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INntroduction

angford’s Starting Photography is a hands-on book for those photographers just starting

their love affair with photography. It equally suits shooters with entry and mid-priced level

film and digital cameras, students at school or college using photography as part of art
courses as well as those involved in other formal studies, such as the City & Guilds Certificate in
Photography. The skills and knowledge presented in the book show you how to take and make
great photographs using a highly visual step-by-step approach. Langford’s Starting Photography
gently guides new photographers from tentative beginnings through wobbly first steps to a level
where they can confidently create their own great pictures. The photographic examples
scattered throughout the text are chosen to encourage and challenge the reader, as they are all
within the technical capabilities of beginners with modest gear, such as compact or single lens
reflex (SLR) cameras (preferably with manual controls), and the knowledge and skill provided
within.

Taking photographs is enjoyable and challenging in all sorts of ways. After all, it's a method
of creating pictures which does not demand that you have drawing skills. It’s a powerful means
of storing memories, showing situations or expressing views which does not insist that you be
good at words. But don’t fall into the trap of thinking you must have the latest, expensive ‘gee
whiz’ camera to get the most telling shots. What photography demands of you are skills of a
different sort that are independent of the technology used to capture the picture. Of these, the
most important is the ability to observe — sharpen up your ‘seeing” of surroundings, people and
simple everyday objects in the world around you. Avoid taking these things for granted just
because they are familiar. Develop your awareness of the way lighting and viewpoint can
transform appearances, and be quick thinking enough to capture an expression or sum up a
fast-changing situation by selecting the right moment to shoot. Become skilled in these areas
and you will be a good photographer.

Don’t get the wrong idea. I'm not saying that technical abilities and the latest digital
equipment do not contribute to the making of great pictures — they do. It is just that you should
keep in the forefront of your mind that the techniques and ideas presented in this text serve only
one purpose. That is, to support the creation of images that you see with your eye first and
capture with your camera second. This seems a funny way to start a book that, let’s face it, is
about learning the techniques of photography, but seeing is the foundation skill upon which all
good photography is built and so I think that it is essential to remind you of its importance right
from the start.

Although not primarily a school text, Langford’s Starting Photography covers most of the
core content and practical work for National Curriculum studies. It is also intended for City &
Guilds ‘Starting Photography’, ‘Introduction to Black and White Photography’, ‘Introduction to
Color Photography” and Part 2 modules such as ‘Landscape Photography’. Above all, the book is
planned to help every beginner expand their photography and increase their enjoyment of
picture making with today’s cameras.



Michael Langford was a major influence on British photographic education. He was a fellow
and Course Director in Photography at the Royal College of Art and was renowned for
producing a string of 24 books, translated into many languages, which have remained the
standard reference works for students and professionals alike across the world.

Michael started his career at the age of 16, as a photographer’s apprentice in Bournemouth.
Two years later he was assigned to the RAF Photographic Section. After his national service, he
had a brief spell with a press photography firm, moving on to work as an industrial
photographer while teaching evening classes. Michael continued as a professional photographer
throughout his life and his work has appeared in a range of mediums, from postage stamps and
book covers to TV commercials.

Michael went on to teach full-time at Ealing Technical College (now Thames Valley
University), whilst teaching evening classes at the London College of Printing, after which he
moved to become Head of the School of Photography at Birmingham College for Art and
Design. He served as an external assessor for several BA courses, as well as an adviser to
national examination boards for photography at school and college levels. He moved to the RCA
in 1967, became a senior tutor in 1973, departmental head 12 years later and from 1994 to 1997
he suitably held the position as course director.

As a result of his intimate involvement with photography courses and examination
syllabuses at all levels he fully understood what a student needed from a textbook. One of his
most successful books, Basic Photography, was first published in 1965 and the work for the
seventh edition was completed just a few days before he died aged 67, bringing it right up to
date with the inclusion of information on digital photography. Other works include a companion
volume Advanced Photography, The Darkroom Handbook, Langford’s Starting Photography and
the Story of Photography. Many of his books have been adapted as standard texts, bibles for
generations of photographers who owe their careers to his work and are still used today for
courses from high school to university.

As a writer, teacher and practitioner Michael Langford was a legend in the world of British
photography. ‘His enormous skill in balancing the art and technique of photography has helped
to both inspire and educate an extraordinary number of people, and this will continue for many
years to come’, Jenny Ridout, former Publishing Director, Focal Press. Along with Michael’s
other titles, this fourth edition of Langford’s Starting Photography will ensure that he lives on
through his work, providing guidance to everyone who shares his great passion for
photography and wants to develop and learn more.

Michael Langford, photographer, teacher and writer
28 February 1933-28 April 2000



FPicture Making

This first section of the book is mainly concerned with developing your skills of observation — and
how to select the interesting and unusual from what you see around you. It is concerned with
picture-composing devices such as: framing up your shot in the camera viewfinder or LCD
monitor; choice of viewpoint and moment to shoot; and picking appropriate lighting. It also
discusses how to recognize pattern, line, color and tone in the subject you intend to photograph,
and how to use such features to good effect. These are visual rather than technical aspects of
photography and most stem from drawing and painting. They apply no matter what camera you
own — cheap or expensive, digital or film, auto-everything or covered in dials and controls.

Seeing and photographing

Il the world’s cameras, sensors, desktop printers, scanners, films, enlargers and other

photographic paraphernalia are no more than tools for making pictures. They may be

very sophisticated technically, but they cannot see or think for themselves. Of course, it’s
quite enjoyable playing around with the machinery and testing it out, but this is like polishing up
your bicycle and only ever riding it around the block to see how well it goes. Bicycles enable you
to get out and explore the world; cameras challenge you to make successful pictures out of what
you see around you, in perceptive and interesting ways.

Anyone who starts photography seriously quickly discovers how it develops their ability to
see. In other words, not just taking familiar scenes for granted but noticing with much greater
intensity all the visual elements — shapes, textures, colors and human situations — they contain.
This is an exciting and rewarding activity in itself. The second challenge is how to put that
mindless machine (the camera) in the right place at the right time, to make a really effective
photographic image out of any of these subjects. Seeing and organizing your picture making is
just as important as technical ‘know-how” and it comes with practice.

To begin with, it is helpful to consider the ways seeing differs from photographing. You
don’t necessarily have to regard differences as a barrier. The point is that by understanding
how the scene in front of you will appear on a final print you will start to ‘pre-visualize” your
results. This makes it much easier to work through your camera.

Our eyes look out on the world without being conscious of any ‘frame” hemming in what

we see. Stop a moment and check — your nose, eyebrows, glasses (if you wear them) do form a
sort of frame, but this is so out of focus and vague that you are not really aware of any definite
‘edge’ to your vision. However, immediately you look through a camera viewfinder the world is
cut down into a small rectangle with sharply defined edges and corners. Instead of freely
scanning your surroundings, you have to compose their essence within this artificial boundary.



Original scene
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framing

framing
The same scene can be framed in a variety of
ways, producing photographs that emphasize different parts of
the picture. Try turning your camera from the horizontal to the
vertical to produce a different point of view. Image courtesy
of www.ablestock.com.

Because the camera is not as selective as the human eye, photographers
use a range of techniques to add emphasis to their pictures and to direct the attention
of the viewer. Here a small zone of focus (sometimes called depth of field) is used to
emphasize the flowers and de-emphasize the surrounding leaves. Image courtesy of

www.ablestock.com.

Small zone of
focus used to add
emphasis

The hard edges and their height-to-width
proportions have a strong effect on a
photograph. Look how the same scene in
Figure 1.1 is changed by using a different
shooting format. Long, low pictures tend to
emphasize the flow of horizontal lines and
space left to right. Turning the camera to
form an upright picture of the same scene
tends to make more of its depth and distance,
as the scale between foreground and furthest
detail is greater and more interactive.

Framing up pictures is a powerful way to
include or exclude - for example, deciding
whether the horizon in a landscape should
appear high or low, or how much of an
expanse of color to leave in or crop out. The
edge of the frame can crop into the outline of
something and effectively present it as a
new shape too. Remember, though, that
nothing you leave outside the viewfinder can
be added later!

When we look at something we have an
extraordinary ability to
concentrate on the main
item of interest, despite
cluttered surroundings.
Our natural ‘homing
device’ includes turning
the head, focusing the eyes
and generally disregarding
any part of the scene
considered unimportant.
Talking to a friend outside
their house, you hardly
register details of the
building behind, but the
camera has no brain to tell
it what is important and
unimportant. It cannot
discriminate and usually
records too much - the
unwanted detail along



with the wanted. This becomes all too apparent when you study the resulting photograph.
Drainpipes and brickwork in the background may appear just as strongly as your friend’s face . . .
and how did that dustbin appear in the foreground?

You therefore have to help the camera along, perhaps by changing your viewpoint or filling
up the frame (if your camera will focus close enough). Perhaps you should wait for a change in
lighting to pick out your main item from the rest by making it the brightest or the most
contrasting color in the picture. Or you might control your zone of sharp focus (a device called
depth of field or DOF, discussed further on page 58) in order to limit detail to one chosen spot, as
is the case in Figure 1.2. Other forms of emphasis are discussed on page 9.

You have to train your eyes to search the scene for distractions. When looking through the
viewfinder, check the background, midground and foreground detail. Above all, always make a
quick scan of everything in the viewfinder before pressing the button.

Our eyes are so sophisticated that we can make out details both in the dark shadows and
brightly lit parts of a scene (provided they are not right next to each other). This is an ability that
is beyond the capabilities
of a photograph.
Photography generally
makes darkest areas
record darker and lightest
areas lighter than they
appeared to the eye, so
that the whole image
becomes more contrasty.
It is important to
remember that your eyes
will always see the
contrast of a scene
differently to how the
camera will record it.
With practice this will
mean that you can
anticipate the differences

The high contrast contained in this backlit scene is too great for the camera
to record clear detail in both the highlight and shadow areas. Instead, the result is a
and therefore be able to silhouette. Image courtesy of www.ablestock.com.

predict more accurately
how your pictures will turn out (see Figure 1.3).

Unlike humans, the cameras we use do not have binocular vision. Their pictures are not
three-dimensional. They do not photograph from two points of view. So when we want to show
depth in a scene we are photographing we have to imply it through devices such as the use of
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converging lines (see Figure 1.4), changes in scale or changes in tones aided by lighting. To help
you see more like the camera does, close one eye to forecast the camera’s two-dimensional way
of imaging.

E1

Converging lines St
showing depth g&"/ T

Figure 1.4 Because the camera only provides a ‘single-eye’ view of the world, photographers have to rely on devices like
converging lines to portray distance and depth in their pictures. Image courtesy of www.ablestock.com.

Most photographs capture just one

moment in time

When things are active in front of the camera your choice of when to take the picture often

‘sets” someone’s momentary expression or the brief juxtaposition of one person to another

or their surroundings. Capturing the peak of the action often produces photographs that are
frozen moments of time (see Figure 1.5). There is often a decisive moment for pressing the button
that best sums up a situation or simply gives a good design. You need to be alert and able to make
quick decisions if you are going for this type of picture. Once again, the camera cannot think

for you.

Color translated into monochrome

When you are shooting or printing out results in black and white (‘monochrome’), the multicolored
world becomes simplified into different shades or tones of gray. A scarlet racing car against green

bushes may reproduce as two grays that very nearly match. Try not to shoot monochrome pictures



PICTURE MAKING

Figure 1.5 The camera has the ability to capture a moment in time and then preserve it frozen for ever. Image courtesy of

www.ablestock.com.

that rely a great deal on contrast of colors unless this will also reproduce as contrasty tones. Look
at colors as ‘darks” and ‘lights’. Remember too that an unimportant part of your subject visually

much too strong and
assertive (such as an
orange door in a street
scene) can probably be
ignored because it will
merge with its
surroundings in black
and white
(see Figure 1.6).
Occasionally, you
might want to adjust the
way colors translate
into monochrome. This

Color Grayscale

Figure 1.6 Contrasting colors can become similar shades of gray when they are recorded
in monochrome. If you are shooting black and white, you will need to train yourself to see
your subject in terms of light and dark rather than color. Image courtesy of the author.

can be done with the aid of a colored filter over the camera lens

(page 216).

Using the viewfinder - framing up

xperienced photographers often make a rough ‘frame” shape with their hands

to exclude surroundings when first looking and deciding how a scene will

photograph (see Figure 2.1). Similarly, you can carry a slide mount, or a cardboard
cut-out, to look through and practice ways of framing up your subject. When you come to




Framing with hands

buying a camera, it is
most important to choose
one which has a
viewfinding system you
find clear and
‘comfortable’ to use,
especially if you wear
glasses. After all, the
viewfinder is a kind

You can practice framing a scene in several ways — using your hands, of magic drawing pad on

the viewfinder in the camera or the LCD screen on the back of your digital camera.

which the world moves
about as you point

the camera - including or cropping out something here; causing an item to appear in front of,

or alongside, another item there. Digital cameras have the added advantage of often

allowing you to frame your pictures on the camera’s inbuilt LCD screen as well as through the

viewfinder.

Precise and accurate viewfinder work is needed to position strong shapes close to

Accurate framing is essential when you are
filling the frame with subjects close to the camera. Image
courtesy of www.ablestock.com.

the camera, as in Figure 2.2, to symmetrically
fill up the frame. Or alternatively you might
frame up your main subject off-center, perhaps
to relate it to another element or just to add

a sense of space. With practice you will start
to notice how moving the camera viewpoint

a few feet left or right, or raising or

lowering it, can make a big difference to the
way near and distant elements in, say,

a landscape appear to relate to one another.
This is even more critical when you are
shooting close-ups, where tiny alterations of
a few centimeters often make huge changes to
the picture.

The way you frame up something which is
on the move across your picture also has
interesting effects. You can make it seem to be
entering or leaving a scene by positioning it
facing either close towards or away from one
side of your picture. A camera with a large,
easy-to-use viewfinder will encourage you to
creatively explore all these aspects of
viewpoint and framing before every shot,
instead of just crudely acting as an aiming
device ‘to get it all in".
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Using foregrounds and backgrounds

Foreground and background details cause problems when you are a beginner, for in the heat
of the moment they are easily overlooked — especially when you are concentrating on an
animated subject. And yet far from being distracting, what lies in front of or behind your main
subject can often be used to make a positive contribution to your picture.

Sometimes, for example, you are forced to shoot from somewhere so distant that even with
the lens zoomed to its longest setting your key element occupies only a tiny area in the frame. It
then pays to seek out a viewpoint where other, much closer, items will fill in the foreground and
help to create a ‘frame within a frame’. They may even make the small size of the main element
an asset that adds a sense of depth and distance. With landscape subject matter you can often
use nearby foliage, rock or other appropriate elements to frame a distant subject.

Even simply photographing from a low viewpoint so that the background shows only sky and
very distant detail (Figure 2.3) often eliminates unwanted assertive material in the foreground.
Equally, by picking a high viewpoint you can fill up your background with grass or similar plain
ground — or you may find an angle from which the background is seen shrouded in shadow.

On the other hand, always try to make use of background details when these will add interesting
information to a shot. This is also a way of making some visual comment through comparisons
between like objects, perhaps parodying one element against another — for example, people
passing by giant figures on a billboard. Statues and monuments also offer good opportunities.

Figure 2.3 Tilting the camera upwards and filling the frame with an interesting sky can remove the problem of unwanted
details in the foreground. Image courtesy of www.ablestock.com.



When framing, always try to fill up the picture area, but don’t let your camera’s fixed
height-to-width picture proportions restrict you (2:3 ratio is standard for 35 mm film cameras).

Don't think that the shape of your pictures is restricted to the format of the
film that you are using. At the print stage you can crop out unwanted details or even
change the format of the picture.

Some subjects will look
better framed up in square
format; others need a
more extreme oblong
shape. You may be able to
get around this by again
using a ‘frames within
frames” arrangement. You
can also trim the picture
after it has been taken. You
can hide the unwanted
details or change the
picture’s shape by using
L-shaped cards for prints
or the Crop tool for digital
files (see Figures 2.4

and 2.5). Some digital
cameras provide the ability
to select several different
formats for your
photographs. This is true

For digital shooters the task of cropping their pictures is even easier, with most image editing software containing

specific Crop tools that can be used to interactively trim your images.



also for APS cameras, allowing you to choose between three format ratios before each shot.
The setting you make alters frame lines in the viewfinder and also informs the processing lab to
print your picture the required shape.

Creating a point of emphasis

ost photographs are strengthened and simplified by having one main subject or ‘center

of interest’. In a picture of a crowd, for example, this might be one figure waving a flag;

a landscape might center on a cottage or a group of trees. Having first decided your
main element, you can help to bring it into prominence and at the same time improve the structure
of your shot by calling on a range of long-established visual devices used in picture composition.

In some situations you will be able to create emphasis through making the chosen item stand

out relative to its surroundings because it appears to break the horizon, or perhaps is placed
where lines within your picture converge. You can also give it prominence through its contrasting
color or tone, or by the way the subject is shown within some eye-catching shape either in front
or behind it. To achieve these results, it is once again important to learn to seek out the right
camera viewpoint and compose your pictures in the viewfinder with thought and care.

Lines are formed in a picture wherever lengthy, distinct boundaries occur between tones

or colors. A line need not be the actual outline of an object but it could be a whole chain of
shapes - clouds, roads and hedges, shadows, movement, blur — which together form a strong
linear element through a picture. Clear-cut lines steeply radiating from, or converging to,

a particular spot (as in Figure 3.1, for instance) achieve the most dramatic lead-in effects.

At the same time, their
shape (curved, straight)
and general pattern (short
and jagged, long and
parallel) can strongly
influence the mood of
your shot too.

You can best control
the appearance of lines in
your picture by where you
position the camera —
high, low, near, far,
square-on or oblique to
them. As you try each of
these different viewpoints,
observe carefully in the

viewfinder how objects

overlap or appear to join Radiating lines draw the viewer’s attention towards a single focal point in
up with others in front or the picture. Image courtesy of www.ablestock.com.
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behind them to create useful shapes and lines. Then change focal length (zoom in or out,

page 70) if necessary to frame up exactly the area you need.

Positioning within the picture format

Most beginners position the main subject they want to emphasize centrally in the picture.

This may work well for a strictly symmetrical composition with a child’s face centered in the

e par

Point of focus positioned using the Golden Mean

Figure 3.2 You can add a sense of balance to an off-center composition by
using the rule of thirds as a guide. Simply place the points of interest from
your picture at the intersection of the grid lines. Image courtesy of
www.ablestock.com.

middle of whirling concentric
circles, but it easily becomes
repetitive and boring. There is,
however, a viewer-researched
classical guide to placing the
principal element called the
‘golden mean’, which artists
have favored in composition
over the centuries. The concept
is that the strongest, most
‘pleasing” position for points of
interest is at one of the
intersection lines dividing
vertical and horizontal zones in
an 8:5 ratio. A simple
interpretation of this idea is
often called the ‘rule of thirds’.
Figure 3.2 shows the four
so-called ‘strong” positions this
gives within a 35 mm camera’s

picture format ratio. Many cameras have a viewfinder that displays these grid points to help

aid with composing your pictures.

Off-center Balanci'ng
subject subject

Figure 3.3 Balance an off-center subject by positioning another object in the opposite part of the frame.



The golden mean is an interesting guide in photography but, as with other forms of picture
making, it is something that should never be slavishly adopted. Lines and tones elsewhere in
pictures all contribute to photographs with unified balance and strong structure. Pictures with
their main element placed very off-center against plain surroundings tend to look unstable, but
they can be lively and have a spacious, open-air feel. Off-centring can work very well where
another secondary element (typically on the opposite side of the frame) relates to it and gives
your picture balance (see Figure 3.3).

Making your main element the lightest or darkest tone, or the only item of a particular color
included in the picture, will pick it out strongly. This is also a good way to emphasize an
interesting shape and help set mood. For maximum emphasis pick a camera position that shows
your chosen item against, or surrounded by, the most contrasting background. Bear in mind that
the eye is most attracted to where strong darks and lights are adjacent, so make sure the
emphasis really is where you want it to be. Often, you can use the fact that the background has
much less, or more, lighting than your main subject and then expose correctly for what is the
important part (make sure your camera’s exposure settings are not over-influenced by the darker
or brighter areas around it).

Remembering how photographs step up the appearance of contrast in a scene, preview
roughly how it will record by half-closing your eyes and looking through your eyelashes.
Shadows now look much darker and contain less detail. In a really high-contrast situation - like
Figure 3.4 — you can expect a silhouette effect when exposure is correct for most of the
surrounding scene. Having dark figures against the lightest part of the environment gives their
shapes great emphasis.

By backlighting your main subjects, it is easy to create silhouette effects. In this type of image the shape of the
subjects is paramount, as texture and color are kept to a minimum. Image courtesy of www.ablestock.com.



Tonal interchange: using existing contrast of tone.

Tonal interchange: manipulating light sources to create contrast of tone.

The same device, known as tonal
interchange, is used in the statue picture
(Figure 3.5). Here, however, lighting is soft and
even, and plays a minor role. Tonal differences
between objects in the picture (the statue
being the only white item amongst almost
uniformly dark foliage) create their own tonal
interchange. Contrast of tone is an especially
important emphasizing device when you are
shooting something in black and white.

Tonal interchange is a device worth
remembering when you are taking a portrait,
where you have some control over
arrangement of the lighting. Showing the
lightest side of a face against the darkest part
of the background and vice versa, as in
Figure 3.6, picks out the shape of the head.
Often, this lighting is achievable by just part
closing a curtain or having someone shade
the background with a card from one side.

Don’t forget the value of seeking out a
handy frame within a frame as the means of
isolating your main subject by color or
tone from otherwise confusing
surroundings. Windows
and doors are particularly
useful — a figure
photographed outside a
building can be isolated
by picking a viewpoint
from where they appear
framed in front of the
dark shape of an open
entrance behind them
(preferably some way
back, and out of focus).
Similarly, a closed door
may give a patch of
colored background. Take
care, however - this local
surround should never

contain color or patterning in such a strong manner that it overwhelms or camouflages your

main subject.



Of course, if you are photographing someone you know, or a largely ‘still life” subject or
landscape, you often have sufficient time to pick some means of emphasis, such as the use of
line, or tone, or positioning in the frame. But in a fast-changing, active situation, often the

best you can do is choose the most promising viewpoint and wait for the right moment.
Sometimes this will mean first framing up a background shape or foreground lead-in, and then
waiting patiently for someone to enter the picture space. On the other hand, your picture may
be full of people surrounding some relatively static element. Having framed up the scene, the
moment to shoot is dependent on the the various subjects in the picture. You will need to

wait until the expressions and positions of your subjects are just right before releasing

the shutter.

Always be on the lookout for fleeting comparisons which support and draw attention to
one element — your main subject. Perhaps you can do this by showing two different
‘compartments’ in your picture. For example, comparing people framed in adjacent windows of
a crowded bus or row of telephone booths. A mirror on the wall or some other reflective
surface is another useful way of bringing two quite separate components together into
your picture.

Picking lighting conditions

ost photographs (especially when you begin) are taken under ‘existing light’

conditions. This term means natural or artificial lighting as it exists for your subject at

the time, rather than flash or lamps in the studio, which are used to provide a fully
controlled lighting set-up (see pages 133 and 136). It’s easy to regard the lighting by which you
see the world around you simply as illumination — something taken for granted. But as well as
giving the eye the basic ability to see, it can be responsible for communicating strong emotional,
subjective responses too. In fact, the effect of lighting on a subject is often the reason for taking a
picture as much as the subject itself.

We have all experienced the way the appearance of something is transformed under
different weather conditions or at different times of the day, due to changes in the direction,
color, quality (e.g. overcast or direct sunlight) and contrast-producing effect of the light. You may
not be able to exert control over these existing light conditions, but excellent pictures often result
from you recognizing the right time and best camera position, choices which greatly influence
the whole mood of a picture.

The quality of the light falling on your subjects is often defined with terms such as ‘hard” or
‘soft’. Hardest natural light comes direct from the sun in a clear sky; objects then cast
well-defined, hard-edged shadow shapes and these may contribute strong lines and patterns
to a picture, as well as stark, dramatic contrast. Figure 4.1 is an example where well-defined
shadow shapes on a sunny day become a key part of the picture.



The strong, contrasty light from the sun creates sharp-edged shadows in
your pictures. The shadows' dark tone and graphic shape mean that they play an important
part in the balance and design of the photograph. Image courtesy of www.ablestock.com.

Side lighting creates pictures with strong,
well-defined shapes and striking texture. Here the shadow
area of one column is contrasted against the highlight area
of the next, producing a pattern of alternating shades. Image
courtesy of www.ablestock.com.

In Figure 4.2, sunlight
from one side, 90° to the
subject, gives a strongly
three-dimensional effect.
Lit parts are well defined,
forming a strong pattern
especially where picked
out against an area of
solid dark shadow areas.
In addition to defining
shape well, side lighting
also creates strong
texture. However, you
must be careful when
photographing very
contrasty pictures like
this. It is important to
expose accurately because even a slight error
either ‘burns out’ the lightest detail or turns
wanted shadow detail impenetrably dark.
Beware too of shadows being cast by one
subject onto another, as this may give
confusing results.

Softest quality light comes from a totally
overcast sky. Shadows are ill-defined or more
often non-existent, so that lines and shapes in
your picture are created by the forms of the
subject itself. Pictures that are full of varied
shapes and colors are best shot in soft, even
lighting to reveal maximum overall
information without complications of shadow.
Even on a clear, sunlit day you can still find
soft lighting by positioning your subject totally
in shadow - for instance, in the shade of a
large building, where it only receives light
scattered from sky alone. Results in color may
show a blue cast, however, unless carefully
corrected via the editing software or when
printing.

In Figure 4.3 you will notice how hazy
sunlight gives an intermediate, semi-diffused
lighting effect to the scene. Shadows
are discernible but have ill-defined,
well-graduated edges and there is less



The hazy lighting produced by the low cloud has provided a soft and even, but still directional, light to the whole of
this scene. Highlights and shadows are clearly present on the rocks in the foreground, but they are not as strong and distinct as
they would be if the same location was photographed in midday sun. Image courtesy of www.ablestock.com.

contrast than given by sunlight direct. Intermediate
lighting conditions like this are excellent for many
photographic subjects, and are especially ‘kind” to
portraits.

Throughout the day, the sun moves its position around
the sky; the color of its light reaching us also changes at
dawn and dusk. Combined with the effects of weather
and other atmospheric conditions like haze or smoke,
you have a tremendously wide range of lighting
opportunities. If possible, forward plan to ensure that
you are in the right place at a time when a fixed subject
such as a landscape receives lighting that brings out
the features and creates the mood you want to show.
Photography at dusk is often very rewarding
because, as the daylight fades, the scene’s appearance
changes minute by minute. It is good to shoot landscape
pictures during the brief period when there is enough
daylight in the sky to still just make out the horizon, yet

Often, the difference between taking
an okay picture and one that really suits the sub-
most of the buildings have switched on their lighting — ject is the time of day that the photograph is cap-
not difficult to judge by eye. A firmly mounted camera tured. City night scenes are often taken just on
dusk when the landscape is lit by both the city
lights and the remaining daylight. Image courtesy
settings as daylight dims (see Figure 4.4). of www.ablestock.com.

with automatic exposure measurement can adjust
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Mixed lighting

Pictures lit with, or containing, a mixture of light sources — daylight, domestic lamps, fluorescent
tubes, street lighting, etc. — will not photograph all the same color. Most color films are designed to
be accurate in daylight. Many digital cameras have an auto white balance setting that interactively
adjusts the capture to suit the light source. Alternatively, some models allow the user to change the
setting to suit specific light sources such as daylight, domestic lamps and fluorescent tubes. When
your digital camera is set to the daylight white balance setting, it will create pictures with similar
color to those captured on daylight balanced film.

Looking at a distant scene with mixed lighting you notice and accept differences of color,
even though they are exaggerated when photographed. But it would be a mistake to shoot
a portrait lit by the pink light of dusk, or by the floodlighting on the foreground terrace. Skin
rendered pink by one and yellow by the other looks odd in isolation, and is probably beyond the
ability of your processing lab to normalize in printing. Keep to using a lighting source that your
film or camera ‘white balance’ setting is suited for.

Problems can also occur when photographing people, food, flowers and similar
‘color-sensitive” subjects in surroundings with strongly tinted daylight. The greenery of sunlit
grass and foliage in an enclosed garden or woods may do this, or it may be a nearby strongly
colored wall or vehicle — particularly with subject close-ups. Oddly enough, wrong color becomes
much more acceptable if your picture actually shows the environment which was its cause.

Pattern, texture and shape

ost photographs are ‘subject orientated’, meaning that who, or what, is featured in the
shot is of the greatest interest. Others are more ‘structure orientated” — enjoyed not
necessarily so much for the subject as for the way the picture has been seen and
constructed. In practice,
both aspects should be
present if you want

a unified picture rather
than a random snap.

The pattern and
shapes used in
photographs are like notes
and phrases used to
structure music. But in
visual image form they are
linked with texture too —
each one of the three often
contributing to the others.
Pattern, for example, may

Figure 5.1 The design of this photograph of repeating house fronts is based
on the structure of the image rather than its content. It is the pattern of regular shapes,
repeating colors and textures that forms the core of the picture’s interest. Image

courtesy of www.ablestock.com. three-dimensional shapes,

be formed by the position
of multiple



like the house fronts in Figure 5.1. Or it might be no more than marks of differing tones on an
otherwise smooth, flat surface. Then again, pattern can be revealed on an even-toned textured
surface through the effect of light — as with the weatherboard on an old barn. Pattern, texture
and shape should be sought out and used as basic elements of composition, provided they
support and strengthen rather than confuse your picture.

Be wary of filling up your picture with pattern alone - the result is usually monotonous like
wallpaper, and without any core or center of interest. You can help matters by breaking the pattern
in some way, perhaps having one or two elements a different shape or color. Another way to create
variety in a regular pattern
is to photograph it from a
steeply oblique viewpoint,
in order to get a difference
in size.

Shadows frequently
form interesting patterns,
especially when the surface
receiving the shadow is
undulating rather than flat.
You can see this, for
instance, when the shadow
of a window frame falls
on pleated white
curtaining.

The abstract mixture of shadow and shape keeps the audience interested
in this photograph. Here the shadow has become more than just a by-product of the

Revealing the texture in the  lighting — it is an integral part of the photograph’s design. Image courtesy of
www.ablestock.com.

surface or surfaces of your
subject helps to make a
two-dimensional photograph look three-dimensional. Texture also adds character to what might
otherwise be just flat-looking slabs of tone and color, helping to give your subject form and
substance. A multitude of different and interesting textures exist all around us. Rough wood
(Figure 5.3) or stone comes immediately to mind, but look also at the texture of ploughed earth,
plants, ageing people’s faces, even the (ephemeral) texture of wind-blown water. Or even in
rugged landscapes, distant hills and mountains, as these represent texture on a giant scale.

There are two essentials for emphasizing texture. One is appropriate lighting, the other is
the ability to resolve fine detail (e.g. accuracy of focusing, no camera shake, or a light recording
material without a pattern of its own). Where the subject’s textured surface is all on one plane,
direct sunlight from one side will separate out the raised and hollowed parts. The more the
angled light just grazes the surface, the greater the exaggeration of texture.

Such extreme lighting also tends to leave empty black shadows — if these are large and
unacceptable, pick a time when white cloud is present in other parts of the sky, and so able
to add some soft ‘“fill-in” light. When your subject contains several textured surfaces shown at



The angled lighting skimming across the old oak barrels not only visually
describes the form of the barrels, but also shows off the wood's texture. Image courtesy
of www.ablestock.com.

different angles, the use of
harsh lighting from one
direction may suit one
surface but lights others
flat-on or puts them totally
in shadow. More diffused,
hazy sunlight (but still
steeply directed from
above or one side) will
then give the best results.
What you can learn from
sunlight can also be
applied on a smaller scale,
working with a lamp or
camera flash, in the studio
(see page 132).

A strong shape is a bold attraction to the eye, something that you can use to structure your

whole picture. It might consist of one object, or several items seen together in a way that

forms a combined shape. Shape is also a good means of relating two otherwise dissimilar

elements in your picture, one shape echoing another, perhaps in a humorous way. Bear in

mind too that shapes are often made stronger when repeated into a pattern - like the informal

The repeated design of the crates in this photograph has produced an informal pattern of texture, shape
and color. Image courtesy of www.ablestock.com.



rows of crates in Figure 5.4 or (very differently)
the irregular pattern of similarly shaped boats in
Figure 5.5.

The best way to emphasize shape is by
careful choice of viewpoint and the use of contrast.
Check through the viewfinder that you are in the
exact position to see the best shape. Small camera
shifts can make big changes in edge junctures,
especially when several things at different
distances need to align and combine. If this
position then leaves your subject too big or small in
the frame, remain where you are, but zoom the lens
until it fits your picture.

Shape will also gain strength and emphasis
through contrast with its surroundings —
difference in tone or color of background and
lighting. A good example of this is the contrast of
shape and color of the group of women in front of
the Taj Mahal in Figure 5.6. Their repeating
shapes add an extra dimension to the picture by
providing a patterning effect. Sometimes
you will find it possible to fill up a shape
with pattern.

PICTURE MAKING

Figure 5.5 Though not identical, there are enough
similarities between the boats in this group to provide a
visual echo of each other’s design. Image courtesy of
www.ablestock.com.

Figure 5.6 Though not identical, the shapes and colors of the clothed women in front of
the Taj Mahal form an irregular pattern that adds interest to the picture’s foreground. Image

courtesy of www.ablestock.com.
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Using color

ike shape and pattern, it may be the colour in a scene that first attracts your eye and

becomes a dominant feature in your picture. (Just switch your TV or computer screen

between color and black and white settings to prove how much color contributes to an
image.) Color can help create harmony or discord. It may pick out and emphasize one important
element against all others, or link things together as in Figure 6.1, by repeating the shape of the
chairs and then contrasting them with different colors. A more varied pair of colors will interact
and gain contrast from one another, especially if they are strong hues, well separated and
‘complementary’ in the spectrum. The resulting effect may then shout for attention and be lively
and exciting or perhaps just garish.

It is interesting to notice, in pictures that combine contrasting colors, that the reds often
seem to advance or ‘come forward” while greens and blues ‘stand back’. Even black or white is
influential. Areas of black surrounding small areas of color can make them seem luminous and
bright, as in Figure 6.2, whereas colors against white make the hues look darker.

Once again, the key to practical success is selection — mainly through tightly controlled
framing and viewpoint. You should rigorously exclude from your picture any elements that
confuse or work against its color scheme. Where possible, select lighting conditions that help to
present colors in the way you need. For example, have you noticed how a car that looked
brilliant red in hard sunlight appears a diluted color in overcast weather conditions as it
reflects light from the white sky in its polished surface? Similarly, atmospheric haze or mist in

Figure 6.1 The patterns of the three chairs are made more dynamic by their contrasting colors and their positioning against the
relatively muted tones of the background. Image courtesy of www.ablestock.com.




The red apple, when contrasted against the black background, seems to be more vibrant, almost glowing, than
if the fruit was photographed with a brighter backdrop. Image courtesy of www.ablestock.com.

a landscape scatters and mixes white light with the colored light reaching you from distant
objects, so that they appear less rich and saturated. Then, if dull overcast conditions change to
direct sunlight (especially immediately after rain), clear visibility enriches and transforms all the
colors present in your photographs.

The actual color of the light that falls on your subject at different times of the day and from
different light sources — domestic lamps or candles, for instance — can make big differences to
the emotional effect of your picture. The comfortable mood of a cottage interior may be
intensified by a warm color cast from domestic lights and firelight. Bare tree branches in winter
can appear cold and bleak in light from a clear blue sky, or be transformed in the orangey light
of sunset.

It is important to realize that subject color is never completely constant and need not always
be strictly accurate. This is especially true when atmosphere and mood are your main priorities.
Contrast the cold blue of the ice scene in Figure 6.3 with the warm desert rocks in Figure 6.4.
An empty ruined building can seem more mysterious in a photograph with a dominant color
scheme of blues and gray — greens, especially when the overall tone of the picture is dark (low
key) too. A ‘cold’ color filter over the lens (page 214) may help to achieve this effect.

Other macabre results — inhuman-looking portraits, for example — are possible using
offbeat but easily found light sources such as sodium street lighting, at night. You can judge by



The blue tones of this picture add to the cold feeling for this icy scene. Don't be too quick to dismiss the emotive
power of color to help communicate through your pictures. Image courtesy of www.ablestock.com.

eye when lighting of this kind makes familiar
colors such as red look just dark gray, and skin
seem an unholy greenish yellow. The distortion is
even stronger when your digital camera is set to
‘daylight” white balance or you are using regular
daylight-type color film.

Finally, don’t overlook the value of blurred and
‘stretched out” semi-abstract shapes and streaks of
color for making pictures depicting action and
movement in dynamic ways. At night, fairgrounds
or just roads with busy traffic lanes will provide
you with fruitful subject matter (see page 204).

The rich red and ochre tones of these rocks
seem to emit the very heat of the desert that surrounds
them. Image courtesy of www.ablestock.com.
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Camera, Sensors
and Film

Camera principles

he word photography means drawing (or writing) with light. It’s a good description

because every time you take a photograph you are really allowing light from the subject to

draw its own picture on the sensor or film. But just how does this ‘automatic drawing’
take place? Have you ever been lying in bed in the morning watching patterns formed on walls
or ceiling by sunlight coming through gaps in the curtains? Sometimes the shadowy shapes of
trees and buildings can be made out, especially if the curtains are dark with only one narrow
space between them. If you can use a room with a window small enough, cover the window
completely with black paper or opaque kitchen foil. Pierce a small clean hole through the
blackout with a ball-point pen. Provided the daylight is bright and sunny you should be able to
see the dim outlines of the scene outside projected on a piece of thin paper held about 30 cm
(1 ft) from the hole (Figure 7.1). Various shapes should be visible although everything will be
upside down.

Figure 7.1 A small hole in a window blackout forms a dim image of the sunlit tree on the tracing paper.

This arrangement for making images is called a camera obscura, meaning ‘darkened
chamber’. It has been known for centuries, and all sorts of portable camera obscuras about the
size of boxes were made which also allowed people to trace over the image, and so help them
draw scenes. Figure 7.2 shows a camera obscura you can make yourself out of an old cardboard
cylinder and tracing paper. The image is upside down because light always travels in straight
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Figure 7.2 Home-made camera obscura. (Paint its inside surface matt black for best results.)

lines. Light from the top of the window passing through the small hole reaches the bottom of the
image on the paper viewing screen.

Enlarging the hole makes the image brighter but much more blurred. However, you can
greatly improve clarity and brightness by using a magnifying glass instead of just an empty hole.
A magnifier is a piece of glass polished so that its edges are thinner than its center. This forms
a converging lens, which is able to give a brighter and more detailed image of the scene, provided
it is the correct distance from the screen. Try fitting a lens of this kind to the hole in your camera
obscura. You will find that you now need some way of altering the distance between lens and
screen (‘focusing’) until the best position is found to give a clearly defined image. All properly
made camera lenses are made up of several lenses together in a single housing. In this way, the
faults, or ‘aberrations’, of individual lens elements cancel out to give clearer, ‘sharper’ images.

Light-sensitive films and sensors

We have now almost invented the photographic camera, but need some way of recording the
image without actually having to trace it by hand. There are many materials that are sensitive to
light. Curtains and carpets and paintwork of all kinds gradually fade under strong illumination.
Newspaper yellows if left out in the sun. The trouble with these sorts of materials is that they are
much too slow in their reaction — exposure times measured in years would be needed to record
a visible picture in the camera. For many years, most cameras used film coated with chemical
compounds of silver called silver halides to record the scene. The silver halides are extremely
light sensitive and change from a creamy color to black when exposed to light. To construct

a film, the silver halides are mixed with gelatine and coated onto plastic backing, giving it a pale
yellowish/orange appearance called a ‘light-sensitive emulsion’.

Scientists also discovered that it is not even necessary to wait until the silver halides darken
in the camera. You can just let the image light act on it for a fraction of a second, keep the film in
the dark and then later place it in a solution of chemicals that develops the silver until the
recorded image is strong enough to be visible.



With most films, processing gives us a
negative picture on film. Subjects that were
white appear as black metallic silver, and dark
subjects as clear film. Parts of the subjects that
were neither light nor dark are represented as
intermediate gray density. The negative is then
printed in the darkroom onto paper coated
with a similar emulsion containing silver
halides. After development, the image on the
paper is ‘a negative of the negative’, i.e. the
paper appears white where the original
subject was light, black where it was dark and
(assuming you are using monochrome
materials) a suitable gray tone where it was
in between. We have a positive print. The
advantage of using negative and positive
stages is that many prints can be run off one
camera exposure. And by putting the negative
in an enlarger (which is rather like a slide
projector), enlarged prints can be made. So
you don’t have to have a big camera to make
big photographs.

Figure 7.3 shows, in basic form, the
optical and chemical steps in making a black
and white photograph. Most pictures of
course are shot in color, but the same
principles apply. Color films are coated with
several emulsion layers, sensitive to blue,
green and red. After appropriate processing,
color negative film carries images that are
reversed in color (blues appear yellow, greens
magenta, etc.) as well as in tone. When such
a negative is enlarged onto multi-coated color
paper the paper responds in a similar way to
give a positive print with colors brought back
to their original subject hues.

The change to digital

More recently, photography has undergone
a massive change in the way that we record
images. Film cameras, though still readily
available, are being outsold by their digital
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Figure 7.3 Basic stages in making a traditional black and
white photograph — from loading and using the camera (top)
to processing and printing the film.

equivalents. With these cameras, the film is replaced as the light-sensitive part of the
photographic process with an electronic sensor, or more accurately, a grid of sensors
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Figure 7.4 Digital cameras have a sensor in the place where film would be in
traditional cameras.

(see Figure 7.4). Instead of the light in a scene being recorded

Shutter
by silver halide grains, it is captured with small electronic

release

sensors. Each of the individual sensors provides a small
portion of the full description of the scene that makes up the

digital file. After photographing the file is stored on a memory
s . Transfer to
card held within the camera. For more details on how sensors computer
work, see page 41.

Unlike with film, there are no chemical steps involved
in using your digital files to make prints. The camera is
connected to your computer and all the digital photographs

stored on your camera’s memory card are transferred into the

memory of the computer. This process is called downloading. Edir;( and
. . enhance
Once on the computer, the pictures can be displayed on

screen, enhanced and edited using a software program called

an image editor, such as Adobe Photoshop or Photoshop
Elements. After all the picture changes have been made, the
image is then printed using a desktop color printer or taken to
a photo-laboratory for printing. Figure 7.5 shows the basic
steps involved in producing a simple digital photograph.

The camera

here are so many cameras you can buy that, to begin with, ~ Figure 7.5 The basic steps in taking
and making a digital photograph — from
exposing (top) through editing on
basically just a light-tight box with a lens at one end and a computer to printing.

it is quite confusing. Remember though, every camera is

a light-sensitive surface (e.g. sensor or film) at the other. Film and
digital cameras vary a great deal in detail, but they all possess the basic features shown in Figure 8.1
in some form. These are, first and foremost, a lens positioned the correct focusing distance from the
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Figure 8.1 The basic elements of a simple 35 mm film camera and its digital equivalent.

film/sensor; a shutter; a lens aperture; a
viewfinder; a means of moving to the next picture
or advancing the film; and an indicator to show
how many pictures you have taken.

The lens is the most important part of the
whole camera. It must be protected from finger-
marks and scratches, otherwise images resemble
what you see when your eyes are watering. The
spacing of the lens from the sensor/film has to
change for subjects at different distances. Figure 8.2 Most modern cameras have automatic
Cheapest cameras have the lens ‘focus-free’, focusing systems built in, with some SLR models containing

features that allow the user to switch between manual and
meaning it is fixed for what the makers regard auto-focus modes.
as the subject distance for average snaps. Some
have a ring or lever with a scale of distances
(or symbols for ‘groups’, ‘portraits’, etc.). Operating this focusing control moves the lens slightly
further from the film the nearer your subject distance setting. Most modern cameras have lenses

with an auto-focusing mechanism able to alter focusing to suit the distance of whatever the
camera is pointing at in the central area of your picture (see Figure 8.2). In all cases though,
anything nearer than the closest subject setting the camera allows will not appear sharp, unless
you switch to macro mode, fit an extra close-up lens or extension ring (see page 40).

The shutter prevents light from the lens reaching the sensor/film until you press the release
button, so it allows you to decide exactly when the picture will be taken. On simplest beginners’
cameras it may function at one speed only, typically opening for about 1/25 second, although this
may not be marked. Shutters on more advanced cameras offer a range of ten or so speed settings,
from several whole seconds down to 1/1000 second or less. Having a choice allows you to ‘freeze’
or ‘blur” moving subjects, and also compensate for dim or bright lighting (see Figure 8.3). On fully
automatic cameras, such as most compacts, the shutter speed is selected by the camera
mechanism itself, according to the brightness of the scene and light sensitivity of your sensor/film.

The aperture (also known as the diaphragm or stop) is a circular hole positioned within or just
behind the lens. It is usually adjustable in size like the iris of the eye — changing to a smaller or

=
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Figure 8.3 The shutter speed controls both the amount of light entering the camera and
the way that action or movement is captured. Fast shutter speeds freeze the action,
whereas slower settings blur the movement.

Small apertures are used when the light is bright

Figure 8.4 The aperture of the camera works like the iris in our eyes. Changing the
aperture size (hole size) alters the amount of light entering the camera. Typically, small
aperture holes (large f-numbers) are used for bright days and larger ones (small f-numbers)
when the light is low.

larger diameter makes
the image dimmer or
brighter, so again this is
a means of compensating
for strong or weak
lighting conditions

(see Figure 8.4). The
shutter therefore controls
the time the image is
allowed to act on the film,
and the aperture controls
the brightness of the
image. Together, they
allow you to control the
total exposure to light the
film receives. The
aperture also has a very
important effect on
whether parts of scenes
closer and further away
than the subject on which
the lens is focused also
appear sharp. The smaller
the aperture, the greater
this foreground-to-
background sharpness

or ‘depth of field” (see
Figure 8.5).

Very basic cameras
have one fixed aperture,
or two to three settings
simply marked in
weather symbols —
‘clouds’” for dull light
conditions and ‘sun’ for

bright lights. Most advanced or single lens reflex cameras offer half a dozen aperture settings,
which are given ‘f-numbers’. Each change of f-number lets in half or double the light; this is

explained further on page 60. Automatic cameras have an aperture setting selected by the

camera mechanism in response to the brightness of your subject lighting, and often display no

settings at all.

The viewfinder allows you to aim the camera and preview how much of your subject will be

included in the picture. Some cameras (non-reflex types) have a direct viewfinder, which you

can recognize by its own separate window above the lens (Figure 8.6). SLR (single lens reflex)

cameras allow you to look inside the camera itself and view the actual image formed by the lens.
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Figure 8.5 The aperture setting also controls the depth of sharpness in the picture. Smaller holes are used to create pictures
where sharpness extends further into the image. Large apertures tend to restrict sharpness to just the subject that is focused.

This is the same for both digital and film SLR cameras

Direct
(Figures 8.7a and b). Digital cameras which look like viewfinder
compacts often use a combination of a direct viewfinder
and a small flat display screen (LCD monitor) on the Lens

back. Since this screen is wired direct from the CCD it

shows your picture when you are framing up your
subject, offering the same parallax-free accuracy as an
SLR film camera. An added advantage is that, after
shooting, it displays the picture you have just taken so

that you can check your results.

Direct viewfinders are bright and clear, but less
accurate than SLR or LCD monitor systems for
composing pictures, particularly close-ups. You have to

follow correction lines denoting the true top edge of

)
e

your picture at the camera’s closest focusable distance.
Figure 8.6 Direct viewfinder cameras allow the

. . user to compose the picture via a viewing window
Shot advance or film wind-on that is separate to the lens.

mechanisms

Cameras that accept 35 mm wide film in cassettes use

a roller with teeth to engage in the film’s two rows of perforations. Winding on after you have
taken a picture (by hand or motorized) moves the film onto a built-in take-up spool. At the same
time a frame number, displayed in a window on the camera body, shows how many shots you
have taken and the shutter is made ready for the next picture. As digital cameras have no film to
advance, the process involves storing the picture just taken onto the camera’s memory card and
preparing the shutter for a new exposure.
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Figure 8.7a When you look through the viewfinder of an SLR or single Figure 8.7b Viewing through the lens in an
lens reflex camera you are looking through the actual lens that will be used SLR camera is accomplished with the aid of a
to take the picture. For this reason focusing and composition are more mirror positioned in front of the shutter and film.
accurate when using SLR cameras rather than direct viewfinder compacts. When you press the shutter of most SLR

cameras, the mirror raises to allow the light to
pass through to the film stored at the back of
the camera. After the exposure, the mirror returns
to its original position to allow viewing again.

Although all the features above are found in every
camera, the way they are presented to you to use (or
arranged to function automatically) varies from one brand
to another. Cameras fall into two main “families”:

e Compact cameras, which often have a direct viewfinder, limited focusing, shutter and aperture control, and tend to
be all-in-one models with no add-on extras.

e Single lens reflex cameras, which are slightly larger and heavier, and allow you to see through the taking lens.
These are often the nucleus of a kit comprising a whole range of interchangeable lenses and other attachments.

Both are made in manual and automated forms. Their parts and features can be summarized as
follows (see Figure 8.8):

Built-in flash — designed for night-time and inside photography to add extra light to a scene when needed.
Video out connection — to connect your camera to a television so that your pictures can be viewed on screen.
USB connector — used to connect your camera to a computer for downloading of pictures.

-

Lens — to focus the image in front of the camera onto the sensor. On some cameras, the lenses are
interchangeable. Almost all models, both digital and film based, are now supplied with a zoom lens.

ol

Battery compartment — to hold the batteries used by your camera to power its different functions.
6 Mode or command dial — switches the camera between different shooting modes, such as night-time, portrait
and landscape.
7 Shutter release button — captures the photograph when pressed.
8 Eyelet for camera strap — used to secure a carrying strap to your camera.
9 Power switch — to turn the camera on and off.
10 Zoom buttons or controls — adjust the lens of the camera to bring distant scenes closer (to zoom in) or capture
a wider view (to zoom out).
11 Flash mode button — turns flash on and off, and switches between flash functions such as red eye reduction
and flash with long exposure.
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Compact digital camera

Figure 8.8 Modern film and digital cameras are full of functions that will help you capture the best image possible in a range of
different shooting scenarios. Getting to know your camera’s various parts and features will help you make the most of these shooting
functions and the creative opportunities they afford. See text for explanation of numbered items.

12 Menu button — used to display the camera’s settings in menu form on the monitor or LCD screen.

13 Monitor or preview screen — a screen used to play the pictures stored in your camera or preview the scene you
are about to photograph.

14 Memory card chamber — insert the memory card here that will be used to store your photographs.

15 Tripod socket — screw a tripod to this socket when taking pictures with a long shutter speed.

16 Multi selector button — used to change camera or picture options or settings.

17 Viewfinder — used to compose the scene before capturing the photograph.

18 Film chamber — used to house the film whilst it is being exposed.

19 Film release/rewind button — press here before rewinding the film into the canister.

20 Flash hot shoe — a connector used to hold and control an additional external flash.

21 LCD information panel — displays your camera’s current settings and functions.

Beginners’ cameras

New, or young, photographers often start with a low-cost compact camera — maybe a disposable
type, or one which you can reload with film. Disposable or ‘single use” basic cameras come with
film already loaded and sealed in. After shooting the last picture, you hand the camera in to the
photo-lab, where it is broken open and the film processed. The cost of a disposable camera is
only about twice the cost of a film, so it can be treated as a fun camera on the beach or even in
the rain.

Also included in this category is the simplest reloadable compact cameras (see Figure 8.9).
They are the next step up and, like disposables, have a viewfinder window (with eyepiece at the
back of the camera) that gives you a direct view of the subject. You see your subject clear and
bright, and apparently with everything always in focus. Most settings are ‘fixed’, so all you have
to do after loading the film is to point the camera, press the shutter and wind on. This sounds
ideal, but with many models the lens has a fixed setting to focus subjects from infinity (the far
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horizon) through to about 2.5 m
(8 ft) away. You cannot get sharp
images any closer, nor can you
take shots with foreground detail
sharp and background unsharp.
The fixed shutter speed of
about 1/125 second avoids
camera shake effects when you
shoot hand-held, but is too slow
to freeze fast subject movement.
The fixed (or very limited range)
aperture means that you cannot
adjust for correct exposure for
varying lighting conditions, nor

choose between deep or limited
P Figure 8.9 Low-cost, entry-level film cameras are a good place for kids and new

depth of field to suit your picture.  photographers to start. Though there is little control over the shutter speed,
The viewfinder, being an inch or  aperture and focus, good images can still be taken in well-lit situations.

so from the taking lens, ‘sees’
your subject from a slightly different position. This difference of viewpoint or parallax error
becomes greater the nearer your subject. Remember to use the correction lines.

Nevertheless, with care reasonable photographs can be taken with a simple compact
provided you understand and work within its limitations. (Otherwise, you may start with a
simple camera, expect too much of it and end up disheartened.) Load fast (ISO 400) film for
correct exposure in cloudy conditions and slow (ISO 100) film for bright sunshine, and use flash
indoors.

Simple compact digital cameras have many of the same limitations of their film
equivalents, including limited focus and exposure control. In addition, some models do not
contain a preview monitor on the back of the camera and do not have the ability to increase
the amount of memory available for picture storage via removable memory cards. The
cheapest cameras have a relatively small number of sensors and therefore produce pictures
that are only suitable for viewing on screen or producing small prints. For example, a sensor
grid having 640 X 480 pixels gives a just acceptable image viewed on a small computer
monitor, but to get 6 in X 4 in photo-quality color pictures out of your computer printer the
camera must have several million pixels. Since, unlike film, you can’t change the camera’s
sensor, pixel (number of sensors) count has to be considered when you buy the camera and
is very much linked to price.

Advanced compacts

Top-of-the-range compact cameras are much more expensive. They are fitted with lenses giving
higher resolution images (noticeable when you make bigger enlargements) and wider apertures (to
cope with dimmer light). Advanced compacts are still designed to handle most things automatically,
but more and more models are being released with manual override for features such as aperture
and shutter speed. This is especially true in the area of digital cameras, where good quality compact
cameras hold most of the market. Whether used manually or in automatic mode, these units give
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technically good results over a wide range
of lighting conditions and subject
distances.

Such control is gained through
sophisticated electronic automation. For
example, a camera as shown in
Figure 8.10 will sense whether the film
you have loaded is fast or slow in
sensitivity, together with its length. A
sensor behind a small window near the
lens measures the brightness of your

subject. The camera uses this film and Figure 8.10 Fully automatic advanced compacts with zoom lenses

subject information to set an appropriate and built-in flashes are the most popular of all film and digital
cameras. More and more models are now offering manual and
semi-manual modes to cater for those photographers who want to
regain a little more control of the process.

aperture and shutter speed — ranging
from smallest aperture and fastest speed
in brilliant lighting, to widest aperture
and slowest holdable speed in dim light.

Two further windows near the camera top sense the distance to whatever you have
composed centrally in the viewfinder. As you press the release button, the lens adjusts its
focusing position to suit this distance. If the subject is too close, the camera signals a warning in
the viewfinder; if lighting is too dim, another signal warns you and may automatically switch on
the camera’s built-in flash or even activate the flash automatically. When the flash is in use it will
sense how much light to give out, according to subject distance, and whether other lighting is
present. For the film-based models, a motor winds on the film one frame after each shot and once
you have taken the last picture on the film it winds it all back into the cassette ready to unload.

Despite this level of sophistication internally, often the only external control offered to the
photographer, apart from the shutter release, is a focal length changing ‘zoom” button, which
makes the image bigger or smaller. In this way you get more (or less) of a scene to fill your
picture without having to move further back (or closer) — see page 70. The camera’s viewfinder
automatically zooms too, adjusting to match these focal length changes. It may also tilt slightly
according to the distance of your auto-focused subject, to help to compensate for parallax error
and so more accurately show what you are getting in.

Between completely ‘fixed” and completely automatic models you will find a whole range of
compact cameras at intermediate prices. Some are cheaper because they omit completely one of
the features described. They may lack a zoom lens, or the range of shutter speeds and apertures.
They may also have a smaller set of automated and manual features, which in turn will limit the
range of conditions you can shoot under. Bear in mind that having a camera with settable
controls is often an advantage, as you will see in Part 3 of this book.

Single lens reflex (SLR) cameras

All SLR cameras have a clever optical system (as shown in Figure 8.7b), which allows you to
view an image of the subject formed by the lens. It is a true ‘what you see is what you get’
(WYSIWYG) system. Unlike a compact camera, the shutter is not in the lens but in the back of
the camera just in front of the film or sensor.

=
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Looking into an eyepiece at the back of an SLR you observe a small, ground-glass focusing
screen, onto which the scene is reflected by a mirror. So you see what the lens sees, and as you
focus the lens it is easy to examine which parts of the subject are in focus and sharp and which
areas are blurry. When you are satisfied that the picture is correctly composed, you press the
shutter release button. The mirror then rises out of the way, blocking out the focusing screen
briefly and allowing the image to reach the back of the camera, where the shutter opens
to expose the sensor or film. As the distance from lens to film is the same as lens to screen (via
the mirror), what was focused in the viewfinder will also be sharp on the film/sensor. In addition,
because we view through the lens there is no viewfinder parallax error no matter how close
the subject.

Since the shutter is at the back of the camera body, you can remove the lens and fit others of
different focal length, even in the middle of a film roll or when the camera card is half empty. In
fact, single lens reflexes are ‘system cameras’, meaning that the makers offer a wide variety of
lenses and accessories, ranging from close-up rings (page 38) to special dedicated flashguns. So,
starting off with a camera body and regular lens, you can gradually build up quite an elaborate
camera outfit bit by bit as you become more experienced.

Cameras of SLR design include manual types, where you set most of the controls, automatic
models that work with built-in programs and those that combine both systems. Both manual
and automatic approaches have their advantages and limitations, so let’s take a closer look at
each design.

Manual SLRs

A typical manual-only camera, like the one
shown in Figure 8.11, has setting dials for
shutter, aperture and focus, and also a film
wind-on lever and a rewind knob. Having
loaded and set the speed of your film, you
look through the eyepiece and turn the
lens focusing ring until the most
important part of your picture appears
sharp. Typically, you then set a shutter
speed such as 1/125 second if you are
hand-holding the camera (see page 55).

Look through the eyepiece, half depress
the shutter release and turn the aperture

Figure 8.11 Fully manual SLR cameras provide the photographer . ] )
complete control over all aspects of focus and exposure. control until a signal light or needle next

to the focusing screen indicates that the

exposure set is correct. Alternatively, you can first make an aperture setting because depth of
field is important (see page 58) and then alter the shutter setting until correct exposure is
signalled. Pressing fully on the release then takes your picture, and you must use the wind-on to
advance the film by one frame ready for the next shot.

As you can see from this sequence of steps, a manual SLR camera requires you to know
something about choice of technical settings, but it will tackle a wider range of lighting
conditions and subject distances than all but the most advanced compacts. Since it only uses



CAMERA, SENSORS AND FILM

electronics for its exposure meter, the camera will still take photographs with its (tiny internal)
batteries flat.

Fully manual cameras are film only. Though most digital SLR cameras have a manual mode
that allows you to set you camera as above, there are no manual-only digital SLR cameras on the
market. All models contain at least some automatic modes along with their manual options.

Advanced SLRs

A technologically advanced SLR
(Figure 8.12) has features such as
auto-focusing, film speed sensing,
built-in flash, the ability to take

a sequence of pictures with rates
of five pictures per second and
more, and what is known as
‘multi-mode’” functioning.
Multi-mode means that by
selecting one mode you can have

P
%
H
i
J

the camera function as if it were
manual, or by selecting another
have it totally auto-programmed
(just point and shoot). Yet another
mode will allow you to choose :Diurr/_u.; %
and set shutter speed, but makes . ==
every other setting automatically,
whilst a fourth mode allows you
to make the aperture your

priority choice instead. Figure 8.12 Advanced multi-mode (auto, semi-auto and manual) SLR cameras

An SLR camera like this may contain many features and controls. These cameras are available for both
also offer you five or six modes film-based and digital photography.
covering different ways of
exposure reading and making settings, plus an almost overwhelming range of other options. You
can even programme the camera to take a rapid ‘burst” of three pictures when you press the
button, each one giving a slightly different exposure. Virtually all the camera actions are battery
powered — from its internal focus sensor, motor drive for film advancement, to the electronically
timed shutter providing a much wider setting range (typically 1/8000-30 seconds) than a manual
camera. The digital version of these cameras also includes the ability to change the sensitivity of
the sensor frame by frame, adjust the camera to suit shooting under different colored lighting
conditions and even alter the contrast or color saturation of specific photographs.

Typically, all the information concerning the chosen mode, shutter and aperture settings
made and number of pictures left appears on a display panel on top of the camera body or on the
LCD monitor on the back of the camera. Some of this data is also shown alongside the focusing
screen when you look through the eyepiece. Digital cameras often record this information along
with details about the picture itself in the digital file. These settings can be displayed by calling up
the information (sometimes called metadata) in an image editing program such as Photoshop.
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Figure 8.13 Portrait mode.

Figure 8.14 Party/Indoor mode.

PY ¢

Figure 8.15 Night Portrait mode.

“

Figure 8.16 Beach/Snow mode.

Figure 8.17 Landscape mode.

Figure 8.18 Sunset mode.

Specialist shooting modes

Some cameras contain a range of shooting modes designed to take
the guesswork out of adjusting camera settings to suit different
shooting scenarios. Selecting these modes will automatically change
your camera’s functions to the most appropriate setting for the
photographic task at hand. The guide below will give you an idea of
when best to use which mode.

N.B. Not all modes will be available on all cameras and some modes
are digital-only options. Check you manuals for details of what
specialist modes your camera contains.

Portrait. Designed for portraits producing a picture where the main
is sharply focused whilst other details in the background are
softened or left unsharp. The degree to which the background is
unsharp will depend on the amount of light that is available (see
Figure 8.13).

Party/Indoor. This mode is designed for use in low light situations,
where detail is required both in the foreground and background.
This setting uses a slow shutter speed, so be sure to hold your
camera very still or use a tripod (see Figure 8.14).

Night Portrait. You should use this mode if you want to create

a good balance of lighting between the foreground subject and the
background lights. It is great for photographing portraits against

a background of night scenery. With this setting the flash is
activated to light the foreground and a long shutter speed is used
to capture the night lights. When using this mode be careful of
camera shake (see Figure 8.15).

Beach/Snow. Brightly lit, lightly colored subjects often fool your
camera, resulting in dark muddy images. This mode rectifies this
problem by adjusting the camera so that light tones in beach and
snow scenes are recorded correctly (see Figure 8.16).

Landscape. Designed to enhance the color and detail of distant
scenes, this mode is great for making landscape pictures. With this
setting the flash is turned off automatically and the camera’s focusing
system is locked at the most distant setting (see Figure 8.17).

Sunset. Designed to preserve the strong colors often found in
sunsets, this mode automatically turns off the flash for the camera.
This means that foreground objects appear silhouetted against the
sunset sky. Use a tripod or hold your camera very still to stop
camera shake when using this mode (see Figure 8.18).

Night Landscape. As a slow shutter speed is in this mode to capture
the dimly lit tones of a night landscape, a tripod is recommended
when shooting with this setting. In addition, the flash is
automatically turned off and the focus set to the most distant setting
(see Figure 8.19).
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Museum. For use indoors
when flash is not permitted,
this setting is perfect for
capturing pictures in museums

or art galleries. The flash is
turned off automatically and,
where available, a function like
the Best Shot Selector (BSS) is

activated to ensure that only & &+ &

the finest quality photograph is L )

saved (see Figure 8.20). L 7'.?..: L w
Fireworks Show. This mode ¥ E:3 ¥

fixes the focus at the most
distant setting, turns off the Figure 8.21 Fireworks Show mode. Figure 8.22 Close Up mode.
flash and uses a slow shutter

Figure 8.19 Night Landscape mode. Figure 8.20 Museum mode.

speed to capture the expanding burst of light from a firework.

For best effect follow the trail of the ascending firework,
releasing the button at the start of the burst (see Figure 8.21).
Close Up. The camera is set to focus on subjects very near to the

lens (10 cm or less). This setting is also called ‘macro” mode. Be sure

to hold the camera steady or use a tripod to reduce camera shake .
Figure 8.23 Copy mode.
when capturing these close-up photographs (see Figure 8.22).
Copy. This setting is designed to provide clear photographs of
maps, documents or business cards. The mode works best with
black and white type or printed documents with high contrast

(see Figure 8.23).

Back Light. Use this mode when light is coming from behind your

subject. The camera’s flash is turned on automatically and fills in
the shadows in the foreground of the picture (see Figure 8.24). Figure 8.24 Back Light mode.
Off. Turns off all preselected camera mode settings, allowing the

photographer to choose how the camera is set up.

Accessories
A great range of accessories is available for cameras — although almost all are designed for SLR
types. Figure 8.25 shows the most useful items.

e Extra lenses. Provided your camera body accepts interchangeable or supplementary lenses, you can fit a wide
angle or telephoto type in place of its standard focal length or zoom lens (the advantages of doing this are
explained on page 70).

Extension tubes. Fitted between the lens and body, these allow you to work very close up to your subject

(see page 110). Digital cameras often contain a specialist macro shooting mode that changes the way that the
camera lens works, so that you can get in closer to your subject. Some models can focus down to 1 ¢cm (0.4 in).
Tripod with tilting top. A firm support when you want to use exposure times that don't allow the camera to be
steadily held by hand (longer than 1/60 second, for instance). Most compact cameras as well as SLRs have

a threaded baseplate to accept a tripod.
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Figure 8.25 Useful camera accessories.
(1) Extra lenses. (2) SLR eyepiece corrector.
(3) Extension tube (close-up ring) between
SLR body and lens. (4) Tripod and camera
clamp. (5) Cable release or remote release.
(6) Flashgun, fits on the hot shoe connector.
(7) Lens hood. (8) Lens filters.

o Shutter release extension. As long as your camera’s shutter button is
either threaded for a cable release or has connections for a cable
switch, this accessory minimizes risk of camera shake when you give
a long exposure. For some cameras not accepting either form of release
it may be possible to fit an adapter or you can use the self-timer option
to allow the camera to settle before the shutter is released.

Flashgun. Even if your camera has a built-in flash, a separate, more
powerful, unit that can be attached and used instead will allow far
more interesting lighting opportunities (see page 76).

Lens hood. A much underrated accessory, the lens hood not only

shades the lens from flare created by strong back or side light on
your subject, but it also helps protect it from knocks. For sharp,
well-saturated pictures, always use a lens hood wherever possible.

Filters. Push-on or screw-on color filters can be helpful in black and
white photography (see pages 106 and 212), and color correcting
filters help neutralize color photographs taken under unusual
lighting. There is also a whole range of lens attachments designed
for creating special effects.

So which camera is best?

There is no ideal camera, which is why so many variations
exist even within the types discussed here (for cameras
using film other than 35 mm wide, see pages 27 and 263).
Even if money is no object and you buy the most expensive
multi-mode SLR, just having so many options available can
be confusing, overwhelming your picture making. And yet
keeping it set to ‘auto-program’ is wasteful if you then
never use its other possibilities.

A modern, automatic-only compact camera is easy to
carry and quick to bring into use. It is a truly pocketable
camera, lightweight and small. You don’t have to carry
accessories either, which encourages you to take the
camera everywhere. Without the delays caused by you
having to adjust your camera’s settings, you can
concentrate on composition, viewpoint and people’s
expressions when taking pictures, knowing that
technicalities like focus and exposure are taken care of.

If you want a bit more image control, without having
to understand any technicalities, a compact with zoom lens
gives you helpful image size adjustment. The wider the
zoom range though, the more a camera increases in size
and price. If you buy a low-cost compact camera,
remember that poorly lit or fast-moving subjects will be

generally beyond its capabilities, as well as accurate and sharp close-ups. Digital compacts with

LCD preview or monitor screens and SLR cameras are unrivalled for framing accuracy and close
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working, but they are more expensive and, in the case of SLR equipment, definitely generally
heavier and more bulky.

Automatic modes or automatic-only cameras work using programs that ensure a high level
of technical success (e.g. sharp focus, correct exposure) under most conditions. The trouble is
that, when using these modes, you are unable to make individual settings — such as distance,
shutter speed and aperture — which means that you deprive yourself of many of the creative
visual possibilities, as shown here in the next parts of this book. For someone who wants
to understand photography and is prepared to learn to set the controls, it is still difficult to beat
an advanced comp