




























































































































































































The standard 
programme is valid for 
the focal lengths 
between 35 and 
135mm. 1/is sec . can 
be set by hand at 
50mm, the open 
aperture is attained in 
this case. 
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steps , but also selects intermediate readings) . Aperture 
f/2 . 8  is obtained at 1/i2s sec. in the standard programme , and 
the limit of camera shake of 1/Go sec . with the fully open 
aperture f/1 .4 .  From then on there is no alternative but for 
the programme to select the longer shutter speeds . 

After the wide angle and standard programmes you are 
now expecting a telephoto programme , and you will not be 
disappointed by your Minolta 7000. As you quite correctly 
assume , the exposure control of the camera now attaches 
importance to the high speeds , in order to avoid the danger of 
camera shake , and opens up the aperture more quickly. This 
is in spite of the fact that the depth of field, which is not very 
great for telephoto lenses anyway, diminishes quickly. 

The programme looks like this for the 300mm f/2 .8  
telephoto lens . Again, 1 .  2000 sec. i s  combined with aperture 
f/22,  but f/2 .8  is already attained at 1/soo sec . ,  although the 
same brightness on an ASA 100 film would also lead to the 
correct result at f/5 .6  and 1/izs sec. But with 1/soo sec . the 
likelihood of camera shake would not be as high as at 1/izs sec . 

To reduce this to a common denominator, one could say 
that the programmes have been balanced in such a way that 
the maximum aperture is obtained at the shutter speed which 
is valid as the hand-held limit for the relevant lenses and from 
then on shutter speeds get longer with a fully open aperture . 
This was a wise decision by the engineers . 
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Shuucr spced(s) 

Telephoto-programme (with AF 300111111 f/2.8; ISO 1 00/21 ° )  
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The programme to 
guard against camera 
shake reacts to less 
light by opening the 
aperture, until it is not 
possible to do so any 
further. At this point 
the "safe" speed for 
the 300mm lens of 
very nearly 1/soo sec . 
has been almost 
reached. 

Even more wonderful is the fact that you do not have to 
worry about the correct programme . Your Minolta 7000 
finds out the focal length from the lens and takes care of the 
suitable programme , and this is not only for fixed focal 
lengths . The exposure control of the Minolta 7000 even 
notices if the focal length of a zoom lens changes from one 
range to another (the limits are 35 mm down and 105 mm up) 
and reacts with the relevant programme . 

Program me - Depending on the Subject 

The subject bell has not been invented yet ,  and even if it had I 
would advise against a camera with such a thing. All the aids 
which the technology of the Minolta 7000 can offer are there 
so that you can concentrate on the subject , and that is what 
makes photography such a fascinating hobby. The heading of 
this chapter therefore does not mean that your Minolta 7000 
can recognise the subject and then set the correct 
programme : it is left to you to capture the subject. 

The three programmes of the Minolta 7000 are extremely 
helpful, and in their layout they are also very user-friendly . 
The majority of all shots will fit into this programme scheme 
and will not only be exposed properly, but will also be 
"correct" in the matters of depth of field and movement­
arresting shutter speed. 
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However, there will also be situations , despite your wide 
angle , when short shutter speeds will be more important to 
you than a small aperture . You don' t  have to select another 
programme in this case only to see your subject disappear 
because it is fed up waiting. You simply make use of the 
amenities of the EV. If, let 's  assume , your Minolta 7000 is of 
the opinion that the combination of 1h2s sec . and aperture f/8 
would suit the 28mm f/2 .8  wide angle attached ,  the ASA 100 
film and the subject brightness best, then the same exposure 
can be obtained with another stop/speed combination, of 
which some combine shorter shutter speeds with larger 
apertures . Instead of f/8 and 1/i2s sec . these are : 

f/5 .61/2so 
f/41/soo 
f/2 .81/iooo 

If you now press the right-hand setting key behind the 
shutter release button, the stop/speed combination is 
moved by one stop along the EV scale . It moves another stop 
at the next pressure , and so on. Because the aperture , as 
well as the shutter speed, are indicated in the viewfinder you 
are able to react in a flash and choose the more suitable speed 
without having to leave the "programme mode" .  Minolta 
calls this choice ' 'programme shift ' ' and the fact that you are 
using it is shown by the flashing of the operating mode 
indicator in the viewfinder and in the display. After shutter 
release it is automatically switched back to that reading 
which, according to the Minolta 7000, suits the focal length. 
The change back also occurs if you should have intervened in 
the programme but have not released the shutter after 10 
seconds . 

It is also possible to raise the shutter speed contrary to the 
camera' s  automatic decision; you are then, of course , able to 
stop down in order to enlarge the depth of field of a telephoto 
lens . Therefore , with the 300mm f/2 .8  lens , aperture f/8 at 
1/Go sec. could be chosen instead of f/2 .8 at 1 . 500 sec . This is 
only sensible if you are able to support the camera during the 
shot , otherwise you will definitely get a blurred picture . 
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Aperture 

Aperture 

Aperture 

The photographer 
does not always agree 
to the aperture/speed 
combination which the 
camera sets for him in 
the automatic 
programme mode. As 
the same exposure 
can be obtained with 
different 
aperture/speed 
combinations, the 
Minolta 7000 offers 
the facility of altering 
the combination 
within the exposure 
value. 

Alternatively, the 
programme can be 
changed in favour of a 
fast speed if 
movement needs to 
be frozen. The larger 
aperture (in the 
example f/2 instead of 
f/4) however gives a 
narrower depth of 
field, an effect which 
unfortunately cannot 
be judged in the 
viewfinder of the 
Minolta 7000. 
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Aperture According to your Wish -
Speed According to your Wish 

About a dozen years ago photo enthusiasts were quarrelling. 
Whereas one side swore by shutter speed priority , in which 
one pre-selects shutter speed, the other wouldn' t  hear of 
anything being said against aperture priority , where one 
fixes the aperture . A third group thought that every kind of 
automatic was completely superfluous and was convinced 
that manual setting of speed and aperture was the only 
proper way to take photographs . 

The XD- 7 from Minolta settled the quarrel once and for all . 
The XD-7 offered both kinds of automatic working, as well as 
manual setting, and with this gave photographers for the first 
time the opportunity to choose , according to the subject , the 
optimum mode of automatic exposure control. In order to be 
able to do that one has to know the advantages each of the 
three can offer. I am now going to talk about aperture priority 
mode . 

Choice of Aperture 

When the exposure control of your Minolta 7000 is in charge 
of both shutter speed and aperture in the programme mode , 
your freedom of choice on the other automatic functions is 
considerably limited.  When you, the photographer, choose 
the aperture for the camera in aperture priority mode by 
pressing a key ,  the shutter speed setting follows 
automatically. The camera only has to look for and set a 
suitable shutter speed which the chosen aperture requires 
for correct exposure . All available apertures can be set at 
intermediate stops - an advantage over conventional lenses 
with aperture rings on which it was often impossible to set 
the intermediate stops at the end of the aperture range . 

When pre-selecting the aperture you can either use the 
setting keys behind the release button or the ones on the 
upper left on the camera bayonet. On a single pressure the 
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aperture is altered by half a stop . If you leave your finger on 
the keys the aperture values run through quickly and you 
have to be quick to release the finger pressure when the 
desired value is obtained. 

Subject brightness does not change in exactly defined 
steps . If we follow the basic photographic principle of 
doubling for the correct exposure level, it is understandable 
that the automatic speed setting does not doggedly follow the 
standardised shutter speed steps,  but is continuous. Despite 
the mechanical limitations , and bear in mind that operating 
the shutter curtains means a mass has to be accelerated and 
brought to a stop again and the shutter curtains do not run 
without friction, even the irregular speeds can be achieved. 
Thus for a certain aperture 1/478 sec . or 1/493 sec . or any other 
odd speed might be set. 

It is clear from the chapter on the influence of aperture on 
the picture for which subjects you choose aperture priority . I 
am relying on your good memory and repeat here only the 
most important points : from the same position and with the 
same focal length, a wide aperture gives a narrow depth of 
field , a smaller aperture gives a larger depth of field . A 
narrow depth of field makes it possible to highlight a subject 
against its background , because the background is 
reproduced as a blurred pattern. A large depth of field is 
needed for subjects which stretch into the distance and for 
which the foreground as well as the background is a valuable 
part of the picture . 
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Choice of Shutter Speed 

When shutter speed priority is used, the Minolta 7000 has 
not got an awful lot to say about exposure . According to the 
film speed,  the subject brightness and the pre-selected time 
it has to choose a suitable aperture and transfer this 
information to the lens . 

Whereas aperture priority is able to graduate exposure 
very finely (continuous shutter speed control) the smallest 
difference for shutter speed priority is half an aperture stop. 
Why can ' t  one do here what was possible there? With 
aperture priority the shutter speed is controlled 
electronically and can set off the second shutter curtain after 
1/478 sec. if that is what is required. Aperture is controlled 
mechanically however. A lever inside the camera moves a 
certain distance , this in tum shifts a lever in the lens for the 
same distance , the lever in the lens finally affects the 
aperture blades ,  which again have to move a certain amount 
from their resting position. The mechanical inaccuracies add 
up : one tenth aperture cannot be set reliably , at least not at an 
affordable price . 

Shutter speed is set by keys at the shutter release or at the 
bayonet. It can, like the aperture , be altered in single steps or 
continuously . 

Shutter speed has a great influence on possible camera 
shake . The longer the focal length, the shorter should be the 
shutter speed,  if no tripod is used. 

Shutter speed adds movement to the picture , or freezes it. 
High shutter speeds freeze movement and make visible 
single moments , which cannot be seen with the naked eye . 
Slower shutter speeds (possibly coupled with panning) 
convey movement through wiping effects on the moving 
subject or on the background or both. 
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Self Determination 

If you want to arrange the exposure completely to your 
liking, then you can set the speed and the aperture manually. 
The shutter speed is set by the keys behind the release , and 
the aperture by the keys on the bayonet. 

The Minolta 7000 makes it possible to set the exposure 
according to your opinion and shows you if your actual setting 
of the two factors would lead to over or under exposure . This 
is only done in the viewfinder, not in the display. But (you will 
please excuse the harsh word) it is nonsense to set the 
exposure manually and to do so by following the camera ' s  
indications . These indications are based upon the work o f  the 
exposure meter and you would not obtain a different result if 
you pre-selected speed and aperture and then let the 
automatic do its work, except that you are quite a bit slower 
doing all this by hand. 

So what is the option of the manual setting for? Only 
because it was possible to include it? This could certainly not 
have been the reasor.. 

Perhaps in your picture you might want to intensify the 
thundery mood, which has been in the air for days . You have 
to under-expose significantly on a bright day - and that can be 
set very well manually . Perhaps you want to photograph a 
fireworks display and need a long shutter speed whereas the 
automatic would select a wide open aperture which would be 
no good. In both these cases the manual exposure setting can 
be used sensibly . 

There is also the option to set the exposure with a hand­
held exposure meter. For instance , when difficult conditions 
demand this by spot or incident light measurement, or in a 
studio with a flash exposure meter. 
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Everything has been Thought of 

Even if you dont ' t  want to have it easy with the programme 
mode you can comfortably and easily work with the other two 
exposure modes which allow you to adapt to any subject. 
However, the automatic system can only work according to 
pre-set parameters , which the exposure meter provides ,  
that are calibrated to a grey standard subject of  18% 
reflectivity . What can one do if  the subject does not conform 
to this standard and the automatic system can then only 
produce incorrect exposures as a prisoner of the 
programme . You could: 
• set a correction factor 
e use the automatic exposure lock 
e set the shutter speed and aperture to your liking 

Everything has been thought of. 

Subjects Which Don't Fit the 

Scheme 

Statistics are a bit tricky. If you go to a restaurant with an 
acquaintance and eat two steaks in the time in which he 
devours ten glasses of beer and ten chasers , both of you are , 
according to statistics,  quite inebriated ,  because it averages 
out that you have each eaten only one steak, but poured five 
beers and five chasers down your throat. Likewise when it 
was established that the average subject reflects as much 
light as a grey card of 18% reflectivity, this also is only a 
statistical average . It does indeed fit quite a lot of subjects , 
but certainly not all of them. 

Which subjects deviate from the standard? 
e Subjects in which the part which is important to the 

picture is small , but much lighter or darker than the 
rest 

e Subjects which are very dark or very light over all 
Unfortunately Minolta were not able to produce an 
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Above: The picture has depth because of the leaves in the foreground. The 
frame formed by the coloured foliage completes the impression of Autumn 
mood. Photo: Walter Loffelmann. 
Below: It is enough to breathe on the front of the lens on cold days in order to 
achieve pictures full of atmosphere. Vaseline on a UV-filter also gives a hazy 
effect. Photo: Dr. R. Mezler-Andelberg 
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Above: Because the wicker beach chairs emphasise the lower part of the 
picture it doesn 't matter that the horizon runs through the middle of the 
frame. A slight over-exposure has avoided the chairs becoming silhouettes in 
front of the light background. Photo: Josef Ettmuller. 
Below: The shadows created by the low sun bring life to the otherwise 
uniform-looking sand. Photo: Peter Legler. 
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automatic system for the Minolta 7000 which would be able 
to recognise such situations and then to initiate the relevant 
steps , but everything has been done to help you achieve 
correctly exposed pictures conveniently. 

Against the Light 

A situation which occurs quite often and causes 
disappointment to the photographer is the shot into the light, 
where a bright light source lies behind the subject. Similar 
incorrect results are obtained if a small , dark subject is 
situated in front of a light background. 

A typical example for a back-lit situation is the shot of a 
person in front of the sun which is just above the horizon and 
is about to sink into the red-tinted sea . 

Let us change places with the exposure meter, which 
knows that a grey card is an average subject! It sees a wide , 
bright sky, the very bright ball of the sun, a light sea surface , 
and a tiny human being who stands out against the light 
background . All in all the exposure meter thinks this is a light 
subject, and the camera acts accordingly with a small 
aperture and a rather short shutter speed, all done with the 
best of its knowledge and ability. It simply cannot know that 
this tiny human being is your girl-friend (or perhaps your boy­
friend, your husband , your wife) and therefore more 
important than the background. 

So how can you make provision so that you girl-friend (or 
perhaps . . . . . . . . . .  see above) is still easily recognisable and 
that the sun-set also has its place? 

It is important that the silhouette is lighted. That means 
that you have to over-expose with respect to the exposure 
which was thought to be correct by the automatic system.  
This can be  done in  three different ways with this particular 
camera : 
1) With the automatic exposure lock and a long focus zoom 
lens . First read the face of your victim with the long focal 
length, store the reading and reset to the short focal length to 
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include the surrounding area that you want in the picture . 
2) With a single focal length lens you have to get very close to 
the lady or gentleman of your dreams until her/his image fills 
the field of the viewfinder, and then proceed as above . The 
automatic exposure lock key is most suitable for quick use in 
a single shot . 

3) If you want to keep the over-exposure for a whole 
photographic series you can feed the camera with a fixed 
correction factor by means of the + /- key and the two setting 
keys behind the release button. This method has the 
advantage that you don't  have to take a substitute readingfor 
every shot. The exposure has to be more generous for the 
desired over-exposure ; therefore you will feed in a plus­
correction with the right-hand setting key ,  which is possible 
within a range of up to four aperture stops in half stops . It 
depends on the situation, of course, as to how far you want to 
over-expose . The greater the brightness difference 
between the main subject and the background, and the 
clearer you want to make the subject stand out , the stronger 
the correction has to be . 

The second advantage of the correction factor is that it 
alters the relevant exposure which was established for the 
picture . Therefore when you take photos at a fashion show, 
during which the girls walk up and down against a very bright 
background which is large in our picture area, you would be 
well-advised to use a correction factor of let ' s  say 1 . 5 .  
Depending upon whether the model wears a lighter or darker 
piece of clothing, the exposure will change . A manually set 
stop/speed combination would only give the correct 
exposure for one lighting situation, but the correction factor 
is always based upon the actual reading and it does not even 
over-expose in the case of a light dress, but simply fills in. 
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Subjects can easily become silhouettes with back lighting, an effect which can 
be overcome by slight over-exposure. Large contrasts between light and dark 
sections of the picture can also lead to wrong settings by the exposure control. 
However, if light and dark are balanced and add up to a grey value of 18% 
reflectivity, then everything is all right. 
Photos: Bernhard Mielich (above) Klaus-Michael Thieme (below) 
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White on Black 

The opposite of the back-lit shot is a bright subject in front of 
a dark background. As an example , once again, we have to 
use the bride wearing her white dress and standing in front of 
the black wedding limousine , specially hired for the day. If 
the shiny black car fills the background and the dainty bride 
does not counterbalance this , then the exposure meter sees 
a subject that tends to the dark side , according to the grey 
card, and the exposure control will use a wider aperture or a 
longer shutter speed or both, in order to master this dark 
situation. 

The picture will show a dark limousine and a bride who will 
seem a little too white . Because of the over-exposure of the 
light parts the dress is shown as a completely white area in 
which no details can be seen, and the bride is paler around the 
nose than she was in reality . 

Once again you can obtain the correct result with the 
substitute reading and the automatic exposure lock. Though 
you don ' t  necessarily read the white dress only, but 
concentrate on the face for the exposure reading. 

If you want to shoot a whole series , you can again choose a 
correction factor, this time one from the " minus offer" , 
which is also available in half steps up to minus four aperture 
stops . Because everything is analagous to the plus 
correction used in back-light shots , I do not intend to bore 
you with repetitions .  
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Black on Black and White on White 

The exposure meter cannot quite cope with subjects which 
are largely very dark or very light because the programmed 
standard subject always gets in its way . 

If the bridegroom and not the white bride is posing in front 
of the limousine , then the exposure meter blacks out in the 
real sense of the word and the exposure control tries to 
compensate for the darkness with a wide aperture , a slow 
shutter speed, or even both. The result here is a car and a 
bridegroom, who both look somewhat washed out . The 
black of the suit and the paint of the car are not full , but appear 
greyish. 

You can only work here with the automatic exposure lock if 
you choose the light face of the bridegroom as the subject for 
a substitute reading and include a little black from the 
surroundings . The pictµre might be slightly under-exposed, 
so that the face is well reproduced ,  but that makes the blacks 
stand out even more clearly. 

Under-exposure is to be recommended anyway if a very 
dark subject is supposed to appear very dark in the picture 
itself, and that can be obtained by a minus correction. 

So would an over-exposure be the proper means to 
reproduce a very light subject as light in the picture? Correct! 
Because , if the exposure meter is reading the white bride in 
front of the white wedding coach, the camera will close the 
aperture and choose a short exposure in order to manage the 
huge amount of light. What the camera considers to be the 
correct exposure is really an under-exposure . In this case 
the white of the pictures is reproduced with a grey tint such 
that the washing powder manufacturers would have a field 
day. 

A substitute reading is best taken on a grey card with 18% 
reflectivity , which you can buy, or you can read it  off the palm 
of you hand , which does not correspond to the grey card 
exactly but comes very close to the standard subject . The 
grey card , or the palm of the hand , must be illuminated by the 
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same light source as the subject . 
Exposure correction is brought about by a plus factor 

which gives a more substantial exposure . As in the case of 
the dark subject, it is also valid for the light one that the 
correction factor should not be fixed too high because 
otherwise the opposite of the desired result will be achieved 
- a totally unsuccessful picture . For such shots a technique 
which is used by many professionals is recommended if you 
need a picture that is one hundred percent correct . This is 
the method of making an exposure sequence , which is best 
done with the manual exposure setting. 

Technique of Bracketing 

For difficult subjects especially , such as back lighting, light in 
front of dark, white on white and black on black, a great deal of 
experience is necessary if one wants to obtain the correct 
exposure , unless one works with a hand-held exposure 
meter and incident light measurement. But who lugs around 
one of those things all the time? 

If you are not completely sure about the right exposure you 
could first take a look at the suggestion made by the camera 
and then re-set for manual mode . If you would like to work 
with a certain shutter/speed or a certain aperture , then you 
keep the one factor constant and alter the other. Depending 
upon how uncertain the exposure is , and how urgently you 
need an optimally exposed picture , make a series of 
exposures at half stop intervals in the direction of over- of 
under-exposure . At least one shot will be exactly as it should 
be. The ones which lie directly next to it are not rejects ; you 
can still use them because duplicate shots can come in useful, 
especially for dissolve projection or for the sandwich 
technique . 

Perhaps you are wondering why I recommend the manual 
exposure setting for bracketing when there is the 
opportunity to use the programme shift and the correction 
factors , which stretch up to + I- 4 aperture stops.  
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It is not possible to use the programme shift for the 
correction which is needed in this case because the exposure 
remains the same . Aperture and speed are altered contra­
rotationally at the same time in the programme shift . For an 
exposure correction either the aperture or the speed has to 
be altered.  The actual setting of the correction factors is 
more cumbersome because you take the camera away from 
your eye after every shot and have to feed in the altered 
factor by a two-finger technique . When operating by hand 
you need two fingers for the basic setting only, then keep the 
camera in front of your eye and alter the speed or aperture by 
key, just as you prefer. 

The Trick with the Film Speed 

Actually the Minolta 7000 has been so well equipped for all 
emergencies that I wanted to withhold the story of the film 
speed from you, but perhaps you will be able to use it one day. 

We have already established in great detail that film speed 
is an important part in determining the correct overall 
exposure . Film speed and brightness are the two factors 
used in calculating a suitable EV. 

If you think a correction is necessary, one which is lower 
than a whole aperture stop and higher than half an aperture 
stop,  you can go to the film speed setting and alter the ASA 
value by one or two steps .  

The exposure control now thinks it i s  faced with a film of 
one- or two-third steps higher or lower and reacts with an 
altered exposure , in so far as a third-stop can be set, which 
can be problematic in shutter speed priority mode . 

We shall encounter changing the film speed in the next 
chapter when we talk about preparation for shooting 
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Camera Clear for Action! 

" Clear for action" the captain shouts in the old pirate films 
when a buccaneer is sighted and the crew prepare for the 
chase . You too should prepare everything before you start 
on your photographic expedition, nothing is worse than being 
faced with THE subject of a lifetime and not getting a shot in. 

In order that your Minolta 7000 can be used at all , you need 
batteries ,  a lens and a film. 

As far as the power is concerned ,  I would suggest the 
larger batteries (type AA) for the power pack, instead of the 
small power pack for the thin AAA batteries . The Minolta 
7000 does not devour power, but the two motors , the 
exposure meter, the LCD indicators and especially the 
viewfinder illumination demand their dues .  Just an additional 
note about this subject: if your Minolta is brand-new you will 
be surprised at how quickly the first set of batteries has been 
"sucked dry" . You may think that the story about the low 
energy consumption was simply optimistic advertising which 
did not reflect reality . However, if you consider how often 
you have had the camera in front of your eye and pressed the 
release button in order to check the automatic focus on this or 
that subject and how often you let the motor go for a jog, only 
to enjoy the fact that sooner or later you will take shots with 
this picture frequency. The ' ' high' ' power consumption in 
the first days or weeks does,  therefore , have to be ascribed 
to your urge to play, rather than to the camera . You don 't  
have to blush now, you are not the only one . 

Inserting the batteries proves to be neither better nor 
worse than with other cameras. Only during cold weather, 
when fingers are numb or one is wearing gloves ,  would one 
prefer a better solution. Here are some tips if you 
photograph a lot of snow and ice . Firstly there is a power pack 
which you can put into the pocket and which is connected to 
the Minolta 7000 by a cable . The advantage is that the 
batteries remain warm and therefore more efficient. The 
second possibility is the purchase of a second power 
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compartment which can be pre-loaded and kept in the 
trouser pocket. It is quick and easy to change the batteries 
and during really bitter weather you can keep on changing the 
power packs and avoid a drop in performance because of the 
cold . A third possibility is to use re-chargeable Ni-Cads 
(nickel-cadmium) storage batteries which are worth their 
money if you take a lot of photos . In order that you do not have 
to have a compulsory break when the storage batteries are 
being re-charged ,  the purchase of three times the number of 
storage batteries is recommended, together with the 
relevant charging unit in which the batteries stay for 
' ' conservation charge ' ' until they are needed .  

Inserting the film i s  not difficult, even for the person who 
has normally got two left hands with five thumbs which 
normally prevent any do-it-yourself job from turning out 
successfully. The back is opened by pressing the catch and 
the cartridge is inserted ,  with the opening upwards , into the 
cartridge chamber, so that the little fork embraces the bar in 
the opening. Then all that is left is to pull the film leader to the 
right as far as the red mark. Before you close the back check 
that the teeth on the sprocket drum are engaged in the film 
perforation holes .  

If  you have bought one of  the new films with DX-coding you 
do not in principle have to worry about the setting of the film 
speed ; this has been read automatically by your Minolta 7000 
from the metal strip on the film cassette . So that you can 
make sure , the set speed is shown on the camera display. If 
you do not use a DX-coded film you have to set the speed 
yourself by using the ISO key and the setting keys . 

When the back is closed the built-in motor transports the 
film to its first frame . The trick for getting two more pictures 
per film by thrifty insertion does not work anymore . 

Now back to the " in principle" .  We have clarified the 
matter about films and have also established at the same time 
that films have to be chosen according to individual taste as 
far as colour reproduction is concerned. The same applies to 
colour saturation. It is certainly no waste of money, or time , if 
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you standardise on a film for your Minolta 7000 and to your 
taste . Insert a film, look for an average subject in which as 
many colours as possible are present , and add someone to it 
so that the important skin tones can also be judged.  Then 
take a picture with the film speed which is given, and proceed 
in third-stops below until you have reached 2 stops under the 
nominal speed; and also move up in third stops until you have 
reached 2 stops above the nominal speed . After 
development you will have thirteen pictures in front of you , 
one of which corresponds to your exact requirements. You 
then count which film speed setting this picture was based 
upon and you use this setting for all photos with this film. The 
film carries an emulsion number and if possible you should 
buy ten or twenty films of this number and keep them in your 
fridge . You know how these films turn out and you will not 
have to reckon with a surprise .  

The correct exposure, of course, will lie only one- or  two­
third stops away from the standard speed; the other pictures 
show you the result of the relevant under- and over­
exposure, a useful experience for shots with the automatic 
exposure lock. If you are using professional films the exact 
film speed will be indicated on the enclosed leaflet and you 
have to start your test sequence from this point. 

If you are a black-and-white photographer, or develop 
your own work, you can skip this paragarph.  But if you take 
your films to be developed somewhere else , then this 
paragraph could save the pictures of your holiday. Every 
year thousands of films get lost in the post or the labs because 
the photographer has forgotten in the rush to give his correct 
address, or because the address sticker was not properly 
attached, or because the envelope had not been closed 
properly and the cassette container dropped out. You should 
record your address on one frame , or even perhaps just the 
registration number of your car. The search team at the post 
office and in the large labs make all possible efforts to identify 
these films . Such identification pictures make their work 
easier, and give you the assurance that your film will 
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definitely get back to you. 
A series to show you how much the setting has to deviate 

from the given film speed in order to give you the optimum 
results can only be shot if you have presented your Minolta 
7000 with a lens . The attachment of the lens is astonishingly 
easy ; only two things have to be mentioned.  

Firstly, always immediately put the two caps which 
protect your lens against dust into your pocket. It does not 
matter if it is the left or right trouser pocket or even the shirt 
pocket. If you have to be quick in changing the lens you will 
immediately know where to find the caps.  

Secondly , gently turn the lens so far ,  until the release 
button clicks into position. If you screw it into the bayonet too 
firmly , because you are frightened of losing the lens (don 't  
worry , that is  not possible ! ) , i t  can happen that the auto-focus 
clutch does not mesh with its opposite number in the lens and 
will turn idly. 

Which lens you attach to you Minolta 7000 will depend on 
what you want to photograph . That is what the next chapter 
is about . 
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THE TWELVE EYES 
OF THE MINOLTA 
The great advantage of a system camera is that the lenses 
can be interchanged ;  this enables you to change the focal 
length, and with that the field of view for a given subject. 

Minolta introduced a completely new lens system with its 
' ' 7000' ' ,  with an inbuilt ROM chip and without an aperture 
ring. But you know all that already because the general 
introduction of the lenses lies behind us.  Now before I 
introduce these lenses to you personally we have to 
understand some of their basic features ,  of which we can 
already tick off the lens speed, the aperture and the depth of 
field . 

Space-Creating Perspective 

Perspective is a difficult subject. There are two opposing 
schools of thought. The first opinion is that perspective 
depends on the position of the photographer. The second 
opinion holds that the perspective of a wide angle lens is 
different from that of a telephoto . 

What is perspective good for anyway? Perspective makes 
it possible to add spatial depth to a flat picture , representing 
objects which are further away from the viewer on a smaller 
scale than the ones which are closer. The rule is that the 
reduction is proportional to the increase of distance . An 
object at a certain distance from the observer seems twice as 
big as an object of the same size twice as far away . Apart from 
the continuous reduction in size of the objects in the picture 
with increasing distance , the spatial impression is also given 
by the narrowing of the perspective lines :  they converge at 
the vanishing point . 

The perspective is always the same if the position of the 
camera is not altered .  It does not matter at all whether you 
attach a wide angle lens or whether you prefer a telephoto 
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lens . If you cannot imagine this , then all you have to do is to 
take two shots from the same position, one with the wide 
angle and one with the telephoto . You then print a section 
from your telephoto picture , to say 9x13cm, and then make 
another print from your wide angle photo showing the same 
section as the telephoto picture and enlarged to the same 
size . 

If you position the two photos next to each other, then the 
perspective will be the same in both cases ,  but you can still 
(most probably) differentiate between them. This is because 
if you have taken both photos at the same aperture , then the 
depth of field will be larger on the wide angle one . 

If you enlarge both pictures to the same size , the 
perspective of the two pictures will seem different, leading 
steeply into the distance with the wide angle shot and flat with 
the telephoto picture . The reason for this is that our eyes are 
also little lenses, which convey a perspective picture of the 
surroundings . We connect this picture with a certain field of 
view, with a certain picture angle of about 45 ° and we 
consider this picture to be ' 'normal ' ' .  A lens between 40 and 
60mm focal legth captures the surroundings just like that and 
that is why the standard lenses for 35 mm cameras have been 
provided with a focal length of 50 mm. 

The wide angle lens captures much more within the picture 
than we are able to see with the unaided eye ; the perspective 
lines converge towards the vanishing point from a much 
larger distance and because of that give the impression of a 
huge expansion of depth. 

Because the film size does not alter with the focal length, 
the increase of picture information on the wide angle picture 
has to be reproduced smaller than on the shot with the 
standard lens . The reproduction scale is reduced . This is 
different for the telephoto shot. Here only a section is 
photographed when compared with the standard lens , the 
details are enlarged, but the picture border is situated very 
close to the vanishing point. Therefore the perspective lines 
in the picture are very short, the impression of depth gives 
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way to a flat impression and all individual parts of the subject 
seem to be bunched together. 

There is a second variable of steep and flat perspectives 
which you are able to exploit with the wide angle lens.  
Because of the wide picture angle of its short short focal 
length, you can get in close and still get in all the subject, 
whereas you would only capture a section of it with your 
telephoto . You would have to go back further with your 
telephoto to cover the same amount. With the wide angle an 
object 2m from the camera will be reproduced twice the size 
of a similar sized object4m away. With a telephoto lens on the 
other hand, the nearer object may be 8m away from the 
camera so the second one would be lOm, and therefore only 
one fifth further away. This is the reason why it will be 
depicted only one fifth and not half the size of the nearer 
object and the distance between them would look less . 

No wonder, you say, because the perspective has actually 
changed due to the change in position. That is correct, but it 
is often overlooked and only ascribed to the use of the wide 
angle lens on the one hand and the telephoto on the other. 
One forgets that the perspective also changes if both shots 
were to be taken with a wide angle . 

Reproduction Ratio - the Nearer, 
the Larger 

The reproduction ratio states how much smaller the subject 
on the negative or slide is reproduced (1 :x) or by how much it 
has been enlarged (x : 1) . Reproduction at life-size is ratio 1 :  1 ,  
so the area photographed is 24 x 36mm. Reproduction 
ratios only play a secondary role in picture making as far as 
some photographers are concerned ,  because a completely 
different picture format gives a completely different 
reproduction scale . 

A slide , of course , will be projected to a width of 1 .  2m or 
even 2m, and even a paper print of, say 13x18cm, will be 
larger than a 35mm negative , but these do not allow you to 
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make a valid statement about the qualities of the camera lens . 
The size to which the negative is "blown up " is of no 
importance anyway if the reproduction scale is larger than 
the original subject because the reproduction is also larger 
for the same magnification factor. In practice this means that 
if you photograph a butterfly at a reproduction scale of 1 :  3 ,  
you only have to magnify it 30 times to get a 10 times enlarged 
reproduction: if you photograph it at a scale of 1 : 6 ,  then a 
magnification of 60 times becomes necessary for the same 
final result . That means that all the faults of the picture are 
magnified twice as much and the grain, which may not be 
noticed in the first picture , can exceed the limit on the second 
one and therefore be seen. 

The ratio depends on the focal length and the camera 
distance. At the same distance from the subject, a longer 
focal length gives a greater reproduction ratio than a shorter 
one . The shorter one will have to be moved closer to give a 
similar reproduction ratio . 

For focusing the lens must move further from the film as 
the distance to the subject becomes shorter, which means 
that the lens becomes longer- but we have talked about this 
already . 

A very long extension is necessary for shots towards the 
ratio 1 :  1 ,  which for many conventional macro-lenses is 
achieved in two steps:  the first extension is contributed by 
the lens itself with its helical focusing mount. The largest 
reproduction ratio which can be attained that way is 1 : 2 ,  a 
reproduction at half life-size . The further extension up to 1 :  1 
is given by an intermediate ring which is fixed between the 
camera and lens . Minolta has trodden a new path with its 
macro-lens for the Minolta 7000 and has achieved with a so­
called ' ' Double Floating System' ' a reproduction ratio of 1 :  1 
without the need for an intermediate ring and with minimal 
extension. 
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Specialities a la Minolta 

The ' 'Double Floating System' ' of its AF-Macro 50mm f/2 .  8 
is not the only ' ' speciality ' ' which Minolta is offering with its 
new lenses .  Neither does the list end with the internal 
focusing applied to the AF-135mm f/2 .8  and to the AF-Apo 
300mm f/2 .8  

The wide angle/telephoto/zoom 28-135mm f/4-4 . 5  offers 
rear focusing by which only the rear two lens groups move 
during focusing. The 35-70mm f/4 zoom incorporates a 
compound aspheric element, and the AF-Apo 300mm f/2 .8  
has two elements made from AD glass , which strongly 
represses lateral and longditudinal aberrations which are 
typical for long, fast telephoto lenses . The 300 therefore is 
allowed to carry the term ' 'Apo ' ' in its name , which derives 
from the term ' ' apo-chromatic correction ' ' .  

That the surfaces of the Minolta lenses have been coated , 
where necessary, is taken for granted .  To conclude this 
section, coated means that extremely thin layers are 
evaporated onto the lens surface , thus lowering the 
reflectivity of that surface . This means on the one hand that 
more light gets to the film, and on the other that less stray 
light is scattered about. All this increases the brilliance of the 
picture . 
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Above: The contrast between the dull colours and the strong red make this 
picture. Photo: Axel Broszies 
Below: The high position of the camera gives a new insight into this ordinary 
subject. Photo: Robert Dewilde 
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Selecting a small section of the subject has been of benefit to both pictures. The 
sea-gull has also had a hand in the affair. 
Photos: Flemming Kastoniegaard (above), 
Hans-Dieter Falkenstein (below) 
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Banish Stray Light 

Stray light is the enemy of quality in a slide or a negative. 
Light is reflected from everywhere , not just from the 

subject. Stray light rays from elsewhere also find their way 
into the lens where they can only cause harm. To keep this 
stray light from the lens is the duty of the lens hood, which 
you might have heard of as "sun shade " or "back light 
shade " .  Both these names are , of course , not incorrect. 
Back light shade could mean that the hood is only useful for 
back light , and this is quite wrong, just as the belief nurtured 
by the term ' ' sun shade ' '  that the hood should only be used 
when there is bright sunlight . 

A lens hood should be attached to the lens for every shot, 
but it must be a suitable one . It is either provided with the 
lenses for you Minolta 7000 or is built in anyway. These lens 
hoods have been precisely shaped to the field of view of the 
lens. They are not too long, because that would lead to 
vignetting at the edges or borders of the picture , and not too 
short either, because that would mean that stray light could 
still get into the lens . They are too short for the zoom lenses 
at all focal lengths apart from the shortest one . Why? 
Because otherwise they would be too long for the shortest 
focal length and vignetting would occur. 

The universal rubber hoods which are offered as 
accessories from different manufacturers would only be of 
interest to you if you want to bring your lens into action from 
a moving bus . You can press the rubber lens hood against the 
window pane , and eliminate all reflections from the window. 
Because rubber is a flexible material the vibrations of the 
window would not have a detrimental effect (at a very short 
shutter speed) . You must, however, focus manually because 
the AF motor could suffer damage if the movement of the 
lens was suppressed by pressure on the glass . 
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The Shortest of All: AF 24mm f/2. 8  

It is unlikely that the 24 will remain the shortest lens of the lot 
for very long because Minolta does not intend to stop at the 
first dozen lenses. For the first selection however, 24mm is 
the shortest focal length. With this the wide angle range has 
been stretched to its limit, but the range of the super wide 
angle has not quite started.  

At the beginning of the 70'  s without doubt 24mm was 
considered a super wide angle lens because the wide picture 
angle and the very steep perspective were difficult to 
master. With the advancement of the 35mm lens as standard 
lens in the 35mm compact cameras the 28mm took over the 
role of the universal wide angle , and the 24mm was declared 
a ' ' real' ' wide angle . 

For a field of view of 84 ° (measured across the format 
diagonal) the 24mm is the right lens if a large format filling 
subject is to be covered from close range , or if the depth of a 
landscape is to be expressed in the picture . 

In architectural photography especially , where the 
location for the shot is often fixed by the building opposite and 
a wide angle is needed in order to cover the height of the 
facade , a particular phenomenon must be briefly mentioned.  
This must not to be blamed on the AF 24mm f/2 .8 because it 
occurs with all lenses :  it is the phenomenon of converging 
verticals. 

The AF 24mm f/2.8,  a lens at the 
boundary between wide angle and 
super wide angle . The large angle of 
view makes it very suitable for overall 
views from which subject details may 
be picked out with longer lenses 
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If a lens is pointed upwards for a picture , then parallel lines 
running upwards suddenly show an unpleasant tilt. They tilt 
towards the middle of the picture . The lines run towards each 
other at the top and a solid skyscraper is changed into one 
which seems to tilt backwards .  This effect is more 
pronounced the shorter the focal length and the shorter the 
distance from the subject. 

There is no remedy for converging verticals as long as the 
camera position cannot be raised far enough so that the 
optical axis of the lens is perpendicular to the facade of the 
building. 

It is not always necessary to avoid converging verticals; 
the eye also sees these but they are put straight by the brain 
because we know from experience that converging verticals 
are a perspective phenomenon and belong to our picture of 
the world . When applied for deliberate effect converging 
verticals show up the height of a building and give the 
impression of its ' ' soaring aloft' ' .  

The wide field of view of the 24mm implies also that a large 
part of the foreground gets into the picture and you have to 
try to make the most of it. An object which is close to the 
camera in the foreground lends depth to the picture because 
it gives the eye something to focus on and makes a 
comparison of size for similar objects in the background. It is 
a useful idea to show the foreground slightly blurred; 
completely blurred would be extremely difficult even for 
large apertures .  But even the impression of blur is sufficient 
to fill the space whilst not detracting from the main subject . 
One way to fill the foreground which is always worth looking 
at is the vista , such as that through the embrasures of a castle 
down to the valley, or through a beautiful ornate balustrade of 
a balcony into the garden .  

I t  would be  utterly wrong always to look for a foreground. 
If the foreground is wide and empty, such as the open space in 
front of a beautiful town hall, or the desert in front of the palm 
trees at an oasis ,  then just leave it empty! But watch out that 
the reminders of our civilisation (red drink cans , yellow film 
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boxes and white tissues) are not lying around ! Unless of 
course you are planning a report on the environment . 

The closest focusing distance of 25cm might lead us to 
conclude that this lens is very suitable for close-ups ,  but the 
short focal length stands in the way of this opportunity. You 
will be unable to get anything greater than a reproduction 
ratio of about 1 :  10 with this small and light lens . Looking at it 
another way, however, from this short distance you can still 
photograph a considerable field of view and also expect a 
large depth of field , which makes it very suitable for table top 
pictures .  

The Universal Wide Angle Lens: 28mm f/2 .8  

When the AF 24mm f/2 .8  was introduced there was already a 
suggestion that the 28mm, which was regarded as the 
nearly-super-wide angle was to be demoted to the standard 
lens and at the same time supercede the 35mm. 

The 35mm is thought of as a better standard lens by many 
photographers because of its use as the standard lens for 
35mm viewfinder cameras.  

With a field of view of 69° ,  the 28mm still takes in 
considerably more than the standard lens , but the 
perspective does not seem as steep as that of the 24mm. 
Pictures which have been taken with a 28mm lens do not 
immediately suggest this wide angle atmosphere . 

The 28mm is an all-round lens for all situations in which you 
have to work under restricted conditions , that means also for 
interior views . You still have to take care that the camera is 
lined up correctly: converging verticals which occur during 
shots with a tilted camera are still not as apparent as with the 
shorter 24mm. 

The 28mm should not be omitted from any outfit which is 
acquired for use in reporting in the widest sense ; it enables 
one to get a total over-all view , which then of course has to be 
filled out by selected detail taken with a telephoto lens . 

Even if you are mainly interested in snapshots , you are 

128 



well advised to obtain the 28mm because the snapshot 
setting allows you to be ready even more quickly than with 
the fast auto-focus system of the Minolta 7000. Indeed if you 
want to be very quick with the automatic focusing you have to 
place the detail which is important for the picture always in 
the centre of the picture , which can become boring for your 
viewers , or point at it as quickly as possible (not always easy 
through the small target field) , wait for the lens to focus and 
then re-compose the picture before you release . 

The AF 28mm f/2.8 is an all-round 
wide angle, well worth its money for 
the snap-shot photographer as well as 
the photographer of architecture and 
landscapes. 

The snap-shot setting utilizes the large depth of field and 
the small risk of camera shake which is offered by the 28mm. 
The unlikelihood of camera shake allows one to pre-select an 
aperture of f/8 or f/1 1  in aperture priority mode , because 
even with 1/Jo sec . or 1fi5 sec . relatively good pictures of 
reasonable sharpness will be obtained .  If you have set the 
distance manually at Sm, then at f/8 the depth of field extends 
from 1 .  94m to infinity . It is sufficient with this setting to raise 
the camera at the right moment and release - you most 
certainly won' t  get a blurred picture . 
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Quite Normal:  
AF SOmm f/ 1 .4 and AF SOmm f/ 1 .  7 

If the lens programme is expanded even further one can be 
sure that more focal lengths will be utilized twice . In the initial 
range only the standard focal length is represented twice . 
There is about half an aperture stop between the two lenses 
and a price difference of about £50 . 

The advantages of the faster lens are obvious.  The picture 
in the viewfinder of your Minolta 7000 seems even brighter 
and more brilliant, the narrower depth of field at full aperture 
makes it easier to work with selective sharpness . On the few 
occasions when you focus manually both factors have a 
favourable effect. 

The advantages of the slower standard lens are that it is 
cheaper and 45g lighter, a weight advantage which is of 
interest only if you are a mountaineer and have to be careful 
about every gram. 

Which one should be recommended? If your purse dosen '  t 
mind, the f/1 .4 .  If you would rather invest the difference in 
films , or save it for another lens , then the f/1 .  7 is a good 
choice because its performance is every bit as good. 

What does one need a standard lens for? If you listen to 
committed amateur photographers you may be told the 
50mm is boring and just about good enough as a stand-by with 
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Considered by some to be boring, but valuable on many occasions, the standard 
lenses AF 50mm f/1 .4 and AF 50mm f/l . 7 
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its faster speed to supplement the slower zoom lens . 
The standard lens is a jack-of-all-trades .  You can 

photograph landscapes during your holiday , as well as 
architecture . Although you cannot take any close-ups , you 
can still get close enough to produce enlargements of 
portions of a picture (without, as with the wide angle , too 
much distracting background) . You can pre-select a snap­
shot setting with a small aperture so that you are always 
prepared for unexpected situations (at the right distance 
range) , and you can take convincing half-length portraits , 
even if proper head and shoulder portraits are not possible . 
All this with a perspective which we regard as normal and 
therefore pleasant. 

The 50mm is not at all superfluous,  only people with other 
preferences regard it as a "universal amateur" and of no 
use . 

Not Quite Short - But Not Long Either: 
AF 1 35mm f/2.8 

Just as  the 28mm took the place of the 35mm, the 135mm has 
had to give up its role as universal telephoto lens to the 
200mm. So the 135mm has been reduced for some time to 
the unthankful role between the portrait lens with 85mm 
focal length and the real telephoto lens of 200mm. 

The 135mm has a field of view of 18° and with this is able to 
cover a little less than half the view which can be caught by the 
50mm , and only one fifth of the view obtained by the 28mm 
from the same distance . 

Just as the 28mm does not show the obvious , steep 
perspective of the 24mm, so the 135mm does not have a 
tendency to the flat , bunched perspectives of the longer 
telephotos.  

You can certainly use the 135mm for portraits , with the 
advantage that you do not have to crowd your victim too 
much and are still able to photograph the head and fill the 
format. At full aperture and with a background at the right 

131 



distance the narrow depth of field still shows the desired 
separation of the head from the distracting background 
(make sure , before the shot , that the aperture does not tum 
out to be much smaller, remember the antlered grandfather; 
branches growing out of the head, or a lamp-post protruding 
from the hair-do , are not considered flattering) . 

With the 135mm on your Minolta 7000 you can already 
compress distance and render subjects large in the picture 
although they are quite a distance away . It is tempting, 
naturally , to attach the 135mm and remain where you are if 
there is something worth photographing at a certain 
distance.  But do remember that the position where you 

The AF 1 35mm f/2.8, a light telephoto 
which is stiU suitable for portraits and 
already usefully long enough to bridge 
distances opticaUy. It is also possible to 
pick out details from a larger subject 
with this lens. 

stand determines the perspective and the same subject 
might have a better effect from a short distance with a short 
lens ! Walking towards a subject , encircling it for the best 
view, is still the best way to achieve good pictures .  

With a one metre minimum focusing distance with this lens 
you are not getting into the range of macro-shots , but you can 
easily extract details from a subject to complete the overall 
view for the photo album or slide show as an effective means 
for reducing boredom in your viewers. 
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A Lot of Lens for a Lot of Money: 
AF - Apo 300mm f/2 .8 

When the AF lens programme is  extended a slower 300mm 
lens will surely see the light of day because not everybody 
who desires a "long lens " can immediately count £2000, 
note by note , onto the photographic counter, not even if he 
can then carry home a fascinating lens for the money. I should 
better say lug home , because this telephoto weighs nearly 
two and a half kilogrammes, about five pounds . So it is not 
surprising that the Minolta engineers supply a tripod thread 
with this mass so that the bayonet of the camera and lens is 
not over stressed . (If the lens is fixed to the tripod, then only 
the weight of the camera , 555g, is hanging in the bayonet, 
whereas if the camera were screwed to the tripod, 2400g. 
would be pulling on the bayonet and in addition there would be 
the lever action because the large and heavy sets of elements 
are situated nearly 20cm away from the camea in the white 
lens tube) .  

A lens of  this focal length can be totally appreciated in 
connection with the well-functioning AF-device , especially 
when it can be brought into action for sports and animal 
photography. Speed is important for both subject spheres 
and it is of no matter with either subject if the interesting 
events happen in the centre of the picture . 

Because of the high lens speed there is no problem with 
this telephoto lens in getting your shot , even under bad 
lighting conditions .  Also because the Minolta AF-system is 
hard at it , fast and safe telephoto pictures are not difficult, 
even if the light is not ideal. The very large maximum 
aperture also makes ' 'hand-work' ' easy for the shot without 
a tripod, but considering the long focal length, you should 
always use the faster films . Regarding shutter speed : 
1/soosec.  is all right , but whenever possible 1/2ooosec . is better. 

Although this lens is ideal for fast moving subjects , a 
300mm also feels at home in other areas of photography (it 
need not always be the f/2 .8) .  With 300mm for example , you 
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AF-Apo 300mm f/2.8 

can take beautiful landscape photos , and in this case the so­
called aerial perspective shows up well: the impression of 
distance is not created by perspective lines but by 
' 'blueing' ' ,  which means that the parts of the subject which 
lie in the distance dissolve in the blue haze of the atmosphere . 
In addition,  the increasing blurring of the background 
intensifies the impression of depth. This is in contrast to the 
needle-sharp background of wide angle shots with their large 
depth of field which sometimes counteract the impression of 
depth created by the perspective . 

The effect of haze , depicted positively here as a means of 
expression, can spoil the effect of many photos taken with 
the long telephoto if a large distance has to be bridged.  Then 
the haze in the air, the floating dust particles ,  and the 
flickering caused by rising warm air destroy the sharpness 
which would otherwise be obtained with this lens . Don't  
blame Minolta though if  your telephoto picture is not 
completely sharp - just stop and think if the lack of sharpness 
might have been in the air! 

Another little point: the light colour of the lens is not just to 
make it look nice . A black lens of this size would heat up much 
more than this one with its ivory finish. Objects which heat up 
expand and that could affect the precise adjustment of the 
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lens groups inside the lens . The light finish counteracts this 
and thus contributes something towards sharp pictures .  

Special ist in Close-up: AF-Macro SOmm f/2 .8  

Although macro-photography enjoys great popularity , i t  is 
difficult to define what is meant by this term. There is no 
proper definition as to what macro-photography means . The 
Deutsche Industrie Norm (DIN) only distinguishes long 
distance shots with a reproduction ratio up to 1 :  10 ,  close-ups 
with a ratio of 1 : 10 to 10 : 1 ,  and photo-microscopy with a 
reproduction ratio from 10 : 1 .  

For most photographers macro-photography is what, 
according to DIN, should be called ' '  close-up photography' ' .  
You are therefore talking about macro-photography if the 
magnifying scale lies between a minification up to ten times 
and a magnification up to ten times. I shall keep to this .  But 
you are only able to cover half of the macro-range with the AF 
Macro 50mm f/2 .8 ,  the one from a ten times minification up 
to life-size . However, all this as mentioned before can be 
accomplished without intermediate rings and with the 
advantage of automatic focusing. 

If you photograph flowers , your coin or stamp collection ,  
or  i f  the structures and colours of  semi-precious stones 

Two specialists: the wickedly 
expensive 300mm f/2.8 (left-hand 
page) , a dream of a lens for sport and 
animal shots; and the 50mm f/2.8 ,  
which achieves a reproduction ratio of 
l :  l without accessories, and is still 
focused automatically. 
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fascinate you, then the automatic focus is exceedingly useful. 
It is also a pleasant convenience which makes the tiresome 
backwards and forwards focusing a thing of the past. The is 
not to be dismissed , because the very narrow depth of field 
makes successful close-ups dependent upon very precise 
distance setting. This precision, however, is made more 
difficult because the view-finder image becomes quite dark 
because of the long extension and the intermediate ring. 

One particularly notices how much the auto-focus would 
have helped in the past in the macro-range if one enjoys 
photographing small animals , which don 't  usually wait 
around until one has finally focused. It is no longer a problem 
with the automatic focus to get a quick shot , as long as one 
does not exceed the alignment distance. In this case the 
"short" macro focal length of 50mm becomes a 
disadvantage , a lOOmm macro would most certainly be 
desirable as an addition to the series of the autofocus lenses. 
Also because 200mm macro-lenses with continuous focusing 
to 1 :  1 can be produced, one can only hope that Minolta will at 
some time manufacture such a lens with an A-bayonet.  

Macro-lenses are not simply specialist lenses for the 
reproduction of small originals. They are normal lenses of a 
certain focal length, designed to give their optimum 
performance in the close-up range , where most lenses are 
weakest. 

The AF Macro 50mm f/2 .8  is most definitely an alternative 
to the standard lens . Although it is two aperture stops slower 
than the 50mm f/1 . 4 ,  it offers continuous focusing of all 
reproduction ratios up to 1 :  1 ,  a very much larger application 
range . So if you are seriously interested in close-up shots , 
and not so much concerned to get a shot in smokey bars 
without flash ,  you should decide on the macro-lens (if you 
think your budget can take this additional financial burden) . 

Macro-photography is a vast subject in itself and it would 
lead us too far if I were to discuss it in detail. An important 
point is that if you want to take macro-pictures at a 
reproduction ratio of less than 1 :  10,  you should invest in a 
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tripod which can be put close to the ground and gives the 
camera plus macro-lens enough support at a low level. Just as 
with telphoto lenses ,  macro-lenses also magnify the 
slightest shake with unpleasant results . 

Because the reproduction ratio changes automatically 
with the distance setting, you will soon be aware of a problem 
during macro-shots : you have assembled your tripod, fixed 
your camera to it, and focused on your subject. A critical look 
into the view finder, however, shows that the view is not 
quite right. You then have to move the tripod a little forward 
or backward and re-focus , which completely spoils your fun 
after the eighth time . Even if you want to take a picture at a 
certain reproduction ratio , you are confronted with a similar 
difficulty . The ratio can only be obtained with a certain 
distance from the object and if you have to adjust by moving 
the tripod backwards or forwards you will be surprised how 
tedious it is . You will curse macro-photography generally and 
this one aspect in particular. 

But you can keep your adrenalin production to a minmum.  
Buy a lens slide carrier, which is  fixed to the tripod and 
carries the camera with the macro-lens . Now you can quite 
comfortably arrange the camera for a portion of the subject 
and at the correct distance which is suitable for the 
reproduction ratio you want because you can continuously 
move the camera-plus-lens forwards and backwards . A gear 
mechanism makes this possible . Such a lens slide carrier is 
divided into two setting ranges ,  one for coarse and the other 
for fine adjustment, and can be moved as a whole , forwards 
and backwards on the tripod. 

The focusing to 30cm of course is done by the Minolta , but 
you have to make sure that the subject is the required 30cm 
distance away from the film plane for the reproduction ratio 
you wish to achieve . The film plane marking (8) left of the 
prism will help with this.  

If as a mineralogist you want to photograph your stone 
collection, or as a philatelist your stamps,  or if you need to 
reproduce pictures from old catalogues or books, then you 
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need the Minolta Reproduction Stand II for this purpose . It is 
a tripod and lens slide carrier all in one . It is not, however, any 
use for shots in the wild ! 

Also of value for close-ups is the Angle Finder, which 
allows you to look at the view-finder image when the camera 
is close to the ground, or from the front when it is on the 
reproduction stand. It is thus a small, but useful accessory. A 
remote control cable should not be absent from your macro 
equipment either, the shorter type RC-lOOOS is good 
enough. Although the release on the camera is operated very 

Practically indispensable for all kinds of 
macro-shots and especially for 
reproduction work: the Reproduction 
Stand 2, which is shown here with a 
conventional Minolta model. 
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lightly , it can still happen that after many exposures the 
camera is put out of position bit by bit , and the field of view, 
which was supposed to remain the same , slowly changes 
from that which was intended.  

Fixed Focal Length Versus Zoom 

After we have become acquainted with the AF Macro 50mm 
f/2 .  8, the final representative of the fixed focal length lenses , 
and before I introduce you to the zoom lenses from the initial 
range of lenses for the Minolta 7000 , a few words about the 
two types oflens . 

Zoom lenses have enjoyed a bad reputation for many 
years. The sharpness,  it was said, was poor, and also the 
brilliance of the pictures could not excite anyone to jump up 
and down. 

That was correct at one time , and has remained as a 
prejudice against zoom lenses , but it is recognised by 
unbiased photographers to be wrong now. Naturally zoom 
lenses have profited from the developments in lens 
technology. New computer programmes have worked out 
new zoom lens designs and new ways of manufacture have 
converted these plans into good and excellent lenses .  The 
difference between good and excellent , which could be 
gauged by lavish technical tests , got smaller and smaller and 
it is now of no importance for day-to-day photography. 

This does not mean that every newly manufactured zoom 
has to be classified as good or excellent. There is always an 
acceptable standard whereby lenses are sufficiently good to 
produce album pictures up to a size of 9x12cm or 13x18cm. 
There are also brand new designs , which still have to prove 
their worth, but which should have reached a good standard 
of quality within a few years . 

These thoughts are quite theoretical at the moment, 
though it is not known if and when independent lens 
manufacturers will use the Minolta A-bayonet ,  and it is also 
not certain what these lenses will look like . 
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Most certainly Minolta zoom lenses belonged in the past, 
and belong now, to the upper class of lenses with variable 
focal length. Also extreme focal length ranges like 
28-135mm are already well under control by the engineers . 
So as far as picture quality is concerned one has no need to 
worry about the zooms . 

Why are there still fixed focal length lenses at all? The 
picture quality is still a tiny bit better (for sharpness fanatics) , 
because of their simpler construction. Apart from that, 
every single fixed focal length is faster than the equivalent 
zoom lenses by one aperture stop on average . This (together 
with their low susceptibility to reflections) is a strong 
argument for available-light specialists (that means in simple 
words that the photographer does without flash or 
photographic lamps) . 

The disadvantage of the fixed focal length is more 
noticeable for the slide enthusiast than for the black-and­
white or colour print photographer: that is the disadvantage 
of the fixed field of view. People who produce slides have no 
chance to cut off the annoying borders , or to simply leave 
them out if they enlarge their own prints ; the slide 
determines the format . If you want to push an irritating 
intrusion out of your picture , you can only change position 
with the fixed focal length, and with that you also change the 
perspective . Perhaps a change of position is not possible 
either because the necessary step forward is prevented by a 
clear, but cold mountain stream. If a step backwards isn ' t  
possible either, because you are already standing against the 
wall , then all you can do with fixed focal lengths is to reach for 
your wide angle lens . This will have a much larger field of 
view than the lens with which you were just unable to capture 
the building, and will give you a completely different picture 
to the one you really intended to take . 

That can be solved much more elegantly by the zoom lens,  
if  this does not take you too close to the focal length limits. 
Within the focal length range , however, you can alter the 
focal length millimetre by millimetre and narrow or widen the 
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Above: A perfectly normal landscape shot with a super wide angle, where the 
great depth of field makes the picture. The fireworks lend it its special 
attraction. Photo: Rat/Strohmeyer 
Below: Symmetry as a means of creation. Nothing distracts from this well 
composed picture; even the chosen colours support the impression of a calm 
scene. The traffic signs, which add a little colour, form a counterpoint. 
Photo: Klaus Hoffman 
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Above: The tree does not just liven up the foreground, but it also brings a 
breeze of friendliness to the whole picture which would otherwise seem rather 
desolate. Photo: Lothar Beck 
Below: The avenue, lined by cypress trees, leads the view into the distant 
landscape. A shot which shows that even telephoto lenses can be used superbly 
in landscape photography. Photo: Peter Diersch 
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field of view by single degrees . Also you can place your 
subject in the picture as exactly as the format ratio of 2 :3  of 
the slide allows without changing your position. 

That is the great advantage of zoom lenses as opposed to 
fixed focal length ones .  Only secondary is the fact that a zoom 
lens can substitute for several fixed focal length lenses and is 
therefore very congenial for the comfort of the 
photographer. Instead of a big bag full oflenses, a small one is 
sufficient , containing just a camera body, two lenses and a 
flash gun , and you are ready for all eventualities . 

Naturally the zoom, much more than the telephoto , 
tempts one to take all pictures from a single position and to 
zoom into the details from the overall view. The advantage of 
this is that the overall view and the selected details show the 
same perspective . The disadvantage is that no new picture 
ideas can develop , which often tum up when you stalk the 
subject. The question of whether to acquire a zoom rather 
than fixed focal lengths is no longer a decision between good 
and bad lenses , but a decision between lens speed and a 
continuous,  variable frame , or between highest demands on 
picture quality and convenience . People who photograph 
with zoom lenses have the greater creative freedom, 
coupled with sharpness and brilliance ,  which was never 
dreamed of at the beginning with the introduction of the 
"rubber lenses" . 

The question need not inevitably be between zoom or fixed 
focal length. Much more often one has to decide which lenses 
make up an ideal outfit for varied demands . Zoom and fixed 
focal lengths are not in competition with one another, they 
are partners which complement one another to your 
advantage . 
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The Zoom Focal Lengths 

With a setting range overall from 28mm to 210mm, the 
Minolta AF-zooms offer all focal lengths from the genuine 
wide angle to the genuine telephoto . All AF-zooms are 
rotating zooms , for which you set the required focal length by 
a ring. Set into the ring is the reversing switch for macro­
shots,  which can be taken up to the largest reproduction ratio 
of 1 :4 .  However, you must do without your auto-focus 
comfort if you depart from the standard setting range (an 
exception is the 70-210mm zoom) . 

You achieve sharp pictures with your zoom in its macro­
range by two methods . For both you have to set the auto­
focus/manual switch next to the camera bayonet to ' 'M ' ' and 
turn the distance ring to the shortest distance , if you want to 
achieve the greatest reproduction ratios .  (The sharpness 
indicator in the view finder will have already been switched to 
manual focusing by the release of the macro key) . You can 
then either set the focus from a certain distance by turning 
the focal length ring, or pre-select a reproduction ratio by 
turning the focal length ring and then bringing the camera into 
the correct position. The strength of the zooms does not lie in 
the macro-range of course , which is not sufficient for the 
macro-photographer and is just regarded as a little extra 
benefit for the photographer who is only occasionally moved 
to photograph in close-up a butterfly, a bloom, or the delicate 
net of a spider' s  web on which dewdrops are sparkling. 

The advantages of the 28mm are known: it is of great use 
for snap shots , can help anywhere the restriction of space 
hinders working from more usual distances ,  is not too 
extreme for architecture , and is a pleasant focal length for 
landscape photography because the perspective is not yet 
too pronounced .  

The 35mm i s  really more o f  a standard lens with a wide 
angle , rather than a real wide angle lens . That comes from 
the fact that we do not look ahead rigidly and the field of view 
of about 45° , which the standard lens was based upon, is 
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really only valid for the view which we can see sharply at any 
one time . Because our eyes are wandering, we take in a 
larger part of our surroundings quite knowingly, and in focus , 
and we don ' t  realise that this impression is put together by 
sensing one picture after another. Many photographers , 
when they look through their 50mm standard lens for the first 
time , are surprised that they see less than with their unaided 
eye . This does not happen too markedly with a 35mm. 

The 35mm, just as the 50mm, may be used as a genuine all­
round lens , being useful for almost any type of subject. (That 
some things don' t  work, that for example a duel between two 
footballers at the kick-off point cannot be photographed with 
the 35mm focal length is no argument against it. You can , 
however, capture some fascinating penalty area scenes from 
the goal line or through the net) . 

What you can capture with the 50mm was mentioned 
during the introduction to the two standard lenses. It can be 
used for all purposes , although it is of interest to the specialist 
only as an additional facility to go with the necessary longer or 
shorter focal lengths.  

The focal lengths between 70 and 85mm are also 
universally useful, and are especially recommended for 
portraits . The longer focal length makes possible format­
filling shots of the head from a longer distance , which assists 
in making the person being photographed more relaxed . It 
also makes sure of a pleasant perspective , which is neither 
too steep (wide angle lenses produce caricatures with big 
noses and small ears) nor too flat (the face looks peculiarly flat 
when photographed with a telephoto lens) . 

Apart from that, the short telephotos can be used for 
photographs over a larger distance once in a while . They can 
isolate subjects out of the landscape , and the spatial depth is 
already slightly compressed. 

The focal length of 105mm also belongs in this range , a long 
portrait telephoto , which is very suitable for lots of subjects . 
In architectural photography details of facades can be 
photographed from a larger distance, avoiding the close view 
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from below. Children can be watched from the background 
with the 105mm and they soon forget about being 
photographed . Also with a 105mm focal length details can be 
picked out from a subject which is also photographed as a 
whole with the 28mm. 

The 135mm shares nearly all the advantages of the 
105mm, but it is less suitable for portraits . It is better for 
shots over a larger distance and its narrower angle of view is 
useful when the subject needs to be closely framed .  

At  200mm focal length things finally start to  get serious 
with the telephoto . Now things can be taken from the far 
distance and fill out the frame ; now details can be captured 
from a medium distance . Without any doubt the 200mm is the 
universal telephoto lens . It is not long enough to require a 
tripod for most shots , the depth of field is relatively small but 
doesn 't  give one a headache , and although the field of view of 
12°  flattens the perspective considerably, the individual 
features in the subject are bunched up without crowding each 
other too badly . 

All these focal lengths are represented in the Minolta 
zooms . Surely, other focal lengths will follow, but you will be 
able to get by quite nicely for most subjects with the first five 
which have been offered. 

The Three Universals: 
AF 28-85mm f/3.5-4.5 
AF 28- 1 35mm f/4-4.5 
AF 35- 1 05mm f/3 .5-4.5 

If  every now and then only one lens accompanies you on a 
photographic trip , but you still want to be forearmed for all 
subjects , you can choose one of the three Minolta AF zoom 
lenses .  

Two of these lenses are in direct competition: the 
28-85mm is recommended for its larger wide angle range 
whereas the 35-105mm has more "telephoto" to offer. 
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Which one of them you decide upon depends rather on 
whether you are a wide angle type or whether narrower 
views appeal to you . 

If your tendency is towards the wide angle , I recommend 
the 28-85mm, which you would naturally complement with 
the 24mm. But if you would rather bring some distant detail 
into closer view, or if you wish to show a detailed section from 
a larger subject, then you should decide on the 35-105mm. 
For this lens at the moment only the 300mm is available to 
complement the range , and is rather costly . 

By the way, both lenses weigh exactly the same , so you 
can choose freely if weight is a criterion in your decision, and 
both offer the same macro-settings to a largest reproduction 
ratio of 1 : 4 ,  which means that one cannot score more points 
than the other. 

The third universal zoom of this club is larger and heavier. 
It does ,  however, reach from 28mm wide angle to short 
telephoto at 135mm and because of this can be rightly called 
the " lens for all eventualities" . It does not let you down in 
conditions of restricted space , it brings the far distance 
closer, it is equally suitable for landscapes ,  architecture and 
portraits ,  as well as for nature and snap- shots, and you only 

The AF 28-85mm 
f/3 .5-4 .5 ,  a universal 
zoom with emphasis 
on the wide angle 
range; the longest 
focal length is optimal 
for portrait shots, but 
not a genuine 
telephoto. 
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The 28-135mm f/4-4 .5 ,  a zoom, a single lens to cover a wide range of subjects. 

have to complement it by a fast standard lens in order to make 
you totally and utterly happy - whether you are keen on 
' 'available light' ' or become enthusiastic about very close-up 
pictures .  

Each one of  the three lenses i s  a good ' 'one-lens-outfit' ' if 
the Minolta 7000 and its auto-focus system enthrall you but 
you want to fall back on the extensive lens outfit of your 
' 'old ' ' single lens reflex when taking shots on which you can 
spend a lot of time . 
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35-105mm 
f/3 . 5-4 .5 ,  like 
the 28-85mm 
this is a 
universal 
zoom, in this 
case with 
telephoto 
emphasis. 
However, it 
cannot cover 
the wide· angle 
range . 



A Perfectly Normal Zoom: AF 35-70mm f/4 

When the first 35-70mm lenses arrived on the market many 
people predicted a quick decline of the standard lens.  Indeed, 
many photographers decided upon such a zoom which, being 
little larger than the standard lens , nearly reached the limit of 
the wide angle range and also with its 70mm covered a little 
bit of the telephoto aspect. Nowadays even these lenses are 
coming under attack: the 28-85mm lens (and similar ones) 
dispute their position as substitutes for the standard lens . 

If you have you eyes on a 35-70mm, you should deliberate 
on whether you like a versatile "standard" lens , in which 
case the 35-70mm is for you, or whether you would not really 
prefer a universal lens , in which case you should rather 
purchase a different zoom. The 35-70mm lens is to be 
recommended in another situation:  if you have got the 
70-210mm zoom and want to fill the "wide angle gap"  
without the focal lengths overlapping. In  this example the 
equipment could be complemented at a later date by a 24mm. 

The 35-70mm is an optimum 
"standard lens" , especially as it is 
compact and easy to handle. 
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The Classical Telephoto Zoom: 
AF 70-2 1 0mm f/4 

That the ' ' rubber lens ' ' was able to get rid of its bad name 
may be attributed to a large extent to those lenses which had 
a treble zoom range of 70-210mm and which first achieved 
the standard of fixed focal length lenses .  One of the classical 
telephoto zooms can be found among the first AF lenses ,  
although i t  seems rather large and bulky compared with the 
other auto-focus lenses . The reason for this is partly that this 
zoom, the only one of the new series,  does not require a 
macro-reversing switch but maintains full automatic 
focusing. It can be focused down to 1 .  lm,  which corresponds 
to a reproduction ratio (according to Minolta specifications) 
of 1 :3 . 9 .  That means that a subject of lcm length is 
reproduced 2. 56mm long. 

The AF 70-210mm f/4 together with the 35-70mm f/4 forms an ideal pair of lenses .  

As with all 70-210mm zooms , this lens is superb as an all­
round telephoto which incorporates also the portrait focal 
length. It can be used for sports and animal pictures ,  it has the 
effect of compressing distance in landscape pictures ,  and it 
makes it possible to take snap-shots without being noticed. 

The AF 35-70mm f/4 and the AF 70-210mm f/4 make up a 
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beautiful pair of lenses. They are a match for the majority of 
subjects , and only weigh down your photography bag by just 
under a kilogram,  about two pounds .  The 35-70 can remain 
on the camera all the time , as standard lens,  and if you bear in 
mind that the Minolta flash gun, Program 2800 AF, allows 
you to focus automatically in the dark, then the lens speed of 
f/4 (which does not alter for the whole setting range of both 
lenses) should be sufficient . 

If 35mm as a wide angle focal length is not short enough for 
you , you can of course buy the 28-85mm lens instead as the 
partner to the long zoom. This also has the advantage that 
28-85mm is of more use to you on its own than the 35-70mm 
so that the 70-210mm lens and the universal bag can stay at 
home more often .  

The combinations giving 28  or  35mm to  210mm can be 
supplemented quite nicely with the macro-lens , and the 
24mm also fits in well to make a very versatile outfit . 
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The Reflex Mirror: How the Picture 
Gets into the Viewfinder 

No matter which lens you decide on, or which focal length you 
choose for a zoom, you always see in the viewfinder of your 
Minolta 7000 exactly what will be on the film later on, and 
thus what will be seen on the slide , although not necessarily 
on the print. But one thing at a time ! How is it possible that 
the narrow frame of the telephoto can appear in the 
viewfinder just as well as the huge field of view of the 24mm 
lens? 

One part of the solution lies in the mirror, the other in the 
pentaprism.  The mirror is suspended in its resting position at 
an angle of 45 ° between the lens and the shutter and directs 
the light coming from the lens through 90° upwards.  If you 
play snooker or pool now and then, or if you recall your school 
days you will remember the formula: angle of incidence 
equals angle of reflection, according to which the deviation of 
the light works within the camera . From the mirror the light 
reaches the focusing screen, which closes the mirror box at 
the top ,  and there the picture can be seen directly in many 
medium sized cameras, and some 35mm ones.  Whereas it 
reaches the mirror (and the film) up-side-down and inverted 
left to right , it is upright on the screen, but left and right are 

The image appears the 
correct way round and the 
right way up in the viewfinder 
of the Minolta 7000, which is 
made possible by the hinged 
mirror and the finder prism. 
The viewfinder serves as 
central control for sharpness 
information and also gives 
information about special 
functions, such as exposure 
correction. 
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still inverted .  If you have ever attempted to interpret a view 
on a focusing screen you will know how difficult it is (for the 
inexperienced photographer anyway) to decide quickly on 
which way to move if one wants to alter the framing of one ' s  
picture . 

In our camera the picture is turned around again in the 
viewfinder prism and then the bearings are correct for all 
directions : top is top and left is left . Because the mirror 
passes exactly the same picture to the focusing screen which 
the lens is projecting onto the film,  you always see in your 
viewfinder what will be seen on the film later on. 

That nothing different is captured on the slide is 
understood, the slide is nothing else than a piece of film which 
was reversely developed. Similarly with the negative , which 
is a piece of developed film, still showing the subject exactly 
as you have judged it in the viewfinder and passed as 
acceptable . However, when you receive your prints after 
enlarging, there is something missing from the picture at 
some place , usually from where it was important. Why is 
that? Ever since Oskar Barnack had the idea to change the 
direction in which the film was running and to make one still 
picture out of two little cinema-sized pictures ,  the 35mm 
picture with its side ratio of 2:3 has been quite a problem 
child . Photographic papers have been cut for different 
dimension ratios ,  and whoever wants to enlarge a 35mm 
negative completely has to leave a border on the paper. On 
the other hand if all the paper is to be covered with picture , 
then a strip of the negative has to be left out, and that is 
exactly what happens in the " picture factories "  of the 
processing labs.  

When you develop your own work you can choose the 
lesser of the two evils , unless you limit your format to 
20x30cm. Two sheets of this size can be made in the dark 
room out of a sheet of 30x40cm, and recently this has become 
available as the only suitable 35mm-shaped format. 
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POCKET SIZED SUN :  FLASH G U NS 

Perhaps you belong to the generation which still remembers 
the school photographer with his large-format bellows 
camera , his black cloth and his magnesium flash. The good 
man had put a heap of magnesium powder onto a metal pan, 
he then opened the shutter and ignited the powder which 
burnt with a bright flash and lit up the class room sufficiently 
for the exposure . Nowadays it is a lot easier to send flash light 
into the dark and take well lit pictures , even on the darkest 
night. .......__ 

A faster flashing rate is obtained by use of the 
Control Grip 1000. As the infra-red flash of the 
flash unit itself would not be pointed directly at 
the subject ,  a separate infra-red flash unit is 
supplied with the Control Grip. 
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The smaller of the two special flash units, the Program Flash 2800 AF. The infra­
red measuring flash (2) , situated under the normal reflector ( 1 ) ,  projects a red 
pattern onto the subject, guaranteeing AF functioning in the dark. An external 
power source can be attached by a plug so that the flash rate time is shortened and 
the flash number increased. The contacts situated in the foot (4) make the 
connection to the camera. The flash unit is operated by three keys: main switch 
(5 - tight) , testing switch for pre-release of a flash (5 - middle) and selector switch 
(5 - left) for large range (Hi) or fast flash rate (Lo) . The indicators show that the 
unit is switched on (10), which performance level was chosen (9) , that it  is ready to 
fire (7) , and that the flash illumination was sufficient (7) . The film speed slide (6) is 
only of importance for the range scale ( 1 1 ) ,  the ASA value is taken up directly by 
the camera. 

There are two specially developed flash guns for your 
Minolta 7000 , called the "Program Flash 2800 AF" and 
"Program Flash 4000 AF" ,  which cover the needs of an 
auto-focus camera and make it possible to set the distance 
automatically , even in the dark . 

However, you do not have to rely on these pieces of 
equipment because the Minolta flash guns of the "PX" and 
"X"  series can also be attached to your Minolta 7000 , and 
even flash guns by other manufacturers , as long as they have 
a middle contact , but these will not have the AF measuring 
flash. 
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Program Flash 2800 AF 

The Program Flash 2800 AF may be a small and lightweight 
piece of equipment (with respect to its double function) , but 
with a guide number of 28 it is quite efficient. Its operation on 
the Minolta is totally without problems ; you only have to push 
it into the accessory shoe and switch it on. Everything else 
happens automatically . The film speed, which is just as 
important for the calculation of the correct flash exposure as 
it is for normal exposure , is transmitted directly to the 
flashgun. The synchronisation time (1/10osec.  or in dim light 
1hosec . )  is set automatically by the camera , as soom as it is 
ready to fire , and the flash exposure is measured ' 'TTL' ' ,  
which means through the lens just as the normal exposure , 
and is suitable for the aperture which has also been set 
automatically. However, if you should have something 
completely different in mind other than a full automatic flash 
exposure , then the 2800 AF has also been equipped for that. 
But let us first look at the "2800 AF" in peace and quiet 
before we dare to approach the special cases !  

Guide Number 

The guide number of the device is 28 , from which it derives 
its name . The guide number is a quantity which indicates the 
performance of the flash gun, referred to a certain film speed 
and to a measurement of the distance (in either metres or 
feet) . Some years ago, when ASA 50 films were the standard 
material, the guide number was referred to ASA 50 , but 
today ASA 100 is the point of reference . 

The aperture needed for correct flash exposure can be 
worked out by distance and guide number, according to this 
formula : 

Aperture = Guide Number (m) I distance to subject (m) 

With the ' '  2800 AF' ' aperture f/4 has to be set at a distance 
of7m if the exposure is to be correct. If you look at the back of 
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the flash gun you will see that a maximum range of 7m is given 
for aperture f/4 at ASA 100. 

Metering Through the Lens 

The manual work of aperture setting is superfluous with the 
' '  2800 AF' ' .  Only if you work with a flash gun of older design 
do you need to remember the guide number formula . 

The correct flash exposure with the ' '  2800 AF' ' is 
calculated by the Minolta 7000 in a different way . The light 
reflected by the subject passes through the lens,  under the 
raised mirror, then through the open shutter curtains onto 
the film.  From the shiny surface of the film a small portion is 
reflected again and registered by a meter cell which is 
situated at the bottom of the mirror box. 

This TTL flash measuring function will work in the 
automatic programme as well as in the aperture and shutter 
speed priority modes ,  and even in the manual mode . 

As soon as the flash is ready and all the details are in the 
viewfinder and in the display, the camera sets 'lioosec . or 
1/Gosec . depending on light conditions , as well as a suitable 
aperture in the programme or aperture priority modes.  The 
maximum range for the chosen aperture can only be read on 
the back of the flash gun for lenses with a maximum aperture 
of f/2 . 8 .  (For lenses with a smaller maximum aperture the 
maximum range is given in the operating instructions) . 

During aperture priority , even with flash shots , the 
decision as to which aperture is to be used is entirely yours . 
Therefore you can decide whether you strive for maximum 
range with a wide open aperture (at any rate : 20m at f/1 .4 and 
100 ASA) , but in that case accept a narrow depth of field , or 
whether you illuminate a smaller field , which would remain 
sharp from front to back. In this work the film speed comes 
into its own: the faster the film the greater the range . 

How far away the subject, which is to be illuminated by the 
' '  2800 AF' ' ,  may be also depends on the operating mode you 
choose , "Hi"  ( = high) or "Lo "  ( = low) . " Hi"  means that 
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the flash power is used for a large range , but that it could take 
a little while before you can use the flash again. ' ' Lo ' ' means 
that the range is reduced in favour of rapid repeat flashes. 

At aperture f/5 .6  and with 100 ASA film, the subject in 
need of flash illumination can be 28/5.6 = 5m away from the 
camera if stop "Hi" was chosen, and only 7/5 .6  = 1 . 25m 
away if stop "Lo" was set (and with that the lower code 
number 7) . But now you can photograph the closer subject 
without any problems whatsoever with the auto-winder set a 
' ' C ' ' taking two shots per second. 

In order to be sure that everything works satisfactorily 
during the shot , you can fire a ' ' test flash ' '  by pressing the 
small key "Test" on the flash gun. If the light is good enough 
for the correct exposure , then this is signalled by a green 
' ' 0  K ' '  . The correct flash exposure is shown in the finder by 
flickering of the "ready-flash" symbol. The "ready-flash" 
indicator in  the viewfinder is  a wonderful thing anyway: it 
means you don ' t  always have to remove the camera from 
your eye in order to look for the ' 'ready-flash' '  indicator on 
the flash gun to see whether it is ready or not . You can leave 
your eye at the eyepiece and follow your subject, should it be 
moving, and still know whether you can be sure of enough 
light when releasing the shutter. 

Another word about shots with the auto-winder, that 
means a frequency of two pictures per second with flash 
light: you have to switch off the AF unit because it would fire 
the red pre-flash before every flash and hence decrease the 
picture frequency. 

Apart from that , the pre-flash is one of the most important 
aids of the Minolta 7000 system. Only with its help is it 
possible to make automatic focusing work even in the dark. 
Maybe not quite the same as during the day, but still very 
effective . The range of the pre-flash is limited to 5m, and the 
whole thing only works if a lens with a focal length of 50mm is 
used. It does work for slightly larger focal lengths , but you 
should test that first. If the pre-flash is not sufficient to give 
the distance setting, then this is shown clearly in the 
viewfinder and you can still focus manually . 
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Above: The church is set off against the calm background of the sea by the high 
position of the camera. Photo: Dr. Joachim Hildebrandt 
Below: The small brown area of the house counter-balances the large area of 
dull blue. Photo: Armin Hohler 
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Above: The telephone wires lead the eye into the background of the picture; the 
asymmetrical composition of the picture (the hut shifts the main emphasis to 
the right) adds excitement to an otherwise very calm photo. 
Photo: Ernst Muller 
Below: The orange light immerses this scene in an unrealistic atmosphere; 
the bridge towers, which emerge from the fog, reinforce this impression. 
Photo: Udo Kroner 
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Fil l ing-in Made Easy 

' 'Fill-in-flash ' ' is a phrase which still causes some 
photographers uncertainty because it depends on the 
correct mixture of existing light and flash light, and that used 
to be a tricky matter .  Not with the " 2800 AF" ,  which was 
presented with a special fill-in-flash programme by Minolta. 
If the ambient light referred to ASA 100 needs an EV of 13 or 
more for correct exposure , then the Minolta 7000 switches 
to the synchronisation time of 1/1oosec. which compared to 
the "normal" synchronisation time of 1/Bosec.  means that 
about a third less ambient light will reach the film. The flash , 
which brightens the shadows , has less chance to over­
expose the light parts of the subject. The fill-in-flash is , as 
you quite correctly assume , an alternative to the use of 
exposure correction factors in the plus-range , or to the use of 
the memory lock in the case of ' ' dark subject in front of light 
background' ' ,  i . e .  the back-lit shot. 
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By pressing the key 
' 'Test' ' ,  a flash can be 
fired without the camera 
exposing a frame. The 
' 'OK' '  lamp will light up if 
the flash light is sufficient 
for correct illumination. 

The flash synchronisation 
time is set automatically 
for the programme mode if 
the flash is ready: the 
ape1iure is also set 
automatically. 

The handy combination of 
Minolta 7000 and flash unit 
does not have to be 
removed from the eye to 
see if the flash is ready to 
fire. This is shown in the 
viewfinder. 
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If the shutter release is 
touched very gently, the 
focusing works 
automatically and, if 
required, also registers 
the red pre-flash. 

The "OK" indicator lights 
up again after the correct 
exposure, and this is 
indicated in the 
viewfinder. 

Slow Speed Plus Flash for Effect 

The possibility of using slow shutter speeds with an 
automatically corrected flash has been known since the 
Minolta X-500. (Flash light for slow shutter speeds is 
technically no problem because the shutter is open long 
enough for correct synchronisation.) 

You only have to get the "7000" to set a slower shutter 
speed than 1/ioosec.  for such shots in aperture-priority mode , 
better still slower than 1/Gosec. , and store this shutter speed. 
The flash gun is still switched off during this procedure . 

163 



When you switch it on the synchronisation time of 1/10osec . is 
set. On pressing the AEL-key you get your ' ' 7000 ' '  to 
override this and set a shutter speed which is one stop faster 
than the one measured at first . If you now release , the 
ambient light is taken into account but the main subject is 
optimally illuminated by the flash. An example : you would 
like to photograph your partner in front of the splendour of 
the sparkling lights in a fair-ground alley at night, and you 
would like the lights to have the same effect as in reality , and 
that your partner stands amidst these lights . The camera 
may show 1/Josec.  at aperture f/5 .6 ,  but the shutter will 
actually stay open 1/6osec. because of the action described 
above . The bright lights will be correctly exposed, the 
surrounding darkness will turn out a little deeper, and the 
person in the centre will be optimally illuminated by the flash . 

For special effects you can set any shutter speed which is 
slower than 1/ioosec.  with every aperture which you might 
favour; the exposure will turn out to be correct in every case.  
Whereas mischievous playing around with the aperture 
setting would at the most increase or decrease the depth of 
field , the alternative of varying the shutter speed gives 
rather more interesting results . 

Let us imagine you choose 1/ssec. and are photographing a 
subject which moves quickly . The flash will reproduce a 
phase of the movement needle sharp whilst at the same time 
the slow shutter speed makes sure that the movement is 
reproduced in a streaked manner. You can also achieve this 
effect by slow speed setting as described above , but it is 
quicker if you set the shutter speed and the aperture 
manually . 

Synchronisation Time 

We have discussed the synchronisation time , and we have 
said that shutter speeds which are faster than 1/ioosec. are 
not suitable for flash. Why? 

Think back to the explanation in the section on the focal 
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plane shutter! After release , the first curtain rushes past the 
film and gives way to the light , after the required time the 
second one follows and cuts the light off from the film. The 
film therefore is exposed in strips by the light which is 
available during the exposure time . The flash, however, only 
lights up very briefly and if one of the shutter curtains moves 
over the film surface during the illumination time the flash will 
throw its shadow onto the film. Because the flash gun fires 
practically without delay , the shadow of the first curtain is left 
for posterity . Because the picture can be seen in the finder 
with the correct side up and not inverted , but is still projected 
onto the film upside down and inverted, the shadow of the 
shutter curtain, which runs from bottom to top, will fall on the 
lower part of the slide or negative . 

The synchronisation time is the time between when the 
first shutter curtain reaches its destination to when the 
second one starts on its journey. The film gate is completely 
open for a moment and there is no threat of shadow if the flash 
fires during that moment; this applies to any other slower 
speed as well. 

Wide Enough I l lumination Angle 

You can illuminate all pictures with the ' '  2800 AF' ' for which 
you use lenses with a focal length of at least 35mm, that 
means that you can take most pictures with the flash gun 
alone . It can happen at parties ,  or during the family photo in 
the best front room, that the 35mm is not sufficient to get 
everyone and everything into the picture , and then you have 
to reach for your 28mm. If you have purchased one of the 
zooms with 28mm starting focal length with your " 7000" 
you will then want to use this zoom with the flash over the 
whole range of focal lengths . Well , provision has been made 
for all these cases with the "2800 AF" with the wide angle 
diffuser discs by means of one of which the illumination angle 
can be adapted to the field of view of a 28mm lens . Because 
the light now has to brighten up a larger area, the illumination 
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ranges quite naturally decrease for the same aperture . In 
other words , the guide number alters , it becomes smaller so 
that when "Hi "  is set it is reduced from 27 to 20, when "Lo" 
is  set  from 7 to 5 .  

Corrected Flash 

Just as during normal photography, the 18% base value,  
which is well known by now, can be used as an approximate 
value for flash photography. 

The same requirements as for normal shots apply, that 
means that an under-exposure (minus correction) is needed 
for a small light subject in front of a dark background ,  and an 
over-exposure (plus correction) for a small dark subject in 
front of a light background; for a back lit situation you should 
not correct when taking flash shots but work with fill-in flash 
instead. 

Accessories for Flash 

The accessory which is used most frequently with the ' '  2800 
AF' ' must be the Control-Grip 1000, which can be connected 
directly to the ' '  7000' ' without a cable ( ! ) . It is equipped with 
its own batteries , and improves the flashing rate and number 
of flashes .  The ' '  2800 AF' ' can also be directly connected to 
the Control Grip without a cable and all functions will still be 
transferred as if the flash were installed in the accessory shoe 
of the camera. The fact that the flash unit sits to the side and 
above the camera when the Control Grip 1000 is in use does 
not present a big problem because the light which is reflected 
by the subject is measured anyway. Quite the opposite , it is 
advantageous for photographs of people because the lateral 
flash adds depth to the picture . When flash lights up directly 
from the camera it can give rise to "flat" pictures without 
detail. 

Quite different is the question of the determination of focus 
by the pre-flash. The flash unit projects a small pattern onto 
the subject and has been set in such a way that the pattern 
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The coupling of the Control Grip 1000 is normally cordless,  
but it can also be connected to the Minolta 7000 by a cable 
and in that case a flash unit can be placed independently of 
the camera position. 

lights up there where the lens can see it . This relationship 
does not apply to lateral flash. The "CG 1000 " , therefore , is 
supplied with an AF red flash unit, which is pushed into the 
accessory shoe , and allows for correct focusing in the dark. 

A second way of using the control grip is also interesting for 
well exposed flash pictures:  the cordless combination of two 
flash units . One sits in the accessory shoe,  the other one on 
the ' ' CG 1000' ' . In this case the Grip controls the flash units 
in such a way that the main flash unit on the camera supplies 
two thirds of the exposure , whilst the fill-in flash unit on the 
" CG 1000 " only adds one third, which (in nearly all cases) 
ensures well filled-in flash photos . In order to utilize your fill­
in flash more effectively , you can use the " Control Grip 
1000 ' ' by cable connection and remove it from the camera to 
a distance of up to five metres.  The TTL flash control of your 
Minolta 7000 still keeps overall control. 

It even makes sure of correctly exposed flash shots if two 
flash guns are not sufficient for you . You can use 3 flash guns 
at the same time with the triple-flash unit TC 1000 and be 
certain of well filled-in pictures.  There are two problems with 
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this flash unit. Problem one : you have to work with cables 
which lead from the viewfinder shoe to the flash guns . 
Problem two : the flash only lights up for a fraction of a second 
so you can only establish very inadequately how light and 
shadow are distributed ,  even with test flashes .  If you intend 
to work with several flash units more frequently (perhaps 
later on even with studio flash equipment and the relevant 
strong flashes) , you should invest in a developing machingfor 
Polaroid 35mm film. You can immediately check on the 
developed slides whether everything is all right, but as you 
can only develop the film as a whole , this will become an 
expensive solution. 

The Minolta 7000 can even be released at 
greater distances without a cable, with the help 
of the Infra-red Release IR-IN. 
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Flash Gun: Program 4000 AF 

When this book was written the big brother of the ' ' 2800 
AF" , the Program Flash 4000 AF, was not yet available , so I 
can only give you briefly some theory about its advantages .  

The "4000 AF" i s  larger and has got a higher guide 
number (40 ,  referred to metres and ASA 100) , and not only 
can its reflector be swung and turned, but it is also adapted 
automatically to the appropriate focal length from 28 - 70mm 
(where the 70mm position is also used for all longer focal 
lengths) . The back of the unit has an LCD display which 
informs you about all interesting flash data. 

The Flash Which Comes Round the Corner 

What can only be achieved with the ' '  2800 AF' '  by means of 
the "C G 1000" and the connection cable , can be done 
without any accessories on the ' ' 4000 AF' ' :  you can arrange 
for the light to fall on the subject indirectly . Indirect flash has 
the advantage , as opposed to direct flash, that the light is 
softer and the shutter shadows , which are characteristic for 
shots with direct flash ,  are not such a serious problem.  

Some time ago the expression ' 'bounce-flash' ' was coined 
and it describes this technique very well. The light is thrown 
onto a reflective surface by the flash and then bounces onto 
the subject like a ping-pong ball. The most obvious reflector 
is the ceiling, which must be white for colour shots,  or be 
capable of being printed white , because the light will be 
coloured by the coloured ceiling and give the picture a colour 
cast. It is obvious why this does not matter quite so much for 
a colour print film because the colour tint can be filtered out 
during enlarging. 

The reflector, or the whole flash unit if it cannot be tilted , 
has to be pointed to the ceiling at such an angle , usually about 
45° ,  that the light will be reflected back to the subject in a 
diffused and soft way. The bounce flash can also be directed 
to the subject via a wall , and for photography of objects , or 
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Left: The Program 4000 AF, equipped with a pivoted zoom reflector. Right: Easy 
to manage: the release unit of the Infra-red release. 

table top pictures ,  it is strongly recommended that you have 
polystyrene sheets , mirrors of different sizes ,  or both at 
your disposal because they can be used to reflect the flash 
light into the shadow zones of the subject. 

If you have the intention of employing indirect flash ,  
perhaps even to use indirect flash for filling-in , but are unable 
to find a suitable ceiling or there isn 't  one available for outside 
shots , you can rely on Minolta ' s  help if you use the ' '  4000 
AF' ' .  You swing the reflector upwards by 90° and fix the 
bounce reflector, which is supplied as an accessory and 
which fixes at an angle of 45° above the reflector and gives 
you a flash with a very soft light . During this procedure the 
TTL control always remains in control and correctly exposed 
pictures are no problem. You have to remember that the 
flash range remains the same , but the flash has to go a long 
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way from the unit to the reflecting surface and then to the 
subject. For pictures with indirect flash pay special attention 
to the ' ' OK ' '  indication of the flash unit! When it lights up you 
can be sure that enough light has reached the film.  

What to do with the Senior Citizens? 

This is not a question for the government, but a question for 
your purse . Of course , the latest flash units are very 
tempting, especially because they are able to focus in the 
dark. However, if you possess a Minolta flash unit of the past 
generation and you do not intend to buy another one 
immediately, what can you do with the old one? 

If it is a unit of the PX-series ,  you can use it with the TTL 
flash reading on the Minolta 7000 . That is especially of 
interest if you possess the Macro-80 PX and have your eye 
on the macro-lens for the " 7000 " .  You will have to do 
without the focusing light though, but that is of no 
consequence . The setting stop ' 'Lo ' '  cannot be used on the 
' '  7000' ' with the ' '  280 PX' ' ,  and the flash range control does 
not indicate on the ' ' 7000 ' ' for all PX-units.  
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A B EAUTIFU L BACK 

A beautiful back has also got its good points. The Program 
Back 70 for the Minolta 7000 is one of those beautiful backs , 
and because the front which belongs to it is also not to be 
dismissed, the Program Back 70 and the Minolta 7000 add up 
to something rather nice . 

Just Knowing When 

People who take photographs of their growing offspring are 
often faced with the question: ' 'Just when was it that the little 
one caused such a mess with the spinach? Was he or she 
already two or only . . . . . . . .  or, no, that was shortly after 
sister ' s  birthday, and she was . . . . . . . .  ' '  

Surely there must be a very simple way to solve this 
problem and it is quite simple if you think about it: you go and 
develop your films immediately, frame the slide , or stick the 
prints in the album, and add the date in beautiful writing. But 
can you honestly say that you keep to those intentions for 
longer than three months? Soon the slides disappear in the 
drawer, unframed ,  and the pictures end up in an envelope 
inside a box, with the firm intention: ' 'As soon as I have got a 
minute , I shall get all this into shape ' ' .  Then if there is the 
time , the questions are asked . . . . . . .  . 

There is another way to overcome such forgetfulness and 
that is called the Minolta Program Back 70. This is a camera 
back which can be exchanged very simply for the normal 
back. It has no film window, but an LCD-screen and eight 
keys . This Program Back 70 has got two functions : one is to 
assist your memory and get your picture collection into 
order; we shall talk about the other one later on. 

On the display either the time , the date , the frame number, 
or a fixed code number can be indicated ,  and every one of 
these indications can be exposed onto the picture by you. 
You can decide which one of these data displays you are 
interested in by selection with the MODE-key, which also 
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The Program Back Super 70 makes it possible (together with many other 
functions) to develop and store an exposure programme for one's  own needs. 

The ' 'standard' '  Program Back 70 manages more than just exposing data onto the 
film. I t  is also capable of a certain amount of camera control. 
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shows ' 'INT .S .  ' ' as it is pressed down. We shall discuss this 
function at a later point. 

You can select "date " and "frame number" ,  by the 
SELECT-key. The date may be shown in the usual manner 
(i . e .  day, month, year; or in the sequences year, month, day, 
or month, day, year, and you can set the frame counter in 
increasing or decreasing sequence . 

In order to feed in the time , the date or any other number, 
you have to operate the three upper numerical keys , of which 
the left-hand one selects the first number pair, the middle 
one the middle pair and the right-hand one the last number 
pair. On depressing the number key ,  the relevant number 
advances by one digit; on depressing continuously the 
numbers run through sequentially . 

By the way, you do not have to let the numbers run up to 99 
every time for the time and date modes; the data back knows 
that each day has 24 hours and it also knows the number of 
days in each month (inclusive of leap years) . 

The printing-in of the date will be the one usually used by 
amateurs , because it shows when a certain event took place . 
Because the little orange-red numbers at the bottom of the 
picture are very informative on the one hand, but quite 
annoying on the other, it is advisable to record the date only 
on the first picture of a series .  If slides are arranged in 
chronological order, it becomes obvious when the following 
ones were taken. As far as prints are concerned,  the 
negatives always remain in their sleeves and therefore you 
can always reconstruct the correct sequence . 

The indication of time , and time measured forwards or 
backwards from a certain point or a fixed time , is gaining 
more and more importance in technical and scientific work. It 
is also useful if you do photography as an adjunct to another 
hobby. Let us presume you want to provide photos of a 
certain series of microscope shots with a code number; this 
can be done with the selected code number. The first pair of 
numbers tells you, for instance , that it concerns the slide 
preparation of a mammal, the second one that it concerns a 
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muscle , and the third one at what magnification the pictures 
were taken. 

If on the other hand you want to shoot a series of events and 
be sure that the sequence can be reconstructed without 
having to think too hard, even years later, then let the 
Program Back 70 count for you . It can count either forwards 
or, like a count-down , backwards , and you will always know 
whether a picture was produced before or after another one . 

It could also be that on the one hand you want to show that 
this was the 13th experiment of a series ,  but on the other 
hand you would like to mark the picture sequence . Even that 
is possible : you substitute , in the frame number mode , the 
middle pair of numbers by two dashes or by empty fields . You 
can then use the left-hand pair of numbers , two digits only, as 
a code number and the right-hand pair to count up or down. 

The printing-in is automatically done for every frame , after 
you have pressed the key at the top next to the display. 

By the way, you should always carry a ball-point pen, or 
something similar, in case you want to re-set anything in the 
display because the keys are difficult to press , even with long 
fingernails . 
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Photos Without a Photographer 

Let us now turn our attention to the function which we have 
mysteriously mentioned in the above section but have not 
yet described in detail. 

You set it with the MODE-key and the indication ' ' INT .S ' ' 
has to flash in the display. If you change your mind and don 't  
want to  use this control function, then you simply let the 
' 'INT .S ' ' carry on flashing, the Program Back 70 will return 
to the display of day and time . The control function allows you 
to tell the camera, from what time onwards ,  at what distance 
it should take ' 'n ' ' number of shots and (if necessary) over 
what period these shots should last. For all this bulky black 
boxes were needed a few years ago, but nowadays all you 
need is a special back, only slightly thicker and a little heavier 
than the one which normally keeps your camera light-tight at 
the back. 

From what time onwards . . . . . . . . . .  You tell the camera the 
starting time by entering the day, hour and minute by 
pressing the numerical keys . If you enter two dashes instead 
of the minutes all the other displays will disappear and the 
camera releases one second after pressing the 
INTERVAL-key . 

. . . . . at what distance . . . . . .  The time interval between two 
shots is programmed after keying SELECT and " INT.I"  
shows in  the display. You again use the numerical keys to set 
the hours , minutes and seconds. The longest interval is 99 
hours , 59 minutes and 59 seconds . 

. . .  . . how many . . . . .  You can programme the number of the 
shots to be taken automatically after getting the indication 
' ' INT .F ' ' on the display via the SELECT-key. Although it is 
possible to pre-select 99 shots , that would only make sense if 
the time interval is long enough to enable you to change the 
film. 

The running time on the interval meter is started by 
depressing the INTERL-key; the release button has nothing 
to do with this . 
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The exposure control of the Minolta 7000 is maintained 
during normal interval meter use , you only have to choose 
whether the camera should take care of the correct exposure 
with the programme or a fixed aperture or a fixed shutter 
speed. 

You can of course, if you prefer, set the aperture and 
shutter speed manually . In this mode another function of the 
Program Back 70 comes into play: it controls extremely long 
shutter speeds.  For this the exposure control has to be set on 
' 'M ' '  and speed has to be pre-selected as ' 'bulb ' ' .  You have 
to set the function INT . L on the back, and can then pre-select 
a speed by numerical keys , which can be just as long as the 
batteries allow. 

You can combine this long exposure , the interval meter 
unit and the data reference . To do this the time between two 
shots has to be longer than the exposure time plus the 
following film transport time (this is also valid for all the other 
exposure times which are set by the camera) , and the data 
which are to show up on the film must be made visible in the 
display before pressing the INTERVAL-key. Even photos 
with flash are possible : the condenser of the relevant flash 
unit is charged before the shot , and the flash unit is switched 
off 15 minutes after the shutter release . 

The Program Back takes control of the motor drive , 
because the DRIVE-selector has to be set to "S"  and 
because the camera determines the exposure individually for 
every shot. lfit is on ' 'P ' ' ,  ' 'A ' ' or ' ' S ' ' ,  you should cover the 
eyepiece with its cap , otherwise stray light might get into the 
camera and spoil the exposure reading. 
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OTHER FACILITIES 

. . . . .  and their use . We have made the acquaintance of the 
flash units and the Program Back, which are two important 
accessories from the Minolta 7000 programme, and both can 
be complemented with even more similarly effective pieces 
of equipment. Minolta can offer quite a bit more , as far as 
accessories are concerned, which could make your 
photographic life easier. 

For Better Sight 

In order to best judge your subject in the viewfinder, Minolta 
offers , in addition to the built-in focusing screen, another 
three which you can fit yourself. If you like to take 
architectural photos or are interested in reproductions of old 
engravings , the Focusing Screen Type L is the right one for 
you. The grid lines allow you to focus on straight vertical and 
horizontal lines . Focusing Screen Type S ,  with the 
coordinate axes and graduations , is recommended if your 
special interest lies in the macro- or micro-range , or if your 
love belongs to the stars and telescopes .  Finally , Focusing 
Screen Type PM is for sceptics who do not trust the AF 
system of the Minolta 7000, or for photographers who often 
get into situations where the automatic focusing could run 
into problems . The focusing screen PM has been provided 
with a microprism raster and split-image rangefinder. 

We have already met the Angle Finder Vn. It is fixed to the 
eyepiece in the same way as the Viewfinder Magnifier Vn, 
which magnifies the central part of the viewfinder image to 
help you under very difficult focusing conditions .  The 
eyesight correction lenses , which also fit onto the eyepiece , 
allow you to put your glasses away if your vision can be 
corrected within the range of + 3 diopters to - 4 diopters and 
you can get by without the intermediate values. 
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The Camera on a Long Lead 

You can release your Minolta by the remote control lead , as 
well as by the cordless remote control IR-IN, without 
pressing the release button or having to trouble the Program 
Back 70 . This is particularly useful if you are interested in 
animal photography. You set up your camera in such a way 
that the animals will sooner or later have to pass into the field 
of view .  You set the aperture by hand , so that the depth of 
field will be sufficient for successful pictures ,  and then 
observe the place of events from a distance and wait for the 
right moment . You have to switch off the AF because you 
cannot see from a distance whether the animal shows up in 
the acceptance field or not . You release by remote control at 
the right moment, without having to pull any wires through 
the trees ,  and the built-in motor winds the film on etc . As the 
observer, conscious of the animal ' s  environment, you have 
avoided everything which might disturb the animal. If you 
don ' t  know a lot about wild-life , then ask a forester or 
naturalist . Please , always remember if you wish to take such 
photographs that there are laws for the protection of certain 
species which also regulate photography . 
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Filter or no Filter 

There are filters and filters . One lot is there to improve the 
pictures as far as reproduction quality is concerned , and then 
there are the others which add effects to the picture . 
Whether you want to use any of the second group is a matter 
of taste . Certainly there are subjects which can bear to be 
dyed in one colour, and there are some which gain by the use 
of a star-effect filter, and for portraits the soft-focus filter, in 
principle another effect filter, is a simple means to a more 
atmospheric picture . A boring photo remains boring, even if 
a rainbow, glittering railings or bright colours attempt to 
disguise that fact. Just as every gimmick becomes boring if it 
is used too often ,  so the most spectacular optical effect gets 
boring by constant use . 

The filters of the first group are often more or less forced 
upon the photographer. The black-and-white photographer 
in particular needs the single-colour filters , they help to 
reproduce colours better as grey tones.  Sometimes UV­
filters (they should really be called UV-blocking filters , but 
that did not catch on) and sky-light filters are indispensable 
for the colour photographer because both of them reduce the 
UV component in the light and therefore prevent ' 'blueing' ' 
of the picture . 

Whereas effect filters have to be used with manual 
focusing (for instance , when a multiple prism is in use the 
Minolta 7000 would not know which picture goes with what) , 
the yellow, green, orange and red filters which are offered by 
Minolta for black-and-white photographers , and the UV and 
sky-light filters (which can, of course, also be used by black-

. and-white fans) can be used with automatic focusing 
Another important filter, the polarising filter, can only be 

used in a special (and unfortunately expensive) variant . The 
semi-reflecting mirror necessitates ,  as in other cameras 
with this component, a circular polarising filter. Normal light 
rays vibrate in all directions and the polarising filter allows 
only those to pass which enter along a certain plane . This 
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helps one to obtain sharper colours , or clearer windows and 
water surfaces without reflections . As simple as it may 
sound, it is not simple at all. It is important that the sun is at a 
certain angle to the subject and that the filter disc is turned in 
the right direction (it is pivoted in its holder) . You should 
allow enough time when practising with the polarising filter to 
observe the viewfinder very carefully , and use a tripod .  

Because the polarising filter only selects certain light rays 
the others of course do not reach the film and so the exposure 
level will be different. But your Minolta 7000 measures the 
exposure through the lens , and hence also through the filter 
which is placed in front of it , so an error of exposure is 
unlikely . If you use your camera hand-held , you should pay 
attention to the shutter speed (camera shake , wiping 
effect ! ) , or to the aperture if you need a certain depth of field . 

All the filters we have discussed so far are available in 
mounts , they are glass or plastic discs in a frame which can be 
screwed into the filter thread of the lens . As not all Minolta 
AF lenses have the same diameter you can purchase filters 
with the largest thread, even if they are more expensive and 
then use the larger filters with reducing rings on smaller 
diameter lenses: it is more difficult the other way round. 
However, this arrangement will give problems in fitting lens 
hoods and so you should work with the camera in the shade to 
prevent flare . 

You can also purchase a film holder and cut out the filters 
from coloured film, but I would not really recommend them 
except as experiments . 
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H U NT YOUR SU BJECTS FREELY 

The most important rule for all photographers is to 
remember that the picture is made by the photographer, not 
the camera . That means that although the Minolta 7000 is a 
superb camera, and with all its accessories it is a tool which 
makes your photography as easy as possible without limiting 
your desires in any way, you are the one who has to spot the 
right subjects and it is up to you to put them into the picture . 

A little note : ' 'A little of what you fancy does you good' ' is 
another rule . Don' t  let other people spoil your enjoyment of 
the pictures you like ! Your pictures are memories for you, 
they are an expression of your feelings at certain moments . If 
you can photograph your child when it is pleased about a new 
toy or is sad about a lost teddy bear, and if you have no time 
for picture composition, or just don't  feel like it, then simply 
press the button. Ignore the people who talk to you about 
diagonal, foreground, middle and background! In ten or 
twenty years time , this picture will be a reason for joy and 
memory: ' 'Do you remember. . . . .  ? ' '  

But if you do have a little time , when you don't  just take 
photographs in order to produce documents or to recapture 
who wore which fancy dress at the carnival party, but when 
you take photos because you enjoy photography, then you 
should care about the diagonal, the foreground, middle and 
background a little bit, and also whether the pictures are 
colourful or coloured. 

Many Colours Spoil The Broth 

Black-and-white photographers can stop reading now. 
People who want to photograph in colour do not have to take 
their colour test, but they should think about one or two 
things . There are , for instance , colours which do not go 
together, they clash as one says . Blue and green is a pair; red 
and purple do not really want to harmonise.  Nevertheless ,  
you do  not have to  avoid these (and similar) colour pairs like 
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the plague.  You can use this conflict for your picture and set 
the colours against each other, but do think about this effect 
very carefully so that you are not standing in front of the 
finished photo with the feeling that you dislike the whole 
thing. 

On the other hand there are colours which complement 
and match each other; they are the complementary colours 
blue and yellow, blue-green and red ,  green and purple , but 
they do not necessarily have to be the 100% pure colours . A 
blue-green which has strong tendencies towards blue still 
goes with red .  

Seeing colours is too complicated a matter to  be  explained 
here in detail. I only want to point out two more things which 
seem important to me . 

Play with the colours , and remember that it is not only the 
colours which are in competition with one another but that 
the coloured areas of the picture also play an important part in 
the result. Large areas of a quiet colour can be offset by small 
quantities of an aggressive colour. You don' t  always have to 
harmonise the colours in every picture or just let a few 
colours be in competition with each other. If you photograph 
a flower bed, in which all sorts of flowers grow and bloom, 
then the multi-colours are the subject, there is no reason to 
deny these multi-colours . But not every picture needs 
several colours , one colour is quite enough for one picture . In 
this case one talks of monochrome colour creation .  
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The motto for photography is: concentrate on the important things. That is 
why the animals fill the format as much as possible. Long focal lengths are 
imperative, because one very rarely gets close enough to an animal, and fast 
shutter speeds to avoid camera sha/ie. Photos: Hans Joachim Dijkmann 
(above)jochen Mentel (below) . 
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Get the Subject You Want! 

If you want to create a subject of few colours out of a multi­
coloured one , there is only one way : you isolate the less 
colourful part from the subject by using a telephoto with its 
narrow picture angle , or get closer with a shorter lens . That 
is not only useful for colours , it is never a mistake . 

Before the shot you have decided upon a certain subject 
and not on something else . If you like the garden gnome in 
your neighbour' s  garden, then two-thirds of the rockery 
inclusive of the dustbin next to the garage should not be in 
that particular picture . Set the longest focal length on your 
zoom and then get so close that the little chap with his red 
pointed hat fills the finder completely, and only then do you 
release! 

Naturally this rule is not valid unconditionally. For 
instance , if you want to photograph a portrait and your 
available focal length is just 50mm, you should not 
necessarily get very close to your victim. In this case try a 
portrait with the inclusion of the surroundings , the place of 
work or the flat of the person you want to depict , because that 
also says something about him. 

I Don 't  Know What to Photograph 

Many photographers have bought their camera for the 
cupboard . There it remains only to see the light of day on 
birthdays, holidays and Christmas and, if it is lucky, a 
wedding might be another occasion when it will be taken out 
of its dungeon. 

I presume that you have not bought your Minolta for this 
reason, but to take photographs . As long as you walk around 
with your eyes open you will never be without a subject. 

Family: the members of your family are the first and most 
lucrative victims of your new or newly awakening photo­
graphic passion. Don ' t  restrain yourself where snap-shots 
are concerned ,  but try your hand also at portraits ,  which you 
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can illuminate using one or two flash units and some screens . 
But don't strain the patience of your loved ones excessively ! 
If you stop in good time you can expect their co-operation 
next time . A model who is no longer interested in the pictures 
does not look half as nice as before . 

Children: naturally they belong to the family , but small 
children particularly have to be photographed differently 
from adults . Children are snap-shot subjects . To catch them 
when they are involved in play, day-dreaming, or engrossed 
in the latest comic, you cannot set up the situations 
beforehand . The world oflittle children is at a lower level than 
ours . Because of this kneel down, or lie on your stomach in 
order to get a picture of your little ones in their own world! 
Definitely, the Minolta 7000 is exactly the right camera for 
children's pictures .  If they rush about in the garden, play 
football or frizbee, or make the drive unsafe with their roller 
skates ,  you are always ready to shoot because of the fast 
auto-focus .  

Holidays : the most pleasant weeks of the year give us  most 
of our subjects . Strange surroundings challenge discovery 
by the camera, and the Minolta AF zooms especially make 
sure that you are a match for the maximum number of 
subjects with the minimum amount of equipment. The 
stranger the area is for you, the better you should be 
prepared .  Nothing is more aggravating than to discover that 
one has again and again passed by a picturesque subject only 
a short distance away because one didn't  know it existed.  
Have a look at your travel guides ,  get to know the customs 
and traditions of your hosts so that you don't  make a bad 
impression! Picture books give information about comers 
worth photographing, and so do picture postcards.  That 
does not mean that you should simply copy everything you 
see , but that you know where to find something that is worth 
photographing. 

Take along a few more films than you need during your 
holiday. If you buy them fresh they can be used a long time 
after the holiday, and films which have not been used have not 

186 



been a waste of money. Put your film supply in a cool place at 
your holiday abode , don 't  always carry all your films around 
in the car and don' t  put them in the glove compartment ! The 
heat could spoil the colours . The UV-blocking filter is doubly 
advisable for journeys to the sea because it not only removes 
excessive UV light but also protects the front element of the 
lens from spray which is often in the air near the sea . When 
travelling to the mountains a sky light filter gives protection 
from the high UV level, but it is only necessary for heights 
above 2000m because the complex lens construction with 
the many elements is sufficient under normal conditions to 
protect against UV rays.  

A blow brush for your lens should definitely be packed in 
your photographic bag, and perhaps a can of pressurised air 
to clean dust or sand from the camera body. If your holiday 
leads you to a place which you are unlikely to re-visit for a 
while , then the question of a second camera body becomes 
relevant . Two bodies , each provided with a different zoom 
(28-85mm and 70-210mm) make you independent of lens 
changes .  Loaded with different films (black-and-white plus 
colour or ASA 1000 plus ASA 100) they are ready for quick 
reaction when different subjects are spotted,  or for different 
light situations , without your having quickly to finish up the 
film you had started , or to take it out of the camera . Apart 
from that , no camera is immune from being knocked or 
dropped ,  and extreme environmental conditions (high 
temperatures , tropical humidity) could put it out of action . 
Then a second camera body is worth its money. (If you don' t  
want to buy a second Minolta 7000 immediately then Minolta 
also produce very useful compact cameras which have got 
the advantage that they can easily be accommodated in a 
beach or hand-bag. )  

Landscapes :  of  course landscape photography belongs to 
the holiday , but it can also be practised very well at home or 
on short excursions . Remember that telephoto lenses are 
landscape lenses too ! The horizon is a very important line for 
landscape photos , and its position in the picture influences 
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the picture content tremendously . The horizon placed low 
enhances the expanse of the sky, the horizon in the middle 
brings balance to the picture but often seems quite boring. 
The diagonal also comes into its own in landscape 
photography: diagonal lines show depth in the picture 
because they lead the eye from the foreground to the centre 
of the picture . Another point on the subject of the horizon: 
take your time to get the horizon horizontal in the finder, and 
thus in the picture ! Especially for seascapes ;  it is not all that 
funny if the horizon lies at an angle and the water is ' 'running 
out of the picture ' ' .  

Table-top : every now and then there are situations when 
one would rather remain in the house than look for subjects 
outside , but that is no reason at all to abstain from 
photography. Build little ships with newspaper and put the 
fleet on blue foil ! You can take the most beautiful pictures 
with the macro setting of your zoom or with your macro-lens . 
There are no limits to your imagination (especially if children 
are taking part) . There are enough toy figures from which 
one could become the title hero of a picture , and there is 
enough handicraft material from which whole landscapes can 
be developed .  
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Minolta-AF-Lenses 
Lens M i n .  Elements/ 

Aperture Groups 

AF 2,8/24 mm 22 8/8 

AF 2,8/28 mm 22 5/5 

AF 1 ,4/50 mm 22 716 

AF 1 , 7/50 m m  22 6/5 

AF-Macro 2,8/50 mm 32 716 

AF 2,8/135 m m  32 7/5 

AF-Apo 2,8/300 m m  32 1 0/8 

AF 3,5-4,5/28-85 m m  22-32 1 3/ 1 0  

A F  4-4,5/28-1 35 m m  22-27 1 6/ 1 3  

AF 4/35-70 m m  22 6/6 

AF 3,5-4,5/35- 1 05 m m  22-32 1 4/1 2 

AF 4/70-2 1 0  mm 32 1 2/9 

Angle Dimensions 
of View (Dia. x length) 

84° 65,5 x 44 m m  

75° 65,5 x 42,5 m m  

47° 65,5 x 38,5 m m  

47° 65,5 x 38,5 m m  

47° 68,5 x 59,5 m m  

1 80 65,5 x 83 mm 

8° 1 0 '  1 1 8 x 232,5 mm 

75-29° 68,5 x 85,5 mm 

75- 1 8° 75 x 1 09 mm 

63-34° 68 x 52 mm 

63-18° 68,5 x 87 mm 

34-12° 72,5 x 1 52 m m  

I mportant Technical Data 
Weight Fi lter- Close�! Exceptional features: 

Dia .  focusing 
distance 

2 1 59 55mm 0,25m Retro focusing 

200 9 49 mm 0,3 m Bu1lt-1n lens hood 

235 9 49 m m  0 , 4 5  m Built-in lens hood 

1 95 9 49 m m  0,45 m Built- in lens hood 

31 0 9 55 m m  0,2 m Macro 1 :  1 without adaptor 
Double floating system 

365 9 55 mm 1 ,0 m Internal focusing 
Built-in lens hood 

2480 9 inte- 2,5 m Internal focusing 
griert Built-in lens hood 

490 9 55 mm 0,8 m Macro to 1 :4 · 

770 9 72 mm 1 , 5 m Macro to 1 :4 · 
Retro focusing 

255 9 49 m m  1 ,0 m Ultra compact 
Macro to 1 :4 · 

495 9 55 m m  1 ,5 m Macro to 1 :4 · 

695 9 55 mm 1 , 1  m Macro to 1 :3.9 

· Manual macro-focusing according to sharpness 1nd1cator LEDs 
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158 
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Focal plane shutter 74 
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Indirect flash 169 
Infra-red film 65 
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Instant slide film 68 
Internal focusing 19 
IS0 72 
ISO key 44 

Landscapes 188 
LCD 41 
LED 41 
Lens opening 79 
Lens release key 4 7 
Lens speed 79 

Macro-photos 135 
Main switch 4 7 
Manual exposure adjustment 

103 

Memory lock key 108 
Micro-honey-combed 

focusing screen 21 
Microprism disc 22 
Mirror l52 
Mirror reflex principle 152 
Mode key 44 

Negatives 62 
NC (Nickel Cadmium) 

accumulators 115  

Panning 93 
Pentaprism 153 
Perspective 118  
Plane o f  focus 19  
Plus/minus key 44 
Polarising filter 180 
Portraits 146 
Print film 61 
Programme flash units 155 
Programme reset key 45 
Programme shift 94 
PX flash units 170 

' 'Ready flash ' '  indicator 158 
Red flash 161 
18% reflectivity 82 
Release button 46 
Remote control l 79 
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Rewind key 46 
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Single frame setting 30 
Sky-light filter 180 
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Slow-speed synchronisation 

163 
Snap-shot setting 1 29 
Split image indicator 23 
Standard programme 95 
Stray light 125 
Synchronisation time 
156,  161 , 164 

Table-top photos 1 28,  188 
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Telephoto programme 96 
Testing flash 158 
Touch switch 46 
Transmission contacts 53 
Triple flash connection 

TC 1000 168 
Tripod bush 49 
TTL flash metering 56 , 157 

UV-blocking filter 180 

Vanishing lines 119  
Vanishing point 1 19 
Viewfinder 56 
Viewfinder indications 56 
Viewfinder magnifier 178 
Viewfinder prism 153 
Viewfinder shoe 48 

Wide angle programme 95 
Wiping effect 91 

Zoom 139 



MINOLTA 7000 

The Minolta 7000 heralds a new age in photography. Not only 
is the worry about the correct exposure taken away from the 
photographer - in the case of the Minolta 7000 by an 
extremely well thought out, flexible automatic system - but 
also the problem of focusing. A very fast and precise auto­
focus system makes it possible .for the photographer to 
concentrate fully on the choice and creative expression of his 
subject . . . without having to waste any thoughts on 
technology. 

However, if one wants to make all ones own decisions, one 
is well looked after by the Minolta 7000 - it will not restrict 
the individual creation of the picture. 

This book tells you about the opportunities opened up to 
the photographer by the Minolta 7000 , and at the same time it 
introduces the accessories which have been introduced with 
the camera . there are not only twelve auto-focus lenses ,  but 
also flash units , control data-backs , and all the other little 
things which make the photographer's life easier. 

Apart from the technology and a little theory, the practical 
side , which after all is the most important, is well covered. 

Picture creation especially is given a lot of attention in 
words and pictures ,  because the fascinating technology of 
the Minolta is no more and no less than an extremely useful 
aid on the way to a picture . 

Most important of all the book conveys the enjoyment of 
photography and how much fun this hobby can be . 
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