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INTRODUCTION

This first edition of Photography with Large-Format
Cameras replaces an earlier Data Book entitled
Camera Technique for Professional Photographers.
Much of the material from the former book has
been retained in the new one, but the discussions
have been amplified and some new material about
visual perception and perspective has been added.
These matters are important in most branches of
photography, but they become more SO when dis-
tortion must be corrected or counter-distortion
introduced to make the picture accord with what
the mind sees in the subject, or when special
effects are created.

In this book, there is no intention to state a spe-
cial case for large negatives as opposed to smaller
ones. Cameras are tools that the photographer
uses as he sees fit and, like any craftsman, he
chooses the tool that best serves his immediate
purpose. Each type of camera has limitations
which must be considered before the choice is
made.

In professional photography today, there are
two separate techniques of picture taking. One is
used in advertising and illustrative work; spon-
taneity is the keynote. Graininess, multiple im-
ages, and a general lack of fine detail, as well as
exaggerated perspective are all used to create im-
pressions. In this kind of photography, informa-
tion content of the picture is deliberately reduced
so that the observer does not pause to study it
carefully. If his interest is caught only momen-
tarily, the photograph has served its purpose.

In the other technique, the photographer di-
rects his attention towards providing the best
representation of the subject or the highest infor-
mation and detail content. In many cases, the
large-format camera is the most suitable tool for
this purpose. Just as the photographer studies the
subject to be photographed with care and fore-
thought, so the observer studies the result and
extracts from it the information he needs or the
artistic satisfaction that it affords.

At first sight, negative size, or format, might
seem to be merely a question of size and its in-
fluence on the end result rather subtle. This is not
so, however, the influence of negative size is felt
throughout a whole photographic system and
raises several questions of considerable impor-
tance in professional work. These questions in-
clude such matters as image quality—sharpness,
detail, and graininess—cost of production, and
the availability of various lenses, as well as the
feasibility of operating the camera under adverse
conditions. Moreover, the darkroom equipment
needed to print and process large negatives is dif-
ferent from that needed for the smaller sizes.

Photography with Large-Format Cameras is in-
tended mainly as an introduction to the subject
for students and others whose photographic expe-
rience has been confined to the use of small cam-
eras. Although the adjustments—swings and tilts
_found on a view camera constitute one of the
main reasons for using it, the concept of large-
format photography is broader than might be ex-
pected at first sight. The whole procedure is one
of preparation and forethought; this is not to say
that preparation and forethought are not required
in other kinds of photography, but in view-camera
work it is invariably so.

In this book, several subjects are discussed
that are related to, but by no means used exclu-
sively in, large-format photography. The section
on the use of filters, for example, has been in-
cluded because there is more likelihood of filters
being used when the photographer has time to
consider the various effects that can be obtained
with filters. The sections on cameras and lenses
are of a general nature. In fairness to all manufac-
turers, specific brands are not mentioned. Also
included are discussions about small-object pho-
tography, portraiture, the photography of large
groups and, of course, large-format technique. At
the end of the book, a collection of simple optical
formulas is given.
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LARGE-FORMAT CAMERAS

The term ‘‘view camera’’ is generally taken to
mean a medium-to-large-format camera used in
the type of work described in this book. The terms
““technical camera' and ‘‘stand camera'’ are also
encountered. Studio cameras for formal portrai-
ture are of the large-format type, but they are
generally mounted on a heavy, wheeled stand for
limited movement within a studio. View cameras
are practically always used mounted on a tripod
or some other kind of rigid stand.

The principal features that set the view camera
apart from others are the availability of the adjust-
ments described on page 24, and the method of
focusing and composing the reversed image by
means of a ground-glass screen at the back of
the camera.

The large formats in general use are from4 x5
inches to 8 x 10 inches. Cameras that take 11 x 14.
inch film are available for special purposes.
Cameras that take 24 x 3Y4-inch film are also
available, but again these are special-purpose in-
struments. Serious large-format work is generally
undertaken with cameras whose minimum format
is 4 x 5 inches, because it is somewhat difficult to
assess the results of camera adjustments on a
smaller format, and because the work is tiring to
the eyes. If negatives smaller than 4 x 5 inches are
desirable, they can be made on a larger camera

This view camera is typical of the flat-bed type. It has the adjust-
ments necessary for high-quality corrective photography.

by using interchangeable camera backs or roll-
film adapters.

Types of View Cameras

Although the main concept of the view camera has
not changed much since the early days of photog-
raphy, many refinements and improvements have
taken place. Lenses have been improved in both
speed and quality, and more different types of
lenses are available. The standard, flat-bed view
camera is still available in various sizes. They are
fine cameras for those who prefer to work with
them. However, the modern trend is towards the
monorail design, which has inherently greater ver-
satility. As the term monorail implies, these cam-
eras have a base consisting of a single member,
which may be of tubular or square section. This
design permits of interchangeable components,
such as lens standards, camera backs, bellows,
and base or rail lengths. Thus, a monorail view
camera constitutes a system that allows the pho-
tographer to put together the components for a
camera that best suits his immediate require-
ments. Moreover, with several different camera
backs in the system, the photographer can choose
the format most suitable for the particular job.

Choosing a View Camera

Clearly, the choice of a camera must be based on
your own particular circumstances. If all you in-

This nionorail camera permits extreme degrees of adjustment of
the camera back and lensboard.






