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NTRODUCTION

o you see what | see? Do vou hear what

1 hear?” It's

1w Christmas season, and in

the bac

round my radio is uned o a

station playing that Christmas song. The

tming couldn't be better as 1 sit down to

write the introduction to this completely revised edition 1

of my book Learning to See Creatively (Amphoto, 1988)
Do you see what 1 see? Maybe, maybe not. Even if

voure standing right next o me and [ see something

that I want to sk

e with you. you still may not see it =

until all that remains is

impse. My daughters both

spotted a hot-air balloon upin the sky the other day. It i .

wasn't until it was ;

nost out of sight that 1 finally spot

teed i, but by then it was merely a dot in

s vast sky. It |

wias frustrating for all of us, 10 be sure

his story have o do with picture taking?
sion, All

of us who are blessed with sight can see, but why is it

and creative

s o picture taking

that som

sone right next 1o us can see something of inter-

est, ver we somehow miss it? 1F you've ever participated

in a photography workshop in the field or gone out

shooting with a friend from the local camera club, you

know what I mean: Standing at the ad of a trail you

are bewildered, lost, and confused, while within min-

utes someone else is setting up a camera and tripod

zeroing in on a graphic composition of

autumn-colored leaves. You watch in amazement and

ask the most often rd question at workshops and

field trip outings: “Why didn’t 1 see tha!?”

The answer may be a combination of things. Perhaps

VOU WETe Precct

pied with thoughts abou your job, or

hadn't dressed appropri for the loc

ind were

shivering like erazy. Not bein

ihle to see is probably

the greatest hurdle every photographer has to over

come. However, even once you begin 10 see—really

see—you are f;

that

el with the next hurdle: composing all

reat stuff in a balanced and harmonious fashion

1 know of no:r

rules that one must follow o fearn
Bowe o see, but 1 do know of many, many principles and - ==
techniques that are designed o belp you see. The aim of
this book is o not only teach you how to recognize a

picture-taking opporunity but also to challenge that

conservative way of seeing that often leads 1o dull, ordi-

nary photographs, Throughout this book, many of the
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two other compelling compositions that lie in wait next
1w the one you're currently shooting. There still isn't 2
camera that instinctively recognizes the “decisive
moment.” And, there still isn't 2 camera that will sys-
tematically arrange your composition in a balanced and
harmanious fashion before you expaose it digitally or on
film. These are challenges that continue to be part of the
wonderful world of image making, challenges for which
the sole responsibility of success or [ailure rests square-

Iy on your shoulders.

When I wrote the previous edition of Learning to See
Creatively, | had one goal in mind: o dispel the myth
that the art of image making was for the chosen few,
Based on the overwhelming and positive responses ['ve
heard at my many workshops and on-line courses, as
well as contained in the many letters and e-mails I've
received, 1 feel | reached that goal. This all-new, com-
pletely rewritten and reillustrated edition: promises to
continue 1o dispel the myth. In addition, I've added a
section on color in the “Elements of Design” chapter,
and 1 discuss in depth not only color's value as a design
element, but also its impact on our mind and emotions,
And again through the use of comparison images, you'll
see the value of focusing your vision on line, shape,
form, texture, and pattern, and how these clements are
a strong force in creating truly compelling photograph-
iC compositions.

Learning to see creatively is also very dependent on
what your camera and lens ca cannol  see,
Captains of ships need 1o become very familiar with
their maps as they navigate the world, making cenain to
keep the ship pointed in the Aght direction. In much the
same way, your lenses are maps that can lead you 1o
new and enchanting lands. With constant practice,
which comes by placing the camera and lens to your
eye, you'll begin to visually memorize the unique vision
of each and every lens—bath the pluses and the minus-
es. The more you do this, the less likely you'll be o ever
see the world in the same way again. You'll learn just
how vast an area a wide-angle lens can cover, or how a
telephoto lens can select a single subject out of an oth-
erwise busy and hectic scene. It won't be oo much
langer until you'll find yourself knowing, without hesi-
tation, what lens to use as you see one picture-taking

anl

opportunity after another,

Then, you can begin to take this newfound vision to
even greater heights, challenging yoursell to view the
forest from a toad's point of view, or the city streets

from a sidewalk point of view, or your backyard from a
robin's-nest point of view. (Ladders are not just for
house painting.) Lie on your back at the base of a large
fir tree and show me the point of view of the squirrel
that raced up it only moments ago. Set your camera on
the shoulder of the road, and fire away just as the big
semi truck comes into view, A composition like this will,
for example, make it dramatically obvious why it is so
important that the city council build a small underpass
for the ducks that eross that busy road every spring,
Whether or not your compositions are compelling
depends not on some magic recipe, but rather on a
thorough understanding of lens choice, point of view,
elements of design, and final arrangement, or composi-
tion, All of these are, as 1 said, “maps” that require
studying, some more then others. Both your fears and
preconceived notions will be challenged. How will you
ever share with others the robin's-nest viewpoint if
you're afraid of heights? How will you share the busy
sidewalk view if the idea of lying down on the sidewalk
is 100 intimidating? You'll certainly hit a “reef” now and
y even feel compelled to abandon ship

then, and you r
at imes.

This is perfectly normal and to be expected. And, for
that reason, the exercises in this new editon are
designed to help you get free of the reef and back on
course. There are cemainly times of bad weather, or
lousy light, or a limited choice in subject matter, but
these exercises will certainly dispel the myth that "there
is nothing to shoot.”

There's @ great deal of material in this book that
addresses the what, where, and why of successful image
making. This is a book about ideas—ideas from the
river that flows through all of us. It is my intention (@
help you find the knowledge of where to fish, the
courige to cast your net, and the strength to pull in your
catch and harvest those ideas. This is not a book about
metering for the right exposure, or setting the right
fstops and shutter speeds. That information can be
found in my other hook, (mderstanding Exposire
(Amphoto, 1990),

Most of all, have fun with the enclosed material and
don't become preoccupied with “doing it right™; if
there's one thing my students and peers have taught me
over the years, iU's that there are no formulas or recipes
in the pursuit of image making. It's all about chservation
and thought. As Henry David Thoreau once said, “The
question is not what you look ar but what you see.”
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he human eye sees in much the same way

as a 30mm lens, and therefore, the S0mm

focal length lens is appropriately called a

normal lens, Unlike the eyes of the Six
Million Dollar Man

cannot zoom out and bring distant objects closer or see

the real human eye

Id in “isl

the wi ye” vision with the flick of a switch

In photog

irs, much if not all of the

phy’'s

was done with normal lenses. Of course,

picture takir

alot has changed since those early 's. There now

exisis a proliteration of single-focal-length lenses, rmang-

ing from fullframe fish-eye o a whopping 2000mm

PANDING YOUR VISION

telephoto, and an almost equal number of va able
zoom lenses, In addition, there is also the fascinating
world of macro, or close-up, photography

ly vears as an amateur photographer, 1 had

In my &
nothing more than a 50mm lens and a Nikon camera

al reasons kept me from buying an acdi-

body, Financ
tional lens for quite a while. Finding myself in the posi-
tion of owning just one lens, 1 soon realized the need 1o

cally walk closer to my subjects to better fill the

phy
frame. 1 also leamed how changing my point of view
could invoke a greater sense of panticipation with my

subjects when T met my two-year-old cousin at her eye

he Marken Lighthouse,

located on the Iselmeer

in Narth Helland, is but
one of literally thousands of
subjects that you can photo-
graph from o multitude of
viewpoints with a multitude
of different focal length lens-
es. Factor in the change of
seasons, and the shifts in
light and peint of view
throughout the day, and it's
clear how easily an enfire
bock could be written on
just & single subject.

After walking oul some
distance atop the rocky jefty,
| chose a low viewpoint in a
vertical frame fo emphosize
the shape, form, and fexture
of the rocks (leff). Holding
my camera and 20mm lens
{rather than using a tripod),
| set the aperture to /16
and adjusted the shutter
speed 1o 1/60 sec. Note
how the 20mm lens, com-
bined with a low viewpoint,
creales a feeling of depth
and perspective thot's further
emphasized by the curvi
ear thrust of the rocks.

| then changed fo the
other side of the jetty and
made a horizontal exposure
|opposite]. Note how after
changing position | lost the
sidelighting on the rocks.

[Bath photos: 20mm lens,
1/60 sec. ot f/16]
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Exercise: Knowing What Your Lenses Sec

hether you work digitally or with film,
photography allows you 1o create @

“vision.” How do you achieve the vision?
In large pam by knowing what your lenses sec
Chances are very good that you have one of those
“street zooms” (see page 26). Depending on your lens
type. set the focal length to either 28mm or 35mm, andd
make a point o ot change this at any time dunng this

. Now choos

CROTC: a subject (a favorite barn or oak

tree) or take your spouse, friend, or child into the back-
yard or over to the local park. Fron whatever distance
is necessary 10 do so, place your subject so tha it falls

in the middle of the frame, allowing for a lot of “empty

SpRICe

above, below, and to both sides. With the cam-

EXPANDING YOUR VISION

inck then

era still ar your eye, make your first exposure
begin walking toward your subject, Every five paces;
ke another expas
subject in focus. Keep walking closer until your lens

mindful of course o keep the

can no longer capture the subject in sharp focus

One thing is sure to result from this exercise. Your
first compaosition will record not only vour main subject,
but all of that other st t
and your final composition should recond o close-up of

it prol vably detraces from

your subject, which not only cuts out that other stuff but
mavhbe cuts our some impaorant stuff, too
Now, withour changing the focl length, repeat the

exact same exercise while on your knees and then

again while on your belly. Finally, once you've gotten




as close 1o your subject as you can, and making that
last shot while on your belly, turn over onto your back
ake just one more shot while shooting straight up.
While walking on your Knees

and
you no doubt dis-
ar more intimate portrait of the small child
or perhaps recorded a far more intimate “portrait”™ of

covered a

the barn that had the added drama of depth and per-
spective since the golden wheat thar surrounds it now
fills up the foreground of the image. Perhaps also,
while on your belly, vou discovered a wonderful and
fresh composition of the surrounding park framed
through the feet and lower legs of your friend or
spouse. And, most of all, you le
vision, when combined with diff

rned the inherent

ng points of view,
of your 28mm or 35mm focal length lens,

But, you've only just begun! Make a point to do the
same exercises at S0mm, 60mm, 70mm, S0mm, 90mm,

and 105mm. If you maintain this regimen of “eye exer-
“ once a week for three months, you'll have a vision
that is shared by fewer than 10 percent of all photogra-
phers, and it will be a vision that gets noticed. At that
next on-location photography workshop, you won't be
in that group of students wandering around uneeniin
about what lens 10 use. Once you've integrated the

s

vision of your lenses into your mind's eyve, you can
stand at the edge of a meadow or lake and scan the
entire scene, picking out a host of compositions even
hefore you place the camera and lens to your eye.

It is my beliel and strong conviction that any cre-
ve endeavor—including learning 1o see creatively—

cannol begin as long as vou are feeling anxious and
lost. Understanding the unique vision: of your lenses

and differing points of view will set you on a journey

1

of unlimited possibilitie

5 the sun neared the

horizen fo the west

behind me, | moved off
the jetty and over to the left,
staying on the nearby shore-
line. Since the Iselmeer was
unusually calm this day, |
knew o mirrored reflection
would be present. What |
didn’t know was that the sun
waos also reflecting in the
lighthouse windows. | quick-
ly set up my tripad and
mounted the camera and a
BO-200mm lens, My first
compositional choice was to
set the focal length to 80mm
and compose this pleasing
herizontal (opposite). To add
some additional color to the
scene, | placed an FIW filter
[not to be confused with the
FLD) on the lens. (The FLW,
like the FLD, imparts a
magenta color, but the FLW

is a deeper shade of magen-
fa.] With my operture sef to
/11, | then odjusted the
shutter speed fora 1/15
sec. exposure and fired off
several frames,

Another oppartunity to
shoot a verfical composition
lay right before me. Aer
loosening the triped collar, |
spun the camera and lens to
the vertical position, and
then zoomed out to 180mm
and framed a much fighter
composition of just the light-
hause and its reflection (lef).
‘With the aperture set fo
/22, | adjusted the shutter
speed until 1/4 sec. indicat-
ed a correct expasure.

[Opposite; BO-200mm lens at
80mm, 1/15 sec. ot f11,
Leff: B0-200mm lens o
180mm, 1/4 sec. of £/22]
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Wide-Angle Lenses

invite a thousand-word  response,

lenges that can e

it. There are sev

s, One s their gr

toangle of view:
24mm) all the way 1o a whop-
ith the |

). The other reason s
pth of field, For example, when o
o fizz, il

e maximum depth of feld

f sharpness from bick e front inan

olten 1old v

three ter infinity, but when 2
lengths: 24mm 10 15mm, and sometimes e

o to 22, the miximum depth of field s

roughly steen inches to infinity. That's eighteen inch-

Lty the famous phrase

ery ploture is o5 closer 1o the foreg) sund flowers, eighteen inches

worth a thousand words” and iF your goal is to cr

closer to the edge of the stream, eighteen inches closer

I8 EXPANDING YOUR VISION



sund rocks, and eighteen inches closer 1o
the tree bark. T
1

wide-angle lenses, more than any
‘apable of creating some very up-close-and-
personal moments.

o

FS, ar

Unfortunately, very-wide-angle lenses continue to get
a bad rap from some amateurs because these lenses
make cr

ng good composition more challenging. The

most common complaint—"It just makes evenything
| and distant, and it gets way too much swff in the
picture™—is precisely the reason why these lenses are

my personal choice for most of my landscape work. 1

love the scope of material that wide-an

gle focal le

bring inside the frame. All that “stuff™ provides ferile
ground for selecting subjects 1o manipulate and empha-

size. The trick is to pay

tention 1o your point of view
and, subsequently, 1 pay close anention 1o what's
going on inside the viewfinder.

hile living in France, |

hove been fortunate

to moke three annual
summer journeys 1o the
Valenscle Ploin in sauthern
Provence, and | still have yei
to even come close to cophur-
ing all of its boundless beau-
ty. The Plain attracts many
visitors from all parts of the
world, many of whom, not
surprisingly, come equipped
with their cameras, What is
equally net surprising is that
mest of them stond af the
edge of the many rows of
lovender ond frame composi-
tions that are seldom invifing.
A classic example of this is

In addition 1o its much greater and sweeping angle of

view, the wide angle increases the sense of distance

from foreground ro background. This wonderful illusion

of depth and perspective can serve as the “hook” that

results in the viewers immediate panicipation when
foreground - subject s utilized
such as Ansel Adams, David M

Nowed phowographe

nch, Carr Clifton, Pat

Ohara, and John Shaw, © name just a few, have used

their wide-angle lenses w make some truly emotion-

filled storytelling imagery. Almost always without fail,

their images have viewpaoir

s that encompass immediate

foreground interest: the bark of a tree framing a distant

farmhouse, the round stones at the edge of a lake, or

the vivid blooms in a wildflower meadow at the base of

distant mountans

Compositions of this type will always evoke power-

ful emotional responses from viewers, whose senses of

the image above, which |
shot helding my 17-35mm
lens set fo 20mm. As so
many have done before me,
| stood ot eye level, and
framed some rows of laven-
der and g tree with the sur-
rounding hills for off in the
distance. I's o nice photo-
graph, but it does litle fo
invoke the viewer's sense of
participation. By simply get-
ting down low and shooting
from the honeybee's point of
view (left], | awoken the
viewer's sense of smell and
touch. Additionally, this
image has o cleaner and
mere graphic compaosifion.

MNate the deliberate inclusion
of the lone cloud on the hori-
zon and how it helps 1o
impart an even grealer sense
of distance from front fo
back. To get this, | hod my
comerg ond 17-35mm lens
on a fripod, the focal length
ogoin ot 20mm, and my
aperture set to /16, | then
preset the focus via the dis-
tance sefting and simply
adjusted the shutter speed
until 1/1235 sec. indicated

a cofrech exposure.

[Abave: 17-35mm lens ot
20mm. Left: 17-35mm lens ot
20mm, 1/125 sec. ot f/14]

WIDE-ANGLE LENSES 19



smell, wouch, and sometimes even tiste e awakened
Oftentimes, all thar's required of you is 1 place yoursell
in that wildiower meadow and be willing 1o change
your poimt ol view

In addition o your willingness 1o get down low in a

meadow 1o create emotion-filled, storytelling compaosi
tions don't foreet the lieally thousands of other (AAE
seapes. Al mkes is a0 linde imagination ancd one very
simple question: What does the waorld look like when

viewed through the “eyes” of [resh stawberries on the

child's crushed glasses at the local play-

ving, or i £
ground, or a lost pacifier at the lacal shopping mall, or
the dead owl along the interstate, or a flat tire in the
Nevada desen, or a rake gathering autumn-colored
leaves, or a starfish clinging to the rocks at low tide? s
tinie 1o grib those worn-out dungarees—you're going 1o

Begin spending 2 lot of time on your knees and/or belly

g hat does the world

1 lock like through the
W eyes of one of the
local tomcats on the small
Italian island of Burano near
Venice? In order o answer
this questicn, | chose to meet
the cat at its eye level, and
thot could enly meon one
thing! lying on my belly. Do |
ever feel intimidated al the
prospect of dropping o my
knees or stomach 1o get the
shat? Absolutely | do, but
only when | have an “oudi:
ence’—like the two elderly
couples on their front porch-
es fifieen feel behind me
while moking this shat. They
had certainly noliced the
slranger with the comera
gear, and |, in turn, felt some
overwhelming shyness.

As | often do at times like
this, | simply ask myself, “Am
| going to put o potentially
compelling image on film, or
am | geing o just walk away
because o few people
appear to be walching my
every move?" Obviously, |
made the decision to face
my fears as | most often do,
and with o pair of steady
elbows, | handheld my cam-
era and Mikkor 17-35mm
wide-angle lens, using a
focal length of 17mm. | then

NDING YOUR VISION

chose an aperture of f/ 14,
preset my depth of field via
the distance setling, adjusted
my shutfer speed until 1/60
sec. indicoted o correcl
exposure, and proceeded to
shoot several frames
Although | speak no Italian,
I'm quite sure that a conver-
safion wos loking place
behind me about the man
with the camera lying down
in front of a cat

Facing your fears head-on
will definitely improve your
ratio of success tenfold if not
more. On those few occo-
sions when | didn't face my
fears and take the shot, my
ability fo "see” was, for the
remainder of the day, cloud-
ed by o sense of loss obout
not taking that really great
shot of. So, are yau
ready for the ultimate chal-
lenge of facing your fears
head-an? Gel on your belly,
and show the world how
Manhattan locks from the
sidewalk’s point of view—
preferably of noon| Fear of
looking “foolish” to those
around you should never be
a reason for not creating a
compelling image.

[17-35mm lens at 17mm,
1/60 sec. 0l 1/16]







praaching hail-
us include o bit of

¥ COMPOs|
1 the course of

ing the ship

but had never used this
tin an indusirial setfing
e that | didn't use a fri-

pod; | just held the camera




boy boots
covered fh
sioned
distant roping of calves.

hin o frame” com

]

ame

position a
feeling of depth
pecially
he wide-angle lens

Supporling my camera on a
F steady elbow

perture 22
preset the depth of field
via the depth-offield scale. |
then adjusted the shutier
speed to 1/60 sec

Can you imagine the
sh and exciting visuals
u would record if you
it the next year on your
belly locking through other
pecple’s feet? The muddy
boots of a construction work-
er af a construction site. The
bare of o child ot the
ocean’s edge. The hiking
boats of a mountain climber
oscending to the mountain
top. The black, shiny wing
tips of the stockbroker on

hen you tire of lying

on your belly, consid-

er looking up with
your wide-angle lens. If you
choose the right subjects,
you'll bring your audience
right into the image. When |

saw fthese poppies in o road-

side ditch, | iried fo isolote

and shoot a small group of
them at flower level with my
300mm lens and one exten-
sion tube. No matter what |
tried, | couldn't get a clean
composition. It wasn't unfil |
swifched fo my 17-35mm
lens—with the idea of lock
ing up—that | found a view

that was not only clean but
quite graphic. Lying flat on
my back with my focal
length at 17mm, | was able
fo compose three blooms
against a clear blue sky

[17-35mm lons ot 17mm,

1/125 sec.at #/16]

WIDE-ANGLE LENSES 23



eve lens

il the wicle-ar

ound

1o the op
ter with m

#on

d feet

e lenses will naourally

reshing on he C
I~ gbout 100 feet above this oil
tanker signment

for one of the wc gest

bend” the he pest il of the

rates  an was on

Id’s lar
view

upward : :
petroleum producers, ana

the theme of this parficular

compaig

extremely close

aridwide

company’s »
ence. A wide open ocean

the lone tanker, and my fish
lens all combined for o

composition that sue
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conveyed this idec—"cover
ing the globe.” With my
camera and Mikkor fultrame
14mm fish-eye, | set the
aperture to /8 and adjusted
the shutter speed ta 1,/500
sec, To avoid recording the
helicopter’s blades overhead,
| asked the pilot to “pitch®

the helicopter so that it was
angling away from the
ocean, and | then slood oul
on the skid and lsaned over
in the opposite direction
while shooting dawn

lens, 1/500 sec. at /8]




trains are the most com-
mon mode of transportation
between major cities and
countries. Many of these
frains pass through some
picturesque countryside, and
parficularly in kate June,
numerous sunflower fields fill
the countryside. | found the
perfect sunflower and chose
a composition that would
also include one of the
trains in the background.
With my comera and Nikkor
fullframe 14mm fish-eye lens
mounted on a fripod, | didn't
have to wait long for the
frain fo come through the
scene, as this particular
track is used quite frequent-
ly. In addition, | was farty-
nate to have a honeybee
pollinating the sunflower at
the same time the frain
passed through.

[14mm lons, 1/500 sec. ot /8]

ince most photographers

wouldn't normally reach

for the wide-angle lens
to shoot portraits, many
assume you'd have to be
“nuts and illinformed” to
choose that lens. Mot sol
Learning to see has avery bit
as much fo do with integral-
ing the vision of your lenses
as it does with falling out of
line, or what Thoreau colled
“listening o the sound of a
different drummer.* A little
experimentation here and
there is good for the soul, as
it often can lead o exciting
discoveries. The joy on the
face of my daughter Chloe
at the pool was best con
veyed by the fullframe fish-
eya. II's @ fun compasition,
and the fun distortion
caused by the exireme angle
anly serves to emphasize the
joy of summer, Mo Iriped
was necessary, | simply held
the comera af the waler's
edge and took the shot

[14mm lens; 1/2503ec. of /8]
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to create truly succe

hundreds, it not th

oliferation ol

1ses, there

noted o

rs or landscapes, And, |

astal sunser at

L 1S impos

ehind ¢

macro or close-focus |

owed me o record s
€ Opportuni

holidays, and

s for just this |
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s invited by
rernment fo
g and spend
photographing the
city and its people in an
nffnrr to help th vin their
hosting the 2
s, Although

3
pher's dream as |
with @ chauf

On one such oc
stopped lo moke a photo-
graph of a group of pecple

nding the stairway in
the tunnel between The
Farbidden City and
Tiannamen Square [nppo—
site]. While :umpus

and | rc-H one of my
stants that | would love:
to get a shat of them both in
the squore. The words had
borely left my lips when, as |

e
waiting for me, along with
their parents. Kneeling from
ix feet away and zooming
my 35-70mm lens to
70mm, | was able to fill the
frame with the two children.

frames, | asked (as | always
do for a model release. |
also learned—as | had sus-

dress so much that, follow-
ing much insistence, his

r purchased one for
him, as wall. Maw that's
what | coll @ mother’s lovel

1/250 sec. at /8. This page:
35-70mm lens ot 70mim,
1/250 sec. ot £/5.6]




heoting envirenmental
SPDrrruirs is best done

with the street zooms.
My definition of an environ-
mental porirait is an image
in which both the subject
ond o portion of the sur-
rounding environment are
included and defined. In
particular, | faver the 35mm
and 50mm focal lengths.
They are the ideal choices
for getting in close without
causing facial distortion, and
they both do o good job of
rendering just encugh of the

; :

leaping repectedly os sever-
al other boys kept kicking
soccer balls his way. With
my camera and Nikker

35-70mm lens on o tripod, |

was assured of recording a
compasition in which the
bulk of the frame was filled
with a porirait while the boy
leaping in the background
maode a whimsical addition,
If you toke your hand and
cover up the leaping boy,
this image immediately
appears flat and hohum. It's
fair to say that without the

©n an assignment for
Kodak, | had the opportunity
to shoot @ number of city
kids playing soccer in an
alleyway. While composing
the portrait of one boy,
anather young boy was busy
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added envi 1, this pic-

fure would not succeed.

[35-70mm lens at 35mm,
1/250 sec, of f/11, Kodak
Mox BOO [which accounts for
the higher shutter speed with
this operture]

uring a lunch break
thile on assignment at

a steel mill in southern
Ukraine, | osked one of the
cleaning ladies if she would
pose for the comera. She,
unlike most of the ather mill
employees, had no trouble at
all smiling, and perhaps that
was part of my motivation in
asking 1o take her picture.

While holding my cam-

era, it seemed nalural to
place her in the middle of an
otherwise desclate factory
landscape. Alone among her

depressing surroundings, she
still manages a smile—l love
the human spiritl Before
thanking her ond geffing &
signed release, | olso made
a point o walk closer to her,
changing the focal length
ever 5o slightly and placing
her a bit off center in the
composition. And without
fail, she confinued to smile
os | fired off several more
frames (opposite).

[Both photos: 35-70mm lens,
1/60 sec. at 1]






Communicetion Arls
Phetegraphy Annuel 2001

soling looking
| knew that the

graphic

eompasition of the ball and
fins weenld resilt from shoo

n o high viewpeint

tant 1o float the

on. A few

L with minimel dishur

5 thee weater, | got this

compaosition while handhold-

a and Mikkor

te the

gih, Wit my
11, | i

ing my e
35-70m
Z0mm focal le
aperure
ply adju witer

speed until 1/125 sec. indi

eoled o correct seposure

1257 0mm lens of Z0mm,

17195 sec. ot (/1]
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ave yel to discover
fecus feature that

Inck, IF you can use your
macro or clos us feature
at the 28mm or 35mm end
of the facallength range,
you're about to discover
another vision that will add

up to even more compelling
imagery. This pair of photos
is a good exomple of this.
During the first few weeks
of August, the Mount Adoms
iderness area in
Washinglon State is o wild
Hlower lover's paradise. Cne
port, called Bird Creek
meadows, continues fo be

32 EXPANDING YOUR VISION

one of my favorite spots
anding the
my camera and 3
Mikkor |
ardinary comp:
that, predictably, garners

only an erdinary “he-hum”
response. So, how do you
turn the ordinary into the

exiraordinory? Mare offe
a simple change in

e with

of view will do

your pc
the trick. With my Nikkor
35-70mm, the macro/close-
focus feature is oclivated
when shooting only af the

35mm focal length. The won
derful thing about this fec-
ture, however, is that | can

shoot macro/close-up shots
ond still maintain the moder-
ately wide-angle view of the

again b ve and pow-
erful starytelling.

lying en my belly and
with the comero and
35-70mm MNikkor lens up 1o
my eye, | hod clready se!
the focal len:
|where the close-focus fea
ture is found on my lens). |
focused on a small group of
Indian paintbrush and, with
my aperture set to £/22,
depressed the depth-offield
button and confirmed that
Maunt Adoms would in fact
record on film as an outof-
focus but very definable ele-
ment in the compasition. |
could have composed @
frame of only Indian paint-

Brush, but that would haove
hardly made sense since |
wanted fo show a sense of
place [the olpine meadaw)
and that the Indian paint-
brush shares the ground with
other Howers and frees
Although | would have
also enjoyed rendering this
same composilion in exact
ing sharpness from Rowers
1o distant mountain, there
isn't a 35mm camera/lens
combination that would
allow it. The solution for
recording exacting sharp-
ness from such a close fore-
ground through to infinity is
to use a 4x5 view camera,

[Both photos: 35-F0mm lens
at 35mm]




ne Salurday afferncon
Oduuing the sarly *90s

when | was living in

Germany, | was heading out
the door lo do my weekly gro-
cery shopping when | remind-
ed myself to bring my camera
and Nikkor 35-70mm lens. |
don'l know about your awn
experiences, bul I'm in the
habit of always taking af least
my comera and 35-70mm
lens with me wherever | go—
even on those days when I'm
really not looking 1o take pic-
lures. This has enabled me to
snag a few prizewinners now
and then, and this picture is
one of them. Il was later feo-
tured in & national advertising
campaign promoling o new
video game by Nintendo and
in Communication Arts
Phetagraphy Annual 1993,
Throughout the day thot |
made this imoge, southern
Bovaria had been experienc
ing thunderstarms, As | wos
returning home from the gro-

cery store, o rather large win-
dow of light opened up to the
west. Al obout the same ftime,
| was passing a rural land-
scape with lots of green pas-
tures and one lone cow. |
quickly pulled over, knowing
that the cows of Bavaria are
naturally curious and this one
would, in all kelihood,
approach me os | stood in
front of the fence that sur-
rounded the field. My hunch
was correct, and as the cow
gol claser, the light just kept
gelting better and better. With
a focal langth of 35mm, |
patiently waited for the cow fo
fill the frame and wasted no
time in firing off just two
frames! | was out of film! |
had failed to check the film
counter on my comera before
leaving the house. Hed | done
50 al that fime, | would have
pul in o fresh roll

[35-70mm bans, 1/125 sec
at f/11]

What If. . . ?

nee you begin miking  discoveries
abour how your lenses see, don't be
surprised iF you find yourself at times
consumed by the question “What if . . 7" What
if you focus close on your toaster and, as the
blue smoke nses from inside, invite your
wife—with  the

aby in her arms—to mn
toward (2 What if you focus on i passpon lying
on the sidewalk and include @ busi nan
getting into 4 axi in the background? W if
you focus on a barle of sleeping pills with 2
wonmn asleep in her bed in the background?

What if you focus elose on a broken window-
pane with 4 solemn-looking little boy, glove
and bat in hand, in the background? Whar if
you focus on part of the hand and thumb of a
hitchhiker on a busy mtesstate? Whant if you
focus close on a used syringe in an alleyway?
What if you focused close. .. ?

STREET ZOOMS

i3



The Telephoto Lens

ur desine o sce objeas up cose s

wished he could have seen the sabwer

welore i

othed tiger up on the kne

ame the t

SO

sailors able o steer clear of iching

wire app

ships, And it wouldnt be much longer, with the

ention of hinoculars, before all of us could g0 w a

football or soccer game and put ourselves down on the

image made with the wide-
angle lens (leh) is not as suc-
cessful as the one made with
the telepholo (right). That
one focuses your aftention
immediately on the steeple
and the mountain range

real subjects and view-
G points alone [this ane in

Nesselwang, Germany)
don't guarantee the best pos
sible photographic composi-
fions. Make sure you use the
right lens for the subject. The

Y EXPANDING YOQUR VISION

the acton

f lenses offer a

waorld

ou can et into the nest with the robin

to them, Y k

jes with nan

Like telescopes and’ hinog

safe haven lor

View

thi

Jong the shoreline with a telephoto lens
whales, and feel their powe

presence without having to jump in the water nex

v worry of disturbing the brood

You can reach @ building engulfed in [lames without

With my Mikkar 300mm lens
and comera mounted on a
tripod, | waos oble fo “cul 1o
the chase” and frame the
mighty and proud steeple
agains! the backdrop of the
German Alps. | chose an

aperture of £/32 lo assure
thal | got @ maximum depth
of field in the image.

[Lof: 35-70mm lons a1 35mm,
1/125 sec. of 1/ 16, Right:
300mm lens, 1/30 sec. ot /32]



ern about your own perso

0 lens tha

truly can take

satery

places v never otherwise visil—lor L-\:|:|||3|l.-, t

on the moon. It is, for o

v phot

phers, a

great adventure

ion 1o the telephoto lens” ability o make big

nel sometimes inaccessible objects, its

15 important o not 5 PEATTOW e ol view. This
butes to its ability 1o cut through visual clutter and
il he viewer. If the wide-angle

lens, then the telephoto is the excls

e end of the ser e, render:

rity, Telephoto lenses are available

from the very mode

e TOmm to the extremely large and

heavy 2000mm. Although single-focal-length telephotos

such as the 105mm and 300mm, were once the choice

of the discriminating shooter, the telephoto zoom, or

tele-zoom, d tremendous popularity
Ten years ;

1

5, the telephoto zoom was looked upon

by

1y with a suspicious eye—great idea but couldn’t
possibly

¢ sharpness or contrast rec red by

demanding phae due 1o numerous

wgraphers. To

advances in technology and d

elephaoto zoom

has become the s s

andard for

2 professic
as well as the norm for most every amateur photogra

pher. Aside from the SLE (single-lens-reflex) digital

ith my comera and
8 80-400mm lens on

a tripad, | chose o
distant viewpaoint and set the
lens to 80mm. Although it's
an okay shot (lop), it falls
short of capturing the
grandeur of the landscape
behind the subject, my friend
Bruce. It does show the
weather overhead, but if my
aim had been only to show-
cose Bruce ogoinst o wide
open sky, | wouldn't have
needed a mountain to do it. |
could just as easily have
token him to the local park
and lain on my stomach
near his feet, shooting
upward with a super-wide-
angle lens against o backlit
sky. [t wasn't until | changed
my fecal length to the
300mm range, that | gat the
effect | was seeking of Bruce
alone on the mountaintop
against rolling hills. An aper-
ture of /32 assured maxi-
mum depth of field.

[Top: BO-400mm lens ot BOmm
Boltom; B0-400mm lens ot
300mm, 1/60 sec. ot £/32]
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I believe in

AS 2

using

of the lens. For

coom with a 1

s | mentioned earlier

the telephoto lens has a

natural tendency to
reduce depth of field and
compress space, as well as
reduce backgrounds and
foregrounds to muted tones
of color and/or shapes.
When | saw this elderhy
man in a small village in the
Alsace region of France,
was on immediate no-brain-
er. Overflowing boxes of
flowers surrounded him on
both sides. “What a great
background!” | exclaimed to
myself and to the two stu-
dents who were with me ot
the fime. His warm and

friendly smile was an chvi-
ous invitafion for conversa-
tion, and | soon learned he
was a local woodcarver and
had lived in this small villoge
his whole life. Being asked
to pose was, in his words,
“a treat,” and my two stu-
dents ond | wosted no fime
in taking his picture.
Althaugh the
graph is a good example of
a simple and pleasing envi-
ronmental portrait, it doesn't
come close to capluring the
warmth of his smile or the
texture of his face. So, |
asked him to stond no less
than ten feet in front of the

sod s also vital

flowering window boxes.
Then, with my comera and
80-200mm mounted on my
triped, | set the focal length
to 200mm ond the aperture
to f/5.6. This combination of
distance between subject
and background plus the
large lens opening assured
me of recording a razor-
sharp image of the subject
ogainst a harmenious wash
of blurry background tone
and color

[Lafi: 80-200mm lens, 1/125
32c. of f/8. Above: BO-200mm
bens of 200mm, 1/250 sec

at f/5.4]
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rs in the bo
furth

round compasitio
00mm or 300mm

sser and also
of sharp-

f field) even

sion tubes with a le
lled a 2X con

three) that, when place
s and the




anuel is the three-year-
d old son of my friend
8 ¥ B Arnold. He hos one of
those faces that makes you
run for the camera. With any
children, you absclutely must
compose the shot al their eye
level if you want to convey
their sense of innocence. |

asked Manuel 1o get on his
belly about twenty feet in
front of a large evergreen
hedge. | followed suit, meet-
ing him ol his eye level, and
was able fo record the back
ground hedge as a washed
out tene of green, which
served 05 a nice bockdrop.

[300mm lens, 1/500 sec.of f/4]

lone pigeon caught
my aftention as |
approached a fountain
in the early morning while
walking the streets of
Rothenburg, Germany. As |
already had my camera and
BO-400mm fens on a mono

pod, | wos quick o set up,

rom a distance of obout
twenty feet and focal length

set to 400mm !
“pull” the bird
g
of a large hotel wall with
nui

and

| was able fo

out of a back-

und that was comprised

rous windows. In addi-

1 1o the long focal length
y subsequent aperiure

woice of /8 also helped in
rendering the back
uted lones ond shapes.

ound as
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s 50 "French” lo go fo fhe
Ii:mke!y every mormning angd

buy your baguette. IF's ey
uncommon to see the cafa,
bistre, and restaurant CWniary
carrying armloads of
baguettes aut of the bakerias
and onfo the streets as they
head back ta their own
places of business. On ane
such morning, my wife was
going off to buy some
baguettes for an upcoming
gettogether with friends, |
immediately thought, "Phote-
op!"—and as she headed
out the door, we agreed io
meet near the bakery affer
she made her purchase and |
wenl fo gather up my gear.
With my Nikkor B0-400mm
lens and comera mounted an
a tripod, | wos able o com-
press the space in the back:
ground and narrow the depth:
of field considerably with the
focal length set to 400mm,

[80-400mm lens ot 400mm,
1/125 sec. ot f/5.6]

47 hoosing a viewpoint from
{l obove and then shoafing
S down con offen reveal
some new exciling compasi-
tions of tired and worn-oul
subjects. Most often, a high
viewpaint is combined with o
wide-angle or “normal” lens.
Rarely is it used with o lele-
photo, unless you're really
high up, such as on the
rooftop of a skyscraper or in
a helicopter. But since | was
in one of those rule-breaking
moods, | shot this picture of
my friend Fabrice while look:
ing down from my second-
floor window |opposite).
Agoin, solely due o the fele
phota’s inherent compression
of space, the normally &° 2%
Fabrice was reduced in size.
Holding my camera, | chose:
to focus an the sunglosses an

top of his head.

[B0-200mm lens at 1&0mm;
1/125 sec. ot /8]




15€:

wo qualities of the elephoto are its inheren-
Iy shallow depth of field and its ability 1o
compress the relative position of objects in a
scene, thereby giving the impression that the space is
“crowded.” Try this grear viswil tele-zoom exercise
know will help you “se

that with this unique lens.
Take out vour camera and tele-zoom, and frame a
person right in the middle of the viewfinder with the
lens set to its shorest focal length; for example, if
using a 60-300mm; set the lens o 60mm. Make cor-

wmin that the person is not standing up against a wall

D DEEING Wit

or hedge, but mther is at least ten feet away from any
background. Also make sure 1o frame the subject so
that the head is at the very top of the frame and the
feet are at the very bottom. Now take the picture.
Then, zoom the lens w the 135mm focal length
and walk backward until the person’s head and feet
dre once again near the very top and very hottom of
the frame. Take a picture, Notice that when you
frame the person at the shorter focal length, the back-
ground is far more diseernible than when you photo-
graph the pe

SON N ex:

ict proportion at the long
focal length, This lack of depth of field (the fuzzier
background) at the longer telephota range is why
experienced photographers choose this longer tele-
photo range for selectively focusing subjects such as

llowers and simple portraits

If you can record effect with a moderate tele-
photo lens, such as those in the 135mm mnge, imag-
ine how much fuzzier you can make backgrounds
with the 200mm, 300mm, and 400mm focal lengths.
Interestingly enough, the closer you physically move
toward your subject, the more diffused and less
defined your backgrounds become. In effect, you can
tarn that busy and colorful wall of graffiti into a sea
of multicolored tones by simply choosing to photo-
graph your subject ten to fifieen feet in front of the

wall with the rele-zoom set to 200mm or 300mm.

There are also the super relephotos, which range
in size from 300mm o 2000mm, but they are seldom
used by amateurs—not because they aren't fun to

work with, but because of their exorb cost. One

CAIME

manufacturer currently sells its 600mm F4
lens for §7.800. Any takers? Obviously, these lenses
are useful, but they're reserved, for the most par, for
the profes
especially those who shoot spons and wildlife,

IE your curiosity about these longer telephoto lens-
s is oo much to ignone, consider calling up the local
“pro” camera shop. Chances are really good they
have one of these “big guns® available on a daily or
weekly rental basis, With a linle preplanning, renting
ane of these big lenses could reap big rewards, Who
knows? Perhaps on your next African photo safar,

onal or serious amateur photogripher,

you may be the one who caprures the “kill” in a fresh
and exciting light and, before you know it, has made
$10.000 on thar one image—and all for the price of a
rented lens:

THE TELEFHOTO LENS



i an

ooner or later, most photographers deve

interest in seeing the world from a close-up

point of view. The camera industry, now more
than ever, has accommodated this desire by

ude of different focal

manukacturing

1 zoom lenses—many of which offer a macro or

close-focus feature—as well as close-up filiers, exten-

sion tubes, and true macro lenses. All of this equipment

is designed to allow phatographers 1o explore worlds

that would otherwise pass by unnoticed. Sometimes,

you may find yourself r subject

ing so close o

and

that reality fades away and worlds metric

microscopic elements eme

s unlim

e close-up, or macro, photography of

ited possibilities of explomtion, 1 often prescribe the
close-up/macro lens 10 students enrolled in my Internet
photography courses as the antidote for umes when

they lament. “T couldn't find anything to shoot this

week.” Consider the world view from the perspective of

an ant and it soon becomes apparent that the world has

er—much, much bigger. And wh

just gotten bj

new ground is explored solely with the vision of the

clase-up or macra lens, it s no surprise that, even

5, ONe Wi

one hundred Lif Il have barely scratched

the surface

Close-up or macro p raphy involves, not sig

sual camerit positions and subse

y, a lot ol u

will Ffined

n, you

quent points of view. Ag vourself

spending a great deal of time on your knees and belly

g k. There's also the added con

as wel your b

plication of a shallow depth of field due to the close

focusing distinces even when using apertures as small

as f22 the surest Wiys 10 OVerco this limit-

=5 i5 10 keep the film plane parallel

to the subject whenever possible and use a firm and

steady pair of ¢ lbows or a trif 145 ‘||‘I|,{Ir|k|.|||,.

o ground level

legs that spread all the
Althe

associated with nature subjects,

photography has lo

ih close-up

et

re from sl

macre vision to that, | made my depa

ume aga, choos

s0 explore

GoCasio npster. 1 willingness to be open 1o any

subject is a sure sign of learn

PANDING YOUR VISION



ingapore’s Senlosa

Island boasts o butter
w¥ park that is home fo
more than 4,000 butterflies
Hover's p
se. Experience had
already tought me thot this
type of subject matter
requires an extension fube
ny comera, Mikkor
80-400mm lens, and 36mm
on tube, | was ready
r the hunt. | didn't hove fo
trovel for, as this wos a nek
ted enclosure ond there were
literally butterflies every-
where. In composing the
image opposite, | made it o
point fo choose a viewpaint
that would keep the butterfly
paralle! to the film plone,
thus assuring the necessary
sharpness. With an aperfure
of /8 and the resulting limit-
ed depth of field, | was also
assured of rendering the two
fareground palm fronds as
outolfocus areas of color

5]

[ O0mm lens, 36mm e
sion lube, 1/30 sec. of /8]

k break-
fast, | strode out into my
backyord, anxious to find

o spiderwel or two, The

night before, the weather-

man promised o lot of early
morning dew—ijust what the
closeup photegrapk
to make some fruly com-

pelling spiderweb imoges. It
didn't take me long o nofice
one, and | grabbed my

Micra Mikkor 105mm lens,

camera, and iripod. | chose

a viewpoint that would put

the subject paralle! to the

film plane, thus assuring
sharpness from the top of the
web o the bottom. Since this
spiderweb was omang rows
of daohlios, | got the odded
bonus of the flowers forming
on outoffocus background
hue. Note: The depth of field
con be very shallow when
shoofing close-ups—these
dahlios were o mere twelve
inches awoy from the web.

ollowing & qui

r needs

[105mm lans, 1/15 sec
of f/164]

Ixtension Tubes

m et a big f

of clese-up filters; I've never been
pleased with their optical performance. On the

other hancd, T am a big fan of extension wbes

sion tubes are nothing more than metal rings
that fit berween yvour camera’s body and lens. They
“extend” the rear element of the lens away from the

camera’s film plane, and optical law states thar the

farther the rear ment is from the film plane, the

be able to focus, Since extension tubes

have

no added

ass (they are just hollow metal
tubes), they don't degrade the sharpness of the lens.

So, what lenses do 1 recommend using with exten-
sion wbes? My personal favente combination is a
Aomm extension wbe with a 300mm or 400mm focal
length lens. As you may know, these long telephotos
do bring distant subjects up close, but they also have
Iy

close. Normally, these lenses cannot focus any closer

one major drawback—their inability to focus re

than fifteen feet, bur with the aid of an extension

tube, their ability 10 focus closer is improved
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ing a very leisurely ofier-

noon among over fifty
iguanas inside an open-air
garden, this one in
Singapore. | was free to
roam, as were they. Toward
sunsel, they appeared even
more lethargic than they
were earlier in the day, and
it was my hope that | could
fill my entire frame with the
lone eye of one iguana sur-
rounded by the beautiful tex-
ture of its skin. My earlier
atfempts in getting close
enough had made the igua-
nas get skittish and run off.

| chose one particular
iguana because it, more
than all the others, appeared
to be the most fired, as well
as the oldest. | reasoned that

There’s nothing like spend-

age and fatigue would be
my allies. Slowly, | crowled
toward it, all the while keep-
ing my camera and Micro
Nikkor 70-180mm lens to
my eye. With my aperture
set to f/16 | had already
adjusted the shutter speed to
1/60 sec. All | needed was
to keep my eye on that
viewfinder. Occasionally, as
| got closer | would fire off a

frame or two but, within min-

utes, was almost there. As |
finally reached that point af
which | could focus no clos-
er, | saw that my viewfinder
was filled with the lone eye
and the surrounding fexture.

[Opposite, both photos:
70-180mm lens, 1/60 sec.
at #/16]

J know of no lens that can
break through those feel-
% ings of lethargy and apa-
thy quicker than the macro
or close-up lens. All you
have to do is point it at

almost anything. While visit-

ing my brother in Seatile, |
awoke fo find his backyard
covered in dew. Deflated

and slung over a chair was

one of his summer remnants:

a lone inflatable raft.

Although the air had gone
out of it, it was still teeming
with life—very bright and
colorful. Over the next twen-
ty minutes, | managed to
shoot more than seventy
graphic, fullframe composi-
tions of line, texture, and
pattern. | felt wonderfull

[This page, both photos:
70-180mm lens, 1/15 sec.
at /32]
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What Makes a Striking Image?




chaos will soon be 1

n your and, with chaos comes

with stress comes an inability 10 ™

and a poor performance taxes one's self-esteem

m
well

Successful photogray relv on order,

And the
to photographic composition

elements that brin

are line, shay orm, texture, pattern, and ce

r—the:

ts of des

are the el Every photograph, success-

f at least one i

contains

not several of these

subije;

All of these elements

ic value—particularly line, tex-

ture, and They can be experienced as either hard

or soft, friend hostile, strong or weak, agaressive or

Most of

passive, the tir

, We see

nd utilize

ese ele-

ments with unconscious abandon. Your memory and

life experiences aff
]

your sensitivity to various

visual e

nents, and this in m affects how you use

them in your compositions.

hese glass blocks are
N part of o short wal

8 enclosing a friend's front
porch. Is this image "art"?
As with all ant, the answer is
subjective, but one thing is
certain; It's on image with
impact—and for good reo-
son. s an image of shape,
line, texture, ond color, an
image that's made up solel
from the elements of design

[35-70rm lans, 1/
at f/11]

40 sec

Exercise: Mastering the
Basic Principles of Design

cars ago, [ began giving students an exer-
that [ stll use today. It ean help not
expand your vision but also reveal

cise
only

pans of your inner psyche: your likes and dislikes

Gather up about eighty of your images, prefer-
ably those without people in them. (If you cannot

finct cighty people-fr

images, gather up eighty
images with people in i of them.) Ser them aside
for'a moment, and take a sheet of blank paper and
draw six columns on it At the top of each calumn,

list one of the following: line, shape, form, texture,
panern, and color. Now, begin looking at your pic-
tures, one by one, with a critical eye. Carefully study
each one, and make a check mark in the columns
that

st deseribe the elements that dominate the
composition. It is more than likely that one or pos-
sibly two columns will have more chee

marks than
the others. Consciously, we all favor certain design
elements. Both the conent and the arrangement of
your pictures reveal something about your psy-
¢he—assuming, of course, that your reason for tak-

ing pictures Hows from your own feelings and

responses 1o the world around you, and isn't simply
an anempt at duplicating someone e

se's style,

Take notice of which columns have the least

check marks. These are your “weaknesses,” so grab

your camera and he

d out the door with the goal of
creating imagery that addresses these weaknesses.
Take only your telephoto or telephoto zoom. Either
of these

lenses reduces perspective, which
al design since the factor of

depth has been eliminated. As discussed earlier,

enhances good vis

telephoto lenses also have a namow angle of view,
which can further eliminate surrounding clutter and
let you focus on the specific visual elements yau
wanl (o empha

size.

When I wrote the first edition of this book buack
in 1988, my line and patem columns were hex
checked. Fast-forward to the year 2003, and | have,
for the first time, an equal amount of check marks
under all of the columns—and for the first time that
includes the texture column! Mastering the basic

ily

principles of design will be a liberating experience!
These principles will allow you to chart your course
and set sail on an ocean of ideas

WHAT MAKES A STRIKING IMAGE®



| ?‘ j hile standing in a line
Il;',f.L.l'f outside o Hindu tem-
W ¥ ple in Singopore, the
waoman in front of me pre-
sented a fobulous composi-
tion with her long black line
of hair contrasting against
her bright orange sari. Since
she was o bit shorter than
me, ond so that | could keep
the line of her black hair par-
dllel to the film plane, | squat-
ted down just o bit before
making the photo. It wos
easy fo do this since | wos
holding the camera and not
using a fripod.

IENTS OF DESIGN

It might be a bit unnerving
for some photogrophers to
take this kind of shot for fear
the woman would turn
around at the sound of the
camera shutter going off. If
she had (she didn't), | would
have simply explained the
reasons for my enthusiosm
and hoped that she would
have been flattered. Although
| believe in asking first before
taking somecne's picture,
there are situations in which
the timing won't allow i,

[35-70mm lens, 1/250 sec.ot /8]

f the six elements of design—line

shape, form, texture, pattern, and

Ling]
wre can be no shape

color—which is the

Withaout

strongest?

line

without shape there can no form, with-

re can be no texture. And, with-

out shape and form th
out line or shape, there can be no patern

be long or short, thick or thin. It can lead

A line ca
vou away or move you forward: It can be feltas restful,
rigic, active, soothing, or threatening. The emotional
? line cannot be overlooked

meanings of Some of us

n line as sickly or unstable, and yvet aths
A thick line for
bt

expenence a

ers see it as sexy, cute, and vulnera

some may feel stable and reliable, for others

unhealthy and stern

In nature, curvilinear lines dominate. They are the

wind, the rivers, the surf, the dunes, the Hhills)
Curvilinear lines are experienced by most as soft, gen-
tle, restful, and relaxing. Jagged lines are also présent in

ture. the most obvious being mountain ranges and

their peak wy have also shaped much of history, a5

wars were fou, with arrows, knives, spears, and
sham, dan-

and threatening, Even the

swords. Jagged li can be experienced

gerous, forceful, chaotic

investor on Wall Street is all oo familiar with the chags

caused by the jagged line
The diagonal line evokes feelings of movements

activity, and speed, It is solid; it is decisive. The cyclist

knows the diagonal line presents a challenge going up

and the exhil

ation of speed g

nal line will always breathe life into an otherwise stitic

composition. Being conscious of the subtle feelings

wigted with lines will allow you to manipulate a
phote

iph's emotional impact,



hen locking for sub wrecking yard continues to
W t ! tre is  be high on my list of the
e spots, | caught sight of these
for n ! snderd sied

ground
tion of line and sidelight cre

full of texture,

d depih

[80-200mm lens ot 150mm,

1/125 sac. of /18]

I
and the local junkyard or



lthaugh the 5 curve
A occurs abundantly in

nature—for example, a
meandering stream—it's also
evident in the man-made
roads and troils of the coun-
fryside. Considering that this
is a flat landscape, someone
hed the “compasitional fore-
sight” to build this road in
the form of o simple S curve
through the postureland of
Bavario, Germany. Clearky,
the road could have been
built straight since there are
no rocks or frees fo avoid

52 ELEMENTS OF DESIGN

When | saw this scene in
my rear view mirror, | felt
compelled 1o stop the car
ond photagraph it. With my
camera and Mikkor 300mm
lens mounted securely on o
iripad, | chose an operture
of §/32 for maximum depth
of field and then simply
adjusted the shutter speed to
1/30 sec. This imoge wos
later used by Volkswagen of
America in their 1996/97
new-car calalog that wos
sent to all the dealers.
Volkswagen didn't buy the

use of the photogroph from
me directly but from my
stock ogency in New York.
When | made the image, |
cerlainly did not hove
Volkswogen in mind—I sim-
ply wanted ta caplure and
convey the meandering,
carefree, ond siress-free
road. You just never know if,
when, how, or by whom the
images you make today will
ever be used.

[300mm lens, 1/30 sec
al £/32]

nlike the S curve of the
U road abaove, note the

power of the two con-
verging porallel lines formed
by the rows of trees flanking
this straight road in Wes!
Freisland, Helland. This
direct type of line is often
associated with the business
world. The message is "stay
the course, keep your eye on
the goal chead.” There's no
slow, meandering messoge
herel It knews where it's ok
ing you.

[80-200mm lans at 135mm,
1/30 sec. ot ff22)
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Shape

incipal ¢

think you

unil vou see s

, they m

rcles. As the

WEIr oW G

rougl

unseen, and most have a stan

I wer has returng

ovies play

aves

No one actu sEes

wion to mn wild audie

eliminate, ey

WPOST

1 phe

shape, there are several 1

First, shape is best defined when

hacklit. Sec

ther

1 Strong contrast

between t

pe and its surr YO Wing 1o

oot silhouettes, the

ws than just

before sunset

sever

minutes

unrise and several

and texture

both vanish at limes

only stark

tlines and pro > sky

uette e purest of all shapes, so it is not surprisin

that si

uettes continue 10 be the most popular shapes
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ng only stark s

opes. To fil
the fram f

me with only my v

and daughter against the set
necessary fo

nge 1o the tele

use of o 400mm

P image, opposite,

red out the clubier seen in

w it and left
that wos
d wilh my wife and child

Bra poir
left of it

1 of the sky to the
sun, | then rec

nd shot the scene

it was
fel

graph il

This time, | ne 1 couple
approaching 1t

noliced by their ha

tures that they of ed
quite enthused, and the man
was also corrying on

wbrella. It struck

opened u
me os odd to see someone
with an apened umbrella on

2 frame,

they starled fc v in @ cir

cle, slete with the

ce in the fos
Astaire and Ginger R

It was soon over, this “dance

and on their me

way they went

of life,

m e

SHAPE



NHONS,

asica is seen in three d

has only two, Form assurcs

while a she

ject has de nd exists in

e real world. Since com

depends on | the resi

1 under sunny skies

st berween

pe give it i
i circles evoke dif-
forms of these

lelig

il forms of

hen | made this

series of pictures in

Beaujolcis, Fronce,
the sky overhead was filled
with puffy clouds lingering
from the early morning rain
showers. As each cloud
passed beneath the sun, a
big shadow fell across the
landscope, covering portions
of the scene. As the cloud
moved on, this shadow also
moved, cliernately covering
and revealing the form of dif
ferent areas of the land-
scape. With my camera and
80-200mm lens mounted on
a tripod, and with my aper-
ture sef to /16, | adjusted
my shutter speed until 1/125
sec. indicoted o correct
exposure for whichever part
of the landscape was in the
light. | made a point to shoot
vore than o dozen shots,
each one uniquely different
due to the subtle change in
the landscope's form coused
by the cloud overhead.

[All phetes: 80-200mm lans,
1/125 sec: ot £/16)
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know the importonce of

form and shape. Both
are often vital fo the success
of @ landscape imoge.
Sidelit landscapes are most
often preferred, since side-
lighting reveals form better
than any other lighting con-

l] andscape photographers

difion. In this series of photo-

graphs, | began near the
edge of this field of rolled

bales of hay, and chose a
sidelit point of view and o
compasition that empha-
sized the dromatic sky
Handhelding my camera
with 17-35mm lens, | set

the aperiure to /14, odjusk

ed the shutter speed 1o
1/125 sec., ond made the
first expasure [opposite,
top). | then walked farther
into the field, getting closer

to the bales, and made
another photegraph (eppe-
site, bottom). Then | maved
even closer until one bale
filled almost half of the
lower portion of the frame
{below). In all three phote-
graphs, form and shope
dominate the composition

[All photos: 17-35mm lans,
1/125 sec. ot #/18]
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nent of design 8 more capa

ps no eler

of exuding deep emotion than lexture

ne being

SOIMEC

witness

Even if vou o

thrown from a bicvele, a chill g W

spson skidding,

the 1

VOUr Spine ds Your s

ravel pathway, In our

d face down, across a

aaH we use texture to describe most every-

p ming, a dull

A rough day, a soft touch, a

thing

movie, 1 sticky mess, A womian's sofl vOIce mary rouse

man's g

A hard-

vulnerable feclings, but a

ale Of
SSi0n

voice may elicit fear

affection of emplovees,

ass sele

nosed

whereas the smoath-talking boss olten does. These are

influence

just o few examples of exture’s

Although we use texture as a means of describing

events in our lives, it's not ds readily apparent

prho-

unlike line or shape, doesn't

iphic work. Textu
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shout o make isell known

OF all of the elements of

i that is most often “hidden -

as well as conveying

Xllre
A compelling
shape, pattern; or color—

depends on one critical element: lighting

we of texture—unlike line,

«| suclel

ht. 50, it's IMPEriive
e on osunny days i

endent on low-ang

is «le

that vou search for texiu

the early

morming or late afternoon hot SOME fex.

ture-filled compositions are olivid

of a tree, others require much closer inspection, and

getting los of use

you may find your macro lens

Once vour begin (o see—and ¢ ise with—texture

crestin

its- other use in

vou may d 2 compelling

I element in o vas

landscape 1

COMPOStion: nclscape, texwre can arouse a height-

ened emotional response from viewers as their sense of

touch is




Wm\rering much of the

ndows inside my house!
And why niot, since the
hiouse | was living in ot the

rmight hod droppe |r)
gle digiis? As ene who
believes that when

e, | was qulc

‘ab my gear ond shoo!

se magical details [op
site], With my camera and
Micro Mikkor 105mm lens
on a fripad, | moved in cl
on a number of frosty fex-
tures. With the lens and com-
era parallel to the window, |
chose an aperture of /11
“and simply adjusted the shut-
fer speed to 1,/30

[105mm lens, 1/

W-:

of this










an

presented itsalf in the







my introdug

)

X m

ell experiencing a level

tograp

thusiasi

particular clay, I was focuss

recl o

lens on

ad just prepared as
nping trip. The combina-

all the pat-

tion of the ¢ the texture, and most of

al rolls of flm

tern caused me to shoot more than se

not only I

I later realized d

tunities, but that

more pattern-filled oppe

yme inner psychology about myself. All

wenis of design elicit some very profound emo

«sponses, and for me; pattern had this uncanny

ncy, and

of stability, consiste

1o evoke em

fe, secure, and reliable because

It also fe
table. Whe:

ome, all of

the job or at

us gree of predictability. This predictabili-
Iy is expresse of bel r looks
dat fnerm 4s a4 means o 1 you

you'Te oks for pat-

ire the

ans (o o vicholog

as a way us understand our

a 1t becomes accusto: 3 the

n of the newhe

patie Withow pattern, our world
waould be pure chaos
several vears following my encounter with the sliced

nbers, 1 1

U

[OMALGes  an de

another discovery

I had arrived early in the morning at

patter

¢s north of Cannon Beach,
le had b

ds of small, rounded rocks

Indian Head Beach, a few m

Ihe morning driz

ght a shiny

that covereg

pattern in abundance, o be sure. As |

d di

d atop this patter

lay, my eye:

the rounde

a feather lying among

1 reach

ntici 12 a frame

macro lens,

cather I the eight or nine

5 S¢p-

ks in marked con

¢ pattern

SIS 1

yihim and har:
undivided attention—just like a crv.







B s l've already men-

tioned, | love fo hove
B W any excuse fo photo-
graph looking down on sub-
jects, oftentimes from much,
much higher vantage points
Although | spend a great
deal of fime walking upen
this good ol’ earth, my mind
is often asking, “How would
my surroundings look frem
overhead?” Alter walking
dlong the very popular
Bondi Beach in Sydney,
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Australia, | felt that the
answer to this question
would be simply amazing,
but then came the even more
important question: Could |
get a helicopter rental on a
Sunday, and would a heli-
copter be dllowed 1o fly
above this beach or was it a
restricied zone?

Two hours later | was air-
borne and having the fime of
my life. With the bock pas-
senger door slid wide open

ond the safety harness
secured around my shoulders
and waist, | didn't hesitate to
lean cut the open doorway
ond make a number of expo-
sures of the varied and ran-
dom patterns of people and
things that lay on the beach
below me.

Renting a helicopter is not
cheap, of course. For my
one-hour ride | coughed up
$900, but within three
manths of placing this photo-

graph with one of my stock
photography agencies, if
had sold on three different
occasions for o combined
total of $2,700. At this writ
ing, that number has
increased to mare than
$18,000. This certainly
proved to be one time when
investing in a helicopter
rental reaped big rewards.

[80-200mm lens at 200mm
1/500 sec. ot i8]



i rom a nearby hilllop over-
locking the city of Lyon,
France, | was able to

te

angled sidelight of 1
to-be-setting sun (below)
With my comera and
80-400mm lens mounted on
a triped, | zoomed out all

the way to 400mm. As holds
true for many pattern
images, this photograph

would make for a most chal
lenging 3

A similar subjeci—the
of the city hall in

nan fown of

2n—is covered in
tiles that form a very striking
pattern (bottam). To fill the
frame with nothing but tiles
would have no doubt result
ed in a harmonious and

rhy
| chose to "disrupt” the pat-
tern by including the town

composition, but

clock in the shot, Supported
by & bockground of harmo-
nious celor and shopes, the
clock now find:

ds itself “center
stoge.” Again using a tri-
pod, | set the focal length to
300mm, and | chose a
aperture of /32 for maxi-
mum depth of field

PATTERN



hile photographing

down on o small

group of flamingos
ot the Jurong Bird Park in
Singapore, | was in for o
pleasant surprise. Shorly
after making several images
of anly flamingos, an
orange ibis flew into the
scene, inferrupling the pat-
tern made by the flamingos.
This “disruption” immediate-
ty became the scene’s center
of attention.

[35-70mm lens a1 70mm,
1/125 sec. ot /1]
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Jy hile on assignment in
| Singapore, | spent sever-
¢ ol days in Little India
photographing many of the pec-
ple who live and wark there. |
noficed one man sitting out in
front of his shep reading o
newspaper. Following my
request to take his picture, he
obliged ond | simply framed
him in front of the patterned
background against which he
was already seated, Since he
“disrupted” the pattern, he
became the focus.

[105mm lens, 1/250 sec. at £/5.6]







[ Tar 1[4

n oy or

my [nternet photography courses,

gest first that each student st

tern:  opportunities. Since patter

are abundant <l since they ¢
playful, this is a great way 1o be
explonng the elements of design and, vou
have o go | 1!

If we

health

confined 1o the house for any

or inclem weiather—

parenti

dlespair y a small eard able tor even

ext to o south-focing
window, | set up my

worn-out card fable
with @ blue glossy board on
top. | felt this addition of
color would bring needed
contrast o the silverware that
was about fo dump on the
tabletop. With my camera

LEMENTS OF DESIGN

1 photo workshops, as well as

1 always sug

1 looking tor pa

16 Move on over (o the stacked dinner plites ang
1 often be seen s a panerned composition of i
one's journey into

don't

use the

dumpi

ripod (o get

P as. possil

those eig ng glasses inoa pattern @

one with water while putti

ing in them. Then

ful pattern

i forget patterned composition of

straws that you can take with vour

and lens on a tripod, |
locked at the scene before
me and, after doing seme
minar rearranging, filled the
frame with the patterned
compasition | was seeking.

[35-70mm lens, 1/15 sec
at f/14]



lens or with the addition of an extension tube on your
35-70mm zoom lens. | can think of at least five more
ideas just in the kitchen. Can you? When you're done
in that room, consider the wealth of new swiff that
awaits you in the garage! Expand your search lor pat
terned. photographic  subjects o lea markets and
wrecking yards, or simply walk the streets, IFit's rin-
ing; take note of the miny patterned compositions of
rindrops atop the colorful car hoods. Investigate
empty parking spaces and discover the miniature “oil
spills™ that often form there (page 69)

And of course, nature and agriculture are great

e stands (see the

sources of pattern: fruit and v

images on pages 54 and 55), lems, flowers, and

orchards o name just a few, In fact, if there were an
award for the best location for pattern, | would have
to-give it o those outdoor fruit, vegetable, and Mower
markets that are a permanent fixture throughout much
the back roads of

of Europe, as well as along

America’s farmlands, (Nete: When shooting at many of
these outdoor markets throughout the world, don't

barir

a tripod, You—and others—may trip over it.)
The possibilities for photographing patern are enil-
less. Although your chasen subject may be nothing

more than a bunch of red peppers (as in the in:

O

page 0), a very simple vet graphic composition will
make you take notice. Pattern is everywhere, if you

take the time o look,

n a nearby kitchen
@ counter, my wife had

just placed o new box
of straws for the kids follow-
ing her Irip to the grocery
store. | grobbed them quickly
before the kids could disturb
them, and placed them on
the table. The paftern oppor-

frame and shifting the cam-
era's plane so that it was at
a slight angle to the ends of

tunity was obvious, but |
needed my macro lens to fill
the frame, since the area of

mulficolored straws was no
bigger than three inches
square. With my camera
and Micro Nikkor 105mm
lens mounted on a friped, |
maved in close, filling the

the straws rather than paral-
lel), bringing o sense of
movement lo the composi-
tion, as well.

[105mm lens, 1/8 sec. at [/22]

PATTERN



Color

ome time ago | was sitting in a local café in

Lyon, France, reading the day's news in the

International Hevald Tribuene. Severl minuies

following my amival, two young men walked

in and took a seat within earshot of me. What
caught my atention was one young man's overstuffed
camers bag and the two Nikon F100s hanging from his
neck. He was either a very serious amateur or a sea-
soned professional. Over the course of the next thirty
minutes, their discussion centered around photography,
and of all thar they said, one comment made by the man
with the gear stood out the most: “Color is so obvious.
Where is the surprise in that? The real art in image-mak-
ing lies in shooting black and white.”

This is neither the time nor the place to begin a
debate on what constinutes art in photography, whether
in color or black and white. However, this is the perfect
opportunify to address the Fact that color is indeed obvi-
ous. It is so obvious, in fact, that many photographers
don’t see it at alll If people really saw color, they would
be far too consumed by the need to shoot color if only
for color's sake.

To really see and become an effective photographer
of color there's much 1o learn. Color has many, many
messages and meanings. You must also become aware
of color's visual weight and the subsequent impact it has
on line and shape, as well as its varied hues and tones.

Perhaps since the advent of language, man has inte-
grated color into language. “Feeling blue?” “He makes

me see red!” “I'm green with envy." “The whole towp
come down with yellow fever." “We got the red-caper
treaument.” “He received the purple heart” “Are you
going to watch the Orange bowl?" “He bought them oy
the black market” “She was as white as a ghes-
“Nothing but yellow journalism.” “He turned blue.”
Although the subject of color is deserving of its awy
baok, if not a whole set of encyclopedias, Twill limit my
discussion to the primary (red, blue, and vellow) and
secondary (orange, green, and violet) colors. Primary

* colors are called such because they cannot be creqed

by mixing any other colors. The mixing of any two pr-
mary colors results in a secondary color: Mixing red
with blue makes violet, mixing red with vellow makes
orange, and mixing blue with vellow makes green
Color is often discussed in terms of lemperature, with
reds, yellows, and oranges (associated with the sun)
often described as warm colors, and blues, violets, and
greens (associated with water and shadows) ofien
described as cool colors.

Red is known as a passionate and powerful color. It
is the color of love and the “power tie” in the white-col-
lar world. It is stimulating, exciting, and motivating. It is
control, rage, and power. It is the color of blood, stop
signs, and brake lights. It is also the color that advances
the most of all colors. What this means is. if you were
to place red, orange, yellow, green, blue, and violet
signs in a field all at equal distances from you, the red
sign would appear closer than the others.
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RED-VIOLET

he color wheel is an
Tordered arrangement of

hwelve subtractive colors
that helps to show their relo-
fionships fo one another. For
example, pairs of colors that
fall opposite each other on
the wheel are called comple-
mentary colors; when placed
side by side, these pairs
complement and intensify
each other. Also, each pri-
mary coler falls opposite a
secondary celor, and each
secondary color falls some-
where bebween the two pri-
mary colors from which it is
made. The relationships go
on and on. Studying the
color wheel con help you get
a better feel for colors and
how they offect one anather.

VIOLET

BLUE-GREEN

Of all the colors you can place with red, blue would
offer the greatest contrast, in large part due to blue being
one of the colors thar recedes the most. Blue is the infinite
sk 1 isia cool color, able fo calm and nurure. It's refresh-
ing, soft, safe, and dependable. It is sensitive and peace-
ful: Blue sheets “feel” cooler on a hot summer day than do
tan, apricot, or lemon vellow sheets. Yellow is light. It is
plaful, creative, and warm. It can also represent coward-
liness and illness. It s, like red, a color that advances.

Orange has the distinction of being the only color
that shares its name with a fruit, and because of this, the
color orange soon became associated with fruitfulness.
It is fire and flames; it is warmith, it is the sun, it is lust,
health, vigor, excitement, and adventure, Orange results
from the blending of red and vellow; a perfect fifty/fifiy
blending results in a “perfect” orange. Orange, like red
and vellow, is also a color that advances.

Green, the most dominant color in nature, is surpris-
ngly not a color necessarily associated with harmony
and balance; it is a symbol of hope and recovery, und of
freshness and renewal. Think of the many green buds of
the trees following the harshness of winter. It's a symbol
of ferility, as exemplified by the many brides who wore

green during the Eli
as

abethan era. It's a symbol of growth
s abundance. It's also the color of aliens, envy,
seasickness, and phlegm. Green results from the blend-
ing of yellow and blue. Like blue, it recedes.

Violet, or purple, is svmbolic of royalty and
Christianity (think of the purple robes of Kings. queens,
and priests). It commands respect, signifies wealth,
implies leadership, and connotes spirituality. The origin
of purple as a dye goes back to ancient Greek times
when a species of mollusk was found 1o vield—through

well ¢

an elaborate and expensive process—a dye subsequent-
Iy called Tyrian purple, which was so expensive only
the wealthiest could afford it. A blending of red and
blue, violet is also a recessive color, even more so than
blue and green.

So, where does one begin to look for color? Many
outdoor photography  enthus: the
mountains, desens, beaches, or flower meadows, while
a few others start their search on ity streets, in alley-
ways, and even in auto wrecking yards. Regardless of
where your search takes you, make it your goal to shoot
compositions that fist and foremost say colon as
opposed to landscape, flower, ponrait, or building. 1

head for

s will
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LS 10 Ty that wherever they chis
1o sieareh for calor, they begin 1o do so with the ald of
i cro Tens. T a big Fen of the Nikkor 70-180mm
micre fens, but any o lens (or moderate
phote with 2 macro Jesture o tefephoto used with
[ Ity the trick
fenee thit  arrowing - your

worled will, i

search o the muich smaller

Admiest

my students whe do this seon discover tha

ou don'l have o go for

greern
st deminant in

the spring ond summi
bot
itis rarely feund in the man
mode world, F
evening of raj

g of clec

in

e,

owing an
L aweeke te

o morming sor skies,
simply heoded out my front

door wi

my comera and
Micrg Mikkor 105mm |

dropped fo my belly, and

was soon immersed in o

multitude of green line

e o sris of the gross

. awn frent yord

in m

[105mm lans, 1/125 sac. i Jf

they're seeing color possibilites non just
i equipment, but alse their lorig 1 £
thesie yeem | One stucent’s remeark (o)
s ol shooting color with her "
1 summs up the feel

v of color has u

carher, color is S0 ol

here, A path wow

Baenelits from o

(T HEL]

ol thee color that surrounds you



ve got shu
I'll probabl
“First an

us your e

on red, bl




can'l imagine anyones

making @ visil 1o the small

island of Burano, lialy,
and not coming oway with
shots of vivid color, It's
apparent within minutes of
disembarking from the ferry
boat that the people of
Burano love color, Over the
been caplivated

years, |'ve
by a host of different subjects
and shat numerous rolls of
film os @ result, but Burano is
the current record holder for
me. Al the end of my three-
day stay, | had shot exoctly
117 rells of film!

| made

turned the corner of one

s image when |

%, MENTS OF DESIGN

small sireet and heard the
sound of children’s laughter
Several hundred feet ahead,
two boys were playing with
a soccer ball in front of the

most colorful hause in all of
Burano. Aliliough this was in
a very narrow alleyway, by
using my 17-35mm lens |
was able to create o compo-
sifion with the house and the
two boys playing in front
With the comera and lens
ose

mounted on a Iripad, | ¢
an action-stopping shutter
speed of 0 sec

Smm lens al

250 sec, of /4]







elars con moke o
splash—literally| The
contrast of the yellow
ball fen odvancing color
oguins! the blue water (o
receding color) serves o
strengthen the feeling of
depth in this imoge.
Asking one the neighbar-
hoad kids o “medel” for me
was a relafively easy propo-

#2 ELEMENTS OF DESIGN

sifion considering it involved
swimming in the pool.
Stending olop o twelvefoat
stepladder enobled me to
shoot down inta the podl,

Holding my camera, | adjus:

ed the seftings. When | was
ready, | yelled "Action!”
and, as insiructed, Danny
launched into the poal with
the bright yellow ball tucked

under his belly, Over the
course of the next thirty min-
utes, Danny repeated this
scenorio for me o number of
times—108 to be sxactl |
gol o number of winners,
and this was ene of my
faverite exposures,

[35-70mm lens ot SOmm,
1/500 sec. o ff8]



hile conducting o
W phota workshop in
Singapore, one of

my students walked toward
me with o wide and preco-
cious smile. She locked like
the cat who had just eaten
the canary. When she
opproached me, she
exclaimed that she had
found o most compelling
subject and wanted to see
how | would photograph it.
Once we had walked back

up the road, | was quick to
understand her elation, She
hod discovered a wonderful
location with the primary col:
ors blue and yellow, ond o
lone black chair. | was so
taken by the simplicity of the
arrangement that | had
already shot two rolls when
my student remarked, “How
much film ore you planning
to use on this?"

| started to laugh because
| had been shooting at such

a fast and furious poce, yet
the arrangement was nof
about to disappear, and
there was no fear of losing
the light since the entire
scene was under the open
shade of the overhanging
porch. | could have easily
offorded fo toke it slow, but
this is often my response fo
images that move me.

[35-70mm lens, 1,/60 sec
ot f/11]
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learly paying aftention
c to color and s emotion-
al messages is an

important step toward devel-
aping photegrophic maturi-
ty. Likewise, so is paying
attention fo menochromatic
color imoges. These ore sim-
ply images comprised of
shades of just one hue
(color), or images devoid of
any colors and just com-
prised of black, white, and
shades of gray. The winter
season is the most likely time
for finding monochromatic
images of the latter type,
although |'ve shet a few in
the summer—Ffor exomple,
two empty while rocking
chairs on a gray porch
ogoinst a white house

To record monochromatic
images of winter snow
scenes, you must plan on
doing so on overcast days
or while the snow is falling,
and choose subjects thot are
stark, dark shapes. That red
barn you photographed last
summer will never record as
a moncchromafic image on
color film in the snow, no
matter how overcost a day it
is—but it will certainly make
for @ wonderful image of
great confrast, with vivid red
against all that white
Instead, choose something
like these three windmills,
which | come upon in West
Friesland, Holland, following
several hours of snowfall.

[17=35mm lens, 1/30 sec. o1
/16 for @ +1 expasure]
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Filling the Frame

speak

wse like the

my vicims? A v

ey ¢

porusty lawnmower 518 e

1= pl

o say that all pl

1l battle: How is my

ow? Should 1 g

weeks worki

details




with all of the wnmower parts spread out all over

sor, for example, ivs difficult, ar best, to F

I'he most obvious

aut exactly what the subject is
i by far the easiest, is o simply tike a step

all of

the subject, In effect, sweeping

ywer pans into a central area. IF wa

aur subject is out of the question—perhaps your

wse grizing in a meadow on the other

then

a lor photo lens. And ver, even

iphing the moose with the longer lens

1 be surprised if the final result is not close enough

Why? Because yvour brain tricked vou into believi

L diffi

the ne. This trickery is; for som

brain 15 constantly blowing thir

cially when you look through the

:r. Your brain will make a very selective

umage

icati berately sof

out the surrounding

k “read” allows you o identify and

This very g

is you're Ic at, in effect “seducing

YOU Inta seeing ondy

we. Interestingly enough,

is your brain's ability to “filter out” this v isual clute

keeps you fro

Let me explain it the day and into the

I our vision and our hearing are exposed 1o and

bombarded w

literally

s and

sounds, Rather t y crazy fn

m this onslaught, our
brain has this n

ility to filter out much of

that surrounds us, allowing us to col

centrate on

driving the car or 10 converse wi

others in

crowded
mall or to eat and read the newspaper in a hectic

SHITE

rant, and so on: You can be eating and rea

paper

d completely miss the hot stock tip bein

And

cussed ar the able next 1o vou you can be so

focused on that moose you have in the viewfinder that

vou fail 1o see t

branc

= of a

at it is really not taking
up as much space in the frame as you think it is

aded just one

final comment abe

g the fra

can't carve a turkey il y

re standing three fe

counter! Get close

utdoor flower markets (this

one was in Amsterdam)

are great places lo hone
your compositional skills, espe-
cially the art of filling the
frame. On this outing, | pro-

ceeded fo fill my frame with a
pottern of tulips—or so |
thought. Yikes! Lock af the
“elutter
the first photegraph [opposite]
Mot unfil | moved in closer

(above) did | match up my
brain’s vision with that of
the viewfinder.

3

around the edges of

[Oppasite

nd above: 35-7/0mm
lens of 35mm, 1/40 sec. ot ff

1]
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verything—and 1 do mean everything—in
your viewfinder that is within the plane of
focus will record on film exactly as you

frame it, and that includes alf the “cluner” above.

below, to the left, and to the right of the subject
And, everything else that is not within the plane of
focus could conceivably interfere in your compo-
sition if you use the wrong aperture. Since aper-
ture controls depth of field, the area of sharpness
may increase behind and in front of your subject.

S0, before pressing that shutter release, inspect
your viewfinder top edge to hattom edge, right
edge o lefi edge. (If you're using small lens open-
ings—f'11, 116, f722—depress your depth-of-field
preview button and then inspect the viewfinder.)
Then close your eyes for a few seconds, picturing
in your mind what you believe 1o be true, and
open them again and look in the viewfinder 1o sce
if, in fact, this same image is in the viewfinder
There’s no better time to crop a bad composition
than just before you press the shuter release,
Photo software programs can do this for vou of
course, but affer the fact, Don't you value your
time more than that? Make it 2 point 1o crop in the
viewfinder. As the saying goes, there's no bemer
time than the present.

90 COMPOSITION

M n a recen! photo
assignment, | came

¥ upon this small lizard at
Busch Gardens in Tampa
E-cy_ Florida. With my cam-
era and 70-1B0mm lens
mounted on a friped, | was
quick to zoom to the 180mm
focal length and Fill the
frame. But, os the first
altempt above shows, | aciu-
ally hardly filled it. It's @
composifion thot leaves the
viewer wishing Io see more. |
couldn't bring the lizard any
closer by zooming the lens
since the lens was already
set to | 80mm; | had but one
option, which is oftentimes
the most obvious and easiest
solution to filling the frame:
walking closer to the subject.
As | did this, | mode sure my
sleps were, of caurse, slow
and gentle, also making o
point 1o keep one eye on the
viewfinder to defermine
when | was close encugh. In
the closer version (right), the
lizard fills the frame in o
way that salisfies the view-
er's curiosity and desire to
see the lizard up close.

[Both photos: 70-180mm lens at
180mm, 1/250 sec. o1 f/5.6]







The Golden Section and. the Rule of Thirds

ince the human mind seeks order, its response
to chaos is one of immediate alarm and then

the attempt to impose order onte the disorder.

ke, for example, the aftermath of a tornado,

which is one of destruction and often death
Returning to the scene from the safety of their base-
mients, people begin to assess the siwation, looking for
shapes, colors, lines, and identifiable patierns 1w help
¥

them determine the extent of the damage. Witk

mind is soon making order—Dborders arce

defined: “We've got 2 twa-block-wide path of destruc-

utes, the

tion that extends about a half a mile,” for example. This
process of the mind is completely involuntary and

almaost instar

EOLUS.
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Whether it be a tomado or something as sumple

sembling the parts of @ model

airplane, the mind wi

do everything it can o make order out of chaos: In

| needs order. This need fior

order 1o feel safe, the m
|

order extends to ar, as well ils COre, every success-

ful painting is due 10 an orderly and cohesive compaosi-
T T be

felt were compos:

express order and what the

em

ional ideals, the ancient Greeks

n guideline that is still being used
ngle
with longer sides that were roughly two thirds grea

devised a propr

s referred to @ rec

today: the Golden Section. T

than the shorer sides, for example a 5 x S-inch rectan-

gle, This proportion became the stanclard for mueh of

their architecture, as well



. artists were realizing the eye's preference for
Sgon, Artis ; :
ying an imaginary grid of two evenly

nel were |

ind vertical lines over this ideal rec-

se known as the Rule of Thirds, and artists would
eme =y B .
it to help determine optimum subject placement

they reilized that how they placed imponant ce SN HOST
_'H“_'L elements with respect to these lines and their
iniersecting points determined the success of an image,
Placing important clements along these third markers

improved things substantially, The fact that this
e is still in use today in all of the graphic ans is

cysterm is ¢ 1 us 3

proof of its veracity

" e Rule of Thirds is used in photographic composi-

well as in painting, or other more traditional

ediums, because composition is just as important in

hotography as it is in painting. To use it, when you
photography as it i i 2

acing against the sunrise

clack, | finally reached

the top of the country-
side obove the Rhine River in
Germany. | quickly turned off
the main road and onlo a
small one-lane road. When |
found this spot, | hurriedly set
up my camera and lens on o
tripod and framed this sun-

look  throy

viewfinder divide the
thirds, both horizontally
i

frame

anel ve

ally, and picture this
S vou

ginary arid over the |

5 COMpose

For vears now,

I've wondered v

Wra man-
d of
ameras offer
il
sranted, the grid s not capable of
scarching out unique and n

ulicturer has yet made a viewfir
thirds. |

1t offers
findl it simply amazing that today's ¢
ettifer everytl

bt still no auto COMPOSIHon via :
in the viewflinder!

ver-before-sey

1 :
apher's job. But, 1 can
only imagine how many beginners

5

that will always be the photogr.
andl even intermedli-
e photographers would 1
Nikon, Canon, Minolta,

cfit from just such a grid

nd Pentax do offer grickscreen

optiens, but these grids are comprised of

tal lines and son

times five vertical lines
55 board! Other t

that's

helping phote
keep horizon lines st

ght, these grids really serve no
useful purpose

rise scene. As you can see
by my placement of the grid
of thirds, | felt the interest
waos greatest below the hori-
zon and so | allofied two
thirds of the imoge fo the
lond and one third fo the sky.

[75-300mm lens at 300mm,
1/60 sec. at f/18]
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hile on on assign-
ment for o corporate
annual repert in

Mevada, | made this image
following sunset. As ore
many of the imoges made
for @ corparate annual
report, this photograph was
staged; once everything was
in place; | simply mounted

9% COMPOSITION

ust like the Flemish and
J Duich painters, | love to

capture the drama of the
sky. On an outing in the
south of France, the sky had
been conducting o wender-
ful symphony of lightning
and thunder. | followed the
storm eas lo west—finally
stopping when | came upon
this large field of sunflow-
ers—and waited for a small
opening between the clouds

my camera and lens on a fri-
pod. Clearly, this is anather
composition emphasizing the
sky. Any fime you emphasize
the vast sky like this, you cre-
ate a feeling of humility in
the landscape below.

[80-200mm lens ot 100mm,
1/15 sec. ot £11)

that would let some early
marning sunlight dewn onlo
the field below. Since my
interes! in this scene had
shified to what was obove
the harizon line, | ploced the
harizon near the bottom
third of the composition by
filting my triped and camera
a bit upword

[B0-400mm lens, 1/60 sec
o {/22]




and a Preferer

people dre more

sil cl by threes—;
: - =z 7 L i . of the Rule
number three, Think o = Three Mus :
Blind Mice, the Three Ste




50/50 vs. 66/33

example, with the horizon line—you run the sk of

Ithough every image or idea begins with a
degree of uncerainty, there is one constant: recording a composition that is undefined and, subse.
quently, indecisive.

Rarely does u composition succeed i the

space and elements in a scene are divided equally in When objects and subjects are treated o

half. By spliting the frame into two equal parts—for

often—although not always—cancel one
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In the sports world, for example, games rarely end in
n the:s :

fies: there ar¢ estr innings, overtime periods, and
s i : :

1 plays to determine a winner. In

suddden death™ e
arena, 4s people in America have recent

the paolit
Iy witnessed, a presidential election cannot end in a
e eithier. Similarly, in photographic composition the
o Al ) -
v demands that a clear “winner—one element in
@ s

an the

thets—be conveyed. Breaking up the space within
cthers— y :

the frame that clearly has more importance

tion suffers from a “fie." The hori-

zon line divides the photagraph
equally in half, and the largest iree
falls close to dead center in the
frame—it's o dreaded fifty /fifty split
beth lop 1o bottom and side fo side.
The solution for fixing fhis is easy:
Simply maying the camera to the
right and filling it up just slightly
divides the space more info thirds
than halves and results in a more
compelling composition [right).

In fhe image opposite, the composi-

[All photos: 17-35mm lens, 1/15 sec.
of {22

the frame into any combination of thirds helps the

photographer do this

As photographers, our choices are many. To deter
mine the most important element in composition,
ask voursell a few questions. What is this Picture
going to be about? What should 1 include or exclude?
Is the emphasis going to be above or below the hori-
zon line? Will the main subject be in the left third ar

right third® And, how should it finally be arranged?

JEN SECTION AND THE RULE OF THIRDY




A I Ty g 27
YO HOVIZOT

osition even when ne
he challenge of successful camposition  creating the perfect ComposIion € er

would be a relatively easy one if the sub-

lines ware present. For some photographers

compase without horizon lines is antamount t
jeCTs we

limited to landscapes. But, most ; ;
F Ilindfolded, ver the solution is rather easy

of us have chosen (o extend our 1 ! ¢ ]
Most hobby and eraft shops carry plastic Limin

subject matter far beyond the landscape

i . ¢ ssjoned o protect small phote
and, subsequently, will need to meet the challenge of  kits designe f

hy would you ever
not want to include a
horizon line when
phologrophing a landscape?
For some photographers, the
mere idea goes against
everything they've learned,
studied, and opplied. How
can it be a londscape with-
oul the sky? This example of
my wife in a sunflower field
answers that. By elevating
my vantage point, | was able
to develop o strong and
graphic composifion.

The first image [obove],
although nice, suffers from
the inclusion of the sky. I'm

98 COMPOSITION

not against using the sky in
my images, and there are
many in this book that do;
but when the sky serves as
an exit point, leading the
eye out of the photograph—
as it does here—if should be
eliminated from the frame,
To get the elevation neces
sary fo exclude the sky, |
stood on o ladder [my wife
was also on a ladder 1o get
her above the tall flowers).
By limifing the emphasis of
the phate to cne subject [by
excluding the sky), | con-
tained the eye within the pic-
ture borders, and it doesn't

wander away from the sub-
ject—at least, not for long,
as the eye is “forced” 1o
come back fo Kathy {right).
In addition fo o ladder, o
bucket fruck is another good
tool to get height. For $300,
I've rented o bucket truck
that allowed me to go as
high as sixty feet. |s it olways
necessary o use o bucket
truck to achieve simple com.
positions? Definitely not, but
certainly an elevated position
will often help.

[Both pholos: 35-70mm lens,
1/125 sec. o f/16]



I the like by simply laminating picces of through the o TRy b

wesive to hoth sides of the item. What | sug

tudents is 1o laminate the two pieces of plas

comp
detern
eve ) Ina manner of me
subjects through th

longer need (he

rivht away lines present




| he Rule of Thirds formula applies 1o sub-
ject placement not only for landscapes but
for portraits as well. It's also imporant 10
note that whether its a portrait of a steel
worker, a combine in 2 wheat field, or a
lly looks beter and

window lower box, the image usua
is more successful when the primary subjects are in the
right third of the composition. It's @lnost 3 psychologi-

100 COMPOSITION

Cernainly, the two thirds/one third division p
the most harmonious results, but why is there |‘|n“’-|Lch_«
erence for placing the primary «1|I\|t-L-| in the ,ll: |}3n.1
It's natural for the eye to “enter” a space Imnj; |I[,“|rd‘
and How to the right. This is not only true \\']m:: _UI'
look at photographs, but also when vou view pain[..u.m
read, or even enter a room. And, soon after enterip, _nT."
frame from the left, the eye searches out a resting !]\.!.It
preferring it to be on the right most of the time i

47 ompare the two pairs of
Q&; photogrophs en this

* page. How do you leel
?-vhen the primary subject is
in the left third2 It is, no
doubl,‘ uncomfortable. It just
doesn't feel right.

[Bath photos, above: 300mm
lens, 1,/80 sec. of f/16, Both
pholos, below: 80-200mm lans
at BOmm, 1/30 sec. at f/11]



positional “rules” make
BMse, you come upon
e thot defies the
lacing your sub-
on the right. This

seel worker just
k anywhere else
rame except in the
hird, Why? Becouse of

J ust when you think com-

the power of line. The con-
verging bockground lines
pull at the eye yet siill return
it to the stable portrait. This
creotes an excifing fension
When the image is flipped
fo show the steel worker on
the right, something seems
off. There is a feeling of
“dead” space on the left that

begs to be cropped oul.
Additionally, when you step
into the frame, your eye is
swept awoy by the pull of
the lines on the left and it
fries fo hang on lo the fig:
ure, which feels awkward
When the dead space is an
the right, you don't experi-
ence il in fhe some way

because your eye moves fo
the right and is then thrawn
back up front to the figure,
mesting him again eye fo
eye. [See poge 28 for
ancther example of a suc-
cessful subject on the left.]

[17=35mm lans at 20mm,
1/8 sec. of f/2.8]

THE RIGHT THIR1



1L, but there

f vou just
are 4

take n, the Rule of Thirds is alive and well

it is the base

pon which layers can be added, keeping

mind that these lavers adhere w the same one

in

l/twe thirds principle.

ount Shuksan, in

Washingion State's

Mount Baker National
Forest, is just another vol-
cano on most days, but not
this one. The passing storm
clouds around the mouniain
created two converging
diagonal lines. The result
was a feeling of movement
and aetivity, which was
apprapriate becouse the

el
FEE
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e
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storm was far from over. To
get this image, | was quick
to moun| my camera and
lens on a tripad during a
shart break in the passing
slorm. Although the moment
lasted & mere thirty seconds,
it was enough time for me fo
fire off several frames.

[30Cenm lens, 1/15 sec. at i/8
far & +1 exposure]
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Lweathered
With my comera
mm lens on o
he focol length
ately 180mm
this was the
ot length to achieve
was seek-

R e

ing, | was not at all happy
with the gray concrete wall
that formed the background
behind the birds. So, | had
my assistont hold a piece of
colored fobric about three
feet behind the cage, and |
knew immediately that this
colored, outofHfocus fone
was exaclly what | needed
to separate the birds from

i)
Tl #e
Wyx s

8
-y

L & v R, SO " i
i AR AL bt bR
™

the dull, dark gray back
ground. This confras!
between the pink back-
ground and the newspaper
lets the converging diagonal
lines formed by the paper,
and their suggestion of activ
ity, become the focus.

[80-200mm lens of 180mm,
1,/250 sec. of /8]

DIAGONALS 1




aw that the house was finished, we were
all excited 1o move in. My dad, mom,
four hrothers, and one sister had been
waiting in earnest lor this monumentil
day. The promise of my very own bed-
room was something that even 1, as a five-year-old,
could appreciate. A week following the move, we were

all enjoving a Sawr dinner of homemade pizza in

our new dining room with, as my mother was fond of

the most beautiful picure window I've ever

saying

seen.” To a five-yedr-old, “picture window” has a diff

ent meaning, as 1 found out several days Laer. While my

mother was bt ) hoxes, I wis

s unpacking the rem:

husy finger-painting the most beautiful piciure window

You can imagine my shock and surprise when my moth

er entered the dining room and exclaimed, “My God
Bryan, what have you done!?” U'll leave it to every par-
ent (o magme what followed, but suffice it o say, 1

les

ned that a picture window was not something vou
drew pictures on

A picture window is really no different from the cam-
era viewfinder in that they both can frame a compelling

stbject. 1F a house is designed well, its picture window

will frame 2 picturesque view of the owside landscape,
and if you point your camera in'the right direction you,
too, will frame a compelling subject. One of the surefire

ways o make an ima

ge more appealing 15 w introduce
foreground subject maner o call atter

ion o, and frame,
the main sulyect in the background. This wechnique is

often referred 1 as a frame within a frame o framing
with «a frame

To do this successfully, vou can't use o foreground
subject/frame that distracts the eve. Additionally, vou
should ask yoursell the following: 1f 1 remove the In.uu-
ground subject, would 1 miss it And, will the frame

enhance the overall composition? If the answer is

‘na"—if, for example, the for

ound frame dominates

the compasition or is more of a distraction than a com-

‘ment—then the framing is not successf
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phu‘u lens by |
| itis shill  the foreground on the bacl
uround iherel:v threwing the
d out of focus and

s alfen-

from the comera. OF cc
the foregrc-und frame ¢

be out of foc
you may decuds- to also ren-
d= ?u?r)‘lhmq in

FRAME {IN A FRAME







dow than in Arches

National Park in Utah. |, like
so many other phatogro- Ihmg you wan to hu\re Hclp-
phers befare me, took the pen with an
trek to Window Arch Effective cnr_{ successful
ing ol dawn fo s
obvious frame-within
comp n (left).

When | attempted to
shoot a vertical vers

the same subj
still able to achieve the  omateurs look like milk i
n poured on a
! not nearly as com- !ubla— cottered.
peilmq B\.- Irying to
C ene as a




A Note about
Picture Edges

have witnessed countless photographers suf-

fering from “tunnel vision." When compasing,

all of their focus is wward the middle of the
frame. They often forget about the need for
boundaries 1o define the edges, and contain and
complement the main subject, The lack of clearly
defined edges in a photograph is tantamount to
spilling a glass of milk on the table (as mentioned
on the previous page). You've got to catch the
milk befare it runs off the edge. If you think of the
eye/brain combination as spilled milk, you will
spon realize the need to contain the eye—io hold
its attention—antl not let it run off the edges of an
image. This attention to the edges of a photograph
is one of the surest and shorest routes to creating
successful imagery.

erhaps not as obvious as
Plhe prior examples, this

very happy lialian boy
on the island of Burano,
ltaly, is also framed within
the picture frame—in this
case, by the colorful door-
way surrounding him. The:
lines of the deorway box
him in. This is an example of
how framing within a frame
can act as an exclomation
point by further emphasizing
the importance of the main
subject. Handhelding my
camera, | mode numerous
expasures while his older
brather, who was standing to
my lef, engaged him in o
humnrous conversation.

[35-70mm lens ot 35mm,
1/125 sec. of /8]
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Horizontal vs. Vertical

ve to camerd design, it's only natural
that most of us end up shooting all of
our subjects inside a horizontal frame

It's a sad fact that, on avera 91 per-

cent of the amateur photographer’s pic-
¢ horizontal. Just how serious is this problem? 1

worth the money (o

tures

had 2 student ask me once ifit v

buy @ camera that shot vertical compositions. Yik

That's a sad commentary about some of the help that
stands behind those counters at the local camera store.

So, why would you ever want to shoot vericals? To
ing a feeling of dignity to the subject, that's why! Such

are the emotions evoked by the vertical line; it conv

strength and power. However, since we favor the hori-
zontal, photographers manage to squash, squeeze, and
push down the obvious vertical subject in order 10 make
it fit inside the horizontal frame. The biggest danger in
doing this, of course, is that you have 1o back away far-
ther from the subject to make it fit inside the horizontal
picture frame, And even though you made it *ft” you
clutter openings” on both the right

are now left with
and left sides of the frame. The easiest solution is 1o

turir the camera o its vertical position. Voila, the cluter

is gone!

I'm often asked what time is the best to shoot a ver-
tical. My answer often is, “Right afier the horizontal”
Not all of the time—but most of the time—you can com-
pose each and every subject in either the horizontal or
vertical format. Tt may take some moving dround, shifi-
ing your point of view, moving closer or backing up, or
even changing a lens. But, the benefits of shooting your

subject in both formats are obvious.

The biggest benefit is that you won't see a loss in

image quality; when you end up cropping a horizontal

| on your computer, there is always a loss

into a vertic

in image quality. If you make it a point 1o crop in-cam-

era from now on, you'll spend less time on the com-

puter afterward, giving you more (ime 1o shoot
Additionally, should th
take your work to the marketplace, you'll be more than

day come when you're ready to

dy: should a cli

xpress interest in one of your
horizontals and then ask if it is available in the venical
format, you ean meet the demand and, thirty days later.

deposit thar check for your first magazine cover!
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hen | came upon this
W lone tree among the
many vineyords in

the French wine region of
Beaujolais one autumn, |
was quick to pull my car off
the side of the rood and set
up my tripod and camera, |
then walked up o small hill
behind me fo seek a higher
point of view so that the tree
would not break the horizan
line. | first fromed the tree
within the horizental frome
with an aperture of £/32 for
maximum depth of field
loppesite]. | alse made @
version cropping out the sky
incomera (lefi). Then, ever-
mindful of the need to shoot
the vertical right after the
herizental, | locsened the fri-
pod collar on the lens and
positioned the camera verti-
cally (below)

[All photas: B0-200mm lans,
1/15 sec. at (/32]
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long the many ¢

Frieslan:

Running thro sun. | then
fields are the and
(streamlike i
controlling flocding).
alrendy scouted th

arlier, | was all set up with
my camera on a friped as







Picture Within a Picture

e seen the following scene repeated time and
time again in @l of my on-location photography
workshops: A student comes upon @ truly com-
and, after making an equally com

pelling imag
pelling composition, invites me o take a look
“So what do you think?" OFf course | exclaim,

“It's really nice!"—at which point the student smiles and

begins to pack up his or her camera gear and move on

whether your own or not,
can oftentimes be reward-
ing—especially when you
meet the child of his or her
eye level, With my comera on
a tripod, | framed this litle
boy egainst o bockground of
green gross, and in order to
keep the background limited
to an outoffocus green lone, |
set the aperture fo /5.6,
thereby reducing the depth of
field. Befare moving on, | also

E}; hategraphing children,
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Iv's at that point that 1 always exclaim; “Whoaaaa! You're
not done vet!”

Almost without fail, every preture has, waiting insjde
of it, another picture! This is very imporant (o realize

and remember. 1 you're at all serious about incresi

the number of siriking images you make, staying w

ger provides you with a golden apy

vour subject lo
tunity o do just that

noticed the hand of the boy's
father in the upper right por-
tion of the frame and knew
almost immediately that it
might make an even more
compelling image. | shifled my
viewpoint and moved in clos-
er with the same lens, filling
the frame with a composifion
that speaks velumes about
safety and security.

[Both photos: 300mm lens,
1/250 sec. ot £/5.6]









aming upon these sheep
( atop a dike in West

Friesland, Hollond, |
was quick to grab my cam-
era and fire off several
frames, My hurried pace
was due to the fact that
water like this—as smooth as
gloss—doesn't happen often
in Hollond; this litle county
is always doing battle with
the often fierce weather from
the Morth Sea. After shoot:
ing the perfect reflection

[opposite], | thought,
“Where's the next shot?
There's something else here
| kniow there is.” At about
that same time, bwo small
ducks londed in the water
farther down the dike, dis-
turbing the mirrorlike surface
of the water, and | thought,
“That's what | need!”
Rather than wait for the
ducks to swim into my com-
position, | chose Io set up a
photograph that filled the

frame with only the reflec:
tions of the Irees, sheep, and
dike [above). With the com-
era and lens on o friped, |
ploced my right index finger
on the shutter release and,
with my left hand, tossed a
small stone into the water. |
waited just o few seconds
for the ripples to fan out and
took several exposures.

[Both photos: 35-70mm lens,
1/30 sec. ot f/11]
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Working Your Subject

o |1 find creating successful composi-
tions easy? One might think that after
thirty years of shooting, successful com-
position comes easy. Al times it does,

but more often than not 1 still find the
need 1o “work” a given subject in much the same way
that a sculptor chips away at a stone. 1 see the end result
in my ‘mind, but geuing there requires me to “chip
This chipping away may involve a change in

down the row of houses and
spotied a pot of flowers on
the frant parch of o nearby
house. | took it off the porch

hile framing a lone
W window and potted
palm plant, |

remarked to my students how

point of view, in focal length. or in time of day. It may
invalve a simple change in exposure to imit or increase
depth of field, or the use of a very slow ar very fust
shutter speed in order o achieve the desired effect, The
necd o look—o really look—for distractions in the
hackground cannot be overstated. Also important is that
willingness to break the rules, even if that means arrang-
ing and even rearmnging subject matter before you
make the photograph,

but soon reasoned that
exchanging one po for
another was no different

done, | prompily returned the
pot of flowers io its porch
ond also replaced the polm

from osking a person to pose

plant to its rightful ploce.

much | wished it were not o
palm but rather o pot of col-
orful flowers. | then locked
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ond ploced it on the sill in
ploce of the palm plont. The
students | ised

in @ certain way or lo place

them against a pleasing

[Both photos: 80-200mm lens,

P P

kground. After | was 1/125 sec. o1 /8]



hen | anncunced o

my students at the

Maine Photographic
Warkshops thol we were
ad to a junkyard for
macro phatography studies,
the groans could be heard
h vy down 1o the
harbor. But follow
"photolest” (os one
called i), everyone's

earlier groons were 1 ploced
y a grealer appreciation of
the old adoge that phato

shic opportunity is every-

ou will only toke

2 time lo look
Al the junkyord, | came
hink wos the

drum” of a wash

upon W
rusted-out
chine. | was orig

drown o it by
e. | also
colorful objects nearby: red
and bl

sha

pieces of melal

ol these
kground colars would

was confident |

cen the otherwise ald
n oul drum, With my

er

ount

ed on a tripod
1 was sel low o the

| zoomed my lens
cut unfil | filled the frame
with the circulor shape at the
b of the: bucket. Sev
times, | had 1o get up and
rrange the background
ever so slightly so that the
taltecus colors would be

ral

rmly dispersed across
the patterned boliom of the
drum. Once | hod achieved
this unitormity, | was ready
hoot. By working with the
1 a little

> students
‘ere surprised lo see me

manipulate the bockground

in this way, It hod nev

urred to them thal you
Ad move objecls in a
cene in an effort 1o make a
pelling image. One st
ent who seemed most sur
prise

1 soid this was a rule
she had been "tought” by
her local camera club: that
must photograph compo
sitions anly in their notural

state—"Otherwise, it's nol
real.” Quite a few years
ago, | was asked 1o be a
judge in a lecal camera
club’s manthly photo contest

I still ehuckle about the expe-
rience today. The very peo-

ple who were professing this
idea about shoolir
in their naty

objects

state were the

same people whose slic

were oflen covered in part
by o slide/crop mask to

improve the compos
The message | gol

ifion

om all of

5 was I

Ihwas okay o
crop your image with a slide
mask when it clearly

imj

roved the averall compo
sition, but vou would have
hell 1o pay if you ever
moved your subject or

ed up the area areund
ul

your subject before you
made your exposure. Thot

made as much s

nse lo me
as pulling a dirty digper on
a baby and then usir
ing lap
3 it

] mask-

around the edges 1o
om lecking

I you're locking for per

mission fo maove 'I;')|l inlo
the frame or out of the frame
or you wish to clean up your
backgrounds or fareg
you not anly hove my ble

ounds,
5

ing, but you will be made an
er in the

oto Club,
where our mofto is: The real
truth of o graph is in its
ability fo evoke emation

honorary mem

Bryan Peterson




h my camera and
70-180mm macro
W ¥ lens on a tripod, |

framed this cluster of grapes
in early morning frontlight. It
was a gorgeous cluster lo be
sure, but | couldn't rid the
background of the wooden
post; even with the lens’
operlture wide open, it wos
still apparent. The only way
to get rid of the post wos fo
cover it up. After tearing off
five or six leaves, | tock o
roll of tape out of my gadget
bag ond taped these leaves
to the post. Voilal The post
was gone,

| realize that in today's
world, photographers have
the option of using the
Cloning tool in Photoshop
for compesitional problems
such as this. Personally, | will
always prefer making
images in the camera rather
than in the computer. It sim-
ply soves time. More often
than not, most changes done
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in Photoshop by photogro-
phers today can and should
be done in the comera. My
chief concern about these
imaging software progroms
is that they invite a “lozy”
approach to the actual pic-
ture-taking process.

In 1979, | would have to
wait twenty-four hours to get
my Kedachrome film
processed and then see the
results of my picture-taking
efforts—warts and all. By
1990, and with the color
advances made in
Eckiachrome-based slide
films, my wait was only twe
hours to see fhe results of my
picture-taking efforts—warts
and oll. All of this wailing
taught me to be a patient
observer, fo pay really close
offention to what was going
on inside the viewfinder, and
to invent means or methods
that could solve the problem
while | was there with the
subject in front of me

Today, when | use my
Nikon D1X, | have no wait
ing time! | can see every-
thing immediately on loco-
fion—agein, warts and all,
Most of the digital phetogra-
phers can now have instant
confirmation of their skills or
lack thereof if they have o
digital camera with an LCD
screen. If the instont results
are disappointing, you have
the apportunity to moke
changes before you walk
away, but too often digital
camera users reason that
they will make corrections on
the computer when they get
heme. The adventure of
learning how to see must
begin—and should most
olten end—with creoting the
image inside the comera’s
viewfinder while the scene is
still before you, nof loter on
the computer screen.

[70-180mm lens, 1/125 sac
at /8]







%
2

re oo

e

| |
w s,
-
L
a
o










Breaking the Rules

ever place yo

the

subject in the ce

Her of

me: it will create a static féeeling,

Never place yvour horizon lir

michdle of the frame; it will create 4 feel-

of indec

ion and negative tensi

Ancl. whatever you do, dor

forget to always fill your
frame—move closer or ch

Dan't you just love p

5 As my parents will artest, 1

have always loved rules, Not so that | coule

tollow

wm, but mither so that [ knew where the boundaries
weres That way, I could clearly see that T had crossed a
boundany i

| take del n knowing that 1 was

llious phase

didn't last too long. Had it gone on much | o, | very

well g new be writing  photography  books  but
£ g7 B

instead stanc in front of a ju

ere are always exceptions o the guidelines I've

covered in this chapter. You ¢ always have 1o follow

the 1

les. They ane Som

ject looks best centered in the fmme. Som

zon line tdivides a picture directly in half works.

There is a cemain imponance in

rules, otherwise you might not develop conf

your vision when it differs from that of others. Take a
elf,

look ar these rule breakers and decide for vou

arge lidal peals, big rain pud-

dles, ponds, and lakes all

lend themselves 1o shooting
reflections that effen require 5|
ting the frame into two equal
parts, contradicling the never-
ploce-the-horizonine-inthe-mid-
dlecfthe-frame rule. S0, with my
tripod-mounted comera, | chose a
low: viewpainf, and although the
frame is divided equally in half
by the horizon line, the rule of
thirds is in use: The image is bro-
ken info horizental thirds—bottom
third, reflection; middle third,
cows and land; top third, sky.

[17-35mm lens, 1/30 sec. ot f/18]




ow con such a finy sub-

ect grab your attention

when it doesn't even
come close fo filling the
e answer lies in o
low of visual percep-
tion: The smaller o subject is
in refation fo its Su."CJ.".d
1gs, the more unusuol
appears; and,
unusual it appears, the mora
t stands out. This is similar lo
disrupting a p

{sew the

lower imoge on poge 71]
Whatever interrupis the pat-
tern then becomes the focus
of attenfion

On closer inspection, this
image is, in fact, filled to the
edge of the frame with con-
frasting fones and sh
Since the woman

he steps [of La De!
i) ju
the surrounding tones and
shapes, she becomes the

out in co

focus. If you were to place a
lone f

re anwhere inside
this frame, you would
achieve the some effeci—the
figure would olways remain
the point of interest, | also
mode o number of composi-
tions that had upward of ten
people in them, and the
overall impact waos subse-
quently diminished

[300mm lans













Available Lighi

b vailable lght? Simply pu it
is the natural light that is available

1o make an exposure, It is never

light from flash, strol or other

studio  lighting—that artificial
light. Available light is constantly changing as the Earth's
position relative to the sun shifts throughour the day.

The time of day and your position vis-i-vis the sun
determine a lot about how your subject appear on
film in available light: hard- or soft-edged. in warm or
cool tones, and displaying vivid detils or glring con-
trasts. Light has three imponam characteristics: bright-
ness, color, and direction, All three undergo varying
degrees of intensity, again depending on the time of
day, and each affects the mood created by the available
light in any given scene, Careful study of these three
auributes will enable you to take advantage of the pow-
erful roles they play in establishing a photograph’s emo-
tional tone.

You must often pay a price for being passionate
about presenting your subjects in the best available light
possible, Arriving at a location long before the birds
start singing may seem a bit crazy, Hanging out under
the hot desert sun or ascending a mountain top in sub-
zero wemperatures o capture the special quality of light
takes commitment. But, when you spread your slides
across the light table or run your slide show across the
computer screen, you will be reminded of why you
made the effor!

Whenever | amive someplice new 1o take photo-
graphs, I'm anxious to get my bearings: east, west,
north, and south. I've had great success by visiting
tourist shops in the airpons and bus stations, where |
buy posteards and those local souvenir picture books;
then, 1 go looking for a cab driver, hatel concierge, or
even the locals sitting on a park bench, and with my
map in hand, | ask where the varous pictures were
taken, Then, 1 spend the midday hours looking for fresh
viewpoints of those same subjects. If everything goes as
planned, 1 then photograph them under the best possi-
ble light—early A or eardy ey, depending on the sul-
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ject and its location. Scouting for compelling images at
micday takes commitment, of course. Normally, this is
the time 10 shop, be poolside, or simply sit under a tree
reading @ book. But there’s nothing worse than being
c;lughl. off guard and discovering a great shot at the
wrong time of day with the wrong light.

The more experence you get working on location
with available light, the better your photographs will be.
You'll learn 1o assess a subject’s potential under various
lighting conditions, regardless of the light in which you
initially see it. Fven a daily awareness of the light
around you—in the city, suburbs, countryside, or wher-
ever you may live—will bring you closer to leaming 1o
see cremtively,

Exercise: The
Quality of Light

ry this exercise, which will reveal whart is

really meant by the gquality of the light

Staying as close 10 home as possible, find
a location that lets you face east and head rthere in
time for the sunrise. With your streel zoom (see
page 20) set to a focal length near 35-50mm, shoot
a compaosition into the sunrise. Shoot the same
composition one and two hours later, then at
noon, then two hours before sunset, then one
hour before sunset, and finally at sunset.

Repeat this exercise during these same intervals
with another composition but as you face to the
sotth. Atthe end of the day, if you're working dig-
itally, download the images to the computer and
fire up a slide show, If you're using slide film,
spread the images across the light table once they're
processed, or out on a table if you're shooting color
print film. Independent of subject matter, you will
really see and feel the difference of the light and the
difference that the “right” time of day can make.
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The Direction of Light

hen the sun is low in the sky,

whether in mom late alter-

i O

5. B J noon, vour subject will be either

frontlit, backlit. or sidelit, depend-

ing on vour position relative o

both your subject and the sun. Fronidighting ocours
when the sun is at your back and hits the front of your
subjject. Note thar this is not the tfime of day or light in
which to shoot frontlit landscapes with a wide-angle
lens, w5 vour shadow will intrude into the composition

e vision of the

and be capored by the wide, sweey

lens. Toavoid having your shadow appear in the image,

you must either wait until the sun is higher in the sky,
use a normal or telephoto lens, or change your position
and consider shooting the scene in sidelighting,
Sidelighting is by far the most dramatic, as it creates
an exciting tension between highlights and shadows. It
oceurs when the sun is 1o the side of both you and your
Sicdelight

subiject produces shadows that bring a

wonderful sense of depth tooa scene, and it also empha-
sizes subject exture.

If v
ing, 1

1 want to get vour face suntanned while work-

en backlit subjects are for you. Backiighting

ot and

oceurs when the sun hits the back of your sub
falls directly on your face as you photograph—you can't
shoot back

ghting unless vou are facing right into the
sun. Most backlit subjects are rendered as sithouenes, In

effect, backlighting reduces your subjects o stark, dark,

hold shapes. It is not limited to ¢ el late
afternoon light; you could easily position yourself undet
a power line ar midday and photograph siraight above
vou into the sun to silhouette the fifty-plus blackbirds
perched on the line, Transparent subjectis—such as
leaves, feathers, and balloons—are also exciting subjects

for backlighting, as the illuminating effect will showcase

any intricate details and colors.
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he doylight image of the

church of 5t. Jean on

page 132 is a good
example of frentlighting,
while this baby in a bicycle
basket illusirates sidelighting.
MNate the texture of the bas-
ket and the brick wall, bath
highlighted by the direction
of the light. The imoges of
Big Sur on poges 136-137
are also perfect examples of
sidelighting at different times
of day.

[35-70mm lens ot 35mm,
1/250 sec_ ot /8]

» oth images opposite illus-
. trate backlighting. The

¥ machinery in the indusfri-
al image is opaque, produc:
ing a silhouetied effect, while
the details of the trensparent
seed head ore highlighted
by the backlighting.

[Opposite, top: BO-200mm lens
at 200mm, 1/250 sec. ot f/11
Opposite; bottom: 105mm lens,
1/60 sec. at [/22]












Overcast and Rainy Days

zh the fc Kin

the golden hours s a st

1 be seduced by 1t

Hects when t

with or withour main.

a cloudy day creates much

1er colors, so

1. Prove it to

a4 great fime 1o shoot in your

uely chay and

FWIETS G0 3«

se same flowers when the

1 retumi
sun is out will speak volumes about the

= of work

der an overcast sKy

us s also ;

ph peaple. In this

softer light, you don't need t orry about under-eye

ino the sun-

shadows or about s

Are you offe

1 frustrated by exposures of extreme

when w 1 the forest? Go on a cloudy

arizing

the dull

not nate, ny

the many wet surtaces in forests under those

I ume in Qnes, 100

reflec-

* streels are

The only
on ¢l
compositions

Maore often than no

hurt the image,

0 MATTEr

balances the wition. Why

Simply because

eens of the

s rain begon o foll on while moving the camera

a location shoot for from left to right. This tech-

UPS, the art director nique is called panning, and
called for o postponement the blurred effect is sasily

However, with my camera achieved by combining slow
on.a monopod, | decided to shutter speeds with o Auid

stand on @ street corner and  and sfeady movement of the
ust see what happened. Mot camera, following the direc-

more than a few minutes tion of the subject's motion
aler, two young women

doshed by, and | was able [B0-£00mm lens at 300mm
1o fire off several exposures 1/15 sec. at /18]







couting locations is
Ssome':hing | almast

always do in inclement
weather or around midday,
when the light is normally
too harsh for piciure taking
One such trip revealed o
wonderful view of the
German Alps and o small

villoge from atop a high van-

tage point in o field. | made
just one shat and also made
a nofe in my journal adding
it to my list of "Great Early
A, Shats” under the sub-
heading “Sunny Mernings.”

MAGIC OF LIGHT

Several doys loter the
weather held the promise of
some sun of dawn, 5o |
headed back fo that same
spot a few minutes before
sunrise. Although the sunrise
was uneventful, | was
rewarded nonetheless by
strips of fog rolling through
the scene. The sky remained
mostly cloudy throughout the
morning, so | opted to ploce
a soft, mogenta-colored
graduated filter in front of
the lens, positioning it so that
only the sky and a portion of

the mountains were affected.
The addition of this filler was
an atiempt to replicate the
predmwn magenta light that
can often be found in the
mountains, With my camera
and lens on fripod, | set the
focal length to 300mm,
chose an operture of f/16,
and adjusted the shutier
speed 1o 1/30 sec.

[Below: 75-300mm lens at
300mm, 1/125 sec. ot 16
Battom: 75-300mm lens at
300mm, 1/30 sec. ot /18]




hile double-parked
chd waiting for my
wife 1o complete an

errand, | picked up my cam-
era and 35-70mm lens to
photograph the weather
while seated in the warm
and dry confines of my car.
With the car mofor off and
my elbows supported by the
steering wheel, | raised the
camera to my eye and filled
as much of the frame as |
could with the rain-soaked

windshield. | then set my
aperture to f/16 and, using
the depth-offield butten,
determined that this aperture
would render the back-
ground street as an outal
focus but very important and
definable picture element. |
adjusted the shutter speed fo
1/8 sec. and very carefully
depressed the shutter release
for several frames.

[35-70mm lens, 1/8 sec. at /18]

OVERCAST AND

RAINY
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General Pluses and Minuses of Digitcl

n the photography industry, more changes and

advances have been made in the past five years

than in the past one hundred, The entire photo-

graphic process is in the midst of a vast and per-

manent change—digital image making will be
king! Old-timers (like me), who grew up with totally
manual film cameras, now find themselves in the same
sandbox playing alongside those who bought their first
cameras only six months ago.

I could not be more excited about the coming
months and years. With all of the new and anticipated
technology, the making, recording, and delivery of dig-
ital imagery will get even faster, easier, and cheaper. |
would have to be a lousy businessman to wrn my nose
up at any technology that promises to increase both my
work flow and my image quality.

On the market today you can find an array of digital
cameras and related accessories. Most of these cameras
come with a picture screen that can offer instant confir-
mation of a good or bad exposure or composition. They
also offer instant gratification: Within, literally, seconds
following vour child's birthday party, you can download
the images 1o the computer and begin making prints—
even before the first parents arrive 1o pick up their kids.
And then, out the door they go, with a color print in
hand, Film shooters must wait a few days, if not weeks,
1o share those memories with everyone, They have o
make two trips to the llm processor; once to drop the
film off and onee to pick the prints up (that's aside from
buying the film in the first place). And, they may have
to go back a day or two later to order extra prints; Is it
any wonder that in 2002 the sales of film cameras lagged
behind those of digital cameras?

S0, is there a downside o shooting digitally? If you
are serious about someday “tuming pro,” most of
today’s digital cameras are not quite up 10 meeting the
challenges you'll face, namely in their file size. Most of
the file sizes today are still 1o small to produce two-
page (spread) images in magazines or corporate reports,
However, the Nikon DIX and D100, the Canon EOS 1-
D, the Fuji Finepix, and Kodak's DES 14N do offer a
large enough file size of at least 5.5 MB—but at a price,
of course. Additionally, new lenses are being designed
to accommadate the smaller sensor size of many SLR
digital cameras. So the prospect of shooting with a film
camera over the next five years does seem to be an
unlikely scenario. It's my prediction that within two
years SLRs with file sizes of over 6 to 8 megapixels will
be mass-marketed ar well under $1000.
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Currently, the mechanics of many non-SLR digital
cameras don't allow for a real-time “shutter.” This lag
time in recording the actual exposure can, often, spell
the difference between getting the shot and not gelting
it, Most non-SLE digital camerss offer far wo much
depth of field, even when using wide-open apenures.
Creating zooming motion effects ar slow shutter speeds
is next to impossible since digital cameras with zoom
lenses don't let you zoom in or out manually—you push
and hold the button and wait for the camera o reach
the desired focal length.

As T've mentioned, [ am not a big fan of siting at the
computer and working on images. 1 still love w0 be
behind the camera, putting my effonts o work there—
in camera. 1 am concerned that today's amateur pho-
tographers, already achieving instant gratification with
their digital cameras, are being seduced by the promise
of image-software programs that—no matter the prob-
lem—can fix it! The message Just shoot away, no
worries, and then when you download images 1o the




ere. Want some
I

can fix the problem 1

shot at

1 noon? No

want to make a clos

o equipment? No problem, v

mi

e compler.

activity, phote should be fun

Like any

rewarels of

leng

Ul part of the fun and, ulimaely, the
grapher who knows whar is

* work-

12 on wi

ing behing the camera will benef;  most from all of

today's rapid echnol advances

shiould also

be no shame in knowing that a

will require the aid ¢

1 computer

software. It makes the w

hic

process

behind the camera not only i but it also can

open up a visual world of amazing possibilities

originally shot this iguana

os part of an assignment

for Kodak. We were
werking at a small airpert in
Wallace, California, and
nearby wos an airplane
painted bright yellow. |
asked the animal trainer fo
place the iguana on the
bright yellow wing and
looking down on the iguana
from above, composed t
n ampha-
sizing line [opposite]

Almost a year lat
scanned this same imoge
into Photashop and began
to “play.” | limited myself to
the Hue/Saturation,
Brightness/ Coniras!, and
Paint Bu
feel it wos necessary o
remove anything; but rather
to add some color and
“pump up the volume” (left
Following the placement of
this image in a national
advertising book for photog-
raphers, | made stock sales
to a host of clients thot so
far hove fotoled more than
$10,000. | should add that
this is not.an image | keep
in my porifolio, os it is loo
far of o departure from my
normal style'and approach.

ket controls. | didn't

[35-70mm lens; 1/125 sec
of f/16]
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How I Use Photo-Imaging Software

ave 1 given the impression that any kind

of photographic manipulation after the

image has been recorded is a big, giant

no-no? 1If so, 1 apologize—as that is

clearly not the ease. Both photographers
with years of experience and those just beginning
should, when necessary, make use of the imaging pro-
grams available roday.

What have 1 determined 1o be necessary? That for
photographers who don't yet use 2 digital camera,
photo-imaging software can be i godsend in comrecting
bad exposures made on film. All film shooters have
images that could go from ho-hum to striking by a
change in the overall exposure, or even by the removal
of unwanted items such as distracting power lines or
objects sticking out of a subject’s head. This idea of
removing elements is certainly not limited 10 those using
film; digital photographers, wo, can cemainly benefit
from this technique.

As a strong believer in doing what's necessary o
make the composition work (for example, exchanging
one potted plant for another), T would also be in favor
of making changes in vour photographs via a software-
imaging program. However, | do want 1o stress that the
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chianges I'm talking about are not akin o2 100-percent
makeover. Instead, they are limited to touch-ups. The
hasic components of the composition do not change;
rather, color is adjusted, districting objects are removed,

and exposures are correcied.

Again, | want (o stress my own approach to image
lways invest 100 percent of my time in
If it should become nec-

creating the image in-cameri.
ssary 10 make changes with a photo-imaging software
program; the chances are good that those changes will
be limited to removing an immovable object that, no
matter my point of view, I could not eliminate in-cam-
1. Another possibility may be when creating an image
in which 1 want o emphasize a very grainy, texture-
filled subject; | can do this after the fact by adding
“noise” (a grainy texture effect normally associated with
high-speed flms),

Finally, without photo-imaging (e,
Photoshop), 1 could never do the amount of deskiop
publishing that I've done. From promotional cards to
books, these software programs allow me to prepare all
of my images for printing and publication. That, in and
of iself, is more than enough reason 0 embrace this
digital age.

software

| came upon this autumn

scene. As much as | liked the
simplicity and color of the com-
position, | still felt that it would
benefit from several filter effects
that Photoshop offers. | com-
bined the Diffusion filter with the
Maise effect filtler and the result-
ing imoge better conveys the
more sensual and pointerly feel
that | wanted to achievs.

In northern Bavaria, Germany,

[80-200mm lans, 1/8 sec. at £/32]



A Tl e

Hataeor,
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ry as | might, | could not
T eliminate the lone power

pole in this very busy
londscope made near the
Swiss-French border. So affer
shooting the scene, | rea-
soned that this would be o
candidate for Photoshop.

As you can see in fhe
image fo the right, there is
quite a change, yet my
adjustments were limited fo
three things: With the
Cloning teol, | removed

unwanted subject matter,
including fences and

some frees; with the
Hue,/Saturation teol, |
switched the image's gray
fones lo a sepia color; and,
with the Maise effect filter |
odded grain fo the overall
composition to get the look
of a high-speed film, such
as 15O 1000.

[300mm lens, 1/8 sec, ot 22
for a +1 overexposure]
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aving arrived af this
H location earlier in the

day, | eagerly woited
for the late-lternoon light to
cast its magenta hues across
the French Alps. | had
already set up my comera
and lens on a Iriped, and as
the light show began, |
made a number of expo-
sures and varied compaosi-
tions of the dark barn, all
the while knowing that this
image would end up in
Photoshop chiefly for one
reason: | would need fo add
some windows and the cor-
raspanding indoor illumina-
tion that is normal for o
lived-in "chalet.” If | hadn't
dane this, | weuld have
ended up with a structure
that locked abandoned. The
lived-in lock increases the
solability of the pholo—it's

now a travel /vacation/cozy-
solitude image.

With the aid of my
Paintbrush tool and the color
palette, | mixed red and yel-
low, and literally drew the
windews and illumination
into the sides of the storage
barn. Voila! It was no longer
a storage barn but o lucky
persan’s mountain getoway,
At the time, | knew this
image held greot promise as
a stock photograph. In its
first year in the marketplace
it has already earned more
than $8,000 from varied
clientele. Without the aid of
my computer and the related
software, this image would
have remained in the “if
only” file.

[BO-400mm lens at 300mm,
1/15 sec. of £/16]













ith the wallet in the bench so that it would be
place, | chose o low  clear they were leaving.
viewpoint [wollet

level] and asked the couple [35-70mm lens ot 35mm, 1/60
to simphy walk away from sec. ot f/11]
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What's Important

[ your idea of being a photographer is “fun and
fancy-free,” vou'd be right—some of the time, It
is, like most professions, hard work. But, hey, if
you'v ¢

20t 10 work hard, why not work Hard at
something you love 1o do?
Although most photographers start out their careers
as studio. photographers, location phoographers, cor-
porite photographers, wedding photographers, fashion

photographers, advertising photographers, nanre pho-
tographers, or newspaper photographers, over time
many of them rise above the others and become known
for their “unique use of light” or their “strong and
graphic lands
or their reputation of “getting the shot at any cost™ or
their “wacky approach.” Getting known is half the bat-
tle. The job that then remains—and will always remain,

pes” or their “sensitive brical portraits”

I might add—is the need 10 continually reinvent vour-
self. What T mean by that is this:

1. Constantly striving 1o look at the world from new
vanlage points

2, Consistently employing fresh points of vies with all of
vour lenses

3. Always, always thinking of ideas that, when put on
film or digital film card, demonstrate your skills ar pisn-
al problem solving

Let me give you just one example of how this works.
Let's ou have 1o convey the idea of someone los-
ing a wallet, How would you go about communicating
this? Unlike shooting a thirty-second television spat, you
must do this with a single image. Although there are
certainly a number of solutions, you must strive o find

the most successful one. | chose what you see here.

Some Advice for the
Aspiring Professional
1. Do what you do—and do it well—and you'll
have plenty of competition.

2. Do what you do—and do it better than most—
and you'll command an audience.

3. Do what you do—and do it better than anyone
else—and you'll have the world ar your doorstep.
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Why the Constant Challenge?

he reason | find it necessary to be con-
stantly challenging mysell visually is
twofold. First: All photographers rely
heavily on their portfolios to get work, so
it only makes sense o keep one's portfo-
lio updated with new material. It creates a great reason
to make return visits o clients, both clients for whom
I've worked in the past and clients for whom I wish to
work in the future: “Hello, Ms. Jones. It's Bryan Peterson
calling, and T have some new mat I'd love to share
with you. | know you will find it interesting.”

The second reason for doing this is that many pho-
tographers, myself included, have contracts with stock
photo agencies, Think of a stock photo agency as a
retail siore that offers images, both film and digital, in all
ranges of subject mater. Clients on a tight budget who
can't afford a photographer, or clients with a tight dead-
line, call on the stock agencies to fill their requests for
photographs. These requests may be as simple as “a
waterfall” (perhaps to be used as an advertisement for a

» =
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water purification device) or may be as detailed as “two
elderly women on a front porch, with the American flag
on display, and one of the women is holding a cat” (per-
haps to be used in a senior citizen's magazine for a story
about the effect of pets on one's health as one ages).
Requests can be limited 1o a single feeling: “We need
any and all pictures that convey the fe
(perhaps for an insurance company’s direct-mail piece).
By constantly challenging yourself, you will always have
new material to submit to stock agencies.

The stock agency negotiates a rental fee for the use
of a photograph depending on three things: (1) the
image size; (2) how many times it will be used (for
example, one time only or six times over a three-month
period); and (3) where it will be used (locally, regional-
Iy, nationally, or worldwide). As a result, rental fees can
range anywhere from 5200 o as much as $10,000, The
stock agency takes 50 percent of all sales made, and the
photographer receives 50 percent of all sales made on a

@ of security”

monthly basis.

s | drove along one of
Arhe hundreds of back

roads in Halland, |
came upon these children
some distance from me out
in o field of tulips. | wasted
no time in geffing my lens
and camera out of the trunk,
and mounfing it on a fripod,
Since the children were a
great distance from me, |
wasn't able lo give them any
kind of direction—not to
mention that | didn't even
knaw them. After several
minutes and four rolls of film,
the two kids headed from the
field to o nearby parked car.
| hurriedly packed up and
also headed over fo the car,
where | introduced myself fo
their parents and asked for a
signed model release with

the promise of sending some
color prints.

Within menths of making
this image available through
my stock agency back in
1992, it had been sold more
than a hundred times and
generaled over $41,000.
The image on pages
128-129 has made aver
$48,000 in stock photogro-
phy since 1995. The world
of stock photography has
gone through a number of
changes in the past five
years, not the least of which
are a number of megomerg-
ers. However, there is one
constont: One-ofakind
images sfill make money, and
somefimes, a lot of money.

[B00mm lens, 1,/125 sec. of /8]






Choosing a Theme

*{ here's no special formula to succeed in

this business except, of course, for the one
with which every successtul professional

photographer is most familiar; long days,

- long nights, grear self-discipline, and a

v the course no matter whar—even

determination (o
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2

when the light at the end of the wnnel wms out 1o be
an oncoming trin! One piece of additional advice |

offer my students, particularly in my Internet photogra

phy marketing workshop, is this: Before you can locus,

it might be a good idea to know what it is you will

OCLS

on: in other words, choose a thenme or themes



Our world is truly b and it s filledd with so much

iphic opportunity that at times it can feel really

s much so that when you go out with

overwhelming

s around ina daze

plans to shoat, you end up winelerin
viingd, amazing things begin o]

Ll

With o theme
you will feel Tocused. directed, and enthus

ppen

e chaices in themes are no less in number than the

stars inthe sy Perhaps you'll e that photographer who
Bz ot st truck stops, not o shoot tacker portrits bu

mther to direct your nucro lens at the dead moths,

Butterflies, and other insects stuck o the tuck grills and
windshiclds, I the themes of architecure, lifestyle, busi

ness, industry, or sports are wo broad, then rel

YOI

serch reflections, windows, eyves, hands, [eer, shoes,

tools, smiles, flowers in the min, old-growth forests

barns, birds, airplanes,  steelworkers, e vl

14 b

people, cowboys, three-vear-olds. castles, feathers, fruits

vegetables, bunerlies, amusement parks, seasons, nudes,

bridges, lighthouses, orchards, fimous cities by day,

famous cities by night, churches, cemeternices, windsurfers

rolleladers,  skatehoarders, climb

bl

ers, educition, playgrounds, roac

[LTRITTRTETTH) wils

dogs, waches, gum nachines,

parking melers

doors, alleys, tec ice

diners, ATM muchines, people using cellublir phones

alfiti,

con sipns, winstlines, ashirys, or doorbells

Perhaps vou're bener suited o applying your visual

problem-solving tlents woward communic

g certn

emotions or Teeli safety, security, ACcess, connec

tion, risk lity, caution, indiffer

loss,

clespair, noise, nst

amivtion,

enee, stubbormness, elation, lethirgy

abandonment, f, or love, Challeng

ns it evoke these

il you wish by shoot

COMpositic

emotions without using any people in the images,

AL Ch

Onee you've picked your theme, don’t fo

ar it” while on vour belly, while on your back shooting

up, while atop a Ldder shooting down, with vour wide

angle lens, with your street zoom in close-focus moce,

ound of

ainst a bac

with vour welephoto fram

g it

mutedd tones, in the light of eardy morning, in the light

of late afternoon, shorly after dusk, as a silhouete,

and don’t for

,and inall seasc

slow shutter specd

get 1o incorporite and emphasize, whenever possible

the elements of design: line, shape, form, texture, it

tern, and. of course, color

hal may oppear to

be a cute image of

parokeets is actually
meant lo convey the theme
of indifference. With my
camera and macro lens on o
fripod, | zoomed the lens 1o
160mm, filling the frame
with the five parakeets and
alsa recording my wish that
the center parokeet would
nof furn around to face me

[FO-180mm:lens at | &0mm
/5 6]

1/250 sec
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Index

action stopping, 50
additive colors, 76
available light
color of, 136-137
direction of, 56, 57, 58, 134-135
overcast and rainy days, 84, 131,
138-141
quality of, 130
at sunrise, 132

background
converging lines, 101
in environmental portraits, 28
muted, 37, 39, 41, 103
out-of-focus, 32, 43, 114, 119
paterned, 72
textured, 67
backlighting, 56, 57, 58, 134
hlack, in monochromatic images, 84
bull's-eye effect, 127

centered subject, 127
Cloning teol, 120, 148
close-focus feature, 32, 38, 42
close-up filters, 43
close-up lens, 42—45
color
additive and subtractive, 76
in design, 77-85
of light, 130
messages and meanings of, 76-77
color contrast, B2
color wheel, 77
composition
diagonal lines, 102-103
edges, defined, 108
filling the frame, 88-91, 126
frame within a frame, 23, 104-109
Galden Section {proportion), 92
horizontal vs. vertical, 110-113
manipulation of subject matter,
118-122
picture within a picture, 114-117
rule breaking, 101, 125-127
See also design, elements of, Rule
of Thirds
creativity, defined, 10-11
cropping
in-camera, 90, 110, 111, 120
with slicle mask, 119
curvilinear lines, 50, 52

depth, illusion of, 19
depth-of-field preview button, 90
design, elements of, 49
color, 77-85
form, 58-61
line, 50-54
pattern, 68-75
shape, 56-57
texture, 62-67
diagonal lines, 50, 51, 53, 54, 102, 103
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digital photography
LCD screen, 120

Photoshop (photo-imaging software),

120, 145, 146-151
pros and cons of, 144-145
zoom range, 36

edges, defined, 108

environmental portraits, 28-29
extension tubes, 38, 43

eye-level viewpoint, 19, 20, 39, 65, 114

filling the frame, 88-91, 126

filter effects, in Photoshop, 146

filters, 43, 140

fish-eye lens, 24-25

foreground frame, 104-109

form, in design, 58-61

frame-within-a-frame composition, 23,
104=109

frontighting, 56, 134, 136

Golden Section, 92
gray, in monochromatic images, 84

handholding, 37

high viewpoint, 24, 30, 40, 41, 54, 70,
71, 72,98

horizon line, 94-97, 98, 125

horizontal compasition, 110, 111, 112

horizontal lines, 52, 53, 54

Hue/Saturation wool, 148

jagged lines, 50

lenses, viewpoint of, 14-17
fish-eye lens, 24-25
macro (close-up) lens, 42-45
street zooms, 16, 26-33
telephoto lens, 34-41
widle-angle lens, 19-23

light, See available light

line in design
curvilinear, 50, 52
diagonals, 50, 51, 53, 54, 102, 103
horizontals, 52, 33, 54

low viewpaoint, 17, 22, 23, 154

macro (close-focus) feature, 32, 38, 42
macro lens, 4245, 78
macro-telephoto lens, 78

mexlel release, 27

monochromatic images, 84

monaopad, 37

natural light. See available light
normal lens, 14

overcast day, light of, 84

paintbrush tool, 150
parallel lines, 52

pattern
in design, 68-75
disrupting, 71, 72, 126
photography career, starting in, 155-159
Photoshop (photo-imaging software),
120, 145, 146-151
portfolio, 156
porraits
environmental, 28-29
Rule of Thirds, 100-101
i zooms, 27, 28
angle lens, 25
primary colors, 76-77
proportion, 92

rainy day, light of, 138-141
right-third rule, 100-101
Rule of Thirds
grid, 93
horizon line, 94-97, 125
without horizon line, 99
night-third placement, 100101

5 curve, 52
self-reinvention, 155
shadows, 58
shape, in design, 56-57
shutter speed

action stopping, 50

for tripod use, 37
sidelighting, 58, 61, 134, 136
silhouettes, 56, 57
stock agencies, 156
storytelling imagery, 18-19
street zooms, 16, 2633
subject placement. See Rule of Thirds
subtractive colors, 76, 77
sunrise, 132, 136
sunset, 26, 57, 136

telephoto lens, 3441
macro, 78

texture, in design, 62-67

themes, choosing, 158159

tripod, 36, 37, 75

vertical composition, 110, 111, 113
viewfinder

cropping in, 90

Rule of Thirds and, 93
viewpoint. See lenses, viewpoint of
visual problem-solving, 155, 159

white, in monochromatic images, 8
wide-angle lens, 18-23
winter snow scenes, 84

#oom lens, 10
close-focus feature, 32, 38, 42
street zooms, 16, 26-33

telephoto, 35-36
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~ Transform Your Vision

i not lor

reativity
the chosen few, This
book will help any
photographer see things
from a new angle and
avoid the visual bad habits that lead

o dull, uninventive images. Author

Brvan Peterson’s proven teaching

methexd is simple and highly effec-
tive, Using his own impressive pho

tographs as examples, he discusses

what makes a successful, exception-

HORIZONTAL
VS. VERTICAL

al image—often providing useful

“before” and “after” compansons of

his subjects o illustrate his points

Anyone can “see”—but with pri
tice, Peterson's readers will develop
a real photogriphic vision and take
better pictures

160 pages. 8% x 11" (21.25 x 28cm)

170 color illustrations. Index.
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and France.
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