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RON MOWREY
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Ron is a chemist for Kodak
and has been working with
darkroom chemistry for a long
time. He brings his love and
passion for photography into
his article on pouring emulsion.

WILLIE-JAN BONS

Willie has been in a darkroom
since 1975. In 2005 he moved
to large format and has since
started playing with alternative
processes. This month he
brings his exhaustive research
on cyanotype printing.

S\

Phil puts his own touch on
push processing this month in
his article regarding this exten-
sion of the Zone System.



Creative Image Maker Magazine is produced online on a monthly basis and is written and illus-
trated by regular photographers. It is the mission of this publication to produce straightforward
film photography and related articles. It is our desire to bring quality photography and compre-
hensive technical articles to your attention to further enhance your photographic experience.

SUBMISSION GUIDELINES

ARTICLES may be a single short article or a longer article that might be broken up written
on basically any subject relating to any aspect of FILM PHOTOGRAPHY . | ask that the writing of
the articles be concise and grammatically correct, regardless of language. Anywhere from 400
words on up would be good. Length is to be determined by how long you need it to be in order
for you to say what you wish to say. Itis important to include at least a couple of illustrative pho-
tographs to accompany articles. Please include a bio with any articles submitted.

PHOTOGRAPHS. We will be running some new features, PORTFOLIOS and 'A Picture
is Worth a Thousand Words' . PORTFOLIOS will consist of anywhere from three to six photo-
graphs and a small write up on each image. Please include a one page or so overview of the
portfolio such as equipment used, memories from the images, just good accompanying text.
'PICTURE' will be a single image and a paragraph to go along with it about the who, what, how,
where, when and why of the image. Please include a bio with any photographs submitted.

BIOS. A short autobiography and a small portrait of yourself is requested. This is not
mandatory, however. We simply would like to let our readers get to know you a little better if you
so choose. All article and image submissions should be accompanied by a bio. If you wish to
have photo credits posted for those who have taken your bio photo then please include this infor-
mation with your bio submission.

FILE SPECS. Text should be submitted in .doc, .docx or .txt. Images should be submit-
ted in .jpg, .jpeg or .gif. Images should be scanned at 300 dpi resolution. Send electronically
only at this time. Portfolio and ‘1,000 Words’ images should be 1,500 pixels at the longest and
those for bios and for article illustration should be 750 pixels at the longest. Digital capture is ac-
ceptable for bio photos and illustrative photos ONLY. Please, only send .pdf’s as a last resort.

MODEL RELEASES. It is assumed by CiM that any photographs with recognizable per-
sons that are submitted for publication are done so with a model release having been obtained
by the photographer for such use and that is can and will be made available to CiM as the need
arises. If you do not have one please refrain from submitting material that violates our model re-
lease policy.

OTHER STUFF. Any materials submitted to CiM should and ought to be the sole property
of the author/photographer and hence presumably retain the rights to use this material in such
fashion.

Send any submissions to info@creativeimagemaker.co.uk

Publication schedule: The deadline for each month’s publication will be the 20th of the
preceding month. The magazine will be published on or about the 27th of each month.

Please bear in mind that due to the amount of submissions we receive that it may be a few
issues before we use your submission. Also if we receive one that matches our vision for a cur-
rent issue it may be added ahead of other submissions. The editors of CiM will try to keep au-
thors/photographers abreast of when their submissions will be published in CiM.

OWNERSHIP OF PUBLISHED MATERIALS. All materials (articles and photographs)
printed herein remain the property of the author and/or photographer. No material may be repro-
duced in whole or in part without express written consent of the author/photographer and this
magazine.

For general inquiries please email info@creativeimagemaker.co.uk For questions regard-
ing this .pdf publication please email Chris at c.walrath@creativeimagemaker.co.uk For ques-
tions regarding the website and special publications please email David at
d.vickers@creativeimagemaker.co.uk




The website of Creative Image Maker is http://creativeimagemaker.co.uk
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HUMBLE BEGINNINGS

Goodness, what to write about. There are so many
things going on. What with the success of CiM’s
special Glass Plate issue and the Pinhole Photogra-
phy double issue going off without a hitch, David and
| have been spending a little time unwinding. Re-
evaluating where we are. Where we came from.
Where we are headed.

Any skill has a beginning and it is often very easy to
overlook humble beginnings in the fervor of pressing
on with our own pursuits. Those less experienced
can be left behind in the dust, discouraged by the
lack of enthusiasm by those who have been there
before and could just point them in the right direction.

Our goal has always been to promote photographic
education and specifically information relating to tra-
ditional photography. We highly touted that we
would have information for the beginner and expert
alike. However | discovered the glaring omission of
any information that would help the beginner down
the road to learning the basics.

So this month we are aiming to rectify this situation.
We are beginning our ‘CiM Beginner’s Series’ which
will cover the basics from choosing gear to exposure
to processing film to printing. So for those of you
who have been tapping your toes on the floor in wan-
ing patience your diligence is now being rewarded.

We have a great lineup this month. Phil Bryson runs
through push processing, Willie-Jan Bons brings us
a fresh look at cyanotype and Ron Mowrey, the
Photo Engineer himself, joins in showing us his de-
tailed process for pouring emulsion. Along with the
beginner series debut this should be a very inclusive
issue.

Thank you.

Christopher A. Walrath - Editor

CAMERA NEWS

Miami  Photojournalist

Wins Pulitzer

Miami- Patrick Farrell, photographer
for the Miami Herald newspaper, has
won the 2009 Pulitzer Prize. He was
crowned for his documentary images
taking in hurricane-ravaged Haiti in
2008. The 49-year old was on hand
as Hurricane lke mauled the small
Caribbean island nation. Farrell's
work in Haiti also garnered for him
both the Society for Professional
Journalists’ 2008 Sigma Delta Chi
Award for excellence in journalism
and awards in the Pictures of the
Year international competition. A life-
long Dade county resident, as a
youth in the late 1960’s he tore apart
one of his parents’ bathrooms in or-
der to create his own darkroom and
has been an avid photographer ever
since.

PA Photogs Rousseau

and Cheskin Decorated

UK- The Press Association of the
United Kingdom has announced that
PA photographers, Stefan Rousseau
and David Cheskin, have been be-
stowed recent honors. Rousseau
won the British Press Awards’ Pho-
tographer of the Year for his political
photography. Cheskin rolled in the
First Scot Rail Press Photography
Awards’ Photographer of the Year for
his third time in four years. Three
other PA photographers were nomi-
nated for the honors as well,

THIS MONTH'’S COVER
Plant #2— 2006. An ex-
cerpt from Christopher
Walrath'’s portfolio ‘Flora’.
See more on the follow-
ing pages.



FLORA

Portfolio by
Christopher Walrath

| have always been drawn to the out-of-doors. This expegies borne of my youth. My
parents would drag my family camping everywhere. Andd wanember of a church boys
group that focused on outdoors activities: camping, firedimg, outdoors skills, policing
your area. | was always taught to leave a place yowedisit better condition than as you
found it so that those who followed could enjoy it as well.

As a result much of my photography is drawn towards lap&s;abe it natural or man-
made. In particular, | am drawn to the small portionshef landscape that most people
might take for granted. | always see the pattern of stona creek bed, the arrangement of
leaves on a vine, the color of particular flowers imre&lf a stone covered with moss that on
a trail side. It is this appreciation for this gift wevball been entrusted with that drives me
to capture what | can of its beauty.

| hope you enjoy the images | have arranged for your mgwnd that they bring you as
much pleasure as simply making and experiencing them baghirto me.

ChrisW

The images in this portfolio were made with either adlta XG-M or a Minolta sr-T101.
Films used are Fuijifilm 100 and Kodak TMax 400 (TMY).

list of plates
plate i leafiiford, delaware - 2007
plate ii cone and needles, milford, detaw®006
plate iii plant #2, milfordglaware - 2006
plate iv holly in snow, rising sun, deda/- 2003

plate v wildflower, columbiana county, @hi2002


















Coating Plates and Film

In Your Own Darkroom

by Ron Mowrey

We are faced today with a decreasing number of analog (traditional) silver halide products for
taking original pictures in-camera and for printing them. With this inevitable decrease in product
availability, it becomes more and more imperative that we prepare for the inevitable, which is the
virtual disappearance of products or having it become increasingly difficult to purchase them.

At the present time, many beloved films and papers are no longer available since many of the
old, venerable companies have vanished or stopped producing their former range of products.
And, at the local stores (if any), there is difficulty buying many products that are actually still avail-
able. A store may have to purchase 100 rolls of film as a minimum order, only to have to dispose
of 50 rolls when they go unsold beyond the expiration date.

I’'m stating what is more or less, the obvious. What is needed is a way around this. One of the
ways around this is to re-create older products by making your own emulsions and coating them,
or buying emulsions from a supplier and coating them. It is the intent of this article to explain
how to coat your own plates, film and paper. A little explanation or introduction is in order here
first.

If your objective is to coat 35mm film or 120 film, this is going to be a very daunting task for a
number of reasons. I'll list a few here:

Coating 35mm is difficult in itself due to length and width

Slitting wide coatings down is difficult and may introduce defects
Small defects are very bad in smaller formats

Perfing 35mm is difficult

120 backing paper is difficult to obtain and spool with film

arownNPE

But where does this leave us? Well, it leaves us with the Large Format cameras and by this |
mean glass plates or film in 3.25 x 4.25” and larger and film in similar sizes. These media avoid
perfing, backing paper and most small defects. And, they are easier to do in the lab!

There remains one problem. Film, to be coated, must have a subbing layer or the emulsion will
not adhere. The emulsion slides right off when dry. There is a limited supply of subbed film and
the price is climbing as well as the minimum order. Therefore, a restriction in even this route
looms on the horizon and we may end up being limited to glass plates at some time in the future.
Of course, the supply of plate holders is limited and they are expensive.

Well, making emulsions is not for everyone and is beyond the scope of this short article, but coat-
ing plates or film is easy to do with off-the-shelf emulsions. A typical enlarging grade emulsion
now on the market will range from ISO 3 — ISO 25. They are most all blue or blue-green (ortho)
sensitive. Paper emulsions tend to be high in contrast and so you will have to control the level of



silver halide you coat or under develop to gain control of the contrast of a grade 2 paper emul-
sion which often can run as high as 2.5. The film or plate should be below 1.0, and the normal

aimis 0.6.

Coating can be accomplished by the pour method, or by use of a doctor blade. Both of these
were used in the early years of photography to create excellent quality plates. The pour method
can be used with film if the film is suitably backed by glass or plastic to hold it rigid during the

pouring stage.

With either method, the substrate (film or glass) must be absolutely clean and free of dust and

grease or oil. You must warm the substrate to about 100F (40C)
by some means such as a hot plate or heating pad before you start
coating.

The melted emulsion at 100F (40C) is poured onto the warm plate
and the plate is rocked back and forth with excess emulsion being
poured off back into the original container. This is taught at George
Eastman House in their tutorial program sponsored by Carnegie
Mellon. (see top two photos at right)

It is critical that excess emulsion be poured off so that no excess
remains behind and it is also critical that the plate be allowed to
stand for a few moments on a level surface to allow the emulsion to
seek its own level and even out irregularities. Then the emulsion
can begin to cool down. The doctor blade does not have these re-
strictions.

In the other method involving a doctor blade, the doctor blade as-
sembly is shown below. There are 2 types, one for film and one
for plates. They differ mainly in width, the film version being
slightly over width and the ability to adjust for the thickness of the
plate v the film.

The blades consist of two parts (see photo at right). One is the
body that is roughly “C” shaped, and at the closed end is milled to
sit above either the film or plate that is roughly %2 inches. At this
closed end an end cap or doctor blade is attached by the 4 screws
shown. A gap is adjusted such that emulsion can flow under it at a
fixed height as the blade is drawn over a puddle of the emulsion.
Usually, the gap is adjusted with a feeler gauge to be about 5 — 7
mils or 0.005 — 0.007 inches. At this gap height, about 12 ml of
emulsion is coated for every square foot of support.

The interior of the blade formed by the “C” shape is the open well
into which the emulsion is poured before coating is carried out.
Film blades for 4” coating are ¥4 over width to allow for the fact
that bad coating always takes place at the interface between the
gelatin and support. The plate blade is build to exact width as the
entire plate is to be coated.

Pouring emulsion onto a plate  (Photo
courtesy of Mark Osterman of GEH)

Pouring off excess gelatin before
drying the emulsion

Front and Back of Film - Plate Coater
The doctor blade is seen in the lower
photo. It adjusts upwards or down-
wards to provide a gap



A photo of plate coating is shown below, followed by a sample plate and sample film coating be-
ing inspected after drydown.

Practice at plate coating with plate Inspecting plate for defects This is Emulsion coated on melenex sup-
blade and using dyed gelatin areject due to visible defects port being inspected This is a good
sheet due to lack of defects

Examples of plates coated by these methods have been posted
on www.apug.org, and | include a sample of an ISO 40 ortho-
chromatic plate. (see photo at right)

All of the plate coatings were hardened with Chrome Alum, while
the film coatings were hardened with Glyoxal. These, | have
found, are the optimum hardeners for the respective supports
used. Although the amount of hardener used must be optimized

for the emulsion-gelatin combination, | use about 5 ml of 10% Detail of ISO 40 Orthochromatic
hardener per 100 — 200 ml of emulsion that contains about 8% plate Developed for 11'in D-76
gelatin.

In the case of Chrome Alum, this is prepared directly by dissolving the solid in water but Glyoxal
is supplied as a 40% solution which is diluted by using 10 ml of an already 40% solution to make
100 ml of hardener. Therefore, the Glyoxal is actually 4%. Both solutions should be refrigerated
and both have limited lifetimes.

In summary, | can say that it is quite possible to purchase reasonable camera-ready emulsions or
to make them yourselves and to coat them with quality good enough to match what was done by
the early masters, as long as Large Format equipment is used. There are at least two methods
that supply quality sufficient for these purposes.

| believe that unless the current trend is reversed, the future may lie in this area for analog pho-
tography enthusiasts as the only outlet for their talents and that small formats may gradually van-
ish, thus completing a cycle started about 100 years ago.

-Ron Mowrey

For more information on this and other emulsion creating processes there are a few additional re-
sources. As Ron mentioned earlier you can visit www.apug.org or www.largeformatphotography.
info/forum as these two forums are frequented by photographers who engage in this practice.
You can also contact Ron through the magazine by emailing info@creativeimagemaker.co.uk
We can forward your requests to Ron in this fashion. Thank you. —CiM



CYANOTYPE

by Willie Jan

Introduction and Brief Overview

| was impressed by cyanotypes some time ago and this triggered in me a desire to start using cy-
anotype to print photos. Cyanotype, also called blueprint or Prussian Blue, consists of iron salts
that are sensitive to ultraviolet light and change color towards the blue end of the visible light
spectrum when exposed to it. Sir John Herschel was the first to realize this process in 1842.
(Editor’s note - this is not a how-to article on cyanotype printing but rather a comparison of vari-
ous materials used for the same process and a display of their varying results)

Basically, this is how cyanotype processing works. After mixing the solution we take a
piece of aquarel paper and paint the yellow solution onto the paper. When dry, a negative is
then placed on top of the paper and pressed down by using a pane of glass to contact the nega-
tive directly onto the paper. This sandwich is then placed under direct sunlight. When the paper
is exposed it is then taken out of the sun and washed with water to remove the remaining unex-
posed yellow solution.

Getting the Testing Underway
Once | became familiar with the process | wanted to get further into it in order to create better
prints. The contrast range of a cyanotype print is generally very low. Silver paper has a range of
about five stops and cyanotype closer to two. This translates into a negative that is suitable for
cyanotype being soft. Otherwise you will lose detail at either end of your range of print values.
There is a lot of information available on the internet about cyanotype and how to improve
your prints. But there is not much to visually refer to, only text that states what a specific chemi-
cal will do with the cyanotype. That is why | wanted to make a practical test to see what some
chemicals do with the solution and paper. Problems you might encounter using different kinds of
paper are varying degrees of absorption of the solution into the paper, chemicals in the paper
that contaminate the solution and start to react to it, the color and even the structure of the paper
itself.

Test Parameters

| took three known papers (*2) to test and three others that are less known.
1) Bregger Cot 320

2) Buxton

3) Simili Japon (made by van Gelder, Holland)

| made four solutions to test on the papers.

1) Cyanotype (*1) Solution

2) Cyanotype (*1) Solution with Ammonium Dichromate

3) Cyanotype (*1) Solution with 1% wetting agent

4) Cyanotype (*1) Solution with both Ammonium Dichromate and 1% wetting solution

The paper was cut into four pieces. Each piece got the name of the solution mix that it was
placed into. All of the pieces were painted with a brush. Afterwards they were put into a light
safe and held there for an hour to allow the papers to dry.



| then took a 4x5 negative that had the normal gradation for this test. Itis some machinery
from the inside of a Dutch windmill. | think the best test is to use real pictures and no step
wedges to show nothing but the scales.

Primary Results

Names mentioned with the examples:
Citric: Citric acid 20% stock, two drops in each 10mL solution cyanotype
Acetic: Acetic acid 5% stock. First minute washed in 5% solution cyanotype
Wetting: Wetting agent 10% stock. One drop in each 10cc solution cyanotype
Dichro: Potassium dichromate. Increases contrast

Buxton

Number 1 has the best contrast. Number 2 is kind of soft. Number 3 shows spots in the image
that ruin the image. Number 4 has a somewhat higher contrast like number 1 and through ex-
tending the exposure time it could yield an image comparable to number 1. Number 5 yields
contrast that is too high. And further so with number 6. So, add only dichromate if your image is
extremely flat in regards to contrast. Otherwise, | think you only need the Citric to lower the con-
trast for the paper. Rinsing the paper with plain tap water does not wash the blue from the paper.

Bregger Cot 320 (next page)

| think the best image is number 2. Number one looks good but has some spots on the bottom
due to reaction. The contrast in number 3 is too flat and the blue is lighter. Number 4 creates
more grain structure and the blue is lighter although the contrast is higher than number 3. The
contrast in number 5 is much too high. The contrast in number 6 is the same as in number 5 and
it looks like the grain structure is intensified. Adding dichromate boosts the contrast, which is un-
necessary in my opinion. By using Citric or Acetic acid, the contrast can be lowered but it results



in a loss of the blue hue to the print. Rinsing the paper for 30 minutes with plain tap water does
not wash the blue from the paper.

Simili Japon



Number 1 shows the best result of these images but it is not that good. After that the results
worsen. After | finished | did try again by using plain cyanotype and washed it with Acetic. This
resulted in less washing away of the blue cast in the prints as in number 7.

Adding dichromate boosts the contrast, which is unnecessary in my opinion. By using Citric or
Acetic acid the contrast can be lowered but it still results in a lessening of the blue hue in the
prints. By rinsing the paper in acetic acid for one minute before a plain wash in normal tap water
you can prevent blue wash as opposed to using no pre-rinse.

Simili Japon - Prewashed

A prewash of tap water (1 hour) and a 24-hour dry time as a preparation for the paper could help
the fibers to absorb the solution. Number 3, however, is not better than the Simili Japon that was
not pre-washed. It has spots in the image. | do not know if this could be caused by the tap. In
the area where | live the water is generally of very good condition.



Different Papers

For fun | took some papers that | had in stock. | did the same tests but only to show the best re-
sults here. This did not encourage me to go on with the test of these papers.

Conclusion

Cot 320 Simili Japon

Well, there is no bona fide conclusion other than that with the use of different papers a com-
pletely different result can be achieved if you take the time to test your preferred paper to get the
best possible result. The shown prints were created by enlarging the negative to 11x14".

-Willie Jan Bons
www.foto-art.nl



Cyanotype References

(*1) Cyanotype Process | use the ‘new cyanotype process’ which consists of two chemicals:
Ammonium Iron (I11) Oxalate and Potassium Ferricyanide. There is also a ‘old cyanotype process’
which is not as poisonous as the new one. The benefits of using the new process are that it
prints much faster, it is better absorbed by paper and the single stock solution has a long shell
life. Adding Ammonium Dichromate to the stock prevents the solution from becoming blue due
to impurities. A side effect is that the contrast is increased. At www.alternativephotography.com
there is a detailed description of this process and how to work with it in practice.

(*2) Paper Contamination Test The Iron salts react with impurities in the fiber based paper
and turn blue. So the first step is to find out if the paper can be used for cyanotype. There for we
use a brush to paint the solution onto a piece of paper. It should look yellow now. Be aware that
this must be done in your darkroom under red or tungsten light. After that put the piece into a
dark box (I use old RC paper boxes for that) to let it dry. After an hour check if the color has
changed from yellow towards blue. If so than the paper is contaminated and less usable for the
cyanotype process.

Internet links

Cyanotype: www.mikeware.co.uk
www.alternativephotography.com
Chemicals: www.jdphotochem.com

About the Photographer

My Interest in photography started at the age of 15. | used a minolta X-300. After some years
when | was graduated in Computer Science | became member of a photo club in the village
where | live (Best, the Netherlands). In 1995 | started taking pictures in black and white and
created a darkroom in the attic with a meopta black & white enlarger. After some years | bought a
medium format Pentax camera which | used for theatre work and weddings. | also developed the
colour pictures myself with a Jobo CPA2 processor. Due to the digital age | stopped with this
because there was no longer interest in good pictures anymore. People just want cheap and fast
pictures and that's why | stopped this kind of photography. My drive was gone.

Because my interest was more and more heading
towards nature and still life, | bought a 4x5 field camera. | spend
a lot of time in the woods around my village which is called “het
groene woud”. The more you walk In these areas, the more
there is to be seen.

In 2005 | started developing photo's with liquid silver
emulsion which | could use to coat aquarel paper and even
wood. This got me into alternative photography. After that | did
workshops in Palladium & Platinum, Bromoil Lith and some
months ago Wet Collodium Plate workshop by Quinn Jacobson.

These old processes result in a image that contains more
than a picture. The structure of the material used adds a special
feeling. Each process has its own result and by combining the
right image to the right process the outcome can be heavenly.

| only use analogue photography equipment. An image
must be unique. Alternative processes create this unique image
which can not be duplicated. Besides that the soul created with
analogue material is what | like about it. WILLIE-JAN BONS



PUSH

PROCESSING

by Phil Bryson

| thought I'd start by explaining what push processing is. Basically it means that the film is inten-
tionally underexposed by 1, 2, or 3 stops. It was something that | discovered in the 1980s. |
wanted to photograph bands in clubs and pubs (bars) in and around London.

This was fine except the venues didn’t have sufficient light for the film that | was using.
Sure, the bands could be seen and you may argue that | could’ve used flash. Wrong! If it's one
thing bands do not want, is a flashgun going off indiscriminately. At the time the fastest film avail-
able to me was 400 ASA, but in the venues where | photographed the bands | had to push the
film to 3200 ASA to get the amount of exposure needed to make usable prints, which meant de-
creasing exposure of the film by 3 stops.

To do this | used llford HP5 film and the camera | used was a Minolta XD7 that allowed
me to set the shutter speed and it chose its own aperture setting. Bear in mind that pushing ex-
posure with 35 mm film only works when you expose the entire roll uniformly as you cannot proc-
ess individual frames. Same goes for 120 roll film. True individual frame use for push process-
ing only applies to sheet film as the sheets can be processed individually. However, do not let
this discourage you if you intend to expose the entire roll with the purpose of pushing the expo-
sure in mind. Mainly, | used a 135 mm lens and set the shutter speed at 1/125 sec. Then | had to
find a developer and this | found again at llford. | used llford’s Microphen which comes as a pow-
der. | mixed it with water and stored it in a brown glass bottle and | added marbles into the bottle
until the level of solution reached the top of the jar. Doing os expels any air from interacting with
the developer thus prolonging its usefulness.

| could have used the Microphen again and again, but | threw it away when the develop-
ment times took too long. | went on to use Agfapan 400, Tri-X, & T-Max 400. | would add here
that the Kodak Tri-X was a much more contrasty film and that if | pushed the film one stop to 800
ASA the difference in grain between 400 ASA and 800ASA is hardly noticeable. That of course is
applicable to all films.

| have also tried Fuji 1600 film, this was because (a) | wanted to see how it compared to
the other films and (b) | had to shoot the film in really low light. | ended up pushing the film to
6400 ASA (underexposed by 2 stops) and even then the light was so bad that | only managed to
get a few images.



In more recent times | have used Kodak 400 Tmax (TMY) pushed to 3200 ASA (again de-
creasing exposed by 3 stops) and developed it in Kodak HC110 and to my delight there was
hardly any grain. | have also recently discovered lliford llfotech HC developer which is about the
same as HC110. They are both one shot developers, but whereas HC110 is yellow in colour, Ilfo-
tech HC is clear. They both look like syrup when poured out, but because of the colour of the
HC110, it cannot be determined when it has gone off and thus gives more grainy results.
Whereas llIfotech HC being clear, it can be ascertained when it has gone off. | would advise that
you buy either liquid in the one litre container, primarily because HC110 when sold in half litre
containers is partially diluted and as such, the cost of developing film will increase.

When it comes to the processing you need only augment the time the film is in the devel-
oper. If you have decreased exposure by one stop then you need to add ten percent to your de-
veloping time. If you have decreased exposure by two stops then you need to add twenty per-
cent to your developing time. If you decrease exposure by three stops you need to increase de-
veloping time by twenty-five to thirty percent. | would suggest experimenting when deviating
away from any film’s prescribed speed as the outcome can sometimes be less than predictable.

To sum up, | am now back to using Kodak 400T-X film developed in either HC110 or llIfo-
tech HC. The reason being, as I've already mentioned, that the results | obtained using this com-
bination of film and developer produced a very good contrast but very little grain. Finally, all the
film that | used was indeed 35 mm. Good luck and if you have any problems, don’t be afraid to
ask me.

- Phil Bryson
‘vinylman’ on APUG

About the Author

| first started taking pictures with a Kodak Brownie and then graduated to a Kodak instamatic,
which oddly enough | used to take pictures on Kodak slide film. It wasn’t until | was in my mid-
twenties that | started to take photography seriously and as | had a fairly decent job | bought my-
self an SLR camera. It was a Minolta XG1.

A friend and | wanted to know more about photography and decided to join a photography
course, but it was full up and so | joined the local camera club. | also bought a 135 mm, an 80
mm macro lens, a 80-210 zoom lens and flashguns. | decided
to take pictures of insects, fungi and flowers. | used the macro
lens and flashguns to set up the lighting.

| was then offered a cheap enlarger and so | began print-
ing in black & white. | was over the moon when | made from a
35 mm negative a 20” x 16" print. In fact | was jumping around
the darkroom.

| then decided to give up my day job, sell my flat, buy a
Hasselblad, studio lights and backdrop and set up as a photog-
rapher. | wrote to some famous people, some said no, some
didn’t reply and others were really nice and | obtained some
good pictures. As | also wanted to take fashion pictures | took
pictures of a few girls that | knew, either in their room or else on
location around London. | then took these pictures to model
agencies who gave me various models to take test shots of. In
the end it cost me about £15,000 to get nowhere, but would | do
it again? Oh yes.



CiM: Beginner’s Series
Part I: Choosing Your Gear

Staff Article

So you want to take some pictures. You've probably taken that one photograph purely by mis-
take when the universe seemed to have aligned and you have come to realize that you can make
a beautiful image. And you can. Or you have been given this old-timer camera with lots of but-
tons and switches and stuff and you’re wondering where the LCD screen is. Well, you have to
start somewhere when chasing a dream. And if that dream is photography then it is best to start
at the beginning.

Gear. What do you need to make great photographs? Well, it is absolutely imperative
that you have the equipment that is necessary to make a photograph in the first place. All that is
required in order to make a photograph is a lightproof box, a hole on one side through which light
enters and light-sensitive material inside the box that is opposite the hole. What | have just de-
scribed is a pinhole camera, the most basic of means with which to create a photograph. How-
ever, all of these components have been greatly improved upon over the years. Just so you
know, as this is a magazine dedicated to film use, this series has been written on that premise.

THE CAMERA

So, let’s start with the box. This is the camera. Cameras come in all shapes and sizes. Point
and shoot, 35mm RF’s (rangefinders), 35mm SLR’s (single lens reflex), medium format RF’s and
SLR’s and TLR’s (twin lens reflex) that use 120 roll film, large format cameras that use sheets of
film that measure four inches by five inches and larger. Your point and shoots are pretty much
that, load the film, point, shoot, wind on, lather, rinse, repeat. These cameras are made to get
you close on exposure in normal daylight situations and most come equipped with a flash for low
light photography. A rangefinder camera has a little viewing window that is separate from the
lens. Through this window you see your subject. The major difference between an RF and an
SLR is that the SLR’s are generally TTL, or through the lens, viewing. The image you see in the
viewfinder is the image seen through the lens by the light being reflected by a mirror up to the
viewfinder through a perspective-correcting prism. This is not the case with a rangefinder cam-
era where you view the image separately. The shutter simply remains closed until the shutter
button is pressed thus opening it and exposing the film. SLR cameras have one lens and the
‘reflex’ part of the name comes from the movement of this mirror up and away from in front of the
film as a reflex to the shutter button’s being pressed. A TLR has two lenses: one for viewing the
subject and one for exposing the film. This makes it much like a rangefinder though the basic de-
sign places two lenses vertically: one above the other, and the subject is viewed from the top of
the camera. Large format cameras have a ground glass on which the image is focused at the
rear of the camera while the lens’ shutter is opened. When a film holder is inserted into the
ground glass assembly it blocks the view of the subject. The shutter is closed and a slide is
pulled from the holder so that when the lens is opened the film is exposed. The lens is mounted
on a board at the front of the camera. The image is focused by moving the lens forward and
back toward the film.



And that’'s your crash course on camera types. It is not all-inclusive but it gives you and
idea of the variety available when choosing a camera. “So, just which camera do | choose?”
Good question. Well, the short answer (and the only | will give in this series) is to get a camera
that you can add to as your skills grow, one that won'’t hurt the pocketbook too badly and that you
can grow into as a photographer. So, if you simply want to start taking pictures with no specific
short-term goal in mind | would suggest a 35mm SLR that allows you to operate it in either man-
ual mode or with manual settings. This will allow you complete control over your exposure thus
further allowing you to see the relation that different settings have to one another. And to start it
is probably going to be a great asset to get one that has an operational light meter to aid in expo-
sure. There is a nearly innumerable list of cameras that fall into these categories. Newer auto-
focus cameras can be had for relatively little quid. | have a Nikon N65 that fits the bill. The
Canon EOS series are also very versatile. | would personally suggest one of the following: the
Minolta XG-M (or any X or sr- series camera for that matter), the Pentax K1000, the Canon AE-1,
or one of the Nikon F cameras. The Nikons will cost more. That is because they are generally
considered, and with good reason, the top of the line. | got my start on an XG-M and that would
be my personal recommendation. But this is your camera. Ask around and see what'’s available
for how much. Check your consignment camera shops. ebay is a great source for used photo
gear as well if you find the right deals and the right sellers. My list is of older cameras. But this is
because they have been around for thirty-plus years and if you get one that is working (most of
them still are), well, its age is a great testament to its longevity.

And now, onto the hole.

THE LENS

When light passes through a hole it retains its shape, that is, the round shape of a photon of light.
However, as there is no restriction of focusing, there is no limit to how far away from the film
something is and will still be rendered with the same degree of sharpness as everything else in
the subject area. But nothing is in perfect, or sharp, focus. This hole has now become the lens.
Photographic lenses take this light entering the camera and focus it down to a point thus allowing
the photographer to produce sharply rendered subjects. This limits the depth of focus in front of
the camera but since the focus is adjustable you can make more images at sharp focus with a
photographic lens attached.

There are even more types and makes of lenses than there are of cameras. So, once you
have landed on a camera the first and most important thing to get is a lens for it if one was not
provided. Consult the owner’s manual and see what type of lens mount is required. No sense in
buying a lens that you cannot attach to the camera. There are some basically different types of
lenses. Normal lenses are lenses that produce an image that is nearly life size in perspective.
For 35mm this is generally a 50mm lens although lenses within a range from 45mm to 58mm in
focal length are accepted as normal. Why mm’s you ask? This is the length from the aperture,
or adjustable hole that most modern lenses have, to the film plane, or the film. This distance is
more commonly referred to as a lens’ focal length. Each 35mm SLR lens has an aperture-
adjusting ring on the end of the lens next to where the lens mounts to the camera. The aperture
is inside this ring. So when a photographer refers to a 50mm lens that photographer is naming
the lens by its focal length, the distance between the aperture and the film.

Back on track now. For 35mm film cameras, 50mm or so is a normal focal length. So
what if | use a longer or shorter lens? Well, a shorter lens, also known as a wide-angle lens, will
produce a wide angle of view that is useful for landscapes or anytime you wish to include more of
the subject area without the need to move away from your subject. Pretty much any lens 35mm
and shorter is considered to be a wide-angle lens. A longer lens is referred to as a telephoto
lens. For 35mm film cameras, a good portrait lens would be in the 80mm to 100mm range.
150mm on out is good for action at a sporting event or wildlife photography where you are, be ei-



ther circumstance or by necessity, greatly removed from your subject.

There are even more classifications to consider now. A prime lens, or a fixed-focal-length
lens is one that is, well, just that. It's fixed. You cannot adjust the focal length. An adjustable
lens is called a zoom lens. This type of lens allows the photographer to select from within a
range of focal lengths. Consider the desire to be able to take a landscape, a normal photograph
and a portrait. You might have three lenses for this if you were using only prime lenses: for in-
stance, a 28mm, a 50mm and an 80mm. This adds a lot of weight to your gear bag and takes
time in changing the lenses back and forth as the subject demands. Most lens manufacturers
make 28-80mm zoom lenses or some other focal length combination similar to that. So instead
of three lenses you only need to carry one to get all three jobs done. However this comes at a
price. The zooming mechanism takes up space inside the lens and this does not allow for a wide
aperture, or the hole through which the light is focused. A wider aperture allows for a shallower
depth of focus and the ability to do low-light photography without the need for a tripod. However,
for the beginner, KISS is the rule (keep it simple, stupid). So | would recommend a zoom that
covers between wide and telephoto. Another resource regarding the differences between lenses
is an article at the CiM website entitled ‘Perspective and Focal Length’ written by Dennis Davis.

Well, we have covered the lightproof box and the hole. Only one thing left and that is the
light-sensitive material.

FILM

O. K., you’re thinking, just go out and buy some film. Well, there are a great number of films to
choose from as well. And there is an in depth article in the March 2009 issue that delves into this
in great detail. But we will cover the basics here. Some of your choices include negative, rever-
sal, color, black and white, slow speed, medium speed, fast speed, infra red, instant, and this list
goes on and on when you combine several of the aforementioned choices. Negative film is film
from which prints are made. Most one-hour photo labs process only negative film and more and
more only color negative film or black and white that requires C41, or color, processing such as
Kodak’s BW400OCN. Black and white film that is not C41 processing is going to: be difficult to find
outside of a camera shop or an online source and require upwards of a week to get back through
your one-hour locations. It is simple and relatively inexpensive to process your own film and it is
real fun. But we’ll get around to that later. Reversal film produces a positive. That means that
the processed film does not look like a negative image but, rather, the actual image you saw.
The result of processing reversal film is a slide. Like the ones your grandpappy used to project
from that Kodak Carousel slide projector from that memorable vacation to Vegas or the Hebrides.
Different films react differently to light. Some films require less light than others to attain the
same level of exposure. A film’s sensitivity to light is generally referred to as its speed. A slow
film such as 1SO100 requires more exposure than a fast film such as ISO800 to get the same
level of exposure.

To begin with | would suggest some color negative film rated at ISO400. This is available
almost anywhere you go where there is film hanging by the check out register. But the brand
name stuff in the back is much better than the generic house brand with the stars on the pack-
age. Film is the one area where you shouldn’t chince it. Get the best that you can afford to get.
And this film speed will allow you to make photographs in golden hour light, possibly without the
need of a tripod, and get good detail in portraiture. Your best color films are going to be, for in-
stance and in my opinion, Fujiflm and Kodak Portra. The film you use is up to you. But the bet-
ter the film, the better your ability to reproduce or have reproduced quality prints later. Think of
film as the foundation that your photographic print is built upon. The stronger the foundation is,
the better you resulting photographic print can be. So if you get it right in the camera it will re-
quire less work later to get the print right.



WRAPPING IT UP

You might want to get some other accessories as well. You will need a camera bag to
hold your gear in and to protect your equipment from the elements. A solid tripod would be a
good choice for sharp focus and is a necessity for any low light photography as simply the act of
breathing can move your camera. Inexpensive tripods can be purchased but if it costs less than
$40 dollars | would pass it up and get more film. If you are going to invest in a tripod then get
one worth buying. And make certain it will support your camera of choice. Get a good camera
strap. There’s a great article on camera straps on the website. But you will need something else
to hold onto aside from just the camera body. Anything can, and usually does, happen. So get a
good strap and be prepared. A flash is necessary to illuminate your subject at night or indoors
with poor lighting. A cable or wireless shutter release makes it so that when you need a tripod for
stability you can make it so that you don’t even have to touch the camera in order to trip the shut-
ter.

Well, you have your gear. Your best friend is now your owner’s manual as this will give
you instructions for all of your camera’s features and probably some rudimentary exposure tips
besides. Read it. Get familiar with your camera and what it can do and all of the controls. Then
come back next month when we will cover exposure. In future issues we will also go over proper
manual exposure techniques, processing your own film and even making your own prints. All of
this can be done in a space as small as your broom closet, given enough resourcefulness. Of
course, you might want to move the exposure part outside every once in a while for a little more
variety. Sorry, | know. Bad one.

Seriously, though, there is one more thing | would like to make mention of as you are
probably already making some photographs already and that is focus. There are three things
that can affect the sharpness of a photograph. One is blurriness due to movement of the camera
or the subject. Another is a lack of definition due to a very low light situation. And the last is a
lack of detail due to poor focusing. It is best to learn to focus manually so that if your auto focus
ever gets fooled you can take up the reins. Turn you lens’ focusing ring until you see a sharp im-
age in the viewfinder and then continue until it starts to get fuzzy. Then focus back through this
range to a sharp image and then until it gets a little fuzzy again. Then work your way back and
forth until you get your image focused properly. This technique is commonly called ‘zeroing in’.
And if your camera is not equipped with auto focus and you wear prescription eyewear, WEAR
THEM. You cannot focus what you cannot see. Take my word for it. When it comes to focusing,
four eyes are definitely better than two.

Now get out there and get clicking.

-CiM



A PHOTOGRAPH IS WORTH A THOUSAND WORDS

THE FAITH BROTHERS
By Phil Bryson

| photographed The Faith Brothers at the Marquee which was then in Wardour Street London. |
was experimenting with push processing and was using HP5 which | had to push to 3200 ASA,
which underexposed by 3 stops. | used a Minolta XD7 with a 135 mm lens that | set on shutter
speed priority of 125/sec and it sorted out the aperture. It was in my early days of photographing
live bands. | saw the band a few times, in fact one of the gigs was around Christmas in the mid
1980's. That picture captures Bill Franks on vocals and guitar, plus Lee Hirons on bass guitar. Bill
wrote almost all of the songs, but there were so many in the band, that they probably ran at a
loss and split up. The last | heard was that Bill Franks had gone solo. For me watching them and

photgraphing them from the side of the stage, was just a magical moment, which hopefully I've
caught in the picture.

- Phil Bryson



