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CREATIVE IMAGE MAKER MAGAZINE 
Dedicated to traditional photographic processes. 
 
ISSN 1756-5316   Vol. II   Issue III 
Published on 27 FEBRUARY 2009. 
 
Dunes 
        Featured Portfolio by Diane Kaye 
What Is Solarization 
        Staff Article 
The Carbon Print 
        Written by Roberto Carbajo 
La Luz Oscuro 
        Portfolio by Roberto Carbajo 
Getting to Know Your Film 
        Staff Article 
 
-A Photograph Is Worth a Thousand Words: 
        “Junction” - submitted by Shawn Dougherty 
-From the Desk of the Editor 
-Creative Image Maker News 
 
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 re-
lated articles.  It is our desire to bring quality photography and compre-
hensive technical articles to you attention to further your photographic 
experience.  You may contact the magazine in any of the following ways. 
         
For general inquiries please email info@creativeimagemaker.co.uk 
For questions regarding this .pdf publication please email Chris at 
        c.walrath@creativeimagemaker.co.uk 
For questions regarding the website and special publications please 
        email David at d.vickers@creativeimagemaker.co.uk 
For submissions to be included in any contests/ photography challenges, 
        please send them to competitions@creativeimagemaker.co.uk 

ON THIS MONTH’S COVER 
 
 
 
 
 
 
 
 
 
 

“Woman in the Dunes”  
Solarized. 
An excerpt from Diane’s 
portfolio, ‘Dunes’.  Made 
on the central Californian 
coast on Tri-X film. 



COMING UP for CiM . . . 
 
Mar 2009 -    CiM Special Glass Plate Issue  (for purchase from Lulu.com, proceeds for charity) 
April 2009 -   CiM will be publishing a pinhole/lensless photography issue (.pdf download/ Lulu) 
Coming soon - CiM’s first Quarterly Journal which will include previous issues combined into a  
                      single paper volume that will be made available at Lulu. 
 
We publish separate material on the CiM website that may or may not appear in this publication.  
For more information please email the magazine at info@creativeimagemaker.co.uk 
 
CiM website - http://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.  I 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.  I should be able to get information 
from most formats.  It is important to include at least a couple of illustrative photographs to ac-
company 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 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 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 1500 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 ac-
ceptable.  Please include a bio with any photographs 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 500 pixels on the long side.  All article and image submissions should be ac-
companied by a bio.  If you wish to have photo credits posted for those who have taken your bio 
photo then please include this information with your bio submission. 
 
           Please send any submissions to info@creativeimagemaker.co.uk 
 
           Publication schedule:  Portfolios and Article must be complete and submitted by the 20th 
of each month in order to be considered for inclusion in the following issue.  Submission by this 
date does not necessarily preclude inclusion.  Contact Chris for more information. 
 
OWNERSHIP OF PUBLISHED MATERIALS: All materials (articles and photographs) printed 
herein remain the property of the author and/or photographer.  No material may be reproduced in 
whole or in part without express written consent of the author/photographer and this magazine. 



CREATIVE IMAGE MAKER PARTNERS 
 

 
CiM FOUNDER and CiM WEBSITE EDITOR - David Vickers 
 

CiM MAGAZINE EDITOR - Christopher Walrath 
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Rob Valine 
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PLEASE FEEL FREE CONTACT CiM TO FIND OUT YOU CAN BE COME A PART OF OUR GREAT TEAM. 
Info@creativeimagemaker.co.uk 
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FOCUS ON THE THINGS THAT ARE IMPORTANT 
 
 
I write this from a hotel room, tucked away in the rolling countryside just north-
west of Philadelphia, Pennsylvania.  What do I write about?  No one wants to 
read ANOTHER piece on the economy.  No one cares about film v. digital.  
It’s all about the important things in our lives. 
 
I look about this small room and I see my son.  Ethan is sitting across the 
room, busying himself with his newest conquest on his  handheld video game.  
I look around further still and I see my beautiful daughter, Emily.  She is 
lounging on the furthest queen bed, slumbering in front of a television that is 
showing a cartoon she has undoubtedly view dozens of times before.  Then I 
pan around to my wife. 
 
My beautiful Faith.  She is God’s gift to me.  I love her very much.  You see, I 
have not been a part of this family from its beginning.  Faith’s husband es-
tranged himself over the years and he passed away months before we met, 
leaving these three wonderful people in his wake.  Ethan has Aspberger’s 
Syndrome, a form of autism.  Faith has, most times, acute Fibromyalgia.  
Emily is becoming a beautiful and precocious young lady everyday. 
 
And yet, when I met Faith and the kids I knew that I had finally found my rea-
son in this world.  I had finally discovered what was really important.  I never 
second guessed myself, not ONCE.  I never considered the possibility of mak-
ing it easy on myself by just leaving, not ONCE.  It’s not the cameras, not the 
auto parts I sell, not even my own family.  But rather my place within these 
three.  Where I am needed.  Where I am loved. 
 
Every time Emily or Ethan call me a dork, I don’t mind.  Because I know that 
there is an “I Love You” not far behind.  And I know that I can never doubt my 
wife’s love for me.  Sure, I may stick my foot in it sometimes and she may 
want to clunk me over the head with the first heavy thing she can lay her 
hands on.  That’s just the nature of love.  However, amongst all of life’s uncer-
tainties I can rest assured that, here among them, I will be loved forever. 
 
It takes a great amount of courage to translate such raw feeling and base 
emotion into a creative outlet.  It takes such bravery to bear one’s soul to the 
scrutiny of his fellow man, never knowing whether one might be met with ap-
plause or rejection.  But if you can find that bravery, that confidence in your-
self and your abilities and intentions . . .  Well, anything is possible. 
 
We have a beautiful piece by Diane Kaye that I am especially proud to have 
in this magazine.  Roberto Carbajo, an old friend, shows us some of his fine 
carbon prints.  And Shawn Dougherty reveals a little of the lives of the people 
near where I grew up in the Ohio River Valley. 
 
 
Thank you. 

 
 
 
 

Christopher A. Walrath - Editor 

THIS 
 

MONTH’S 
 

CONTRIBUTORS 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Diane Kaye 
A long way removed form the curious cat dropping 
in on a night darkroom course, Diane has pushed 
herself to improve her photography.  Making use of 
many alternate processes, including lith printing, 
her experimentation has brought forth a unique 
vision that is readily evident through her work. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Roberto Carbajo 
Through humble beginnings and schooling, Roberto 
finally met his mentor, Xose Gago, who intorduced 
him into the world of alternate processes, carbon 
printing in particular.  We here at CiM have shown 
Roberto’s fabulous work before but now we revisit 
one of our earliest contributors for a closer look. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Shawn Dougherty 
Hailing from southwest Pennsylvania, Shawn has 
honed his photographic skills in a hard working 
environment and has captured that grit very well in 
this month’s ‘1,000 Words’ feature. 
(Photo by Jason Kapusta) 
 
 
 
 
 
 
To contribute please follow the instructions on the 
preceding page.  We encourage all of our readers 
to contribute material to the magazine for publica-
tion.  For without you there would be no magazine.  
Help us to further photographic education and 
enlightenment into the 21st century.  Thank you. 

-CiM 



Creative Image Maker NEWS 
 
 
 
 
 
 
CiM is proud to announce  that beginning in March of 2009 we will be offering quarterly paper 
publications of the magazine.  We will be combining all .pdf content into a quarterly journal avail-
able from the Lulu.com storefront, accessible through our website.  These journals will contain 
the material in the .pdf files that you have been downloading, the covers, the stories, the portfo-
lios, the 1,000 words features, the technical articles and the gear reviews.  All of it will be in one 
location for your review at your leisure.  Look for the first CiM Quarterly Journal sometime near 
the shortly after the release of the March 2009 CiM magazine.  This first journal will include De-
cember, January, February and March. 
 
 
 
 
 
CiM was a popular  destination for photographers and web browsers in the month of January.  
According to reliable sources (David’s PC monitor) we had 9,799 hits in the month of January 
2009.  Just shy of the 10,000 mark that we expect to eclipse in February 2009, even with the ab-
breviated calendar length.  So I would like to extend a well deserved thank you to our loyal read-
ers in helping to get the word out about CiM. 
 
 
 
 
 
Ritz Camera Folds.   Hurt by a recessional holiday season and, as owners of Boat World, rising 
gas prices, the largest U. S. specialty camera and imaging chain declared bankruptcy in a Wil-
mington, Delaware court room late on Sunday the 22nd of February.  Ritz filed for Chapter 11 
protection.  Marc Weinsweig, Ritz’s Chief Restructuring Officer, sited the lessening of the photo-
finishing business as a major reason for the loss of revenues and profits.  However it was the 
slumping 137-store boating store chain’s woes that proved to be more than Ritz Camera could 
handle in their present form.  This will undoubtedly affect Nikon and Canon USA, to major credi-
tors of Ritz Camera. 
 
 
 
 
 
ebay is rapidly becoming  a hot destination for photographers looking to increase the size of 
their arsenal.  With consumer retail pricing rising around the globe more and more photographers 
are looking for one man’s trash to become their treasure, so to speak.  Other non-retail oriented 
sources continue to reap the benefits of the world markets’ weakness.  Recently a Mamiya RB67 
with two film backs, a waist level view finder, a number 1 extension ring and a 90mm normal lens 
went for little more than $300.00 USD, including post.  So for those photographers with the pa-
tience and vision to wait out the deals, those deals are out there to be had. 



D U N E S 
 

By Diane Kaye  

 
"I don't photograph the world as it is. I photograph the world as I would like it to be." - Monte 
Zucker 

 

dropped in on an adult night school darkroom class in 1980, got my hands into the black and 
white chemistry, and when the image from my pathetic, thin negative started coming up, I 
was in love (and seriously allergic to Metol.) Enrolling in a community college class, I imme-

diately set up a home darkroom, and arranged to attend a photography workshop to Death Valley 
with Steve Kiser. 
           We participants at the Death Valley campground were awakened at 4:45 and marched out 
to the dunes to take our positions and await the sun’s appearance.  To this day, I recall that 
magical and sacred experience.  The instructor muttered:  “Expose for the shadows, develop for 
the highlights.”  I memorized it, but I hadn’t the slightest idea what it meant, and only in my wild-
est bracket did I accidentally expose for the shadows!  The others had huge tripods and view 
cameras.  I brought a drugstore tripod and the first real camera I ever owned, my new Nikon FE.  
I could hardly breathe because the views were so beautiful and exciting.  Today I still find myself 
awestruck at the forms and shadows of dune fields, be it Death Valley, Eureka Dunes, Olancha 
Dunes, or the Great Sand Dune National Park.  Before I get the current batch of film developed, 
I’m already fantasizing about another trip. 
           Though I own a Wista 4x5, I use a lighter more agile camera, because the light in early 
morning or late evening is changing fast, and I often need to hike a lot to outdistance footsteps 
and discover what the latest winds have arranged.  Not being a true “Zonie”, it took me a long 
time to come to my current approach for exposure and development.  My film is still Kodak TRI-
X, which I rate at 800.  I place the shadows in III 1/2 and try to note how many stops of detail are 
there.  My camera these days is the Mamiya 7, usually with the 65mm lens.  I cook the daylights 
out of the film either in Edwal FG7 with added sodium sulfite or in D76 1:1.  The coastal dunes, in 
particular, often have only 1 1/2 stops of contrast at the start or end of the shoot and great ex-
pansion is called for. 
           I typically frame just the forms, leaving out the Death Valley mountains and vegetation, 
footsteps, or the ocean - essentially omitting the context for the landscape.  What fascinates me 
are the pure graphics in all their variations and similarities, as well as the overall texture, which 
varies according to time of year.  I strive for a personal framing, which might elicit a sense of awe 
and mystery at Nature’s bountiful, fleeting and fragile art masterpieces. 

I 



 



 



 



 



 



PHOTOGRAPHER’S NOTES . . . 
 
Plate I 
 
Eureka Dunes adjacent to Death Valley. (Article Print) 
The large scale ruled out close up work, but from a long distance this sand has a unique shim-
mering quality. 
Pentax 6x7, Tri-X, scanned from a toned print. 
 
Plate II 
 
Death Valley, February, 1980. 
Nikon FE, Tri-X.  Scanned from a print. 
 
Plate III 
 
Central Coast, California. 
Exposed on Tri-X.  Scanned from a Lith Print  
 
Plate IV 
 
Central Coast, California. 
Exposed on Tri-X.  Scanned from a print. 
 
Plate V 
 
“Woman in the Dunes”.  Solarized.  Central Coast, California. 
Exposed on Tri-X.  Scanned from a print. 
 
Plate VI 
 
Olancha, California. 
Exposed on Tri-X.  Scanned from a print. 
 
 

 
 
 
 
 
 
 
 
 
 
 

 
You can learn more about Diane and her beautiful photography at her website, 

www.dianekaye.com or you can contact her through the magazine. 
Just email CiM at info@creativeimagemaker.co.uk  Thank you.  -CiM 



 
WHAT  

 
IS  
 

SOLARIZATION? 
 
 
 
 
 
 

This month’s cover illustration is, as you have probably read by now, Diane Kaye’s striking 
‘Woman In The Dunes - Solarized’.  For those of you who do not know, Solarization is the effect 
of extreme overexposure.   
 
 
           Film is composed of silver halides, or silver salts, suspended in a gelatin emulsion.  When 
the film is exposed to light, the silver halides are converted into black metallic silver.  Where there 
is increased exposure there will be an increased amount of metallic silver in that area of the 
negative.  Conversely, where there is a decreased amount of exposure there will be a lesser 
amount of metallic silver.  Thus the latent image. 
 
 
           However, where there is a drastic increase in the amount of exposure in a local area of the 
negative, such as you might find in a bright landscape with the sun in the subject area (reference 
‘Black Sun - Solarization’ by Ansel Adams), and exposure is increased beyond the point where 
maximum density is achieved, there will be a decrease in developable density in the emulsion. 
 
 
           Now, what exactly does that mean?  Well, as with black and white negative films, the de-
veloper basically locks the exposed silver into place in the emulsion, leaving the unexposed hal-
ide crystals proportionally unaffected.  When the film is placed in the fixing agent the undevel-
oped halide crystals are essentially washed away.  When Solarization occurs the density of the 
halides looses cohesion and resists the action of the developer so that when the fixing agent is 
applied the solarized halides wash away with the undeveloped halides, leaving no density in that 
part of the negative.  Thus the print density in the corresponding area will be maximized, resulting 
in a black area in the print. 
 
 
 
 
 

- Staff Article 



 
THE 

 

CARBON 
 

PRINT 
 

By Roberto Carbajo 

 

The direct carbon print is a pigmentary technique created in the 19th century by Bordeaux-native 
Fédéric Artigue. His son, Victor Artigue, perfected his father's findings and in 1893 sold the first 
paper for direct carbon pigmentary photography under the name of Charbón-Velours. In 1900 the 
Fresón (French) House started to offer their own direct carbon papers and in the following years 
other manufacturers presented their pigmentary papers for this technique. Pigmentary papers 
stopped being commercialized in the 50s and, after that, carbon photography was no longer 
available for the general public. 

 

Direct carbon print Gago Genografic  
Recently Xosé Gago (my mentor and manufacturer of the emulsion that I currently use, Geno-
grafic) manufactures emulsions for direct carbon printing. That's because he has devoted his life 
to investigating, trying and developing many of the classic methods of photography. With the way 
emulsions are made today their formulae and their reactions are completely different from classic 
emulsions.  However, the visual aesthetics of the finished pictures are exactly the same.  
 
Direct carbon print Gago Genografic development.  
The following is a basic outline of my carbon printing process.  Start with a 35mm negative al-
though it´s avaliable for a negative of any size.  Enlarging this negative you can obtain a posi-
tive of 6 x 4.5 cm. in approximate size in orthochromatic film.  Through enlarging this last, you 
have a final orthochromatic negative in the size that you want your carbon print to be.  First 
you must mark the size of the negative with a pencil.  Make a line under the corners of the 
negative on the watercolor paper.  Then mix the Genografic emulsion with a little quantity of 
mineral pigment (brown =earths, ochre =sienna, black =coal, green=chrome, blue=cupper, 
yellow=cadmium, etc.)  Now you can apply it with a wide brush (5cm.) onto the watercolor pa-
per.  Next, use another dry brush to spread the emulsion and pigment mix, thus speeding up 
the drying process.  When the stain is ready I then dry it to completion with a hairdryer.  Now 
put the negative on the emulsion stain and put those into a press (glass over a piece of small 
mat and clamping it to a board works well).  Expose this to light for 3 or 5 minutes just as the 
density of the negative and sources of light require.  Normally I have a homemade ultraviolet 
lamp suitcase.  Apply the developer with pressurized water.  For this you can use a little hose 
in the tap.  It is then finally dried.  We can repeat the process and apply more layers with a 
single color or an individual layer for each of several colors.  The contrast is achieved with a 
black/grey final layer. 



As for me, my first exposure to photography, like some people, began in a rainy winter after-
noon, when I discovered in a drawer my family’s photographs. I loved this travel through time.  
Later I bought my first compact camera,  a Werlisa club color.  Soon thereafter I studied with 
a draughtsman and I wanted to try my own luck in photography. I went to Santiago de Com-
postela and I began the studies in the School of Arts & Trades, Maestro Mateo. To comple-
ment my studies, back in Pontevedra I registered in a private photography school, Branco e 
Negro. This is when I met Xosé Gago, a photographic chemist.  He opened up a new world of 
photography for me.  Alternative processes, hand made developers, printing techniques, etc. 
A new way to understand the silver halide photography.  Over the years I have discovered 
that a good picture depends more upon a passion for photography and good techniques than 
it does in expensive equipment. 
 
La Luz Oscuro includes, respectively, 
 
Plate I 
Carballeira, Quercus robur forest 
 
Plate II 
Rio Verdugo 
 
Plate III 
Planeta Vilin 
 
Plate IV 
El Patio 
 
Plate V 
Vecitio de Sabucedo 
 
Plate VI 
Zona Cero - Location of the shipwreck of the tanker Prestige 
 
Plate VII 
Faro de Tourititin 
 
 

 
 
 
 
 
 
 
 
 
 

 
You can find out more about Roberto by visiting his flickr page at  

http://www.flickr.com/photos/patapalo2007/ 
Or you can contact him through CiM.  Email us at info@creativeimagemaker.co.uk for more de-

tails.  Thank you. - CiM 



 



 



 



 



 



 



 



GETTING TO KNOW YOUR FILM 
 
Film is generally a gelatin-based material that suspends light sensitive crystals of silver halides in 
a layer of the film that, when exposed to light, creates a hidden picture called the latent image.  
When light strikes light-sensitive silver such as halide crystals, or silver salts, a chemical reaction 
occurs converting the halides that were exposed to the light into black metallic silver.  The por-
tions of the film that received low or no light to expose the film experience little or no reaction and 
thus the silver halide crystals remain proportionately unaffected. 

During the processing of black and white film, the film is placed in an alkaline developer 
that dissolves the emulsion to a slight degree and holds the black metallic silver in place.  Then 
the film is subjected to a strong acid stopping bath that puts the brakes on the developing chemi-
cals.  Then a milder acid known as a fixing bath is next up for the film.  This fixing bath rinses 
away all unexposed and lesser-exposed crystals away from the film leaving a negative image.  
The film is then rinsed in water and hung to dry and then stored safely.  We call it a negative im-
age because where the light was more intense there is more black metallic silver present to block 
light when viewing the negative thus making that local area of the negative appear to be darker 
and vice versa. 
           Color film is processed in much the same way except that there are three layers of light-
sensitive emulsion.  Each layer has different colored color couplers.  One layer has red color cou-
plers.  A second layer has green color couplers.  A third layer has blue color couplers.  Hence 
color film required two extra stages of processing that are not required with black and white film. 

One specialty film type is infrared film.  This film records some light from the visible light 
spectrum as well as infrared light.  The film needs to be used with a special filter to render the in-
visible infrared light visible to the human eye.  Another type of film is X-ray film.  Used in doctor’s 
offices and hospitals the world over, this film is sensitive to X-ray photons that pass through ma-
terial of very low density such as human flesh.  When these photons encounter more dense ma-
terials such as human bone, the photons are prevented from passing through to the film. 

Instant films have self contained processing chemicals within an emulsion casing that pro-
duce an instant image once exposure has been made and the chemicals have been activated.  
Perhaps the most popular instant film through the years has been Polaroid instant film.  Made in 
two ways, positive (producing a print) and positive/negative (producing both a print and a nega-
tive of the same size as the print), Polaroid type films have been a consistent means of achieving 
a quality instant image of durable quality.  Its uses include education, providing instant examples 
for students of photography, and for previewing exposure of a subject.  However, with experi-
ence, it can prove to be a very reliable medium for creating the final image itself. 

 
 

FILM REGULATORY ORGANIZATIONS 
 
There have been various organizations over the years that have created different rating 

systems that indicate a film’s sensitivity to light.  We start with the most modern and widely rec-
ognized of these groups.  ISO is an acronym for the International Standards Organization.  The 
film speed rating system created by the ISO uses a geometric series of numbers to indicate a 
film’s sensitivity to light.  Every third numeric value is either a doubling or halving in sensitivity.  
Before the ISO was the ASA and the DIN.  ASA stands for the American Standards Association 
and is the offspring of the ANSI (American National Standards Institute).  Both of these organiza-
tions used the same numbers that the more modern ISO now employs.  DIN stood for Deutsche 
Industrie Norm or the German Industrial Standard.  Most film manufacturers provided these fig-
ures with their films for use in European nations.  The DIN’s rating system is based on a logarith-
mic series of numbers.  Every third number indicates a doubling or halving of that film’s sensitivity 
to light just as with the geometric ISO series. 



ISO AND DIN SPEED RATING COMPARISON 
 

ISO        25          32          40          50          64          80         100        125        160        200        250        320        400 
DIN       15          16          17          18          19          20           21          22          23          24          25          26          27 

 
WHICH FILM TO CHOOSE 

 
Slow speed films such as ISO 100 (DIN 21) and lower are good when fine detail and lar-

ger prints are desired, such as portraiture or in bright light situations.  Medium speed films such 
as ISO 200-400 (DIN 22-28) are a happy medium between fineness of grain and sensitivity to 
light.  Fast films, ISO 800-1600 (DIN 29-34), are ideal for catching action and can help in lower 
lighting situations.  Ultra fast films that include ISO 3200 (DIN 35) and upwards are much grainier 
in comparison to slower films but capture images in the very low light of, for instance, nighttime 
sporting events.  The ISO ratings are a geometric series of numbers where each successive 
number in the series is either halved or doubled.  This relates to its sensitivity to light.  ISO 100 
(DIN 21) film requires twice the exposure of ISO 200 (DIN 24) film to get the same luminance in 
the negative and subsequently the print.  ISO 1600 (DIN 33) film requires half the exposure as 
that of ISO 800 (DIN 30) film. 

Different formats of film produce negatives of varying size.  A 35mm negative, for in-
stance, is 36mm long by 24mm high.  There are three common ‘medium’ formats, 6cm x 4.5cm, 
6cm x 6cm and 6cm x 7cm.  Common large format sizes are 4x5 (four inches by five inches), 5x7 
(five inches by seven inches), 8x10, 11x14 and so on.  This is important as pertains to enlarging 
the negative for printing.  There’s this thing called grain.  When a photograph is enlarged enough 
the viewer will begin to notice the individual grains.  Grain is supposed to be there.  It is actually 
the space between the black silver deposits in the emulsion.  The larger the image, the more no-
ticeable the grain or the ‘grainier’ the photograph will appear to be. 

But as the format gets larger, the more enlarging is required in order to notice the grain.  A 
35mm negative contains approximately 40 billion silver halide crystals and you might notice the 
grain in a print larger than 8x10 made from a sharply focused 35mm negative.  A 6x4.5 medium 
format negative is almost four times the size of a 35mm negative.  It contains around 150 billion 
silver halide crystals.  These negatives, if sharply focused, could be enlarged to 16x20 before 
you will notice any remarkable grain.  See where were going with this?  Large format negatives, 
even only 4x5, contain around 550 billion silver halide crystals, permitting acceptable enlarge-
ments of up to about a 30x40 print.  That’s a poster-sized image with no noticeable grain from a 
single negative.  And not the largest commonly used negative either.  8x10, 2.2 trillion silver hal-
ide crystals.  60x80 print.  And the move to ultra large format just keeps on going. 

 
OTHER CONSIDERATIONS 

 
There are some factors that can affect graininess in a negative.  One such factor is film 

speed.  The faster a film is, the more sensitive to light it is and thus will have a larger grain.  
Slower speed films require more light in order for the chemical reaction of the halide crystal to 
take place and thus indicate less grain.  Also of note is the intensity of the light that is falling on 
the subject.  A less intensely lit subject will produce more grain in an image than will a more in-
tensely lit subject.  Focusing can affect grain as well.  A sharper focus will have very fine grain.  
Poor focus or objects in the image that are simply out of focus due to composition will have more 
grain.  The reason for this is a little thing known as the circle of confusion.  When light is focused, 
it is channeled into a fine point of light.  The further focus is from perfect, the larger the point of 
light until it is no longer a point but a small circle.  With less fine points of light in a local area on 
the negative, the more out of focus that area of the negative and hence the resulting print will ap-
pear to be, whether intentional or otherwise. 

-Staff Article 



It was a sunny day in July and a friend and I left early to get together with a group of photogra-
phers in Mingo Junction, West Virginia. Mingo typified the American rust belt, so much so it was 
chosen as a backdrop for the 1978 film "The Deer Hunter". Signs of industry and it's relationship 
with the population were everywhere, juxtaposed and on fire in the midmorning sun. I wandered 
around at first trying to make sense of it, even setting up my camera a couple of times but was 
never quite satisfied. Eventually I decided to pack up and head for higher ground. Near the top of 
the hill I turned to discover a maze of wires, smokestacks, buildings and poles. A tableau of the 
town seemed to come together on my ground glass, right down to a Madonna and an aptly 
named Chevy Suburban parked to my right. Content in this junction of symbol and sun I exposed 
a sheet of film and headed back down into the picture to meet my friends.  ‘Junction’ is an 8x10 
silver print. 

- Shawn Dougherty 

A PHOTOGRAPH IS WORTH A THOUSAND WORDS 
‘The Junction’ , Mingo Junction, West Virginia 
By Shawn Dougherty 


