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INTRODUCTION

everal years ago, al one of my workshops, |

responded with a surprising answer 1o the often-

asked question “Bryan how long have you been

shooting?™ Perhaps it was because I had been

without sleep for several days, and oftentimes |
think clearer without much sleep, but I answered, ] would
estimate that I've been shooting a little less than two weeks,
most. Needless to say, my reply got more than just a puz-
zZled look and even a few giggles. | went on to explain that
there’s no doubt I've had a camera slung over my shoul-
der for some thirty-plus years, but when it comes down to
actual shooting time—actually pressing the shutter
release 1o record an exposure—it has indeed been mini-
mal. If, on average, I've made all of my exposures at 1/2
sec. over the course of a year and have averaged 10,000
exposures in that time, then in one year I've spent a grand
total of 5,000 seconds literally shooting. That’s roughly
cight hours and thirty minutes, Multiplied by exactly thir-
ty-three years, that’s roughly eleven days and five hours!

While this might not have been the intended meaning
behind the original question, it is an interesting consid-
eration. By my interpretation of how long one has been
“shooting.” professional sports photographers—who
make most of their exposures at 1/500 sec.—are mere
“habies” in terms of shooting time. The same goes for
fashion photographers, who more often than not are stuck
at a flash synchronization speed of 1/250 sec.

So, this just goes to prove what I've always known to
be true: photographers who spend the bulk of their shoot-
ing time in the great outdoors (away from sposts and fash-
ion) have the greatest 4 t of “shooting” time behind
the camera and are, therefore, the best qualified to speak
about the joy of photography. I hope you've enjoyed the
way | played with these numbers, because playing with
numbers—and the way numbers relate to one another—
is what exposure is all about.

The numbers that | am talking about are the very
numbers that have, perhaps, confused you for far too
long: shutter speed (from 1/8000 sec. down to several

minutes), aperture (from f12.8 to f132), and 180 (film
speed). No wonder understanding exposure can make
you feel like you need a slide rule and a degree in cal-
culus. Fourteen years ago, when Understanding
Exposure was first published, I made it my mission to
dispel the myth that understanding exposure was hard. It
doesn’t have to be hard at all! And now, I'm revising the
book to update and expand upon that information.

My own love affair with photography began in 1970,
fresh out of high school, when my oldest brother, Bill, pro-
posed I use his Nikon F and 50mm lens to photograph the
beautiful country in Willamette Valley, Oregon, rather
than making the pen-and-ink drawings of it that | was
doing at the time. With minimal instruction, I headed off
and shot two rolls of black-and-white film over the next
three days. A day later, with my brother’s help in his home
darkroom, | was absolutely ized by the i di
cy of the photographic print, and [ was hooked.

I bought more film and shot everything I could for the
next eight months when [ made what proved to be one of
the best mistakes of my life. Reaching into a basket on
the film counter of a local camera store, I bought
rolls of “outdated” Agfachrome 35mm film. I spent
weekend photographing, and when [ showed up at
brother’s darkroom, he pointed out that the film w
black and white, but rather color slide film. I
thrilled to have to make the trip to the camera
have the film processed, but my brother ¢
that I should, because “you never know,
the colors.” So, just how happy was I
Let’s just say that over the course of
years, I've shot 99 percent of every

Color film motivated me so much
I started writing everything
speed, and even time of day-
soon adding notes on lens







the impact of 18O on various combinations of the
o. And.

ent erain struetures and color biases, 1 was better able

as 1 tvied different color films, with their dif-

nateh ¢

given film to a particular subject. Although it
I felt I'd finally reached the

cmed a long time coming
sint where the concept of exposure became far more

han just recording a correct exposure: with the right

perture. right shutter speed. and righe film, T could con-
sistently record creative exposures—exposures  hal

resulted in greater depth of field, or that rendered only
one flower out of an entire field in focus, or that conveyed
the motion of a galloping horse.

Throughout this book. I discuss the interrelationship

between aperture. shutter speed, and film that is—and
the

logether. these three elements make up what I affection-

has always been—al heart of every exposure.

ately call the photographic triangle. Familiarizing your-
elf with these relationships and the triangle will, first
ar

and foremost. enable you to make correct exposures
more consistently. This. in turn, will free you to learn the
arl of recording rr(‘alu"e[) correct exposures under many
different lighting situations. In addition. at the heart of
the photographic triangle is the exposure meter: without
it. making a correct exposure would require the written
charts of a bygone era and a careful eye in determining
And, you need to know where to take your
I'll address

these primary issues so that you can move heyond sim-

light's value.

meler l'(‘zulillg lo gel successful exposures

ply recording correct exposures to learning the art of

making creatively correct exposures.

The mere mention of the word exposure can strike fear
in the hearts of many photographers. Over the years. 1
have witnessed these anxiely allacks, and they are often

warranted; but the good news is that these anxiety attacks

are the easiest to quell. Every amateur photographer

shares a common ground: the inability to consistently
make “correct” exposures. It’s my hope that, after read-
ing this book and putting into practice the basic princi-
‘\li"\ on exposure, )(lll‘” IliIV(' a kll()\\'li'(ig(' (]f €xposure
that will permanently alter your approach to every pic-
ture-taking situation. Your anxiety will be replac

e

| by a
level of confidence you thought you might never achieve.

So much has changed in the world of photography
since the fi

st edition of Understanding Exposure. not the
least of which is the advent of the digital age. yet it needs
to be said, the more things change, the more they stay the
same. Every camera is still nothing more than a light-
proof box with a lens at one end and a light-sensitive
device (be it film or a digital chip) at the other. The
process of light entering through the lens to record an
image (be it on film or digital media) is still the same.
And the recorded image is still called an exposure.
Whether you shoot film or dig

tal, we can all agree on
s always photo-imaging software to help
us out when we blow it. right? Yes. but p[c(nc make it your
goal to use photo-imaging software only as your last resort!
Do you really enjoy spending all of your leisure time at
the computer correcting bad exposures? Learning how to

one thing;: ther

make the correct exposure in-camera will save you lots of
time, and who couldn’t use more time?

For many readers, the material in this book will be
brand new territory. while for others. the material may
serve as an affirmation of what is already known. Whether
you try several or all of the suggestions, the material will
have a profound effect on your ability to say with certain-
ty that you do know what your exposure will be.
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I} Is Meant by ‘1 VPOSUTE

Wow. tha Hee exp ure!™ At other time i equipped with so muc 1ito tion they promise (o do

[ it all for yvou. allowir trate

expo olely on what 15t keep this dial

ight falling on pho-  here set to P and fire away! The era lo every-

sensitive material (either the film or digital card). And  thing else.” says the enthusiastic salesman at the cams

most often as part of a ques- era shop. Oh. if that were onl

on question I've heard more often than any other: if not all—of you who bought this book |

‘Hey Bryan,

vhal should my exposure be?” (In other for-you camera, yet you still find

words. how much light should hit the film/digital media  confused. and frustrated by exposur

I for how long?) And my answer is always the same:  because your do-it-all-for-y

g up lo

1

reached t

“Your exposure should be correct!™

Althe

that promise, and/or you he 1e point

nmy answe

appears to be flippant. it really at which you want to consistently record correct photes

er. A correct exposure really is what every graphic exposures.

BRI SSE IR
; —— — . B
\%H
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moved in close fo

and took a meter

face; | then

up to reframe and

the exposure.)

35-70mm lens
Opposite: /5.6
sec. in program

This page: f/5.6 for

ec. in manual mode]

know of no other way to consistently

make correct exposures than to

learn how to shoot a fully manual
exposure. Once you've learned how to
shoot in manual exposure mode (it’s
I'Ml“‘\ terribly easy). _\nu'” better under-
stand the outcome of your exposures
when you choose to shoot in semi- or
full autoexposure mode.

With your camera and lens in front of
you, set your camera dial to M for man-
ual. (If you're unsure on how to set your

the manual!) Get someone Lo use as your

camera o manual exposure mode. re

subject and go to a shady part of your

vard or a neighboorhood park, or if it's

etting and Using Your Camera on Manual Exposure

an overcast day, anywhere in the yard or
park will do. Regardless of your camera.

and regardless of what lens you're

using, set your lens opening to the num-
ber 5.6 (f15.6). Place your subject up
against the house or some six- to eight-
rubbery. Now, look through the

foot
viewfinder and focus on your subject.
Adjust your shutter speed until the
camera’s light meter indicates a “cor-
rect” exposure in your viewfinder and
take the photograph. You've just made a

manual correct exposure!

Operaling in manual exposure mode
is empowering, so make a note of this
memorable day.

WHAT IS MEANT BY “EXPOSURE™? 15
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Ll | nl vou lo
e yerture at .0 and simpl

141 yol utter speed for the light fallin
vour subject until the viewlinder indicate
reel ¢ ure. Before you forge ahead
v manual exposure

with vo ewlound ease in selting

Vi cod to learn some basic concepts aboul exposure
\ correcl exposure is a simple combination of three
wtant factors: aperture, shutter speed, and IS0

Since the beginning of photography, these same threc

factors have always been at the heart of every exposure,

16 DEFINING EXPOSURE

vhether that exposure was correet or not, and they *fiﬂ

e toda even if yoil're u

ing a digital camera I refep

to them as the photographic triangle

Locate the button, wheel

or dial on your Ccamera of

lens that controls the aperture, If you're using an oldeg

camera and lens, the aperture control is a ring that ot

turn on the lens itself. Whether you push buttons lurna

wheel, or rotate a ring on the lens, you'll see 2 ries of

numbers coming up 1n the

itself. Of all of the number

viewfinder or on the leng8
you'll see, take note of 4, 561

8, 11, 16, and maybe even a 22. (If you're shooting with




|
| I 0
| 1.4
W | k
hat, 11 |
I o de witl
\ | \ |
| il et \ th i
1 ¢ al |
hall, Likewise, il y hat Iy
\ i L1 o #7248, the valume of Light !
\ I Fach halving or doubling of Bght |
lash e I'h important 1o no "
| lop A8 Her not only full stops, but a the
\ W with a HOmim ol perture to onesthird stops, 1 b S




Ct United
rab Emirates, | came

averal men engaged

in a card game, Although
the game it

f proved inter
ting to pholograph, | want

ed, more than anything, to

DEFINING EXPOSURF

make a portrait of this partic
ular gentleman. With an
aperlure of f/4, | knew I'd
be able lo get a

focused

wh man in the back

image of ju

ground remained an out-of

focus important—com-

positional e
framed the imag




10, 18,019, /110, fL11, and s on, (The underlined num
bers represent the original, basic stops while the other
are the newer one-third options sometimes available,)

Now lets tum 1o shutter peed, Depending on the
make and model, your camera may offer shutter speed
from a blazingly fast 1/8000 sec. all the way down to 30
ceonds, The shutter speed controls the amount of time
that the volume of light coming through the lens (deter
mined by the aperture) is allowed to stay on the film or
digital media in the camera, The same halving and dou
bling principle that applies to aperture also applies to
shutter speed.

Let me explain, Set the shutter peed control on your
camera to 500. This number denotes a fraction—500
represents 1/500 sec. Now change from 500 1o 250;
again, this represents 1/250 sec. From 1/250 sec. you go
to 17125, 1/60, 1/30, 1/15, and so0 on, Whether you
change from 1/30 sec. 1o 1/60 see, (decreasing the time
the light stays on the film/digital media) or from 1/60 sec
to 1/30 sec. (increasing the time the light stays on the
film/digital media), you've shifted a full stop. Again this
is important Lo note since many cameras today also offer
the ability to set the shutter speed to one-third stops
1/500 sec., 1/400 sec., 1/320 sec., 1/250 sec., 1/200
17160 sec., 1/125 sec., 1/100 sec., 1/80 sec., 1/60

ind so on. (Again, the underlined numbers repre-

sent the original, basic stops while the others are the

newer one-third options sometimes available,) Cameras

that offer one-third stops reflect the camera industry’

attempts to make it easier for you 1o achieve “perfect
exposures. But as you'll learn later on, it’s rare that one
always wants a perfect exposure

The final leg of the triangle is 1SO. Whether you shoot
with film or use a digital camera, your choice of 150 has
a direct impact on the combination of apertures and
shutter speeds you can use. It’s so important that it war-
rants its own discussion and exercise, so take a look at

the next page.

THE PHOTOGRAPHIC TRIANGLE 19



erstand the effect of 1SO on expo
IS0 v worker bee. I my

150 100, 1 have, in effect 100

{ vour camera is set for SO 200, you

v be I'he of these worker bees i
| omes through the lens and
1 s sel our lenses at the same
that the same volume of

yming through our lenses—who will

nage the quickest, you or me? You will,

RCISE: Understanding the Effect of 150 on ]',zgunl]rf'

ince you have twice ns many worker hees at |
than | do at ISO 100

How does this relate to shutter speed? Lafs assg
the photo in question is of a lone flower taken o8
overcast day. Remember that your camera is sef (gl
200 and mine to 15O 100, both with an aper
115.6. So. when vou adjust your shutter speed for
rect exposure, 1/250 see. is indicated as “correel
when I adjust my shutter speed for a correet expe

1/125 sec.—a longer exposure—is indicated. Th




wise vour 200 worker bees need only half as much
e as my 100 worker bees 1o make the image.

Since this is

such an important part of understand-
exposure. I want you to put the book down for a
ment and get oul your camera, as well as a pen and
saper. Set the film speed dial to 1SO 200; do this even
vou have a roll of film in your film camera that is not
150 200. (Don’t forget to set the 1SO back to the correct

umber when we're done here.) Now, set your aperture

opening to /78, and with the camera pointed at some-
thing that’s well illuminated. adjust your shutter speed

until a correct exposure is indicated in the viewfinder.

(If you want. you can leave the ¢ ra in the autorat-

ic aperture-priority mode for this exercise. too). Write
down that shutter speed. Then, change your film speed
again, this time to 1SO 400, leaving the aperture at f/8.

and once again point the camera at the same subject.

Whether you're in manual mode or auto-aperture-prior-
ity mode, you'll see that your light meter is indicating a
different shutter speed for a correct exposure. Once
again, write down this shutter speed. And finally.
change the ISO to 800, and repeat the steps above.
What have you noticed? When you change from ISO
100 to ISO 200 your shutter speed changed: from 1/125
sec. 1o 1/250 sec. or perhaps something like from 1/160
sec. to 1/320 sec.. These shutter speeds are examples
of course. and not knowing what your subject was.
difficult at best to determine your actual shutter speeds.

but one thing is certain: each shutter speed is close to
if not exactly half as much as the one before it.

When you increase the number of worker bees (the
ISO) from 100 to 200, you cul the time necessary to get
the job done in half. (If only the real world worked like
that!) This is what your shutter speed was telling you:
Going from 1/125 sec. to 1/250 sec. is half as long an
exposure time. When you set the ISO to 400, you went
from 1/125 sec.—passing by 1/250 sec.—and ended
up at 1/500 sec. Just as each halving of the shutter
speed is called 1 stop. each change from ISO 100 to
1SO 200 to ISO 400 is considered a I-stop increase (an
increase of worker bees).

You can do this same exercise just as easily by leav-
ing the shutter speed constant, for instance at 1/125
sec., and adjusting the aperture until a correct exposure
is indicated in the viewfinder: or. if you choose to stay
in autoexposure mode. select shutter-priorily. sel a
shutter speed of 1/125 sec., and the camera will set the

correct aperture for you.

o record exacling
Tsharpness from front
to back, | used a

small lens opening. |
metered off the blue sky,
which indicated a 1/15
sec. exposure, and then
recomposed.

[135mm lens, /32 for
1/15 sec.]

THE PHOTOGRAPHIC TRIANGLE

21



light mete

i your camera
calibrated device de

ieht souree no matter how |

may D

Based on the example on the previous p

era
ind it also knew that the
il

wnd then it indicated it

reached the correct shutter speed. It
caleulations of every correct

is ultimately behind the

photographic exposure

lo set this idea i stone,
tration: Imagine your lens opening,
kitchen faucet opening,

same diameter as your

imagine that your faucet handle
dial and that waiting in the sink below
ach with their own empty bucket. The water com

s the faucet will be the light. Its the job of the

bees, ¢
ing througl

open in order to fill up all the bu
. helow. The light meter knows that there are

worker bees

rossing the bridge
leaving the harbor in
Hamburg, Germany, |

spotted this great shot in my

rearview mirror, | immediate

ly pulled off to the side of the

highway and set up my Iri
pod. Since | knew | wanted
to exploit the mofion of the
traffic flowing across the
bridge, | chose a shutter
speed of B seconds. With
my camera pointed fo the
sunset sky, | adjusted my
aperture until the camera’s
Jight mefer indicated /11

22 DEFINING EXPOSURY

1o introdue

heart of the photographic triangl the

At the heart of every exposure
light meter, which is a pre wsuming you turm on the faucet for this correctly
imed 1o react o any  cated amount of time, you will record a correet 6%
wright or dim that light source — In effect, ench worker bee's bucket is filled with

light meter knew that the aperture wa
150 wa

reacted and directed you to adjust thi
\ the viewfinder that you had

imera’s light meter to indicate how long the faucet stays

) worker bees and that the opening of the
115,06, So with this information the camera’s light
can now tell you how long 1o leave the faucet opem,

My

you to what 1 call

exact amount of water necessary to record a correetpt

e, the cam tographic exposure

el Lo f/
of 1o 200, As a result

hutter speed,

‘s the light meter that

ot me offer this final illus
\ain say f/5.0, is the
Now
is your shutter speed

are 200 worker

‘15 of the waiting

as a correct exposure and
then recomposed the scene
| was so pleased with the
result that | forget my
previous anger af receiving
a ticket for “parking along a
highway when there clearly
was no emergency.” The
$85 fine was well worth it,

since this image has earned
more than $4,000 in stock
pholo sales over the past
several years,

[300mm lens, /11 for

8 seconds)



T earned b 1mple hasic neep!
hecon ure is, i i safe | 0 1hean r rd perf ¥
| raphic | time? Not cquite, but i'te closer thar
1 laken re when you started reading this book, ¥ i f
| smented  tainl vy that you understand how an exposiire mizele
\ Loul” Conversely, what hap \nd, you now understand the relation hip bet n f
m through the faucet tops, shutter speeds, and 1S0s, Howeyver, i
\ s the Llight meter say Ihe  taking

opportunities rely on the

one best
or the one hest

hutter
I wperture? The one |

not enough light). Tn photo

peed choice, What's the one
I you've eve est shutter spee

d? Learning to “se
vou've tound voursell

ts so dark

1y the multitude of creative exposures that e

leap toward photographic maturit




Six Correct Exposures vs. One Creatively Correct

1 not uncommon to hear at least one student in

my onclocation workshops say to me, “What dif

ference does it make which combination of aper

e and shutter speed 1 use? 1 my light meter

indicates a correct exposure, I'm taking the shot!™
Perhaps you are like this, too. W hether you shoot in pro-
aram mode. xhull«-x-pnnnl\ mode, aperture-priority
mode. or even manual mode, you may think that as long
as the light meter indicates that everything’s okay, then it
must be okay to shoot.

The trouble is that this kind of logic makes about as
much sense as deer hunters who fire off their rifles at
anything that moves. They may eventually get a deer, but
at what cost? If you want to shoot only “correct™ expo-
sures of anvthing and everything, be my guest.
Eventually, you might even record a creatively correet
that most t)l')llll who lmuglll

exposure. But I'm assuming
this book are tired of the shotgun approach and want to
learn how to 4':)11;\'1'.\‘!«‘1111) record rromfr('l) correcl expo-

sures every time.
i

Most picture-taking situations have at least six |
ble combinations of f-stops and shutters speeds that will
all vesult in a correct exposure. Yet, normally, just one of
these combinations of f~stops and shutter speeds is the

creatively corre

*L exposure.

As we've already leamned. every correct exposure is
nothing more than the quantitative value of an aperture
and shutter speed working together within the confines of
a predetermined 1S0. But a creatively correct exposure
(([l('(

lies on the one

~stop or the one shutter speed
that will produce the desired exposure.

Let’s pretend for a moment that you're at the beach
taking pictures of the powerful surf crashing against the

24 DEFININ
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rocks, You're using a film speed of 15O 100 an
nire of /14, After adjusting your shutter
correct exposure (indicated in the vie
e, This is just one of your exposure optio
other combinations of apertiires (f-stops)
speeds you can use and still record a correet
you cut the lens opening in half with an apes
(/14 10 f15.6), you'll need to inerease the s
full stop (to 1/250 sec.) to record a correet
you use an aperture of /8, again cutting the
in half, you'll need to increase the shutter spe
a full stop (to 1/125 sec.). Continuing in
would also produce the following pairings o
and shutter speeds to achieve a correct expos
1/60 sec., /116 at 1/30 sec.. and finally /22
That’s six possible correct exposures for the.
possible combinations of apert and shuty
will all result in exactly the same exposure.
to stress the word same here means the “sa
of quantitative value only! Clearly. a pictus
surf taken using f/4 at 1/500 sec. would eaj
stopping detail of the surf as it hits the
exposure of that surf using /722 at 1/15 s
hand, would capture less action-stoppis
show the surf as a far more fluid and wi
angelic element.
This creative approach toward expos
countless rewards if you get in the habit
scene and determining what combination
shutter speed will render the most dynan:

always yours, so why not make it the
sure possible?

hooting a Ferris wheel at
Sdusk presents an oppor-

tunity to show the vast
difference between three
quantitatively identical
sures. (cppoZIQ and on:h?
following two pages|—the
difference is in their creative
exposure value. | made all
three of these photograph:
on Kodak E100S slide film
with my 20mm lens ar
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ith my camera and
WNikkol 80-400mm
zoom lens mounted

on a tripod and the lens set
to 300mm, | shot the first
image at /4 for 1/1000
sec, The second image was

f/8 for 1/250 sec., and the

third was £/16 for 1/60 sec.

All three exposures are
exactly the same in terms of
quantitative value, but quite

different in the arena of “cre-

ative” exposure. Note how
at the wide open aperture of
f/4, the sunflower is isolat-
ed—in effect, it's all alone—

but at /16, due to the

increase in depth of field, it
has quite a bit of company.

[All photos: 80-400mm
zoom lens at 300mm.
Above: f/4 for 1/1000 sec.
Opposite, top: /8 for
1/250 sec. Opposite, bat-
tom: f/16 for 1/60 sec.]

SIX CREATIVE EXPOSURES VS, ONE CREATIVELY CORRECT ONE 29



EXERCISI

ne of the best lessons 1 know is very revealing
Not surprisingly, it will lead you further into the
world of creatively correct exposures. Choose a

a flower, or have a friend

stationary subject, such as
stand for a portrait \lso choose a moving subject, such
as a waterfall or a child on a swing. If possible photo
and choose compositions that

graph on an overcast day
) out the sky so that it is not part of the scene.

With vour camera and lens mounted on a tripod, set

Cr

the camera to manual exposure mode. Get used to

wo waves, different
Taﬂect—o” because of a

change in exposure. The
camera and lens were the
same for both images, but
for the image at right | chose
a shutter speed of 1/500
sec. lo freeze the action of
the wave. In doing so, |
knew I'd end up with a large
lens opening, namely
because | was using 1SO 50.
Sure enough, as | adjusted
my aperture while taking a
meter reading off the distant
horizon and blue sky, I got
f/4 as a correct exposure. |

30 DEFINING EXPOSURE

- Seeine the ( reatively Correct |‘ﬁu|m~||l'(-

heing in manual mode as this is where you'll m
spending all of your “quality time.” Now set your
ture wide open—that will be the smallest nm
vour lens, such as 12, fI2.8. [13.5,
1o fill the frame with your subject—be it the flowes
the portrait—adjust your shutter speed until a e
exposure 18 indicated (in the viewfinder), and
shoot one frame.

Now change your aperture one stop (for exaj

from f/4 to f15.6), readjust your shutter speed one

then recomposed and fook
the shot.

For the image above, |
wanted the angry surf to
have a softer and more sur-
real quality. So, I sef the
aperture to f/32, knowing
that this would force me to
use a much slower shutter
speed (1/8 sec.) since the
aperture opening had been
reduced considerably.

[Both photos: 80-200mm
lens at 200mm. Right: £/4
for 1/500 sec. Above: F/32
for 1/8 sec.]



keep the
t apertu
ough eac
erms of

notice a d

s of the

‘alone™ in

d whe

et exposure, and shoot one frame
iperture rom /75,6 1o /78 and so on.
ihering to change the shutter speed in
exposure correct, For each exposure,
wperture and shutter speed  used
it lens, vou will have no less than six
re/shutter speed  combinations, and

h and every exposure is exactly the

its quantitative value, you should ce

lerence in the overall definition and

'

image! A once lone flower is really

a few frames: it gets lost in a sea of

n you use apertures of /16 and f/22.

(See the images on pages 28 and 29.) A portrait picks
up some distracting elements in the backgrovnd, too,

when you use the

bigger f-stop nuimbers

And what about that waterfall shot, for example?
Ihat blurred cotton-candy effect doesn't appear until
you use apertures of /16 or f122. And isn't that motion-
filled photograph of your child on a swing really some=
thing? It's funny how at the faster shutter speeds,
motion is “frozen”; but at the slower shutter speeds,
figures in motion look ghostlike. Look at your notes aned
decide which combination of aperture and shutter
speed resulted in the most creatively correct exposure

for you.

SIX CORRECT EXPOSURES VS. ONE CREATIVELY CORRECT ONE
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loncing quickly af these

seven images of my

father, it may not regis-
ter that each is o bit different
from the previous one. But
nofe the difference in the
background, which becomes
gradually more defined in
each one—eventually creat-
ing a striking difference
between the first imoge ond
the last one.

Each of these images is
the same in “quantitative
value,” but each one is dif-
ferent in terms of its overall

depth of field. The type of
background you want—out
of focus or clearly defined—
will ultimately defermine
which of these seven images
is the “correct” ane for you.

[All photos: 35-70mm lens
at 35mm. First row, left fo
right: £/2.8 for 1/1000 sec.,
/4 for 1/500 sec., f/5.6
for 1/250 sec. Second row,
left to right: f/8 for 1/125
sec., f/11 for 1/60 sec.,
/16 for 1/30 sec. Left:
/22 for 1/15 sec.]
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located inside the

“lole™
lens, Also known as the diaphragm, this hole

he aperture 18 a

is formed by a series of six overlapping

metal blades. Depending on your camera.
vou either make aperture adjustments on the
lens, or you push buttons or turn dials on your camera
of the hole in the lens either

\s vou do this, the size

decreases or increases. This, in turn, allows more light or

less light to pass through the lens and onto the film (or

\!\“xlxi media).

For all lenses, the smallest aperture number—either
1 1‘ 3 depending on the lens—reflects the
widest opening and will always admit the greatest

amount of light. Whenever you set a lens at its smallest
numbered aperture (or f-stop). you are shooting “wide
open.” When you shift from a small aperture number to
a larger one. you are reducing the size of the opening and
“stopping the lens down.”

The largest aperture numbers are usually 16, 22, or
32 (or 8 or 11 with a fixed-lens digital camera).

Why would you want to be able to change the size of

the lens opening? Well. for years, the common school of

thought has been that since light levels vary from bright
to dark. you want to control the flow of light reaching the
film. And. of course. the way to do this is simply by mak-

ing the hole (the aperture) smaller or larger. This logic

suggests that when youre shooting on a sunny day on the
white sandy beaches of the Caribbean. you should stop

the lens down. making the hole very small. Doing so
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would ensure that the brightness of the sand diehn's
a hole™ in the film. This same logic also implieal
when vou're in a dimly lit fourteenth-century el
you should set the aperture wide open so that as

light as possible can pass through the lens and onto
film/digital media 1

\though these recommendations are wellsy
tioned, 1 eould not disagree with them more, They sef
the unsuspecting ||||ulnu|‘|1v||~'r for inconsistent I
Why? Because they give no consideration to a far me
important function of aperture: its ability to dete mi
depth of field.

So, just what is depth of field? It's the area of §
(from near to far) within a photograph. As you've u
edly noticed when looking at magazines, calendars,
re picture books, some photographs
tain a great deal of sharpness. You might be mystified b

ing cards, or lar,

the “technique™ professional photographers use to
extreme sharpness throughout an image—for exa
from the flowers in the immediate foreground to the
tant mountains beyond. When you try to achieve o
sharpness in a composition like this, you may find
when you focus on the foreground flowers, the
ground mountains go out of focus; and when you fo
the mountains, the flowers go out of focus. Pye had

than one student say to me over the years, *I wish :
one of those *professional’ cameras that would allo
gel exacling .\}I;ll]!lll‘.\‘s‘ from front to back.” ’l‘hey
believe it when I tell them that they already do! They

he choice in back:

grounds can always

yours, if you know
to control the area of
ness. This is especially
when using a
| made the image at
f/32, assuring not only th
the branch would be in-
sharp focus, but that
backgound would
more defined than it
site due to the added
of field that small leas
ings provide. | much p
the less defined backg

[Both photos: 80
lens at 400mm. Left: #
1/30 sec. Oppo
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ikes an image on film (or d

any given lens (large f~stop numbers

eld 10 their advant

Likewise,

ind of out-of

wer againgt a back

ipes (like the one on page 29) are the
iive use of depth of field
luences depth of Gield? Several fac
the focal length of the lens, the dis-
ind the subjeet you want 1o focus on.
v vou select. 1 feel strongly that of these
perture is the most important.
s is able to focus on only one object at
the other objects in your composition,

vay they are from the in-focus subject—

n front of or behind it—the more out of
be. Since this theory is based on viewing
through the largest lens opening. it’s vital
ppreciate the importance of understanding
ction. Of course, the light reflecting off a
al media). but

iperture dictates how well this im
Im. Optical law states that the smaller the
16,22,

greater the area of sharpness or detail in the

en using apertures at or near wide open

s—2.8. 4, or 5.6). only the light

»p numl

I

s on the focused subject will be rendered on film

arp

all the other light in the scene—the out-of-

focus light—will “splatter” across the film or sensor. In
effect., this unfocused light records as out-offocus blobs
blurs, and blips

Conversely, when this same object is photographed at
a very small lens opening. such as f122. the blast of light
entering the lens is reduced considerably. The resulting
image contains a greater area of sharpness and detail
because the light didn’t “splatter” across the film plane
(or sensor) but instead was confined to a smaller opening
as it passed through the lens. Imagine using a funnel
with a very small opening and pouring a one-gallon can
of paint though it into an empty bucket. Compare this
process to pouring a one-gallon can of paint into the
same empty bucket without the aid of the funnel.
Without the funnel. the paint gets into the bucket quick-
er. but it also splatters up on the bucket sides. as well.
With a funnel. the transfer of paint to the bucket is
cleaner and more contained.

Keeping this in mind. you can see that when light is
allowed to pass through small openings in a lens, a larger
area of sharpness and detail always results. Does this mean
that you should always strive to shoot “neat”™ pictures
instead of “messy and splattered-filled™ ones? Definitely
not! The subject matter and the depth of the area of sharp-
ness you want to record will determine which aperture
choice to use—and it differs from image to image.

APERTURE AND DEPTH OF FIELD 37



three picturestaking situations for

& B

your attention to aperture choice 1

ount. The first is what | call a story
imply an imag

And

foreground

composition. This is
- that, like the name implies, tells a story

like any good

a middle (the middle ground subject), and an

ey, there's a beginning (the

end (the background subject). Such an image might con
tain stalks of wheat (the foreground/beginning) that serve

ifty to a hundred feet away (the

to introduce a farmhouse
main subject in the middle ground/middle), which stands
against a backdrop of white puffy elouds and blue sky
(the backgound/end).

Experienced amateurs and professionals call most

such as the

often upon the wide-angle zoom lenses:
35mm. 28mm. 24mm. and 20mm focal lengths—to shoot

their storytelling compositions. One of the primary rea-

sons wide-angle zooms have become so popular is that
they often encompass 100 percent of the range of focal
lengths that a photographer would use when shooting sto-
nytelling imagery. i.e. 17-35mm.

It sometimes happens that a storytelling composition
needs to be shot with a moderate telephoto (75-120mm) or
with the “normal™ focal lengths (45-60mm). but regard-
less of the lens choice. there is one constant when making
a storytelling composition: a small lens opening (the
s the rule!

biggest f~stop numbe

Once you start focusing your attention on storytelling
compositions, you may find yourself asking a perplexing
question: where the heck do you focus? When you focus
on the foreground stalks of wheat, for example, the red
barn and sky go out of focus: and when you focus on the
red barn and sky. the foreground wheat stalks go out of

focus. The solution to this common dilemma is simple:

OTE: Some of you may own one of those new

SLR (single-lens-reflex) or fixed-lens digital

cameras that offer an auto-depth-of-field scale
setup; Canon is one example. With these cameras,
you can autofocus your foreground, autofocus the
background. and the camera will then beep only if
your range of depth of field is greater than the aper-
ture choice can offer. Wow! Now that’s what I call a
very, very cool invention! If the camera should beep,
chances are good that you're focusing on too close of
a foreground, so move back a bit and focus again.
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vour don't focus the lens at all, but rather preset the foe

via the distance setting
Ihere was a time when most photographers used si

gle-focal=length lenses instead of zooms simply becasg

they were sharper. Additionally, all single-focal-les
lenses had—and still do have—what is called a depf
of-field scale. This depth-of-field scale makes itH

easy to preset your focus for a given scene before s,
and it offers tremendous assurance that you'll get o
area of sharpness that you desire in your image. But witht

the proliferation of high-quality zoom lenses, most pi

tographers have abandoned single-focal-length lenses i
favor of zoom lenses. The trade-off. of course. is that we
are then running around with lenses that don't havel

depth-of-field scales.
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road by its very nature
Aac!s as a powerful line

that can lead the eye
into a scene. After pulling
onto the shoulder of this
road, | set up my camera
and 75-300mm lens on a
fripod. | set my focal length
to 130mm and my aperture
to £/32, and then focused a
third of the way info the
scene. With my camera
pointed upward to the green

leaves, | adjusted the shutter
speed until a -2/3 exposure
was indicated—1/25 sec
instead of the recommended
1/15 sec. (See page 126
for more on this.) | then
recomposed fo get the scene
here and fired off several
frames. Prestol It's sharply in
focus throughout

[75-300mm lens at 130mm,
/32 for 1/25 sec.]
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imoge with great depth
Before you pick up and
ve on, consider laying on

your back ot the edge of the

your aftention on o
of foliage—combining
them with the sky (opposite]

a3

=

3
o

[Both photos: 20-35mm
lens at 20mm, £/16 for
1/60 sec.]







Zoom lLens Conversions for ]"i\‘t‘fl-l,(‘llH l)igilul Cam

“hether you shoot with a Minolta, Olympus,
Pentax. Nikon. Sony. or Ganon lixed-lens
digital camera, you no doubt are aware that

the focal length of your zoom lens does not correspond
to the focal-length numbers for a 35mm SLR camera.
Your camera may describe the zoom lens as 7-21mm,
9-72mm. or 9.7-48.5mm.

To aid in following along in this book, when I dis-
cuss wide-angle lenses or telephoto lenses, take note of
how your lens translates its angle of view into 35mm
terms. The 7-21mm lens is equivalent to a 38-155mm
zoom lens. The 9-72mm lens is equivalent to a
35-280mm zoom lens. And the 9.7-48.5mm lens is
equivalent to a 38-190mm zoom lens.

Notice that most fixed-lens digital cameras dont
have a focal length that offers a greater angle of view
than the 62 degrees of the moderate 35mm wide-angle
lens used by SLR camera owners. [t's a moderate angle
of view that seldom creates powerful storytelling com-
positions, because it’s simply not a wide enough angle.
So. when thinking about depth of field. keep in mind
that your widest lens choice is 35mm. and that is the
number you should keep in mind when presetting your
lens for maximum depth of field. (See pages 3845 for
focusing for maximum depth of field.)

Fixed-Lens Digital Cameras and Depth of Field.
Your fixed-lens digital camera is hopelessly plagued
with an uncanny ability to render a tremendous
amount of depth of field. even when you set your lens
to f/2.8—an aperture of f12.8 is equivalent to an aper-
ture opening of f/11 on an SLR camera! And, when
you're at f/4, you're able to record a depth of field
equivalent to f/16. At f/5.6, you're equivalent to f/22.
At f18. you're equivalent to /32, and if your lens goes
10 /111, you're at a whopping f/64! Those of us who use
SLRs can only dream of the vast depth of field that
would result from apertures like f/64.

One added benefit of having apertures that render
such great depth of field is in the area of exposure
times. For example. if [ were shooting a storytelling
composition with my SLR and 35mm wide-angle lens,
I would use f/22 for maximum depth of field.
Combined with an ISO of 100 and assuming I'm shoot-
ing a sidelit scene in late-afternoon light. I'd use a
shutter speed of around 1/30 sec. With this slow a
shutter speed, I'd more than likely use a tripod. You,
on the other hand, could choose 1o shoot the same
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scene at an aperture of f15.6 (equivalent
field 1o my f122), and subsequently. you
10 use a shutter speed that's four stops
ing 1/500 see. Who needs a tripecl at that

Likewise, when shooting elose-tips of f
dewdrops on a blade of grass (assuming
close-up/macro feature), you can shoot at
(equivalents of f132 or fl64) and once
some amazing sharpness and detail that SLR
only dream of. And, as every SLR user kng
photographing with a macro lens at 132, we
using our tripods since shutter speeds are
slow to safely handhold the camera and lens. B
again, with your aperture at /16 (an fI32 equive
can photograph the same dewdrop at much fa
ter speeds—more often than not. without
a tripod.

So, is there a downside to these fixe
digital cameras, other than the absence of
angle lens? Yes, there is: You can’t be
cessful when shooting singular-theme/isolai
sitions (see pages 48-55) as SLR shooters
with your lens set to the telephoto lengtl
your aperture wide open. you'll struggle
attempts to render a background that
and out of focus. Remember. even wide o
for example—you still have a depth of fi
to f711 on an SLR. There are accessories
the market that can help in times like
lenses, close-up filters, and such). but by
add it all up, you realize that you coul
about the same amount of money for an

And finally, most fixed-zoom-lens
do not have any kind of distance m
50 you won't be able to manually set
imum depth of field as I've deser
users. Instead, you'll have to rely
focused distance when shooting stos
tions. To make it as easy as possible.
With your lens set to /78 or f711 and
length (7-9mm), focus on something
five feet from the camera. Then,
speed until a correct exposure is in
shoot! Even though objects in
appear out of focus when you do t
on your camera’s display
objects record in sharp focus
ter release.



ormally, o scena like
this ons in Ole Lyor
would find me racch

ing for my Nikon £5 or
DX and tripod, but | ke
chosen to fravel light or
this particular avening with
my Mikon Coelpix 5700
Fortunately, like most digital
pointandshool cameras
the Nikan Caolpix offars up
some framandous depth of
fiold, avan when | use an
aperture of [/4 (the squive
lont of /16 on a 35mm
camera). Since | didn't
have a Iripod, | was grate
ful for the depth of fiald the
Coolpix affords me while
still allowing ma to shoot et
safe handholding shutter
spoeds, With my lens set 1o
60mm (roughly 200mm in
35mm ferms) and my aper
ture af /4, | adjusted my
shutter spead to 1/30 sec
Using the Mikon
Coolpix may beg the ques
tion, “Why not just use this
camara all the lime, sspe
cially since it seems 1o elim
inate the nesd for o tri
pod?” There are several
reasons, the most important
baing that the fils size is
much too small for my com

mercial clients

[Nikon Coolpix 5700 af
40mm, /4 for 1/30 sac)
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v second picturestaking situation for which
vour attention to aperture cholee is paramonnt

i« when making what [ call a singular-theme ot

solation composition. Here, sharpness i
deliberately limited to a single area in the
frame. leaving all other ohjects—both in front of el
behind the focused object—out-of-focus tones and

shapes. This effect is a direct result of the aperture choice
Since the telephoto lens has a narrow angle of view
and an inherently shallow depth of field, its often the

lens of choice for these types of photographic situations
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ens opering

2.8, It

\ portrait, ej

When combined with Large
115.6), 4 shallow

candid or posed. i

depth of field resulf

indidate for a telephoto @

position. as s a flower and any other subject vou'd
to single out from an otherwise bu cene, When
deliberately seek out to selectively focus on one

ubject, the blurry background and/or foreground

call further in-focus subject, This al

itention 1o the
* often referred to as visual weig

understood b

standard “visual law

whatever is in focus i the eye and b

10 be of greatest/most importanee




il these
od reason
brave

mall

ocal length

on to the
ind the bird
» 1o the bird
» and
yackground trees
feet or so
ne, the bird was
»d. An aperlure
y kept the bird isolat

background

mn lens at 300mm

500 sec.]

e grape cluster show:
ased against an outof
village places the
sitional emphasis on
es. Placing the visual
the grapes wo
y possible via the right
e choice. With my
camera and 35-70mm lens
a tripod, and the lens set
35mm, | was able to
a moderately
de and sweeping vision
urrounding vineyard

e in Beaujolais,

oving in close, |
n the lone cluster of
e the aperture to
/4, and then adjusted the
shutter speed

at 35mm,

SINGULAR

THEME

APERTURES
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cre any
Ihe Deptheof=Field Preview Button, I ther

{ era that can help determine the best aper
ingulartheme compositions? Yes, there

pth-of=field preview button. However this but

md on all cameras. And unfortunately, even

her nresent. it is often the most misunderstood fea

s simple as the depth-of-field preview button is
to use, it initially confus

many photographers.
A typical comment I hear from students in my
hops is, “I press it and everything just gets dark.”
Overcoming this distraction isn't at all difficult: it Jjust
takes practice. If your camera does indee

WOl

| have a
depth-of-field preview button, try this exercise:
set your aperture (o the smallest number—/2.8, f/:
or f/4, for example. With a 70mm or longer lens, focus
on an object close to you, leaving enough room around
the object that an unfocused background is
the composition.

First,

visible in
Then, depress the depth-of-field pre-
view button while looking through the viewfinder,
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depth of field you can expect i
enables you

ments,
unwanted depth of fie Id before recording the exposures

EXERCISE: Mastering the Button

e purpose of this biitton is simple: when the B
depressed, the lens stop down 1o whatever
voirve selected, offering you a preview of the overs

oir final fmage

1o make any necessary apertire dd

thereby correcting an instance of “incorrect

Nothing will happen. But now change the apertus
wide open to /18 and take a look. especially at
of-focus background. You no doubt noti
viewfinder getting darker, but did you also noti
the background became more defined? If not,
aperture to f/16 and depress the button a
special attention to the background. Yes, 1
viewlinder got even darker, but that once-|
ground is quite defined, isn’t it?

Each time the lens opening (the aperture) ¢
er objects in front of and behind whatever
will become more defined—in other words,
sharpness (the depth of field) is extended.



Now. head outside with a telephoto lens. say a
200mm, and set your aperlure to f/16. Frame up a
flowe . Once you focus on your subject,
depress the depth-of-field preview button. Things will
become quite a bit darker in your viewfinder since
you've stopped down the aperture, but more impor-
tantly, take note of how much more defined the areas
both in front of and behind the subject become. 1f you
want to tone down all that busy stuff around the sub-
ject, set the aperture to f75.6. The background will be

s that are meant
ily be fixed with

a port

less defined. Overly busy compositiol
1o convey a singular theme c
the aid of the depth 1d preview button.

(opposite), note how busy

the image is and how the
main flower is not alone.
Fortunately, | was able to see
this when | depressed my
depth-offield preview butten,
and at that point, moved
down toward the smaller
aperture numbers—all the
while looking through the
viewfinder while keeping the
depth-offield preview button
depressed. This allowed me
to see the once-busy back-
ground slowly fade to blurry
tones, resulting in a lone-
flower composition (above)
at an aperture of £/5.6. The

|n the first example at £/22

soft and muted colors of the
outoffocus background
serve to emphasize the
importance of the single
flower in the photograph.
Clearly, | wanted all the
attention on this lone flower,
and the one sure way fo
achieve this is to use a large
lens opening. A large lens
opening, especially when
combined with a telephoto
lens, renders shallow depth

of field.

[Both photos: 75-300mm

lens at 280mm. Opposite:
/22 for 1/30 sec. Above:
/5.6 for 1/500 sec.]
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\ witl v deptheol-field preview button may feel you're missing

\ hle L Well. vou are. but there are two solutions: If you insist
heof-field preview button, vou can buy a new camer 1 (hope
ke as vour current one so that you don't have to buy all new len
. i he less-expensive approach: Before shooting a singular theme
wd while still looking through the viewfinder, tum your lens one
) OF 80 { vou were going to remove it from the camera body, but

ove i), When vou do this, vou'll see the actual depth of field that
perture will render. (The viewfinder will also become darker in the

does when pressing an actual depth-of-field preview button.)

of-field preview button. At this point. take note of

h stuff comes into play behind and in front of the subject you're trying to
‘e satisfied with the way the background is being rendered, elick the

and fire away. If not. and you want a less-defined background, open

At f-stop (for example, from f75.6 to fi4), and then execute the

ke another look

meter st the expost

\ feet from the f

which was @




A !though not often called
ﬂ upon fo create singular-

B Wtheme images, the wide-
angle lens can also be a use-

ful tool for isolating sub-
jects—if you combine the
close-focusing abilities of the
lens with an isolating aper-
ture, such as /2.8 or f/4.

Here, due to a large lens
opening, the depth of field is
severely limited, keeping the
visual weight of the image
where | wanted it—on the
freshly picked bouquet.

[35-70mm lens at 35mm,
f/2.8 at 1/1000 sec.]
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cenes like this will make

you wish for exira film,

or extra batteries and
flash cards in the case of
digital. There’s so much pho-
tographic opportunity in a
field of wildflowers, not the
least of which is the opportu-
nity to isolate. Affer spending
some time photographing the
multitude of random patterns
in the field with my
35-70mm lens (above), |
switched to my 75-300mm

lens and started seeking out
the numerous lone flower
opportunities. Needless to
say, it was a visual feast,
and the image on the facing
page was just one of the
many singulartheme images
| got that day.

[Above: 35-70mm lens

at 50mm, f/11 for 1/30
sec. Opposite: 75-300mm
lens at 300mm, /5.6 for
1/125 sec. ]
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y7i ho cares” what aper
ture you use when
shooling a portrait

against a wall2 With my
camera and 80-200mm lens
mounted on a tripod, and
my focal length set to
135mm, | chose a critical
aperture of f/8 and then

adjusted my shutter speed

[80-200mm lens at 135mm
f/8 for 1/125 sec.]
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with macro

g a frue
erfly

1 attain

Nith my
ounted on
aperture

h of
ted my
1000

a correct

filling the
tterfly and
pporting it.
field diminish-
you focus, | was
a view-

the side of
parallel to me. |
the shutter

until 1/60 sec. indi-
correct exposure.,

cel

page: 75-300mm
f/5.6 for

ight: 75-300mm
Omm, 12mm

be, /5.6 for
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f/22, | adjusted the shutter
speed until 1/15 sec. indi-
cated a correct exposure in
the camera viewfinder, and
with the camera’s selftimer

y placing this lone feath-
Ber on a rock, | created a
composition that offered
a great excuse fo break out

my macro lens for some real-
ly close-up photography.

several shots.

[Nikkor Micro 70-180mm
lens at 180mm, f/22 for
1/15 sec]

Macro Accessories and the Advantage of Fixed-Lens Digital

) There are various photographic accessories avail-

able to make close-up photography possible. For

M all of the SLR shooters, you have macro le

ses
or zoom lenses with a macro or close-focus feature, as
well as extension tubes. macro converters, and close-
up filters, which are all designed to get you “up close
and personal.”

For those of you using a fixed-lens digital camera,
you can also use close-up filters, or in some cases your

camera manufacturer may offer a macro/close-up lens

that screws into the front of your lens. For fixed-lens
digital shooters, the world of close-up photography
offers closeness that 35mm SLR camera users can only:
dream of. As explained on page 46, f/11 on a fixed-
lens digital is equivalent to f/64 on a 35mm SLR.
That’s one heck of a lot of depth of field al your dis-
posal! And, if truth be told, all of us 35mm SLR cam-

era users—iilm or digital—are envious of you and your
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fixed-lens digital for this reason. if for this reason only
Sure, I have a macro lens that can go to //32. but to
one stop further to f/64 . . . oh. that would be so ni

It could make such a difference in much of my clos
up work.

Granted, shutter speeds are already slow enought
when I shoot at /32, but even so. I would patiently wail
hours if necessary for the breeze to stop j so that B
could use an f/64. And here’s another bit of good {0

tune for those fixed-lens digital shooters who have

JT11 aperture: not only do you get to record some an

ing depth of field, but you can do so at relatively
shutter speeds since your aperture remains at /11 &
though it renders depth of field equivalent ta /o .
)(m'\r ever wanted an excuse to shoot some amazl
close-ups, this is certainly a good one. All that rema
is to determine whether vour lens offers a elose-fod
feature or a close-up lens attachment. [ sure hope S0



coverie
rusty door

ple. With

take your pick frol

ous abslract shapes, anc
then move in really close
almost on aerial view o
distant blue loke fromed
the massive oufcroppings
sandstone s

camera and lens moun
tripod, | used an

f/16. Since th

in aperture-priorify mode
allowing the camera to
the exposure for me

[Both images: Nikkor Micro
70-180mm lens, /16 for
1/8 sec.]
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g ust how close can you
get to your subjects®
With the aid of a small

extension fube on a wide

angle lens, you can get real-

ose. This is actually a
7Omm
lens, a tripod, and a small
12mm extension tube, and

ly

rose, | used o 35

was soon lost in @ world of

sensuality, curvilinear lines,
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and tones. Since | wanted to
render the softer shapes and
hues of the rose in a highly
charged, sensual way, it
was critical that | use a
large lens opening—in this
case, f/4—not a small one
[35-70mm lens at 35mm,
12mm extension tube, /4
for 1/60 sec.)

0 you need an excuse to
wake up eatly? Here it
is: early morning is the
best time to get lost in fields
and meadows covered with
dew. With my 35-70mm
lens in 35mm macro/close
focus mode, | came upon @
blade of grass with not one
but wo dewdrops hanging
on it To give these dew
drops a sense of place, | set
my aperture to /22 and
was able o render them in
sharp defail while af the
same time including the out
obfocus shape of a distant
tree in the background. For a
different macro look—the
two drops all by them
selves—| switched to my

MicroNikkor 70-180mm

lens. With my camera
on a small beanbag sup
| was able to sharply re
the two lone dewdrops @
the upside-down fisheye 3
reflections (of the tree and
field beyond) that where
within each drop. | used @8
cable release to trip the shY
ter and shot a few expost
in between the very light
breeze blowing through
meadow. Crawling arou
this field in my rain pants
proved to be a good id

Above: 35-70mm lens at
J5mm (mu(m/\"\“snup :
mode), /22 for 1/8 se&s
Opposite MicroNikkot
70-180mm lens at 180
1732 for 1/4 sec]







\perture and Specular Highlights

on've andoubtedly seen your share of

movies that contain night seenes shol on

Did you notice

wellsilluminated  stree
that when the camera focused in close on
the characters, the background  lights
appear as out=olfocus cireles or hexagons of color? Like
the idea ol visual weights this is another optical phenom
cnon: i close-up photography, any out-of~focus spots of
light appearing inside the viewfinder will record on filim
or digital media i the shape of the aperture in use,
Additionally, the distance between the main ~<n|»|m'l andd
the bhackground lights determines just how large and dif-
fused the out-of-locus spots will be, The spots are also
called specular highlights,

lo produce a background of ont-of-focus cireles, you
must use a wide-open aperture, This is the only aperture
that is 100 percent cirenlar in shape, All other apertures
are hexagonal. So, whether you're using a macro lens (for
which a wide-open aperture may be /2.5 or fI4) or a lele-

photo zoom with the “macro”™ setting or extension tubes

on your 35-70mm zoom (when wide open is f13.5 or

/15.6). you must physically set the aperture 1o the wide-
open setling if you want to record cireular shapes,

Il you have a fondness for hexagonal shapes, simply
use any aperture except wide open, The sooner you put
yoursell'in-positions to explore and exploit these out-of-
focus shapes, the sooner you can begin 1o record compo-
sitions of greal graphic symbolism,

Finally, don't forget 1o photograph the sun, I've arriyed
in countless meadows at dawn or just before sunset, and
focused my close-up equipment on a single of blade of
grass or secd head, framing it against a large and loom-
ing out-of=focus “ball™ of light, What I recorded was, of
course, nol the actual sun itself, but rather o circular
record of its distant rays of light.

O APERTURE

EXERC
Lights—Not}
for the Hu“t’«inN

hristma

rab o string of Christmas tree |
dark room. plug them in. From
room, look at the lights through ye
lens (either an actual macro lens, o zoom
macrofclose-focus setting, or a short tele
with an extension tube). Now place your k
front of the lights and focus your
hand until it’s sharp, You should see a
foens shapes of light behind your hand,

circles, you must use a wide-open
smallest aperture number). To record:

time of year. Theater marquees, b
even car head- and taillights can be
of-focus spots of light. Simply lool:
subjects with your close-up equi
tance of ten to twenty feet and
For those shooting with film cam
highlights can be great elements
ble exposures of city scenes at
Shoot the a version of the scene
another out of focus.












[ th Wilter mechanism s |

\ imera-—and onto the

s specilie length ol

\ LR camer film or digital, and

| l-shoot cameras, oller a

peed choree Shulle peed con

[ motion in your pictures, whether that

! from vou deliberately moving the camera

while mak wn image or from vour subjects movin

witl vour composition. Fast shutter speeds  freeze
ction, while slow ones can record the action 1 blur

ver on the

can imagine my enthu
asm when | discovered that

th

array of attachments that

folks at Bogen had an

would allow me fo use my
camera almost anywhere
This is especially useful when
interprefing motion photo-
graphically. Their Super
Clamp, Magic Arm, or
Suction Cup will take you
places you could only dream
of before. With the Bogen
Magic Arm attached to the
handlebars of this scooter, |
was able to capture what |
call a road's-eye view of a
scoofer in motion. Once |
attached my Nikon N90 and
20-35mm zoom lens to the
other end of the Magic Arm,
I looked through the
viewfinder and set the focal
length to 20mm. This provid-
ed the wide and sweeping
view | was seeking. Since it
was an overcast day, the
light levels throughout the
city streets were relatively
consistent no matter where
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Up until now, ot

ioal role aperture plays i

ure, That's all about to

the

conter slage
ke

ofle

hould fatter

ou find yvourself shootin

ty. and choosin

world 1= one action-p

the

wljusting the aperture i

ing motion in your image

my wife scootered. For that
reason, | set the camera to

shutter-priority mode, choos

ing a shutter speed of 1/
sec. In this mode, the cam-
era would now set the cor
rect exposure for me via the
right choice in aperture
Finally, | mounted the receiv-
er of my Nikon Infrared
remote shutter release onto
the camera’s hot shoe (nor-
mally where one puts an
electronic flash) and told my
wife, “Okay, go!” Running
alongside her and holding
the remote shutter release, |
fired at will and soon had
thirty-six exposures.

This idea of attaching
your camera to things that
move is certainly not limited
to scooters; there are bicy-
cles, cars, skateboards,
shopping carts, strollers, and
lawnmowers to name just a
few. With a Bogen clamp, a
whole world of motion-illed
opportunities awaits.

[20-35mm lens at 20mm
1/15 sec.]

thent the @
creative ey
speed §
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priority: W

two situations in
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Basic Shutter \Iu't'x‘ .

gh standand shutter speeds are indicated

o shutter speed dial or in vour viewlindet

whole numbers—-such as 60, 125, 250, and
voare actually fractions of tme (e, fractions
nd /60 see,, 1125 see. 1250 see. and

16 yvou bought your camera within the past

vou've no doubt discovered that your cam
shutter speeds that fall between these ones,
e going from 1/60 see, to 1780 see. to 1/100
25 seed o 100 sec. 1o 17200 see. to 1/250

<o on. These additional shutter speeds are

tuning vour exposure, and | discuss this

veater detail on the chapter on light (see pages

In addition to these numbers, most cameras offer i
B setting as part of the shutter apeed selection. B
stands for bulb, but it has nothing to do with electron-
ie lash, [t is a remnant from the early days of pieture-
taking when photographers made an exposure by

a rubber bulb at the end of their cable

s(ueezing
release. which was attached to the camera shutter
release. Squeezing the bulb released air through the
cable, thereby locking the shutter in the open position

until the pressure on the bulb was released. Tod

when a photographers want to record exposures that
are longer than the slowest shutter speed the camera
will allow, they use the B setting, along with a cable

release and a tripod or very firm support.
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w ool 1l
L the most com vou shoot st shivitter peeds of /60O 140 I

tabhion, you can vesult will be o streaked background that elearl

IWo Wiy You can v the action with the homes rendered
vater with o fast shutter Freveing the action of your child ( e s anatl
kil o candy with . or motion subject, Any el treed fe at ol
\nother action<fited seen wother, Using shutter spoeds a ' il
pasture on-a beautiful - (with a tipod, of coursed, will turm the streets into o sea
voyour hand at panning, (ol of ted and white as the heads and talbight 1
e horses with your camera o e poss through your composition
| of &
) el J
ad
i fl
18 making and
med my lans | )
10 35mm lo )
telling compo '
Hower Hald and ]
train. | quickly set my st

speed to 1/60 sec. and
adjusted the aperture

/22 indicated a correct
exposure, With the camera

on a tripod, | pre
shutter release as the irain
made its way across the

f

Iracks al a speed o

than 120 mph. The obvious

maotion that resulted conveys
the idea of high speed trains
in France, and the piciur
esque landscape that sur
rounds it could entice aven
the most diehard plane rider

into trying the train

[35-70mm lens at 35mm,

1/60 sec, at 1/2




i photograph 1 ever saw that used the
que of freezing action showed a young
nan in a swimming pool throwing back her
head. All the drops of water and the
sman’s flying hair were recorded in crisp
since the fast-moving world seldom slows down
ve us time to study it. pictures that freeze
e often looked at with wonder and awe.
More often than not. to freeze motion effectively you

1st use fast shutter speeds, This is particularly critical

when the subject is moving parallel to you, such as when
a speeding race car zooms past the grandstand.
( these subjects require shutter speeds of at

least 1/500 or 1/1000 sec. Besides race cars on a track.

many other action-stopping opportunities exist. For
example, Sea World provides an opportunity to freeze the
movement of killer whales as they propel themselves out
of the water from the depths below. Similarly, rodeos
enable you to freeze the misfortunes of falling riders.
And on the ski slopes. snowboarders soar into the crisp
cold air.

When you want 1o freeze any moving subject. you

need to consider three factors: the distance between you

and the subject. the direction in which the subject is
moving. and your lens choice. First, determine how far
you are from the action. Ten feet? One hundred feet? The
closer you are (o the action. the faster the shutter speed
must be. Next, determine if the action is moving toward
or away from you. Then decide which lens is the most
appropriale one

For example, if you were photographing a bronco rider

at a distance of ten to twenty feet with a wide-angle or

normal lens, you'd have to use a shutter speed of at least
1/500 sec. to freeze the action. If you were at a distance
of one hundred feet with a wide-angle or normal lens, his
size and motion would diminish considerably. so a shut-
ter speed of 1/125 sec. would be sufficient. If you were
at a distance of fifty feet and using the frame-filling
power of a 200mm telephoto lens, 1/500 sec. would ])e
necessary (just as if you were ten feet from the action).
Finally. you'd need a shutter speed of 1/1000 sec. if the
bronco rider were moving parallel to you and filled the
frame either through your lens choice or your ability to
physically move in close.
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n the North Shore of

Maui, surfers and wind

surfers alike arrive
évery morning at Hookipa
Beach hoping fo calch the
next biggest wave or ride the

constant wind. When | made
his image, | was hoping lo
reeze the aclion of a surfer

"wiping out.” Although my

first few rolls were great
records of fun in the sun, it
seemed everyone out that
day was an expert surfer.
Although | was tempted to
leave, | decided to be
patient and was soon
rewarded. The wind picked
up, and with it, even larger
swells began to form. My

patience was soon rewarded
when one surfer took a really
big hit from a thundering
wave that knocked him off
his board and sent him fly-
ing. A few minutes prior to
making this image, | had set
my exposure by aiming my
fripod-mounted camera and
lens toward the blue sky

above the horizon line. With
my shutter speed set to
1/500 sec., | adjusted the
aperture until f/8 indicated a
correct exposure. As a result,
| was more than ready when
the action began to unfold.

[600mm lens, 1/500 sec.
at /8]
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ly years as a pho-
r, | spent many
om the safety of a
t blind that was real-
window in my
hotographing the
came fo my bird
ously, a bird
Jer afiracts lots of birds,
y in winter when
is somefimes scarce,
hotographed my

of juncos, chickadees,
inches

When | helped my broth-
build his new home in
aska, however, we both
fook time out to photograph
cagles! And unlike me with
my backyard bird feeder of
suet, millet, sunflower seeds,
and peanut butfer, my broth-
er placed large pieces of
salmon on several sheefs of
Plyweod, Leaving their perch
n a nearby free, the eagles
swooped foward the salmon
ot a fast pace and, with their
claws oufstretched, snagged

the pieces of salmon with
grace and ease.

Unlike photographing
birds perched in trees, photo-
graphing any birds in
flight—especially big ones
like eagles and especially
when they are so close fo
you—requires the use of a
fast shutter speed to freeze
the action (flying speeds can
reach 30 or 40 mph). With
my Nikon D1X digital cam-
era and my lens on autofo-
cus, | first set my shufter
speed fo 1/500 sec. With
the sun at my back and the
eagles bathed in early-morn-
ing frontlight, | simply eimed
the camera toward the blue
sky above some distant hills
and adjusted my aperture
until f/9 indicated a correct
exposure. | then recomposed
and fired away ot the many
eagles flying nearby.

[80-400mm lens af 400mm,
1/500 sec. at /9]

Motor Drives

ost cameras today come fully equipped with
a built in motor drive or winder, which
allows photographers to attain a higher
degree of success when recording motion. Without
the aid of a motor drive or winder. it’s often a hit-and-
miss proposition as you try to anticipate the exact
right moment to fire the shutter. With the aid of a

winder or motor drive, you can begin firing the shut-
ter several seconds ahead of the peak action and con-
tinue firing through to a second or two after, and it's
a very safe bet that one—if not several—of the expo-
sutes will succeed!

Although it’s possible to shoot action sequences
with either a film or digital camera, some film cam-
eras are capable of recording images at up to seven
frames per second while most digital cameras can
only record images up to three frames per second.
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Panning

ographing motion Jiile our Panning race cars was quite common years ago, In

mains stationary (as deseribed on— this situation. from your spot in the grandstand yom
the previous pages). panning is a technique — would begin to follow a race car’s movement with Joues
tographers use in which they deliber camera as the car enters your frame. Ne hile 1.1,].“"‘

move the camera parallel to—and at the camera. you would simply move in the same dige

| as—the action 1 often hutter — tion as the car, left to right or right to left, keeping the cag
ed for when panning, i.e. from ) see. inthe same spol in your viewlinder as best you could amf‘
firing at will. You should make a point to follow throught




mooth motion: (Any sudden stop or jerky move:
wld adversely alter the panning effect,) The
ny images should show araee car in focus against
Loround of a streaked colorul blur

o importance of the background when panning can-

o overstated. Without an-appropriate hackground,

prine can result. T am reminded of one my first

pis al panning vears ago. Two of my brothers were
Irishee. With my camera and 50mm lens, and a
1 speed of 1730 sec.. | shot over twenty exposures

1oy streaked across the sky. Twenty pictures of a

aibject seemed almost nightmarish to me back

then, but | wanted 10 be sure | got at least one good
Hnage, | llf!:llllllillt'l)‘ not a auly|v- im:u,/v turned out!
With the Frishee against only a clear and solid-blue sky.
there was nothing behind it 1o record as a streaked back-
ground. Keep this in mind; panning is a good reason to
tuke note of potentially exciting backgrounds.

I use a tripod frequently, but when it comes 1o pan-
ning, a tripod is often a hindrance, so leave it home. (1

can hear the roar of thunderous applause!) Since you're

panning moving subjects, you must be free to move,
and using a tripod makes about as much sense as eal-
ing spaghetti with your hands tied behind your back.

@ was having the time of my
life shooting sunflowers out
Zin the middle of
nowhere—where the only
noise that breaks the incredi-
ble silence is the occasional
car passing through on the
lone country road that runs
through this field. It wasn’t
until I turned my attention
away from the sunflowers
that it occurred to me that
panning on a car as it drove
by could prove to be a
good stock shot. And, as
often happens in cases like
this, once | wanted a car, |
had to wait and wait and
wait for one. Just when |
thought about packing it in, |
heard a car approaching. |
put the camera to my eye
and did a quick recheck of

my exposure (1/60 sec. at
£/16) as | metered the blue
sky above the field of flow-
ers. Once the car entered
the frame, | began to shoot
and pan, following the car
and doing my best to keep it
in the same point in the
frame while moving the cam-
era from left to right. | just
kept firing the whole time
the car was there (the cam-
era’s motor drive fired off
five frames per second). And
my hunch was right, as this
one image has earned more
than seven thousand dollars
in combined sales with my
stock agency just over the
last twelve-month period.

[80-200 lens at 200mm,
1/60 sec. at f/16]
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hile living in Europe,
Wl’ve come fo regard
the bicycle as a won-

derful alternative to the car.
Additionally, I've seen count-
less bicycle races all across
the counfryside, and in many
small towns and villages. At
one race in a small fown in
Holland, | stationed myself
on a streef corner where the
cyclists would make one of
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several turns. | set the focal
length of my 20-35mm
zoom lens to 20mm and the
shutter speed to 1/4 sec,
Next, | adjusted the aperture
until //22 indicated a correct
exposure for the gray road
in front of me. As the cyclists
came info the viewfinder, |
simply moved the camera in
a fluid side-toside motion,
left to right; plus, I also

zoomed the lens from the
20mm focal length to the
35mm focal length. In addi-
tion to this recording the
panning effects, it also
recorded the explosive
effects that result from zoom-
ing during a slow shutter
speed exposure.

[20-35mm lens at 20mm,
1/4 sec. at /22)



llowing the end of a
lay photo workshop
I taught in Alaska, | glac
v accepted on invilation
m a student who was

» a bush pilot) to the

nai National Park for a
lay of bear viewing

Arriving near the shore on
the glasslike surface of the

of Strait, | disembarked

from the plane, stepping first
n its skid and then into the
lear cold water. It was slow
going for the next fifteen min
utes as | trudged through the
waist-deep waler, wearing

my chest waders and carry-

ing all my gear. As |
approached the shoreline,
those once small “bear dots”
I'd seen from the plane

n size

The bears had been feeding

on salmon and berries since

June and now, in these early
days of autumn, their bellies
seemed ready to burst. Most

of them we

s moving slower
than the second hand on a
clock with a dead battery.
Of the many bear images
| got that day, this one is the
most memorable. As you can
clearly see, it's not just a
panning photograph of a

bear feading ir

somehow managed to
record an exposure that also

captured the frightened

salmon, whose he

ids you

1 of the

can see sticking ¢

water. Quite honestly, | we

focusing all of my attention

on the bear while making

these panning shots, and as
you can imagine, | was
absolutely thrilled to see the
salmon in this shot os we
when sorfing through my
slides on the light table

[80-400mm lens at 400mm
1/60 sec. at f/22]

PANNING &

4






hether it cascades

down through rocky

streams or over
basaltlayered cliffs, water
caplured at a slow shulter
speed is very soothing to
ook al. This example (oppo
site) is the Upper North Falls
at Oregon's Silver Falls State
Park. The early:morning light
Was casting its glow on the
nearby trees, and subse
quently, like a mirror, these

vivid green colors and the

blue sky overhead were
roflocted in the stream
below. | wasted no time in
turning my atfention lo this
wonderful abstract photo

opportunity. Using a triped, |

sel my shutter speed to 1/8
sac,, adjusted my aperture

until #19 indicaled a 2/3

exposure, and fired off sever

al frames.

[75-300mm lons at 210mm,

1/8 sec. at (/19]

f slow shutter speeds can

work for water, why not for

industrial sparks® [n the fall
of 2002, | was offered an
assignment shooting steal
mills. | photographed numer-
Qus snbim‘ls over the course
of five days, including a
number of varied composi-
tions of hot steel and flying
sparks. At one of the five
mills | photographed, thirty
foot lengths of twelveinch
stoal pipe were sent down a
long track where the end of
each was then cut by an
automaled machine. |t was
thera that | set up my Iripad,
about ten feet from the pipe
itsalf. Daspite this distance, |
found myself sweating pro-
fusely, as the heal coming off
the pipes was well above
two thousand degrees.

With a focal langth of
400mm, | chose a +1/2 sec.
shutter spaad-—tha same
spoed fhat has worked so

i
‘AQ
m
e,
i

well for waterfalls and
streams over the years, As
the pipe lay on the track, the
automated cutter would slice
through the steel, all within
five seconds. During these
five-second periods, | would
look through the viewfinder
and note how the camera's
light meter reacted to the
bright hot steal and flying
sparks. Datermining that the
brightest paint in the overall
compaosition was the cutter
itself and having shot numer
ous sunrises and sunsels
over the years, | chose to
ignore this much brighter
light and set an exposure
for the surrounding glowing
steal of the pipe itself-
much like choosing to set an
exposure from the orange
glowing sky to the right or
laft of the sun,

[80-400mm lens at 400mm,
1/2 sec. at 1/27)
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ENERCISE: Motion with

L Stationary Camera

N hooting movement while the camera remain
S Lationary e ¢ 10 the subject offers an array
A ol possibilities. Try your hand at this exercise
the next time you visit the local playground o
umusement park. [ promise it will help you discover
many more motion-filled subjects. At a playground
find @ swing set with a stand of trees in the back
around. As vou sit in the swing with your camera and

wide-angle len o your shutter speed to 1730 sec

and point and focus the camera at your oulstrelc lhe

A1), Then adjust the aper

legs (prefevably with bare
fure until a correct exposure is indicated by the cam
cras meter. All set? Start swinging (keeping both
arms carefully wrapped around the chains or ropes of
the swine. or course). Onee you reach a good swing

se. Don't hesitate to

ing action, press the shutter re
take a number of exposures. The result will be sharp

legs surrounded by a sea of movement—an image

that says, “Jump for joy for spring has sprung

Neat, move to the seesaw. Place the camera so that

its base rests flat on the seesaw about a foot in front
of where you'll be sitting. With the child or adult sit-

ting on the other end. focus on them with your shut-

ter speed sel to 1/8 sec., and adjust your aperture.
Then begin the up-and-down motion of the ride

keeping one hand on the camera, of course—and
shoot a number of exposures at different intervals

while continuing to seesaw. The end result is a

person against a background  of

arply focuse
streaked blurs.

K. walk over to the merry-g¢

\l an amusement pa
round and hop on board. Wait until the ride gets moy-
ing at a good pace, and with your shutter speed set to
1/30 se

your aperture and fire away. The end result is, once

.. locus on a person or opposite you. Adjust

ain, a sharply focused person against a buckground

of swirling streaks. Would that make a great adver-
tisement for Dramamine, or what?
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ago

arcelona

pon

iin where
Y paaple had as

z6¢)

ambled

Ght
]

show, With my triped and
357 0mm lens, | soon found
that | had shot more than
fwinty oxposures because |
liked the image befere me
so much. | set the foeal
larigth to 50mm, my shulter
speed to 1/2 sec., and
maoraly adjusted the aperture

until [/8 indicated a corract
orposure from the strong
backlight. The halfsecond
erpasure did litle 10 freezs
the action of the weter, but
What was nol my infention. |
wantad 1o record a more
stheraal water effect and
1 /2 s6c, aecomplished this

Sinee my meter reading was
sol for the much stronger
lights on the fountain, the
people gathsrsd in front of it
were rendered as severe,

uniderexposed silhoustes

[35-70mm lans at S0mm,

1/2 sac. of [/6]
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ow do you make a stationary subject
move™? You zoom it! In other words, you
press the shutter release while zooming
vour lens from one focal distance to anoth
er. With the proliferation of zoom lenses

on the market today, I'm surprised that the zooming-dur

ing-exposure technique hasn’t been revived.

Zooming your lens while pressing the shutter release
will produce the desired results but not without practice.
Don't be disappointed if your first few attempts don’t
measure up. Remember my number one rule for all you
film shooters out there: film is cheap when compared to
the trauma of a missed shot. For those of you using a

soint-and-shoot  digital camera. you may feel your

I
patience being tried. Unless you can figure out a way to

override the motorized zooming feature on your camera
(and you'd be the first to make this discovery. by the
way). you'll be unsuccessful in your attempts. The

ras won'l let

biggest reason for this is because these came

you change any settings (and this includes zooming)

while the exposure is being made.

ith my camera and

35-70mm lens on a

tripod, | first com-
posed this lone oak at sunset
at a focal length of 35mm
with the addition of a Lee
sunset filter. With a shutter
speed of 1/2 sec., | adjusted
my aperture to £/22. As |
pressed the shutter release, |
zoomed from 35mm to
70mm, and this is one of
only a handful of attempts
that succeeded from the two
rolls | shot of this tree using
this effect.

[35-70mm lens at 70mm,
1/2 sec. at £/22]

SHUTTER SPEED
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{ all the discoveries 've made during m

twenty vears of shooting, my lavorile 1s ere

iting “rain’; it has provided me with hour

[ joy-filled photography. This technique

ha o resulted in numerous stock photo

sales to greeting card and calendar companies, as well a
0 he e-related clients

I'he rain effect is easy 1o achieve. On clear momings.

ler so that the water is back-

s it cascades down. I then gather up some flowers or
i nd arrange them in pots, small cedar boxes. bowls.
or vases. To effectively produce the look of falling rain. |
1se a sk speed of 1/60 sec. | move in close to the
vacklit subject and adjust my aperture until the light
neter indicates that a correct exposure is set. | then sim-
ly back up. compose a pleasing composition, and turn
on the sprinkler. I shoot only when the sweeping arc of

begins to fall just behind and
Also. I almost always choose the

al length for

rain shots, not so

focal lengths have an inherent shal-

ut because they enable me to record

ing compositions without getting wet.

9% SHUTTER SPEED

hy should falling rain

After I'd been u

this technigt

for se

years to photograph flowers,
" h

| began fo ploce of

5 er suk

ects in my falling “rain”,

bowl

including this vivid blu
of fresh strawberries (below]
With the bowl on a small

| took o meter




welcome spring with great
enthusiasm. The sun has
refurned and the rains have
subsided—at least, the
real rain has. | used an
oscillating lawn sprinkler
to make it “rain” on these
backlit tulips, and | metered
off the green grass behind

If you're like me, you

4

them. With my shutter speed
at 1/60 sec., | adjusted

my aperture until /10
indicated a -2/3 exposure
and fired away. Ah, the

joy of spring!

[80-200mm lens at 200mm,

20mm extension tube,

1/60 sec.]
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The Importance of Light: The Importance of |

hat should my exposure be?™ is, s

often-heard
\ndl,
lated carlier, my [requent
although it

I've already said, an

question from my students.

again as |
reply

may al [irsl

ippearing flippant—is simply, “Your exposure should
he correct. creatively correct that is!™ As I've discussed
i countless workshops and on-line photo courses.
ichieving a creatively correct exposure is paramount Lo

a photographer’s ability to be consistent, It's always the

Xpostre

fivst priority of every suceessful photographer 1o deter.
mine what kind of exposure opportunity be or she i face
ing: one that requires great depth of field o shallow
depth of field, or one that requires freezing the aclion,
implying motion, or panning, Once this has been detop
mined, the veal question isn't “What should my expo-
sure be?” but “lrom where do [ take my meter reading?*

However, before T answer that question, ler’s take o
look at the foundation upon which every CXPOsure js

built: light! Over the years, well-meaning |»J|nlry;{m]vhem




the importanee ol light or have even boen

Ihis Kine ol
W and shoot the Light!™has lod

w that “light is everything
See the I

tndents astray over the vears

thight? OF course not! [ eouldn't agree more

pieht Light can bring importance and drama to o
osttion. But more olten than not, the stress 1s

instead of on the (creatively correct) expo
W hether vou've chosen to tell a story, o isolate, (o
on Lo pan, ot o amply motion in your inmage,
there regardless

will he I can't tell you how

mes Pve met students who think an exposure for

the ligght s somehow different tan it s for o storyielling
e or lora panning g 1t

different? What bas all of the sudden changed?
A | to believe that o ¢

el w0 on what 14 80

npletely different set of
only for the light? Of

CXINlS

apertures and shutter spece
course not! A correct exposure is still o combination of
aperture, shutter speed, and 150, And, a creatively cor
rect exposure is sl a combination of the vight aperture,
the right shutter speed, and the right 1S0-—with or with
out the lighte As far as 'm concerned, the light is the
hest possible frosting you can put on the cake, but it ha
never heen——and never will be-—the cake
hile ihe light is impor
tant in any image, it
was the exposure
that was an integral part of
making this shot. Getting a
true storytelling exposure that
rendered everything in sharp
focus was key to conveying
the humor of this scana
along one of the many dikes
in West Friesland, Holland.
Windmills abound in this
area, and people still live in
these “houses.” Coming
upon the clothasline of one
such homeowner, | couldn't
resist the obvious opportuni:
ty, With my camera on a Iri
pod, | set my aperture to
f/22. | then prefocused the
scene via the distance selting
and adjusted my shutier
speed for the light reflecting
off the blue sky until 1/60
sec. indicated a correct
oxposure. The scene didn’t
look in focus when | shet it
but due to my aperture
choice, it was rendered
sharp on film

[20-35mm lens at 20mm,
{722 for 1/60 sec ]
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/ y vou find the best light for your
.‘“ weets? Experienced photographer

h / ve leamed that the best light often

; < al those times of day when you
woul her be sleeping (early morn

with v or fmends for dinner (late

. especially in summer). In other

S best light can be disruptive to your

ke advantage of early-

B ess v e willing to t

afternoon light—both of which reveal
yws, and depth in warm and vivid tones
harsh and contrasty,

wes will continue to be

al warmth. Such are the results of shooting

n harsl lat light of the midday sun.

and |

v. one can argue that the best light occurs

ge in the weather—incoming thunder-

storms and rain—thats combined with low-angled early-

ough early-morning light is golden. it’s a bit cooler

golden-orange light that begins to

Iscape an hour before sunset. Weather,
inclement weather. can also affect both the

s mentioned above) and color of light. The omi-

g sky of an approaching thunder-

1 can serve reat showcase for a front- or sidelit

ape. Then

there’s the soft. almost shadowless light

tovercast day. which can impart a delicate tone
v pastoral scer

1ts.

as well as to flower close-ups

and por

Since snow and fog are monochromatic, they call

ttention to subjects such as a lone pedestrian with a
br

ght red umbrella. Make it a point. also. to sense the
changes in light through the seasons.

'he high. harsh,
direct midday summer sun, differs sharply from the low-

I winter sun. During the spring. the clarity of the

1t in the countryside results in delicate hues and tones

for buds on plants and trees. This same clear licht

enhances the stark beauty of the autumn landscape.
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rom atop the steps near
Piazza di Spagna in
Rome, | was afforded a
view of the busy street
below. With my camera and
lens on a tripod, | set the
aperiure and adjusted the
shutter speed. Even while |
was shooting this scene, |
commented fo my assistant
that it would be a far better
photograph if we could just
have some light. It had
already been raining for the
better part of three days. The

next day, the skies finally
cleared and we made it
back to the same spol
this time in lafe offerncon. AS
luck would have it, the sirest
was now backlit and dis-
played the warmth | had pre=
viously been looking and
hoping for.

[Above: 80-200mm lens
at 200mm, /22 for 1/13
sec. Opposite: 80-200mm
lens at 200mm, 722 for
1/60 sec]






EXEFRCISES: | \]yimm | aght

X I ki
wl I i e 1 th
house W apar
\ \
the | os and
S \ examj
| by city skyline
| untair ¢
\
Iy \
0 n
Ox <e of the next twelve document
| y shiftin
seasons ai | I
hout the vear. Take several
week. shooting to the south, north, east.
\ iy OIMming, 'HHZV}.A\, ind ‘J'H‘

Jon't \
lon’t con

ght. Jimce s 1s Nercise,
cern vourself witl ling composition
At he twelve 1 with your efforts
S » amassed a knowl-
¢ few professional
photc fewer amateurs—possess,

> and exploit light are n

1

eamed about light and

notivated to put themselves
}

Iy

he “nght” light

exercise 1s to (‘\Nun* the changing

on your next vacation. On just one «h_\, nse

before

lawn and photograph some subjects for one

sunrise. Then head out for an after-

g. beginning several hours before and

g twenty minutes following sunset. Notice how

fronthight provides even illumination,

how sidelight en

tes a three-dimensional effect. and
backlight produces silhouettes. After a

how str
3 £l . ¥
day or two of this. you'll soon discover why the licht

of the midday sun is reserved for relaxing poolside.

=
—the light—ond S
amazing. But, it was SilB
ary to decide what &

oth images with-

lens at 20mm, #16 fof
ipod and with the 17125 sec
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Frontlight

meant by fronthight or fronthight

1wl
Imagine for o moment that your
camera lens is o giant spotlight
Everywhere you point the lens you
would light the subject in front of you
< is [ronthighting, and this is what the sun does, on
sunny days, of course. Due to frontlighting’s ability to, for
the most part, evenly illuminate a subject, many photog
raphers consider it to be the easiest kind of lighting to

work with in terms of metering, especially when shooting

landscapes with blue skies

So. is it really safe to say that frontlight doesn’t pose
any great exposure challenges? Maybe it doesn’t in terms
of metering. but in terms of testing your endurance and

devotion, it might. Do you mind getting up early or stay-

ing out late, for example? The quality and eolor of frongs

lighting are best in the first hour after sunrise u|t|1||lf"|g

the last few hours of daylight. The warmth of this goldens

orange light will invariably elicit an equally Wt
vesponse from viewers, This frontlighting can make pos
traits more flattering and enhance the beauty of ot

landscape and cityscape composition
like overcast lighting

In addition, frontlighting—just

(see pages 102-105)—provides even illumination, maks

ing it relatively easy for the photographer to set an expo-
sure; you don’t have to be an exposure “expert” to detér
mine the spot in the scene where you should take your
meler reading, Even first-time photographers can make
successful exposures, whether their cameras are in man-

ual or autoexposure mode.




s the late-afternoon
frontlight cast its glow
across the face of this

lavender farmer in Provence

| didn't hesitate. With my
camera et to aperture-prioris
ty mode, | chose /5.6 to

keep the visual weight on
him, and then simply fired
away, allowing the camera
to set the exposure for me

[80-200mm lens at 200mm
/5.6 for 1/500 sec]

FRONTLIGHT 101




Tevent Hghiting conditions thal Overcast Tronthigl

hotographers faee, overd rontlightin perlorm well, sinee
e that many consider 1o be the oltness of this Tight re
I'h hoecause overcast fronthight — traits and vieher Hower
Hluminates most subjects evenly, makin contrast problems tf
oter reading simple, (This assumes, of course, that the — areas, Overcast condition (
ubjeet sn'ta landscape under a dull gray sky: that sub hoot in autoexposure mode: ¢
cot and hight combination needs some extra care, which — my exposure concerns ai
Laddvess in the chapter on special techniques and filter ibsence thereol; or shulter-priorit
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ty e with:

\ this classic “Who
held my

tood on tiptoe

s wn on these small
ht). Exposure
wcern since the

jht levels throughout the

ens ot 35mm

1 for 1/60 sec.]
ne of my students had
heard about the house
covered In license

nont. While on

rkshop there, we were

to find it and were not
east bit disappointed
was a subject
lent itself perfectly to the
soft and even illumination
only a cloudy day can
vide. Since this house

as surrounded by numbers
t deciduous frees, a sunny

would have cast numer-
ous shadows on the roof and
sides of the house, resulting
in a composition of sharp
confrasts, With my camera
on a tripod, | framed up one
wall of the house with two
windows and chose a “Who
carese” aperture of f/11

Due to the even illumination,
I'had no worries about using
aperture-priority mode and
leting the camera pick the
exposure for me

2

[80-200mm lens af 120mm,
711 for 1/30 sec)]

OVERCAST FRONTLIGHT
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m orlraits are another fine
subject for overcast light
ing. The soft and even

illumination of a cloudy day

makes gelling an exposure
easy. Posed candids that

offer direct eye contact are
pleasing fo viewers. Here, |
first asked my subject fo sit

about ten feet in front of a

background of blue barrels. |

then placed my camera on a

104 LIGHT

kipod, and because | want
ed fo render the background
as outoffocus shapes and
tones, | set my aperture to
f/5.6. Since | was using
aperture-priority automatic
exposure, | had only to focus
on my subject’s pleasant
demeanor and shoot

[80-200mm lens at 200mm,
/5.6 for 1/125 sec]
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PR

met this elderly German

woman by accident. While

driving around the country-
side, | ran out of gas in front
of her farm, and she gener:
ously offered me several
liters of gas to get me going
again. But before [ knew it
I'd spent more than five
hours with the woman and
her daughter talking about
life on the farm. Of the many
photographs | made that

VD AN B 15 . o

day, this is one of my
favorites. Since the bench
she was on was against @
wall, depth of field was of
no great concern. | put my
lens to aperture-priori

mode, set a “Who cares?"
aperture of £/11, and let the
camera choose the shutter
speed for me.

100mm

[80-200mm lens @
711 for 1,

OVERCAST FRONTLIGHT 105




Sidelight

Ill'ﬂlhl('(" &

rontlit subjects and compositions pho-
When shooting color negative film.

tographed under an overcast sky often appear

two-dimensional. even though your eyes tell resultsina much easier and less dense ne
vou the subject has depth. To create the illu- and print, thus allowing you to increase
sion of three-dimensionality on film. you nee .d the shadows. Textures are emphasized

subject shows both volume and deptl

highlights and shadows—in other words. you need side-
light. For several hours after sunrise and several hours
before sunset. you'll find that sidelit subjects abound
when you shoot toward the north or south. Make it a point

to take each photograph at the indic ated reading. plus
shooting  sional photographers would agree.

Sidelighting has proven to be the

hers be

exposures for many photograj

rewarding picture-taking opportunities

take an additional exposure at -1 if you are
slides or digital. and an additional exposure at +1 if you
lor negative film. The shadows in any sidelit

rather than a frontlit or backlit one

are using co much stronger response lrom viewers.

scene (whether on film or digital media) become exces- simulates the three-dimensional w

sively dark when the scene is underexposed. and this their own eyes.

, wonderful illusion of three-dimens






hile working on a
project that featured
i women in industry, |

came upon a female welder
working on the docks of the
Portland, Oregon, shipyards.
She was taking a brief break
from making countless welds
on the large anchor chain
that lay before her. Bathed in
the low-angled sunlight of
late afternoon, | wasted no
time in quickly introducing
myself and setting up my

camera and tripod With my
aperture set to f/22—so that
| could record as much depth
of field in the foreground
chains as possible—I framed
the scene before me and,
with the camera’s builtin
light meter sef to spof mefer-
ing, metered the light falling
on her face, adjusting the
shutter speed accordingly
until a correct exposure was
indicated. Directly behind
the subject, and lasting for

some “”10, a I(”S](? (H)(l
looming shadow had fallen.
Since the exposure was sef
for the much stronger side-
light, the shadow areas
recorded on film as severe
underexposures, providing a
nice contrast between light
and dark, as well as impart-
ing a feeling of three-dimen-
sionality to the image.

[105mm lens, f/22 for
1/60 sec.]




‘/’J‘J“ rather than yot going m releas 1S SY
to it. With my camera and becaus peak
300mm lens on a Irif d f S
framed a sectior I the airt y |

1d with suntlower
front to back. The it
perture tlof | ] ( )

1o i ]
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acklicht can be confusing. Some beginning location. For example. whe :

Ph"ltk'}_'lxipf!r*:'\' assume that backlighting such as a ‘_If"l'rme. ens. vou mus

means the licht source (usually the sun if meter reading. Since telepl Sos

vou're outdoors) is behind the photographer. magnification of very bright ko . :

hitting the front of the subject. However. the sunsets. the licht meter sees this 5 :
ect. hitting the and suggests an exposur :

opposite is true: the licht is beh

front of the photographer and the back of the subject. Of shoot at that exposure. vo

|

hree primary lichtine conditions—frontlighting, side-  dark orange or red ball of sunlig %

irk. And. what S

ting. and backlightine—backlight continues to be the  frame fades to d

biggest source of both surprise and disappointment. this strong backli o S S
1e most striking effects achieved with back- darkness. To avoid this 3
ht is silhouetting. Do you remember making vour first the bright sky to the right S
ouette? If you're like most other photographers. you below it). and then ma S s
I )vl\ achieved it I)\ accident. \l[}ln‘;i;}] silhouettes 'L}lv‘t‘\[m‘tilr'-il' | %
perhaps the most popular type of image. many pho- When photographing a klit s
tographers fail to get the exposure correct. This incon- want to silhouette. vou car S

sistency 1s usually a result of lens choice and metering flash to make a correct expos ‘ S




pariner!” is the

; and pleasant
greeting this young
seems to be making.
n shooling pictures
ther and uncle
ng wheat with their
mbines when |
toward the sirong
oon backlight as |
| him call to me. | quick-
d the comera to him,
ng against the strong
ight. Since my exposure
for the much brighter
Klight (not the figure), |
ble to record his shape
ette with all of the
surrounding him.
is is not a tricky expo-
to make. It's acfually
those few situations in
you can record the
exposure even if you're
uloexposure mode,
se the backlight is so
distributed throughout

lens, /16 for
0 sec.]

rise in Sonoma Valley
a welcomed experi-
every spring,
ng upon a grove of oak
hortly after sunrise, |
ick fo grab my cam-
d focus on one large
aming the sun in such
only o piece of it
sible behind the frunk
site). Where did | 1ake
reading from? |
d the camera in the
on of the light that was
g down on the

d behind the ook,

5mm lens af 20mm,
1/250 sec ]




Vi ol a proper ex| re
|« m I i
k | | etting sun. 16 you shoot an
\ this strong | ight, your subject will b
i want a pleasing and identifiable por
\( ( o the subiect. fill the frame with the
( \ we 1o b us), and then set an expo
| { flecting off the face. Either manuall
iis exposure or, if shooting in autoexposure mod
e exposure-hold button and return to your original
pos y take the photo. The result will be a
v erful exj of a radiant subject

rost-covered spider webs
can produce dynamic
compositions when they

acklit

Crawling on my
s and belly in this mead
ow with my camera and
24mm lens allowed me to

LIGHT

showcase one against the
early-morning backlight. This
particular web was one of
the largest I'd seen that
morning—almost fwo feet
across| Choosing an aper-
ture of /16, | raised the

Backlight is 1a hodd
18 the Al NEIr VEry nature
ire somewhat transparent: lea ced heads, and dey
( ved spider webs to nan i : chi s
ides a few exposure op cither silhiorg
otle the subject against t ir ba meterfae
the Light that's usual de of the backs
light (1o make a portrait), or meter for the t s il
minating the somewhat transparent su
three choices require special care and
ing. the results are always rewarding. Like so many other
exposure oplions, succe ful backlit scene ult from a
conscious and deliberate metering decisio

camera up foward the back-

lit sky (so as not to include
the sun in the photograph)
and adjusted my shutter

speed until 1/250 sec. indi-

cated a correct exposure in

the veiwfinder. | then recom-

posed the scene you see
here, making certain to block
the sun behind a piece of the
frostcovered web.

[24mm lens, /16 for
1/250 sec.]
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Exposure Weters

« discussed in the first chapter, at the cen-

ter of the photographic triangle (aperture,

shutter speed, and 180) is the exposure

meter (light meter). 1ts the “eye”™ of ere-

ative exposure. Without the vital informa-
tion the exposure meter supplies, many picture-taking
attempts would be akin to playing pin the tail on the don-
kev—nhit and miss! This doesn’t mean that you can’t take
a }.uhnln_-;mpll without the aid of an exposure meter. After
all. a hundred years ago photographers were able to
record exposures without one, and even twenty-five years
ago | was able to record exposures without one. They had
a good excuse. though: there were no light meters avail-
able to use one hundred years ago. I, on the other hand,
simply failed—on more than one occasion—to pack a
spare battery for my Nikkormat FTN, and once the bat-
tery died, so did my light meter.

Just like the pioneers of photography. I too was then
left having to rely on the same formulas for exposure
offered by Kodak. the easiest being the Sunny f/16 Rule.
This rule simply states: when shooting frontlit subjects
on sunny days, set your aperture to f/16 and your shutter
speed to the closest corresponding number of the film’s
1S0. (See page 117 for digital shooting and 1SOs.) If I
were using Kodachrome 25, T knew that at f/16 the shut-
ter speed should be 1/30 sec. If T were using
Kodachrome 64, the shutter speed should be 1/60 sec.
Needless to say, this bit of information was valuable stuff
when the battery went dead—but only when I was oul
shooting on sunny days! One of the great advances in
photography today is the auto-everything camera; trouble
is, when the batteries in these auto-everything cameras
die, the whole camera dies, not just the light meter! Make
it a point to always carry an extra battery or two.

Despite my feelings about this obvious shortcoming in
auto-everything cameras, il cannot be ignored that the
light meters of today are highly sensitive tools. It wasn’t
that long ago that many photographers would head for
home once the sun went down, since the sensitivity of
their light meters was such that they couldn’t record an
exposure at night. Today. photographers are able to con-
tinue shooting well past sundown with the assurance of
achieving a correct exposure. If ever there was a tool
most often built into the camera that eliminates any
excuse for not shooting twenty-four hours a day, it would
be the light meter.

Exposure meters come in two forms. Theyre cither
separate units not built in to the camera, or as with most
of today’s cameras, they're built into the body of the

114 LIGHT

camera. Handheld light meters require you to physie
point the meter at the subject or at the light falling on th
subject. and to take a reading of the light. Onee you dg
this, you set the shutter speed and aperture at an expe-
sure based on this reading. Conve
built-in exposure meters enable you to point the camers
and lens at the subjects while continuously monitoring
any changes in exposure. This metering system is called
through-the-lens (TTL) metering. These light meters
measure the intensity of the light that reflects off the
metered subject, meaning they are reflected-light
Like lenses, reflected-light meters have a wide or

narrow angle of view.
Several less-expensive SLR cameras have avera
averaging reflected-light meters built into them.
meter is useful when a scene contains areas of light
shadow, because the meter can measure both the I
and shadow and give an average reading based on
two. This reading usually provides adequate data
enables you to successfully set an exposure. Howev:
picture-taking situations that contain much more sh
than light, or much more light than shadow. an av
reflected-light meter tends to give exposure data
result in either overexposure or underexposure.
Another type of reflected-light meter is the spot

handheld light meters, but today it is not at all
mon lo see camera bodies that are equipped with
as well. The spot meter measures light at an e
narrow angle of view, usually limited to 1 to 5 ds

As aresult, the spot meter can take a meter readin
a very small area of an overall scene and get an ace
reading from that one very specific area despil

his simple frontlit scene in
TUloh's Arches National

Park is an easy exposure
for any camera’s light meter,
as is the case with most
frontlit subjects. Whether
your camera has averaging,
center-weighted, or matrix
metering, it will record a cor-
rect exposure. Since this was
a classic storytelling scene, |
wanted everything sharp
from front to back. With my
camera and 20-35mm lens
on a fripod, | chose an
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L meters, centersweighted

cled throughout the entire

light
i portion ol the

cnter-weighted light meter suc

enter the subject in the frame when

cading, Once you set a manual expo

recompose the scene for the best com

sther hand, if you want to use your cam

mode (assuming that your camera ha

center the subject in the composi

exposure lock button and then
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1 will
bl wall come upon o seen

this happens, it will hope

ts database that comes close 1o
ewhnder

clermines which light meter or

to the camera’s body. If vou're

ography and have a camera with

ons (matrix/evaluative, as well o

I would strongly recommend using
[ the time, It has proven to be the
| ewer quirks than center-weighted

ntless field trips, Fve

witnessed some of
hing from center-weighted metering to
epeatedly. Not surprisingly, due to each

1 way of metering the light. they would

ightly different readings. Also not

his image could have

proved quite challenging

to make if | hadn't had a
spot meter. Looking down
from atop a large coal stor-
age facility, the lone yellow
Caterpillar pushing around
mounds of coal caught my
eye. All of that black coal
would have played havoc
with center-weighted or even
matrix/evaluative metering,
which would have rendered
it 18% gray (see pages 118
and 120). Trouble is, coal is
black, and my client would-
n't have been thrilled with
me if | turned in pictures of
gray coal. So, with my cam-
era’s meter set to spot meter:
ing, and with my 80-200mm
lens at 200mm, | pointed the
lens at the Caterpillar. With
an aperture of f/11, | adjust-
ed the shutter speed until
1/60 sec. indicated a cor-
rect exposure. | then zoomed
back out to 80mm, showing
the expansive field of coal
and shot several frames
Sure enough, when | did this
the light meter indicated to
me that | was way offl' It was
telling me that | should shoot
the scene at f/11 for 1/15
sec. Had | shot at this expo
sure, | would have recorded
an overexposure—or in other

words, gray coall

[80-200mm lens at 80mm,
/11 for 1/60 sec.]

urprising, they were often unsiire of which « e 1o
helieve, so they took one of each I'his is ar 15 to
having two spouses: those of us who have 1 4potise wotle
certainly agree that dealing with the (uirks and pecul
arities of one spouse is at times too much, let alone two?
Since | was raised on center weighted metering, 1Nl sta
with it for Life. If it ain’t broke, don’t fix it

Just how good are today’s light meters? Both cente

weighted and matrix metering prove accurate 90 percen

of the time. That's an astounding, and hopefully conf

dence=building, number. Nine out of ten pictures wil

I
correctly exposed, whether one uses manual-e postire

mode (still my favorite) or semi-autoexposure mode

(aperture-priority when shooting storytelling or iso!

themes. o

itler-priority when freezing action. pan-

ning, or implying motion.) In either metering mode

when your subject is frontlit, sidelit, or under an overcast
sky. you can simply choose your subject. aim, meter.
compose, and shoot.

In addition, I do recommend taking another exposure
al -2/3 stop with slide film, +2/3 stop with color negati
film, and -2

3 stop when shooting digitally. This extra
shot will allow you a comparison example so that you can
decide later which of the two you prefer. Don’t be sur-
prised if you often pick the second exposure. Oftentimes.
this slight change in exposure from what the meter indi-
cates is just the right amount of contrast needed to make
the picture that much more appealing. With the sophis-
tication of todays built-in metering systems. it’s often

unnecessary lo bracket like crazy.

Finally, there isn’t a single light meter on the market

s, calculating. or meter-

today that can do any measurir
ing until it has been “fed” one piece of data vital to the

success of every exposure you take: the ISO. In the past.

photographers using film had to manually set the ISO
each and every time they would switch from one type of
film to another. With the advances in today’s camera

the film’s IS0 is set automatically (via DX coding, which

is a bar code on the film cassette that the camera reads).
Unless you want to push or pull the film, you should
never have to resort to setting film [SO manually.
Digital shooters, on the other hand and despite all the
technology advances, must resort to the old way and tell
the meter what the IS0 i
also switch 18O from one scene to the next, as well as
ees to black and white at the

Of course. digital shooters can

shift from shooting color it ‘
push of a button. So much for the old adage that you can't
change horses in the middle of the stream.

The photo industry has come along way since
cameras and their built-

1 first

started. With today’s automatic
much of what you shoot will be a cor-

in exposure meters, : »
job of

recl exposure. However, keep in mind that the

recording creatively correck EXpASWIEs 13 still yours.
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[ 8% Reflectance

ow for what may be surprising news: Your
camera’s light meter (whether average, cen-
ter-weighted, matrix, or spot) does not Syee”
the world in cither living color or black and
white, but vather as o neatral gray. In addi-
tion, your reflected-light meter is also calibrated (o
. subjects will reflect

assume that all those neutral gray
back approximately 18% of the light that hits them.
This sounds simple enough. but more often than not,
it’s the reflectance of light off a given subjeet that creates
a bad exposure, not the light that strikes the subject.
1 black cat asleep against

Imagine that you came acro
a white wall, bathed in full sunlight. If you were 1o move
in close and let the meter read the light reflecting off the
would indicate a specific reading. If you
were Lo then point the camera at only the white wall, the

cal, the metc

exposure meter would render a separate, distinel read-
ing. This variation would oceur because although the
subjects are evenly illuminated, their reflective qualities
radically differ. For example. the white wall would reflect

approsimately 36% of the light while the blac
abworh most of the light. reflecting back only abor

When presented with cither white or black,
meter freaks (“Holy smokes, sound the alarm|
a problem!™). White and black especially violal
thing the meter was “taught™ at the factory, Whit
more neutral gray than blacks they're both mi
from the middle of the seale. In response, the
ders these extremes on film just like it does e
clser as a neutral gray, 1 you follow the 1j
veading—and fail 1o take charge and meter the
source—white and black will record as dull
sions of themselves.

To successfully meter white and black suly
them as il they were neutral gray, even I

it reflected the normal 18%. Similarly, meter i
or dog that reflects only 9% of the light falli
it reflected 18%.







The Gray Card

hen | first learned about 18% reflectance, it
ook me awhile to cateh on. One tool that
enabled me to understand it was a gray card.

Sold by most camera stores, gray cards come in handy
when vou shoot bright and dark subjects, such as white
sandy beaches, snow-covered fields, black animals, or
black shiny cars. Rather than pointing your camera at
the ~\|l\i,-(-i. simply hold a gray card in front of your
lens—making sure that the light falling on the card is
the same light that falls on the subject—and meter the

light reflecting off the card.

I you're shooting in an autoexposure, program,
shutter-priority, or aperture-priority mode, you must
take one extra step before putting the gray card away.
\fter you take the reading from the gray card. note the
exposure. Let’s say the meter indicated f/16 at 1/100
sec. for a bright snow scene in front of you. Then look
at the scene in one of these modes. Chances are that in
aperture-priority mode, the meter may read f/16 at
1/200 se
read /722 at 1/100 sec. In either case, the meter is now
“off” one stop from the correct meter reading from the
gray card. You need to recover that one stop by using
your autoexposure overrides.

and in shutter-priority mode, the meter may

These overrides are designated as follows: 42, +1, 0,
-1. and -2; or 2X,, 1X. 0, 1/2X. and 1/4X. So for exam-
ple. to provide an additional stop of exposure when
shooting a snowy scene in the autoexposure mode, you
would set the autoexposure override to +1 (or 1X.
depending on your camera’s make and model).
Conversely, when shooting a black cat or dog. you'd set
the autoexposure override to -1(1/2X).

Hot Gray Card Tip! After you've purchased your
gray card, you only need it once since you've already

fall in Oregon's

Willamette Valley, | head-
ed ouf af first light and pho-
tographed this lone oak free.
Using a 50mm lens and a fri-
pod, | first set the aperture to
f/8 and then adjusted the
shutter speed until 1/30 sec.
indicated a correct exposure
in the viewfinder, The result
(opposite, top) was that the
meler furned all of my white
snow gray, Why? Although
white subjects reflect 36% of

Following a heavy snow-
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but you'll need the gray card to help you iniliaﬂy.
you're ever in doubt about any exposure situation,

gray, but you then simply use your gray eard to “eali-
brate” your palm—and once you've done that, you can
leave the gray card at home. 5

To calibrate your palm, take your gray card
camera into full sun, and set your aperture to
While filling the frame with the gray card (it doe
have to be in focus), adjust your shutter speed w
correct exposure is indicated by the camera’s

Then, take the gray card once again into open
with an aperture of f/8, and again adjust the s
speed until a correct exposure is indicated.
meter your palm and you should see that the meter
reads +2/3 to 1 stop overexposed. No matter what
ing conditions you do this under, your palm will
sistently read about +2/3 to 1 stop overexposed
the reading of a gray card.

So, the next time you're out shooting and you
that uneasy feeling about your meter reading.
reading from the palm of your hand and when the
reads +2/3 to 1 stop overexposed. you know your
sure will be correct.

(Note: For obvious reasons, if the palm of your
meters a 2-, 3-, or 4-stop difference from
scene in front of you, you're either [a] taking a
off the palm of your hand in sunlight, having ft
to take into account that your subject is in opes
or [b] you forgot to take off your white gloves.)

light, they must be metered
as if they reflect the normal
18% gray. When the meter
sees white, it interprets this
excessive reflectance to
mean that less exposure is
needed and, subsequently,
renders an underexposed
image. One of the easiest
ways to overcome this prob-
lem is with a gray card.
When | held my gray card in
front of the camera and lens,
I noticed that the meter indi-
cated a shutter speed of

1/15 sec. fora
exposure. | then
card down and






world [illed with color, and in fan Oftentimes when shooting under
ht meter doc \ prelly darn uations ( idelight and backlight being the

seeing the differences in the examples). an internal dispute ma

<hades and tones that are reflected  wrestle over just where exactly you should point

of this color. But. in addition to camera to take a meter reading. I know of “no one” more

by white and black. the meter can qualified to mediate these disputes between you
w backlight and contrast. So, are  your light meter than the Sky Brothers. Theyre not
They want only to offer the one solution tha

o the hit-and-miss, hope-and-pray formula bia

e? Not at all! There are some very effective  works each and every time. So. on sunny days. Brother

Blue Sky is the go-to guy for those winter landscapes (see

tions for these sometimes pesky and dif-
ures: they're what I call the Sky Brothers. page 124). black Labrador portraits, bright vellow flow




sEodeep purple lavender, ‘I'hi

cading of the summy Blue sky

make your image. When shoot

wd sunset landscapes, Brother

vour go=to gy, This means you take a
ide of the sun in these scenes and

make vour image. When shooting city

W duske Brother Dusky Blue Sky gels

vou take your meter reading from the

when faced with coastal scenes or lake
nrise or sunsel call on Brother Reflecting
vou take your meter reading from the light
the surtace of the water.

Once you've called upon the Sky Brothers.

ight meter will let you have it. You will

notice thit once you hnve vsed Brother Bliue Sky are

the exposure, your light meter will go into a tirade when
you recompose that frontlit winter landscape (“Are you

nits?! v pot of my own and T know what I'm see

ing and all that white snow is nowhere near the same
exposure value of Brother Blue Sky!™) Trust me on this
one, I you listen to your light meter's adviee and, siubse-
quently, readjust your exposure, you will end up right

back where you started—a photograph with gray snow!

So. once you have metered the sky using ”ll‘ Sky
Brothers. set the exposure manually. or “lock™ the v-.;u;~
sure if you are staying in automatic before you retumn to
the original scene, Then shoot away with the knowledge
that you are right no matter how much the meter says

you're wrong!

to describe the result of a traf-

fic light that seems to indicate
anything is possible—considering
that red, yellow, and green are
all lit ot the same time. Over the
course of an 8-second expo-
sure—which | chose so that |
could interpret the traffic as color-
ful streaks—I was able to record
all three lights since my exposure
began just several seconds before
the light changed from green to
yellow to red. |, of course, used a
tripod for such a long exposure,
and | used Brother Dusky Blue
Sky, metering off the distant
dusky blue sky.

choos is perhaps the best way

[80-200mm lens at 135mm,
/11 for 8 seconds]

1'm a strong believer in morning

light. To meter this scene, | used

! Brother Reflecting Sky, pointing
my camera below the horizon line.
The reason | didn't use Brother
Backlit Sky is that a reflection
absorbs at least a full stop of light,
sometimes more. Thus, if I'd taken
the meter reading off the sky, |
would have ended up with an image
that was at least 1 stop underex-
posed, if not more. If you want fo
show detail, color, and texture in the
reflection, this would be disastrous.
Granted, the sky is now | stop over-
exposed, but it's a welcome trade-off
since | was able to get both detail
and color in the reflection below.

[20-35mm lens at 20mm, /22
for 1/8 sec]
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hen shooting backlight-
ing, sunrises, or sun-
sets—and especially

with a telephoto lens—call on
Brother Backlit Sky. In the first
exposure, the windmill gets lost
in a cloud and also is a bit too
dark. This was the result of lis-
tening to the meter. But, when |
took the exposure using Brother
Backlit Sky—always to the left
ot right of the sun, or above or
below it (leffj—! was able to
record a much better exposure.

[80-200mm lens at 200mm,
/22 for 1/125 sec.]

THE SKY BROTHERS




ans (The Skv Brothers” Coustr)

| 1 usin of the Sky choosing either the aperture or the shutter d Tast
o correct >
H ymes in handy when  you adjust the exposure reading a hen
mpositions that have a lot of  see a -2/3 stop indication (which
: i : 213 Ops (4]
een in them (vou take the meter read-  exposure Lo be -2/3 sl from
the green area in your composi- If there’s one thing I've learne |
M f to | N 1at -2/3. In its that he’s as reliable as the Sky Brothers, but you must
Green Jeans prelers to be exposec 2, G
S. W her you bring the exposure to a close by always remember to meter him at -2/3.

s | was by

det. She was one
dred employ-
on the flower

on near

ura,
di. She was intensely
ra shy, and although it
days, | did finally
manage fo get her to look at
me for a grand fotal of just
one minute

Again, the lighting chal-
here is that the light

mef aks” when present-
ed with black or white sub-
ects, and does everything it
can fo render them as gray.
Due fo ljadet's dark skin
color, the light meter infer-
preted her much lower
reflected-light value to mean
that the exposure time should
be much longer than the
“norm.” So, | put Mr. Green
Jeans fo use and pointed the
light meter toward the bou-
quet of carnations she was
holding. I'd already deter-
mined this was a “Who
cares?” composition, and so
I chose an /8 aperture.
Then with my camera point-
ed o the flowers, | adjusfed
my shutter speed until a -2/3
sfop exposure was indicated,
and simply recomposed and
fook the shot.

[105mm lens, £/8 for
1/125 sec.]
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his is a classic example
Tbolh of what the light

meter wants to do when
confronted with white (in this
case the water in a waterfall
and of the need for Mr.
Green Jeans. The first image
is the result of leaving the
meter fo its own way of
thinking: gray water. And,
not only is the water under-
exposed, but so is the sur-
rounding green forest. Since
ihe skies were cloudy, taking
a reading using Brother Blue
Sky was out of the question.
So, | swung the camera and

MR. GRE

lens to Mr. Green Jeans (the
area shown at leff), readjust-
ed my aperture until /19
indicated a -2/3 underexpo-
sure, and then recomposed
the scene with the waterfall.
Of course, my light meter
immediately indicated that a
different exposure was
required, but | ignored it and
shot the scene. Obyiously, |
was right and it was w

[Both photos: 20-35mm lens
ot 20mm. Top left: £/32 for
1/4 sec. Above: /19 for
1/4 sec]
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s (o be this unwritten rule that it's

here see
ssible to get any good picture
before the sun comes aller it
down. After all, if “there’s no light,” then

why bother? However, nothing could be far

not really pi

up or

ther from the truth.

Low-light and night photography do pose special
challenges though, not the least of which is the need to
use a l11|u-<| (assuming, of course, that you want to
record exacting sharpness). But, it's my feeling that the

greatest hindrance to shooting at night or in the low light

of predawn is in the area of self-discipline: “It’s time for

dinner
(rent it when it comes out on DVD); “I’'m not a morning

" (pack a sandwich); “I want to go to a movie™

person” (don’t go to bed the night before); *I'm all alone
and don’t feel safe™ (join a camera club and go out with
a fellow photographer): “I don’t have a tripod” (buy

one!). If it’s your goal to record compelling imagery

Nioht and Low-Light /”/;n/ugf/z//;//\

are two arcas where compelling imagery abounds, The
rewards of night and low-light photography far outweigh
the sacrlices

Onee you pick a subject, the only question remains is
how to expose for it. With the sophistication of today’s
cameras and their highly sensitive light meters, getting 4
correct exposure is casy, even in the dimmest of light,
And yet many photographers get confused: “Where
should I take my meter reading? How long should my
exposure be? Should I use any filters?™ In my years of
taking meter readings, I've found there’s nothing bets
ter—or more consistent—than taking meter readings off
the sky. This holds whether I'm shooting backlight, front-
light, sidelight, sunrise, or sunset (Sky Brothers are your

-lo-guys, see pages 122-125). If [ want great story-
telling depth of field, I set the lens (i.c. a wide-angle lens
for storytelling) to f/16 or /22, raise my camera to the sky

above the scene, adjust the shutter speed for a correet

and it should be

y day, Bryant Park in
BSan Francisco is an

active place, filled with
people. But where do all the
people go when the sun
goes down? To dinner,
plays, parties, and the
movies! That was okay by
me on this evening, since i
meant that | wouldn't have to
bump elbows with a host of
other photoenthusiasts while
recording a more compelling
lowlight exposure af dusk,
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then night and low-light photography

For the daytime exposure,
I placed my camera and lens
on a tripod, and due fo the
need for great depth of field,
I'set my aperlure to f/22
and then adjusted the shutter
speed until 1/60 sec. indi-
cated a correct exposure.,
For the dusk exposure (with
the same camera and lens|, |
began with my aperture at
/2.8 and pointed the cam.
ara toward the sky (Brother
Dusky Blue Sky). I then

exposure, recompose, and press the shutter release.

adjusted my shutter speed lo
1/4 sec. Since | still needed
a great depth of field, | set
the lens to f/22 and simply
did the math to determine
the new and correct expo
sure: Since | stopped the lens
down 7 stops (£/2.8 1o f/4
10 /5.6 10 /8 1o /11 1o
/16 1o £/22), | needed to
increase fthe exposure lime
by an equal number of
stops: 1/4 sec, to 1/2 sec.

lo 1 second 1o 2 seconds to

4 seconds to 8 seconds to
16 seconds to 30 seconds.
Since the camera didnt have
an actual shutter speed selec:
tion for 30 seconds, | had to
use the B sefting and, with a
locking cable release, fire
the shutter while keeping a
close eye on my watch,

(Both photos: 80-200mm
lens at 200mm. Left; /22 for
1/60 sec. Above: £/2.8 for

30 secondls)



aint the 1 g
Prhr- campaign f )
of Sydney during my

twoweek stay there about
four irs ago. Even the
opera hous s covered in
rad light. Not wesle
an opportunily, |

tripad. With my af

to f/8—"Who care since
everything is at the same
focal distance of infinity—I
tilted the camera up 1o the
dusky blue, cloudy sky and
adjusted my shutter spe:

until the meter indicated
seconds as a correct e

sure. | then recomposed and
made several exposures, trip-
ping the shutter with the cam

era’s self-timer

[80-200mm lens, f/8 for

2 seconds]

he Aravais mountain
T ange in the Northern

French Al a skier's
paradise, and the village of
Grand Bornhand sits in the
valley floor of these impres-
sive mountains. It's a town
that offers wonderful low-
light photo opportunities if
you can put off eating dinner
for half an hour or sol

With my camera and 35-
70mm lens on a tripod, | set
the focal length to 35mm
and the aperture to /2.8,
and then raised the camera
to the dusky blue sky above
the mountain range. | adjust-
ed the shutter speed until the
meter indicated 1/8 sec. as
a correct exposure. | then
recomposed, stopped the
lens down S stops to /16,
and increased my exposure
time by five stops. With my
exposure lime now set for
/16 for 4 seconds, | tripped
the shutter with my cameras
self-timer

[35-70mm lens at 3Smm,
[/16 for 4 seconds]




onsider whether the

nighttime scene before

you offers the chance to
copture motion. Cityscapes
often provide wonderful
opportunities to show the
flow of traffic. Keep in mind
that the car lights will appear
as streaks of red and white,
so when you set up your
composition, you must a:
yourself if these lines will
keep the eye in the scene or
lead it out of it. At @ mini
mum, a 4-second exposure
will render the traffic as
streaks. With your camera'’s
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shutter speed set to 4 sec-
onds, simply aim at the sky
above the scene (above, left)
and adjust your aperture
until you get a correct expo-
sure. Then recompose the
scene, and trigger the shutter
release either via the cam-
era's selftimer or with a lock-
ing cable release

Since many people think
the pedestrian plaza at the
Place de la Concorde affords
some of the best views of the
Eiffel Tower, to get the image
here I made it a point to
arrive a bit early, scout the

best spot, and lay claim fo it
by positioning my tripod
exactly where | wanted it
For the next thirty minutes or
5o, | just enjoyed my
baguette and cheese, and
awaited the arrival of the
dusky blue sky. | at first set
my aperture wide open to

8. | then aimed at the
sky to the left of the tower
and adjusted my shutter

eed to 1/4 sec. However

e | was interested in get-
ting a streaked effect from
the traffic around the tower, |
needed a much longer shut-

my exposure time by an
equal number of stops (1 44
sec. to 1/2 sec. to 1 second

[80-200mm lens at 200mm
/16 for 8 seconds]




the FLD
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and is far

rmined that |

gest possible
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ed my FLW magen-
filler on my 24mm lens

n looking for
ading. Using
r Reflecting Sky and
erture at /4, |

3 0 g

@

o
<}

ff the light reflect-
surface of the
sting my shutter

1 second indicat-
ed a correct exposure. | then
pointed the lens above the
horizon and, with the aper-
ture still at £/4, took o meter
reading using Brother Backlit
Sky. | got a correct exposure
at 1/15 sec., a difference of
4 stops (f/4 for 1 second vs
/4 for 1/15 sec. is 4
stops—from 1 second fo 1/2
sec. o 1/4 sec. to 1/8 sec.
to 1/15 sec.). So, which
exposure wins? Both, thanks
to my frusty 3-stop graduated
softedge neutral-density filter
The graduated neutral densi-
ty had effectively slashed 3
stops of exposure from

R
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Brother Backlit Sky, so the
exposure time had fo change
from f/4 for 1/15 sec. to
f/4 for 1/2 sec. In other
words, the brothers would
only be separated by 1 stop,
and a 1-stop difference in
backlit exposures like these
is nothing

But wait! Since | wanted
to shoot a long exposure
and use the first exposure |
took using Brother Reflecting
Sky, | had to do the math
Since f/4 was correct at |
second, then /5.6 for 2 sec-
onds would also be good, as
would f/8 for 4 seconds and
/11 for 8 seconds and /16
for 16 seconds. Stop! That's
good enough for me! After
setting my depth of field via
the distance setting on my
lens (in this case setting five
feet out ahead of the center
focus mark), | was ready to
shool—and presto, here's the
result (with the aid of my Lee
3:stop soft-edge neutral-densi-
ty filter and my Tiffen FLW
magenla filter.)

[24mm lens, /16 for
16 seconds)

hile many photogra-
phers watch the
moon rise, few photo

graph it because they aren’t
sure how to meter the scene
Surprisingly, however, a
‘moonrise” is easy to expose
It's actually just a frontlit
scene—just like the frontlit
scenes found in daylight—
but now, of course, it's a
low-light frontlit scene.

Since depth of field was
not a concern here, | set the
aperture on my lens to /8,
metered the sky above the
tree, adjusted my shutter
speed to 1/8 sec., recom
posed the scene, and—using
the camera's self-timer—fired
the shutter release button

Note: In this instance, as
well as for other fulkmoon
landscapes, it's best o take:
the photograph on the day
before the calendar indicates
a full moon. Why? Because
the day before a full moon
(when the moon is almost
full), the eastern sky and the
landscape below are darn
near at the same exposure
value. (And, truth be told, |
could have also taken my
meter reading from the
wheat field in this scene and
it would have been within &
cat's whisker of the meter
reading for the sky.)

[300mm lens, /8 for
1/8 sec.]




firm and steady tripod
Aencb\ed me to shoot

this classic scene of the
San Francisco skyline. With
my camera and 35-70mm
lens on a tripod, | set the
focal length to 50mm and
set my aperture wide open
at f/2.8. | then pointed the
camera to the sky above and
adjusted the shutter speed to
1/2 sec. Since | wanted an
exposure of at least 8 sec-
onds fo capture the flow of
traffic on the bridge, | knew
that by stopping the lens
down 4 stops to #/11 would
require me to increase my
exposure lime by these same
4 stops to 8 seconds. With
an 8-second exposure, |
tripped the shutter with my
cable release.

[35-70mm lens at SOmm,
f/11 for 8 seconds]

NIGHT AND LOW-1 IGHT PHOTOGRAPHY 133




\ pi nd/or whet
G\ I mnd  wan o conve
| always call upon my tripod
W « es are a must onany tripod. First
Ihis 1s the most important because it
| IN he camera and lens weight. When
King at the many different styles of tripod head
Ni it to mount your heaviest combimation ol
« nd lens on each head as a test. Once you
SO e« nd lens, check to see if it tends to

p or sag a bit. If so, you need a much sturdier head.

the tripod head offers, by a simple turn of
¢ handle. the ability to shift from a horizontal to a ver

. Also check whether you can lock the tripod

ngles - between horizontal and vertical
Finally. does the tripod head offer a quick release?
Some tripods require you to mount the camera and lens
directly onto the tripod head by way of a threaded screw.
\ quick release. on the other hand. is a metal or plastic
plate that you attach to the camera body: vou then
secure the camera and plate to the head via a simple
locking mechanism. When you want to remove the cam-
era and lens. you slimily flick the locking mechanism
and lift the camera and lens off the tripod.

Second. the base stability: Before buying any tri-
pod. you should also spread out its legs as wide as
possible. The wider the base, the greater the stability.

Each leg of the tripod is u»mpn-ml of three individual

lengths of aluminum, metal. or grg phite. You 1
lengthen or shorten the legs, \mrl then tighten them by
a simple twist of hard pi istic knobs, metal clamps. or

a threaded metal s

The height of a tripod at full
extension is another impml.ml consideration: obvi-

ously, if you are 6'2", you don’t want a tripod with a

maximum height of only 5

2" —unless you won't bhe
bothered by stooping over your tripod all the time. All

tripods have a center column desi

ned to provide
additional height: this can vary from six lnrln-- lo
several feet. Some center columns extend via a crank-

ing mechanism while others require you to pull them

up manually. Keep in mind that you should raise the
center column only when it’s absolutely necessary,

because the higher the center column is raised. the

;ater the risk of wobble—which defeats the purpose
of using a tripod.

Finally, when shooting any subject with your tri-
pod. make it a point to use either the camera’s self-

timer or a cable release to trip the shutter.

MOLIGHT




was having trouble finding
anything that looked com-
pelling. At that point it hit
me: the shot was right in
front of mel | set up my cam-
era on a Iripod in front of
my car. With my headlights
on, | framed the winding
road and distant rock out
croppings against the

predawn sky. “This will
work,” | said to myself, then
pointed the camera to the
sky above the rocks, and
with my aperture sef fo /4,
adjusted my shutter speed to
1/2 sec. | wanted an expo-
sure time long enough to
record passing car taillights
as streaks of color. So, stop-
ping the lens down from (/4

to F/16 would accomplish
both of my goals for this
photograph: great depth of
field from foreground to
background and long expo-
sure fime. If f/4 is good at
1/2 sec., then /16 is good
at 8 seconds.

[17-35mm lens at 24mm,
f/16 for 8 seconds]
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Deliberate Overexposure

B "1 p until now. I've shared a lot of solid and
basic information—information that will get
vou where want to go and back again. But

e T —

now I want to show you how you can add

.,

v’ some extras to vour understanding of expo-
sure. These extras include techniques such as deliberate
overexposure. double exposure. and multiple exposure.
as well as the use of filters such as the neutral-density.
graduated neutral-density. graduated color. and of
course, the often misunderstood polarizing filter. Let’s
start with overexposures.

When was the last time you deliberately shot a com-
posttion as overexposed? I don’t mean overexposed by a
stop or two. but rather by three or four stops. Like any
experiment, the results of shooting exposures three or
four stops overexposed won't always be compelling: but
since more often than not. a compelling image will result.
vou may want to try this simple trick. Lighting plays the
biggest role in deliberate overexposures. The light
should be even. and for that reason. frontlit subjects or
subjects that are under the soft and even illumination of
an overcast day are best.

he image of my wife

above is a standard

exposure. The one fo the
right is o deliberate overex-
posure, resulting in what is
called a high-key effect. A
deliberafe overexposure of
three fo four stops (in this
case it was three stops) inten-
sifies the sensual qualities of
an image, transforming nor-
mally vivid colors info deli-
cate pastel tones.

In addition, | made both
these images at 150 1600, |
chose this highspeed film not
because of the selup’s low

light level, but becuse of the
film’s inherent graininess.
(This graininess serves to
heighten the sensuality of this
type of “boudoir” image and
is a “secret” of many fashion
and glamour photogra-
phers.). Note that the lighting
here is all natural, diffused
window light; I'm very anti-
flash, especially when there's
plenty of daylight around,

[Both photos: 80-200mm
lens at 100mm. Above: f/8
for 1/500 sec. Right: f/8 for
1 /60 sec, (+3 overexposed)]

W SPECIAL TECHNIQUES AND FILTERS
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Double Exposure and Sandwiching

hooting double exposures can be twice the fun
of shooting single exposures. Check your cam-
era right now to see if it has double-exposure
capabilities. Unfortunately. not all cameras do.
and that’s particularly true of many digital
cameras. The purpose of the double-exposure feature is
to enable you to shoot two (or more) exposures on the
same piece of film (or on the same digital exposure. if
your digital camera allows it). It’s important to remember
that when you shoot a double exposure, you must pay
attention to how the images will overlap. Many composi-
tions are ruined by the misalignment of the two expo-
sures. But. other than the need to be careful and precise
with your alignment. the actual creation of the exposure
is easy. You simply shoot both of your exposures at a 1-
stop underexposure whether youre shooting prints.
slides. or digital.
If you don’t have the double exposure feature on your
camera. you can still enjoy double exposures. In fact. you

can even have greater control over making your double

sandwiching. This is nothing more than placing

eXposures hecause vou'll be using a technique calle,

slides or negatives together (just like ex

images on the same piece of film) and then makip,

print. The trick to making the right exposure w

wiching, however. is just the opposite of making
camera double exposure: yvou want to choose slides
negatives that are each 1 stop overexposed so that
they are sandwiched together. they combine 1

“correct” exposure. (If you sandwich together two <
or negatives that are each 1 stop underexposed. .
end up with a dark. 2-stop underexposure sandwich,

One of my favorite techniques is to combine s
overexposed skies with some of my “earth” work. T

results are often surprising. Some photographe

sandwich several flower compositions, while othe
bine several overexposed portraits. The next time
out shooting film. make it a point to shoot an addii
one or two frames deliberately at 1 stop overexpos

anticipation of sandwiching them later.
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Wultiple Exposure

f taking two exposures on the same piece of film
{or exposure on a digital card) doesn’t quite do it
for vou. how about taking three, five, eight, six-
teen, or even thirty-two exposures? As long as you
engage the double exposure feature on your cam-
era, vou can Keep placing exposure on top of one anoth-
er. L am continually surprised by the result.
lo make a deliberate multiple exposure, you photo-
graph the same subject over and over while you move the
camera ever so shghtly between each shot. For example,
vou find a composition of fruits and vegetables at a coun-
try produce stand on an overcast day. The sky subjects
are evenly illuminated, and because you're shooting
looking down on the subject. you choose a “Who cares?”
aperture of /78 and then adjust the shutter speed to 1/60
sec. If vou want to shoot sixteen exposures of the compo-
sitton before vou. the math is really simple: It one expo-
sure at /78 for 1/60 sec. is correct, then two exposures al
18 for 1/125 sec. are also correct, and four exposures at
718 for 1/250 sec. are also correct, as are eight exposures
at 18 for 1/500 sec. and sixteen exposures at f18 for
1/1000 sec. So. taking sixteen shots at /78 for 1/1000 sec

is exactly the same quantitative value as taking ¢

/.

exposure at /78 for 1/60 sec.

Most anv subject can benefit from the multiple expo-

sure technique—even cities—and espect

are composed as a pattern. Une ol the

] e L 1} iy ]
things 1o Keep in mind, however, 1s o avoud compositions

1 lots of sky. With these scenes, there 1sn’t much visu-

muilipie exposures.

L attenton o (e overcast

nhoto
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Polarizing Filters

f the many filters on the market today. a
polarizing filter is one that every photogra-
pher should have. Its primary purpose is to
reduce glare from reflective surfaces. such
as glass, metal, and water. On sunny days.
a polarizer 1s most effective when you are shooting
ninety-degree angle to the sun. For this reason. side-
lighting (when the sun is hitting your left or right shoul-
der) is a popular lighting situation for using a polarizing
filter. Maximum polarization can only be achieved when
you are al a ninety-degree angle to the sun; if the sun is

Doy

at your back or right in front of you. the polarizer will dq
you no good at all.

Working in bright sunlight at midday isn’t a favorite
activity for many experienced shooters since the light s
so harsh, but if you need to make images at this time of
day, a polarizer will help somewhat. This is because the
sun is directly overhead—at a ninety-degree angle to
you, whether you are facing north. south. east, or west.

If you're working in morning or late-afternoon light.
yow'll want to use the polarizing filter every time you
shoot facing to the north or south. In this situation. you're




edngle 1o the sun, and as you rotate the

£ m :

! ;:fg on your lens. you Il clearly see the trans-

5 er ¢ \

zing 11

Oﬂ' b]ue si\\ :.llld : 3
olor and contras

geper €0

y 18 ﬂll

puffy white clouds will “pop™

down. sideways. and all angles in

The greatest ¢ glare comes from vertical light
e gred

d the «ldle 1S N ;
degree angle to you. The polarizing filter is
|-

i
mne ove this \em(a[ elare and block out ver-

ed to rem
2 o ng only the more pleasing and saturated

light. allowi | Led :
Lo record on [1im or dig-
by honzonml light
ors created

. 0l : so that you're at a
if vou shift your location so
ote that 11 Y

forty-five degree angle to the sun. the polariz-
_ or forty-

Jter will be seen on only one half or one

ince my point of view

was at a ninety-degree

angle fo the early-morn
ing light coming in from my
|r:h, this

Neuschwanstein castle in the

scene ')[
German /'a|,/‘. offered an
obvious ';[;[;UIIHHH/ o use
my polarizing filter. In the
first example (above), | didn’t

<? Light waves move around in all sorts of

yst intense when the sun itself

third of the composition, so one half or one third of the
blue sky is much more saturated in color than the rest of

it. Perhaps you've alre ady seen this effect in some of your
landscapes. Now you know why.

Although there’s vertic

al light around when you are

working with frontlit or backli subjects. there’s no need
to use the polarizing filter at these times, since the sun is

not longer at a nine ty-degree anlge to you.

Is the use of polarizing filters limited to sunny days?
Definitely not! In fact, on cloudy or rainy days. there’s

Just as much vertical light and glare as on sunny days.
All this vertical light casts dull reflective glare on wet

streets, wel metal and glass surfaces (such as cars and

windows). wet f‘()|iuge.

of all this dull gray glare.

use the filter, and you can
see the overall haze the lack
of vivid blue sky and of
detail in the distant moun

tains, and the somewhat flat

greens of the valley floor. In
the sec ond :'\um;n‘r (.vmu‘
site) after M"‘ ing the ;vu‘m

|

1Zing filter on my lens ant

rolahng the outer ring 10

and surfaces of bodies of water
(such as streams and rivers). ’

[he polarizing filter gets rid

i | v polariz
ﬂ\‘hlg‘\‘(‘ maximum [ olariza

tion. the difference is clear

Even the once lone and
e i

indistinct cloud is now more

xmpany

vivid and has ¢«

(Both photos: 35-/0mm lens
at 35mm. Above: I/ 0 10
1 /250 sec. Opposit 3
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Neutral-Density Filters

s there a filter than can reduce your depth of field?
Is there a filter than can imply motion (panning) or

turn that fast-moving waterfall into a sea of white
frothy foam? You bet there is. and its called a nen-
tral-density filter,

The sole purpose of the neutral=density (or ND) filter
is to reduce the intensity of the light in any givien scene
It acts in much the same way as a pair of sunglesses,
knocking down the overall brightness of a scene without
interfering with the overall color. Just as sunglass lenses

come in varying degrees of darkness, neutral-density

[ilters come in stop inerements, So for example, a 8-y,
neutral-density filter Knocks down the hrightness of th
light by 3 stops,

This reduction of light intensity allows you 1o s
larger lens openings (resulting in shallower depth of
ficld) or slower shutter speeds. 1 for example, 1 wer
using 150 400 (ilm and wanted to create a cotton candy
offect in a waterfall, I would Gest stop the lens down 1o
the smallest lens opening. For argument’s suke here, let!
say that is 722, 1 would then adjust my shutter speed

until I got a corvect exposure, lets say al /15 see. Ay




115 sec,, | couldn't l‘(‘l‘lll:ll the colten candy offeet,
muse the shutter speed s h‘m last, 1 would need gt

1 14 see. to vecord this effect 11 1 were o use g
~sl§p peutral-density Gler, P'd knock the intensity of
e light down by 3 stops. My meter would tell me that
22 for 115 sec. is 3 stops underexposed, so 1 would
:'madjusl my shutter speed ln. 172 see. (1/15 sec. o 1/8
‘st to 174 sec. to 1/2 sec. is 3 slt‘».ps), which is slow
enough to record the cotton candy vlllw-l I was going for,

And there are other “problems™ for which the ND (i-
ter is a good solution. Let's say you find yoursell shooting
a portrait of a vendor at an nllllll()(bl.‘ l|f|\\'v|' Ilil;ll'l\(-(‘ You
position vour subject about ten feet in front of a “wall® of
flower stands. You want all the visual weight on the ven-
~dor. with a background of only out-of-focus (lower tones

and shapes, So you choose, vightly so, o shor telephoto
lens (say 135mm) and o large aperture (say /4) 1o limii
the depth of field to the vendor, As you adjust your shut-
ter speed and notice that you reach the end of the
ler speed dial (say 1/2000 sec,), your light
indicates o 2

shut-
meter still
sslop overexposure, You could stop the lens

down 1o /78, but this would inerease the depth of field,
revealing too much background detail, By adding a 3-
stop ND filter 1o your lens, /4 for 1/1000 see, yields a
cotrect exposure—and gives the depth of field YOu wiil,

Although you can buy ND filters that reduce the inten-
sily ol light from 1 10 1 slops, my personal preference is
the 3-stop filer, As you'll see over time, this is all you
need when you want to use slower shutter speeds or lx;r';x
er lens openings without the worry ol overexposiire,

ith my camera and

80-200mm lens on a

fripod, | sl my aper
lure to f/22, knowing full
well that a lens opening this
small would necessitate the
slowest possible shulter
speed; in order to “explode”
this meadow of flowers with
my zoom lens, | would need
a slow shutter speed. How
slow® Normally, at least 1/4
sec., if not 1/2 sec, As |
adjusted my shutter speed, |
noticed that my light meter
was indicating 1/30 sec. as
Q correct exposure, Good
thing | had my 3:stop Tiffen
neutral-density filter with me.
| threaded it onto the lens,
and just like that, | had a
correct exposure indicalion
of /22 for 1/4 sec. As |
“l(f([ (l” <y(?\/l,‘|(l| |,’X’)l?'-l”l"., |
was quick to zoom the lens
from 80mm to 200mm dur
ing the 1/4 sec. period
Some of my attempls fell a
bit short, but this and a lew
others turned oul ln-utlhlu”y

|H() 200mm lens, /22 for
| /4 sec.]

FUTRAL-DENSEEY FELEL



Graduated Neutral-Density Filters

ulike a neutral-density filter, a graduated
neutral-density filter contains an area ol

density that merges with an area of no den-

sity. In effect. it is like a pair of sunglasses

o with lenses that are only tinted in certain
areas and not others. Rather than reducing the light
transmission throughout the entire scene. as an ND filter
does. a graduated ND filter reduces light only in certain
areas of the scene.

Suppose vou were at the beach just after sunset and
want to use vour wide-angle lens to get a composition
that included the bright color-filled postsunset sky. sev-
eral small foreground boulders surrounded by wet sand.
and the incoming waves. Since this would be a story-
telling image. you would choose the right aperture first.
in this case /722 for maximum depth of field. Then. you
would point your camera at the sky to get the correct
shutter speed. in this case 1/30 sec. But if you took a
meter reading from the wet sand. 1/2 sec would be the
correct shutter speed. That’s a 4-stop difference in expo-
sure. If you were to go with /22 for 1/30 sec.. you'd
record a wonderful color-filled sky. but the foreground
sand and rocks would be so underexposed they would
hardly appear. If you were to go expose for the sand and
rocks. on the other hand. the sky would be way overex-
posed and all its wonderful color would disappear.

One of the quickest ways to “change™ the exposure
time for the sky so that it gets close to matching that of
sand and rocks is to use a drop-in graduated neutral-
density filter. Unlike a “normal” graduated ND flter.
which threads onto the front of vour lens. a drop-in filter
is square or rectangular in shape and drops into a filter
holder that vou secure to the front of your lens. This
allows vou to slide the filter up or down. or to turn the
outer ring of the filter holder so that you can place the fil-
teralt an .'m;,‘lr. This. in turn, allows for |n‘1‘|m'l |\|.‘|<‘-'Illl‘lll

of the filter in most of your scenes.

\ligning the Filter

{ you have a camera with a depth-of-field preview
button, use it as yvou position the graduated ND
filter, As vou slide the filter up or down, vou can
clearly see exactly what portions of the composition
will be covered by the density of the filter. Using the
preview  button will guarantee perfect alignment

every i

A FOHNIOU T v LT

In the situation described above, a d-stop grad,

ND filter |m.~'i1inl|«-(l so that only the sky was covere
the ND arca would be the solution. You wouldn't wan

filter covering anything other than the bright

the filter was in place. aligned so that the ND secy

stops right al the horizon line. the correct sky «

would be reduced by 4 stops. and you could shoot

entire scene at [/22 for 1/2 sec.

()

Just like ND filters, graduated ND filters con

1- to 4-stop variations. In addition. they come 1
edge and soft-edge types. meaning that clear seci
the filter meets the ND section with either
change or a gradual transition. My personal pref

the soft edge.




he tricky part of this :
scene Was the 4-5:0;3 dif
nce between the
wh::;eﬁeld and the sky. W“_h
camera and lens on @ tri-
, | chose an aperlure of
nd set my exposure
3 {ér] f{:ea green field. | record:
ed @ correct exposure of the
~ field, but at the expense of
 the cloud and colorful sky
(opposiie). In the second try
[right), | was able to record
a correct exposure of the
green field as well as the
cloud and sky, but only after
placing my Lee 3-stop gradu-
ated neutraldensity filter on
my lens. My exposure time
for both of these images was
the same: /16 for 1/4 sec.
If you don'’t have a gradu-
oted neutral-density filter you
could take two separate, cor-
' rect exposures—one of the
field and the other of the
cloud and sky—and then use
Layers in Photoshop on your
computer fo blend the two
exposures info one, and end
up with the same thing. But,
whew! | don’t know about
you, but | get exhausted just
thinking about this. A word
of advice: If you've got
Photoshop, then your budget
can easily absorb the cost of ! i
a lee graduated nevutral-den-
sity filter. Buy it now, and the
next fime, gef the right expo-
sure in-camera! You'll have
more fime to spend with your
fomily and friends.

[Both photos: 35-70mm
lens, f/16 for 1/4 sec.]







F1lm vs. Digjtal




1SO

ilm cameras offer many combinations of film

choice and different 1ISO (1SO 25. 50. 64.. 100.

160. 200. 400. and so on). Digital cameras

give vou at least three choices in ISO set-

tings—125. 200. or 400—and if it's a more
sophisticated digital camera, you may find that it offers
ISO 800 and I1SO 1600. as well. ISOs of 400, 800, and up
are referred to as fast speed: 1SOs of 100. 125. 160. or
200 are referred to as medium speed: and 1SOs of 25. 50,
and 64 are referred to as slow speed.

So why all the ISO choices? Why not just select one
and stay with it A lot of shooters do just that. myself
included. T use ISO 100 a good 99 percent of the time
when using my film camera. and when shooting with my
Nikon DIX. I use ISO 125 (Nikon doesn’t offer ISO 100
on their D1X). There’s an array of subject matter that can
successfully be rendered with a medium 1SO like 1SO
100—from family outings. to outdoor sports at school. to
flowers in the backyard. to mountaintop wildflowers. to
vour pel cat. to wild lions in the Kalahari Desert.

Although this book has explored night and low-light
photography. it does so on the assumption that you'll be
shooting with ISO 100 to ISO 200. However, if vou're
shooting at night or in low light and you don’t want to use
a tripod. vou can certainly opt for loading up a high-
speed 1SO 800 or 1ISO 1600 film. or simply switch the
ISO setting on your digital camera. The purpose of these

high-speed 1SOs is twofold: to freeze action and to shoot

in low light.
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Color

nlike digital shooters, film shooters have an
array of options when it comes to choosing
the right color film. The film counter at any
camera store. or giant drug store for thal
matter. clearly shows numerous yellow.
green. and orange boxes. In addition, you must decide
between color print/negative film or color slide film. You
can quickly identify either, regardless of brand, because
all color print films end in the word “color™—i.e.
Kodacolor. Fujicolor, Agfacolor—while all color shide
films Ektachrome.

Fujichrome. Agfachrome.

end in the word “chrome”™—i.e.

One of the most common questions I get in my work-
shops is. “Which brand is best?” For many photogra-
phers, film is a personal choice. and much of what you
choose is based on several variables. If you want to share
vour results with friends and family soon after taking
vour roll of film. you'll be more inclined to shoot color
print film. Passing around 4x6 color prints at the office

makes a lot more sense than passing around individual

color slides. If. on the other hand. you're the type who

likes to give slide shows. then oby iously, color slide film
will be your choice. Additionally, if you want to save
money on film processing cosls. color slides would be the
logical choice. Normally. the cost of processing a roll of
thirty-six exposure slide film is about half of what it is {or
a roll of thirty-six exposure color print film.

You can also make any number of prints from color
slides, but it’s an extra step in the process. You must first
take a look at all of your efforts and then decide which
ones are worthy of making into prints. That’s an argument
in itself for shooting slides when you realize most of the
thirty-six exposures are often similar shots. while perhaps
only two or three are really. really good! With a roll of color
print film, you would spend twice as much to keep the
same three shots as you would have had you shot slides.

When it comes to overall color saturation and contrast.
color slide film has a long history of “winning™ over color
print film. However, color print (or negative) film is a lot
more forgiving in the area of exposure, so if you mess up
and shoot some of your pictures a bit overexposed or a bit

underexposed. the lab will make all of the necessary cor-

) eing able to switch from
color to black and white
with the push of button is
cerfainly a big advantage
shooting with a digital ca
assuming of course that you do
indeed like to shoot the same

subject in black and white

e

well as in color, When this
Ukranian security guard finally
smiled, revealing a gold to
(opposite), | had already
switched the camera to black

|
and white, so untortunately

-:]n\!d tooth is foreve

only in black and white

A possible le

away frrom his

sho Ming

absolutaly sure yol \

| |
a black-and-wh

in color mode. Y
convert { A
and white, but
change black
| 1 W Y



[ conrse. Shides on the

tention Lo exposure sim

ih 1o make corre

¥ processed. P fully aware of

| ibihity, via photosimaging

ons i vour exposures (whether

| but 1 look at these tools as a

st resort

particular characteristics,

will enable vou to discover which

vour photography and your tastes,

the vivid greens of a spring foresl
wedding dress. Over the last twen

ve certainly had my share of film love

|

irst fifteen vears, | was always shoot-

25 or Ok | then discovered Fujichrome

nd 100. And in the mid-nineties, | was
ks Ektachrome 100 and began using
for the past four years. I've almost
ktachrome E100VS (the VS signifying
As 1t 1s a highly saturated color slide

of my subjects except people: it's far

most skin tones, making evervone

When photographing people, I opt for

One ol the drawbacks for digital shooters is that
there's no Glm choice: there are no oplions in choosing
color print/negative film or color slide filnm. and sl
quently, no options in how saturated your exposires will

be without first loading the digital image into the com
puter and then applying the necessary steps to achieve
the desired effect. Is all about time when shooting digi-
tally: it takes only a second or two to see your image on
the camera’s LCD screen. but there’s much more time
ahead once you've downloaded the images onto the com-
puter. If you're like most digital shooters. spending time
on the computer has become commonplace.

However. digital shooters have the upper hand in
other areas. As discussed on the previous page. they can
switch 1SOs from one exposure to the next. Additionally.
digital shooters can switch from color to black and white
at the touch of a button. D

gital shooters can set their

“white balance™ for most building interiors so that even
when the office lights overhead are fluorescent, the nor-
mal gr

they didn’t use the FLD filter) is never seen by the digi-

eenish cast that film shooters record (assuming

tal shooter: subjects look “normal.” And finally, digital
shooters can immediately see their results via the LCD
sereen, enabling them to correct any errors or make any

adjustments they want before saving the image.

COLOR 157
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Index

action. See motion
aperture, 34-09
depth of field and, 36-37, 50
macro photography and, 62-67
setling, 16-17, 19, 36
shutter speed combinations, 24, 30-33
singular-theme compositions, 32, 46, 18-55
specular highlights and, 68-69
storytelling compositions, 32, 3817

“Who cares?™ compositions, 32, 56-61, 103, 105

aperture-priority mode, 40, 60, 65, 102, 103
auto-depth-of-ficld scale, 38

autoexposure, 14, 102, 120

autofocus, 38

background
colorful, 52
lights, 68-69
out-of-focus, 36-37, 418-55
panning and, 81
sharpness, 33, 36, 39, 40
backlight, 110-113
black subjects, metering, 118-121
Bogen clamp, 72

center-weighted meter, 116, 117
close-up filters, 64

close-ups, 42, 16, 62-67
color-correction filters, 155

color film, selecting, 156-157

color of light, 96

creatively correct exposure, 24-31, 94
critical aperture, 56-59

deliberate overexposure, 138-139, 140
depth of field, 32, 33
aperture and, 36-47
in macro photography, 62
depth-of-field preview button, 50-52, 150
depth-of-field scale, 38, 41
digital shooting
color/black-and-white modes, 156
color saturation and, 157
depth of field and, 46, 47
ISO settings and, 117, 154-155
macro, O
pros and cons of, 157
distance settings, 38, 39
double exposure, 140, 141

18% reflectance, 118-12]
exposure
creatively correct, 2433, 9
defined, 14, 24
light meter and, 22-23
manusl mode, 15, 30
photographic triangle coneept of, 11, 16-21
Sunny /16 Rule, 114
exposure meter, See light meter
entension tube, 63, 64, 66, G, 106

film

pushing und pulling, 158

selewcting calor Gilm, 156157

160 INDEX

(ilters
color-correction, 155
FLW magenta-colored, 131, 132
graduated neutral-density (ND), 150-151
neutral-density (ND), 132, 148-149
polarizing, 144147

LW magenta-colored filter, 131, 132

focal length, 37, 38. 16

focusing, 38-15

freczing motion, 30, 31, 32, 72, 75, 76-79

frontlight, 100-105

S-stop, 17, 24

gray card, 120
green area, metering, 43, 57, 120-127

high-key effect, 138

implying motion, 32, 74-75, 84-89

isolation (singular-theme) compositions, 32, 46,
18-55

ISO settings, 19-21, 114, 117, 154-155. 158

light, 92-135
backlight, 110-113
best light, 96-99
frontlight, 100-105
night/low-light, 128-135, 154
overcast frontlight, 102-105
refllectance of, 118
seasonal changes in, 96, 98
sidelight, 106=109, 144
sunlight, working in, 144-145
time of day, 96, 98
light meter, 11,94, 110
black-and-white subjects, 118-121, 124
exposure and, 22-23
green area, metering, 43, 57, 126-127
sky, metering, 122-125, 128
types of, 114-117
lights, in background, 68-69
low light, shooting in, 128-135. 154

macro lens, 40, 61, 68
macro photography, 62-67
manual exposure mode, 15, 30
matrix metering, 116117
metering. See light meter
moon scenes, 132-133, 141
molion
[reezing, 30, 31, 32, 72, 75, 76-79
implying, 32, 74-75, 84-89
in night scenes, 130
panning, 32, 74, 80-83
rain elfect, 90-9]
with stationary camera, 86
motor drive, 79

multiple exposure, 142143

nentral-density (ND) Gilters, 132, 148110
praduated, 1502151
night soenes, 68, 1268145, 151

overcast fronthighting, 102105
averexposure, 24, 1K= 149, 140

panning, 42, 74, Ho-01

photographic triangle, 11, 16-2)
polarizing filters, 144147

portrails

in backlight, 112

in overcast frontlight, 104105

selective focus, 18

in sidelight, 106, 107, 104

*Who cares?” aperture, 58,

pulling film, 158
pushing film, 158

rain effect, 90-9]

rainy-day compositions, 146
reflected-light meters, 114, 118

sandwiching. 140. 14]
shadow, sidelighting and, 106
shutter speed, 70-01

-aperture combinations, 24,

ISO and, 20-21
selecting, 73-75

setting, 19

slow, 26

See also motion

sidelight, 106109, 144
silhouettes. in backlight, 110, 111
single-focal-length lens, 38

singular-theme compositions,

sky

metering, |

wide-angle lens, 4445
See also sunrise; sunset

specular highlights, 68-69

22-125, 128

moon scenes, 132-133, 141

spot meter, 114, 116

stop down, 17, 36

slnl\l«'“in;: compaositions
subject, distance from, 37

sunlight, working in, 144145

Sunny /716 Rule, 114

sunnise, 41

.08,

123, 125

sunset, 68, 69, 106, 110, 123

ln'h'phnh- le

ns, 42,

10,

100, 106, 110, |

through-the-lens (TT1

transparent subjects, bhackl

tripod, 134

~2/3 exposure, 43, 120

underexpos

viewlinder,

)
ure, <
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weather, light and, Y0

white subjects, m

*Whao cares
wide-angle
wide-angle
wide open

winder, (9
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