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CREATIVE IMAGE MAKER MAGAZINE

Dedicated to traditional photographic processes.
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Featured Portfolio by Bernd Daub
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-Creative Image Maker News the French-German border.
Nikon F301 with Lensbaby att'd

Creative Image Maker Magazine is produced online on a monthly basis

and is written and illustrated by regular photographers. It is the mission

of this publication to produce straightforward film photography and related articles. You may contact
the magazine in any of the following ways.

Website: http://creativeimagemaker.co.uk
Email: David - d.vickers@creativeimagemaker.co.uk
Chris - c.walrath@creativeimagemaker.co.uk
General Inquiries - info@creativeimagemaker.co.uk
Photo Challenges and Competitions - competitions@creativeimagemaker.co.uk

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. File format preferred is .doc. | should be able to get information from most for-
mats. It is important to include at least a couple of illustrative photographs to accompany articles.
These should be submitted in .jpg at 300 dpi resolution and be no larger than 500 pixels on the long
side. Digital images are acceptable. 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 photographs
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 story to go along with it about the who, what, how, where, when and why of the
image. Images should be submitted as .jpg at 300 dpi resolution and be no longer than 1200 pixels
on the long side. Only photographs made from non-digital capture will be accepted. Digital scans of
a print or negative made from such means will be acceptable. Please include a bio with any photo-
graphs submitted.

BIOS. A small six to ten line 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. The portrait should be submitted as a .jpg file at 300 dpi resolution and be no
longer than 300 pixels on the long side. All article and image submissions should be accompanied
by a bio.

Please send any submissions to info@creativeimagemaker.co.uk

All materials printed herein remains the property of the author/photographer. No material may be reproduced in whole or in part without
express written consent of the author/photographer and this magazine.
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G A.S.

(This is a public service announcement from CIM)
Hello, my name is Chris. And | suffer from G. A. S.

For the uninitiated, G. A. S. is shorthand for Gear Acquisi-
tion Syndrome. G. A. S. can hit swiftly and suddenly,
without warning. G. A. S. is a very serious threat to the
sanity of your average photographer. G. A. S. can strike
irrespective of age, gender, nationality, orientation or af-
filiation. Rich and poor, good and bad, better and worse,
G. A. S. can affect us all.

We must all be educated in order to be able to notice the
early warnings of G. A. S. Sweaty palms, shifty eyes,
clammy hands, weak knees, repeated calls to the camera
shop and a severe lightening of the pocketbook. People
suffering from G. A. S. should seek professional assis-
tance if they experience any of the following symptoms:
compulsive surfing of ebay with ‘Buy It Now' sorting en-
abled, repeated pressing of the speed dial button that co-
incides with the local camera shop, giggling in a darkroom
while huffing fixer, pacing ceaselessly while rubbing the
hands and chanting repeatedly the words ‘IT'S HERFE’,
making space in the freezer for a brick of film while mov-
ing all of your bags of tater tots to your in-law’s freezer.

If you or someone you know is showing the signs of suf-
fering from G. A. S. you should know what to do. Head to
your local camera store and open a line of credit or start
hammering that ‘Buy It Now’ button. This is a proven
treatment to take you through this troubling time. How-
ever, for those who wish to abstain and halt the progress
of G. A. S., my advice would be to take two rolls. Then
call me in the morning.

We have a great lineup this month. Bernd Daub shows
around Fort Schoenenbourg in eastern France, Robert
Vonk gives us a glimpse of the beauty of Dutch architec-
ture and CIM tries to lay out The Zone System and the EV
Index in an easy to understand fashion.

Control you G. A. S. Don't let your G. A. S. control you.
Thank you.

Christopher A. Walrath - Editor

THIS
MONTH’'S
CONTRIBUTORS

Photographer Bernd H. Daub was born.’
in Mannheim, Germany in 1954. Hep ot
had his first exposure to a photo-
graphic darkroom purely by chance at 8
the age of 20. Thus began his road
down the path of photography. At first §
photography was but one of numerous
leisure activities. Over the years heg
began to concentrate more on black
and white photography as his med-Jif
ium of artistic expression.
exhibitions and constantly growing
internet popularity Bernd has begun to publish his photogra-
phy. His latest book, "Photography - Black and White - A
Retrospective" (cover illustrated above) covers the last 20
years of his work.

The technical realization was made with
a Nikon F301 (marketed inthe U. S. as
the N2000) and a “Lensbaby” lens, which
made this distinctive alienation effect.

Bernd has just published a book entitled
‘Photography - Black and White - A
Retrospective’.

You can get more info on the book and
Bernd’'s photography from his website.
http://bernddaub.meinatelier.de/index.
php4?9g=11846 .

This is the URL to the fort's web page.
http://www lignemaginot.com/index12.htm

Born in post-war Europe, Robert Vonk has
taken every advantage of the beautiful
surroundings of his hometown of Raven-
stein, The Netherlands. A patron of photo-
graphy, Robert has made every attempt to
further film photography. He has garnered
respect of friends and colleagues and
continues to produce marvelous work today.

To contribute please follow the instructions on the preceding
page. We encourage all of our readers to contribute material
to the magazine for publication. For without you there would
be no magazine. Help us to further photographic education
and enlightenment into the 21st century. Thank you. -CIM



NEWS FROM DAVID'S CORNER

When | first came up with the idea of CiM in December 2007, it was because of several threads
on the forums that showed that photographers were lamenting the demise of traditional photog-
raphy in the magazines; even the few remaining magazines catering for film had begun to intro-
duce digital articles. And so, Creative Image Maker was born in January 2008, dedicated

solely to non-digital photographic processes and it will remain that way.

Since the re-launch at the start of 2009, I've been bowled over by the support you have
shown towards Creative Image Maker as a whole; that support is in the form of just reading the
articles in the PDF magazine that Chris puts together, sending us ideas or comments, or submit-
ting articles and images. You may have seen on the flickr group discussion that in all of Novem-
ber and December last year there were 1,600 page views on the CiM website; from January 1st
to the 21st there were 5,000, three times as many pages served in one third of the time!

To me, something has happened, last year there was lots on interest in CiM but it was
too big for me to handle, taking up too much of my time at the expense of my family. This year
it's different; between Chris and I, we can work together (despite being several thousand miles
apart) to bring you articles, images and inspiration for your own photography. There's a lot of
interest from the readership and we thank you. But, it doesn't stop there - both myself and Chris
are committed to building the magazine, and so here's the absolute latest news for you...

I'd like to welcome Rob Valine on to the team; you may know Rob from flickr and he'll be
writing a monthly article on 'something to do with photography' (that was the extent of the brief |
gave him!).

The big news, the really big news though is all about March. Chris and | have both been
working feverishly away, drinking cups of strong black coffee in a bid to work tirelessly to bring
you... the option of a paper magazine. There | said it. In fact, not just one, but TWO!!

Both magazines will be available from the Lulu storefront: http://stores.lulu.com/
creativeimagemaker and you're probably asking why two? Chris is going to put out, each quar-
ter, a roundup of the magazines, as it happens this first one will be a bumper edition containing
December through to March. Naturally this will be a paid for edition, so for all you people who
requested a paper copy... it's coming!

The second magazine is a CiM Special. Put together by yours truly, it takes one element
of photography and does it to death 1 jest of course, but it enables us to focus on one thing
within the huge sphere of traditional photography, and this first issue is: Glass Plate Photogra-
phy; featuring articles and images from museums, Denise Ross, Quinn Jacobsen, Michael
Waite and a host of others. This will be available as a free download PDF, but also as a paper
copy. | wanted to make this a 'special’' for more than one reason though, and it crossed my mind
that we could do goodly works with these specials when they come out, and so all proceeds
from the sale of the Glass Plate Photography Special (well, the bit that Lulu doesn't take for
printing) will go to charity. At the time of writing | haven't decided on a charity, but it's very likely
to be a charity local to me that provide disabled children a chance to get out, play and try out
new experiences. Keep an eye on the website for up-to-date information. Chris has already se-
lected his next two charities! | hope that you are able to support CiM, provide cash to help disad-
vantaged kids and get a paper copy of the magazine special yourself. Everybody wins.

Finally, as if that wasn't enough, I'm also planning to start converting the articles on the
website in to PDF files. The originals will remain there, but it struck me that as we run different
articles in the PDF and the website, that you could actually create your own magazine! So, |
plan to create a CiM front cover for you to download, then you can download the articles that
interest you from the website; et voila! your very own tailored CiM magazine - now how's that for
service with a smile!

It's fair to say that these are exciting times for both Chris and I, and we hope for your
continued support - help us by letting your photographic friends know about Creative Image
Maker and spread the word that there is an alternative to magazines filled with digital articles.

Thank you,
David Vickers



Creative Image Maker NEWS

Kodak Clings To Film.  with the fear that film is headed the way of disco and the do-
do, Kodak indicates a reversal, if you will. The film giant released Ektar 100 last year as well as
finer grained Portra 400VC and 400NC, this after revamping the Portra line completely in 2006.
Coupled with the reformulation of the T-Max line, specifically T-Max 400 (TMY-2), it is refreshing
to see film companies sticking with it. The demise of the Polaroid corporation sent ripples
throughout the film world. Kodak’s film related products may become fewer, however they seem
to be more profitable which will sustain the world’s love affair with the little yellow box.

lIford and APUG. liford and A.P.U.G. (Analog Photography Users Group) team up to
commemorate 130 years of film production. Harman Technology has announced the production
of a special commemorative 20" x 16" pack of MULTIGRADE FB that will be produced in a LIM-
ITED EDITION of 10,000 - 10 sheet envelopes. In recognition of its dedication to film photogra-
phy, each box in which the film is packaged will feature a photograph submitted by a chosen
APUG member that was shot on liford film and printed on liford paper.

‘Impossible’ Phoenix from Polaroid’s Ashes. CIM has found and will be
following the progress of The Impossible Mission. Their aim is to bring back Polaroid Instant
analog materials with new components to replace those that were no longer being made, hence
Polaroid’s halt of production in June of 2008. Stay tuned to the CIM News page for more de-
tails. Thank you.

Creative Image Maker Magazine is announcing a longer running competition.
We will be offering a 2010 calendar later this year. So we would like to accept photographs for
inclusion in the calendar. Each photographer may enter up to six photographs for consideration.
This competition will run until the end of May 2009. We will post the images for voting during
the month of June. Please submit at least three seasonal photographs. The rest may have any
subject matter. Holiday themes in photographs would be more appropriate for certain months
so bear that in mind. 13 photographs will be selected from the submission pool. All entries
must be made with film-based capture. Submissions should be sent in .jpg format and be 1200
pixels long at the longest from a 300 dpi resolution scan. Please include your name, location,
email address and title (if any) for each image submitted. Send your submissions to competi-
tions@creativeimagemaker.co.uk and be certain to mention that you are sending Calendar sub-
missions.

ANNOUNCING : THE REBIRTH PHOTOGRAPHY CHALLENGE
(deadline 20 Feb 2009)

Creative Image Maker Magazine is now accepting photographs to be entered into our 2009 RE-
BIRTH photography challenge. To enter, submit anything that you think exemplifies the concept
of REBIRTH. Interpretation is left to your own discretion. All entries must be made with film-
based capture. Send a .jpg file, sized 1200 pixels long at the longest from a 300 dpi resolution
scan. Please include a brief statement of how your photograph exemplifies REBIRTH along
with your name, location and email address so that the magazine can contact you if you win.
Send your submissions to competitions@creativeimagemaker.co.uk . Be certain to mention
your submission is for the REBIRTH challenge. Only one entry per contestant. Any photograph
made from January 1, 2008 to February 20, 2009 may be entered. And, as though bragging
rights aren't enough, there is a prize. Or, rather, there will be. IT'S A SURPRISE. To me as
well. 1 won't have the money to purchase the prize until February. Voting will take place from
27 February to 22 March. You can email info@creativeimagemaker.co.uk with your choice. En-
tries will be placed on the website and displayed in the March issue with the winner being an-
nounced in the April issue.



Fort

Schoenenbourg

By Bernd H. Daub

Fort Schoenenbourg is part of the Maginot Line in Alsace and
was constructed at the beginning of the 1930’s to defend the
French border against Germany and Italy. 600 men were sta-
tioned here at a depth between 17m and 30m below the surface
in a fortress made of concrete and steel. Only two entrances
and the retractable battle towers were constructed on the sur-
face. In the fortress were the crew quarters, a kitchen, a hospital
and the power plant. The soldiers could survive independent of
outside assistance for up to three months. In a 1,000 meter long
tunnel a light railway connected this part of the fortress with the
bunkers and the combat command centers. The Maginot Line,
named for 1920’s French war minister Andre Maginot, was a de-
fense system that consisted of a chain of forts. From these forts
the terrain between was commanded and cannonaded if need
be. In 1939 and 1940 this defense system proved itself brilliant
to ward off the German attacks. But the troops of Nazi Germany
found their way via Belgium and conquered France over the
northern border. The rest as they say is history.

With my pictures | want to let you feel the uncanny and unreal
atmosphere of this place. From my understanding it must have
been a terrible nightmare to be imprisoned there for months for
fear of one’s life.

- Bernd Daub



Entrance To Hell

From this place soldiers entered the for-
tress. The unfortunate prisoners did not
know if and when they ever would see day-
light again.



Tower Of Defense

The entrance to the fortress was along the
countryside. If enemy troops were to penetrate
here they were met with a well-fortified colos-
sus of concrete and steel. The guns were her-
metically integrated in the defense towers.



Power Plant

To be independent from the outside the sol-
diers had an internal power supply.



Workshop

To repair damage to the fort’s facilities there
was a workshop inside the fortifications near
the power plant.



Toxic Gas Filters

One vulnerability was the air inlets. To pre-

vent the soldier's suffering the effects of a

chemical attack large filtration systems were
installed for cleaning air.



The Calm Before the Storm

This small and spartan room gave 36 men a
place to rest between work and combat. There
were twelve bunks aligned side-by-side
stacked three high.



Prayer Before the Battle

Religious soldiers could try to find comfort
and hope in this small chapel. What
prayers must have been voiced . . .



Gateway To Battle

Through this door lay the millenia-old princi-
ple of horrific war: It's either you or me . . .



INTRODUCTORY ZONE SYSTEM AND THE EV INDEX

Ansel Adams wanted to be able to teach his students to see their own way through photography
rather than to encourage mimicry of his application of photographic principles. After reading ar-
ticles in US Camera in 1940, Adams and Fred Archer, a fellow teacher at the Los Angeles Uni-
versity School for the Arts, developed the Zone System to be used as a foundation for expres-
sive photography and as a means for photography students to achieve photographic facility in
order to rapidly free their creative abilities. The Zone System is a means of choosing where the
light will fall into a range of shades of gray that span from near white to near black and is an in-
dispensable aid in achieving tonal control in a negative or print. The original Zone System is
comprised of eleven exposure zones. Later versions only have ten zones, merging zones IX
and X into a single zone, IX.

Table 1. Exposure Zones (simulated)

Zone O is near black and holds no discernable detail at all. Zone 1 is slightly brighter and there
might be a very slight tonal difference. Zone Il is where you will begin to see some detail in your
most dense shadows. Zones Ill and IV are increasingly brighter. Zone V is middle gray. This is
the middle of the Zone System. Zones VI and Zone VIl get progressively brighter and Zone VIl
is the upper threshold of detail in the highlights. Zone IX will show some separation in tonal val-
ues but not any detail and Zone X is near white. The textural range of exposure zones is from
Zone Il up to Zone VI, seven zones of exposure latitude with useable detail in black and white
film. The dynamic range of exposure zones spans Zone | through Zone IX that includes all ex-
posure zones in which there is at least tonal differences.

The Zone System, though ideal for application with black and white single sheet film,
may be applied to any film you use. Black and white sheet film allows singular control in proc-
essing and printing as well as exposure. With roll films you can only apply printing and expo-
sure controls. Processing is given to the entire roll. Thus Zone System processing controls are
not practical for roll films. But whether you are shooting color or black and white, roll or sheet
film, negative or reversal film, at least having a working knowledge of the Zone System can aid
any photographer in more complete control over his or her subject.

Before we begin | would like to explain the EV (exposure value) Index. This will aid in
the Zone System’s explanation. The exposure value index, or EV Index, is a system in which
one can determine what combinations of exposure settings will provide equivalent exposure.
The EV Index is simple to use and requires little explanation so let’s get right to it. The EV In-
dex’s base is the an exposure of one second in duration at an aperture ratio of f/1 equals an ex-
posure value of zero. Each shutter speed is assigned a numeric value and each aperture set-
ting is assigned one as well. So with the given equation above, the value assigned to a shutter
speed of one second in duration would be zero and the value assigned to an aperture ratio of f/1
would be zero as well. There is a table on the next page that lays out the EV Index however we
will briefly go over the values here.

Shutter speeds. 1 second=0. 1/2 sec=1. 1/4 second=2. 1/8=3. 1/15=4. 1/30=5.
1/60=6. 1/125=7. 1/250=8. 1/500=9. 1/1000=10. Apertures. f/1=0. f/1.4=1. f/2=2. {/2.8=3.
fl4=4. f/5.6=5. /8=6. f/11=7. f/16=8. f/22=9. {/32=10.

So if your meter were to tell you to expose at EV14 you could use the EV Index to deter-
mine the exposure setting combinations that would provide the recommended exposure.
1/30@f/22 (5+9), 1/60@f/16 (6+8), 1/500@f/5.6 (9+5) and all the others whose values add up to
14 would provide the same amount of exposure to your film.



Table 1: EV (exposure value) Index
lsec 1/2 1/4 1/8 1/15 1/30 1/60 1/125 1/250 1/500 /1000

ffi EVO EV1 EV2 EV3 EV4 EV5 EV6 EV7 EV8 EV9 EVI1O0
fl1.4 EV1 EV2 EV3 EV4 EV5 EV6 EV7 EV8 EV9 EV10 EV11
fl2 EV2 EV3 EV4 EV5 EV6 EV7 EV8 EV9 EV10 EV11 EV12
fl2.8 EV3 EV4 EV5 EV6 EV7 EV8 EV9 EV10 EV11l EV12 EV13
fla EV4 EV5 EV6 EV7 EV8 EV9 EV10 EV11 EV12 EV13 EV14
f/5.6 EV5 EV6 EV7 EV8 EV9 EV10 EV1l1l EV12 EV13 EV14 EV15
f/l8 EV6 EV7 EV8 EV9 EV10 EV11 EV12 EV13 EV14 EV15 EV16
f/11 EV7 EV8 EV9 EV10 EV1l1l EV12 EV13 EV14 EV15 EV16 EV17
f/16 EV8 EV9 EV10 EV11 EV12 EV13 EV14 EV15 EV16 EV17 EV18
fl22 EV9 EV10 EV11 EV12 EV13 EV14 EV15 EV16 EV17 EV18 EV19
f/32 EV10 EV11 EV12 EV13 EV14 EV15 EV16 EV17 EV18 EV19 EV20

Putting The Zone System To Use.

Let us first review how film reacts to light. This will further help to explain TZS. When
light comes through the lens and strikes the film it converts silver halides crystals into black me-
tallic silver in proportion to the amount of light falling onto the film. Since light travels at such a
fast rate of speed (186,000 miles per second) it is normally directional so that the film is ex-
posed by the amount of light directly in front of it through the lens. More light equates to more
black metallic silver. Less light equates to less metallic silver. The light forms an invisible image
called a latent image that, through processing in various chemicals, comes to life as the nega-
tive and eventually through further exposure to the final print.

An area of extreme brilliance within your subject area has more light present to expose
the film and will produce more black metallic silver in that local area of the negative. Another
term for this increased black metallic silver is negative density. An area that is steeped in
shadow has less light present to expose the film and thus will produce lower negative densities.
Again, more light = higher negative density. Less light = lower negative density. Less negative
density will appear brighter on a processed negative than will an area of higher negative density,
hence it is called a negative. When photographic paper is exposed to light travelling through the
negative the values are once again reversed. More light passing through the lower negative
densities creates more density, or darker areas, on the print's surface. Less light passing
through the higher negative densities creates less density, or lighter areas, on the print's sur-
face. More light = greater negative density (darker in the negative) = lesser print density (lighter
again on the print). Less light = lesser negative density (lighter in the negative) = greater print
density (darker again on the print). Confused yet? Hope not

Now we will move on to the application of the Zone System. We can use the following
photograph as an example.



Water #1, Milford, Delaware - 2006 (photograph mad e by Christopher A. Walrath)

When we meter a scene such as this in which there is an extreme range of light values
the meter will average all of the reflected light that falls onto the photo cell and recommend an
average reading. This average reading is 18% gray, which is Zone V. If your subject area has
important shadow areas and is mostly made up of highlights, more than likely it will tell you to
expose the highlights at close to Zone V and drop the shadows from the area of discernable de-
tail because there is more light present and will raise the reading. The converse is also true. A
subject with important highlights that is primarily shadowy will expose the shadows close to
Zone V and blow the highlights into indiscernible white because there is more shadow present.
TZS enables us to control where we choose to place these values present in the subject area
into a particular range of light that will show itself in our negative and ultimately in our final print.

So, we immediately see in our example here that there is going to be a great deal of
contrast to deal with. So let us choose our most important portions of the subject. We meter
the light reflecting from the water at the base of the water falling through the spout and we are
told by the meter to expose it at, for example, 1/250 @ /22 which is EV16. We then meter the



wet metal behind the water falling through the spout and the meter states that we should expose
it for 1/60 @ f/5.6 which is EV10. When we run some basic calculations we find that we have a
seven stop range in the subject area (1/250, 1/125, 1/60, - a two stop difference) (f/22, /16, f/11,
f/8, /5.6, - a four stop difference) that will produce very high contrast. We want to have good
detail in the wet metal and we want to have detail in the bright water. So how do we attain
both?

If we follow the meter’'s recommendation for the water of EV16 and expose for the water
to be on Zone V then the metal FALLS seven zones lower. Since there is no noticeable detail
below Zone Il the metal will fall into shadow being a full four zones below a place where detail
will appear in the negative. So that won't do at all. Let’s follow the recommendation for expos-
ing the metal at EV10. Doing so places the metal on Zone V. This also places the water seven
zones up onto Zone Xll. Well, since there is not any discernible detail above Zone VIl this will
not do either. Enter the Zone System.

If you will remember, the textural range, the range of exposure zones that hold detalil, is
seven stops (lI-VIIl). So we have seven stop between our metering of an important highlight
and an important shadow. According to the definition of the textural range, this entire luminance
range can be captured on film and produce good detail in the negative. This means that the wa-
ter must be placed on Zone VIII and that the metal must be placed on Zone Il. So we must use
these readings and determine where Zone V is.

Zone VIII exposure is 1/250 @ f/22. Zone Il exposure is 1/60 @ f/5.6. The midpoint
could be 1/250 @ /5.6 (EV13) or any equivalent combination (1/125 @ f/8, 1/60 @ f/11, 1/30 @
f/16 and so on). We know this because we can use the EV Index to determine that these expo-
sure settings combinations will provide the same amount of exposure. Most hand-held light me-
ters will have a dial face that does the math for you.

We have now used the Zone System in order to capture detail in the entire negative,
more or less. But what if you wish to change the mood of the negative. Let's say you want a
darker negative. You can choose to place the water on Zone VIl or even Zone VI. Of course
you will lose the detail in the wet metal but you may CHOOSE to do this intentionally. The con-
verse is true. You may want a brighter image so you could consequently place the wet metal on
Zone Ill or even Zone IV if you do not think that detail in the bright water is that important to your
own interpretation of the subject.

So, by imagining your subject as a range of zones you can visualize where on this
range to place certain values present in your subject. By doing so you can control your expo-
sure rather than rely on dumb light meters and pure chance. You may ask, why learn about the
Zone System anyway? You don’t have to. Trial and error can be expensive. And the ‘P’ mode
on smaller and more modern cameras does have certain appeal when you don’t wish to invest a
lot of thought into your photography. Heck, | even commit the ‘P’ sin from time to time.

However, anyone who wants to have more control and learn the ability to exercise their
creativity with any amount of certainty, the Zone System is a must in my opinion. The better
your negative is, the less work you have to do processing and printing. Because the detail is
already there. In black and white. Or in living color as the case may be.

Speaking of color. The Zone System may be applied to color photography as well.
Color films generally have less exposure latitude than do black and white films. Color negative
film generally has a five stop exposure latitude, or a five zone textural range. Color reversal
(slide) films have an exposure latitude of only three to four stops or a three to four zone textural
range.. So the Zone System can really come in handy where there is less room for error, spe-
cifically regarding the use of color films.

So, to sum up, the Zone System is an invaluable tool and a necessary portion of every
photographer’s arsenal of knowledge. It allows one complete control over where, within a tex-
tural range of light values, certain local areas of the subject fall. It may seem daunting, but work
at it. It took me years until | finally had the right teacher to pose it for me in the proper light (no
pun intended).

-Creative Image Maker
Staff Article



A PHOTOGRAPH IS WORTH A THOUSAND WORDS

Windmill ‘de Nijverheid’, Ravenstein, The Netherlan  ds
By Robert Vonk

Robert lives in Ravenstein, The Netherlands, located just up the A50 from Oss. Born in 1947,
he has had plenty of opportunity to take advantage of such beautiful environs and to practice his
chosen art of photography. The windmill ‘de Nijverheid' is indicative of the architectural beauty
in and around Ravenstein. It should come as no surprise that Robert, finding such inspiration so
easily accessible, has become rather an expert in using film. A dear friend of this magazine,
Robert was the sponsor of CIM’s ‘Image within the Image’ competition last year that was won by
Ole Tjugen This negative was made in September of 2007 in Ravenstein. It was taken with a
Yashica Mat 124-G with Rollei R3 ISO 400 film wound on. Robert developed the film in AM74,
mixed at 1 to 9, for 16:30 then printed it on split grade paper. At the time of this publication
Robert is in the hospital for an extended stay. The magazine did not pry into details. We all
wish Robert a speedy recovery. The land awaits his return, as do we all.



