and that was in 
London. A� er three years studying pho-
tography at the London College of Print-
ing (a commercial photography program), 
Michael worked in the profession, before 
moving to San Francisco in 1978, where he 
became Ruth Bernhard’s printer. 

At this time I was hearing an increasing 
amount about a “fellow Brit” who was 
making a name for himself in the world 
of gallery art. We met for the � rst time at 
his home in San Francisco in July 1983, 
where I photographed him with his pet 
parrot. We looked at a lot of prints. � ey 
were already su� used with his trademark 
misty minimalism. But I could never 
have predicted how they would seize the 
imagination of collectors. 

I wrote the introduction to one of his 
books of night photographs, but I was well 
aware that this genre was such a small 
part of his project-based work, which has 
encompassed Japan, concentration camps 
in Europe, Easter Island, nuclear power 

stations, a lace-making factory, 
his daughter’s kindergarten, 
and, by the time these words 
are published, undoubtedly 
more. All these projects have 
resulted in books, published by 
Nazraeli Press. A good place 
to start, however, would be 
Michael Kenna: A Twenty Year 
Retrospective, which includes a 
foreward by Ruth Bernhard.

Everything that Michael 
Kenna produces is wildly 
successful. He has reached that 
nirvana state for a photogra-
pher: what he most likes doing 
is exactly what his audience 
wants him to do. And you can’t 
ask life for much more than 
that.

In all the acclaim for his 
art prints, however, it should 
be mentioned that Kenna 
is also an in-demand and 
accomplished professional, 
earning money from com-
mercial assignments. � is is 
in the grand old tradition of 
photography, and I appreciate the fact that 
Michael makes no secret and o� ers no 
apology for this work.

We have kept in occasional contact over 
the years. At our last dinner he talked a lot 

about his love of Japanese art (about which 
I know nothing but Michael is obviously 
a connoisseur) and how it in uenced 
his own love of simplicity, clean design, 
and sense of serenity. He said: “I feel my 
photographs are much closer to haiku 
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his talk, which was a model of sense and 
sensibility. Although his public persona 
was very evident through his innumerable 
lectures, articles, books, and interviews, it 
was in his private dealings with photog-
raphers that his true spirit emerged. He 
supported, � nancially as well as spiritu-
ally, photographers (W. Eugene Smith, for 
example) whose work was very di� erent 
from his own when they were in trouble; 
he championed photographers from the 
past (such as Timothy O’Sullivan) and 
brought their work to light because he 
loved their images and thought others 
should be aware of them; he wanted young 
photographers, a� er his death, to borrow 
his negatives and attempt to emulate his 
results in an e� ort to learn the cra�  of � ne 
printmaking — an idea that the repository 
of his negatives, the Center for Creative 
Photography, has wisely never encouraged; 
he held regular “open house” parties at his 
home for any passing, stray photographers 
who might be traveling through the neigh-
borhood, including me, no matter how 
unknown or inconsequential. Many of 
my snapshots were taken at these cocktail 
hour get-togethers.

Let us imagine you arrived at his door 
for such a party. He comes to the door to 
let you in, with e� usive bonhomie and no 
feelings of “who might you be.” Immedi-
ately a� er you have been welcomed you 
are served a large drink, probably gin 
and tonic, and Ansel comes over to chat. 

He has an inexhaustible fund of slightly 
risqué stories which he tells with boyish 
glee. In my picture of him with the drink 
and the cat, he is in the middle of a joke 
about a tax audit by the IRS, and in his 
enthusiasm he is dripping his drink down 
his pants leg, much to the fascination of 
the cat. He had just heard that his Moon-
rise over Hernandez picture had sold for 
$11,000 (which seems such a bargain by 
the time this news is read) and he was 
adding that the more prints he made of 
this negative, the more people wanted 
them — to that date he had sold over 
900 prints of this one image. � e connec-
tion between the tax joke and the print 
sale was not a coincidence — Ansel was 
laughing all the way to the bank. 

I have never been a huge fan of Ansel’s 
images. But that does not diminish the 
respect in which I hold his memory. Ansel 
Adams was an important � gure in twen-
tieth century photography as a teacher, 
advocate, tireless supporter and champion 
of photography in general, an amazing 
promoter of the medium’s status, as well 
as the most (indeed, the only) famous pho-
tographer among the general population.

Photography owes him an immeasur-
able debt.

	

Morrie Camhi was above all a warm 
and witty friend, the type of 

person to whom I would latch onto at a 
boring conference (and there were plenty 
of those). He was always an entertaining 
and stimulating companion. But he did, 
with cheeky forethought, cause me some 

puzzlement and awkwardness on 
occasion. A� er this picture was 
taken, colleagues encountered 
on my travels would o� en take 
me aside: “I didn’t know you 
were gay; why didn’t you tell 
us?” “I’m not gay,” I’d say, but 
no one seemed convinced. � is 
went on for months. Eventually, 
the origins of the story emerged. 
Morrie kept showing this picture 
to fellow photographers, telling 
them with a wink-wink, nudge-
nudge that it was “taken at a time 
when Bill Jay and I were shacked 
up together.” Message received — 
and transmitted on the photo-
grapevine.

And Morrie told no lie. It 
was taken when we “shacked up 
together,” but the explanation was 
more innocent. We were both 
visiting a conference in a strange 
city, in April 1983, and decided to 
share a hotel room for a couple of 
nights. I photographed him a� er 
his morning shower.

I miss our chats in local cafés 
or lounging around a pool, when Morrie 
would tell stories about the people in his 
photographs. No matter how odd, even 
bizarre, these people seemed to behave, 
or how gleefully Morrie recounted their 
absurdities, there was never any hint 
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In 1980 I traveled to England on my way to Norway, where I had been invited 
to teach a photography workshop. I had planned to tour England for nearly 

three weeks, photographing whatever interested me, with no particular desire 
to photograph the cathedrals. All that changed when I saw them.

Wells Cathedral is where my story of the cathedrals begins. I had been drawn 
to Wells Cathedral by tour book accounts of its magni� cent west façade, only 
to � nd it completely hidden by sca� olding when I arrived. It was being cleaned 
and restored. � ough disappointed, I decided to take the time to see the interior, 
rather than simply head on to my next destination. As I entered, the central 
arch towered in massiveness and majesty. I had never before been staggered by 
any human work, but suddenly my knees buckled and I nearly fell to the  oor. 
� e awesome grandeur was totally unexpected. From that moment, not only 
did I want to photograph the cathedrals; I simply had no choice.

� e Norman and Gothic cathedrals of England stand as monuments to civiliza-
tion; monuments of humanity at its best. � e great English cathedrals are living 
museums of the most superb arts, cra� s and sciences of the past nine hundred 
years. Each is a showcase of architecture and engineering, of stone masonry and 
stained glass-making, of woodcarving and needlepoint, of light and space, of 
grandeur and elegance. Each is an open history book of tragedy and triumph 
evoking emotions ranging from exaltation to melancholy. 

Many of the images from England in this selection � rst appeared in my book, 
Visual Symphony, which was published in 1986. Now, more than 20 years later, 
I have added to the initial collection with images of cathedrals from Italy and 
France. � e images in this portfolio have been excerpted from a larger body of 
work titled “Stone,” which includes images of natural and manmade structures, 
and ranges from realism to abstraction. � ere are nearly 50 prints in the exhibit, 
with print sizes ranging from 6x7 to 30x40 inches.

As a lover of classical music, these exquisite forms create for me a never-ending 
array of melodies, harmonies and overtones. It is music captured in stone. � e 
music is that of Bach, Handel, and Pachelbel, of Schubert and Brahms, of Faure 
and Jancek — melodic and harmonious, complex yet simple, stately and solemn, 
and above all — inspiring.
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The exhibit called “Stone” includes realism 
and abstraction; the natural world and the 

man-made world. It’s a perfect cross-section 
of my work, and leads the viewer through two 
photographic subjects that have very much in 
common, yet are so unique in their individual 
character.

I discovered Antelope Canyon — which was 
the beginning of my work in what I call the Slit 
Canyons — on January 1st, 1980. That’s when I 
walked into Antelope Canyon for the fi rst time.
I began photographing it the next morning. 
The sandstone was incredibly musical, and 
completely captivating.

Later that year I found another kind of “stone” 
quite by accident. I had been invited to teach 
a workshop in Norway, and decided to travel 
via England. I planned to tour that country for 
nearly three weeks. At the time I had no par-
ticular desire to photograph the cathedrals. 
All that changed when I saw them. Again, my 
response to “stone” in the form of cathedrals 
was overwhelming. And again, I experienced 

music — although this time in sweeping man-
made structures.

Wells Cathedral is where my story of the cathe-
drals begins. I had been drawn to Wells Cathedral 
by tour book accounts of its magnifi cent west 

facade, only to fi nd it completely hidden by scaf-
folding when I arrived. It was being cleaned and 
restored. Though disappointed, I decided to take 
the time to see the interior, rather than simply 
head on to my next destination. As I entered, the 
central arch structure towered in massiveness 
and majesty. I had never before been staggered 
by any human work, but suddenly my knees 
buckled and I nearly fell to the fl oor. The awe-
some grandeur was totally unexpected. From 
that moment, not only did I want to photograph 
the cathedrals; I simply had no choice. 

As a lover of classical music, these exquisite forms 
(found in the Slit Canyons and the cathedrals) 
create for me a never-ending array of melodies, 
harmonies and overtones. It is music captured 
in stone. The music is that of Bach, Handel, and 
Pachelbel, of Schubert and Brahms, of Fauré and 
Janáček — melodic and harmonious, complex 
yet simple, stately and solemn, and above all 
— inspiring.

[There are nearly 50 prints in the exhibit, with 
print sizes ranging from 6x7 to 30x40 inches.]
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