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How to Use This Ebook


Select one of the chapters from the main contents list and you will be taken straight to that chapter.


Look out for linked text (which is in blue) throughout the ebook that you can select to help you navigate between related sections.


You can double tap images to increase their size. To return to the original view, just tap the cross in the top left-hand corner of the screen.





Film photography is back!


Not that it ever truly went away, it just kind of went into hibernation at some point during the early 2000s, ushered into a pile of analogue leaves by the digital revolution that was gathering speed at the time. For years, it seemed that film photography would be consigned to the history books, something those of us of a certain vintage would reminisce about when remembering the ‘good old days’, but now, thanks to a new generation of film photography devotees in search of a tactile antidote to today’s digital-everything culture, it’s awoken from slumber and ‘cool’ once more. And I couldn’t be happier.


When prepping for this book, I made a list of words that I felt best described film photography, based on my own experiences. Here it is in full: magical, memorable, emotional, dreamy, romantic, nostalgic, unrepeatable, fun, challenging, impractical. If there’s one word in that list that encapsulates the allure of film photography for me, it’s ‘memorable’, and I think this is the single greatest defining difference between analogue and digital: film forms memories, whereas digital photography forms ones and zeros. To prove the point, I’m going to give you a brief insight into the three formative memories that cemented my love of photography…


The first occurred on my eighth birthday when I was given a 35mm compact in a box adorned with the words ‘Pentax camera outfit’. Now, the year before I’d been given a Spider-Man outfit, which I’d proudly worn on weekly family errands for months after, so my first thought was: Why would I want to dress as a camera? But that little black compact went everywhere with me, and I fell in love with all the clicks and whirrs that came with it.


The second formative memory was forged on a post-graduation trek across Australia. I’d just bought my first SLR, a Pentax P30T, and I set out to capture every beach, pier and derelict ‘ute’ in glorious black and white. The problem was, I didn’t really know what I was doing, and so every horizon was wonky and every subject was too small in the frame. But that didn’t stop me from eagerly presenting my homemade prints at a job interview a few months later and asking the gentleman opposite what he thought. ‘Not much’, he said, after a long pause. Evidently, enthusiasm alone was enough: I got the job and thus began my editorial career.


Lastly, the third memory occurred at the New Art Gallery Walsall in the West Midlands, England. A lot of fuss was being made in the news about its fancy modern architecture, so I thought I’d head along and see it for myself. What I didn’t know is that there was a Sebastião Salgado exhibition taking place on the third floor; as I walked up the stairs, I was confronted with a floor-to-ceiling print of one his Serra Pelada gold mine photographs. I rarely find myself speechless, but this was one such moment.


No doubt you’ll have your own formative memories, and whether you’re totally new to film photography or a re-enthused hobbyist with a few old SLRs returning to active service, this book is here to provide you with all the passion, inspiration and practical know-how you’ll need to enjoy film photography for many years to come. From in-depth guides to the best analogue cameras, films and techniques to developing your first roll of black-and-white film and even building your own camera, this book is here to help you to shoot the ‘retro’ way.


This book is also an opportunity to shine a light on a new generation of film photographers, bright young things who have not only embraced the analogue world, but shared it with the masses via Instagram and mainstream media. Liza Kanaeva-Hunsicker is one of the most exciting portrait and fashion photographers at work right now, and her brilliant images are regularly published in the pages of Vogue Italia, arguably the coolest magazine on the face of the planet. And she shoots film. Why? Because ‘there’s poetry in there’. Liza will be sharing her analogue insights and adventures with you throughout Shooting Film, so read on and join the revolution.


Viva la film!
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Liza Kanaeva-Hunsicker is at the forefront of a new generation of analogue photographers. Vogue Italia, ‘Timelines’, Brooklyn, NY.









Analogue advantage


A lot of comparisons have been made between film and the resurgence of the vinyl record and the fact that this undeniably antiquated audio format may soon start outselling CDs again for the first time since the 1980s. There are indeed certain similarities. Think of the record-playing ritual: you first have to browse through your collection and choose the record that best suits your mood, before carefully removing it from its sleeve, placing it on the turntable and delicately dropping the needle.


Think also of the vinyl format’s foibles: it can be easily scratched and warped, the sound quality isn’t always pristine, and its size and weight make it a pain to store. Plus, have you seen the price of a vinyl record these days? Ouch. With all these ‘quirks’ in mind, it’s not hard to see such obvious similarities, but it’s not an entirely fair comparison. See, vinyl was marginalized by a format that is now itself marginalized, whereas film was overtaken by a format that continues not only to thrive, but to infiltrate every aspect of our lives. This makes its renewed popularity all the more remarkable and begs one simple question: why? The answer is equally simple and boils down to one key factor: choosing to shoot film is an emotional decision, whereas choosing to shoot digital is a rational one.


Perhaps a more meaningful comparison would be between film and digital and the two formats’ pros, cons and unique attributes. After all, this is a comparison that you’ve either already made or are thinking of making, given that you’re reading this book. Some differences are easily qualified and quantified – resolution, for instance – while others are more personal and subjective, kind of like the differences between vinyl and CDs. For the record (excuse the pun), I’m not about to argue that film is better than digital; that argument has played out on just about every forum I can think of and is utterly futile. Rather, I’m here to discuss why such an imperfect analogue format is still perfectly relevant in the digital age.


Let’s start with resolution. This term is another way of expressing how much detail a camera can capture and, in the digital world, is measured in pixels. One million pixels equals one megapixel (MP), and even the lowliest digital cameras these days offer resolutions of around 16MP, with higher-end DSLRs pushing 60MP, and some medium-format cameras even tipping the 150MP mark. The upshot of these impressive figures is that digital cameras can capture a lot of detail. Film, on the other hand, doesn’t have pixels, though comparative measurements can be made. Scientific analysis shows that transparency films such as Fujifilm Velvia 50, a popular choice among landscape photographers, has a comparative resolution of around 16MP. This figure can vary between 4MP and 20MP depending on manufacturer, film speed, age and any number of other chemical-based variables. So far, so unimpressive, you might think. However, step up to medium format, and these numbers rise up to a massive 400MP. Given that digital medium-format cameras can cost more than a new Audi (eight times the value of my little Ford Focus!), you can start to appreciate the attraction. In fact, if you’ve never viewed a medium-format transparency on a lightbox, you’re missing out on one of life’s simple pleasures.
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Like other analogue formats, film is an imperfect medium with its own unique qualities and rituals.
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Film compares favourably to digital in many ways, particularly when it comes to exposure latitude.





While resolution is undeniably important, many would argue that dynamic range is of greater significance. This fancy term refers to the range of brightness and detail a sensor or film is able to record, from pure white to pure black, and is a big deal in the world of digital camera spec sheets. In short, the bigger the dynamic range, the better the sensor and the more control you have over the final image. Most digital cameras have a maximum dynamic range of 12–14 stops (for context, a healthy human eye has a dynamic range of around 14–15 stops), with some higher-end models pushing 15 stops. Film has a dynamic range of up to 13 stops, so puts up a relatively good fight against digital. However, this isn’t the full story.


Film has a special power: its ability to capture detail in the brightest of highlights. If you overexpose a digital photograph, there’s a good chance that your brightest highlights will be ‘blown out’ and become pure white, giving you no way of recovering any detail in these areas at the editing stage. With a negative, however, you can overexpose by up to 6 stops and still capture detail in the brightest highlights, making film a much more forgiving medium to use, particularly if you’re just finding your feet.


Of course, not every difference can be summarized in numbers, and this is where personal preference and emotion start to sneak into the equation. There’s no denying that digital is instant and intuitive, and that film is time consuming and impractical, but there’s also no denying that shooting film forces the photographer to adopt a very different mindset. I once heard an upand-coming fashion photographer referred to as a ‘machine gunner’, the inference being that this person set their camera to high-speed burst mode, held down the shutter button and hoped for the best. It wasn’t meant as a compliment.
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Film encourages a more considered approach, which can result in some truly unique images.
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CineStill 800 is one of more than 200 different types of 35mm film available.





This ‘spray-and-pray’ approach simply isn’t possible with film photography. My 64GB SD memory card gives me over 9999 exposures on my battered old DSLR, whereas a roll of Kodak T-Max P3200 (my favourite black-and-white film) in my equally battered old Pentax gives me just 36 exposures. My technique differs accordingly: with digital, I shoot quickly and instinctively, safe in the knowledge that if I take enough images, at least one will be good enough for editing; with film I work slowly, thoughtfully and sparingly. Why? Because film gives each frame value, literally and metaphorically.


You need certain qualities to be a good film photographer: confidence in your skills, the vision to imagine what the shot you’re about to take will look like in print, and a certain saintly patience. The latter is a quality I’ve heard referred to as ‘Schrödinger’s Photo’ (is the film alive or dead or both?) and is something that I’m sure those of us who’ve stockpiled exposed film for weeks and months can appreciate, and those of us who’ve only ever shot digitally would find completely unpalatable. I wouldn’t describe this ‘unique selling point’ as an advantage, as such, but it does add to the romance of film and heightens the sense of achievement you experience when you find that you nailed the shot after all.


Whatever its idiosyncrasies, film is built to last. A former colleague of mine once lost several years’ worth of digital images when his hard drive failed and his recovery software didn’t work. This was before the days of cloud-based storage and there wasn’t a happy ending. Years ago, I inherited my grandad’s old 78 vinyl records – Sinatra, Gershwin and Hancock’s Half Hour, if you’re interested – and I still play them occasionally. They sound amazing. I also inherited a few of his old black-and-white negatives, and they too still get the occasional airing. They look amazing. In fact, if you ignore the slicked comb-overs and dubious facial hair, they could have been taken yesterday.


This book is a modern guide to retro photography, and at first glance, the words ‘modern’ and ‘retro’ might seem like contradictory bedfellows, but you only have to look at the design aesthetics of today’s digital cameras to see why it makes sense. The likes of Fujifilm and Olympus have carved out a niche with their retro-inspired X Series and PEN releases, respectively, with classic cameras providing the inspiration for a whole new generation of forward-thinking technology. In fact, the man who conceived Fujifilm’s first X Series camera once told me that its design was inspired by the old rangefinder his father used to keep as a memento on his mantelpiece. So, what better way to celebrate retro than by embracing it wholeheartedly and shooting film?
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Traditional film camera design has informed the look and feel of today’s ‘retro’ digital models.









PRO VIEW



LIZA KANAEVA-HUNSICKER


on why she loves film


[image: illustration] I moved to New York City shortly after I graduated from college. After some soul searching (working in restaurants, interning with a mentally unstable diamond-heiress-turned-fashion-mogul, moving apartments every other month and layering all the clothes I had for wintertime in Queens), I quite literally knocked on several high-profile photo agencies’ doors and gave my CV to receptionists in the hopes of getting any job in the photography field.


Surprisingly, a couple of agencies called me back for interviews, and soon I found myself working as a production assistant on Steven Meisel’s set while he was shooting his bi-annual Prada campaign. Catering provided a profiterole tower for dessert, models had a designated smoking room (trés ’90s supermodel era), and the set was buzzing with excitement and creativity. I liked what I saw and decided to pursue photography professionally.
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‘Lighthouse’, Fire Island, NY. Yashica Mat-124 G.





In some ways it wasn’t as random of a career choice as it seemed at the time. Photography has been a part of my life since my teenage years, when I would document my family’s travels through Russia and abroad. I loved the immediacy and creativity of photography.


In NYC, I began working all the angles of the industry – production, creative, business, etc. – all while developing my portfolio. Next, I moved on to assisting established photographers – working on set, setting up lighting, digiteching, retouching, driving equipment vans, eating a lot of catered food and hanging with the boys (it was still a very male-dominated industry). I learned a lot during those days and would highly recommend anyone interested in pursuing photography assist for a few years.


It was during that time I was asked to join a talented emerging photographer, Jody Rogac, on an assignment documenting a battle over abortion rights in the American South. The story was commissioned by NBC. The job was to take portraits of people involved in the crisis – doctors, pro-choice and pro-life activists, lawyers, politicians, patients, etc. We flew from NYC to Georgia, rented a car in Atlanta, and started on our great ten-day photography road journey. We travelled from Georgia to Alabama to Louisiana and finally to Texas. It was just Jody and me; we drove most of the day, checking into a different hotel or roadside motel each night. Our rental car was packed with C-stands, apple boxes, rolls of seamless paper, strobes, flags, reflectors, snacks and pepper spray (just in case).


We photographed our subjects in the morning, improvising locations as we went: subject’s home, subject’s garage, subject’s shower (you find beautiful natural light in some unexpected places), hotel rooms, offices, hospitals, sidewalks, campus tailgate parties. Jody shot the whole job using film cameras. Portraits (the majority of the project) were shot with a Hasselblad; and the more dynamic documentary portion was captured using a Contax, with an occasional Polaroid shot taken here and there, so we’d have some idea of what the end product might look like. That was my introduction to the analogue world.
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Personal work, NYC. Yashica Mat-124 G.





As an assistant, I was loading rolls of Kodak Portra 400 into the Hasselblad, metering the light, numbering the rolls and timing the development of the Polaroids. I loved how meditative the process felt compared to the endless rush of digital shooting. I was enthralled by the tactile and enigmatic nature of analogue. I liked being guided by my intuition, by light, by the subject. I liked the yellow candy-like wrapping on Kodak Portra 120, the smell of the Polaroid chemicals, the calculated shutter clicks and mailing out the batches of film to New York, not being entirely sure what the final product would look like. It didn’t feel like the photography I knew before. It felt like a different medium entirely. It was poetic, made more so by the moody landscapes of the American South.


When we got back to New York, I got my first film camera, a 35mm Nikon FM2. A year later, during a trip to Cuba, in a Havana flea market amid old Russian Zenit cameras and other Soviet memorabilia, I picked up a Yashica Mat 124G. Sometime after that, my father-inlaw gave me his Polaroid SX-70 from his ’80s heyday. Most recently, I purchased a Contax T2. Each of these cameras is its own creature – moody, demanding and uniquely creative.


What I loved most about shooting film for fashion editorial and portrait work, apart from the aesthetic value, is that it significantly slows down the process and changes the dynamics on set. The shoot becomes more collaborative and more in the moment. You get to connect with the talent and the crew more. You all get to catch a rhythm, rather than constantly checking the monitor or the back of the camera and making frantic adjustments. True human connection makes for incredible images. I appreciate the few days that separate me from seeing the images, the distance offers a new perspective on the work, which to me is invaluable.


As a fashion and fine-art photographer, I can feel the collective acceptance and excitement around analogue now. Clients and executives are championing the artistry of the medium. From photography connoisseurs to TikTok influencers; from old maestros of the industry to the general public – it seems like everyone is shooting film now. It’s trendy, like skateboarding among teenage girls. In both cases, it’s a good thing, because both are disciplines of value. They require an effort to master and are enlightening in many ways. Learning skills such as these is a beautiful thing in our pragmatic and commercial world.
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Vogue Italia ‘Timelines’, NYC. Yashica Mat-124 G.
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Lucia. Yashica Mat-124 G.
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Kristen in Lexy’s backyard, Upper East Side, NYC. Yashica Mat-124 G.
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Camera types explained



Knowing your SLRs from your TLRs is a bit like knowing your hatchbacks from your family four-doors – they all essentially do the same thing, they just do it in slightly different ways. And the names are often just as baffling. Note that this isn’t intended as a complete technical guide – my beard isn’t long enough for that – but it will give you an idea of each type’s unique qualities and quirks, along with a brief history and subsequent plight of certain models. And at least you’ll be able to nod sagely next time your learned photography friend starts to talk about twin-lens-reflex parallax-error-correction techniques.



TWIN-LENS REFLEX



Dating back to the late 1800s, these wonderfully antiquated manual-everything devices were once all the rage. As the name suggests, the twin-lens-reflex (TLR) camera features not one but two lenses: one for taking pictures and one for viewing. These ‘twin’ lenses are identical in focal length and they focus in unison, with the upper, viewing lens positioned in front of a fixed internal 45-degree mirror, which reflects light up and into a ground-glass viewing screen (hence the word ‘reflex’). Because of its position on top of the camera, this screen has to be viewed from above, and so TLRs are typically held at waist level.


Rectangular in shape and mechanically very simple, TLRs have two obvious quirks. The first is that what you see through the viewing screen isn’t exactly what the camera sees through the taking lens, a phenomenon known as the parallax error (try holding your hand a few inches from your face and closing one eye, and then the other, and you’ll get the gist). This is less than ideal when shooting portraits and close-ups, as you have to physically compensate for the difference, though less of an issue when shooting faraway landscapes. The second is that the image reflected onto the waist-level viewing screen is shown back to front, which is less than intuitive and really takes some getting used to.


Curiously, two instant TLRs have been released in the 21st century: the Rolleiflex Instant Kamera and the Rolleiflex-inspired MiNT Instantflex TL70. Could the TLR be making a comeback?




[image: illustration]


The Rolleicord medium-format twin-lens-reflex camera was first produced in 1933 and aimed at amateur photographers.






RANGEFINDER



Almost a century before the likes of Sony and Panasonic revolutionized the world of photography with the mirrorless digital camera, the rangefinder was the go-to choice for discerning street and documentary photographers. Devoid of a mirror, and so svelte and quiet, rangefinders are manual-focus only and typically feature a split-image rangefinder focusing system, which shows two identical images, or frames, in the same viewfinder: one moves and lines up with the other to indicate ‘in focus’ when the focusing ring is turned.


In some ways, they’re similar to TLRs in that both designs suffer from parallax error due to the viewing and picture-taking lenses being offset, though later rangefinder designs compensated for this by adding a ‘brightline’ frame within the viewfinder, which automatically corrected the disparity as focus was adjusted. Amazingly, despite being ‘outgunned’ by SLRs in just about every department, film rangefinder production continued well into the 1990s thanks to the likes of Cosina, Voigtländer and Hasselblad, while Leica continues to produce digital rangefinders to this day.
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The Leica name is synonymous with rangefinders and still produces digital models today.





INSTANT


The closest analogue photography ever got to digital’s immediate gratification, the instant camera is a triumph of chemical ingenuity and marketing brilliance. You simply press a button, wait a couple of minutes and then bask in the glory of a fully developed print. Amazingly, instant photography has been around since the 1940s, when American scientist and Polaroid co-founder Edwin Land invented the Land Camera Model 95, the first production of which sold out in less than 24 hours. Further models were developed, culminating in the integral film that we all know and love. If you’ve ever held a classic Polaroid camera, you’ll know they’re about as ergonomic as a brick and just about as portable, but there’s something very special about being able to hold a physical, one-of-a-kind print in your hand immediately after capture, that you can share with friends face to face.
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The Polaroid OneStep 2 is an updated version of the company’s 1977 point-and-shoot classic.
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The Canon AE-1 sold over 1 million units between 1976 and 1984.






SINGLE-LENS REFLEX



Finding an ingenious solution to the TLR parallax problem, the single-lens-reflex (SLR) camera replaced two lenses with just one and introduced a moveable mirror and prism, which means that what you see through the viewfinder is exactly what the lens is seeing. Rather than being fixed at a rigid 45-degree angle, the mirror reflects light up and into an eye-level viewfinder when an image is being composed and focused. When the shutter button is pressed, the mirror flips up, exposing the film and making for a much more intuitive picture-taking process. As a result of this integral change, SLRs were smaller, lighter and more versatile, and sounded the death knell for the humble but ground-breaking TLR camera.


Compared to TLR cameras, SLRs have another huge advantage: interchangeable lenses. Other advancements include through-the-lens (TTL) metering, automatic exposure modes and, of course, autofocus, all of which meant that as TLRs waned in popularity during the 1960s, SLRs enjoyed a boom and made stars of companies such as Pentax, Minolta and Olympus.


There are very few disadvantages to the SLR’s design, but there are some. Flash-sync speeds tend to be slower than the equivalent on a TLR; the moveable prism can cause vibrations when it flips, which makes shooting handheld at slower shutter speeds more of a challenge; and they’re more complicated and more prone to mechanical failure.


On the whole, however, the SLR has endured, and it’s now what many would consider a ‘proper’ camera.
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COMPACT



Reducing the sometimes-complicated picture-taking process to its core steps – literally, point and shoot – the humble compact camera may not be the most exciting photographic invention of all time, but it has more than earned its place in the history books. Unfortunately, the film compact was superseded in the early 21st century by the digital compact, which itself was all but snuffed out by the advent of the camera phone, but if you’re looking for an analogue antidote to your gazillion-megapixel Samsung smartphone and don’t want to have to worry about focusing or exposing, keep your eyes peeled – there are millions of perfectly usable second-hand film compacts out there waiting for new homes.
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Compact cameras are small, light and incredibly easy to use.






SINGLE USE



Like compacts, single-use cameras were designed to be easy and fun to use, but they were also designed to be disposable, which is not the greatest selling point at a time when climate change and environmental issues are such a serious concern. Essentially just a primitive box camera with a fixed lens and maybe a flash if you’re lucky, single-use cameras used 35mm or APS film and, once exposed, were handed in for processing in their entirety without the film being rewound or removed. It’s hard to get too excited by this rather utilitarian camera type, as they’re a robust example of function over form, but it’s also hard to begrudge a camera type that has brought so much happiness to so many people. Even now, over 70 years since the first cardboard single-use camera was sold, it’s not unusual to find them at wedding receptions, waiting expectantly for the best man’s speech or the first dance.
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Single-use cameras are great for parties and special occasions.









Camera formats The basics



Now that you know your rangefinders from your single-lens reflexes, we can delve into the wonderful world of camera formats. The word ‘format’ simply refers to the size of film a particular camera uses and is the analogue equivalent of a digital camera’s sensor size. You’re probably familiar with 35mm and medium format – they’re so ubiquitous they’re still used as points of reference in the digital world – but these terms are just the tip of the iceberg, and it helps to know exactly what they mean and how they apply to the camera types we looked at in the previous section. Here we’re going to focus on the three main formats.
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Nikon’s entry-level EM is the Japanese manufacturer’s smallest, lightest and cheapest 35mm SLR.





35MM


Easily the most popular format, 35mm cameras use a film that measures 36x24mm, a film ‘window’ that gives a 3:2 aspect ratio. The name itself refers to the full width of the film including its perforations, or sprocket holes. All mainstream camera manufacturers adopted the 35mm format as standard from the 1930s onwards for their SLRs, rangefinders and compacts, and hundreds of millions of rolls of 35mm film were sold by the likes of Kodak, Fujifilm and Ilford. At the time of writing, production of the Nikon F6 has only just ceased, which is arguably one of the very best 35mm cameras ever made, while Leica continues to produce beautifully crafted 35mm film rangefinders, most recently the MP and M-A (though you’ll need deep pockets to invest in this model).


The origins of the 35mm format date back to the Golden Age of Hollywood. Many classic American and European movies, including My Fair Lady and Lawrence of Arabia, were shot on 70mm film stock, which was expensive to both buy and project. In search of a cheaper alternative, a little-known Scottish inventor by the name of William Kennedy Dickson cut a roll of 70mm film down the middle and spliced two ends together, thus creating 35mm cinematic film. It was an instant success and was later adapted for stills photography by Leica engineer Oskar Barnack, who built a prototype 35mm camera in 1913, leading to the development of the Leica I.


Despite being referred to as ‘small format’ in its early days, mostly to distinguish it from its medium-and large-format counterparts, 35mm remains a relevant format even today, with full-frame digital sensors sharing the same 36x24mm measurements. Plus, an increasing number of new 35mm films are appearing on the market, which bodes well for the format’s future.



MEDIUM FORMAT


Any camera format bigger than 35mm but smaller than 130x100mm (more on that later) is referred to as medium format. Before the popularization of 35mm, medium format ruled the photography world, with film available in a number of sizes. However, as the format was standardized in the first half of the 20th century, 120 and 220 film became the most widely used, giving a film ‘window’ of between 6x4.5cm and 6x24cm, depending on the type of camera used.
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