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Jonathan Chri
www.jonathanchritchley.com

RANGER, SAINT-TROPEZ

www.leefi lters.com

Nikon D800, Nikon 22-70mm F2.8 @ 31mm 
500 ISO, F6.3 @ 1/800th sec

LEE 0.6 ND Soft Grad

Photographing at sea is a huge passion of mine, and something I do regularly for 
clients such as Ralph Lauren and Hilton Hotels. But working in this environment 
does have its fair share of problems: the damp, the salt, and of course the ever 
changing light. Shooting an 80 metre long wooden sailing boat from a fast moving 
speedboat is a far cry from traditional landscape photography; I love working at 
dawn on a misty lake, the peace and tranquility, the time to set up, the stability 
of a good tripod and a brace of essential fi lters, but I also adore shooting classic 
yachts; the speed, the excitement, testing yourself and your equipment as you 
bounce around the Mediterranean for 8 hours a day, it’s incredibly addictive!  

Because I shoot the yachts during the daytime, when the sky is bright and the 
sea a dark, indigo blue, I always use the camera handheld, fi tted with a LEE 0.6 
ND Graduated Filter to hold back the sky and control the light. I use a soft grad 
which darkens the sky perfectly without effecting the sails and masts which would 
be problematic with a hard grad. I also fi nd that using the grad whilst shooting 
stops any ‘banding’ that may appear when using digital graduated fi lters during 
post-processing. If I can get it right ‘in-camera’ that suits me as I don’t really like 
spending hours at a computer trying to fi x things!   
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Your Favorite Places Gallery: Submit photos of your 
favorite photography locations—your image may be selected 
for publication in a future issue.

Weekly Photo Assignments: Take the challenge and 
share your best images for a chance to be recognized as our 
weekly Assignment winner.

The OP Daily Blog: Exclusive posts from popular OP 
contributors, including Jason Bradley, Michael Clark, Michael 
Frye, Jay Goodrich, Ben Horton, George Lepp, Jerry 
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Tip Of The Week: Sign up to receive inspirational photo tips 
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cover shot

Photographer: Piper Mackay
Location: Central Serengeti, Tanzania
Equipment: Canon EOS 5D Mark II with 
IR conversion, Canon EF 70-200mm 
f/2.8L IS II USM 
Situation: The Serengeti, a name 
meaning “Endless Plains” in the native 
Maasai language, is truly spectacular, 
with diverse ecosystems, exotic wild-
life, iconic umbrella acacia trees, mass 
kopjes, beautiful rivers and brilliant ani-
mal landscapes. Each year in January to 
February, the migration is in full swing 
as approximately 750,000 wildebeest, 
also called gnu, give birth during a three-
week period in the southern Ndutu area. 
It is, quite simply, a wildlife photogra-
pher’s paradise. 

Early morning, off in the distance, I 
spotted a small group of elephants mov-
ing slowly through the stunning land-
scape against a brilliant blue sky with 
wispy clouds. The light was fantastic 
and the perfect stage was set to capture 
a dramatic infrared image. I noticed the 
road ahead dipped down and that by mov-
ing forward slightly, I would be at eye 
level with my subjects as they passed in 
front of the vehicle, heading towards a 
water hole. 

One of the most important elements of 
wildlife photography is spending quality 
time in the field with your subjects and 
learning their behavior. Predicting an 
animal’s movement will allow you to 
position for the best light, background 
and perspective as it enters your frame. 

—Piper Mackay
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The Blackmagic Micro Cinema Camera is a miniaturized Super 

16mm digital film camera featuring a revolutionary expansion port 

with PWM and S.Bus inputs. You can operate Micro Cinema Camera 

remotely and capture the action anywhere by using commonly 

available model airplane remote controllers and video transmitters! 

Imagine adjusting focus, iris and zoom wirelessly! Micro Cinema 

Camera is a true digital film quality with 13 stops of dynamic range, 

an MFT lens mount and built in RAW and ProRes recording!

Remote Camera Management
Micro Cinema Camera is the world’s first action-cam style digital 

film camera that can be completely controlled using radio remote 

airplane controls! You even get HDMI and NTSC/PAL video out 

for remote monitoring using wireless transmitters to see framing,

plus overlays for adjusting settings like start/stop, focus, iris,

audio and more!

Designed for Action
Micro Cinema Camera is the only digital film camera designed

specifically for capturing impossible action shots! Unlike regular

cameras, the controls are on the front so you can start recording

when the camera is mounted in tight spots plus confirm it’s recording

using the front record indicator light. Even your actors can start the

camera recording!

True Digital Film Quality
The Super 16 sensor gives you full 1080 HD up to 60fps with an 

incredible 13 stops of dynamic range and an ISO up to 1600 so you 

can shoot in both bright and low light. Unlike other action-cams, 

you get a true digital film camera with wide dynamic range for digital 

film quality results!

Built In RAW & ProRes Recorder
The built in SD card recorder captures the wide dynamic range 

from the camera’s sensor into 12-bit RAW files or when you need 

longer recording times, you can record ProRes files! Unlike regular 

action-cams, you get cinematic images that are beyond broadcast 

quality so it’s possible to use the shots in high end feature films!

The new Blackmagic Micro Cinema Camera is the first 

Super 16 digital film camera designed for remote use!

Blackmagic Micro Cinema Camera 
Includes DaVinci Resolve 12

$995

Lens and accessories shown are not included.

www.blackmagicdesign.com
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in this issue

Questions, comments? Email us at editors@outdoorphotographer.com.

Digital photography has made 

the art form more accessible 
and immediate for a new gen-
eration of photographers, but 
for many of us, black-and-
white film photography was 
our introduction to the medium. 
The quiet, solitary time in the 
darkroom, processing film and 
exposing and developing prints, 
played a large part in my deci-
sion to switch majors in college 
and pursue a degree in art. 

Though primarily a color 
photographer, William Neill 
explains the growing presence 

of monochrome in his portfolio. 
Neill also studied black-and-
white photography in college, 
but was drawn to color at the 
time. In his column, “On Land-
scape,” Neill recalls working 
as a staff photographer at the 
Ansel Adams gallery, where he 
had the opportunity for Adams 
to review his portfolio, who observed that Neill “sees in black 
and white.” Neill reflects on the comment: “I surmised that he 
felt that my images did not rely heavily on color, and that the 
compositions showed the strong graphic structure often needed 
for effective monochrome imagery.” 

Without the distraction of color, tonality and the relationship 
of forms in the photographic frame are pronounced. In “Mono-
chrome Vision,” Jason Bradley considers his move to working 
mostly in black-and-white, particularly for his underwater 
photography. “My photographs are abbreviations of what I saw 
and experienced, and color stopped feeling like the right tool to 

translate that,” he says. For Bradley, the monochrome palette 
is the better choice for expressing the aquatic environment: 
“Black-and-white helps me portray the ocean as a place of 
textures, patterns, shapes, light and dark, subtle tonal gradations 
and fine details.”

Also in this issue, we feature both new technologies and 
historic techniques for creating black-and-white images. In 
her article, “Exploring Infrared Photography,” Piper Mackay 
recounts how learning to capture invisible light helped her to 
overcome a creative block, and brought an entirely different 
look to her wildlife images. “The world simply takes on a whole 
new style, adding an element of mystery, creating a desire to 
explore the familiar from an entirely unique and extraordinary 
perspective,” Mackay says of working in infrared, which she 
does with a DSLR converted for the purpose. There are technical 
hurdles, such as focusing, but Mackay proposes that, “Perhaps 
the best solution is to accept that soft focus can be part of the 
infrared artistic challenge … there’s a greater possibility of 

getting it wrong, that the image will fail; but when successful, 
you’re rewarded with a dynamic, powerful and creative image.”

One of my favorite classes when I studied photography 
focused on alternatives to silver printmaking, which included 
relatively modern methods like Polaroid transfers, along with 
older formulations such as cyanotype and platinum printing. 
When Dick Arentz made his first platinum print in 1973, color 
photography was in fashion. “It was the era of the snapshot,” 
says Arentz, who studied at the University of Michigan under 
Phil Davis. He remembers, “Looking at endless photos of the 
students’ significant others sitting naked on a bed. Phil was 

obviously disinterested and began refusing to review portfolios.” 
In his interview, “Master of Platinum,” David Leland Hyde talks 
with Arentz about his influences and inspirations, and what drew 
him as a fine art photographer to traditional processes like plat-
inum and palladium printing, and more recently, piezography.

We learn from Kerik Kouklis in his article “Platinum Prints 
From Digital Files” that these historical techniques are just as 
available to us today in the digital age. It’s actually a lot easier 
than you might expect to go from a digital file to a platinum 
print—you can do it at home. Kouklis gives us an overview 
of the process and suggests suppliers of materials if you’re 
interested in making platinum prints of your own.

If you haven’t worked extensively in black-and-white, we 
hope this issue will inspire you with the subtleties of light and 
form that are fundamental to the practice. Learning to see in 
monochrome will help you further develop skills you’ll use in 
your color compositions, too.

–Wes Pitts, Editor
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When we work in black and white, we become more aware of the subtleties of light, texture, line and form. 
Even if you generally prefer to photograph in color, exercises in monochrome photography can strengthen 
your compositions.



Enjoy vibrant, dramatic color photos printed on metal, acrylic or fi ne art paper. 
With archival inks that last a lifetime and a custom, solid wood frame, your 
photography becomes a gallery-quality masterpiece.

Visit WhiteWall.com for more information. 

©  Avenso Photo Art, Inc. dba WhiteWall. 2016. All rights reserved. All prices and product are subject to corrections or changes 
without prior notice. Pictured:“Moraine Lake, Banff NP Canada,” and “Monument Valley” by Schaeffer, T. Available on WhiteWall.
com. Mounting and framing not included. ©Objects by BoConcept. Offer expires on 10/31/2016 and can not be combined with 
another offer.

Your photography as
a masterpiece – just
as you imagined it.

NOW GET

20% 
YOUR FIRST ORDER 
Use offer code WW1607OP

Offer expires on 10/31/2016 and 
cannot be used with another offer.
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Ten Mile River Flow  |  By Mark Scheffer
“Ten Mile River wanders down through some beautiful forested valleys from Sherwood Peak and eventually empties  
onto Ten Mile Beach, part of Mackerricher State Park on the north coast of California. It’s a place I visit often, as the  

landscapes are ever-changing, providing many photographic opportunities—summer fog, storms, high surf, hidden coves  
and numerous sea stacks. I’m often rewarded with some beautiful imagery. 

“After the first big storms of the winter season, the Ten Mile River flows across the beach creating a channel, and thus,  
this beautiful flow of water offers much creatively. When I came across this scene, I wanted to create a minimalistic image  
that focused on the abstract nature of the water and the way it reflected the last light of the evening. The image was taken  

into Photoshop, then into Silver Efex Pro for black-and-white conversion and then cropped to 1:1.” 

See more of Mark Scheffer’s photography at markscheffer.net.

Canon EOS-1Ds Mark III, Zeiss Distagon T 3.5/18 ZE, Feisol tripod, Really Right Stuff BH-40 LR 
ballhead, cable release, LEE Little Stopper filter. Exposure: 4 sec., ƒ/8, ISO 200.
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Wander. Lust.

Photo by Jack Baldelli

All-inclusive, total-immersion photography 
workshops where the focus is you.

+1 917-854-8118 • info@muenchworkshops.com • muenchworkshops.com/workshops
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WEATHER-RESISTANT DSLR AND TELE ZOOM
The new 24-megapixel Pentax 
K-70 was designed with outdoor 
photographers in mind, with its 
compact dustproof and weather-
resistant construction and ability to

down to 14 degrees Fahrenheit. It 
also includes features previously 
found only on higher-end K-series 
cameras like Pentax Pixel Shift 
Resolution System and an AA Filter 

nates moiré 
e of an anti-
Continuous 

 at 6 fps allows 
mera to capture 
s of up to 10 
 images or 40 

Gs. 

ax also introduced 
HD PENTAX-DA 
00mm f/4.5-
D PLM WR RE, 
ather-sealed 
telephoto zoom, 
 provides a 

equivalent range 

of 84.5-460mm. This compact lens 
is lightweight at less than one pound 
and compact at only 3.5 inches when 
retracted, and features enhanced 
autofocus that offers quiet, high-
speed operation when shooting both 
stills and video. List Prices: $649 
(K-70); $399 (55-300mm). Contact: 
Ricoh, ricohimaging.com. 

MIRRORLESS MEDIUM FORMAT
Though the sensor is nearly 67 
percent larger than a full-frame 
35mm sensor, the 50-megapixel 
Hasselblad X1D is comparable 
in size to (or even smaller than) a 
typical full-frame DSLR. It’s the 
world’s fi rst mirrorless medium 
format camera, and will appeal 
to landscape photographers 
who want the benefi ts of digital 
medium format in a more compact 
system. The X1D is lightweight 
at 1.6 pounds, with dimensions 
of 5.9×3.9×2.8 (WxHxD) inches. 
Expected to be available in August, 
it can capture RAW, TIFF and 
JPEG image formats, as well as 
HD video, with an ISO range of 100 
to 25,600, and dual SD card slots 
for storage. The X1D also features 

a 3-inch touchscreen LCD, WiFi 
and GPS.

Along with the X1D, Hasselblad 
unveiled a new range of XCD 
lenses designed for the 
system. Two of these 
lenses will be available 
at launch—a 45mm 
ƒ/3.5 and a 90mm 
ƒ/4.5—with additional 
lenses planned for future 
release. The X1D will also 
be compatible with 12 
lenses from Hasselblad’s H 
System with an adapter. List 
Prices: $8,995 (X1D body); 
$2,295 (45mm); $2,695 
(90mm). Contact: Hasselblad, 
hasselblad.com.
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FAST LANDSCAPE EFFECTS
Anthropics, known for PortraitPro software, has launched a new 
way for photographers of all skill levels to enhance landscape 
photos quickly. LandscapePro offers fast photo retouching and 
effects with a slider-based interface, controls that adapt to each 
image and intelligent selection tools that make it easy to apply a 
variety of localized effects. Available in two versions, the Standard 
version is a standalone app, while the Studio version can be 
optionally used as a plug-in for Adobe Photoshop, Lightroom and 
Photoshop Elements, and also features support for RAW fi les and 
multiple color spaces. List Price: $39 (Standard); $59 (Studio). 
Contact: Anthropics, landscapepro.pics.

WIRELESS BACKUP SOLUTION
An innovative mobile companion for backups in the 
fi eld, the WD My Passport Wireless Pro is available in 
2TB and 3TB capacities and has an integrated SD card 
reader that can automatically import photos. It features 
fast 802.11ac WiFi for wireless image backups, which 
also enables the drive to serve as a wireless hotspot 
and to connect to popular cloud storage services 
like Dropbox, Google 
Drive and Adobe 
Creative Cloud. It can 
also serve to recharge 
other devices via USB. 
The compact drive is 
just 5x5 inches and less 
than one inch thin. List 
price: $199 (2TB); $229 
(3TB). Contact: Western 
Digital, wdc.com.
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BIG CAPACITY PACK
With enough room for two DSLR 
bodies plus multiple lenses and 
accessories, the light and spacious 
Tamrac Anvil 27 is customizable 
with padded dividers and includes 
a compartment for laptops up to 15 
inches. A quick-release strap lets 
you attach and carry your tripod, and 
a seam-sealed rain fl y helps keep 
the pack dry in inclement weather. 
Additional exterior pockets provide 
extra storage for smaller accessories 
like fi lters and memory cards. List 
Price: $289. Contact: Tamrac, 
tamrac.com.

VERSATILE RAW WORKFLOW 
With the latest release of DxO’s photo software, OpticsPro 11, users can 
expect four-times faster performance and decreased processing times. The 
software’s upgraded noise reduction technology, Prime 2016, is said to better 
preserve bokeh and colors in dark areas and retain more detail in images 
shot at high ISOs. Other updates in Version 11 include ClearView, which can 
automatically remove haze from scenic images, and support for new cameras 
including the Nikon D5. List Price: $99 (Essential Edition); $149 (Elite Edition). 
Contact: DxO, dxo.com.
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tech tips

 Focus, Near 
And Far
Glass Vs. Air For Close Focus • The Magic In Focus
Stacking • Tilt/Shift Versatility
[ Text & Photography By George D. Lepp & Kathryn Vincent Lepp ]

Vs. Air For Close Focus
ould it be best to use macro
vs. extension tubes? I do a lot
cking, and I’m looking to make

era kit as versatile as possible
with the least amount of weight.

Seminar Participant

variety of tools and techniques
g you closer to your subject, but
that you’re looking to stay com-
lightweight for backpacking will

narrow the choices somewhat. 
Close-up diopters haven’t been very 

popular in recent years, because many of 
our lenses now focus quite close. So the 
next question to ask is, “How close do 
you need to get?” If you just want to fi ll 
the frame with a medium-sized fl ower, the 
internal capability of many lenses should 
suffi ce; a close-focus-capable lens, such 
as the Canon EF 100-400mm ƒ/4.5-5.6L 
IS II USM, which focuses to 3.2 feet at 
400mm, will give you a magnifi cation 
of 0.32X (1/3 life-size), or, if you put a 
1.4X tele-extender on it, approximately 
1/2 life-size. But now we’re putting a 
lot of weight in that pack! If you need 
more lightweight magnifi cation, here 
are the pros and cons for diopters and 
extension tubes. 

A close-up diopter is a single- or 

two-element lens that screws into the 
fi lter threads on the main lens to alter the 
close-focus capability. They’re most often 
designed to be used with medium-tele-
photo zooms, such as an 80-200mm or a 
70-300mm optic. When attached to a lens 
of this type, the focus distance to the sub-
ject stays constant and the magnifi cation 
increases as you zoom out to the telephoto 
end of the focal length. You can fi ll the 
frame by being close to the subject, and 
magnify the subject by increasing the 

focal length. The fi nal magnifi cation at 
300mm with a Canon Close-Up Lens 
500D (double element) is nearly 1X, with 
a focus distance of 19.7 inches. Canon 
offers close-up diopters in 52mm, 58mm, 
72mm and 77mm fi lter sizes. A less pow-
erful version is the 250D, designed for 
lenses of lesser focal length; it comes in 
52mm and 58mm fi lter sizes. Canon’s 
diopters start at about $100 and go up 
to $176 at the larger fi lter sizes. Generic 
close-up lenses are available from some 
major fi lter makers, and vary in size and 
magnifi cation power. 

Close-up diopters are light and small,
and can be purchased to work with a
variety of lenses, depending on the fil-
ter size. The disadvantage is that while
being relatively sharp in the center, none
gives stellar results at the edges, and the

single-element versions have poor reso-
lution overall. 

An extension tube has no glass—it’s 
only a hollow tube, and its function is to 
increase the distance between the main 
lens and the fi lm or sensor. This enables 
the lens to focus closer, meaning that you 
can increase the size of the subject in the 
frame by moving closer to it. Extension 
tubes come in varying sizes from 8mm 
(Nikon PK-11A) to 36mm, and individu-
ally or in sets of three, typically a 12mm, 

20mm and 36mm. Be sure to get tubes 
that maintain the automatic aperture and 
metering connections to the attached lens. 

The advantages with extension tubes 
are that they can be employed with any 
lens to allow for closer focusing (note 
that this could be a problem with ultra-
wide-angle lenses of a focal length less 
than the extension tube’s length), and 
the quality of the lens isn’t impacted 
because the extension tube contains no 
glass elements. They’re slightly bulkier 
and heavier than close-up diopters, but 
the difference is minimal. I always carry 
a 25mm extension tube in my bag in case 
I need to get closer with a telephoto lens.

agic In Focus Stacking
ving the camera to focus-stack a
bject, I can see that the subject
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BELOW: Tulip Panorama Close-Up. Lepp used a 
90mm tilt/shift lens to capture this unique 

perspective on a series of wide-open tulips in 
Keukenhof Gardens. The tilt/shift lens enabled 

three perfectly matched captures without 
moving the camera, while the camera’s APS-C 

sensor yielded a wider angle of view. Exposure 
(each capture): 1/30 sec., ƒ/16, ISO 100
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changes size as the camera gets closer. 
How do you get sharp results when the 
numerous captures making up the compos-
ite are all different? Is there something the 
photographer has to do to make sure that 
the final image is at its sharpest rendering?

Field Class Participant

correct; the subject does get
larger as the camera moves in

or each slice of the focus stack.
gic fix happens in the software

that assembles all of these focus slices to 
make up the fi nal composite. Be aware 
that you may lose some of the area around 
your composition as the software aligns 
the subject and crops the edges of the 
completed image. The software programs 

that I recommend for assembling a focus 
stack are Zerene Stacker, Helicon Focus 
and Photoshop (in that order). 

When capturing a series of images for 
stacking, be sure that the subject doesn’t 
move. The software can compensate 
only for very slight alignment varia-
tions, although this problem can be fi xed 
manually using the software’s retouch 
function. It’s tedious work. Understand 
that if you’re doing a deep-focus stacked 
composite, the closer elements of the 
image will obscure areas behind them 
as they “bloom” out of focus. Some of 
these anomalies can also be fi xed in the 
software or in Photoshop, but it’s a pain. 

There’s a learning curve to achieving 
really good focus-stacked images, so 
practice and be attentive. And remember 
this general principle: You can’t take too 

many images in a focus-stacked compos-
ite, but if you take too few, you’ll have 
an unsharp fi nal result. 

Tilt/Shift Versatility
ing of buying a tilt/shift lens, but
re if it will be of significant use,

n the occasional landscape and
tural photograph. Can you give

any other reasons to invest in this lens?
Which of the focal lengths do you think 
are the most useful?

Seminar Participant

t (T/S) lenses have a variety of
both problem-solving and achiev-
ial effects.
nd foremost, tilting the front ele-

ments of the lens changes the orientation 
of the plane of focus to make better use 

of the available depth of fi eld (DOF), 
that is, the range of sharp focus. If you 
want to know why this works, research 
the Scheimpfl ug principle. 

Let’s say that the wind is blowing and 
a fast shutter speed is necessary to stop 
the movement in the grasses or trees of 
a landscape, but you also need DOF. By 
tilting the T/S lens, you can maximize 
the DOF at a wider aperture and still use 
a faster shutter speed. The tilting of the 
focal plane is also useful in close-up and 
macro photography. The more effi cient 

use of the DOF can bring parts of the 
image into focus that otherwise wouldn’t 
be sharp. 

Another use is the placement of a 
narrow band of sharpness through an 
image by reverse-tilting the lens to 
achieve an overall miniature look; the 
band of sharpness becomes minimal, so 
a cityscape can be rendered as a toy vil-
lage. We’ve seen a lot of this lately. This 
technique also can be used to empha-
size an in-focus area within a generally

Yo ’reYou
slig tlylight
closer fcloser f
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(Cont’d on page 61)
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Approaching
Wildlife
Two ways to quietly earn the
trust of your animal subjects
[ By Melissa Groo ]

I
’m a firm believer that the most inter-
esting and moving wildlife photos 
depict animals going about their daily 
business, undisturbed by the photog-

rapher. If I could have one wish, it 
would be to be among wild animals and 
photograph to my heart’s content without 
them ever being aware of me. However, 
as anyone who has spent any time around 
wild animals knows, their senses are, for 
the most part, much keener than ours. They 
have to be in order to detect all sorts of 
predators that stalk, slither and fly. We as 
wildlife photographers look no different 
from any other predators—and long lenses 
can look like rifles or bows to animals with 
long memories!

So how can we get near wild ani-
mals, either without them knowing we 
are there—at least until we get a shot or 
two—or, much more likely, with them 
aware, yet relatively comfortable with our 
presence? Over time, my experience in 
the field, as well as advice from friends 

who are expert trackers and hunters, have 
helped me to come up with some “blend-
ing in” strategies that may prove useful 
to other wildlife photographers. I’ll lay 
them out while covering two very different 
modes of being in the field. 

Seeking Out Wildlife 
One way many of us find subjects to 

photograph is by heading out with cam-
era in hand and walking in an area that 
offers opportunities for wildlife sightings. 
Other times, we’re going on a tip we’ve 
been given about the probable presence 
of a species we’re eager to photograph. 
Whether you’re wandering or making a 
beeline, in order to get relatively close on 
foot to a wild subject, you need to take on 
the qualities of a skillful predator yourself.

First off, a few words about clothing. 

Think about both sound and appearance. 
How noisy is your clothing? Some fabrics 
are much noisier than others. I prefer wool 
when it’s cold for this reason. What colors 

are you wearing? Muted, earthy, patterned 
tones are best. Solid or bright colors make 
it easier for animals to spot you. Don’t for-
get about hands—wear lightweight camo 
gloves even in summer. Avoid wearing per-
fume, clothing washed in scented detergent 
and jewelry that catches the light. 

Once you’re in the field, the most 
important thing you can do is remain quiet. 
This is critical. As my friend Dave Hall, 
professional outdoorsman and author, 
writes, “Be quiet and invisible for all of 
the wildlife around you; the impact of dis-
turbing an animal or bird that is close to 
you can influence animals farther away.” 
Most of us have heard the warning calls of 
chipmunks, robins, and crows; all animals 
take heed of these warnings. 

Use cover to break up your outline. 
Study the contours of the land ahead and 

plan an approach that keeps you below 
or behind ground, rock or foliage. Stay 
in shade rather than sun when possible. 
Approach your subject from downwind if 
you know it has a strong sense of smell. 
Move slowly and avoid sudden move-
ments. In fact, think like a predator, but 
move like an animal used to being prey. 
Imagine how a deer moves through the 
woods, walking slowly yet purposefully, 
stopping often to listen. 

 Once your subject is in view, pause—
particularly if it has seen you. In fact, at 
this point you actually want the animal 
to be aware of you at some distance. If it 
were to see you only once you’ve popped 
up very close to it, you could give it a real 
fright, causing it to flee immediately. The 
objective at this point is more to avoid 
disturbing it with your approach than to 

remain unnoticed. Drop to your knees or 
sit down as that can be much less intim-
idating. Let the animal get used to your 
presence. Get some shots so you have 

them, even if you’re not as close as you’d 
like to be. 

If the animal continues with its activity, 
such as foraging or grooming, and you feel 
it’s appropriate to get closer, time your 
movements to those of the animal. Move 
when its head is down; freeze when its 
head lifts. Avoid eye contact, and use an 
angled approach so that you’re not moving 
directly towards the animal. Sometimes at 
this point I’ll crawl forward, particularly 
if I’m on a shoreline or in tall grass. Some 
people find this more comfortable to do 
while wearing knee pads or elbow pads. 

Make sure you’re not blocking its only 
escape route. Be aware that animals have 
space needs. These will vary from species 
to species, and even across individuals. As 
you approach, try to be alert for behavior 
that suggests you’ve breached its com-

fort zone. If you sense alarm, retreat or 
stay still. 

If your subject shows significant or 
sustained alarm, and especially if it has 
young nearby, it may be best to simply 
leave. Every time we’re out photographing 
wildlife, we have to make judgement calls; 
every situation will be different. But what 
can be common across all situations is 
placing a priority above all else—even a 
killer shot—on the welfare of the animal 
and its young. 

Waiting For Wildlife  
There’s another way to get close to wild-

life, but it takes a very different tack, one 
that can ultimately be more productive 
than actively pursuing wildlife. It entails 
finding a spot and simply sitting and wait-
ing for animals to show up. A century ago, 

wild by nature

RIGHT: Whitetail fawn 
twins share a tender 

moment at the edge of a 
forest. Upstate New York.
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Ernest Thompson Seton, wildlife artist, 
writer and Boy Scouts founder, came up 
with the idea of the “Seton Spot,” now 
called the “Sit Spot” and still used by 
nature programs. It’s based on the principle 
that when you first enter wildlife habitat, 
animals flee, to hide or distance themselves 
from your perceived threat. However, if 
you remain quiet and still, in one spot, 
things return to normal in roughly 20-30 
minutes. The longer you sit, the more 

you’re likely to see. This can be a really 
powerful and fruitful strategy for wildlife 
photography, and it’s something I often 
recommend to nature photographers who 
seek an authentic, immersive experience 
in nature. It does require patience, time 
and a few key practices, outlined below.

Where. A good place for a sit spot is a 
place where animals want to be because it 
provides something essential: food, water 
or passage. Waterholes or forest streams 
can be hubs of activity, especially if they’re 
at some distance from other sources of 
water; a great perch on a pond where 
kingfishers and other birds come to fish 
or to hunt insects; a well-worn animal path 
from a forest into a meadow. Tracker Hall 
says, “Where a forest meets a field, you’ll 
generally find a melding of two habitats; 
such proximity enables animals to access 

myriad resources without expending a 
wealth of energy.” 

You may need to visit several spots 
before you decide on the one you want to 
invest time in. Try to choose a place not far 
from home, even if it’s in a quiet section 
of an urban park. You’ll be likely to spend 
more time there than if you have to drive a 
distance. Visit it during different seasons 
and track the changes in the landscape as 
well as in the habits and appearance of its 
wild residents.

When. Many animals are most active 

during the crepuscular (dawn and dusk) 
parts of the day. At dawn, for example, 
nocturnal animals are wrapping up their 
hunting or roaming and may still be visible 
for a bit before they retire for the day. All 
other animals are beginning to stir, and 
birds in particular are at their most active, 
busy singing and foraging in these cooler 
hours. The low-angle light is also softer 
and warmer at the edges of the day. 

How. It’s essential to break up your 
outline so that you don’t have a distinctly 
human form. Wear camouflage clothing 
or a ghillie suit (a camo suit designed to 
resemble foliage, typically made of netting 
with loose strips of cloth that look like 
leaves and twigs), and sit in a spot partly 
concealed by brush. If you’re using a long 

lens, a tripod can help you minimize your 
movement. Consider throwing camo mesh 
over the tripod. 

Another option is to use a small hunting 
blind or a photography body blind, like 
Kwik Camo. Try to erect a hunting blind 
at least several days before occupying it 
so that animals can get used to it being a 
part of the landscape. 

Does your camera shutter have a 
quiet or silent mode? Employ this, even 

if it means your shutter speed will be 
slowed. I can’t tell you how many times 
the sound of my shutter click has spooked 
an animal.

Note that I’m not suggesting you’ll go 
undetected—but rather that through your 
silence, stillness and means of blending 
in, you’ll become a non-intimidating, even 
trusted, part of the landscape. Again, ani-
mals’ senses are much sharper than ours, 
from smell to vision to hearing. Sitting in 
one place and letting nature come to you 
is akin to earning a wild animal’s trust that 
you intend it no harm.

Tread lightly, and shoot from the
heart. OP

To see more of Melissa Groo’s photogra-
phy and learn about workshop opportu-
nities, visit melissagroo.com.
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 W
hen you get to a certain age, one 
often looks back at events that 
shaped who you are, and how 
you got there. I’m from the Baby 

Boomer generation, so forgive 
me for dwelling on the past for a moment here. I’ve 
been making many black-and-white images lately, 
and often while doing so, I’ve remembered a few of 
the key influences that have affected my explorations 
into monochromatic photography.

In college, I took two basic black-and-white photo 
courses in my university’s art department. My profes-
sor disliked Ansel Adams’s work, wasn’t into “pretty” 
nature photography and had a distain for color images. 
As a somewhat rebellious 21-year-old growing up in 
the 1970s, his opinions were a “perfect storm” for me 
to resist his efforts to guide my creative efforts away 
from what inspired me to photograph: wilderness and 
color imagery. The professor and I battled through 
our opposing viewpoints for those two semesters. I 
wanted to do color so badly that I started toning my 
black-and-white darkroom prints with a blue tint! Not 
a good look, but I was a stubborn redhead! The reason 
I made photographs was to record and share the natural 

beauty I was experiencing in wild places. 
When it came to my final portfolio review, my pro-

fessor decided to show me what he considered to be 
the masters of black-and-white, landscape-related pho-
tography. He pulled down a few books from his office 
shelf, and opened my eyes to the work of Wynn Bull-
ock, Minor White and Edward Weston. I was deeply 
inspired by their images, and still am. Wanting to carve 
my own path, I wondered why I couldn’t create such 
magical nature images using color. I came out of that 
experience in college being more determined than 
ever to be a color landscape photographer, to create 
images with the magic and mystery of those masters. 
The power of their inspiration eventually guided me back to black 
and white in recent years.

Another major influence was when I worked as a staff pho-
tographer at the Ansel Adams Gallery in Yosemite for five years 
in the early 1980s. In 1983, I printed a portfolio of Cibachrome 
photographs and that box of prints was shown to Adams himself. 
If he approved of my work, the gallery would represent and sell 

my prints. Adams approved, I was thrilled and that seminal event 
encouraged me to continue my dream of making photography my 
life’s work. His key comment about my work was that I “see in 
black and white.” I never had the chance to question him about 
exactly what he meant as he passed away a few months later. From 
what was reported to me, I surmised that he felt that my images 
did not rely heavily on color, and that the compositions showed 

on landscape

Seeing In  
Black And White
Exploring monochrome from a  
color photographer’s perspective
[ By William Neill ]

RIGHT: Morning mist at 
dawn, Yosemite Valley, 

Yosemite National Park, 
California, 2016.

BELOW: Fern Springs, 
Yosemite National Park, 

California, 2016.
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the strong graphic structure often needed 
for effective monochrome imagery. 

Flash forward a few decades, I’m still 
a color photographer primarily, but I have 
become a black-and-white artist as well. 
With my switch to digital capture, and 
the evolution of post-processing software, 
the creative options and control over the 
conversion process made black-and-white 
conversions irresistible to me. 

I used Adobe Photoshop at first, and still 
do so to refine and make local adjustments. 
For the initial conversion, the primary 
tool I use is a Channel Mixer adjustment 
layer, with which one can adjust individual 
colors to refine or alter tonal separations 
for each image. For even more control 
over the tones in your conversion, you 

can add a Hue/Saturation adjustment 
layer that works especially well to dis-
tinguish between similar tones, with this 
layer above the background layer, and the 
Channel Mixer as the top layer. Of course, 
for the master file, the layers remain unflat-
tened when saving.

As Lightroom has evolved to be a more 
powerful tool, it has been my starting point

for conversion. I use the Black and White 
panel’s Black and White Mix tool. Much 
like the Channel Mixer in Photoshop, 
you can adjust individual tones or mix-
ture of the eight separate colors shown in 
the tool. The Target Adjustment Tool is 
very useful in both Photoshop and Light-
room to pick the specific area you want to 

change. Lightroom will pick the specific 
color combination that you click on. This 
works well for me as it provides a quick 
and efficient way to explore many options. 
Experimentation is key to creativity.

In terms of my workflow, I’ll make my 
conversion from a virtual copy of the file,

(Cont’d on page 61)

HONORING THE NPS CENTENNIAL THROUGH BRINER’S LENS

www.schneideroptics.com

The US National Park Service celebrates its 100th year of stewardship of our National Parks.
Photographers like Mike Briner encourage conservation efforts by capturing the beauty
of these protected lands.

I’m always inspired by the awesome panoramas of the Great Smokey Mountains
National Park. For this autumn shot, I chose my Canon EOS 5DMark III and 24-105mm
lens with a B+WKäsemann HTC Polarizer on front. At double the light transmission of
other Pols, the HTC really enhanced the fall foliage colors and brought out detail in the fog.”

“

Mike Briner, Photographer
www.mikebrinerphotography.com
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nity, where various kinds of art
workshops are available. And,
of course there’s the wonderful
visitor center for the park. All of
this gives the photographer a
wonderful selection of photo-
graphic opportunities.

Weather
I arrived at Delaware Water Gap
in early May to find the world
embraced in the lush green of
early spring. I had brought my
5x7 Deardorf view camera with
me and was excited to explore
the area. It was a wonderful time
to be in the park experiencing
the flowing rivers, streams and
creeks that meander through
more than 35 miles of pristine
wilderness. Of course every-
body said, “You can’t photo-
graph in the rain,” but the May
showers didn’t dampen my
enthusiasm to capture beauti-
ful images. After all, that’s what
umbrellas are for. There are over
100 waterfalls in the park and
they were bursting with water. I
had a great time photographing

many of them, but some had
too much water, so I returned
in July to once again photo-
graph the area. My second
trip to Delaware Water Gap
was equally as beautiful. One
morning, I was crossing over
a bridge and the fog floated
gently on the stream. Perfect
for a photograph! Photograph-
ing the waterfalls was perfect.
Previously, the water was so
intense that it was a large mass
of white without the rough tex-

Location
When I was invited to spend a
month photographing Delaware
Water Gap National Recreation
Area by Superintendent John
Donahue in 2006, I felt like I
had made a new discovery. I
had no idea that such beauty
and solitude could be found just
an hour and a half from New
York City! Delaware Water Gap
encompasses 67,000 acres
of mountain ridge, forest and
fl oodplain on both sides of the
Delaware River in both New
Jersey and Pennsylvania. Not
only is it filled with the beauty
of nature, it also has a wealth of
archaeological areas to explore
and photograph: remnants of
copper mines, cemeteries and
farms. The park has brought
together many of the old
structures that were scattered
throughout the park and cre-
ated an area for reenactments.
Another small community of
buildings that were brought
together created a “town”
that’s now an artists’ commu-

Don’t let a little (or a lot of) water ruin your next photo adventure—or your 
camera! The Rainsleeve by OP/TECH USA is a great accessory to keep 
in your camera bag for protection against inclement weather. The adapt-
able eyepiece opening allows you to keep
viewing through the camera’s lens and all
controls can be operated easily through
the plastic. The Rainsleeve is designed
for handheld or tripod use and is available
in Small, Original, Flash and Mega sizes.
List price: From $7.95. Contact: OP/TECH
USA, optechusa.com.

F A V O R I T E  P L A C E S T E X T  & P H OTO G R A P H Y  B Y  C LY D E  B U TC H E R 

DELAWARE 
WATER GAP National Recreation Area, Pennsylvania

ture of rocks showing through 
the water. When I returned, I 
was able to photograph both 
the water and the rough-tex-
tured rocks that created the 
waterfall. On my second trip, 
I had brought my 12x20-inch 
Wisner view camera with me, 
and was able to capture some 
wonderful compositions and 
textures with it. 

Photo Experience
The experience of Delaware 
Water Gap opened up both my 
heart and my conscience. I’m 
grateful to the National Park 
Service for saving so many won-
derful places to visit and explore 
nature. May we all enjoy our 
parks and make sure they’re still 
there for future generations. The 
trip also brought to my mind the 
fact that many people believe 
they need to travel out west in 
order to capture magnifi cent 
photographic images when, 
in reality, the images are in our 
own backyards. All we need to 
do is open our eyes and beauty 
surrounds us. OP

Contact:  National Park Service, 
www.nps.gov/dewa/index.htm. 
See more of Clyde Butcher’s 
work at clydebutcher.com.

Essential Gear
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PENNSYLVANIA

Explore exciting nature imagery in the Your Favorite Places gallery at 
outdoorphotographer.com. Submit your photos for a chance to be published!What’s Your Favorite Place?
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We are a complete professional lab 
off ering a wide variety of products 
including: professional prints in over 
80 sizes (from wallet up to our 10 ft. 

long Panoramix™ prints), StandOuts, 
books, albums, cards, phone covers, 
mugs, and much more. 

5 PRINT SURFACES
6 WALL HANGING OPTIONS
including StandOuts, FloatFrames and 
Stainless Steel Posts. 

4 DESKTOP OPTIONS 
including Curved Prints, Acrylic Stands and 
Easel Back.
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WE OFFER METAL PRINTS 
IN OVER 20 SIZES 
FROM 2X3 TO 30X40 

Metal Prints that Will Stop

SIZE PRICE
8 x 12 $20.95

16 x 24 $69.95
20 x 30 $99.95

  Aspen Photo Art by Larry Bennett  Clear Lake Colorado sets above timberline, 
about 13,000 ft. close to the old mining town of Silverton. This image is a 7 exposure 
HDR, shot early morning, Summer of 2012, with 24-70mm zoom on a Canon 7D.

Inks are infused directly into specially coated aluminum sheets. 
Your images take on a bright, vibrant, luminescent quality when 
printed on metal through this process.

GREAT PRICES ON BEAUTIFUL
CHROMALUXE® METAL PRINTS

Curved Metal Prints make a clean, modern 
desktop/tabletop display you’re going to love.



A fast click of the shutter, just 
as this male lion approached the 
female, captured a powerful 
moment. Maasai Mara, Kenya.
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After spending more than a decade photograph-
ing exotic wildlife and tribes across the Afri-
can continent, I suddenly hit a plateau. I was 

still extraordinarily passionate about my subjects, but I 
was desperate to rejuvenate my creative vision. Infrared 
photography became the tool that unleashed my creative 
block, adding an element of mystery, excitement and gran-
deur back into my photography. The results were wildly 
unexpected and pushed the boundaries of my artistic style. 

Refl ected infrared (IR) light produces a fascinating 
array of surreal effects that differ vastly from that of the 
visible light spectrum. With its longer wavelength, infra-
red is just beyond the range we can detect with our eyes. 
Anything that’s alive will refl ect infrared light—leaves, 
foliage, grass and skin refl ect the greatest amounts. Veg-
etation can appear nearly white, whereas skin can take 
on a milky, smooth, bluish tone. Colors are unpredict-
able; browns become blue, greens become reds, and reds 
become white. Cloudy blue skies take on a much more 
dramatic appearance. 

When converted to black-and-white, infrared images 
can create a “wow factor.” The tonality differs greatly 
from that of visible light. The world simply takes on a 
whole new style, adding an element of mystery, creating 
a desire to explore the familiar from an entirely unique 
and extraordinary perspective. 

I had been in awe of the infrared work of several pho-
tographers for many years, but I dragged my heels because 
of the constant warnings about of all the challenges. Did 
I want to convert one of my expensive DSLR bodies to 
dedicated IR—and carry the weight of the third body? 
Could I accept the focusing limitations, especially when 
I worked with moving subjects and usually have only 
one click of the shutter to capture the perfect moment? 
Did I have time for extra postprocessing work? And did 
I want to invest myself in the learning curve of “seeing” 
invisible light? 

Challenge 
yourself 

creatively 
by capturing 
light outside 

the visible 
spectrum

EXPLORING 
INFRARED 
PHOTOGRAPHY

TEXT & PHOTOGRAPHY BY 

PIPER MACKAY
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Filter or Convert?
While you don’t need to convert your 

digital camera to shoot infrared, there are 
downsides to the alternative of using an IR 
filter to block the visible light from your 
sensor. The filter is very dark, requiring 
you to pre-focus before you attach the 
filter. You also lose up to eight stops of 
light, resulting in much longer exposures 
and requiring a tripod, which is fine for 
landscape photography, but would be 
impossible for capturing moving subjects.

Converting a camera isn’t as compli-
cated as it may sound. There are reliable 
companies such as LifePixel that can con-
vert one of your older DSLRs by remov-
ing the traditional anti-aliasing filter and 
replacing it with one that permits IR light 
to pass through. This allows you to shoot 
as you normally do with your color dig-
ital camera. The main drawback is that 
once it’s converted, your camera will only 

shoot IR, and for many photographers, 
that means carrying a third body when 

they travel. 
The most challenging part of converting 

a body is deciding on the type of conver-
sion: Standard IR, Enhanced IR, Deep 
BW IR, Super Color IR, Super Blue IR, 
Full Spectrum and more. On the LifePixel 
website, you’ll find a comparison chart 
and a comprehensive video explaining 
all of the choices. I went with the Stan-
dard IR, as it allows me to create dynamic 
black-and-white and sepia images, with 
the ability to capture discreet touches of 
color, which I feel is the mystical element 
of IR. 

If you’re hesitant about taking the 
plunge, rent a converted body and take 
it out for a test drive. If you’re still hesi-
tant about converting an expensive DSLR 
body, consider converting an inexpensive 
point-and-shoot. 

INFRARED
ADVICE

Some things to remember
as you start out on your IR

photographic journey:
• IR photography is an experimental

process of discovery. You never
quite know what you’re going to
get when you click the shutter.

• IR photos don’t always need to
be sharply focused. The allure of
this art is the surreal atmosphere
and mystical appearance.

• You can shoot almost all day
because the sun is the primary
source of infrared light, working
best when captured in direct sunlight
or bright, open shade. This is great
when you’ve traveled very far to shoot
in an exotic location with limited time.

TOP LEFT: I was careful to frame in the tree in the background to give a little more balance to the composition. Kitirua Conservancy, Kenya. BOTTOM LEFT: This cheetah 
was scouting in a vast meadow of green foliage, the light diffused by cloud cover, creating the mystical blue tones. Ndutu, Tanzania. ABOVE: I framed this image to 
isolate the elephants at play, using the dark foliage in the background to keep the viewer pushed toward the action. Central Serengeti, Tanzania. 
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Focusing Infrared
Infrared light focuses differently than

visible light. This causes a shift in focus
to a point other than what we see through
the lens. This shift varies depending on
the lens and focal length you’re using.

There are several ways to overcome
this challenge:

• Calibrate your camera for the
visible spectrum, and use the focus
marks on your lens to correct the
focus manually.

• Calibrate your camera and the lens
you plan on using the most (or a
specific focal length for a zoom)
for infrared.

• Manually focus using your camera’s
Live View mode, which shows you
exactly what your image sensor
is recording.

• Convert a camera that offers AF in 
Live View mode, which will provide 
AF function for infrared images.

Perhaps the best solution is to accept 
that soft focus can be part of the infra-
red artistic challenge, especially when 
photographing moving subjects. Like 
many other creative techniques such as 
pan blurs, painting with light and long 

exposures of moving water, there’s a 
greater possibility of getting it wrong, 
that the image will fail; but when suc-
cessful, you’re rewarded with a dynamic, 
powerful and creative image. 

This was difficult to overcome, since 

I spend half of my time in the field as 
a wildlife photographer, in which one 
of the most important image qualities 
is a tack-sharp photograph, and you 
only have a few seconds to capture the 
action. However, I approached using IR 
with wildlife differently. My goal was 
to broaden my creative horizons, push-
ing myself to go beyond the paradigms 
with which I was familiar, to capture a 
more timeless, dramatic, artistic vision of 
exotic wildlife that are facing the threat 

of extinction. I quickly became enthralled 
with what I saw in the back of my con-
verted Canon EOS 5D Mark II, and I 
reached for that camera with a 24-70mm 
lens about 80 percent of the time over my 
1D X with my 500mm. 

Exposure Considerations
Hot spots are another inherent part of 

infrared photography, depending on the 
lens, and can be described as any area 
in the image that appears to be lighter or 
brighter than the rest of the image. This 

is because lenses are designed for visible 
light photography and the coating on the 
inside of the lens barrel can be reflective of 
IR light. Since IR contains no real colors, 
in a subtle sepia capture, you may find a 
slightly light blue spot in the middle of 

the frame. This can be corrected in post, 
by using a larger aperture (stopping down 
increases the problem) or using a lens 
that’s less known to have this problem.

One important step I would highly rec-
ommend before shooting is to set a cus-
tom white balance, or you’ll be viewing 
a tonal fuchsia/red image on your LCD, 
which is very uninspiring. This is fairly 
easy to do in the menu section of your 
camera. Use green foliage in direct light 
as your target for setting white balance.

Matrix metering or evaluative metering 
mode is the default metering mode on 
most digital cameras and is still the safe 
bet. However, depending on the lighting 
conditions, I find it’s normal to adjust 
the exposure compensation up by two 
stops. Aperture, shutter speed and ISO 
combination will work with one another 
just as they do with your regular digital 
camera, but I find that IR is more sen-
sitive to noise and recommend keeping 
a lower ISO. It requires experimenting 
to get your balance and recognize when 

This portrait of a Cape buffalo was photographed in full light against the solid sky background. Infrared brought out subtle color tones. Maasai 
Mara, Kenya.
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you’ve properly exposed an IR image,
but that’s part of the creative process.

Infrared Postprocessing
The complexity of IR photography

becomes more apparent in the processing
of the IR file, but this is where the real art
of infrared begins. This is where you’ll
create the spectacular ethereal look that

defines infrared. However, it requires a
higher skill level of technology and multi-
ple software programs for the best results.

Most common editing programs, such
as Adobe Lightroom and Photoshop,
won’t be able to read the custom white
balance you created because of the tem-
perature range limitations. This can be
very frustrating when you’ve properly
set your custom white balance in your
camera. It looks great in the back of the
camera, but when you import your images
into the editing software program, they
pop back to a bright tonal pinkish-red. The
workaround for this is to create a DNG
profile using the Adobe DNG converter.
This will allow you to move the white
balance sliders of temperature and tint
past their respective current limitations of

2000 and 150, which is especially import-
ant for obtaining the subtlest colors in an
IR image. An alternative would be to use
Nikon Capture NX or Canon DPP, as they
will also allow for greater white balance
adjustments, though not as much as the
Adobe DNG converter.

In the same way that you need to exper-

iment with your camera settings, you’ll
also need to experiment in post to discover
which tools work best for your vision and
define your style. The channel mixer in
Photoshop is a must-have to switch color
channels. This can create what’s known as
a false color, giving an image a mystical
look. You may also find yourself using
a split-tone filter or the Hue/Saturation
adjustment layer for unique toning.

Nik Silver Efex (part of the Google Nik
Collection and now offered for free) is a
great plug-in when turning your photos
into black-and-white or sepia images. I’ve
found that most IR images require extra
structure/clarity, contrast and noise reduc-
tion to really make them stand out. As
with anything new, it will require a com-
mitment of time to achieve the IR results
you’ve envisioned, but with patience and

persistence, your processing time won’t
be much more than the time it takes for
your standard digital processing.

Even through all the challenges, IR
photography is an exciting alternative
way of looking at the world that goes
beyond the visible, with an explosion of
self-expression that nurtures the creative

soul. I was in Kenya leading a safari while
writing this article, and although I had
my Canon EOS-1D X and 7D, I found
myself reaching for my IR-converted 5D
Mark II body every shoot, even in the best
light. By nature, many of us resist change
if we think it will be difficult. When we
become stagnant in our art, we need to
push forward and take some risk, to con-
tinue to push our creative curiosity beyond
the ordinary. In a world inundated with
millions of images, dramatic infrared pho-
tographs stand out from the crowd. OP

Piper Mackay is a wildlife and cultural 
photographer. To see more of her work, 
read her blog and learn about upcom-
ing photographic safari tours in Africa, 
Ethiopia and other destinations, visit 
pipermackayphotography.com.

The composition and simplistic, almost nonexistent background grabbed my attention. Maasai Mara, Kenya.



MONOCHROME

VISION
Why black-and-white is the best palette for my photography

TEXT & PHOTOGRAPHY BY JASON BRADLEY

“Art is not what you see, but what you make others see.”
—EDGAR DEGAS

I think black-and-white is the best choice for my photographic 
palette. The process by which I came to thi  conclusion—that 

removing color was the right path for me—is the result a lot of trial 
and error with printing, shooting and developing images both new 

and old, and through a lot of tedious strug ling to reconnect 
with my work after a bad case of photographic writer’s block.
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KELP FRONDS (above)
These arabesques of bladder 

kelp peacefully sway back and 
forth with the surge of the 

ocean. Photographed in 
Monterey, California, with a 

Nikon D7000 and a Tokina AF DX 
10-17mm ƒ/3.5-4.5 Fisheye 

lens, and the fl ash of a single 
Sea&Sea underwater strobe.

SEA LION 
SILHOUETTES (left)
Young sea lions are highly 
social and playful animals. 
This group of six frolics on the 
surface and catches their 
silhouettes from below. 
Taken with a Nikon 
D7000 and a Tokina 
AF DX 10-17mm 
ƒ/3.5-4.5 Fisheye 
lens. No strobes 
were used.



GARIBALDI
Shooting almost directly 
upward, I was able to 
capture this silhouette of 
California’s marine state 
fish, the Garibaldi. Shot 
with a Nikon D800E and 
a Tokina AF DX 10-17mm 
ƒ/3.5-4.5 Fisheye lens. 
No strobes were used.
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Naturally, black-and-white isn’t neces-
sarily the best choice for everyone. I’m not
one who subscribes to the idea that one
tool or palette or technique in photography
is the right one versus the wrong one. I
think it depends on many things. A set of
tools, palettes or techniques are simply
a means to an end, which is subject to
the goals and aspirations of the individ-
ual photographer.

I make this distinction because although
black-and-white is working for me, I’m
not suggesting your creativity will flow
by simply turning color off. In fact, I
can safely say my move to black-and-
white was a byproduct of a lot of fighting
through a photographic block by way of
much self-reflection. I spent a lot of time
paying attention to the kind of photos I
have been making and struggled to have
clearer intention about the kind of images
I want to create. I pondered things like:
“What am I trying to say with my work?
What is my work about, and are the tech-
niques and palettes I use effectively work-
ing to support these ideas?” I’ll try my 
best to explain what I’ve figured out, but 
as I said, black-and-white emerged as a 
byproduct of this process.

One way I like to think of photos is that
they’re an abbreviation of an idea or an 
experience, and my images mostly come 
from working with, or in, our oceans. I 
have always loved ocean habitats, and I 
feel privileged to have been able to take 

my camera underwater for most of my
career. When I house my Nikon in a water-
proof, pressure-proof box (more expensive 
than the camera itself), put on my wet- or 
drysuit and my mask and fins, I get the 
privilege of diving into another world that 

SEASCAPE WITH THREE ROCKS. As the sun goes down behind a passing storm at Garrapata State Park Beach, just south of Monterey, California, I’m 
left with dark tones and highlights filled with movement and energy struggling to break through. Photographed with a Nikon D7000 and an AF-S 
Zoom-Nikkor 17-35mm ƒ/2.8D IF-ED. I also used a Singh-Ray 2-stop graduated neutral density filter to balance the tones.

CLOWN FISH AND ANEMONE. Photographed in Komodo National Park, Indonesia, I found this 
little clown fish floating above a large solitary balled-up anemone. Unlike other fish, clown fish do 
not get stung by anemone tentacles and thus use it as a shelter to hide from predators. Shot with a 
Nikon D7000, a Tokina AF DX 10-17mm ƒ/3.5-4.5 Fisheye lens and Sea&Sea YS-300 strobes.
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SCHOOL OF SCATTERED FISH 
The kelp forests of Santa 

Barbara Island, California, can 
be teeming with life. This is a 
school of sardines frantically 

feeding on tiny shrimp fl oating 
in the water. Shot with a Nikon 

D800E and a Tokina AF DX 
10-17mm ƒ/3.5-4.5 Fisheye 
lens. No strobes were used.
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goes beyond sight—it’s an environment
that intensely envelops all of one’s senses.

A diver’s body is under pressure from
the water, harnessed to a self-contained
breathing apparatus, seeing things with
less light and with almost all color
removed, and through a mask narrowing
one’s peripheral vision. Sounds can be

more intense, and divers feel loud noises
with their body almost as much as they
hear them. It’s an alien feeling, going
beyond sight, and, boy, is it fun. With that
said, a two-dimensional photograph is a
crude tool for translating such a multi-sen-
sory experience.

For a more terrestrial example, if you
were to take one of Ansel Adams’ iconic
images of Yosemite, such as El Capitan,
even with his masterful ability to interpret
what he saw and felt, the final print was a
condensed version of what he experienced
while actually being there. The grandness,
the smells, the sounds and the feelings
we might get by being either in front of a
subject or in an alien-like underwater envi-
ronment isn’t something I feel I can ever
perfectly translate in a photo. And yet, I
know it’s my job to do so. My photographs

are abbreviations of what I saw and expe-
rienced, and color stopped feeling like the
right tool to translate that.

Ironically, the ocean is already a rela-
tively monochrome habitat. When diving,
everything I see is varied shades of either
greens or blues—one color or the other
depends typically on how nutrient-rich the

water is.Yet, when looking at most under-
water photography, the ocean is shown
as an intensely colorful place, which is
certainly the way I have photographed it
historically. This common portrayal is a
result of photographers bringing strobes
underwater to illuminate critters and land-
scapes that would otherwise be dark and
colorless. I think my issue with this, over
time, is that shooting underwater scenes
in color revealed something not typically
seen but didn’t best translate the experi-
ence I was having while diving myself.

Here’s a thought that may help explain
this. One of the most wonderful and hyp-
notic things to see and experience in the
ocean is a giant school of fish. More than
anything underwater, I get mesmerized
when I see thousands of fish rhythmically
and cooperatively moving through the

water together. There’s something melodic
about it; it feels like an organism that’s
exhibiting a choreography that no solitary
animal could possibly display. A lot of
the ocean gives me this feeling—of many
things harmoniously being together—
which is an experience that has nothing
to do with color. In fact, color distracts

from it.
Black-and-white thus helps me best

translate the feelings with which the ocean
leaves me. Black-and-white helps me por-
tray the ocean as a place of textures, pat-
terns, shapes, light and dark, subtle tonal
gradations and fine details. The ocean
is about life and its energy, cooperative
and destructive relationships, a deeply
mysterious place. OP

Jason Bradley is a nature and under-
water photographer from Monterey, 
California. He owns and operates 
Bradley Photographic Print Services 
and Bradley Photographic Workshops, 
and is the author of Creative Work-
flow in Lightroom (Focal Press). To 
see more of Jason Bradley’s work, visit 
BradleyPhotographic.com.

REEF SHARK. Sharks are still often sensationalized as dangerous and mindless flesh eaters, but that’s far from the truth. They’re inquisitive, graceful, 
and have no interest in eating scuba divers such as myself. Shot with a Nikon D300 and a Tokina AF DX 10-17mm ƒ/3.5-4.5 Fisheye lens. To light the 
shark, I used Sea&Sea YS-300 strobes.
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Honored by the Arizona Arts and 
Humanities Commission as one of the 20 
most signifi cant artists in the state, plat-
inum and palladium printer and mono-
chrome photographer Dick Arentz brings 
into the new millennium formulas and 
techniques from the late 19th century. 

“I learn from my students,” Arentz says 
with a twinkling eye and gratifi ed tone. 
He not only compiles his own fi ndings, 
but he also incorporates the testing and 
discoveries of his students. This is why 
his book, Platinum & Palladium Print-
ing, Second Edition, is known in online 
forums and industry magazines as the 
most comprehensive book on the subject.

Arentz today chooses images to print 
using platinum and palladium, as well 
as Piezography processes, which display 
ambiance and other behaviors of light 
and texture. He keenly observes and por-
trays the exquisite in daily life. However, 
Arentz wasn’t always a master printer.

Arentz didn’t get into photography until 
he was 35 years old, and then only as a 
hobbyist, at fi rst. He started out as an oral 
surgeon. Early in photography, he trav-
eled from the Midwest to California to 
visit with and take workshops from Ansel 
Adams. He also attended most of the grad-
uate seminars at the University of Michi-
gan, where he taught in the dental school.

At the university, he studied under 
Phil Davis, who at the time started to 
develop his popular book, Beyond the 
Zone System, a needed supplement to 

Adams’ well-known system of sensi-
tometry. Arentz got involved because he 
had just returned from a workshop with 
Adams. Arentz says that Davis pointed 
out the shortcomings of Adams’ system.

“He addressed the failure to accurately 
track changes in ISO due to fi lm devel-
opment time,” Arentz says. Beyond the 
Zone System sold seven editions through 
Focal Press. Getting started with Davis 
as a mentor helped Arentz decide what 
direction to take in photography. 

OP: What did you learn from Davis about 
photography that made the most impact 
on your approach to the medium?

Dick Arentz: In the early ’70s, as aca-
demics began to assert their control, the 
giants in the teaching of photography 
such as Adams, Minor White, Henry 
Holmes Smith, Philip Hyde and others, 
were seeing the end of their direct infl u-
ence on the medium. It was the era of 
the “snapshot.” I remember looking at 
endless photos of the students’ signifi -
cant others sitting naked on a bed. Phil 
was obviously disinterested and began 
refusing to review portfolios. 

He took me through some of the 
non-silver processes. I made my fi rst 
platinum print in 1973. Later that year, 
I moved my family to Flagstaff to open 
a practice where I would have time off to 
photograph. In 1980, I went from Flag-
staff back to Ann Arbor to help Phil fur-
ther the platinum process. The catalyst 

was a commission he had received to 
reprint a portfolio of Karl Struss, a pho-
tographer and the fi rst Academy Award 
winner in cinematography. Davis and I 
went back to the original literature of 
1873-1875, particularly that of Captain 
Pizzighelli and Baron von Hubl. We 
re-created their formulas and duplicated 
their work. I was hooked.

OP: What inspired you to transition fi rst 
into being a part-time and then a full-
time photographer?

Arentz: The dream of becoming a full-
time photographer was quickly extin-
guished by the presence of three little 
hungry mouths to feed. I know many 
photographers got their start with the help 
of working spouses or family money. I 

MASTER OF

PLATINUM 
An interview with fine-art 

photographer and expert platinum 
and palladium printer Dick Arentz

BY DAVID LELAND HYDE
PHOTOGRAPHY BY DICK ARENTZ
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had no source of funds and it seemed 
unfair to have my wife leave her posi-
tion as a full-time mother when I had 
such earning capacity. When I chose 
to relocate in Flagstaff, I knew that the 
population would probably not support 
a full-time specialty practice. Initially, I 
was in the offi ce four days a week, which 
allowed three for my photography. I also 
taught part time at Northern Arizona Uni-
versity and used that salary to subsidize 
my photography. I went eight years, from 
1973 to 1981, without selling a print.

Following my 1980 visit with Phil, I 
withdrew from silver printing. I attempted 
to answer many of the unanswered ques-
tions and old wives’ tales about platinum 
printing. When I got started, it appeared 
that I couldn’t quit, as answers led to 

more questions. After three years, I felt 
that I was ready to exhibit my fi rst Pt/Pd 
prints. With that, my career took off and 
it became apparent that I needed more 
time for my photography. I brought in 
a young partner in 1981 and went to a 
half-time position myself. Eventually, my 
surgery practice subsidized my income 
from photography. I fi nally retired com-
pletely from my practice in 1996.

OP: Early on, did you study the masters 
such as the Westons, Ansel and others? 
Who had the most impact on you?

Arentz: Although I never met Edward 
Weston, his writings had a signifi cant 
effect on how I viewed photography 
and my own work specifi cally. I also 
had a contact with Minor White, who 

expanded my mind even further. By 
the time I fi nally met and studied with 
Ansel Adams, I had some defi nite ideas 
where I was going. Although much of 
my early work was traditionally land-
scape, I gained confi dence to add a bit 
of myself into each image. There was a 
then overworked term worth reconsid-
ering now. It’s that of a “photographic 
metaphor,” wherein the printed image 
becomes something more meaningful 
than the subject. This concept we owe to 
Edward Weston and his contemporaries.

OP: You said my father was a major infl u-
ence. Having taught with him for years, 
how did you infl uence each other? 

Arentz: I had three mentors named Phil, all 
born in approximately 1920. The fi rst was 

Fairy Glen, Wales, 1986.
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an oral surgery resident. The second, of
course, was Phil Davis, who gave me the 
necessary technical expertise to become a 
photographer. I got to know Philip Hyde 
during the canyon workshops we co-led 
in 1977-1979. Afterward we became good 
friends. Your dad was the opposite of the 
beastly Robert Louis Stevenson’s character 
Mr. Hyde: kind, considerate and generous, 
except to those poor souls who intimated 
somehow that photography was an easy 
subject to learn and practice. Then, Phil 

Hyde metamorphosed into Stevenson’s 
Mr. Hyde complete with fangs, leaving his 
subject quaking in the onslaught.

When I called Phil to describe the 
humiliation I had undergone while trying 
to acquaint the folks at the University of 
Arizona Photography Department with 
the subject of photo sensitometry, he said, 
“March to your own drummer.” That say-
ing has accompanied me every time I was 
reminded that my work didn’t meet the 
present trends of the art. 

OP: Did you discuss silver printing com-
pared to platinum and palladium with 
Dad? Did you talk about black-and-white 
versus color? 

Arentz: One of the things that made your 
dad a great color photographer was that 

he started in monochrome. Working in 
only shades of gray or sepia develops a 
sense of structure, which is lacking in 
many colorists. An interesting exercise is 
watching some of the Ted Turner color-
ized versions of black-and-white movies. 
It detracts rather than adds. Conversely, 
try putting on a color fi lm and remove the 
color. In most cases, it becomes deadly 
boring. There’s no structure. That can’t 
be said of a Hyde photo.

The similarity between Pt/Pd printing 

and color dye transfer is that they’re both 
crafts that demand hands-on implementa-
tion. When there’s a craft usually there’s 
caring. There are also imperfections, the 
“warts,” that come with non-mechani-
cal processes.

OP: How do you choose your photo-
graphic subjects?

Arentz: Prior to my Bernheim Fellowship 
and three years’ work in the mid-South, 
I began to prefer the “hand of man” in 
my images. I noted this while doing 
the Four Corners Country, 1978-1981, 
where my early photographs of natural 
landscape began to show structures of 
varying types.

I consider my 1988-1991 work 
in Kentucky, West Virginia and the 

adjacent areas some on my best. I was 
breaking free of the western landscape 
that, for me, was becoming stale. This 
change was further enhanced by my 
work in Ohio related to my Columbus 
Museum of Art Fellowship. I thrive on 
change, but in tiny steps. I’m not going 
to revolutionize the fi eld of photogra-
phy. I’m more like the Energizer Bunny 
plodding on. On that note, I returned to 
photographing in Europe, which I began 

in 1978. It represented to me another 
refreshing change in subject matter, so 
much so that I’m still immersed in it 
30-some years later. 

OP: What’s your approach to photography, 
and what are you intending to express in 
your photographs?

Arentz: For some photographers, partic-
ularly early on, there seems to be a need 
to “justify” an image. This is partly due 
to the academic infl uence, where ver-
balization is encouraged. A good image 
doesn’t need to be spoken to. I don’t like 
to talk about my images in descriptive 
terms. My goal is to connect with the 
sensory perceptions of the viewer. My 
observation is that with the rapid accel-
eration of norms and overstatement, and 
the shortening of attention spans, much 

Yellow Maples, Bernheim, Kentucky, 1988.
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Bryce Canyon National Park, Utah, 1986.

The “Blade,” Canyon de Chelly National Monument, Arizona, 1983.



Water Lilies, Kapaa, Kauai, Hawaii, 1987.

Indian Wells, California, 1984.
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of the contemplative aspects of the arts 
are being lost. I’ve said that the secret 
to understanding a Weston photograph 
is to pour a bit of single malt scotch 
in a tumbler, put on Bach and look at 
each image for a minimum of 60 sec-
onds. One develops a sense of aware-
ness that comes with practicing three 
acquired tastes.

OP: Large-format photographers online 
have commented that your book is the 
quintessential volume on platinum and 
palladium printing. What did you set out 
to do in your book?

Arentz: As I said, I began to show my 
Pt/Pd prints after three years of research. 
Later, in 1985, I found the temerity to 

write down my experiences learning from 
my students in dozens of workshops, fi rst 
in a three-page outline, then in a spi-
ral-bound booklet and fi nally in the form 
of the present second edition of Platinum 
& Palladium Printing. What makes my 
book unique is the compilation of years 
of work and practical experience by my 
many students and myself. 

Certainly, my scientifi c background 
helped in doing my research, using a 
logical series of methods, as well as the 
understanding of the chemistry and other 
technical matters. One of the side plea-
sures was to blow holes in some technical 
books written by MFAs. One example is 
Overexposure: Health Hazards in Pho-
tography, an alarmist publication written 
by two authors, the most scientifi c of 
which had an MA in public health. It 

scared art students and others with no 
scientifi c background to the point that 
they became fearful of some of the pro-
cesses. I devoted a major portion of one 
chapter of my book to discussing the 
safety of chemicals with Reasonable and 
Prudent Use.

OP: As seen in your books, you fi nd beauty 
in subtle ways and in places most peo-
ple would never notice it. How does the 
platinum and palladium process aid in the 
execution of your unusual vision?

Arentz: Following your father’s advice 
of “marching to your own drummer,” 
whenever I think of the possible salability 
when focusing on a subject, I’m able to 
put that out of my mind. My purpose 
is to communicate and elevate. Obvi-
ously, I was aided by having a degree 

of fi nancial stability. However, I could 
never pander to public trends. I would 
rather do something else. Perhaps that’s 
one of the reasons I haven’t achieved 
more notoriety. 

OP: My understanding is that the title of 
your book, Italy Through Another Lens, has 
a double meaning: You not only saw Italy in 
a different way, but you also switched from 
large-format fi lm to digital. Do you plan 
to continue to use a large-format camera 
at times, or have you gone over entirely 
to digital?

Arentz: I had been making silver contact 
prints using Azo and the Weston Amidol 
method of development. So it wasn’t a 
major task to begin with another contact 

printing process. I was also able to go 
into my library of negatives to fi nd those 
suitable technically and visually for Pt/
Pd printing. 

The “feel” of my work is the result 
of practicing a contemplative form of 
viewing and composing, as well as avoid-
ing the digital trap of over-sharpening. 
In some of my European work, I was 
aided by a particular Leica lens made in 
Canada that had aberrations when used 
at the maximum opening of ƒ/1.4. I add 
fl are to approximate uncoated view cam-
era lenses. I believe that I exposed my 
last sheet of fi lm in 2003 and I’ve gone 
entirely digital. 

OP: What aspect of learning digital and 
making digital images to the same exacting 
standards as large-format photography has 
been diffi cult for you? Is it much harder or 
more complicated to make platinum and 
palladium prints from digital photographs?

Arentz: Good digital photography isn’t 
easy. Those who think that it is haven’t 
fully explored it. It involves learning 
and mastering a new language, not 
just to become profi cient, but fl uent. 
Understandably, photography involves 
only a segment of Photoshop and the 
related tools. It’s easy to be careless. I 
approached it with respect and, just as 
with Pt/Pd printing, I didn’t exhibit until 
I thought that I was ready. Just as with 
platinum, it took a number of years. In 
addition, I had a great tutor, Mark Nelson, 
with whom I teamed up to do workshops. 
As before, I learned from the students, 
more so because I’m not of the digital 
generation. In fact, at the beginning, I 

thought that a pixel was some sort of 
handle or something. 

OP: Back when you were working in 
large-format fi lm, you made an average 
of one image a day. How many do you 
make a day now? Have you carried over 
some of the large-format approach to your 
digital work?

Arentz: I’m still rather contemplative. 
Now traveling in the UK, I went fi ve days 
before I made an exposure. However, 
when I see something I, too, practice 
“diarrhea of the camera.” Interestingly, 
it’s usually the fi rst that are the best.

OP: What is Piezography, and how is it 
produced? How does this new direction 
complement your platinum and palla-
dium work?

Arentz: This is a comprehensive sub-
ject. Historically, I began to print from 
digitally generated negatives as oth-
ers did. For about six years, I taught 
workshops on the subject with Mark 
Nelson. I believe that the Pt/Pd print 
made from an in-camera negative was 
the “benchmark” to emulate. I also soon 
learned that, for me, it was an unap-
proachable goal. 

My wife, also a photographer, passed 
away in 2011. I arranged for a memorial 
exhibit of her work in 2012, which I 
would print. Hopefully, we would sell 
the images to help fund a scholarship 
in her name. It became apparent that the 
cost of a Pt/Pd print made it unafford-
able for most people. I began to further 
explore Piezography, which uses seven 

carbon inks, rather than color inks, in 
a dedicated Epson inkjet printer. I was 
impressed, particularly because I had 
come to the conclusion that, with my 
work, a Pt/Pd print made from a digital 
negative wasn’t an adequate substitute 
for a fi lm negative. I found that a well-
made Piezography print had a charac-
ter all its own. It wasn’t a substitute for 
something else. Of course, it doesn’t 
have the platinum pedigree for market-
ability. Again, I got into mastering a pro-
cess. And, again, as with good digital 
work, it wasn’t easy. OP

Follow David Leland Hyde’s blog at 
LandscapePhotographyBlogger.com. 
See more of Dick Arentz’s work on his 
website, dickarentz.com.
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FROM

I
 
developed my first roll of film and saw my first 
black-and-white print appear under the red light of a 
darkroom in 1972. I was 12 years old. My life would 

never be the same; I was hooked. Now, 44 years later, 
I’m still making prints in a darkroom, although my 

methods have changed. 
The rise of digital photography as a tool for making photo-

graphs has resulted in a paradigm shift in the making of the 
photographic image. For roughly the first century-and-a-half 
of its existence, the word photograph was more or less syn-
onymous with the word print. If you wanted to see what the 
camera saw, a print had to be made. Sure, there were color 
slides, but those too were physical objects that could be held 
in one’s hand after being returned from the photo lab. You 
had to wait.

Once the quality of the digital image reached a high enough 
level, more and more photographers abandoned their dark-
rooms and the endless hours spent in the red light waving their 
hands and mixing chemistry to produce the magic that’s the 
chemical photograph. They have traded that experience for 
hours staring at a glowing monitor, manipulating images on 
the screen using a whole new kind of magic. A combination 

DIGITAL

PLATINUM

Explore classic analog 
printing techniques for your 
black-and-white images
TEXT & PHOTOGRAPHY  
BY KERIK KOUKLIS

Pond, Shingle Springs, California (2015).

Prints 

Files
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of hardware and software allows us to 
work with electrons and data rather than 
precious metals and chemistry. And this 
change was revolutionary, not evolution-
ary, in its dizzying pace. 

Sure, there are still a few holdouts who 
only shoot film and only make prints in 
a darkroom, but that number continues 
to dwindle. Most old enlargers are given 
away, sold for pennies on the dollar or 
delivered to a recycling facility. However, 
from this revolution in image-making and 
the desire to hang onto the handmade 

object, a new approach to photography has 
evolved and has become known as hybrid 
photography: the combining of digital and 
analog methods to achieve the goal of a 
handmade, chemically-processed print.

The digital negative, which is the link 
between a digital image and an analog 
print, was pioneered in the late 1990s 
by Dan Burkholder. His groundbreaking 
book, Making Digital Negatives for Con-
tact Printing, published in 1999, laid the 
path for what has followed. At that time, 
inkjet printers weren’t capable of creating 

negatives with enough density to make 
prints in many of the so-called “alterna-
tive processes.” These include platinum, 
palladium, cyanotype, Van Dyke Brown, 
gum bichromate and many more. These 
processes are only sensitive to ultraviolet 
(UV) light, and therefore can only be made 
through contact printing. Enlargers do not 
have the capability to put out enough UV 
light for these processes, so your negative 
must be the same size as your print. 

Back then, we made digital negatives by 
taking files to a service bureau and having 
them output on an imagesetter, a machine 
that exposes a digital image onto litho-
graphic film. This was an expensive under-
taking. For example, a 16x20 negative cost 
roughly $50 to $75 for output. This was 

years before the first decent DSLR, so you 
were likely working from an original film 
negative as a starting point. A good drum 
scan would run $30 to $50. Do the math—
it was a pricey way to work. At that time, 
I was primarily shooting large in-camera 
negatives, 8x10 through 14x17 inches. I 
would only make a digital negative if the 
original negative was damaged or had a 
serious flaw that would show in the print.

As the revolution progressed, inkjet 
printers improved by leaps and bounds, 
and photographers came up with clever 
ways to squeeze the needed UV density 
out of the printers to make prints with 
these processes. For me, the breakthrough 
was the Epson 3800, released in 2009. In 
my opinion, this was the first printer that 
made digital negatives that rivaled film 
negatives in quality. There were earlier 

ABOVE: The digital negative’s greenish color is the result of the mix 
of inks used to create the needed UV density. LEFT: The final print 
hanging to dry. LastLight, Yosemite, California (2016).

Dogwood Blossom, Yosemite Valley, California (2016).
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models that worked well enough, but the 
3800 set a new standard. Since then, print-
ers have continued to improve.

Today there are several dedicated sys-
tems for making digital negatives on the 
market. Some people take a DIY approach 
and use the Advanced Black & White 
mode (ABW) within the Epson printer 
driver to make their digital negatives. I 
use a program called Quad Tone RIP. This 

application, written by Roy Harrington, 
was originally intended for making black-
and-white inkjet prints from digital files 
and it works extremely well for that. QTR 
takes control of the printer away from the 
Epson driver and enables the user to con-
trol how each individual ink is used, to mix 
the colors to maximize UV density. The 
one drawback is that QTR only supports 
Epson printers, so if you have a different 

brand of printer that you love, look to other 
systems for making digital negatives.

Since about 1990, my printing processes 
of choice have been platinum/palladium 
(Pt/Pd), and Pt/Pd combined with gum 
bichromate. The Pt/Pd printing process 
was invented by William Willis in the 
1870s and patented commercially in 1879. 
By the turn of the century, platinum prints 
were very popular, valued for their beauty 

PROCESS SUMMARY
Because they’re primarily sensitive 

to UV light, platinum/palladium and 
many of the other handmade printing 
processes can be done without a true 
darkroom. All you need is a room with 
no window light, fluorescent lighting 
or other potential sources of UV light. 
Standard incandescent bulbs (if you can 
find them) or low-UV LEDs can be used 
to light your darkroom. Some people 
use yellow bug lights as safelights. 

In order to make appropriate digital 
negatives, you’ll need to calibrate 
your system, taking into account your 
process of choice, monitor, printer and 
your UV light source. This can be the 
most painstaking part of the workflow, 
but once calibrated, printing becomes 
much easier and more efficient. The 
following applies to the platinum/palla-
dium process, with crossover to many
of the other processes.

1. Making the photograph. Whether you
shoot film or digital, you want to
capture as much of the tonal range
of a scene as possible. With digital,
this may require HDR techniques,
but I rarely need to resort to that in
the types of light in which I like to
photograph.

2. Digital Processing. Process your image
as you normally would, but include a
step to convert to black-and-white.
There are many ways to do this in
Photoshop and Lightroom. Once
you’re calibrated, you’ll need to pay
close attention to upper highlight and
lower shadow values as the glowing
screen can easily fool you on either
end of the tonal scale.

3. Negatives. I make my negatives using 
QTR and print onto Pictorico OHP 
transparency film.

4. Chemicals. Platinum/palladium is a
relatively safe process compared to
processes that include dichromates
or volatile chemicals like those used
in wet plate collodion. Still, safe
and proper handling and disposal
of the materials is just being smart.
You should work in a well-ventilated
room and wear appropriate protec-
tive gear like goggles and gloves.
There is a wealth of information on
the Internet about managing chem-
ical hazards. The process is also
quite easy to do. With a calibrated
negative and the proper paper and
chemistry, the rest is child’s play.
One of my kids made and sold her
first print when she was 13.

5. Exposure. I use both a homemade 
UV source containing 12 four-foot 
fluorescent UV tubes and a Nu-
Arc Plate Burner. Exposure times 
in my UV box are in the six- to 

eight-minute range. I’ve recently 
heard of people making their own 
UV light sources with strips of UV 
LED lights. You can also print using 
the sun, but it will be unpredictable 
and will become frustrating in no 
time. Commercially produced UV 
sources are also available.

6. Processing. The developer I use for 
platinum/palladium is potassium ox-
alate. When the print is placed in the 
developer, the image appears almost 
immediately. Development is com-
plete in less than a minute. Leaving 
it longer has no discernible effect on 
the print. The print is then cleared 
first in a solution of disodium EDTA, 
then two baths of Heico Perma 
Wash or Kodak Hypo Clear. There’s 
a final wash of 15 to 20 minutes. The 
prints are then hung on a line until 
damp, then placed face up on drying 
screens for final drying. 

Coating fine art paper with the platinum/palladium solution. Photo by Carol Kouklis.



52 Outdoor Photographer outdoorphotographer.com

and permanence. Platinum and palladium 
are two of the most inert elements in exis-
tence, which provides for the archival sta-
bility of these prints. With the onset of 
World War I, platinum family metals were 
hard to come by in the U.S. and platinum 
papers had to be imported from Europe. 
By 1941, commercially produced plati-
num papers were no longer available. 

Contemporary printmakers who desire 
the unique and beautiful qualities of this 
process create their own printing paper by 
mixing the light-sensitive chemicals and 
coating their paper by hand. Many print-
makers thrive working this way, gaining 
both technical control and personal satis-
faction from this handmade approach to 
photographic printmaking. 

The process involves mixing small 
quantities of a sensitizer solution (ferric 
oxalate) with solutions containing the 
platinum and/or palladium metals. This 
mixture is then applied to fine rag paper or 
other media, using either a brush or a glass 
rod, which evenly spreads the solution 
across the paper. Once dried, the paper 
is exposed to UV light in contact with a 
negative the size of the desired print. After 
exposure, the print is developed, cleared 
of residual chemicals and then washed.

I worked this way for many years, with 
in-camera negatives made from increas-
ingly larger view cameras up to 12x20 
and 14x17 inches. Now that most of my 
prints are made from digital negatives, my 
prints have gotten much larger (I print up 
to 20x30 inches), and my camera much 
smaller. I currently use a Sony a7R II for 

digital work, which has more than enough 
resolution to make digital negatives of 

that size. I’ve also recently begun shoot-
ing 8x10-inch film again and have been 
printing directly from those in-camera 
negatives. Yes, I use my largest camera 
to make my smallest prints. Go figure.

Now is perhaps the best time in the 
history of photography to be working in 

this medium. While we lament the loss of 
classical films and papers when they go 

away—most recently Fujifilm FP-100C 
instant film, for example—modern tools 
provide us a link to the early days of 
photography and enable us to use these 
beautiful processes to produce our work. 

The digital negative has been the major 
factor in the revival and increasing pop-
ularity of the historical “alternative” pro-

cesses. Papers specifically designed for 
these printing techniques are now being 
made by Hahnemühle, Legion Paper,
Arches and others. In my nearly 30 years
working in these processes, that’s a first.
For many of us, sending data to an inkjet
printer just doesn’t scratch the creative itch
in the same way that creating a handmade
print in the darkroom does. OP

Kerik Kouklis is a fine art photogra-
pher, educator and printmaker from 
Northern California. His work has 
been exhibited widely and he has 
taught workshops in alternative pro-
cesses for nearly 20 years in various 
locations around the U.S., Canada 
and the U.K. See more of his work at 
www.kerik.com.

SUGGESTED SUPPLIERS
Bostick & Sullivan, 
bostick-sullivan.com. Premier 
supplier of all things alt-process: 
chemistry, paper, equipment, 
etc. I’ve been working with their 
materials for decades. Great 
customer service.

Photographer’s Formulary, stores.
photoformulary.com. Supplier of 
chemistry, paper and equipment 
for most processes. They also 
have a great workshop facility and 
an extensive workshop program. 

(I’ve been teaching there for many 
years.) 

Artcraft Chemicals, 
artcraftchemicals.com. Supplier of 
chemistry for most of the alternative 
processes, specializing in wet plate 
collodion.

Freestyle Photographic, 
freestylephoto.biz. Supplier of 
all things analog—film, paper, 
chemistry, equipment, including 
supplies for many of the alternative 
processes.

Two Birds, Placerville, California (2015). From a digital negative, originally shot on 120 film.
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BEHIND THE SHOT

Mesquite Dunes, Death Valley 
National Park, CaliforniaDesert Waves

Text & Photography By Jennifer Fraser
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Nikon D800, AF-S Nikkor 24-70mm ƒ/2.8 ED. Exposure: 1/60 sec., ƒ/11, ISO 125.

R
ight light, right place, right gear, 
right settings—how many of 
these conditions ever happen 
by chance? When all come to-
gether by luck, it really seems 

like magic. That wasn’t the case with this im-
age, however; this was an image I “stalked.”

To prepare for this image, I planned a trip 
to Mesquite Dunes near Stovepipe Wells, in 
California’s Death Valley National Park, in 
midweek of early spring, hoping I’d avoid 
the crowds. The afternoon before the shot, 
I drove by the dunes to figure out where I 
should park the next morning and to esti-
mate how long it would take to drive from my 
campsite in order to get there at least an hour 
before dawn to hike out and set up. I drove 
back, checked the chart for sunrise time and 
set my alarm clock. 

The next early morning I pocketed my 
Rocket Air Blaster, in case of blowing sand, 
and headed out. I drove to the site counting 
the miles, parked, turned on my headlamp 
and walked out in the direction of the dunes. 
The only factor I hadn’t accounted for was 
the difficulty of trudging up dunes in deep 
sand for half a mile, but I certainly was alone!

Fortunately, a wind had come up the pre-
vious night, blowing away many of the foot-
prints, and as the predawn light seeped into 
the sky, the ridges in the sand began to ap-
pear in deep shadow. 

I set up my tripod and discovered that 
the lower the tripod, the more dramatic the 
ridges. Focusing a third of the way into the 
distance to maximize depth of field, I began 
shooting, making sure to bracket the shots. 
Every minute the changing light created new 
angles, new shadows, new compositions, 
and I was dizzy with the possibilities. When 
the sun came over the mountain, the park-
ing lot began to fill up, as hikers and pho-
tographers flooded in. That was okay—I was 
packing up by then.

It was certainly one of the most magical 
photographic experiences I’ve had. The 
shots required very little post-processing in 
Photoshop: converting to black-and-white, 
adjusting the shadows for a true black and 
deciding whether or not to keep the tiny rock
in shadow on the left. I kept it. OP

See more of Jennifer Fraser’s work at 
jenniferfraser.zenfolio.com.
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Exploring the
biodiversity of
Mato Grosso do Sul

W
hat equipment to bring and what to leave at
home is a balancing act I perform every time
I pack for a location assignment. If I don’t
have it, I can’t use it, but carrying too much

equipment can slow my response time to a photo op. Just
missing a Cartier-Bresson “decisive moment” is a frustration
that we all share. Anything I can do to reduce the frequency
of those occurrences works in my photographic favor. I’ve
found that having an up-to-date equipment checklist makes
packing more efficient and lessens the chances of leaving
important items behind. It’s one thing to find a replacement
camera battery charger on Amazon.com; it’s quite another
to locate one when you’re in the actual Amazon.

 Brazil 
Beyond 
 the 
Amazon

TEXT & PHOTOGRAPHY 
BY MARK EDWARD HARRIS
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The Gruta do Lago Azul (Blue Lake Cave) in Bonito.
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While not going to the Amazon on my 
third trip to Brazil, I’m venturing into the 
relatively off-the-beaten-track, biodiversi-
ty-rich regions of the Pantanal and Bonito 
in the state of Mato Grosso do Sul. 

To get a clearer picture of what to 
put into my camera backpack for this 
particular trip, I solicit the advice of 
Bonito-based photographer Daniel De 
Granville, who runs a number of spe-
cial-interest tours ranging from birding to 
photography through his company, Photo 
in Natura. His response to my query: “For 
birds you will encounter here, the lon-

ger the better. At least a 300mm with a 
tele-extender. A 400mm or 500mm, even 
better. For caves, the wider the better. For 
the rivers, an underwater housing.” I add 
to this list a 3-pin Type N and a 2-pin 
Type C electrical plug adapter to secure 
recharging power for my computer and 
camera batteries. 

In terms of when to go, Granville says 
that in and around-Bonito, animal spot-
ting is at its best August through Octo-
ber, when many species are breeding. The 
Pantanal has a slightly different schedule 
with the dry season—July and August—
forcing animals to forage further from 
their secluded homes in the wetlands. 
Those same months are also popular for 
jaguar-spotting safaris around Porto Jofre 
along the Transpantaneira Road in the Pan-
tanal, with a new program being developed 

further south by the Caiman Lodge in the 
city of Miranda.

The most practical way to explore the 
Pantanal, the world’s largest tropical 
wetland, is by boat. This World Heritage 
Site is formed by 175 rivers and home to 
approximately 720 species of birds, 89 
kinds of mammals, 230 varieties of fish, 
52 types of reptiles and an equally diverse 
flora system. I board Joice Pesca e Tur’s 
12-cabin Kayama VIP to sail down the 
Paraguai (Paraguay) River from Corumbá 
to Porto da Manga. 

After my first Pantanal sunset, I board a 
smaller boat for a caiman spotlighting tour. 

Using two flashlights as my only sources 
of illumination, I’m able to get up close but 
not too personal to these Alligatoridae in 
their natural habitat with my 24-70mm. I 
have the captain of my little dingy turn off 
the engine, then use a paddle to maneuver 
to the optimal shooting angle to reduce 
the possibility of camera shake—as well 
as avoid scaring off my subject. 

I use two “old school” flashlights with 
incandescent lamp bulbs, which balance 
well with the residual ambient after-sunset 
light with its warmer tones. A variable 
Kelvin temperature LED lighting unit, or a 

daylight balanced one with a warming gel, 
would also work well in this environment. 

The next morning, we awake anchored 
in Port Manga and board a safari vehi-
cle for a journey that crosses through the 
heart of the Pantanal. Between the dinghy 
landing and the San Jao Lodge, there are 
a number of photo ops with capybaras, 
giant otters, caimans, herons, macaws and 
dozens of other species. Two more days 
are spent in the Pantanal, each capped with 
spectacular sunsets. 

The main gateway for the Pantanal  
is the airport at Corumbá, while Bonito 
is serviced by several weekly flights 
directly into Bonito Airport or a num-
ber of daily flights into Campo Grande  
International Airport.

From Corumbá, Bonito is a 217-mile 
drive to the southeast, transitioning from 

MARK EDWARD HARRIS’

BRAZIL GEAR
• Nikon D800

• Nikon D810

• AF-S NIKKOR 14-24mm ƒ/2.8G ED

• AF-S NIKKOR 24-70mm ƒ/2.8G ED

• AF-S NIKKOR 70-200mm
ƒ/2.8G ED VR II

• AF-S NIKKOR 300mm ƒ/2.8G ED VR II
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A caiman in the Pantanal.



A waterfall on the 
Mimoso River in 

the Estancia 
Mimosa Private 

Reserve in Bonito.
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the flat Pantanal landscape to the low 
mountains and limestone outcroppings 
of the Bodoquena Range.

With the Zagaia Eco Resort as a base, 
I venture forth to explore Bonito’s rivers, 
caves and diverse wildlife. The Bonito 
Field Guide (Maritaca Expeditions) is 
extremely helpful in plotting out a pho-
to-focused itinerary. 

Bonito has two particularly photogenic 
caving opportunities. The Ahumas Abyss 
is accessed by rappelling 236 feet down to 
an underground lake with limestone for-
mations, while the nearby Gruta do Lago 
Azul (Blue Lake Cave) can be accessed 
by foot. My go-to lens for cave shots is a 
14-24mm. To avoid camera shake, I lock 
up the mirror, then trigger my shutter with 
a cable release. To capture my fellow spe-
lunkers emerging from the Ahumas Abyss, 
I switch to my 24-70mm, get my ambient 
reading for the cave, then used fill flash 
to pull them out of the shadows. A 1/2 
Color Temperature Orange gel over the 
flash head seemed to be a good Kelvin 
color temperature balance with the cave’s 
ambient light.

The next morning’s two photo opportu-
nities require a completely different set of 

tools. Soon after dawn at Bonito’s Buraco 
das Araras (Macaws’ Hole), dozens of 
pairs of red and green macaws take to 
the sky from a large sinkhole. The hike 
to the viewing platform reveals toco tou-
cans, Amazonian motmots and parakeets 
in the surrounding trees. As Granville had 
suggested in terms of lenses, the longer 
the better. While my 300mm with a 1.4 

tele-extender was my setup, a 500mm, 
if I had one in my arsenal, wouldn’t 
be overkill.

At nearby Recanto Ecologico Rio da 
Prata, I use an underwater camera hous-
ing while snorkeling in the limestone-fil-
tered crystal clear waters of the Rio Olho 
d’Água. Drifting downstream with the 
current, I share the water with 60 species 
of fish, including the pacu and shovelnose 
catfish. Another opportunity for this type 
of exploration is available on the Sucuri 
(Anaconda) River. 

To protect the environment, snorkelers 
at both locations aren’t allowed to wear 
suntan lotion or insect repellent. At other 
times, wearing earth- or light-colored 
long-sleeved shirts and applying insect 
repellent after putting on sunscreen will 
reduce the odds of contracting the Zika 

or other mosquito-transmitted viruses. 
Before departing the U.S., I treated my 
clothes with Permethrin, which will last 
for three wash cycles.

On my last day in Bonito, I follow a 
hiking trail on the Estancia Mimosa Pri-
vate Reserve, leading to a series of water-
falls. With the camera locked down on 
a tripod, I experiment with a polarizer, 

then a neutral density filter, to find just 
the right amount of blur for the descend-
ing water. The polarizer wins out in this 
particular case, with exposures between 
one and two seconds being enough for the 
desired effect. The journey to the water-
falls is definitely part of the destination, 
with blue-crowned trogons and motmots, 
helmeted manakins, capuchin monkeys, 
and an agouti and tarantula spotted along 
the way. 

While the Amazon and Iguazu Falls 
are meccas for overseas nature-lov-
ing photographers, the hidden gems of 
the Pantanal and Bonito are worthy of
extended exploration. OP

See more of Mark Edward Harris’ work 
at MarkEdwardHarris.com and on Insta-
gram @MarkEdwardHarrisPhoto.

Macaws fly across Bonito’s Buraco das Araras (Macaws’ Hole).
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out-of-focus composition.
The shift function of these lenses is

less well known. I like to use it for cap-
turing panoramas, where the position of
the camera body is fixed, but the lens is
shifted all the way to the left, centered,
and then shifted all the way to the right.
The three images will match perfectly for
a panorama rendering, even if the camera/
lens is pointed significantly up or down.
This works the best with APS-C-sensor
cameras, as the difference of the shifts is
more pronounced.

Further, the shift function of a wide-an-
gle tilt/shift lens can solve the problem of
inward-leaning distortion of vertical ele-
ments in a composition that results when
pointing the lens upward, such as when
photographing architectural elements of

a building or trees in a landscape. The
perspective can be corrected by leveling
the camera/tilt-shift lens combination,
then raising (shifting) the front of the lens
until the tops of the vertical features are
in the frame.

The available focal lengths of T/S lenses
are 17mm, 24mm, 45mm and 90mm for
Canon cameras and 24mm, 45mm and

85mm for Nikon users. Schneider, Roki-
non and Lensbaby also make T/S lenses.
For landscapes, I regularly use the 90mm
and 24mm Canons. I find the 45mm to be
the least useful for nature photography.

But, wait, there’s more. You can use
diopters or extension tubes on T/S lenses
(primarily the 85mm/90mm versions) to
increase their macro capabilities. And,
of course, you can focus-stack your T/S
captures to achieve even greater DOF,
such as in a typical landscape featuring a
foreground of tall, bright blossoms, mov-
ing across a cascading stream, extending
into a larger field of flowers where a bear
and her cubs pause, motionless, through
an evergreen forest, against a backdrop
of pink-tinged snow-covered mountain

peaks and a rosy, cloud-streaked sky. In
my dreams. OP

Get A Free Subscription!
Submit your Tech Tips questions to 
TechTips@GeorgeLepp.com—if your 
question is selected for publication, you’ll 
receive a free one-year subscription to OP!

Learn about George Lepp’s upcoming 
workshops and seminar opportunities on 
his website at GeorgeLepp.com.

(Cont’d from page 21)
tech tips

tweak tones using the Mixer panel, then
make global adjustments in Highlights
and Shadows, etc. Although Lightroom’s
Adjustment Brush is a powerful option,

I’m used to Photoshop’s options, espe-
cially for local masking, so I finish and
save my files as PSDs.

Before I started writing this article, I
posted a general survey asking what pref-
erences folks had for black-and-white
conversion. Besides the Adobe products,
Nik’s Silver Efex Pro has been a favorite
of many and is now a free download from
Google. Others preferred Topaz Lab’s
B&W Effects. Another option comes
from Macphun called Tonality. I tried it
out and really liked the Layers option,
which allow for local adjustments that can
quickly be turned on and off to see the
effects. Each software choice is powerful
and provides presets that help you explore
creative directions. Since I started out with
Photoshop, and used Lightroom from its
beginning, I am still more comfortable

with those products, but I encourage you
to explore all options.

Whatever your path in photography, cre-
ating images that connect you and your
viewers with your experience is the ulti-
mate goal. Black-and-white photographs

by the masters resonated strongly with me
as a college student, even though color
was my main path. The digital conver-
sion options for my captures, even for my
scanned 4x5 film files, have given me a
divergent path, an ongoing theme for my
black-and-white landscape photography
which I entitle “Meditations in Mono-
chrome”. If the black-and-white spirit
moves you, too, try out these software
options and develop your own theme of
monochromic landscapes. OP

Find William Neill Photography on 
Facebook to follow his latest images. For 
information about William Neill’s books, 
posters and workshops, visit WilliamNeill.
com and sign up for his newsletter updates. 
You can find his ebook, Meditations in 
Monochrome, in his online store.

(Cont’d from page 25)
on landscape
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NEED 
FOR  SPEED BY GEORGE D. LEPP

WITH KATHRYN VINCENT LEPP

Some might think that because I’m a Canon Explorer 
of Light, I’ve always got a full stable of Canon’s 
latest, greatest cameras and lenses. In fact, I’ve 
got to make the same hard choices you do about 

photographic equipment purchases, and any upgrade has to 
be worth the cost in terms of advancing the capability and 
quality of my work. In landscape applications, I’ve looked 
for high-resolution, full-frame sensors and found my most 
recent dream machine in the 50-megapixel EOS 5DS R. 
But for action—be it fl ying birds, pronging antelope or 
humans engaging in outdoor recreation—I need speed, 
and Canon’s new EOS-1D X Mark II delivers.

When I talk about a camera’s “speed,” I’m referring 
to a set of internal functions that enable the wildlife and 
sports photographer to capture a fast-moving subject in a 
wide range of conditions. These functions include capture 

Field testing the incredibly fast 
Canon EOS-1D X Mark II 

A buffl ehead duck walks on 
water at Oregon’s Klamath 

National Wildlife Refuge. 
EOS-1D X Mark II, Canon EF 
500mm ƒ/4L IS II USM with 
Canon Extender EF 1.4X III 

(700mm). Exposure: 1/3000 
sec. at ƒ/11, ISO 3200. 
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rate (frames per second), autofocus that 
reacts quickly and stays with the subject, 
expanded ISO capability to allow faster 
shutter speeds with minimal image noise 
and aperture settings that achieve ade-
quate depth of field (DOF), and a buffer 
with sufficient capacity to hold a large 
number of RAW frames before it fills and 
halts or delays the progression of cap-
tures. Speed of operation encompasses 
the overall handling of the camera, too. 
I’m looking for design that’s intuitive 
and customizable for different applica-
tions and subjects. And now there’s a new 
standard for DSLRs: a 4K and HD video 
component with a high frame rate—and 
the possibility of in-camera frame cap-
tures from video. These are the functions 

and features I tested in the field with the 
new flagship camera.

Spoiler Alert:  
I Really, Really Like It

Over the last few months, I put the 
EOS-1D X Mark II through its paces in 
a variety of outdoor action environments, 
beginning with a series of late-winter ses-
sions in wildlife refuges hosting migrating 
or resident waterfowl. Ducks and geese are 
quick and skittish, so they challenged my 
photographic skill as much as the cam-
era. My home in Central Oregon’s high 
desert environment offers ready access to 
an abundance of photographic subjects, 
including diverse bird species and small 
mammals in my own backyard. At the 
nearby High Desert Museum, I photo-
graphed furred and feathered residents 

for promotion of the museum’s programs, 
including a summer educational event that 
features flights of rehabilitated raptors and 
owls that cannot be returned to the wild. I 
also put the camera to the long, long lens 
test at a favorite state park that hosts an 
active bald eagle nest each spring. 

Central Oregon is a mecca for out-
door enthusiasts, and I tested the camera 
with kayakers and body boarders on the 
Deschutes River and at a whitewater park. 
Then I took the 1D X Mark II to a tulip 
farm to see how it performed in a less 
challenging environment. In all these sce-
narios, here’s what I learned.

Rapid Capture
In digital’s infancy, circa 2000, DSLR 

cameras featured 3MP sensors and cap-
ture speeds of 3 fps. In 2012 Canon, 

hit 12 fps and 18MP with the EOS-1D 
X. Now, the EOS-1D X Mark II, with 
a 20MP full-frame sensor, fires at 14 
fps, and in Live View (mirror up), the 
camera tops out at 16 fps—not that far 
off the standard video format of 24 fps. 
Capture at 14 fps increases composi-
tional options with action subjects; for 
example, a three-second burst following 
flying birds yields 42 frames, allowing 
the photographer to choose the perfect 
wing position. Capture rate is critical 
for success with waterfowl. The camera 
helped me to catch ducks “walking on   

water” as they took off. Does it sound too 
easy? Believe me, it’s not. The photog-
rapher still has to be there, anticipate the 
action, set up on the subject and follow. 
But now, the camera’s capabilities make 
the effort even more worthwhile.

Super-Quick Autofocus
When you’re trying to keep a fast-mov-

ing subject framed and in focus, autofocus 
speed is critical. Fourteen frames per sec-
ond aren’t worth much if they aren’t sharp. 
The 1D X Mark II offers the quickest AF 
system in the Canon line of cameras, but 

The aplomado falcon (controlled subject) is small and extremely fast. Lepp used the EOS-1D X Mark 
II’s autofocus “Case 3” to bring the bird into focus at the moment he got it in the frame with all 61 
AF sensors active. ISO 6400 enabled a capture of 1/3000 sec. at ƒ/16 with the Canon EF 100-400mm 
ƒ/4.5-5.6L IS II USM at 400mm, handheld. 

One of the extremely useful features of the EOS-1D X Mark II’s 4K video capture is the 
ability to choose a single frame from the video stream as it is displayed on the rear LCD, 
select it, and store it on the media card as a JPEG file.  
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it’s more than fast. It’s extremely sensitive, 
functioning at very low light levels, down 
to -3 EV. It’s also highly controllable.

To improve your yield, you can set the 
camera to fire only when the subject is in 
focus, or when you tell it to, even if AF 
hasn’t been achieved. I prefer the latter; 
when I tell a camera to fire, I want it to 
fire—now! Removing the AF function 
from the shutter button and activating the 
rear AF button enables a combination of 
settings that really increase the speed and 
versatility of autofocus decision-making. 

There are 61 AF points available in the 
viewfinder, and all or a portion of them 
can be activated at any one time with 
most lenses, even at apertures up to and 
including ƒ/8. This is a significant expan-

sion over previous pro cameras, which 
offered only a single AF point when 
used with a lens having ƒ/8 as its largest 
aperture. The photographer can select 
the number of active AF points and also 
position them within the 61-point area. I 
use the nine-points expanded option with 
a slower-moving subject when I want to 
maintain the focus on a particular feature, 
such as the eye of a bird. The full AF area 
works when I track a fast-moving subject 
and want to have every possible chance 
to get the subject in the frame and some 
part of it in focus. 

The EOS-1D X Mark II also features 
six programming modes, or “Cases,” for 
AF, each applicable to different kinds of 
subjects and shooting situations. I often 
use Case 2, “Continue to track subjects, 
ignoring possible obstacles,” when pho-

tographing birds flying through forested 
areas. Even when the bird flies behind 
a tree, the camera holds the focus as it 
returns to view. Case 3, “Instantly focus 
on subjects suddenly entering AF points,” 
tracks unpredictable flying subjects, so 
as you’re searching the sky for your bird, 
the camera grabs it the moment it enters 
the frame. Within each Case, the pho-
tographer can further adjust the param-
eters of tracking sensitivity, acceleration/
deceleration of tracking and AF point 
auto-switching. Clearly, these settings 
need to be thoughtfully considered before 
you begin your photography—not in the 
heat of capture. If you’re interested in 
seeing exactly where the camera focused 
in each of your images, view them in 
Canon’s DPP software (it comes with 
every camera). 

High-Speed ISO
Ratings for ISO speed, which measures 

the camera sensor’s sensitivity to light, 
have become so exaggerated that it’s 
hard to comprehend what they mean. The 
highest settings (Nikon at over 3 million, 
Canon’s EOS-1D X Mark II at 409,600) 
are, in my opinion, useless for any pur-
pose other than advertising. What does 
matter is that the usable ISO increases 
with each iteration. 

Higher ISO capability allows us to 

achieve better quality in low-light situ-
ations, but it also enables faster shutter 
speeds to stop action and/or smaller aper-
tures for additional depth of field. Being 
able to shoot at 1/4000 second at ƒ/11 or 
ƒ/16 increases the probability of capturing 
a flying bird frozen in mid-air and com-
pletely in focus. During these field tests, 
I was able to use 1/8000 sec. and ƒ/16 for 
the first time, as I photographed whitewa-
ter kayakers at 700mm with a 500mm lens 
and a 1.4X tele-converter. Those are the 
ultimate camera settings for catching the 
action and stopping every drop of water 
flying through the air. 

Buffer Size Matters
The importance of buffer space is illus-

trated by the true story I like to tell about 
a close encounter with a female elephant 

and her calf, part of a breeding herd in 
Botswana, a few years ago. Although we 
stopped at a respectful distance to allow 
the group to pass without provocation, 
“Mad Mama” broke from the herd and 
charged us. The driver, thinking she was 
bluffing, was slow to respond. By the time 
he and I realized this ear-flaring, trumpet-
ing behemoth meant business, there was 
barely enough time to start the engine and 
reverse as quickly as a Land Rover can. I 
stood and fired the camera at maximum 

speed, documenting the action. As she 
reached us and began to ram the front 
of the vehicle with her head and tusks, 
the buffer filled and the camera just quit. 
We did escape unharmed, but the most 
thrilling part of the adventure, that big 
elephant’s head and ears and tusks, as 
wide as the space between the headlights, 
was never caught on camera because the 
buffer was full. 

The camera I was using had a buffer 
capacity of only 12 RAW files that was 
quickly filled, leaving me plenty of time 
to contemplate my fate instead of where 
to focus. The EOS-1D X Mark II has a 
buffer capacity of 170 RAW images in its 
original specs for CFast cards, but with a 
Hoodman Steel CFast 2.0 card, I’ve cap-
tured 300 RAW images at a continuous 
14 fps before the camera slowed down. 

As this controlled golden eagle approached its perch, Lepp captured a series of images at 14 frames 
per second and from them selected this frame as the best depiction of the action. The image was 
made possible by the EOS-1D X Mark II’s frame rate, ISO 3200, and a shutter speed of 1/4000 sec. at 
ƒ/9.5, with the Canon EF 100-400mm ƒ/4.5-5.6L IS II USM at 158mm. 
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So I think I’m ready for another elephant 
encounter, and next time I’ll have a full 
set of images to document my demise.

4K Video And Frame Grabs
I see DSLR video as a welcome addi-

tion to my photographic repertoire, a 
different creative approach, a useful tool 
for illustration and instruction, and well 
worth the effort to master both capture 
and editing skills. Canon has elevated 
the potential of video by supporting 4K 
(4096 x 2016) resolution in the EOS-1D 
X Mark II. 

At four times the resolution of HD 
(1920 x 1080) video, 4K makes it pos-
sible to grab a single frame from a video 
clip that’s good enough to yield a 30-inch 

print. When the Canon EOS-1D X Mark 
II is capturing 4K video, it’s recording 
a series of 8.8MP single-frame JPEGs 
at a rate of 30 or 60 frames per second. 
Think about it this way: It’s the equiv-
alent of a DSLR camera with a motor 
drive that fi res at 60 fps, uses all your 
lenses, has excellent Dual Pixel CMOS 
AF and a top shutter speed of 1/4000
second. Some will say that pointing
a video camera at some action, cap-
turing it at 60 frames per second, and
editing those 120 frames taken in 2
seconds to get just the right one is
really cheating. Just wait until the next 
generation arrives, at 8K.

You might think it would be tedious 
to sort through all those frames to 
isolate a single capture, but there are 
several ways to do it. The EOS-1D X 
Mark II has a function in playback to 
stop the video being displayed on the 

LCD at the approximate place you want 
to select a single frame. You can move 
through that portion of the video in 
slow motion and then by single frames. 
When you’ve got the perfect frame on 
the screen, select an icon that saves 
it as a JPEG on the camera’s media 
card. Alternatively, locate and extract 
single frames in later versions of Pho-
toshop or Canon’s EOS Movie Utility, 
version 1.5.

Video captured in 4K and at 60 fps 
can be very interesting when viewed on 
a 4K TV. To start with, the resolution is 
fantastic, the depth and color are stun-
ningly beautiful, and the 60 fps capture 
speed adds the option of mesmerizing 
slow motion. The Canon EOS-1D X 

Mark II also captures full HD video at 
120 fps (without sound). I can’t wait to 
photograph the hummingbirds coming 
to my backyard fl owers at 120 fps and 
1/4000 sec. shutter speed per frame. It’s 
not as fast as the very expensive high-
speed professional video cameras that 
capture at hundreds of frames per second, 
but still very impressive when you play 
it back.

Canon’s revolutionary Dual Pixel 
CMOS autofocus tracking was fi rst 
deployed in the EOS 70D. Now in the 
EOS-1D X Mark II with 4K, it’s a whole 
new game in DSLR video. This is where 
4K video AF tracking of kayakers in white 
water becomes possible—all you have to 
do is keep the kayaks framed. 

What’s Not To Like?
Canon’s fl agship models, like Nikon’s, 

have traditionally run heavy and large 
due to their complex features and rugged 
bodies. This heftiness may be a limit-
ing factor for some photographers. I was 
disappointed that the EOS-1D X Mark 
II doesn’t incorporate a time-lapse or 

multi-capture function, which I use often 
in my 5DS R, and which makes sense for 
a camera with a shutter life expectancy of 
400,000 activations. And I’m anticipating 
the day we can capture DSLR video while 
looking through the viewfi nder rather than 
incorporating a loupe to view it on the 
LCD screen.

Speed Thrills
For the serious wildlife or sports pho-

tographer, there’s no question that the 
EOS-1D X Mark II is a huge step for-
ward. I’m experiencing success with this 
camera that I could never have achieved 
with earlier cameras designed specifi -
cally for wildlife subjects. The speed is 
the thing—autofocus speed, capture rate, 
ISO—and buffer capacity and 4K video 
capability further expand all my creative 

options. After working with a pre-pro-
duction model of the camera for a short 
time, I had to have my own. I’m always 
pushing the edges of photographic equip-
ment, wanting it to be so good that the only 
limiting factor in my photography is…me. 
Now the pressure is really on. OP
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 W
hat do you think the old-
est part of your digital 
camera is? It’s certainly 
not the sensor—those get 

updated all the time. It’s not the circuit 
board, LCD screen, battery or pro-
cessor, as these are also updated with 
every new version. You might be right 
if you guessed the mirror or the optical 
viewfi nder, but there’s another secretly 
ancient component in your camera—the 
memory card. 

While the CompactFlash (CF) card and 
Secure Digital (SD) cards used in cameras 
are ubiquitous, they’re also anachronisms. 
The original specifi cations for Compact-
Flash were released by SanDisk in 1994, 
the champion in a format war between a 

variety of formats that included MMC, 
Memory Stick, xD and more. 

Even the “newer” SD card debuted 
before the dawn of the current millen-
nia, shipping to the public in 1999. The 
collaboration between (again) SanDisk, 
Panasonic and Toshiba replaced the MMC 
format that was popular in small devices. 

Having two primary card formats 
(instead of the dozens of related formats 
used before CF and SD ascended to the 
throne) was a huge boon as photographers 
could buy cards and know they’d be able 
to use them between devices. For a while, 
CF was the format for pro cameras and 
SD for smaller, more portable cameras. 

Both the SD card and the CF card 
should have been replaced years ago in 
favor of newer technology, as has been 
the case with every other component in 
a camera, which is essentially a portable 
computer with a lens. 

The Times Are A-Changin’ 
The problem is that changing standards 

is hard. That same format war that saw 
the SD card as king left a lot of cameras 
completely unable to be used for a lack of 
media. I’ve got an ancient Apple Quick-
Take camera I’d love to use in a retro 
fashion, but I’ve had a lot of trouble just 
getting it working with the cards and card 
readers from that era. 

In order to get a new standard accepted, 
a manufacturer has to take a risk—it has 
to make a production run of a camera 
with a new format and hope it’s adopted. 
That’s a big cost in terms of factory setup 
and potentially of customer loyalty. With 
competing formats, no one wants to end 

NEXT-GEN 
MEMORY 
CARDS

Faster storage card formats are 
coming to the photographic world, 

whether you want them or not
BY DAVID SCHLOSS

First generation CFast (1.1) 
cards allow read/write 
speeds of up to 300MB per second. The CFast 2.0 specifi cation, which is 
now available, offers twice the speed—up to 600MB per second.

Current 
generation XQD 
cards offer read/
write speeds up 
to 500MB per 
second. Generation 
2, when released, 
will double the 
potential maximum 
speed to 1000MB 
per second.
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up with the Betamax or HD-DVD equiv-
alent in a camera. 

Diffi culty of rolling out new formats 
aside, there are some technological 
advances in digital cameras that necessi-
tate the adoption of new formats. Two new 
formats are now competing to become 
the standard in storage for professional 
cameras, and in the case of one of the 
formats, in smaller bodies as well. 

Double Standards
The two standards vying for adop-

tion are XQD and CFast, both of which 
are based on the current CF storage 
technologies but with modern compo-
nents, and developed by different groups 
of companies. 

Both XQD and CFast provide sig-
nifi cant advantages, but they come at a 
time when photographers are pretty sat-
isfi ed with the cards they already own. 
Neither format is backward-compatible, 
which means that sometime in the near 
future the piles of cards most photog-
raphers own will be relegated to being 
teeny-tiny coasters. 

While CF and SD cards keep getting 
updates that make them faster and larger, 
there’s a physical limit to their perfor-
mance due to the underlying technology 
used to transfer data. The current high-
speed SD card format called Class 10 
has a top transfer rate of 14.6MB/second. 
The next round of XQD cards will have 
a top speed of 8GB/second (1000MB/
second), which is around 70x faster. 

That problem of dual, competing 

standards is a big one. It’s possible that 
both XQD and CFast will exist side 
by side, as do SD and CF now, but it’s 
more likely that one of the formats will 
become the new high-speed format and 
one will be dropped into the dustbin 
of history. 

The battle lines are already being 
drawn: Nikon’s new D5 has an XQD 
version available, while the Canon 
EOS-1D X Mark II has both a CF and 
a CFast slot. Whether you want these 
formats or not, they’re here and they’re 
going to change the way you interact 
with your cameras. 

The XQD card, which made its debut 
in the Nikon D4, is much more compact 
than the CFast alternative. The CFast 
card looks nearly identical to the Com-
pactFlash card it’s based on, though it 

won’t fi t in a CF slot, nor can it be read 
by a standard CompactFlash card reader. 

Sony has stated that all of its broadcast 
cameras will be XQD-compatible (even 
though it considers the XQD card to be a 
“consumer” storage media), and the com-
pany has a huge installed base of devices 
in broadcast TV, which will help adoption. 

The CFast card in the Canon EOS-1D 
X Mark II is also used in professional 
cameras from Arri and BlackMagic, so it, 
too, will have a good foothold in broad-
cast production. 

There’s a spat going on between the 

card manufacturers, as well. While 
SanDisk was one of the developers of 
XQD, it’s not (as of press time) mak-
ing XQD cards, backing CFast instead. 
(That’s a bit odd—developing a standard 
you then don’t support.) 

The upshot is that consumers will once 
again have to make purchase decisions 
based on the desire of companies to have 
market dominance in a storage market, 
instead of desire to universally improve 
the workfl ow of professionals. We’re 
going to have to wait years to see whether 
XQD or CFast becomes the go-to card 

Nikon’s new fl agship D5 is available
photographers heavily invested in the aging standard, and another with dual XQD slots for
those ready to adopt future storage formats. The D500 takes a different approach to 
future compatibility, with a single model that offers one SD card slot and one XQD. 
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for the photographer and if our invest-
ments in those different storage devices 
is for naught. 

Video Killed The 
Storage Card Star

Who needs all the speed provided by 
these new formats, anyhow? If you’re 
shooting with an enthusiast-level cam-
era or a camera that’s not cranking out 
massive bursts of RAW photos, CF and 
SD are more than capable of getting the 
job done. That said, if you have a need 
for top-end cameras like the Nikon D5 
and Canon EOS-1D X Mark II, the new 
formats start to make sense. 

If you’re shooting the EOS-1D X Mark 
II, for example, with a CFast 2.0 card in 
the available slot, the camera can capture 

173 RAW fi les before the buffer fi lls. With 
the fastest CF card available, the same 
camera can only capture around 70 frames 
before the buffer is choking on the fi les. 
That many RAW fi les at a clip might seem 
excessive, but when you consider that the 
1D X Mark II can capture images at 16 
fps, the difference between 11 seconds 

of continuous capture or 4.5 seconds is 
a big one.

The main motivation for faster storage 
cards, though, is to keep pace with video 
capture needs. A few years ago, camera 
manufacturers were all racing to see 
which could provide the best HD capture, 
and now they’re racing to add 4K video 
support, which pushes four times the data 
that HD video creates. Uncompressed 
(and therefore the best-quality) video 
requires a huge amount of bandwidth. 

To think about it another way, 4K video 
is high enough resolution to pull an 8MP 
still image from the footage. This is equiv-
alent to a camera with an 8MP sensor 
shooting 30 frames per second without 
limits (aside from the capacity of the 
card). That’s a staggering amount of data. 

The faster speeds also benefi t the 

photographer during post-processing—I 
tested a Lexar XQD card and USB 3.0 
XQD reader with images from the Nikon 
D5, and the ingest times were a fraction 
of what they would have been with CF 
or SD. 

Rising Tide Lifts All Boats
Even though all photographers don’t 

capture video, the ones who do want 
the best quality video they can capture. 
Right now, many 4K shooters use external 
(read: cumbersome) devices to record the 
highest-fi delity image. By boosting the 
speed at which the cards can record data, 
the whole system is improved. 

There are future-looking implications 
for this as well. The next “on the horizon” 
video standard is going to be 8K (though 
there are already people shooting in 6K 

in order to create a 4K video), and by the 
time that 8K video becomes the norm, 
cameras will absolutely need storage solu-
tions like XQD and CFast. 

That means that camera manufacturers 
need to start implementing these technol-
ogies into select cameras now so that the 
memory standards are widely adopted by 
the time the faster speeds and larger sizes 
of these cards are required. 

Future Proof Is In 
The Future Pudding

Right now, XQD and CFast are imple-
mented differently between the Nikon and 
Canon camps. While the previous Nikon 
D4 series offered dual CF and XQD cards, 
the company got a good amount of push-
back from pro users, who often want to 

have matching dual slots for redundancy. 
With both CF and XQD, two different 
card types needed to be carried on any 
shoot. The Nikon D5 comes in either an 
XQD or a CompactFlash version, which 
probably doesn’t push adoption but does 
allow photographers and videographers 
to pick the fl avor that’s right for them. 

Canon went the other route, putting a 
CompactFlash and CFast slot in the new 
EOS-1D X Mark II, which is getting the 
same pushback that Nikon received with 
the D4. Actually, Canon’s implementation 
is getting a bit more fl ack than did Nikon’s 
because the CF and CFast slots look and 
feel so similar. The concern is that photog-
raphers will waste valuable time trying to 
get the right card in the right slot.

For the near term, adoption of XQD or 
CFast will be purely optional. If you’re a 

shooter of the Nikon D5 or D500, you can 
use XQD or you can not. Canon shooters 
will be able to use CFast in the EOS-1D X 
Mark II, and certainly other Canon cam-
eras are being developed right now with 
a CFast slot. 

Soon, though, one of these type of cards 
will be what you reach for when you’re 
shooting with any camera. Those SD 
and CF cards on your desk will become 
a distant memory, and the faster speed 
of XQD and CFast will make the whole 
shooting experience better. Which card 
will be the champion—or if both will 
coexist in the same way that SD and CF 
do now—remains to be seen. But ready or 
not, a new era of storage is coming, and 
we’re going to have some memory card 
purchases to make. OP

The Canon EOS-1D X Mark II bridges old 
formats to new by including one slot for 

CompactFlash and one for CFast 2.0.
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A dmittedly, when the press 
release for the Leica M Mono-
chrom (Type 246) crossed my 
desk, I chuckled. Why, I won-

dered aloud to an empty room, would 
someone spend around $7,500 for a camera 
that’s incapable of capturing color images? 
A quick scan of forums will reveal that this 
is a common theme in the discussion of the 
camera, which of course begs the ques-

tion, “Well, why would someone want to 
shoot with a monochrome-only camera?” 
I immediately set out to fi nd the answer. 

In these heady days of digital photogra-
phy, black-and-white images are an anach-
ronism, not the norm. But landscape pho-
tographers, raised on classic images from 
Ansel Adams and Edward Weston, have an 
especially visceral connection to both the 
history of black-and-white imagery and the 
powerful emotions the technique conveys. 

“Wait,” the Internet forums argue, 
“why don’t you just take a color image 
and desaturate it, creating a monochrome 
image from a color fi le—the best of both 
worlds?” You can, and certainly most pho-
tographers will, but it turns out that there’s 
an important creative lesson to be learned 
by shooting with a monochrome-only 
system. It might not be a lesson that’s 

important enough to spend $7,500 to learn, 
but it’s a valuable one nonetheless. 

After a few weeks with the Leica M, I 
began to reach for the camera instead of 
others in my test arsenal. Not only that, 
but when I would shoot side-by-side with 
other systems, I was often more satisfi ed 
with the results from the Leica Mono-
chrom than I was with images I converted 
from color images shot at the same time 
with different cameras. 

There are two major reasons why the 
Leica M Monochrom produced images 
with which I was so pleased, one techno-
logical and one psychological. But before 
I get to that, it’s important to know a bit 
more about the camera. 

But Wait, There’s Less!
The Leica M Monochrom (Type 246) 

is an update to the last Leica Monochrom 
body, released in 2012, and looking at the 
new M Monochrom, it’s virtually indistin-
guishable from the Leica M (Typ 240) on 
which it’s based. 

This new Monochrom has a 24MP sen-
sor with an ISO range up to 12,500 and 
a 2GB buffer that Leica says allows the 
M Monochrom to capture images up to 
three times faster than the 2012 model. 

Like its siblings, the Monochrom (Typ 
246) is housed in a magnesium-and-brass 
body and the rear 912k-dot, 3-inch LCD 
screen has a sapphire coating for preven-
tion of scratches. 

The key difference between the color 
and monochrome versions of this (or any 
traditional) camera lies in the way that the 
sensor records light. While we think of dig-
ital cameras as being capable of capturing 

colors, they’re all really monochrome at 
heart. The most common type of digital 
sensor uses what’s called a Bayer fi lter to 
record color values. With a Bayer fi lter, 
50 percent of the pixels have a fi lter that’s 
sensitive only to green pixels, 25 percent 
sensitive to blue and 25 percent that are 
sensitive to red—which roughly matches 
the way the human eye sees colors. 

While the Bayer fi lter makes it easy and 
affordable to capture color images, this 
technique has its drawbacks. By defi ni-
tion, each pixel is measuring only red, 
green or blue—and there are twice as many 
green-sensing pixels as any other color. 
The camera must essentially guess what 
a pixel’s remaining color values would be 
based on neighboring pixels. This causes 
both a lack of sharpness and a lack of color 
accuracy, especially in high-contrast areas. 

Leica M Monochrom
Improve your creativity by limiting your toolset

B Y  D AV I D  S C H L O S S  |  P H OTO G R A P H Y  B Y  D R E W  D O G G E T T



  outdoorphotographer.com  August 2016  71

Sensors with Bayer fi lters only mea-
sure luminance (brightness) data with 
the green-sensitive pixels. While half the 
sensor is covered in luminance-recording, 
green-sensitive pixels, half is not, which 
means that the luminance value for any 

given pixel is often made as a calcu-
lated guess. This is a problem because a 
monochrome photograph is a recording 
of the luminance of a scene. The more 
guessing that goes on, the less accurate 
the fi nal image. 

The Leica Monochrom M lacks the 
Bayer fi lter, recording luminance values 
at each pixel, which means that the lumi-
nance data is much more accurate, as is 
sharpness. It also means that the light hit-
ting the sensor hasn’t had to pass through 
a fi lter of colored dyes on its way, so the 
sensor is more sensitive than a traditional 
Bayer sensor. 

Let’s step back and unpack all of that 
jargon. In order for a photographer to get 

a monochrome image from a color camera 
with a Bayer fi lter, they have to capture 
the image fi rst with a device that’s adding 
inaccuracy to the data in order to create a 
color image, and then remove part of that 
data to create a monochrome image. 

Imagine if you wanted to make a black-
and-white painting of a landscape and 
started by putting on a pair of glasses with 
one green lens and one blue lens, and then 
tried to paint the monochrome scene by 
alternating glances between your left and 
right eyes, trying to fi gure out what the 
real colors would be without the glasses 
on, and painting the correct monochrome 

equivalent. That’s the basic idea when 
making a monochrome conversion from 
a color image. 

So that’s the fi rst reason that shoot-
ing with the Leica Monochrom M is so 
transformative—it creates an image that’s 
sharper, more detailed and with lower noise 
than a conversion from a color sensor.

A Sense Of Vision
The other reason the camera is so useful 

is the psychological factor I mentioned 
earlier, and comes down to the mindset 
needed to shoot color images versus black-
and-white ones. Film photographers know 
that when they load black-and-white fi lm 
into their camera, they need to adjust their 
mental vision of a scene. Since mono-
chrome fi lm has a different sensitivity 
to light than color fi lm, it’s necessary to 

previsualize what will come out when the 
image is developed. 

An oft-quoted saying of Ansel Adams 
is, “I can get—for me—a far greater sense 
of ‘color’ through a well-planned and exe-
cuted black-and-white image than I have 

ever achieved with color photography.” 
Granted, color fi lm was in its infancy when 
Adams’ beloved black-and-white fi lm was 
already dependable and mature, but he did 
work in color and he acted as a consultant 
on color fi lm development for Kodak and 
other companies. 

What the Leica M Monochrom does so 
beautifully is force the shooter to think 
and to see in black-and-white. It’s a dif-
ferent experience even than shooting in 
color with a camera’s monitor displaying 
monochrome presets. Every shot needs to 
be composed for black-and-white because 
every shot is black-and-white. There’s no 
chance to say, “Oh, that one would look 
better in color, so I’ll go with it.” 

Image Is Everything
All of the discussion of the technical 

prowess of the sensor and the sharpness 
and the mental mindset the camera encour-
ages would be meaningless if the camera 
captured terrible images, and there, at least 
for Leica shooters, is the justifi cation of the 
price tag. The Leica Monochrom is a fan-
tastic camera that takes fantastic images. 
The sensor creates beautifully rich and 
detailed images with incredible tone and 
texture. While I could fi ddle endlessly with 
the fi les, I rarely did—simple exposure 
adjustments were often all it took to perfect 
fi les from the camera. I was especially fond 
of the camera in low light and at dusk, 
arenas in which many cameras stumble.  

There’s a real sense of depth to the 
images from the Monochrom, which I 
hadn’t anticipated. On one trip to Las 
Vegas, I was armed with several test cam-
eras, including the Monochrom. You’d 

think that my fi rst choice in a color-rich 
environment like Vegas would be to reach 
for one of the color-sensor cameras in my 
bag, but I found myself drawn to the Leica 
M Monochrom from a purely emotional 
standpoint. It just felt right, and the images 

from it are consistently among my favorite 
from the trip. 

Price Points
The biggest gripe about the Leica M 

Monochrom in forums comes down to the 
price issues I mentioned at the beginning 
of the article, and largely I feel they’re 
ridiculous. You’re either the kind of cus-
tomer that can afford a Leica or you’re not. 
If you’re not, there’s no reason to debate 
the price. Leica cameras have always come 
with a high price tag, and it’s no different 
with the Leica M. You pay for the build 
quality of the camera and the reputation 
of the company. 

Is the Leica M Monochrom (Typ 246) 
worth the price? Yes and no. If you’re a 
potential or existing Leica customer and 
you want the fi nest monochrome images in 

the 35mm format, then the camera won’t 
let you down. If you’re not one of those 
customers, or you rarely shoot in black-
and-white, then $7,500 is a lot of money, 
and you’d be better off buying more gear 
for your existing cameras and doing the 
occasional conversion. 

In either case, though, I’d encourage 
you to rent the Leica M Monochrom and 
try it out. There’s an amazing connection 
between photographer and camera with 
this system that I haven’t felt so completely 
since the days of fi lm. It’s like hopping 
into a sports car and smiling when you 
fi nd there’s a stick shift. 

Even if you start off as a skeptic and 
have no intention or means to purchase 
the camera, it’s a great exercise for the 
outdoor photographer and, if nothing else, 
a refreshing bit of nostalgia.  OP
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Classes,Tours&Workshops

Contact us at (617) 279-0213 or by email
at advertise@outdoorphotographer.com.

Find out how to effectively reach a
large audience in a small space.

WOLVES-WOLVES-WOLVES
a photo center in the east

Best photo ops available anywhere and you  
don’t have to leave“home”. Timber, Arctic and  
British Columbian Wolves in natural settings.

photography@lakotawolf.com  |  877.SEE.WOLF

www.lakotawolf.com

I have been dedicated to developing and leading unique photo
workshops & tours for more than 30 years. Programs are well-
organized, informative, and fun, with small groups as my specialty.
Destinations -- Chincoteague NWR; Assateague Island National
Seashore; Tangier Island, VA; West Virginia Mountains; Outer Banks,
NC; the Brazil’s Pantanal, South Dakota… For details contact:

Irene Hinke-Sacilotto | 410.679.2873
www.ospreyphoto.com

Osprey Photo Workshops & Tours

EXTRAORDINARY PHOTO WORKSHOPS

Yosemite Winter Moon, December 9-12: In this workshop we’ll enjoy Yosemite
at its winter best. We’ll also photograph a full moon rising above Half Dome and
Yosemite Valley by moonlight. Other workshops include Yosemite spring and fall,
Eastern Sierra, Hawaii, Death Valley, and Grand Canyon. Each workshop features

expert training, insightful image reviews, and private lodging. In addition to fantastic
photography and improved skills, you’ll meet great people and have a lot of fun.

916.283.6362 | www.EloquentImages.com

GARY HART
PHOTOGRAPHY

Our teaching philosophy is that learning through fi eldwork is the most 
enjoyable learning. Our core belief is that creative photography is founded 
upon an intimate yet practical study of photographic process. Our job is to 

get you to awe-inspiring places, where you can create masterful photos.

John Gregor of ColdSnap Photography has been 
hosting workshops for over 20 years.

john@coldsnap.com  |  218.830.0767
www.coldsnap.com
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These unique photo
safaris are timed for the
absolute peak windows
for photography during
the Patagonian spring
and autumn. Led by
photographer/guide Rex
Bryngelson, a full-time
resident of Patagonia

for over 25 years, these tours go well beyond just the icons of Fitzroy
and Torres del Paine to visit several off-the-beaten-path locations not
found on any other Patagonia tours. Custom tours for private groups
and individuals can also be arranged. Tours to Easter Island, the Ata-
cama Desert and the Falkland Islands also available.

The Patagonia Specialists

011-56-9-82909371 | rex@patagoniaphoto.com
www.patagoniaphoto.com

Specializing in comprehensive, professionally-led, natural history and 
photo tours in the Galápagos Islands. In-depth monthly departures on 16 
passenger yachts spend either 11 or 15 days fully exploring the islands, 
including early morning and late afternoon wildlife viewing sessions.

(800) 969-9014 or +1 (831) 689-9192
www.galapagostravel.com

Galápagos Travel

Other in-depth photography destinations:
Cuba, Madagascar, Easter Island, Antarctica, South Georgia
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Challenge 
Accepted

Participate in our weekly 
photo assignments at 

outdoorphotographer.com/
gallery/assignments for your 

chance to be recognized and have 
your winning photo featured!

1.800.363.7566 adventurecanada.com

Join the ranks of the famous explorers and sail
a living history. The Northwest Passage’s stunning
wildlife, legendary Inuit culture, and dramatic
landscapes have enchanted hearts and captured
imaginations for centuries—now, experience the
crown jewel of expedition travel for yourself. Half
the world away is closer than you think.

THE
NORTHWEST
PASSAGE
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Learn photography online with the New York Institute of
Photography. Our fully-accredited courses will make

learning photography fun and easy. Complete your course
from anywhere, anytime, at your own pace, with

professional photographers working as your mentors every
step of the way. And get started for as little as $49.

Online Photography Courses

1-800-583-1736
www.nyip.edu/outdoor

EAST AFRICAN
SAFARIS

800.527.5330 | www.cheesemans.com

Capture awesome images during max field
time in Tanzania and Kenya. Only four people

in each pop-top vehicle
provides flexibility and 360°

views for photography.
February and July safaris.

Join acclaimed landscape photographer/instructor Don Smith as he 

guides you to the most scenic locations in the Western U.S. Don has 

been leading successful workshops for the past 11 years in areas he 

knows intimately. Classes includes image reviews and workflow.

don@donsmithphotography.com
www.donsmithphotography.com

Don Smith Photography
Photo Workshops

Ignite your artistic
passion in 2016! Join

nature photographer
Charles Needle for

garden and iPhoneogra-
phy workshops that will
challenge and inspire

you to see in new ways, and take your photography to the
next level. Locations in 2016 include: Monet’s Garden (Giverny,
France) with private access, co-taught by National Geographic
freelance photographer and OP columnist, Dewitt Jones; The
Butchart Gardens (Victoria, Canada); Atlanta Botanical Garden
(Atlanta, GA.); Seattle, WA; Alaska and Nova Scotia.

Charles Needle Photography  |  770.630.0453

www.charlesneedlephoto.com

Photograph in Monet’s Garden
with Private Access
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01. Olympus Pen F
• 20MP Live MOS Sensor

• 50MP High Res Shot Mode

 • 2.36M-dot OLED Electronic Viewfinder

$1,199.00 SKU: IOMPFB

02. Leica Q
• Full-frame 24 MP CMOS Sensor  
• Video recordings in Full HD 
• Integrated Wi-Fi and Leica Q-App 
• Fastest autofocus

$4,250.00 SKU: ILCQ

03. Canon EOS-1DX Mark II
• 20.2 Megapixel full-frame CMOS sensor  
•  4K video up to 60 fps,  

• Built-in GPS  
•Optional Wi-Fi Transmitter WFT-E8A

$5,999.00 SKU: ICA1DXM2

04. Pentax K-1
• 36.4 effective MP 
• High Sensitivity 204,800 ISO 
• 33 Point Auto-Focus System 
• Professional H.264 Full HD video

$1,799.95 SKU: IPXK1

05. Canon 600 EX-RT
• Wireless multiple flash system 
• Redesigned contact construction 
• Improved flash head durability 
• 18 Custom Functions

$549.00 SKU: CA600EXU

06. Canon EF 11-24mm
• L-series ultra-wide zoom lens 
• Super UD element and one UD lens 
• Subwavelength Coating (SWC) 
• Air Sphere Coating (ASC)

$2,999.00 SKU: CA11244

Free Creative Education 
youtube.com/AdoramaTV

adorama.com/TradeST



42 W 18th ST., NYC
800-223-2500
adorama.com

07. Nikon D5 FX-Format
• 20.8MP FX-format CMOS image sensor 
• 4K Ultra High Definition 
•  12 fps continuous shooting with full AF 

and AE performance

$6,496.95 SKU: INKD5X

08.  Flashpoint Zoom Li-on 
R2 TTL On-Camera Flash

• Avilable in TTL for Canon, Nikon & Sony 
• Powerful Flash with GN 127ft / 34  
• HSS for shutter speeds up to 1/8000 sec.

$179.95 SKU: FPLFSMZL2CA

09. Nikon D500 DX-Format
• 20.9-megapixel DX-format CMOS sensor
• Powerful 153-point AF  
• Touch-screen, tilting 8-cm/3.2-in. 
• SnapBridge support 

$1,996.95 SKU: INKD500

10. Sony Alpha a7R II
• Mirrorless Digital Camera 
• 4K movie recording 
• 5-axis in-body image stabilization 
• 2.4-million dot XGA OLED

$3,198.00 SKU: ISOA7R2

11. Fujifilm X-Pro2
• 24.3MP APS-C X-Trans CMOS III Sensor 
• Dust and splash-resistant body 
• Dual memory card slots 
•  Full HD video 1080p at 60fps 

$1,699.95 SKU: IFJXP2

12.  Panasonic  
Lumix DMC-GX8

• 20.3MP Live MOS Sensor 
• Maximum 1/8000 Fast Shutter Speed  
• Splashproof / Dustproof Rugged Design  
• Innovative, Dual-Image Stabilization 

$1,197.99 SKU: IPCDMCGX8B



Nikon SB-5000 AF Speedlight 
NISB5000 | $596.95

Canon EOS-1D X Mark II DSLR Camera (Body) 
CAE1DX2 | $5,999.00

YUNEEC Typhoon H Hexacopter w/ GCO3+ Camera 
 YUTYPHOONH | $1,299.99

Nikon D500 DSLR with 16-80mm Lens 
NID5001680 | $3,066.95

*Applies to In-Stock Items. Some restrictions may apply.
See website for details. NYC DCA Electronics Store Lic. #0906712;
NYC DCA Electronics & Home Appliance Service Dealer Lic. #0907905;
NYC DCA Secondhand Dealer – General Lic. #0907906
© 2016 B & H Foto & Electronics Corp.

From the Pros

The
Professional’s 
SourceTM

Visit BandH.com for the 
most current pricing

Sekonic LiteMaster Pro L-478DR-U
SEL478DRU | $399.00

Clean Sensor
Verification

To verify that your cam-
era sensor is reasonably
clean, shoot a blank
wall at the smallest lens
opening while the lens is
out of focus. Any black
spots visible at 100 per-
cent on your monitor are
dust particles.

1 2 3
Speedlight 
Best Practices

Consider bringing a backup 
flash and rotating it with 
your main flash to help 
prevent its flashtube from 
overheating. A secondary 
benefit is that you’ll also 
have batteries with a fuller 
charge for faster recycling 
and extended shooting 
time.

Before 
Plugging-In

For shoots requiring elec-
tricity, be sure to bring ex-
tension cords, adapters and 
a simple circuit tester. The 
tester will let you know if an 
outlet is properly wired and 
grounded—and thereby help 
you avoid damaging an ex-
pensive flash pack or other 
gear.

Tips & Techniques
Free Expedited Shipping

on orders over $49*



Sony Alpha a7R II Mirrorless (Body) 
SOA7R2 | $3,198.00

Canon EF 16-35mm & 100-400mm Lens 
CA16354LEF | $1,099.00 CA1004002LIS | $2,199.00

Oben BE-117 Ball Head 
OBBE117 | $74.95

Apple Mac Pro Desktop Computer
APMPME2545 | $4,299.00

Interfit S1 500Ws HSS TTL Monolight
 INS1 | $999.99

Manfrotto Aluminum Tripod
MAMCMPCTADVB | $99.99

Think Tank Rolling Bag
THASRB | $414.75

BandH.com

www.BandH.com
Where you will find information 

on over 400,000 items

Visit Our SuperStore
420 Ninth Avenue, NYC 

800-947-9953

Shop B&H, where you will find all the latest gear 
at your fingertips and on display in our SuperStore.

Cash in or Trade up

Used Equipment
We Buy, Sell, and Trade

Consult a 
Professional w/ 

Live Chat 
online



last frame Nikon D300, Sigma 300-800mm ƒ/5.6 EX DG APO IF HSM. Exposure: 1/400 sec., ƒ/10, ISO 800. 
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Put A Bird On It!
A degree in conservation biology led Max Seigal to South Africa and Botswana, where he had the opportunity to do 
wildlife research after college. “During my time spent researching the animals, I always had a camera by my side,” 

he said. “One day, while I was tracking a pack of African wild dogs in the Okavango Delta, we encountered a herd of 
zebra drinking at a watering hole. I noticed that two zebras were separated from the group, and when I looked closer I 

realized it was a mom and her baby. I sat and watched as the mom stood by the baby’s side, and after about 15 minutes 
a bird that was feeding in the nearby grasses flew up and landed on the mom’s back. Luckily, I had my camera by my 

side and was able to capture this unique moment!” To see more of Max Seigal’s work, visit maxwilderness.com.
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